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Steph Huang, Late Night Gas Station, 2025. Hand-blown glass, mild steel, 40 x 25 x 25 cm | 15 %4 x 9 1316x 9 1318 inches. Photo by Chi-Hung Chu. Courtesy of the artist and Perrotin.
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Perrotin is pleased to present When an Encounter Takes Place, a solo
exhibition of sculptures and installations by the London-based
Taiwanese artist Steph Huang. It marks her debut with the gallery.
Known for being a poet of materiality, Huang's playful sculptures and
idiosyncratic assemblages created with found objects and malleable
materials draw on universally shared human experiences in society.
With this exhibition, the artist takes the spectator on a wanderlust
through time, from the banks of the Thames to the streets of Japan,
revisiting fond memories from family gatherings to cherishing moments
of respite off the shores of the Mediterranean. Each work subtly
embodies a spatiotemporal displacement and is embedded with
expansive socio-economic and historical significance, prompting the
spectator to discover their evolving meanings in their respective context.
In particular, one is encouraged to consider the broader context of
Tokyo, one of the largest urban metropolises in the world, organized
around a social order driven by efficiency and productivity.

Depending on where one lays the tonal emphasis to the exhibition title,
the phrase “When an Encounter Takes Place” offers disparate
worldviews to a preposition. Were it read as a presupposition, one
assumes such an encounter may happen while denoting an undertone
of disillusionment and its improbability. Alternatively, were “when” to be
read as an affirmative, one begins to imagine the infinite possibilities of
people and objects, often from different backgrounds and places,
coming into contact. While the former is not baseless, given the
disconnected and fragmented social realities that have led to various
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forms of isolation, be it physical, psychological, or cultural, in the post-
global present. The latter represents the outcome of mechanisms of
colonialism and globalization, where hybrid forms of meaning, identities,
and culture are constantly changing and negotiated.

Having grown up in Taiwan and lived in London for more than a decade
now, Steph Huang is undoubtedly aware of the mechanism of
globalization and its aftermath, yet her artistic practice is not
representational of its symptoms, but offers ways of perceiving and
experiencing the world that drifts away, or even liberating from the
mainstream. The late [talian photographer Luigi Ghirri wrote on
photography, “The photograph is the space where a meeting, a
discovery, and a recognition can occur: when an encounter takes
place” Huang's conception of the primary function of sculpture, like
Gihirri's on photography, aims to provide chances at convergence. Her
assemblage and mise-en-scene, achieved by found objects and
manipulated materials, lend to the alignment of the self, the subject, and
the world.

Formally trained as a realist painter in Taiwan, Huang worked briefly in
publishing after she relocated to the U.K, where she was exposed to
performance, video art, and photography. The latter soon became an
interest and creative outlet before she furthered her studies in sculpture
at the Royal College of Art. Having adopted a multimedia practice that
includes photography, sound, video art, sculpture with a variety of
techniques including glass blowing, printing, metalworking, among
others, opened infinite possibilities for Huang's translation of lived
experiences from the two-dimensional surface into the physical space,
while her foundation in painting and photography that taught her about
subject, color, and texture, and finessed her sensibility for angles and
light, continue to be the source of her creativity. As time went on, Huang
amassed countless objects from the streets and accumulated rolls of
photographs with a film camera from various urban excursions. From
these, her attention to vernacular style, informal architecture, context-
specific language, gestures, and relationships began to emerge—often
through the overlooked, banal, and transient details in our everyday life.

For Steph Huang, sculptures are more than objects that occupy space,
but generate and foster a mutually effective relationship between the
artwork, its context, and an evolution of meaning to those inhabiting the
space. Take, for example, Huang's use of the wallpaper pattern lining
her grandparents’ home in the 1950s and 1960s. A remnant of Taiwan'’s
Japanese colonial period from 1895 to 1945, itself influenced by the
Arts and Crafts movement in Britain half a century earlier, once appeared
in The Gone Room (2024) and other iterations, invoking fond memories
of the home. In Dance in Cosmos (2025), the pattern's psychedelic
effects along with an adjacent knob-like mould, unveils an expanded
sense of nostalgia for a bygone era, as distant as the abyss of the
cosmos. Yet the same pattern, stored as memories, transports the
spectator to a specific time and place.

With a knack for pinning the punctum of specificity in found objects,
Huang applies the same aptitude in choosing the two primary materials
of her sculptural practice, namely glass and metal. Both artificial
materials extracted from nature, their malleable and ductile qualities find
a delicate balance with their socio-historical significance in Huang's
work. The former, now a fading craft, was at the center of global
production during the 20th century; the latter, a material that has
marked technological milestones throughout human civilization. In
addition, glass is often used in instances where the ephemeral and the
perishable re-materialize, while metal serves as a marker and retainer of
time.
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Steph Huang, Moon Exploration, 2024. Mild steel, hand-blown glass, light, 38 x 39 x 30 cm |
141%/18 x 1698 x 111316 inches. Photo by Tim Bowditch. Courtesy of the artist and Perrotin.

Incidentally, Blue Moon (2024), Moon Exploration (2024), and
Bubbling Up (2024) join glass and metal in perfect matrimony. Inferred
either through the artworks' titles or their form, these works not only
sway the spectator away from thinking about the moon or a street lamp
as functional devices of illumination, but also as a reminder to engage
sensory channels other than visuality in experiencing and drawing
meaning from their encounters.

Upon entering the exhibition space on the first floor, one is greeted with
Resting (2025) and The Column of Fortune (2025) on top of a
prominently centered metallic sheet serving as a plinth. The former is
composed of a metal strip bent to mimic the contour of reclining human
form. Across from it, the Corinthian-style column with discs dividing its
corrugated helical shaft in three sections (The Column of Fortune)
lures one's attention upward. Being a symbol of power and agelessness
in ancient Greek and Roman architecture, at the top of the column, one
finds several folded copper sheets in the shape of fortune cookies on
an aluminium cooking platter, with this compelling imagery of a man in
respite, whose opaque presence—despite its solid and rigid material—
presents an ineffable sense of fragility and vulnerability. Considering the
scale of the plinth, which suggests an expansive drive for advancement,
productivity, and efficiency, one imagines the precarity of the person’s
situation, magnified by the glass bubble afoot. However fleeting the
worries and anxieties embodied in these bubbles are, they nevertheless
preoccupy the person's mind.

With overwhelming demands from everyday life, fortune cookies on a
platter may offer a sense of hope to the unknown, however hifalutin that
idea may be. Resonating with such a basic human desire to appease
anxiety for the future, one finds more than a dozen glass ball scattered
along the wall on one side of the space (Collision of Fate, 2025). These
hand-blown glass bubbles with stretched out animal-like ears, cast
Omikuji inside, whose talismanic qualities amplify an anxious undertone
resounding discretely throughout the space. Here, the notion of kawaii—
newly introduced in Steph Huang's practice—stems from a compelling
through line as a mode of sensitivity, attention, and affective aesthetics,
alongside its widespread popularity as seen in cute anime characters
across contemporary Asian culture. Linking to Sei Shonagon's The
Pillow Book, written in the 10th century, an early form of codifying
aesthetic pleasure, that speaks to caring for the inferior, the minor, the
less prominent, and those out of power.

In a sense, the work Collision of Fate seems to pivot the anxious
sensibility of this space, as one finds artworks hanging on the walls and
along the peripheries of the center pieces, rhythmically placed on

Steph Huang, Earth, Wind, Fire, 2025. Painted mild steel, bronze, concrete, tin, 43 x 52 x 40
cm | 167916 x 202 x 15% inches. Photo by Chi-Hung Chu. Courtesy of the artist and Perrotin.
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Steph Huang, A Pause Button, 2025. Wood, printed copper, emulsion, glass, 35 x 79 x 9 cm | 13%4 x 31"/ x 3%/1® inches. Photo by Chi-Hung Chu. Courtesy of the artist and Perrotin.

various eye levels, which seem to offset the overwhelming sensibility of
the urban setting. With A Pause Button (2025) extending an invitation
for a relaxing afternoon and a journey toward inner serenity; Earth,
Wind, Fire (2025) recalling childhood memories of gatherings,
rekindling the smell and smoke from BBQing that brought family and
friends together; and to imagine oneself as the ladybug crowding in a
tube trapped in the wheel of life in Promenade Along the Time (2023),
these idle moments and leisurely off time recalibrate our sense of time,
urging one to contemplate its meaning in the same urban context.

Before entering the Salon upstairs, the spectator arrives at the vitrine,
in which aligned glass bubbles along four metal tubes cut in half are
suspended in the air. Its title, A Pipe Dream (2024), extends the sense
of hope and aspiration from the ground floor. The glass bubbles, like
water running through a pipe, or individuals wrapped up in their bubbles,
as in Hieronymus Bosch's Garden of Earthly Delights, materialize the
human presence, however transparent and insignificant, in the stream
of the pipes, and still carry forth dreams and aspirations.

Inside the Salon, a wishful desire to escape societal constraints is
expressed through the juxtaposition of Pachin Pachin (2025), which
features slot machine motifs like a glass peach and letters orbiting a
dotted smiley face. Displayed against wallpaper adorned with similar
symbols—cherries, peaches, and fortune cookies—the work
interrogates the tension between indulgence and restraint, where
pleasure is both offered and perpetually deferred. Urban Symphony
(2025)—a cast copper bird cage occupied by a bronze walnut—hangs
overhead, while the rhythmic sound of bird chirping loops in the
background, offsetting and subtly overpowering those human instincts.
Similar to how John Cage magnifies our visuality by silencing a musical
performance in 4'33”(1952), Steph Huang applies sound to incite the
human imagination of an absent bird. Its resounding chirping, typically
associated with traffic lights in Japan, calls up various imageries that
reflect the Japanese respect for social order.

Looking across the floor and into the corners of this space, one finds
recurring subjects—food, shelter, and memories—accrue new
meanings and iterations in their evolving contexts and perspectives.
Their juxtapositions, while soliciting visual tension between the fragile
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and the rigid, the ephemeral and the eternal, and connecting the physical
to the metaphysical, also embody what Gaston Bachelard iterated in The
Poetics of Space: the blurring of definitive boundaries in dialectical
divisions such as inside and outside, light and shadow, presence and
absence. Steph Huang's seemingly eclectic installations entice the
viewer to look into the empty space, to hear the sound where it's silenced,
and to deduce what is left unsaid from what's before our eyes. As we
adjust their vantage points, we discover an alternative system of aesthetics
grounded in universally shared human experiences about hope, desire,
belonging, loneliness, nostalgia, and joy.

Text by Fiona He

More information about the show >>>

Born in 1990 in Taiwan, China
Lives and works in London, UK

Steph Huang received her MA in Sculpture from the Royal College of Art
in 2021. Recent solo exhibitions include Lili Deli, Taipei Fine Arts Museum,
Taipei, Taiwan, 2025; Property for Sale, Hong Foundation, Taipei, Taiwan,
2024; See, See Sea, Tate Britain, London, UK, 2024; There Is Nothing
Old Under The Sun, Standpoint London, UK, 2024; The Water that Bears
the Boat, E-WERK Freiburg, Freiburg, Germany, 2024;1 Will See You
When the Week Ends, Public Gallery, London, UK, 2023;A Great
Increase In Business Is On Its Way, Goldsmiths CCA, London, UK, 2022.
In 2023, Huang was awarded the Mark Tanner Sculpture Award and was
a recipient of the Henry Moore Foundation Artist Award. In 2022, Huang
was awarded the Grand Prize at the Taipei Art Awards.

©Sophie Stafford. Courtesy of the artist and Perrotin
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