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The last year has been a really busy year, having
concluded Natee Utarit’s Southeast Asian tour of Optimism
is Ridiculous in private and public museums across Manila,
Jakarta, Singapore and Kuala Lumpur; Nadiah Bamadhaj
had her first outing to New York in a group feature and talk
at ACAW FIELD MEETING Take 5: Thinking Projects. Other
institutional collaborations include Anne Samat in Yokohama
Triennale 2017, Japan; Gan Chin Lee in Bearing Points, Dhaka
Art Summit, Bangladesh; Natee Utarit in The New Frontiers of
Painting, Foundation Stelline, Milan; Anne Samat, Justin Lim,
Nadiah Bamadhaj and Natee Utarit’s feature in Contemporary
Chaos, Vestfossen Kunstlaboratorium; as well as Haffendi
Anuar with his winning commission of the Battersea Power
Station, in partnership with the Cass Sculpture Foundation,
UK; his Facebook AIR commission for Facebook Singapore
HQ and the inclusion in head, heap, heat, a group feature at
Institute of Contemporary Arts Singapore, LASALLE College of
the Arts.
We have also witnessed stronger bonds abroad,
partnering with Chambers New York for Nadiah Bamadhaj’s
Ravaged, Tang Contemporary Art, Hong Kong for Natee
Utarit’s Untitled Poems of Theodore Rousseau and Tang
Contemporary Art, Bangkok for Yeoh Choo Kuan’s Lights In.
13 chronicles a year of building partnerships with
institutions and private galleries across Asia and Europe, it
features clippings and press of our programmes spanning
July 2017 to June 2018. With the increasing awareness on
the region, we are fortunate enough to be able to continue
putting forward exhibitions and to grow alongside our artists.
13 also sees the launch of Richard Koh Projects, Bangkok in
June ‘18, a 2-year pop-up space committed to showcasing
artists from the region.
With such an encouraging year behind us, the
expanding team of staff and artists at Richard Koh Fine Art
& Richard Koh Projects are looking forward to the next 12
months to come!

Richard Koh
July 2018
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Kuala Lumpur

Right:
Gianfranco Zappettini, The
Weft and The Warp No. 157
(La trama e l’ordito n.157),
2008, resins and acrylic
on canvas, 100 x 100 cm.
Photo courtesy of the artist.
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Gianfranco Zappettini:
Whiteness And Other
Alberto Rigoni
States Of Being. By
Translated by Julia Heim

In Chapter 11 of the Tao Te Ching it states:
Thirty spokes share the wheel’s hub;
It is the center hole that makes it useful.
Shape clay into a vessel:
It is the space within that makes it useful.
If it is true – as Eastern tradition would
have it – that the artist or poet is the vate, he
who can see before and with more clarity than
other men, he who opens the door and shows
other men the way, it is also true that this way
is never a return to the point of departure, but
rather a journey forward, during which the artist
bares himself and his art in order to ultimately
reach his own center. And the center, as the
Tao – the pillar of Eastern tradition – indicates, is
made up of emptiness, an emptiness surrounded
and safeguarded by matter (the spokes and
the clay). Looking at the work that Gianfranco
Zappettini created in the 1970s, whether
we are speaking of his “white” works or his
“superimposed canvasses,” what we don’t see is
just as important as what we do. In the “whites”
we see a canvas covered in white acrylic, but we
don’t see the black surface on which the artist
began; in the “superimposed canvasses” we see
an empty space on the most external canvas
marked by a square traced in pencil, but we don’t
see the squares of the underlying canvasses that
are filled or partially filled. This is also true of his
more recent works, the ones that belong to the
series “La trama e l’ordito” [“The Weft and the
Warp”], pictorial surfaces in which contemporary
industrial materials are woven into a sum that
transcends today’s times: the “End That Shines
10

Through” [“Fine che traspare”] (to cite another of
Zappettini’s series from the nineties) is also an
emptiness (the exterior of the work) that hides
the richness and the orderliness of a traditional
praxis (in this case weaving). We see the result
but not the meticulous process that produced it,
and yet both are fundamental parts of the work:
the vessel’s emptiness and its clay, the wheel’s
center and its spokes.
Zappettini has always maintained, since
his first works in the seventies, that the thought
behind a work is equal to the final work itself.
The end result has always been the product of
this thought; this “working process,” (that today
we would call “method”) lends structure and
form to the piece. What is seen in his works is

Top:
Gianfranco Zappettini,
Tavola B71, 1966, acrylic
on canvas, 100 x 100 cm.
Photo courtesy of the artist.
Left:
Installation view.
Gianfranco Zappettini,
6 - 27 July 2017, Richard
Koh Fine Art, Kuala Lumpur.

always influenced by what is unseen. This is
why there is nothing intentionally aesthetic
or intentionally beautiful in his art: Zappettini
does not start with an objective; the objective
is conditioned by the journey that led to the
destination. If then, the objective – or rather,
the work – ends up being beautiful, pleasing to
the eye, able to be aesthetically appreciated,
it is a consequence of the rightness of the
journey undergone. Thus, understanding the
Italian painter’s artistic, but above all personal,
journey, which has informed his lines of artistic
inquiry – which are, once again artistic but
above all personal – is of utmost importance.
His artistic voyage begins in 1970s Italy, – his
path synchronous with the activities taking place
in America and Asia at the time – it crosses the
museums and the great shows of Europe, and
then gets lost and finds itself in the deserts of
North Africa, to resurface once again these last
fifteen years.
The Tao, once more, has taught us that
“a journey of a thousand miles begins with a
single step,” and it must also begin in a specific
place and time: for Gianfranco Zappettini that
place is Genoa, and the time is the decade of
the seventies. During that period, the Italian city
was reinventing itself. At one time Genoa was
predominantly known as Christopher Columbus’
birth place, it had come out of the Second
World War destroyed but with its head held
high, having played a decisive role in the Italian
liberation from the Nazi-Fascist occupation,
and was facing a drastic – even traumatic –

transformation: from a major Mediterranean
port it was becoming a first class industrial hub.
Zappettini, who was born in Genoa in 1939,
lived the enthusiastic side of Genoa’s unrest;
the city was fertile with ideas, and capable not
only of attracting investments but cultivating
talent. These were the years of: the Genovese
singer-songwriter school (with Fabrizio De
André, Gino Paoli, Luigi Tenco, Bruno Lauzi, and
Umberto Bindi); active galleries like Il Deposito
and La Polena (who offered the most interesting
works coming out of international abstraction
movements); Eugenio Battisti’s professorship
(the art historian who founded the magazine
Marcatré and the Museo Sperimentale d’Arte
Contemporanea [The Experimental Museum
of Contemporary Art] in Genoa); the first Arte
Povera show (organized by the Genovese
Germano Celant at La Bertesca gallery in 1967);
and Konrad Wachsmann’s (a pupil of Walter
Gropius) architectural presence in the city. One
of Zappettini’s first jobs was as an assistant
to Wachsmann in his Genovese studio during
his planning of the new Italsider skyscraper
which was part of a futuristic redevelopment
of the port: what the pupil appreciated about
the master, who oddly enough had a special
predilection for the color white, was the
importance he lent to order, to the underlying
predetermined structure of each work, and
to formal and expressive cleanliness. All of
these teachings can be seen in the geometrical
structural works he created in those years.
Zappettini held his first shows in this place and
this climate, at the Società delle Belle Arti in
1962, and the La Polena gallery in 1965. But
the Italian artistic landscape at the moment
– those last remnants of Informalism and the
proliferation of Kinetic and Programmatic groups
(that, regardless, excluded painting) – pushed
him to look beyond the border. Thus, after
meeting the German painter Winfred Gaul in
Genoa, he began a trip to Europe to visit the
atelier of artists like Max Bill, Sonia Delaunay,
and Alberto Magnelli, and to compare his own
research with that of his German, Belgian, Dutch,
and French colleagues.
Between the sixties and the first half of
the seventies, pictorial investigation blossomed
and developed, an investigation founded on
three cornerstones: the need for pictorial
discipline despite those who foretold of its
death; the surpassing of gestural and informal
painting toward one that was more planned and
“preconceived;” and the incorporation of the
other artistic movements of the time (Conceptual
Art, Land Art, Arte Povera, and Kinetic Art). This
occurred across the globe in places not always
linked through timely exchanges of information.
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Right:
Installation view.
Gianfranco Zappettini,
6 - 27 July 2017, Richard
Koh Fine Art, Kuala Lumpur.

Top:
Gianfranco Zappettini, The
Weft and The Warp No 117
(La trama e l’ordito n.117),
2008, resins and acrylic
on canvcas, 100 x 140 cm.
Photo courtesy of the artist.
Bottom:
Gianfranco Zappettini, The
Weft and The Warp No. 142
(La trama e l’ordito n.142),
2008, resins and acrylic on
canvcas, 80 x 80 cm. Photo
courtesy of the artist.
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Right:
Gianfranco Zappettini, The
Weft and The Warp No. 122
(la trama e l’ordito n.122),
2008, resins and acrylic on
canvcas, 50 x 50 cm. Photo
courtesy of the artist.

The general cultural climate combined with the
specificities of these centers of research, with
the national history of these countries, and with
the artistic situation that immediately preceded.
If we consider the situation in the United States,
there is no doubt that already by the end of the
fifties Barnett Newmann, Ad Reinhardt, Mark
Rothko, and Frank Stella had shifted the focus of
Abstract Painting from a gestural and instinctive
practice to one that was
more premeditated,
contained, and prepared,
and in the sixties their
reflections attracted the
younger generation of
artists like Brice Marden,
Agnes Martin, Robert
Mangold, and above all
Robert Ryman. For them,
the painting no longer
needed to represent
something else, not an
object, a landscape, or
an expression of the
author’s subconscious,
instead it had only to
depict itself as such, a two-dimensional painted
surface devoid of other references. Painting
had to portray itself, be self-affirming before a
spectator who no longer got lost in the work’s
meanderings, but was mobilized, both on a
perceptive plane (with the refined juxtapositions
of signs or monochrome surfaces, that could
be appreciated only after lengthy reflection)
and on a self-perceptive plane (through the act
of recognizing the painting as an autonomous
object separate from the self, the spectator
recognized himself in the role of observer
of said object). In 1966, at the Guggenheim
Museum in New York, in the “Systemic Painting”
exhibit, critic Lawrence Alloway collected the
works of American painters who most precisely
developed this line of inquiry.
In 1966, as the Guggenheim opened the
show “Systemic Painting,” on the other side of
the world, in Seoul, South Korea, for the first
time thirty of Kwon Young-Woo’s works that he
had made without a paintbrush, using only his
hands to work the hanji (classic Korean paper)
with glue and packing paper, were exhibited. In
this abstract works series, the material was the
protagonist but other elements were as well,
elements such as the process (working by hand)
and the revisitation of tradition (the Korean
paper) using a new interpretive lens. Kwon, like
many others whose works would be collected
under the term Tansaekhwa (literally translated
as “monochrome painting”), attempted to
propose an original version of abstraction that

contained recognizable national or at least
regional characteristics, without following similar
productions already seen in Europe and the
United States. Except for trailblazer Kim Wan Ki,
born in 1913, these painters were all born in
the thirties and had varying personal journeys.
Lee Ufan lived and was well known in Japan as
an artist and an art theorist. He was the only
Korean within the Mono-Ha (literally “the school

of things”), the late sixties group that – parallel
to the Arte Povera movement in Europe – made
use of valueless natural and matter based
elements. From 1973 onward, instead, his series
“From Line” and “From Point” once more applied
rigorous, repetitive, anonymous paintbrush
gestures to white canvas. Park Seo-Bo, one of
the most influential painters in the nation, was
busy—even on an organizational level—showing
the value of the Korean abstract landscape (and
would later put together the expositions of the
“École de Seoul”): his “Écriture,” conceived of
between the two decades, which showcased
simple and refined pencil sketches on oilprepared canvas, also gave the feeling of an
abandonment of external signification – which
included the abandonment of writing itself
– during a time when president Park ChungHee enforced freedom restrictions on South
Korea. Ha Chonghyun, after having used various
materials, arrived at clear lines and fields on
basic hemp; Yun Hyongkeun, in the series
“Umber Blue” left ample spaces of unpainted
canvas (usually the central area), filling the
sides with intense dark layers; Chung Sang-Hwa
worked with opaque color in order to generate
complex and precise monochrome grids. Some of
these artists had had occasion to visit museums
and galleries in Europe and the Americas, though
information arrived in the country more easily by
way of Japanese art magazines. The convergence
of these and other artists toward a nearly
monochrome, visually impactful, and generally
13

light painting style that referenced local tradition
and paid strong attention to method, matured
around the mid-seventies, in part thanks to
the contributions of critic Lee Yil and to the
efforts of Lee Ufan. In Tokyo, in May of 1975,
the show “Five Korean Artists, Five Kinds of
White,” was held, it was one of the first to mark
Tansaekhwa’s presence beyond national borders,
extending even to Europe: Lee Ufan himself
was invited to “documenta 6” in Kassel in 1977
for his works on paper. In general, the search
to define “Contemporary Korean Art” was very
interesting, as it was restricted, on the one hand
by governmental efforts to turn the movement
into a flagship of Korean culture, and on the
other by the danger of seeming like an Eastern
revisitation of a Western sensibility.
Europe also lived through years of
social unrest in the seventies. This did not,
however, stop artists from various countries from
searching for a new raison d’être in painting,
as they reflected on – more than rejected – the
contributions of Conceptual Art and Arte Povera.
The group BMPT, comprised of Daniel Buren,
Olivier Mosset, Michel Parmentier, and Niele
Toroni, was formed in Paris in 1966. Each with
his own recognizable personal touch (vertical
lines for Buren, circles for Mosset, horizontal
lines for Parmentier, and squares for Toroni),
these artists attempted to negate the their own
presence through continued stylistic repetition.
Further south, in Nice, the group Supports/
Surfaces was formed in 1969, in which Claude
Viallat, Noël Dolla, Louis Cane, Marc Devade,
Daniel Dezeuze and others united their desire
to zero painting (on the coattails of that “degree
zero” that was hoped for by Roland Barthes in
his 1953 work) using simple, natural, or found
materials: cuttings, gauze, weavings, and wood,
on which they intervened using solvents,
glue, and strikingly bright colored industrial
paints, creating a Mediterranean splendor to
accompany the cold Parisian rigor of BMPT. In
Great Britain, instead, it was the time of painters
lacking any predominant analytic or process,
even if the aesthetic production of artists like
Alan Charlton, Robyn Denny, Alan Green, and
David Leverett could be easily comparable
to others in other European situations. Spain,
under the last years of Francisco Franco’s regime,
remained isolated from transnational shows
and activities, despite the actions of a group in
Barcelona (of which Joan Mirò and Antoni Tàpies
were a part) that were in line with the rest of
the continental pictorial landscape. Between
Belgium and Holland some young painters
continued down the laborious path set years
earlier by Piet Mondrian. Theo Van Doesburg
and De Stijl inserted their own personal
14

Right:
Gianfranco Zappettini,
Strutture in BX 022-67,
1967, acrylic on canvas,
80 x 80 cm. Photo courtesy
of the artist.

Top:
Gianfranco Zappettini,
Tele sovrapposte No. 50,
1975 - 1976, pencil on 4
overlaid canvases, 80 x 80
cm. Photo courtesy of the
artist.

Middle:
Gianfranco Zappettini,
Superficie acrilica n° 404,
1974, acrylic on canvas,
70 x 70 cm. Photo courtesy
of the artist.

Bottom:
Gianfranco Zappettini,
Luce bianca su una linea
orizzontale No. 85, 1973,
acrylic on canvas, 90 x 90
cm. Photo courtesy of the
artist.

inclinations into this neoplastic heritage while
taking Jan Schoonhoven’s more recent lesson
into consideration. In 1975 the works of Dan
Van Severen and Piet Teraa (in Belgium), Thomas
Rajlich (emigrated from the then Czechoslovakia)
and Rudi van de Wint (in Holland) were collected
by Rini Dippel and Hans Sizoo along with
other foreign painters in a pair of important
shows, “Elementary Forms” and “Fundamental
Painting,” whose titles were emblematic of
a need for the zeroing and rereading of the
Northern European geometric tradition. Within
a Germany divided by the iron curtain, the
situation was nevertheless fertile: with a vision
that extended beyond national borders, critics
Evelyn Weiss and Klaus Honnef – who were at
the helm of important museums in Cologne
and Münster – managed to lend a theoretical
frame to painters who, with the exception of
Rupprecht Geiger (born in 1908), where all born
in the thirties. Ulrich Erben, Raimund Girke, and
Gotthard Graubner moved beyond informal and
concrete-geometrical traditions so as to reflect
on process, the color white, and the grammatical
elements of painting. Gerhard Richter, who
during the mid-seventies produced a series of
gray monochromes, joined them as well. Winfred
Gaul, who Gianfranco Zappettini met in Genoa
in the late sixties, along with critic Honnef and
Zappettini himself, was among the more active
artists in weaving together a European synthesis
of the situation. These three developed the
theoretical core at the heart of Analytic Painting,
which, given what was happening between
France, the Netherlands, and Germany, lent
an interpretive lens to its methodology: the
work process; the choice of poor or industrial
materials; the value and need for canvas and
frame; and seriality. In all this, the contribution
of some artists was fundamental. Italian artists
worked largely in isolation but maintained a line
of convergence based on needs and interest:
Paolo Cotani, Carmengloria Morales, Claudio
Verna in Rome, Claudio Olivieri, Elio Marchegiani,
and Pino Pinelli in Milan, Marco Gastini and
Giorgio Griffa in Turin, just to name a few.
These were the years of Gianfranco
Zappettini’s Analytic Painting, “white” paintings
and “superimposed canvasses” which we
mentioned earlier. Since his youth he has been
attracted to Zen. This bore out in his drive
for conciseness, which he had learned from
Wachsmann’s teachings, and after having,
during his travels throughout Europe, personally
verified that he was not alone in this endeavor,
Zappettini focused on the creative process
behind his work. The era of the informal, and of
instinctive gesture had by then passed and it was
no longer possible to approach a canvas without

any forethought or clear objective. For example,
in his “whites,” Zappettini would establish that a
predetermined number of layers of white acrylic
was necessary to completely cover an initially
black base. To eliminate any trace of gesture
he used a paint roller in lieu of a paintbrush,
guaranteeing the layer’s uniformity and
anonymity. The last word was still given to the
painter’s sensibility – and it is here that we find
the difference with Arte Programmata, or Italian
Kinetic art – the work could be deemed finished
before the last coat, which would be implied
by lines of white light. In his “superimposed
canvasses,” the painting reached degree zero,
disappearing completely before the eyes of the
observer and cancelling itself out during the
process. Zappettini would trace a square on an
unprepared canvas and then fill it entirely using
generic 2B graphite; on top of this canvas he
would stretch another one with another square
which he would fill half way, then he would
add yet another canvas with another square
one third filled, and the process continued until
he reached the final canvas, the one visible to
the spectator, on which all that remained was
the pencil outline of an empty work area, from
which he would recommence in the next work of
the series. As with his “whites” in which adding
layers hid the initial color, adding layers of
canvas removed the painting.
Thus he would add to subtract. Focusing
on the grammatical elements at the base of
pictorial language called for a restructuring that
would challenge the dominance of Conceptual
Art and Arte Povera. These were Gianfranco
Zappettini’s interests, which were united by
an innate push toward the zeroing of his own
individuality. As we have seen, he wasn’t alone.
In fact, within this global artistic landscape in
which “systems,” “methods,” and “processes”
flourished, he, along with Ryman in the United
States, Girke and Richter in Germany, and Lee
Ufan and Park Seo-bo in the far East, represented
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Left:
Gianfranco Zappettini, The
Weft and The Warp No. 41
(La trama e l’ordito n.41),
2010, resins and acrylic
on canvas, 100 x 100 cm.
Photo courtesy of the artist.

one of the more advanced positions. With
Ryman and Girke he shared a preference for
white, the color/non-color that amasses and
erases all other colors. His similarity to Richter
was based on the monochrome attained
through his process, the means and not the
result of his studies. In South Korea, Park, like
Zappettini worked using pencil markings that,
not considered “writing,” were meant to signify
themselves and nothing more. In Japan, Lee
focused on the line and the point, as Zappettini
would do between 1976 and 1977 in some
of his “analytic processes” that incorporated
photographic enlargements in his pictorial
investigations. One can even trace resemblances
between Taiwanese artist Richard Lin, who lived
in the West for a long period and used precise
spatial composition in some of his white works,
and Zappettini. Zappettini’s “whites” and his
“superimposed canvasses” were more easily
legible within this international context – made
up of contemporaneous developments and
reciprocal exchanges maturing between the
mid-sixties and mid-seventies – than they were
within the confined (though varied) Italian
situation. This same international context was
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clearer if one looked beyond geographical
borders, and the affinity between artists from
different continents became more evident in
the large international shows of those years.
Zappettini’s works, in fact, were shown in public
spaces such as Westfälischer Kunstverein in
Munster (1974-1975), the Stedelijk Museum
in Utrecht (1975), the Civic Gallery of Modern
and Contemporary Art in Turin (1977), the
Rheinisches Landesmuseum in Bonn (1977), the
Internationaal Cultureel Centrum in Antwerp
(1978), and the National Museum of Modern Art
in Paris (1978). He was invited to “documenta
6” in Kassel in 1977 with his “superimposed
canvasses” where they exhibited the works of
Ryman and Girke, and, in the section designated
to drawings on paper, even displayed the works
of Lee Ufan.
Zappettini’s travels began in Genoa and
continued within Italian and European museums
and galleries, reaching a turning point in the
late seventies and early eighties. In that decade,
painting had successfully completed its own
redevelopment and a return to representation
had replaced the analytic self-reflexive phase:
this is what happened in Germany (with the

Top:
Gianfranco Zappettini,
Quadrato blu 11.10.2004,
2004, resins and acrylic
on canvas, 140 x 140 cm.
Photo courtesy of the artist.
Bottom:
Gianfranco Zappettini, The
Weft and The Warp No. 133
(La trama e l’ordito n.133),
2008, resins and acrylic
on canvas, 100 x 100 cm.
Photo courtesy of the artist.

Spontane Malerei [Spontaneous Painting] and
Neue Wilde [New Wild] movements), in South
Korea (with the surpassing of Tansaekhwa), in
the United States (with the first signs of Neo
Pop), and in Italy (with the Transavanguardia
or Transavantgarde movement). For Gianfranco
Zappettini the choice was between repeating
himself and continuing his own journey down
a more internalized path. Thus began a decade
dominated by the need to search for the void not
on the canvas but in himself. It was the time – to
use the language of the Tao – to deal with the
center of the wheel more than its spokes and
its external circle. Without ever neglecting his
painting, though not in pursuit of any personal
affirmation, Zappettini returned to his inclination
for Eastern doctrine such as the Tao and Zen.
He looked deep into the roots of the Eastern
tradition and its symbols, approaching the
teachings of Bernard of Clairvaux and Meister
Eckhart, and Dante Alighieri’s spiritual journey in
the Divine Comedy. Finally, to find this void, he
traveled to the desert of North Africa, and united
with the Sufi masters of Tozeur.
Zappettini’s works from the late nineties
through today are the fruit of this more recent
path in which his daily practice has transformed
from a work process to a method of reflection –
reached by way of the journey he has undergone
– that includes a newfound awareness of his
own roots. The series “La trama e l’ordito,” [“The
Weft and the Warp,”] which he started in the
early 2000s revisits the Genovese macramé
tradition, using a particular type of weaving
that the Zappettini family had been artisans
of up through the middle of the 1900s. The
weaving’s symbolism is suited to this particular
moment for the artist: the work of the spool
on the loom, the constant weaving of the weft
and the warp, depict the organizing principle at
the heart of matter’s chaos. The surface, which
might appear almost empty or monochrome, is
a textile, a textus (and thus a true text), made of
rope, knots, and grids, and undefined repetitions
of the cross: many, even other abstract
painters, have reflected throughout history
on this symbol, fundamental to all traditions,
not just the Western one – above all let us
cite Barnett Newmann (with his famous 1971
show “Stations of the Cross,” at the Museum of
Modern Art in New York), and Ding Yi (with his
series “Appearances of Crosses”). The material,
as was true in the seventies, is always of
humble or industrial origin, and most definitely
never obtained in a fine art store; vinyl resins,
acrylics, plastic nets, and primer are the humble
materials that, in an alchemic process that only
the artist-vate can undertake, lead to gold.
The color obtained in the end is no longer the
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result of an analytic process but of a synthetic
achievement through alchemic transformation. If
we follow the alternation of colors in the series
“La trama e l’ordito,” we find strong symbolic
correspondences that recall particular internal
states of being. The blue with which the series
begins is the cosmic color of the night (oddly
enough, far away in both time and space, this is
the same value Lee Ufan attributed to it in his
“lines” and “points”); red is the color of gnosis,
of conscience, but also of passion. Finally, the
journey, which ultimately is none other than a
turn of the wheel, revisits white, the symbol of
expression, just as black (as was clearly true for
Ad Reinhardt in 1950s America) is the symbol of
non-expression.
“What is the raison d’être, what is the
explanation of the seemingly insane drive of
man to be painter and poet if it is not an act
of defiance against man’s fall and an assertion
that he return to the Adam of the Garden of

Eden? For the artists are the first men.” Barnett
Newmann wrote in 1947, in his beautiful text
“The First Man Was an Artist.” The artist sees
first and with more clarity, as we said in the
beginning, and only he knows when it is time
for chaos or for calm. In this journey toward his
condition as Primordial Man he can traverse
periods of “fullness” and periods of “emptiness.”
If we read Gianfranco Zappettini’s journey
through this lens the different phases of his
artistic activity will seem more comprehensible
because they are tied to an internal maturation,
and they will seem more closely tied to the
works of artists that are geographically or
temporally distant because they all drink from
the same inexhaustible spring. The common man
– including the critic –can only follow these “first
men,” question them and question ourselves,
knowing, all the while, when to stay silent.

Left:
Gianfranco Zappettini, The
Weft and The Warp No. 158
(La trama e l’ordito n.158),
2009, resins and acrylic
on canvas, 100 x 100 cm.
Photo courtesy of the artist.
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Top:
Gianfranco Zappettini, The
Weft and The Warp No. 76
(La trama e l’ordito n.76),
2016, fassadenputz, wallnet,
resins and acrylic on wood,
60 x 50 cm. Photo courtesy
of the artist.
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2017.07.21-08.31

DUO EXHIBITION

Curated by Rudolf Kratochwill
21 July - 31 August, 2017
Galerie Zimmermann Kratochwill
Austria
Gallery Zimmermann Kratochwill
presents an encounter between Natee Utarit
and Hermann Nitsch, exhibiting their equally
intense and sophisticated interpretations of
die correlations between politics, society and
religion in contemporary art. As the grand
seigneur of Austrian art, Hermann Nitsch, born
1938, creates works that remain provocative
today: his actionist approach to Christian rituals
mvokes an intriguing urgency that never fails
to make a deep impression on the observer.
Here, his work is juxtaposed with the paintings
22

of the Thai artist Natee Utarit, born 1970 in
Bans.kok, who captures the tense political
situation in Thailand in the tradition of European
Renaissance painters. Natee Utarit’s works
tie in with the Western tradition of religious
altarpieces, such as those of Fra Angelico
(1395-1455) or Paolo Uccello (1397-1475),
interl?reting these from a Buddhist perspective.
The symbolic pictonal language ofUtarit’s
oeuvre refers to the current political changes in
Thailand, connecting the works to the present
day in a radical manner.

Top:
Installation view. Existance
& Senses, 21 July - 31
August 2017, Galerie
Zimmermann Kratochwill,
Austria. Photo by Krisada
Suvichakonpong.
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Top:
Natee Utarit, Contemplation
of Death / Golden Buddha,
2016, oil on canvas, 49 x
175 x 8 cm. Photo courtesy
of the artist.
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Bottom:
Hermann Nitsch, Schüttbild,
2009, acrylic on jute, 200
x 300 cm. Photo courtesy
of Galerie Zimmermann
Kratochwill and the artist.

Bottom:
Hermann Nitsch, Schüttbild,
2009, acrylic on jute, 200
x 300 cm. Photo courtesy
of Galerie Zimmermann
Kratochwill and the artist.
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Opposite (top):
Natee Utarit, The Death of
Angel, 2016, oil on canvas,
124 x 164 cm. Photo
courtesy of the artist.
Opposite (middle):
Natee Utarit, Contemplation
of Death / Suffering, 2016,
oil on canvas, 56.5 x 99.5 x
8 cm. Photo courtesy of the
artist.
Opposite (bottom):
Natee Utarit, Contemplation
of Death / Mcqueen, 2016,
oil on canvas, 49 x 175 x 8
cm. Photo courtesy of the
artist.

Top (left):
Hermann Nitsch, Schüttbild,
2009, acrylic on jute, 100
x 80 cm. Photo courtesy
of Galerie Zimmermann
Kratochwill and the artist.
Top (right):
Hermann Nitsch, Schüttbild,
2008, acrylic on jute, 100
x 80 cm. Photo courtesy
of Galerie Zimmermann
Kratochwill and the artist.
Bottom:
Hermann Nitsch, Schüttbild,
2009, acrylic on jute, 200
x 160 cm. Photo courtesy
of Galerie Zimmermann
Kratochwill and the artist.
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Top:
Natee Utarit, Divine Skeleton, 2016,
oil on canvas, 61.5 x 84.5 x 8 cm.
Photo courtesy of the artist.
Bottom (left):
Natee Utarit, Fallen, 2016, oil
on canvas, 124 x 64 cm. Photo
courtesy of the artist.
Bottom (right):
Natee Utarit, Memento Mori, 2016,
oil on canvas, 68.5 x 57 cm. Photo
courtesy of the artist.
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Top:
Hermann Nitsch, Schüttbild,
2005, acrylic on jute, 200
x 300 cm. Photo courtesy
of Galerie Zimmermann
Kratochwill and the artist.
Bottom (left):
Hermann Nitsch, Schüttbild,
2005, acrylic on jute, 200
x 300 cm. Photo courtesy
of Galerie Zimmermann
Kratochwill and the artist.
Bottom (right):
Hermann Nitsch, Schüttbild,
2010, acrylic on jute, 200
x 150 cm. Photo courtesy
of Galerie Zimmermann
Kratochwill and the artist.
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2017.08.09-23

SOLO EXHIBITION

Sultanate
in the Eye,
Monarchy
at Heart

Anne Samat, Freedom 2 ...
to be Yourself, 2017, rattan
sticks, yarns, washers,
rakes, PVC chains, home
(kitchen & garden) utensils
and stationary items, 292
x 162 x 15 cm; 199 x 83 x
30 cm.

Anne Samat
9 - 23 August 2017
Richard Koh Fine Art
Kuala Lumpur
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Artist Statement

“The desire
for freedom
is what takes
me from a
comfortable to
an uncertain,
but far more
fulfilling life...”

Right:
Anne Samat, Freedom 4 ... of
Speech, 2017, rattan sticks,
yarns, washers, rakes, PVC
chains, home (kitchen
& garden) utensils and
stationary items, 292 x 232
x 20 cm. Photo courtesy of
the artist.
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Anne Samat
July 2017

Freedom stands for something greater
than just the right to act however I choose it stands for securing to everyone an equal
opportunity for life, liberty, and the pursuit of
happiness.
To most reasonable people, freedom
means more than just ‘the free will to do
whatever I want’. Taken literally, that approach
would produce anarchy—every man, woman, and
child for himself or herself. Fortunately, none of
us has to live that way.
As for myself, I’ve always believed
that “Freedom” is what I feel from my ‘within’,
followed by the ability to express it in the most
sincere manner.
The desire for freedom is what takes me
from a comfortable to an uncertain, but far more
fulfilling life... Our true self is who we really
are when we let go of all the stories, labels and
judgements that we have placed upon ourselves.
It is who we naturally are without the masks of
pretension.
It is through art that I express my
freedom, it gives me the most fulfiling yet
challenging experience. As the famous proverb
by Einstein quotes ‘Imagination is more
important than knowledge’.
My creative journey would begin
in hardware stores and junk yards where I
meticulously source and collect debris from daily
life that is usually associated with the home
or items often found in a garage. To me, these
elements are unexpected and very intriguing.
I amount vast collections of forks, nuts,
bolts, garden rakes, sieve’s and my latest choice
of pvc chains and plastic soldiers. They later
transform into quirky figurative sculptures (small
installations) and wall mounted sculptures.
The association of these objects is the
key to my exploration - by combining domestic
paraphernalia with a traditional weaving
technique. I believe that I’ve managed to inject a
new life into these seemingly banal materials as
they morph into something incredible, and most
importantly, into the portal to my “FREEDOM”.
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Anne Samat
in conversation with
Jessica Ho
Left:
Anne Samat, Freedom 3
... from Fear, 2017, rattan
sticks, yarns, washers,
rakes, PVC chains, home
(kitchen & garden) utensils
and stationary items, 287
x 214 x 20 cm. Photo
courtesy of the artist.
Bottom:
Installation view. Sultanate
in the Eye, Monarchy at
Heart, 6 - 23 August 2017,
Richard Koh Fine Art, Kuala
Lumpur.

It isn’t difficult to recognise the artist,
Anne Samat, once you’ve seen her works. The
past week we’ve seen the artist trudge up and
down the gallery with sculptures double her size,
leaving a graceful flow of yarns tailing behind
her. Anne Samat is a Malaysian artist known
for her hand woven wall-sculptures of everday
objects. Freedom is a series which came after
news of her feature in the Yokohama Triennale
2017.
Describing herself as a person that’s
down to earth, Anne delights herself in the
language of objects and materials. Putting
together intricately woven, majestic pieces
towering over 9 feet, she adds to her art in
scale and timelessness. Influenced by everday
items and the ever growing materiality around
her, Anne imagines a “greater life” beyond each
object’s designated functions. She questions the
governing law of identity of by way of suggesting
an even greater notion.
An agency of mediation, Anne highlights
the potential of the common and forgotten.
She fuses the potential of everday objects with
properties that are traditional, her observations
enlighten the feminine and masculine by
expanding their essential and primitive
relavance. Through new interpretations, she
carves refreshed identities and negotiate
boundaries for bigger dialogues.
I found some time to sit with Anne to

July 2017

discuss her Freedom and the fruition of her very
first solo exhibition at Richard Koh Fine Art –
SULTANATE IN THE EYE, MONARCHY AT HEART.
Jessica Ho: Tell us about the meaning behind
your exhibition title.
Anne Samat: The meaning is quite simple. It
means ‘to indulge in one’s desires’– or another
way to put it is ‘to do according to his/her will’.
Whatever a person wants to do, it is to follow
their heart, sincerely. Whether it’s good or bad
it’s really up to the individual, isn’t it?
Why the use of domestic items?
The idea came quite naturally. I’m quite
a simple person to be honest, I live in my own
world at times. I always imagine a life beyond
the functions of a normal object, I use materials
that can be found easily around us and take this
opportunity to bring out the magic that I see in
things that people naturally overlook.
How do you choose your materials?
The possibilities are left to a material’s
potential. It mostly depends on the form,
shape, and colors – and from there I can start
to imagine. For example, round objects remind
me of the female breast or stomach – but we
can’t really say that for women now, can we? In
Malay culture, circular shapes symbolize fertility,
hence round objects like the sieve and vegetable
strainers would always remind me of female
fertility. It seemed natural to use a water tap as
the symbol object for the male.
Where do your source them?
Everywhere!
Where is the furthest you’ve been to source for
an item?
Terrengganu, I think. Oh! To the UK for
my yarns! We have them here but in the UK they
have a better variety - more intriguing, more
experimental, more daring!
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Could you share with us your creative process?
The things around me give me inspiration.
I usually start my work with a simple stick-man
sketch, detailed sketches never worked for
me. From there on it’s a snowball effect where
one object speaks to the other as I continue
assembling, until…voila!

Right:
Anne Samat, Freedom 1 ... to
be Me, 2017, rattan sticks,
yarns, washers, rakes, PVC
chains, home (kitchen
& garden) utensils and
stationary items, 308 x 246
x 20 cm; 208 x 55 x 30 cm.
Photo courtesy of the artist.

Which process in the making do you find most
enjoyable?
From the weaving onwards. It is very
therapeutic, a form of meditation where I get
pulled into another zone. It demands every bit of
my focus, my mind has to be present. However, it
does seem that my fingers have found their own
intuition because they could tell when the feel
of a pattern is incorrect.
How would you describe your ideal working
environment?
The surrounding has to be still. With some
music… And perhaps some television playing in
the background. I sometimes have both turned
on at the same time. It’s kind of a white noise
that accompanies me as I work.
What if you have to single out the most
precious item in your studio?
My loom! It’s probably the same age as
me, you know.
Any pre-work rituals that you might have?
Organising my materials. I enjoy laying
them out according to groups/categories. It
requires me to identify the characteristics and
forms of each object while sorting, it is a very
enjoyable yet therapeutic process for me.
How is Freedom set apart from your earlier
works?
These works were produced in a state of
complete freedom, hence the title.
Was there no freedom when you were making
the earlier works?
There was! However I must admit that
the freedom was not 100% mine back then. I
had a bit of hesitation in terms of the selection
and combination of materials. Unlike now, with
the growing familiarity of the selection and the
process, the freedom is all mine.
What do you want others to experience with
your works from Freedom?
To just be themselves. I’d like them to
come with a free mind – to be around my pieces
without judgement, to experience and freely
voice their questions and opinions.
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Is there a ‘figure’ in your work?
Freedom 1 is me. If you look carefully,
the standing sculpture in the foreground is quite
colourful, while the large backing piece is darker,
with wings ready to soar. In a way, it’s just like
my playful persona that I carry but yet unknown
to many is a side of me heavy with thoughts and
ambition.
How would you describe a typical day in anne
samat’s life?
I am a morning person. I’d do a simple
exercise, have a cup of coffee to kickstart my
day and I’ll dive straight into work. There are no
lunch breaks in between – I snack throughout
production and would take an hour break late
afternoon to manage a run/swim. I’ll then dive
back into work. I usually cut off at 8pm.
The most exciting bit about being a full-time
artist?
FREEDOM!
Do you hire any help to assist with your works?
My niece helps me with assembling
the little bits and pieces here and there. But
definitely after this solo, I will!
Describe your biggest obstacle in putting this
body of works together.
Materials. I’m using more materials and
they’re getting harder and harder to source!
And your biggest takeaway is?
I’ve always been very hands on, it’s
important that I handle every element in
producing my piece. However, I’ve also began
to realise that I need to involve assistance in
certain basic elements in order for the pieces to
grow – the bigger the artwork, the more of me it
demands!
What is your biggest motivation?
I want to go further. To be a testament to
pursue anything you find magic in.
The one thing most people think about you that
is absolutely not true?
That I’m a diva. Or that I’m a snob.

Left:
Anne Samat, Freedom 5 ...
to Love, 2017, rattan sticks,
yarns, washers, rakes, PVC
chains, home (kitchen
& garden) utensils and
stationary items, 293 x 183
x 16 cm. Photo courtesy of
the artist.
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Top:
Anne Samat, Freedom 7 ...
to Expression, 2017, rattan
sticks, yarns, washers,
rakes, PVC chains, home
(kitchen & garden) utensils
and stationary items, 223
x 106 x 14 cm. Photo
courtesy of the artist.

So, what’s next?
As much as I’m looking forward to
working on the next evolution of my work, my
body is craving good quality rest to be able to
bring my best game for what’s in store. Perhaps a
week’s rest first.
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Left:
Anne Samat, Freedom 8 ...
to be Worship, 2017, rattan
sticks, yarns, washers,
rakes, PVC chains, home
(kitchen & garden) utensils
and stationary items,
307 x 176 x20 cm. Photo
courtesy of the artist.
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Right:
Anne Samat, Freedom 6
... and to be Loved, 2017,
rattan sticks, yarns,
washers, rakes, PVC chains,
home (kitchen & garden)
utensils and stationary
items, 292 x 125 x 18 cm.
Photo courtesy of the artist.
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2017.08.04-11.05

TRIENNALE

Yokohama
Triennale
2017
Anne Samat

/ Ai Weiwei
/ Aoyama Satoru / Joko Avianto / Broomberg
& Chanarin / Maurizio Cattelan / Ian Cheng /
Sam Durant / Olafur Eliasson / Alex Hartley
/ Hatakeyama Naoya / Carsten Höller, Tobias
Rehberger, Anri Sala & Rirkrit Tiravanija / Mark
Justiniani / Kawakubo Yoi / Kazama Sachiko /
Kinoshita Susumu / Map Office / Prabhavathi
Meppayil / Mr. / Katie Paterson / Paola Pivi
/ Rob Pruitt / Seo Natsumi / Wael Shawky
/ Shooshie Sulaiman / The Propeller Group,
Tuan Andrew Nguyen / Tatiana Trouvé / Zhao
Zhao / Aoyama Satoru / Dong Yuan / Christian
Jankowski / Ragnar Kjartansson / Konishi
Toshiyuki / Prabhavathi Meppayil / Ozawa
Tsuyoshi / Kathy Prendergast / Terunuma
Atsuro / Ujino / Don’t Follow The Wind /
Yanagi Yukinori / Jenny Holzer

4 August - 5 November, 2017
Yokohama Museum of Art,
Yokohama, Kanagawa, Japan

Top:
Installation view. Yokohama
Triennale 2017, 4 August - 5
November 2017, Yokohama
Museum of Art, Japan.
Photo by Michael Low.
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Top:
Installation view. Yokohama
Triennale 2017, 4 August - 5
November 2017, Yokohama
Museum of Art, Japan.
Photo by Michael Low.
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Liew Kwai Fei, Tolong, Tolong,
2012, acrylic on canvas, 230 x
300 cm, diptych. Photo courtesy
of the artist.
Collection of Singapore Art
Museum, Singapore.
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2017.08.06

EVENT

Hafka
Book Launch of

Haffendi Anuar /
Veronika Neukirch

6 August, 2017
2 - 3pm
ILHAM Gallery
Kuala Lumpur
Below:
Cover of Hafka, 2017,
published by Rumble Fish,
Malaysia.

In conjunction with the launch of their
publication “Hafka”, artists Haffendi Anuar
(Malaysia) and Veronika Neukirch (Germany) will
be in conversation with each other. “Hafka” is a
publication produced by the both of them, who
recently completed a 4-month collaborative
residency at Rimbun Dahan, an international
residency platform in Kuang, Selangor. The
book features a conversation text, photographs,
digital collages and images of artworks. It
documents the exchanges between the artists
and their attempt to collaborate while discussing
ideas regarding their respective practices and
interests. Subjects discussed are conceptualised
within the context of Malaysia and the gardens
of Rimbun Dahan. The project has been kindly
supported by the Goethe Institute Malaysia.
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Self-rule

2017.08.11-13

ART FAIR

Yusra Martunus

11- 13 August, 2017
Booth B26
Art Stage Jakarta
Sheraton Grand Jakarta, Gandaria City
Hotel Grand, Jakarta, Indonesia
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Spread:
Installation view. Self-rule,
11-13 August 2017, Art
Stage Jakarta, Jakarta.
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Artist Statement

Top:
Yusra Martunus, ‘17302’,
2017, acrylic on stone,
12 x 24 x 21 cm. Photo
courtesy of the artist.

Yusra Martunus

Bottom:
Yusra Martunus, ‘17301’,
2017, acrylic on stone,
12 x 28 x 16 cm. Photo
courtesy of the artist.

2017

To me, making art is life. It questions
ones position, association and response. In this
series, I am more careful with the positioning,
association and response. My inspiration stem
from the realities of nature and characteristics
of materiality, some basic ideas are specific: the
cornerstone was sourced as is upon multiple
hikes to multiple rivers.
I bind different characters and values,
just like paintings, texture and the fine oil until
they find a coherent sensibility to become
one. I create a union of contrasts by engaging
pre-established ‘rules’. Through these ‘rules’,
I examine the language of materiality, their
relationships and cognitive perception through
my observations of forms, material substance
and culture. The barricade on the floor are my
way to interact with the audience - whether
they choose to ignore, seek permission or refuse
entirely to engage with my art.
Not all rules are equal. How was a rule
established and by whom for what purpose?

“Not all rules
are equal.”

Left:
Installation view. Self-rule,
11-13 August 2017, Art
Stage Jakarta, Jakarta.
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Left:
Yusra Martunus, ‘17202’,
2017, acrylic on canvas,
200 x 31 cm. Photo courtesy
of the artist.
Right:
Yusra Martunus, ‘17204’,
2017, acrylic on canvas,
200 x 30 cm. Photo courtesy
of the artist.
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Top:
Yusra Martunus, ‘17303’, 2017,
acrylic on polyurethane, 15 x 8
x 2 cm each, 171 pieces. Photo
courtesy of the artist.
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Top:
Yusra Martunus, ‘17203’,
2017, acrylic on canvas,
50 x 60 cm. Photo courtesy
of the artist.
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Bottom (left):
Yusra Martunus, ‘17304’
(68% / 38.2%), 2017,
acrylic on polyurethane,
65 x 14 x 14 cm. Photo
courtesy of the artist.

Bottom (right):
Yusra Martunus, ‘17201’
(112358132134), 2017,
acrylic on canvas, 50 x 50
x 5 cm. Photo courtesy of
the artist.

Right:
Yusra Martunus, ‘17205’,
2017, acrylic on canvas,
195 x 100 cm. Photo
courtesy of the artist.
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2017.08.29-09.16

GROUP EXHIBITION

Malaysian Art,
A New Perspective

Bottom:
Installation view. Malaysian
Art, A New Perspective,
29 August - 16 September
2017, Richard Koh Fine Art,
Kuala Lumpur.

Chong Yi Lin / Dhavinder Singh /
Faizal Yunus / Ho Mei Kei /
Izat Arif / Jun Ong

Interviews by Jessica Ho
29 August - 16 September 2017
Richard Koh Fine Art
Kuala Lumpur

In its third year running, Malaysian Art,
A New Perspective is Richard Koh Fine Art’s
annual initiative to highlight emerging trends
and art practices across disciplines within the
local art scene. Artists in Malaysia under 40
were engaged in a call for proposals, among
which 6 candidates - Chong Yi Lin, Dhavinder
Singh, Faizal Yunus, Ho Mei Kei, Izat Arif, and Jun
Ong were shortlisted for their unconventional
approaches demonstrated across various
mediums.
This exhibition showcases works with
new concepts through the use of traditional
mediums like printmaking, multi-media painting,
drawing, collage and embroidery. It will also
feature works that embrace new medium
and technology in the form of a 2D light
sculpture-installation as well as an audio visual
installation. These works convene to launch
an investigation on new dialogues that are
currently underway, expanding on the potentials
of material-function and practices under a new
lens. Malaysian Art, A New Perspective is Richard
Koh Fine Art’s initiative for young artists to
further their endeavours, as well as cultivate
better understanding and appreciation among
the public towards the artists, their practices and
choice methods.
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Artist Statement
To the past generation, the Good
Morning Towel is a part of daily life in a Chinese
household. It represents the bygone era of
the Southeast Asia. My memories of the Good
Morning Towel is rooted in my childhood from
a scene set in my great grandmother’s funeral
procession. In the traditional Chinese funeral
ritual now, the bereaved family gives the Good
Morning Towel for wipe away the tears and
sweats and it also implied drive away the bad
luck.
I feel that is complicated yet exquisite in
the act of holding the towel. It absorbs sweat
and tear, the expression to one’s grief. For me,

anywhere at any time. I don’t begin with a sketch;
the process is just like meditation, they take form
as I progress and is complete when I am done
the work. I initiate an explorative mode and I
transpose to random plays. About my choice of
embroidery as an art method, I remember when
I was young, my mother liked handicrafts, some
which included embroidery. This influence may
be imperceptible in my life.

Chong Yi Lin
2017

the towel is the metaphor of the grief.
In my Evanescent series, I explore the
bereavement and deepest sympathies on the
loss of my loved one and question how the loss
of their presence is felt. I believe that the thread
can hold things together, through needle work;
it goes back and forth to embed the emotions
into the towel that is visceral with hand-drawn
abstract images. I draw in an explorative mode,
through a process of mark-making evokes
different memories and emotions. The organic
abstract images are a metaphor of eternal. Loss
and death is inevitable but the emotions can’t be
explained, it is lifetime, but evanescent.

What are some of the issues that your works are
trying to engage with? Do you think it has been
successfully translated through the work?
I have always been interested in the
relationship between people and objects. My art
is a form of restoration of my feelings towards
these objects. People will leave but objects
won’t. Through the process of mark-making
(as a ceremony of ‘together-ness’) to trace the
memories and emotions towards the objects.
These marks are honest, eternal and poetic. I
think I am on the right track.

A conversation with Chong Yi Ling

What are some of the key influences on
your practice? Does technology have a huge
influence in your imagery?
I think love gives me so much of energy
in my practice; it can also be very inspiring.
I see my drawings as ‘healings’ in some way;
some imageries are like an embryo or a life
form. The organic shapes are a metaphor to life.
My subconscious mind will come to me and I’ll
follow where my heart tells it to go.

August 2017
Chong Yi Lin eternalises the memories
and emotions by the tradition of mark making
and hand-embroidery. She employs conventional
methods and medium to explore the politics
on sentiment through a fusion of nostalgia,
symbolisms, and the little rituals in our everyday
lives. Evenascent series discuss love and loss in
all it’s simplicity.
Jessica Ho: Give us a little background on
yourself and your decision to pursue the arts.
Chong Yi Ling: Currently, I live and study in
Taipei, Taiwan. Born in Malaysia in 1992, I
graduated from Dasein Academy of Arts with
diploma in Fine Arts in 2013. My childhood
ambition was to be an artist and I am determined
to pursue it. Practicing art is the only thing I have
ever really wanted to do in my life.
How would you describe your relationship with
art?
As Martin Heidegger says, “In the wood
there are paths, mostly overgrown, that come to
an abrupt stop where the wood is untrodden.
They are called Holzwege. Each goes its separate
way, through within the same forest. It often
appears as if one is identical to another. But it
only appears so. ” As people seek the right path
in the life, I believe that Art is the one of the path
in the wood for me. Through this path, I use my
own language to bond with the world.
Tell us more about this particular work within
the exhibition.
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Good Morning Towels are associated with
nostalgia and can be seen everywhere. These
quintessential, snow white, cotton towel with
bilingual typographic mark. The simple greeting
makes people warm with its association of
different stories from different people.
For me, Good Morning Towels bears a
sad experience. On the day of my grandfather’s
funeral, I felt the act of holding the towel to be
complicated yet exquisite. Staring at the simple
greeting printed on the towel, it comforts my
grieving. It absorbs my sweat and tears, the
expressions of grief. I was in deep sorrow for a
long time. I didn’t know how to let go of the grief
and through this artwork, I’m trying to exorcise
my emotions and sad experiences.
You seem fascinated by textures, what is it that
helps you decide on a medium of choice?
I have always had the urge to touch
things. I enjoy the feel of things between
my fingers; I find this act of ‘feeling’ to be
therapeutic. It fascinates me to create my own
textures through mark making. Burning and
embroidery has been my enduring medium
of choice, burning as a symbol of rebirth and
embroidery as a symbol of recovery. It brings me
back to life.
What is your working process and environment
like?
I did not have a fixed working place in the
past few years. As a result, I worked on a smaller
scale whereby I can easily carry my work with me

You are currently completing your BFA in Taipei,
Taiwan, what were some of the struggles
you’ve dealt with since being abroad? Has that
changed your practice in anyway?

I was struggling with loneliness. The
difference in culture, lifestyle and behaviors was
initially seen as a struggle, yet it has inspired me
a lot in my art practice. Although the loneliness
come from the long distance from homeland, it
made me reflect and critique certain problems
such as life, perception in art and so forth.
What would you consider your biggest
obstacle(s) in practicing as a female artist in
Malaysia?
Sure, prejudices and discrimination do
appear in various aspect of a woman’s life. As
humans, we are vulnerable and susceptible
beings, my opinion is that we ‘choose’ to be
women. As Simone de Beauvoir said, “One is not
born, but rather, becomes, a woman”. Why should
we have to ignore the irreplaceable strength and
value of being a woman? In femininity, being
vulnerable is our strongest force along with
the emotional sentiment and unique intuition
possessed by women. Therefore, I think my
biggest obstacle is in me “becoming a woman” in
every aspect, and of course, in art as well.
What other mediums would we potentially see
being incorporated into your future practice
that is being explored at the moment?
Using thread to ‘draw’ which means
embroidery. Thread and lines are vulnerable and
soft. It is an important part of our lives. I want
to keep using it as a medium in my art practice.
Other than embroidery, I constantly explore
another mediums that I can find in my daily
activities or nostalgic objects from my storeroom.
I am working towards a grander scale in my
future practice.

Above:
Installation view. Malaysian
Art, A New Perspective,
29 August - 16 September
2017, Richard Koh Fine Art,
Kuala Lumpur.
Right:
Chong Yi Lin, Evanescent
Series (I-X), 2017, thread,
eastern gouache, mineral
pigment ink in the Good
Health/Morning towel, 34
x 38 cm each, set of 10.
Photo courtesy of the artist.
63

Artist Statement

structure. It will instead be compounded upon
and composed through a new lens, perhaps
through an adventure of explorations of a new
environment found in the obscure, secluded
and neglected places often forgotten yet crucial
within an urban neighbourhood.

Dhavinder Singh
2017

This is an aspiration of deep sentiments
and emotions which are harboured within the
grounds of an existing structure . Perchance,
it’s a personal exploration of an environment
endowed in the obscure, secluded, and
somewhat neglected spaces often forgotten in
an urban surrounding.

A conversation with Dhavinder Singh
August 2017

Great Black Divide is the artist’s process
to digest and commemorate. Culled from
various influences and compressed into one
plane, Dhavinder Singh’s visual sandwich
expresses his findings by constructing geomatric
pseudo-architectures through mixed mediums
and drawing on canvas. A memoir of sorts,
Dhavinder’s lyrical paintings pay tribute to the
banality of everday.
Jessica Ho: Tell us about yourself. How did you
first encounter art?
Dhavinder Singh: My first exposure to art was
my mother’s drawings of Walt Disney’s cartoon
characters. She is a seamstress and a make-up
artist, hence I believe I inherit the creative gene
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from her – growing up observing her work has
very much inspired me to express my creativity
and be an artist. In my later years I gained more
valuable exposure and education on the arts
from the Malaysian Institute of Art (Malaysia) and
Cardiff School of Art and Design (UK).
Could you give us more context behind
the painting that is being featured in the
exhibition?
This piece adopts my findings from
the techniques I used in my previous project
(“Recollectus”), it is my further study of
geometrical numerology which are inspired
by the deep sentimental elements and
emotions I have harboured towards the existing

Above:
Dhavinder Singh, Great
Black Divide, 2017, acrylic,
collage, graphite, charcoal,
ganja stems, preserved
jasmine flowers on canvas,
122 x 152 cm. Photo
courtesy of the artist.

You seem to be intrigued by the life and
banality of particular spaces. What about it
fascinates you?
Yes, certainly. As I was brought up around
these buildings, I had the opportunity to enjoy
the space in which I have many fond memories
of. With that, I enjoy the unique characteristics
and aesthetics of these ageing buildings and
use my intuitive capability to reimagine these
spaces in my practice. As an artist, this is perhaps
the best way one can pay tribute to the some
of the places that have granted me wonderful
memories.
As Professor Tim Edensor (Manchester
Metropolitan University School of Science
& The Environment UK) expressed in his
book “Industrial Ruins: Space, Aesthetics and
Materiality”, “For me, however mundane they
may seem, ruins still contain the promise of
the unexpected. Since the original uses of
ruined buildings has passed, there are limitless
possibilities for encounters with the weird,
with inscrutable legends inscribed on notice
boards and signs, and with peculiar things and
curious spaces which allow wide scope for
imaginative interpretation, unencumbered by
the assumptions which weigh heavily and highly
on encoded, regulated space.”
What is your creative process like? What drew
you to this medium of choice and how do you
decide what stays within the canvas?
On an emotional standpoint, my creative
process is based on visceral and intuition. In
my body of work, I tend to express and share
a visual metaphor of my reaction based on a
particular space i.e., in this piece I was inspired
by cloud formations and the surroundings
of my studio, if you notice I also addressed
how overdevelopment in the area destroys
the landscape and confines the space of an
environment. I also draw inspiration from
previous works and innovation to suit each
mood or theme.
Is there a reason you prefer a muted colour
palette?
I use a mixture of beige and grey colour
swatches resulting in a unified opaque palette.
This best sets the temperature and mood of
an imagined weathered structure and in turn
compliment the specifically selected clippings of

old magazines, papers, books and found objects
- this “unifies” the piece.
I hear that there is a special number that you
work with. What is the role of numerology in
your work process?
Yes. In Indian numerology, #2 defines my
psychic number while #7 defines my destiny
number. I use these as a measuring tool in my
practice, they are represented in the form of
measurements for the lines, shapes and the
number of steps which commonly appear in my
paintings.
Where does this particular painting sit within
your practice?
It is still in artistic development for me.
As I am currently in the midst of composition
and taking into account the technique, material
and manipulation of space on a given plane to
accomplish it.
What are some of the ideas that you are trying
to deliver across within your work?
I intend to instil a sense of appreciation
by showcasing sentimental values of within
found materials which are prominent in my work
and encourage the preservation of the items.
Where do your ideas and influences stem from?
Does technology come to play at any point?
Growing up in an industrial area within
Kuala Lumpur, over the years I have seen the
urban blight being taken over with time. Hence
the structures remain unique, they stand out
from others and each have their own quality
and character. As I grew up there, I have a strong
urge to share and show my view of these unique
structures through my work where they can be
preserved and celebrated in future. I am not very
dependent on technology in the medium I use
in my practice, however I do get influenced by
it. I am intrigued and inspired by the machinery
and equipment that is involved in development,
particularly in construction sites, i.e. the cranes
that hoist construction material, the formation of
scaffolding which surround a construction site
and etc.
What’s next on the agenda? Anything exciting
that you’re currently working on?
‘The crane’ - A site specific installation
artwork depicting a ‘crane’ amongst rubbles
of earth on a piece of land recently cleared
in preparation for future development. This
installation following its documentation is still
in the works and the idea of “The Crane” will be
used as a point of reference and study for my
future artworks.
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Artist Statement
This work is a continuation from
the previous series. I explore alternative
print languages outside the limitations of a
printmaking studio, I attempt to expand the
possibilities of visual language through various
printmaking technique and processes.
The artworks reflect on the passage
of time apprehended during the process of
creating the artwork, in the relation towards
what can be seen as a result and the emotional
sensitivity that I go through in the making of the
final artwork. The idea is created and refined
through the technique of prints and painting. The
painting comes into being through a process of
discovery, depicting the process of transition in
which is partially visible and partially obscured

Faizal Yunus

RIght:
Installation view. Malaysian
Art, A New Perspective,
29 August - 16 September
2017, Richard Koh Fine Art,
Kuala Lumpur.

2017

through layered mark-making.
Repetition, variation and chances are
the core principles of the artwork. I begin by
deconstructing the materials, such as using the
construction net as a screen print, experimenting
with the density of printing paste by adding
baking powder, food colouring, glue and more.
The fragments from the different
sources are transferred, transplanted and
transformed to a newly integrated piece as my
visual investigation carries on. Printmaking and
painting techniques are my major approach in
conveying my intention. I create images from my
illustrations and vague thoughts throughout this
process to achieve the final artwork.

A conversation with Faizal Yunus

August 2017

Autonomy drives Faizal Yunus’ egalaterian
practice as he adopts the banal everyday
into his abstract print paintings. Through this,
the artist explores the routine employed in
de-constructing each transferred medium,
discovering the embedded surface and mark-

making into his visual investigation. He draws
inspiration from nature, a familiar landscape of
lush greenary which his rural hometown affords.
Interstice I is the artist’s reflection on nature and
society.

Jessica Ho: Tell us about yourself. How did you
first encounter art? Give us a little background
on yourself. When and how did you first
encounter art?
I was surrounded by nature since I was
a kid, the harmonious surrounding around me
suited my introverted nature as a kid. I would dig
a hole to hide in, imagining and recreating my
own world. I was introduced to art when I was in
primary school and I got to dig deeper during my
student days in University Teknologi Mara.
What is your relationship with art?
I love to reshape the world that we live
in with my own interpretation and imagination.
Through art, I re-imagine and restructure my
surroundings, it pushes my creativity to explore
new discoveries and visual analysis.
Tell us more about this particular work within
the exhibition.
The artwork produced in this exhibition
is a continuation of my previous series of work.
I go back to my roots where I refer to nature
as my inspirational ‘subject matter’, infusing
industrial materials as my medium in producing
the artworks.

You have been consistently expanding the
narratives of print within your work. What
about printmaking fascinates you?
Below:
I always have an admiration and interest
Faizal Yunus, The Interstices I,
2017, gesso, aerosal paint
with the element of repetition. It is like the
and fabric dye on canvas
journey to a destination and throughout the
183 x 488 cm. Photo
journey, you’re facing failure again and again
courtesy of the artist.
until you reach the destination. That’s what I
feel with printmaking, the repetition process
continues until I reach the point of satisfaction
with the final result.
Could you tell us about your new discoveries
in printmaking made during the process of
creating this artwork?
I have been working on printmaking for a
few years and I wanted to go beyond the usual.
Apart from that, I had to be creative with my
approach to overcome difficulties of producing
printmaking in a conventional method without
access to the facilities of a printmaking studio.
Hence, for this artwork, I continue my exploration
by replacing silk screen with green net and a
DIY-gesso I created by mixing baking powder
with acrylic, PVA glue, talcum powder and food
colouring.
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How would you describe your working process
and environment? What role does color play
within your practice?
Personally, I felt that my environment
has a big influence on my work. I am currently
renting a studio in an industrial park and that’s
where I began to explore and experiment on
industrial materials as the primary medium to
produce my artworks for this exhibition. Color
plays an important role in my work, I believe
each color carries information to deliver a
narrative and to create a commemoration.
Are there any issues that your artworks are
trying to engage with?
My artworks are my way of conveying and
sharing my interest in art.
What are some of the key influences on
your practice? Does technology have a huge
influence in your imagery?
My living environment. I am constantly
trying to explore the objects and subjects, to
the extent of which I will recreate a product or a
result from the objects around me.
Could you share with us some struggles you’ve
faced in the course of making this artwork?
The struggles of dealing with multiple
of experiments by using different methods and
medium. Time is the biggest challenge.
What other mediums would we potentially see
being incorporated into your future practice
that is being explored at the moment?
I am currently doing some research
on traditional print culture in Malaysia to
understand the purpose of printing and its
existence. Based on the research, I will try to
come out with some experimentations to be
included in my next artwork.
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A conversation with Ho Mei Kei
August 2017
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Artist Statement

Ho Mei Kei

Play is a right of childhood, it is
spontaneous and fun.
My work incorporates the notion of
child play. It also represents a crucial aspect
of children’s physical, intellectual and social
development. It helps in children education,
social skills, and has therapeutic benefits too. My
work revisits child play, an innocent play without
any worry and commitment. It is as simple as it
is.
We used to practice in our “Buku Latihan”
(exercise books) in our learning process at
school, the “Buku Latihan” provides a good blank
space for practice and expression. It may be
considered as a way to record our growth and
our life processes too. It is a space to play.
Working with children as an art teacher
I discovered that they tell stories and reveal
their emotions through doodling and drawings. I
observe how children doodle and incorporated
it into my work. I adopted these images and
transformed them into my own visual language
for my painting.
Doodles are simple drawings that can
have concrete representational meaning or just
composed of random and abstract lines. They
speak their own language in my works, just like
a natural form of human communication. As
evidenced in caves and tombs thousands of

years old, our ancestors related their history,
called on the gods for intervention, wealth
and victories through their drawings. These
doodles that I’ve created allows the unconscious
to render a symbolic expression. Regardless
of culture or geographic location, symbols
have universal as well as personal meaning.
Interpreting these pictorial symbols in my works
convey an entire thought into a visual language.
In my “Buku Latihan” series, the doodles
in each box triggers the mind of the viewer. By
posing “Bulatkan rumah Ali dengan warna merah.
(10markah)” as my artwork title, the viewer is
challenged to find a specific item or character.
As a Malaysian, I am exploring the social and
educational issues of my country through the
interaction between my work and the viewer.
There is no right or wrong answer for these
works, it is an open-ended question.
Every Malaysian knows a person named
Ali, he appears in our circle of friends, as a
textbook character or a role in a television series.
The marks given in the question also hints at our
educational method.
This process taps into my childhood
memories and activities: reading picture books,
playing with toys, doodling in exercise books,
singing and playing music rather than playing
with latest technological gadgets.

2017

Above:
Ho Mei Kei, Bulatkan Rumah
Ali Dengan Warna Merah
(10 Markah), 2017, color
pencils on paper 76 x 200
cm. Photo courtesy of the
artist.

Ho Mei Kei considers the crucial role
of ‘play’ in our development by transforming
child-like doodles into a gridlike format, a record
of practice and progress. The source, a mindless
therapeutic gesture reminiscing her childhood
free of technology renders the artist’s notion
of play and its social functions of today. The
visual result, tiled icons resembling the emoticon
menu of a messenger app is a reflection an
inherent desire to communicate through nonverbal codes. Instead of a technological hangup
of contemporary lives, Bulatkan Rumah Ali
Dengan Warna Merah (10 Markah) is perhaps an
acknowledgement of the power in accentuating
emotion through the use of visual icons,
the creativity employed in existing systems
of communication its unique flexibility in
preserving emotion.
Your CV states that you’ve worked with
children for longer than you have with art. Tell
us about yourself and your decision to pursue
the arts.
I started learning art at the age of ten and
enjoyed doing art and craft projects throughout
my teenage life. I started by teaching children’s
art and music through my childhood experience
and methods gained from reference books after
graduating secondary school. I later pursued my
studies in Fine Art to fulfill my goal of becoming
a professional artist.
What is your relationship with art? What is it
about child play that inspires your work?
Art appears in my life since the early days
of my childhood. Images from children’s picture
books, coloring books or graphics in textbooks
are most of the visual elements that I was

exposed to. These images developed my basic
language, reading skills and knowledge and it is
important now as an inspiration in creating my
artwork.
A child’s innocent play is a process
without worry and commitment. It is as simple
as it is. I enjoy it when children tell stories by
their doodles and I find I can understand their
point of view easily. However, the content of our
education materials reveal how our education
system gradually changes the child’s mind. This
is what inspired me to explore with my work.
Tell us more about this particular work within
the exhibition.
I titled my work Bulatkan rumah Ali
dengan warna merah.(10 markah) because most
Malaysians would know of a person named Ali,
he might appear in our circle of friends, as a
textbook character, a role in a television program,
etc. By asking a question through my work’s title,
the viewer is challenged to find a specific item or
character.
‘Rumah’ is translated as ‘home’ or
‘house’. ‘Home’ is an idea of nostalgia linked
closely with the early time of life and a ‘house’
symbolizes the nurturing cradle of our earliest
years. I doodle different types of buildings
from references and my imagination. I explore
the social and educational issues faced by
my country through the interaction between
my work and viewer. As it is an open-ended
question, there is no right or wrong answer for
each of these works.
What drew you to this medium of choice? What
is your working environment like?
I painted with oil colors and oil pastels in
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my previous work. I chose color pencils because
it was the most basic access to drawing in my
childhood. Color pencils also create nice strokes
and colors in my drawings.
On the one hand, working as a children’s
art and music teacher in center and schools,
I enjoy teaching children and believe that
children are best teachers in my life. Children
are creative, not limited by instructions and
could spend hours to create new things. They
are passionate and unafraid to speak out the
unjust, they celebrate the little things in life. I
start seeing the world through their eyes and
appreciate blessings in the everyday.
On the other hand, as a practicing artist,
I had moved from my home into a studio has
given me a proper working space. It gave me
an instant sense of responsibility as an artist.
Sharing studio spaces with other artists allow
us to motivate each other and to exchange
thoughts in our communication.
Your Buku Latihan series are tiled doodles
which evokes nostalgia for every Malaysian.
Is there a message you are trying to convey
through these choice symbols?
“There’s very little information in these
works, the information is in the viewer.” Michael Craig Martin.
The doodles and symbols in my work
are as simple as it is in the beginning of my
practice. The message and content comes from
the progress of my work or my title that interacts
with the audience.
I’m reminded of the plethora of emojis
found within the application of a messenger
application. Was the grid reference intentional?
How do you feel about this reference towards
technology that is inherent in contemporary
childhood today?
The style of my work certainly looks
like the messenger application, however, this
was not my intention at first. I think I have
subconsciously referenced it as I am using this
application in my daily life too.
I feel that technology today sometimes
causes a child to be a passive-learner, it dulls the
thinking process and is sometimes a lazy excuse
for them to do real work. We should not take
away the joy of discovering new materials, the
messing about with paints and interactive play
among friends of a child by replacing all that fun
with a boring gadget.
Could you share with us the key influence of
your imagery?
The key influence of my imagery
is from children’s picture books, textbook
pictures, visuals from examination papers or
other education materials. There is a lot of
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representational and ambiguous meaning
behind these images and questions. It has
influenced the way I trigger my audience with
my presentation.
Where are you at the moment within your
practice?
I just began practicing professionally
in the past 2 years and dedicate three to four
days per week in my studio. I am grateful for
the opportunities given to join galleries for
group shows and I try to be as active as possible
with the local art competitions. The latest

achievement is the acknowledgement of the
Jury’s Award in Young Contemporaries, Bakat
Muda Sezaman, 2016.
I see myself as a plain paper beginning to
gain color with the guidance and inspiration from
senior artists in the art field, I believe in working
hard to eventually be a colorful and textured
paper. I look forward to seeing improvements
within my practice.

Above:
Ho Mei Kei, Bulatkan
Rumah Ali Dengan Warna
Merah (10 Markah) (detail),
2017, color pencils on
paper 76 x 200 cm. Photo
courtesy of the artist.

What are some of the setbacks you’ve
experienced as a female artist working
predominantly with a medium that isn’t
traditional painting?
I did encounter some problems in the
beginning with the framing for this piece of work
because it is too long. Some of the framing shop
did not supply good quality framing service but
with determination I fortunately found one in
the end.
What is one advice you’ve received that’s been
well applied?
A Japanese artist from Thailand,
Mr.Kentaro once advised me, “As an artist, we
should always ask questions and find answers.”
This encouraged me to explore what is right or
wrong, and eventually to arrive at the content
that I am interested in at this stage. It helped me
a lot in the process of my research.

Artist Statement

Jun Ong
2017

Top:
Installation view. Jun Ong,
Jitter, 2017, galvanized iron
mesh, mild steel plate, neon
light tube and electrical cable,
210 x 80 x 80 cm.

“Jitter” explores the notion of material
and immaterial frameworks, through a series
of intersecting shards of metal grid fences.
The invisible grid is materialized through the
lines of fine metal rods running in two axes.
It is a deduction of its context as a structured
cube. The secured and stagnant interlocking of
the gridded shards exudes uneasiness against
the latency of white neon streaks. These neon
lines shatter order and create their own paths,
yet heavily dependent on its metal ‘cage.’ Its
simultaneous translucency and emissive quality
projects a virtual yet ethereal effect.
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A conversation with Jun Ong

chopsticks, lollipop sticks, etc. I see myself as
the mastermind more than the craftsman. My
works are always products of collaborations
and I find marquettes best translate my ideas
through to welders, carpenters and engineers.
“Bolt,” a public interactive light sculpture in APW
Bangsar is an example of the collaboration with
engineers, welders, computer programmers and
electronic engineers.

August 2017

Expanding the on the interdependance of
the virtual and etheral sphere through Jitters, Jun
Ong explores the fragility of tension and motion
in reality through his neon structures. The
latency of neon streaks stacked against metal
grid cubes devoid of structural logic, further
emphasizes the interdependant relationship of
these materials, emanating an endless sense of
instability. Jitters capture the ephermeral under
Jun’s orchestration, the architect/artist’s first
installation to transform the environments of a
gallery space.
You refer to yourself as an architect-artist, one
among the many few that is emerging in the
contemporary art scene. Could you give us a
little background on yourself?
I was born and raised in Kuala Lumpur.
Prior to architecture school, I was under the
tutelage of Malaysian watercolourist, Lee Weng
Fatt for eight years. He expanded my interest in
the built form through his obsession in prewar Chinese shophouses and kampong houses
alongside classical Roman & Greek ruins, all with
a strong emphasis in capturing textures, light
and shadows.
I then pursued architecture in Melbourne
and London, having worked in Shanghai. For my
graduating thesis, I explored the groundbreaking
collision in metal sculpture between Picasso and
Julio-Gonzalez. I am intrigued in the notion of
“drawing in space” – the translation of Picasso’s
abstract hand-drawn lines into 3-dimensional
sculptures via Gonzalez’s metal welding
techniques.
I worked with Philips Malaysia for my first
light sculpture at KLPAC in 2014 and have done
works in Penang, Bangkok, Phnom Penh and
Singapore. In parallel, I also run an architecture
and design studio called POW Ideas with a
landscape architect, doing more spatial projects.
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Tell us a little bit about your light sculpture
Jitter that is being featured in the exhibition.
For this piece, I am exploring the idea
of frameworks and grids, through a series of
intersecting shards of metal fences. Jitter is a
deduction of the space itself, being a structured
“cube.” The invisible grid is materialized through
lines of metal rods in two axes.
The secured and stagnant interlocking
of the “grid cubes” exudes uneasiness against
the latency of neon streaks. These neon lines
jitter the order and create their own paths, but
yet heavily dependant on the grid structure. Its
simultaneous transculency and emissive quality
projects a virtual yet ethereal effect.
You’ve constantly worked with lights in your
previous installations from small to large, what
about artificial lighting intrigues you?
I have always been intrigued with the
imagery of the “white light” and the tangibility
of artificial light. Artificial light allows not only
the formation of a structure but also has this
added dynamic quality in an otherwise static
structure. I am very interested in interactive art,
more specifically interactive lighting and its
computational element. Form and structure are
fundamental in my work, but the medium of light
extends its effect, in other words, ”bringing it to
life.”
What is your working process and setup like?
Most of my works are contextual and
take a lot of inspiration from their location.
While under the tutelage of London based
architects and artist, Tonkin Liu in school, they
instilled the importance of marquettes and
model-making. I always start with line sketches
and then move to model-making with whatever
materials I can easily find, usually unrefined –

How would you describe your relationship with
art? How does your training in architecture
come into play?
I always love looking at day-to-day
mundane objects – be it a traffic light or an
antennae, but constantly reimagining them in
new contexts and configuration. For me, the
borderless realm of art allows both my artistic
and architecture practice to expand. So it’s really
a symbiotic process.

Right:
Jun Ong, Jitter (detail),
2017, galvanized iron
mesh, mild steel plate,
neon light tube and
electrical cable, 210 x 80
x 80 cm. Photo courtesy of
the artist.

Where does this
particular sculpture
sit within your
practice? Does the
exhibition space
affect any elements
of production?
This sculpture
is my first gallery
piece. Most of my
other works are
either large public or
temporary pieces. So
for me it is interesting
to see my work in a
white cube and how
it interacts with its
constraints and also
the other artworks.
Could you share with us some issues that Jitter
is trying to engage with?
Light art is perhaps not widely known yet
in Malaysia. Some people then to think of my
work as decorative light fittings or household
items and don’t really see the artistic quality
in it. For me, this piece is trying to push the
envelope, directly addressing these critics by
doing exactly what they perceive as generic. It
is in this genericity that I find great potentialdeconstructing and transplanting them in new
ways.
The usage of the fence material in Jitter
is also an excerpt from my 2015 piece, ”Star.”
As the piece was lodged within a five-story
incomplete building, we had to construct metal
fences around the walkways on every floor so
that visitors could safely see the piece upclose.

But I had streaks of LED strips penetrate these
“boundaries,” – through the fences and onto
the walkways and stairs. There is this idea
of shattering barriers and boundaries, while
creating space for acceptance and viewing.
Where does your influence originate from?
From the mundane and the generic.
I enjoy observing human behavior and their
reaction to light sculptures.
Any insights/struggles experienced during the
course of producing the artwork which you
would like to talk about?
I worked with my favorite metal
welder (who does mostly mass produced
factory components) and also my favorite
signage maker (who does neon signages for
commercial projects) to produce Jitter. Their
works are mainly commercial hence it was a
challenge bringing them together to produce an
artistic piece while
maintaining their
workmanship. But
what you see in Jitter
is a result of many
trials and errors with
them over the years
doing various pieces
and to eventually
fall under the same
wavelength.
What are some of the
movements that you
are keeping track of
around the world?
The impact
of social media and
the data-driven
world. The realm of interactive art and hightech art are constantly under my radar. It is a
borderless world, and I’m intrigued with digital
networks amongst people and how advanced
development in technology can create new
methods of experiencing light art.
What are you currently working on?
I am working on a couple of private
commissions ranging from private clients to
developers. There is this interest to use light art
as a medium to regenerate and reinvigorate an
otherwise dead or dilapidated space. I am also
developing ideas for regional and international
light festivals. The goal is to potentially do a
piece for a light festival in Europe. I would like
to push for more public light sculptures but also
find space to create bespoke pieces for galleries
where specific ideas/research can be sampled.
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friends the ideas. They will give opinions. I will
consider. After that, its just magic, baby.
One would deduce that you are constructing a
fictional scenario. In your opinion, are they fact
or fiction? How do you decide on a method best
suited to translate your ideas?
I usually sit on the balcony of my studio
and watch the sunset to get inspiration and
decide on ideas. I think sunsets are beautiful and
inspiring.
Sometimes I miss the sunsets because I
am too busy thinking about how to make enough
money to move into a place with a balcony.

Artist Statement

Izat Arif

The centre of the installation is the handmade self-help book. It comes with supporting
materials which includes a promotional video
and a series of merchandise. This installation is
a continuation of a previous work titled “Rahasia
Menjadi Curator Yang Meyakinkan.” (2013) which featured a fictitious self-help book.
The guide to become a convincing artist
is semi-autobiographical: partly based on my
experience of being one in Malaysia, it describes
how to perform as an artist in an effective way.
The chapters range from important matters such
as “How to pose in front of a painting when
taking a photo” or “How to talk about your work
to people” to the more serious issue of “How
to write an artist statement” or “How to write a

proposal for a gallery”.
The book presents techniques for wouldbe artists on how to navigate typical scenarios
in the art world especially in dealing with art
institutions, the media, galleries, and fellow artist
communities. It provides solutions for the artist
when performing their role in private and while
doing so, acquire a public persona.
Alongside the book, a promotional video
to market the self-help book will be screened.
It follows a similar format in “Rahasia menjadi
curator yang meyakinkan” (2013) at the YMA 2
exhibition in Petronas Gallery. In addition to that,
merchandise products will be placed together
with promotional posters on a table.

2017

A conversation with Izat Arif
Amused by his everyday encounter,
the installation by Izat Arif offers insights on
navigating typical scenarios which an artist
would encounter in Kuala Lumpur. Rahasia
menjadi Seniman Yang Meyakinkan di-Malaysia
revolves around a hand-made artist book which
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Above:
Video still. Izat Arif, Rahasia
Menjadi Seniman Yang
Meyakinkan di-Malaysia,
2017, installation: artist
made book, promotional
video, Television, DVD
player, headphones,
crocodile sculpture,
promotional bunting, 9
framed drawings, 6 artist
book reprofductions
& 6 ceremic ashtrays
(merchandise), dimensions
variable. Photo courtesy of
the artist.

August 2017

offers trade-secrets in thriving as an artist
within the Malaysian art scene. The installation,
supported by intricately layered components,
often reveal a subtle irony and humour
employed throughout the artist’s investigation.
The satirical narration of daily encounters are

Above:
Izat Arif, Rahasia Menjadi
Seniman Yang Meyakinkan
di-Malaysia, 2017,
installation: artist made
book, promotional video,
Television, DVD player,
headphones, crocodile
sculpture, promotional
bunting, 9 framed drawings,
6 artist book reprofductions
& 6 ceremic ashtrays
(merchandise), dimensions
variable. Photo courtesy of
the artist.

further augmented through Izat’s display which
might otherwise not seem uncommon to artists
and creatives in today’s locale.
Tell us about your relationship with art, what
was your first encounter like?
My first encounter with art was
while staying with my grandparents when
I was younger. I would see my grandfather
repairing and building certain sections of my
grandmother’s house with his bare hands. I
didn’t realise then that it was art.
Could you tell us more about your installation
Cara-cara Menjadi Artist di Malaysia featured at
the exhibition. How exactly does one ‘become’
an artist in Malaysia?
One can ‘buy’ my ‘book’ and hopefully
‘discover’ how to ‘become’ an ‘artist’ in ‘Malaysia’.
The work is a continuation of Rahasia
Menjadi Kurator yang Menyakinkan (a 01:50min
short film promoting the publication ‘secret on
how to be a convincing curator’. No book was
published in the making of this film.) exhibited at
the YMA2 at Petronas Gallery in 2013.
What sparked the series? Tell us more
about your “How to be…” series and the new
elements that surround it.
This series was sparked by my obsession
with the confidence of self help/motivational
speakers, interesting people in the art scene and
making videos of myself. The elements around
this new work is to reinforce the idea of the
promotional tactics surrounding a book I made.
This time, the audience can actually experience
the book and not just the ‘idea’ of it.
You’ve worked with a wide range of mediums,
mostly components of which come to makeup an installation piece. What is your creative
process like?
I start by thinking about something. Then
I draw it out on a piece of paper. Then I tell my

What are some of the key issues that your work
is trying to engage with?
I like to engage with the idea of the art
scene, the Malaysian art scene to be precise.
I think about its complexities. ‘How does one
participate?’, ‘What are the rules or “tertib”
that are involved?’, ‘What are the limits of ones
behaviour within the art scene?’ I have always
been fascinated by the different personalities
and how they are formed.
Your work seems to require a sub-clause
stating the need for a dash of humor, have you
encountered moments where your work was
lost in translation? How do you deal with the
varying responses?
I think art always gets lost in translation.
My work always gets lost in translation. I deal
with this by trying to think of new ways to make
people understand. It’s entirely my fault if they
don’t understand so it’s my responsibility to try
and engage them through a better way. I also
play football to deal with the varying responses
that I cannot deal with.
Where do your influence stem from? How does
technology influence it’s delivery?
I am always influenced by my family,
my close friends, not so close friends and new
experiences. By technology do you mean the
internet? The internet is very manipulative. I love
the internet.
What is the one continuous format within your
practice which you have adopted since day
one?
I don’t think I have ever stopped making
drawings.
So, what’s next for us to expect in your
practice?
I will make a book titled “Rahasia
merawat hati yang luka” (Secrets of mending a
broken heart).
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2017.08.31-2018.01.21

GROUP EXHIBITION

The Unreal Deal
Six Decades of Malaysian Abstract Art
31 August, 2017 - 21 January 2018
Bank Negara Malaysia Museum
and Art Gallery, Kuala Lumpur

Haffendi Anuar /
Yeoh Choo Kuan /

Syed Ahmad Jamal / Yeoh Jin Leng
/ Cheong Laitong / Choong Kam
Kow / Khalil Ibrahim / Ibrahim
Hussein / Sivam Selvaratnam
/ Latiff Mohidin / Jolly Koh /
Sharifah Fatimah / Syed Zubir
/ Tajuddin Ismail / Yusof Ghani
/ Fauzan Omar / Ismail Latiff
/ Awang Damit Ahmad / Nizar
Kamal Ariffin / Suzlee Ibrahim /
Jack Ting / Hamidi Hadi / Sabri
Idrus / Choy Chun Wei / Zulkifli
Lee / Saiful Razman / Shafarin
Ghani / Ajim Juxta / Fazrin Abdul
Rahman

Above:
Installation view. Yeoh Choo
Kuan, 00:45, 2016, oil on
canvas and lacquer spray on
custom wood frame, 140 x
118 cm.
76

77

Left:
Installation view. Yeoh
Choo Kuan, Actually I Hate
Violence, 2014, oil and
lacquer on canvas, 90 x 75
cm.
Right:
Installation view. Haffendi
Anuar, BLCK A6, 2014, oil,
acrylic and enamel on board
frame, 165 x 46 x 4 cm.
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Above:
Installation view. Haffendi
Anuar, Morning Shower,
2016, oil and enamel on
board, 192 x 192 cm.
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Artist in
Residency
Program

2017.09-10

RESIDENCY

Top:
In discussion. From left - Wang
Yinjie, Zhang Long, Gan Chin
Lee, and Zhuge Yi. Photo
courtesy of Hangzhou Crossstrait Cultural Communication
Center, China.

Gan Chin Lee
September - October, 2017
Hangzhou Cross-strait Cultural
Communication Center, China

Conversation: From
Traditional Realism
Painting to Abstract
Painting
6 September, 2017
Hangzhou Cross-strait Cultural
Communication Center, China
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2017.09.08-27

GROUP EXHIBITION

The Artling
Pop-up

Spread:
Installation view. The
Artling Pop-up, 8-27
September 2017,
Artspace@Helutrans,
Singapore. Photo courtesy
of The Artling.

Haffendi Anuar /
Hasanul Isyraf Idris /
Justin Lim /
Yeoh Choo Kuan
Presented by The Artling
8-27 September, 2017
Artspace@Helutrans,
Singapore
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2017.09.09-10.28

SOLO EXHIBIITON
Installation view. A Trace of
Mortality, 9 September - 28
October 2017, Kathmandu
Photo Gallery, Bangkok.
Photo by Eiffel Chong.

A Trace of Mortality
Eiffel Chong

Curated by Manit Sriwanichpoom
9 September - 28 October 2017
Kathmandu Photo Gallery
Bangkok, Thailand
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Installation view. A Trace of
Mortality, 9 September - 28
October 2017, Kathmandu
Photo Gallery, Bangkok.
Photo by Eiffel Chong.
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2017.09.15-10.29

GROUP EXHIBIITON

Empirical
Atlas

Anne Samat / Dharma Bum /

Weixin Chong / Inci Eviner / Gao Weigang /
Gonkar Gyatso / Hew Locke / Ben Loong /
Francis Ng / Ged Quinn / Melati Suryodarmo /
Sinta Tantra / Thukral & Tagra / Zen Teh / Yang
Yongliang

Curated by Josef Ng
15 September - 29 October 2017
Pearl Lam Galleries,
Singapore
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Spread:
Installation view. Empirical
Atlas, 15 September - 29
October 2017, Pearl Lam
Galleries, Singapore. Photo
courtesy of Pearl Lam
Galleries.

Above:
Anne Samat, Freedom 2 ...
to be Yourself, 2017, rattan
sticks, yarns, washers, rakes,
PVC chains, home (kitchen &
garden) utensils and stationary
items, 292 x 162 x 15 cm; 199
x 83 x 30 cm.
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2017.09.16-2018.08.12

GROUP EXHIBIITON

Problem-Wisdom:
Thai Art in the
1990s

Spread:
Installation view. ProblemWisdom - Thai Art in the
1990s, 16 September
2017 - 12 August 2018,
Queensland Art Gallery,
Australia. Photo by Natasha
Harth. Photo courtesy of
QAGOMA
Right:
Natee Utarit, Mother (from
‘Appearance and Reality’
series), 1998, oil on canvas,
64 x 47 cm, triptych.

Natee Utarit /

Montien Boonma / Vasan Sitthiket /
Araya Rasdjarmrearnsook / Pinaree
Sanpitak / Chatchai Puipia / Kamin
Lertchaiprasert

16 September 2017 - 12 August 2018
Queensland Art Gallery
Gallery 5 & 6, Henry & Amanda Bartlett Galleries
Queensland, Australia
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2017.09.21-10.07

SOLO EXHIBITION

Migratory
Objects
Haffendi Anuar
21 September - 7 October, 2017
Richard Koh Fine Art
Kuala Lumpur

Left:
Installation view. Migratory
Objects, 21 September - 7
October 2017, Richard Koh
Fine Art, Kuala Lumpur.
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Migratory Objects

Haffendi Anuar
2017
Kuala Lumpur

Right:
Wallpaper sticker, waterfall
scene taken from the KL
Bird Park, in Lake Gardens,
Kuala Lumpur. Photo by
Eiffel Chong.

Extending from my recent solo
presentation titled “Migratory Objects” at
Volta New York early this year, this exhibition
in Kuala Lumpur, which shares the same title,
is treated like an immersive installation, which
includes a bigger number of painted shapes in
groupings or “flocks”. The painted shapes on
boards is resulted from my interest in building
the language of object-based paintings in the
context of Malaysian art history. While most
of them will be wall-mounted, similar to the
ones exhibited in New York, a small number
of them will be affixed onto freestanding
fabricated metal structures, turning the shapes
and their metal supports into almost humansized anthropomorphic forms, with the shapes
becoming stand-in for faces. When installed, the
works will also refer the presentation strategies
of ethnographic museums. Moreover, a wall
of the exhibition space will be adorned with
wallpaper illustrating a lush green landscape
with a waterfall. The image was taken at the
KL Bird Park in Lake Gardens, a popular tourist
spot in the capital, and serve as “simulacrum”
of natural paradise. Visually the image
reverberates with commercial tourism posters
commonly utilized and disseminated to promote
the country.
The idea for this exhibition was actually
sparked by an event experienced in London
when I was an art student. One day when I was
in central London, a typical red double-decker
bus that was covered on both sides by large
stickers crossed my path, it displayed a scene of
a troop of proboscis monkeys in an evergreen
tropical jungle. The monkeys appear carefree
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among lush tropical vegetation. The image
turned out to be part of a campaign directed by
Tourism Malaysia in 2013 – 2014 that utilized
images of Malaysia’s natural beauty such as
tropical coral reefs and jungle scenes populated
by indigenous fauna as an attempt to promote
the natural beauty of Malaysia and to boost
ecotourism. What was fascinating when I saw
the image on the bus was that it reminded me of
home, but a home that is simultaneously foreign.
Furthermore, as the image on the bus glides
through the city and disappears out of sight,
it felt almost like a fleeting dream, somewhat
unreal, hyperbolized by the perfection of it
and how orchestrated the placement of the
protagonists were. The Western “tourist gaze”
and the expected representation of Malaysia, as
a lush green paradise filled with exotic creatures
has become a “simulacrum”.
Migratory Objects’ original idea developed
from my curiosity in ethnographic objects,
cultural debris and by-product of the commercial
aspect of tourism from images (posters,

Above:
Haffendi Anuar, New World
Warbler, 2017, oil and
enamel on board with
vanish, 60 x 40 x 3 cm (5
panels). Photo courtesy of
the artist.

Bottom:
Double-decker bus with
Tourim Malaysia poster.
Image obtained online
from (https://www.flickr.
com/photos/b777-200_gymmh/sets/7215768393
8492191/page15) taken by
Go-Ahead Group (London)

Above:
Haffendi Anuar, Stork,
2017, oil and enamel on
board with vanish, 60 x 40
x 3 cm. Photo courtesy of
the artist.

postcards) to crafted objects (souvenirs) and how
these items get consumed and disseminated.
As a novice collector of aboriginal masks, there
was a time when I was browsing these masks
on online platforms such as Etsy and eBay and
noticed that these objects were being advertised
for sale from different locations around the
world such as New York and London. Amazed at
their abundance and the displacement they have
experienced from the original locations in which
they were made, I suspected that this abundance
hints to inauthenticity, in which I found out later
that not all the masks offered were “originals”.
Authenticity in this case refers to whether they
are objects created to be used as props or tools
in specific tribal rituals or rites of passages or
whether they were created solely for decoration
for the tourist trade. This dissemination of
commercialized cultural objects through the
system of the artifact trade and tourism to me
allude to the natural process of the propagation
of seeds by animals or whether as well as the
seasonal migration of birds.
The flattened surfaces of my
reinterpreted painted works with their neon
colors and smooth tonal gradients are inspired
by the designs of Dayak and Iban masks
while aesthetically imply to the pixilation of
indigenous design and patterns as they are
imagined to go through the process of being
uploaded onto online servers and traveling
through cyberspace. This fictional movement of
so-called cultural objects whether physically or
through cyberspace also echoes the movement
of people traversing geographical and through
political barriers and highlights the basic human
need for mobility and the constant search for a
better life.
This series also includes a grouping
of “combined” sculptures titled Migratory
Objects (2017-) that consists of table-top works
composed of found and store-bought touristic
wooden objects/sculptures that were purchased
from tourist spots such as the Central Market
in Kuala Lumpur and Ngurah Rai International
Airport in Bali among other places. The wooden
figurative kitsch sculptures, originally sculpted
by local craftsmen into simple figurative forms
such as elephants, birds and Balinese women
and are considered as “representative” objects,

which are objects created by human meditation
and interpretation. These purchased readymades are then conjoined, painted, sanded
and simplified into irregular silhouettes that
resemble modern Western sculptures such as a
Hans Arp (1886 – 1966) or Constantin Brancusi
(1876 – 1957). The sanded surface is meant to
make them appear like pseudo artifacts while
implying to the passing of time.
The painted-objects or “transformed”
masks and the combined wooden sculptures
suggests the idea of transformation and
transmutation of cultural debris through
displacement, movement, digitalization and
combination. This imagined migration of the
objects is not political or environmental but is
caused by economic motives. My observation
at how minute parts of a country’s culture and
natural beauty, are translated into consumable
and commoditized items, whether objects or
images and are finally “consumed” by outside
interests. This image is also played up and
exaggerated by institutions in an attempt to
market the country as a alluring “paradise”.
Modern anthropologist always considers
the souvenir or tourist object as inauthentic,
because it is made as an object for cultural
consumption and is seen as operating within
the Western economic exchange system. This
perspective points to the framing of the image
of the proboscis troop initially discussed that
were framed within the Western’s audience’s
gaze and that aesthetic and formal principles are
compromised by the desire for profit.
This exhibition in Kuala Lumpur is meant
to contextualize my work within the Malaysian
context, framed through the lenses of the
tourism industry and object trade in which
“parts” of the country is put forth in the format
of alluring images and decorative objects to be
consumed by foreigners. Their displacement
and movement will result in both formal and
symbolic mutations to occur.
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Above:
Haffendi Anuar, Common
Starling, 2017, oil and enamel
on board with vanish, 70 x
50 x 3 cm each (12 pieces).
Photo courtesy of the artist.
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Above:
Haffendi Anuar, Passerine,
2017, oil and enamel on
board with vanish, 70 x 50
x 3 cm each (12 pieces).
Photo courtesy of the artist.
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The Masks and
Myths of Migration
and Movement
Andrea Fam
2017
Singapore

Andrea Fam is an Assistant
Curator with the Singapore
Art Museum where she
oversees the Cambodia,
Laos, and Vietnam
collections. She holds a
BA (Honours) degree in
Criticism, Communication,
and Curation in Art and
Design from Central Saint
Martins, London. Since
starting at SAM, she has
co-curated the Singapore
Biennale 2016 – An Atlas
of Mirrors, was the lead
curator on A New Horizon,
and the co-curator on the
exhibitions, Imaginarium:
Over the Ocean, Under the
Sea and Odyssey: Navigating
Nameless Seas.

Movement and Migration
With an area as vast and uncontainable
as the sky, it perhaps comes as no surprise that
the longest uninhibited migrations occur via air.
Birds make some of the longest uninterrupted
journeys; with Arctic Terns as the leaders in
terms of distance covered. They travel from
their Arctic breeding grounds to the Antarctic,
and back again, each year. The shortest
distance between these regions is a remarkable
19,000km.
The migratory journey is a necessary
occurrence that ensures the survival of birds,
fish, mammals, insects, and reptiles. It is a
primal drive that launches these animals on
their often long, treacherous, and arduous
journeys in efforts to find food, more hospitable
climates, and places to breed. Humans were
not exempt from this condition; early humans
were known to have migrated due to factors
such as changing climates and landscapes and
an inadequacy of food – determinates that
keep animals on their migratory paths today.1
But humans, unlike their animal counterparts,
would evolve and take to land and sea in
attempts to exercise a right for power and
control. These attempts unfolded in various
eras of expansionism, an Age of Exploration that
led to colonisation and mercantilism, a time of
industrialisation that would present indelible
changes to our landscape, and last but surely
not least, our current epoch of globalisation that
has seen our world morph into its present state
as an economically, politically and culturally
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We are a generation
emigrating, immigrating, and
migrating at rates never seen
before. As of January 2016,
the United Nations reported
244 million migrants living
abroad worldwide, whilst the
United Nations World Tourism
Organisation reported 369
million international tourists
(overnight visitors) in the
first four months of this year.
“Number of international
migrants reached 244
million in 2015” United
Nations. 12 January 2016.
Accessed 10 September
2017, http://www.un.org/
sustainabledevelopment/
blog/2016/01/244-millioninternational-migrants-livingabroad-worldwide-new-unstatistics-reveal/ “Strong
tourism results in the first
part of 2017 | World Tourism
Organization UNWTO” World
Tourism Organization. 14
July 2017. First accessed on
10 September 2017. http://
media.unwto.org/pressrelease/2017-07-14/strongtourism-results-first-part-2017

2

Nicolas Pologeorgis,
“How Globalization Affects
Developed Countries”
Investopedia. 6 March 2017.
Accessed 10 September 2017.
http://www.investopedia.
com/articles/economics/10/
globalization-developedcountries.asp
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interwoven data-heavy entity.
Haffendi Anuar’s ‘Migratory Objects’
triggers this weight of knowledge on our past
which is carried around through the exhibition
space. ‘Migratory Objects’ is a series of masks
named after birds such as the ‘Whooping Crane’,
‘Loon’, ‘Sandpiper’, and ‘Indigo Bunting’, amongst
several others which line the gallery walls,
sometimes in single file, other times in flocks.
Occasionally, one will encounter these brilliantly
coloured and geometrically lined masks affixed
onto free-standing metal structures, concerning
them with the semblance of masked warriors. At
other times, totemic sculptures will arouse one’s
interest, as their irregular yet curiously familiar
forms stand as sacred symbols. Stretching across
a wall in the gallery is an image of an overgrown
park whose waterfall scene, complete with an
arcing bamboo canopy, draws one’s gaze in.

Left:
Haffendi Anuar,
Migratory Objects, 2017,
emulsion paint and
wood, 73 x 20 x 10 cm;
55 x 33 x 14 cm; 140.5
x 48.5 x 26 cm; 29 x
21.5 x 19 cm; 97 x 52 x
39 cm. Photo courtesy
of the artist.

“Visit Malaysia Year”,
Tourism Malaysia. First
accessed 10 September
2017. http://www.tourism.
gov.my/campaigns/view/visitmalaysia-year

4

As explained by the artist in
an introduction to ‘Migratory
Objects’.

5

“Travel & Tourism generated
US$7.6 trillion (10.2% of
global GDP) and 292 million
jobs in 2016, equivalent to
1 in 10 jobs in the global
economy. The sector
accounted for 6.6% of total
global exports and almost
30% of total global service
exports.” No figures were
actually listed to indicate the
souvenir industry revenue but
it is safe to deduce that some
of the trillion, (of which even
a fraction is significant) would
be from the tourism trinket
trade. “Travel and Tourism Economic Impact 2017 World”,
Would Travel and Tourism
Council. Page 3. First accessed
on 10 September 2017.
https://www.wttc.org/-/media/
files/reports/economic-impactresearch/regions-2017/
world2017.pdf

6

Christopher Joyce,
“ What Drove Early
Man Across Globe?”
Climate Change. NPR.
17 September 2012.
Accessed 10 September
2017, http://www.npr.
org/2012/09/17/1612
78993/what-drove-earlyman-across-globe-climatechange
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Top:
Installation view. Migratory
Objects, 21 September - 7
October 2017, Richard Koh
Fine Art, Kuala Lumpur.
Bottom:
Haffendi Anuar, Teal, 2017,
oil and enamel on board
with vanish, 60 x 45 x 3 cm
(2 panels). Photo courtesy
of the artist.

‘Migratory Objects’, Anuar’s second solo
show with Richard Koh Fine Art Gallery, is an
ode to our time – a time of movement.2 We are
all in some shape or form active components
and participants of the global economy – where
knowledge and experiences are exchanged
against a backdrop of class struggles, labour
processes, technological innovations, and the
restructuring and reorganising of capital.3 It is
to be expected then that cultures from around
the world would be carried and transmitted
with the humans and animals that move
between spaces. Traces of cultures that brush
alongside, and slip and collide into each other
in attempts at adapting to and cohabiting in new
habitats can be seen all around us. And it is this
global phenomenon of cultural migration and
transmutation that are synthesised in Anuar’s
‘Migratory Objects’.
Masks and Myths
The kernel of an idea for this exhibition
was planted when Anuar encountered a
‘Tourism Malaysia’ poster plastered across one
of London’s ubiquitous double-decker red
buses. Rolling along London’s busy roads were
a troop of proboscis monkeys captured in what
is presumably their natural environment – a
rainforest in Borneo. The accompanying tag
read: “Visit Malaysia. Meet our unique proboscis
monkeys.” Hovering to the right of the image, in
the dense area of the rainforest, above the bus
driver’s window, was the logo created for the
‘Visit Malaysia 2014’ campaign – a septennial
event that in 2014 brought in more than 28
million visitors to the country.4 “What was
fascinating when I saw the image on the bus was
that it reminded me of home, but a home [that
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was] simultaneously foreign,” recounted Anuar.5
The booming tourism trade, aside
from boosting the economy of the country
visited, has no doubt buttressed a profitable
souvenir industry, adding fuel to an already
entranced consumerist movement.678 Notions
of mass production and mass consumption,
authenticity and inauthenticity are enfolded
within discussions about the tourist souvenir – of
whose standardisations, ideological position, and
designations are themselves social constructs
(authenticity and inauthenticity being socially
constructed concepts that depend on individual
perception).9 ‘Migratory Objects’ unfolds as a
mirror unto this proliferation of abundance; the
spectacular presentation of production on view
is exemplified in the sheer quantity of both the
number of flocks of masks and the number of
masks in each flock.
Migratory Objects
Speculations about ‘disseminated and
commercialised cultural objects through systems
of trade and tourism’ directed Anuar ‘to the
natural process of propagation of seeds by
animals.’10 Indeed, tourism marketing – with its
activation of images of alluring landscapes and
memorable copy – and souvenir production are
a brand of propaganda. Information, ideas, and
suggestions on what could be, are disseminated
through visiting travellers who return home
with gifts or collectors who purchase these
items in antique shops or online and whom thus
circumvent the tourism experience altogether.
Anuar, self-described as a novice collector
of aboriginal masks, found himself tracing
the masks found on online platforms such as
Etsy and eBay to cities such as New York and
London – locations far from where he assumed
them to be originally made. He would later
discover that not all masks listed were ‘originals’
suggesting not just that they were inauthentic
(that is to say they were not produced for their
intention as tools in tribal rituals) but that their
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authenticity (in that they were produced with
the sole purpose as wall decorations) were
geographically displaced (where the masks
were likely produced in China for example).
This currency of cultural appropriation and
misappropriation is considered in the works
in Anuar’s solo show. The masks of ‘Migratory
Objects’ take as their point of departure
the design compositions of Dayak and Iban
masks. Features such as beaks, ears, fangs, and
semi-spherical bulging beaded eyes are are
reinterpreted as flattened and pixelated painted
surfaces. Together with the kitsch appearances of
store-bought souvenirs (that were first acquired
from the airports of KL and Bali amongst
others and of whose authenticity is no doubt
geographically displaced) which Anuar conjoins
together to fashion new artifacts, ‘Migrant
Objects’ renders the transmogrified artworks a
new tradable currency.

_
I recently spotted a selection of what
appeared to be Thai traditionally embroidered
key pouches in the gift shop of a Japanese
museum. Given my basic understanding of the
Indochinese Peninsular, I knew these pouches
to most likely have been made by Isan people
who, though Thai nationals, consider themselves
ethnically Lao, having originally hailed from one
of 20 Isan provinces that were formerly a part
of the state of Laos. Their presence in this gift
shop in Japan, whilst not wholly bizarre given an
exhibition on Southeast Asian contemporary art
was on show, was all the same, an unusual sight
to consider. My own feelings when I noticed
these migrated Thai-Lao key pouches – stirred by
the changing geopolitical construct of Southeast
Asia – had somehow made me, a Singaporean,
feel a pang of nostalgia – a feeling that resonates
with Anuar’s sentiments towards the ‘Tourism
Malaysia’ campaign rolling through London town.

Above:
Haffendi Anuar, Cedar
Waxing, 2017, oil and
enamel on board with
vanish, 70 x 50 x 3 cm
each (4 panels). Photo
courtesy of the artist.

Pavlos Paraskevaidis,
Konstantinos Andriotis,
“Values of souvenirs as
commodities” Tourism
Management, Vol 48,
June 2015, pages
1-10. First accessed 12
September 2017. http://
www.sciencedirect.
com/science/article/pii/
S0261517714002143
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In 1955, economist
Victor Lebow stated: “Our
enormously productive
economy demands that we
make consumption our way
of life, that we convert the
buying and use of goods
into rituals, that we seek
our spiritual satisfaction
and our ego satisfaction
in consumption. We
need things consumed,
burned up, worn out,
replaced and discarded at
an ever-increasing rate.”
Victor Lebow. “Journal of
Retailing”, Spring 1955.
https://hundredgoals.files.
wordpress.com/2009/05/
journal-of-retailing.pdf

8

Pavlos Paraskevaidis,
Konstantinos Andriotis,
“Values of souvenirs as
commodities” Tourism
Management, Vol 48,
June 2015, pages
1-10. First accessed 12
September 2017. http://
www.sciencedirect.
com/science/article/pii/
S0261517714002143

9

10
As explained by the
artist in an introduction to
‘Migratory Objects’.

Top:
Haffendi Anuar, Whooping
Crane, 2017, oil and
enamel on board with
vanish, 70 x 50 x 3 cm each
(6 pieces). Photo courtesy
of the artist.
Bottom:
Haffendi Anuar, King Eider,
2017, oil and enamel on
board with vanish, 60 x
40 x 3 cm each (4 pieces).
Photo courtesy of the artist.
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Top:
Haffendi Anuar, Sandpiper,
2017, oil and enamel on
board with vanish, 60 x
40 x 3 cm each (5 pieces).
Photo courtesy of the artist.
Bottom (left):
Haffendi Anuar, Indigo
Bunting, 2017, oil and
enamel on board with
vanish, 70 x 50 x 3 cm each
(6 pieces). Photo courtesy
of the artist.
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Bottom (right):
Haffendi Anuar,
Hummingbird, 2017, oil
and enamel on board with
vanish, 60 x 40 x 3 cm.
Photo courtesy of the artist.
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Top:
Haffendi Anuar, Loon, 2017,
oil and enamel on board
with vanish, 70 x 50 x 3
cm each (6 pieces). Photo
courtesy of the artist.

Opposite (top):
Haffendi Anuar, Bar-tailed
Godwit 2017, oil and
enamel on board with
vanish, 60 x 45 x 3 cm each
(6 pieces). Photo courtesy
of the artist.

Bottom:
Haffendi Anuar, Swallow,
2017, oil and enamel on
board with vanish, 60 x 60
x 3 cm. Photo courtesy of
the artist.

Opposite (bottom):
Haffendi Anuar, Grouse,
2017, oil and enamel on
board with vanish, 60 x 40
x 3 cm (3 panels). Photo
courtesy of the artist.
107

2017.09-12

PROJECT

Powerhouse
Commission

Bottom:
Photo by Theirry Bal. Photo
courtesy of Battersea
Power Station and Cass
Sculpture Foundation and
the artist.

Haffendi Anuar / Jesse Wine
Battersea Power Station, in partnership with
CASS Sculpture Foundation
September - December 2017
Battersea Power Station
Circus West Village, London,
United Kingdom

ART TALK

Power Stories: Artist Talk with
Jesse Wine and Haffendi Anuar
A conversation on the Powerhouse
Commission with selected artists Jesse
Wine, Haffendi Anuar and Director of
Nottingham Contemporary, Sam Thorne.
This event was chaired by the Curator of
Cass Sculpture Foundation, Helen Turner.

28 September 2017
7.30pm - 8.30pm
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Machines for
Modern Living
Haffendi Anuar
2017

Machines for Modern Living is a site-specific series of
Pilotis for Battersea Power Station. Traditionally Pilotis are
structural columns, which lift a building above the ground in
European architecture or water in Southeast Asian architecture.
Within the context of the Power Station these Pilotis work to
highlight the inversion of the architecture of the Power Station
where the columns, or chimneys, protrude up to the sky, rather
than down to the ground. By applying multiple paint layers in
order to then sand these layers back, this work is a colourful
union of both western minimalism and traditional MalaysianIndonesian architecture.

Bottom:
Haffendi Anuar, Machines
for Modern Living
(Maquette), 2017, enamel
paint and urethane, 28 x 7
cm; 26 x 7 cm; 25 x 7 cm;
30 x 7 cm. Edition 1 of 10.
Photo by Ben Westoby.
Phto courtesy of Battersea
Power Station and Cass
Sculpture Foundation and
the artist.
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Right:
Installation view. Haffendi
Anuar, Machines for
Modern Living, 2017, 3-D
printed foam, fiberglass,
resin, steel, concrete,
approximately 320 x 120 x
120 cm each (4 individual
sculpture). Photo by Theirry
Bal. Photo courtesy of
Battersea Power Station
and Cass Sculpture
Foundation and the artist.
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2017.10.03-17

SOLO EXHIBITION

Optimism is Ridiculous:

The Altarpieces

Natee Utarit
3 - 17 October 2017
National Gallery of Indonesia
Jakarta, Indonesia

Installation view. Natee
Utarit, The Introspection,
2016, oil on canvas, 250 x
374 cm triptych. Photo by
Krisada Suvichakonpong.
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Installation view.
Natee Utarit, The Silent
Gateway, 2016, oil on
canvas, 287 x 308 cm
triptych. Photo by Krisada
Suvichakonpong.
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Top:
Installation view. Natee Utarit,
Allegory of the Beginning and
Acceptance, 2015, oil on canvas,
228 x 182 cm diptych. Photo by
Krisada Suvichakonpong.

Bottom:
Installation view. Natee Utarit,
Nescientia, 2014, oil on canvas,
290 x 387 cm triptych. Photo by
Krisada Suvichakonpong.
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Left:
Installation view. Natee
Utarit, The Private Expectation
of God and the Common
Reason of Investment, 2014,
oil on canvas, 265 x 249 cm
diptych. Photo by Krisada
Suvichakonpong.
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Center:
Installation view. Natee Utarit,
The Annunciation, 2016, oil
on canvas, 287 x 308 cm
triptych. Photo by Krisada
Suvichakonpong.

Right:
Installation view. Natee Utarit,
In the Name of God, 2016,
oil on canvas, 250 x 374 cm
triptych. Photo by Krisada
Suvichakonpong.
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2017.10.05-28

GROUP EXHIBITION

ACAW
Thinking
Projects
Nadiah Bamadhaj /

Irfan Önüren /
Sumakshi Singh /

Curated by Leeza Ahmady
5-28 October 2017
C24 Gallery
New York

Left:
Installation view. ACAW
Thinking Projects: Irfan
Önüren, Sumakshi Singh,
Nadiah Bamadhaj, 5-28
October 2017, C24 Gallery,
New York. Photo by Krisada
Suvichakonpong
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Cungkup

In Javanese dialect cungkup translates as
cover or sheath, but more specifically it refers to
an architectural structure that cover gravestones
of any religious denomination. I have come
across several forms of cungkup in my travels in
Java. But will concentrate specifically on one for
the purposes of this statement.
I found this form of cungkup, quite by
chance, in small villages on the southern coast
of East Java. These are structures made of wood
and handmade ceramic tile, no bigger than
a doghouse, only large enough to cover the
gravestone. These cungkup ranged from newly
made structures to disintegrated piles of rotten
wood and broken tile.
My fascination with discovering the
East Javanese cungkup was primarily due to
its scale. My work has long been steered by
Michel Foucault’s theory that architectural
forms are technologies of power that canal
human movement and experience so that the
population become subjects of a non-invasive
form of governance. The less invasive governing
is, the more power it holds. (Stuart Elden and
Jeremy W. Crampton, Space, Knowledge and
Power: Foucault and Geography, 2007)
In the East Javanese cungkup I had finally
found an architectural structure whose scale
denoted a complete oppression. A house that
was only big enough to squat in was a metaphor
for the complete subjectification of the human
form. It was only after my trips to East Java at the
end of May 2017, and interviews with several
custodians of cungkup gravesites, did I discover
other cultural conflicts that swirled around this
simple structure.
When I asked about the time frame
of cungkup, all custodians replied they were
‘artifacts of our ancestors’ and were in place well
before Dutch colonization of the 18th century.
Cungkup was referred to as adat -- a word that
combines both tradition and ritual -- and used
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translated as those who wait) at each site. Those
who wait were not your average ghosts of the
dead, but a larger more powerful force referred
to as Mbaurekso, the spirit of the first body that
‘opened’ the gravesite. In Santri practice, if the
soul has departed, housing it becomes obsolete.
Therefore for me, the cungkup becomes a
symbol for the soul staying in place, falling
within the orbit of Kejawen or praying to, known
amongst Santri as musyrik or blasphemous.
In the last year a tug-or-war has been
developing in Indonesia’s capital, and around the
country, that typifies the conflict such as Santri
vs. Kejawen that I have just described.
Since 2014 Indonesia has been led by the
first non-military president. At the same time a
growing political movement has been mobilized
to dismantle his government. Using Islam as
its facade, this political movement combines
what we universally know as Wahhabism, with
a more violent mass organization called the
Islamic Defense Front, (formed in 1998 as an
uncontrollable arm of the military).
This political movement have already
scarred Indonesia’s diverse landscape with
mass demonstrations, the charging and jailing
of Jakarta’s fervently anti-corruption Christian
governor for ‘blasphemy against Islam’, proposed
a judicial review in the Constitutional Court
to outlaw pre-marital sex and homosexuality.
This movement has also spearheaded the first
public caning of two members of the LGBTQ
community in the province of Aceh, with a follow

Nadiah Bamadhaj
June 2017

specifically to ‘house’ and commemorate the
dead.
The conflict I discovered visiting each
gravesite was the level of mysticism practiced
or not practiced on each site. Structures on
gravesites, certain practiced rituals, and acts that
were forbidden on these sites, all fell within the
orbit of the degrees of mystical practice.
By mysticism I am referring specifically to
Kejawen, (translated as Javaneseness) a religious
practice of Central and East Java that was
initially animist, and was then combined within
the Hindu-Buddhist courts of the 9th century.
In the 15th century, in order for Islam to take a
footing in Java, Kejawen was then folded into
Islamic practice, and is has since been defined as
a Folk Islam.
The conflict arises between the degrees
of Kejawen-based Islamic practice vs. a more
‘pure’ Islamic practice, identified by American
sociologist Clifford Geertz as Santri. This standoff
between Kejawen and Santri based practice has
been in existence since the beginning of Islam’s
assimilation in Java, and quite astonishingly
surfaced in the small gravesites in East Java last
month. (Clifford Geertz, Religions in Java, 1976)
Each custodian interviewed was careful to
site his position for or against mystical practice
at his gravesite, and quick to gossip about the
levels of mysticism of other custodians.
In Santri-based practice, once the
deceased is buried, their ‘soul’ returns to Allah
(SAW). Those that visit graves give prayers
for the soul’s safe arrival at its destination. In
Kejawen-based practice visitors sometimes
cross the invisible line and pray to the dead.
The cungkup, in its function of ‘housing’ the
dead falls within this orbit of mysticism.
Several custodians preferred the phasing out
of cungkup, as it carried ‘dark’ energies, yet
dared not dismantle a disintegrated cungkup
for fear of disturbing the penunggu (literally

up of an Anti-LGBTQ Police Task Force in West
Java. The end game of this political movement
is to create Khilafah (translated as Caliphate),
a form of government based on the tenants of
Islamic practice, but steeped in a conservative,
patriarchal, and discriminatory culture. Khilafah
will leave no room for the mystic, the diversity
of cultural intricacies and religious practice, and
most importantly for the tolerance that comes
with it.
My representations of cungkup in
my drawing installations carry a narrative of
destruction. I choose a sound cungkup that
eventually disintegrates further and further into
a pile of rubble. For me this is a sign of a threat,
not only to the amalgamation of mystical culture
and religious practice, but the great tolerance
such an example has embodied. This threat,
which has already whipped at the ‘low hanging
fruit’ – the LGBTQ community – has its eye on
all forms of diversities and human rights in
Indonesia.
As one gravesite caretaker sang to me;
Lamun durung siro iku omah neng jero cungkup
Though exceptionally difficult to translate, this
basically meant;
You will never have enough until you lie under a
cungkup

Roght:
Nadiah Bamadhaj,
Pessimism is Optimistic IV
(details), 2017, charcoal on
paper collage, 120 x 120
cm each (12 pieces). Photo
courtesy of the artist.
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Top:
Nadiah Bamadhaj,
Pessimism is Optimistic IV,
2017, charcoal on paper
collage, 120 x 120 cm each
(12 pieces). Photo courtesy
of the artist.
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2017.10.14-15

LECTURE-PERFORMANCE

ACAW 2017 Signature Program

Field Meeting Take 5:
Thinking Projects
Nadiah Bamadhaj

/

Nancy Adajania / Meitha Al Mazrooei / Marwa
Arsanios / Laura Barlow / Hera Chan / Yin-Ju
Chen / Tiffany Chung / Dai Guangyu / Simon
Fujiwara / Joyce Ho / Hu Weiyi / Taus Makhacheva /
Kingsley Ng / Bruce Quek / Suhanya Raffel / Marat
Raiymkulov / Abdullah M.I. Syed / Philip Tinari /
Hajra Waheed / Adrian Wong / Brian Kuan Wood

Curated by Leeza Ahmady
14 - 15 October 2017
Asia Society Museum & SVA Theatre
New York

An annual signature program of Asia
Contemporary Art Week, FIELD MEETING Take 5:
Thinking Projects was a two-day forum dedicated
to newly conceived performances, lectureperformances, and lively discussions, hosted at
Asia Society Museum & SVA Theatre, New York
on October 14 & 15. Curated by ACAW Director,
Leeza Ahmady.
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In her lecture-performance, Bamadhaj
attempts a critique of governance in Jogjakarta,
Indonesia. Incorporating her painstaking studies
of graveyard stacks in East Java as affecting
metaphors, she reflects on the accumulation of
socio-economic within one of the most vibrant
democracies in Southeast Asia.

Right:
Nadiah Bamadhaj’s lectureperformance - A King in a
Republic, 14 October 2017,
Asia Society Museum,
New York. Photo courtesy
of ACAW and Nadiah
Bamadhaj.
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A King in a Republic
This video attempts to do what many in
Yogyakarta, Indonesia consider taboo – a critique
of the current rule -- the10th monarch of the late
Mataram Kingdom and Governor of Yogyakarta.
The Special District of Yogyakarta is considered
special as it recognizes a sovereign power within
126

Nadiah Bamadhaj
June 2017

a democratic Republic. The reason for this is
the role that the father of the current
Sultan played in the fight for the country’s
independence in 1949.
For this reason the Governor’s role
automatically goes to the monarch as an

Top:
Video stills. Nadiah
Bamadhaj, A King in a
Republic, 2017, video,
duration 16 minutes 30
sec.Photo courtesy of the
artist.

unelected position. The current monarch
however is a far cry from his father, allowing
a host of social, economic and environmental
problems to pile up in this Special District of
Yogyakarta, with a absolutely no means checks
and balances or a revisionary electoral process.
Yogyakarta remains a feudal province within
one of the most vibrant democracies in
Southeast Asia.

My video will use the cungkup (graveyard
shacks of East Java) as a metaphor for the
destruction of the province. This video will use
a divergence between what is said and what is
meant, and how non-verbal communication (or
reading between the lines) is a primary means of
critiquing power in Yogyakarta.
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2017.10.18-22

ART FAIR

Asia
Now

Paris Asian Art Fair
Anne Samat /
Haffendi Anuar /
Hasanul Isyraf Idris /
Yeoh Choo Kuan
18 - 22 October 2017
9 avenue Hoche,
75008 Paris

Left:
Installation view. Asia Now,
18 - 22 October 2017, 9
avenue Hoche, Paris.
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Window

Left:
Yeoh Choo Kuan, Window 1,
2017, oil on linen and
wooden frames, 160 x
180 cm (6 panels). Photo
courtesy of the artist.
Right:
Yeoh Choo Kuan, Window 2,
2017, oil on linen and
wooden frames, 160 x
180 cm (6 panels). Photo
courtesy of the artist.
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“Window” is part of my landscape series
paintings. These works were created at my
studio which I had newly moved into in March
2017. I spent a good amount of time looking
at the view it affords, sighting the long horizon,
mountains and trees, the nearby airport runway,
geometric shapes of buildings and the ever
changing forms and colours in the sky. Inspired
by the landscape surrounding my new working

Yeoh Choo Kuan
September 2017

environment, my signature ‘fleshing abstraction’
technique is used to address the social political
approach on violence that coalesce into a visual
experience carved on linen. Each set of painting
comes with individually framed multi panels and
is presented similarly to a set of window grids –
creating an imposed distance between the view
and the viewer by further implying a sense of
inwardness.
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Installation view. Asia Now,
18 - 22 October 2017, 9
avenue Hoche, Paris.
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2017.10.20-11.11

DUO EXHIBITION

This is
Where We
Meet
Liew Kwai Fei /

Lee Mok Yee

20 October - 11 November 2017

Installation view. This
is Where We Meet, 20
October - 11 November
2017, Our Artprojects,
Kuala Lumpur. Photo
courtesy of Our ArtProjects.
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OUR ArtProjects
Kuala Lumpur
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2017.11.01-2018.03.31

Biennale

Kuala Lumpur
Biennale 2017
Alam Belas

Tan Wei Kheng
/ 113 artists

1 November 2017 - 31 March 2018
National Art Gallery
Kuala Lumpur

Installation view. Tan Wei
Kheng, A Row of Beautiful
Smile, 2017, installation,
dimension variable. Photo
courtesy of National Art
Gallery, Kuala Lumpur,
Malaysia.
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2017.11.04-2018.01.07

GROUP EXHIBITION

Thread &
Tensions Stories from
Southeast Asia
Kanchana Gupta /
Santi Wangchuan /
Loke Hong Seng /
Jim Allen Abel

4 November 2017 - 7 January 2018
Yeo Workshop
Singapore
Installation view. Kanchana
Gupta, Work in Progress,
2017, oil paint, 170 x 200
cm. Photo courtesy of Yeo
Workshop, Singapore.
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Kanchana Gupta, Work
in Progress #01-#118
(details), 2017-2018, oil
paint burnt and stripped
off Tarpaulin surfaces, 118
pieces dimension variable.
Photo courtesy of the artist.
Collection of Indian
Heritage Center, Singapore
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2017.11.09-12

ART FAIR

Art021

Shanghai Contemporary Art Fair

Anne Samat /
Hasanul Isyraf Idris /
Yeoh Choo Kuan
9 - 12 November 2017
Installation view. Art021
Shanghai Contemporary Art
Fair, 9-12 November 2017,
Shanghai Exhibition Center,
Shanghai, China.
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Booth E07
Shanghai Exhibition Center,
Shanghai, China
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Top:
Yeoh Choo Kuan, Window 3,
2017, oil on linen and
wooden frames, 160 x
180 cm (6 panels). Photo
courtesy of the artist.

Top:
Yeoh Choo Kuan, Window 6,
2017, oil on linen and
wooden frames, 160 x
180 cm (6 panels). Photo
courtesy of the artist.

Bottom:
Yeoh Choo Kuan, Window 4,
2017, oil on linen and
wooden frames, 160 x
180 cm (6 panels). Photo
courtesy of the artist.

Bottom:
Yeoh Choo Kuan, Window 7,
2017, oil on linen and
wooden frames, 160 x
180 cm (6 panels). Photo
courtesy of the artist.
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2017.11.10-12

ART FAIR

TALENT
West Bund Art & Design
Haffendi Anuar
10 - 12 November 2018
J: Gallery
West Bund Art & Design,
Shanghai, China

Left:
Installation view.
TALENT, West Bund Art &
Design,10-12 November
2017, J: Gallery, Shanghai.
Photo courtesy of J: Gallery.
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Right:
Haffendi Anuar, Barrow’s
Goldeneye, 2017, oil and
enamel on board with
vanish, 40 x 60 x 3 cm (2
panels). Photo courtesy of
the artist.
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The New
Frontiers
of
Painting

2017.11.16-2018.02.25
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Right:
Natee Utarit at The New
Frontiers of Painting. Photo
courtesy of Natee Utarit.
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Top:
Natee Utarit, Passage
to the Song of Truth and
Absolute Equality, 2014, oil
on canvas, 212 x 510 cm
polytych (5 panels). Photo
courtesy of the artist.
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Saiful Razman, You’re Here to
Disappear, 2016, toilet paper,
medical gauze, polyvinyl
adhesive and steel cable wire,
274 x 92 cm each, 11 pieces.
Photo courtesy of the artist.
Collection of Singapore Art
Museum, Singapore.
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We are here
Dr. Sarena Abdullah
2017

Bibi Chew /
Minstrel Kuik /
Nadiah Bamadhaj /
Tetriana Ahmed Fauzi
6-20 December 2017
Richard Koh Fine Art
Kuala Lumpur
Sarena Abdullah, Ph.D is the current Deputy Dean (Research, Postgraduates
and Linkages) at the School of the Arts, Universiti Sains Malaysia (USM). She
recently was awarded the London, Asia Research Award, by Paul-Mellon
Centre, London and Asian Art Archive, Hong Kong. She was one of the Field
Leader for “Ambitious Alignments: New Histories of Southeast Asian Art,”
a research project led by the Power Institute, The University of Sydney
and funded by the Getty Foundation in 2015. She was also the recipient
Above:
Installation view. We are
here, 6-20 December 2017,
Richard Koh Fine Art, Kuala
Lumpur.
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of the 2016 and 2017 CAA-Getty Travel Grant as part of the CAA-Getty
International and Reunion Program. Her book on Malaysian art entitled,
“Malaysian Art Since The 1990s: Postmodern Situation,” forthcoming will
be published by Dewan Bahasa dan Pustaka.

After the dominance of realistic and
abstract expressionist works in major exhibitions
from late 1950s to 1980s, the practice of
Malaysian artists since 1990s could be framed
as postmodern in their artistic approaches.
I discuss this extensively in my forthcoming
book Malaysian Art since the 1990s: Postmodern
Situation to be published by Dewan Bahasa
dan Pustaka. While this essay would not
specifically discuss the content of the book,
this essay will briefly discuss the changing
approaches in artworks produced by female
artists—parallel with the postmodern artistic
approach in Malaysia. Focusing on works by four
female artists i.e. Bibi Chew (b. 1969), Nadiah
Bamadhaj (b. 1968), Minstrel Kuik (b. 1976),
and Tetriana Ahmed Fauzi (b. 1978), this essay
argues that female artists are as dynamic as
their male counterparts in terms of exploratory,
creativity and commitment to their art making-as demonstrated by their artworks selected for
this exhibition. Subject matters undertook by
these artists have moved beyond decorative,
crafts, aesthetics, domestic, and families and
friends. This statement, however, does not
intend to undermine the interests of female
artists in producing art that engaged with those
subject matters, but what this essay instead
will highlight is that the fact that today, there
are more female artists who have produced
challenging, difficult issues that crosses gender
stereotypes, sometimes even better than that
of male artists, in terms of their ideation and
execution.
In writing this essay, it reminds me of
my early days of gallery visits to institutional
and commercial galleries in Kuala Lumpur. Back
then, I was quite preoccupied with typical (yet
popular) subject matters that were constantly
undertaken by Malaysian female artists such as
images of objects, scenes, or representations of
their immediate surroundings. Of course, I was
later proven wrong when I stumbled upon works
by Nirmala Shanmughalingam in which I was
immediately taken to believe that she was ahead
of her time.
The issue of women artists have not
escape my interests, articles and obituaries of
the passing of Linda Nochlin last October 29th,
2017, reminds us of her contribution in the
writings of art history, exhibition curatorials and
the larger field of art even in Malaysia, indirectly.
Recently, Di Mana (Where Are) Young? exhibition
held in Gallery 3A and 3B at the National Arts
Gallery, Kuala Lumpur from May 31st to July
25th in 2016 again revisited “women artists”
as its theme. This latest major show in Malaysia
that exhibited works produced by female artists
from the national collection as well as few other
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selected works by invitation—displays that
there exists a consistent attempt in probing the
Malaysian art scene with the age-old question
along the line of male-female dichotomy.
Besides Dimana (Where Are) Young
(2016), there are other group exhibitions such
as Thou Art Women – Kau Wanita Seni (2009),1
Out of the Mold: The Age of Reason (2007),2 Langit
Sama Dijunjung, Bumi Sama Dipijak -- Holding-up
Half the Sky: Pelukis Wanita Dalam Koleksi Balai
Seni Lukis Negara - Art by Women Artists in the
National Art Gallery’s Collection (2006),3 Menerusi
Mata Kami (1999)4 and Menusuk Kalbu Melalui
Seni (1994)5 that were dedicated to female
artists in Malaysia.
Female-themed exhibitions such as
mentioned above usually urge us to probe the
age-old question raised within the context of
Western art world that is, “Why have there no
great female artists?”. Linda Nochlin questioned
the absence of great female artists, had
succeeded in shifting or changing the field of
art history. The term ‘feminist art history’ quickly
gained its followers and has contributed in many
ways improving our approach and understanding
of art, but most importantly, the study on the
context of artmaking and the culture in which
the practice evolves as well.6
Despite such hindrance or limited
opportunities faced by female artists with
regards to the Western art world as argued
in Nochlin’s seminal essay, the situation for
female artists in Malaysia is not as gloom. Such
is portrayed in essays and locally published
art catalogues accompanying exhibitions of
Malaysian female artists. Shireen Nazireen,
for instance, highlighted the positive
characterization of female aesthetics through
what is known today as crafts is principally
determined as an extension of their contribution
of domestic roles.7 With regards to modern art,
Laura Fan almost a decade earlier had made
similar observations. She writes,
“A closer look at the situation of women
artists in Malaysia reveals that there are
several historical and cultural factors
which, while not actively encouraging
women to become artists, provide a
context in which a determined woman
can become an artist. To begin with,
Malaysia has a craft tradition within which
women have held positions of respect.
The nation also benefits from a fine art
history in which women have figured
prominently. Additionally, Malaysia
has arts institutions which, from their
inception in 1967, admitted women.
These factors created a climate in which
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women have a place within artistic
practice and the means to pursue it.” 8
Nevertheless, despite the optimistic and
rosy-cheek observations, Nur Hanim Khairuddin
made a critical reflection on the absence or near
absence of female artists that still persisted in
the Malaysian art scene,
“…Leafing through various exhibition
catalogues, one gets an impression that
modern art in Malaysia remains a men’s
domain: there is a disturbing absence
of female gender. In ‘Bara Hati Bahang
Jiwa,’ for example, only two females: Noor
Mahnun and Eng Hwee Chu. … Women
artists’ near absence is also observed
in ‘Rupa Malaysia,’ ‘Malaysian Young
Contemporaries’ (although four women
artists seized Major Awards), ‘Vision and
Idea,’ and others. …” 9
Nur Hanim also observed on how,
“(f)emale artists often explore women
reality and experience than to
compose institutional critique. Rather
than dealing with alternatives to
counter the reductionist phallic-logic
of representation, they adopt craft
‘femmages’ or conventional modern
art praxis. … Of course there are a few
notable exceptions: Sharmiza and Terry
Law (sculpture), Ruzaika (sculptural
assemblage), Nadiah Bamadhaj
(installation), Yee I-Lann (photo
assemblage) and some others. In winning
major awards in Young Contemporaries,
Nur Hanim (1996), Susyilawati (1997)
and Bibi Chew (2000) utilized techniques,
materiality and ideas associated with
men.” 10
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104 cm. Photo courtesy of
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One thing is for sure is that
acknowledgement must be made -- it is the fact
that the professional career for female artists
today was paved by early female artists such
as Georgette Chen from the Nanyang Academy
of Fine Arts, Sivam Selvaratnam and Renee
Kraall of the Wednesday Art Group, Hamidah
Suhaimi of the APS, Maryam Abdullah of Anak
Alam, the late Nirmala Shanmughalingam, Siti
Zainon Ismail, Norma Abbas, Sharifah Fatimah
Syed Zubir, Sharifah Zuriah Aljeffri, Sylvia Lee
Goh, Fatimah Chik, and Ruzaika Omar Basaree.
Such observations were made in several
essays historicizing female artists in Malaysia.11
Despite their interests and subject matter,
the works of these ‘senior’ artists have been

Sarena Abdullah,
“Diversification of
Malaysian Art (1990s
- 2010s),” in The Asian
Conference on Arts and
Culture (Bangkok, 2014).
12

13
Both artists are
members of Run Amok, an
art group based in Penang.

well acknowledged and their contributions to
the formation of Malaysian art could never be
denied.
If Nur Hanim Khairuddin’s observation
was made way back in 2004, a slightly different
argument should be posed in this essay so
as to situate the works of Bibi Chew, Nadiah
Bamadhaj, Minstrel Kuik and Tetriana Ahmed
Fauzi in today’s context. As asserted by Nur
Hanim more that a decade ago, there were a
number of female artists working on subject
matters or works based on institutional
critiques by using techniques and approaches
that are more different, and yet assertive and
challenging. This is not a surprise. We must
observe this change in artistic productions in
parallel with the diversification of Malaysian art
since the 1990s.12 Within the last thirty years,
artists, particularly female artists, have also been
increasingly critical in their selection of subject
matters of their artistic production. Criticisms
on one’s own race, religion, gender, or even
institutions for instance, have brought significant
insights on the shifting of class and society in
Malaysia through visual art, enhanced by the
insights by female artists.
The diversification of media used and
artistic approaches applied have contributed to
the diversity and interesting artistic production
since the 1990s. Names such as Shia Yih Yiing,
Eng Hwe Chu, Sharmiza Abu Hassan, Bibi Chew,
Noor Mahnun Mohamed, Yee I-lann, Shooshie
Sulaiman, Nadiah Bamadhaj, Umi Baizurah Mahir,
Azliza Ayoub, Chong Siew Ying, Chong Ai Lei,
Sharon Chin, Intan Rafiza, Tan Nan See, Jasmine
Kok, Aisyah Baharuddin, Suzi Sulaiman, and
others have challenged the ‘traditional’ fine
arts works with the adaptation and utilization
of technological advancements; the exploratory
and contemporaneity nature of their works that
could be presented in various forms. Installation

and conceptual based art, the usage of digital
medium as a tool, performances and socially
engaged art and community based projects are
among the forms of art that these artists have
presented.
The nature of such art-making does not
necessarily mean that the tradition of painting—
as the mainstream form of art-making (in Fine
Arts)—is dead. This situation merely signifies
that these female artists are as equivalent and/
or sometimes even more critical in terms of their
conceptual development of their works that have
moved beyond the typical subjectivity of women
and family concerns, as well as the state of their
own domesticity and personal lives. Within the
last thirty years, too, female artists in Malaysia
have significantly studied, engaged, participated,
and exhibited in various levels of exhibitions
including the main commercial, private, and
alternative spaces. Thus, their participations are
no longer limited within the constructed national
borders – as most of these artists have also
exhibited in other countries.
As such can be seen in the practices
of these four artists. Bibi Chew and Nadiah
Bamadhaj are slightly senior in terms of their
professional art making career, while Minstrel
Kuik and Tetriana Ahmed Fauzi, though they
are both slightly younger in terms of age and
experience, are respectively active in the
alternative art scene.13 As for their artistic
backgrounds: Bibi Chew received her MA in
Fine Arts education in Australia and currently
teaches at the Malaysian Institute of Art; Nadiah
Bamadhaj obtained her artistic education in New
Zealand and is currently living in Yogyakarta;
Minstrel Kuik received her BA in painting from
National Taiwan Normal University, Taiwan and
MA in photography from National Superior
School of Photography of Arles, France, and;
Tetriana Ahmed Fauzi obtained her MA in
Drawing from Camberwell College of Art, and
PhD in Fine Art from University of East London.
If we are to examine the works and artistic
approaches of these artists as a whole, we would
notice that their works are intricately woven—
as most artworks using approaches parallel to
postmodern artistic practices in Malaysian arts
often featuring works such as installations as
well as appropriation and digital manipulation
through photographic and digital prints. Yet,
drawing as a medium and formalistic exploration
still persisted, albeit indirectly persisted, in the
practices of these artists. Nadiah Bamadhaj and
Minstrel Kuik work with photography and digital
imageries, while Bibi Chew and Nadiah have
presented their works through ways of installing
their works. On top of that, both Nadiah and
Tetriana are very persistent with having drawings
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amongst the main components of their works.
In terms of subject matter, the nationstate and formation of its history as well as
social identity remains amongst the prevailing
questions that are examined closely by
these artists. Bibi Chew’s “Landed Series”, for
example, is an installation work that ‘uplifts’ and
‘juxtaposes’ the shape of each state in Malaysia
into fragments according to their territorial
boundaries. It urges the audience to rethink
and reconsider the landscape in Malaysia as
well as put forth the question on the notion of
the setting of boundaries between each state.
As Bibi Chew herself claims, “By presenting
Malaysia’s states in isolation from one another,
I aim to break down the conventional outline of
the country and prompt viewer/s to question
how much they know about the shape of the
land they live in.” (Artist’s statement)
As the title suggested, this series probes
into one’s own understanding on local, historical,
and geographical location in separate settings—
so as reverting back to the kerajaan age before
the becoming of Malaysia as a nation-state.
Thus, Bibi Chew’s examination on the “shape
of lands” should not be limited to geographical
elements only. It urges us to rethink, through
contextualizing our perceptions, the unique
and distinct traits of each state as a single,
separated entity along with their historical and
cultural identities. It would then enlighten our
understanding on the role of each state in the
larger construction of nation-building, which
require these similar yet culturally distinct states
and their people to gather—and unify—under
the idea of a single, large nation-state known as
Malaysia.
If the installation of “Landed Series”
explores the historicity of physical and
geographical elements between each state
in Malaysia with relation to one another,
Nadiah Bamadhaj’s series of work related to
cungkup from her prior exhibition “Pessimism is
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Optimistic” reflected the artist’s transnational
approach in her art making. After moving to
Yogyakarta in 2002, Nadiah’s work were also
inspired by her encounter and fascination with
local histories of Indonesia. As Nadiah have
always had an interest on architectural forms,
especially those forms that could be read as
a site of power, the locally found cungkup in
Indonesia perks her artistic interests. Cungkup
that have become Nadiah’s subject of interest
are basically small ‘tomb’ structures , “no bigger
than a doghouse, only large enough to cover the
gravestone” (Artists statement).
Nadiah’s fascination with these cungkups
lies in the fact that such polemics on the
existence of cungkup reflected the current
of Indonesian political movements and the
destructive social conditions between the
believe and practice of the kejawen and the
santri Islam. The existence of these very small
scaled tombs to Nadiah, reflected the ‘tug of war’
atmosphere in East Java. Besides her drawings,
her video works inflect the careful positioning
by the custodians of these cungkups in narrating
and positioning the existence of these small
scaled tombs between the two conflicting
positions today.
In a more microscopic context, Minstrel
Kuik’s “The Gridded Ghosts” (2016) examines
the state of power in her appropriation and
superimposition of various images collected
in the Malaysian 13th General Elections. “The
Gridded Ghosts” photography series combines
copies of printed written materials from Malay,
Chinese, and Tamil collected during the 13th
General Election on the 5th of May 2013. This
series reflects the artist’s identification with
politics, political events, ideologies and power.
As claimed by the artist, “I am very aware of
my living in this country in this period of time.
We are all linked; and in Malaysia, our destinies
bring us together. I am not alone.”14 These cutout
collages reflect a series of events happening

14
See https://www.pressr
eader.com/malaysia/thestar-malaysia-star2/2016
0207/28149645532458
2star2/20160207/28149
6455324582

Top:
Installation view. We are
here, 6-20 December 2017,
Richard Koh Fine Art, Kuala
Lumpur.
Bottom:
Nadiah Bamadhaj,
Pessimism is Optimistic II,
2017, charcoal on paper
collage, 110 x 150 cm
(frame). Photo courtesy of
the artist.

throughout the General Election, including
politicians, symbols, visual propagandas and
manifestos that represent the play of power
in Malaysia during election times – somehow
the imposition of these images on the green
background appear similar and comparable.
It must be noted that the rawness of selected
images and their composition reminds us of
the works of early 20th century Dadaist that is
Hannah Hoch, although in Minstrel’s works, it
is presented in a photographic form instead of
photomontage. The critique or what seems to be
a ‘critique’ of power and structure is not a new
theme by Malaysian artists – arrays of political
signs and symbols could also be seen in the art
practice of other female contemporaries of her
time.
One aspect that persisted through
the works of these artists are their social
identification through their personal memory
and banality, or the attempt to reacquaint with
such memories and banality. The situation
of traveling or being away from home often
compels the artists to scrutinize their own sense
of belonging. Minstrel Kuik’s “Home Series—The
Villagers” (2009) demonstrates the artist’s own
‘re-acquaintance’ with her hometown, Pantai
Remis, via innocent and banal daily scenes.

Minstrel Kuik obtained her inspiration from a
classical poem written by a poet from the Tang
dynasty of the same title. What seems to be
banal photographs depicting villagers riding
their motorbikes—which is a common scene
in rural areas in Malaysia—could be observed
as the artist’s contemplation and reassessment
on her return to Malaysia; and to some extent,
the reason for her to, as the title of the poem,
come back home. As such, the mobility of the
motorbikes—as the core mode of transportation
for villagers is not only the symbol or emblem
of connectedness of its users and amongst its
users, but as a sight of familiarity and a sense of
belonging that Mistrel’s photographs espoused.
Similarly, Bibi Chew’s “100 Half Boiled
Eggs” explores the artist’s memory of childhood
through the cast resin eggs—with textural
effects, some appears to be transparent while
some others are semi-transparent. Presented
as an ‘installation art’, the object i.e. eggs are
inserted with pieces of handmade silk-knotting
and laid out on a table that has been modified
and transformed into a light-box. Presented in
‘Synthesis’ at West Space Gallery, Australia in
1996, the installation featured alongside four
stools marked with the inscriptions ‘cultivate,’
‘destroy,’ ‘nurture’ and ‘demolish’. Through
‘eggs,’ Bibi Chew highlights the subject matter of
childhood memory and growth.
The fascination with banality and
aestheticization of day-to-day objects is also
highlighted in Tetriana Ahmed Fauzi’s “Paintings
on Objects”. The intertwined life as a wife,
mother, artist, and academician are all fused
into the artworks that the artist has produced.
“Paintings on Objects” is a series that portrays
her exploration on the usage of acrylic as an
anthropomorphic plant form that evolves in
various ways resulting in the aestheticization of
the mundane. In her series of works, we could
observe that her setting of “art” is not limited to
the traditional painting sense, but it challenges
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what is generally understood as painting as
the surface shifts from paper or canvases onto
mundane objects such as the chair, ironing
board, telephone, jug and stool. Such media
explorations were also transformed onto a larger
surface such as her commissioned work on the
façade of the Faculty the artist is affiliated with.
The practice of Tetriana Ahmed Fauzi
in reality intertwined with her career as an art
lecturer in Penang, thus, her work as a studio
lecturer, professional practitioner, and researcher
could be seen in her practice development
that mostly concerns her personal space,
home, studio, and office. “Things in Between”
(2016) could be seen as a very formalistic in
the approach of art-making. Nevertheless, such
general perception would then be shattered
when one scrutinizes these modular art
pieces that appear in organic or geometrical
arrangement. Consisting of flona rug and trumis,
the artist explores the exposition of various
materials, arrangements and unprecedented day
to day objects for this work. Inspired by her own
student’s work entitled “Taxonomy Ara,” prayer
mats and floor rugs were turned into what the
artist described as flona, arranged and installed
on the wall with other elements such as various
plastic containers and molds, mop strainers
baskets and sticky notes, papers and doilies,
“Things in Between” became a large ‘formal
painting’ seen from afar. Her endless fascination
with vegetation and floras, not in the most idyllic
sense, are among the connections that can be
made through “Things in Between.”
It must be note that the sense of the
meditative arrangement and acute sensitivity
towards objects are the most persistent aspect
throughout the selection of artworks in this
exhibition. The idea of meditative quality as
a component to be considered in artmaking
is not exactly a new idea. We could perhaps
traced this religious qualities of Islam and even
Zen-Buddhism that could be see in traditional
forms of Asian art. Western artists such as Ad
Reinhardt, have attended lectures in New York
given by Zen teachers and extensively traveled
in Asia and the Middle East that resulted in the
meditative quality of his artistic expressions,15
even in the context of Malaysia, the exhibition
Mystical Reality by Redza Piyadasa and Sulaiman
Esa, highlights and have produced meditative
based conceptual art. The linked to this
meditative arrangement in Tetriana’s work for
example, could also be linked to the repetitive
geometrical shapes popular as an aspect of
Islamic aesthetics.
As we can see here, artistic practice that
takes mindfulness into account could actually
increase our engagement with the world around
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us, thus it could help us in increasing our
awareness of ourselves, the present moment,
and our surroundings. Thus, meditative and
mindfulness in art can be a positive and a
more balanced artistic strategy that goes well
with other modes of thought, attention, and
awareness. Perhaps, this could be related be Nur
Hanim’s observation of the Bara Hati Bahang
Jiwa exhibition that this essay had quoted
earlier. My question is, if the (male) angst could
be seen through the Abstract Expressionists
works, can the meditative and acute sensitivity
be perceived as an “art style?”
As this essay have briefly exemplified, the
last twenty years have witnessed more female
artists in Malaysia producing works that deals
with issues and concerns beyond the comfort
and familiarity of their daily lives. This exhibition
can be argued as a reiteration and perhaps
in some way explored and expanded on the
premise of works by other female artists of the
same league such as Nirmala Shanmughalingam,
Sharmiza Abu Hassan, Yee I-Lann, Shooshie
Sulaiman and others. Thus, in the last twenty
years Bibi Chew, Nadiah Bamadhaj, Minstrel
Kuik and Tetriana Ahmed Fauzi have contributed
equally to the evolution of the Malaysian art
scene, highlighting subject matters that are
not only limited to the female experiences, but
also includes wide ranging universal concerns,
derived from ideas and concepts that are
unusual and yet questions and challenges our
notion and presumption of art and aesthetics.
It must be noted however, being women,
most of the artists that this essay discusses
cannot escape from their responsibility as a
wife and a mother, from their own devotion
and commitment to their family and yet, their
passion and commitment to the arts, persisted
throughout. Their determination and passion
and the support from people around them
allows them to be successful in their own ways.
This proves that one’s persistence and sacrifice
oftentimes would pay off, in a long winding and
sometimes even tiring journey.

15
Smith, “Ad Reinhardt’s
Oriental Aesthetic,” 26.
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Pessimism is Optimistic I,
2017, charcoal on paper
collage, 130 x 170 cm
(frame). Photo courtesy of
the artist.
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100 Half-boiled Eggs

Connector
Bibi Chew
Inspired by the notion that rivers are the
“bloodlines” from which life stems and states
are bound together, I have worked with a blade
to trace the shape and used layered cutout to
explore the appearance, impact and more subtle
meanings of land and its tributaries of Malaysia’s
most important rivers. Their silhouettes are lifted
from the otherwise flat space, and infused with a
sense of vitality.
The work is a tribute to rivers, often the
places where civilisation begins. The rivers, serve
as the connector for all the boundaries, borders
and divisions.
The work aims to deceptive simplicity,
inviting and drawing the viewer into a meditation
on what they might have come to expect from
nature while now considering alternatives: “What
if the water is above us? What if the water is
lighter than what we think?”
How would these changes in perspective,
interaction and experience impact the way we
live?
By extracting Malaysia’s states and
rivers from the maps in which they are usually
confined and now placing them in a new artistic
context, I aimed to prompt and to question the
nature of boundaries, the conventions of looking
at maps, and our relationship with the land.
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Bibi Chew

Separator
Bibi Chew
This series of work developed in
exploring the relationship of individual to
geography that focuses on the land issue.
Most of us can probably tell where
Malaysia is on a map. We might be familiar
with the form of Malaysia’s general land mass,
but what about the outlines and forms of the
13 states that made up the country? Can we
recognise them at a quick glance even if the
states have been modified to flip to another
views & perspectives.
This series of work invites the viewer/s
to rethink of our nation’s landscape. This work
prompts the viewer/s to question the nature of
boundaries, the conventions of looking at maps
and their relationships with the land.
This series of work explores the nature
of topography and state boundaries. All 13
Malaysian states and the Federal Territory of
Kuala Lumpur are presented reversed and as
organic shapes rendered in acrylic ink, paint
to highlight of images that, with their organic
sensibilities, could represent not only Malaysia’s
territories but leaves, bark and soil in them.
The states have been divided and
separated according to the boundaries and
divisions that drew upon each. Is easy to
separate each state thus it would be so hard
to mend them together. The land serves as the
divider and separator of the boundaries and
borders.

Left (bottom):
Bibi Chew, Connector,
2017, carving on
watercolour paper, 104 x
74 cm. Photo courtesy of
the artist.
Right (top):
Bibi Chew, Separator 1.1,
2017, acrylic ink and
waterclour on paper, 104
x 74 cm. Photo courtesy of
the artist.

Above:
Bibi Chew, 100 Half-boiled
Eggs, 1996/2017, silk cord,
resin, wooden table with
light box, 100 x 100 x 5 cm.
Photo courtesy of the artist.

This installation work is an exploration on
the issue of identity. The memory of childhood
has been utilized to depict the subject matter
of growth. The table has been modified and
transformed into a light-box that comprises
of 100 pieces of hand-made silk knotting
inserted into cast resin eggs. Each egg has been
subsequently sanded. There co-exist both the
smooth and rough textural effects, transparent
and semi-transparent. The eggs are suggestive
of embryo simulations – a semi-transparent
womb. The silk knotting is the tie to the birth,
the umbilical cord of sustenance. The light-box is
utilizing modern technology with limited space
within. It has been painted white to depict the
innocence.
To be or not to be ?
Is the chicken and egg matter …

Installation view
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Artwork statement
This series of work developed in
exploring the relationship of individual to
geography that focuses on the land issue.
Most of us can probably tell where
Malaysia is on a map. We might be familiar
with the form of Malaysia’s general land mass,
but what about the outlines and forms of the
13 states that made up the country? Can we
recognise them at a quick glance even if the
states have been modified to flip to another
views & perspectives.
This series of work invites the viewer/s
to rethink of our nation’s landscape. This work
prompts the viewer/s to question the nature of
boundaries, the conventions of looking at maps
and their relationships with the land.

Minstrel Kuik
This series of work explores the nature
of topography and state boundaries. All 13
Malaysian states and the Federal Territory of
Kuala Lumpur are presented reversed and as
organic shapes rendered in acrylic ink, paint
to highlight of images that, with their organic
sensibilities, could represent not only Malaysia’s
territories but leaves, bark and soil in them.
The states have been divided and
separated according to the boundaries and
divisions that drew upon each. Is easy to
separate each state thus it would be so hard
to mend them together. The land serves as the
divider and separator of the boundaries and
borders.
Above (left):
Minstrel Kuik, Jangan Tipu
2 (Do Not Lie 2), 2017,
charcoal on paper, 100 x
150 cm. Photo courtesy of
the artist.

1

2

3

4

Above (right):
Minstrel Kuik, Selamat
Datang Ke Bandaraya
Kuala Lumpur (Welcome to
the City of Kuala Lumpur),
2017, charcoal on paper,
100 x 150 cm. Photo
courtesy of the artist.
5

The Gridded
Ghosts

Minstrel Kuik

Right:
Minstrel Kuik,
1:
The Gridded Ghosts - Blue Book
2:
The Gridded Ghosts - Cabinet
3:
The Gridded Ghosts - Gamer
4:
The Gridded Ghosts - Guardian
5:
The Gridded Ghosts - Magic
6:
The Gridded Ghosts - Mother
7:
The Gridded Ghosts - Orator
8:
The Gridded Ghosts - Papa
9:
The Gridded Ghosts - Trickster
10:
The Gridded Ghosts - YB
2016, photography C-print,
50 x 35 cm each (62 x 45 cm
white margin). Photo courtesy
of the artist.
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7

8

9

10

The photographic series was first shown
in my solo exhibition entitled “After-image:
Living with The Ghosts in My House” in 2016.
The green cutting mat serves as a space of
domestication in order to counteract the
visuality produced by the state machine. Cutouts from the printed materials collected during
the Malaysian 13th General Election in May 5th,
2013 were “measured” and organized with the
help of the grids on the cutting mat.
The 10 compositions slowly took
form once I managed to discern the hidden
advertising strategies employed in the game. The
images of the electoral candidates presented
either in passport photo or persuasive posture
are void of any substantial existence because
they are pure image aiming at circulating in the
public sphere - the democracy of the spectacle.
Thus, we are constantly reminded that we
should be content with the mediocracy.
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The Villagers

The title of this series is inspired by a classical
poem “Coming Home -- Fortuitous Lines I, 回鄉偶
書 其一 *” written by the Chinese poet from the
Tang dynasty He Zhizhang 賀知章 (659—744).
During the days at the Secondary Chinese
Independent School at my hometown – Pantai
Remis in Malaysia, we enjoyed reading this poem
aloud although our age was too young to capture
the deeper meaning behind the poem.
“The Villagers” is a reflection of human
relationship connected by social bounds such
as kinship and community. What make I, part of
them, and they, part of me? What connect and
disconnect us? Is it because of the same locality/
space or cultural affinity that I share with these
village people? I left and I come back. Why do
they stay? Why do I stay? Does it change how I
see things? Many questions pop up while doing
the selection and composition for this sequence.
The motorbike is the vehicle in the rural

Minstrel Kuik

area in Malaysia that provides the necessary
fluidity and liberty for the villagers in their daily
life. The moving bodies carried by the motorbike
cut across my viewfinder; nothing seems to be
able to stop them.
回鄉偶書 其一
Coming Home -- Fortuitous Lines I
少小離家老大回
I come home an old man; in youth I went away.
鄉音無改鬢毛摧
My accent has not changed but my hair is now
gray.
兒童相見不相識
I meet some village children, none of them
knows me.
笑問客從何處來
Smiling, they ask me, “Did you come from
faraway?”

The Things in Between
Tetriana Ahmed Fauzi
2017
Below:
Minstrel Kuik, Home Series
- The Villagers, 2009-2013,
photography, ink-jet print,
50 x 40 cm each (including
white margin), series of 18.
Photo courtesy of the artist.

Above:
Tetriana Ahmed Fauzi,
The Things in Between,
2016/2017, mixed media,
dimensions variable, 63
parts. Photo courtesy of the
artist.
Right:
Tetriana Ahmed Fauzi, The
Things in Between (details),
2016/2017, mixed media,
dimensions variable, 63
parts. Photo courtesy of the
artist.
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Since 2010 my creative practice has
always revolved around personal space,
condition of residence and metaphors related
to it. Lately these spaces have begun to be more
specific to the perimeters of my home, office and
studio.
The nature of my career as an art
educator is very much related to my creative
practice, it somehow influences how
these spaces and activities surrounding it
interconnects. The nomadic nature of my
studio - which is sometimes in the university
studio, office and at home - is also part of this
circumference. At times, the spaces and their
orientation gets mixed up because of how I treat
and operate within it. This coinciding situation
creates opportunities in making these activities
and objects from within these ‘spaces’ as my
tools and medium of practice. It becomes the
premise of this work. The colliding situation
is befuddling but somehow they coexist
unanimously.
The works consist of several components
of small and modular pieces of artworks that are
flexible for organic or geometrical arrangements.
The areas associated with the objects and
activities relevant in this work are those three
specific personal spaces of mine. They are
‘processes’ of amalgamation and combination of
materials and medium. The functions of these

objects and activities related to it as well as
the meaning it carries are as important as the
manner of its combination.
The two main components of this series
are the ‘Flona Rug’ and ‘Trumi’. Their names, an
anagram of ‘flora’ and ‘fauna’, ‘through’ and ‘me’
are a wordplay of sorts yet somehow reminiscent
of IKEA product names. Individually, they exist as
object-oriented artworks, just like a household
item.
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2018.01.06-20

SOLO EXHIBITION

Impetus
Wong Perng Fey
6-20 December 2017

Impetus

Wong Perng Fey
2017

Drift (n)
1. a driving movement or force; impulse; impetus; pressure
2. a meaning; intent; purport
3. overbearing power or influence
4. the course along which something moves; tendency; aim
5. a force that moves something along
Change (v)
1. to make the form, nature, content, future course, etc., of (something) different
from what it is or from what it would be if left alone
2. to cause to be different
3. to give a completely different form or appearance to; transform
4. to give and receive reciprocally; interchange

Richard Koh Fine Art
Kuala Lumpur

Above:
Wong Perng Fey, Emerging
Forms in an Ambiguous
Territory, 2016-2017, oil
and enamel on linen, 180
x 600 cm, 4 panels. Photo
courtesy of the artist.
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I arrived Beijing in 2010. Having lived for
two weeks in a friend’s studio located within a
factory compound near 798 art district, he soon
found me a studio in an artist village known
as Hei Qiao. And so, my life as an artist in Hei
Qiao art district began. Hei Qiao was a village
comprised of warehouse-like studios with an
estimate of over 2000 artists working and living
within the surrounding area. This was where
I began to drift along with other artists from
various parts of China and the world.

Living in Hei Qiao amongst other artists
is a vigourous and an exciting experience. The
nights are extremely dark, faintly lit by the
fire from the distant rubbish dump, the fire
set ablaze flickers through a fog of thick black
smoke, allowing a hint of the road and distance
travelled. Bottles of cheap Bai Jiu (hard liquour
made of rice grain) are passed amongst artists
during our evening conventions, a meeting that
takes place almost every evening. Paired with
spicy and oily food, we toss our heads back while
we bottoms up, emptying the liquor contents
in these tiny glasses effortlessly. Not only does
Bai Jiu warm our bodies for the colder nights, it
serves essentially to elevate our moods. Some
artists would begin to strike up a tune, playing
the hand drums and string instruments, and soon
friends and neighbours would congregate as the
music and singing got louder. The clinking of
liqour glasses would continue through the night
until the bottles were drained or until everyone
was passed out.
During the daytime, when not hungover
from previous night’s drinking, I would paint. I
know my neighbours and other artists would
be doing the same. There was a sense of
community, a sense of purpose. In March, the
North wind would blow through Beijing, and of
course, through the entire village, stirring sand
and plastic bags up in the air in swirls. With
the wind gustling and howling, beating against
the metal doors and rattling the roof of my
studio, all I could do was paint. I’d paint while
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wrapped up in a cheap woolen jacket bought
from the local market. The others next door,
in the next courtyard and the next compound
might very well be doing the same. Perhaps
they were dipping their brushes into the oil,
or pressing their hands into moulding clay
sculptures, or perhaps shaping metal or wood
for their installations. We knew what we were
here to do, or maybe we did not. The association
of hundreds of other artists within the same
place pursuing the same path gave everyone a
sense of belonging. It made the lonesome life
of surviving the harsh Beijing weather less so.
Some artists might sometimes feel disillusioned,
at times beaten by reality; yet when the evenings
come by, friends would join in as spirits are
reinforced with the Bai Jiu bottle being passed
around again. Their will strengthened once again
as the music and singing commences well into
our tomorrows.
Over the years in Hei Qiao, many had
come and gone. Some got famous, while some
went home. This village, a short drive away
from 798 art district, was where many could
call home after setting their foot in Beijing.
Myself included. Migrant workers from rural
provinces would be renting rooms side by side
the artists’ studio warehouses. As demand
for rooms skyrocketed, illegal structures were
added onto the existing building structures to
accommodate them. This very village, one that is
dirty and stank a foul smell of rubbish scattered
everywhere, was where I spent the past 7 years
of my life. This period of time had changed me, it
left a pivotal mark inside of me.
In China, changes are often, constant
and inevitable, and it arrived at the gates of
Hei Qiao one day. We had received news that
Hei Qiao would be demolished. We were told
to find new spaces elsewhere. The exodus of
artists began shortly. As most began to move
into new spaces within other villages or art
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districts further away, I felt an emotion stirring
deep within, temporarily sedated with the
sense of indifference after years of witnessing
displacement and migration. It was as if my heart
had gone numb after years of witnessing the
many evictions and demolitions.
For a brief period after having learnt the
news of the demolition, I was not able to focus
on my painting. I was propelled into a state of
confusion. My mind wandered aimlessly as I
traced the familiar paths I took around my studio,
thinking about “where to” for the future. The
sight of people packing up to move weighed me
down. I was drenched in an unshakable feeling
that I still have so much to pursue, so much in
the works for my being here.
As days passed, I began to remove
completed works from my studio wall. I worked
slowly, dismantling partitions that sectioned my
studio spaces. I sent my paintings to the framers
to be packed into wooden crates, ready for a
move-out. Having cleared off bulks of paintings
and partitions, the space that was once filled to
the roof was now empty. The studio space, in
becoming empty again, provoked a deep sense
of nostalgia that caught me by surprise. Calling
me back into the days forgotten, I started having
flashbacks of the many memories I made here.
The more things I cleared out, the more the
space drew me into it, this went on until my
studio was completely cleared out and reverted
to the bare state as I had first encountered it.
Only now, its walls and floor were marked by
remnants of oil paint splashes and residues of
spray paint, flooding the space with memories of
my being there.
I was totally captivated by the energy of
this used empty space. Although vandalised by
the repeated overlaying of paint, brushstrokes,
and spray paint, the space spoke to me in a
familiar voice boosted with renewed energy.
Filled with bittersweet nostalgia, the space

Right:
Installation view. Wong
Perng Fey, The Preceding
Movements, 2016-2017, oil
and enamel on linen, 180 x
300 cm, diptych.
Bottom:
Wong Perng Fey,
Convergence I, 2016, oil
and enamel on linen, 155
x 390 cm, triptych. Photo
courtesy of the artist.
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served as a transient matter that forged the
creation of my paintings. Yet when they were
taken away, all that’s left behind was the
accumulation of oil stains which marked the
space like scars, a reminder of the violence
that had once taken place. These scars are
embeded with fond memories and footprints left
throughout the period of time since I first moved
in.
Overwhelmed by the intimate and
familiar emotions harboured toward this
empty space, it jolted me out of my confused
state which I had earlier resigned to coping
with aimless wandering. Ideas and imageries
were re-emerging in my mind, what was once
confusion evolved into concrete revelations
from my past experiences through art making
within the confinements of this space. I quickly
got to re-organizing and made arrangements for
empty canvases and unfinished panels to be
brought back into the studio. This time, using
the studio as a reflection of my memories and
an eviction date line that prompted urgency, I
re-examined my relationship with this village –
recording recollections evoked from the space
before it is lost, I drew a visual mindscape for
the energy provoked by the outcome of events
in the village. This was perhaps the most critical
point where I could review my attachments and
emotions that had so far nurtured me since
the beginning. I felt a huge amount of visual
information and physical evidence embedded in
this place that could only be captured in larger,
multi-paneled works. And through this new body
of works, I wanted to examine the meaning of my
presence in HeiQiao.
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This took place during winter. The
moment I first laid my composition of the
panels of my paintings was the moment other
artists had begun moving out from the village.
The heat generated by burning coal fire barely
kept the temperature above zero degrees, yet I
worked fervently on these paintings. I pondered
on and into these canvases, immersed in the
recollections of my years here. Images came to
me in fragments, overlapping across different
periods of time. As I put the initial touches down
onto the first canvas, I thought I had captured
glimpeses of pleasant moments flashing through
my mind, the memory halted and lingered for
awhile. As I looked back at the painted surfaces,
my mind was engaged, reminiscing the past
gaiety until another piece of memory crept up on
me, causing the direction of my painting to take
a new turn.

Top:
Installation view. Impetus,
6 - 20 January 2018,
Richard Koh Fine Art, Kuala
Lumpur.
Bottom:
Wong Perng Fey, Impetus II,
2016-2017, oil and enamel
on aluminium dibond, 120
x 500 cm, 5 panels. Photo
courtesy of the artist.

The earlier surface would have to
make peace with these new surges of energy,
accommodating the new layers of different
intensities, making space for brush strokes
of varying confidence. Once the first layer of
paint took form and settled, it began to take
on a peaceful demeanor and even appeared
enticingly comfortable not long after. However,
this surface had to be distrupted, it was simply
too beautiful. The second layer overflowed
through me, pushing the initial layers to the
edge, in it creating a contour that suggested
tension and introducing a new order of balance.
It carried the impression of me - arriving at a
new place, to begin living there, accompanied
with a nagging feeling, a longing to leave. The
two paint surfaces moved, colliding and tearing
under tension as it interacted with the question
I find myself constantly asking. A question I
carried with me on my daily commutes through
the concrete jungle, while fighting the smoke
and dust navigating the village, all in the name
and ability to paint. I believe the hopeful search
is much more genuine than the question I have
been trying to answer, because maybe, there are
no answers. Regardless, I hope these paintings
would leave some room for everyone to ponder
into.
I pictured the painting process as a film
reel spinning, projecting moving images through
the light. Occasionally, the film reel would gets
stuck, holding a specific frame in place. This
frame that is frozen would eventually melt
through, caught in the heat of the projecting
light. I view these works as an aftermath, the
meltdown of layers upon layers of memories

which I had left tucked in my memory bank,
hidden and undisturbed as I lived through the
pleasant moments and my moments of agony
experienced through the years in HeiQiao
village.
HeiQiao existed because of the many
dreams and desires. And just like the growing
apetite in chasing dreams, the village expanded
exponentially. HeiQiao was an idea built
through the minds of many, it wasn’t a physical
concrete space for building life. It was a place
where people projected their dreams, a place
where one could continue dreaming despite the
pervasive sense of impermanence. The conflicts
that surfaced from this dilemma is hard to ignore
yet many still dreamt on. Perhaps the hint of
irony exists within my works as well.
The painting process stretched through
a prolonged period of time as I slowly released
myself through this act of remembering. Layer
upon layer, I drew from the memories within the
place and my experiences that complemented
it. This series of work caught the energy that
I was engulfed in, an emotional connection
established towards the surrounding I once
lived in, the bittersweet relationship engaged
between my own past entangled within the
space. These works witnessed the struggles of
my inner feelings, the forceful breakup from a
familiar environment and finally, coming to terms
as these echoes of memories linger in my mind.
Looking at the layers of paint
accumulated before me, I could finally begin to
envision a new place of hope. I felt the sense
of distance take place within me, perhaps the
separation had begun sometime ago. Stepping
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outside the studio, everything looked vividly
familiar under the dimming afternoon sunlight.
My surrounding was quiet, not unlike an ordinary
day in HeiQiao.
It was deep into spring the following year
by the time I had completed these paintings.
Most warehouses and studios around me had
been emptied out by then, except for the gate
keeper’s post guarding the property to the studio
courtyard. Once again, my framer came by to
pack up my paintings, getting reading to move
out to a new place further out of the city. This
time for good.
On 29th June, a row of excavators began
tearing down what used to be the studios and
warehouses. Three days later, Hei Qiao art
district was unceremoniously bulldozed into
oblivion.

Top:
Wong Perng Fey, Impetus I,
2016-2017, oil and enamel
on aluminium dibond, 120
x 300 cm, triptych. Photo
courtesy of the artist.
Bottom:
Wong Perng Fey,
Convergence II, 2016, oil
and enamel on linen, 155
x 360 cm, triptych. Photo
courtesy of the artist.
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Wong Perng Fey, Indefinite
Boundaries (deatils), 2015,
oil and enamel on canvas,
155 x 1345 cm, 10 panels.
Photo courtesy of the artist.
Collection of Singapore Art
Museum, Singapore
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Wong Perng Fey, Indefinite
Boundaries (deatils), 2015,
oil and enamel on canvas,
155 x 1345 cm, 10 panels.
Photo courtesy of the artist.
Collection of Singapore Art
Museum, Singapore
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2018.01.12-02.03

GROUP EXHIBITION

The Horizon is
Just an Illusion:
New Thoughts
on Landscape

Haffendi Anuar /
Yeoh Choo Kuan /

Chi Too / Dain Iskandar Said / Hayati Mokhtar /
Lee Mok Yee / Sharmiza Abu Hassan / Tan Zi Hao /
Viko Zhijune / Yee ILann

Curated by Eva McGovern-Basa
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Installation view. The
Horizon is Just an
Illusion: New Thoughts on
Landscape, 12 January - 3
Bebruary 2018, Our Art
Projects, Kuala Lumpur.
Photo courtesy of Our
ArtProjects.

12 January - 3 February 2018
OUR ArtProjects
Kuala Lumpur
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2018.01.15

ART TALK

Special Lecture on
“An Artist’s Creativity Under
the Necessary Questions”
based on artist works during 2005-2015

Natee Utarit

15 January 2018,
1 - 3pm
Faculty of Architecture
King Mongkut’s Institute of Technology Ladkrabang,
Bangkok, Thailand
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Spread:
Special Lecture at King
Mongkut’s Institute of
Installation
view.
Natee
Technology
Ladkrabang,
Utarit,
The Introspection,
Bangkok,
Thailand.
2016,
oil on
Photo
by canvas,
Krisada250 x
374Suvichakonpong.
cm triptych.
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Opening Reception
23 January 2018, 6.30pm
Guest-of-Honour
Mr. Tan Boon Hui
Director of Asia Society Museum, New York

The Private Museum

51 Waterloo Street #02-06, Singapore 187969
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2018.01.24-03.11

SOLO EXHIBITION

Optimism is Ridiculous:

The Altarpieces

Natee Utarit
24 January - 11 March 2018
The Private Museum
Singapore

Installation view.
Optimism is Ridiculous, 24
January - 11 March 2018,
The Private Museum,
Singapore. Photo by
Krisada Suvichakonpong.
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In conjunction with Singapore Art Week
2018, The Private Museum and Richard Koh Fine
Art co-presented Optimism is Ridiculous: The
Altarpieces by Natee Utarit, featured a selection of
7 artworks from the artist’s Optimism is Ridiculous:
The Altarpieces series, which began in 2012 and has

been featured in various galleries and museums in
Asia. Consisting of a total of 12 works, these works
are composed of multiple panels forming a diptych,
triptych, or polyptych, following the tradition of
classical religious paintings with elaborate frames
and settings.
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Installation view.
Optimism is Ridiculous, 24
January - 11 March 2018,
The Private Museum,
Singapore. Photo by
Krisada Suvichakonpong.
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Installation view.
Optimism is Ridiculous, 24
January - 11 March 2018,
The Private Museum,
Singapore. Photo by
Krisada Suvichakonpong.
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2018.01.26-28

ART FAIR

Untitled
Poems Of
Théodore
Rousseau
Natee Utarit
26 - 28 January 2018
Spread:
Installation view. ART
STAGE Singapore 2018,
THAI FOCUS, 26-28 January
2018, Marina Bay Sands
Expo & Convention Centre,
Singapore. Photo by
Krisada Suvichakonpong.
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THAI FOCUS
ART STAGE Singapore 2018
Marina Bay Sands Expo & Convention Centre
Singapore
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In Remembrance Of Théodore Rousseau
“A Man Who Is Tormented By Several Devils”

Opposite:
Installation view. Natee
Utarit, Beech Alley, 2017,
oil on canvas, 44 x 59
cm. Photo by Krisada
Suvichakonpong.
Bottom:
Natee Utarit, Beech Avenue,
2017, oil on canvas, 200 x
240 cm. Photo courtesy of
the artist.
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Natee Utarit had been very clear from the
beginning that these paintings depicting oak trees
from Forest of Fontainebleau near Barbizon village
are not landscapes. Barbizon forest, a legendary
inspiration for the likes of Théodore Rousseau
and countless other landscape artists was to the
young Natee an image from a scenery book in the
art school library. Natee had depicted landscape in
his works on a periodic basis. In doing so, he had
developed a way of thinking by painting landscape
with unfamiliar styles and techniques at intervals
between creations of new art pieces. His interest
went beyond the imagery and into the sources of
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inspiration behind the making of these paintings,
particularly the contexts involving the definition,
association with place and the historical
significance that it carries. Upon completing his
Altarpieces which took 3-4 years in the making,
Natee decided that he would visit Forest of
Fontainebleu straightaway.
Once in the middle of the forest, Natee
was surprised at the deeper understanding
in which he had gained of the landscape art.
Repeated references were made to the legacy of
Théodore Rousseau though his reinterpretation
of Rousseau’s oeuvre. Landscape art was

Oak trees were a permanent fixture in
the Barbizon school of art, a scenery between
the surreal and creative inspiration, these
pieces were described to induce a “mild sense
of melancholy” as they reflected the artist’s
individuality and aesthetic. Natee wanted
these oak trees depicted in his own styles
and techniques. He executed a series of oak
tree paintings at different times and places
in the forest. In his mind, he lined these oak
trees in succession, as if they were exquisite
lines of poetry with a pleasant rhyme scheme.
The weather, environment, soil moisture,

not highly regarded in the 17th century and
even today, the rigid hierarchy of art genres
introduced by André Félibien has caused a ripple
effect present to till today. Natee was struck with
the idea for these works while walking into the
forest to make a sketch. His daily encounter with
the verdant greenery helped him familiarise and
eventually rely on the oak trees as signposts. The
everyday routine was refreshing as it provided
Natee with a new working environment to see
things that he normally wouldn’t have worked
at, which had profound influence on how he
thought and create works.

Top:
Natee Utarit, An Evening
Monologue, 2017, oil on
canvas, 200 x 240 cm.
Photo courtesy of the artist.
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airflow, damp fallen leaves and atmosphere
of tranquillity were taken into account. The
attention of every detail was an integral part
of the rendition. Seemingly, the depiction of
plain oak trees lack narrative substance, yet it is
Natee’s intention to paint these “messages” of
the almighty power of Mother Nature as a legacy
of the landscape art and simplicity in human
thought.

Top:
Natee Utarit, The Opening
to the Sky at the End of
the Mysterious Alley is
Like a Radiant, 2017, oil
on canvas, 200 x 240 cm.
Photo courtesy of the artist.
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Spread:
Installation view. ART STAGE
Singapore 2018, 26-28
January 2018, Marina Bay
Sands Expo & Convention
Centre, Singapore.
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HOL (Higher Order Love)
Chapter 2.2, Wound :
Harvesting Cadavercaviar
Hasanul Isyraf Idris
April 2017

Ever since I started gardening two years
ago, I’ve learned a lot about its processes from
growing seedlings, fertilizing, watering the plants
to making compost. The composting process is
the end cycle of a plant life, which means death
yet also a regeneration of the ecosystem to
provide fuels and nutrients. The decomposing
process of solid life form to decaying matter,
resemble the experience of looking at a dead
body to me. The silhouette drawing of a dead
lying figure symbolises rigor mortis, the process
of muscle stiffening, it becomes bloated,
dilapidated, decomposed and dried up.
In the drawing, moments and experience
of gardening interweaves with memories from
the past. Amongst these interwoven memories
are bats; the agent of pollination and symbol
of fertility; dead naked body being bathed;
casts of crabs eating in the rolls of waves and
currents; the muddy scent of soil; whispering
words seeping through a dreamlike landscape
of mangrove branches; water used to bathe
corpses flowing to the drain, the mingling
and amalgamating of these memories make
the landscapes of my drawings. The scene
encompasses the feeling of grief, sorrow,
compassion, solitude and saudade. There
are also a number of animals inhabiting the
drawings. A colony of bats can be seen guarding
the decomposing processes of the figure. The
gathering of horseshoe crabs holding on to a
lying figure, covering it and shielding it as it
decomposses, while breeding and multiplying
at the same time. Lobsters with strands of
proliferating eggs covering a composting figure,
blackened by nitrogen, oxygen and carbon.
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Left:
Hasanul Isyraf Idris,
Honey Reaction, 2017, ink,
watercolor and color pencil
on paper, 183 x 91.5 cm.
Photo courtesy of the artist.
Right:
Hasanul Isyraf Idris,
St Enzyme, 2017, ink,
watercolor and color pencil
on paper, 183 x 91.5 cm.
Photo courtesy of the artist.
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Top:
Wong Perng Fey, Traces
in Gold and Brown I-III,
2016, oil and enamel on
aluminium dibond, 140
x 120 cm each. Photo
courtesy of the artist.
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Bottom (left):
Justin Lim, Faux Paradise
#2, 2017, acrylic, enamel,
steel razor blades on
canvas and wooden frame,
51 x 40.5 cm. Photo
courtesy of the artist.

Bottom (center):
Justin Lim, Faux Paradise
#1, 2017, acrylic, enamel,
steel razor blades on
canvas and wooden frame,
51 x 40.5 cm. Photo
courtesy of the artist.

Bottom (right):
Justin Lim, Faux Paradise
#9, 2017, acrylic, enamel,
steel razor blades on
canvas and wooden frame,
51 x 40.5 cm. Photo
courtesy of the artist.

Bottom (left):
Justin Lim, Faux Paradise
#10, 2017, acrylic,
enamel, steel razor blades
on canvas and wooden
frame, 51 x 40.5 cm. Photo
courtesy of the artist.

Bottom (center):
Justin Lim, Faux Paradise
#12, 2017, acrylic,
enamel, steel razor blades
on canvas and wooden
frame, 51 x 40.5 cm. Photo
courtesy of the artist.

Bottom (right):
Justin Lim, Faux Paradise
#11, 2017, acrylic,
enamel, steel razor blades
on canvas and wooden
frame, 51 x 40.5 cm. Photo
courtesy of the artist.
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Left:
Dhavinder Singh, Untitled
#1 - #8, 2017, acrylic,
graphite & collage on
paper, 29.5 x 21 cm each.
Photo courtesy of the artist.

Artist Statement
Dhavinder Singh
2017

These paintings are inspired by a quote
by Yves Klein, a French artist that was an
important figure in post-war European art. Klein
is known for his involvement in performance art,
minimal art, and aspects of conceptual art. The
quote is used metaphorically to rationalize what
is happening in my paintings. In his words:

Above:
Justin Lim, Pitahaya
Luxurus, 2017, acrylic and
enamel on canvas, 198 x
122 cm. Photo courtesy of
the artist.
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“I made the flames lick the surface of the
paint in such a way that it recorded the
spontaneous traces of the fire.
But what is it that provokes me in this
pursuit of the impression of fire?
Why must I search for its traces?”
Yves Klein
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Concerning the Political Space in Art
Minstrel Kuik
January 2018

These relatively small fabric pieces are
made of recycling flags from different political
parties of the last Malaysian general election
that took place in 2013. The title of each piece
starts with the name of the political party to
which the flag belongs, following by a second
marker of a person, place or space. Throughout
the making of this body of work, I have been
constantly adjusting my distance between
the artist who feels the necessity to address
the politics of the place where I live, and a
voter who tried to understand how democracy
in my country works. The lesson, however, is
elsewhere.
As much as I have been moved by
speeches of visionary politicians, mobilized by
inciteful slogans, and participated voluntarily
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in street protests for different causes, I know
my art should never be made for the sake of
the politics. By saying so, I wish to define what
is a political space in art, and not political art.
To start with, the title of the work is borrowed
from a book that has shaped my earlier artistic
education dated in Taiwan. Concerning the
Spiritual in Art was written by the Russian
painter and theorist Wassily Kandinsky in 1910.
The Chinese version that I read in the mid 90’s
was translated by the Taiwanese artist Wu Mali
from German and published in 1985.
The core thinking of the spiritual that
Kandinsky emphasized during an era where
industrialization and nationalism have divided
Europe, put art in the forefront to preserve the
integrity of being in a society that was going

Below:
Minstrel Kuik, Concerning
the Political Space in
Art, 2018, mixed media,
political party flag, pin,
thread, 46 x 33.5 x 6.5
cm, 6 panels ; 46 x 63.5
x 6.5 cm, 2 panels. Photo
courtesy of the artist.

through great reshuffles. To achieve that goal,
Kandinsky provides three elements for the
inner need, which includes the artist’s selfexpression – the personality, the imprint of an
era – the style, and the cause of art – the inner
logic of art. Interestingly, Kandinsky argues that
art that fulfills the first two elements will be
appreciated most by the artist’s contemporaries,
but to reach a timeless art, one has to overcome
the self-expression and the imprint of an era. In
my own words, it is to overcome modernity, and
more radically, is to break away from the linear
progressivity of history.
Years have passed since my first contact
with the book. Although my art practice is
primarily place-based, globalization has
eventually reached our distant shore by
implanting its rhetoric and methods. There
is no exception in Malaysia: the art market
with its monetary value, and the production
of knowledge for the academia as its capital,
create an interchangeable dichotomy that have
eclipsed art itself, giving place to the rise of
political art and the emphasis of the emergency
of the present. The debate between the social
change and art is deceptive. By playing down

the autonomy of art, the contemporary art
discourses over politicize art by imposing a
hierarchy of morality, in exchange for their
access to power. In consequence, the artist has
hit its low in terms of social status and ethic
integrity by being labeled either as an unfit, or a
collaborator.
Has Kandinsky’s proposition turned
obsolete with time if the inner need that
accompanied many modern painters of the last
century has now become lame and empty to
our contemporaries? My answer is negative and
here is my hypothesis. What if the spiritual, as
proposed by Kandinsky, has already opened up
an authentic political space in art? What if the
process of attaining the spiritual is impossible
without the historicisation of the artist? The
individual, unlike what democracy and consumer
society claim to promise, is a political terrain
that every party of interest would like to claim
its ownership. The direction that pointed by
Kandinsky to his fellow artists, suggests neither
passive, nor active authorship and spectatorship,
but a shift of center of interest. To whom the
artist serve? The same logic could be applied to
the democracy or the nationalism. If they are not
the aim, then to whom they serve?
To harmonize the whole is the task of art,
summons Kandinsky. When modernity segments
a being into mismatched parts, the modern
artist, as the product of the former, has also
gone through the process of remodeling – from
the romantic bohemian of the 19th century to
a democracy parlour of the 21st century. To
paraphrase the title of the article “What kind of
worker is a writer?” written by Maggie Doherty
on the literary life of the American author Tillie
Olsen, I wonder what kind of artist is a citizen.
By changing the position of the subordinate in
the questions, the disguised logic of the power
hierarchy could be easily identified.
It is through the spiritual in art that I see
freedom not as a cause in itself, but a means
to resist our times. Such understanding also
helps me to set the boundary when I work with
the electoral paraphernalia that have their
own ready-made imprint, functionality and
materiality. Folds are made on the surface of
the flag through the different movements that
associate to the domesticity, such as ironing,
tearing, sewing and fixing with pins. When the
layers multiply, the structure is intertwined
and challenged. The plasticity of the material
responds to the pressure by opening up new
and undefined spaces. To conclude, the political
space in art allows the preconceived idea being
challenged by the inner logic of the plastic form,
as a result, forces the mind to make a turn.
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Kedsuda Loogthong
2017

Kedsuda Loogthong
26 - 28 January 2018

Booth C1
ART STAGE Singapore 2018
Marina Bay Sands Expo & Convention Centre
Singapore
One day in 2010, I was pleasantly
surprised when I got a call from my elder
brother. I picked up the phone quickly and my
heart dropped, with great sadness in his tone
of voice he said, “Our mom was sent to the
hospital.” I was too shock for words for quite a
long while, before finally coming to terms that I
should go back to see her as soon as possible. It
was Monday evening and I desperately sought
the most efficient travel options to get back to
my hometown quickly. The distance between
Bangkok and Hat Yai is not short and the best
option was to book an air ticket; so I did and
waited for tomorrow to come. I was deeply
concerned with the situation and made several
calls to family members, hoping and willing that
my mom was not in this dire situation. According
to the doctor, my mom was affected by heart
disease and the examination result would
determine whether she needed surgery or not.
I couldn’t stop worrying that night. Waiting was
hard and I couldn’t cope at all.
Late morning the following day, I found
my mom lying on the hospital bed waiting for
medical diagnosis and treatment. The doctor
completed his examination and reported that
my mom was suffering from “Hemorrhagic
Stroke”, however the actual cause of the disease
still remained unspecified and it would take a
few more days to find out and prepare her for

surgery. My mom suffered a terrible headache
and the doctor decided to ease the pain by
prescribing some sleeping pills. Everyone in my
family was deeply concerned with her unusual
symptoms. The hospital does not usually allow
visitors to stay the night but I was grateful the
doctor granted his permission for this special
case. I knew it was impossible for my mom to
share her pain; all I could do at that point in time
was to comfort her with words of encouragement
and to have patience.
According to the team of specialty
physicians, my mom was scheduled for surgery
on Thursday afternoon. It took about six to eight
hours to complete the surgery. At six o’clock
in the evening, my mom was still kept in the
surgery room, which left my loved ones and I
feeling very anxious.
From this unfortunate incident I truly
saw the beauty of kindness and compassion in
different ways. Love and faith, especially from
everyone around me, inspired me to create
these abstract artworks as representation of
the medical complication and memories in my
mind. I channeled the tumultuous experience
into creating this series of paintings. People have
very different coping mechanisms, and for me, I
naturally took to painting instead of expressing
my emotions through words.

Left:
Installation view. ART STAGE
Singapore 2018, 26-28
January 2018, Marina Bay
Sands Expo & Convention
Centre, Singapore.
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1:
Kedsuda Loogthong,
The Sway IV, 2017,
oil on canvas, 70 x
50 cm.

2:
Kedsuda Loogthong,
The Sway I, 2017, oil
on canvas, 50 x 40
cm.

Photo courtesy of the artist.
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3:
Kedsuda Loogthong,
Quintessence, 2017,
oil on canvas, 120 x
180 cm.

4:
Kedsuda Loogthong,
The Beautiful Day,
2017, oil on canvas,
120 x 70 cm.

5:
Kedsuda Loogthong,
24 Hours as Gold
No.2, 2017, oil on
canvas, 60 x 50 cm.

6:
Kedsuda Loogthong,
My Senses of Mother,
2017, oil on canvas,
101.5 x 101.5 cm.

7:
Kedsuda Loogthong,
Undercurrent, 2017,
oil on canvas, 135 x
135 cm.

8:
Kedsuda Loogthong,
24 Hours as Gold NO.1,
2017, oil on canvas,
70 x 60 cm.

9:
Kedsuda Loogthong,
Day Metaphorical
of Day, 2017, oil on
canvas, 90 x 70 cm.

10:
Kedsuda Loogthong,
The Sway II, 2017, oil
on canvas, 80 x 60 cm.

11:
Kedsuda Loogthong,
The Red in Wonderland
I, 2017, oil on canvas,
120.5 x 100 cm.

12:
Kedsuda Loogthong,
The Red in Wonderland
IV, 2017, oil on canvas,
81 x 98 cm.

Photo courtesy of the artist.
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Top:
Yeoh Choo Kuan, The Bride
with White Hair, 2015, oil
and lacquer on linen with
wooden frames, 143 x 203
cm. Photo courtesy of the
artist.

Top:
Yeoh Choo Kuan, Brute
Romance, 2013, oil on
canvas, 170 x 150 cm.
Photo courtesy of the artist.

Bottom:
Srihadi Soedarsono,
Seascape, 1962, oil on
canvas, 142.5 x 92.5 cm.
Photo courtesy of Art
Agenda, S.E.A.

Bottom:
Srihadi Soedarsono, Rock
on the Shore, 1966, oil on
canvas, 89 x 99 cm. Photo
courtesy of Art Agenda,
S.E.A.
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Above:
Srihadi Soedarsono,
Horizon and the Fishing
Boats, 1986, oil on canvas,
100 x 130 cm. Photo
courtesy of Art Agenda,
S.E.A.
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Above:
Yeoh Choo Kuan, Man
o’War Warning, 2017, oil
and lacquer on linen, 100 x
120 cm. Photo courtesy of
the artist.
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2018.01.31-02.17

SOLO EXHIBITION

Old Wave
Brings
Empty Shells
Minstrel Kuik
Curated by Jasmin Stephens
31 January - 17 February 2018
The Cross Art Projects
Kings Cross, Sydney

Minstrel Kuik’s works informed by
oppositional and feminist politics in Southeast
Asia was presented in a solo exhibition curated
by Jasmin Stephens, a curator in residence at The
Cross Art Projects .
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Installation view. Old
Wave Brings Empty Shells,
31 January - 17 February
2018, The Cross Art
Projects, Sydney. Photo by
Minstrel Kuik.
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Installation view. Old
Wave Brings Empty Shells,
31 January - 17 February
2018, The Cross Art
Projects, Sydney. Photo by
Minstrel Kuik.
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Installation view. Old
Wave Brings Empty Shells,
31 January - 17 February
2018, The Cross Art
Projects, Sydney. Photo by
Minstrel Kuik.
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Top:
Minstrel Kuik, Concerning
the Political Space in Art
(the Flags), 2018, mixed
media, political party flag,
pin, thread, 46 x 33.5 x 6.5
cm each. Photo courtesy of
the artist.
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Top:
Minstrel Kuik, Concerning
the Political Space in Art
(the Flags), 2018, mixed
media, political party flag,
pin, thread, 46 x 63.5 x 6.5
cm. Photo courtesy of the
artist.
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2018.02.01-10

ART SUMMIT

Dhaka Art Summit’18

Bearing Points

Right:
Installation view.
Bearing Points, 2 - 10
February 2018, Dhaka Art
Summit’18, Bangladesh.
Photo by Pablo
Bartholomew, courtesy of
Dhaka Art Summit.

DAS 2018 puts Bangladesh at the
centre of its own cartography rather than at the
periphery of someone else’s, recalibrating how
we think about art in South Asia by focusing on
the increased inclusion of minority positions
and conflicted terrains. This will allow visitors
to reconsider the diversity found in the region
beyond national narratives, and to begin to
navigate South Asia as a long-standing zone of
global contact. To this end, the Solo Projects

section of the Dhaka Art Summit will be replaced
with Bearing Points. This new initiative will
comprise large-scale thematic presentations
from artists and architects, orienting the viewer
towards lesser explored transcultural histories of
the region, curated by DAS Chief Curator Diana
Campbell Betancourt, and weaving together
strands of thought from the nine other guest
curated exhibitions in the Summit.

Gan Chin Lee / Andrew

Ananda Voogel / Anoka Faruqee / Charles Lim
Yi Yong / Kamruzzaman Shahdin / Liu Xiaodong
/ Lucy Raven / Nabil Rahman / Pratchaya
Phinthong / Shahidul Alam / Subas Tamang /
Yasmin Jahan Nupur / Amin Taasha / Ayesha
Jatoi / Gauri Gill and Rajesh Vangad / Hitman
Gurung / Htein Lin / Jakkai Siributr / Joydeb
Roaja / Kanak Chanpa Chakma / Khadim Ali /
Minam Apang / Munem Wasif / Nilima Sheikh
/ Pablo Bartholomew / Prabhakar Pachpute /
Ramesh Mario Nithiyendran / Raqib Shaw /
Shahid Sajjad / Soe Yu Nwe / Sonia Jabbar /
Veer Munshi / Ho Tzu Nyen / Neha Choksi /
Omer Wasim and Saira Sheikh / Ursula Biemann
/ Oti Shamprotik Amra (Sabih-ul- Alam; Tajul
Islam; Syed Enayet Hossain; Safiqul Islam; Abul
Monsur; Chandra Shekhar Dey; Mohammad
Shawkat Haider) / The Otolith Group (Anjalika
Sagar and Kodwo Eshun) / Zihan Karim /
Zuleikha Chaudhari / Dayanita Singh / Maksudul
Karim / Rasheed Araeen / Seher Shah and
Randhir Singh / Yona Friedman /

Curated by Diana Campbell
Betancourt
2 - 10 February 2018
Samdani Art Foundation
Bangladesh
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Top:
Installation view.
Bearing Points, 2 10 February 2018,
Dhaka Art Summit’18,
Bangladesh. Photo by
Pablo Bartholomew, photo
courtesy of Dhaka Art
Summit.

Top:
Gan Chin Lee, Islamophobia
is a New Form of Racism,
2015, oil on linen, 152.4
x 304.8 cm diptych. Photo
courtesy of the artist.
Right:
Gan Chin Lee, No Place for
Dispora Man, 2014-2015,
oil on linen, 152.4 x 304.8
cm diptych. Photo courtesy
of the artist.
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2018.02.02-28

DUO EXHIBITION

Joël
Andrianomearisoa
&
Abdoulaye Konaté
2 - 28 February 2018
Richard Koh Fine Art
Kuala Lumpur

Left:
Joël Andrianomearisoa,
Chanson de ma terre
lointaine, 2017, textile,
120 x 70 cm. Photo
courtesy of the artist.
Top:
Abdoulaye Konaté,
Personnage en Noir
(Fond Rouge), 2017,
textile, 218 x 183 cm.
Photo courtesy of the
artist.
Bottom:
Installation view. Joël
Andrianomearisoa &
Abdoulaye Konaté, 2 -28
February 2018, Richard
Koh Fine Art, Kuala Lumpur.
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Top:
Abdoulaye Konaté,
Composition Noir, Rouge,
Blanc et Gris, 2016, textile,
205 x 154 cm. Photo
courtesy of the artist.
Bottom:
Abdoulaye Konaté, Buddha
1, 2017, textile, 226 x 186
cm. Photo courtesy of the
artist.
Right:
Abdoulaye Konaté, Homme
du Sahel, 2015-2017,
textile, 218 x 145 cm.
Photo courtesy of the artist.
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Left (top):
Joël Andrianomearisoa,
Chanson de ma terre lointaine,
2017, textile, 120 x 70 cm.
Photo courtesy of the artist.
Left (bottom):
Joël Andrianomearisoa,
Chanson de ma terre lointaine,
2017, textile, 120 x 70 cm.
Photo courtesy of the artist.
Right:
Joël Andrianomearisoa,
Chanson de ma terre lointaine,
2017, textile, 120 x 70 cm.
Photo courtesy of the artist.
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Above:
Joël Andrianomearisoa,
Chanson de ma terre
lointaine, 2017, textile,
120 x 70 cm. Photo
courtesy of the artist.
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Top:
Installation view. Joël
Andrianomearisoa,
Labyrinth of Passions (Black
& White), 2017, textile, 130
x 180 cm.
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2018.02.07-03.15

SOLO EXHIBITION

Untitled Poems
Of Théodore
Rousseau

Natee Utarit
7 February - 15 March 2018

Spread:
Installation view. Untitled
Poems Of Théodore
Rousseau, 7 February
- 15 March 2018, Tang
Contemporary, Hong
Kong. Photo by Krisada
Suvichakonpong.
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Tang Contemporary Art
Hong Kong
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Untitled Poems
Of Théodore
Rousseau
Natee Utarit
December 8, 2017

1. Creative muse
These work are not landscapes. It
depicts oak trees dotted all over the Forest of
Fontainebleau nearby Barbizon village, where I
did my fieldwork throughout a period spanning
from spring to autumn 2017.
My repeated visits to this forest are
made for different reasons. As one of the
sources of my inspiration, it has always been
an alluring myth of the forest that has been
indelibly imprinted on my mind since the
days of my art school thirty years ago. This
legendary forest provides a creative inspiration
for countless landscape artists in those days,
resulting in the birth of diverse schools of art
and continuous evolution towards a vast body
of artistic knowledge up until now. For aspiring
art students at the time, the forest was a perfect
blend of romantic and dreamy elements. We
leafed through a pile of scenery books in a
library while stretching our imagination, but they
did not help us crystalize how this forest had an
influence and provided an inspiration to those
artists. When I flirted with an idea of dusting off
my artistic skills to do a landscape painting, I
found it hard to resist a strong impulse for a trip
down memory lane in the forest.
I have channeled my creativity through
landscape paintings on a periodic basis as
evidenced by the creation of a 1997’s abstract
painting based on various styles and techniques,
244

i.e. the relationship between image and object,
and conceptual perspectives of the landscape
art in relation to the world and dimensional
illusions.
I have developed and reshaped a way
of thinking about the landscape painting all the
time. Recently, I devoted my time trying to work
on landscape paintings with unfamiliar styles
and techniques at different locations at intervals
between creations of new art pieces. I found
that my interest in the landscape paintings
extended into other sources of inspiration
behind the making of landscape paintings. I was
particularly interested in contexts involving the
definition, things associated with places and
historical significance that I was familiar with
and that gave me a creative inspiration. Upon
completion of “Altarpieces” after 3-4 years in the
making, I decided to pay a visit to the Forest of
Fontainebleau straightaway.
2. Oak Trees in the Forest
I have made repeated references to the
legacy of Théodore Rousseau’s works. I made
a reinterpretation of some of his oeuvre, drew
a comparison and carried out a re-exploration
of the works in the context of the painting’s
surface. Although I familiarize myself with
Théodore Rousseau’s works to some extent,
my line of sight is not in the same league as
his. Once I was in the middle of the forest, I

Top:
Natee Utarit, Elaine, 2017,
oil on canvas, 120 x 100 cm.
Photo courtesy of the artist.

Top:
Natee Utarit, Chaney, 2017,
oil on canvas, 120 x 100 cm.
Photo courtesy of the artist.

surprisingly got a different perspective on his
works and developed a deeper understanding of
the landscape art.
The landscape painting in the 17th
century did not find favour with audiences
in comparison to other genres in painting
such as portraiture or history painting. The
landscape art depicting natural scenery from
lofty trees to lovely flowers was regarded as
little value because the subject matter was not
intellectually provocative or lacked substance
except technical prowess to render an artwork,
which was heavily influenced by a rigid hierarchy
of genres of painting introduced by André
Félibien. The ranking has created a ripple effect
on art communities far and wide, not to mention
an influx of artistic knowledge from Europe to
Southeast Asia during a colonial period up to the
present day.
It is difficult to imagine how landscape
painters in those days thought about a sense
of value. However, I find it astonishing how the
value of Rousseau-like landscape paintings can
be communicated through expressive brushwork
beyond any other typical mediums in depicting
the natural scenery.
I found the germ of my idea of creating
“Untitled Poem of Théodore Rousseau”, while
I left my residence walking into the forest to
make a sketch for an oil painting. Along a trail
lined with beech and oak trees, a leafy canopy

of branches created visual illusion as if I was
strolling around an enchanted forest brimming
with only beech and oak trees. A daily encounter
with the verdant greenery helped me learn to
recognize them. On several occasions, I found
my way back home in the gathering dusk,
just looking for familiar oak trees that served
as a trail signpost pointing to my residence.
Throughout my career as a painter, I have never
been in such working environment that exerts
a profound influence on how to think and
create works. To me, indulging myself in the
lush forest while making art was a novel and
hands-on experience. There was a different level
of perception of reality and completeness. Put
simply, my daily routine in the woods jolted
me into a state of heightened excitement and
triggered a hankering for aesthetical exploration.
I drew enough of sketches for future artistic
ventures and brought them back to my atelier
in Bangkok. One of sketches was oak trees that
I drew at dusk on a gloomy and overcast day. It
seemed everything was at a standstill, in almost
lifeless surroundings, and laden with unearthly
atmosphere as if the vicinity was completely cut
off from the outside world.
A sight of those oak trees captured
my attention. Although they did not exemplify
a genuine style of the landscape art, lacked
substance and had only plain thick trunks, I saw
the artistic relevance for no apparent reason.
They reminded me of Rousseau’s oak-themed
paintings and poetic rendition of the artist. The
whole scenery conjured up a vision that was
halfway between surreal experience and creative
inspiration for my works. I grew more certain
that I need to replicate such experience, so that
audiences can recognize the artistic relevance to
my creation. On the following day, I put other art
projects on hold and devoted myself entirely to
creative endeavors.
3. My paintings
Oak trees become a permanent fixture
in the Barbizon school of art, especially the
works of Théodore Rousseau that can induce
“a mild sense of melancholy”. A scenery
highlighting oak trees in the landscape paintings
is not just only the depiction of the natural
landscapes but also the reflection of the artist’s
individuality and aesthetic taste expressed
through the work of art. On several occasions,
under certain favorable circumstances, I can
discover a mystical correlation with what I have
absorbed in the Barbizon school of art.
Despite the dominant influence of the
Barbizon school of art, I feel a strong desire to
work on oak tree paintings in my own styles
and techniques. For this reason, I came up an
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idea of executing a series of oak tree paintings
in different quantities, time and places. I am
completely clear in my mind about how I harness
my brushwork to duplicate such experience I
have had in the forest back then. The vision in
my mind is oak trees with own characteristics
lined up in succession as if they were lines of
exquisite poetry with a pleasant rhyme scheme.
I have deep reservations over how to
convey what I have in my mind. In my memory, I
recalled a sense of proportion relative to point
of view as well as a level of factual concentration
and realism to be expressed in my works. I
recalled weather conditions, environments, soil
moisture, a feel of damp leaves on the ground,
cold air flowing in and out of my nose and an
atmosphere of the most perfect peace and
tranquility in the forest. There is some similarity
in the way a poet writes a poem as the simplicity,
integrity and special emphasis on word choices
in the composition are brought into play, so
I reaffirm my intention to single out what are
absolutely necessary for the creation of my
paintings.
I need to take into account all aspects,
much in the same vein as other fellow artists do
in the making of installation art or contemporary
art, for which the attention to every detail
is an integral part of the rendition. Not that
the contemporary painting is an exhibition
of drawings modelled after reality as a form
of recreation only, but audiences need to
“decipher” a message or at least use the work
as a gateway to eye-opening experiences in the
same way I do. After all, it will prove worthy.
Although the depiction of the plain oak trees
lack narrative substance, the world I have seen
and perspectives I have adopted are merged
into an artistic medium of communication for
driving home a message of the almighty power
of Mother Nature, a century-old legacy of the
landscape art and the simplicity in human
thoughts.
In remembrance of Théodore Rousseau
who Charles Baudelaire suggested an analogy
with
“a man who is tormented by several devils”.
Top (left):
Natee Utarit, Chane, 2017,
oil on canvas, 120 x 100 cm.
Photo courtesy of the artist.

Top:
Natee Utarit, Elaina, 2017,
oil on canvas, 120 x 100
cm. Photo courtesy of the
artist.
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Right:
Installation view. Untitled
Poems Of Théodore
Rousseau, 7 February
- 15 March 2018, Tang
Contemporary, Hong
Kong. Photo by Krisada
Suvichakonpong.

Top (right):
Natee Utarit, Adrian, 2017,
oil on canvas, 120 x 100 cm.
Photo courtesy of the artist.
Bottom:
Natee Utarit, Celine, 2017,
oil on canvas, 120 x 100 cm.
Photo courtesy of the artist.
247

Building Paintings on Reality:
Natee Utarit’s New Work

products of consumer culture with different
styles from the Western painting tradition.
His work stemmed from an intense desire
to engage in dialogue with Western art. By
rebuilding pictorial scenes and using different
artistic styles, he gradually built his own traits
and distinctive aesthetic taste and became one
of Thailand’s most important contemporary
painters.
In 2017, Natee Utarit lived and worked
in Fontainebleau forest outside of Paris, France.
Barbizon school leader Théodore Rousseau
(1812-1867) was one of the Western artists
that Utarit has interpreted and researched.
Théodore Rousseau always made paintings from
an objective perspective; they were intense,
substantial, and precise, combining realist
methods with a romantic atmosphere and
imbuing nature with a magnificent, epic quality.
For Utarit, “This forest is very meaningful; it
deeply influenced my work and ideas.” Natee
Utarit depicted oak trees, the favored subject
of the Barbizon school. After returning to his
Bangkok studios, he expressed the forms from
his memory on canvas. The oak trees were
like human bodies, and the paintings were

Guo Xiaoyan

Natee Utarit has been active in Thai
contemporary art for more than 20 years,
working primarily in painting. In 2017, he lived
and worked in Fontainebleau forest outside of
Paris, where the Barbizon school painters once
worked. He engaged in a dialogue with Théodore
Rousseau through a series of landscape
paintings; Natee Utarit’s first exhibition at Tang
Contemporary Hong Kong will present his series
Untitled Poems of Théodore Rousseau and
discuss the consciousness and consideration of
issues in the work of a Thai contemporary artist.
As a group opposed to globalization,
Thai artists began to consider questions of their
own cultural identity after 2000 by refining and
highlighting their individuality. They wanted to
preserve their culture while engaging in global
dialogues. Cultural fracturing and identity
definition became a creative starting point for
many artists living in southeast Asia; diverse and
changing social themes were often connected to
gender, race, historical memory, specific contexts,
and class differences through the presentation of
particular experiences and hybrid characteristics.
At a time when many Asian artists were tethering
their artistic practices to an international
language, numerous artists in Thailand were
continuing to focus on the subtle differences
between cultural identities in the Asian region.
They drew source material from post-colonial
political realities, global cultural conflicts, and
everyday life, and attempted to transform the
dialogue between multiple cultures to address
the issues they were currently experiencing; they
had distinctive observations and thoughts about
different political and human environments, and
their work revealed refined emotion and keen
observation. Rirkrit Tiravanija, Surasi Kusolwong,
Navin Rawanchaikul, and Pinaree Sanpitak were
all active in the international art scene. Their
work is situated within what is not usually an
independent space, international art education
and exhibition experience, which inspired them
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to choose a regional mode of participation to
engage in discussions of international themes.
Rirkrit Tiravanija made Thai food in gallery or
museum spaces around the world. In $1 Market,
Surasi Kusolwong brought the small plastic
items that Thailand produces for the world into
a museum space and sold them. In his landmark
work from the mid-1990s, Navin Gallery
Bangkok, Navin Rawanchaikul transformed an
ordinary cab from the streets of Bangkok into a
mobile art space. He continued the series Cab
Gallery in cities around the world. Their work and
presentations attracted international attention
and discussion; they reflected on and gently
criticized the challenges to Thai politics and
cultural and lived traditions brought about by
an increasingly uniform globalized world, and
they discussed emphasizing and redefining the
value of art, and asked how art should look. They
tried to shake off the restraints of international
art and blaze new trails in contemporary Thai art.
They have brought political turmoil, inequality,
people’s livelihoods, social security, and even
crises and unease in the artistic environment in
Thailand into the discussion. For example, in the
film Uncle Boonmee Who Can Recall His Past
Lives by Chiang Maibased artist and director
Apichatpong Weerasethakul, Uncle Boonmee’s
dreams predict the future: an uneasy world
suffocated by a military government, which is not
entirely unlike Thailand today.
Natee Utarit was part of the generation
of artists that received an education in
contemporary art and developed in a relatively
open and international artistic environment in
the 1990s. In his twenty-year artistic career, he
has worked in painting, employing ever-changing
concepts and styles. With the constant change
and progress in his creative concepts, he shaped
an artistic practice with both depth and breadth.
In his early work, he appropriated paintings
and images from classical Italian painters, and
he consciously melded his lived reality and the

like rehearsals for a psychodrama. He wanted
to find a sense of the body that expressed
the human spirit, a state of becoming. He
consciously attenuated the external storylines
of the landscapes he depicted, taking the
interior self as a primary expressive space. In
these collisions with memory, he sparked a
penetrating light of discovery. He emphasized
the use of language to explore our common
humanity and special individuality and discuss
the possibility of a work spanning time and
space; Utarit put forward his own ideas with oak
trees as a medium and psychological reality as
a stylistic method, which brought his work into
the realm of the contemporary. Realist attitudes,
externalized experiences, and psychological
constructions comprised his new realist
method. By paying his respects to and engaging
in dialogue with Théodore Rousseau of the
Barbizon school, Natee Utarit did not reconstruct
the image of the Barbizon school through his
own eyes. Instead, he highlighted the strength
and power of selfdiscovery and writing to
construct one’s own sense of reality and
confront one’s place in the contemporary world.
This is also a practice of subjective construction.

Top (left):
Natee Utarit, Felix, 2017, oil
on canvas, 120 x 100 cm.
Photo courtesy of the artist.
Top (center):
Natee Utarit, Jean, 2017, oil
on canvas, 120 x 100 cm.
Photo courtesy of the artist.
Top (right):
Natee Utarit, Belle, 2017, oil
on canvas, 120 x 100 cm.
Photo courtesy of the artist.
Bottom (left):
Natee Utarit, Roxanne, 2017,
oil on canvas, 120 x 100 cm.
Photo courtesy of the artist.
Bottom (center):
Natee Utarit, Rene, 2017, oil
on canvas, 120 x 100 cm.
Photo courtesy of the artist.
Bottom (right):
Natee Utarit, Andre, 2017,
oil on canvas, 120 x 100 cm.
Photo courtesy of the artist.
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2018.02.09-12

ART FAIR

India Art Fair
Anne Samat /
Dhavinder Singh /
Hasanul Isyraf Idris
9 - 12 February 2018
Spread:
Installation view. India Art
Fair, 9 - 12 February 2018,
NSIC Exhibition Ground,
New Delhi, India.
250

India Art Fair
NSIC Exhibition Ground, Okhla Industrial Estate,
New Delhi, India
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Left:
Anne Samat, Varada, rattan
sticks, yarns, washers,
rakes, PVC chains, home,
fashion accessories,
(kitchen & garden) utensils
and stationery items, 163 x
43 x 18 cm. Photo courtesy
of the artist.
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Center:
Anne Samat, The Goddess
of Love, 2017, rattan sticks,
yarns, washers, rakes, PVC
chains, home, fashion
accessories, (kitchen
& garden) utensils and
stationery items, 304 x 127
x 200 cm. Photo courtesy
of the artist.

Right:
Anne Samat, Abhaya, rattan
sticks, yarns, washers,
rakes, PVC chains, home,
fashion accessories,
(kitchen & garden) utensils
and stationery items, 187 x
75 x 30 cm. Photo courtesy
of the artist.

Top (left):
Dhavinder Singh, God is Too
Late, 2017, acrylic, collage,
graphite and charcoal on
canvas, 80 x 60 cm. Photo
courtesy of the artist.

Top (right):
Dhavinder Singh,
Spontaneous Self Combustion,
2017, acrylic, collage,
graphite and charcoal on
canvas, 80 x 60 cm. Photo
courtesy of the artist.

Bottom (left):
Dhavinder Singh, Turn to Put
Off Fire, 2017, acrylic, collage,
graphite and charcoal on
canvas, 80 x 60 cm. Photo
courtesy of the artist.

Bottom (left):
Dhavinder Singh, Viewing
Point, 2017, acrylic, collage,
graphite and charcoal on
canvas, 80 x 60 cm. Photo
courtesy of the artist.
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Top (left):
Hasanul Isyraf Idris, Backpack CNY, 2017,
watercolor, ink and color pencil on paper,
91.5 x 61 cm.

Top (center):
Hasanul Isyraf Idris, Ward of Dogs, 2017,
watercolor, ink and color pencil on paper,
91.5 x 61 cm.

Top (right):
Hasanul Isyraf Idris, Paratha Riot, 2017,
watercolor, ink and color pencil on paper,
91.5 x 61 cm.

Top (left):
Hasanul Isyraf Idris, Disturbing the Enemy
with Sheera, 2017, watercolor, ink and color
pencil on paper, 91.5 x 61 cm.

Top (center):
Hasanul Isyraf Idris, Param Surprise, 2017,
watercolor, ink and color pencil on paper,
91.5 x 61 cm.

Top (right):
Hasanul Isyraf Idris, Go Up to the Mountain, Bring
Wood and Rebuild the Temple, 2017, watercolor,
ink and color pencil on paper, 91.5 x 61 cm.

Middle (left):
Hasanul Isyraf Idris, Drohaka Spilt, 2017,
watercolor, ink and color pencil on paper,
91.5 x 61 cm.

Middle (center):
Hasanul Isyraf Idris, Jampi Riot, 2017,
watercolor, ink and color pencil on paper,
91.5 x 61 cm.

Middle (right):
Hasanul Isyraf Idris, Madu as Slave, 2017,
watercolor, ink and color pencil on paper,
91.5 x 61 cm.

Middle (left):
Hasanul Isyraf Idris, Chikki Prisoners Laymen,
2017, watercolor, ink and color pencil on
paper, 91.5 x 61 cm.

Middle (center):
Hasanul Isyraf Idris, It has been Halwa Years,
2017, watercolor, ink and color pencil on
paper, 91.5 x 61 cm.

Middle (right):
Hasanul Isyraf Idris, Factual Steamboat Mistake,
2017, watercolor, ink and color pencil on paper,
91.5 x 61 cm.

Bottom (left):
Hasanul Isyraf Idris, His Anger Must Be
Lencana, 2017, watercolor, ink and color
pencil on paper, 91.5 x 61 cm.

Bottom (center):
Hasanul Isyraf Idris, Low Frequency Bhasma,
2017, watercolor, ink and color pencil on
paper, 91.5 x 61 cm.

Bottom (right):
Hasanul Isyraf Idris, Less Aggressive Kala,
2017, watercolor, ink and color pencil on
paper, 91.5 x 61 cm.

Bottom (left):
Hasanul Isyraf Idris, Between Mara, 2017,
watercolor, ink and color pencil on paper,
91.5 x 61 cm.

Bottom (center):
Hasanul Isyraf Idris, Jagarthi Jambok, 2017,
watercolor, ink and color pencil on paper,
91.5 x 61 cm.

Bottom (right):
Hasanul Isyraf Idris, Effective Weapon to Kill Huat
Kuih, 2017, watercolor, ink and color pencil on
paper, 91.5 x 61 cm.

Photo courtesy of the artist.
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Photo courtesy of the artist.
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2018.02.10-04-11

GROUP EXHIBITION

head heap heat

Haffendi Anuar /

Madison Bycroft / Lawrence Lek /
Yola Yulfianti

Curated by Caterina Riva
10 February - 11 April 2018
Institute of Contemporary Arts Singapore
LASALLE College of the Arts
Singapore

Spread:
Installation view. head
heap heat, 10 February 11 April 2017, Institute
Contemporary of Arts
Singapore, LASALLE College
of Arts, Singapore. Photo by
Haffendi Anuar
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Top (left):
Haffendi Anuar, Brilliant
Corners 2, 2017, acrylic and
oil on canvas, 65 x 45 x 4 cm.
Photo courtesy of the artist.

Top (right):
Haffendi Anuar, Daddy
Broken, 2017, acrylic and oil
on canvas, 65 x 45 x 4 cm.
Photo courtesy of the artist.

Bottom (left):
Haffendi Anuar, Brilliant
Corners 3, 2017, acrylic and
oil on canvas, 65 x 45 x 4 cm.
Photo courtesy of the artist.

Bottom (right):
Haffendi Anuar, Fireflies,
2017, acrylic and oil on
canvas, 65 x 45 x 4 cm.
Photo courtesy of the artist.

The day it arrived, was the last
day of the week. Like any good Sunday,
I woke up to the tropical sun already
blazing outside. My moderately dense
city-suburb neighbourhood of Ampang
is soundless as most of the inhabitants
were out of sight in their respective
homes. The tree-lined streets with rows
of nearly identical terrace houses are
dormant with little activities evident.
I walked down slowly from the
first floor, to the heart of the house on
the ground floor, the living room, and
it is where I encountered it for the first
time.
I never knew that anything
inanimate could be so visually and
materially seductive, so domineering
and so comforting simultaneously. I
had always assumed that for an object
to possess such qualities, it has to be
a work of art, a special object but this
one is definitely not.
As I descended the steps, I
caught a glimpse of it in the middle of
the space, surrounded by the TV, a side
console and the bright yellow sofas.
At first just a side view of its sharp
corner and as I walked closer, visually it
expanded into a flat mammoth.
It is relatively enormous,
slumming lazily on the cold marble
floor and covering about more than
half of the horizontal surface of the
room. Its shrill body, facing upwards
to the voraciously spinning fan, is
covered by thousands of thin minute
vivid bright green tentacles made
out of strands of polypropylene thus
making it appear like a monstrous flat
sea anemone, patiently waiting for its
first victim.
It is kind of ugly. The acid
greenness of its color is like an
indicator of its hyperbolized fertility,
like a ripe and tempting pasture of
artificial turf grass. Moreover, there is
something materially seductive about
its tactile surface, a seduction that is
primal. Its body is designed in a simple
way, almost like how a child would
design. It is an a awkward marriage
between naïve geometry and organic
form, a square with curved sides. It has
no side tufts, nothing elaborate, just a

uniformed machine-stitched sides.
The smell of ‘newness’ exude
from it, filling every inch of the living
room’s volume. It smelled of others
like it, like a roll of new unpainted
primed cotton canvas, like nylon, like
decorative gunny sack that you would
find at Spotlight and like something
with promise and potential. I savor
this smell like the smell of a new car,
because in time it will be unavailable,
and will start to smell like us. Like the
family.
The first physical touch with
this green monster was bizarre, I was
uncertain how it felt. Its many short
tentacles caress and cradle my feet
softly. They had this ‘plastiky’ cold
feeling about them, and due to being
composed of predominantly artificial
materials, they absorb and retain heat
only temporarily. You are then left
covered in cold sweat and fibers of
weak plastic.
As we connected physically, I
began to realize that it and other like it
are basically similar to the prehistoric
coelacanth, and that it’s basic form
has evolved very little for centuries.
Like it’s ancestors, it is still a flat plane,
composed of different types of fabric
and fibers and are predominantly in
the shapes of simple geometry, such as
circles, squares or rectangles. Moreover
I supposed this formal characteristic
is inherited from its’ relationship
with modern architectural interiors,
the cube and while discounting the
organic human form. With a variety of
subspecies throughout history such
as the hand-woven type with plush or
berber finishes, the technologicallyadvanced needle felt variety, the
knotted piled, tufted or flatweaved,
this specific one currently living in
my family’s domain is a 20th century
invention. I was told that this variety
is massed-produced and machineconstructed out of new synthetic fibers
in large factories in Pakistan and India,
before getting shipped worldwide for
global consumption. Therefore, it is a
fairly affordable, off-the-shelf variety
that are famously stain-resistant.
Furthermore, others like it made for

the similar segment of the market
would usually have a similar formal
characteristic, to be devoid of any
pattern or visual ornamentation that
could allude to a specific cultural
identity thus making it attractive for
anyone that could love it. It is truly a
democratic object.
Enjoying its surface, I had now
both of my feet on it. I felt one with
it, and it also felt like an extension of
my body. As I chatted with my sister
about our plans on what to do for this
last day of the week, she was laying
on her side on it, fully consumed by
it. It almost appeared like a pedestal
elevating her and as she stood up to
get a glass of water, I felt it shifted
slightly as she stepped out of it. We
were then, the three of us briefly,
without knowing, physically connected,
and how such object could induce such
warmth and act as a catalyst for social
interaction without doing so much than
just being there is admirable.
Mom has replaced the old and
shaggy one with this protagonist early
this morning. She purchased it from a
shop outside of Tesco. A new oasis has
flourished in the middle of this stark
though vital space. It will now serve
more than just insulation for our feet
or enlivening the livingroom with a
dash color, it will also be a witness for
future familial activities. History and
artifacts has always had a dependable
relationship, whether looking at the
historical events within my family or
the larger general histories created
by loud victorious voices. This new
addition in our household will certainly
be a avid spectator. Well hopefully
each strand of it’s nylon thread will
act like a sponge and absorb much
of the future emotions felt by the
members of my family, such as the
heated arguments, the passionate
tears, the warm embraces, the cheers
and despair from the results of the
upcoming general election or just pure
happiness.
Haffendi Anuar
2018
Kuala Lumpur
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Top (left):
Haffendi Anuar, Ryukin, 20132017, foam, Puttyfilla, sand,
cement, latex, spraypaint and
castors, 36.5 x 37 x 30 cm.
Photo courtesy of the artist.
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Top (right):
Haffendi Anuar, Rottweiler,
2016-2018, foam, Puttyfilla,
sand cement, latex and enamel
paint, 63 x 60 x 38 cm. Photo
courtesy of the artist.

Bottom (left):
Haffendi Anuar, Black Moor,
2013-2017, foam, Puttyfilla,
sand, cement, latex, spraypaint,
enamel paint and castors, 52 x
45 x 30 cm. Photo courtesy of
the artist.

Bottom (right):
Haffendi Anuar, Golden
Pearlscale, 2013-2017, foam,
Puttyfilla, sand cement,
latex, spraypaint and enamel
paint, 50 x 24 x 29 cm. Photo
courtesy of the artist.

Top:
Haffendi Anuar, Orando, 20152017, foam, Puttyfilla, sand
cement, latex, spraypaint and
mats, 32 x 61 x 28 cm; 2 x 95
x 95 cm (mats). Photo courtesy
of the artist.
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HOL

2018.03.07-11

SOLO EXHIBITION / ART FAIR

Chapter 2.3,
Wound : Environment of Naga and Doubt

Hasanul Isyraf Idris
7 - 11 March 2018
Booth D9
VOLTA NY
Pier 90, 12th Avenue,
New York, NY 10019
Spread:
Installation view. VOLTA NY,
7 - 11 March 2018, New
York.
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HOL (Higher Order Love)
Chapter 2.3 Wound : Environment of
Naga and Doubt

Hasanul Isyraf Idris
November, 2017

Stories and tales from my parents
are deeply ingrained in my memories. They
resurface, evolve and journey in my mind as
I grow up. These drawings are a compilation
of stories and memories of tales from Pulau
Pangkor primarily relating to ancestry and
heritage, racial riots, migration and alienation.
My parents went to live in Pangkor
Island right after they were married. My father
worked in a factory supplying ice to the island.
Fishery was the main means of living and ice
was used mainly to ensure the catch remains
fresh. Housing was built mainly by the sea, built
from wooden planks closely attached to each
other making it prone to disaster in case of fire.
My father used to volunteer as a fireman then,
a time when the economy was so bad, that
he’d occasionally find himself stumbling upon
suicide scenes. It was a time when crimes were
poorly regulated as police forces were scarce.
My strongest memory of his stories was one of a
murder scene which he had witnessed with his
own eyes.
Pangkor residents comprise of a variety of
race and background. Cultures are interwoven in
various manners, from the way people dressed,
the food consumed and the intermingling of
languages, resulting a breed of distinctive island
culture. Stories from my parents of ships loaded
with tattooed sailors and junks from China
are said to have vegetation growing on board.
These stories come alive in my mind as a child, I
lived it as though it was a first hand experience.
The people lived side by side in harmony,
however, the island was not spared the racial
riot which occurred after Malaysia achieved
her independence. The situation was critical,
spreading like rapid fire throughout the whole
island.
This recollection of stories are
recomposed, elaborated and extended in several
disparate manners through my drawings. Other
objects, plants, animals and figures relating to
the stories are affixed into creating multiple
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plots, which deepens and broadens the narrative
of these individual stories. Through revisiting
them, a reflection on global situations within
the historical and current context jolted in place
alongside my parents’ stories.
The geography and region within these
drawings are always island related: Sandy plains
of coastal areas and muddy terrains with sludge
and holes are depicted with an occasional snowy
landscape of the Arctic and mountain area,
plants from different parts of the world are also
featured. For example, the genus Sanseveiria,
better known as the snake tongue plant of Africa
and Southern Asia had already found its place
within the Malaysian gardenscape then due
to its resilient quality. The species was named
locally as ‘Lidah Jin’ (the tongue of a genie) after
decades of assimilating to the landscape of the
region. Varieties of marine life, especially those
in swampy beaches such as crabs, horseshoe
crabs and mudskippers relate to my memory
of walking by the beach during my childhood
while collecting cockels. The horseshoe crab still
resembles the ancient species that which it had
evolved from.
The scenario of the situation in drawing
takes place during an aftermath, where groups
of people in the drawings are divided into
departments: The border control team would
be in charge of movements into and out of the
island, the medical team sanitizes the land to rid
off viruses and tumors, while the conservation
department collects samples for research and
preservation of the sustaining species.
A small family unit is the foundation
of a society, they shape a nation’s social and
political situation. Through these drawings, I
reflect on the global immigration phenomenon
in understanding a family’s lineage. My
understanding and representation of the
diversity of species and their line of descendants
are translated through these scenes. They
are a manifestation and response toward the
historical, the current and the future.

Top:
Hasanul Isyraf Idris, Tactical
Dodol Parapati, 2017,
watercolor, ink and color
pencil on paper, 91.5 x 61
cm. Photo courtesy of the
artist.
Bottom:
Hasanul Isyraf Idris,
Traditionally Southern Cut,
2017, watercolor, ink and
color pencil on paper, 91.5
x 61 cm. Photo courtesy of
the artist.
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Top (1st from left):
Hasanul Isyraf Idris,
Agama, Dosa and Black
Lentils, 2017, watercolor,
ink and color pencil on
paper, 91.5 x 61 cm.

Top (2nd from left):
Hasanul Isyraf Idris,
Cakrawala Peace Terms,
2017, watercolor, ink and
color pencil on paper, 91.5
x 61 cm.

Top (3rd from left):
Hasanul Isyraf Idris, Intense
Light to Cause Lenat, 2017,
watercolor, ink and color
pencil on paper, 91.5 x
61 cm.

Top (4th from left):
Hasanul Isyraf Idris,
Jalebi Blockades, 2017,
watercolor, ink and color
pencil on paper, 91.5 x
61 cm.

Top (5th from left):
Hasanul Isyraf Idris, Use by
Tarts, 2017, watercolor, ink
and color pencil on paper,
91.5 x 61 cm.

3rd row (1st from left):
Hasanul Isyraf Idris,
Environment of Naga and
Doubt, 2017, watercolor,
ink and color pencil on
paper, 91.5 x 61 cm.

3rd row (2nd from left):
Hasanul Isyraf Idris,
Extinction by Tears, 2017,
watercolor, ink and color
pencil on paper, 91.5 x
61 cm.

3rd row (3rd from left):
Hasanul Isyraf Idris,
Pariksa Masala Dosa, 2017,
watercolor, ink and color
pencil on paper, 91.5 x
61 cm.

3rd row (4th from left):
Hasanul Isyraf Idris,
Specifically Kusta Kurnia,
2017, watercolor, ink and
color pencil on paper, 91.5
x 61 cm.

3rd row (5th from the left):
Hasanul Isyraf Idris, The
Front - Line Keria, 2017,
watercolor, ink and color
pencil on paper, 91.5 x
61 cm.

2nd row (1st from left):
Hasanul Isyraf Idris, Design
to Fire Sari Api, 2017,
watercolor, ink and color
pencil on paper, 91.5 x
61 cm.

2nd row (2nd from left):
Hasanul Isyraf Idris,
Diverting Frustration to
Amriti, 2017, watercolor,
ink and color pencil on
paper, 91.5 x 61 cm.

2nd row (3rd from left):
Hasanul Isyraf Idris, Nadi
of Puspa, 2017, watercolor,
ink and color pencil on
paper, 91.5 x 61 cm.

2nd row (4th from left):
Hasanul Isyraf Idris,
Overharvesting of Gunna,
2017, watercolor, ink and
color pencil on paper, 91.5
x 61 cm.

2nd row (5th from left):
Hasanul Isyraf Idris,
Unpleasant Smell Bencana,
2017, watercolor, ink and
color pencil on paper, 91.5
x 61 cm.

Bottom (1st from left):
Hasanul Isyraf Idris,
Formation to Break Karma,
2017, watercolor, ink and
color pencil on paper, 91.5
x 61 cm.

Bottom (2nd from left):
Hasanul Isyraf Idris, He
Made the People Lassi,
2017, watercolor, ink and
color pencil on paper, 91.5
x 61 cm.

Bottom (3rd from left):
Hasanul Isyraf Idris,
Successfully and Fully
Implemented Serigala,
2017, watercolor, ink and
color pencil on paper, 91.5
x 61 cm.

Bottom (4th from left):
Hasanul Isyraf Idris, The
Most Widespread Dahaga,
2017, watercolor, ink and
color pencil on paper, 91.5
x 61 cm.

Bottom (5th from left):
Hasanul Isyraf Idris, Kaju
Tactics, 2017, watercolor,
ink and color pencil on
paper, 91.5 x 61 cm.

Photo courtesy of the artist.

Photo courtesy of the artist.
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2018.03.10-29

GROUP EXHIBITION

Bintang 5
Volume #3
Hasanul Isyraf Idris /

Fadilah Karim / Hisyamuddin Abdullah /
Anisa Abdullah / Dr Ruzaika Omar Basaree /
Fauzin Mustapa / Fadzil Idris / Anis Che Mat
/ Umibaizurah Mahir@Ismail / Dato Tajuddin
Ismail / Zulkifli Lee / Haris Abadi / Faizal
Suhif / Bayu Utomo Radjikin / Al Khuzairie
Ali / Shafiq Nordin / Najib Bamadhaj /
Elias Yamani Ismail / Datin Khaliah Ismail
/ Jalaini Abu Hassan / Juhari Said / Dato
Sharifah Fatimah Syed Zubir / Ahmad Shukri
Mohamed / Mansoor Ibrahim / Amron Omar /
Shahariah Roshdi / Sabihis Md Pandi / Fairuz
Paisan / Mohd Akhir Ahmad / Fauzan Omar
/ Syed Zamzur Akasah / Fawwaz Sukri / Syed
Fakaruddin / Dr Sharmiza Abu Hassan / Nik
Mohd Hazri / Azizi Latiff / Fazrin Abd Rahman
/ Aimi Atikah / Haron Mokhtar / Farif Jalil /
Ahmad Zakii Anwar / Faiz Yunus / Anniketyni
Madian

10 - 29 March 2018
Segaris Art Center
Kuala Lumpur, Malaysia

Left:
Hasanul Isyraf Idris,
Oxygen Seatbelt, 2017,
ink, watercolor and acrylic
on paper, 183 x 91.5 cm.
Photo courtesy of the artist.
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Right:
Hasanul Isyraf Idris,
Wormazing, 2017, ink,
watercolor and pencil
on paper, 183 x 91.5 cm.
Photo courtesy of the artist.
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2018.03.14-04.21

GROUP EXHIBITION

New
Look

Haffendi Anuar /
Yeoh Choo Kuan /
Vangelis Pliarides /
Yoshinori Takakura /
Mathew Tom

14 March - 21 April 2018
Christine Park Gallery
New York
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Spread:
Installation view. JNew
Look, 14 March - 21 April
2018, Christine Park
Gallery, New York. Photo
courtesy of Richard Koh
Fine Art.
Left:
Haffendi Anuar, Teal, 2017,
oil and enamel on board
with vanish, 60 x 45 x 3 cm
(2 panels).
Right:
Haffendi Anuar, King Eider,
2017, oil and enamel on
board with vanish, 60 x 40
x 3 cm each (4 pieces).
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Top:
Installation view. JNew
Look, 14 March - 21 April
2018, Christine Park
Gallery, New York.
Right:
Yeoh Choo Kuan, Windows
10, 2017, oil on linen and
wooden frames, 160 x
180 cm (6 panels). Photo
courtesy of the artist.
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2018.03.27-04.01

ART FAIR

Art Central
Anne Samat /
Dhavinder Singh /
Justin Lim /
Kedsuda Loogthong /
Mequitta Ahuja /
Nadiah Bamadhaj /
Natee Utarit /
Trong Gia Nguyen /
Yeoh Choo Kuan

Hong Kong

27 March - 1 April 2018
Booth C1
Art Central Hong Kong
Central Harbourfront Event
Space, Hong Kong

Right:
Installation view. Art
Central Hong Kong, 27
March - 1 April 2018,
Central Harbourfront Event
Space, Hong Kong.
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Top:
Anne Samat, Every Man for
Himself (Hypocrite), 2018,
Patterned drafted weaving,
rattan sticks, wall washers,
decorative ornaments,
household items, kitchen
utensils and wooden beads
189 x 154 cm. Photo
courtesy of the artist.
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Top:
Anne Samat, Every Man for
Himself (Prejudice), 2018,
Patterned drafted weaving,
rattan sticks, wall washers,
decorative ornaments,
household items, kitchen
utensils and wooden beads
189 x 154 cm. Photo
courtesy of the artist.
281

282

Top:
Natee Utarit, Fort Canning /
Mirage, 2017, oil on canvas,
160 x 137 cm. Photo
courtesy of the artist.

Top:
Natee Utarit, Fort Canning /
Mirage, 2017, oil on canvas,
160 x 137 cm. Photo
courtesy of the artist.

Bottom:
Natee Utarit, Fort Canning /
Mirage, 2017, oil on canvas,
160 x 137 cm. Photo
courtesy of the artist.

Bottom:
Natee Utarit, Fort Canning /
Mirage, 2017, oil on canvas,
160 x 137 cm. Photo
courtesy of the artist.
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Left (top):
Yeoh Choo Kuan, Window
15, 2017, oil on linen and
wooden frames, 160 x
120 cm (4 panels). Photo
courtesy of the artist.
Left (bottom):
Yeoh Choo Kuan, Window
14, 2017, oil on linen and
wooden frames, 160 x
120 cm (4 panels). Photo
courtesy of the artist.
Right:
Yeoh Choo Kuan, Window
12, 2017, oil on linen and
wooden frames, 160 x
120 cm (4 panels). Photo
courtesy of the artist.
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Top:
Nadiah Bamadhaj,
Pessimism is Optimism II-I,
2017, charcoal on paper
collage, 120 x 150 cm.
Photo courtesy of the artist.
2nd from top:
Nadiah Bamadhaj,
Pessimism is Optimism II-II,
2017, charcoal on paper
collage, 120 x 150 cm.
Photo courtesy of the artist.
3rd from top
Nadiah Bamadhaj,
Pessimism is Optimism II-III,
2017, charcoal on paper
collage, 120 x 150 cm.
Photo courtesy of the artist.
Bottom:
Nadiah Bamadhaj,
Pessimism is Optimism II-IV,
2017, charcoal on paper
collage, 120 x 150 cm.
Photo courtesy of the artist.
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Artist
Statement
Mequitta
Ahuja
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The works of Giotto, “father of the
Renaissance,” serve as inspiration for many
aspects of my works. Some of the aspects I
borrow from Giotto are - using architecture
to frame a narrative, shallow depth such that
depicted space is as a stage set on which actors
perform, simple modeling of forms such that
each element is a discrete shape within the
composition, and especially the cut away room
- a visual fiction that gives access to a private
space, inside and outside simultaneously.
In this Seated Scribbler, I show my subject
doing one thing as a pretense for telling you
something else about her - making literal the
idea of text and subtext. The imagery in Seated
Scribbler is related to four types of images
in art history -paintings of saints writing the
gospels, portraits of learned people, paintings
and statues of scribes and self-portraits in
manuscripts. In the past, scribes were artists.
They both wrote and illustrated manuscripts, and
depictions of scribes in illuminated manuscripts
are some of the earliest self-portraits. In this
picture, I’ve distilled the link: scribe, artist- selfportrait, to a single image. I’ve isolated and
presented the illusion of light as the main event

of the picture. Her shadow is projected onto
her page, turning the page into a vehicle for her
self-portrait. I’ve shown my subject writing as a
pretense for presenting her as a maker of selfportraits.
In Author, I depict the birth of an idea,
the moment of inspiration. I present my subject
standing before a large “speech scroll” while a
supernatural being hovers overhead. The speech
scroll and the depiction of a person with a
supernatural or religious being are characteristic
elements of medieval painting, which was one of
my sources of inspiration for this work. Persistent
through history is the idea of painting as a
form of speech. Artists are thought to declare
their convictions and intentions in paintings.
In Author, I use allegory to tell the story of my
subject getting the idea of what to communicate
as a metaphor for the idea of painting as a form
of personal declaration akin to speech.
In Interpreter, I portray my subject as
visionary, engaged in act of divination. With
this work, I suggest divination as a metaphor for
painting. Painting is often understood to be a
composition of signs to be read and interpreted
by the viewer in order to reveal its meaning.

Left:
Mequitta Ahuja, Seated
Scribbler, 2015, oil on
canvas, 213.3 x 203.2 cm.
Photo courtesy of the artist.
Top:
Mequitta Ahuja, Author,
2015, oil on canvas, 213.3
x 203.2 cm. Photo courtesy
of the artist.
Bottom:
Mequitta Ahuja, Interpreter,
2015, oil on canvas, 203.2
x 182.9 cm. Photo courtesy
of the artist.
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Artist Statement
Trong Gia
Nguyen
The following Leavers series of paintingphotographs depict previous houses that the
artist’s family lived in, from Vietnam to the
United States. Based on perspectives of archival
family photographs the artist went back to these
home locations and photographed them from
the same angles. The referent photographs are
turned into oil pastel paintings that resemble
coloring book images with the lines removed.
Thus the “fuzzy” past is inlaid and interfaced
with a more “defined” present, yet both
fragmented.

Opposite (top):
Trong Gia Nguyen, Enid,
Pine Street, 2015, oil
pastel on canvas, mounted
C-print, 62 x 91.4 cm.
Photo courtesy of the artist.
Opposite (center):
Trong Gia Nguyen, Enid,
Adams Street, 2017, oil
pastel on canvas, mounted
C-print, 88.9 x 88.9 cm.
Photo courtesy of the artist.
Opposite (bottom):
Trong Gia Nguyen, Enid,
West Oak, 2014, oil pastel
on canvas, mounted
C-print, 79.4 x 100.6 cm.
Photo courtesy of the artist.
Top:
Trong Gia Nguyen,
Tallahassee, North MLK
Boulevard, 2017, oil pastel
on canvas, mounted
C-print, 88.9 x 111 cm.
Photo courtesy of the artist.
Right:
Trong Gia Nguyen, Saigon,
Loc Vinh, 2015, oil pastel
on canvas, mounted
C-print, 101.6 x 76.2 cm.
Photo courtesy of the artist.
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2018.04.10-24

SOLO EXHIBITION

Forgotten
Beauty
Tan Wei Kheng

10- 24 April 2018
Richard Koh Fine Art
Kuala Lumpur

Spread:
Installation view. Forgotten
Beauty, 10 - 24 April 2018,
Richard Koh Fine Art, Kuala
Lumpur, Malaysia.
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Top (left):
Tan Wei Kheng, Jungle
Beauty No.2, 2017, oil on
canvas, 91 x 66 cm. Photo
courtesy of the artist.
Top (right):
Tan Wei Kheng, Jungle
Beauty No.3, 2017, oil on
canvas, 91 x 66 cm. Photo
courtesy of the artist.
Bottom (left):
Tan Wei Kheng, Jungle
Beauty No.4, 2017, oil on
canvas, 91 x 66 cm. Photo
courtesy of the artist.
Bottom (right):
Tan Wei Kheng, Jungle
Beauty No.5, 2017, oil on
canvas, 91 x 66 cm. Photo
courtesy of the artist.

Forgotten Beauty

Top:
Tan Wei Kheng, Jungle
Beauty No.1, 2017, oil on
canvas, 91 x 66 cm. Photo
courtesy of the artist.
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When I went to tribal villages in the
interior long ago, everyone was so warm. They
invited me to their homes even though they
did not know me. They cooked for me. These
are the old folks I want to paint. Their beauty
is something I want the whole world to see. I
feel sad that this beauty is slowly vanishing.
Ancient practices in tribal adornment are only
seen among tribal men and women whose faces

Tan Wei Kheng
2018

are etched with time: tattoos, extended ear
lobes, hair styles, accessories, head gear and
elaborately decorated outfits. I hope my canvas
can capture all this beauty before they fade
away. The new generation has changed. City
folk. No longer practicing the ways of the old.
The treasure I present to you are moments when
I was touched by the natural beauty of elderly
folk from tribes in Sarawak.
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Top (left)
Tan Wei Kheng, Portrait of Iban Man No.2,
2016, oil on canvas, 75 x 75 cm. Photo
courtesy of the artist.
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Top (center):
Tan Wei Kheng, Portrait of Iban Man, 2016,
oil on canvas, 60 x 60 cm. Photo courtesy of
the artist.

Top (right):
Tan Wei Kheng, Portrait of Penan Hunter Bulo Engan, 2016, oil on canvas, 75 x 75 cm.
Photo courtesy of the artist.

Bottom (left):
Tan Wei Kheng, Portrait of Penan Man - Kulin
Jemaleh, 2016, oil on canvas, 60 x 60 cm.
Photo courtesy of the artist.

Bottom (center):
Tan Wei Kheng, Portrait of Kenyah Woman
No.3, 2017, oil on canvas, 60 x 60 cm. Photo
courtesy of the artist.

Bottom (right):
Tan Wei Kheng, Portrait of Saban Lady, 2016,
oil on canvas, 60 x 60 cm. Photo courtesy of
the artist.
297

298

Top (left):
Tan Wei Kheng, Portrait of
Kelabit Lady, 2016, oil on
canvas, 75 x 75 cm. Photo
courtesy of the artist.

Top (right):
Tan Wei Kheng, Portrait
of Kenyah Woman, 2017,
oil on canvas, 60 x 60 cm.
Photo courtesy of the artist.

Bottom (left)):
Tan Wei Kheng, Portrait of
Kenyah Woman No.2, 2016,
oil on canvas, 75 x 75 cm.
Photo courtesy of the artist.

Bottom (right):
Tan Wei Kheng, Portrait
of Kayan Headman, 2016,
oil on canvas, 60 x 60 cm.
Photo courtesy of the artist.

Top:
Tan Wei Kheng, Portrait of
Penan Man - Jawa Sega,
2017, oil on canvas, 90 x
90 cm. Photo courtesy of
the artist.
Bottom:
Tan Wei Kheng, Portrait of
Penan Man - Dotun Ngor,
2016, oil on canvas, 90 x
90 cm. Photo courtesy of
the artist.
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2018.04.17-05.05

SOLO EXHIBITION

First
Light
Melissa Lin
17 April - 5 May 2018
Richard Koh Fine Art
Kuala Lumpur

Spread:
Melissa Lin, Librarie
Papeterie, 2017, acrylic on
canvas, 80 x 98 cm. Photo
courtesy of the artist.
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First Light

Opposite:
Installation view. First Light,
17 April - 5 May 2018,
Richard Koh Fine Art, Kuala
Lumpur, Malaysia.
Top:
Melissa Lin, St Mary, 2017,
acrylic on canvas, 76.5 x 83
cm. Photo courtesy of the
artist.
Bottom:
Melissa Lin, Makapenga’s
Vision, 2018, acrylic on
canvas, 118 x 166 cm.
Photo courtesy of the artist.
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In 2015 - 2016 I lived in the capital city
of Gabon, Libreville, a small West Central African
country is known as the world’s Last Eden, for its
ancient rainforest. It is also known as the Tibet
of Africa, for it’s centuries old medicinal and
visionary ceremonies that is deeply connected
to nature and the natural world.
In various Shamanic traditions in
the indigenous world, plant sacraments are
ingested in ceremony and ritual as a means of
healing, divination, and as a way to gain direct
knowledge of life. I have always been interested
in the shamanic and magical practices, especially
those that are centered around plant healing
medicines.
The magical and sensuous worldview
offers a ground of being and connection in our
culture that I feel we are perilously cut off from.
The tending of our relationship to the living
stories in our bones, in the elements, minerals,
botanical dimensions, the sky and the cosmos
reflect, teaches and awakens the life of the soul.
Life is sung into being in the sacred

Melissa Lin
February 2018
Kuala Lumpur

ceremonies of the Bwiti. The Gabonese flag is
Green, Blue and yellow, beautifully reflecting
the rainforest, beaches and the sea. Scratching
below the surface you would find the colors
Red, Black and White, threaded throughout,
the colours of the Bwiti, the primal colors of
life, speak to the alchemical and mysterious
processes and knowledge of birth, the
knowledge of life and death.
The initiation ceremony is one of the
central most important ceremonies in the
Bwiti tradition. Joseph Campbell has written
extensively about initiation practices in
traditional communities. According to him,
our lack of proper initiation ceremonies from
childhood into adulthood has resulted in a crisis
of being within the individual and within culture.
For the Bwiti in Gabon you are truly born once
you undergo the initiation ceremony, from then
do you begin your true life.
Art, magic, music, spirit, beauty and
expression is deeply entwined in the everyday
life of the Gabonese. Everyone is a skilled
dancer, singer and storyteller. Many are skilled
in making sculpture, masks, ceremonial wear,
hunting gears and the gathering and making of
medicines. There is a vital energy of charged
electricity in the air. Life emerges from song and
art.
Tatayo, my initiation father and founder
of Ebando Cultural NGO and Ceremonial
Center gave me a space to work in his center
for months. I made sculptures, watercolor and
participated in the everyday life and rituals
of the Bwiti for over a year. Often I sat in the
temple, making drawings as a way and a wish to
allow the magic in the air to seep into my bones.
These paintings are of the spaces that I had sat
and wisheda reflection of the within and without
of one of the most magical places on Earth.
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Top (left):
Melissa Lin, Altar State,
2017, acrylic on canvas,
120 x 160 cm. Photo
courtesy of the artist.
Top (center):
Melissa Lin, Ebando, 2017,
acrylic on canvas, 120 x
160 cm. Photo courtesy of
the artist.
Top (right):
Melissa Lin, A Seat at the
Table, 2018, acrylic on
canvas, 108 x 141.5 cm.
Photo courtesy of the
artist.
Middle (left):
Melissa Lin, Go Outside
and Ground, 2017, acrylic
on canvas, 96 x 128 cm.
Photo courtesy of the
artist.
Middle (center):
Melissa Lin, The Room
Upstairs, 2017, acrylic on
canvas, 118 x 166 cm.
Photo courtesy of the
artist.
Middle (right):
Melissa Lin, Sisters, 2018,
acrylic on canvas, 84 x
114 cm. Photo courtesy of
the artist.
Bottom (left):
Melissa Lin, Libreville Life,
2017, acrylic on canvas,
118 x 166 cm. Photo
courtesy of the artist.
Bottom (center):
Melissa Lin, Construction
Side, 2017, acrylic on
canvas, 118 x 166 cm.
Photo courtesy of the
artist.
Bottom (right):
Melissa Lin, Rocks and
Roles, 2018, acrylic on
canvas, 96 x 128 cm.
Photo courtesy of the
artist.

304

305

306

Top (left):
Melissa Lin, Water Building,
2018, acrylic on canvas,
118 x 166 cm. Photo
courtesy of the artist.

3rd from top:
Melissa Lin, Eglise, 2018,
acrylic on canvas, 125 x
170 cm. Photo courtesy of
the artist.

2nd from top:
Melissa Lin, Flatland Radio,
2018, acrylic on canvas,
108 x 144 cm. Photo
courtesy of the artist.

Bottom (left):
Melissa Lin, Chez
Christophe, 2017, acrylic
on canvas, 118 x 166 cm.
Photo courtesy of the artist.

Above:
Melissa Lin, A Living Room,
2017, acrylic on canvas,
118 x 166 cm. Photo
courtesy of the artist.
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2018.04.18-07.15

GROUP EXHIBITION

Visual Dialects:
Cultural Ties
That Bind
Tan Wei Kheng / 42 artists

Curated by Sarah NH Vogeler
18 April - 15 July 2018
Galeri Petronas
Kuala Lumpur
308

Spread:
Installation view. Visual
Dialects: Cultureal Ties
That Bind, 18 April - 15
July 2018, Galeri Petronas,
Kuala Lumpur, Malaysia.
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2018.04.19-05.31

SOLO EXHIBITION

Optimism is
Ridiculous

Natee Utarit
19 April - 31 May 2018
Above:
Installation view.Natee
Utarit, Duck Birds, 2013,
oil on linen, 160 x 180 cm.
Photo courtesy of the artist.
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Spread:
Installation view. Optimism is Ridiculous,
19 April - 31 May 2018, National Art
Gallery, Kuala Lumpur, Malaysia. Photo by
Pattana Chuenmana

National Art Gallery
Kuala Lumpur, Malaysia
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Artist Statement

Still-life painting featuring inanimate
animals in dimly-lit background as seen
frequently in a wide assortment of works created
by Western artists of bygone eras raises vexed
questions about what messages those pieces of
art drive home. Apart from the use of animals as
a subject matter, other components are arranged
purposely and symbolically to allow for liberal
interpretation. Accentuated with these peculiar
components, the paintings of animals as a
central motif pique spectators’ curiosity since
the exhibition has been on view from 2013. I
embarked on still-life paintings of inanimate
animals in 2012 after putting on display my
collection of paintings rich in mixed metaphors
that represented social and political phenomena.
Animals play a pivotal role as a method
of narration in a typical style of Western stilllife painting during 17th – 18th century. I have
developed an avid interest in achieving artistic
expression with a high degree of reliance on
Western techniques and styles and used them
as a foundation for creating my works as I see fit.
Such endeavors command attention on my latest
pieces from art aficionados who have higher
expectations for ensuing works laden with
layered meanings or messages in cipher as seen
in “Illustration of the Crisis” exhibition in 2010.
It is not the first time that I have tried to
adopt a visual language with layered meanings
in painting in an attempt to interrelate the
context of painting with historical and social
ones. I build on the success of these works to
create “The Altarpieces” that directly touch
on sophisticated creation and crystal clarity in
many facets of beliefs, divine deities, social and
cultural issues, and contemporary art.
Three components of “Optimism is
ridiculous” works are as follows:
1. Motif of humans, animals and objects
2. Expressions and sayings that play a
part in connecting the dots between paintings
and social contexts or other insights beyond the
paintings and;
3. Inspiration related to the Asianness
and post-colonial effect
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Natee Utarit
2018

These components exist in all works and
cooperatively assist in communicating messages
meticulously hidden in the works. I’ll go into
more detail in the following paragraph.
ANIMALS AND MEANINGS
Between the mental conception of
painting and expressions, I am uncertain which
one takes shape in my mind firstly before I
start applying each brush stroke. However, they
emerge altogether on several occasions, but in
most cases, the mental conception of painting
immediately precedes that of expressions.
I have an excellent visual memory and a
firm grasp of painting in the 17th century. When
I want to draw a picture that can pay a tribute to
the gloriously rich history of painting, I am not
reluctant to integrate all relevant elements into
creating a painting that reflects the visionary
enthusiasm in my inner mind.
No consistency is found in the process
of executing my works. Sketches are barely
made. Humans, animals and objects as a subject
matter in the paintings represent unexplainable
peculiarity, partly because the subject matters in
the paintings are in a marked contrast with those
of classical paintings that were brought to the
highest degree of perfection.
Numerous paintings feature inanimate
animals under peculiar circumstances. My art
works present animals in the similar style as
those depicted in the paintings in olden days.
They are presented through narrative discourse
that is consistent with “expressions” in the
paintings. Several paintings depicting animals in

Top:
Natee Utarit, Nickel, 2013,
oil on linen, 30 x 40 cm.
Photo courtesy of the artist.
Bottom (left):
Natee Utarit, Pheasant,
2012, oil on linen, 50 x 40
cm. Photo courtesy of the
artist.

Top:
Installation view.
Optimism is Ridiculous,
19 April - 31 May 2018,
National Art Gallery, Kuala
Lumpur, Malaysia. Photo
by Pattana Chuenmana
Bottom (left):
Natee Utarit, Investor,
2014, oil on linen, 50 x 40
cm. Photo courtesy of the
artist.

Bottom (middle):
Natee Utarit, Study, 2013,
oil on linen, 40 x 30 cm.
Photo courtesy of the artist.

Bottom (middle):
Natee Utarit, Doubt is
Greater Mischief Than
Despair, 2015, oil on
canvas, 50 x 40 cm. Photo
courtesy of the artist.

Bottom (right):
Natee Utarit, Study No. 2,
2012, oil on linen, 40 x 30
cm. Photo courtesy of the
artist.

Bottom (right):
Natee Utarit, Blind Duck,
2015, Oil on linen, 80 x 60
cm. Photo courtesy of the
artist.

the exhibition has some artistic ties with typical
classical paintings and are portrayed in a parallel
world. For example, I draw an inspiration from
Ingres’s La Grande Odalisque in 1814 for my
painting of a lamb on a red cloth or from Andrea
Mantegna’s Saint Sebastian in 1480 for my
painting of a deer shot by a hail of arrows.
I have many reasons behind my intention
of relying on narrative presentation through
animals instead of humans as a subject matter.
However, the most primary reason is that the
use of metaphor in subject matter is aimed
at contributing to a universal understanding
easily accessible beyond the boundaries of
imagination. The technique is not something
new. We are accustomed with the personification
of animals in narrative stories like Aesop’s Fables
or in the acclaimed politicallycharged fiction,
Animal Farm written by George Orwell, and
the like. The anthropomorphized animals bear
symbolic resemblance to traits of human beings.
For this reason, I have often employed animals
as a motif for powerful narrative presentation of
human society in recent days.
In those days, animals were usually a
subject matter depicted in still-life painting. The
most representative and famous works are those

in Flemish School of Painting, which feature
hanging carcasses of game animals and other
domicile animals in everyday life such as dogs
and cows. They also serve as a component of
narration in the paintings. However, there are
a small amount of paintings that animals are
treated as a key and humanlike narrator. The
most well-known and representative painting
is The Monkey Painter created by French artist
Jean-Baptiste- Siméon Chardin in 1740. I am
perplexed by the fact that the painter used
the animal as a subject matter to circumvent a
depiction of a certain person or he intentionally
used it as a metaphor containing more layered
meanings.
In fact, the use of animals as a metaphor
is a common sight in many parts of Asia as
seen in the West. Animals are employed to
reflect some human traits and personalities.
Occasionally, the metaphorization of animals
aims to generalize about situations or yield
both general and specific meanings in certain
contexts. For example, a sheep in Christianity
signifies purity and sacrifice when a serpent
embodies sin and vice. According to the Bible, a
serpent deceived Adam and Eve into committing
an original sin in defiance of God.
Aside from close association with
religious symbols, the unique characteristic of
still-life painting featuring inanimate animals
truly stirs up my interest. The stilllife painting
under the influence of Baroque art blurs the
lines between the abnormality of a world of
reality and a world of fantasy, between the
precious past and decadent present, leading to
an intrusion into the boundaries of conflicting
interpretation in search of precise definition in
the works.
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the frames, with details of those who make the
quotes famous.
In this exhibition, the expressions carry
out cooperative functions with the paintings,
which I intend to create parallel channels of
communication in the similar way as Chinese
paintings accompanied with Chinese calligraphy
do in a poetic narration. The difference is that
the expressions in my works are more thickly
veiled than Chinese calligraphy. The paintings
are also intentionally and exquisitely crafted to
bear symbolic or hidden meanings.

EXPRESSIONS AND SAYINGS
I have compiled ear-catching and
thought-provoking expressions and sayings
since a final stage of “Illustration of the Crisis”
exhibition in 2011. For example, “Innocence
is overrated” or “Money couldn’t buy friends,
but you got a better class of enemy” are a
catchphrase that is of particular interest to
me. They have a significant influence on my
inspiration and concepts of paintings in my
mind. Several expressions led to an instant
formation of mental pictures in my mind the
moment I learned of them. I discovered these
sayings everywhere – in prints, on the Internet,
on walls, and in all genres of books. I wrote
them down in a note, took a screenshot on a
smartphone, and took a picture with a camera.
Before I knew it, I have already had a large folder
dedicated solely to an extensive collection of my
inspiring expressions.
Besides the expressions, I found that
situations and contexts surrounding them were
also equally interesting. Some expressions
reflected an indirect reference with a slight tinge
of irony. But some expressions had opposite
effect. I discovered a graffiti of a cliché sprayed
on a storefront of a brand-name shop on the Rue
Saint-Honoré in Paris. The graffiti saying “Money
is God” was a typical cliché and had no any
powerful impact in these days. But back then, its
context left me with uncanny feeling. It was only
graffiti that demonstrated a contradiction against
everything on that luxurious street. The scrawl
drew a scant attention from passersby who only
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cast funny glances. In the following day, the
graffiti was wiped away by a shop owner who
acted as if nothing happened.
To me, this expression seemed to be out
of place. It was righteous but well past its sellby date. This expression once had substance.
In reality, a matter of substance alters when
time passes by. Unfortunately, the expression
backfired and lent no sufficient weight for
sarcastic purposes. “Optimism is ridiculous” is
unfortunately the exception rather than the rule.
The expressions I selected for my works
are those conveying so factual messages and
profound emotions that we don’t even want to
hear, or the sayings that sound simplistic but
thought-provoking and are subject to multiple
interpretations.
I try to present the importance of these
expressions that can be interpreted in different
ways. Just only titles are adjacent to some
paintings, but some expressions lined in a
meaningless design all around the frames are
seen alongside some paintings. Viewers can
see complete quotes placed in certain parts of

POSTLUDE
I was bombarded with questions
regarding post-colonialism on home turf during
my lectures on the Altarpieces exhibition.
This was partially because I raised one of
relevant issues, saying my works were the
artistic expression for self-defense in a crisis of
colonialism.
I avoided to answer questions because
the answer was indefinite and was unexplainable
without any associations with other aspects such
as politics, education, beliefs, culture, society,
economy and art. To present an overall picture
of art reform throughout the post-colonial era, I
could only give examples of art creations based
on an influx of several European schools of art
during the time my country was trying to lay the
basic groundwork for art education in modern
curriculum.
Since 2005, my paintings have always
been associated with challenging questions
about a journey of self-discovery, the originality,
the individuality and the
Westernness. I take a close interest in questions,
e.g. why we have to achieve equality by means
of borrowing Western identities. There is no
denying that we have changed our own identity

Top (left):
Installation view.
Optimism is Ridiculous,
19 April - 31 May 2018,
National Art Gallery, Kuala
Lumpur, Malaysia. Photo
by Pattana Chuenmana
Top (right 1st):
Natee Utarit, Thin Line,
2015, oil on canvas, 80 x
60 cm. Photo courtesy of
the artist.
Top (right 2nd):
Natee Utarit, Conservative
Termination, 2015, oil on
canvas, 40 x 50 cm. Photo
courtesy of the artist.
Top (right 3rd):
Natee Utarit, Black Angel,
2013, oil on linen, 30 x 40
cm. Photo courtesy of the
artist.
Bottom:
Natee Utarit, Wag The Dog,
2013, oil on linen, 80 x
200 cm. Photo courtesy of
the artist.

by assimilating the identity of those in dominant
positions for our own survival during the colonial
era.
In some senses, this process is
tantamount to the use of camouflage for
survival in the animal kingdom. From an artistic
perspective, it is understandable why art and
culture are a first victim succumbed to changes
under these circumstances.
Art is an open window to individual ways
of thinking and inner thoughts, and art
is used as “a mouthpiece” when one desires to
“communicate messages” for selfexpression and
personal viewpoints toward the outside world.
To me, Western art
is more than long-established doctrines and
techniques representative of certain schools
of art. Western art forms have elements of the
Westernness set in the Western context. It comes
as no surprise that my country has integrated the
Western art forms into the formation of cultural
identity in order to transform the nation into
an equally civilized and refined society in the
colonial era.
My works serve a similar purpose as
do still-life paintings of animals created in
accordance with traditional Western art doctrines
as well as convey sarcastic messages full of
paradox and mockery. Conventional systems and
inexplicable vanity are treated with contempt.
They reflect my feelings towards situations in the
colonial era, which have transcended into postcolonialism and the following era to an extent
that I cannot classify. There are mixed feelings
between passive acceptance and strong
denial urged by the inner self. This final
paragraph doesn’t boil down to either a
matter of optimism or pessimism, but it is a
matter of ridiculousness that ends in tragedy and
continues with no end in sight.

Top:
Natee Utarit, Even If Snake
Is Not Poisonous, It Should
Pretend To Be Venomous,
2013, oil on linen,
diameter 50 cm. Photo
courtesy of the artist.
Bottom (left):
Natee Utarit, Innocence is
Underrated, 2013, oil on
linen, 160 x 140 cm. Photo
courtesy of the artist.
Bottom (right):
Natee Utarit, Innocence
is Overrated, 2013, oil on
linen, 200 x 150 cm. Photo
courtesy of the artist.
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Top (left):
Natee Utarit, Innocence
is Overrated, 2012, oil
on linen, 150 x 100 cm.
Photo courtesy of the
artist.
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Top (2nd from left):
Natee Utarit, Optimism
is Ridiculous, 2013, oil
on linen, 180 x 160 cm.
Photo courtesy of the
artist.

Top (3rd from left):
Natee Utarit, Faith and
Doubt, 2013, oil on linen,
160 x 140 cm. Photo
courtesy of the artist.

Top (4th from left):
Natee Utarit, Luxury Purity,
2013, oil on linen, 150 x
100 cm. Photo courtesy
of the artist.

Top (right):
Natee Utarit, Everything is
Politics, 2012, oil on linen,
150 x 200 cm. Photo
courtesy of the artist.

Bottom (left):
Natee Utarit, I Am
Gorgeous, 2013, oil on
linen, 140 x 160 cm.
Photo courtesy of the
artist.

Bottom (2nd from left):
Natee Utarit, Innocence
is Overrated, 2012, Oil
on linen, 170 x 120 cm.
Photo courtesy of the
artist.

Bottom (3rd from left):
Natee Utarit, Are You In
The Game?, 2013, oil
on linen, 200 x 180 cm.
Photo courtesy of the
artist.

Bottom (4th from left):
Natee Utarit, Innocence
is Overrated, 2012, oil
on linen, 170 x 120 cm.
Photo courtesy of the
artist.

Bottom (right):
Natee Utarit, All Things
Truly Wicked Start From
Innocence, 2013, oil on
linen, 130 x 114 cm.
Photo courtesy of the
artist.
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2018.04.26

EVENT

Book Launch of

Natee Utarit:
Optimism is Ridiculous

Right:
Cover of Natee Utarit:
Optimism is Ridiculous,
2018, published by Skira
Editore.
Below:
Installation view. Book
launch of Natee Utarit:
Optimism is Ridiculous, 26
April 2018, LHONG 1919,
Bangkok, Thailand. Photo
by Pattana Chuenmana.

Presented by Tanachira & Richard Koh Fine Art
26 April 2018, 6.30pm
LHONG 1919
Bangkok
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2018.05.05-09.23

GROUP EXHIBITION

Contemporary
Chaos

Anne Samat /
Natee Utarit /
Nadiah Bamadhaj /
Justin Lim /

Curated by Demetrio Paparoni
5 May - 23 September 2018
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Vestfossen KunstLaboratorium
Norway

Spread:
Installation view.
Contemporary Chaos,
5 May - 23 September
2018, Vestfossen
KunstLaboratorium. Photo
by Nina Ansteni.
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Above:
Installation view.
Contemporary Chaos,
5 May - 23 September
2018, Vestfossen
KunstLaboratorium. Photo
by Nina Ansteni.
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Above:
Installation view.
Contemporary Chaos,
5 May - 23 September
2018, Vestfossen
KunstLaboratorium. Photo
by Nina Ansteni.
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2018.05.05-06.16

SOLO EXHIBITION

Lights In
Yeoh Choo Kuan

5 May - 16 June 2018
Tang Contemporary Art
Bangkok
Spread:
Installation view. Yeoh
Choo Kuan, Left Eye
Dominating the Right
Dominant Eye 左导右主,
2018,Oil and lacquer on
linen, 150 x 550cm, 5
panels. Photo courtesy of
Tang Contemporary Art.
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Lights In
Yeoh Choo Kuan
2018
Kuala Lumpur

Left:
Yeoh Choo Kuan, Caress My
Eyeball 眼球摩挲, 2018, Oil
and lacquer on linen, 130 x
158cm. Photo courtesy of
the artist.
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Right:
Installation view. Lights In,
5 May - 16 June 2018, Tang
Contemporary Art, Bangkok,
Thailand. Photo courtesy of
Tang Contemporary Art.

This is my first body of work in 2018,
also the first since moving into a new studio
space. These landscape pieces from Lights
In drew inspiration from the newness of my
immediate surrounding. I observed the condition
of light casted onto the landscape around it,
the dappled lights shone through leaves during
sunset made me consider the language adopted
by impressionist schools to depict light. By
removing the use of brushes, these languages
are reinterpreted through my own mark-making
gestures to address the sensibilities of the
present.
Pared down to its essence, the
movements of light and foliage are conflated
into landscapes and everyday experiences.
These markmaking gestures substitute the short
and broken brush strokes of the impressionists
in an attempt to liberate light from it’s previous
identity, rendering light as a metaphorical force
within a universal experience as a view of my
personal “water-lily pond”.
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Top:
Yeoh Choo Kuan, Feel A
Stare 盯着瞪, 2018, Oil and
lacquer on linen, 120 x 100
cm. Photo courtesy of the
artist.

Top:
Yeoh Choo Kuan, Dark
Curtain 暗帘, 2018, Oil and
lacquer on linen, 158 x 130
cm. Photo courtesy of the
artist.

Bottom:
Yeoh Choo Kuan, Seasoned
Eyes 养眼, 2018, oil and
lacquer on linen, 88 x 88
cm. Photo courtesy of the
artist.

Bottom:
Yeoh Choo Kuan, Super
Spherical Space 超球,
2018, Oil and lacquer on
linen, 158 x 130 cm. Photo
courtesy of the artist.
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Top:
Yeoh Choo Kuan, Twitchy
Twitchy Twitcha Twitch 抽神
搐目, 2018, oil and lacquer
on linen, 100 x 120 cm.
Photo courtesy of the artist.
Bottom:
Yeoh Choo Kuan, To the
Pure Darkness 薄黑, 2018,
oil and lacquer on linen,
100 x 100 cm. Photo
courtesy of the artist.
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Top:
Yeoh Choo Kuan, Sticky
Eyes 眩眵, 2018, oil and
lacquer on linen, 76 x
121.5 cm. Photo courtesy
of the artist.
Bottom:
Yeoh Choo Kuan, Rolled Up
翻, 2018, oil and lacquer on
linen, 120 x 80 cm. Photo
courtesy of the artist.
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2018.05.10-26

GROUP EXHIBITION

Flotsam, Jetsam,
Lagan & Derelict

Haffendi Anaur /
WeiXin Chong /
without appeal
10 - 26 May 2018
A.I. Gallery
London

332

Installation view. Flotsam,
Jetsam, Lagan & Derelict,
10-26 May 2018, A.I.
Gallery, London. Photo
courtesy of A.I. Gallery.
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2018.05.24-06.14

SOLO EXHIBITION

Back to Where
We’ve Never Been
Melissa Tan
24 May - 14 June 2018
Richard Koh Fine Art
Kuala Lumpur

Spread:
Melissa Tan, Back to Where
We’ve Never Been #9, 2018,
found road fragment,
stainless steel, plaster and
Asphaltum lacquer,
24 x 18.5 x 17 cm ; 13.5 x
6.7 x 5 cm ; 39 x 40 x 9 cm.
Photo courtesy of the artist.
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Artist Statement
Melissa Tan
2018
Singapore

Back to where we’ve never been is a
reflection of the urban landscape in Singapore.
Roads, pathways, bridges and features we
encounter during our daily commute undergo
extensive reparation such that it constantly
feels brand new. The constant upgrading of the
island’s infrastructure almost feels as if we are
a self-regenerative city. It is only upon closer
inspection can one see hints of a patchwork
of cement on the sidewalk or the darker shade
of tarmac on the road. With so much change
occurring, it gives a strange sense that the same
ground we tread on might have been grafted
from another land we have never been to before,
making the pathway familiar and yet not so.
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Top:
Melissa Tan, Charlie
and Whiskey I, 2018,
acrylic on watercolor,
paper, compressed foam,
Asphaltum lacquer and
resin, 88 x 66 x 4 cm; 87 x
92 x 6.5 cm. Photo courtesy
of the artist.
Bottom:
Melissa Tan, Charlie
and Whiskey II, 2018,
acrylic on watercolor,
paper, compressed foam,
Asphaltum lacquer and
resin, 144 x 91 x 4.5 cm.
Photo courtesy of the artist.

Installation view. Back to
Where We’ve Never Been,
24 May - 14 June 2018,
Richard Koh Fine Art, Kuala
Lumpur, Malaysia.
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To Dream the Right Shape:
A Conversation Between
Melissa Tan and Samantha Yap

begins to form ruts.
SY: The use of the phonetic alphabet system
to avoid ambiguities and reconfirm information
is quite interesting because the very words
themselves, understood out of context, are quite
ambiguous. On that note of threading familiarity
and unfamiliarity, the ambiguity about what your
work represents is something I find fascinating.
I find myself thinking a lot about science fiction
worlds when I regard the visual properties of
your work, like the coarse obsidian surfaces
or the glimmer of metal in some pieces seem
to resonate with the imagination of far-flung
planets in space. But for this series of works,
your points of references are actually quite
localised. Could you share more about your
references?

2018
Singapore

“Strange to dream in the right shape and build in the wrong shape, but maybe
that is what we do every day, never believing that a dream could tell the truth.”
—Jeanette Winterson,
The Stone Gods

Samantha Yap:
Your chosen exhibition title, Back to
Where We’ve Never Been, conveys a rather
paradoxical situation — returning to a place that
is unknowable or that has become unknowable.
This going “back”, the notion of returning and
revisiting, brought to my mind stories from Boey
Kim Cheng’s Between Stations. Reflecting on
his boyhood and days of travel, Boey’s writing
attempted to reconcile different impressions of
Singapore — the Singapore of his boyhood and
present day Singapore. Reading your exhibition
title in relation to this sense of displacement
made me think about how to “go back to
where we’ve never been” describes a rather
Singaporean condition, to be unfamiliar with a
point of origin and to not recognise “home”.
Melissa Tan:
Yes, there is a rather clear reference to
the local urban landscape in this exhibition
which follows in the trajectory of an earlier work
that was presented in the Singapore Biennale
2016, If you can dream a better world you can
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make a better world or perhaps travel between
them. What interests me is that the city is so
faceted in its composition, a system of parts
from different places brought together to create
a living ideal. The title for the Biennale work also
references this ideal world and how in striving
towards a “utopia”, we are always caught in
between, traversing between this ideal vision
and our present world.
A lot of these concerns are still present
in this new body of work which similarly focuses
on the urban landscape, specifically on roads
and how these roads, pathways, bridges and
features that we encounter everyday undergo
so much reparation that it always feels brand
new. The city almost appears self-regenerative,
what with all the efficient upgrading work done
to its infrastructure. The exhibition title, Back to
Where We’ve Never Been, describes the process
of constructing urban Singapore and how the
materials used in its construction originate
from places that we might never have been
before and then used to repair the potholes and
surfaces of the ground that we tread on.
This sense of uncertainty guided the
creation of the works, like how the paper works
appear to be in a uniform black but on closer
inspection there are patches of an even darker
black in the resin pieces. It’s similar to how I saw
tones on the road, the presence of patches and
shapes in our surroundings. These visual cues in
the work, like colours or patterns, reference the
makeup of our urban landscape and its uncanny
textures. The resin parts of the paper works were
also casted from original rock fragments which
were made into sculptures after, reinforcing a
sense of repetition between the two series and
how they correspond to each other.

Samantha Yap shuffles
between writing and

Right:
Melissa Tan, Sierra’s
Whiskey, 2018, acrylic
on watercolor, paper,
compressed foam,
Asphaltum lacquer and
resin, 86 x 86 x 5.5 cm.
Photo courtesy of the artist.

project management
across the fields of art and
design. She co-founded
the feminist art platform,
Bubble Gum & Death
Metal. She writes about
entangled emotions
and escape routes and
is interested in the
potentialities of feminised
subjects like that of the
witch, cyborg, and magical
girl. Currently, she is

SY: The ambiguity in your exhibition title is
also present in how you choose to name your
works. Text has an interesting relationship
with your work, it is suggestive, but it also
deflects precision. In following the phonetic
alphabet naming system, you appropriated the
radiotelephone language into something that
could also disguise the origins of each piece.
Something telling like South-West becomes
encoded cryptically into Sierra’s Whiskey. It
almost feels like a hidden narrative. Could you
share more about them?

reading English Literature
and Art History at the
Nanyang Technological
University of Singapore.

Left:
Melissa Tan, Back to Where
We’ve Never Been #4, 2018,
found road fragment,
stainless steel, plaster
and Asphaltum lacquer,
26 x 13.5 x 20 cm. Photo
courtesy of the artist.

MT: I enjoy the additional interpretative
dimensions that text lends to my works. The
NATO (North Atlantic Treaty Organisation)
phonetic alphabet system is interesting because
it’s used to get message and information across
clearly, but for those who aren’t aware of the key,
like how A is communicated as Alpha and B as
Bravo, the system just appears to be referring to
a person’s name or a place. I saw this language
as one that disguises and clarifies, it presented a
strange kind of ambiguity that I enjoyed.
Initially there was some consideration to
title the works more explicitly, after the regions
they corresponded to but that seemed a little
too obvious. Another reason why I decided on
this way of naming was how the city’s orderly
methods of repairing itself echoed the orderly
language of the military and its systematic
organisation of people, data and information.
Singapore is quite the selfdiagnosing nation,
there is even a Pavement Management
System that monitors and schedules the road
maintenance island wide before the road surface

MT: It’s nice that you brought up the textures
of the work. I was hoping that the repetition of
shapes from the found road fragments to the
paper pieces and the restriction of colours would
help emphasise the patterns that recur across
the two series.
I began with found road fragments
and images of areas where road constructions
were taking place around Singapore, in areas
such as Woodlands, Bukit Timah and Geylang.
For instance, the construction site that I
photographed in Woodlands is rather fractured.
As large vehicles regularly enter the site,
concrete was probably used to level the road as
a temporary solution. I liked the fractures in the
ground and used the image to create a silkscreen
that would be printed in black onto the paper
works. For the white patterns, they came from a
site in Mountbatten.
The form of the paper pieces follow after
the boundaries that expressways form in the
Singapore map so most of the pieces correspond
to specific regions. I’m interested in these
features of the urban landscape, how pathways,
roads and bridges are intended to bring people
together and help us get from one location to
the other efficiently but they also demarcate and
keep us apart. The expressways on the map that
delineated the boundaries of a specific region is
also a way of sectioning the city.
SY: You reference two different representations
of the locality in your work. With the map, you
get a macrocosmic view and an official diagram
and with the ground, you get textures marked
not only by state intervention and upgrading but
also by everyday life.
MT: Yes, I do try to combine these two
perspectives. Form and patterns taken from the
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two perspectives are brought together in my
works and they’re perhaps the most important
element as I am trying to get a sense of the
shape of the city. I am interested in exploring
the shaping of the landscape and the city.
SY: I know we talked about our interest in
science fiction and I’m sneaking this in, but I
do see your works as following in the spirit of
science fiction in the remaking of new worlds
or vistas. In Whiskey, the demarcated shape of
the western region on the Singapore map forms
the basis of a new sculptural entity. Aspects
of the locality, like its shape on the map and
its impressions and textures, are translated
into your works and made anew. This thread of
translation is something I picked up with your
previous works too. In the case of The Live-esque
Stone That Sings, you created a cast of rocks
that is like a pin drum, allowing for texture to
translate into sound. With translation, there is
also the persistent question of fidelity to the
source material. Do you feel like you are moving
further away from where the work first started?
What is the relationship between your works and
the original sites that you referenced?
MT: I agree as well that the combination of the
impressions, textures and the action of adding,
reducing forms all alter the “original material”.
In terms of process, this body of work is very
different from The Live-esque Stone That Sings.
Even though both works retain the texture of
the source material, with the latter, there was
a different set of concerns. I was attempting
to construct a system of objects that did not
privilege human mastery so there was a definite
need to stay true to the point of origin and to
“nature”.
For this current work, the process of
repetition, in translating the various shapes
and patterns across different processes like

photographing, casting, as well as drawing
using AutoCAD, have transmuted them so
much. I wanted to learn to use the software
AutoCAD to draw and trace the road patterns
from photographs in order to laser cut metal.
But using this software also proved to be just as
time consuming as tracing the photograph by
hand since AutoCAD’s tools are structural. This
made the process of contouring organic lines
more difficult because it was not as seamless. In
a sense, tracing and lifting the patterns from the
photograph was another translation, whereby
some details became lost again.
In combining these different
“translations”, the resulting work feels quite
distinct from where I first started, something
quite new but it does hold a suggestion or the
outline of its origin.
Some of the paper works also share
the same area, such as November’s Echo I and
November’s Echo II (referencing North and East
regions), Charlie and Whiskey I and Charlie
and Whiskey II (referencing Central and West
regions). Even though there are overlaps, visually

Top:
Melissa Tan, The Shape
of Things to Come, 2018,
acrylic on watercolor,
paper, compressed foam,
Asphaltum lacquer and
resin, 195 x 111.5 x 4.9 cm.
Photo courtesy of the artist.
Upper middle:
Melissa Tan, November’s
Echo II, 2018, acrylic
on watercolor, paper,
compressed foam,
Asphaltum lacquer and
resin, 101 x 84.5 x 5.2 cm.
Photo courtesy of the artist.

Left:
Melissa Tan, Back to Where
We’ve Never Been #6, 2018,
found road fragment,
stainless steel, plaster and
Asphaltum lacquer, 33
x 16.7 x 19.5 cm. Photo
courtesy of the artist.
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Lower middle:
Melissa Tan, November’s
Echo I, 2018, acrylic
on watercolor, paper,
compressed foam,
Asphaltum lacquer and
resin, 111 x 85.6 x 6 cm.
Photo courtesy of the artist.
Bottom:
Melissa Tan, Whiskey, 2018,
acrylic on watercolor,
paper, compressed foam,
Asphaltum lacquer and
resin, 40 x 49.5 x 4.8 cm.
Photo courtesy of the artist.
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November’s Echo I and November’s Echo II do
not share much resemblance. They’re dissimilar
kins. Also, by chance, in the phonetic alphabet,
the code word assigned to “E” is “Echo”. “Echo”
comes up a few times over the works and I think
it’s a good way to characterise the relationship
between my works and their original sites. It’s
like an echo, there is a sense of repetition and a
suggestion of similarity but it’s not really a copy
or a duplicate.
SY: Your works echo impressions of local
urbanity, like the uneven texture of the roadside
or other markings caught on the gravel or
bitumen. Although they reference Singaporean
localities, they may still be difficult to recognise.
How important is it for viewers to be able to
identify what they’re seeing?

an alternate timeline.
For me, my artmaking process is shifting,
but it always holds ties to a language that I
am able to access or to begin with and that is
perhaps the language of textures and patterns.
For this series of works, I started with shapes,
lines, patterns and I suppose it goes back to my
training as a painter as that was how I was taught
to begin with visually. Speaking of patterns, it
reminds me of something from the television
show Fringe. The characters are always sharing
how there is a pattern to everything. This pattern
refers to a sequence that can be observed and
maybe even understood as they try to make
sense of the world around them. I think that I am
also similarly drawn to finding connections and
linking narratives together to create or unearth
shared trajectories.

MT: It’s true that with the paper pieces, it’s hard
to draw the connection between their shape and
the demarcations on the map. Although most
people may recognise the shapes of continents, I
chose the shapes marked out by the boundaries
of the expressways so that is a form that’s
less familiar. At the same time, there are also
visual cues to read the work and pinpoint its
references. Perhaps that’s why it’s important for
the works in the show to be read in relation to
one another. Between the paper pieces and the
road fragment sculptures, there is a repetition
of textures. The textures of the road fragment
sculptures echo the patterns of the paper pieces.
The choice of using black asphalt lacquer to coat
all the works also made them more reminiscent
of roads.
SY: You highlighted patterns as a crucial
element of your work. I can see why patterns
are central to your work, a rock’s texture reveals
much about how it is formed. A study of urban
textures also provides clues to points of origins.
In reinterpreting the textures you found, you
are also re-articulating a new kind of origin, to
go “back to where we never came from”. At the
same time, this interest in representing and
exploring textures recurs in your practice. Why
the interest in patterns?
MT: I really like that you mentioned a rock’s
texture is telling of its formation. It allows us to
speculate its formation and trace this passage
of time that we can never return to. In a way,
it is a kind of “uchronia”, an unspecified and
hypothetical point of time, a place that can only
be traversed through imagination. This goes back
to my interest in exploring parallel worlds. Like
what you said, reinterpreting the textures is also
a way of conjuring up a new origin, almost like
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Top:
Melissa Tan, Back to Where
We’ve Never Been #2, 2018,
found road fragment,
stainless steel, plaster and
Asphaltum lacquer, 24.5
x 12 x 13.5 cm cm. Photo
courtesy of the artist.
Middle:
Melissa Tan, Back to Where
We’ve Never Been #3, 2018,
found road fragment,
stainless steel, plaster and
Asphaltum lacquer, 30 x 17
x 18 cm. Photo courtesy of
the artist.
Bottom:
Melissa Tan, Back to Where
We’ve Never Been #1, 2018,
found road fragment,
stainless steel, plaster and
Asphaltum lacquer, 15.5 x
9 x 10 cm. Photo courtesy
of the artist.

Top:
Melissa Tan, Back to Where
We’ve Never Been #7, 2018,
found road fragment,
stainless steel, plaster and
Asphaltum lacquer, 42.8
x 22.5 x 30.6 cm. Photo
courtesy of the artist.

Bottom (left):
Melissa Tan, Back to Where
We’ve Never Been #5, 2018,
found road fragment,
stainless steel, plaster
and Asphaltum lacquer,
23.8 x 12 x 21.4 cm. Photo
courtesy of the artist.

Bottom (right):
Melissa Tan, Back to Where
We’ve Never Been #8, 2018,
found road fragment,
stainless steel, plaster and
Asphaltum lacquer, 28.5 x
25 x 18 cm. Photo courtesy
of the artist.
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Melissa Tan, 3 Juno, 2017,
acrylic on watercolour
paper, mild steel and
compressed foam, 8 x 49.5
x 90 cm. Photo courtesy of
the artist.
Private collection.
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VOLTA 14
11-16 June 2018
Booth A05
Elsässerstrasse 215
Basel
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Haffendi Anuar /
Justin Lim /
Yeoh Choo Kuan
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Top (left):
Haffendi Anuar, Steps and
Corridor II, 2018, oil and
acrylic on canvas, 50 x 45
x 3 cm. Photo courtesy of
the artist.
Top (right):
Haffendi Anuar, Succulent
Flowers, 2018, oil and
acrylic on canvas, 50 x 45
x 3 cm. Photo courtesy of
the artist.
Middle (left):
Haffendi Anuar, Fresh
Diamond, 2018, oil and
acrylic on canvas, 50 x 45
x 3 cm. Photo courtesy of
the artist.
Middle (right):
Haffendi Anuar, Steps and
Corridor I, 2018, oil and
acrylic on canvas, 50 x 45
x 3 cm. Photo courtesy of
the artist.
Bottom:
Haffendi Anuar, Mud
Monuments, 2018, oil and
acrylic on canvas, 50 x 45
x 3 cm. Photo courtesy of
the artist.

Artist Statement
Haffendi Anuar
2018

Top (left):
Haffendi Anuar, Eyeballs and
Stripes, 2018, oil and acrylic
on canvas, 65 x 45 x 3.5 cm.
Photo courtesy of the artist.
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Top (right):
Haffendi Anuar, Labyrinth,
2018, oil and acrylic on
canvas, 65 x 45 x 3.5 cm.
Photo courtesy of the artist.

Bottom (left):
Haffendi Anuar, Vision 2020,
2018, oil and acrylic on
canvas, 65 x 45 x 3.5 cm.
Photo courtesy of the artist.

Bottom (right):
Haffendi Anuar, Part-timer,
2018, oil and acrylic on
canvas, 65 x 45 x 3.5 cm.
Photo courtesy of the artist.

Within my practice, object-based thinking
takes a central role in the way I navigate ideas
and material exploration. In between, I would
occasionally paint as resting periods to the more
physically rigorous and procedural processes of
sculpting. The paintings produced are usually
intimate and small and are done in acrylic and
oil. The images emerge through an organic and
primordial process of layering painted shapes
and mark-making, without prior planning and
fluctuate between figuration and abstraction.
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Top:
Justin Lim, Bouquet, 2018,
acrylic and ink on canvas
collage, 61 cm diameter.
Photo courtesy of the artist.
Middle:
Justin Lim, Web of Flowers,
2018, acrylic and ink on
canvas collage, 61 cm
diameter. Photo courtesy
of the artist.
Bottom:
Justin Lim, Flowerbombs,
2018, acrylic and ink on
canvas collage, 61 cm
diameter. Photo courtesy
of the artist.

Top:
Justin Lim, The Listening
Plant, 2018, acrylic and ink
on canvas collage, 61 cm
diameter. Photo courtesy
of the artist.
Middle:
Justin Lim, Bouquet #2,
2018, acrylic and ink on
canvas collage, 61 cm
diameter. Photo courtesy
of the artist.
Bottom:
Justin Lim, We All Change,
2018, acrylic and ink on
canvas collage, 61 cm
diameter. Photo courtesy
of the artist.

Artist Statement

Justin Lim
2018

The ‘Faux Paradise’ series were built from
image fragments. These images were collected,
painted, cut-out and combined into a collage
of compositions as a metaphorical response
towards my observations of contemporary
society. Botanical imagery serve as an analogy
of creation, cosmic renewal and the ‘primordial
purity’ in relation to the concept of death and
decay paving way for rejuvenation and renewal.
This body of work was inspired by Eastern
philosophy in addressing the interconnectedness
of opposing forces within the natural world.
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Top:
Yeoh Choo Kuan, Fog
Disruption, 2018, oil and
lacquer on linen, 60 x 80 cm.
Photo courtesy of the artist.

Top:
Yeoh Choo Kuan, Low
Visibility, 2018, oil and
lacquer on linen, 60 x 80 cm.
Photo courtesy of the artist.

Bottom:
Yeoh Choo Kuan, Gusty
Wind, 2018, oil and lacquer
on linen, 60 x 80 cm. Photo
courtesy of the artist.

Bottom:
Yeoh Choo Kuan, Speed
Hump, 2018, oil and lacquer
on linen, 60 x 80 cm. Photo
courtesy of the artist.
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Facebook AIR

June 2018

Facebook HQ
Singapore
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Above:
Installation view.
Commisioned project for
Facebook HD,Singapore.
Photo by Matin Latif, photo
courtesy of Facebook AIR.

Haffendi Anuar
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Ravaged

2018.06.07-08.19

SOLO EXHIBITION

Nadiah Bamadhaj
7 June - 19 August 2018
Chambers Fine Art
New York
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Below:
Nadiah Bamadhaj, Ravaged
II, 2018, charcoal on paper
collage and digital print, 184
x 68 cm. Photo courtesy of
the artist.

Artist Statement
The series of 8 works entitled Ravaged
combines charcoal on paper collage drawings
and digital images. The drawing component
are portraits of individuals I have interviewed
from an organization in Indonesia called the
Yogyakarta’s Transgender Extended Family or
KEBAYA, where I have worked as a volunteer
since 2016. This is a homeless shelter for trans
and cisgender people, run by three Indonesian
transwomen. These portraits are combined
with photographic images by Indonesian
photojournalist Dwi Oblo, capturing particular
dramatics and serene moments that are relevant
to the lives of those depicted in the portraits.
Conceptually Ravaged responds directly
to a political phenomenon in Indonesia. At the
moment, there is an opposition movement trying
to destabilize the current ruling government
by politicizing LGBTIQ issues in Indonesia. One
method is creating institutionalized fear and
hatred towards LGBTIQ communities by using
Islamic doctrine as the unchallengeable means
to do so in this Muslim majority Indonesia.
There is also a bill being currently debated
in parliament to criminalize LGBTIQ activities
and organizations. The result of this political

Nadiah Bamadhaj
May 2018

movement has resulted in an increase of rape,
assaults and economic crisis within LGBTIQ
communities. It is estimated that in the run up
towards presidential election in 2019, that this
situation will get worse before it gets better.
Ravaged is my attempt to highlight what
is going on within the LGBTIQ community in
Indonesia, focusing on one group, Yogyakarta’s
Transgender Extended Family or KEBAYA. The
people I have met there live complicated lives
full of emotional burden and shame as a result
of existing on the margins of an increasingly
conservative society. I have used a familiar
element from my previous work, the Medusa,
which has been a part of my practice since
2008. In Greek mythology Medusa is turned
to stone by Athena after being raped by Zeus.
I have always depicted my Medusa figures as
those experiencing an injustice, forced upon
them by a higher power. The LGBTIQ community
in Indonesia at the moment is experiencing
just that. The Medusa element in this work is
an expression of the anxiety of those I have
portrayed in this series. The corresponding
digital images allude to the stories of their lives,
their hopes, fears and yearnings.
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Installation view. Ravaged,
27 June - 19 August 2018,
Chambers Fine Art, New York.
Photo courtesy of Chambers
Fine Art.
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Top:
Nadiah Bamadhaj, Ravaged I,
2018, charcoal on paper collage
and digital print, 184 x 68 cm.
Photo courtesy of the artist.
Bottom:
Nadiah Bamadhaj, Ravaged IV,
2018, charcoal on paper collage
and digital print, 149 x 60 cm.
Photo courtesy of the artist.
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Installation view. Ravaged,
27 June - 19 August 2018,
Chambers Fine Art, New York.
Photo courtesy of Chambers
Fine Art.
Opposite (top):
Nadiah Bamadhaj, Ravaged
III, 2018, charcoal on paper
collage and digital print, 149
x 60 cm. Photo courtesy of
the artist.
Opposite (center):
Nadiah Bamadhaj, Ravaged
V, 2018, charcoal on paper
collage and digital print, 149
x 60 cm. Photo courtesy of
the artist.
Opposite (bottom):
Nadiah Bamadhaj, Ravaged
VI, 2018, charcoal on paper
collage and digital print, 149
x 60 cm. Photo courtesy of
the artist.
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2018.06.24-07.14

SOLO EXHIBITION

Vortex
Faizal Yunus
24 June - 14 July 2018
Richard Koh Fine Art
Kuala Lumpur
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Artist Statement

Pollution started with an act causing land,
air, water and other parts of the environment
dirty and hazardous for all creatures and
mankind. According to the World Health
Organization (WHO) [2018], an estimated 12.6
million people died as a result of living or
working in an unhealthy environment in 2012
– nearly 1 in 4 of total global deaths, according
to new estimates from WHO. Based from an
article from Circle of Blue [2017], study finds
that water pollution caused 1.8 million deaths
in 2015 and as reported by National Oceanic
and Atmospheric Administration (NOAA), 80% of
pollution in marine environment comes from the
land through sources like runoff.
These facts bring me to the Pacific Trash
Vortex issue. Often we see on film, the character
has put a message in a bottle and cast it out
to sea, hoping it would someday reach land. It
makes me imagine that if they try to do it with
a plastic bottle in real life, the message will
probably end up in the middle of the Pacific
Ocean, merging with a huge collection of trash
known as the Plastic Vortex. It’s an accumulation
of plastics on the Pacific which the source may
come from the land, seafaring vessels or oil
platforms and it was caused by two point of
whirling mass water in the Pacific Ocean. Hence,
based on this issue that was caused by the
vortex phenomenon, I am inspired and came
out with the series Vortex where I combine the
issue and phenomenon of these elements as the
inspiration.
Using the materials from plastic,
construction nets, oil and water, I combine all
the elements associated with this phenomenon,
the cause and subject of the issue is transferred
with elements in my own vision into a physical
format through my body of work. The emerged
subject on each of my art piece was made from
foam and construction net, a reflection of the
island of trash that dominates, the ariel view of
the floor pieces allows the audience to evaluate
the body of work from a different perspective
– a resemblance of the large amounts of waste
stranded on the Pacific Ocean that is now bigger
than Alaska.
As quoted by Moncy Barbour, “Let the
blue sky meet the blue sea and all is blue for a
time”. We often associate the color of blue as a
symbol of sky and water. With the heavy use of
blue set against the color of nature, I remind the
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Faizal Yunus
June 2018

audience of the movements of nature and the
relationships that exist within the environment,
while the fluorescent colors are used to indicate
the threats that caused pollution.
Vortex is my journey in finding a different
perspective and causes of my action, it is a
journey to discover the truth and an inspiration
to challenge my capability to explore within.
This presentation is to challenge the viewer’s
perspective through a different mode of
presentation. Vortex is my poetic statement on
the current state of pollution and our role in the
undoing of landscape.

Left:
Faizal Yunus, Petrichor,
2018, oil, lacquer, net
and Polyurethane foam
on canvas, 122 x 102 cm.
Photo courtesy of the artist.
Right:
Faizal Yunus, Clinquant,
2018, oil, lacquer, net
and Polyurethane foam
on canvas, 122 x 102 cm.
Photo courtesy of the artist.
Bottom:
Faizal Yunus, Pale Fire,
2018, oil, lacquer, net
and Polyurethane foam
on canvas, 182 x 365 cm,
triptych. Photo courtesy of
the artist.
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Top (left):
Faizal Yunus, Pacific Vortex VII, 2018,
oil, lacquer, net and Polyurethane foam
on canvas, 120 cm diameter x 5 cm.
Photo courtesy of the artist.
Top (right):
Faizal Yunus, Pacific Vortex IX, 2018, oil,
lacquer, net and Polyurethane foam on
canvas, 75 cm diameter x 5 cm. Photo
courtesy of the artist.

Vortex

Haffendi Anuar
June 2018
Kuala Lumpur

Center:
Faizal Yunus, Pacific Vortex II, 2018, oil,
lacquer, net and Polyurethane foam on
canvas, 86.5 cm diameter x 5 cm. Photo
courtesy of the artist.
Bottom (left):
Faizal Yunus, Pacific Vortex V, 2018, oil,
lacquer, net and Polyurethane foam on
canvas, 109 cm diameter x 5 cm. Photo
courtesy of the artist.
Bottom (right):
Faizal Yunus, Pacific Vortex IV, 2018, oil,
lacquer, net and Polyurethane foam on
canvas, 98 cm diameter x 5 cm. Photo
courtesy of the artist.

Once a year, on the second day of Eid
al-Fitr celebration, my siblings and I would do
our nocturnal activity of catching small aquatic
crabs on the beach of Port Dickon (PD), a small
coastal town in Negeri Sembilan and about 30
minutes from Seremban. As a group, we have
been “hunting” for small crustaceans in the
shallow tidal pools for years and is a way for us
to escape the boredom caused by the holiday
season. Armed with fishing nets, buckets and
flashlights, we would usually start our endeavour
at midnight and end at about 3 a.m. As a typical
urbanite, this activity would be one of the
very few close encounters with the “wilds of
nature” that I would have and surprisingly this
year, I witnessed a significant decrease in haul.
Previously, we would get roughly 20 crabs,
but instead we caught less than half of that.
Furthermore, during our earlier outings, we
would also spot other sea life such as young
squids and juvenile puffer fishes swimming
happily in the waters of the low tide, but none
this year. It is obvious from the pieces of trash
and sludge found on the beach and the decrease
in sea life that the sea is not doing so well.
The statement that accompanies Faizal
Yunus’s (b. 1989) current series of mixedmedia paintings titled ‘Vortex’ (2018) states
that pollution, especially water pollution, has
been the catalyst to develop this body of work.
The artist quotes a 2016 study by the World
Health Organization (WHO) which states that
12.6 million people have died as a result of
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living or working in polluted or unhealthy
environments, and that another study by Circle
of Blue (2017) has found that water pollution
alone has caused roughly 1.8 million deaths
in 2015. Relying on cold statistics alone, one
could deduce that pollution not only affects sea
life but also ends human life. The artist through
the approach of process and material-based
abstraction explores this somewhat grave issue.
The works either created individually or in series
are both sculptural and painterly as the artist
employs a variety of construction and imagemaking techniques, such as spray painting onto
wet surfaces or at an angle, to pouring diluted
paint to articulate the subject. Furthermore, the
material composite of these works also aptly
articulates the topic such as pieces of plastic,
water, construction net and polyurethane, which
are either common everyday materials or debris
from human life.
In the previously mentioned artist
statement, Faizal has stated that through his
research on environmental issues, the Pacific
Trash Vortex or Great Pacific garbage patch has
increasingly interest him. This gigantic floating
garbage patch in the middle of the ocean was
discovered between 1985 and 1988 and is
characterized by the exceptionally high relative
pelagic density of plastic, chemical sludge, and
other debris that have been confined by the
currents of the North Pacific Gyre. It is a thin
slushy layer of disparate thrash on the water
surface, often microscopic and at times elude
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the detection of satellite imagery. A 2016 article
by Sarah Kaplan published in the Washington
Post titled “By 2050, there will be more plastic
than fish in the world’s oceans, says study”
describes the harrowing depletion of aquatic
wildlife and the rise of plastic materials in our
waters. She describes them as coagulating
“into great floating “garbage patches”. Artificial
materials are choking sea life, with incidences
of plastic pieces ending in the bodies of animals
such as whales and birds and eventually killing
them. The artworks in ‘Vortex’ reimagines the
hazardous “artificial islands” by recreating
them using industrial expandable foam or spray
foam held together with wire-mesh, producing
“bodies” that protrude from the canvas surface.
The foam constructions are also painted with
fluorescent hues, applied from varying angles,
emphasizing the ridges and contours. The visual
affect of this technique also generates artificial
shadows and highlights while flattening or
blending other parts, creating uneven spatial
readings for the eye. Visually they appear like
trippy satellite images or bird-eye views of
bizarre candy colored landscapes. Resonating
with images of geological structures, some
echo islands and archipelagoes while others,
desert landscapes with deformed dunes and
pregnant landfills. Strangely organic and artificial
simultaneously, the works with their garish
colors could be visually interpreted as both
seductive and repulsive, like colorful crystals or
mouldy cheese.
In Faizal’s previous series titled ‘Matrix’
(2016), the artist also explored the methods of
process-based abstraction and experimented
with unconventional printing techniques by
employing an expanded language of media.
Using an eclectic range of materials that the
artist sourced from his home and studio such as
folded cardboard, bubble wrap, leftover cling
wrap, pieces of strings and plastic as printing
matrixes, it was an economical and immediate
approach to creating images which challenged
the rigid procedural methods of traditional
printmaking. It was also a way for the artist to
ease into the often-arduous process of starting a
new painting. The printed artworks in the ‘Matrix’
are visually textured, with indistinct and abstract
shapes obtained from the imprinted materials
combined into dynamic compositions. Though
they were constructed through the process of
investigating the tactile properties of varying
materials, the final works produced were flat
pictures which evidently differ from the highly
tactile and sculptural works in ‘Vortex’. Moreover,
a number of works in the format of tondos are
placed onto custom-produced pedestals that
echo the design of period furniture legs, turning
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these paintings into freestanding sculptures and
literal islands adrift within the gallery space.
Faizal, through ‘Vortex’ aims to raise
awareness on the critical and urgent dialogue
on the state of the natural world and the human
impact on the planet. Through this exhibition in
Kuala Lumpur, he is highlighting a global concern
to a local audience. Strategically, instead on
creating works that document changes in the
natural environments caused by irresponsible
human interventions as a way to illustrate
before and after affects, the artist imaginatively
attempts to conjure the ‘alien’ in the everyday
through the materials used, softly reminding
us of that Facebook post that we had quickly
skimmed through that had happened in that
far part of the world, yet feels too distant to
do contribute than to hit ‘like’. It is also the
artist’s attempt to expand on the concerns of his
practice, whether in this day an age, abstraction
and formalism as a language in art could still be
a viable carrier for efforts and change beyond
merely referencing itself, highlighting in a
genuine way, environmental and social issues.
P.S. - I think in a way, other than pollution, my
sibling’s annual activity of catching crabs would
have in a small way contributed to this decrease
in the crab population of that certain beach in
PD and vow to have this year be the last.

Below (top):
Faizal Yunus, The Great
Barrier Reef I, 2018,
oil, lacquer, net and
Polyurethane foam on
canvas, 92 x 140 cm. Photo
courtesy of the artist.
Below (bottom):
Faizal Yunus, The Great
Barrier Reef II, 2018,
oil, lacquer, net and
Polyurethane foam on
canvas, 94 x 145 cm. Photo
courtesy of the artist.

Top (left):
Faizal Yunus, Pacific Vortex X, 2018, oil,
lacquer, net and Polyurethane foam on
canvas, 75 cm diameter x 5 cm. Photo
courtesy of the artist.
Top (right):
Faizal Yunus, Pacific Vortex I, 2018, oil,
lacquer, net and Polyurethane foam on
canvas, 86.5 cm diameter x 5 cm. Photo
courtesy of the artist.
Top (right):
Faizal Yunus, Pacific Vortex VI, 2018, oil,
lacquer, net and Polyurethane foam on
canvas, 120 cm diameter x 5 cm. Photo
courtesy of the artist.
Center:
Faizal Yunus, Pacific Vortex III, 2018, oil,
lacquer, net and Polyurethane foam on
canvas, 98 cm diameter x 5 cm. Photo
courtesy of the artist.
Bottom:
Faizal Yunus, Pacific Vortex VIII, 2018,
oil, lacquer, net and Polyurethane foam
on canvas, 120 cm diameter x 5 cm.
Photo courtesy of the artist.
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Above:
Faizal Yunus, Summit, 2018,
oil, lacquer, fabric dye, net and
Polyurethane foam on canvas,
213 x 330 cm, triptych. Photo
courtesy of the artist.
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Top:
Faizal Yunus, Pink Bush,
2018, oil, lacquer, net and
Polyurethane foam on
canvas, 70 x 60 cm. Photo
courtesy of the artist.

Middle:
Faizal Yunus, Turtle Grass,
2018, oil, lacquer, net and
Polyurethane foam on
canvas, 50 x 60 cm. Photo
courtesy of the artist.

Bottom:
Faizal Yunus, Branching
Anemone, 2018,
oil, lacquer, net and
Polyurethane foam on
canvas, 80 x 60 cm. Photo
courtesy of the artist.
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View
from the
Tower

2018.06.30-07.31

SOLO EXHIBITION

Natee Utarit
30 June - 31 July 2018
Richard Koh Projects
Bangkok
Installation view. View from
the Tower, 30 June - 31 July
2018, Richard Koh Projetcs,
Bangkok, Thailand.
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View from the Tower:
Ordinary, Old Landscapes
Natee Utarit
November 2, 2017
Bangkok

I’ve been painting landscapes for the
past twenty years. And in all that time, I’ve
never thought of landscapes as something
simple, or something strictly for art students
or amateur weekend painters, which is the
general perception. Landscapes are hard –
harder, at least, than portraits. There are more
variables involved in landscape painting. It’s
more complex. And most of all, there’s no way
that painters can bargain or negotiate with a
landscape like they can with the subject of a
portrait.
Landscape painting is a matter of true
seeing – of pure seeing – because the landscape
in front of us is there to tell us how to think or
feel about it.
The last landscapes I painted were images
of what I could see from the windows of my
studio. In only two or three of them did I include
the ground below on the same plane as the
landscape. But all the paintings involved looking
around my usual work space.
These landscapes from the windows
of my studio are some of the most familiar
and most ordinary paintings I’ve done. Before
this, I was never tempted to try and convey
any of my thoughts or ideas through ordinary
landscape paintings like these. It is not easy
to explain what this ordinariness consists of.
There’s nothing particularly interesting about
these pictures. Nothing outstanding. They’re
not connected to any narrative. They’re just
images of a not particularly picturesque part of
Bangkok – evidence, I suppose, of the failure of
urban planning. They are scenes I’ve become
accustomed to seeing over the past few decades.
All around me there are landscapes like these,
and if I think about it, I like them.
I used to dream about painting
landscapes like the ones I saw in European
paintings back when I was an art student thirty
years ago. My art history teachers would show us
slides of the places that served as the subjects
of the paintings. Back then, I was completely
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infatuated with western paintings. They all
seemed so beautiful to me: the cypress trees
in Impressionist works, the sturdy oaks in 17th
century Dutch landscape paintings. They were
magical. There were hills and valleys, differences
in elevation, so unlike the flat vistas of Thailand’s
central plains, which figured in the landscapes
of Prakit Buabut and M.L. Poom Malakul. From
my perspective then, I could not understand
why anyone would choose to paint coconut
trees with their straight, vertical trunks and
jagged fronds radiating out from the center. It
didn’t matter how they were painted; they just
couldn’t be beautiful. Banana trees were every
bit as bad. There was nothing very solid about
their form, and there was no particular shape to
the arrangement of leaves. And worse than that
even was the sky. I had never seen a vast blue
sky in my entire life. The skies I was used to were
a pale bluish gray. They were hardly a color at
all. And the clouds had no shape worth painting.
That’s basically what I thought back in the
1980s. It all sounds pretty funny now, doesn’t it?
But in the years that followed, those kinds
of landscapes that I didn’t like began showing
up in my work. Images of places around me – the
neighbourhood where I lived – first appeared
in landscapes I completed in 1999. I painted
a series of 36 paintings of places around my

Opposite:
Installation view. View from
the Tower, 30 June - 31 July
2018, Richard Koh Projetcs,
Bangkok, Thailand.
Above:
Natee Utarit, Leaning House
Near the Pond, 2017, oil on
canvas, 62 x 80 cm. Photo
courtesy of the artist.

house, the streets and other places nearby.
One for every exposure on the roll of film in my
camera. I don’t really remember why I used the
pictures I’d taken as the basis for my paintings.
All I remember is I painted a series of street
scenes with shops, row houses, and unfinished
lanes and alleyways. I painted the neglected
trees on the sides of streets. I even painted
banana trees and coconut palms. A sculptor
friend of mine told me that my landscapes were
a true portrait of Bangkok, and I have to say I
think he was right.
Not long after that, I painted other scenes
of Bangkok. I painted pictures of railway depots,
a jumble of houses, even the weeds along the
sides of the road. All of these things figured in
my paintings for a number of years. I became
someone who enjoyed introducing these
ordinary landscapes into my work. It wasn’t long
after this that I realized that what seemed so
ordinary, so elemental, so devoid of anything
special, had become an important element in
many of my paintings.
As I said at the outset, these particular
landscapes are views outside the windows of
my studio. I painted scenes out of almost every
window. It’s a good thing that my studio is on
one of the upper floors of a rather tall building;
otherwise I wouldn’t have had much of a view
of anything around me. I chose the images
from windows I was most familiar with; scenes
so ordinary and so familiar, in fact, that I could
close my eyes and still almost see them in their
entirety. I know it sounds as though painting
these scenes were easy, but once I set to work
on them, it turned out to be anything but. Those
landscapes that I thought I knew like the back of
my hand contained lots of details that I hadn’t
really noticed until I started to paint. The little
hospital on the edge of the pond. The ashoka
trees in the neighbourhood. Nothing turned

out to be exactly the same as all those times I’d
walked by and seen them through the window.
Things had changed, principally because my
reason for seeing had changed. I was no longer
seeing things as just part of a familiar landscape.
I was seeing things as content for a landscape
painting.
The fact that what I had been seeing was
in the process of becoming a landscape painting
meant that my perception of the image there in
front of me found connections with a lot of other
complex things. Ordinariness was transformed
into something on a par with extra-ordinariness
or even with strangeness. I was aware of how
constant movement changed even the smallest
things in ways that I had never noticed before.
And of course, I became aware of how paintings
by artists I admired insinuated themselves into
the landscapes I was seeing. Landscapes change
all the time. Throughout the whole process of
seeing, they are constantly changing. They are
never what they were just a moment before. The
things I saw moved in time with every second
that passed, and in the end, I couldn’t help
but believe that the landscape paintings I was
working on were actually a record of that truth.
Landscape paintings are different from
landscape photographs. Painting, because of
the lengthier process involved, lives for a longer
period of time. And even though a painting and
a photograph may converge in their depiction
of a landscape momentarily frozen in time,
the varied and more complex relations with
the changes taking place in front of us give a
landscape painting a stronger connection with
the truth. Landscape painting, from the very first
moment that work began, when I look at the reallife scene that will be the subject matter of my
painting, to the very last instant, when the work
is completed, arises and evolves in time with
changes in the natural world in front of me. You
might say that I learned the true meaning of time
from the phenomenon of seeing and from the
act of painting.
All the paintings of the scenes that I
saw from the windows of my studio may reflect
something basic about the nature of painting in
the world of centuries past, in that the painting
and the frame function as metaphors for the act
of looking out the window and onto the world
outside. But for me, these landscape paintings
manage to acquire a meaning that derives from
the way in which they reflect on the world inside
myself.
The meaning that a landscape painting
has for me is in its relation to this interior world;
it is no longer a representation of the natural
world that is present in front of me.
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Top (left):
Natee Utarit, Window 2,
2nd floor / Blue Roof, 2017,
oil on canvas, 58 x 68 cm.
Photo courtesy of the artist.
Top (middle):
Natee Utarit, El Greco Sky,
2017, oil on canvas, 68 x
57.5 cm. Photo courtesy of
the artist.
Top (right):
Natee Utarit, Stormy
Monday, 2017, oil on
canvas, 58 x 68 cm. Photo
courtesy of the artist.
Bottom (left):
Natee Utarit, St. Gabriel
Trees, 2017, oil on linen, 59
x 44.5 cm. Photo courtesy
of the artist.
Bottom (middle):
Natee Utarit, Pond Side,
2017, oil on linen, 60 x 80
cm. Photo courtesy of the
artist.
Bottom (right):
Natee Utarit, Justice House
with Light Blue Awning,
2017, oil on linen, 69.5 x
59.5 cm. Photo courtesy of
the artist.
382

383

Press Clippings

The News, 2017.08.09
Competition-winning artists will
exhibit sculptures at Battersea
PowerStation http://www.portsmouth.

Malaysia Outlook, 2017.08.10
Malaysian sculptor’s artworks to
grace Battersea power station

Malay Mail, 2017.08.10
Malaysian artist selected for
Battersea power station http://

The Nation, 2017.08.10
In Malaysia, new ways of
weaving

The Star, 2017.08.10
Malaysian chosen to create
sculptures for Battersea project

新・きまぐれｔｏｍｊ, 2017.08.10
横浜トリエンナーレ2017

Business Times, 2017.08.11
Several firsts for Art Stage
Jakarta

Randian, 2017.08.13
Haffendi Annuar joint winner of
London Powerhouse
Commission

co.uk/news/celebs/competition-winningartists-will-exhibit-sculptures-atbattersea-power-station-1-8093433

Silkwinds, 2017.07
A handy neighbourhood guide to
Bangsar, Kuala Lumpur
https://silkwindsmagazine.com/bangsarguide/

Randian, 2017.08
Anne Samat “Sultanate In The
Eye, Monarchy At Heart”

http://www.randian-online.com/np_
event/sultanate-in-the-eye-monarchyatheart-by-anne-samat/

http://www.visionkl.com/gianfrancozappettini/

The Edge Galerie, 2017.08
Sultanate in the Eye, Monarchy
at Heart
http://www.theedgegalerie.com/
happening/sultanate-eye-monarchyheart

Lifestyle Asia, 2017.07.06
State of Art: 4 art exhibitions to
visit in KL this July
http://www.lifestyleasia.com/514432/
state-art-4-art-exhibitions-visit-kl-july/

honmaga, 2017.08
[まとめ]ヨコハマトリエンナーレ
2017へ行ってきた

http://honmaga.com/archives/24675

99YS, 2017.08.04
40位艺术家，如何构建一个国际
三年展？6大亮点看2107横滨三
年展

LUXOU, 2017.08.05
Exhibitions in Singapore:
Malaysian artist Anne Samat

Frieze, 2017.08.08
Briefing

http://news.99ys.com/
news/2017/0804/18_209482_1.shtml

http://www.luxuo.com/culture/art/
exhibitions-in-singapore-malaysianartist-anne-samat-at-richard-koh-fineart-gallery.html

The Guardian, 2017.08.08
Artists commissioned for
outdoor sculptures at
Battersea power station

Art Forum, 2017.08.09
Artists Haffendi Anuar and Jesse
Wine Receive First Powerhouse
Sculpture Commission

The Argus, 2017.08.09
Competition-winning artists will
exhibit sculptures at Battersea
Power Station http://www.theargus.

https://www.theguardian.com/
artanddesign/2017/aug/08/artistscommissioned-for-outdoor-sculpturesat-battersea-power-station
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VisionKL, 2017.07
Gianfranco Zappettini

https://www.artforum.com/news/
id=70224

https://frieze.com/article/briefing-144

Luxuo, 2017.07.18
Exhibitions in Singapore: Artist
Gianfranco Zappettini
http://www.luxuo.com/culture/art/
exhibitions-in-singapore-artistgianfranco-zappettini-at-richard-kohfine-art-gallery.html

Drenched Reviews, 2017.08.30
Samat’s weaves transcend the
world of cloth

http://blog.goo.ne.jp/tomj8shonan/e/
58a5dfb6f8352e29c4df266c0157ce79

Art Review, 2017.08.14
Winners announced for
Battersea Power Station’s new
sculpture commissions

Nanyang Siang Pau, 2017.08.15
Sultanate in the eye, Monarchy
at Heart 安妮沙末作品个展

Sina, 2017.08.08
40位艺术家，如何构建一个国际
三年展？

Art Asia Pacific, 2017.08.16
Highlights From Yokohama
Triennale 2017

The Art Newspaper, 2017.08.09
First public art works for
Battersea Power Station site
selected http://theartnewspaper.com/

Blouin Artinfo 2017.08.21
Malaysian Art from a New
Perspective at Richard Koh Fine
Art, Kuala Lumpur

http://www.woundsthatbind.
com/2017/08/exhibition-review-annesamatsultanate.html

http://collection.sina.com.cn/ddys/201708-08/doc-ifyitamv7137121.shtml

co.uk/news/15461224.Competition_
winning_artists_will_exhibit_sculptures_
at_Battersea_Power_Station/

http://www.thestar.com.my/news/
nation/2017/08/10/malaysian-chosento-create-sculptures-for-batterseaproject/

http://www.malaysiaoutlook.com/
malaysian-sculptors-artworks-to-gracebattersea-power-station/

news/news/first-public-art-works-forbattersea-power-station-site-selectedby-cass-sculpture-foundation/

https://artreview.com/news/news_14_
aug_2017_powerhouse_commission_
winners/

http://artasiapacific.com/Blog/
HighlightsFromYokohamaTriennale2017

http://www.blouinartinfo.com/news/
story/2449598/malaysian-art-from-anew-perspective-at-richard-koh-fine-art

www.themalaymailonline.com/malaysia/
article/malaysian-artist-selected-tomake-sculptures-for-battersea-powerstation#lhc45Jk7VMx6XBi6.97

http://www.businesstimes.com.sg/
lifestyle/arts/several-firsts-for-art-stagejakarta

http://www.nationmultimedia.com/
detail/art/30323420

http://www.randian-online.com/np_blog/
haffendi-annuar-joint-winner-of-londonpowerhouse-commission/

The Star, 2017.08.15
Sculptures that combine
traditional weaving with
unconventional materials

Art Asia Pacific, 2017.08.16
Haffendi Anuar & Jesse Wine
Win Powerhouse Commission

Art Radar, 2017.08.18
Forks, nuts, bolts and garden
rakes:Malaysia’s Anne Samat

Pillars, 2017.08.19
Weave Between the Lines

The Nation, 2017.08.19
Malaysian artist wins
Powerhouse Commission

Variety ETC, 2017.08.23
Malaysian Art, A New Perspective

BK Asia City, 2017.08.24
5 must-see photography
exhibitions in Bangkok this
September

http://www.enanyang.my/news/201708
15/

http://artradarjournal.com/2017/08/18/
forks-nuts-bolts-and-garden-rakesmalaysias-anne-samat-artist-profile/

http://www.varietyetc.com/2017/08/
malaysian-art-a-new-perspective/

http://www.star2.com/culture/
arts/2016/11/09/chinese-artist-zhangzhenyu-collects-dust-and-makes-it-art/

http://rkfineart.com/wp-content/
uploads/2017/10/P_13.pdf

http://artasiapacific.com/News/Haffendi
AnuarWinsPowerhouseCommission

http://www.nationmultimedia.com/
detail/art/30324291

Arterritory, 2017.09
Migratory Objects

http://www.arterritory.net/haffendianuar-en-richard-koh-fine-art

http://bk.asia-city.com/events/news/mustsee-photography-exhibitions-next-month
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Art Republik, 2017.09
Of Life and Love

http://rkfineart.com/wp-content/
uploads/2018/07/95_SIG-OTHHasanul-1.compressed.pdf

Art Republik, 2017.09-10
Gallery Hopping

http://rkfineart.com/wp-content/
uploads/2018/07/62-63_USU-SUS_
MalaysianArtGalleries.compressed.pdf

Lifestyle Asia, 2017.09.06
State of Art: 4 art exhibitions to
see in KL this September 2017
http://www.lifestyleasia.com/522970/
state-art-4-art-exhibitions-see-klseptember-2017/

The Nation, 2017.09.16
Masks on the move

http://www.nationmultimedia.com/
detail/art/30326857

This is Local London, 2017.09.27
New CASS sculptures by
international artists has been
unveiled at Battersea Power
Station http://www.thisislocallondon.

co.uk/news/15560189.New_artwork_by_
international_artists_has_been...
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Randian, 2017.09
Haffendi Anuar – Migratory
Objects, Richard Koh Fine Art

http://www.randian-online.com/np_
event/haffendi-anuar-migratory-objectsrichard-koh-fine-art/malaysian-sculptorsartworks-to-grace-battersea/

Art Republik, 2017.09-10
The Advocate

http://rkfineart.com/wp-content/
uploads/2018/07/102-112_
PROTAGANIST_Champions-SLv2-2-1copy-ilovepdf-compressed.pdf

Art Asia Pacific, 2017.09-10
On the Rise

https://library.artasiapacific.com/
articles/4468

Bangkok Post, 2017.09.05
Filling the world with watchful
eyes

http://www.bangkokpost.com/lifestyle/
art/1318667/filling-the-world-withwatchful-eyes

Arte Al Limite, 2017.09-10
Anne Samat

http://rkfineart.com/wp-content/
uploads/2018/07/Arte-Al-Limite-86_
Sept-Oct2017.pdf

Nanyang Siang Pau, 2017.09.05
《大马艺术 全新视角》艺术展
http://www.enanyang.my/
news/20170905/

Juice, 2017.09.10
Good Morning Towels & More
Have Been Morphed Into
Malaysian Contemporary Art

Vision KL, 2017.09.13
Migratory Objects

Sugar and Cream, 2017.09.18
Haffendi Anuar – Migratory
Objects

Nine Elms London, 2017.09.26
Launch of the ‘Powerhouse
Commission’

Sime Darby Property, 2017.09.26
Battersea Power Station and
CASS Sculpture Foundation
unveil new artworks

After Nyne, 2017.09.28
Battersea Power Station & Cass
Sculpture Foundation Unveil
The Inaugural ‘Powerhouse
Commission’

http://sugarandcream.co/haffendi-anuarmigratory-objects-a-fascinating-tale-ofmigration..

Wands Worth, 2017.09.27
New public artworks for
Battersea

http://www.wandsworth.gov.uk/news/
article/14159/new_public_artworks_for_
battersea

London News Online, 2017.09.28
Artists talk about their public
sculptures around Battersea
Power Station https://www.

#Hash-Art, 2017.10
Asia Now - Richard Koh Fine Art

Paint & Draw, Issue 13, 2017.10
Powerful Sculptures

New York Southest Asia Network,

藝術家, Issue 121, 2017.10
站在島嶼港埠上重新思索世界

Priority PPS Club, 2017.10-12
Five Southeast Asian artists who
redefining the way we look at art
by using surprising materials

DetikHOT, 2017.10.02
Seniman Thailand Natee Utarit
Pameran Tunggal di Jakarta

https://cfileonline.org/newsfile/

2017.10

ACAW THINKING PROJECTS: irfan
Önüren, Sumakshi Singh,
Nadiah Bamadhaj http://www.

http://www.visionkl.com/migratoryobjects/

ThaiPR, 2017.10.03
Natee Utarit, Optimism is
Ridiculous: The Altarpieces

Your Local Guardian, 2017.09.27
New CASS sculptures by
international artists has been
unveiled at Battersea Power
Station http://www.yourlocalguardian.

co.uk/news/15560189.New_artwork_by_
international_artists_has_been...

http://www.artist-magazine.com/
edcontent_d.php?lang=tw&tb=8&c
id=472&id=1819

https://afternyne.co.uk/

http://rkfineart.com/wp-content/
uploads/2017/11/Priority_PPSclub_OctDec2017_page.pdf

http://rkfineart.com/wp-content/
uploads/2018/01/2017.10_Issue13_
Paint-Draw_Haffendianuar-1.pdf

https://hot.detik.com/art/3666566/
seniman-thailand-natee-utarit-pamerantunggal-di-jakarta

Artribune, 2017.10.04
The New Frames of Painting

The Nation, 2017.10.04
“Alterpieces” head to Jakarta

OCULA, 2017.10.06
An Introduction To Field Meeting
Take 5: Thinking Projects, New
York

Jakarta City Guide, 2017.10.07
Find Your Artsy Side at National
Gallery of Indonesia

Art Radar, 2017.10.09
“A Trace of Mortality”: Malaysian
artist Eiffel Chong

LUXUO, 2017.10.09
Of Life and Live - Hasanul Isyraf
Idris

Jakarta Globe, 2017.10.11
Thai Artist’s Altarpieces Satirize
Western Thinking

Photointer, 2017.10.13
Eiffel Chong: Institutionalised
Care

Media Indonesia, 2017.10.15
Kritik terhadap Modernisasi

Art Radar, 2017.10.17
Preview: ASIA NOW Paris 2017
highlights

http://www.thaipr.net/general/809962

http://www.star2.com/culture/2017/10/
03/birds-haffendi-battersea/

http://www.simedarbyproperty.com/
media/press-release/battersea-powerstation-and-cass-sculpture-foundation...

http://rkfineart.com/wp-content/
uploads/2018/01/2017.10_HashtArt_asianow_RK.pdf

The Star, 2017.10.03
Tropical paradise might be an
illusion, says Battersea project
artist Haffendi Anuar

http://juiceonline.com/good-morningtowels-more-have-been-morphed-intomalaysian-contemporary-art/

http://nineelmslondon.com/
news/launch-of-the-powerhousecommission

londonnewsonline.co.uk/31026/artiststalk-public-sculptures-around-batterseapower-station/

nysean.org/acaw-thinking-projects-irfann-ren-sumakshi-singh-nadiah-bamadhaj

The Star, 2017.09.06
Good Morning towels as
contemporary Malaysian art? But
of course!

http://www.star2.com/culture/2017/09/
06/good-morning-towels-contemporarymalaysian-art-course/

Cfile, 2017.09.28
Jesse Wine + Haffendi Anuar
Chosen for Battersea Power
Station Installation

https://jktgo.com/category/citytalks/

https://ocula.com/magazine/insights/
an-introduction-to-field-meeting-take5-think/

http://jakartaglobe.id/features/
schoolboy-brings-electricity-rural-areasmicro-hydro/

http://www.photoint.net/detail_
picdetail_113111.html

http://www.artribune.com/mostreevento-arte/le-nuove-frontiere-dellapittura/

http://www.nationmultimedia.com/
detail/art/30328445

http://artradarjournal.com/2017/10/09/a- http://www.luxuo.com/culture/art/of-lifetrace-of-mortality-malaysian-artist-eiffel- and-love-hasanul-isyraf-at-richard-kohchong-at-kathmandu-art-gallery-bangkok/ fine-art.html

http://mediaindonesia.com/read/detail/
127291-kritik-terhadap-modernisasi

http://artradarjournal.com/2017/10/17/
preview-asia-now-paris-2017-highlights/
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Artron, 2017.10.19
【雅昌专稿】《日常-心像》 中外
青年摄影师多媒体展示当
代青年摄影面貌

The New York Times, 2017.10.20
Paris or London? International
Collectors Now Have to Choose

Architectural Digest, 2017.10.31
Asia Now art fair: changing
perceptions one artwork at a
time

Ayala Museum Magazine, 2017.11
Natee Utarit: On the East, the
West and Everything in Between

Art Republik, 2017.11-2018.01
Meeting Point

OCULA, 2017.11.02
Asia Now ... and beyond: Paris Art
Week 2017

http://news.artron.net/20171019/
n962650.html

https://www.architecturaldigest.in/
content/asia-now-art-fair-2017/

http://rkfineart.com/wp-content/
uploads/2018/01/ArtRepublik17_pp4647_RFKA_ArtStageSG.pdf

Artron, 2017.11.06
[展览预告]画廊数量持续上升第五
年的ART021带来了哪些作品？
http://news.artron.net/20171106/
n966237.html

The Art Newspaper, 2017.11.10
International Players vie for a
slice of Shanghai

http://theartnewspaper.com/news/alleyes-on-shanghai-as-art-021-and-westbund-fairs-open
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https://www.nytimes.com/2017/10/20/
arts/design/paris-fiac-london-frieze.html

http://rkfineart.com/wp-content/
uploads/2018/01/2017.11_AyalaMus
eumMagazine_NateeU_fullres.
compressed.pdf

https://ocula.com/magazine/reports/
asia-now-and-beyond-paris-artweek-2017/

Artling, 2017.11.09
Art021 Shanghai 2017:
Highlights

https://theartling.com/en/
artzine/2017/11/09/art021-shanghai2017-highlights/

Corriere Della Sera Milano,
2017.11.14

La Nuova Pittura Si Mette in
Mostra

http://rkfineart.com/wp-content/
uploads/2018/01/2017.11.14_CorriereDella-Sera-Milano_Natee.pdf

Arte Fuse, 2017.10.23
Re-Thinking Home: ACAW’s
Thinking Projects Pop Up at C24
Gallery

现代摄影网, 2017.10.25
Eiffel Chong《制度化护理》

Batik, 2017.11
Kritik untuk Kapitalisme dan
Modernisasi

Art Asia Pacific, 2017.11-12
Ilham Contemporary
Forum Malaysia 2009-2017

http://works.ccsph.com/detail_12425.
html

https://artefuse.com/TAG/ACAW/

http://rkfineart.com/wp-content/
uploads/2018/01/BATIKNOVEMBER-2017_NateeUtarit.pdf

http://rkfineart.com/wp-content/
uploads/2018/01/2017.11-12_
ArtAsiaPacific_Ilhamshow.pdf

Artitude, 2017.12
Optimism is Ridiculous: The
Altarpieces – Natee Utarit

http://www.artitute.com/2018/01/03/
optimism-is-ridiculous-the-altarpiecesnatee-utarit/

Funds Global Asia, 2017.12
All About My Mother

http://rkfineart.com/wp-content/
uploads/2018/08/2017.12_
fundsglobalasia_kedsuda.png

Art Radar, 2017.11.05
3 emerging Singaporean artists
to watch

http://artasiapacific.com/Blog/
AsiaContemporaryArtWeekField
MeetingThinkingProjects

http://artradarjournal.
com/2017/11/05/3-emerging-singapo
rean-artists-to-watch/?from=feedbli
tz_403966_5841835

com/features/leading-indian-southasian-galleries-woo-visitors-india-artfair-2018-1502546052.html

ApexManual, 2017.10.11
104家顶级画将齐聚ART021上
海展览中心

OCULA, 2017.11.10
ACAW FIELD MEETING Take 5:
Thinking Projects

Creative Brands Mag, 2017.12.22
India Art Fair Reveals Refreshed
and Expanded Programme

Art Forum, 2017.11.19
田野会议：在边界挑战中展开的
抵抗与治疗计划
https://artforum.com.cn/slant/10987#

https://ocula.com/magazine/reports/
acaw-field-meeting-take-5-thinkingprojects/

ArtReview Asia, Winter, 2017.12
Yokohama Triennale: Islands,
Constellations & Galapagos

https://artreview.com/reviews/
ara_winter_2017_review_yokohama_
triennale/

Lasalle Anual Art Journal, 2017.12
Kedsuda Loogthong

Living on the Hill, 2017.12
Five Reason I Collect Art

Art Radar, 2017.12.07
Preview: 5 highlights at Gallery
Weekend Kuala Lumpur
2017 http://artradarjournal.

The Nation, 2017.12.08
Malaysia and its cultural identity

Lifestyle Asia, 2017.12.14
State of Art: 5 art exhibitions to
see this December 2017

http://rkfineart.com/wp-content/
uploads/2018/07/THE-LENS-ISKL-MAGHAFFENDI-.pdf

http://creativebrandsmag.com/post.
php?1145

L’officiel, 2018.01
Thinking Art

http://rkfineart.com/wp-content/
uploads/2018/07/Lofficiel_Natee.pdf

http://rkfineart.com/wp-content/
uploads/2018/07/2017.12_Lasalle_
Anual-Art-Journal-2017_Issue06_
KedsudaLoogthong.compressed.pdf

http://www.nationmultimedia.com/
detail/art/30333482

com/2017/12/07/preview-5-highlightsat-gallery-weekend-kuala-lumpur-2017/

The Statesman, 2017.12.16
Feministaa, 2017.12.18
Leading Indian, South Asian
India Art Fair 2018
http://feministaa.com/2017/12/18/
galleries to woo visitors at India
Art Fair 2018 http://www.thestatesman. india-art-fair-2018/

Art Asia Pacific, 2017.11.03
Asia Contemporary Art Week
Field Meeting: Thinking
Projects

http://www.apexmanual.com/news/
art/2017111030444285145986.html

The Lens, 2017.12
Haffendi Anuar

http://rkfineart.com/wp-content/
uploads/2018/01/2017-Dec-LOTH_
yeohchookuan.pdf

http://www.lifestyleasia.com/535941/
state-art-5-art-exhibitions-seedecember-2017/

The Star, 2017.12.18
Identity is a hot button topic at
Richard Koh Fine Art group show

Avvenire, 2017.12.20
I nuovi volti del figurativo

LUXUO, 2017.12.27
Meeting Point: Art Stage
Singapore spotlights the Thai art
scene in its eighth edition

The Star, 2017.12.30
Year of Champions: Artist
Haffendi Anuar goes places with
his art

Singapore Tatler, 2017.12.31
5 Things To Look Forward To At Art
Stage Singapore 2018

Smile, 2018.01
การมองโลกในแง่ดี คือเรื่องน่าขัน?

SAW, 2018.01
Optimism is Ridiculous: The
Altarpieces by Natee Utarit

Thailand4, 2018.01.03
Wong Perng Fey

http://www.luxuo.com/culture/art/
meeting-point-art-stage-singaporespotlights-the-thai-art-scene-in...

http://rkfineart.com/wp-content/
uploads/2018/07/36-37Art-NateeUtarit.pdf

http://www.star2.com/
culture/2017/12/18/richard-koh-fineart-group-show-here-we-are/

https://www.star2.com/topics/
yearender-2017/2017/12/30/year-ofchampions-artist-haffendi-anuar...

https://www.artweek.sg/events/
optimism-is-ridiculous-the-altar-pieces

http://rkfineart.com/wp-content/
uploads/2018/01/2017.12.20_
Avvenire_Natee-1.pdf

https://sg.asiatatler.com/life/when-artmeets-design-5-things-to-look-forwardto-at-art-stage-singapore-2018

http://www.thailand4.com/.gen/2018-0103/6d4d71d1c7c60c320ba62d499381
e6eb/
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ThaiPR, 2018.01.03
Impetus by Wong Perng Fey
http://www.thaipr.net/exhibition/
829670

MalayMail, 2018.01.12
Baroque, contemporary artworks
to star in commemorative year

http://www.themalaymailonline.com/
print/features/baroque-contemporaryartworks-to-star-in-commemorative-year

The Star, 2018.01.18
Wong Perng Fey’s new works
deal with harsh realities and
impermanence

OCULA, 2018.01.08
Binding an artscape: Gallery
Weekend Kuala Lumpur

https://ocula.com/magazine/reports/
binding-an-artscape-gallery-weekendkuala-lumpur/

Architectural Digest, 2018.01.16
Here’s what to expect at the
10th edition of the India Art Fair
https://www.architecturaldigest.in/
content/india-art-fair-new-delhi-201810th-edition-review/#s-cust4

Art Radar, 2018.01.21
7 exhibitions to see during
Singapore Art Week 2018

https://www.star2.com/
culture/2018/01/18/wong-perng-feybeijing-richard-koh-fine-art-impetus/

http://artradarjournal.com/2018/01/
21/7-exhibitions-to-see-duringsingapore-art-week-2018/?from=feedbli
tz_403966_5943721

Blouin Artinfo, 2018.01.24
ART STAGE Singapore 2018
Presents Interactions

Danamic, 2018.01.24
A Vitalising, Provocative Brew By
Natee Utarit

http://sea.blouinartinfo.com/news/
story/2806177/art-stage-singapore2018-presents-interactions

Millennium Post, 2018.02.02
India art fair diaries

http://www.millenniumpost.in/features/
india-art-fair-diaries-282922

https://danamic.org/2018/01/24/
optimism-is-ridiculous-the-altarpiecesa-vitalising-provocative-brew-by-nateeutarit/

Bangkok Post, 2018.02.05
Veterans Day

https://www.bangkokpost.com/lifestyle/
art/1407722/veterans-day

The Business Time, 2018.01.12
12-Day Art Mania
http://www.businesstimes.com.sg/
lifestyle/feature/12-day-art-mania

The Star, 2018.01.16
National Visual Arts Gallery in KL
celebrates 60th anniversary

https://www.star2.com/
culture/2018/01/16/national-visualarts-gallery-celebrates-60th-anniversary/

Art Radar, 2018.01.23
Preview: art fair as collaboration
– ART STAGE Singapore 2018

http://artradarjournal.com/2018/01/23/
preview-art-fair-as-collaboration-artstage-singapore-2018/?from=feedbli
tz_403966_5943721

Art Asia Pacific, 2018.01.26
Highlights from Art Stage
Singapore 2018

Indulge, 2018.02.05
Hasanul Isyraf Idris takes on
censorship, sensitive issues
in Malay context http://www.

ThaiPR, 2018.02.05
Joël Andrianomearisoa &
Abdoulaye Konate

The Nation, 2018.02.06
Where Madagascar and Mali
meet

Gulf News, 2018.02.07
India Art Fair 2018 to open on
February 9

Marie France Asia, 2018.02.07
5 New art exhibitions to check
out in Kuala Lumpur

The Citizen, 2018.02.07
The Art of Bridging the Gap

The Jakarta Post, 2018.02.08
Art Stage Singapore: To give up
or persevere

Art Asia Pacific, 2018.02.09
Old Wave Brings Empty Shells:
Interview With Minstrel Kuik

The Star, 2018.01.23
Use your illusion: Group
show offers different view on
landscape art

Business Times, 2018.02.09
Thai Art Superstar

OCULA, 2018.02.09
Art Stage Singapore 2018

The Straits Time, 2018.02.09
Arts Picks: Thai artist Natee
Utarit’s solo and more

Blouin Artinfo, 2018.02.12
“Untitled Poems of Théodore
Rousseau” by Natee Utarit

The Nation, 2018.01.27
Thai contemporary art on top
at Art Stage Singapore

Daily Pioneer, 2018.02.13
No Limits For Material And Media

South China Morning Post,
Popular Art Central
fair adapts to appeal to highend buyers https://www.scmp.com/

The Edge Markets, 2018.02.22
BRDB to seek out opportunities in
challenging market

Funds Global Asia, 2018.03
Tan Wei Kheng

New Straits Times, 2018.03.01
Tamansari - An art of living

http://www.expatgo.com/
my/2018/01/12/art-exhibitions-in-kljanuary-february-2018/

The New York Times Style Mag,

2018.01.17

Unfinished & Abandoned Art – in
Singaporean Artists’ Studios

http://tsingapore.com/article/unfinishedabandoned-art-in-singaporean-artistsstudios

indulgexpress.com/culture/art/2018/
feb/05/hasanul-isyraf-idris-takes-oncensorship-sensitive-issues-in-malaycontext-5995.html

http://www.mariefranceasia.com/my/
culture/entertainment/asian-scene/5art-exhibitions-check-kuala-lumpurfebruary-2018-298692.html#item=3

http://www.businesstimes.com.sg/
lifestyle/arts/thai-art-superstar

http://www.thaipr.net/
exhibition/836600

http://www.thecitizen.in/index.php/en/
newsdetail/index/9/12948/the-art-ofbridging-the-gap

https://ocula.com/magazine/reports/artstage-singapore-2018/

https://www.star2.com/
culture/2018/01/23/our-artprojectshaffendi-anuar-yee-i-lann-lee-mok-yee/

http://artasiapacific.com/Blog/
HighlightsFromArtStageSingapore2018

http://www.nationmultimedia.com/
detail/asean-plus/30337286

Blouin Artinfo, 2018.02.05
Natee Utarit’s ‘Optimism Is
Ridiculous: The Altarpieces’ at
The Private Museum, Singapore

ExpatGo, 2018.02
Art Exhibitions in KL: February
2018

http://www.blouinartinfo.com/news/
story/2835666/natee-utarits-optimismis-ridiculous-the-altarpieces-at-the
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ExpayGo, 2018.01.12
6 Art Exhibitions in KL to Explore
this Month

http://www.expatgo.com/
my/2018/02/05/art-exhibitions-klfebruary-2018/

http://www.dailypioneer.com/vivacity/
no-limits-for-material-and-media.html

Elle, 2018.02.27
Art Central 2018藝廊大公開！入
場前必須知道的10大注目點

https://www.elle.com.hk/life/lifestyle
/art-central2018#7dBVf97LH8VGszcQ.97

Prestige, 2018.02.20
Thailand Rising’s Contemporary
Art Scene

http://prestigeonline.com/sg/artculture/-/thailands-rising-contemporaryart-scene/

Art Republik, 2018.03
Framing Stories

http://rkfineart.com/wp-content/
uploads/2018/03/2018.03_ArtRepublik_
artcentral_RKFA.pdf

http://www.nationmultimedia.com/
detail/art/30338091

http://www.thejakartapost.com/
life/2018/02/08/art-stage-singapore-togive-up-or-persevere.html

http://www.straitstimes.com/lifestyle/
arts/arts-picks-kidsfest-the-gruffaloschild

2018.02.22

magazines/post-magazine/arts-music/
article/2134274/popular-art-centralfair-adapts-appeal-high-end

http://rkfineart.com/wp-content/
uploads/2018/08/2018.03_
fundsglobalasia_tanweikheng.pdf

https://gulfnews.com/culture/arts/
india-art-fair-2018-to-open-onfebruary-9-1.2169941

http://artasiapacific.com/Blog/OldWave
BringsEmptyShellsInterviewWithMi
nstrelKuik

http://www.blouinartinfo.com/news/
story/2851956/untitled-poems-oftheodore-rousseau-by-natee-utarit-attang

http://www.theedgemarkets.com/article/
brdb-seek-out-opportunities-challengingmarket

https://www.nst.com.my/
property/2018/03/340167/tamansari%E2%80%94-art-living
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Art Radar, 2018.03.05
“Optimism is Ridiculous”: The
Altarpieces by Natee Utarit

http://artradarjournal.com/2018/03/05/
optimism-is-ridiculous-the-altarpiecesby-thai-artist-natee-utarit/

Sing Pao Daily News, 2018.03.24
「装置匯萃」讲座云集国际知名
艺术家
http://www.singpao.com.hk/index.
php?fi=news7&lang=2&id=65000

Sing Tao Daily, 2018.03.29
兩大藝博新氣象

http://std.stheadline.com/daily/newscontent.php?id=1774208&target=2

Art Radar, 2018.04.08
“Forgotten Beauty”: Malaysian
artist Tan Wei Kheng
http://sea.blouinartinfo.com/news/
story/2806177/art-stage-singapore2018-presents-interactions

The Star, 2018.04.15
Sarawak artist Tan Wei Kheng
captures beauty of tribal elders
in paintings
https://www.star2.com/culture/2018/
04/15/portrait-sarawak-artist-tan-weikheng-richard-koh-fine-art-interior/
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Forbes, 2018.03.07
Volta Artistic Director Amanda
Coulson https://www.forbes.com/
sites/abinlot/2018/03/07/voltaartistic-director-amanda-coulson-afair-of-solo-booths-is-easier-to-takein/#58fd79863ae2

Options, 2018.03.26
Report: Art Stage Singapore
2018

http://www.optionstheedge.com/topic/
culture/report-art-stage-singapore-2018

ThaiPR, 2018.03.29
Forgotten Beauty - Tan Wei
Kheng
http://www.thaipr.net/exhibition/
849572

Artron 2018.04.10
Contemporary Chaos

https://news.artron.net/20180410/
n995714.html

Hashtag Legand, 2018.03.14
10 artworks you have to see at
2018 Art Central

http://hashtaglegend.com/post/top-10artworks-art-central-2018

TheArt Newspaper, 2018.03.28
Spotlights on Art Central in Hong
Kong
https://www.theartnewspaper.com/
preview/spotlight-on-art-central-inhong-kong

Destination, 2018.04
First Light - Melissa Lin

http://rkfineart.com/wp-content/
uploads/2018/07/Destination-Dates-1.
pdf

http://ca.blouinartinfo.com/news/
story/2986704/tan-wei-khengforgotten-beauty-at-richard-koh-fineart-kuala

The Nation, 2018.04.24
Optimism, pessimism and
paradoxes

艺术维C, 2018.03.28
除了巴塞尔香港这个博览会你绝
不能错过！Art Central大盘点

Bangkok Post, 2018.05.01
Caravaggio in the spotlight

http://sea-globe.com/one-artistexploring-roots-vibrant-surreal-artworks/

https://media.weibo.cn/
article?id=2309404222548899435771

Bangkok Post, 2018.04.04
Yayoi Kusama joins Bangkok Art
Biennale roster

https://www.bangkokpost.com/lifestyle/
art/1440398/yayoi-kusama-joinsbangkok-art-biennale-roster

Artribune, 2018.04.10
Italia protagonista in Norvegia
in una mostra al Vestfossen
KunstLaboratorium. Le immagini

Nanyang Siang Pau, 2018.04.13
被遗忘的美

Blouin Artinfo, 2018.04.17
Melissa Lin, First Light

The Artling, 2018.04.24
Yeoh Choo Kuan’s “Lights In” at
Tang Contemporary Art, Bangkok

http://www.artribune.com/arti-visive/
arte-contemporanea/2018/04/italiaprotagonista-norvegia-mostra/

Blouin Artinfo, 2018.04.17
“Tan Wei Kheng — Forgotten
Beauty” at Richard Koh Fine Art

Southest Asia Globe, 2018.03.15
How one artist is exploring his
roots through vibrant, surreal
artworks

https://www.meetthinks.com/first-lightby-melissa-lin/

http://www.enanyang.my/news/2018
0413/%e8%a2%ab%e9%81%97
%e5%bf%98%e7%9a%84%e7%
be%8e/

https://theartling.com/en/
artzine/2018/04/24/yeoh-chookuans-solo-show-lights-in-at-tangcontemporary-art-bangkok/

http://www.nationmultimedia.com/
detail/art/30343831

https://www.bangkokpost.com/lifestyle/
music/1455885/caravaggio-in-thespotlight

Expat Life in Thailand, 2018.04.25
Caravaggio OPERA OMNIA
Exhibitio At BACC

Happening BKK, 2018.04.29
“นที อุตฤทธิ์” กับ “ศาสนาบนแคนวาส”
http://happeningbkk.com/post/8122

https://expatlifeinthailand.com/newsand-event/caravaggio-opera-omniaexhibition-at-bacc/

Esquire, 2018.05.01
Interview - Natee Utarit:
Optimism is ridiculous

http://www.esquire.co.th/interview/
Natait-Optrdiculos/1584

culture/2018/04/29/melissa-lin-firstlight-exhibit-richard-koh-fine-art-gabonafrica-contemporary-art/

Kakiseni, 2018.05.01
Exhibition – “Optimism is
Ridiculous” by Natee Utarit

https://kakiseni.com/event/exhibitionoptimism-is-ridiculous-by-natee-utarit/

The Star, 2018.05.01
Symbolism and parody in Thai
artist Natee Utarit’s ‘Optimism Is
Ridiculous’ https://www.star2.com/

Matichon Online, 2018.05.02
เสพ ศิลป สรางชีวิต ผลงานระดับโลก
“น∙ี อุตฤ∙ธิ์”

Komchadluek, 2018.05.03
เสพศิลป์ระดับโลกผ่านตัวอักษร

The Nation, 2018.05.03
Natee’s season in hell

Drammen Tidende, 2018.05.12
Innholdsrik, tankevekkende og
sterk

ExpatGo, 2018.05.08
Art Exhibition in KL: May 2018

https://www.dt.no/museum

http://www.expatgo.com/
my/2018/05/08/art-exhibitions-in-klmay-2018/

Time Out, 2018.05.12
Artist Natee Utarit launches his
new art book in Bangkok

Variety ETC, 2018.05.19
นที อุตฤทธิ์ การมองโลกในแง่ดีคือเรื่อง
น่าขัน

culture/2018/05/07/natee-utarit-optimi
sm-is-ridiculous-national-visual-artsgallery-richard-koh-fine-art-gallery/

http://www.nationmultimedia.com/
detail/art/30344464

Naewna, 2018.05.10
เปดตัวหนังสือ‘สำ�รวจผลงานภาพเขียน 
นที อุตฤทธิ’  ศิลปนไทยผู้โด่งดังระดับ
สากล รายได้ ช่วยเด็กด้อยโอกาส
http://www.naewna.com/lady/337830

https://www.matichon.co.th/
news/938290

https://www.timeout.com/bangkok/
news/artist-natee-utarit-launches-hisnew-art-book-in-bangkok-051218

The Star, 2018.04.29
Melissa Lin’s experience of living
in Central Africa is captured
on canvas https://www.star2.com/

http://www.komchadluek.net/news/
lifestyle/324213

http://www.varietyetc.com/2018/04/
natee-utarit-optimism-is-ridiculous/

MGR Online, 2018.05.01
“ความสุขคือการไดท้ ำ�สิงทีรักและไดส้ 
ตางค์ดว้ ย” นที อุตฤทธิ  แรงงานสรา้  ง
สรรค์ในโลกศิลปะ
https://mgronline.com/celebonline/
detail/9610000042682

Options, 2018.05.03
Natee Utarit showcases 25 works
in ‘Optimism is Ridiculous’
http://www.optionstheedge.com/topic/
culture/natee-utarit-showcases-25works-optimism-ridiculous

L’officiel Hommes, 2018.05.08
Natee Utarit : Optimism is
ridiculous

http://hommesthailand.com/2018/05/
natee-utarit-optimism-ridiculous1/

Kunstkritikk, 2018.05.29
Vold, sentimentalitet og
maktesløshet

http://www.kunstkritikk.no/wp-content/
themes/KK/ajax/general/print.php?id=1006
71&r=0.4481974656227976
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Artist Profiles
Malaysia Tatler, 2018.05.30
Visual Dialects: Cultural Ties That
Bind
https://my.asiatatler.com/life/whats-onin-june

L’Officiel, 2018.06-07
Art for All

http://rkfineart.com/wp-content/
uploads/2018/07/176-179-LivingPublic-Art-0618_0718-4pp.pdf

Art Radar, 2018.06.01
“Back to where we’ve never
been” Melissa Tan

http://artradarjournal.com/2018/06/01/
back-to-where-weve-never-beensingaporean-geopoet-melissa-tan-atrichard-koh-fine-art/

L’Officiel, 2018.06.04
Optimism is Ridiculous

https://www.lofficiel.co.th/art/optimismis-ridiculous

Abdoulaye Konaté

Dhavinder Singh

Abdoulaye Konaté (b. 1953, Diré, Mali) studied painting at the

Dhavinder Singh (b. 1983, Malaysia) received his Diploma in Fine

Institut National des Arts in Bamako and then at the Instituto

Art from Malaysian Institute of Art in 2008 and Bachelor’s in Fine

Superior de Arte in Havana, Cuba. Notable exhibitions include

Art from Cardiff School of Art & Design in 2010. His main areas of

“Metropolis Afrique Capitales” at the Grand Halles de la Villette,

interest are paintings, assemblage and site-specific installations.

Paris, France (2017) and “Abdoulaye Konaté” at the Arken Musem

Mostly, his works are considered minimal and conceptual. He has

of Copenhagen, Denmark (2016). He currently lives and works in

had two successful solo exhibitions and have joined many group

Bamako.

shows over the years. He is currently based in Kuala Lumpur and

Anne Samat
Arts.com.my, 2018.06.07
Ravaged – Nadiah Bamadhaj
Solo Show 2018

http://www.arts.com.my/event/ravagednadiah-bamadhaj

ExpatGo, 2018.06.25
Art Exhibitio in KL: July 2018

http://www.expatgo.com/
my/2018/06/25/art-exhibitions-in-kljuly-2018/

IndoArtNow, 2018.06.07
Ravaged

https://indoartnow.com/exhibitions/
ravaged

The Star, 2018.06.09
Is that a road on the wall?
Melissa Tan maps out ‘geo-poet’
route in creating art https://www.

star2.com/culture/2018/06/09/melissatan-contemporary-artist-singaporerichard-koh-fine-art/

Malaysiakini, 2018.06.25
给女儿的信：断裂家族史中重构
文化记忆
http://www.malaysiakini.com/
columns/431193

Lifestyle Asia, 2018.06.26
State of Art: 6 Art exhibitions to
see in KL this July 2018
http://www.lifestyleasia.com/557286/
state-art-5-art-exhibitions-see-kljuly-2018/

Blouin Artinfo, 2018.06.25
Nadiah Bamadha’s “Ravaged”
Chambers Fine Art, New York

http://www.blouinartinfo.com/news/
story/3115772/nadiah-bamadhasravaged-chambers-fine-art-new-york

Newswit, 2018.06.26
Richard Koh Fine Art presents
VORTEX by Faizal Yunus

http://www.newswit.com/.gen/201806-26/1d43d200cc0042c129d0b65a6
31de838/

Anne Samat (b. 1973, Malaysia) graduated in 1995 from Mara

Eiffel Chong

Institute of Technology, in Malaysia. She holds a Bachelor Degree

Eiffel Chong (b. 1977, Malaysia) graduated with an MA in

in Art and Design (textile design) with a major in Weaving and

International Contemporary Art and Design Practice from the

a minor in Print and Resist. Anne is the first prize winner in the

University of East London and a BA (Hons) in Photography from

PNB/ National Art Gallery of Malaysia Contemporary Young Artist

London College of Printing. Besides his production of photographic

competition held in 1997. She was also selected by the National

work, Chong is highly engaged with the Malaysian photographic

Art Gallery to represent Malaysia at the International Art and Craft

community; taking on the role of mentor for the Goethe Institut

Fair in Bangkok in 1999. Known to inject traditional Malaysian

Malaysia / Nikon Shooting Stars programme and Exposure+

woven techniques and decorative designs with contemporary

Workshop. In addition, he has been appointed to the panel of

aesthetics and conceptual ideas, Anne’s work addresses issues of

judges for the Kuala Lumpur Photography Awards 2013 and

identity and nationhood by pushing the boundaries of weaving

2010/2011 Annual Nikon Photo Awards, Malaysia. Eiffel Chong’s

techniques infused with everyday materials.

work considers abstract concepts of life and death through

Bibi Chew
Bibi Chew (b. 1969, Kuala Lumpur) a multi-disciplinary
contemporary artist and art educator who lives & works in Kuala
Lumpur. Bibi received early art education in Singapore and
subsequently completed her MA & BA (Fine Art with distinction)

http://www.rabbittoday.com/th-th/
articles/news-beat/art_exhibition-faizalyunus-vortex

The Edge Galerie, 2018.06.26
Polluted earth

http://theedgegalerie.com/happening/
polluted-earth

Art & Museum, 2018.01
“Collecting Art” Spotlight on
Southeast Asia
http://rkfineart.com/wp-content/
uploads/2018/07/2018.spring_
ArtMuseum_NateeUtarit.pdf

observes from daily life. He is interested in how the photographic
medium can translate a particular time and space, memories and
thoughts into something permanent. He personally thinks that the
images say more with less, and makes one just want to stare and
think about it.

Faizal Yunus

of Foundation Studies (1999- 2012) and Head of Fine Art (2013-

Faizal Yunus (b. 1989, Malaysia) graduated from Mara University

2015) with Malaysian Institute of Art. Presently, Bibi serves as the

of Technology (UiTM) with a bachelor degree in Fine Art in 2012,

Head of Illustration with MIA. Besides, Bibi also actively involved

majoring in printmaking techniques. He recently mounted his first

with local art activities, she was invited as the panel of judges

solo exhibition Matrix at Richard Koh Fine Art , Kuala Lumpur in the

for many major art competitions & awards as well as regularly

late 2016 and has participated in a number of group exhibitions

contributes to art talk & discussion with the public. Bibi exhibits

in Malaysia since 2010. Originally from Pahang, he now lives and

and participates in many art projects both locally & internationally

works in Kuala Lumpur, Malaysia.

which include the Asian Artist Residency Projects in Kuala Lumpur
(2017), Fukuoka (2016) & Bandung (2015) and International Artistin-Residence with Gertrude Contemporary Art Space, Melbourne
(1997). Bibi’s artworks have been presented in numerous
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the banal details, silent landscapes and curious obsessions he

actively involved with Malaysian art education; she was the Head

from RMIT University in Australia. Since 1998, Bibi has been

Rabbit Today, 2018.06.26
นิทรรศการเดี่ยวผลงานชุด VORTEX
ของ ไฟซาล ยูนุส (Faizal Yunus)

works from his studio.

Gan Chin Lee
Gan Chin Lee (b. 1977, Kuala Lumpur) completed a Diploma

exhibitions in Malaysia, Asia (Australia, Japan, Thailand, Taiwan,

in Illustration at The One Academy in Malaysia (1998), before

Singapore & Indonesia) as well as in Europe (Sweden & Germany)

enrolling in the Advanced Studies in Mural Painting (2005) at

and USA.

the Central Academy of Fine Arts where he completed a Masters

Chong Yi Lin

degree in Fine Art (2008). Upon graduation, he returned home, won

Chong Yi Lin (b. 1992, Malaysia) curently studying in Taipei

Chandan, Kuala Lumpur; ‘Soliquy’ (2011) at Valentine Wille Fine

National University of Arts, Taiwan. She had her first solo exhibition

Art, Kuala Lumpur, steadily building a portfolio that recognized

in 2014 and participated in a number of group exhibitions In

him as one of the leading figurative painters with a leaning

Malaysia and Taiwan.

towards social realism. Currently helming the newly established

the Malaysian Emerging Artist Award (2009) and with consecutive
solo exhibitions ‘Fragment-Defragmentation’ (201) at Galeri
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Fine Art department at the aforementioned The One Academy, his
higly skilled painterly style of desaturated colors and disciplined
technique capture ethos and pathos. His personal take and
observations within local settings are sublimations, “at best I feel
they carry in them a kind of beauty of the melancholic”.

Ho Mei Kei
Ho Mei Kei (b. 1993, Malaysia) completed her fine art diploma in
Dasein Academy of Art in 2016. She works as a children art and
music teacher since 2011. Mei Kei’s work revisited child play. Her
current art practice explores the relationship between images from

Gianfranco Zappettini
Gianfranco Zappettiniwas born in Genoa in 1939. In 1962 he held
his first personal exhibition in Palazzetto Rosso in Genoa and he
began working in the offices of Konrad Wachsmann and, together
with the German painter Winfred Gaul, he experienced the artistic
environment in Germany and Holland. In 1971 he was invited to
the “Arte Concreta” (Concrete Art) exhibition at the Westfälischer

children’s textbooks and messages of our education materials. Her
recent group exhibitions include 101 Di mana YOUng by National
Visual Art Gallery Malaysia (2017), School of Thought, White Box
Publika by Segaris Art Centre (2017), and Bakat Muda Sezaman
Young Contemporaries at the National Visual Art Gallery Malaysia
(2016). She is a participant in the Neighbour Programme 2015 and
the jury’s award winner of Bakat Muda Sezaman (2016).

Liew Kwai Fei

interactive light installation at Siam Center. His lighting installation,

Liew Kwai Fei (b. 1979) is an artist trained at the Malaysian

“Star” (2015) was nominated for World’s Best in Spatial Art at

Institute of Art (MIA) graduating with a diploma in Chinese ink

the Media Architecture Biennale 2016 (MAB16) in Sydney. He is

painting. A wellexhibited artist, he has contributed works in

also the cofounder of KL-based architectural studio, POW Ideas.

many exhibitions locally and abroad as well as participated in

Jun’s exploration in light art straddles between the realms of

various residencies in Malaysia, Pakistan, Australia and India. His

applied arts and fine arts. His often large-scale and structural

works, which exude a DIY aesthetic include paintings, drawings,

light installations are manifestations of the relationship between

multimedia pieces and sculptural installations and explore the

mass production and human interaction. He has collaborated with

construction of meaning through cultural symbols along with mono

computer and electronic engineers, programmers, urban planners

and multilingual textual references. He lives and works in Selangor,

alongside sound and video artists in producing some of his light

Malaysia.

“Bolt.” He was also commissioned by Goethe-Institut Thailand

installations.

Melissa Tan

in the main exhibitions of the Painting of those years: “Tempi

Izat Arif

di percezione” (Times of perception, Livorno, 1973), “Un future

Izat Arif (b.1986, Malaysia) starts most of his projects with

Joël Andrianomearisoa

drawings. Infamously known for a slight mishap during the Bakat

Joël Andrianomearisoa (b. 1977, Antananarivo, Madagascar)

Singapore and received her BA (Fine Arts) from Lasalle College

Muda Sezaman (Young Contemporary Award) organized by Balai

studied at the Ecole Speciale d’Architecture, Paris, France. His

of the Arts in 2011. Her works are based on nature, themes of

Malerei” (Düsseldorf, 1975), “Concerning Painting...” (a travelling

Seni Visual Negara in 2013, he operates within the field of

works have been recently exhibited for “The White Hunter”, at

transience and beauty of the ephemeral. Her recent projects

exhibit in different Dutch museums, 1975-1976). In 1977 he was

drawing, installation and video. He has a lot of regrets in his life,

Frigoriferi Milanesi Art Center For Contemporary Art, Milan, Italy

revolve around landscapes and the process of formation.

some of which come to haunt him on a daily basis which are then

and for “Le la tour du monde” at Galeries Lafayette (Dome), Paris,

Interested in geography and textures of rocks, she explores

manifested into his work.

France both in 2017, then for “The Divine Comedy” at the National

to translate the visual language through different mediums.

Museum of African Art, Washington DC, US (2015) as for many

Employing processes such as paper cutting, painting and silk-

other shows. Andrianomearisoa is currently living and working

screen techniques, she is interested in materiality and how the

between Paris and Antananarivo.

medium supports the work. Though trained as a painter, she also

Kunstverein in Münster, curated by Klaus Honnef. He participated

possibile. Nuova Pittura” (A Possible Future – New Painting, Ferrara,
1973), “Geplante Malerei” (Münster and Milan, 1974), “Analytische

invited to the “documenta 6” in Kassel and in 1978 he attended
the “Abstraction Analytique” at the Museum of Modern Art in Paris.
Recently his work has focused on the symbolism of the warp and
woof.

Justin Lim

Haffendi Anuar

Justin Lim (b. 1983, Kuala Lumpur, Malaysia) completed his

Haffendi Anuar (b. 1985, Malaysia) is an artist based in Kuala

of the Arts, Singapore and has a BA(Hons) Fine Art majoring in

Lumpur. He produces sculptures, paintings and drawings. He did
his International Baccalaureate certificate in art at the International
School of Kuala Lumpur, his foundation at the Rhode Island School
of Design in Providence and his BA Honors at Central Saint Martins
College of Art and Design in London. Haffendi is a multidisciplinary
artist. Mining history of art, digital technology, nature and local
contexts, he creates object-based works that recycle found images,
objects and artistic styles from digital and local sources.

postgraduate studies in 2006 with a Master of Art(Fine Art) degree
from The Open University UK conducted at Lasalle- SIA College
painting. He was the recipient of the 2008 Malaysia-Australia
Visual Artist Residency at Rimbun Dahan, Malaysia and participated
in the 2009 Asian Art Biennial held at the Taiwan Museum of Fine
Arts. He was also the recipient of the 2011 Asian Artist Fellowship
at the Vermont Studio Center, USA and the 2012 Khazanah
Nasional Artist Residency hosted by Red Gate Gallery in Beijing,
China. In 2016, he exhibited in Asia Young 36, a survey of young
contemporary art practices in Asia at the Jeonbuk Museum of Art
in South Korea and was also the International artist in residence

Hasanul Isyraf Idris

at The Tasmanian College of the Arts, University of Tasmania,

Hasanul Isyraf Idris (b. 1978, Malaysia) was trained at Mara

appropriated imageries and borrowed signs from a variety of Pop

University of Technology (UiTM), in Perak. He has received a

culture sources such as cult or popular films, cartoons, comic books

number of awards, including the Young Contemporary Arts Award

and graphic posters. His works examine the contemporary social

in 2007 at the National Visual Arts Gallery, Kuala Lumpur, the

context, culture and religion by using potent metaphors usually

Incentive Award at the Open Show held at the Shah Alam Gallery

associated with urban subcultures and applying a cut and paste

and the Consolation Prize for the Young Talent Art Exhibition at the

painting method in which eclectic images are juxtaposed to create

Australia. He lives and works in Kuala Lumpur, Malaysia. Justin’s
paintings, installations and mixed media works are assemblages of

Melissa Tan (b. 1989, Singapore) is a visual artist based in

works with video, sound and objects. She was included in The

Kanchana Gupta

Singapore Show: Future Proof, Singapore Art Museum at 8Q in

Kanchana Gupta (b. 1974) is an artist of Indian origin who lives and

Foundation Artist Residency program (Paris, France) in 2013.

2012 and An Atlas of Mirrors, Singapore Biennale 2016, Singapore
in 2016. She also participated in the National Art Council and Dena

works in Singapore. She works with paint, installation and mixed
media supports and has shown her paintings and mixed media
Singapore. She completed an MA in Fine Arts from LASALLE College

Melissa Lin

of Arts, Singapore where she was recipient of ‘Dr. Winston Oh

Melissa Lin (b.1982, Malaysia) attended Academie Minerva in the

Travel Research’ award. Kanchana’s works are often not only poetic

Netherlands, where she obtained a Propeduese Diploma in Fine

and sensuously painterly but also sculptural and object-based in

Art. She has lived in The Netherlands, Australia, Singapore and

nature. Her works shift between different forms as she manipulates

Gabon and is an avid traveler. Her art is informed by immersive

the materiality of oil paint and transforms it into something that

experiences in her travels, as well as her interests in the esoteric

is active and disruptive on the painting surface. Her works are in

arts, Astrology, traditional healing cultures and practices and

institutional collection in Singapore and in private collections in

musical subcultures.

works in two solo exhibitions and in many group exhibitions in

Singapore, Indonesia, Malaysia, Hong Kong, Australia, USA and
India.

Kedsuda Loogthong

Minstrel Kuik
Minstrel Kuik (b. 1976, Malaysia) is an award-winning artist,
working in photography, painting, drawing and artist publications.

Kedsuda Loogthong (b. 1983, Songkhla, Thailand) graduated from

She had won numerous awards such as the International

of media, from paintings and meticulously crafted drawings to

the Faculty of Fine and Applied Arts at Bangkok University, Thailand

Photographer Award 2013 Higashikawa Photo Festival, Japan and

painted oven-baked clay sculptures. Mining inspiration from within

UOB Painting of the Year Competition 2014, Malaysia. As a social

rural landscape and society and how consumerism has affected

actor, Kuik continues to experience tension coming from the clash

personal struggles as an artist by personifying them as strange

Jun Ong

in 2006. Loogthong’s early works examine the urbanization of her
the lives of simple country folks. Her recent works explore

between institutions, social bounds, identities and interests. These

characters that inhabit his invented universes. Influenced by the

Jun Ong (b.1988, Malaysia) is an architect and light artist with

the materiality and symbolism of books both as an icon and a

experiences are foregrounded in Kuik’s perception of the world

graphics of underground comic books, 1960s science fiction, fast

a Masters in Architecture from the University of Westminster,

nostalgic object of reverence. Kedsuda has participated in many

and her relationship with the authority, and subsequently shaped

food, street art and fashion, he juggles pop-culture references

London (2014) and a Bachelors in Architectural Studies from the

group exhibitions in Singapore, the Philippines, South Korea and

her work, in which she believes the personal, is political. Her recent

with a personal viewpoint. Recurring topics in his practice are the

University of Melbourne (2009). He was the first Malaysian to be

Finland. Her works are in the permanent collection of Singapore Art

work focuses on the negotiation between the collective and the

meaning of life and death, memories and fantasies, sin and reward.

selected to showcase at iLight Marina Bay (2016), Asia’s leading

Museum, Singapore. She lives and works in Bangkok, Thailand.

individual, and place as a field of personal intervention.

Penang Art Gallery, Penang. Hasanul produces works in a variety

and well as local folklore and regional myths, he articulates his
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and Bangkok Arts & Culture Centre (BACC) to produce an urban

light festival in Singapore with his interactive light installation,

startling interpretations.
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Mequitta Ahuja
Mequitta Ahuja (b. 1976, Michigan) is a contemporary American
feminist painter of African American and South Asian descent who
lives in Baltimore, Maryland. Ahuja creates works of self-portraiture
focusing on themes of figurative painting and the artist as picturemaker. Her work uses works of myth and legend, such as fifteenth
century Persian manuscript and Mughal miniature paintings to
achieve “identity fabrication.”

stories, symbolism and traditional knowledge of Sarawak’s interior

nature, and natural vistas fluctuate between abstraction and

peoples. Wei Kheng travels regularly into the dense interior of

figuration with an acute sensitivity to colors, layers and textures.

Sarawak where he spends time with friends from the tribes of

His body of work, consisting of a diverse subject matter, ranging

the Orang Ulu (People of the Interior) such as the Kayan, Kenyah,

from traditional landscape and portraiture to abstraction exhibits

Penan, Kelabit and Iban. His paintings depict them, their stories

a talented and confident brush play. The canvas, becoming

and concerns.

more than a picture plane, is transformed into a ‘stage’ for the

Tetriana Ahmed Fauzi

documentation of actions and mistakes. It becomes a space that
records gestures and mental states.

in Fine Art from UiTM (2002), followed by an MA in Drawing at

Yeoh Choo Kuan

Camberwell College of Art (2008) and Professional Doctorate

Yeoh Choo Kuan (b. 1988, Malaysia) lives and works in Kuala

in Fine Art from University of East London (2012). She teaches

Lumpur, Malaysia. His work constitutes a unique synthesis of

drawing and painting at School of the Arts USM. Currently her

disintegrating working method, known for his self-coined “Fleshing

practice concerns her personal space which is the home, studio

Abstraction”, a process that focuses on the characteristics of color,

and office. She does mixed media drawing, digital prints and

texture, surface and construction materials. Choo Kuan works with

paintings on objects. She is currently living in Penang with her

imageries that both engage the hedonistic and disastrous, in which

husband and 8 year old son.

the results are sculptural whilst appearing painterly.

currently lives with her husband and son. Her artwork continues to

Trong Gia Nguyen

Yusra Martunus

focus on the social intricacies of Yogyakarta’s society, using myth,

Trong Gia Nguyen is a Vietnamese- American artist living and

Yusra Martunus (b. 1973, Sumatera, Indonesia) has a unique

architecture, and dwelling to articulate her observations.

working in Ho Chi Minh City, Vietnam. His wide array of works

position in Indonesian sculpture and installation. Thanks to his

examines structures of power in their myriad forms, scrutinizing

attitude of always giving big importance to rigorousness and

the soft foundation upon which contemporary life plays out, often

precision regarding the forms and surface appearances of his

behind the façade of fairness, sincerity, security, tradition, and

works. By means of it he disturbs people’s perceptions of materials

civility. Regularly employing humor while at other times engaging

and forms. Out of ropes or wire he can make three-dimensional

sober reflection, Nguyen’s work elevates the condition of doubt as

objects richly associative of meanings. Or he will presents metals

it reveals the undercarriage of our most trusted spaces –domestic,

in seemingly soft and fluid appearance. He will sometimes put to

cultural, political, and economic-, laboring to disrupt the mundane

test the conservative stances of the viewers concerning sculpture

while walking the fine line between joy and sorrow, subtlety and

and painting: he makes a number of three-dimensional works that

blatancy, night and light, and beauty and beast. Recent exhibitions

are so flat and clean that they look like paintings. Coupled with

include California Pacific Triennial, Orange County Museum of

his habit of not giving his works titles, save series of numerical

Art, Newport, CA, USA (2017); The Foliage, Vincom Center for

and alphabetical codes, Yusra’s works form invitations for those

Contemporary Art, Hanoi, Vietnam, (2017); The Others, Piazzale

willing to wander in the realm of codes and signs that are intensely

Valdo Fusi, Torino, Italy (2015); Eye on the Storm, Housatonic

minimalist in nature.

Tetriana Ahmed Fauzi (b. 1979) graduated with Bachelor of Honors

Nadiah Bamadhaj
Nadiah Bamadhaj (b. 1968, Malaysia) was initially trained as a
sculptor at the University of Canterbury in New Zealand but now
produces drawings, sculptures, installations and digital images.
She has worked in nongovernmental organizations, lectured in
art, and has written on both Malaysia and Indonesia. In 2000,
she began her full-time art practice and was awarded the Nippon
Foundation’s Asian Public Intellectual Fellowship in 2002, electing
to spend her fellowship period in Yogyakarta, Indonesia, where she

Natee Utarit
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 Optimism Is Ridiculous: The
Altarpieces, Ayala Museum, Manila, Philippines (2017) 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

Museum of Art, Connecticut, USA (2013); Satellites in the Night,
Freies Museum, Berlin, Germany (2010), The Sixth Borough, New
York, USA (2010); Sequences, Reykjavik, Iceland (2008); and
Performa 05, Artists Space, New York, USA (2005).

Bangkok, Queensland Art Gallery and Gallery of Modern Art,

Saiful Razman

Brisbane, Singapore Art Museum, Singapore, as well as private

Saiful Razman (b.1980, Malaysia) graduated from UiTM with a

collections in Europe and Asia. Utarit’s multifaceted practice

bachelor degree in Fine Art in 2003. He has exhibited widely

focuses on the exploration of the medium of painting connecting it

in Malaysia, Lebanon, Australia and Singapore. In 2003, he was

with photography and classical Western art. Light and perspective

awarded both the Honourable Mention at the Philip Morris

are some of the elements the artist chose to work with, focusing

Malaysia-‐ Asean Arts Awards and the Incentive Award at the

on painting as a means to explore image making. His complex

Open Show, Galeri Shah Alam. He lives and works in Kuala Lumpur,

pictures, juggle wide-ranging metaphors usually in the format

Malaysia.

part of many renowned collections, such the Bangkok University,

of the traditional still life, allude to Thailand’s current social and
political landscapes.

Tan Wei Kheng
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Wong Perng Fey
Wong Perng Fey (b. 1974, Malaysia) is an artist that has built his

Tan Wei Kheng (b. 1970, Sarawak, Malaysia) is a self-taught artist

reputation as an experimental and versatile painter since his

from Marudi, Sarawak. Originally a ceramist for a commercial outlet

graduation from the Malaysian Institute of Art under the school’s

producing touristic objects, Wei Kheng became drawn to the

scholarship in 1998. Perng Fey’s gestural paintings of figures,
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Eiffel Chong

Kanchana Gupta

Floyd Cowan
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Frank Xiaoran
Fung Wei Wei
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Chong Yi Lin
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Chris Moore
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Christiaan Haridas

Helen Turner

Christina Chua

Heru Setiawan

Christine Park
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CK Liew

Hings Lim

Clara Chong

Ho Mei Kei

Dadang Ruslan Ependi

Izat Arif

Dana Ter
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Daniel Chen

Jasmin Stephens

Daniel Ho
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Kyle Wong
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Snow Ng
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