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Foreword

The National Gallery of Indonesia – Ministry of Education and Culture – warmly 
welcomes a solo exhibition by Natee Utarit “Optimism is Ridiculous: The Altarpieces” 
on 3-17 October 2017 at A Building of the National Gallery of Indonesia. Initiated 
by Richard Koh Fine Art in collaboration with the National Gallery of Indonesia, 
this exhibition is a positive bridge in strengthening the good relationship between 
Indonesian cultural institutions and international galleries aimed at facilitating, 
promoting, and providing the experience of cultural exchange in the field of arts. This 
is also a form of appreciation from the National Gallery of Indonesia for the creativity 
and existence of Natee Utarit who successfully completed his works for this Southeast 
Asia traveling solo exhibition.

In this exhibition, Utarit presents his interpretation about the world and various 
beliefs that appear in the Western format from the perspective of someone who comes 
from Asia. The artworks of Utarit represent a view of God, our surrounding world, and 
contemporary events through his Buddhist belief. The works present traces of belief 
on fundamental issues such as death, injustice, and human suffering by composing and 
depicting human metaphors into universal experiences within the framework of Thai 
culture and sacred Western symbols. 

This exhibition is expected to be a visual presentation that can bring fresh ideas in 
the practice of art. It is also expected to motivate other artists to continue working 
and exploring their ideas and technical media. For the public, this event is a valuable 
opportunity to continue to hone and improve the power of critical thinking and the 
expansion of art appreciation, especially in the field of art. 

We would like to extend our gratitude to Richard Koh Fine Art, Natee Utarit, as well 
as all parties that helped and supported the realization of this exhibition. Enjoy the 
exhibition and, enjoy appreciating!

Tubagus ‘Andre’ Sukmana
Director
National Gallery of Indonesia
Jakarta, October 2017
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This body of works entitled 'The Altarpieces' takes its inspiration from paintings that 
have traditionally adorned the altars of Christian churches. They are works that have a 
long history, one that stretches back almost to the very beginnings of Western painting. 
Altarpieces have always dealt with religious matters, portraying Christian legends and 
myths, and foregrounding the sanctity of Christian ritual. They are filled with meaning 
and have always played an important role in giving tangible form to key tenets of the 
Christian faith. 

In these paintings, I offer my interpretation of the world and its various beliefs that 
appear in the Western world from my own personal Asian perspective, instead of a 
perspective that has long been shaped by Western thinking and the spread of Western 
imperialism, which began centuries ago. These paintings represent a view of God, the 
world around us, and the contemporary events, filtered through my own Buddhist 
beliefs. They, therefore, show traces of religious thinking on core issues like death, 
injustice, and human suffering. And while there are similarities with a number of 
Western conceptions, like memento mori, which are meant to remind us of certain 
elemental truths, different perspectives on the causes and means of eliminating 
suffering ensure that these are only surface similarities. 

All of the paintings in this series entitled 'The Altarpieces' speak about these issues in 
one-way or another. Through a range of differing subject matter, all of the works are 
meant as an examination of my beliefs and my attitude towards the notion of god 
and goodness in today’s world. They also pose questions about the nature of human 
identity in a world where the lines separating different ideas and sets of beliefs have all 
but vanished.

Natee Utarit
2016

The Altarpieces
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Passage to The Song of Truth and Absolute Equality (detail), 2014, Oil on canvas, 212 x 510 cm polytych (5 panels)
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The Private Expectation of God and 
the Common Reason of Investment

Nescientia

1

2

2014, Oil on canvas, 265 x 249 cm diptych
2014, Oil on canvas, 290 x 387 cm  triptych

Art development in Southeast Asia is distinguished for the enduring strength of 
painting, in particular certain styles of figural-narrative painting continues to 

retain its critical edge, in defiance of the so-called crisis of painting in the West. The 
long standing criticality of painting practice in Southeast Asia has a lot to do with 
the way the development of easel painting was part of the larger anti-colonial and 
nationalist project of the late 19th and 20th century. The idea that the art object and 
artists were independent from society and nation had little traction in the region, in 
fact, the social consciousness of painting was an important rationale for its existence. 
Within the region, this allowed for the acceptance and legitimation of painters working 
in the social-realist tradition from cities such as Yogyakarta, Manila and Bangkok till 
the present day.

The difference is all the more stark when one considers how only certain styles of 
abstraction from East Asia, closely aligned visually and conceptually to 20th century 
Euro-American minimalist and abstract-expressionist movements have been most 
heavily promoted in the Western markets recently. These include all the variants of 
the post war Japanese avant garde like the Gutai and the Mono-ha; or the Tansaekhwa 
(monochromatic painting) artists from Korea. Stripped of their specific historical and 
geographical contexts, these abstract works could be easily appreciated in the West for 
their formal qualities alone, without the messy social-political currents and encounters 
with historical destinies that gave birth to them.

The work of Thai artist Natee Utarit thus needs to be interpreted against this  
larger context, where artists working in the figural-narrative tradition sought to hone 
and expand the critical possibilities of easel painting by continuing to query the forms 
and concepts of painting practice inherited from the West. European colonialists 
founded many of the art universities and training centres of the region as part of a larger 
‘civilisational’ project of Empire. Natee’s training in Silpakorn University, established 
by an Italian artist of the Florentine academic school has bequeathed a deeply felt 
empathy and resonance with the visual idioms and allegorical concerns of European 
painting. Natee’s works over the last 20 years have at some level been explorations of  
the implications of both the western artistic styles he has been trained in, 
from landscape painting to figurative, to still life and now historical and 
narrative painting. Whereas the Illustration of the Crisis series, from around 
2010 were interrogations of the specific developments in Thai politics 
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and society, the current ‘altarpiece’ cycle are explorations of the role of art  
(read crisis!) in contemporary society. 

The format and visual idioms in these two altarpieces connect both the Christian 
and Buddhist art traditions in their use of narrative and storytelling as a channel 
through which the numinous truth of existence could be transmitted to the lay person. 
Within Christian art, painted altar panels first appeared in Italian churches (note the  
connection to the artist’s formal art education) from the 13th century and was a  
way for the church to educate the largely illiterate masses about the life of Christ,  
who would otherwise not have been able to read the text of the Bible. Similarly  
stories of the life of Buddha were most often transmitted through oral and visual 
narratives such as the Jataka tales. The anticipated 12 pieces of the ‘altarpiece’ 
cycle of which two examples are displayed here, can be seen as cautionary tales 
and allegories of faith in art, at a more personal level, they are meditations 
on the artistic traditions that the artist has inherited and their complex 
roles in the commercialised art world today. Indeed the format immediately 
draws attention to the claims of art as a new religion of our times, with all its attendant 
fears and hopes. Considering his recent spectacular commercial and critical success, 
the altar series are also moody reflections of the artist’s ambivalence and unease about 
the commercial aspects of the art world. In response, he has created almost his own 
arcane complex visual language, filling his works with imageries and forms that could 
only be decoded if the viewer took time and care to delve into the history of the world’s 
artistic traditions. His work is the antithesis of pop art, in that it is not about surface but 
what lies beneath. It is not what is visible, but what cannot be seen.

In the larger of the two pieces, Nescientia, the central panel features a standing Buddha in 
the form the Thais call Pang Perd Lok and references an episode where Buddha opened the 
three worlds of heaven, earth and hell, thereby allowing all the living things in existence 
to see each other and comprehend the reality of existence. It refers to an ultimate moment 
of truth and perhaps possibility of salvation from the cycle of birth, death and rebirth. 
Supplicants and a priest (right panel), representing the disciples and the lay communities, 
prostrate themselves at the Buddha’s feet. Interestingly, their poses and composition 
are echoes of the figures gathered around the crucified body of Christ in many examples 
of Christian art. Yet this moment of illumination is undercut in the altarpiece harshly,  
almost hilariously by an auction bidder, holding a paddle with the number 1205 in the  

faces of the supplicants. Behind him, a painting is being carried off by two art handlers, 
 whom many will recognize as typical fixtures of the auction room. At the foreground 
of this left panel stands a sculpture of the Apollo Belvedere, one of the most iconic 
marble sculptures from classical antiquity that represented ideal beauty and 
perfection in the Western world. Yet even bastions of aesthetic perfection may be 
next in line for the hungry art markets, Natee seems to suggest, just like how even the 
figure of Buddha in a supreme act of salvation has its skin and muscle stripped from 
its body.

The covetousness and greediness of man becomes even more explicit in the second 
altarpiece entitled The Private Expectation of God and the Common Reason of Investment. 
Natee signposts the fact that we are in strange and trying times directly in this work. 
On the left panel,  the unfurled banner reads ‘The path to paradise begins in Hell’, one 
of the most renowned lines from Dante, a not so subtle hint that things could get worse 
before they get better, just like how Dante’s hero had to endure the trials of hell before 
encountering the grace of God. As if in retort, the second banner reads ‘In heaven all the 
interesting people are missing’. Seriousness and flippancy are bedfellows in this work. 
The setting and objects in this painting can best be described as an accumulation of 
collectables, objects of art and value. Yet the cluster of horned rams and deer gathering 
in the centre of the painting are possibly allusions to the golden calf episode in the 
Bible. The false icons of art and art investors are the new golden calfs, here to take the 
lay community away from truth and destiny. In his typical offbeat humour, Natee 
interjects another disembodies arm lifting up yet another auction paddle in the right 
panel. Compared to the earlier altarpieces, these two examples are the most explicitly 
critical works undertaken in the artist’s current exploration of the art world.
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Allegory of the Beginning and Acceptance

3

2015, Oil on canvas, 228 x 182 cm diptych

Within Southeast Asia, Natee Utarit’s practice is unique for its continuing 
empathy and deployment of the visual idioms of European painting traditions 

from the Middle Ages to the Renaissance. More than just an appropriation of symbols, 
his visual compositions also embody a subtle meditation on the ideals of an ethical 
and purposeful life. To this effect, he has exploited the formats of Christian altarpieces 
in particular with their narrative potential as the formal framework for the entire 
‘altarpiece’ cycle.

While previous works in Thai artist Natee Utarit’s ‘altarpiece’ cycle such as When Adam 
delved and Eve Span, Who was then the Gentlemen?, Nescientia and The Private Expectation of God 
and the Common Reason of Investment were pointed criticisms of the false religion of the 
contemporary art market, the two new works in the series Allegory of the Beginning and 
Acceptance and Allegory of the End and Resistance seem to engage with the issue of belief 
itself. For the first time too, the artist has painted two works that are separate but yet 
need to be considered together as distorted mirrors on the same scene. The starting 
points of both works are the long pictorial tradition of the fall of Adam and Eve found 
in northern European painting, particularly from the 15th century onwards. Painters 
such as Durer, Cornelis van Haarlem and Lucas Cranach the Elder have produced 
exemplary examples of the Fall. The Adam and Eve paintings of Cranach the Elder 
(such as the Adam and Eve works from 1526 and 1530), especially seems to have been a 
major inspiration for these two paintings.

Both works are diptychs with the figure of Adam in the left panel and Eve on the right. 
Set within the Garden of Eden, the Tree of Life rises behind Adam and Eve who are 
surrounded by various animal denizens of the garden. In the Allegory of the Beginning and 
Acceptance, the first humans are portrayed oddly as skeletal figures, which seem to be a 
reference to the earlier work in the cycle based on the Danse Macabre theme, Passage 
to the Song of Truth and Absolute Equality. Without flesh and muscle, Adam and Eve are 
almost indistinguishable, if not for the pinned pieces of paper painted into the work 



22 23



24 25

which shows their names.  In this work, the fruit of life and knowledge are still on the 
tree behind Adam, or at least it seems Adam has yet to be seduced into eating it. In this 
time seemingly before the Fall, all humans are equal. Despite their skeletal form, Adam 
and Eve adopt the posture of their pictorial ancestry, covering their pubic regions with 
their hands. This is clearly a liminal period before the Fall when things could go either 
way. That death and time have entered Eden is foreshadowed by the snarling fox at Eve’s 
feet and predatory bird (instead of a snake) perched above her. A gun, bullets and dead 
birds are also strewn at the feet of the first man and woman. That faith still remains is 
hinted at in the famous aphorism from the French philosopher Voltaire painted into 
the unfurling banner which states ‘If God did not exist, it would be necessary to invent 
him’. Rather than being a cynical retort, it is a statement affirming the need for man to 
believe in the existence of an absolute moral universe, and in fact, to imagine it into 
existence if need be.

In contrast, Allegory of the End and Resistance is a scene after the Fall, the trees are bare 
of fruit. Instead the forbidden fruit of knowledge lies eaten and tossed at Adam’s feet 
as he holds a copy of the Financial Times in his left hand. Eve too stands next to her 
spoils of earthly success, an overflowing chest of gold coins and crown, the lamb of 
innocence prostate at its side. That both Adam and Eve have come onto the world and 
its ambivalent destinies is made clear also in the fleshly depictions of the first couple. 
Adam is buff while Eve is emaciated in a manner similar to anorexic models today. Yet 
they have no sense of embarrassment or humility and there is no attempt to cover their 
nakedness which is displayed brazenly-a departure from their pictorial sources. Their 
postures are clearly from our present times. The unfurling banner running through 
the painting contains a quotation from Friedrich Nietzsche ‘God is dead. God remains 
dead. And we have killed him’. Rather than implying that a physical God is dead, the line 
argues that when one is no longer able to recognise any absolute order in the universe, 
one also loses access to moral principles and begins a slide to nihilism.



26 27

4

In the Name of God

2016, Oil on canvas, 250 x 374 cm triptych

This work picks up the theme of the unequal power relations 
in encounters between Europe and Asia/Thailand that was 

the subject of the first work in the series. In this work, the central 
panel is dominated by a the image of a western tourist astride an 
elephant, a common and popular attraction for tourists now. This 
type of economic exchange today has long roots in the colonial 
past, when European ‘adventurers’ would exchanges for goods 
and lands with local leaders. The unequal agreement that is at the 
heart of these early exchanges is common in place across the world 
where local lands, resources and goods, have often been exchanged 
for pithy gifts and monies. This is hinted at by the depiction in the 
foreground of one such colonial exchange. The continuation of 
this type of asymetrical relations of exchange is repeated in the 
left and right panels, where the exotic goods of the past on the left 
panel are now replaced by the contemporary but still exotic art and 
manufacture goods of the present, in the right panel.
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The Annunciation

The Silent Gateway

2016, Oil on canvas, 287 x 308 cm triptych

2016, Oil on canvas, 287 x 308 cm triptych

The paradox of human will, our ability to shape our own destinies good or bad, has 
been one of the main threads running through Natee Utarit’s current altarpiece 

series. Moving between imagery and texts from Buddhist and Christian traditions, the 
artist seems to want to convey his sense that the current crisis of spiritual certainty 
(in fact all certainty) is not specific to any one community of belief but is rather more 
pervasive. One of his artistic strategies has been to borrow elements of Christian 
aesthetic tradition, in this case the altarpiece format and even Christian imagery itself, 
to elucidate elements of Buddhist philosophy. 

The work The Annunciation is an obvious reference to the annunciation of Mary, when 
the angel Gabriel brings news to the virgin about the impending birth of Christ and that 
she will be the mother of Jesus. The Annunciation is therefore a moment of holy epiphany, 
when the intent of the divine is made known to the world. Natee finds a corresponding 
moment in the figure of the Buddha which the Thai people call Pang Perd Lok. This is the 
second time this figure has appeared in The Altarpieces series, the first was in the earlier 
work Nescientia. Like the Christian Annunciation, the Pang Perd Lok form of the Buddha 
is moment of divine revelation of the truth of existence. Returning from the heavens, 
Buddha opened the three worlds of heaven, earth and hell, so that the denizens of each 
could see each other and comprehend the reality of existence. The standing Buddha 
figure is depicted with arms down and palms open, in a moment of revelation. In this 
work, The Annunciation, the Pang Perd Lok form of the Buddha dominates the central 
panel and indeed the entire work surrounded by supplicants both human and animal. 
Yet doubt remains and the three men in the right panel do not participate, but are seen 
questioning and whispering.

The paradox of choice in the face of divine revelation is echoed again in the penultimate 
work The Silent Gateway. Possibly the most poetic work in the series, each of the panels 
depict a receding series of pathways to an unknown destination. Devoid of any other 
imagery that could guide us, this work is a visual depiction of the three worlds of Heaven, 
Hell and Earth that the Buddha revealed to all living beings.  Echoing The Annunciation, 
this work is about the choices ie which path we will choose to walk towards at the 
present moment, how do we know which is the path to heaven and which is the road to 
hell?
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The Introspection

2016, Oil on canvas, 250 x 374 cm triptych

The final work in the series returns once again to the artists’ 
personal Buddhist belief that the solution to the current 

crisis of existence cannot be found in an external force or divinity. 
This is best encapsulated by the text which forms the core of this 
work. The unfurling banner cites a line from the first verse of the 
Dhammapada (quotations from the Buddha), which states: "All 
things are preceded by the mind, led by the mind, created by the 
mind." As if to reinforce the importance of this message visually, 
all the figures in this work, across all three panels turn towards the 
centre, to the text but also inwards into the painting. Adam and 
Eve (now skeletal figures), supplicants, the herald, dragons and 
even death all orientate themselves in the same manner. While the 
series begins with the challenges of the external world, it ends with 
a turning inward, it concludes with the need for introspection.
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When Adam Delved and Eve Span, Who Was Then the Gentleman? (detail), 2014, Oil on canvas, 230 x 735 cm polytych (7 panels)
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Natee Utarit (b. 1970, Bangkok) studied at the College of Fine Art in 1987 and graduated in Graphic Arts at the 
Painting and Sculpture Faculty at Silpakorn University, both in Bangkok, Thailand in 1991. Solo exhibitions include 
Illustration of the Crisis, Bangkok University Gallery, Bangkok, Thailand (2013), After Painting, Singapore Art Museum, 
Singapore (2010) and The Amusement of Dreams, Hope and Perfection, Art Center of Chulalongkorn University, Bangkok, 
Thailand (2007). Recent group exhibitions include Thai Eye, BACC, Bangkok, Thailand and Saatchi Gallery, London, 
UK (2016/2015), Art of ASEAN, Bank Negara Museum and Gallery, Kuala Lumpur, Malaysia (2015), Time of Others, 
Museum of Contemporary Art Tokyo, Tokyo, Japan (2015) and Asian Art Biennale 2013: Everyday Life, National Taiwan 
Museum of Fine Arts, Taipei, Taiwan (2013). 

His work is part of many renowned collections, such the Bangkok University, Bangkok, Queensland Art Gallery and 
Gallery of Modern Art, Brisbane, Singapore Art Museum, Singapore, as well as private collections in Europe and Asia. 

Utarit’s multifaceted practice focuses on the exploration of the medium of painting connecting it with photography 
and classical Western art. Light and perspective are some of the elements the artist chose to work with, focusing on 
painting as a means to explore image making. His complex pictures, juggle wide-ranging metaphors usually in the 
format of the traditional still life, allude to Thailand’s current social and political landscapes.

Natee Utarit

Education

1987  College of Fine Art, Bangkok, Thailand

1991  BFA Graphic Art, The Faculty of 
Painting, Sculpture and Graphical Arts, 
Silpakorn University, Bangkok, Thailand

Selected Solo Exhibitions

2017 Optimism is Ridiculous: The Altarpieces, National Gallery of  
 Indonesia, Jakarta, Indonesia 

 It Would Be Silly to Be Jealous of a Flower,  
 Richard Koh Fine Art, Kuala Lumpur, Malaysia

 Optimism is Ridiculous: The Altarpieces, Ayala Museum,  
 Manila, Philippines   

2016 Samlee & Co., The Absolutely Fabulous Show, Art Stage Jakarta,  
 Jakarta, Indonesia

 Optimism is Ridiculous, Megumi Ogita Gallery, Tokyo, Japan

2013  Optimism is Ridiculous, Gallery Hyundai, Seoul, South Korea

 Optimism is Ridiculous, Richard Koh Fine Art, Singapore

 Optimism is Ridiculous, Richard Koh Fine Art, Kuala Lumpur,  
 Malaysia

 Illustration of the Crisis, Bangkok University Gallery,  
 Bangkok, Thailand

2012  Illustration of the Crisis, ARNDT Berlin, Germany

2011  Bourgeois Dilemma, Finale Art File, Philippines 

 Illustration of The Crisis, Art Season Gallery, Zurich, Switzerland

2010  After Painting, Natee Utarit’s survey exhibition, works from 1992 – 2008, 
Singapore Art museum, Singapore

2009  Tales of yesterday, today and tomorrow, Richard Koh Fine Art,  
Kuala Lumpur, Malaysia

2008 Dreams, Hope and Perfection, Valentine Willie Fine Art,  
 Kuala Lumpur, Malaysia

 Transparency Happiness, Soka Art Center, Beijing, China

2007  The Amusement of Dreams, Hope and Perfection, The Art Center , Center of 
Academic Resources, Chulalongkorn University, Bangkok, Thailand 

 The Amusement of Dreams, Hope and Perfection, Numthong Gallery,  
 Bangkok, Thailand

2006 The Fragment and the Sublime, Valentine Willie Fine Art, 
 Kuala Lumpur, Malaysia

  Kyotek Sae-Wu’s 12 photographs during 1969-1973, Numthong  
Gallery, Bangkok, Thailand

2005  New Works, The Art Gallery of the faculty of Painting, Sculpture and 
Graphic Arts, Silpakorn University, Bangkok, Thailand  

 Ballad for Khrua Inkong, Chiang Mai University Art Museum,  
 Chiang Mai, Thailand  

 The Last Description of the Old Romantic, Numthong Gallery,  
 Bangkok, Thailand

2003 Still Pictures, Plum Blossoms Gallery, Singapore

  Recent Paintings, Valentine Willie Fine Art, Kuala Lumpur,  
 Malaysia

 Recent Paintings, Numthong Gallery, Bangkok, Thailand

2002  Silent Laughing of Monster, Numthong Gallery, Bangkok, Thailand

 Painting with Pure Reason,Numthong Gallery, Bangkok, Thailand

 Silent Laughing of Monster/Large Scale, The Gallery of Art  
 and Design, SilpakornUniversity, Bangkok, Thailand

2001  Equivalence Second Dialectic, Plum Blossoms Gallery, Singapore

 Views and Transference, Numthong Gallery, Bangkok, Thailand

2000  Pictorial Statement, Bangkok University Art Gallery, Bangkok, Thailand 

1999 Homage to Landscape Painting, Numthong Gallery, Bangkok,  
 Thailand

  Internal Landscape, Art Forum, Singapore

 Appearance and Reality, Numthong Gallery, Bangkok, Thailand

1998  Internal Landscape, Numthong Gallery, Bangkok, Thailand

1997  Mother Figure, Numthong Gallery, Bangkok, Thailand

1995  Drawing and Watercolors, British Council Gallery, Bangkok, Thailand

1994  Anthropology, The Bangkok Playhouse, Bangkok, Thailand

Selected Group Exhibitions

2017 Hermann Nitsch & Natee Utarit: Existence & Senses,  
 Galerie Zimmermann Kratochwill, Austria

2016 SEMANGAT X: Visual Expressions of Southeast Asian  
 Identity, Galeri Petronas, Kuala Lumpur, Malaysia

 Thai Eye, Bangkok Art and Culture Center (BACC), 
 Bangkok, Thailand

2015 Thai Eye, Saatchi Gallery, London, UK

 Art of ASEAN, Bank Negara Museum and Gallery,  
 Kuala Lumpur, Malaysia

 I am Ten, Richard Koh Fine Art, Kuala Lumpur, Malaysia

 Time of Others, Museum of Contemporary Art Tokyo, Japan

2014 Medium at Large, Singapore Art Museum, Singapore

2013  Asian Art Biennale 2013: Everyday Life, National Taiwan Museum  
of Fine Arts, Taipei, Taiwan

2012 THAI TREND from Localism to Internationalism,  
 Bangkok Art and Culture Center, Bangkok, Thailand

  Beacons of Archipelago, Arario Gallery, Cheonan, South Korea

 Clouds, Power of Asian Contemporary Art, Soka Art Center,798,  
 Beijing, China

 Future Pass – From Asia to the World, Today Art Museum,  
 Beijing, China

 Future Pass – From Asia to the World, National Taiwan  
 Museum of Fine Arts, Taichung, Taiwan

2011    Future Pass – From Asia to the World, Wereldmuseum,  
Rotterdam, Netherlands

 Future Pass – From Asia to the World Collateral Event of the 54th  
 International Art Exhibition, la Biennale di Venezia, Palazzo  
 Mangilli-Valmarana, Venice, Italy

 Asia:Looking South, ARNDT, Berlin, Germany

 Wonderland, G23 Srinakharinwirot University, Thailand

 Negotiating Home, History and Nation: Two decades of Contemporary  
 Art in Southeast Asia 1991 - 2011, Singapore Art Museum,  
 Singapore

2008   Mapping Asia, The Special Project of CIGE 2008, Beijing, China

 This is not a Fairy-tale, Contemporary Thai Art Exhibition,  
 Soka Art Centre, Taipei, Taiwan

 Traces of Siamese Smile/Art, Faith, Politics and Love,  
 Bangkok Art and Culture Center, Bangkok, Thailand

2007  Diversity in Print, Singapore Tyler Print Institute, Singapore

 Thai Contemporary: Charm and Chasm, Tang Gallery, Beijing, China

 Southeast Asian Contemporary Art, Soka Art Centre, Beijing, China

 Asian Art Now, Soka Contemporary Space, Taiwan

2006  Signed and Dated, Valentine Willie Fine Art, Kuala Lumpur ,  
Malaysia

2005 On Paintings, Bangkok University Art Gallery (Rangsit),  
 Bangkok, Thailand

  Portrait, Valentine Willie Fine Art, Kuala Lumpur, Malaysia

2003 Overseas, The Gallery of Art and Design, Silpakorn University,  
 Bangkok, Thailand

  Next Move, Earl Lu Gallery, Lasalle-Sia College of the Art,  
Singapore

2002 Present Perfect, Bhirasri Institute of Modern Art, Bangkok,  
 Thailand

  Fusion Vision, Thai Australian Artistic Connection, The Gallery of Art 
and Design, Silpakorn University, Bangkok, Thailand

 Developing Time, Tadu Gallery, Bangkok, Thailand

2001  Painted, Valentine Willie Fine Art, Kuala Lumpur, Malaysia

 ARS 01, Museum of Contemporary Art, Helsinki, Finland

 Thai Contemporary Exhibition, Valentine Willie Fine Art,  
 Kuala Lumpur, Malaysia

 Root, Open Art Space, Bangkok, Thailand

2000  Snapshot, Plum Blossoms Gallery, Singapore

1999  The Third Asia - Pacific Triennial of Contemporary Art,  
 Queensland Art Gallery, Brisbane, Australia

 Alter Ego, The 1st Thai - EU Art Project, The Art Gallery of The  
 Faculty of Painting, Sculpture and Graphic Arts, Silpakorn  
 University , Bangkok, Thailand

1998  Portrait, Numthong Gallery, Bangkok, Thailand

 The Art Exhibition of Vietnamese - Thai Artist, Fine Art Museum of  
 Ho Chi Minh City, Hanoi Fine Art University, Hanoi, Viet Nam

 Book, Kurusapa Building, Bangkok. - Bangkok Art Project 1998,  
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 Bangkok, Thailand

 The 3rd International Mini Print Triennial 1998, Lahti, Poland

1997  Conversing Contemporary, Numthong Gallery, Bangkok, Thailand

1996  Hidden Agenda, Project 304, Bangkok, Thailand

1995  Man and the Forest, A Fundraising Exhibition Benefit The  
 Northern Development, The Art Center, The Center of  
 Academic Resources, Chulalongkorn University, Bangkok,  
 Thailand

1993  Life Now, 3 Artists Exhibition, Dialogue Gallery, Bangkok, Thailand

 Premio Internationzionale Biella Per l’Incisione 1993,  
 Biella, Italy

1992  Small Work, An Art Exhibition by 56 Thai Artists,  
 Silom Art Space, Bangkok, Thailand

 The Exhibition of Prints, Dialogue Gallery, Bangkok, Thailand

 Art Thesis Exhibition by the Graduating Class of  
 the Faculty of Painting, Sculpture and Graphic Arts,  
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 The Exhibition of Prints, Foyer Gallery, Canberra School of Art,  
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 The Contemporary Graphic Arts by New Artists, The National Gallery,  
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 The 3rd Toshiba Art Competition, Silpakorn University Art  
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