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When the dust finally settles after this global pandemic, its effects will 
undoubtedly be long-lasting and scars visible for a while to come. In this RKFA 
15/10 issue - which was initially earmarked as our 15th year anniversary (Kuala 
Lumpur) and 10th anniversary (Singapore) celebration issue - reverberations of 
the pandemic are evident with the cancellation of programmes and shows for the 
first and second quarters of 2020. No industry or sector has been left unscathed 
and the arts is no exception.  

This has been a pertinent time to reflect and re-evaluate what is truly 
important to us, a time to look at the little things in life that we have all forgotten 
about. As we cope to keep everything going, we are proud to say, we managed to 
retain all of our staff on full payroll and kept the galleries functioning amidst the 
pandemic. This is owing to our pool of gracious collectors who have been very 
supportive of our programmes and most of all - believing in what we do. For this, 
we must convey our sincere gratitude. Thank you! 

Digitisation of the arts has been a key topic amongst galleries during this 
period and few have opted to transform the business into a virtual or online 
platform. Despite this trend, we will persevere with our brick and mortar model, 
as we believe in the intimate experience of seeing art in its physical form. Until 
technology has sufficiently bridge this gap, the gallery will maintain its position as 
an experiential business model, and not merely an online product. 

The virus has taken a toll on us and life may not be able return to normalcy... 
at least, not anytime soon. While some of us cope with the pandemic in the safety 
and comforts of our homes, there are many who are left out there with nothing 
to protect themselves from getting infected but also from the economic fallout. 
Compassion, more so than ever, is needed.  

Importantly, there are the front liners whom we all owe our gratitude to. 
They continue to protect us and keep everything going, and without their dedi-
cation and vigilance, society would have fallen apart. A person’s true character is 
often revealed in times of crisis, and our front liners have shown us that goodness 
is still found in humanity. 

Dum vita est, spes est 

Richard Koh
June 2020

FOREWORD

While There is Life, There is Hope, woodblock print on Fabriano Tiepolo Paper, 37.4 x 28.5 cm, editions of 15/ 2 AP, Natee Utarit, 2020.
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The 
Breath 
of 
Change

Svay Sareth

Richard Koh Fine Art, Gillman Barracks, 
Singapore.

5-20 Jul 2019
Solo Exhibition

Installation view.
The Breath of Chance, 5-20 
July 2019, Richard Koh 
Fine Art, Gillman Barracks, 
Singapore. Image courtesy 
of Richard Koh Fine Art.

Left:
Svay Sareth, Yell & Silent, 
2018, cotton, silk and 
kapok, variable dimension. 
Image courtesy of Richard 
Koh Fine Art.
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Installation view.
Svay Sareth, Yell & Silent, 
2018, cotton, silk and 
kapok, variable dimension. 
Image courtesy of Richard 
Koh Fine Art.

Sunflowers and water lilies appeal in ways 
that are easily discernible. They exude cheer and 
elegance, and continue to charm and inspire 
artists around the world and across decades. 
Symbolically, the sunflower and water lily 
represent admired qualities of ‘resistance’ and 
‘purity’ and have been incorporated in emblems 
adopted in times of struggle for change. In 
“Beyond Sunflowers” and “Yell and Silent”, Svay 
Sareth activates the form of the sunflower and 
water lily respectively as metaphors for past 
freedoms and present restrictions as experi-
enced by self and society.

“Yell and Silent” is an installation com-
prising approximately 180 soft-sculpture water 
lilies surrounding a central anthropomorphic 
form enwrapped in camouflage-print cotton. 
Autobiographical in nature, the work follows the 
narrative of Svay, who as a young boy, recognised 
the importance of swimming as a life skill, and in 
the water lily pond near the refugee camp where 
he lived taught himself to swim. Being able 
to swim presented him with a sense of being 
freed, and triggered in him a yearn to live his 
life independent of confines. Before embarking 
on his life of determined independence, Svay 
offered his mother a large bouquet of water 
lilies as a gesture of love, and hope for her trust 
in his decision to forge his own path. In these 
moments, he learnt about the value of freedom 
and since then has always recalled the water lily 
as a symbol of one’s strength and resolve.

Trappings, as counter to the freedom 
described above, is regarded in the performance 
video, “Beyond Sunflower”. The scene opens 
upon an aerial view of the monumental Angkor 
city. The viewer is taken on a bird’s-eye journey 
of the magnificent former Khmer empire before 
being brought to settle within the city walls, 
whence one bears witness to the protagonist 
of the performance video who, donned in a 
sunflower mask, proceeds to forcibly victimise 
a Tro (traditional Khmer stringed instrument). 

Excerpt from
Memories and Meditation 
- Recalling Resistance and 
Resilience
Text by Andrea Fam, Singapore, May 2019
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Outcries of prolonged wails and stretched and 
strained resistance ensue from the contact made 
between bow and strings, conjuring an image 
of a tortured soul. In “Beyond Sunflower”, Svay 
revises the position of the sunflower to one of 
aggressor, and with the Tro signifying Cambodia, 
proposes a visual metaphor for the fate of his 
country.

“Yell and Silent” and “Beyond Sunflower” 
are juxtaposed in tenor: the former speaks of a 
quiet determination and resistance that forged 
a strength and clarity of mind whilst the latter 
laments a resigned admission of an invading 

force. Yet whilst juxtaposed in tenor, the works 
bear the same immediacy of the performance 
and performative gesture: the act and undertak-
ing of hand-sewing each individual soft-sculp-
ture and the performance of possessing bow and 
string allowing Svay the presence of mind and 
meditation to commit to the repetitive and com-
pulsive. The two works come together in the solo 
exhibition, “The Breath of Change”, to highlight 
the artist’s reflection on the consequence of con-
sidered and ill-considered choices and decisions 
and their repercussions.

Left & right:
Video Stills.
Svay Sareth, Beyond 
Sunflowers, 2018, single-
channel video, duration 
2 minutes 55 seconds. 
Edition of 3. Image 
courtesy of the artist.
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Hidden 
Forests 
Summer 
Project 

Natee Utarit / Allora & Calzadilla / 
Sally Bunker / South Ho / Vvzela Kook / Post Tree Lifestyle / 
James Prosek / Frank Tang / Haley Alexander van Oosten / 
Trevor Yeung / Charles Kwong / Sharon Chan

Asia Society Hong Kong Center, 
Hong Kong.

6 Jul - 8 Sep 2019
Group Exhibition

Below:
Installation view.
Hidden Forests Summer 
Project, 6 July- 8 
September 2019, Asia 
Society Hong Kong Center. 
Image courtesy of Asia 
Society, photography by 
Scott Brooks.
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Left: 
Natee Utarit, Adrian, 2017, 
oil on canvas, 120 x 100 
cm. Image courtesy of the 
artist.

Center:
Natee Utarit, Elaina, 2017, 
oil on canvas, 120 x 100 
cm. Image courtesy of the 
artist.

Right:
Natee Utarit, Jean, 2017, 
oil on canvas, 120 x 100 
cm. Image courtesy of the 
artist.
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Gan Chin Lee / 
Dato’ Azman Yusof / Samjis Mat Jan / Stephen Menon / 
Zaim Durulaman / Hisyamuddin Abdullah / Shafiq Nordin 
/ Fadly Yusoff / Yuki Tham / Alvin Chong / Trixie Tan / Lina 
Tan / Khairudin Zainudin / Edroger Rosili / Ruzzeki Harris / 
Hirzaq Haris / Nik Shazmie / Nik Shafiz / Dhia Afiq / Syahmi 
Jamaluddin / Kide Baharuddin / Fawwaz Sukri / Amy Nazira 
/ Haziq Syawal / Ming Hao / Isa Ishak / Hafizuddin Azman / 
Firdaus Ismail / Sarah Radzi 

Segaris Art Center, Kuala Lumpur, 
Malaysia.

9 - 28 Jul 2019
Group Exhibition

Installation view. Figure 
it Out, 9 - 28 Jul 2019, 
Segaris Art Center, Kuala 
Lumpur, Malaysia. Image 
courtesy of Segaris Art 
Center.

Figure 
It Out
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Right:
Gan Chin Lee, #iamstrong, 
2019, oil on jute, linen 
and canvas, 183 x 183 
cm. Image courtesy of the 
artist.
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Anton del Castillo

Richard Koh Fine Art, Kuala Lumpur, 
Malaysia.

18 Jul - 10 Aug 2019
Solo Exhibition

Entitlement

Below:
Installation view. Entitlement, 18 Jul - 10 Aug 2019, 
Richard Koh Fine Art, Kuala Lumpur, Malaysia. Image 
courtesy of Richard Koh Fine Art.
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It isn’t hard to discern why the word 
privilege has always been loaded with contro-
versy and contempt. For the most part, various 
unthinkable and institutionalized horrors that 
we have witnessed throughout history find 
their roots in man’s unyielding desire for and 
assertion of his privilege. Racial privilege, for 
example, has been the driving force of slavery 
and many other crimes committed to humanity. 
Or on a more systemic and contemporary level, 
a favorable position in this increasingly capi-
talistic and materialistic society is a privilege 
afforded mostly by financial prowess. Hence, 
privilege reeks of oppression, inequality, immo-
rality, and possibly all negative values one can 
ever connote to a social human being. Yet it still 
stands true that privilege, however piercingly and 
disdainfully uttered by human mouths, remains 
a coveted desire in the subconscious of the 
ever-greedy and domineering man. After all, it is 
man’s primary tool for the establishment of his 
dominion, and the evolution of man teaches us 
that the desire to dominate one another through 
any form of advantage, whether social, political, 
and especially biological, is a matter of his pres-
ervation and survival. Man may preach as much 
as he wants about equality and righteousness, 
but we have yet to see him free from the blinding 
attraction of privilege and all that it affords him. 
This innate obsession of man to associate even 
the most innocuous aspect of life with privilege 
is exactly what the show, straightforwardly 
named after its main theme, explores. In society, 
privilege comes in many forms – in race, gender, 

Artist Statement
by Anton del Castillo, Manila, May 2019

language, and in virtually every difference 
imaginable among men. Hence, Privilege ties 
the innocent with the malicious, revealing how 
man taints even the most innocent of objects, 
people, and values with malice once he props 
them up for the superficial purpose of attaining 
privilege. He is well aware of what society 
requires for it to grant him privilege. Whether 
it’s moral righteousness through good deeds, a  
picture-perfect family, or a glamorous life of 
exquisite clothing and possessions, man adopts 
whatever it takes to be heralded superior of 
his kind, to have heads looking up at him in 
awe. Hence, he lives a life of crafted, virtual 
realities – until his masks carve their perma-
nence and he forgets how to take them off 
his face. My works have long dealt with the 
wicked nature of man. I have explored themes 
as far-reaching in scale as war and religion. A 
quick scour through my previous works would 
reveal that recurring themes and techniques still 
find their way in Privilege. However, Privilege 
deals with the personal, and at times familial, 
manifestations and repercussions of our greed 
for dominion established by self-imposed 
constructs of privilege. Key here are the terms 
“personal” and “familial”, for at its core, this is 
what Privilege primarily concerns itself. Privilege 
is an exposé – a revelation of the devastation 
brought to our families and individual lives 
once they are reduced to mere instruments for  
our unquenchable thirst for privilege and 
dominion.

Above:
Anton del Castillo, The 
Ultimate Sacrifice, 2019, 
Mixed media on gold leaf 
panel, 91.4 x 60.9 cm. Image 
courtesy of the artist.

Top left:
Anton del Castillo, Garden 
of Eden, 2019, Mixed 
media on gold leaf panel, 
91.4 x 60.9 cm. Image 
courtesy of the artist.

Bottom left:
Anton del Castillo, A 
World of Lie I, 2019, Mixed 
media on gold leaf panel, 
91.4 x 60.9 cm. Image 
courtesy of the artist.

Top right:
Anton del Castillo, 
Narcissism, 2019, Mixed 
media on gold leaf panel, 
91.4 x 60.9 cm. Image 
courtesy of the artist.

Bottom right:
Anton del Castillo, A World 
of Lie II, 2019, Mixed 
media on gold leaf panel, 
91.4 x 60.9 cm. Image 
courtesy of the artist.
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Top:
Anton del Castillo, The 
Apple of Their Eye, 2019, 
Mixed media on gold leaf 
panel, 91.4 x 60.9 cm. 
Image courtesy of the 
artist.

Bottom:
Anton del Castillo, The 
Only Son, 2019, Mixed 
media on gold leaf panel, 
91.4 x 60.9 cm. Image 
courtesy of the artist.

Top:
Anton del Castillo, 
Unending Lies I, 2019, 
Mixed media on gold leaf 
panel, 91.4 x 60.9 cm. 
Image courtesy of the 
artist.

Bottom:
Anton del Castillo, 
Unending Lies II, 2019, 
Mixed media on gold leaf 
panel, 91.4 x 60.9 cm. 
Image courtesy of the 
artist.



32 33

Installation view. START, 19 - 21 Jul 2019, 9 Lock  
Road, Gillaman Barracks, Singapore. Image courtesy of 
Richard Koh Fine Art.
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Eiffel Chong / 

Joshua Kane Gomes

9 Lock Road, Gillman Barracks, 
Singapore.

19-21 July 2019
Art Fair /
Group Exhibition

Installation view. START, 19 - 21 Jul 2019, 9 Lock  
Road, Gillaman Barracks, Singapore. Image courtesy of 
Richard Koh Fine Art.

START



36 37

Top:
Installation view.
START, 19-21 July 2019,  
9 Lock Road, Gillman  
Barracks, Singapore. Image 
courtesy of Richard Koh  
Fine Art.

Left:
Installation view.
Joshua Kane Gomes, Come 
Sit with Me, 2018, ring 
buoy, screws and rope, 
75 x 75 x 18 cm. Image 
courtesy of Richard Koh 
Fine Art.

Bottom:
Joshua Kane Gomes, 
Icarus, 2019, framed 
acrylic mirror & neon, 95 x 
65 x 9 cm. Image courtesy 
of the artist.
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Left:
Eiffel Chong, Wrigley’s 
Boomer Magic Colors 
Gums Rolled Into Balls, And 
Depressed Against A Wall 1, 
2018, inkjet on semi gloss 
archival paper, 101.6 x 127 
cm. Image courtesy of the 
artist.

Center:
Eiffel Chong, Wrigley’s 5 
Turbulence Watermelon 
Gum Rolled Into A Ball, And 
Depressed Against A Wall, 
2018, Inkjet on semi gloss 
archival paper,
101.6 x 127 cm.
Image courtesy of the artist.

Right:
Eiffel Chong, Wrigley’s 
Boomer Magic Colors 
Gums Rolled Into Balls, And 
Depressed Against A Wall 2, 
2018, inkjet on semi gloss 
archival paper, 101.6 x 127 
cm. Image courtesy of the 
artist.
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The 
Silpathorn Award 
Exhibition 
Winner of the Category of Visual Arts

Natee Utarit 

Ratchadamnoen Contemporary Art Center, Bangkok,
Thailand.

27 Jul - 31 Aug 2019
Award /
Group Exhibition

Installation view. The Silpathorn Award Exhibition: 
Winner of the Category of Visual Arts, 27 Jul - 31 Aug 
2019, Ratchadamnoen Contemporary Art Center, 
Bangkok, Thailand. Image courtesy of the artist.
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Installation view. The Silpathorn Award Exhibition: 
Winner of the Category of Visual Arts, 27 Jul - 31 Aug 
2019, Ratchadamnoen Contemporary Art Center, 
Bangkok, Thailand. Image courtesy of the artist.
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August
2019
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Installation view. Currents, 2-17 Aug 2019, Richard Koh 
Fine Art, Gillman Barracks, Singapore. Image courtesy 
of Richard Koh Fine Art.
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Than Sok

Richard Koh Fine Art, Gillman Barracks, 
Singapore.

2-17 Aug 2019
Solo Exhibition

Installation view. Currents, 2-17 Aug 2019, Richard Koh 
Fine Art, Gillman Barracks, Singapore. Image courtesy 
of Richard Koh Fine Art.

Currents
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Depending on the group or individual 
being addressed, the words, ‘objects of belief’, 
might call to mind images or surface memories 
of golden chalices and ciboriums, amulets 
and talismans, and / or icons and statues. For 
artist Than Sok, the words are suggestive, and 
employed as a title to his series of paintings as 
projections of expectation.

“Objects of Belief”, comprises 20 water-
colour paintings. Each canvas centralises an 
article commonly located within the compounds 
of Buddhist temples all across Cambodia today 
– a metal tiffin and joss sticks are presented 
alongside gift-wrapped parcels and animist con-
tributions. It is a series that expands on Than’s 
ongoing interest in religious and spiritual beliefs 
and their roles and function in society, by con-
sidering the objects that are presented as temple 
offerings. “Objects of Belief” locates at its core 
material and ritual function and value-beliefs 
and systems and their interpretations.

The study of temple scenes continue 

Excerpt from Memories and Meditation - Recalling 
Resistance and Resilience
Text by Andrea Fam, Singapore, May 2019

in Than’s series of water form paintings titled, 
“Kbach Teuk”, where “Kbach” are traditional 
decorative elements of Khmer architecture 
and “teuk” means water. Water form paintings 
are based on traditional wall murals found 
in temples and are usually a foundation or 
backdrop to work off. The water forms of Than’s 
“Kbach Teuk”  however elevates the element to 
a rank of primary focus within which he pays 
significance to the strength of each brush stroke 
to illustrate the challenge of meditation, and the 
meditative quality of both the element in and of 
itself, and the process by which the paintings are 
produced. 

“Objects of Belief” and “Kbach Teuk” are 
presented together in the solo show, “Currents”, 
a title applied dually to register the different 
encounters each of the works have with the 
concept of time; “Objects of Belief” is a register-
ing and recording of objects while “Kbach Teuk” 
revisits water forms as a method of reflection.

Above:
Installation view. Than 
Sok, Objects of Belief, 
2017, watercolor on 
paper, 24 x 32 cm each 
(set of 20). Image courtesy 
of Richard Koh Fine Art.

Above:
Than Sok, Kbach Teuk / 
Study, 2018, watercolor 
on Arches 100% pure 
cotton, 23 x 31 cm each 
(set of 6). Image courtesy 
of the artist.
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Left:
Than Sok, Kbach Teuk 
(Landscape of A Fishing 
Village with Prince 
Suvanna Sāma), 2019, 
acrylic on canvas, 150 x 
110 cm. Image courtesy of 
the artist.

Center:
Than Sok, Kbach Teuk 
(Hanuman Fights with 
Yeak), 2019, acrylic on 
canvas, 150 x 110 cm. 
Image courtesy of the 
artist.

Right:
Than Sok, Kbach Teuk 
(Prince Mahajanaka and 
The Sinking Ship), 2019, 
acrylic on canvas, 150 x 
110 cm. Image courtesy of 
the artist.
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Left:
Than Sok, Kbach Teuk 
(Shared Pond My Village, 
Takeo), 2019, acrylic on 
canvas, 150 x 110 cm. 
Image courtesy of the 
artist.

Center:
Than Sok, Kbach Teuk 
(Hanuman Builds A Bridge 
To Langka), 2019, acrylic 
on canvas, 150 x 110 cm. 
Image courtesy of the 
artist.

Right:
Than Sok, Kbach Teuk 
(Tonlé Chaktomuk during 
Water Festival with My 
Father, Phnom Penh), 
2019, acrylic on canvas, 
150 x 110 cm. Image 
courtesy of the artist.
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Georg Óskar 

Richard Koh Fine Art, Kuala Lumpur, 
Malaysia.

22 Aug - 14 Sep 2019
Solo Exhibition

Installation view. Untitled Everything, 22 Aug - 14 Sep 
2019, Richard Koh Fine Art, Kuala Lumpur, Malaysia. 
Image courtesy of Richard Koh Fine Art.

Untitled 
Everything
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Throughout the course of my practice, 
I have sought to locate the space between 
extremes, the desirable middle, to dwell in this 
state of human existence. I seek the good as 
much as I embrace the bad, and I find virtue in 
that. In this aspect, my position is precarious as it 
becomes a balancing act and I attempt to visually 
translate this in my paintings, negotiating with 
viewers and myself on what it might look like, as 
it explores the hidden space between the written 
and spoken word. 

The space between reality and other 
worlds is like a drunken haze. Everything we 

Untitled Everything
by Georg Óskar, 2019

experience in there is vague and chaotic, coupled 
with feelings of confusion and exasperation. This 
series of work utilizes this emotionally charged 
state as an entry point with the intention of 
drawing hidden emotions from the depths of 
human psyche. A certain degree of honesty is 
required from myself to capture ‘truth’ and often 
it hides in plain sight. The pursuit of ‘truth’ in art 
is steep in theoretical complexity hence I find 
it important to create little entry points – both 
conceptually and aesthetically – in my works 
for viewers to create their own experiences and 
enable them a sense of intimacy and solace.

Bottom left:
Georg Óskar, Inbox 1, 2019, 
transparent paper, ink and 
pencil on notebook, 29.8 
x 19.8 x 10.3 cm. Image 
courtesy of the artist.

Bottom center:
Georg Óskar, Inbox 2, 2019, 
transparent paper, ink and 
pencil on notebook, 29.8 
x 19.8 x 10.3 cm. Image 
courtesy of the artist.

Bottom right:
Georg Óskar, Inbox 3, 2019, 
transparent paper, ink and 
pencil on notebook, 29.8 
x 19.8 x 10.3 cm. Image 
courtesy of the artist.

Top:
Installation view. Untitled 
Everything, 22 Aug - 14 Sep 
2019, Richard Koh Fine Art, 
Kuala Lumpur, Malaysia. 
Image courtesy of Richard 
Koh Fine Art.

Above:
Georg Óskar, Days of Roses, 
2019, oil and acrylic on 
line, 195 x 170 cm. Image 
courtesy of the artist.
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Top right:
Georg Óskar, ADHD, 2019, 
oil on canvas, 45 x 32 
cm. Image courtesy of the 
artist.

Top left:
Georg Óskar, Untitled, 
2019, oil on linen, 60 x 50 
cm. Image courtesy of the 
artist.

Bottom left:
Georg Óskar, Sunday, 
2019, oil on line, 50 x 40 
cm. Image courtesy of the 
artist.

Bottom center:
Georg Óskar, Monday, 
2019, oil on line, 50 x 40 
cm. Image courtesy of the 
artist.

Bottom right:
Georg Óskar, Tuesday, 
2019, oil on line, 50 x 40 
cm. Image courtesy of the 
artist.

Top:
Georg Óskar, The Day To 
Day, 2019, oil on linen, 
135 x 130 cm. Image 
courtesy of the artist.

Bottom:
Georg Óskar, I Missed You 
So Much, 2018, oil on 
linen, 190 x 170 cm. Image 
courtesy of the artist.
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Above:
Georg Óskar, Numb, 2019, 
oil on linen, 185 x 140 
cm. Image courtesy of the 
artist.

Above:
Georg Óskar, Summer 
Nights, 2019, oil on linen, 
165 x 126 cm. Image 
courtesy of the artist.
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Bottom left:
Georg Óskar, Waking Up On 
A Pretty Day, 2019, oil on 
linen, 60 x 50 cm. Image 
courtesy of the artist.

Bottom right:
Georg Óskar, Pippi, 2019, 
oil on linen, 60 x 50 cm. 
Image courtesy of the 
artist.

Top left:
Georg Óskar, There Is A Hole 
In The Sky, 2019, oil on 
linen, 60 x 50 cm. Image 
courtesy of the artist.

Top right:
Georg Óskar, Under The Shower With 
Some Carrots and Some Flowers, 2019, 
oil, oil pastel and spray paint on linen, 
60 x 50 cm. Image courtesy of the artist.

Above:
Georg Óskar, I Had A Good 
Home but I Left, 2019, oil on 
linen, 190 x 150 cm. Image 
courtesy of the artist.
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G13 Gallery, Selangor, 
Malaysia.

24 Aug - 7 Sept 2019
Group Exhibition

Installation view. In Sync: Artist Couples, 24 Aug - 7 Sep 
2019, G13 Gallery, Selangor, Malaysia. Image courtesy 
of G13 Gallery.

Gan Chin Lee / 
Liu Hsin-Ying / 

Amy Nazira / Hidayat Arshad / Anisa Abdullah / 
Khairul Izham / Kow Leong Kiang / Chong Ai Lei / 
Najib Ahmad Bamadhaj / Cinta Ayuandrea / 
Yuki Tham / Nur Iman

In 
Sync
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Right: 
Liu Hsin-Ying, Littoral, 
2019, acrylic, pastel, 
crayon, charcoal on canvas, 
149.7 x 279.5 cm. Image 
courtesy of the artist.

Left:
Gan Chin Lee, Going in, 
2019, oil on jute, 210 x 
102 cm. Image courtesy of 
the artist.



72 73

Hasanul Isyraf Idris

Booth A3, Art Jakarta, Jakarta Convention Center
Senayan Indonesia, Jakarta, Indonesia.

30 Aug - 1 Sep 2019
Art Fair / 
Solo Exhibition

Installation view. HOL: Scab: Crying Tiger In The 
Night Market, Art Jakarta, 30 Aug - 1 Sep 2019, 
Booth A3, Art Jakarta, Jakarta Convention Center 
Senayan Indonesia, Jakarta, Indonesia. Image 
courtesy of Richard Koh Fine Art.

HOL 
Scab: Crying Tiger In
The Night Market
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In a family unit, a person basically needs 
food, clothing and a roof above their head. My 
first dwelling is my mother’s womb. After I was 
born, I lived in a humble typical kampung house 
made of brick and wooden planks. For me, the 
heart of a house, which nurtures the growth of 
the house’s occupants, is the kitchen. Kitchen is 
like a place of metamorphosis for ingredients, 
which provide vitamin and mineral, are chopped 
and churned. The sound and smell from the 
kitchen is quite universal. Often I was taken 
back to memories of other places whilst in the 
kitchen. The slurping sound of ramen in a small 
shop under the Osaka rail bridge, the sweet smell 
of Gulab Jamun in Aurangabad or the clanking 
sound of Pad Thai cooking in Krabi are some of 
the reminiscing moments. 

Cooking can be quite chaotic. Hasty 
chopping, mincing, slicing, worm probing, gut 
ripping, meat sizzling, boiling, basking, simmering 
and so on are part of cooking processes I dealt 
with almost everyday which felt brutal to me. I 
use knife and chopper for food preparation. 
Knives are also used in a fight, for hunting and 
also surgery besides in the kitchen. Using knife 
needs mastery and instinctive flair. Changing 
the structure of a once alive poultry, meat, 
crustacean, fruit and vegetable to be turned it 
into edible matter are contemplative processes 
to the mind, heart and senses which brings me 
to question life-cycle, death, family ancestry, 
origins and its relationship with me.

HOL: Scab: Crying Tiger 
In The Night Market
by Hasanul Isyraf Idris, 2019

Opposite: 
Hasanul Isyraf Idris, Air 
Door Marinate, 2019, 
acrylic on canvas, 91.5 x 
61 cm. Image courtesy of 
the artist.

Bottom: 
Hasanul Isyraf Idris, Aspic 
Year, 2019, acrylic on 
canvas, 91.4 x 91.4 cm. 
Image courtesy of the 
artist.

Top: 
Hasanul Isyraf Idris, Al 
Dente Wave, 2019, acrylic 
on canvas, 91.4 x 91.4 
cm. Image courtesy of the 
artist.



76 77

Bottom right: 
Hasanul Isyraf Idris, Shank 
Compressor, 2019, acrylic 
on canvas, 61 x 61 cm. 
Image courtesy of the 
artist.

Bottom left: 
Hasanul Isyraf Idris, 
Handlebelly 2019, acrylic 
on canvas, 61 x 61 cm. 
Image courtesy of the 
artist.

Middle right: 
Hasanul Isyraf Idris, Spare 
Ribs Rivets, 2019, acrylic on 
canvas, 61 x 61 cm. Image 
courtesy of the artist.

Top right: 
Hasanul Isyraf Idris, Pickle 
Tang, 2019, acrylic on 
canvas, 61 x 61 cm. Image 
courtesy of the artist.

Top: 
Hasanul Isyraf Idris, Wing 
Condensor, 2019, acrylic on 
canvas, 61 x 61 cm. Image 
courtesy of the artist.

Bottom: 
Hasanul Isyraf Idris, 
Caramalized Cutting Edge 
2019, acrylic on canvas, 61 
x 61 cm. Image courtesy of 
the artist.

Middle left:
Hasanul Isyraf Idris, 
Tempered Glass Panel 
Brisket, 2019, acrylic on 
canvas, 61 x 61 cm. Image 
courtesy of the artist.

Opposite:

Top left:
Hasanul Isyraf Idris, Brine 
Heart, 2019, acrylic on 
canvas, 61 x 61 cm. Image 
courtesy of the artist.
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Above: 
Hasanul Isyraf Idris, Primal 
Breast, 2019, acrylic on 
canvas, 91.5 x 61 cm. 
Image courtesy of the 
artist.

Top: 
Hasanul Isyraf Idris, 
Velveting Day, 2019, acrylic 
on canvas, 61 x 91.5 cm. 
Image courtesy of the 
artist.

Middle: 
Hasanul Isyraf Idris, Tip 
Blade, 2019, acrylic on 
canvas, 61 x 91.5 cm. 
Image courtesy of the 
artist.

Bottom: 
Hasanul Isyraf Idris, Solid 
Burner Stock, 2019, acrylic 
on canvas, 61 x 91.5 cm. 
Image courtesy of the 
artist.
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H.E.R 
An exhibition accentuating the works of 
female artist of the region

Booth C7, Art Jakarta, Jakarta Convention Center
Senayan Indonesia, Jakarta, Indonesia.

30 Aug - 1 Sep 2019
Art Fair /
Group Exhibition

Melissa Tan / 

Arahmaiani / 
Ines Katamso / 
Kumari Nahappan / 
Sinta Tantra / 
Melati Suryodarmo / 
Ella Wijt / 
Hadassah Emmerich / 
Melissa Ng / 
Rega Ayundya / 
Audya Amalia

Below:
Installation view. H.E.R, 30 Aug - 1 Sep 
2019, Art Jakarta, Jakarta Convention Center 
Senayan Indonesia, Jakarta, Indonesia. Image 
courtesy of Richard Koh Fine Art.

Melissa Tan, Iris, 2019, 
stainless steel mirror 
finishing, 144.6 x 96.1 cm. 
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September
2019



84 85



86 87

Richard Koh Fine Art, Gillman Barracks, 
Singapore.

6 - 21 Sep 2019
Solo Exhibition

Installation view. The (un)-related Sceneries,  
6 - 21 Sep 2019, Richard Koh Fine Art. 
Singapore. Image courtesy of Richard Koh 
Fine Art.

Wong Perng Fey

The 
(un)-related 

Sceneries 
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The air in Beijing is very dry, whether it is 
spring, summer, autumn or winter. Put a bunch of 
grapes without cover on the table, soon they will 
have turned into raisins. 

Besides the dry air, the wind that blows 
through Beijing is harsh, rough, and sharp like 
a knife. Walking against the wind, it will pierce 
through your body, much like it would feel having 
your skin being peeled away by sandpaper. 

I commute daily to and forth between 
my studio and home. After Heiqiao was demol-
ished, I moved my studio further north of the 
city outside of the 6th ring road. The journey to 
my studio begins two bus stops south of 798 Art 
District, taking route G101 north, passing a few 
urban villages, golf courses until I am outside 
of the northern part of the sixth ring road. From 
here, I will ride another bus for another half an 
hour that will take me to a village called Ji Shan 
Ying. 10 more minutes of bicycle ride, I would be 
at my studio courtyard located at the south of 
the village. 

The (un)-related Sceneries
by Wong Perng Fey, 2019

On the last kilometre of journey before 
reaching my studio, there lies a cluster of old 
villages dotted along the main road. Every day, 
I stare out of the window of the bus on this 
journey. The view is typical of the Beijing rural, 
rows of trees lining the road, villages with houses 
built in grey bricks and black roof tiles fighting 
for their own existence as transformation has 
also arrived here. The earth that is visible to the 
eyes, where the trees growing above have been 
cut down, bare soil exposed, turned dry, yellow. 
I look at this scenery, watching it go through all 
the tearing down and seasons changing, and 
learn to turn my gaze away when the scenery 
becomes too unbearable, to admire the grey 
tiles and walls, taking in the calm and stillness of 
these houses, while they last.

On one particular day last year in 2018, 
as I was travelling along this road as usual, 
something happened that shuttered my ease 
about looking the other direction while a 
house is being torn down to be rebuilt, or trees 

uprooted to make space for “more space”. This 
time, a whole village of hundreds of old houses 
was completely gone from the ground where it 
once stood. A village of hundreds of old houses. 
Demolished and razed to the ground in just over 
a few days. Just not so long ago, I had walked in 
the village among the houses, admiring the char-
acteristics, comparing it to other villages. The 
memory of that village rose up to my mind there 
and suddenly turned blank, like a bubble gone 
burst. My immediate respond is shock, sadness, 
anger at such a force of destruction and haste. 

Unlike in Heiqiao, where the loss of a 
collective space relating to personal history is 
intimate, deeply involved, concentrated, with 
repeated events and personal life during the 
many years of living in the place. This sudden 
disappearance of a village in front of me that I 
have not lived in, would not have come to my 
attention had the bus not passed by it every day. 
The emotional response to the demolition and 
disappearance of it might carry a lesser weight, 
but both incidents triggered my inner impulses 
of defining the sense of belonging in the same 
way, they touch on the same layers of feelings 
in me. In Heiqiao, the emotional response of the 
eviction was that of an explosion of memories, 
history of many years buried in the mind, into 
the walls of the studio and the surroundings. 

However, in this scenario, I had only arrived in 
this place, my accumulation of memories, history 
carries a different layer. So I have the time to 
build it from here on. Building the memories as 
layers, as every day passes by, page by page. 
If Heiqiao were rolls of films melted together 
because of the time involved, here, I hope the 
story could go on developing frame by frame. 

It was since this time that I started col-
lecting images of the surrounding of my studio 
and villages as a direct approach of remember-
ing them, instead of allowing these places to be 
forgotten. Composing the images into book form 
allows me to view these images as a series of 
events, with no one image more important than 
another, but each having its relationship with the 
other. Obscuring the composed images with ink 
and coloured stains acts as a process of healing 
myself from the sense of loss, transplanting into 
these works my emotions of displacement in a 
foreign land and at the same time the longing for 
a connection and relationship to the new envi-
ronment.

As my presence in this place is also not a 
permanent one, either because of my own choice 
or by other parties, I hope to use this approach 
of documentation as subjective as possible. I 
am witness, participant, and possible subject of 
eviction, recording the transition as up close as 

Top: 
Wong Perng Fey, I Saw 
The Future Through 
Your Eyes, 2019, 
acrylic and Chinese 
ink on professional 
photography paper, 
rice paper and canvas 
mounted on board, 
44.5 x 32 cm each (10 
panels). Image courtesy 
of the artist.

Middle: 
Wong Perng Fey, A 
Stunning Scenery, 2019, 
acrylic and Chinese 
ink on professional 
photography paper, 
rice paper and canvas 
mounted on board, 
44.5 x 32 cm each (12 
panels). Image courtesy 
of the artist.

Bottom: 
Wong Perng Fey, 
Everything I Do Is For 
The Good Of You, 2019, 
acrylic and Chinese 
ink on professional 
photography paper, 
rice paper and canvas 
mounted on board, 
44.5 x 32 cm each (22 
panels). Image courtesy 
of the artist.
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possible, forced to be standing at a distance. 
A few days later, I came back to that site 

where the village is now gone, standing on the 
piles of bricks, wooden beams and twisted metal, 
now blanketed under a thin semi-transparent 
fabric netting. I looked at the scenery with a 
remotely unconcerned attitude, telling myself all 
this stirring of emotions in me is rather vain. Even 
as I was taking pictures of the site, I questioned 
myself. What role do I play here? Perhaps merely 
an outsider, and it may not be my business to 
feel sad. Nonetheless, I was still overwhelmed by 
the sight of such devastation. Feeling shaken and 
at the same time indifferent against a trend that 
encourages erasing the existing memories of the 
people through displacing and uprooting them 
from their personal and collective memories 
in a community. However on the other hand, 
shouldn’t we feel happy for the villagers them-
selves because they happily embrace this push 

of redevelopment because the promise of return 
is undeniably hard to resist. I believe I have no 
right to make any judgement, neither do I want 
to.

A security man of rather older age, 
walking towards me, after he spotted me 
wandering around at the site. Arriving within 
speaking distance, I notice that indeed he seems 
a little too old for his job, with a uniform far 
too big for his body. Very likely he is a migrant 
from another province, shifting among odd jobs 
in the city. Asking me who I am, what I was I 
doing there“, I answer, “I am nobody. Not doing 
anything!”. He signals me to leave, telling me 
with a rather concerned tone that “it is for my 
own good not to venture beyond a place I am not 
supposed to”. I put the camera into my bag, and 
walk slowly away, into the other direction.

Left:
Installation view.  
The (un)-related Sceneries, 
6 - 21 Sep 2019, Richard 
Koh Fine Art, Singapore. 
Image courtesy of Richard 
Koh Fine Art.

Top: 
Wong Perng Fey, The 
Entrance, 2019, acrylic and 
chinese ink on professional 
photography paper and 
rice paper mounted on 
linen, 150 x 150 cm. Image 
courtesy of the artist.

Bottom: 
Wong Perng Fey, Forever, 
2019, acrylic and chinese 
ink on professional 
photography paper and 
rice paper mounted on 
linen, 150 x 150 cm. Image 
courtesy of the artist.
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Installation view.  
The (un)-related Sceneries, 
6 - 21 Sep 2019, Richard 
Koh Fine Art, Singapore. 
Image courtesy of Richard 
Koh Fine Art.
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Above:
Wong Perng Fey, Beijing 
Grandpa, 2019, acrylic 
and Chinese ink on 
professional photography 
paper and rice paper 
mounted on linen, 150 x 
180 cm. Image courtesy of 
the artist.

Above: 
Wong Perng Fey, Spring 
Time in the Studio, 2019, 
acrylic and Chinese ink on 
professional photography 
paper and rice paper 
mounted on linen, 150 x 
180 cm. Image courtesy of 
the artist.
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Above:
Wong Perng Fey, Courtyard, 
2019, acrylic and Chinese 
ink on professional 
photography paper and 
rice paper mounted on 
linen, 155 x 155 cm. Image 
courtesy of the artist.

Above:
Wong Perng Fey, 
Courtyard II, 2019, acrylic 
and Chinese ink on 
professional photography 
paper and rice paper 
mounted on linen, 150 x 
150 cm. Image courtesy of 
the artist.
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Above:
Wong Perng Fey, 
Courtyard III, 2019, acrylic 
and Chinese ink on 
professional photography 
paper and rice paper 
mounted on linen, 150 x 
150 cm. Image courtesy of 
the artist.

Above:
Wong Perng Fey, To Serve 
the People, 2019, acrylic and 
Chinese ink on professional 
photography paper and rice 
paper mounted on linen, 155 
x 155 cm. Image courtesy of 
the artist.
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Installation view. Imagination Sanctuary, 
7 - 21 Sep 2019, Richard Koh Projects, 
Bangkok, Thailand. Image courtesy of 
Richard Koh Fine Art.

Imagination          Sanctuary

Richard Koh Projects 
Bangkok, Thailand.

7 - 21 Sep 2019
Solo Exhibition

Phuthip Chantaraksa
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The stylistic nuances of Phuthip’s  
practice is encapsulated within the traditions 
of Fantasy semi-abstract art which is renowned 
for its multiple entry points of interpretation. 
Phuthip works are steep in binaries; discipline 
and chaos, perfection and imperfection, etc., and 
located in-between these binaries is Phuthip’s 
primary artistic concern of balance. 

Imagination Sanctuary is Phuthip Chan-
taraksa latest series of works in which is framed 
within art writer, Walter Schurian’s emphatic 
declaration, “A place of imagination is at the 
edge of truth”, published in his 2005 book 
entitled; Fantastic Art. It passionately discusses 
the notions of ‘truth’ in art and its various levels 
of acceptance. In this body of works, Phuthip 
pursues this notion through his reinterpretation 
of ‘reality’ via his visual constructs, pushing 
through the comfort zones of psychological 
familiarity within the human mind. Forms in his 
pictorial plane are at times both familiar and 
foreign, derived from his immediacy of varied 
brush stroke techniques, capturing the mental 
state of his execution. Color also plays an 
important role in his artmaking and is employed 
to depict certain notions of ‘truth’ and in particu-
lar, bold and bright colors are utilized to activate 
the ‘imaginative nerves’ of viewers. These 
conceptual underpinnings manifest itself into a 
stylistic form of semi-abstraction that is unique 
to Phuthip’s art practice. 

If the concept of truth is regarded as a 
human construct, then what is deem as truth? 
Are there social perimeters that dictate truth? 
In Imagination Sanctuary, Phuthip investigates 
the boundaries of this debate via the mechanics 
of imagination in artmaking. By extension, the 
works in this exhibition invites viewers to ponder 
if ‘truth’ lies within the canvas or in the recesses 
of the human mind.  

Stylistically, Phuthip is much informed by 
the artistic characteristics of American Abstract 
Expressionism, and in particular, Jackson 
Pollock’s canonized action paintings. Phuthip is 
strongly drawn to the manner in which the works 
are spontaneously produced and seemingly 
derived from a point of the unconscious.  In 
tandem, Phuthip is also influenced by the Irish 
born figurative painter, Francis Bacon, emo-

Imagination Sanctuary
by Kampanat Kotkaew, 2019

tionally charged raw imagery and pursuit of 
‘movement’ in painting. Both artists highly influ-
ential in Phuthip formative years as an emerging 
artist developing his own voice. 

Imagination Sanctuary is materialized by 
six new paintings and will mark Phuthip’s recent 
exploration of semi-abstraction in painting. 
Despite his youth, he has craved himself a niche 
as a painter who uniquely invokes the multi-
tudes of emotions entangled in the human mind. 
While some are released and others manage to 
escape, there are many that lingers on in the 
subconscious. Through his choice of bold colors 
and expressive brushstrokes, Phuthip has tapped 
into these buried emotions, expulsing them 
into creative energy. The works come together 
as a representation of this act of expulsion and 
limitless potential of human imagination. 

นิทรรศการ “ที่พำานักของจินตนาการ” โดยนาย
ภูทิป จันทรักษา เป็นการพูดถึงคำากล่าวที่ว่า ที่พำานักของ
จินตนาการ คือ “ชายขอบของความจริง” จากหนังสือ 
“ศิลปะแฟนตาสติก” โดย วอลเตอร์ ชูเรียน โดยคำาว่า “ชาย
ขอบ” นั้นเป็นคำาที่ใช้ในเชิงความหมายอันไม่เป็นที่ยอมรับ 
ถูกเพิกเฉย ดังนั้นเมื่อกล่าวถึงคำาว่า “ชายขอบของความ
จริง” จึงสื่อความหมายได้มากมาย เช่น ความจริงอันไม่เป็น
ที่ยอมรับหรือยากที่จะยอมรับ ความจริงที่น่ากระอักกระอ่วน
ใจ ความจริงที่ไม่ได้รับการใส่ใจ หรือความจริงที่ถูกเลือก
ปฏิบัติ หากมองในมุมของโลกศิลปะที่ศิลปินส่วนหนึ่ง
ต้องการนำาเสนอ รวมทั้งตีแผ่ความเหมือนจริงในธรรมชาติ 
ซึ่งคือภาพมนุษย์ และภาพทิวทัศน์ แต่ภูทิปกลับดัดแปลง 
และทำาให้ความเหมือนจริงตามธรรมชาตินั้นบิดเบี้ยวไป
จากเดิม ซึ่งเปรียบเสมือนชายขอบของความจริง โดยภูทิป
ลดทอนความเหมือนจริงลงให้เหลือเพียงรูปร่าง รูปทรง 
โดยการใช้ฝีแปรงที่ฉับพลันในการลดทอน ความเหมือน
จริงของวัตถุนั้นลง แต่ฝีแปรงยังสร้างอารมณ์ความรู้สึกอัน
หลากหลายให้เกิดขึ้นในงานศิลปะของเขาด้วย นอกจาก
นี้ภูทิปได้ใช้สีที่จัดจ้านในการแทนค่าความเหมือนจริง ซึ่ง
เป็นการลดทอนความจริงลงเช่นกัน และการใช้สีที่จัดจ้าน
นี้แสดงถึงจินตนาการของศิลปินที่นำาเสนอออกมาเป็นผล
งานศิลปะ และยังทำาให้ผู้ชมเกิดจินตนาการอีกด้วย ดังนั้น
การลดทอนความเหมือนจริงของภูทิปเทียบเท่ากับการใช้
จินตนาการของตัวศิลปินผ่านการนำาเสนอในรูปแบบงาน
ศิลปะกึ่งนามธรรม และเกิดเป็นนิทรรศการ “ที่พำานักของ
จินตนาการ” ขึ้น

เมื่อกล่าวถึงคำาว่า “ที่พำานักของจินตนาการ” อาจ
สื่อได้ว่าในจินตนาการมีความจริงหลักเป็นพื้นฐานความ
คิดอยู่ แต่ก็มีความจริงชายขอบ ที่มักถูกมองข้ามหรือถูก
หลงลืมไป ศิลปินจึงต้องการนำาเสนอจินตนาการที่เป็น

Right:
Installation view. 
Imagination Sanctuary, 7 - 
21 Sep 2019, Richard Koh 
Projects, Bangkok, Thailand. 
Image courtesy of Richard 
Koh Fine Art.

ชายขอบของความจริงออกมาในรูปแบบงานศิลปะ เพื่อให้
เป็นที่อยู่ของความจริงชายขอบดังกล่าว  หากเปรียบเทียบ
ในเชิงศิลปะอาจจะกล่าวได้ว่าความจริงหลักคืองานศิลปะ
แนวเหมือนจริง และชายขอบของความจริงคือ งานศิลปะ
ที่ไม่เหมือนจริง ซึ่งเป็นแนวทางการสร้างงานของศิลปิน  
ดังนั้นนิทรรศการนี้จึงเป็นการถามถึงที่พำานักสำาหรับ
จินตนาการ คือพื้นที่ใด อาจจะเป็นเฟรมผ้าใบที่ศิลปิน
ถ่ายทอดจินตนาการลงไป หรือผู้ชมที่ใช้จินตนาการเพื่อรับ
ชมงานศิลปะในนิทรรศการนี้

นิทรรศการ “ที่พำานักของจินตนาการ” เป็นการนำา
เสนอผลงานศิลปะในรูปศิลปะกึ่งนามธรรม โดยใช้เทคนิค
อันหลากหลาย และการใช้สีหลายชนิด เช่น ใช้สีอะคริลิก 
ผสมสีน้ำามัน  นอกจากนี้ยังได้รับแรงบันดาลใจจากศิลปิน
ระดับโลกทั้ง Francis Bacon , Jackson Pollock ซึ่งศิลปิน
ทั้ง 2 มีความโดดเด่นเป็นเอกลักษณ์เฉพาะตัวคือ Francis 

Bacon สร้างสรรค์งานในรูปแบบExpressionism และ
ได้คิดค้นวิธีการเคลื่อนไหวในภาพวาด โดยหยิบยืมการ
เคลื่อนไหวของบุคคลจากภาพยนตร์และเรียนรู้ลักษณะ
ท่าทางของมนุษย์จากภาพถ่ายมาสร้างเป็นงานศิลปะโดยใช้
ฝีแปรงที่รวดเร็วเพื่อแสดงถึงการเคลื่อนไหว ซึ่งส่วนมาก
ผลงานของเขามักจะเป็นรูปบุคคลเพียงคนเดียวอยู่ในห้อง
ที่ว่างเปล่า ในกรง หรือมีพื้นหลังสีดำา ในส่วนของ Jackson 

Pollock สร้างสรรค์ผลงานในรูปแบบ Abstract Expres-

sionism โดยเอกลักษณ์ของเขาเทคนิคการหยด สาด หรือ
เทสีลงบนผ้าใบ(Action Painting) และปล่อยให้จิตสำานึก
เป็นผู้สร้างสรรค์ผลงานศิลปะชิ้นนั้น ซึ่งเทคนิคดังกล่าว
แสดงถึงความเคลื่อนไหวว่องไวและมีพลัง ด้วยการสร้าง
งานศิลปะของศิลปินทั้ง 2 ที่โดดเด่น ผนวกกับการศึกษา
แสวงหาความรู้เพิ่มเติมด้านศิลปะ ทำาให้ภูทิปได้รับอิทธิพล
การสร้างงานศิลปะจากศิลปินทั้ง 2 และพัฒนาผลงานของ
ตนเองให้มีความเฉพาะตัว จนก่อให้เกิดเป็นเทคนิคและ
รูปแบบผลงานศิลปะที่แสดงอารมณ์ความรู้สึกได้อย่าง
ชัดเจนมากขึ้น 

ส่ิงที่โดดเด่นและเป็นเสน่ห์หลักในผลงานศิลปะ

ของภูทิปคือการใช้สีที่สด  จัดจ้านและฉูดฉาด สามารถ
ดึงดูดสายตาของผู้ชมได้จากระยะไกล โดยตัวงานมี
ลักษณะเฉพาะและถ่ายทอดออกมาในรูปแบบ Expres-

sionism นอกจากนี้มีการใช้ฝีแปรงที่รุนแรง และรูปทรง
ที่บิดเบี้ยวไปจากรูปทรงธรรมชาติ อีกทั้งยังใช้เทคนิคใน
การสร้างงานศิลปะอันหลากหลาย เช่น การสร้างพื้นผิว
ของสี (Texture) การปล่อยให้สีเคลื่อนไหวอย่างอิสระ การ
สะบัดพู่กัน การทำาให้สีมีร่องรอยการยับย่นของสี การหยด
สี และสิ่งที่ที่ชัดเจนในงานของภูทิปอีกอย่างหนึ่งคือ การ
ทับซ้อนของชั้นสี โดยจงใจให้สีทับกันหลายชั้นเกิดความ
หลากหลายของสีในระนาบเดียวกัน และเกิดความลึก-ตื้น
ของภาพ จากการทับซ้อนดังกล่าว ทั้งพื้นผิวที่ราบเรียบ ตีบ
ตันและพื้นผิวที่ขรุขระของเนื้อสีที่มีมวลหนาแน่น ผสม
กันอย่างกระจัดกระจาย ทำาให้ภาพออกมามีความรู้สึกที่
หลากหลาย และศิลปินเปิดโอกาสให้ผู้ชมจินตนาการอย่าง
อิสระไปกับบรรยากาศภายในภาพ ซึ่งผู้ชมแต่ละคนต่างมี
ประสบการณ์ทางสุนทรียะแตกต่างกันออกไป จึงเปรียบ
นิทรรศการศิลปะนี้เป็นที่พำานักของจินตนา การอย่างไม่มี
ที่สิ้นสุด 

ถ้าหากพิจารณาภาพรวมทั้งหมดจะพบว่าภาพที่ภู
ทิปสร้างขึ้นนั้น ทำาให้รับรู้ถึงความสร้างสรรค์ ทั้งการใช้องค์
ประกอบของเส้นและสี เทคนิคและรูปแบบการสร้างงาน 
อีกทั้งยังทำาให้รู้สึกว่าผลงานของภูทิปมาความเป็น Fantasy 
semi-abstract art เนื่องด้วยสีสันอันจัดจ้าน ฉูดฉาด ชวน
ให้ผู้ชมจินตนาการและเปิดโอกาสให้ผู้ชมมีอิสระในการ
ตีความจากภาพ ซึ่งถือเป็นเป้าหมายของศิลปิน ดังนั้น
ภาพ 1 ภาพ สามารถตีความได้หลากหลายไม่จำาเป็นที่จะมี
แนวความคิดเหมือนกัน  โดยงานของภูทิปมีลักษณะของ
การรวมกันของความมีระเบียบและไร้ระเบียบ ซึ่งเป็นสิ่งที่
สามารถพบเห็นได้ โดยไม่จำาเป็นต้องสมบูรณ์แบบทั้งหมด 
และในความไม่สมบูรณ์แบบนั้นก็ยังคงมีความงามความ
สมบูรณ์แบบที่ลงตัว
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Above: 
Phuthip Chantaraksa, In 
The Living Room, 2019, oil 
on canvas, 70 x 150 cm 
(triptych). Image courtesy 
of the artist.

“A place of imagination is at the edge 
of the truth” is a phrase from Walter Schurian’s 
2005 book, Arte Fantastico, in which has set me 
on a path of exploring the notion of ‘truth’ via the 
act of creation and imagination in this exhibition. 

These series of artworks were borned 
from the idea of borrowing images from things, 
living creatures and the environment to create 
new ones using my imagination. My intention is 
not to be biased but to allow viewers to under-
stand that everything is interconnected within 
imagination and dreamscape. Nature is meant 
to be balanced and when there is imbalance, 
chaos arises. But despite this, there is a sense of 
serenity that is whispered through the silence or 
perhaps it could merely be a spectre lurking in 
the shadows, waiting to blind us from the natural 
order of things, in a place known as ‘the edge of 
the truth’ where our imagination lies.

ที่พำานักของจินตนาการคือ “ชายขอบของความ
เป็นจริง” จากถ้อยความหนึ่งจากหนังสือชื่อ “ศิลปะแฟน
ตาสติก” โดย วอลเตอร์ ชูเรียน ซึ่งเป็นหนังสือที่มีอิทธิพล
เป็นอย่างมากในการส่งต่อความคิด และจินตนาการในผล
งานที่ปรากฏทั้งก่อนและในปัจจุบัน ณ นิทรรศการนี้ 

จิตรกรรมที่ปรากฏอยู่นั้น ล้วนมีที่มาจากการหยิบ
ยืมภาพลักษณ์จากหลายๆ ที่มา ผสมกับภาพลักษณ์ที่สอง 
ซึ่งเป็นส่วนของแม่แบบในจินตนาการ ผ่านการคลุกเคล้า
ขยำารวมด้วยกระบวนการทางจิตรกรรม เพื่อให้ภาพลักษณ์
ที่สามปรากฏรูป และผลปรากฏของภาพลักษณ์นี้จะไม่ชี้นำา
เรื่องราวใดเรื่องราวหนึ่ง ด้วยเพราะตำาแหน่งแห่งหนใน
รูปร่างรูปทรงก็ล้วนปรากฏทั้งมีความเชื่อมโยงกันบ้างและ
ไม่เชื่อมโยงกันบ้าง เกิดความบิดเบือน กระจัดกระจาย มี
ระเบียบ ไร้ระเบียบ มีที่มาจากการสมมุติขึ้นเป็นปัจจัย เพื่อ
สร้างต้นทางแห่งการชวนคิดชวนฝันและน้อมนำาไปสู่สาระ
อันไร้สาระ ไปสู่พื้นผิวที่ราบเรียบที่ลวงระยะเข้าไปแต่ใน
ขณะเดียวกันก็ปรากฏความตีบตันเป็นแผ่นผิวขึ้นมาจน
ดูย้อนแย้ง ปั่นป่วน ความนิ่งสงบที่กำาลังถูกพรากไปจน
แทนที่ด้วยความกระจัดกระจายรวดเร็ว เส้นสีที่วิ่งไปอย่าง
อิสระ หรือวิ่งไปด้วยความรุนแรง อาจกำาลังพยายามกระซิบ
ผ่านเสียงของความเงียบงำา พร่ำาเพ้อละเมอถึงสถานที่ที่
นิทรานั้นโดนกล่อมเกลาด้วยราตรีกาลอย่างอ่อนโยนหรือ
จะเป็นฝันร้ายจากความสนุกจากผีสางบรรพกาลแกล้งให้
จำายอมข่มตา อาจมีสายลมที่รวดร้าวปะปนอย่างอันธพาล 
คอยตัดเปลวเทียนทุกบ้านให้ดับสิ้นและตกในความเป็น
ใบ้บอดโดยมีเจ้าเป็นราตรีกาลกำากับ  ทุกสิ่งเกิดขึ้นและ
ดำาเนินไปเช่นนั้น ตราบที่ชายขอบของความเป็นจริงยังคง
เป็นวิหารให้จินตนาการได้พำานัก

Artist Statement
by Phuthip Chantaraksa, 2019
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Top: 
Phuthip Chantaraksa, After 
Sunset, 2019, oil on canvas, 
65 x 65 cm. Image courtesy 
of the artist.

Bottom: 
Phuthip Chantaraksa, 
After Sunrise, 2019, oil on 
canvas, 54 x 70 cm. Image 
courtesy of the artist.

Top: 
Phuthip Chantaraksa, Pinky 
Island, 2019, oil on canvas, 
50 x 90 cm. Image courtesy 
of the artist.

Bottom: 
Phuthip Chantaraksa, 
Blurry, 2019, oil on canvas, 
68 x 42 cm. Image courtesy 
of the artist.
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Vacancy Gallery, Shanghai, 
China.

14 Sep - 19 Oct 2019
Group Exhibition

Installation view. Empty Vase, 14 Sep - 19 
Oct 2019, Vacancy Gallery, Shanghai, China. 
Image courtesy of Vacancy Gallery, Shanghai.

Right:
Haffendi Anuar, Oranda, 2017, foam, puttyfilla, 
sand, cement, latex, spraypaint and mats, 32 
x 61 x 28 cm; 95 x 59 cm (each mat). Image 
courtesy of Vacancy Gallery, Shanghai.

Haffendi Anuar /
Eisa Jocson / Tae Parvit / Sung Tieu / Tromarama

Empty 
Vase
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Above:
Installation view. Empty 
Vase, 14 Sep - 19 Oct 2019, 
Vacancy Gallery, Shanghai, 
China. Image courtesy of 
Vacancy Gallery, Shanghai.

Left: 
Haffendi Anuar, PLT 58, 
2019, melamine tableware, 
cement, sand, puttyfilla, 
spraypaint, enamel paint 
and varnish, 79 x 17.5 x 
17.5 cm. Image courtesy of 
the artist.

Center: 
Haffendi Anuar, PLT 60, 
2019, melamine tableware, 
cement, sand, puttyfilla, 
spraypaint, enamel paint 
and varnish, 59 x 15.5 x 
15.5 cm. Image courtesy of 
the artist.

Right: 
Haffendi Anuar, PLT 69, 
2019, melamine tableware, 
cement, sand, puttyfilla, 
spraypaint, enamel paint 
and varnish, 58.5 x 21 x 23 
cm. Image courtesy of the 
artist.
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The Back Room, Kuala Lumpur,
Malaysia.

14 - 29 Sep 2019
Solo Exhibition

Installation view. James Seet, Memory 1 - 48, 
2015, porcelain unglazed, 48 pieces, 10 x 10 
x 10 cm each. Photo by Alvin Lau.

James Seet

Memories
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Left top: 
James Seet, Memories 1, 
2011, porcelain unglazed, 
49 x 23 x 33 cm. Image 
courtesy of Alvin Lau.

Left bottom: 
James Seet, Memories 2, 
2011, stoneware glazed, 
36 x 27 x 22 cm. Image 
courtesy of Alvin Lau.

Right top: 
James Seet, Memories 3, 
2019, stoneware glazed, 
43 x 25 x 25 cm. Image 
courtesy of Alvin Lau.

Right bottom: 
James Seet, Memories 4, 
2019, stoneware glazed, 
33 x 27 x 27 cm. Image 
courtesy of Alvin Lau.

James Seet, in his solo show Memories, strides the 
thin line between memory as both a reconstructive and 
creative force, exploring the blurred edges and modu-
larity of recollection. For James, memory is “very vivid”, 
likely owing to an uncanny talent for recalling events 
and their details with unerring clarity – he has memories 
stretching all the way back to his childhood, a quality that 
is retained in the lucidity of his pieces. Memories is his 
first solo exhibition in his native Malaysia, a showcases 
new and old artwork.

Clay is James’ primary artistic medium. As a 
material, clay has charted the rise and fall of empires, 
provided the literal foundations for human industry 
thanks to its countless uses for farming, construction 
and art. In ancient clay tablets and pottery, humans have 
recorded knowledge of ourselves, what came before and 
what might come to be. Despite its fragility, ceramics are 
somehow synonymous with posterity.

Throughout his work, James has explored the 
power of clay as a kind of recollective material. He fre-
quently refers back to clay’s ability to “remember” its 
very origins in motion, fire and moulding. The artworks 
Memories 1 - 4 clearly exemplify this theory: the struc-
tures’ clay orbs, lusciously shaped by hand, are joined 
together into silhouettes that recall the physicality 
of synapses. Every so often, you’ll encounter sharp 
breakages in the clay, reminders of a throwing wheel 
spinning too fast, a memory of motion made physical.

The surprising breakages in the dreamy structures 
of Memories 1 – 4 reveal a spontaneity that underlies 
James’ work, and expands the definition of memory to 
include its persistent mutability. It’s hard to overestimate 
just how unpredictable clay can be: firing a piece of work 
could reveal the irreparable brokenness of a piece just as 
easily as it could solidify its shape. There is something 
radically unknowable – and therefore, something exciting 
– about how this art will react under pressure.

James’ remarkable talent for visualization unites 
the entirety of his portfolio. The free-flowing nature of 
his art practice never yields to chaos, and instead his 
works seem to emerge wholly formed from his mind, Ath-
ena-like, resulting in pieces that have an organic quality 
to them. The “sea-urchin” pieces that comprise the 
Memory 1 – 48 feature a tightly controlled randomness, 
especially in their intricate detailing inspired by starfish 
and jellyfish. There is no sense of replication here, only 
an individual spirit coming alive.

With Memories, the artist brings to bear a taste of 
his many explorations into how the mind, and specifically 
the memory, can manifest itself in the real world, without 
losing its natural drama and whimsy. Clay takes on the 
shape it’s given, but it can also be unpredictable, fragile, 
and wholly individual.

Memories
Text by Samatha Cheh, 2019
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Haugar Vestfold Art Museum, Tønsberg, 
Norway.

28 Sep - 29 Dec 2019
Group Exhibition

Anne Samat /

Natee Utarit /
Javier Barrios / Juan Andrés Milanes Benito / 
Geir Egil Bergjord / Sverre Bjertnæs / William Blake / 
Marie Buskov / Kristian Øverland Dahl / Diana Al-Hadid / 
Christian Houge / Ruprecht von Kaufmann / 
Rafael Megall / Ulf Nilsen / Hanne Rivrud / 
Nicola Samori / Andres Serrano / Arne Bendik Sjur / 
Tollef Thorsnes / Kjell Torriset / Nicola Verlato / 
Morten Viskum / Gelawesh Waledkhani.

Installation view. Metafysica, 28 Sep - 29 Dec 
2019, Haugar Vestfold Art Museum, Tønsberg, 
Norway. Image courtesy of Richard Koh Fine 
Art and the artist. 

Metafysica
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The paintings in Your Past Is My Future 
draw on the relationship between lingering 
colonial influences in South East Asia and a self 
contradiction in the so-called borderless world. 

All the pieces display a confused attitude 
in Asian contemporary culture seen through my 
Buddhist point of view. I deliberately put them 
through this viewpoint because post-colonial 
Buddhism can uphold its beliefs and ideological 
base via assimilation with other forces despite 

Your Past is My Future II
by Natee Utarit, 2019

cultural changes in parts of Asia, especially my 
country. 

All eleven paintings in this exhibition 
extensively discuss matters through finely 
woven stories from the first to the last painting. 
Still, there is a complete story within each indi-
vidual painting. When I started sketching the 
series, I was concerned with how to communi-
cate ideas of the past, present, and future via 
South East Asian cultural aspects. I successfully 

found a way to do this in a previous exhibition 
under the same name. Stories, events, time dif-
ference, and allusions to art from various eras 
were mixed until the satisfactory result emerged. 
I decided I would like to continue exploring my 
ideas in a series of connected paintings in which 
the meanings of every painting were completely 
united. 

I arranged all paintings with a chain-reac-
tion impact in mind, using a wide range of condi-
tions to create links. The stories are told through 
events and situations with various characters 
that refer to influences on current cultural drives. 
For example; 

Pictures portray Bhikkhus (Buddhist 
monks) in modern-day situations which relate 
Buddhism with present-day changes. 

Pictures of Westerners in past centuries 
symbolise living influences and styles on a great 
number of Asians. 

Pictures of ghosts, monsters and spirits 
that appear in Asian beliefs are dispersed 
throughout and reflect fear, shame, and 
confusion of one’s self. 

Pictures of cultural disparities are 
haunting like conjured ghosts. Even places in the 
backgrounds are uncannily represented incon-
sistently yet coherently. 

All demonstrate my interest in the 
question of how preceding cultural influences 
became signifiers of occurrence, i.e. how they 
changed present-day philosophies and attitudes 
and also how they became critical conditions for 
other cultures’ dreams of the future.

Left: 
Natee Utarit, After 
Orientalism, 2019, oil on 
canvas, 190 x 187 cm. 
Image courtesy of the 
artist.

Right:
Natee Utarit, A House of 
Nostalgia, 2019, oil on 
canvas, 190 x 187 cm. 
Image courtesy of the 
artist.
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Left:
Natee Utarit, The Followers, 
2019, oil on canvas, 190 x 
240 cm. Image courtesy of 
the artist.

Right:
Natee Utarit, The Couple, 
2019, oil on canvas, 190 x 
103 cm. Image courtesy of 
the artist.
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Above:
Natee Utarit, The Past is more 
than a Memory, 2019, oil on 
canvas, 190 x 340 cm. Image 
courtesy of the artist.
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Left:
Natee Utarit, Construction 
of the Soul, 2019, oil on 
canvas, 190 x 103 cm. 
Image courtesy of the 
artist.

Right:
Natee Utarit, Go West, 
2019, oil on canvas, 190 x 
235 cm. Image courtesy of 
the artist.
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Left:
Natee Utarit, The Gate 
of Wisdom, 2019, oil on 
canvas, 190 x 120 cm. 
Image courtesy of the 
artist.

Right:
Natee Utarit, Temple of the 
King, 2019, oil on canvas, 
190 x 262 cm. Image 
courtesy of the artist.
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Above:
Natee Utarit, Golden Monster, 
2019, oil on canvas, 190 x 
99 cm. Image courtesy of the 
artist.

Above:
Natee Utarit, The Sublimity 
and the Point of View, 2019, 
oil on canvas, 190 x 127 cm. 
Image courtesy of the artist.
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Right:
Anne Samat, Wide Awake 
and Unafraid, 2019, rattan 
sticks, yarns, washers, 
rakes, PVC chains, home, 
fashion accessories,
(kitchen & garden) utensils 
and stationery items
310 x 540 x 35 cm. Image 
courtesy of Richard Koh 
Fine Art and the artist.

I’ve always considered tolerance and 
respect to be a crucial part of self-expression. 
Basic rights today however – whether ascribed 
to religion, equality, happiness or liberty – are 
being interpreted narrowly, so as to restrict 
freedom and discriminate against communities. 

Among the frequent targets of discrimina-
tion are women and the LGBTQ community. The 
LGBTQ community fights a wide range of issues, 
ranging from discrimination in the workplace, 
limited access to marriage/legal partnership and 
child adoption rights to the use of gender-as-
signed bathrooms and the lack of open discus-
sion of gender and sexuality in schools. These 
taboos are so often shaped by fear, the same fear 
that comes into play when politicians call for 
enforcement of their religious laws. 

Freedom remains a fundamental piece of 
the fabric that makes up our democracy. Respect 
for freedom of religion, tolerance for differences 
and diverse perspectives is a key component 
of a multicultural world like ours. It is easy to 
advocate for freedom when it’s your own, but 
how about when someone else’s freedom is 
on the line? The more difficult it may seem, the 
more important this advocacy is.

Artist Statement
by Anne Samat, 2019
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 Fondazione Made in Cloister, Naples, Italy. 
Curated by Demetrio Paparoni.

4 Oct 2019 - 4 Jan2020
Solo Exhibition

Natee Utarit 

 
Installation view. Déjà Vu, 4 
October 2019 - 4 January 
2020, Fondazione Made 
in Cloister, Naples, Italy. 
Image courtesy of the 
artist.

 Déjà Vu 
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My work is focused on the attempt to 
engage with and re-evaluate some the typical 
components of Buddha’s traditional images in 
a way that connects them to Western culture, 
which differs radically both in terms of time and 
place.

I first incorporated religious imagery with 
a post-colonial framework whilst working on the 
Altarpieces series between 2013 and 2016, and 
I realized that the medium of paint can be the 
ideal bridge between external reality and the 
interior world of spirit and faith.

This insight became even more clear 
when I decided to adopt a similar philosophy 
to depict scenes from the end of Buddha’s life 
but with the setting transferred to these ancient 
cloisters in the city of Naples.

The post-colonial context has been the 
motivating force behind much of my work since 
the 1990s, both intentionally and unintention-
ally. It has allowed me to reflect on and question 
the influence that Western art has had on my 
development as an artist. It has been a dominant 
influence that has given rise to a double con-
sciousness, or double vision, and a cultural 
hybridity that is evident in my paintings and is 

Buddha in the Cloister
by Natee Utarit, 2019

the product of the cultural environment I grew 
up in. This became more evident when I enrolled 
in a formal art education programme that was 
designed by a Florentine sculptor in the 1940s, 
during a time of sweeping cultural change in 
Thailand as a result of Western imperialism.

As a result, my conceptual framework has 
a hybrid nature. My thoughts and beliefs are a 
cultural jumble that evolved through a process of 
willing and eager mimicry of Western art, getting 
me to question my own existence through a 
religious, social, political and artistic lens. The 
ultimate goal has been to give expression to this 
cultural confusion.

In fact, this post-colonial conceptual 
framework has been much more explicit in my 
most recent paintings, where I have intention-
ally transposed and reinterpreted elements in a 
similar way to the painters of the Siamese court 
in the early 19th century, who struggled to adapt 
to new types of artistic representation from 
Western colonialism.

But my work at Fondazione Made in 
Cloister has acquired another, more complex 
layer of meaning. Of course, one variable key is 
the context of place, which is particularly well-

suited to a mental dialogue between religion and 
culture.

Although this cloister is culturally 
different in many ways, its basic architectural 
structure lends itself remarkably well to paintings 
from the life of the Buddha. Framing my work 
through this space has allowed me to discover 
connections between Buddhism and this place 
of Western civilization while transcending the 
limits of historical logic and cultural archaeology.

Naples, Mount Vesuvius, Latin, Pali and 
Sanskrit, the Greek and Roman civilizations, 
Buddha, words and faith, the very first Buddha 
image in Gandhara-style, created after his death 
– all these words pop up in my mind. They are 
like the pieces of a jigsaw puzzle poured out 
across a table top, and it is up to me to put them 
together according to rules of my own making. 
Of course, some of the pieces won’t fit together, 

Top: 
Natee Utarit, Casa Buddha, 
2019, embroidered, spray 
paint and acrylic on linen, 
300 x 1200 cm. Image 
courtesy of the artist.

while others have the potential to fit together in 
odd, unexpected ways. Some of the pieces have 
perfectly cogent explanations, others, however, 
elude my ability to explain them in words. All I 
know is that they are all somehow necessary.

And this is probably the mechanism we 
call “the influence of a cross-cultural conscious-
ness,” a mechanism that has influenced my mind 
for many years.

The works in this exhibit consist of both 
paintings and sculptures. The mosaic of Buddha’s 
footprints, both painted and sculpted, was 
inspired by the ancient Roman works at Pompeii. 
Found at places of worship throughout the 
Buddhist world, they symbolize the journeys of 
Buddha at different times in his life. My mosaic is 
meant to represent an imagined visit of Buddha 
to the city of Naples centuries ago.

Images of cultural artefacts from the past 
are interlaced with “the present” through six 
hanging panels. I chose an ancient engraving of 
Museo Archeologico Nazionale (National Archae-
ological Museum) as a starting point and reinter-
preted it as six intricate, graffiti-style, embroi-
dered and painted consecutive pieces portraying 
some of Buddha’s sutras. The six consecutive 
pictures will act as medium between the two 
sculptures of Buddha and a Roman spear bearer 
(doryphoros) by connecting different times and 
space.

The last of the paintings is a large work 
(oil on canvas) depicting a statue of Buddha in 
the attitude of Nirvana, a reference to an event 
that occurred after his passing out of the earthly 
realm.

The painting, which exudes an aura of 

Bottom: 
Natee Utarit, The Self, 
2019, mixed media, 48 x 
50 cm. Image courtesy of 
the artist.
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serenity, is set in a place linked to the geography 
of Naples and intended to represent an idealized 
realm in which two parallel worlds overlap and 
intersect.

Although the event and objects depicted 
in this painting seem to suggest a particular time 
in the past, my hope is that the work communi-
cates to the viewer an ambiguous timelessness 
rather than a still, lifeless environment, a sense 
that time has become something eternal, where 
the image of Buddha appears in a Middle Earth, 
halfway between an idealized hyper-reality and 
his actual existence in the material world. In this 
way, the painting illuminates the mystery and 
near inexplicability of Nirvana, a concept at the 
heart of Buddhist teachings.

The works in this second part of the 
exhibit are two papier-mâché sculptures, another 
age-old tradition in Buddhist Asia. The inspira-
tion for creating these works came about purely 

by chance one afternoon, during a trip to Museo 
Archeologico Nazionale with Demetrio Paparoni, 
the curator of the present exhibit, and Davide De 
Blasio, from Fondazione Made in Cloister.

As I walked through the museum, I was 
astounded by the exquisite workmanship of the 
ancient craftsmen responsible for the extensive 
collection of Greco-Roman marble statuary on 
display. But one piece in particular looked oddly 
familiar to me. At first I didn’t know what it was 
that made me feel so connected, but on second 
viewing, as I was about to leave the museum, I 
realized that the Roman sculpture of a spear 
bearer (doryphoros) bore an uncanny resem-
blance to a statue of the Walking Buddha. The 
pose was virtually identical. Only a few minor 
details distinguished the two works. As I stood 
gazing at the doryphoros, I could see another 
statue from a different culture, time and place 
superimposed on it.

Below:
Natee Utarit, The Reclining 
Buddha with Volcano, 
2019, oil on canvas, 220 
x 520 cm (triptych). Image 
courtesy of the artist.

I wasted no time in making another 
Roman sculpture to convey the insight I’d had. 
Of course, this same kind of cultural merging 
informed the very first Buddha statues, made 
several centuries after his passing. The influence 
of Greco-Roman art is clearly visible in the 
earliest images of Buddha fashioned in what is 
now present-day Pakistan.

Returning to the Buddha image that had 
started me on this train of thought, I found things 
becoming much clearer once I decided that my 
own statue of the Walking Buddha would be 
modelled after a large Buddha statue made by 
a Florentine sculptor named Corrado Ferroci. It 
was Ferroci who, almost a century ago, founded 
the first Western-inspired university of art in 
Thailand.

This decision has been very important 
to my work for the cloister, which is meant to 
contribute to the unending dialogue between 

different cultures and beliefs.
For all these reasons, then, my work 

is grounded in cultural issues tied to the 
past, the present, and the future, and to the 
(semi) colonial ideology in which I was raised. 
These relations reflect and comment on other 
concepts like the diversity of contemporary life, 
the cultural hybridity of art, and the competing 
theological and atheistic worldviews. These are 
all themes in the process of creating and reas-
sembling something new from something old 
that is both mine and not mine (or what may 
or may not be mine – how can I be sure?). This 
is the sense of alienation and internal conflict 
reflected in the culture and ways of thinking 
that influence our lives today.

And it seems to me that this is the very 
nature of culture as it is defined today.
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Installation view. Déjà Vu, 
4 October 2019 - 4 January 
2020, Fondazione Made 
in Cloister, Naples, Italy. 
Image courtesy of the 
artist.
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Top:
Natee Utarit, The Tavatimsa 
Heaven (Day), 2019, mixed 
media, 62 x 88 cm. Image 
courtesy of the artist.

Bottom: 
Natee Utarit, The Tavatimsa 
Heaven (Night), 2019, 
mixed media, 62 x 88 cm. 
Image courtesy of the 
artist.

Middle: 
Natee Utarit, The Tavatimsa 
Heaven (Contemplation), 
2019, mixed media, 102 x 
88 cm. Image courtesy of 
the artist.

We knew that Natee Utarit would be the 
ideal artist to face the comples relationship 
between western and eastern culture in Naples.

We are certainly dealing with broad cate-
gories, hard to summarize in one defination, but 
which nevertheless have such and many implica-
tions that can be realized in different ways, when 
supported by culture and sensitivity.

Hence the invitation given by our Founda-
tion to Natee Utarit to participate in the Made in 
Cloister programme and to create a site-specific 
project inspired by this topic. During his first visit 
we toured Naples and its museums, the Archae-
ological and Capodimonte museums in the first 
place, but also the area of the Historic Center 
and the studios of several artisans of the city.

Influenced by his perception of a 
universal cultural consciousness which contains 
both the western vision and the values and signs 
of the eastern civilization, Utarit focused on the 
history of the Cloister and its deep roots in the 
ancient district of Porta Capuana. That is how 
he conceived the Déjà vu exhibition, of which 
in these pages the artist himself and the curator 
Demetrio Paparoni give news and explanations.

In Naples , Utarit, born and raised in 
Bangkok, discovered the great craft traditions of 
our territory and respectfully realized some of 
them, such as papier-maché and mosaic. He thus 
developed the imaginary narrative of a Buddha 
crossing the city and the cloister, where the artist 
meets fragments of our history and we meet 
fragments of his.

Fondazione Made in Cloister
Text by Davide de Blasio

Installation view. The Tavatimsa 
Heaven (Day), The Tavatimsa 
Heaven (Contemplation), and 
The Tavatimsa Heaven (Night). 
Image courtesy of the artist.
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Natee Utarit, Déjá Vu, 2019, papier-
mâché, 240 cm height (set of 2). 
Image courtesy of the artist.
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Installation view.
Déjá Vu.
Image courtesy of the artist.
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While observing a figurative artwork, we 
do not merely identify its subjects but we tend 
to draw a series of associations based on our 
knowledge and experiences. For instance, in 
the representations of Roman Charity, a theme 
painted by numerous artists including Mattia 
Preti and Rubens, our eye recognizes immedi-
ately an elderly man and a young women. The 
fact that the elderly man places his mouth on 
the young womab’s breast could lead to an erotic 
interpretation, in which the subjects are seen as 
a prostitute and her client.

However, our familiarity with the myth 
allows us to identify Cimon, who is imprisoned 
and condemned to death by starvation, while he 
is secretly nourished by his daughter. We under-
stand the true significance of the image thanks 
to the interplay between what we see and what 
we know.

If we were to limit ourselves to perceiving 
what we see and recognize in a work in a literal 
fashion, our interpretation would be ahistorical. 

If, for instance, we were to see in a 
painting two groups of armed men confront-
ing each other, and we did not know where or 
why they were facing off, the image would not 
provide the necessary information for us to place 
it within history, while maintaining its meaning. 
In other words, the meaning of the image in an 
artwork always goes beyond the representa-
tion of a model: to the ahistorical eye, Socrates 
drinking the hemlock is but a man quenching 
histhirst. 

The whole question refers also to style, 
which contributes to placing the work within 
the historical period in which it was created, 
independently of the historical period to which 
the represented subject belongs. When looking 
at a work painted in the seventeenth century 
in which a Biblical story is portrayed, it is clear 
that the Baroque style impacts the content as it 
embodies the view of the time period. This holds 

Natee Utarit, Déjà vu, the Here and Now
Text by Demetrio Paparoni, Curator, 2019

true for all historical periods, including modern 
times.

These considerations have had an impact 
on the artistic expression of Thai artist Natee 
Utarit, who uses figures, figurations, narratives, 
metaphors and styles from different historical 
periods. Although the iconographic sources 
and original narratives in his works are clear, in 
his previous pictorical cycles, in which he turns 
to European art between the fifteenth and 
eighteenth centuries. Utarit links his content to 
the repercussions of European colonialism in 
Southeast Asia. Interested in the ways in which 
the Western world exerted its influence on 
Southeast Asia, both in terms of lifestyle and art, 
Utarit directs his attention to the history of his 
own country, the only nation in the area to have 
avoided Western colonization. Despite having 
preserved its political independence, beginning 
in the mid-nineteenth century, Thai society 
begun to be influenced by political and commer-
cial relationships with Great Britain, as well as 
by the introduction of Western educational and 
legislative systems.

Utarit patently expands these themes 
in one of his large-scale polypthchs from him 
cycle Altarpieces, entitled When Adam Delved and 
Eve Span, Who Was Then the Gentleman?(2014). 
The central panel of the polyptych evokes 
The Ambassadors (1533) by Hans Holbein the 
Younger, a work created in a historical moment 
when Europe was immersed in the exploration 
and conquering of faraway territories. In this 
case, as in others, Utarit betrays the original 
subject by inserting iconographic elements from 
different historical periods and styles, both past 
and present. Utarit portrays the two subjects 
painted by Holbein, Georges de Selve and Jean 
de Dinteville, while taking as a model Portrait of 
a Left-Handed Gentleman with Two Quartos and a 
Letter by sixteenth-century Italian painter Giovan 
Battista Moroni, as well as Francis Basset, 1st 

Baron of Dustanville (1778) by eighteenth-cen-
tury Italian painter Pompeo Batoni1.  In this case, 
as in others, despite differences in the historical 
and stylistic origin of the various elements, 
the hand of Utarit prevails, as it connects the 
narrative to one single moment in time in which 
all is contemporarily present. In doing so, the 
work reveals how the past, along with its conse-
quences, is reverberated in the present, as well 
as how what we identify as the past is the con-
sequence of a chain of interactions through time.

In his more recent works, Utarit shifts 
his attention to the positive aspects of cultural 
interactions. The exhibition Déjà Vu, in the 
Renaissance Cloister of the Church of Santa 
Caterina a Formiello, the exhibition venue for 
Naples’ Made in Cloister Foundation, enacts 
Buddha’s imaginary voyage to Naples. The artist 
brings to life a hybrid place and time in which 
the Greco-Roman culture and that of Buddhist 
Asia in the two centuries following the death of 
Buddha converge and interact, in a relationship 
of constructive interchange.

While for nearly fifteen years Utarit 
focused on how the West exerted its influence 
on both the lifestyle and art of Southeast Asia, 
in this exhibition he strives to emphasize the 
common aspects among different cultures. 
“According to the version of history that was 
taught to us, people from other cultures were 
enemies or rivals,” he explains, “we think our 
culture was created exclusively by our ancestors. 
We have never been courageous enough to 
accept that our customs and traditions might 
have been influenced or molded by other cultural 
powers”2. This view is epitomized by two white 
papier-mâché statues entitled Déjà Vu-also the 
title of the exhibition-which are modelled after 
the Roman copy of the Doryphoros of Polykleitos 
housed in the National Archeological Museum of 
Naples, as well as by the statue of the walking 
Buddha created around the mid-twentieth 
century by Florentine-born sculptor and natu-
ralized Thai citizen Corrado Feroci. It is thanks 
to Feroci that the first Academy of Fine Arts in 
Thailand was established in 1943. Created in 
a Western academic style, Feroci’s sculpture, 
which is around sixteen meters tall, was erected 
in 1957 in Bangkok’s Buddhamonthon Park in 
celebration of the 2,500-year anniversary of the 
Buddhist Era in Thailand, which began in 543 BC, 
the year of Buddha’s death. 

Utarit explains that, while observing the 
Roman copies of Greek statues in the rooms of 
the National Archeological Museum in Naples, 
he was able to detect in them something familiar 
to him. The Roman copy of the Doryphoros of 
Polykleitos was particularly evocative of images 
of the walking Buddha, which he was so accus-
tomed to seeing. It was this very affinity between 

the Greco-Roman sculptures and Thai religious 
statuary that brought him to envision Buddha 
embarking on a trip to Naples. Utarit is able to 
highlight the similarities between Doryphoros 
and the walking Buddha, while at the same 
time making small but significant modifications. 
He removes the lotus flower-shaped halo that 
sits atop Buddha’s head in the majority of Thai, 
Cambodian and Laotian representations, while 
leaving his traditional hair bun unchanged. At 
the same time, he inverts Doryphoros’ contrap-
posto stance and gives his hand the mudra pose, 
a sacred and spiritual symbolic gesture. The two 
figures appear to approach each other, as they 
exchange an augural gesture. Thanks to these 
changes that impact the symbolic representa-
tion, Utarit makes the cultural distinction among 
the statues less apparent. 

Leela is a recurrent pose in Buddhist art 
from Thailand, in which Buddha steps forward 
with his right foot, as his right hand swings and 
his left hand projects outward. With the palm 
of his hand exposed, and the tips of his index 
finger and thumb touching, Buddha and Dory-
phoros exhibit a spiritual, as well as formal, 
syntony. For Utarit, the figure of the walking 
Buddha represents the perfect balance between 
an idealized and a realistic view of the body, 
which is also seen in Classic Greek statuary. This 
explains Utarit’s decision to take as his model for 
his walking Buddha the mid-twentieth century 
version by Corrado Feroci, who, as mentioned 
before, sculpted a Buddhist subject while 
applying Western academic expressive canons. 
All components of the Déjà Vu exhibit contribute 
highlighting the points of convergence between 
Western and Eastern cultures, in a time and 
space transcending reality. 

Yet, Utarit’s vision is not detached from 
certain historical truths. The Doryphoros of 
Polykleitos, which Utarit uses as a model, is a 
Roman marble copy from the late second century 
BC of a Classical Greek bronze sculpture from the 
mid fifth century BC. This marble copy, the most 
complete version that we know of, comes from 
Pompei’s Samnite Gymnasium and represents 
a young man in the prime of his life. The most 
widespread opinion among scholars claims that 
his raised left hand once held a spear that rested 
against his shoulder. Polykleitos expressed 
his theories on the ideal proportions of the 
human figure in his Canon, a treaty from which 
only few fragments and citations of Hellenistic 
and Roman authors remain. The sculpture is 
the result of an analysis of the relationships 
between the different parts of the human body 
in order to reach a harmonic figure, as theorized 
in his Canon. The Doryphoros is an example 
of the application of theoretical principles to 
define the idea of beauty and was considered 
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Above: 
Natee Utarit, The World, 
2019, Chinese ink, gold 
leaves on print, 75 x 70 
cm each (set of 12). Image 
courtesy of the artist.

an iconographic model both in Roman and 
Renaissance art. The aesthetic canons of Gre-
co-Roman statuary also had an impact on sacred 
art in Asia. In fact, the earliest representations 
of Buddha in human form present various 
elements derived from Greek and Roman art 
and are the product of the encounter with Hel-
lenistic culture. The fusion between elements of 
Hellenistic and Buddhist art is evidenced by the 
Greco-Buddhist sculptures of Gandhara school. 
From the time of the invasion of Alexander the 
Great in the seventh century BC,and for many 
centuries following the end of the Indo-Greek 
kingdoms at the beginning of the first century 
AD, the geographical area between Pakistan 
and Afghanistan remained under Hellenistic 
influence. In turn, the syncretic sacred art of 
Gandhara influenced the visual culture across 
Asia. At the same time, these encounters put 
Buddhist spiritually into circulation in the West, 
both because the conquerors succumbed to 
the charm of the culture of those conquered, 
and because of the opening of trade routes, 
which fostered travel and familiarization with 
the other. Reflections on Buddha’s life are also 
found in religious writings and European litera-
ture. For example, a Byzantine narrative written 

between the late 10th and early 11th Century 
by Euthymius of Iviron describes the lives of 
Barlaam and Josaphat, two Christian saints 
who were venerated in the Middle Ages, and it 
thought to be an adaptation of the oral accounts 
of the life of Gautama Buddha3. 

Although the Déjà Vu exhibition is 
composed of several works, it is intended to 
be a unified environment that includes the 
Renaissance architecture of the Cloister, with its 
portico, columns and open central space where 
the two white papier-mâché statues, whose title 
shares its name with the exhibition, confront 
each other. The arrangement of the works and 
their interaction make the exhibition space a 
meditative place in which the trace of Buddha’s 
path are made further evident by his footprints, 
which are symbolically illustrated in two Pom-
peian-style mosaics entitled Buddha is Here. At 
the center of the soles of Buddha’s feet, Utarit 
includes a Dharmachakra, the Wheel of Dharma, 
portrayed with eight spokes (there are also 
versions with twelve, sixteen and twenty-four 
spokes). Furthermore, he substitutes the eight 
spokes of the wheel with eight ionic columns, 
whose capitals share similarities with the spokes 
of Dharmachakras from Central and Northern 

Above: 
Natee Utarit, Happiness, 
2019, gilded black lacquer, 
50 x 48 cm each (set of 
12). Image courtesy of the 
artist.

1  Demetrio Paparoni, 
Natee Utarit, Optimism 
is ridiculous, Milan, Skirà 
2017, pp.20-26.

2  Natee Utarit, conversation 
with Demetrio Paparoni, 
Naples, february 19, 2019.

3  See Silvia Ronchey, 
preface to Storia di Barlaam 
e loasaf. La vita bizantina 
del Buddha, Turin, Einaudi, 
2012.    

4  Carlo Celano, Delle notizie 
del bello, dell’antico e del 
curioso nella città di Napoli, 
Naples, 1758, published by 
GianFrancesco Paci. 

Thailand and Laos between the seventh and 
eleventh centuries AD, in the historical period 
known as Dvaravati (Thawaarawadii in Thai). The 
similarities between the capitals of the lonic 
columns and the extremities of the spokes in 
the Wheel of Dharma, just as the Pompeian style 
found in the mosaics, contribute to emphasizing 
the cultural dialogue that comes to fruition in 
this exhibition. In addition to the works that have 
been mentioned, the project Déjà Vu features 
a large triptych entitled Reclining Buddha with 
Volcano, as well as a polyptych comprised of five 
canvases entitled House of Buddha. 

Reclining Buddha with Volcano depicts 
a golden Buddha laying beneath a portico in a 
Renaissance-style square, with Mount Vesuvius 
towering in the background --- a naturalistic 
element that symbolizes the city of Naples. The 
portico and town square allude to the version 
of The Ideal City (circa 1477), housed in Berlin’s 
Gemäldegalerie, a famous painting on canvas by 
an unidentified Renaissance painter from central 
Italy. There are three versions of the work, 
all sharing the Renaissance desire to pursue 
a utopian ideal of a city on a human scale, 
designed according to a geometric and rational 
plan that also takes historical stratification into 

account. Utarit appropriates the version housed 
in Berlin due to the similarities between the 
colonnade in the foreground and the architecture 
that surrounds the laying Buddha in many Thai 
temples. The representation refers to Buddha’s 
final days on earth before reaching Nirvana. 

Also seeking to reconnect the narrative 
to the present are six large canvases entitled 
House of Buddha. Just as anonymous hands 
leaves writing on walls, Utarit uses spray paint 
o write verses on his canvases, both in Italian 
and English, from the Dhammapada, a Buddhist 
canon collecting what are thought to be words 
actually spoken by Gautama Buddha. The writing 
is gray on a gray background, as well as gray is 
the string used to embroider the façade of the 
Naples Academy copied from a small eigh-
teenth-century etching that was found folded up 
in a travel guide from the year 1758 4. 

The six canvases, which are displayed 
slightly spaced out throughout the portico of the 
Cloister, are the physical representation of the 
stratification of different cultures over time. The 
eighteenth-century illustration of the museum 
embroidered across the six canvases carries with 
it both the structure’s past and present stories; 
build in the 17th century, before becoming the 
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Above: 
Natee Utarit, Buddha 
was Here, 2019, mosaic, 
150 cm height (diptych). 
Image courtesy of the 
artist.

Opposite:
Installation view.
Déjà Vu, 4 October 
2019 - 4 January 2020, 
Fondazione Made in 
Cloister, Naples, Italy. 
Image courtesy of the 
artist.

site of the current Archeological Museum, it was 
first the Real Palazzo degli Studi and later the 
Real Museo Borbinico.

Fragile and precious by nature, embroi-
dery was practiced for centuries for the benefit 
of nobility and upper class. Utarit entrusts the 
creation of his embroidery to new Chinese man-
ufacturing machines, making the technique less 
austere and more popular. The noble message 
in Buddha’s verses, written in the same way as 
writings found on walls-often expressing vulgar 
messages-creates a short circuit between “high 
culture” and “low culture”.

Both Doryphoros of Polykleitos and The 
Ideal City, as well as the seventeenth-century 
façade of the Naples Academy-today the site of 
the Archeological Museum - express an idealized 
concept of beauty and harmony, based on 
precise proportions and geometric equilibrium. 
This is not to say that in his work Utarit follows 

a notion of beauty based on the concepts of 
taste, proportions and harmony-concepts that 
have disappeared for modern and contemporary 
artists. If we are able to identify in his works the 
sense of proportion and harmony among figures 
found in paintings from the past it is not because 
Utarit intends to bring back artistic concepts 
that have faded with Modernism. By expanding 
his view to include a broad spectrum of both 
past and present events, his art carries with it 
both typical expressions of classicism as well 
as expressions of popular culture, as testified 
by references to color spray wall writings in his 
polyptych House of Buddha. The overabundance 
of visual stimulation and the overlapping of 
styles from different eras contribute to defining 
the meaning of the work: while they embody 
their original time period, they are also a projec-
tion of themselves in the presents.
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Richard Koh Fine Art, Gillman Barracks, 
Singapore.

4 - 19 Oct 2019
Solo Exhibition

Remember This 
Place, For We Will 
Be Back Here Again 
Someday

Faris Nakamura

Installation view. Remember This Place,
For We Will Be Back Here Again Someday, 4 - 
19 Oct 2019, Richard Koh Fine Art, Gillman 
Barracks, Singapore. Image courtesy of 
Richard Koh Fine Art.
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In geometry, a hypotenuse is the longest 
side directly opposite of a right-angled triangle. 
The perspective of the hypotenuse is com-
pelling in Faris Nakamura’s present series of 
works, as the hypotenuse indicates the prompt 
of an ascending stairwell, the hint of a crevice 
that occupies. At first glance, this detail seems 
like an innocuous, slightly vexing wedge in the 
otherwise seamless flow of a structure. Yet it is a 
fixture that becomes telling in the way the artist 
has chosen to reveal laws of space – fragmented 
visual cues we can recognize in our minds 
through the suppression of our own contain-
ment. 

Nakamura’s conviction in having a stake 
to his own space led to his ongoing inquiry with 
how we have ordained certain “rights” to spaces. 
Why are some persons/activities allowed in the 
partaking of a space? Inversely, why are they not 
allowed? There is a particular fascination with 
a larger social statement, spaces have become 
unspoken echo chambers of the irrationality in a 
legislative system. The artist’s subliminal sugges-
tions planted in each work unravels an unspoken 
code of personal restraint and yearning of per-
mission.
 
The Rake

The rake is the ratio of the slope in a 
flight of stairs. In most of the artist’s works, stairs 
feature prominently as complementing features. 
However, let us consider their rake: While 
approachable, and therein somewhat seemingly 
functional, there is an austere quality in the way 
they are presented. Where do these stairs go, 
and dare we be using them to get somewhere? 
Why does the rake taunt as much as it poses 
dutifully? Nakamura’s experiences in facing dif-
ficulties while attempting to study on staircases 
offer an irony that the rake has to be utilized 
in order for a society to deem a flight of stairs 
appropriate. Therefore, is the notion of the rake 
indeed deciding the stairs’ implementation?

A study conducted by the US National 

The Hypotenuse of a Stairwell
Text by Euginia Tan, 2019

Library of Medicine notes that “stair walking 
is a challenging locomotor task, and visual 
information about the steps is considered 
critical to safely walk up and down. Despite the 
importance of such visual inputs, there remains 
relatively little information on where gaze is 
directed during stair walking.”1 Medically, there 
has not been a determinant as to where we 
look when we climb a flight of stairs. Yet, shifts 
in the functions of stairs are so instinctively 
frowned upon. The abnormalities we detect are 
proven to not be cognitively inherent in us. The 
research was concluded with results revealing 
that “the specific role of gaze behaviour in 
guiding immediate action and that stair transi-
tions did not demand increased gaze behaviour… 
These findings may also indicate that individuals 
may rely on a spatial representation built from 
previous experience and/or visual information 
other than gaze fixations to extract information 
from the surrounding environment.” If we ponder 
on that statement, the rake in the artist’s stairs 
then scrutinizes the biases pinned on a space. 
We harbour certain doubts triggered by how and 
what we are taught, a space is also not spared by 
the mind’s judgement.

Examining the role of the rake in Nakamu-
ra’s works more evocatively, we can consider it 
to be the posture of a flight of stairs. Postures 

Below:
Image courtesy of Faris 
Nakamura.

are human inflections: one slouches when they 
are tired, sits up upon excitement. The postures 
in the artist’s rendering of stairs suggest an 
enticing quality of invitation. This invitation is 
ambiguous in its request, for it can seem to lull 
one to rest on the stoop of the stairs at one 
moment, seduce one to linger in the after-hours 
with a lover. The rake is a swoop in a moment, 
what happens thereafter makes the stairs accom-
plice to an instant rather than a mere prop on set. 
To elaborate further, a children’s poem Halfway 
Down2 by author A.A Milne serves as a reflection 
for the choices we make on stairs:

Halfway down the stairs
Is a stair
Where I sit.
There isn’t any
Other stair
Quite like
It.
I’m not at the bottom, 
I’m not at the top;
So this is the stair
Where
I always
Stop.

While intended for younger readers, 
the poem is noted to be meditative in nature, 
concise in capturing the present. The hopscotch, 
staccato style of the poem shows how stairs are 
formed and built. There is no clear distinction 
of a beginning, middle and end, rather it exists 

as a whole. This is a premise of a moment on a 
staircase, there is no definitive reasoning behind 
what simply chooses to happen. The rake of 
stairs is therein a purveyor of subconscious 
desires, literally raking in what culminates.

Fixtures, Handles, Windows: Further Details
Scattered strategically around various 

angles are place holdings in the works – the 
familiarities of a door handle, a partial window, 
a balcony. The artist conveys our futility as 
dependents to a space. We need anchors such 
as these to open, climb and examine our sur-
roundings. Often, these place holdings are little 
comforts, sometimes reminders about how we 
ought to interact. When they are distributed 
sparsely, a jolt of attention is delegated back to 
their purpose. These further details evident in 
Nakamura’s composition offer a certain extent 
of consolation. On the other hand, they show us 
that a space is controlled by its fixtures.

How should we re-examine the fixtures in 
our immediate surroundings? Quickly, we begin 
to notice they are catered for a level of aptitude 
we are forced to take on. Michael Lee’s The 
Consolations of Museology3, a work where ten 
models of hypothetical museums were created 
in response to a vice (i.e. jealousy, cowardice, 
ugliness etc.) is a poignant resonance of how 
artists are able to align vulnerability to architec-
ture, akin to Nakamura’s epiphany that spaces 
can too often fall prey to the survival of the 
fittest, the fall of the displaced.

To quote Lee, “In distilling and presenting 
truths that remain constant or change over time 
and space, museums assume that their work will 
inspire people to transcend immediate condi-
tions, devastating or overly comfortable ones, 
thereby enriching their souls.”4  Assumptions of a 
space assuage. Place holders in a space enable 
these assumptions. But their positioning has 
been so overlooked to a degree of oblivion that 
we cannot help but look to them as buoys out 
at sea. The assumption lies in the theory that 
we should all adapt. The reality is that some of 
us cannot. Even the neutrality of a window can 
become a looking glass one would shun, if they 
cannot see what is beyond that as a definition of 
freedom.

Colour Inclinations
While the fixtures in Nakamura’s works 

are calculated, the light-heartedness comes 
through with his colour play. At first glance, 
the colour scheme of the works might appear 
straightforward, a choice of black, white and 
others not too far astray. However, the artist has 
been careful in staying true to his process: Matt 
surfaces are often the go-to hue for a functional 
space, there is no need to pretend otherwise. 

Above: 
Faris Nakamura, Desolate, 
2019, enamel on treated 
wood, metal pieces and 
acrylic plastic, 60 x 50 x 10 
cm. Image courtesy of the 
artist.
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What is not as obvious are the varying degrees of 
colour tone when one work is placed next to the 
other – a grey work, next to a white one, looks 
extremely dark. When it is placed next to a black, 
we notice that it pales considerably. Colours are 
the deceiving element in the works.

It speaks to an idiosyncrasy we are too 
familiar with. Our spaces look satisfactory, or 
something we are so accustomed to, until we 
compare. It then dips or increases in value 
thanks to our fickle measure of worth, we then 
in turn lament or laud it for its re-assessed 
yield. In something as nonplussed as colour, 
especially so when they are so similar in shade, 
it is humourous to see that something like this 
affects. The artist is able to respond to this whim-
sically, by then creating two other works with 
starkly more provocative textures and colour 
palettes. It is always a touch more enjoyable to 
view a series with a pinch of fun. It is surprisingly 
easy to find novelty in a space with a fresh coat 
of paint.

In Lieu Of Viewing
With the majority of buildings in 

Singapore comprising of skyscrapers from the 
ground up, we tend to have a blinkered view 
of how to regard spaces in Singapore. We look 
at things by tilting our heads upwards, or by 
going very high and looking downwards. A 
middle ground or an alternate lens is seldom 
contemplated. By offering us other ways to 
view the wall-mounted and sculptural works as 
a condensed summation of a building, we have 
a broader insight from the artist about how to 
treat the building as separate from an architec-
tural vocabulary. Aaron Betsky, critic and curator 
of architecture and design, concisely reinforces 

that “architecture is not building. Buildings are 
objects and the act of building leads to such 
objects, but architecture is something else. It is 
the way we think and talk about buildings… More 
generally, architecture is a way of representing, 
shaping and perhaps even offering critical alter-
natives to the human made environment.”5

Nakamura invites the viewer to conjure 
additional ways of looking at the spaces in his 
works, be it through squatting down, tip-toeing 
slightly or shifting one’s regular focal point. He 
rewards this by including déjà vu nuggets in 
these tucked away crannies. We are held sway 
by the prescription of nostalgia in our spaces, we 
hold on steadfastly to what these spaces were 
and could have been. But we soon resume our 
movement and habits of viewing. The remem-
brance vanishes from plain sight, the work seems 
to have morphed back into another afterthought.

In her critic’s essay on Lee’s Consola-
tions, Lilian Chee indicates that “through its 
seriality, what Consolations shows is repeated 
frailty, a constant re-working of an idealised 
idea, or an impossible process of trying to make 
something perfect happen caught in freeze 
frame. We look closer, become more involved 
until the geography of the model space engulfs 
our physical but disembodied positions. We 
shift from being in the museum to looking 
at ourselves in the museum. It is, above all, a 
self-situating perspective.”6 Likewise, Nakamura 
provides a collage of memory and flawed 
societal regulation, whispering faintly behind the 
sturdy facades of a progressive nation. In lieu of 
viewing, spectatorship and kneejerk participa-
tion, do we allow ourselves chances to redeem 
a space? If so, we can then clearer evaluate what 
goes on behind our territorial psychology.

1  US National Library 
of Medicine, National 
Institutes of Health. “Where 
do we look when we 
walk on stairs?” Medical 
Abstract. Last modified 
March 2011. https://
www.ncbi.nlm.nih.gov 
pubmed/21188360 

2  A.A Milne, Halfway Down 
(London: Methuen & Co., 
1924).

3  Michael Lee Hong 
Hwee, The Consolations 
of Museology (Hong Kong, 
Studio Bibliotheque, 2008). 

4  Ibid.

5  Aaron Betsky, curatorial 
note, Out There: Beyond 
Building, the 11th 
International Architectural 
Exhibition at Venice 
Biennale, 2008.
 
6  Lilian Chee, The 
Impediment of Conscience: 
Critic’s Essay, The 
Consolations of Museology 
(Hong Kong, Studio 
Bibliotheque, 2008).

Left: 
Faris Nakamura, In Place 
of the Impalpable, 2019, 
enamel on treated wood, 
metal pieces and acrylic 
plastic, 90 x 130 x 18 cm. 
Image courtesy of the 
artist.

Top: 
Faris Nakamura, The 
White Spaces in Between, 
2019, enamel on treated 
wood, metal pieces and 
acrylic plastic, 70 x 70 x 
12 cm. Image courtesy of 
the artist.

Bottom: 
Faris Nakamura, The Dark 
Spaces in Between, 2019, 
enamel on treated wood, 
metal pieces and acrylic 
plastic, 70 x 70 x 12 cm. 
Image courtesy of the 
artist.
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Installation view. Remember 
This Place, For We Will Be 
Back Here Again Someday, 4 
- 19 Oct 2019, Richard Koh 
Fine Art, Gillman Barracks, 
Singapore. Image courtesy 
of Richard Koh Fine Art.
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Top: 
Faris Nakamura, If We Sit 
Here and Look Up, I Wonder 
What Will We See?, 2019, 
enamel on treated wood, 
metal pieces and acrylic 
plastic, 90 x 52 x 42 cm. 
Image courtesy of the 
artist.

Bottom: 
Faris Nakamura, If We Stand 
Here and Look Down, I 
Wonder What Will We See?, 
2019, enamel on treated 
wood, metal pieces and 
acrylic plastic, 90 x 52 x 42 
cm. Image courtesy of the 
artist.

Middle:
Faris Nakamura, Reminisce, 
2019, enamel on treated 
wood, metal pieces and 
acrylic plastic, 50 x 80 x 12 
cm. Image courtesy of the 
artist.

Top:
Faris Nakamura, The Place 
in Which Everything Exists, 
2019, enamel on treated 
wood, metal pieces and 
acrylic plastic, 90 x 130 x 
18 cm. Image courtesy of 
the artist.

Bottom:
Faris Nakamura, Amid the 
Silence, Unquietly We Frolic, 
2019, enamel on treated 
wood, metal pieces and 
acrylic plastic, 90 x 130 x 
18 cm. Image courtesy of 
the artist.
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Installation view. ASEAN Crafts: From Heritage 
to the Contemporary, 8 Oct 2019 - 15 Jan 
2020, ASEAN Culture House, Busan, South 
Korea. Image courtesy of ASEAN Culture 
House, Korea Foundation.

from Heritage to the
Contemporary

ASEAN Crafts: 

Cheongju Craft Biennale, ASEAN Pavilion, Cheongju, Korea.
ASEAN Culture House, Busan, South Korea.

8 Oct - 17 Nov 2019 
8 Oct - 15 Jan 2020

Group Exhibition Anne Samat /  
AlbertYonathan Setyawan / Anniketyni Madian / 
Budiman Ong / Bui CongKhanh / Dita 
Gambiro / Hans Tan / Ito Kish / Korakot Aromdee / 
Martie Geiger Ho/ Phi Phi Oanh / Souliya Phoumivong / 
Supermama / Thang Sothea / Thuy / THINKKStudio / 
Vipoo Srivilasa / Wirin Chaowana / Sohyun Kim
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Installation view. ASEAN Crafts: From Heritage 
to the Contemporary, 8 Oct - 17 Nov 2019, 
Cheongju Craft Biennale, ASEAN Pavilion, 
CheongJu, Korea. Image courtesy of ASEAN 
Culture House, Korea Foundation.
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Top: 
Anne Samat, Puteri 3, 
2018, rattan sticks, yarns, 
washers, rakes, PVC 
chains, home & fashion 
accessories, kitchen 
& garden utensils and 
stationery items, 94 x 55 x 
24 cm. Image courtesy of 
the artist.

Bottom: 
Anne Samat, Juragan 
3, 2018, rattan sticks, 
yarns, washers, rakes, PVC 
chains, home & fashion 
accessories, kitchen 
& garden utensils and 
stationery items, 96 x 53 x 
37 cm. Image courtesy of 
the artist.

Right top: 
Anne Samat, Juragan 
Ali, 2018, rattan sticks, 
yarns, washers, rakes, PVC 
chains, home & fashion 
accessories, kitchen 
& garden utensils and 
stationery items, 96 x 42 x 
30 cm. Image courtesy of 
the artist.

Right bottom: 
Anne Samat, Puteri 1 
(Ulek Mayang Ku Ulek), 
2018, rattan sticks, yarns, 
washers, rakes, PVC 
chains, home & fashion 
accessories, kitchen 
& garden utensils and 
stationery items, 96 x 42 x 
30 cm. Image courtesy of 
the artist.

Left: 
Anne Samat, Mayang 
1, 2018, rattan sticks, 
yarns, washers, rakes, PVC 
chains, home & fashion 
accessories, kitchen 
& garden utensils and 
stationery items, 137 x 45 
x 15 cm. Image courtesy of 
the artist.
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Booth M11, MATRADE Exhibition & Convention Centre, 
Kuala Lumpur, Malaysia.

11 - 13 Oct 2019
Art Fair /
Group Exhibition

Faizal Yunus / Haffendi Anuar / 
Hasanul Isyraf Idris / Joshua Kane 
Gomes / Justin Lim /  Keith Teo / 
Liu Hsin-Ying / Pen Robit / 
Yeoh Choo Kuan

Installation view. Art Expo Malaysia, 11 - 13 
Oct 2019, Richard Koh Fine Art, booth M11, 
MATRADE Exhibition and Convention Centre 
(MECC), Kuala Lumpur, Malaysia. Image 
courtesy of Richard Koh Fine Art.

Art Expo 
Malaysia 
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Haffendi Anuar, Mud 
Monuments, 2017, oil on 
canvas, 50 x 40 x 3 cm. 
Image courtesy of the 
artist.

Haffendi Anuar, Steps and 
Corridor II, 2018, oil and 
acrylic on canvas, 50 x 40 
x 3 cm. Image courtesy of 
the artist.

Left, top to bottom:

Haffendi Anuar, Labyrinth, 
2018, oil and acrylic on 
canvas, 65 x 45 x 3.5 cm. 
Image courtesy of the 
artist.

Haffendi Anuar, Part-timer, 
2018, oil and acrylic on 
canvas, 65 x 45 x 3.5 cm. 
Image courtesy of the 
artist.

Right, top to bottom:

Hasanul Isyraf Idris, 
American Heroes, 2012, 
acrylic on vinyl cover, 31.5 
x 31.5 cm. Image courtesy 
of the artist.

Hasanul Isyraf Idris, To 
the Limit, 2012, acrylic on 
vinyl cover, 31.5 x 31.5 
cm. Image courtesy of the 
artist.

Hasanul Isyraf Idris, Tulip 
from Amsterdam, 2012, 
acrylic on vinyl cover, 31.5 
x 31.5 cm. Image courtesy 
of the artist.

Joshua Kane Gomes, 
Oedipus, 2019, framed 
acrylic mirror and neon, 
95 x 65 x 13 cm. Image 
courtesy of the artist.

Top left:
Haffendi Anuar, Yen’s 
Yam, 2018, terracota, 
ceramics, epoxy putty, 
epoxy adhesive, cement, 
sand, latex, puttyfilla, and 
enamel paint, 48 x 40 x 35 
cm. Image courtesy of the 
artist.

Top center:
Haffendi Anuar, Grinding 
One’s Teeth, Indian Grey 
(Proton), 2018, terracota, 
ceramics, epoxy putty, 
epoxy adhesive, cement, 
sand, latex, puttyfilla, and 
enamel paint, 47 x 38 x 35 
cm. Image courtesy of the 
artist.

Top right:
Hasanul Isyraf Idris, 
Harakeli, 2018, autopaint 
on aluminium, 45 x 42 x 40 
cm. Image courtesy of the 
artist.

Bottom:
Joshua Kane Gomes, 
Wallflower II, 2019, 
mannequin legs, polyster 
fiber fill, 100 x 135 x 89 
cm. Image courtesy of the 
artist.
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Top:
Pen Robit, Movement #3, 
2019, acrylic on canvas, 
150 x 120 cm. Image 
courtesy of the artist.

Bottom left:
Pen Robit, Thread #6, 2019, 
acrylic on paper, 26 x 37 
cm. Image courtesy of the 
artist.

Bottom center:
Pen Robit, Thread #8, 2019, 
acrylic on paper, 26 x 37 
cm. Image courtesy of the 
artist.

Bottom right:
Pen Robit, Thread #14, 
2019, acrylic on paper, 26 
x 37 cm. Image courtesy of 
the artist.

Top:
Liu Hsin-Ying, Lake, 2018, 
acrylic and charcoal on 
canvas, 130 x 180 cm. 
Image courtesy of the 
artist.

Bottom:
Hasanul Isyraf Idris, Store 
at Cool Places, 2018, 
watercolor, colored pencil, 
graphite and ink on mould 
made acid free 300 gsm 
100% cotton paper, 152.4 
x 152.4 cm. Image courtesy 
of the artist.



178 179

Top:
Yeoh Choo Kuan, Fog 
Disruption, 2018, oil, 
enamel and lacquer on 
linen, 60 x 80 cm. Image 
courtesy of the artist.

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

Left bottom:
Faizal Yunus, Pacific Vortex 
II, 2018, oil, lacquer, 
construction net and 
polyurethane foam on 
canvas, 86.5 cm diameter 
x 5 cm. Image courtesy of 
the artist.

Left top:
Faizal Yunus, Pacific Vortex 
IV, 2018, oil, lacquer, 
construction net and 
polyurethane foam on 
canvas, 98 cm diameter x 5 
cm. Image courtesy of the 
artist.

Right top:
Faizal Yunus, Dhuha, 2018, 
oil, enamel and lacquer 
on canvas, 167.5 x 122 
cm. Image courtesy of the 
artist.

Right bottom:
Faizal Yunus, Forestial, 
2018, oil, enamel and 
lacquer on canvas, 100 x 
80 cm. Image courtesy of 
the artist.
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Left,  top to bottom:

Justin Lim, Faux Paradise 
#3, 2017, acrylic, enamel, 
steel razor blades on 
canvas and wooden frame, 
51 x 40.5 cm. Image 
courtesy of the artist.

Right, top to bottom:

Justin Lim, Web of Flowers, 
2018, acrylic and ink on 
canvas collage, 61 cm 
diameter. Image courtesy 
of the artist.

Justin Lim, The Listening 
Plant, 2018, acrylic and 
ink on canvas collage, 
61 cm diameter. Image 
courtesy of the artist.

Justin Lim, Nothing Last 
Forever #1, 2018, acrylic 
on canvas collage, 100 cm 
diameter. Image courtesy 
of the artist.

Justin Lim, Faux Paradise 
#7, 2017, acrylic, enamel, 
steel razor blades on 
canvas and wooden frame, 
51 x 40.5 cm. Image 
courtesy of the artist.

Justin Lim, Faux Paradise 
#9, 2017, acrylic, enamel, 
steel razor blades on 
canvas and wooden frame, 
51 x 40.5 cm. Image 
courtesy of the artist.

Justin Lim, Faux Paradise 
#11, 2017, acrylic, enamel, 
steel razor blades on 
canvas and wooden frame, 
51 x 40.5 cm. Image 
courtesy of the artist.

Top:
Keith Teo, I Can’t 
Remember Adjacent Colors, 
2019, oil on canvas, 150 x 
120 cm. Image courtesy of 
the artist.

Bottom:
Keith Teo, Wet Dreams, 
2019, oil on canvas, 150 x 
120 cm. Image courtesy of 
the artist.
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Richard Koh Fine Art, Kuala Lumpur, 
Malaysia.

11 - 26 Oct 2019
Solo Exhibition

Planet 
Shangri-La

Justin Lim

Installation view. Planet Shangri-La, 11 - 26 
Oct 2019, Richard Koh Fine Art, Kuala Lumpur, 
Malaysia. Image courtesy of Richard Koh Fine 
Art.
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I have always painted as a way of commu-
nicating my reflections on contemporary society. 
In today’s world where humans are continually 
destroying the planet amidst the chaos and 
helter-skelter of modern life, my works have 
always seemed to gravitate towards the macabre 
and the melancholic. In a way, I am document-
ing my outlook and sentiment on the state of 
the world and trying to find beauty in between 
the bleakness and discomfort of the human 
condition. 

I use blue and white as a primary base 
for this body of works. Throughout history, the 
blue and white visual language has been used 
to show the ‘exotic’ and the ‘undiscovered’. From 
the origins of blue and white pottery in 14th 
century China to the willow pattern adapted by 
European ceramic artists, i find that the colours 
work for me both materially and conceptually as 
it presents this ‘otherworldliness’ yet has a this 
long history of symbology and culture. 

I am interested in various depictions of 
Utopia. Whether they depend on ancient myths 
whose origins were lost throughout history or 
that they are entirely fictional narratives, they 
have created flows of believe in the Utopian 
illusion. In James Hilton’s 1933 novel, Lost 
Horizon, he described the fictional Shangri-La 
as a mystical, earthly paradise, isolated from the 

Planet Shangri-La
by Justin Lim, 2019

world in a mythical Himalayan Utopia. Creating 
this body of work depicting surreal underwater 
landscapes with corals and flowers existing 
together in one habitat represents this Utopian 
illusion. Maybe it only exists when there are no 
humans left, nature and the world will thrive on, 
it is us who need to save ourselves by taking care 
of the world we inhabit. My faith in humanity is 
only as clear as the waters of our oceans, some 
parts devastatingly tainted and destroyed but 
some parts still untouched and should be left 
alone.

Below:
Installation view. Planet 
Shangri-La, 11 - 26 Oct 
2019, Richard Koh Fine Art, 
Kuala Lumpur, Malaysia. 
Image courtesy of Richard 
Koh Fine Art.

Opposite, top: 
Justin Lim, Shangri-La, 
2019, acrylic on canvas, 
220 x 200 cm. Image 
courtesy of the artist.

Left: 
Justin Lim, Planet Sangri-La, 
2019, acrylic on canvas, 28 
x 36 cm. Image courtesy of 
the artist.

Opposite, bottom left: 
Justin Lim, Aquaria #3, 
2019, acrylic on canvas, 
screenprint on plexiglass 
and wooden frame, 78 x 
78 cm. Image courtesy of 
the artist.

Opposite, bottom center: 
Justin Lim, Aquaria #4, 
2019, acrylic on canvas, 
screenprint on plexiglass 
and wooden frame, 78 x 
78 cm. Image courtesy of 
the artist.

Opposite, bottom right: 
Justin Lim, Aquaria #5, 
2019, acrylic on canvas, 
screenprint on plexiglass 
and wooden frame, 78 x 
78 cm. Image courtesy of 
the artist.
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Left: 
Justin Lim, Sinking World 
#1, 2019, acrylic on 
canvas, 182 x 152 cm. 
Image courtesy of the 
artist.

Center: 
Justin Lim, Sinking World 
#2, 2019, acrylic on 
canvas, 182 x 152 cm. 
Image courtesy of the 
artist.

Right: 
Justin Lim, Sinking World 
#3, 2019, acrylic on 
canvas, 182 x 152 cm. 
Image courtesy of the 
artist.
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Top: 
Justin Lim, Lost Horizon #1, 
2019, acrylic on canvas, 
152 x 152 cm. Image 
courtesy of the artist.

Bottom: 
Justin Lim, No Man’s Land, 
2019, digital print on paper, 
69 x 56 cm, edition of 10. 
Image courtesy of the artist.

Above: 
Justin Lim, Lost Horizon #2, 
2019, acrylic on canvas, 
152 x 152 cm. Image 
courtesy of the artist.

Bottom: 
Justin Lim, Shangri-La, 
2019, digital print on paper, 
66 x 60 cm, edition of 10. 
Image courtesy of the artist.
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Top:
Justin Lim, Cloud Eaters #1, 
2020, acrylic on canvas, 
220 x 200 cm. Image 
courtesy of the artist.

Bottom:
Justin Lim, Cloud Eaters #2, 
2020, acrylic on canvas, 
220 x 200 cm. Image 
courtesy of the artist.

Right bottom:
Justin Lim, Aquaria #10, 
2019, acrylic on canvas, 
screenprint on plexiglass 
& wooden frame, 78 x 78 
cm. Image courtesy of the 
artist.

Left top:
Justin Lim, Aquaria #6, 
2019, acrylic on canvas, 
screenprint on plexiglass 
& wooden frame, 78 x 78 
cm. Image courtesy of the 
artist.

Left bottom:
Justin Lim, Aquaria #7, 
2019, acrylic on canvas, 
screenprint on plexiglass 
& wooden frame, 78 x 78 
cm. Image courtesy of the 
artist.

Right top:
Justin Lim, Aquaria #8, 
2019, acrylic on canvas, 
screenprint on plexiglass 
& wooden frame, 78 x 78 
cm. Image courtesy of the 
artist.

Right middle:
Justin Lim, Aquaria #9, 
2019, acrylic on canvas, 
screenprint on plexiglass 
& wooden frame, 78 x 78 
cm. Image courtesy of the 
artist.
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Left: 
Justin Lim, Stargazers #1, 
2019, acrylic on canvas, 
198 x 122 cm. Image 
courtesy of the artist.

Right: 
Justin Lim, Stargazers #2, 
2019, acrylic on canvas, 
198 x 122 cm. Image 
courtesy of the artist.

Above:
Justin Lim, No Man’s Land, 
2019, acrylic on canvas, 
213 x 182 cm. Image 
courtesy of the artist.
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Artist studios in Selangor & Kuala Lumpur, 
Malaysia.

12 Oct 2019
Event

Studio visits at Yeoh Choo 
Kuan’s studio in Selangor, 
Malaysia. Image courtesy of 
Richard Koh Fine Art.

Yeoh Choo Kuan /  
Ajim Juxta / Haafiz Shahimi Open 

Studio
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Hudson Valley MOCA, New York, United States.
Curated by Omar Lopez-Chahoud & Nicola Trezzi.

12 Oct - 6 Dec 2019
Group Exhibition

How 
We 
Live
Selections from 
the Marc & Livia Straus 
Family Collection

Anne Samat / 
Janine Antoni / Richard Artschwager / Tamy Ben-Tor /
Katinka Bock / Louise Bourgeois / Michael Brown / 
Dan Flavin / Tom Friedman / Jeffrey Gibson / Robert 
Gober / Sonia Gomes / Kristján Guðmundsson / 
Rachel Harrison / Jenny Holzer / Yu Honglei / Alex 
Hubbard / Danielle Kraay / Annika Larsson / Lynn 
Hershman Leeson / Maria Marshall / Haroon Mirza /
Ciprian Muresan / Bruce Nauman / Paulo Nazareth /
Jong Oh / Claes Oldenburg / Nam June Paik / Magali 
Reus /  Ben Schumacher / Jeanne Silverthorne / 
Michael E. Smith / Susana Solano / Moffat Takadiwa / 
Rachel Whiteread / Bryan Zanisnik / Chen Zhen

Right:
Anne Samat, Che Yah, (The 
Greatest Love), 2019, 304.8 
x 229.9 x 27.9 cm. Photo 
by Maksim Akelin, Courtesy 
of Hudson Valley  MOCA.

Installation view. How 
We Live: Selections from 
the Marc and Livia Straus 
Family Collection, 12 Oct - 
6 Dec 2019, Hudson Valley 
MOCA, New York, United 
States. Image courtesy of 
Hudson Valley MOCA.
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PT Jakarta Land, World Trade Centre, Jakarta,
Indonesia.

15 Oct - 15 Nov 2019
Group Exhibition

Ethereal 
Minds

Liu Hsin-Ying

Installation view. Ethereal Minds, 15 Oct - 15 
Nov 2019, PT Jakarta Land,
World Trade Centre, Jakarta, Indonesia. Image 
courtesy of ISA Art and Design.
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Above: 
Liu Hsin-Ying, Cloud, 2019, 
acrylic, charcoal, spray 
paint, crayon, and ballpen 
on canvas, 180 x 130 cm. 
Image courtesy of the 
artist.

Top: 
Liu Hsin-Ying, Landscape 
II, 2018, acrylic, pastel 
on canvas, 108 x 150 cm. 
Image courtesy of the 
artist.

Bottom: 
Liu Hsin-Ying, Two, 2018, 
acrylic, pastel on canvas, 
108 x 150 cm. Image 
courtesy of the artist.
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Installation view. Lush Fixations, 25 Oct - 9 
Nov 2019, Richard Koh Fine Art, Gillman 
Barracks, Singapore. Image courtesy of 
Richard Koh Fine Art.

Lush 
Fixations

Richard Koh Fine Art, Gillman Barracks,
Singapore.

25 Oct - 9 Nov 2019
Solo Exhibition

Nadiah Bamadhaj
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Above: 
Nadiah Bamadhaj, Genus 
Libertas, 2019, charcoal 
and collage on paper, 208 
x 108 cm. Image courtesy 
of the artist.

“What if we were to reach… the area of a relationship to the other where the code of sexual marks 
would no longer be discriminating? The relationship would not be a-sexual, far from it, but would be 
sexual otherwise: beyond the binary difference that governs the decorum of all codes, beyond the 
opposition feminine-masculine, beyond bi-sexuality as well, beyond homosexuality and heterosex-
uality, which come to the same thing. … I would like to believe in the multiplicity of sexually marked 
voices. I would like to believe in the masses, this indeterminable number of blended voices, this 
mobile of non-identified sexual marks whose choreography can carry, divide, multiply the body of 
each ‘individual’.”

- Derrida 1982, Choreographies, Diacritics p.76

Lush Fixations
by Nadiah Bamadhaj, 2019

Sex lives on a social and political 
spectrum. It is defined, coded, divided, seg-
regated, and marked by social, religious and 
political forces, which very much includes the 
state. With the powerful countries shifting to 
conservative administrations (US, UK, and Russia) 
or, closer to home, complying heavily to religious 
groups (Indonesia, Malaysia, Brunei), issues 
relating to sex and sexuality are being brought 
to the forefront of political campaigns, but with 
a shadow of conservatism that threatens the 
expression and freedom of sex and sexuality.

We are far from Derrida’s desire for a 
non-discriminating world. A woman’s experience 
of her own sexuality is the constant negotiation 
of control over her own body – from when to 
consent, become sexualised, marry, reproduce, 
have abortions, transform her gender, and impor-
tantly, when she has a right to sexual pleasure 

quite separated from the stifling orbit of her 
fertility. Men in fact, experience the same kinds 
of negotiations. The right to sexual expression 
outside of the orbit of their fertility, to create 
alternative definitions of masculinity, to express 
themselves through non-binary and nonheter-
onormative sexualities, are all up for constant 
social and political negotiation.

This exhibition attempts to create two 
situations, a celebration and an accusation. The 
first, is to negate codes. My drawings are an 
attempt to celebrate body, sex and sexuality. It 
is a challenge and confrontation to those who 
prefer to keep sex and sexuality behind the 
closed doors of conservatism. These drawings of 
the body are coupled with selected plant species 
to emphasize the overtness of sexuality. For me 
the lush in these drawings are sexual not fertile. 
The titles play with the Latin names of plants to 
produce meanings of their own. The second part, 
in sculptural form, point fingers at the finger 
pointers. Sexuality has been whipping boy of 
religious groups and doctrine to control rela-
tionships, appearance, and agency. Their efforts 
to stifle and codify all expressions of sexuality, 
ironically, makes them appear to be fixated by it. 
I’m interested in the concept that conservatism 
is fixated by the very thing they are trying to 
suppress, and my sculptures are an attempt to 
unveil that irony. Thus, to combine both ideas in 
the drawings and sculpture, I have entitled this 
exhibition, Lush Fixations.

The drawings employ my well used 
method of paper collage, and the sculptures are 
my first attempt in many years to model forms 
cast in patina-ed brass.

Below:
Installation view. Lush 
Fixations, 25 Oct - 9 Nov 
2019, Richard Koh Fine 
Art, Gillman Barracks, 
Singapore. Image courtesy 
of Richard Koh Fine Art.
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Top: 
Nadiah Bamadhaj, 
Ravenous Colossus, 2019, 
charcoal and collage on 
paper, 97 x 168 cm. Image 
courtesy of the artist.

Bottom: 
Nadiah Bamadhaj, Profferia 
Officinale, 2019, charcoal 
and collage on paper, 102 
x 185 cm. Image courtesy 
of the artist.



212 213

Above:
Nadiah Bamadhaj, Trophy 
to Your Fixation, 2019, cast 
patina brass, 30 x 30 x 52 
cm. Image courtesy of the 
artist.

Above:
Nadiah Bamadhaj, Rump 
Grandis, 2019, charcoal 
and collage on paper, 148 
x 145 cm. Image courtesy 
of the artist.
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Above:
Nadiah Bamadhaj, Offering 
to Your Fixation, 2019, cast 
patina brass, 48 x 48 x 10 
cm. Image courtesy of the 
artist.

Above:
Nadiah Bamadhaj, Rhetoric 
to Your Fixation, 2019, cast 
patina brass, 45 x 30 x 20 
cm. Image courtesy of the 
artist.
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Left:
Nadiah Bamadhaj, Clitoria 
Precocious, 2019, charcoal 
and collage on paper, 137 
x 132 cm. Image courtesy 
of the artist.

Right:
Nadiah Bamadhaj, Phallus 
Acuminata, 2019, charcoal 
and collage on paper, 172 
x 107 cm. Image courtesy 
of the artist.
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Henry Butcher Art Auction, Kuala Lumpur,
Malaysia.

3 Nov 2019
Fund Raising Auction

Fund Raising Auction : 

Blue Art 
Centre Project

Eiffel Chong / Haffendi Anuar / Minstrel Kuik / Justin Lim / 
Hasanul Isyraf Idris / Natee Utarit / Nadiah Bamadhaj / 
Philong Sovan / Tan Wei Kheng / Soun Sayon / Svay Sareth / 
Yim Maline / Yeoh Choo Kuan / Wong Perng Fey 

Artworks were generously donated by respective artists and private 
collectors, across the mediums of photography, sculpture, painting, printmaking 
and drawing. The initiative raised almost USD 60,000 and all proceeds (100%) 
going to BAC’s projects, to benefit the under privilege children.

RKFA would like to sincerely thank all artists who had generously 
donated their works and collectors who fiercely bided on the lots. Thank you for 
making this fund-raising auction a success. 

Opposite, right: 
Soun Sayon, Workers Order, 
undated, photography 
print, edition 1 of 10, 60 x 
48.5 cm. Image courtesy of 
the artist.

Opposite, left:
Philong Sovan, 9 P.M, Siem 
Ream, 2010, photography 
print, 50 x 75 cm. Image 
courtesy of the artist.

Top: 
Tan Wei Kheng, Suraya, 
2015, oil on canvas, 41 x 
61 cm. Image courtesy of 
the artist.

Bottom: 
Natee Utarit, the Colour Paper 1, 2, 3, 
and 4, 2007, lithograph and silkscreen 
on Fabriano 100% cotton paper, 
edition 6 of 15, 100 x 70 cm (set of 4). 
Image courtesy of the artist.
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Top: 
Nadiah Bamadhaj, 
Putrajaya (147 Merdeka 
Series), 2006, digital print, 
diasec, 40.5 c 144 cm. 
Image courtesy of the 
artist.

Bottom left: 
Hasanul Isyraf Idris, 
Parasoul, 2014, pearl, semi-
precious stone, rhinestone,
ink, acrylic, seashell, 
enamel paint and
glitter on paper, 152 x 152 
cm. Image courtesy of the 
artist.

Blue Art Centre (BAC) Project was con-
ceptualized in 2011 by acclaimed Cambodian 
visual artist Svay Sareth with the primary mission 
of providing life development to underprivilege 
Cambodian children through arts education and 
vocational training, enabling them an oppor-
tunity to mould their own future. Through the 
school’s model of liberal art pedagogy and its 
commitment to the excitement of learning, BAC 
aims to produce a next generation of Cambodian 
students who are both socially and environ-
mentally conscious of their lived and built 
surroundings. BAC’s secondary mission is to be 
an incubator for contemporary art in Cambodia, 
connecting local artists to the current inter-
national discourses through its infrastructure, 
residency programmes and personnel network. 

Beginning in 2018, BAC was slowly but 
passionately developed by Svay and his wife Yim 
Maline who decided to purchase a small piece 
of rice field in Siem Reap soon after his return 
in 2010 from his overseas education in France. 
It started off as a family home but soon evolved 
into a meeting place for kindred spirits and kind 
souls. Over time, and the many creatives that 
passed through its doors, it soon became affec-

tionally known as the ‘house of contemporary 
art’, attracting young Cambodians who yearned 
for a school of the arts. When completed, BAC 
will be a modest 250m2 Art & Design school, 
an industrious 375m2 construction workshop, 
with a 400m2 exhibition space, and four studios 
dedicated to artist residencies, supported by 
a 25-strong operations team, and governed 
by a dedicate board of international directors 
including Dr Prof Jean Jacpues Passera, former 
director of Arts and Design Media of University 
CAEN, Normandy. 

To sustain this dream, BAC relies on public 
funding and as part of its fundraising initiatives, 
it is proud to partner Henry Butcher Art Auction-
eers with this charity auction. Works are gener-
ously donated by the respective artists and all 
proceeds (100%) raised will go to BAC’s coffers. 
Govern by its esteemed board of directors, the 
proceeds will be utilized to fund its programmes 
and construction work, and most of all, benefit 
the underprivileged students of the school.

Bottom left 
Yim Maline, Colorful 
Decomposition 3, 2017, 
mixed media on paper, 78 
x 108.5 cm. Image courtesy 
of the artist.

Bottom
Justin Lim, Nothing Lasts 
Forever #2, 2018, acrylic 
on canvas collage, 100 
cm. Image courtesy of the 
artist.

Right top: 
Svay Sareth, Head and 
Power, 2018, cotton and 
kapok, edition 3 of 5, 100 x  
95 x 45 cm. Image courtesy 
of the artist.

Left:
Svay Sareth, I Vote, 2018, 
cotton and kapok, edition 
2 of 5, 133 x 28 x 20 cm. 
Image courtesy of the 
artist.

Right center:
Yim Maline, Plateau, 2019, 
tissue paper and wire, 160 
x 42 x 42. Image courtesy 
of the artist.



224 225

Bottom: 
Yeoh Choo Kuan, Enchant, 
2015, oil and lacquer on 
canvas, 95 x 145 cm. Image 
courtesy of the artist.

Top: 
Wong Perng Fey, Distance 
#25, 2016, oil and enamel 
on linen, 120 x 100 cm. 
Image courtesy of the 
artist.

Bottom: 
Eiffel Chong, An Antidote To 
Solitude & A Sort
Of Hallucination: BLOOD,, 
2018, c-type photographic 
paper, edition 1,
76.2 x 61cm. Image 
courtesy of the artist.

Middle: 
Haffendi Anuar, Koi, 2017, 
oil and enamel on  board, 
91 x 90 x 2.5 cm. Image 
courtesy of the artist.

Top: 
Minstel Kuik, A Lonely Star, 
2015, mixed media, 83 x 
120 cm. Image courtesy of 
the artist.
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Installation view. Song of 
the Rainbow, 7 - 23 Nov 
2019, Richard Koh Fine Art, 
Kuala Lumpur, Malaysia. 
Image courtesy of Richard 
Koh Fine Art.
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Richard Koh Fine Art, Kuala Lumpur,
Malaysia.

7 - 23 Nov 2019
Solo Exhibition

Song 
of  the 

Rainbow

Arahmaiani

Installation view. Song of the Rainbow, 7 - 
23 Nov 2019, Richard Koh Fine Art, Kuala 
Lumpur, Malaysia. Image courtesy of Richard 
Koh Fine Art.
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“Song Of The Rainbow” 
Exhibition
Text by Dr. Nasir Tamara, MA, M.Sc, October 2019

Indonesian artists are becoming more 
lively, dynamic and known worldwide as we can 
see in exhibitions and festivals such as Artjog, 
JakArt, ArtBali and Jogja Biennale, as well as the 
participation of Indonesian artists at the Indone-
sian Pavilion at the Venice Biennale which began 
in 2003, and Arahmaiani is one of the participat-
ing artists.

The progress is obviously driven by the 
many talented Indonesian artists.  One of the 
talented artists, Arahmaiani - a continuously 
developing woman artist - we can see her works 
in the exhibition ‘Song of the Rainbow’ in a 
prominent art gallery in Kuala Lumpur.

Arahmaiani studied at the Fine Arts 
Department, Bandung Institute of Technology, 

Above: 
Arahmaiani, Song of 
Rainbow in Blue III, 2019, 
acrylic on canvas, 139 x 
200 cm. Image courtesy of 
the artist.

where many of Indonesia’s leading artists are 
educated, and also in AKI (Akademie Kunst 
Industrie) in Holland. Art in its various manifes-
tations is the vocation of the soul that should 
be worked with all our heart. It is the only career 
she does. Performances and exhibitions of her 
artworks take place in many countries in Asia, 
Europe, Australia and America.

Arahmaiani is a figure who has strong 
Asian roots. She has lived in Malaysia, Thailand 
and Tibet. But she is also familiar with Western 
civilization because she had lived in Europe. By 
her father, an academic scholar, she was raised 
in the Islamic tradition. But she also learned 
Buddhism deeply and was familiar with Hindu 
culture in Indonesia.

Actually Arahmaiani is not new to the art 
world in Malaysia. She has lived and exhibited 
several times in Kuala Lumpur. The exhibitions 
are loved by both art collectors and art fans in 
Kuala Lumpur.

Rarely do we get an artist who has various 
talents like Arahmaiani. She is an author, a poet, 
a theater artist under the legendary director W.S. 
Rendra who later developed into a performance 

artist, a dancer who paints and makes various 
installation works that are unique and original. 
She also teaches in various universities and art 
schools including in Germany.

Her works tend to always touch human 
conscience because they take themes about 
the suppression of human rights, environmental 
destruction, criticism of authoritarian gover-
nance, gender inequality and also oppression in 
the name of religion against women and minori-
ties. She was concerned about the continuing 
trend of clashes between civilizations. She is sad 
because the quality of democracy has declined 
in the Western world. She is concerned about the 
impact of digital communication technology and 
the collection of big data on human privacy. She 
was angry because the consensus about climate 
change that could destroy the world was still 
rejected by the super power countries.

In this exhibition, Arahmaiani returned to 
its original roots. She creates Arabic calligraphy 
on canvas in striking vibrant colors. However 
the artist previously uses more monochromatic 
colors.

Her intention is to explore the power 
of colors that can be a variety of colors of the 
rainbow through paintings similar to Arabic 
calligraphy which is very familiar to Muslims 
because the Qur’an is written in Arabic. And in 
Indonesia the Arabic script was adopted (known 
as Arabic-Malay or Jawi) and then used to write 
the local language. Unfortunately, since the last 
four decades the dominance of Wahhabism and 
Salafi and religious conservatism in Shi’a Islam 
in the Middle East has caused many misun-
derstandings in the West. The climax was 9/11 
incident where terrorists used religion to justify 
their attacks in New York and several other cities 
in the United States.

Arahmaiani fell victim to her attitude in 
favor of diversity and rejected a single inter-
pretation of religious teachings. As a manifes-
tation of her concern for intolerance, she once 
exhibited her works in the form of calligraphy 
on the streets of several European cities after 
the shocking events of the world. The public was 
shocked. They think this artist was spreading 
fundamentalism as a source of Islamic terrorism.

Perhaps also in this way Arahmaiani 
wanted to convey that the Islamic world was not 
black and white but colorful. There are many tra-
ditions and beliefs in Islam. They generally lived 
more peacefully side by side for more than 14 
centuries. The colors form a naturally dangling 
beauty in the charm of the rainbow, like the 
title of this exhibition. With these colors, the 
artist creates melodies in a rainbow of beautiful 
shapes which can stimulate and open new per-
spectives.

Above: 
Arahmaiani, Song of 
Rainbow in Light-green, 
2019, acrylic on canvas, 
139 x 99 cm. Image 
courtesy of the artist.
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Artist Statement
by Arahmaiani, September 2019, Yogyakarta

The first time I started  my work with 
Jawi was in 1993/94 on the work called “Ling-
ga-Yoni”. Then in 2005-2006 I worked on a com-
munity-based art project in Thailand; “Stitching 
the Wound” and I made an installation work with 
the basic idea of Jawi script “The Thread ”. This 
work was made in cooperation with the Muslim 
minority community and the Buddhist majority. 
And in this project, I was addresing the idea 
of the identity of Muslims in Indonesia and in 
Southeast Asia. The exploration of Jawi script is 
then developed further when I started working 
with the community of Pesantrren Amumarta 
lead by Kyai Jawis Masruri in Yogyakarta. This 
Islamic boarding school is the oldest pesantren 
in Yogyakarta (more than 400 years old). Then I 
started creating an on-going community based 
art project called Flag Project (2006). The project 
first started with 2 flags with the Jawi letters: 
Mind and Courage.

Jawi or in Java so-called Arab Gundul or 
Arab Pegon is a product of the process of cultural 
assimilation of Arabic culture with local culture 
(both in Java as well as in Sumatra and then 
spread around areas with Muslim population in 
Indonesia, when Islam began to be accepted and 
embraced by the local community members), an 
indicator of the character of Javanese culture or 
the archipelago that is open to foreign cultures 
that came from outside. Foreign culture adopted 
and adapted to the local culture. Therefore, it is 
syncretic: where various elements of different 
cultures will be united or combined. This kind of 
thing has been going on for thousands of years, 
as a clear cultural strategy that is very open 
to other cultures in the meaning of tolerance 
and respect for diversity, also meaning also 
there definitely is the ability to see similarities 
(universal values as the similar basis of culture 
and beliefs). Thus, diversity is seen as a natural 
thing without having been placed in a hierarchi-
cal structure.

Similarly, in my paintings of Jawi - I 
want to show respect and as a reminder of the 
history and cultural traditions in the archipelago 
(especially the days when Islam as a culture 
and beliefs were adhered and received), where 
understanding of cultural strategy is based on 
openness, tolerance and respect for diversity. I 
express this now in my paintings, in a format of 
modern-contemporary expression.

Top: 
Arahmaiani, Song of 
Rainbow in Light-yellow, 
2019, acrylic on canvas, 
139 x 238 cm (diptych). 
Image courtesy of the 
artist.

Bottom: 
Arahmaiani, Song of 
Rainbow in Pink, 2019, 
acrylic on canvas, 140 x 
300 cm (triptych). Image 
courtesy of the artist.
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Bottom: 
Arahmaiani, Song of 
Rainbow in Purple, 2019, 
acrylic on canvas, 119 x 
139 cm. Image courtesy of 
the artist.

Top: 
Arahmaiani, Song of 
Rainbow in Blue II, 2019, 
acrylic on canvas, 139 x 
119 cm. Image courtesy of 
the artist.

Bottom: 
Arahmaiani, Song of 
Rainbow in Yellow, 2019, 
acrylic on canvas, 119 x 
139 cm. Image courtesy of 
the artist.

Top: 
Arahmaiani, Song of 
Rainbow in Blue, 2019, 
acrylic on canvas, 139 x 
119 cm. Image courtesy of 
the artist.
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Richard Koh Projects, Bangkok,
Thailand.

16 Nov - 6 Dec 2019
Solo Exhibition

Hypnotize  

Sornchai Phongsa

Installation view. Hypnotize, 16 Nov - 6 
Dec 2019, Richard Koh Projects, Bangkok, 
Thailand. Image courtesy of Richard Koh 
Fine Art.
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Hypnotize
by Sornchai Phongsa, October 2019

In the traditional Liang Dong ceremony, 
the significance of the banner blowing in the 
breeze symbolizes the presence of the living 
Buddha. There is narrative of spiritual giants 
seemingly under a hypnotic spell and are 
depicted as mindless ghouls, chomping on fresh 
buffalo meat while cowering from the presence 
of Buddha. Stories of Lord Buddha and ritual of 

spirit worship in Chiang Mai are intertwined and 
widely known in the story of Pusae Yasae. Under 
the centralization of power by King Rama V, the 
ritual has since been abolished and led to the 
consolidation and officialization of Tai Buddhism 
in the country. This ‘extinct’ ritual is indigenously 
linked to the traditions of the Lua people who 
are anthropologically regarded as an ancient 

Above: 
Sornchai Phongsa, 
Immolate, 2019, acrylic 
on Lua’s fabric, 170 x 170 
cm. Image courtesy of the 
artist.

ลมภูเขาพัดให้ภาพพระบฎซึ่งเป็นตัวแทนของ
พระพุทธเจ้าเกิดการแกว่งไกวตลอดพิธี เลี้ยงดง เป็นการ
สะกดจิตให้ม้าขี่ปู่แสะย่าแสะที่กำาลังเปิบเนื้อควายสดเกิด
การเกรงกลัว ต่อพุทธานุภาพ อภินิหารพระพุทธเจ้าที่ปราก
ฎในตำานานปู่แสะย่าแสะ สะท้อนการ เปลี่ยนแปลงการ
ปกครองที่เกิดจากการรวมอำานาจในอดีตของเชียงใหม่ นำา
มาซึ่งการ สถาปนาพุทธศาสนาในเขตวัฒนธรรมไท ทำาให้
เกิดการสมาทานยอมรับความเชื่อใหม่ ในชนชาติดั้งเดิม 
(ลัวะ) ซึ่งตำานานที่กล่าวถึงการขอกินควายต่อพระพุทธเจ้า 
ของปู่แสะ ย่าแสะก็สะท้อนนัยการต่อรองมากกว่าสยบยอม
อย่างแท้จริง พระบฎจึงเป็นสัญลักษณ์ แห่งการจ้องมอง
คอยดูแลไม่ให้ยักษ์ฟื้นตื่นขึ้นมา 

ยักษ์ได้ถูกปลุกขึ้นมาอีกครั้ งผ่านเรื่องเล่าใน 
HYPNOTIZE ของศรชัยเพื่อพูดถึง ลมหายใจของอรย
ธรรม ลัวะ ในอดีตที่ยังคงมีอยู่ในลักษณะของชนกลุ่มน้อย
ในปัจจุบัน ควายในผาม คือ เหยื่อของการต่อรองระหว่าง
ศาสนาทั้งสอง ล่อให้ฝูงแมลงวัน หรือนัก ท่องเที่ยวที่กำาลัง
ไลฟ์สดพิธีกรรมเป็นการท้าทายอำานาจเหนือธรรมชาติผ่าน
เทคโนโลยี อวตารของระบบอำานาจการปกครองในอดีต ที่
ยังคงปรากฏในรูปแบบของพิธีกรรม เชิงธุรกิจท่องเที่ยวใน
ปัจจุบัน คือพื้นที่ที่ศิลปินใช้ในระหว่างกระบวนการทำางาน
กึ่งมี ส่วนร่วม เพื่อหาเหตุผลประกอบกับความย้อนแย้ง
ระหว่างพุทธกับผี ที่ปะทะ และผสาน กลมกลืน รวมถึงการ
ศึกษาจากตำานานพระเจ้าเลียบโลกแห่งล้านนา เจนบ้าน 
เจนเมือง และสงครามมหาเอเชียบูรพา

ethnic group of Southeast Asia. The ritual reflects 
the unique cultural dialogue between folklore 
and Buddhism; between the old native and the 
new native of higher culture. The ritual of spirit 
worship had become part of a niche but rich 
tradition for a small segment of people in Chiang 
Mai City and has since been ceremoniously 
performed during the 8th - 9th month (the Lunar 
Lanna Month) in the region.  

The ritual, which commonly involves the 
act of devouring buffalo meat, is locally regarded 
as an act of understanding and mercy – rather 
than conquering – by Lord Buddha. The giant 
characters in the story are important as they 
narrate the mythological beginnings of the Lua 
civilization after awakened from their hypnosis. 
The buffalos are victims of the bargaining 
process between both religions. Today, this ritual 
is being exploited by authorities who broadcast 

the rituals live over social media and television 
to bring in tourism dollars. It seems to me that 
mistakes of the past are repeating itself through 
tourism business. At its core, the ritual is a way 
for participants to find meaning, manifested 
between Buddhism and Animism. Knowledge 
and existence of this ritual has passed  through 
the ages via official stories and anecdotes 
including the legend of Lord Buddha along the 
world of Lanna, Jainban Jainmoung and historical 
accounts of the Greater East Asia War. 

Top: 
Sornchai Phongsa, Bon 
Appétit, 2019, acrylic on 
Lua’s fabric, 115 x 220 
cm. Image courtesy of the 
artist.

Below:
Installation view. 
Hypnotize, 16 Nov - 6 Dec 
2019, Richard Koh Projects, 
Bangkok, Thailand. Image 
courtesy of Richard Koh 
Fine Art.
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Top: 
Sornchai Phongsa, Ghost in 
the Lua Yard, 2019, pencil 
and ink on paper, 100 x 70 
cm. Image courtesy of the 
artist.

Bottom: 
Sornchai Phongsa, Offering, 
2019, acrylic on Lua cloth, 
60 x 80 cm. Image courtesy 
of the artist.

Right: 
Sornchai Phongsa, 
Negotiation, 2019, string 
and terra-cotta, 250 x 170 
x 100 cm. Image courtesy 
of the artist.
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Richard Koh Fine Art, Gillman Barracks,
Singapore.

22 Nov - 7 Dec 2019
Solo Exhibition

Melissa Tan

Installation view. Under the Arched Sky, 
22 Nov - 7 Dec 2019, Richard Koh Fine 
Art, Gillman Barracks, Singapore. Image 
courtesy of Richard Koh Fine Art.

Under the      Arched Sky
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Suspensions
Text by Euginia Tan, 2019

A state of suspension is something that 
can be considered in several facets. While it 
suggests a withholding or removal, it can also 
be the means by which something is supported. 
There is also suspense in narration, a hook before 
an inevitable ending. Melissa Tan’s Under the 
Arched Sky focuses on the motif of the keystone 
in architecture, namely, a stone wedged at the 
very top and centre of an arch. It is usually the 
piece that completes a structure and locks all 
other stones in position, therein allowing the 
arch to bear weight. Instead of considering the 
keystone to be the final touch instrumental to an 
arch, Tan re-examines the keystone as an apex 
suspended as the foremost blueprint crucial 
to construction. Her narration’s suspense is 
gathered in the detail of her work, a tribute to 
science fiction and its possibilities to alternate 
realms and universes.

In a conversation with Samantha Yap for 
her previous exhibition Back to Where We’ve 
Never Been1, Tan presents a paradoxical inquiry 

of “returning to a place that is unknowable 
or that has become unknowable”. Tan stirs 
the concept that situations or states can exist 
semi-autonomously, expanding on the theme of 
liminality. This essay is an attempt to elaborate 
on the different types of suspension contribut-
ing to her current solo exhibition and ongoing 
practice.

Suspension: Withholding and Removal
The identity of womanhood and 

mythology influences this series of works, with 
each piece named after a female goddess. 
Though the goddesses are associated with attrac-
tive attributes in mythology, tribulations and 
crossroads often accompany them before or even 
during reverence. The title of goddess wields 
a certain power and control, yet is fraught with 
knowing how to tolerate a miasma of pressure. 
In the nature of the artist’s work, in particular the 
medium of metal, the inferred patience of the 
way the material ebbs and flows calls to mind a 

1 Melissa Tan and 
Samantha Yap, To Dream 
in the Right Shape: A 
Conversation Between 
Melissa Tan and  Samantha 
Yap (Singapore, Richard 
Koh Fine Art, 2018).

2 Carol Ann Duffy, Mrs. 
Tiresias from Selected 
Poems from The World’s 
Wife (England, The Penguin 
Group, 2006).

3 Ho Rui An, Outside the 
World Interior or the Light 
on the Writing Desk from 
Stationery I (Hong Kong, 
Spring  Workshop, 2015)

4 M.P. Shiel, The Purple 
Cloud (England, The 
Penguin Group, 2012).
 
5 Shelly Bryant, Our 
Universe Expands from 
Unnatural Selection 
(Singapore, Math Paper 
Press, 2015).

goddess’s conquering. There is a sense of with-
holding the consent for the material to possess 
a masculine dominion, the resulting work exudes 
an integrity honed to the artist’s vision.

In Carol Ann Duffy’s fifth poetry collection 
The World’s Wife, the poet focuses on unheard 
perspectives of female counterparts of famously 
known male figures. Blatantly relying on the 
protagonist of each poem to proclaim their 
identities via missus so-and-so to the misters of 
the world, Duffy flips the tables and turns their 
neglect into an exposé and uprising to a certain 
oppression of each woman’s role in society. An 
excerpt from Mrs. Tiresias2 provides an insight 
to Tiresias’s spouse, a clairvoyant prophet in 
mythology “punished” to be a woman for seven 
years:

Life has to go on.
I put it about that he was a twin
and this was his sister
come down to live

while he himself
was working abroad.

And at first I tried to be kind;
blow-drying his hair till he learnt to do it himself,
lending him clothes till he started to shop for his own,
sisterly, holding his soft new shape in my arms all night.

Then he started his period.

One week in bed. 
Two doctors in. 
Three painkillers four times a day. 
And later 
a letter 
to the powers that be 
demanding full-paid menstrual leave twelve 
weeks per year. 
I see him still, 
his selfish pale face peering at the moon 
through the bathroom window. 
The curse, he said, the curse.

The layers in this poem suggest a strong 
sense of withholding – a woman withholding 
her anger to remain faithful and kind to a man, 
a woman being able to withhold the brunt of 
pain to survive, rather than demand. Going back 
to the analogy of the keystone in Tan’s current 
exhibition, as the keystone gracefully slides into 
its rightful place to take a supposed throne in 
an arch, it anchors the other stones into place. 
The strength in its power is an exclusion of its 
assertion. Just as how Mrs Tiresias tends to an 
unforeseen circumstance her prophet husband 
could not seem to do, a goddess takes a befalling 
as a measure of grit. Tan’s fidelity to retaining 
the properties of metal coupled with her careful 
probing of a delicate transition into a work’s 
potential statement demonstrates her will to 
bend to her choices in order to ascend.

Suspension: Supporting The Apex
An apex is referred to as a peak, a coveted 

notion or placement. There are countless paths 
to an apex, people tend to look skyward for it, be 
it literally or metaphorically. The apex is dangled 
as a fabled prize on a pedestal, measured by 
distance and extent of viewing impact. Through 
methods of empathic story-telling, we are often 
able to reduce the lionization of the apex’s 
legend. As circulation and accessibility increase, 
we have managed to humble our temperaments, 
contemplate the pain of history and appreciate 
the mundane present. In one way or another, the 
apex comes to be supported through channels 
of creation, endowment and hope to counter the 
babel of past and modern horror. Tan’s work rein-
forces this support, there is a painstaking and 
consistent dissection of her knowledge of tech-

Below: 
Melissa Tan, Izanami, 2019, 
mirror finish stainless steel, 
epoxy resin & pigment, 60 x 
89 x 14 cm. Image courtesy 
of the artist.
In Japanese mythology, 
Izanami no mikoto (“she who 
invites”) is a goddess of both 
creation and death. Izanami 
and Izanagi (“he who invites”) 
are the primordial gods of 
the Shinto religion who are 
believed to have created the 
islands of Japan and given 
birth to many of the other 
Shinto gods or kami. The two 
gods used a jewel encrusted 
spear to stir the ocean. 
Withdrawing the spear, salt 
crystallised into drops on the 
tip and these fell back into 
the ocean as islands. The 
first island to be created was 
known as Onogoro-shima and 
the gods used this island to 
build a house and host their 
wedding ceremony.
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nology to get her to a new stage in her practice. 
The permutation of software is a necessary 
chapter to forge the apex of hardware onward. In 
a quote from the essay Outside the World Interior 
or the Light on the Writing Desk, artist-writer Ho 
Rui An ruminates on the necessity and struggle 
of writing for oneself:

“But there is yet another window, one 
more immediately before me, to which I must 
address myself and in which I await my essay to 
miraculously complete itself. The light from one 
window lands upon the other, adding its sheen 
to the flat, unsparing whiteness of the barely 
written page…. The light has a certain airiness, the 
air, a certain brightness. Contrary to all appear-
ances, this is not an exercise in “inspiration”. The 
air here that is light –or ether, after aether, the 
world of light the Greeks imagined to be above 
the clouds –is not so much that absolute exteri-
ority which is taken in as that which takes us out. 
In taking to the air, we are taken out of ourselves, 
yet at the same time returned to ourselves –not 
quite inspired, but ventilated.”3

The aforementioned world of light 
imagined by the Greeks implies a restful utopia, 
perhaps a sensation artists and writers crave for 
in their rigour. But the ventilation of this rigour, 
be it through journaling about why one writes, 
or in Tan’s case, learning a scope of computer 
programmes from scratch, is crucial as support 
to the apex of one’s practice. Going back to 
Yap’s conversation with Tan for Back to Where 
We’ve Never Been, Tan affirms that she “was 
attempting to construct a system of objects that 
did not privilege human mastery… 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 (the works) so much”. 
An artist’s instincts require perpetual rendering 
just as stories and myths continue to be retold 
before the brink of ailing memory, for erasure 
from the mind in an instant erodes as swiftly and 
cruelly as the relentless passing of time.

Suspension: Penultimate Questions
Although Tan delves into mythology, 

her fascination and inclination towards science 
fiction remain steadfast. The details in her work 
seem to orbit independently, even though they 
are contained within. The work can also loom 
prominently as a majestic overview. These focal 
points pique a curiosity in the viewer, akin to a 
reader excited by the unfolding of a plot. The 
common strand in her purveying of science 
fiction and Grecian literature envelops the 
essence of suspension –the almosts, what-ifs, 
and-then-whats.

M.P. Shiel’s The Purple Cloud and Shelly 
Bryant’s Unnatural Selection belong to different 

authors from vastly disparate eras. They possess 
a clear distinction in style, i.e. The Purple Cloud 
is a garrulous account of a man in the midst of 
an apocalypse, Unnatural Selection is a poetry 
collection with minimal digression. Yet both 
portray science fiction’s terse suspension 
vividly, an indication that we remain excitable 
with the power of suggestion regardless of our 
allotted span in existence. Below are the two 
respective excerpts, each corresponding to the 
chosen devices of their authors but congruent to 
adhering suspense:

“The first thing which my mind opened 
to perceive was that, while the tempest was less 
strong, the ice was now in extraordinary agitation. 
I looked abroad upon a vast plain, stretched out to 
a circular, but waving horizon, and varied by many 
hillocks, boulders, and sparkling meteor-stones 
that everywhere tinselled the blinding white, some 
big as houses, most small as limbs. And this great 
plain was now rearranging itself in a widespread 
drama of havoc… here and there I saw the mete-
or-stones leap spasmodically, in dusts and heaps, 
like geysers or spurting froths in a steamer’s wake, 
a tremendous uproar, meantime, filling the air.”4

“an empty metal bowl held in the hollow of his palm 
showcased for a brooding, contemplative gaze
“I’ll call you Yorrick,” the android softly whispers”5

The coaxed imagery is pliant and 
arresting, what happens next is secondary in the 
grip of the moment. These selected suspenseful 
verses conjured by the composition of text is 
applicable to Tan’s anomalous metal structures. 
Are they boulders and rocks propagated in 
nature or space? Are they hybrids of man-made 
elements? Can they be converted to have robotic 
properties? Before the works take on lives of 
their own, they are questioned and re-imagined. 
Therein lies the hatch of suspense in Tan’s work.

The points mentioned are but assumed 
algorithms to Tan’s practice. There is assurance 
in predictability and awareness, a heightened 
advantage to understanding a work. In all 
the variants of suspension, we can mete out 
reactions and plausibility, account for certain 
dimensions and decisions from the artist. 
However, the anticipation that presents itself 
spontaneously at first blush might be the pebble 
that really stokes the surface of our emotions –be 
it from an artist’s homage, a viewer’s inquisitive 
absorption or the monumental task of preserving 
a goddess’s legacy. We recognize imagination 
physiologically. We react with whatever means 
we can.

Top: 
Melissa Tan, Proserpina, 
2019, mirror finish stainless 
steel, epoxy resin & pigment, 
90 x 73 x 10.3 cm. Image 
courtesy of the artist.
Proserpina is the Latin 
name for the Greek goddess 
Persephone. Pluto, king of 
the Underworld, was seeking 
a wife. Jupiter promised him 
Proserpina, his daughter 
by Ceres, the goddess of 
harvests. Proserpina was 
abducted by Pluto while Ceres, 
inconsolable in her grief, 
neglected her sacred tasks 
of giving grains to the world. 
Ceres appealed to Jupiter, and 
Proserpina was restored to 
her mother. However, Jupiter 
decreed that she would spend 
half the year in Earth and the 
other half in the Underworld. 
Proserpina is revered as the 
goddess of fertility, wine and 
agriculture.

Bottom: 
Melissa Tan, Diana, 2019, 
mirror finish stainless steel, 
epoxy resin & pigment, 95 
x 56.3 x 16.5 cm. Image 
courtesy of the artist.
Diana was born on the island 
of Delos with her twin brother, 
Apollo, the god of light. 
Although primarily associated 
with hunting, Diana was also 
revered as the goddess of the 
woods, chastity and the moon. 
Interestingly, while Diana 
was a symbol of purity, she 
was also prayed to by women 
who wanted to conceive and 
by mothers who wanted an 
easy childbirth. Sometimes 
referred to as Lucina, Diana’s 
reputation of protecting 
mothers and children earned 
her a place of honour among 
women.



250 251

Top: 
Melissa Tan, Isis, 2019, mirror 
finish stainless steel, epoxy 
resin & pigment, 30 x 65.5 x 
9 cm. Image courtesy of the 
artist.
Isis has strong links with 
Egyptian kingship, and is 
most often represented as a 
beautiful woman wearing the 
hieroglyphic sign of the throne 
or a solar disk and cow’s horns 
on her head. She was a principal 
deity in rites connected with the 
dead. As a magical healer, she 
cured the sick and brought the 
deceased to life. As a mother, she 
was a role model for all women. 
Images of Isis nursing the baby 
Horus may have influenced 
the early Christian artists who 
depicted the Virgin Mary with 
the baby Jesus.

Bottom: 
Melissa Tan, Hekate, 2019, 
mirror finish stainless steel, 
epoxy resin & pigment, 81 x 57 
x 10.5 cm. Image courtesy of 
the artist.
Hekate (or Hecate) is a goddess 
capable of both good and evil. 
She was especially associated 
with witchcraft, magic, the 
Moon, doorways, and creatures 
of the night such as hell-
hounds and ghosts. She is often 
depicted with three faces and 
carrying a torch, due to her 
connection with the night. She is 
represented as the guardian of 
crossroads.

Top: 
Melissa Tan, Nuwa, 2019, mirror 
finish stainless steel, epoxy 
resin & pigment, 85 x 43.3 x 
12.5 cm. Image courtesy of the 
artist.
Some scholars suggest that 
the female Nuwa was the 
first creative Chinese deity, 
appropriate for ancient Chinese 
matriarchal society, in which 
childbirth was seen to be a 
miraculous occurrence, not 
requiring the participation of the 
male. According to myth, Nuwa 
shaped the first human beings 
out of yellow clay, then grew 
tired, dipped a rope into the mud 
and swung it around. The blobs 
of mud that fell from the rope 
became common people, while 
the handcrafted ones became 
the nobility.

Bottom: 
Melissa Tan, Tara, 2019, mirror 
finish stainless steel, epoxy 
resin & pigment, 117 x 130 x 
18 cm. Image courtesy of the 
artist.
Tara is the feminine counterpart 
of the bodhisattva (“buddha-to-
be”) Avalokiteshvara. According 
to popular belief, she came 
into existence from a tear of 
Avalokiteshvara, which fell to 
the ground and formed a lake. 
Out of its waters rose up a 
lotus, which bloomed to reveal 
Tara. She is a compassionate, 
succouring deity who helps men 
“cross to the other shore.” She 
is the protector of navigation 
and earthly travel, as well as of 
spiritual travel along the path to 
enlightenment. 



252 253

By Bangkok Art and Culture Centre and Sunpride Foundation.
Bangkok Art and Culture Centre, Bangkok, Thailand.

23 Nov - 1 Mar 2020
Group Exhibition

Anne Samat / Adam Hague / Chov Theanly / 
Lyno Vuth / Ren Hang / Wang Haiyang / Xiyadie / Yan Xing / Christopher Cheung / 
Ho Tam / Jes Fan / Samson Young / Balbir Krishan / Sunil Gupta / Yoppy Pieter / 
Dua / Rita Khin / Christina Quisumbing Ramilo / Cindy Aquino / David Medalla / 
Jef Carnay / Maria Taniguchi / Jimmy Ong / Khairullah Rahim / Ming Wong / 
Lionel Wendt / Ramesh Mario Nithiyendran / Jam Wu / Jun-JiehWang / Hsi Shih-Pin / 
Su Hui-Yu / Tseng Chien-Ying / Adisak Phupa, Angkrit Ajchariyasophon / 
Anuwat Apimukmongkon / Arin Rungjang / Arunothai Somsakul / Be Takerng Pattanopas / 
Jakkai Siributr / Kitti Narod / Krissadank Intasorn / Maitree Siriboon / 
Michael Shaowanasai / Naraphat Sakarthornsap / Nuntanut Saowaros / Ohm Phanphiroj / 
Parinot Kunakornwong / Piriya Krairiksh / Piyarat Piyapongwiwat / Samak Kosem / 
Sornrapat Patharakorn / Sornchai Phongsa / Sudaporn Teja / Vasan Sitthiket / 
Martin Wong / DanhVō / Dinh Q. Lê / Truong Tân

Installation view. Spectrosynthesis II: 
Exposure of Tolerance: LGBTQ in Southeast 
Asia, 23 Nov 2019 - 1 Mar 2020, Bangkok 
Art and Culture Centre, Bangkok, Thailand. 
Image courtesy of Richard Koh Fine Art.

Left: 
 Anne Samat, Conundrum Ka Sorga ( 
To Heaven ), 2019, rattan sticks, yarns, 
washers, rakes, PVC chains, home, fashion 
accessories, (kitchen & garden) utensils 
and stationary items, 228 x 213 x 305 cm. 
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Conundrum Ka Sorga (To Heaven) is a 
culmination of Anne Samat’s acclaimed assem-
blage series with an expansive and meticulously 
woven construction like the long flowing train 
of a dress.  It displays a strong sense of urgency, 
which she started developing in the late-1990s.

The train represents the six coloured 
stripes of the original 1978 LGBT community 
flag, known as the gay pride flag. The topside of 
the train is vibrant in colour, but the underside 
is a sombre monochromatic balance of black 
and white, suggesting an imbalance between 
the mainstream and marginalised communities. 
Hence, the symbol of the legendary phoenix 
is appropriated by the artist to suggest that, 

despite the struggles and failures endured by 
LGBTQ people, all setbacks will ultimately further 
empower the community. Like the phoenix, the 
community will rise from the ashes, reclaiming 
their voice.

The piece is also a testament to the 
sacrifice of past and present advocates of the 
LGBTQ movement, from civil rights leaders to 
celebrity influencers. In an act of comradery and 
remembrance, each individual’s name is listed 
on a single tag hung within the artwork, paying 
tribute to the forerunners of the movement who 
have, each in their own way, paved the way for 
future victories against mainstream hegemony.

Left & right: 
Anne Samat, Conundrum Ka 
Sorga ( To Heaven ), 2019, 
rattan sticks, yarns, washers, 
rakes, PVC chains, home, 
fashion accessories, (kitchen 
& garden) utensils and 
stationary items, 228 x 213 
x 305 cm. Image courtesy of 
the artist.
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Installation view. Spectrosynthesis II: 
Exposure of Tolerance: LGBTQ in Southeast 
Asia, 23 Nov 2019 - 1 Mar 2020, Bangkok 
Art and Culture Centre, Bangkok, Thailand. 
Image courtesy of Richard Koh Fine Art.
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Installation view. Too Much, Too Empty 
太空太滿,  5 - 21 Dec 2019, Richard Koh 
Fine Art, Kuala Lumpur, Malaysia. Image 
courtesy of Richard Koh Fine Art.
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Richard Koh Fine Art, Kuala Lumpur, 
Malaysia.

5 - 21 Dec 2019
Solo Exhibition

Zelin Seah

Installation view. Too Much, Too Empty 
太空太滿,  5 - 21 Dec 2019, Richard Koh 
Fine Art, Kuala Lumpur, Malaysia. Image 
courtesy of Richard Koh Fine Art.

Too Much, 
Too Empty
	 	 	 太	空	
				 	 太	滿
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Too Much, Too Empty 
太空太滿
by Zelin Seah, November 2019

The clouds that fill the negative space 
of different religious art have always fascinated 
me, they are never the focus but ever-present. In 
this body of works, I imitated the different forms 
of these clouds, suggesting possible motives 
and forms in the space where God is absent, 
mirroring the different stages of packed daily 
schedules where the mind’s spiritual imagina-
tion is lacking. 

Rather than determining the form; I allow 
the form to present itself. The form searching 
process in the clouds of my mind have developed 
into a signature motif, an output of snaking and 
intertwining possible forms of spirit, much like a 
sofa or bed casting the recess of oneself.

I immerse myself in an ascetic repetitive 
exploration process by alternating between 
painting and etching on copper plates in order to 
achieve the integration of aesthetic and concept. 
The combination of cloud and copper come 
together naturally in this series as profound 
components of mankind’s spiritual imagination. 
Besides being the material for casting spiritual 

icons, copper functions as a timer in my work: 
oxidation is activated in selected areas as a 
reminder of mortality and promoting acceptance 
as the key of aesthetic. 

While the English titles refer to the names 
of clouds; the Chinese titles hint at the possible 
mental status of one’s mind through description 
of the cloud’s “expressions”. Reading into these 
artworks are not necessary compared to openly 
venturing into the sensational experience. After 
all, it is when you lose the logical mind, you start 
to imagine. 

在那不同的宗教画里用以填充负空间
的云雾总让我著迷，云从来不是焦点，却无
处不在。我仿摹其中不同形式的云朵，假设
在神从缺的境况下云的动向与形态，借喻人
在时间空间被充斥的当下精神性乏匮的状
态。

我用减法创作，除却肉眼所见，刻画
对于”空”的想象。我乐于沉浸在明知不可
为而为，苦行僧般的重复探索过程。当中不
预设画面，透过对”动机”与”限制”的意
会，在铜板上重复蚀刻及描绘，让画面从混
沌中堆叠成形。就像企图从沙发或床拓印出
人的剩馀形态一般，最后发展出一种流动与
建构性并存的描绘方式，以搜索可能的精神
形象。

云与铜的结合对我来说很自然，因为
它们都是构成人类精神想像的重要成分。铜
作为铸塑精神形象的材料，在我的作品中还
是一种计时器，透过在画面上选择性激活氧
化，揭示了变化的不可逆，唯接受得以感知
美。

这系列作品的英文命名源于各类云朵
的学名。而中文命名则用上形容云的字眼同
时暗示了人的可能心理状态。艺术品不仅止
于被读懂，更取决于愿意开放感官、尝试亲
临体验者。而对审美的想象力也会在你放下
逻辑思维的当儿浮现。

Left top: 
Zelin Seah, 波 Asperitas, 
2019, mixed media with 
etching on copper, 116 x 146 
cm. Image courtesy of the 
artist.

Left bottom: 
Zelin Seah, 巫 Cumulonimbus, 
2019, mixed media with 
etching on copper, 116 x 146 
cm. Image courtesy of the 
artist.

Below:
Installation view. Too Much, 
Too Empty	太空太滿,  5 - 21 
Dec 2019, Richard Koh Fine 
Art, Kuala Lumpur, Malaysia. 
Image courtesy of Richard 
Koh Fine Art.
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Capsule 膠囊
by Zelin Seah, November 2019

There are three capsules I refer to, 
they are: space capsules, capsule hotels and 
medicinal capsules, each representing the future, 
the reality and the space in mind respectively.  
Where we have experienced the limitations of 
space to accommodate physically, the space 
capsule has been filled by mankind’s desire 
towards the Universe. However, can there be a 
medicinal capsule that fills emptiness?

“Capsule” is an installation made 
according to the standard size of a capsule hotel, 
combining the motif of the gallery’s wooding 
flooring and clouds on copper sheets, mimicking 
a wilderness sanctuary that blends into the envi-
ronment, in this case, the gallery space. 

Through this spiritual capsule created in 
the name of art, I hope to bring the viewer back 
to the physical art space. This is a work that 
requires one to be present and experienced by 
one’s full senses. I believe in an excursion that is 
not limited by the screen of an electronic device, 
where imagination may be the redemption.

胶囊所指有叁:	太空胶囊，胶囊旅馆及
药用胶囊。分别代表未来，现实以及心灵。
人倾向借科学解决空间资源分配不均，正透
过太空胶囊将占有欲投向宇宙。在这种种开
发填满同时可会有治疗空虚的胶囊灵药？	 何
以越来越多的人趋向与世隔绝？	

根据胶囊旅馆的标準尺寸而作，“胶
囊”是供一人容身的最小空间。它从画廊地
板延伸，有着与地板相同的木质图案，内侧
覆盖了具仪式感的蚀刻铜皮云雾图腾，模拟
出与画廊环境融为一体的类荒野避难所。	

这是个以艺术之名打造的精神胶囊，
一个需要置身其中并充分感受的作品。我希
望藉此将观者带回艺术的物理空间。我相信
想象力是可能的救赎，而只有参与现实并越
过那细小屏幕，才能激发想像，圆满空虚。

Right: 
Zelin Seah, 膠囊 Capsule, 
2019, wood and copper 
sculpture installation, 
210 x 120 x 60 cm. Image 
courtesy of the artist. 
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...and we meet again       
by Zelin Seah, November 2019

回

I am used to counting down 
at the end of the year and looking 
forward to the future. And in the 
future that has arrived, count down 
the future. In fact, is the future the 
future? Or does the time not pass but 
reunite again?

-To 2020

Opposite, top: 
Zelin Seah, 散 Iridescent, 
2019, mixed media with 
etching on copper, 116 x 
146 cm. Image courtesy of 
the artist.

Above: 
Zelin Seah, 回 and we meet 
again, 2019, wood, copper 
and kinetic sculpture, 8 x 
30 x 30 cm. Image courtesy 
of the artist.

Opposite, bottom: 
Zelin Seah, 沉 Mammatus 
2019, mixed media with 
etching on copper, 116 x 
146 cm. Image courtesy of 
the artist.
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Cloud: Please Update The 
System 
雲端:	請持續更新系統
by Zelin Seah, November 2019

“Cloud” provides storage for alternative 
imaginations of heaven, and in some ways, an 
instant comfort. Time here, will not be missed 
and space, is infinitely extended and inclusive. 
The finiteness of reality is solved, all while 
gradually moving forwards to immortality.

However, updates are required. The 
irreversible progress of science and technology 
is a process of solving urgent problems while 
nourishing new problems. Change occurs at a 
pace faster than I can react to, and so the cycle 
of adaptation goes on and on, looping in a mean-
ingless mission for anxiety and addiction.

“云端”	 储存了人对天堂的另类想
象，或者说是个即时的慰藉。时间在这里回
荡不会错过，空间无限延伸包容，解决了有
限的现实，正逐步向不朽迈进。然而，系统
被要求持续更新。科技的不可逆建基于对迫
切问题的解决同时滋养新问题，而变革总是
以比我能反应的速度发生，最后出於焦虑和
成瘾而落入一种无意义但求适应的循环中。

Left: 
Zelin Seah, Cloud: Please 
Update The System, 2019, 
mixed media with etching 
on copper, 232 x 292 cm 
(4 panels). Image courtesy 
of the artist.
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Left:
Zelin Seah, 翻 Cumulus, 
2019, mixed media with 
etching on copper, 116 x 
86 cm. Image courtesy of 
the artist.

Center:
Zelin Seah, 鬱 Funnel, 
2019, mixed media with 
etching on copper, 116 x 
86 cm. Image courtesy of 
the artist.

Right: 
Zelin Seah, 騰 Flammagenitus, 
2019, mixed media with 
etching on copper, 116 x 86 
cm. Image courtesy of the 
artist.
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Above:
Zelin Seah, 閑 Altocumulus, 
2019, mixed media with 
etching on copper, 116 x 
146 cm. Image courtesy of 
the artist.

Top left: 
Zelin Seah, 撥 Actinoform, 
2019, mixed media with 
etching on copper, 116 x 
86 cm. Image courtesy of 
the artist.

Bottom left: 
Zelin Seah, 痴 Homogenitus, 
2019, mixed media with 
etching on copper, 116 x 86 
cm. Image courtesy of the 
artist.

Top right: 
Zelin Seah, 湧 Arcus, 2019, 
mixed media with etching 
on copper, 116 x 86 cm. 
Image courtesy of the 
artist.

Bottom right: 
Zelin Seah, 蜚 Silvagenitus, 
2019, mixed media with 
etching on copper, 116 x 
86 cm. Image courtesy of 
the artist.
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ILHAM Gallery, Kuala Lumpur, Malaysia.
By ILHAM Gallery and Singapore Art Museum.

8 Dec - 12 Apr 2020
Group Exhibition

ILHAM x SAM Project: 
The Body Politic 
and the Body 

Nadiah Bamadhaj  /  
Hasanul Isyraf Idris  / 

Ahmad Fuad Osman / Bayu Utomo Radjikin / Simryn Gill / Mohammad Din Mohhamad / 
Yap Sau Bin / Redza Piyadasa / Chia Chuyia / chi too / Yee I-Lan / Wong Hoy Cheong 

Installation view. Hasanul Isyraf Idris, HOL 
(Higher Order Love) Chapter 2.3 Wound: 
Environment of Naga and Doubt, 2017, 
watercolour, ink color pencil and crylic on 
paper, 61 x 91.5 cm each. Image courtesy 
of ILHAM Gallery.
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Installation view. Nadiah Bamadhaj, Quiet 
Room, 2009, charcoal and collage on 
paper, variable dimension. Image courtesy 
of ILHAM Gallery.
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January
2020



282 283

Sanata Dharma University, Yogyakarta,
Indonesia.

6 Jan 2020
Art Talks

The 2020 Creative Arts & Design 
Professional Practicum

Artists’ Practice in 
Indonesia

Nadiah Bamadhaj

Nadiah Bamadhja is giving seminar at The 
Australian Consortium for ‘In-Country’ 
Indonesia Studies (ACICIS). Image courtesy 
of Nadiah Bamadhaj.
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SOTA Art Gallery, Singapore.10-19 Jan 2020
Group Exhibition

IMPART Collectors’ Show

Material 
Agendas

Nadiah Bamadhaj/ 
Odelia Tang / Eko Nugroho / 
Christine Ay Tjoe / Mariano Ching / 
Yang Yongliang / Takashi Murakami / 
Adeela Suleman / Manjit Bawa / 
Kehinde Wiley / Yinka Shonibare CBE / 
Bharti Kher / Ruud van Empel

Above: 
Nadiah Bamadhaj, The Doctor, 
2012, charcoal and collage 
on paper, 123 x 130 cm. 
Image courtesy of the artist.

Installation view. IMPART 
Collectors’ Show, Material 
Agendas, 10-19 Jan 2020, 
SOTA Gallery, Singapore. 
Image courtesy of Art 
Outreach Singapore.
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Richard Koh Fine Art, Gillman Barracks,
Singapore.

10-24 Jan 2020
Solo Exhibition

Natee Utarit

Installation view. DÉJÀ VU Your Past is My 
Future, 10-24 Jan 2020, Richard Koh Fine 
Art, Gillman Barracks, Singapore. Image 
courtesy of Richard Koh Fine Art.

DÉJÀ VU 
Your Past is My Future 
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Top & bottom:
Natee Utarit, Adoration, 2019, 
oil on canvas, 44 x 34 cm, set 
of 2. Image courtesy of the 
artist.

DÉJÀ VU
Your Past is My Future

In Natee Utarit’s latest body of work, Déjà 
Vu, new context for imagination is introduced 
through Guatama Buddha’s Dhamma preaching 
journeys, challenging an apparent Eastern and 
Western cultural division. 

A prior presentation of the series was 
exhibited at Fondazion Made in Cloister, Naples, 
Italy in October 2019. It referenced Buddha’s 
spiritual journeys and relics that oscillated 
between factual and imaginative accounts of his-
torical and archaeological information. The title 
Déjà Vu is derived from Utarit’s reminiscence 
and recollection of the past. Utarit often catches 
glimpses of such vague images steeped in 
memory or the subconscious when he stumbles 
upon ideas and stories that profoundly parallels 
his current interest. Strong sensations as such 
often manifest itself into potential raw materials 
and develops further into Utarit’s work process. 

In his Naples exhibition, Utarit was 
profoundly struck with inspiration to portray 
Buddha’s journeys and relics vis-à-vis an 
impressive Greco-Roman marble sculpture from 
Museum Archaelogico. The sculpture enabled 
an assumption of Buddha’s visit in days of yore. 
A combination of techniques was employed 
to reconcile the abstract notions of ‘time’ and 
‘space’, and anchoring it between Buddha’s 

footprint (utilizing ancient Neapolitan-style 
mosaic technique) and Buddha’s quotation (via 
the vernacular of graffiti and Thai lacquer work 
aesthetics). The exhibition is considered Utarit’s 
attempt at amalgamating Eastern and Western 
narratives and circumventing linear histories 
of grand civilizations and dogmatic religious 
beliefs. 

Déjà Vu is an expansion of Utarit’s ideas 
and work processes from his Naples exhibition. 
By Utarit’s further understanding and sophisti-
cation of the series, new presentation methods 
and techniques were developed, widening its 
geographical and archaeological range. The 
series therefore discovers itself within a variety 
of linguistics and etymology including Latin, 
Brahmi, and Pali-Sanskrit – a classical and litur-
gical language of the Theravada Buddhist canon 
and indigenous to Southeast Asia. Through his 
imagination, Utarit demonstrates the illusory 
line between the narratives of East and West, 
and reveals how fluid history can be via flows, 
fluctuations, assimilations and transformations 
in tandem with social forces and prerequisites 
for life. 

The line, if any, that divides harmony and 
connection, is simply an illusion that is mani-
fested by ourselves.

Above:
Installation view. DÉJÀ VU 
Your Past is My Future, 10-
24 Jan 2020, Richard Koh 
Fine Art, Gillman Barracks, 
Singapore. Image courtesy of 
Richard Koh Fine Art.
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Right:
Natee Utarit, The Last Word, 
2019, embroidery, spray 
color paint on linen 180 x 
110 cm. Image courtesy of 
the artist.

Left: 
Natee Utarit, Sunday, 2019, 
oil on canvas, 51 x 41 cm. 
Image courtesy of the artist.
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Left: 
Natee Utarit, The State of Mind, 
2019, embroidery, spray color paint 
and acrylic on linen, 285 x 400 cm. 
Image courtesy of the artist.

From “Dhammapada”, Buddha’s 
word about mind
The flickering,
fickle mind,
Difficult to guard, difficult to control,
The wise man straightens,
As a fletcher straightens an arrow
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Right:
Natee Utarit, The Journey, 2019, wood block print 
on rice paper mounted on scroll, 172.5 x 84 cm; 
172.5 x 123 cm; 172.5 x 80 cm, 8 edition, 3 AP, 1 
Edition Cloister. Image courtesy of the artist.
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Above:
Natee Utarit, The Awakening, 
2019, oil on canvas, 50 x 80 
cm. Image courtesy of the 
artist.

Above:
Natee Utarit, The Brightness, 
2019, oil on canvas, 50 x 80 
cm. Image courtesy of the 
artist.
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Richard Koh Fine Art, Gillman Barracks,
Singapore.

10-24 Jan 2020
Solo Exhibition

Nadiah Bamadhaj

Installation view. Dreaming Desire, 10-24 
Jan 2020, Richard Koh Fine Art, Gillman 
Barracks, Singapore. Image courtesy of 
Richard Koh Fine Art.

Dreaming 
Desire



302 303

Right:
Installation view. Dreaming 
Desire, 10-24 Jan 2020, 
Richard Koh Fine Art, Gillman 
Barracks, Singapore. Image 
courtesy of Richard Koh Fine 
Art.

Above:
Nadiah Bamadhaj, Hancurlah 
Daging Tulang Berkecai 
(Disintegrated Flesh and 
Scattered Bones), 2019, 
charcoal on paper collage, 
120 x 212 cm. Image 
courtesy of the artist.

The cloud motif is said to have arrived in 
parts of Asia from China in the 16th century as 
a predominant motif on ceramics and textiles. 
In Asian cultures the clouds symbolizes water, 
fortune and the transitional worlds of heaven and 
earth. Within the context of this series the cloud 
motif places the body or figure in a transitional 
state between worlds, of being enveloped in an 
emotional state of dreaming. The depiction of 
the body in this series has evolved out of a sub-
conscious grappling with issues of sexuality and 
sensuality -- of how these issues are debated in 
public life, the domestic sphere, and my relation-
ship with my own sexuality. The bodies dream, in 
a transitional state, of what has gone before and 
what lies ahead.

Dreaming Desire 
by Nadiah Bamadhaj, May 2019
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Above:
Nadiah Bamadhaj, Slumber of 
Indifference, 2019, charcoal 
on paper collage, 133 x 96 cm. 
Image courtesy of the artist.
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Above: 
Nadiah Bamadhaj, 
Menopause Can Wait, 2019, 
charcoal on paper collage, 
159 x 126 cm. Image 
courtesy of the artist.

Above: 
Nadiah Bamadhaj, Don’t 
Overthink It, 2019, charcoal 
on paper collage, 159 x 96 
cm. Image courtesy of the 
artist.
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Above: 
Nadiah Bamadhaj, The Burden 
is Delicious, 2019, charcoal 
on paper collage, 142 x 79 cm. 
Image courtesy of the artist.

Above: 
Nadiah Bamadhaj, I Survived 
Flawlessly, 2019, charcoal on 
paper collage, 132 x 112 cm. 
Image courtesy of the artist.
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Top:
Nadiah Bamadhaj, Between 
Heaven and Earth, 2019, 
charcoal on paper collage, 
73 x 230 cm. Image courtesy 
of the artist.

Bottom:
Nadiah Bamadhaj, Dreaming 
Desire, 2019, charcoal on 
paper collage, 112 x 130 cm. 
Image courtesy of the artist.
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The Private Museum, Singapore.11 Jan - 1 Mar 2020
Group Exhibition

Faris Nakamura / 
Joshua Kane Gomes / 
Melissa Tan

Emerging: 
Collecting 
Singapore 

Contemporary
Selections from the DUO Collection

Installation view. Emerging, Collecting 
Singapore Contemporary: Selections from 
the DUO Collection, 11 Jan - 1 Mar 2020, 
Richard Koh Fine Art, Gillman Barracks, 
Singapore. Image courtesy of The Private 
Museum, Singapore.
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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. Image 
courtesy of the artist.

Bottom: 
Melissa Tan, (29075) 
1950 DA, 2015, acrylic 
on watercolor paper and 
powder-coated steel, 129 x 
114 x 3.5 cm. Image courtesy 
of the artist.

Top:
Faris Nakamura, The Dark 
Spaces In Between, 2019, 
enamel on treated wood, 70 
x 70 x 12 cm. Image courtesy 
of the artist.

Bottom: 
Joshua Kane Gomes, Gap 
Space, 2019, steel, fiberglass 
resin, stool top & decorative 
chain, 24 x 133 x 122 cm. 
Image courtesy of the artist.

Middle:
Faris Nakamura, Only You 
Know, 2018, matt enamel on 
treated wood, 50 x 40 x 40 
cm. Image courtesy of the 
artist.
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Oxley Bizhub, Singapore.11-19 Jan 2020
Group Exhibition

Nothing To Hide
Private Collection of Contemporary 
Southeast Asian Art

Faris Nakamura

 
Faris Nakamura, In a Place of 
the Impalpable, 2019, enamel 
on treated wood, metal 
pieces and acrylic plastic, 
90 x 130 x 18 cm. Image 
courtesy of the artist.
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Detail shot of Harakeli, 2018, by Hasanul 
Isyraf Idris at Richard Koh Fine Art Booth 
A07 in S.E.A. Focus. Image credited to 
Donny Boonyamanop.
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Installation view. S.E.A Focus, 16 -19 
Jan 2020, Booth A07, Richard Koh Fine 
Art, Gillman Barracks, Singapore. Image 
courtesy of Richard Koh Fine Art.

S.E.A Focus
Booth A07, Richard Koh Fine Art, Gillman Barracks,
Singapore.

16-19 Jan 2020
Art Fair / 
Group Exhibition

Faizal Yunus / Hasanul Isyraf Idris / 
Haffendi Anuar / Joshua Kane Gomes / 
Justin Lim / Liu Hsin-Ying / Keith Teo /
Pen Robit / Zelin Seah
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Human Characters are subjective as 
it is influenced by personal feelings, taste or 
opinion or maybe an unexplainable reason. On 
my travelling days to work I often sees different 
kind of street art every day on which it reflects 
the human characters. It does wonder to me and 
sometimes it is a waking up call on certain issues 
that I might not be aware of. And it is more inter-
esting knowing these are the people who works 
when nobody sees them. These are the channel 
of communications where people choose to 
circulate their ideas or maybe propaganda that 
they are trying to spread. 

In my artwork I merged the street art 
concept and process-based painting to create 
both “The Help Vampire” and “Hypocrisy”. I find 
that in merging the process-based concept it 
will create a unique artwork on which it will be a 
“one-time” kind of a thing. This will be served as 
the wall in which the message of the artwork will 
be conveyed. The entire process itself is part of 
the artwork. It is spontaneous. 

To add the substance to my artwork, I let 
the figure emerged quite naturally by the washes 
of colours that I had in the process. Because I 
never had an overall scheme in my mind how 
it will look. I try to keep it very fluid the whole 
time and let the subject to be overlapped using 
those image inspired from the street art. Adding 
the substance to the artwork, is like adding a 
vehicle to the abstract of the artwork. The image 
is created used the oil paints by using vibrant 
colour palette and still maintaining the unstruc-
tured mannered of the image. 

The observation of the street art shows a 
new kind of expression that is used to energised 
certain areas. Undeniable it can come from 
different perception as it is the human character 
of viewing things differently. Some people 
choose to see it as making the world a colourful 
place while some see it as an act of vandalism. 
These artworks are my respond of human 
behaviour that I see through street art.

Top: 
Faizal Yunus, Hypocrisy, 2019, 
oil, enamel and lacquer on 
canvas, 135 x 135 cm. Image 
courtesy of the artist.

Bottom: 
Faizal Yunus, The Help 
Vampire, 2019, oil, enamel 
and lacquer on canvas, 153 
x 153 cm. Image courtesy of 
the artist.

Artist Statement 
by Faizal Yunus, December 2019

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 serves 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 phi-
losophy in addressing the interconnectedness of 
opposing forces within the natural world.

Faux Paradise 
by Justin Lim, 2018

Top left: 
Justin Lim, The Listening, 
Plant, 2018, acrylic and ink 
on canvas collage, 61 cm 
diameter. Image courtesy of 
the artist.

Top right: 
Justin Lim, We All Change, 
2018, acrylic and ink on 
canvas collage, 61 cm 
diameter. Image courtesy of 
the artist.

Bottom right: 
Justin Lim, Bouquet, 2018, 
acrylic and ink on canvas 
collage, 61 cm diameter. 
Image courtesy of the artist.

Bottom left: 
Justin Lim, Web of Flowers, 
2018, acrylic and ink on 
canvas collage, 61 cm 
diameter. Image courtesy of 
the artist.
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Migratory Objects 
(excerpt)
by Haffendi Anuar, 2017

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, postcards) to crafted objects (souvenirs) 
and how these items get consumed and dissem-
inated. 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 adver-
tised 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 com-
mercialized 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 sim-
plified 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 trans-
mutation of cultural debris through displace-
ment, movement, digitalization and combination. 
This imagined migration of the objects is not 
political or 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 exag-
gerated 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 [...] 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.

Opposite right: 
Haffendi Anuar, Public 
Foundation, 2018, terracota, 
ceramics, epoxy putty, epoxy 
adhesive, cement, sand, 
latex, puttyfilla, oil paint and 
varnish, 51 x 41 x 28 cm. 
Image courtesy of the artist.

Opposite left: 
Haffendi Anuar, Still Life I, 
2018, terracota, ceramics, 
epoxy putty, epoxy adhesive, 
cement, sand, latex, puttyfilla, 
oil paint and varnish, 40 x 38 
x 35 cm. Image courtesy of 
the artist.

Top left:
Haffendi Anuar, Daddy 
Broken, 2017, acrylic and oil 
on canvas, 65 x 45 x 4 cm. 
Image courtesy of the artist.

Top right:
Haffendi Anuar, Labyrinth, 
2018, acrylic and oil on 
canvas, 65 x 45 x 4 cm. 
Image courtesy of the artist.

Bottom right: 
Haffendi Anuar, Part-Timer, 
2018, acrylic and oil on 
canvas, 65 x 45 x 4 cm. 
Image courtesy of the artist.

Bottom left:
Haffendi Anuar, Fireflies, 
2017, acrylic and oil on 
canvas, 65 x 45 x 4 cm. 
Image courtesy of the artist.
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HOL: Scab: Crying Tiger In The Night Market 
by Hasanul Isyraf Idris, 2019

In a family unit, a person 
basically needs food, clothing and 
a roof above their head. My first 
dwelling is my mother’s womb. 
After I was born, I lived in a humble 
typical kampung house made 
of brick and wooden planks. For 
me, the heart of a house, which 
nurtures the growth of the house’s 
occupants, is the kitchen. Kitchen 
is like a place of metamorphosis 
for ingredients, which provide 
vitamin and mineral, are chopped 
and churned. The sound and smell 
from the kitchen is quite universal. Often I was 
taken back to memories of other places whilst 
in the kitchen. The slurping sound of ramen in a 
small shop under the Osaka rail bridge, the sweet 
smell of Gulab Jamun in Aurangabad or the 
clanking sound of Pad Thai cooking in Krabi are 

some of the reminiscing moments. 
Cooking can be quite 

chaotic. Hasty chopping, mincing, 
slicing, worm probing, gut ripping, 
meat sizzling, boiling, basking, 
simmering and so on are part of 
cooking processes I dealt with 
almost everyday which felt brutal 
to me. I use knife and chopper 
for food preparation. Knives are 
also used in a fight, for hunting 
and also surgery besides in the 
kitchen. Using knife needs mastery 
and instinctive flair. Changing 

the structure of a once alive poultry, meat, 
crustacean, fruit and vegetable to be turned it 
into edible matter are contemplative processes 
to the mind, heart and senses which brings me 
to question life-cycle, death, family ancestry, 
origins and its relationship with me.

Top left: 
Hasanul Isyraf Idris, Brine 
Heart, 2019, acrylic on 
canvas, 61 x 61 cm. Image 
courtesy of the artist.

Top right: 
Hasanul Isyraf Idris, 
Caramalized Cutting Edge, 
2019, acrylic on canvas, 61 
x 61 cm. Image courtesy of 
the artist.

Bottom left: 
Hasanul Isyraf Idris, 
Handlebelly, 2019, acrylic 
on canvas, 61 x 61 cm. 
Image courtesy of the artist.

Bottom right: 
Hasanul Isyraf Idris, Pickle 
Tang, 2019, acrylic on 
canvas, 61 x 61 cm. Image 
courtesy of the artist.

Bottom: 
Hasanul Isyraf Idris, 
Harakeli, 2018, autopaint 
on aluminium, 45 x 42 x 40 
cm. Image courtesy of the 
artist.

Artist Statement 
by Joshua Kane Gomes, December 2019

This series of works delve into the 
dynamics within relationships such as identity, 
dependency and the validation of self through 
another, particularly through adoration. These 
ideas are explored in relation to the mythos of 
the Wendigo: a Native American spirit said to 
possess those who have resorted to cannibal-
ism, turning them into gaunt beings that grow in 
proportion to their last meal, locked into a cruel 
existence of constant starvation. While morbid 
in a thematic sense, the works underplay their 
ghoulish inspirations, hiding behind shades of 
pastels and innocuous expressions, a meld of 
grim visions alongside dreamlike delirium.

Right: 
Joshua Kane Gomes, 
Looking for Love in All the 
Wrong Faces, 2019, steel, 
fabric and polyester fiber 
fill, 105 x 139 x 82 cm. 
Image courtesy of the artist.

Left: 
Joshua Kane Gomes, I Only 
Bit Down as Hard as You’ll 
Let Me, 2020, steel, fabric 
and polyester fiber fill, 
240 x 84 x 45 cm. Image 
courtesy of the artist.



328 329

Thread 
by Pen Robit, 2019

Thread presents two new series of 
painting by Pen Robit, marking a new step in 
the artist’s ongoing investigation of his artistic 
language with identity, iconography, and 
abstraction. Anchoring on Krama, the traditional 
Cambodian scarf, as an object of study, Robit 
uses painting to weave, fold, and reconstruct 
forms in search of expressions that are freed 
from the boundary of the textile and nationalist 
imagination. 

Robit’s practice started with exploring 
colours, forms and movements in painting. His 
work has been both figurative and abstraction, 
often commenting on social realities. His interest 
in Krama started in 2011 as he observed how 
this ubiquitous scarf is revered as a national 
identity, while masking an underlying social 
hierarchy: those who wear Krama are still largely 
connected with provincial life and working class. 
Robit’s interest later resulted in a solo exhibition 
titled Krama at Romeet Contemporary Art Space 
in 2013. In this body of work, eleven large-scale 
paintings featured elder portraits with Krama 
wrapped around their heads or necks. The 
work was achieved through thick layers of lines 
made from drip painting of black, white and red 
enamel. 

Robit’s work subsequently became more 
and more abstract as he further explored drip 
painting. He described that period as full of 
energy yet with anxiety as he was seeking for 
freedom in his practice while navigating the art 
world. At times, he recycled canvases by painting 
over his previous works. A desire to animate and 
perform also led Robit to explore live painting 
and performance. 

After exploring various mediums and 
techniques in painting, Robit recently returned 
to the basics: paintbrush. In this exhibition, two 
bodies of brushwork are presented. Untitled 
(2018) is a series of twenty small study-like 
paintings on paper in which the artist revisits 

Left: 
Pen Robit, Movement #2, 
2019, acrylic on canvas, 
150 x 120 cm. Image 
courtesy of the artist.

Center: 
Pen Robit, Movement #3, 
2019, acrylic on canvas, 
150 x 120 cm. Image 
courtesy of the artist.

Right: 
Pen Robit, Movement #4, 
2019, acrylic on canvas, 
150 x 120 cm. Image 
courtesy of the artist.

Krama portraits. This time, however, human faces 
or figures completely disappear, leaving only 
images of Kramas in semi-abstract forms. Folded 
and tucked in various shapes of different colors, 
these textiles appear to be hovering against a 
dark background as if calling for attention. What 
recurring in each of these paintings are a patch 
of camouflage and a few red drips. The striking 
juxtaposition of the invisible figures who wear 
Krama and the attached camouflage and red 
stains seems to ambiguously allude to the rela-
tionship between military power, struggle and 
peasantry. 

In a separate body of work, Thread (2018), 
a series of seventeen paintings, Robit proposes a 
further departure from identifiable forms toward 
an abstraction of grid structure like a closeup 
study of the fabric. The lines are not perfectly 
straight nor seamless, but rather slightly wavy 
and uneven like the nature of loosely knitted 
textile. The artist acts like a weaver, patiently 
constructing the interlacing threads line by line 
through his brush. He describes this process as 
a way to calm and control himself. It allows him 
to slow down, mediate and focus: one thread of 
brush at a time in a controlled yet loose manner. 
Through this process of a close examinationthat 
Robit strips off social codes attached to Krama in 
order to open up a new passage, or for him a kind 
of freedom. For example, in Thread – Blue (2018), 
one can imagine a view of the sky full of stars 
through a window grill. 

Thread presents a moment of reflection 
in an artist’s practice as a productive mode of 
artistic enquiry. Robit’s return to the basics 
of painting and his attention on interweaving 
lines through paint brush reflects his journey 
of unlearning and relearning as an artist. It is 
also a process through which an opportunity 
for new possibility is given rise to, perhaps one 
that evades the politics of form and the grid of 
nationalism.

Artist Statement 
by Keith Teo, 2019

“The painter’s dyslexia manifests in 
disparate forms and colours that find resting 
space within his palette and painting.” My 
paintings are intuitive by nature and colours are 
translated as feelings for me. I explore colours 
and materiality and how they appear before each 
other on a two - dimensional plane. 

My abstractions are a manifestation of 
the intangible feelings and habits of myself. I’m 
interested in paintings as a sensual object rather 
than an illusion of reality. 

A lot of my colours stem from banal ideas 
like my curiosities of why I hate certain colours 
(usually from what I see in daily life e.g traffic 
lights, billboard advertisements to everyday 
staples like colours used in coffee shops that 
I go to for lunch on the pipes or ceilings and I 
usually gravitate towards colours that compel 
me for whatever reason, repulsive or appealing) 
and these thoughts tremendously affect my 
colour palette and I feel that these reflect on 
a larger picture of my habits and the nature of 
myself. My dyslexic tendencies or condition is 
very much raw and exposed on my paintings 
from the arrangement of dyslexic spelling and 
words to the arrangement of colours and forms 
in my paintings that result in seemingly no visual 
harmony or balance but at the same time they 
play out as balance in my head.

Top: 
Keith Teo, A Game of Sink or 
Swim, 2019, oil on canvas, 
150 x 150 cm. Image 
courtesy of the artist.

Middle: 
Keith Teo, Mediated & 
Medicated, 2019, oil on 
linen, 170 x 120 cm. Image 
courtesy of the artist.

Bottom: 
Keith Teo, Selfie Game Made 
for Two, 2019, oil on canvas, 
120 x 150 cm. Image 
courtesy of the artist.
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Artist Statement
by Liu Hsin-Ying, December 2019

“The sky is cloudless and of a pastel blue, 
spreading out infinitely.” 

Ding Ling, Water

My painting draws no borderline. 
The edge of my canvas, like my vision, crops 
fragments of my existence at the moment. 

I want to use my art to look for a kind 
of movement, which can be found in nature, 
reality, and the body. While painting, I see myself 
embedded in this movement, occupying a spot 
on the blankness of the canvas. I see images of 
plants, trees, and the sky keep cropping up. As 
I move with these images, I feel how the rhythm 
works with my body and transcribe the feeling 
into drawing. Therefore, there is breeze and 
gusty winds sweeping across the land; these 
movements herald the future shape of my soul 
and carry on. The process is like climbing up the 
mountain, what you take in is but the patchwork 
of sensations you come across step by step. 
There is grass, the shifting temperature and 
moisture, and bits of vision captured in each 
moment. Being magnified and savored carefully, 
these visions develop into the idea of “what 
there is like.” My intention is to give shape to an 
existence without having a pre-programed focus. 
This is why my painting seems to lack some 
point of address; instead, you see it as you see 
the immensity of a mountain or a wide stretch 
of sea. There is a sense in which you always see 
a mass first when you look at nature. The edge 
of my canvas is like the frame of my gaze—what 
lies outside is not where the act of seeing ends, 
but what our lines of perspective fail to include 
at the given moment. I translate passions, drives, 
the bodily crave for sex, and shapes of sexual 
organ into an imagery composed of speed and 
color. There is a sense of tolerance in my painting 
and water permeates through my color scheme 
and brushstrokes. The tonality comes with a 
muffled pitch that spreads out in large patches. 
I am a human being, a mother, a woman, and the 
way in which these identities overlap in reality 
endows me with different sets of disposition and 
capacity. They shape how I express myself and 
give form to my strength and substance to my 
character. They nourish my painting’s vocabulary.

「天空沒有云，藍粉粉的，無盡止的
延展開去。」

丁玲，《水》

我的繪畫，沒有邊界，畫布的盡頭，
如同眼界，在當下成為存在的一隅。我想用
我的藝術形式去尋找一種動，它在自然裡，
現實裡，身體裡。大範圍的移動，我身陷在
其中，在創作的過程中，站在空白之上，看
見身旁的各種植物，山林，天空，意象，不
斷竄出，感受韻律在身體運動的同時，寄託
於線條，創造出微風，狂風吹拂土地，延
展在未來的靈魂，一直往那兒走去。如同爬
山，在一步一步往前走的路途，視線範圍從
身邊小草，溫度，濕氣，一點一滴，拼湊出
眼界，在每個當下的被記住，被放大，被品
嚐，逐漸長成一片「那兒的樣子」。我想要
畫出一個存在，那就不會預設一個焦點。
我的畫似乎沒有焦點，就像看向一座山，
或一片海那樣看到我的畫。總覺得看向大自
然時，她必須先是一整片的存在。我的畫布
邊界，如同眼睛的邊界，越界的地方不是盡
頭，只是我們正望向的角度無法顧及。我把
情感的衝動，身體對性的渴望，執念，宣
洩，性器官的形象轉化為一些意象，速度，
色彩。我的繪畫特性，多了一種包容，加了
很多水，色彩或線條也都富含水分，聲音比
較不尖銳，大範圍的延展。我是一個人，母
親，女人，這三種身份的範圍在現實裡的交
疊使我擁有不同的容量與狀態。它們形塑了
我的呢喃，力量，氣質，在我的繪畫語言裡
給予養分。

Left: 
Liu Hsin-Ying, Duration, 
2019, acrylic, pastel, 
crayons and charcoal on 
canvas, 233.5 x 151 cm. 
Image courtesy of the artist.

Right top: 
Liu Hsin-Ying, Wild with 
Joy, 2019, acrylic, pastel, 
crayons and charcoal on 
canvas, 150 x 240 cm. 
Image courtesy of the artist.

Right bottom:
Liu Hsin-Ying, Outside the 
Window, 2019, acrylic, 
pastel, crayons and 
charcoal on canvas, 230 x 
140 cm. Image courtesy of 
the artist.
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Richard Koh Fine Art, Gillman Barracks,
Singapore.

7-29 Feb 2020
Solo Exhibition

Sergio Fermariello

 
Installation view. Warriors, 
7-29 Feb 2020, Richard Koh 
Fine Art, Gillman Barracks, 
Singapore. Image courtesy of 
the Richard Koh Fine Art.

Warriors
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Top: 
Sergio Fermariello, Warriors 
V, 2019, acrylic paste on 
canvas, 20 x 400 cm. Image 
courtesy of the artist.

Middle: 
Sergio Fermariello, Warriors 
VII, 2019, oil on canvas, 
180 x 220 cm. Image 
courtesy of the artist.

Bottom: 
Sergio Fermariello, Warriors 
VI, 2019, acrylic paste on 
canvas, 20 x 400 cm. Image 
courtesy of the artist.

Sergio Fermariello: Hitting God’s Head with a
Hammer Until It Breaks 
Text by Naima Morelli, 2019

Imagine feeling completely relaxed. The 
palms of your hands are softening. The soles of 
your feet are melting. Your cheeks sink slightly. 
Your tongue relaxes from its tip to the root. 

Perhaps you are sitting in an introspective 
posture, with your torso slowly drooping over 
your legs. Your body takes the shape of a little 
cave. In this dark, cosy space you lift a torch – 
the torch of your consciousness that is - to see 
what is on the walls. And what you light up are 
primitive signs. As you loosen up and depart 
from your rational mind, your Lascaux figures 
start to dance. 

In the beginning, you just observe the 
figures with quiet curiosity. You are unable 
identify these shapes just quite yet. You watch 
the lights for a while then turn your eyes away, 
but your vision still bears the mark of those 
shapes. 

Perhaps what appears are the exact forms 
of those tree branches exactly as you see them 
from the window of your studio. Or the shutters 
in your living room. Even if you have never 
actively registered those unremarkable lines, 
you realize that they are stamped into your con-
sciousness. 

These shapes are dynamic. As your torso 
sinks further into your legs, freeing up your lower 
back, they keep morphing. The branches become 
avant-garde art as you start associating what 
appears in your mind to paintings – you know 
which ones – you were exposed to them over 
and over again in your childhood. That hateful 
yellow and blue Paul Klee in your parents’ “Music 
Room”. That Mirò you saw in one of your first, 
beloved, art books. The shapes combine together 
and drift apart again, to become then that Capo-

grossi on your exboyfriend’s Whatsapp display 
picture. And finally, the signs give you a break. 
They become a single tribal silhouette – that of 
the warrior. 

Look at it – it stands before you bearing 
a spear and a shield. Then the figure starts 
splitting… one, two, three times. Warrior Warrior 
Warrior. Over and over again. Warrior Warrior 
Warrior Warrior Warrior Warrior… And as it rep-
licates, a slow feeling of anguish starts taking 
a hold on you. Warrior Warrior Warrior Warrior 
Warrior Warrior Warrior…Ninety-three, ninety-
four warriors. It begins to spiral out of control…. 
Warrior Warrior Warrior Warrior Warrior Warrior 
Warrior Warrior… In that overwhelming moment, 
you feel you are almost getting somewhere, to a 
revelation of sort, but… one hundred and twen-
ty-seven, Warrior Warrior Warrior, one hundred 
and twenty-eight Warrior Warrior Warrior… and 
then…

NO! 
No More! 
Stop! Danger! Back out of there! You 

catapult out of the cave, fast! You are back to 
normal, out of your consciousness. You breathe 
again, trying to find some calm, but you are still 
shaking. Something so mighty frightened you to 
the bones. It was like approaching Zeus to look at 
him right in the eyes. Like the Semele from Greek 
mythology, you knew you could end up burned. 
You stop one minute earlier. You do not want 
that. So, you could not go there. Not yet. It was 
too much. There was something revelatory for 
you there, you almost saw it. But not at this time. 

While you are still holding your head in 
your hands, trying to understand what you just 
went through, in the distant horizon appears 
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Sergio Fermariello. His warm Neapolitan smile 
is lit by the soft candle-light. He knows exactly 
what happened because he has been through it 
many times. Leaning against the door, amused, 
he gives this explanation: “It’s like hitting God’s 
head with a hammer until it breaks.” 

As if to say, it is no wonder you feel a bit 
dizzy, pal.

Unlimited Writing
The God Fermariello is menacing with a 

hammer is our collective intelligence, our limited 
ratio. Born in Naples, Italy, Sergio Fermariello is 
the kind of artist who is not afraid to enter the 
cave of the subconscious repeatedly. 

Fermariello started his practice in the 
‘80s, exhibiting with one of the major galleries in 
Naples at the time, Galleria Lucio Amelio. While 
his art practice revolves around the warrior sign, 
he has explored a variety of mediums, from 
video to installation, then to land art and many 
others. 

In 1993, he was invited by Achille Bonito 
Oliva to participate in the forty-fifth Venice 
Biennale with a solo exhibition room at the 
Italian Pavilion. Today his work is collected by a 
number of national and international museums 
and institutions. 

Despite the breadth of his practice, its 
essence is encapsulated in that deep state 
of relaxation and subconscious that we just 
explored. In that space, one lets down his guard, 
and the creative process unfolds freely. It is from 
that safe space that the artist retrieves familiar 
memories and collective archetypes sedimented 
in the collective consciousness. That is also the 
space where he first met the figure of the warrior.

Being such an archetypal figure, the 
warrior sign represents a multitude of symbol-
isms. We can look at the warrior as bearing a 

spear and a shield, but also a bow and an arrow. 
It encapsulates the feminine and the masculine 
element at once. This ideogram forms the 
Italian pronoun “IO”, I. The artist, drawing from 
Lacan, acknowledges that the I – the self- is the 
trademark of our species. The IO can also be 1 
and 0, a binary system. 

While in English (or Fermariello’s native 
Italian) we use the alphabet of 21 phonemes, 
Fermariello decided to use just one – the 
warrior. In doing so, the artist defines himself as 
“writer of a single word”. This pictogram and its 
obsessive repetition became a regular feature of 
Fermariello’s oeuvre from ’89. Excluding all other 
phonemes, he becomes free in his neurosis, his 
maniac impulse. 

“It’s like the Palaeolithic man rubbing 
stones to get fire,” he explains. “I rub warrior 
against warrior to get an incandescence. This 
white-hot element is what gets to the viewer of 
my paintings.” 

His “unlimited writing” covers the entire 
surface of the canvas. It is the repetition that 
allows Fermariello to reach a trance-like state. 
This process is common to many cultures, not 
only in art, but also in rituals, prayers and dances. 
From his hometown Naples, we are reminded of 
the continual repetition of the “Ave Maria” prayer 
in Catholic churches while shelling the rosary, or 
the repetition of OMs in the yoga studios of the 
Vomero posh area of Naples. All these practices 
are meant to get the mind into a loop, allowing 
consciousness to free itself from thought.

A Paleolithic of Mind
The artist identifies language as the 

factor that distinguishes humans from nature. 
To him, homo sapiens is just a gorilla looking at 
itself in the mirror, looking to understand its own 
cosmic nature: “In the moment we are born, we 

Left: 
Installation view. Warriors, 
7-29 Feb 2020, Richard Koh 
Fine Art, Gillman Barracks, 
Singapore. Image courtesy 
of the Richard Koh Fine Art.

are excluded from nature,” he says. “We learn to 
see things only through language. But the words 
can’t help being approximations, deviations. 
Words are a filter, a kaleidoscope. We humans 
would like to get rid of this semantic collar, 
however only the madman gets to do it.” In a 
way, Fermariello aims to become this ‘madman’ 
by transcending words. 

While the artist expresses himself on 
the canvas with a simple sign, the post-practice 
reflections on his work appeals to different disci-
plines. As Fermariello himself is interested in the 
subconscious, a psychoanalytic approach really 
helps his understanding of his own process, and 
even the motivation behind his art making.

Indeed, another concept that is near and 
dear to the artist’s heart is Freud’s “Death Drive.” 
This is the tendency of individuals to repeat a 
traumatic element from their past. A real-life 
example is the drug addict who is compelled to 
return to the substance that is killing him, where 
he is pushed by a mysterious force he cannot 
oppose. The human psyche follows similar 
patterns. 

According to Freud, humans struggle 
between two opposing drives: Eros, which 
produces creativity, harmony, sexual connec-
tion, reproduction, and self-preservation; and 
Thanatos, which brings destruction, repetition, 
aggression, compulsion, and self-destruction. 

Fermariello brings this death drive theory 
to the extreme, believing that human nature does 
not inherently tend towards the good. To him, we 
tend to regress to a condition of “nothingness”; 
a pre-life of sort, longing for the mother’s womb. 
We are inevitably attracted by the empty space, 
so we can either stare at the void first, or have it 
stare back at us. 

By going first, every time the artist 
embraces this “death impulse” through repeti-
tion, he comes back to it somehow immune to it. 
Art is his vaccination. He ventures into what he 
defines “a Palaeolithic of the mind”, which is to 
open up to a wide, cosmic dimension common to 

all humans. 
Keenly interested in the theories of the 

astrophysicists, he does not regard the empty 
space as “nothing”. Rather, he sees it as subtrac-
tion, as a form of potential energy: “The entire 
universe is born through a fluctuation of the 
empty space. And coming from stardust, we are 
nothing other than that. Stardust.”

The Warrior and the Agrimensor
When you ask Fermariello what kind of 

warrior forms his legion, he would immediately 
say: a Samurai. 

“I have always thought of the principle 
of Akido; becoming empty to allow energy to 
discharge itself. My warrior is a samurai that 
in the heart of fire annihilates his own ego. He 
becomes void. And the entire universe emerges 
from there.” 

We find the warrior resurfacing in his most 
recent works regardless of the medium, in oils on 
canvas, acrylics or laser cut works. It remains the 
core symbol that Fermariello decided to return 
to for this show in the space of Richard Koh Fine 
Art in Singapore. Being the first time Fermariello 
engages in a dialogue with an Asian audience, he 
decided to introduce himself with what he calls 
“the basic, founding elements of my kitchen.”

For this exhibition, the warrior sign mul-
tiplies like a virus, occupying the space of four 
big black and white canvases. In another series, 
composed by smaller canvases in marble paste, 
the warrior materialises as a chromatic gradient 
- going from yellow, to white to blue; forming an 
alchemic rainbow of sorts. 

With this show, Fermariello goes back to 
the sign of the farmer, the agrimensor – namely 
the land surveyor in ancient Rome. Fermariello 
says he is no regular farmer; rather he cultivates 
sand gardens. Unlike the farmer, his aim is not 
reaping fruits from the soil. Fermariello declares 
that his contentment is to make the furrow itself. 
In that, his art practice becomes also a medi-
tation – it does not need to get anywhere. The 
meditation itself is the end. It is a state of con-
sciousness, presence and awareness the artist is 
interested in. 

In these modern times, the artist becomes 
a spokesperson against the “productivity at all 
costs” that capitalist systems impose on the 
lives of individuals – an idea that particularly 
resonates with many Singaporeans. To him, 
boredom is necessary for creativity, as to joy 
and contentment. He deeply treasures all lost 
emotions, especially the ones which are func-
tionless. “I admire the wine-maker lazily sitting 
with crossed-leg; I love the a-functional,” he 
says. “I’m a believer in the free space in which all 
the free thoughts are possible, where all streets 
are viable paths.”

Right: 
Sergio Fermariello, Warriors 
IV, 2019, acrylic on canvas, 
100 x 100 cm. Image 
courtesy of the artist.
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Above: 
Sergio Fermariello, Warriors 
II, 2019, acrylic on canvas, 
150 x 150 cm. Image 
courtesy of the artist.

Above:
Sergio Fermariello, A 
Parable: 101 Zen Stories, 
2020, single-channel video, 
3 minutes. Image courtesy 
of the artist.
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Above: 
Sergio Fermariello, Warriors 
I, 2019, acrylic on canvas, 
150 x 150 cm. Image 
courtesy of the artist.

Above: 
Sergio Fermariello, Warriors 
III, 2019, acrylic on canvas, 
150 x 150 cm. Image 
courtesy of the artist.
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Richard Koh Fine Art, Kuala Lumpur,
Malaysia.

11-25 Feb 2020
Solo Exhibition

Pen Robit

Installation view. Out of This 
World, 11-25 Feb 2020, 
Richard Koh Fine Art, Kuala 
Lumpur, Malaysia. Image 
courtesy of the Richard Koh 
Fine Art.

Out of 
This 

World
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Artist Statement
by Pen Robit, January 2020

Out Of This World consists of an imagined 
and metaphorical geography. One in which I am 
able to intimately engage with my inner voices 
and gradually observe ongoing human condi-
tions and their milieu. 

Situating Cambodia as a microcosmic 
entry point, the exhibition explores issues 
related to contemporary politics and the inter-
ference of military armed forces in specific 
socio-political landscapes. 

In the last decade, we have witnessed 
several events where the military has played 
a critical role: The Thai coup d’état in 2014, 
Rohingya conflicts in Myanmar, the continu-
ous uprising in Hong Kong, just to name a few. 
Cambodia is not spared - We continue to be 
dominated and maneuvered by the army and its 
cronies. 

Left top:
Pen Robit, Landscape of 
Suffering, 2020, oil on 
canvas, 155 x 200 cm. 
Image courtesy of the artist.

Above:
Pen Robit, The Court, 2020, 
oil on canvas, 155 x 200 
cm. Image courtesy of the 
artist.

Left bottom:
Pen Robit, Nightfall 
Adventure, 2020, oil on 
canvas, 155 x 200 cm. 
Image courtesy of the artist.

Out Of This World poses a larger philo-
sophical question: What is the meaning of life? 
On further introspection, what is the meaning 
of my life? It is a personal quest for freedom. 
Within oppressed/repressed societies, in partic-
ular, those under heavy military surveillance, a 
liberated geography is arduous to establish and 
define. 

The Out Of This World geography is a 
haven, a safe zone where I may find some solace 
and autonomy. I am at a crossroads where I can 
touch on the face of a perceived democracy. The 
happiness and relief I feel after completing this 
series of work is comparable to removing a thorn 
out of my chest, as the Cambodian saying goes.
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Above: 
Pen Robit, Women Under the 
Light, 2020, oil on canvas, 
200 x 155 cm. Image 
courtesy of the artist.

Above:
Pen Robit, The Factory, 
2020, oil on canvas, 200 x 
155 cm. Image courtesy of 
the artist.
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Center:
Pen Robit, Floral 
Bambardments, 2020, oil 
on canvas, 200 x 155 cm. 
Image courtesy of the artist.

Left:
Pen Robit, Animal Heads, 
2020, oil on canvas, 200 x 
155 cm. Image courtesy of 
the artist.

Right: 
Pen Robit, Commander-in-
Chief, 2020, oil on canvas, 
200 x 155 cm. Image 
courtesy of the artist.
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Center:
Pen Robit, The Wedding, 
2020, oil on canvas, 200 x 
155 cm. Image courtesy of 
the artist.

Left:
Pen Robit, New Hope, 2020, 
oil on canvas, 200 x 155 
cm. Image courtesy of the 
artist.

Right:
Pen Robit, The Beauty of 
Dead, 2020, oil on canvas, 
200 x 155 cm. Image 
courtesy of the artist.
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Right top: 
Pen Robit, The Discreet 
Room, 2020, oil on canvas, 
155 x 200 cm. Image 
courtesy of the artist.

Right bottom 
Pen Robit, Waiting for the 
Rain, 2020, oil on canvas, 
155 x 200 cm. Image 
courtesy of the artist.

Left bottom:
Pen Robit, The Operation, 
2020, oil on canvas, 155 x 
200 cm. Image courtesy of 
the artist.

Left middle:
Pen Robit, The Soldiers, 
2020, oil on canvas, 155 x 
200 cm. Image courtesy of 
the artist.

Left top:
Pen Robit, The Last Dinner, 
2020, oil on canvas, 155 x 
200 cm. Image courtesy of 
the artist.
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Horsham Regional Art Gallery, Horsham, Australia.
Curated by Alison Eggleton.

15 Feb - 10 May 2020
Solo Exhibition

Minstrel Kuik

Installation view. She Who Has No Self, 15 
Feb - 10 May 2020, Horsham Regional Art 
Gallery, Horsham, Australia. Image courtesy 
of Horsham Regional Art Gallery, photo by 
Baillie Farley.

She 
Who Has 

No Self
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Photos that Matter 
Text by Associate Professor Yeoh Seng Guan, Anthropologist, Monash University, Kuala Lumpur

Race, Gender, Class, Home… Words that 
matter to many of us. Or should not matter, as 
Martin Luther King once hoped — the realities 
that these words try to convey would fade out of 
meaningfulness and appear somewhat quaint. 

Visionary artists are Janus-faced individ-
uals. Looking forwards / backwards through time 
and space, they decipher, puzzle and agonise 
over what they perceive. And (re)present their 
thoughts to us in unexpected and surprising 
ways through artful manipulation of matter. 

Arguably, Minstrel Kuik is one such 
person. Born in a small coastal town located in 
the Malaysian state of Perak, Minstrel traces 
her ancestral roots to a province in China. Many 
decades ago, her forerunners (like mine) decided 
to make the perilous journey to British Malaya 
in order to shape a better future for themselves. 
Under often difficult conditions, they incremen-
tally laid foundations in their new chosen home, 
upon which their descendants subsequently 
built. 

Changing political currents impacted 
their daily efforts and everyday existence. After 
gaining political independence from Great Britain 
in 1957, postcolonial Malaya (later renamed 
Malaysia) saw the hardening of a racially tinted 

society as a result of various politically charged 
events and government policies. 

To be sure, the seeds for this kind of racial 
politics were sown by their late British masters, 
who had adopted a divide-and-rule strategy to 
govern their subjects. Like the fantasy of “White 
Australia” the British privileged the “Caucasian 
race” as the pinnacle of civilisation in British 
Malaya. In allowing the free flow of migrants 
from China, India and Indonesia as cheap and 
pliable labourers to build roads and railways, 
work in large plantations and tin mines, and run 
the Malayan civil service, they had also created a 
multi-ethnic and polyglot populace.

In both belief and practice, they promoted 
the idea that humanity is essentially divided into 
inalienable “races” and that these “races” are 
intrinsically hostile towards one another. It is 
only through the wise and firm intervention of 
the civilised “white race” that the “other races” 
would be able to learn how to coexist with one 
another in a harmonious manner. 

After political independence, the tables 
turned. In particular, the supremacy of the “white 
race” was replaced by an ethno-nationalism 
that now privileges the “Malay race” in relation 
to other migrant races living in the country — 
although the ancestries of many “Malays” can 
be traced to Indonesia, and had even arrived 
in British Malaya after their Chinese and Indian 
counterparts. 

By the time of Minstrel’s generation, 
this antiquated notion of “race” had become 
firmly entangled in the day-to-day lives of 

Malaysians and the ideology of “Ketuanan 
Melayu” (Supremacy of the Malay Race), the 
stuff of everyday politicking for privileges and 
resource distribution. For men and women this 
has also often played out differently in terms of 
permitted freedoms, with men usually having 
more life choices and mobilities available to 
them than women. 

In modern Malaysia, cross-ethnic intimate 
relations are the exception rather than the norm, 
especially when women are concerned — as 
they are held up to be the custodians of the 
biological and cultural purity of their respective 
ethnic groups. 

Nevertheless, opportunities arose for 
Minstrel to live abroad for a number of years 
before returning to Malaysia to live and work. 
From a distance, she (re)viewed the machina-
tions of Malaysian politics, culture and society. 
At the same time, she also saw how the countries 
she sojourned in have their own kinds of racial 
politics which inevitably entangled and mutated 
her. 

The works in this exhibition tell of this 
very personal (yet quintessentially Malaysian) 
experience. Through her photographic lens, the 
emplacement of the materials of the everyday 
is juxtaposed with a wider perception of world-
views and political practice. Minstrel Kuik invites 
us to journey with her through her own gendered 
being. And to puzzle alongside her about the 
meaningfulness of words like home, class, 
gender and race.

Top:
Minstrel Kuik, She who has 
no self, 2014/2020, dye 
sublimation on fabric
100 x 944 cm. Image 
courtesy of the artist.

Bottom:
Installation view. She 
Who Has No Self, 15 Feb 
- 10 May 2020, Horsham 
Regional Art Gallery, 
Horsham, Australia. Image 
courtesy of Horsham 
Regional Art Gallery, photo 
by Baillie Farley.



362 363

Above:
Minstrel Kuik, Mimic la 
Chinoise, 2005/2019, 
C-type print on fabric
150 x 240 cm, set of 2. 
Image courtesy of the artist.

She who has no self
Text by Alison Eggleton, Curator, Horsham Regional Art Gallery, Australia

Wrapping the cover of this catalogue is an 
image of She who has no self from Minstrel Kuik’s 
photographic installation. Framed by a series 
of overlapping circles, an Asian woman’s face 
appears, her hands to the corners of her eyes. 
She is just visible, appearing and disappearing 
in a shifting depth of field. Like a film reel, in a 
sequence of images, she slowly changes the 
position of her gesture. The woman is the artist 
performing for the camera, imitating a “Chinese 
woman”. 

In this, as in many of Kuik’s works, she 
plays with the construction of the photographic 
image, its conception and perception, to question 
the periphery of cultural identity, conformity, 
gender and the politics of place. Interested in 
how the act of seeing is shaped by society,1 Kuik 
explores photography’s equivocal relationship to 
truth, to understand the self amongst the com-
plexities of modern life in Malaysia. 

Within the complex digital montage of 
She who has no self, Kuik’s figure sits in tension 
with two interconnected relationships; family 
and nationhood. The image of a hibiscus flower, 
Kuik originally picked from her balcony then 
dried, appears skeletal in forensic detail. This 
Chinese botanical specimen, ironically the 
national flower of Malaysia and found growing 
abundantly in the Kampongs (Malay villages). 
Here it symbolizes the dual meaning of the 
flower as the individual’s vanity and cultural 
integration into the national narrative, linked by 
how one wishes to be seen. The image of the 
round mirror, reflects the malaise of the individ-
ual‘s connection to national narratives, which is 
characterised by a constructed national identity 
that attempts to unify the multi ethic society 
with the broad brush stroke of one identity.2 

This major body of work originally 
made in 2014, is now reworked and retitled for 
this exhibition. The images are turned from a 
positive to a negative, from pink tones to black 
and white, the scale enlarged and the surface 
grainy. These recent manipulations reflect her 
process of making over time, as she rethinks 
material relations, and repositions the body and 
her culturally gendered experiences within these 
relationship dynamics. 

The use of the word ‘self ’ is carefully 
chosen. It surpasses the construction of the 

individual so well known in the west. The indi-
vidual is one that is not separate from society, 
but governed by societal forces, in a triangle 
of drama, between family and nation.3 Born in 
Malaysia of Chinese ancestory, Kuik negotiates 
these tension daily.

‘The non-Malays (Chinese), no 
matter how deep their family roots 
might go, are... pendatang (recent 
immigrants) and only guests in 
Malaysia.’4 
For Kuik ‘she’ not only references woman, 

it is a place, an object, a group of people or 
simply a state of mind. The title She who has 
no self, Kuik borrows from the Buddhist deity 
Nairatyma. Applied here poetically through the 
images of the artist’s figure, the flower and the 
mirror, the ‘self ’ dissolves into a state of imper-
manence beyond the controls of society. 

Printed on fabric and over 18 metres in 
length, the work internally wraps the physical 
space of the gallery, enclosing the viewer. Kuik’s 
installation makes reference to the fantastical 
Qing Dynasty novel, Flowers in the Mirror. As 
the mythical story suggest, She who as no self 
becomes a contemporary pavilion of mirrors, 
where the digital manipulation and layering of 
images reinforces the notion of a reality abound 
with perception and illusion. 

In an early discussion with Kuik about 
truth, and truth in photography, she quoted phi-
losopher Martin Heidegger, from the 1930 book 
On the Essence of Truth: 

“Truth” is not a feature of correct 
propositions which are asserted of 
an “object” by a human “subject” 
and then are “valid” somewhere, in 
what sphere we know not. Rather, 
truth is disclosure of beings through 
which an openness essentially 
unfolds. 
Kuik does not begin making work knowing 

the outcome, rather, embedded within the 
construction of her photographic images is an 
awareness of her surroundings, integral to place, 
and an understanding of the powerful role pho-
tography can play in representation and identity 
politics. This is a conscious response to the 
political messaging and photographic imagery of 
national unity amid the lived experience of racial 
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inequality in Malaysia. Negotiating the tensions 
of different ideologies and social bounds is an 
everyday occurrence. Place based photographic 
practice grounds her image making5 giving a 
sense of self to counter the State driven rhetoric 
promoting racial harmony. The photographic 
montage is one way Kuik addresses the constant 
slippage from reality in this master narrative. 

Kuik’s approach to the medium of 
photography does not fit neatly into any one 
style or technique.6 It is a tool from which she 
works with an openness, shifting between the 
vernacular and the performative; between the 
‘snapshot’ documentary and highly constructed 
assemblage. This forms a distinctive repertory 
of images from which she works and reworks. 
Her extensive reading, thinking, making and 
revisiting is traceable and reflective through 
digital manipulation and text. 

Through this photographic archive, the 
index7 of time becomes a reoccurring point of 
dialogue. Kuik responds to each exhibition invi-
tation as an opportunity to look into her archive, 
to rework images with the physical space of 
the gallery in mind. Transforming images into 
negatives is another way in which she traces 
time and personal history. Through the digital 
negative Kuik also connects to the materiality of 
the mid tone grey she explores in her drawing 
practice. The artist’s disruption of these records 
through the act of retitling and digital manip-
ulation directly challenges the notion of truth 
while tracing her shifting concerns over time. 

In this exhibition is also the series Mer.
rly Mer.rly Mer.rly Mer.rly Part 1 & 2, a major body 
of photography shown for the first time in its 
entirety. Working from an archive of images 

over a decade, Kuik distinctively constructs 43 
photographic pairs. Along the wall of the gallery 
is an image of young girls, triplets, perched on 
a couch above an image of pomegranate seeds 
held in the palm of the artist’s hand. On another 
wall an image of a mango hanging wrapped in 
plastic, above an image of women, one with 
a baby in her arms, greeting each other in the 
street. On another, a card of primary colours blue, 
yellow and red held at a window, sitting above 
the image of the artist’s long head of hair as she 
holds a miniature skeleton doll. 

This series was first conceived from 
photographs Kuik shot on her return to Malaysia 
after 12 years spent overseas. At that time she 
preferred to pick up the camera than cook in the 
kitchen with the female members of her family.8 

In vivid colour, observations of everyday ritual 
and intergenerational bonds (her niece, her 
mother ) and surroundings of her village in Perak 
then extended to the broader urban spaces of 
Kuala Lumpur, the street, foreign workers and 
construction sites in the city. 

A combination of documentary and still 
life compositions reveal sections of the artist’s 
body in the photographic frame as she balances 
the act of performing with the act of capturing the 
scene. Appearing at first as diary like snapshots 
of everyday life, they are imbued with metaphor; 
hair as an important female cultural currency, the 
mango a ubiquitous fruit to Malaysia, blood as 
female fertility, girl as childhood self, fish as the 
body, political leaders as the father and foreign 
worker as ‘other’. 

With the camera’s view always looking 
out to the surroundings, we do not see her face 
nor is she pictured with family members, Kuik 

Left: 
Minstrel Kuik, Kuala Lumpur 
Trilogy Volume 1, 未来的主
人翁 National Baby; Volume 
2, 访客 Guestroom; Volume 
3, 重游 Today in Memory, 
2007/17, Fujixerox colour 
laser printing on acid-free 
drawing paper, 30 x 20 x 3 
cm each (3 editions + 2 AP). 
Image courtesy of the artist.

Right:
Installation view. She 
Who Has No Self, 15 Feb 
- 10 May 2020, Horsham 
Regional Art Gallery, 
Horsham, Australia. Image 
courtesy of Horsham 
Regional Art Gallery, photo 
by Baillie Farley.
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brings to our attention her absence from these 
images. It is in this rhythmic narrative of the 
public and the private, that the artist locates the 
proximity of our relationship to family and the 
family album while grappling with her own sense 
of belonging amongst the gendered realities of 
everyday life in Malaysia. 

Inspired by philosophical discussion in 
‘the everyday’ while studying in France, Kuik 
wanted to create the archetypical Chinese 
Malaysian family album. One that represented 
her ‘hometown’9 but as an adult self, she 
wondered if this was even possible. Through the 
aesthetics of the family album she questions 
the notion of loyalty in family, who she is as a 
women, daughter, aunty, sister and how she fits 
in.

Each work in Mer.rly Mer.rly Mer.rly Mer.rly 
Part 1 & 2 is titled, the words bridging the images 
in the photographic quasi-pair. Finding the status 
quo within the pairs reflects her philosophy of 
living; “an artist is never separate from society”10 
family or nation. Kuik finds patterns in the power 
structure of the nation and within family which 
she explores through image making.11 Marking a 
similar period of time in her practice, the Kuala 
Lumpur Trilogy 2007/17, a series of 3 handmade 
photobooks (National Baby, Guest Room & Today 
in Memory), serve as an extension of her use of 
the photographic archive. Through photographic 
essay narratives and automatic writing she maps 
place and thought. 

‘I was born a woman, female, l 
was born Chinese, l was born in 
Malaysia, and in this body, my art 
practice explores these living con-
ditions’.12 

The exhibition begins and ends with the 
double images of Mimic la Chinoise, which float 
on fabric in pale grey tones. Similar to the per-
formative images embedded in the layering of 
She who has no self, the figures powerfully play 
with the masquerade, while taking her body to 
the limits of cultural conformity. In conversation 
with the artist in January 2020, Kuik admitted 
that until she moved overseas to France she 
was unaware of being ‘Chinese’ beyond the 
bounds of Malaysia. Originally made in 2004-05, 
while studying photography in France, Mimic la 
Chinoise confronts Kuik’s own experience of 
‘otherness’ under the Western male gaze. 

The word mimic, is a direct references to 
Jeff Wall’s iconic photograph Mimic from 1982, 
in which a white man makes a slant-eye gesture 
at an Asian man. Kuik’s double image looks 
directly at her imaginary audience, bringing 
into focus the individual self while subverting 
the East-West binary.13 In this work, the artist 
postures the historically open ended appearance 
and disappearance of the gendered experience. 
It is a powerful reminder of how cultural confor-
mity is still perpetuated through stereotypes and 
how they can sometimes play out in daily life. 

Through the language of photography 
and image making Kuik reflects on the trajectory 
of her lived experience. Her process brings to 
our attention the construction of images and 
photography’s capacity to be a medium of record 
while questioning the act of seeing. 

Minstrel Kuik: She who has no self, curated 
by Alison Eggleton, is presented at Horsham 
Regional Art Gallery as part of PHOTO 2020 
international festival of photography.
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Above & left:
Minstrel Kuik, Mer.rily Mer.
rily Mer.rily Mer.rily, part 
1, 2008 - 2012, C-type 
print on paper, 81 x 51 
cm each. Image courtesy 
of the artist.

Below:
Minstrel Kuik, Mer.rily Mer.
rily Mer.rily Mer.rily, part 
2, 2013 - 2017, C-type 
print on paper, 81 x 51 
cm each. Image courtesy 
of the artist.
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Richard Koh Projects, Bangkok, 
Thailand.

Richard Koh Fine Art, Kuala Lumpur, 
Malaysia.

Richard Koh Fine Art, Gillman Barracks, 
Singapore.

Curated by Loredana Pazzini-Paracciani.

28 Feb - 28 Mar 2020

3-21 Mar 2020

6-28 Mar 2020
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Other

Ampannee Satoh / 
Aung Myat Htay / 
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Nguyen Thi Thanh Mai / 
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Samak Kosem
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Border Crossing: Are We Still Who We 
Are Once On The Other Side?
Text by Loredana Pazzini-Paracciani, Curator

January 2020 commemorated 75 years 
of the liberation of Auschwitz—every year 
remembered, and mourned, the world over. In 
his article, published for the occasion, notable 
scholar Simon Schama reminds us that the 
Holocaust had actually started much earlier than 
the concentration camps came to be known—the 
latter representing but the last phase of the 
“Final Solution.”1 Schama’s lucid recounts of the 
anti-Semitic dark history of the 20th century is 
sharp and emotional. We should never forget, he 
posits, not only as a tribute to the many individ-
uals that fell victim to dehumanized atrocities, 
but also to prevent history from repeating itself. 
Warning us about what lies ahead, he adds, “the 
greater point, though, is connectedness” that is 
“a consistency of principle which makes Jews not 
just the kin of other people who have suffered 
genocide—Armenians, Bosnians and Tutsis for 
instance—but of those currently suffering civil 
rights on account of their race and religion: the 
Uighurs, Rohingya, the defenseless children of 
Latino fugitives… and indeed Palestinians…”2 

We are, no doubt, in a time of great social 
uncertainties. As nations and as individuals, we 
tend, still, to confront the other, different from 
ourselves, based on color, gender, ideology and 
religion—or simply by the place one is born. 
Geopolitical demarcations are increasingly 
deployed to divide populations instead of 
bringing humanity together. As a consequence 
of labor mobility, refuge or asylum becomes 
a relentless pursuit across the globe.3 Specifi-
cally to Southeast Asia, the focus of this essay, 
national borders are traced and recognized, and, 
just as well, they are crossed, often illegally by 
any means of transportation across rivers and 
mountains. Prompted by the need for survival, 
affected individuals or entire communities 
embark on new lives on the other side, amidst 

the “overwhelming diversity” of Southeast Asia—
ethnic, religious, and cultural.4  What happens to 
these people once the borders are crossed? Are 
they still who they are once on the other side? Or 
does one become a newcomer as Hannah Arendt 
suggests?5 “We lost our home,” Arendt laments. 
“We lost our occupation… We lost our language,” 
nevertheless, she adds, aggrieved, “we are 
saved.”6 

The intention of this essay, and of the 
project Phantoms and Aliens | The Invisible 
Other is to examine what history teaches us in 
relation to migration and displacement within 
the specificity of present-day Southeast Asia, 
where borders are crossed and ‘newcomers’ 
are forged every day in hope of a better life, to 
escape persecution, or to secure social identity. 
Viewed in this context, this exhibition is but a 
humble contribution to the ongoing discourse 
on marginalization in the region, in order to 
convey, through contemporary art, the voices 
and concerns of those displaced individuals as 
they carry their invisible lives across the physical 
border that separates them from the land they 
call home - from their culture, their language, 
and their families.

Observing alienation and migration from 
a cultural perspective, Phantoms and Aliens | The 
Invisible Other takes as its point of departure 
folk and spiritual beliefs that deeply permeate 
Southeast Asian cultures, about otherworldly, 
unseen beings, to explore, in fact, a subtler 
dimension of invisibility, that is, social invisibil-
ity originated in discrimination and alienation. 
Similar to ghostly spirits and phantoms that are 
believed to inhabit our reality, unnoticed, so are 
the invisible others in Southeast Asian societies: 
the people or communities that live on the 
margins because of ethnic, religious or cultural 
differences. How can their voices be heard? To 

Right:
Installation view. Phantoms 
and Aliens | The Invisible 
Other, 6-28 Mar 2020, 
Richard Koh Fine Art, Gillman 
Barracks, Singapore. Image 
courtesy of Richard Koh Fine 
Art.

partially address this question, Phantoms and 
Aliens’ conceptual framework manifests itself 
as intentionally diasporic. By migrating from 
the inside out in the attempt to map alienation 
from multiple angles, Phantoms and Aliens | The 
Invisible Other is devised as a triptych unfolding 
across Richard Koh’s three galleries located 
in Bangkok, Kuala Lumpur and Singapore. In 
tune with the nature of the triptych, an artform 
developed in early Christian and Byzantine art 
to tell primarily devotional stories through three 
segmented panels, Phantoms and Aliens develops 
concurrently in each of the three Southeast 
Asian cities as an element or, rather, a chapter. 
Each chapter can be experienced independently, 
as well as together through the actual traveling 
across the physical boundaries that separate 
Thailand, Malaysia and Singapore. Combined, 
the three chapters are intended as intercon-
nected chambers to share knowledge in relation 
to specific concerns of life at the periphery. By 
osmosis, each chapter complements the other in 
a mutually informative manner in the attempt to 
foster a broader dialogue from within the speci-
ficity of each country. To do so the eight artists 
featured in the project explore different facets 
of social marginalization through diverse visual 
strategies.

While some of them focus on the psy-
chology of belonging to an imagined, or desired, 
homeland, others approach alienation tangen-
tially viewing it through the prism of culture 
and the ordeal of discrimination in daily life. 
However, in no way are the stories by the eight 
artists featured in this project exhaustive. Each 
story offers but a perspective of a personal or 
observed experience, documented through the 
eyes of the artists as they try to understand if we 
are still who we are, so to speak, in a different 
place and time. 

A refugee herself, Pao Houa Her left 
Laos with her family when she was a small 
child. After a short period at a refugee camp in 

Thailand, together with her family, she relocated 
to Minnesota, USA, where she grew up and 
where a large Hmong community resides as 
a consequence of the Vietnam War. In her 
intimate photography series My Grandmother’s 
Favourite Grandchild, Pao tells the story of love 
and attachment experienced by herself and 
her cousins within their matriarchal family. For 
this series, Pao was inspired by a photograph 
of Pao Sao, a cousin, that her grandmother, who 
also relocated to America, carried with her at all 
times. Portrayed in the typical fashion of Hmong 
calendars, Pao Sao’s image represented for Pao 
and her other cousins the standard of love her 
grandmother felt for the only grandchild who 
did not make it to America—a poignant reminder 
of the longing and belonging to the motherland 
that they had long left behind. 

Contrasting Pao’s personal story of 
love and desire, Lim Sokchanlina and Nguyen 
Thi Thanh Mai tell intimate stories of migrant 
workers and displaced individuals as they 
attempt to make sense of their lives on the other 
side. In particular, Lim tells the story of approxi-
mately 30 Cambodian migrants in Kuala Lumpur, 
where the artist resided during his research for 
this project. As part of his engagement with the 
migrant community, Lim’s conversations with 
them revolved around their wishes for their 
future, once they could return to their homeland 
with enough money saved from their work 
overseas. Devised playfully, Lim’s Black Book 
Project compiles the wishes of the migrants as 
they imagine their life in Cambodia, accompa-
nied by pictures of their dreams. Shaped in size 
and format to resemble the official document 
that is granted to Cambodian migrant workers 
to Malaysia, the five black books on display 
function as poetic repositories of the migrants’ 
wishes. Storytelling is also paramount to Black 
Landscapes by Nguyen Thi Thanh Mai, which 
continues the artist’s investigation on the lives 
and beliefs of displaced Vietnamese refugees to 
Cambodia, specifically those that settled in the 
Tonlé Sap area in the aftermath of the Vietnam 
War. Due to increasingly strict Cambodian regu-
lations on migration, many Vietnamese families 
have been forced to return to Vietnam through 
perilous trips undertaken at night, thus, they 
are no longer Vietnamese, nor Cambodian legal 
citizens. The photography series shows the 
locations of the returnees’ houses around the 
Tonlé Sap Lake. Lit by neon light, those bodies 
of water acquire a ghostly and eerie dimension 
which indicate how precarious life in transit really 
is. The video installation Without Lightness, by 
Ampannee Satoh, also hints to perilous boat trips 
taken at night to seek refuge. Part of her larger 
series Lost Motherland, the artist shot Without 
Lightness while on board a fisherman’s boat on 
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a routine fishing trip at night, along the shores of 
Pattani, where many Rohingya seek refuge from 
war-torn Myanmar. The act of sailing out / sailing 
in Pattani’s harbor resonates with the forced 
boat journey many refugees embark on leaving 
their country and / or entering the new harbor 
of sanctuary. The installation is composed of 
two simultaneous projections: one describes the 
slow sailing out from the harbor, leaving behind 
a trail of lights; the other, presented on the facing 
wall, illustrates the boat slowly approaching the 
incertitude of the new harbor seen at a distance 
through beaming lights. 

Artists Aung Myat Htay, Khin Thethtar 
Latt and Nguyễn Văn Đủ observe, through the 
lenses of spirituality and cultural transformation, 
the ordeal of discrimination in daily life and 
how sacrifice is imposed, at times through 
commonplace activities. The mixed-media 
installation A Land of Ghosts by Aung Myat 
Htay looks specifically at the spiritual and 
cultural representation of the self in multiethnic 
Myanmar. The installation is composed of two 
cut-out figures. Each figure resembles a human 
body, or, on cue, that of a ghost. The figures 
are made of intricately cut patterns, a method 
inspired by the paper crafts used in festive 
decorations in Myanmar. In the figures, however, 
which are treated as positive and negative images 
respectively, the patterns of foliage and animals 
reference natural landscapes of rural Myanmar. In 
Myanmar folklore, nature, with its flora and fauna 
embodies the souls of past lives—a belief that 
brings together religious and cultural practices 
across Southeast Asia. The cut-out figures are 
set against a single-channel video projection, 
which depicts a rural landscape. Imprinted in the 
footage are archival images of colonial Myanmar. 
The images’ presence/absence, thus only their 
edges are discernible in the video, serves as a 
poignant reminder of the recurrence of history 
through social transformations. 

Also alluding to spirituality against the 
repetitive cycle of history is the installation 
Pot Pagoda by Khin Thethtar Latt. The work 
takes its inspiration from the village Mrauk Oo, 
one of the villages in Rakhine State, where the 
ongoing conflict between the Burmese army 
and the Rakhine ethnic minority has forced the 
population to displacement and precarious life 
conditions. Part of their daily hardship during 
the dry season, the Rakhine community has 
no choice but to collect water using old pots 
from the few operating wells many kilometres 
away from their villages. In the installation Pot 
Pagoda, the artist gathers a number of old pots 
that have actually been used to collect water, 
into a pagoda shape. Once assembled, these 
ordinary vessels become a site of worship—a 
shrine—where an alternative life from daily 

hardship and discrimination may be invoked. The 
Slaughterhouse series of paintings by Nguyễn 
Văn Đủ also portrays and alludes to crucial 
moments of routine violence, specifically to 
the daily butchering of cattle. Chancing upon 
a slaughterhouse in Ho Chi Minh City, Đủ was 
engrossed by the mechanical violence enacted 
by common individuals against vulnerable 
beings. Through a seemingly performative ritual 
of sacrifice, the cattle are killed by the butcher’s 
skillful gestures in unceasing repetition. The 
cyclical nature of this action transforms, in turn, 
the blood that smears the slaughterhouse into 
our very history. Echoing the Paleolithic cave 
paintings or 17th-century England, during which 
oxen blood was used to make red and burgundy 
pigments, the artist uses a mixture of oxen blood 
and paint on his canvases as an homage and 
gesture of embrace of the most vulnerable. 

Complementing the exhibition through 
the intersection between art and anthropology is 
the installation Borders re/ make Bodies: Chiang 
Mai Ethnography (2017–ongoing) by Samak 
Kosem. Extending from his current doctoral 
research, Samak’s ethnographic materials focus 
on assumptions about masculinity and gender 
perceptions of male migrants and transborder 
individuals through the critical framework of 
body politics. Spanning from video to field notes, 
photography and text, Borders re/make Bodies 
considers the interface between queerness and 
migration specifically to the northern Thai city 
of Chiang Mai, located a few hundred kilome-
ters from the border with Myanmar. Part of his 
ongoing anthropological research, Samak has 
interviewed and interacted with migrant com-
munities of diverse Burmese ethnic minorities, 
predominantly Shan, in order to understand 
their place in mainstream society both as illegal 
migrants and as sex workers.7 

Featuring a variety of works by artists 
from mainland Southeast Asia, Phantoms and 
Aliens hopes to serve as a platform to share 
and reflect on crucial contemporary concerns of 
social marginalization by exploring the estrange-
ment of individuals and larger communities that 
live on the periphery. Similarly, Phantoms and 
Aliens has nowhere to call home, thus living a 
nomadic life. It resides, and un-resides, in every 
location that has contributed to its creation: 
the artists’ studios, and the land borders (geo-
graphical frontiers) that have inspired the artists, 
and myself, to imagine a place of no place. It 
resides and unresides in the three galleries 
where this project unravels for public involve-
ment and participation. Phantoms and Aliens is 
born as a migratory child, residing in the hearts 
and the minds of all those moving, silently and 
unnoticed, across borders. To them this project is 
dedicated.

1   Simon Schama, “Never 
forget: Auschwitz and 
the new anti-Semitism,” 
Financial Times, January 18, 
2020. 

2   Ibid. 

3   For mobility studies and 
the impact of migration in 
the works, see Nina Glick-
Schiller and Noel B. Salazar, 
“Regimes of Mobility 
Across the Globe,” Journal 
of Ethnic and Migration 
Studies 39, no. 2 (2013). 

4   Joan Kee, “Introduction 
Contemporary Southeast 
Asian Art: The Right Kind of 
Trouble,” Third Text 25, no. 
4 (July 2011): 374–75. 

5   Hannah Arendt, “We 
Refugees,” in Altogether 
Elsewhere: Writers on Exile, 
ed. Marc Robinson (Boston: 
Faber and Faber, 1996), 
110. In her essay, Arendt 
dwells on the condition 
of being a migrant—a 
newcomer in fact. In 
relation to her experience 
as an exile, she laments 
the solitude and the 
alienation experienced by 
marginalized minorities the 
world over, once displaced 
from their cultural 
background. 

6   Ibid. 

7   For the precarious legal 
status of labor migrants 
from Myanmar, see Indre 
Balcaite, “Brokered (Il)
legality: Co-producing the 
Status of Migrants from 
Myanmar to Thailand,” in 
The Migration Industry in 
Asia: Brokerage, Gender and 
Precarity (London: Palgrave 
Macmillan, 2020).

Top:
Installation view. Phantoms 
and Aliens: The Invisible 
Other, 28 Feb - 28 Mar 
2020, Richard Koh Projects, 
Bangkok, Thailand. Image 
courtesy of Richard Koh Fine 
Art.

Middle:
Installation view. Phantoms 
and Aliens: The Invisible Other, 
3-21 Mar 2020, Richard 
Koh Fine Art, Kuala Lumpur, 
Malaysia. Image courtesy of 
Richard Koh Fine Art.

Bottom:
Installation view. Phantoms 
and Aliens: The Invisible Other, 
6-28 Mar 2020, Richard Koh 
Fine Art, Gillman Barracks, 
Singapore. Image courtesy of 
Richard Koh Fine Art.
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Richard Koh Projects, Bangkok, Thailand.
Curated by Loredana Pazzini-Paracciani.

28 Feb - 28 Mar 2020
Solo Exhibition

Ampannee Satoh

Installation view. Phantoms and Alien :
The Invisible Other, 28 feb - 28 Mar 2020, 
Richard Koh Projects, Bangkok, Thailand. 
Image courtesy of Richard Koh Fine Art.

Phantoms and Aliens:
The Invisible Other

(Chapter 1)
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Top
Ampannee Satoh, Lost 
Motherland (Without 
Lightness), 2018, Two 
channel video, 14:32 
minutes with ambient sound, 
Edition 2 of 3 + 1 AP. Image 
courtesy of the artist.

Bottom
Ampannee Satoh, Lost 
Motherland (White Blood), 
2018, video 07:38 minutes, 
edition of 3 + 1 AP. Image 
courtesy of the artist.

Lost Motherland 
(Without Lightness)
by Ampannee Satoh

Lost Motherland addresses a series 
of questions about homeland, diaspora and 
migration, building on our awareness and our 
experiences in our own existence. The series 
encompasses three elements: photographs of 
women wearing a white Burqa as they stand and 
pray on a desert island representing the ordeal 
of migration; a photo and video installation por-
traying a Nava (boat), a symbol of the journey 
into the unknown, revealing the pain and agony 
of the ones escaping from the motherland; and 
the latest component, Without Lightness, which 
is a video installation that depicts a fishing 
boat floating in the darkness of the sea by the 
shores of Pattani, in southern Thailand . The 
boat, seen departing and approaching the shore, 
represents the sorrow of the migrants who have 
lost their motherland. My works speak about the 
resistance against the war against other human 
beings and attempts to make us realize the 
importance of dignity, identity, race and the true 
values of human life.

Above:
Ampannee Satoh, Lost 
Motherland, 2018, pigment 
print on paper, 120 x 180
cm, edition of 3 + 1 AP. 
Image courtesy of the artist.
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Richard Koh Fine Art, Kuala Lumpur, Malaysia.
Curated by Loredana Pazzini-Paracciani.Solo Exhibition

Aung Myat Htay /
Lim Sokchanlina /
Nguyen Thi Thanh Mai

Installation view. Phantoms and Alien :
The Invisible Other, 3-21 Mar 2020,  
Richard Koh Fine Art, Kuala Lumpur, Malaysia.  
Image courtesy of Richard Koh Fine Art.

3-21 Mar 2020 Phantoms and Aliens:
The Invisible Other

(Chapter 2)
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A Land of Ghosts
by Aung Myat Htay

A Land of Ghosts is based on folklore 
stories that are widespread in Buddhist countries 
throughout Southeast Asia. To do so my installa-
tion examines the roots of local Asian communi-
ties through their social and spiritual character-
istics. As a region, Southeast Asia encompasses 
diverse cultures, languages, behaviours and 
believes. In Myanmar, for instance, natives and 
migrants to this country share similar spiritual 
dimensions in which all beings on earth, be they 
human, animal or vegetations, like plants and 
trees, are interrelated in a circle of reincarnation, 
or Samsara. It is here where “hungry ghosts” find 
their way to perform their evil deeds. A Land of 
Ghosts reconsiders these beliefs and supersti-
tions through the prism of circular and interde-
pendent relationship between human reality 
and our surrounding environment. We believe, in 
fact, that there is no permanent self, but that our 
own selves and our souls are part of an inescap-
able circle of mutual metamorphosis.

Opposite left:
Aung Myat Htay, Ghosts of the 
Forest 1, 2019, photo collage 
on canvas, 330 x 90 cm. 
Image courtesy of the artist.

Opposite right:
Aung Myat Htay, Ghosts of the 
Forest 2, 2019, photo collage 
on canvas, 330 x 90 cm. 
Image courtesy of the artist.

Below:
Aung Myat Htay, A Land of 
Ghosts, 2019, single channel 
video, HD NTSC, 16:9 ratio, 
with ambient sound, 03:12 
minutes. Image courtesy of 
the artist.
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Middle:
Lim Sokchanlina, Loah 
Sophal, Beauty Salon (From 
the series Cambodian 
Migrant Worker in Asia - A 
Conversation), 2019 - 2020, 
Print on ILFORD smooth 
cotton rag, 60 x 90 cm, 
edition of 5 + 2 AP. Image 
courtesy of the artist.

Bottom:
Lim Sokchanlina, Beauty
Salon Shop (From the series 
Cambodian Migrant Worker 
in Asia - A Conversation), 
2019 - 2020, Print on ILFORD 
smooth cotton rag, 60 x 
90 cm, edition of 5 + 2 AP. 
Image courtesy of the artist.

Top:
Lim Sokchanlina, Ling Kunthi, 
Bride and Groom Organizer 
(From the series Cambodian 
Migrant Worker in Asia - A 
Conversation), 2019 - 2020, 
Print on ILFORD smooth 
cotton rag, 60 x 90 cm, 
edition of 5 + 2 AP. Image 
courtesy of the artist.

I Wish I Want to - The 
Book Project (From 
the series Cambodian 
Migrant Worker in Asia - 
A Conversation)
by Lim Sokchanlina

I Wish I Want to is a book inspired 
by a travel document made specifically for 
Cambodian migrants working in Thailand. 
However, I Wish I Want to is a collaboration 
between me and Cambodian migrant workers 
in Malaysia. They are poor people, they work 
abroad and have wishes and hopes for a better 
future. Isn’t that normal? You also have a wish, 
we all have a wish! So, I asked those migrant 
workers in Malaysia: “What do you wish to do 
when you go back home in Cambodia?”. Many 
want to go back to their hometown to build their 
dreams: have a proper occupation, run their own 
business or have their own farm with their family 
and parents. These are small, family businesses. 
I make the photos that accompany their stories 
and dreams in the black book based on their 
wishes. I hope my photographs can help them to 
get closer to what they want.

Bottom:
Lim Sokchanlina, Ae 
Meanghak, Family
Sweet Coconut Farm (From 
the series Cambodian 
Migrant Worker in Asia - A 
Conversation), 2019 - 2020, 
Print on ILFORD smooth 
cotton rag, 60 x 90 cm, 
edition of 5 + 2 AP. Image 
courtesy of the artist.

Top:
Lim Sokchanlina, Chean Kong,
Tourist Van Driver (From 
the series Cambodian 
Migrant Worker in Asia - A 
Conversation), 2019 - 2020, 
Print on ILFORD smooth 
cotton rag, 60 x 90 cm, 
edition of 5 + 2 AP. Image 
courtesy of the artist.
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Black Landscapes
(From the series Day by Day)
by Nguyen Thi Thanh Mai

This work is the continuation of the 
project Day by Day (2014 - ongoing), which is 
based on the Vietnamese migrant community 
in the Tonle Sap Lake, Cambodia. In Day by Day 
I started researching on the historical and social 
context of this community amidst wars, genocide 
and ongoing complex relationships between 2 
neighbouring countries: Vietnam and Cambodia. 
Across time those Vietnamese people that 
had settled by the Tonle Sap became stateless 
immigrants. During my research, I found out 
that the people in the community did not have 
the necessary identification papers. They lived 
in poverty, lacking of education and of laws 
that could protect them. In 2016, I returned to 
the Tonle Sap to continue my research, and I 
came across many abandoned floating houses 
which were gradually sinking in the water. Many 
families were forced to leave the lake to return 
to Vietnam. As we speak, the water becomes 
increasingly polluted and it is drying out. The 
fishes are gone, and so are many Vietnamese 
families whose generations have been nurtured 

by the same waters. The lake is now the keeper 
of memories, beliefs and of the many nomadic 
lives floating across the generations. 

Black Landscapes marks the location 
of the families who remained and those who 
have left. The landscapes are absent of human 
presence just like their stories, memories and 
beliefs are slowly fading in the mighty Mekong.

Opposite bottom:
Nguyen Thi Thanh Mai, Black
Landscapes #1 (From the 
series Day by Day), 2020, 
digital C-print, 20 x 30 cm,
Edition of 4 + 1 AP. Image 
courtesy of the artist.

Opposite top:
Nguyen Thi Thanh Mai, Black
Landscapes #6 (From the 
series Day by Day), 2020, 
video with sound, Edition of
5 + 1 AP. Image courtesy of 
the artist.

Top to bottom:

Nguyen Thi Thanh Mai, Black
Landscapes #2 (From the 
series Day by Day), 2020, 
digital C-print, 40 x 60 cm,
Edition of 4 + 1 AP. Image 
courtesy of the artist.

Nguyen Thi Thanh Mai, Black
Landscapes #4 (From the 
series Day by Day), 2020, 
digital C-print, 66 x 100 cm,
Edition of 4 + 1 AP. Image 
courtesy of the artist.

Nguyen Thi Thanh Mai, Black
Landscapes #3 (From the 
series Day by Day), 2020, 
digital C-print, 33 x 50 cm,
Edition of 4 + 1 AP. Image 
courtesy of the artist.

Nguyen Thi Thanh Mai, Black
Landscapes #5 (From the 
series Day by Day), 2020, 
digital C-print, 40 x 60 cm,
Edition of 4 + 1 AP. Image 
courtesy of the artist.
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Richard Koh Fine Art, Gillman Barracks, Singapore.
Curated by Loredana Pazzini-Paracciani.Group Exhibition

Khin Thethtar Latt (Nora) /
Nguyễn Văn Đủ /
Pao Houa Her /
Samak Kosem /

Installation view. Phantoms and Alien :
The Invisible Other, 6-28 Mar 2020, Richard 
Koh Fine Art, Gillman Barracks, Singapore. 
Image courtesy of Richard Koh Fine Art.

6-28 Mar 2020 Phantoms and Aliens:
The Invisible Other

(Chapter 3)
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Top left:
Khin Thethtar Latt (Nora), 
Pot Pagoda KTHL 01, 2019, 
digital archival print,
100 x 120 cm, edition of 3. 
Image courtesy of the artist.

2nd top left:
Khin Thethtar Latt (Nora), 
Pot Pagoda KTHL 05, 2019, 
digital archival print,
100 x 120 cm, edition of 3. 
Image courtesy of the artist.

Top right:
Khin Thethtar Latt (Nora), 
Pot Pagoda KTHL 02, 2019, 
digital archival print,
100 x 120 cm, edition of 3. 
Image courtesy of the artist.

2nd top right:
Khin Thethtar Latt (Nora), 
Pot Pagoda KTHL 07, 2019, 
digital archival print,
100 x 120 cm, edition of 3. 
Image courtesy of the artist.

3rd top left:
Khin Thethtar Latt (Nora), 
Pot Pagoda KTHL 10, 2019, 
digital archival print,
100 x 120 cm, edition of 3. 
Image courtesy of the artist.

Bottom left:
Khin Thethtar Latt (Nora), 
Pot Pagoda KTHL 12, 2019, 
digital archival print,
100 x 120 cm, edition of 3. 
Image courtesy of the artist.

3rd top right:
Khin Thethtar Latt (Nora), 
Pot Pagoda KTHL 11, 2019, 
digital archival print,
100 x 120 cm, edition of 3. 
Image courtesy of the artist.

Bottom right:
Khin Thethtar Latt (Nora), 
Pot Pagoda KTHL 15, 2019, 
digital archival print,
100 x 120 cm, edition of 3. 
Image courtesy of the artist.

Pot Pagoda
by Khin Thethtar Latt (Nora)

Pot Pagoda is based on my personal expe-
rience when visiting for the first time Myauk Oo, 
a city in the Rakhine state, Myanmar. As someone 
who grew up in Yangon, I was struck by the water 
shortage in Myauk Oo. It was so severe that both 
women and men had to get water using these 
pots every day. The pots became thus my source 
of inspiration for this work. By using the same 
old pots used by the people of Myauk Oo in their 
daily routine, the installation reflects the stories 
of struggle and hope that these people need 
to endure every day. The Pot Pagoda is exactly 
that, a symbolic contribution that is intended, on 
one hand, to wish for the whole city abundance 
of water and, by association, an inflow of gifts, 
money and prosperity, and on the other, to serve 
as a testament for the hardship and endurance 
of the community. For them water is as sacred as 
Pagodas.

Bottom:
Khin Thethtar Latt (Nora), 
Pot Pagoda KTHL 13, 2019, 
digital archival print,
100 x 120 cm, edition of 3. 
Image courtesy of the artist.

Top:
Khin Thethtar Latt (Nora), Pot 
Pagoda, 2019, Galvanised 
pots installation with sound 
work, 135 x 150 x 90 cm, 
edition of 3 Image courtesy 
of the artist.
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Top:
Nguyễn Văn Đủ, 6 Layers of 
Cow Blood, 2019, cow blood, 
salt, alum, Daler-Rowney 
perfix colorless fixative & gel 
golden on canvas, 30 x 40 
cm. Image courtesy of the 
artist.

Bottom:
Nguyễn Văn Đủ, Cow’s Eyes 
#02, 2020, cow blood, salt, 
alum, pencil, Daler-Rowney 
perfix colorless fixative & gel 
golden on canvas, 40 x 53 
cm. Image courtesy of the 
artist.

Slaughterhouse
by Nguyễn Văn Đủ

My first visit to a cow slaughterhouse 
was near Ho Chi Minh City a few years ago. The 
mix of beauty and violence that I witnessed was 
fascinating. What impressed me was the mental 
focus of the butcher, who is able to skilfully 
manoeuvre a knife against an animal a few times 
bigger than himself. Only blood is left as a mark 
of the killing. Day after day, every corner of the 
slaughterhouse is soaked by layers of blood. 
Compiling one over the other those layers tell 
stories of life and death, of power and agony – 
stories that go back to time immemorial, as it 
does the use of blood for drawing purposes. 
From the time of Palaeolithic cave carvings to the 
XVII century England, where “oxblood” is used 

to this day to dye yarns and to make red and 
burgundy colour powders. 

My Slaughterhouse series portrays the 
crucial moments of the butchering, as I try to 
capture the psyche of the cow and the butcher 
suspended between life and death. In the 
Layers of Cow’s Blood series, I try to reconstruct 
the effect that layers of blood create over 
time with exposure to oxygen. To do so I apply 
many layers of blood on the canvas, each layer 
recreating the same depth of blood shade as in 
the slaughterhouse. For me this is a powerful 
reminder of what power can do to masses of 
defenseless beings.

Above:
Nguyễn Văn Đủ, 22 Layers of 
Cow Blood, 2019, cow blood, 
salt, alum, Daler-Rowney 
perfix colorless fixative &
gel golden on linen, 102 x 
102 cm. Image courtesy of 
the artist.
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My Grandmother’s
Favourite Grandchild
by Pao Houa Her

My Grandfather Turned into A Tiger is a 
series of photographs I created based on a story 
about my grandfather who was asked, during the 
Vietnam War, to join the war, but died shortly 
afterwards. At the time of his death, a tiger was 
spotted in his village. Since then my grandmother 
and all the villagers associated the tiger with my 
grandfather’s death. This series is both a literal 
and metaphorical translation of this story and 
explores the larger themes of love, lust, desire, 
displacement, and memory, both constructed 
and non-constructed.

Opposite, left to right:
Pao Houa Her, 

My Grandmother’s Favourite 
Grandchild - Lilian; 
My Grandmother’s Favourite 
Grandchild - Celina;
My Grandmother’s Favourite 
Grandchild - Duachi;
My Grandmother’s Favourite 
Grandchild - Goncoley;
My Grandmother’s Favourite 
Grandchild - Kongsia;
My Grandmother’s Favourite 
Grandchild - Mai Youa;
My Grandmother’s Favourite 
Grandchild - Pana;
My Grandmother’s Favourite 
Grandchild - Pao Houa;
My Grandmother’s Favourite 
Grandchild - Pao Sao;

2017,
Digital archival print, 25 x 
20 cm, edition of 8 + 2 AP. 
Image courtesy of the artist.

Top:
Pao Houa Her, My Grandfather 
Turned into A Tiger - Jungle 
Fire, 2017, 3D Lenticular 
print, 75 x 100 cm, Edition of 
3 + 2 AP. Image courtesy of 
the artist.

Bottom:
Pao Houa Her, My Grandfather 
Turned into A Tiger - Jungle 
Tiger, 2017, 3D Lenticular 
print, 75 x 100 cm, Edition of 
3 + 2 AP. Image courtesy of 
the artist.
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Borders re/make Bodies:
Chiang Mai Ethnography
by Samak Kosem

Located within my ongoing anthropo-
logical research at the border “Borders re/make 
Bodies: Chiang Mai Ethnography” (2017-ongoing) 
explores the interface between queerness and 
migration. This is achieved by challenging mas-
culinity assumptions and sexual perceptions 
of ethnic male migrants in Chiang Mai and 
trans-border individuals through the critical 
framework of body politics and visual repre-
sentation. The project situates queer migration 
due to sex tourism within mobility processes of 
globalization, capitalism and unequal develop-
ment in the Thailand-Myanmar border region 
and rethinks the role of migration in constructing 
heterogeneous sexual identities, communities, 
politics, and practices in the context of the 
commercial gay sex scene in Chiang Mai. This 
series of works in visual ethnography (photo-
graphs, field-notes, videos and objects) examine 
how sexuality shapes migration processes and 
experiences of social status, citizenship, ethnic 
nationalism, and gender diversities by consider-
ing how the body of the migrant is masculinized 
and romanticised in the context of gay tourism 
in Thailand.

Samak Kosem, Borders re/make 
Bodies: Chiang Mai Ethnography 
- I don’t Have an ID but I have 
my Body (03-Nationality), 2020, 
single channel video with 
sound, edition of 3 + 1 AP. 
Image courtesy of the artist.

Samak Kosem, Borders re/make 
Bodies: Chiang Mai Ethnography 
- I don’t Have an ID but I have my 
Body (01-Body: 02-Masculanity), 
2018, two channel video with 
sound, edition of 3 + 1 AP. 
Image courtesy of the artist.

Top to bottom: 
Samak Kosem, Borders re/make
Bodies: Chiang Mai Ethnography 
- Conceptualising Borders / 
Bodies No. 1, 2020, photography 
with text, 29.7 x 42 cm. Image 
courtesy of the artist.

Samak Kosem, Borders re/make
Bodies: Chiang Mai Ethnography 
- Conceptualising Borders / 
Bodies No. 2, 2020, photography 
with text, 29.7 x 42 cm. Image 
courtesy of the artist.

Samak Kosem, Borders re/make Bodies: Chiang 
Mai Ethnography - Ethnography of the House 
No. 1-10, 2019, field notes with photography, 
42 x 29.7 cm, set of 10. Image courtesy of the 
artist.

Fieldnote 01: One day I will come back 
“I don’t have an ID but I have my body” Mr. Wan 
(1) said while we were riding the motorbike for a 
late dinner after he finished to work at the mas-
sage shop in Chiang Mai. He complained that 
since early 2017 the police has been arresting 
Shan workers at the bars and massage shops. 
He and his friends always complain that if they 
don’t have the ID then they use their body to 
make a living.

Fieldnote 02: Break up then find a new one 
Mr. Wan (2) has 2 day jobs: he works at a mas-
sage shop from noon till 10 pm and then works 
at the show bar near Santitham area until mid-
night. He said that because he has 2 jobs he 
needs to keep his energy as much as he can, as 
the customers expect him to have an orgasm 
even if he doesn’t want to. Also it is not easy to 
have 2 jobs because each job requires a passport 
or identification documents. Many Shan men im-
migrated to work in Chiang Mai struggle as they 
feel alienated and perceived as ‘other’. Creating 
an alternative social space can help them to ne-
gotiate to be integrated to the Thai society.

Fieldnote 03: Is it wrong because I’m no good or 
because I don’t have any money? 
Knowing the life of Mr. Wan (1) and Mr. Wan (2) 
in Chiang Mai can help to understand the image 
of desire of the Shan men body. Shan teenagers 
think of themselves as able to make a profit from 
their own bodies as the main capital to make a 
living for themselves and families. Compared to 
labor work, for which they can get less than 300 
Baht per day, sex services can provide them with 
1,500-2,000 Baht per day depending on their 
looks and bodies (also their handwork).

Fieldnote 04: Bad guy who has no good and no 
love from you 
Mr. Wan (3) age 22 years shared on his Facebook 
the map of Myanmar to express his homesick-
ness. He moved to Chiang Mai because he ran 
away from the military draft because at that 
time all young Shan men were asked to present 

themselves for military service to the Shan Army. 
He didn’t want to enroll in the Shan Army so he 
ran away but at the end he decided to join the 
army because his friends at the massage shop 
convinced him to go back to Shan state. Mr. 
Wan (3)’s Thai nickname is ‘Ice’ but he changes 
his nickname all the time when he changes his 
workplace.

Fieldnote 05: Love each other while still breath-
ing 
Mr. Wan (3) became a popular masseur among 
the customers because of his body and his look. 
Also the owner of the parlor promotes him to the 
customers as ‘big’ – his Thai nickname is ‘Thai 
Yai’ which means ‘big Thai’. He works 2-3 times 
per day until he is exhausted. He always needs to 
negotiate with the customer as they expect him 
to have sex in top role and to have an orgasm. 
So he tries to make the customers to have an or-
gasm first then he would not need to finish his 
job and can keep his energy for the next round.

Fieldnote 06: Life, we are born as human, if no 
work then starve to death 
Shan masseur will get 600 Baht per massage 
each time, if they don’t work for the second job 
then they have to massage for 2-3 times a day. 
Shan men get used to having sex with men be-
cause they have to do this work often. They have 
girlfriends at home in Chiang Mai or at the bor-
der with Burma. Mr. Wan (3) said while having 
sex with men, he doesn’t feel uncomfortable, 
whatever gender touch each other and feel com-
forted, he get sexual emotion.

Fieldnote 07: Is it necessary to know? 
At the massage shop, they will provide the gym 
room for the masseurs to exercise to make their 
body always fit. The shop also provides a lot of 
condoms which they get from NGOs that work 
on special projects with male sex workers to pro-
tect them, from HIV. The customers can choose 
if they want to massage with oil or cream. Mr. 
Wan (3) and his friends do not feel comfortable 
on one thing, which is taking viagra to make his 
cock to get ready, sometimes they have to take 
many tablets per day and it effects them with 
headache. 

Fieldnote 08: Chill before thinking of love 
Each week the Shan masseurs and waiters from 

the shop, bars and restaurants in Chiang Mai 
will organize 2 gatherings per week to play foot-
ball. They play in the evening or at midnight, 
depending on what time they’re available. They 
keep booking the football field for each week to 
prepare for their match at some local festival in 
Chiang Mai. They keep this space for themselves 
to make solidarity and to exchange information. 
Some Shan men that just moved to Chiang Mai 
will get advice to work as many Shan men do 
at massage shops. They also know about this 
from their friends who introduced them to the 
community. Some of them suggest better work 
places where they feel more comfortable and are 
better paid.

Fieldnote 09: Love me as much as you can love 
Mr. Wan (4) just turned 19 years old, he works at 
this massage shop because his uncle introduced 
him to work here because he also used to work 
at this place. There are many cases among Shan 
men to have cousins or siblings that work in 
the same place. The massage shop always have 
Shan men that come and go because the owner 
doesn’t require for them to be at the shop all the 
time, they can have freedom to go around and 
they no need to work every day. Everyone can de-
cide when to work and do other jobs during the 
week. As they have sex with men for their work 
every day, they start to make some savings which 
makes them feel they man-up as they are able to 
maintain their “masculinity”, even if they know 
their identity as “Shan/ethnic” is what they can 
sell. So they use the money from work to buy a 
big bike and many of them start to make more 
tattoos to look more manhood. 

Fieldnote 10: Dream far and reach the star 
Among the masseurs they keep making the joke 
of “who is the wife of each customers?”. As they 
have sex with men for their work, their reflex is to 
look for their own entertainment at the girls’ bar 
after work. There’re many Shan karaoke bars in 
Chiang Mai where the staff is Shan women. Shan 
masseurs love to come to these bars because 
they can afford them and because they can sing 
Shan songs that reinforce their sense of belong-
ing to the Shan ethnic nationality. They can feel 
their lives become normal again. The bars are 
the meeting points for Shan men who work at 
the gay massage shops to enjoy their free time 
and to party after work in Chiang Mai.
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Marc Straus Gallery, Booth F30,
The Armory Show, New York, United States.

5-8 Mar 2020
Art Fair /
Solo Exhibition

Anne Samat

The 
Armory 
Show Installation view. The Armory 

Show, 5-8 March 2020, 
Marc Straus Gallery, booth 
F30, The Armory Show, 
New York, United States. 
Image courtesy of Timothy 
Hawkinson, Marc Staus.
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Bottom:
Anne Samat, No Place For 
Beginners Or Sensitive Heart 
#3, 2020, rattan sticks, 
kitchen & garden utensils, 
beads, ceramic, metal and 
plastic ornaments, 224 x 71 
x 30 cm. Image courtesy of 
the artist.

Top:
Anne Samat, No Place For 
Beginners Or Sensitive Heart 
#1, 2020, rattan sticks, 
kitchen & garden utensils, 
beads, ceramic, metal 
and plastic ornaments, 
274 x 132 x 36 cm. Image 
courtesy of the artist.

Bottom
Anne Samat, I’m Here To 
Stay, 2020, rattan sticks, 
kitchen & garden utensils, 
beads, ceramic, metal 
and plastic ornaments, 
335 x 152 x 26 cm. Image 
courtesy of the artist.

Top:
Anne Samat, No Place For 
Beginners Or Sensitive Heart 
#2, 2020, rattan sticks, 
kitchen & garden utensils, 
beads, ceramic, metal 
and plastic ornaments, 
274 x 142 x 36 cm. Image 
courtesy of the artist.
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Left: 
Anne Samat, Eyes Are Like 
Angels But Heart is Cold #1, 
2020, rattan sticks, kitchen 
& garden utensils, beads, 
ceramic, metal and plastic 
ornaments, 248 x 86 x 22 
cm. Image courtesy of the 
artist.

Below: 
Anne Samat, No Place To Be 
Ending But Somewhere To 
Start #1, 2020, rattan sticks, 
kitchen & garden utensils, 
beads, ceramic, metal 
and plastic ornaments, 
112 x 100 x 30 cm. Image 
courtesy of the artist.

Below: 
Anne Samat, No Place To Be 
Ending But Somewhere To 
Start #2, 2020, rattan sticks, 
kitchen & garden utensils, 
beads, ceramic, metal and 
plastic ornaments, 122 x 97 
x 30 cm. Image courtesy of 
the artist.

Right: 
Anne Samat, Eyes Are Like 
Angels But Heart is Cold #2, 
2020, rattan sticks, kitchen 
& garden utensils, beads, 
ceramic, metal and plastic 
ornaments, 248 x 112 x 22 
cm. Image courtesy of the 
artist.
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In light of the current Covid-19 situation, our 
Kuala Lumpur gallery will be temporarily closed

from 16 March till 31 March.

Our Singapore and Bangkok gallery will 
continue to operate as per normal opening hours 

under Covid-19 precautionary measures 

We are committed to ensuring the well-being 
of our staff and visitors alike.

Thank you and stay safe!



410 411

Art Basel Hong Kong, Convention & Exhibition Centre, 
Hong Kong, China. (Canceled) 

Art Basel Hong Kong,
Online Viewing Room.

19-21 Mar 2020

18-25 Mar 2020
Art Fair /
Solo Exhibition

Yeoh Choo Kuan

Yeoh Choo Kuan’s practice considers 
the possibilities of artistic creation through 
mark-making. His interest in violence aesthetic 
touches on a variety of themes including domes-
ticity, bodily expression, and the landscape. Yeoh 
Choo Kuan presented 7 paintings from a total of 
24 pieces landscape illuminated by the artist’s 
studio environment from dawn till dusk. Titled A 
Day and Forever, this new body of work examines 
the cyclical patterns of rebirth in nature through 
man-made destruction, similar to humanity’s 
resilience, persistence, and indifference towards 
the ticking of the hands of time. It also serves as a 
timely reminder* of nature’s ability to overcome 
destruction and adversity to the human psyche 

while highlighting the ongoing conflict between 
two opposing forces. Just when seemingly all is 
lost, life reinvents itself.

杨子宽的艺术创造体现于痕迹制作的可
能性。他对于暴力美学的探讨触及了几个相关性
主题，包括了居家元素，身体的表现性，以及景
象。 启发于艺术家工作室外的自然环境，杨子宽
将展示整组一共为二十四件，从晨曦至夜暮的部
分景象作品。“永远的一天” 呈现了自然环境在
人为摧残后重生的循环规律，好比人在时间洪流
席卷的弹性，坚韧，与忽视。这组作品把自然界
的原生力比拟为人的心理状态，同时也展现两者
之间当前的冲突关系。当一切看似已逝去，生命
自然重新创造自己。

Virtual installation view. A Day and Forever, 
18 - 25 March 2020, Art Basel Hong Kong. 
Image courtesy of Richard Koh Fine Art and 
the artist.

A Day and 
Forever
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Left:
Yeoh Choo Kuan, A Day and 
Forever #5, 2019, acrylic on 
linen, 180 x 200 cm. Image 
courtesy of the artist.

Right:
Yeoh Choo Kuan, A Day and 
Forever #6, 2019, acrylic on 
linen, 180 x 200 cm. Image 
courtesy of the artist.

Left:
Yeoh Choo Kuan, A Day and 
Forever #7, 2019, acrylic on 
linen, 180 x 200 cm. Image 
courtesy of the artist.

Right:
Yeoh Choo Kuan, A Day and 
Forever #8, 2019, acrylic on 
linen, 180 x 200 cm. Image 
courtesy of the artist.
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Left:
Yeoh Choo Kuan, A Day and 
Forever #9, 2019, acrylic on 
linen, 180 x 200 cm. Image 
courtesy of the artist.

Right:
Yeoh Choo Kuan, A Day and 
Forever #10, 2019, acrylic 
on linen, 180 x 200 cm. 
Image courtesy of the artist.

A Day and Forever
by Yeoh Choo Kuan, Kuala Lumpur, 2019

There is a wooded area on the hillside 
where my studio is located, which I walk by on 
my daily commute. Observing subtle changes of 
the greenery daily has always been a pleasure 
for me. Sometimes, contractors prune the tree 
branches for the safety of pedestrians using the 
pathway, leaving behind the cut branches which 
occasionally lead to bush fires. Yet no matter 
how much the chainsaws slice and flames burn, 
everything grows back as fast as its cut down. 
I am always in awe at how nature rejuvenates 
itself bit by bit, little by little. 

Referencing LuShan Mountain by Zhang 
Daqian (an unfinished 10 meter ShanShui 
painting he did during his later years) this second 
part of the Streaming Mountain series, titled A 
Day and Forever, is a grouping of 24 paintings 
depicting the environment around the studio 
from dusk till dawn, focusing on the irrevers-
ible passage of time. Zhang’s ink splashing has 
inspired me to further develop this series, where 
I allow the accidental vista to slowly materialise 
in my mind, further delving into the traditions of 
ShanShui painting. 

Unlike his signature use of bright Ultra-
marine splashes, LuShan Mountain has a melan-
cholic mood to it. I tend to think of it as a vision 
of decay, as he was battling with bad health in 
his final years. While the general consensus 
favours this painting for the serenity of its 
landscape; I myself see the conflict between the 
forces of man and nature, and A Day and Forever 
is my interpretation of this work in relation to my 
environment and struggles.

Left:
Yeoh Choo Kuan, A Day and 
Forever #11, 2019, acrylic 
on linen, 180 x 200 cm. 
Image courtesy of the artist.
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Installation view. Cloud, 3 - 25 April 2020, 
Richard Koh Fine Art, Gillman Barracks, 
Singapore. Image courtesy of Richard Koh 
Fine Art.
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Richard Koh Fine Art, Gillman Barracks,
Singapore

3 - 25 Apr 2020
Solo Exhibition

Wah Nu

Installation view. Cloud, 3 - 25 April 2020, 
Richard Koh Fine Art, Gillman Barracks, 
Singapore. Image courtesy of Richard Koh 
Fine Art.

Clouds
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Top:
Wah Nu, Cloud #008-048, 
2006, acrylic on canvas, 46 
x 61 cm. Image courtesy of 
the artist.

Middle:
Wah Nu, Cloud #005-045, 
2005-2009, acrylic on 
canvas, 46 x 61 cm. Image 
courtesy of the artist.

Bottom:
Wah Nu, Cloud Over The Plain 
#002-040, 2004/2019, 
acrylic on canvas, 76 x 91.2 
cm. Image courtesy of the 
artist.

Right:
Installation view. Cloud, 3 - 
25 April 2020, Richard Koh 
Fine Art, Gillman Barracks, 
Singapore. Image courtesy of 
Richard Koh Fine Art.

Evoking the Familiar: Wah Nu’s Clouds 
and the Visual Vernacular
by Louis Ho, March 2020

“The cloud is a pictorial motif. 
It travels from artist to artist by 
means of pictures, like other con-
ventional elements of nature … 
that organize a composition while 
evoking the familiar.”1 
...

There are little but clouds on display 
in Wah Nu’s latest suite of paintings. Here, the 
artist’s fascination with the meteorological 
phenomenon has taken on almost obsessive 
channels of repetition and modularity. The 
otherwise feathery textures and amorphous 
shapes of these condensate masses are 
rendered, in her particular visual vocabulary, as 
abstractions defined by hard-edged silhouettes 
and vivid palettes. She reprises the motif over 
and again in sizes both hefty and dainty, colours 
vibrant and sober; in compositions singular 
and multiple, and shapes realistic and fanciful. 
Cloud #021-112 (2019), for instance, typifies 
the single or group portrait of individual clouds. 
Against a rich, chocolatecoloured background, a 
sextet of fluffy forms hover in mid-air, a series of 
peach-hued, alto cumulus clouds lined in gray 
and brown outlines that delineate the forms from 
their setting. Ditto, say, Cloud #017-102 (2019) 
or Cloud #019-108 (2019-20): both are studies 
of solitary clouds, in colours ranging from the 

vibrant crimson sky of the former to the varying 
shades of gray-green of the latter; the circular 
contour of #019- 108 also seems to represent 
a deviation from the quasi-realistic forms of its 
fellows, its ring-shaped profile being uncom-
monly observed - if ever - in nature. Cloud & the 
Sea #017-114 (2019-20), on the other hand, is 
emblematic of the larger paintings in the series. 
These are depictions of dense, turbulent agglom-
erations more closely resembling landscapes, or 
skyscapes, in the manner that are familiar from 
art history, a counterpart in this regard, perhaps, 
being the lavishly detailed firmaments of Jacob 
van Ruisdael, the landscape painter par excel-
lence of the Dutch Golden Age. Dominating the 
composition of #017-114 is an arch of turquoise 
cloud that seems almost solidly sculptural in 
form, curving its way into the foreground and 
terminating in a length of orange that cuts 
across the lower third of the tableau. Billowing 
up behind it are voluminous masses in cerulean, 
pistachio and cream tones, all outlined in similar 
shades of blue, brown, green and white, rising 
from the horizon line like wisps of thick, can-
dy-coloured smoke. 

Before we turn to what Wah Nu’s images 
may connote, it may be instructive to consider 
what they are not. The iconography of clouds 
looms large in the history of Western art, and it 
has been claimed that, prior to the seventeenth 

1   John Walsh, “Skies and 
Reality in Dutch Landscape” 
in Art in History/History in 
Art: Studies in Seventeenth-
Century Dutch Culture, eds. 
David Freedberg and Jan 
de Vries (Santa Monica, CA: 
Getty Center for the History 
of Art and the Humanities, 
1991), pp. 95 - 118. See p. 
106

2   Richard Hamblyn, Clouds 
(London: Reaktion Books, 
2017), p. 122.

3   One of the most famous 
discussions of the depiction 
of clouds in Correggio’s 
work is, of course, Hubert 
Damisch’s A Theory of /
Cloud/: Toward
a History of Painting, trans. 
Janet Loyd (Stanford, CA: 
Stanford University Press, 
2002).

4   Walsh, “Skies and Reality 
in Dutch Landscape”, p. 103.

5   Both quotes are from Mary 
Jacobus, Romantic Things: A 
Tree, a Rock, a Cloud (Chicago 
& London: University of 
Chicago Press, 2012), p. 
13-14.
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century, the motif of the cloud was deployed to 
mostly ornamental and decorative purposes in 
art, “with few formal or structural relations to the 
images they happened to appear in.”2 One partic-
ular instance to the contrary, of course, would be 
The Assumption of the Virgin, completed in 1530, 
which graces the dome of the Cathedral of Parma. 
Correggio’s magisterial fresco, a masterpiece of 
trompe l’oeil illusionism, is justly renowned for its 
incorporation of the architecture into its pictorial 
scheme, ringing the interior surface of the dome 
with reams of rolling clouds ascending to the 
tip of the vault, and its human figures paving 
the way for the widespread adoption of fore-
shortening as a technique during the Baroque 
period.3 A generation later, Dutch and Flemish 
landscape painting would see the emergence of 
clouds as a subject of artistic study in their own 
right, with those of van Ruisdael being noted for 
their atmospheric effects and naturalistic detail; 
as one commentator has remarked, he was “one 
of the most accurate observers of the skies and 
painted clouds of several types not encountered 
in other artists’ work.”4 An especial admirer of 
van Ruisdael’s was the English painter John 
Constable, whose own cloud studies, while “sci-
entifically informed .. with their particularities 
of time, date and weather conditions”, were as 
much expressions of personal sentiment as they 
were depictions of the celestial environment, 
“less a notation of changing weather effects 
than a series of Romantic lyrics: exhalations 
and exclamations, meditations and reflections, 

attached to a specific location and 
moment in time.”5 

Optical illusions of clouds 
overhead, di sotto in sù,6 from the 
viewer’s vantage point on the 
ground; studies of the troposphere 
based on empirical observation 
and mimetic portrayal; Romantic 
renderings of the skies as an exter-
nalization of emotional subjectiv-
ity - Wah Nu’s flat, abstract, car-
toon-like paintings sidestep these 
art historical paradigms altogether. 
If it is evident that they present a 
departure from the iconographic 
familiarity of clouds as Western 
art history has bequeathed it to 
us, how, then, might we imagine 
their lineage, if such be necessary? 
Where, in other words, may we 
locate the visual antecedents, 
or originary moments, of these 
images? Here, those points of 
origin are not historical, but rather 
situated in the everyday, in the 
here and now of the artist’s immediate environs. 
Wah Nu has noted of her cloud forms that one of 
their primary inspirations is, indeed, the natural 
universe: 

I refer the clouds in the nature. It’s 
easy. When I see the forms I like 
and want to use in the paintings, I 
take the sketches or photos. Then 

Image 1. Image courtesy of nnncl workshop.

Image 2. Image courtesy of nnncl workshop.

Left:
Wah Nu, Cloud #019-108, 
2019-2020, acrylic on 
canvas, 114 x 139.5 cm. 
Image courtesy of the artist.

I use the forms appropriately in 
the paintings …… Compositions 
of clouds drifting in the wide 
blue sky are always breathtaking. 
Compositions in nature are always 
complete, simple but wonderful, 
so I cannot help it but use them in 
my paintings.7 
To return to #019-108, for one: it’s ringed 

shape may strike the viewer as unusual, espe-
cially when seen as a solitary study and coloured 
in a palette far removed from verisimilitude, but, 
as a photograph taken by the artist will attest to, 
it derives its appearance from an actual cloud 
formation she witnessed. (Image 1) The arc of the 
upper arm of the same formation, clearly visible 
in the photograph, also resembles the outline 
of the main cloud in #017-114. The latter, like 
the other larger paintings in the series, are not 
premised on studies of individual clouds, but 
rather skyscapes, and here, again, the visual 
origins of the image may be traced to specific 
moments experienced by the artist. Another 
photograph, of Wah Nu whilst on a day out with 
her family at the beach, suggests that #017-114 
is likewise more than just a painting of clouds, 
being, in fact, a depiction of the sky at sunset. 
(Image 2) The orange line in the painting evokes 
the horizon line as seen over a wide expanse 
of water, its gradated hues finding a real-life 
counterpart in the shot of the glowing, golden 
light of the setting sun illuminating the tableau. 
In addition to being inspired by the sight of a 
crepuscular blaze, the work is also a composite 
image originating in other sources. The artist 
points to a photograph, discovered online, of 
ice formations in Iceland, a visual that she found 
particularly appealing; it is here that the genesis 
of both the chromatic sensibility and the com-
positional format of the clouds of #017-114 
becomes evident.8 The blues, greens and white 
of the painting are mirrored in the photographic 
image, as does the spiraling contour of the 
turquoise cloud reflect the viewpoint of the 
camera, which captures the curvature of the 
encrustations of ice. 

That Wah Nu’s imagery is indebted to 
natural forms is apparent, but, unlike Constable’s 
or van Ruisdael’s close attention to atmospheric 
detail, her pictorial vocabulary is manifestly 
unnaturalistic, its highly stylized shapes and 
colour combinations seeming to approximate 
the visual language of illustration and design 
as much as they do natural phenomena. The 
broad range of visual references that she draws 
upon does indeed extend to the realm of the 
graphic - specifically, the Burmese comic book, 
called ka-toon sa-oaht.9 These publications, 
intended for mass distribution and consumption, 
are cheaply printed with low-cost materials and 

typically do not retail for much.10 As Aung Soe 
Min and Courtney Wittekind relate the tale, comic 
books were first published in Myanmar in 1960 - 
though comic strips made their first appearance 
with the British colonialists in the early years 
of the twentieth century - and achieved their 
greatest popularity during the height of the 
socialist era in the 1970s and 80s, when the 
state of the country’s economy precluded the 
widespread printing and buying of books. The 
authors characterize its heyday as such: “ This 
was the time when numerous masterpieces of 
the Burmese comic industry were published 
… Love stories and science fiction books were 
published as comics and graphic novels, and 
some adults began collecting them.”11 

Wah Nu, who was born in the late 1970s, 
would have come of age with these publications, 
and a few examples would suffice to demonstrate 
the influence that such graphic imagery has had 
on her visual imagination. A panel from a black-
and-white comic book, for instance, with a patch 
of sky clearly visible, depicts cumulus clouds in 
a manner that is familiar from her paintings: as 
flat, cleanly silhouetted forms defined by small 
curves, with little shading to suggest volume or 
dimension, and edged by a thick line that again 
recalls Wah Nu’s use of coloured outlines to 
delineate her clouds. (Image 3) A comparison 
with another example of a typical Burmese 
comic strip reveals further affinities with the 
medium. (Image 4) The publication is awash 
in surreal, vivid colours applied in unrealistic 
scenarios, from purple vegetation to green skies 
to yellow and pink ground - it is as if the printer 
had access to a limited variety of pigments, and 
switched hues around in individual panels to fill 
out different objects and figures. In one partic-
ular instance, the derivation seems direct: the 
panel in the top row of the comic, at the extreme 
right, features deep green foliage set against a 
sky of paler green, a combination that recalls the 
tonalities of #019-108. 

Wah Nu has also spoken, apropos of her 
paintings, of Myanmar’s most famous historical 
and archaeological site, the temples and stupas 
of Bagan.12 The site, said to have been founded 
by Anawrahta in the 11th century, is the location 
of the city that served as the capital of the 
Pagan Kingdom,13 and the thousands of religious 
structures that dot the Bagan Plains around the 
Irrawaddy River are famed not just for their his-
torical import, but for the painted murals that 
grace their interiors. Andrew Ranard’s compre-
hensive tome, Burmese Painting: A Linear and 
Lateral History, notes of the Bagan murals:

 … little shading was used and 
generally the paintings lack 
depth and mass. The colors are 
flat - sometimes outlined in 

Image 3. Image courtesy of 
Louis Ho.

Image 4. Image courtesy of 
Louis Ho.

6   The phrase, in Italian, 
means “from below to 
above”, and refers to the 
foreshortening of figures and 
objects painted on a surface 
above the viewer so
as to provide the illusion 
of optical accuracy when 
looking upwards.

7   In an e-mail to the author, 
dated February 22, 2020.

8   The image in question, 
Man in Ice Cave, Iceland 
by Tom Mackie, is not 
reproduced here due to 
licensing requirements. 
However, it may be viewed
online at the website of the 
photo agency, plainpicture, 
at <https://www.plainpicture.
com/en>, through its search 
engine (last accessed March 
17, 2020).

9   The characterization of 
Wah Nu’s cloud forms as 
cartoon-like was made on 
the occasion of her first solo 
exhibition in 2004 at Lokanat 
Gallery, Yangon , where 
she showed the earliest 
examples of her cloud 
paintings; it was pointed 
out by the artist’s father, 
renowned Burmese film 
director Maung Wunna. As 



426 427

black - standing out starkly from 
their backgrounds … Linear per-
spective was not known or used 
…… The dominant colors are dark 
reds, browns, yellows, black, and 
chalk-white - colors of the earth, 
from which many pigments were 
derived - and sometimes a very 
dark, almost undetectable green, 
or what is sometimes called blue 
…14 

The predominantly earth-toned palette 
of the murals, with accents of black, white and 
green that in many cases have oxidized and 
darkened over time, is still visible today, and, 
as the photographs reproduced in Ranard’s 
book make clear, their colours span a narrow 
gamut from ochre to umber to an ox-blood red, 
dovetailing - according to the artist herself15 - 
with the chromatic scheme of paintings such 
as #021-112 and Cloud and the Sea #007-071 
(2020). The tawny brown and cream shades 
of the clouds in the latter work, for instance, 
rising up from a white horizon line and a jade-
green sea, bears uncanny semblance to Ranard’s 
description of the Bagan murals.

From quotidian observations to Internet 
images to vintage comics to historical murals 
- the visual sources of Wah Nu’s paintings are 
wideranging, encompassing various aspects of 
the artist’s everyday life. W. J. T. Mitchell coined 
the term “vernacular visuality” to describe 
the modes of looking which occur in our daily 
routines, drawing out the possible lines of con-
nection between visual culture and the wider 
optical field functioning in the experiential 
world. “Visual culture”, he notes, “starts out 
in an area beneath the notice of these disci-
plines [art history, aesthetics] – the realm of … 
“immediate” visual images and experiences. 
It comprises a larger field of what I would call 
“vernacular visuality” or “everyday seeing”…” 
In a broad sense, the vernacular visual encom-
passes everyday optical experience in which 
visual culture is embedded, or from which it 
originates, a “visual construction of the social” 
that both informs and is informed by the “social 
construction of vision.”16 His characterization 
of the vernacular visual would agree with much 
of the citational complex of the cloud paintings 
here, drawing as the latter does from sources 
that are deeply embedded in the workings of 
the gaze. These determinedly two-dimensional, 
candy-coloured images, then, may be said to be 
indicative of the artist’s own visual universe and 
of the circuits of visual culture in contemporary 
Myanmar, an articulation of a vernacular idiom 
simultaneously mundane and multivalent, an 
evocation of the familiar.

shared in an interview with 
the author on Feb 17, 2020.

10   Details in this part of the 
essay are derived from the 
brief but useful history of 
the comic book in Myanmar, 
“When Lines Shine a Light in 
the Darkness”, by Aung Soe 
Min and Courtney Wittekind. 
The article is archived on 
the website of the Goethe 
Institut Myanmar at <https://
www. goethe.de/ins/mm/en/
kul/mag/20697882.html> 
(last accessed March 14, 
2020).

11   Ibid.

12   She remarks: “Daily 
social life is full of colors 
everywhere, isn’t it? 
Turquoise in ancient Egypt 
jewelries, red in ancient 
mural paintings of Bagan,
blue in Japanese woodblock 
print, yellowish pages in 
forty/fifty-year old book … I 
use them all.” In an e-mail to 
the author, dated February 
22, 2020.

13   A keen national pride 
is discernible in Wah 
Nu’s practice. She has, for 
much of her artistic career, 
also produced work in 
collaboration with her
husband, Tun Win Aung, 
with their output in recent 
years being concerned with 
Burmese history - their 
project for the fifth edition of
the Singapore Biennale 
in 2016, titled The Name, 
portrayed martyred figures 
and heroes from Myanmar’s 
anti-colonial movement of 
the late nineteenth and early 
twentieth centuries.

14   Andrew Ranard, Burmese 
Painting: A Linear and Lateral 
History (Chiang Mai, Thailand: 
Silkworm Books, 2009), p. 6.

15   In an interview with the 
author on Feb 17, 2020.

16   Both quotes are from W. J. 
T. Mitchell, What Do Pictures 
Want?: The Lives and Loves of 
Images (Chicago: University 
Of Chicago Press, 2006),
p. 356. For more on Mitchell’s 
notion of vernacular 
visuality, the reader may 
refer to “An Interview with 
W. J. T. Mitchell” in Margaret 
Dikovitskaya, Visual Culture: 
The Study of the Visual after 
the Cultural Turn (Cambridge, 
MA and London: MIT Press, 
2006), pp. 238 - 57.

Above:
Wah Nu, Cloud and the Sea 
#017-114, 2019-2020, 
acrylic on canvas, 183 x 
274.3 cm. Image courtesy of 
the artist.
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Top:
Wah Nu, Cloud #016-100, 
2019, acrylic on canvas, 114 
x 139.5 cm. Image courtesy 
of the artist.

Bottom:
Wah Nu, Cloud #020-111, 
2019, acrylic on canvas, 114 
x 139.5 cm. Image courtesy 
of the artist.

Top:
Wah Nu, Cloud #018-104, 
2019, acrylic on canvas, 114 
x 139.5 cm. Image courtesy 
of the artist.

Bottom:
Wah Nu, Cloud #017-102, 
2019, acrylic on canvas, 114 
x 139.5 cm. Image courtesy 
of the artist.
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Above:
Wah Nu, Cloud #021-112, 
2019, acrylic on canvas, 114 
x 139.5 cm. Image courtesy 
of the artist.

Above:
Wah Nu, Cloud #022-113, 
2019, acrylic on canvas, 114 
x 139.5 cm. Image courtesy 
of the artist.
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Due to further developments of the Covid-19 
pandemic, Richard Koh Fine Art (Kuala Lumpur) 

and Richard Koh Projects (Bangkok) will be 
closed till further notice.

Richard Koh Fine Art (Singapore) will 
continue to operate as per normal opening hours 

under Covid-19 precautionary measures.

We are committed to ensuring the well-being 
of our staff and visitors alike.

Thank you and stay safe!

The gallery remains contactable at
info@rkfineart.com
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May
2020

Movement Control Order
Extended : 23 April -12 May

Conditional Movement Control Order
10 May - 9 June

MALAYSIA

Circuit Breaker
Extended : 21 April - 1 June

Curfew
Extended : 17 - 31 May

(11 pm - 4 am)

SINGAPORE

BANGKOK
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Due to recent developments regarding Covid-19 
pandemic, our galleries in

Kuala Lumpur, Bangkok and Singapore
are now all closed until further notice.

We remain contactable via the following
email addresses:

Richard Koh (richard@rkfineart.com),
Michael Low (michael@rkfineart.com),

Christiaan Haridas (christiaan@rkfineart.com),
Wei Fung (wei@rkfineart.com)

Thank you and stay safe!
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Richard Koh Projects, Bangkok,
Thailand.

29 May - 18 Jun 2020
Solo Exhibition

Attasit Aniwatchon

Installation view. The Melodrama:
Images, Pictures and Paintings, 29 May - 18 
June 2020, Richard Koh Projects, Bangkok, 
Thailand. Image courtesy of Richard Koh 
Fine Art.

The Melodrama:
Images, Pictures 

and Paintings
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Top:
Attasit Aniwatchon, Perfect 
Family, 2019, acrylic on 
canvas, 120 x 100 cm. Image 
courtesy of the artist.

Bottom:
Attasit Aniwatchon, Small 
House, 2018, acrylic on 
canvas, 73 x 92 cm. Image 
courtesy of the artist.

The Melodrama: Images, Pictures and Paintings
by Attasit Aniwatchon, 9 December 2020

“Half way through my life, I’ve become 
a normal guy whose eyes recognize beauty 
in all things.” My paintings have been mostly 
depending on the use of photographs. Strangely 
enough, I am not a professional photographer at 
all. With modern photography technologies and 
some basic visualization skill, I could virtually 
record everything that picks my interest. Then 
with a little bit of editing in composition, bright-
ness and color on my computer, it was all done. It 
was so easy that lately I felt totally in control of 
how I worked, so much so that it was getting less 
exciting.

When taking a break from painting, I’d 
usually leave my schedule unplanned and simply 
let my thoughts follow the attraction of things 
surrounding me – to be free from the boredom 
I found in the world of arts. Nothing was right or 
wrong during this period of time, there was no 
pretense - nothing. If I said “This toy box looks 
nice”, I really meant it. I saved lots of popular 
pictures that were widely shared online and had 
fun with them using several applications that 
could transform me or anyone into 3-D avatars. 
I immensely enjoyed that fact that the results of 
these apps could create the kind of beauty that 
everyone can understand and appreciate them. 
After that I may put a highly entertaining B-Grade 
movie on for a while. 

When arts and life merged as one, I was 
thrilled again to see the invited lines, colors 
and other foreign objects acting as sarcastic 
narrators to the same old life scenes. The bound-
aries between various kinds of pictures were 
connected to one another. There was something 
expected and totally unexpected taking place 
within one single picture. It was a conclusion 
that also seemed like a beginning of my own 
exploration of possibilities in artworks – as long 
as my constant boredom remains.

“กว่าครึ่งทางของชีวิต ผมกลายเป็นคนธรรมดาที่
เห็นอะไรก็สวยไปหมด”

งานเขียนรูปของผมใช้ภาพถ่ายเป็นหลัก แปลกก็
ตรงที่ว่าผมไม่ใช่ผู้ชำานาญการด้านการถ่ายภาพแต่อย่างใด 
อาศัยเทคโนโลยีสมัยใหม่ บวกกับทักษะพื้นฐานในการเห็น 
เพียงแค่นี้ผมก็สามารถบันทึกทุกอย่างที่ผมสนใจได้แล้ว 
จากนั้นก็ตัดแต่งองค์ประกอบ แสง สี ในคอมพิวเตอร์อีก
นิดก็เรียบร้อย มันง่ายจนผมรู้สึกว่า ผมควบคุมกระบวนการ
ทำางานของตัวเองได้หมดจนระยะหลัง ๆ ผมแทบไม่รู้สึกตื่น
เต้นกับมันเท่าไร และแน่นอนที่สุด...ถ้าผมทำาได้ คนอื่น ๆ 
ก็ทำาได้เช่นกัน

พักจากการเขียนรูปผมก็มักทำาตัวเองให้ว่างเปล่า 
ปล่อยความคิดไปตามแรงดึงดูดของสิ่งรอบ ๆ ตัว หลุดออก
จากความน่าเบื่อที่พบเจอในโลกศิลปะ ไม่มีถูกหรือผิดใน
ช่วงเวลานี้ และไม่เสแสร้งใด ๆ ทั้งสิ้น ถ้าผมบอกว่ากล่องใส่
ของเล่นเด็กสวยดี ผมก็หมายความตามนั้นจริง ๆ ผมเซฟ
รูปสวย ๆ ที่แชร์กันในโลกออนไลน์ และสนุกไปกับแอปพลิ
เคชันที่เปลี่ยนเราหรือใครให้เป็นคาแร็กเตอร์เสมือนจริง
แบบ 3 มิติ ผลลัพธ์ของภาพเหล่านี้บรรลุความงามในแบบ
ที่ใครก็เข้าถึงได้ ผมชอบตรงนี้ของมันมาก จากนั้นผมอาจ
เปิดหนังเกรดบีสนุก ๆ ดูสักพัก เอาความบันเทิงเป็นหลัก 
เพราะโลกนี้ยังมีสิ่งสวยงามน่าสนใจอีกมากที่ไม่ได้ถูกเรียก
ว่าศิลปะ...แล้วก็เป็นอย่างที่คิดไว้จริง ๆ ...มีบางสิ่งเกิดขึ้น
กับความคิดในการทำางานของผม...

เมื่อถึงเวลาที่ศิลปะกับชีวิตรวมกันเป็นหนึ่งเดียว 
ผมรู้สึกตื่นเต้นอีกครั้งที่ได้เห็นเส้น สี รูปทรง และสิ่งแปลก
ปลอมที่ได้รับเชิญ ทำาหน้าที่บรรยายฉากละครแห่งชีวิต
เรื่องเดิม ๆ ด้วยอารมณ์เสียดสี ประชดประชัน พรมแดน
ระหว่างภาพหลากหลายประเภทถูกเชื่อมโยงเข้าหากัน มี
ส่ิงที่คาดหวังและเกินความคาดหมายเกิดขึ้นในภาพภาพ
เดียว มันเป็นบทสรุปที่เหมือนจะเป็นจุดเริ่มต้นของการ
ค้นหาความเป็นไปได้ในการทำางานศิลปะต่อไป ตราบเท่าที่
ผมยังรู้สึกเบื่อกับอะไรง่าย ๆ และจำาเจกับฉากชีวิตที่ไม่เคย
เปลี่ยนแปลง 

 อรรถสิทธิ์ อนิวรรตน์ชน
 9 ธันวาคม พ.ศ. 2562
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Above:
Attasit Aniwatchon, My Pretty 
House, 2019, acrylic on 
canvas, 110 x 130 cm. Image 
courtesy of the artist.

Above:
Attasit Aniwatchon, Dream 
House, 2019, acrylic on 
canvas, 100 x 120 cm. Image 
courtesy of the artist.
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Right:
Installation view. The Melodrama:
Images, Pictures and Paintings, 29 May - 18 June 
2020, Richard Koh Projects, Bangkok, Thailand. 
Image courtesy of Richard Koh Fine Art.

Bottom:
Attasit Aniwatchon, House & 
Furniture Set, 2018, acrylic on 
canvas, 100 x 120 cm. Image 
courtesy of the artist.

Top:
Attasit Aniwatchon, My 
Happy Family, 2018, acrylic 
on canvas, 120 x 170 cm. 
Image courtesy of the artist.
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June
2020

Recovery Movement Control Order
10 June - 31 August 2020

MALAYSIA

Post-Circuit Breaker:
Phase 1

2 - 18 June 2020 
Phase 2

From 19 June 2020

Curfew
1 June - 14 June 2020

(11 pm - 3 am)

SINGAPORE

BANGKOK
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Thames & Hudson to publish 
‘100 Sculptors of Tomorrow’ by 
Kurt Beers 
http://www.artdaily.com/
news/115355/Thames---Hudson-to-
publish--100-Sculptors-of-Tomorrow--
by-Kurt-Beers#.XVd0A5MzaHv/

Artdaily, 2019.08.17

Prince Siriwannavari He opened 
the Silpaathorn exhibition 62 
years. 
https://komchadluek.net/news/
knowledge/381568

Komchadluek Online, 2019.07.30
【艺术平台】金箔烫金技术展现 
“权/利”痴迷 
https://www.enanyang.my/
news/20190719/

南洋商报, 2019.07.19

Cambodia: now and then 
https://www.nationthailand.com/
lifestyle/30372046

State of Art: 5 Exhibitions to catch 
in KL this July 2019 
https://www.star2.com/
culture/2019/07/10/afghanistan-
artist-amin-taasha-time-lapse-exhibit/

颜振利／童年往事六 
https://www.sinchew.com.my/content/
content_2075228.html

Pattana Chuenmana: The Belief in 
the Invisible 
https://www.cobosocial.com/dossiers/
pattana-chuenmana-the-belief-in-the-
invisible/

The Long Road to Freedom 
http://www.funds-europe.com/digital-
editions/funds-global/fga-july-2019/
mobile/index.html#p=48

Step into a dark fairytale at 
Afghan artist Amin Taasha’s 
exhibition 
https://www.cobosocial.com/dossiers/
pattana-chuenmana-the-belief-in-the-
invisible/

The Nation, Thailand, 2019.07.01

Lifestyle Asia, 2019.07.03星洲网, 2019.07.01 CoBo Social, 2019.07.04

Funds Global Asia, 2019.07

The Star, 2019.07.10

The Brooklyn Rail, 2019.07-09
Anne Samat: Greatest Love 
https://brooklynrail.org/2019/07/
artseen/Anne-Samat-Greatest-Love/

Lifestyle Asia, 2019.09.01
10 must-see exhibitions in 
Bangkok this September 2019 
https://lifestyleasia.com/bk/
culture/10-must-see-exhibitions-
bangkok-september-2019/

Matichon Online, 2019.08.01
‘Prince Siriwanawaree’ received 
the words “Art is the foundation 
for everything.” 
https://www.matichon.co.th/court-
news/news_1606441/

Funds Global Asia, 2019.07
The Long Road to Freedom 
www.funds-europe.com/digital-
editions/funds-global/fga-july-2019/
mobile/index.html#p=49

The Straits Times, 2019.07.12
Arts Picks: Melissa Sim Deputy 
Life Editor recommends 
https://www.straitstimes.com/lifestyle/
arts/arts-picks-melissa-sim-deputy-
life-editor-recommends

COBO Social, 2019.07.30
Pattana Chuenmana – The belief 
in the invisible 
https://www.cobosocial.com/dossiers/
pattana-chuenmana-the-belief-in-the-
invisible/

Svay Sareth’s ‘The Breath of 
Change’ at RKFA 
https://www.artandmarket.net/
news/2019/6/30/svay-sareths-the-
breath-of-change-at-rkfa

Art and Market, 2019.06.30

MEDIA

mStar, 2019.09.07
Haffendi Anuar mungkin tak 
dikenali, namun namanya 
tersenarai antara 100 pengukir 
berbakat besar dunia! 
https://www.mstar.com.my/xpose/
figura/2019/09/07/haffendi-pemahat

Singapore Tatler, 2019.09.12
Revel In Mid-Autumn Festivities 
At Moonfest 2019, Or Catch A 
Play By Shakespeare’s Globe This 
Weekend  
https://sg.asiatatler.com/society/
mid-autumn-festival-moonfest-2019-
shakespeares-globe-this-weekend

COBO Social, 2019.09.11
Art Jakarta 2019: Artwork 
Highlights  
https://www.cobosocial.com/dossiers/
art-jakarta-2019/

The Star, 2019.09.10
Icelandic artist’s cartoonish, if 
not ghoulish, portraits offer stark 
humour and truth  
https://www.thestar.com.my/lifestyle/
culture/2019/09/10/icelandic-artist-
georg-oskar-figurative-art-exhibitiont

The (un)-related Sceneries Richard 
Koh Fine Art 
www.randian-online.com/np_event/
the-un-related-sceneriesrichard-koh-
fine-art/

Randian, 2019.09

HOL: Scab: Crying Tiger In The 
Night Market Richard Koh Fine Art 
www.randian-online.com/np_event/
hol-scab-crying-tiger-in-the-night-
marketrichard-koh-fine-art-rkfa/

Randian, 2019.09
Kunsttips nå i høstferieuken 
https://www.dagsavisen.no/kultur/
kunst/kunsttips-na-i-hostferieuken-
1.1593601?paywall=true

Dagsavisen, 2018.09.30

This sculptor wants the public to 
interact with his installations 
https://www.star2.com/
culture/2019/09/23/sculptor-james-
seet-the-back-room-kl-exhibition-clay/

The Star, 2019.09.23

Art Gallery in KL: 5 Art Galleries 
for All You Art Fans 
https://www.sterrific.com.my/blog/art-
gallery-in-kl/

Sterrific, 2019.10
Faris Nakamura Solo at Richard 
Koh Fine Art 
https://www.artandmarket.net/
news/2019/10/4/faris-nakamura-solo-
at-richard-koh-fine-art

Art and Market, 2019.10.04

Nadiah Bamadhaj’s Lush Fixations 
www.randian-online.com/
np_event/lush-fixationsby-nadiah-
bamadhajrichard-koh-fine-art/

Randian, 2019.10
Justin Lim’s Planet Shangri-La 
http://www.acaw.info/?page_
id=35683

Randian, 2019.10Funds Global Asia, 2019.10
Contemporary Communication 
www.funds-europe.com/
digital-editions/funds-global/
fga-october-2019/mobile/index.
html#p=48

Haffendi Anuar recognised as one 
of the world’s exciting sculptors 
in ‘100 Sculptors Of Tomorrow’ 
book  
https://www.thestar.com.my/lifestyle/
culture/2019/09/05/haffendi-anuar-
sculptor-book-contemporary-art

The Star, 2019.09.05The Star, 2019.09.03
Haffendi Anuar recognised as one 
of the world’s exciting sculptors in 
‘100 Sculptors Of Tomorrow’ book 
https://www.star2.com/
culture/2019/09/05/haffendi-anuar-
sculptor-book-contemporary-art/

Lófficiel Hommes, 2019.09.05
Imagination Sanctuary  
https://hommesthailand.
com/2019/09/ทพี ำานักของจินตนาการ-
imagination-sanctu/

Honeycombers SG, 2019.09.06
Wong Perng Fey: The (un)-related 
Sceneries 
https://thehoneycombers.com/
singapore/event/wong-perng-fey-the-
un-related-sceneries/

Options, The Edge, 2019.07
Artist couples produce artworks 
that examine relationship 
dynamics in G13 Gallery 
exhibition https://www.optionsthe 
edge.com/topic/culture/artist-couples- 
produce-artworks-examine-relation 
ship-dynamics-g13-gallery-exhibition

Exhibition Extravaganza: Faris 
Nakamura’s Remember This Place, 
For We Will Be Back Here Again 
Someday https://bakchormeeboy.
com/2019/10/04/exhibition-
extravaganza-faris-nakamuras-
remember-this-place-for...

Bakchormeeboy, 2019.10.04
Quando Buddha arriva nel 
chiostro 
https://www.ilmattino.it/

Il Mattino, 2019.10.05
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Astro AWANI, 2019.10.21
ASEAN Culture House komitmen 
Korea Selatan terus dekati Asia 
Tenggara 
www.astroawani.com/berita-dunia/
asean-culture-house-komitmen-
korea-selatan-terus-dekati-asia-
tenggara-220590

The Star, 2019.10.22
This artist paints various 
depictions of Utopia throughout 
history and art  
https://www.star2.com/
culture/2019/10/22/utopia-
exhibition-art-justin-lim-richard-koh-
fine-art/

The Star, 2019.10.22
ArtAid 2019 returns with its 
biggest fundraising exhibition  
https://www.star2.com/
culture/2019/10/22/artaid-exhibition-
fundraising-contemporary-art/

domus, 2019.10.21
For his exhibition in Naples, 
curated by Demetrio Paparoni, 
the Thai artist shows a possible 
dialogue between East and West  
https://www.domusweb.it/en/art/
gallery/2019/10/18/natee-utarit-dj-
vu.html

How a Landmark Show by LGBTQ 
Artists in Thailand Is Sowing the 
Seeds of Tolerance Across the 
Region https://news.artnet.com/
exhibitions/lgbt-exhibition-bangkok-
thailand-1715448

Artnew, 2019.11.27

L’Oriente conquista Napoli 
https://wsimag.com/it/arte/58849-
loriente-conquista-napoli

ARTE, 2019.11.16
Cultural Index: What to see and 
do this week 
https://www.optionstheedge.com/
topic/culture/cultural-index-what-see-
and-do-week-nov-4-10

Options, The Edge, 2019.11.06

Young Contemporaries Award: 
Freeing Young Minds to Make 
Great Art 
https://trx.my/city/young-
contemporaries-award-freeing-young-
minds-to-make-great-art

TRX, My City, 2019.10.30

Bella, 2019.11.22
ART STORY：各有各势力，13位马
来西亚的新艺术家 
www.cittabella.my/post/2019/ART 
STORY各有各势力13位马来西亚的新
艺术

Art and Market, 2019.11.26
Melissa Tan at Richard Koh Fine 
Art 
https://www.artandmarket.net/
news/2019/11/26/melissa-tan-at-
richard-koh-fine-art

The Star, 2019.11.19
What would the world be like if 
we were all to get along? 
https://www.thestar.com.my/lifestyle/
culture/2019/11/19/what-would-the-
world-be-like-if-we-were-all-to-get-
along

Mutual Art, 2019.11
Arahmaiani: Song Of The Rainbow 
https://www.mutualart.com/Exhibition/
Arahmaiani--Song-Of-The-Rainbow/
DEE1B62B71C9205E

Art Asia Pacific, 2019.11
Jakarta - Hasanul Isyraf Idris 
http://www.artasiapacific.com/

Interview with Artist Nadiah 
Bamadhaj 
https://www.artandmarket.net/
dialogues/2019/10/25/interview-
with-artist-nadiah-bamadhaj

Art and Market, 2019.10.25

Special exhibition for new 
generation of female artists in 
Taiwan Jakarta 
https://www.cna.com.tw/news/
acul/201910190112.aspx

CNA, 2019.10.19

Art Expo Malaysia Spotlights 
Southeast Asia 
https://www.artandmarket.net/
news/2019/10/11/art-expo-malaysia-
spotlights-southeast-asia

Art and Market, 2019.10.11
Go now: 12 highlights at Art Expo 
Malaysia 2019 
https://www.optionstheedge.com/
topic/culture/go-now-12-highlights-
art-expo-malaysia-2019/

Options, The Edge, 2019.10.11

Exhibition Review - Hypnotize 
http://www.fineart-magazine.com/

Fine Art Magazine, 2019.10-12

Cultural Index: What to see and 
do this week 
https://www.optionstheedge.com/
topic/culture/cultural-index-what-see-
and-do-week-oct-7-13

Options, The Edge, 2019.10.09
Fondazione Made In 
Cloister:natee Utarit “Dejà Vu” 
https://www.worldartfoundations.com/
fondazione-made-in-cloister-natee-
utarit-deja-vu/

World Art Foundation, 2019.10.05

Asia Society, 2019.12.03
Artist Commissions Announced 
for Asia Society Triennial in NYC 
opening June 5, 2020 
https://asiasociety.org/artist-
commissions-announced-asia-society-
triennial-nyc-opening-june-5-2020

COBO Social, 2019.12.06 Object Lessons Space, 2019.12.06
SPECTROSYNTHESIS II: How an 
LGBTQ Survey Exhibition Shares 
the Greatest Message of All  
https://www.cobosocial.com/dossiers/
spectrosynthesis-ii-bacc-2019/

Faris Nakamura On White Space, 
Documenting Architectural 
Changes and a Working Format 
For Awkward Negotiations  
https://objectlessons.space/
posts/2019/faris-nakamura

Line Today, 2019.12.05
Bangkok hosts biggest ever show 
of LGBT art from Southeast Asia  
https://today.line.me/id/pc/article/Ban
gkok+hosts+biggest+ever+show+of+L
GBT+art+from+Southeast+Asia-o3gxeN

Art Touch, 2019.12.04

藏家孫啟越以同志藝術改寫亞洲當
代藝術  
https://artouch.com/people/
content-11932.html

Singapore Art Museum heads to 
Kuala Lumpur to present artworks 
at Ilham Gallery 
https://sgmagazine.com/arts-travel/
news/singapore-art-museum-kuala-
lumpur-ilham-gallery

SG Magazine, 2019.12.10
Under the Arched Sky with 
Melissa Tan and Christiaan 
Haridas 
https://pluralartmag.com/2019/12/10/
under-the-arched-sky-with-melissa-
tan-and-christiaan-haridas/

Plural Art Magazine, 2019.12,10

Tending One’s Own Garden: 
Interview with Maline Yim 
https://www.cobosocial.com/dossiers/
interview-with-maline-yim/

COBO Social, 2019.12.10

Freeing the body from 
conservatism 
https://en.qantara.de/content/
interview-with-malaysian-artist-
nadiah-bamadhaj-freeing-the-body-
from-conservatism

Qantara.de, 2019.12.06

Reconnecting art lineages: Ilham 
Gallery x Singapore Art Museum 
exhibit in KL 
https://www.thestar.com.my/lifestyle/
culture/2019/12/28/tracing-art-
lineages-ilham-gallery-x-singapore-art-
museum-exhibit-in-kl/

The Star, 2019.12.28
Everything In Its Right Place: The 
Body Politic and the Body 
https://artsequator.com/body-politic/

Artsequator, 2019.12.22

Cloudy with a chance of Zen 
https://www.thestar.com.my/lifestyle/
culture/2019/12/14/cloudy-with-a-
chance-of-zen

The Star, 2019.12.14art4d, 2019.12.14
When Diversity Turns 
Overabundance 
www.art4d.com/2019/12/when-
diversity-turns-overabundance

Zelin Seah “Too Much, Too Empty” 
www.randian-online.com/np_event/
zelin-seah-too-much-too-empty-
richard-koh-fine-art-kuala-lumpur/

Randian, 2019.12Glass Magazine, 2019.11.28
Art Basel Hong Kong announces 
its exhibitors for 2020 
https://www.theglassmagazine.com/
art-basel-hong-kong-just-announced-
its-exhibitors-for-2020/

Art Press, 2019.11.26
5組關鍵字看亞洲最大型同志議題
藝術展覽曼谷站 
https://theartpressasia.com/news/
five-keywords-for-asias-largest-lgbtq-
themed-art-exhibition-now-open-
in-bangkok-spectrosynthesis-ii-by-
sunpride-foundation/

South China Morning Post, 
2019.12.01 
Bangkok hosts biggest ever show 
of LGBT art from Southeast Asia 
https://www.scmp.com/lifestyle/
arts-culture/article/3040021/bangkok-
hosts-biggest-ever-show-lgbt-art-
southeast-asia

Art and Market, 2019.12.02
Zelin Seah ‘Too Much, Too 
Empty’ at Richard Koh Fine Art 
https://www.artandmarket.net/
news/2019/12/2/zelin-seah-too-
much-too-empty-at-richard-koh-fine-
art

性別以內，性別以外— 光.合作用 
II 包容關注：東南亞同志議題展觀
後 https://www.lezsmeeting.com/post/
read/1182

LEZS, 2020.01.01
包容關注：東南亞同志議題展 
www.artist-magazine.com/edcontent_d.
php?lang=tw&tb=9&id=9740

藝術家, 2020.01
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Beyond Borders 
https://www.bangkokpost.com/life/
social-and-lifestyle/1881170/beyond-
borders

Bangkok Post, 2020.03.18

Joshua Kane Gomes: Art Shackled 
To Hope 
https://www.arteallimite.
com/2020/01/09/revista-n-97/

ARTE AL LIMITE, 2020.03

Cambodian Painter Pen Robit 
Offers Snapshots of Reality 
Through His Colourful Art 
https://www.thestar.com.my/lifestyle/
culture/2020/02/19/cambodian-
painter-pen-robit-offers-snapshots-of-
reality-through-his-colourful-art

The Star, 2020.02.19
February Round-Up 
https://www.artandmarket.net/
news/2020/2/4/february-round-up

Art & Market, 2020.02.04 The Nation Thailand, 2020.02.24

TimeOut, 2020.02.04

Chapter 1 of The Invisible Other 
to be held at Richard Koh Projects 
in Bangkok 
https://www.nationthailand.com/
lifestyle/30382727?fbclid=IwAR3p-
ww_bmU-VAf33roSbCnY8OXn9nBsgH7
7TQREOpl4ZOm7soYrbboFnJg

Warriors 
https://www.timeout.com/singapore/
art/warriors

Bangkok Post, 2020.03.11
Plight of invisible migrants made 
visual in ‘Phantoms And Aliens’ 
https://www.bangkokpost.com/life/
social-and-lifestyle/1876224/plight-
of-invisible-migrants-made-visual-in-
phantoms-and-aliens

Art & Market, 2020.03.06
March Round-up 
https://www.artandmarket.net/
news/2020/3/6/march-round-up

Asian Cultural Council, 2020.03.03
Phantoms and Aliens | The 
Invisible Other 
https://www.asianculturalcouncil.org/
events/phantoms-and-aliens-l-the-
invisible-other?fbclid=IwAR3hLtRqVTD
3U83kjigFCR6lQzNdFAAjTzHVdBAR1G9
q6sgyXSsf9W9VcWQ

New Straits Times, 2020.03.13
Phantoms and Aliens: The 
Invisible Other (Chapter 3) 
https://www.straitstimes.com/lifestyle/
arts/arts-picks-abhinaya-musical-
expressions-of-dance

COBO Social, 2020.03.18
Travel bans aside, Richard Koh 
Fine Art ambitiously unfolds an 
exhibition across three locations 
https://www.cobosocial.com/dossiers/
richard-koh-fine-arts-phantoms-and-
aliens/

Art and Market, 2020.03.20
Southeast Asia at Art Basel Online 
Viewing Rooms  
https://www.artandmarket.net/
analysis/2020/3/20/southeast-asia-at-
art-basel-online-viewing-rooms

Time Out Singapore, 2020.02.20

Asian Journeys, 2020.01.30

Faris Nakamura 
https://digitalarchive.timeout.com/
APAC/Asia/Singapore/2020/February/
TOSG_02_2020/DVL/reader.html

Sergio Fermariello – Warriors 
https://asianjourneys.com.sg/30-
Jan-2020/sergio-fermariello-warriors

Richard Koh Fine Art Singapore 
Starts 2020 with Exhibition from 
Natee Utarit & Nadiah Bamadhaj 
https://sugarandcream.co/richard-koh-
fine-art-singapore-starts-2020-with-
exhibition-from...

Sugar & Cream, 2020.01.09

Hasanul Isyraf Idris Turns Life 
Experiences Into Trippy Artworks 
https://penangartdistrict.com/hasanul-
isyaf-idris-turns-life-experiences-into-
trippy-artworks/

Penang Art District, 2020.01.15
S.E.A. Focus 2020 Champions 
Southeast Asian Art 
https://www.artandmarket.net/
news/2020/1/11/sea-focus-2020-
champions-southeast-asian-art

Art & Market, 2020.01.11

Go now: Exhibitions in Singapore 
to start off 2020 
https://www.optionstheedge.com/
topic/culture/go-now-exhibitions-
singapore-start-2020

Of Nooks And Crannies: Faris 
Nakamura’s Structures Play On His 
Fascination With Space 
https://www.femalemag.com.sg/
lifestyle/faris-nakamura-stucture-
artist-public-space/

Options, The Edge, 2020.01.11Female, 2020.01.10
Nine Must-See Exhibitions During 
Singapore Art Week 2020” 
https://www.cobosocial.com/dossiers/
nine-must-see-exhibitions-during-
singapore-art-week-2020/

COBO Social, 2020.01.10 The Star, 2020.03.25
Malaysian art scene not digitally 
savvy enough to adapt to 
Covid-19 crisis 
https://www.thestar.com.my/lifestyle/
culture/2020/03/25/covid-19-
situation-exposes-the-malaysian-art-
scene039s-lack-of-digital-adaptability

Rai Cultura, 2020.04.30
Art in the time of COVID-19: 
Natee Utarit  
https://www.raicultura.it/arte/
articoli/2020/04/Larte-ai-tempi-del-
COVID-19-Natee-Utarit-42d94bb2-
89c4-4e51-ac77-c639598a851c.html

Flash Art, 2020.04.27
“Phantoms and Aliens: The 
Invisible Other” Gillman Barracks 
/ Singapore  
https://flash---art.com/2020/04/
phantoms-and-aliens-the-invisible-
other-gillman-barracks-singapore

Art & Market, 2020.04.03
‘Clouds’ by Wah Nu at Richard Koh 
Fine Art 
https://www.artandmarket.net/
news/2020/4/3/clouds-by-wah-nu-at-
richard-koh-fine-art

UK-based Malaysian Artist 
Haffendi Anuar Deconstructs The 
Sarong In New Series 
https://www.thestar.com.my/lifestyle/
culture/2020/05/03/uk-based-
malaysian-artist-haffendi-anuar-
deconstructs-the-sarong-in-new-series

Faizal Yunus: Winner of the 2019 
Malaysian Emerging Artist Award 
https://www.artandmarket.net/
profiles/2020/5/30/faizal-yunus

Fresh Face: Faizal Yunus 
https://www.artandmarket.net/
dialogues/2020/5/30/fresh-faces-
faizal-yunus

The Star, 2020.05.01 Art & Market, 2020.05.30 Art & Market, 2020.05.30

Phantoms and Aliens 
https://www.matichonweekly.com/
column/article_291947

Matichon Online, 2020.04.01
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Ampannee Satoh
Originally from Southern Thailand, Ampannee 
Satoh (b. 1983, Pattani, Thailand), lives and works 
in Bangkok, Thailand. She graduated in Photog-
raphy in France (2010) and has a Master of Fine 
Art from Silpakorn University, Bangkok, Thailand 
(2013). She currently teaches Visual Media & 
Collage of Design at the Rangsit Univeristy, 
Pathumthani, Thailand. Of Muslim descent, Satoh’s 
artistic practice focuses on the social and cultural 
dynamics between traditional Thai / Muslim 
emblems, such as the Burqa and the Pondok, and 
current Thai society. Satoh’s work explores the 
past and the present through an engaging variety 
of mediums including photography and video. By 
wearing the Burqa herself in her photography and 
performative works, Sathos questions the causes 
for this traditional, female, cultural element to be 
the object of much confusion and social distress.

Anne Samat
Anne Samat (b. 1973, Malaysia) graduated in 1995 
from Mara Institute of Technology, in Malaysia. She 
holds a Bachelor Degree in Art and Design (textile 
design) with a major in Weaving and a minor in 
Print and Resist.
Since graduating, Samat has received a number 
of awards such as the Jurors’ Award Open Show 
Malaysia in 2014, Top Ten Malaysian Female Artists 
in 2013, and the Incentive Award by Shah Alam 
Gallery in Selangor, Malaysia, in 2012. She has also 
recently completed her residency in Hudson Valley 
Museum of Contemporary Art, New York in 2019, 
where her first solo exhibition in the United States, 
Greatest Love, was also held.
Samat is a pioneer in the contemporary weaving 
world, promoting the woven tradition by blending 
Malaysian Songket textile with her own unique and 
contemporary style and techniques. Using intri-
cately-woven textile, synthetic fibres, rattan sticks, 
and other found objects, she creates colourful 
and elaborate totems inspired by ancient tales of 
her ancestry, evoking her familial lineage and the 
different cultures in Malaysia. Her work merges the 
old with the new; the feminine with the masculine.
Recent exhibitions include Stories We Scare 
Ourselves With, Museum of Contemporary Art, 
Taipei, Taiwan (2019); Contemporary Chaos, 
Vestfossen Kunstlaboratorium, Norway (2018); 

Elevation Laos, Vientiane, Laos (2018); Yokohama 
Triennale 2017, Yokohama, Japan; Di Mana (Where 
Are) YOUng?, National Art Gallery, Kuala Lumpur, 
Malaysia (2017); and Sultanate in the Eye, Monarchy 
at Heart, at Richard Koh Fine Art, Kuala Lumpur, 
Malaysia (2017).

Anton Del Castillo
Anton del Castillo (b. 1976, Tondo, Manila, Philip-
pines) is a multi-awarded and critically acclaimed 
Filipino visual artist known for the stunning crafts-
manship and meticulous design of his artworks 
that meditate on critiques of modernism and con-
temporary life. His production of iconic and playful 
art objects such as sculptures produced in steel 
and paintings that resemble Byzantine icons, aside 
from other projects, have earned him recognition 
not only as an artist but as a master artisan and 
craftsman.

Arahmaiani
Arahmaiani (b. 1961, Bandung, Indonesia) is an 
Indonesian artist and based in Yogyakarta, Central 
Java, Indonesia. Arahmaiani is considered by many 
to be one of the most respected and iconic con-
temporary artists, specifically in pioneering perfor-
mance art in Southeast Asia. Arahmaiani frequently 
uses art as a means of critical commentary on 
social, religion, and cultural issues.

Attasit Aniwatchon
Attasit Aniwatchon (b. 1968, Thailand) is a painter 
based in Bangkok, Thailand. He graduated with 
a BFA and an MFA in Graphic Arts from Silpakorn 
University, Bangkok. He has exhibited interna-
tionally and within Thailand. His photorealistic 
paintings rely on kitschy imagery, and examine 
how instances in a person’s life are captured and 
framed as a gesture of adding values to any given 
moment.

Aung Myat Htay
Aung Myat Htay (b. 1973, Mandalay, Myanmar) 
lives and works in Yangon, Myanmar. Aung is 
an artist, writer and independent curator. In his 
curatorial and artistic practice Aung explores local 
forms of expression combined with a contempo-
rary interpretation of traditional symbols.

ARTIST PROFILES
Eiffel Chong
Eiffel Chong graduated with an MA in Interna-
tional Contemporary Art and Design Practice from 
the University of East London and a BA (Hons) 
in Photography from London College of Printing. 
He was an award-winning photographer and has 
been featured in many exhibitions in Malaysia and 
around the world. 
AugustMan Magazine in Malaysia awarded him The 
Man Of The Year 2016, Art Category and he had also 
won the 2nd Prize in Category D for the Nikon Photo 
Contest 2014-2015, Japan. He was also one of the 
finalists for the Asia-Pacific Photobook Award 2015, 
Australia and Sovereign Asian Art Prize 2014, Hong 
Kong. The exhibitions that he was involved are ‘After 
Image: Contemporary Photography From Southeast 
Asia’, Singapore Art Museum, Singapore; ‘Others & 
Me: Contemporary Photography Exhibition’, Sharjah 
Art Museum, Sharjah, UAE; and ‘Malaysian Eye’, 
Whitebox Gallery, Kuala Lumpur, Malaysia. 
Besides his production of photographic work, 
Chong was highly engaged with the Malaysian 
photographic community; taking on the role of 
mentor for the Nikon Shooting Stars programme 
and Exposure+ Workshop. In addition, he has been 
appointed to the panel of judges for the Kuala 
Lumpur Photography Awards 2013 & 2016 and 
2017 Nikon Annual Photo Awards, Malaysia. 
More of his work can be viewed on h t t p : / / w w w .
eiffelchong.com

Faizal Yunus
Faizal Yunus (b.1989, Malaysia) is a Malaysian 
based artist who works mainly in printmaking, 
painting and installation. He graduated in Bachelor 
of Fine Arts from Mara University of Technology 
(UiTM) in 2012 majoring in printmaking. Faizal 
has been drawn towards nature as he grew up in 
such a surrounding that has helped him nurture 
his imagination and interpretation of the greenery 
around him. Autonomy has driven him to believe 
that an egalitarian society is vital which is where he 
adapts to the banal practices of everyday life into 
his abstract print paintings.
His awards include winning the 2019 of the MEAA 
2019 (Malaysian Emerging Artists Award), HOM 
& Galeri Chandan, Kuala Lumpur, and the 2018 
Resident artist for Rimbun Dahan, Kuang, Malaysia. 
Selected exhibitions include Vortex (2018), 
Richard Koh Fine Art, Kuala Lumpur, Malaysia and 
Matrix (2016), Richard Koh Fine Art, Kuala Lumpur, 
Malaysia.
In his first solo exhibition Matrix, he started 
looking into his daily life essentials and gathering 
objects surrounding him for ideas and inspiration 
as he found limitations in available facilities and 
easily gathered materials. Vortex revolved around 
a journey of finding different perspectives and 
causes of the actions he chooses to make, and 
served as his poetic statement on the current state 

of pollution and our role in undoing the beauty of 
our landscape.

Faris Nakamura
Faris Nakamura (b.1988, Singapore) graduated with 
Bachelor in Fine Arts (First Class Honours) from 
LASALLE College of the Arts in partnership with 
Goldsmiths, College of London in 2014.
Through sculptures, installations and site-specific 
works, Faris investigates the way people navigate 
and orientate themselves as they encounter space. 
He desires to understand the attachment and 
detachments people have towards spaces, how 
these relationships develop, and their impact.
Faris was most recently announced as the winner of 
the IMPART Awards, Visual Artist Category, 2020. He 
was awarded the Young Talent Programme Winners’ 
Solo, 2017/2018, the Grand Winner at the Shitsurai 
International Art Competition, Kobe Biennale, 2015 
and was the Winston Oh Travel Award recipient, 
2013.
Faris has exhibited both locally and internation-
ally. He has showcased at venues such as Gillman 
Barracks (Singapore), The Substation (Singapore), 
ION Art (Singapore), Scotts Square (Singapore),  
Georgetown Festival (Penang, Malaysia), FASS Art 
Gallery (Turkey), Kobe Biennale (Japan), and Palazzo 
Ca’ Zanardi, (Venice).
It is also notable that Faris is a flautist and has 
performed at venues such as the Esplanade Concert 
Hall and the Victoria Concert Hall (Singapore).

Gan Chin Lee
Gan Chin Lee (b. 1977, Kuala Lumpur) is an 
emerging painter trained at the Central Academy 
of Fine Arts in Beijing and at the One Academy of 
Communication Design, Selangor. He has been 
awarded a number of awards since graduating such 
as the Platinum Award by the One Academy, KL, a 
winner of the MEA Award (Malaysian Emerging 
Artist Award) in 2009 and the Bronze award for 
the Graduate Creation Award, Central Academy 
of Fine Art in Beijing. He is also an art lecturer at 
The One Academy of Communication Design in 
Selangor. A disciplined and highly skilled painter, 
Chin Lee’s occasionally multi-paneled paintings 
display complex compositions and amplified 
perspectives, usually borrowing traditional com-
positional formulas. His expressive and painterly 
works depict a wide-array of multi· racial urban 
scenes and shared social spaces such as South· east 
Asian food stalls and coffee shops that are densely 
populated by characters that seem indifferent to 
each other. There is usually a sequential narrative in 
the pictures and deciphering time is expanded due 
to the usage of polyptychs and panoramic view-
points. Inner-city anxiety, restlessness and hardship 
are captured and hyperbolized in his enigmatic and 
disorientating pictures.
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Georg Óskar
Georg Óskar (b.1985, Iceland) currently works 
and lives in Berlin, Germany. He graduated with a 
Diploma in Fine Arts from Akureyri School of visual 
arts in 2009 and subsequently obtain his MFA from 
the Faculty of Fine Art, Music and Design in Bergen, 
Norway in 2016. Since then, Oskar has exhibited 
internationally in various countries including 
Spain, Germany, China, Switzerland, Norway and 
Iceland, to name a few. 
Fundamentally, his practice is regarded as a visual 
diary of his personal observations of the mundane, 
specifically in nature and people. His works are 
composed in a unique manner to allow multiple 
entry points for viewers, prompting them to reflect 
on the complexities of contemporary life. 
Infused with a distinct twist, Oskar’s narratives are 
often sarcastic, but always offer genuine observa-
tions of his lived and built environment. A sense 
of levity and innocence is located within his nar-
ratives and murkiness of his palette, to operate as 
a ‘psychological counteract’ that enables him to 
maintain a bemused distance from the profane, the 
dark, and the obscene.

Haffendi Anuar
Haffendi Anuar (b. 1985, Malaysia) is an artist 
based in Kuala 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’s multidisciplinary 
practice examines how countries in Southeast Asia 
“progress” or develop through culture and tech-
nological advancements, linking these notions of 
progress and modernity to the natural process of 
organic growth in the natural world. 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.
His awards include the 5th Kooshk Artist 
Residency Award (KARA 2019), Tehran, Iran 2017, 
the joint winner for the Battersea Power Station 
Powerhouse Commission 2017, organized by 
Cass Sculpture Foundation, Goodwood, UK and 
Battersea Power Station Development, London, 
UK, the Winning piece, Xhibit 2013, London, UK 
and was shortlisted for the 2010 Starhill Gallery 
Visual Arts Awards (VAA), Kuala Lumpur, Malaysia. 
Public collections include: the Khazanah Nasional 
Berhad (Kuala Lumpur, Malaysia), the Corporate 
Collection (Singapore), Singapore Art Museum 
(SAM), Cass Sculpture Foundation (UK) Goodwood, 
and Facebook (Singapore).

Hasanul Isyraf Idris
Hasanul Isyraf Idris (b. 1978, Malaysia) was trained 
at Mara University of Technology (UiTM), Perak, and 
is presently based in Penang. His practice spans 
a variety of media, including painting, drawing, 
installation, video work and sculpture. His works 
typically manifest a fictional, surreal iconography 
drawn from personal invention as from a melange 
of pop cultural references, such as comic books, 
science fiction, street art and film. He personifies 
his personal struggles as an artist with strange 
characters that inhabit his invented universes.
He was a finalist in the Bakat Muda Sezaman (Young 
Contemporaries) Awards in 2007, and has shown 
in Malaysia, Singapore, Brunei, India, Switzerland 
and Jakarta. Selected exhibitions include: HOL: 
Scab: Crying Tiger In The Night Market (2019) at Art 
Jakarta, HOL Chapter 2.3, Wound: Environment of 
Naga and Doubt (2016) at VOLTA NY, United States, 
HOL Chapter 3, Scab: Lucky Draw (2018), HOL 
Chapter 1: The Fall (2016), Back from Planet Luvox 
(2014), Clash of the Pigments (2011), all at Richard 
Koh Fine Art, Kuala Lumpur, Malaysia. Public collec-
tions include Singapore Art Museum (SAM), Galeri 
Z (Malaysia) and ILHAM Gallery (Malaysia).

James Seet
James Seet (b. 1970, Malaysia) is a Kuala Lum-
pur-based ceramics artist. As part of his artistic 
practice, James produces elaborate and whimsical 
ceramic sculptures that play with ideas of the fan-
tastical, the dramatic and the theatrical, without 
eschewing an intimacy that underlies all his works. 
Clay making has been central to James’ work since 
childhood, when he began dabbling with air-dry 
paper clay sculptures. He began his education in 
ceramics by working with local and international 
potters, including Yeow Seng Cheah, Margaret 
Fenn, and Australian lutreware specialist, Neil 
Boughton. Alongside his artistic practice, James 
currently serves as an associate creative director 
with an international ad agency. His experience in 
advertising has been crucial to his artistic practice 
by providing invaluable experience on creating art 
on a commercial level, which has formed the foun-
dation of his more conceptual work.
James’ work has been widely featured abroad, in 
Southeast Asia and beyond. He has participated 
in several exhibitions abroad, including the first 
Southeast Asian Ceramic Festival (Philippines, 
2009), the 2nd Southeast Asia Ceramic Confer-
ence (China, 2012), and the 2015 Kohler Bold. Art. 
Exhibition. He has been a guest artist at Canada’s 
Medicine Hat cultural exchange programme 
(2013), and has also shown work in the Workhouse 
Gallery in Washington D.C., U.S.A. (2014). At home, 
James has been involved in a number of public art 
installation projects, including exhibits in partner-
ship with Malaysia’s Women’s Aid Organisation 
(WAO).

Joshua Kane Gomes
Joshua Kane Gomes (b. 1993, Malaysia) graduated 
from the Nanyang Academy of Fine Arts in 2017, 
where he studied under the Tuition Grant for Art 
Institutions, awarded by the Ministry of Education, 
Singapore. He is also the recipient of the Cheong 
Kam Hee Art Prize in 2017.
Joshua Kane Gomes primarily engages themes of 
identity and space in his art practice. Document-
ing his mental processes and states through the 
art-making process, Joshua peeks into the grey 
areas between cold rationality and sentimental sen-
sibility. He often works with sculptures and instal-
lations that leverage on evoking mood and atmo-
sphere, be it through form or material language.
In his current body of work, Joshua focuses on 
captured moments of vulnerability with a sprinkle 
of levity, stemmed from the artist’s musings during 
periods of isolation. The works are the product of 
time spent lost in thought, wandering his own 
mindscape, the hazy recollections of sluggish days 
that blur into one another.

Justin Lim
Justin Lim (b.1983 Kuala Lumpur, Malaysia) 
completed his postgraduate studies in 2006 with 
the Master of Art (Fine Art) programme by The Open 
University UK conducted at Lasalle College of the 
Arts, Singapore after obtaining a BA(Hons) Fine Art 
majoring in painting. He has exhibited widely in 
Southeast Asia in various solo & group exhibitions 
and was the recipient of the 2008 Malaysia-Aus-
tralia Visual Artist Residency at Rimbun Dahan, 
Malaysia. He has since held residencies at the 
Vermont Studio Center, USA (2011 - Asian Artist 
Fellowship/ Freeman Fellowship), Red Gate Gallery, 
Beijing (2013 - Khazanah Nasional Artist Residency) 
and The Tasmanian College of the Arts, University 
of Tasmania, Australia (2016 - International Artist in 
residence).
Selected group exhibitions include the ‘Asian Art 
Biennale: Viewpoints & Viewing points’, Taiwan 
Museum of Fine Arts (2009), ‘Modern Love’, Earl Lu 
Gallery / Institute of Contem-porary Art, Singapore 
(2015), ’Asia Young 36 / Asia Contemporary’, 
a survey of contempo-rary Asian art practices, 
Jeonbuk Museum of Art, Jeonju, South Korea (2016) 
and ‘Con-temporary Chaos’, curated by Demetrio 
Paparoni, Vestfossen Kunstlaboratorium, Norway 
(2018). He currently lives and works in Kuala 
Lumpur, Malaysia.

Keith Teo
Based in Singapore, Keith’s practice explores 
Sensation through color and materiality, examining 
process as painting. By taking an intuitive pro-
cess-driven approach, the paintings are becomings 
that result in a final composition without precon-
ception. His work is compelled to the uncomfortable 
and immaterial, which to him is always implicated 

in materiality – informed by elements of chance, 
accident, and arbitrary intervention, creating possi-
bilities for the personal, elusive and unknown.
He graduated from LASALLE College of the Arts with 
a diploma in Fine Arts in 2015 and has participated 
in several local and international group exhibitions. 
He was one of the finalists in Clifton Art Prize 2017.

Khin Thethtar Latt (Nora)
Khin Thethtar Latt  (aka Nora, b. 1990, Myanmar) is a 
multimedia artist and filmmaker borned and raised 
in Myanmar. Based in Yangon and active since 
2009, Nora’s art practice is concept-based and 
spans different media which she chooses to best 
deliver her concept, such as narrative story telling 
for paintings and performing arts or film-making for 
documentary purposes. 

Lim Sokchanlina
Lim Sokchanlina (b. 1987, Prey Veng, Cambodia) 
works and lives in Phnom Penh, Cambodia. He is 
a cross disciplinary artist who focuses on social, 
political, cultural, economic and environmental 
issues that impact Cambodian society and beyond. 
His conceptual and documentary works use a wide 
spectrum of mediums such as photography, video, 
installation and performance.

Liu Hsin-Ying
Liu Hsin-Ying (b. 1991, Taiwan) was trained at the 
Art Students League in New York in 2013 and at the 
Department of Fine Art, Taipei National University 
of the Arts, Taipei, Taiwan, graduating in 2015. She 
works in a variety of medium and approaches such 
as painting, drawing, video and performance art, 
drawing inspiration from the personal and cerebral. 
She is currently based in Kuala Lumpur, Malaysia.
She was the winner of the 2015 Outstanding Art 
Prize (Taipei National University) and an artist 
in residence at the Open and Fun Art Village 
Residency, Shanghai, China. Solo exhibitions 
include: Somewhere Down The River (2018), Richard 
Koh Fine Art, Kuala Lumpur, Malaysia; “Please Give 
Me a Shape in One Piece.” thought spoke (2016), 
Richard Koh Fine Art, Kuala Lumpur, Malaysia and 
A Period of Time (2013), Soul Art Gallery, Taipei, 
Taiwan.

Melissa Tan
Melissa Tan (b. 1989, Singapore) is a visual artist 
based in Singapore and received her BA (Fine 
Arts) from Lasalle College of the Arts in 2011. Her 
works are based on nature, themes of transience 
and beauty of the ephemeral. Her recent projects 
revolve around landscapes and the process of 
formation. Interested in geography and textures of 
rocks, she explores to translate the visual language 
through different mediums. Employing processes 
such as paper cutting, painting and silk-screen 
techniques, she is interested in materiality and how 
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the medium supports the work. Though trained as 
a painter, she also works with video, sound and 
objects.
She was included in The Singapore Show: Future 
Proof, Singapore Art Museum at 8Q in 2012 and 
An Atlas of Mirrors, Singapore Biennale 2016, 
Singapore in 2016. She also participated in the 
National Art Council and Dena Foundation Artist 
Residency program (Paris, France) in 2013. Public 
collections include Singapore Art Museum (SAM), 
Marina Bay Sands (Singapore), Government of 
Singapore Investment Corporation (GIC) New York, 
Facebook (Singapore), CapitaLand (Singapore). 
Solo exhibitions include Under the Arched Sky 
(2019) Richard Koh Fine Art, Singapore; Back to 
where we’ve never been (2018), Richard Koh Fine 
Art, Kuala Lumpur; Arc of Uncertainties (2016), 
Richard Koh Fine Art, Singapore; and the Darkest 
Hour is Just Before Dawn (2014), Richard Koh Fine 
Art, Singapore.

Minstrel Kuik
Minstrel Kuik (b. 1976, Malaysia), is a Chinese 
Malaysian born in Pantai Remis in 1976. After 
earning a Bachelor of Fine Art degree in Taiwan, 
she obtained her master’s degree in photography 
in Arles, France. As a social actor, Kuik continues 
to undergo tensions coming from different ideol-
ogies, social bounds, identities and interests. Not 
only these daily experiences help position herself 
between the political society and the authorities, 
they also shape her artistic practice. With a belief 
that the private space is the major battlefield of 
ideological, political and economic interests, she 
explores art as a historical trajectory where the 
personal mutation through the process of reading, 
thinking, making and revisiting is traceable and 
reflective, and hopefully, transformative.
Her awards include the Regional Winner of 
one-month Fukuoka Asian Art Museum residency 
(2015); Winner of the UOB Painting of the Year 
(2014) for the Established Artist Category, Malaysia; 
Winner of the International Photographer Award 
(2013), Higashikawa Photo Festival Japan. Public 
collections include: the Michelangelo and Lourdes 
Samson Collection, Singapore Art Museum (SAM), 
Higashikawa International Photo Festival (Japan), 
United Overseas Bank (Singapore).

Nadiah Bamadhaj
Nadiah Bamadhaj (b. 1968, Petaling Jaya, 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 non-governmental orga-
nizations, 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 currently lives 
with her husband and son. Her artwork continues 
to focus on the social intricacies of Yogyakarta’s 
society, using myth, architecture, and dwelling to 
articulate her observations.
Her solo exhibitions include Lush Fixations (2019), 
Richard Koh Fine Art Singapore; Ravaged (2018), 
Chambers Fine Art New York; Descent (2016) 
Richard Koh Fine Art Malaysia; Surveillance (2008), 
Valentine Willie Fine Art Kuala Lumpur, Malaysia. 
Public collections include: Petronas Gallery 
(Malaysia), Muzium & Galeri Tuanku Fauziah 
USM Penang (Malaysia), The National Gallery 
(Singapore), Singapore Art Museum (SAM), Welling-
ton Management Boston (USA).

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, The Private Museum, 
Singapore (2018), Optimism is Ridiculous: the 
Altarpieces, National Gallery of Indonesia, Jakarta, 
Indonesia (2017), Optimism is Ridiculous: the 
Altarpieces, Ayala Museum, Manila, the 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 
Beyong Bliss, Bangkok Art Biennale 2018, Bangkok, 
Thailand (2018), Contemporary Chaos, Vestfossen 
Kunstlaboratorium, Norway (2018), Thai Eye, BACC, 
Bangkok, Thailand and Saatchi Gallery, London, UK 
(2016/2015), Art of ASEAN, Bank Negara Museum 
and Gallery, Kuala Lumpur, Malaysia (2015), Time 
of Others, Museum of Contemporary Art Tokyo, 
Tokyo, Japan (2015) and Asian Art Biennale 2013: 
Everyday Life, National Taiwan Museum of Fine Arts, 
Taipei, Taiwan (2013). 
His work is part of many renowned collections, 
such the Bangkok University, Bangkok, Queensland 
Art Gallery and Gallery of Modern Art, Brisbane, 
Singapore Art Museum, Singapore, as well as 
private collections in Europe and Asia. 
Utarit’s multifaceted practice focuses on the 
exploration of the medium of painting connect-
ing it with photography and classical Western art. 
Light and perspective are some of the elements 
the artist chose to work with, focusing on painting 
as a means to explore image making. His complex 
pictures, juggle wide-ranging metaphors usually 
in the format of the traditional still life, allude to 
Thailand’s current social and political landscapes.

Nguyen Thi Thanh Mai
Nguyen Thi Thanh Mai (b. 1983, Hanoi, Vietnam) 
graduated from Hué College of Arts in 2006 and 
completed her M.A in Visual Arts at the Mahasara-
kham University, Thailand in 2012. Thanh Mai works 
with a variety of media, including photography 
and video. Her earlier works focussed on issues 
relating to women’s experiences and women’s 
rights in Asian societies. Recently, her practice has 
concerned with questions of identity, both indi-
vidual and collective, including issues of migrants’ 
experiences and migrants’ rights.

Nguyễn Văn Đủ
Nguyễn Văn Đủ (b. 1986, Ba Ria - Vung Tau, Vietnam) 
ceacelessly learns and experiments with new media 
to bring his artworks to a more profound level. He 
graduated from the Ho Chi Minh University of Fine 
Arts, majoring in oil painting. His painting focusing 
exploring personal perception, formed from the 
impact of education and daily routine in Vietnam. 
Intrigued by the way our habits are taught, Đủ is 
drawn to the ethical and moral questions behind 
nationalism and the violence that often ensues its 
pursuit. His works majoritively in oil on canvas and 
watercolor on paper. However most recently, he 
experiments with cow and human blood on various 
materials such as silk and paper.

Pao Houa Her
Born in Laos of Hmong descent, Pao Houa Her 
(b. 1982) was raised in Saint Paul Minnesota 
(USA), where she relocated as a young child with 
her family as the result of the Vietnam War. She 
currently lives in Blaine Minnesota, a suburb of Twin 
Cities. She received an MFA in Photography from 
Yale University School of Art (2012) and a BFA in 
Photography from the Minneapolis College of Art 
and Design (2009). 

Pen Robit
Pen Robit (b. 1991, Battambang province, Cambodia) 
lives and works in Phnom Penh, Cambodia. Robit’s 
work attempts to represent Cambodia’s past, 
present and future socio-political fabric. He draws 
influences from Cambodian cultural iconography as 
well as ongoing societal discourses.
He has been selected as an artist-in-residence for 
the following: OzAsia Festival (ADELAIDE) Australia 
(2016); Peninsula Austronesia International Art and 
Culture Exchanges in Taiwan (2015); The Memory 
Workshop with Vann Nath & Séra Ing, Bophana 
Center, Phnom Penh, Cambodia (2009); South East 
Asian Workshop, Tep Seri Sok Sopha Studio, Chiang 
Mai, Thailand (2008). Solo exhibitions include: Out 
Of This World (2020), Richard Koh Fine Art Malaysia; 
Beyond (2018), Tribe Cambodia, Siem Reap, 
Cambodia; Thread (2018), Sa Sa Art Projects, Phnom 
Penh, Cambodia. Krama (2013), Romeet Gallery, 
Phnom Penh, Cambodia; Untitled (2012), Romeet 

Gallery, Phnom Penh, Cambodia.

Phuthip Chantaraksa
Phuthip Chantaraksa (b.1995, Nakhon Si 
Thammarat) is an artist who lives in Nakhon Pathom, 
studied at Nakhon Si Thammarat College of Fine 
Arts (2014), and currently studying in Faculty of 
Painting Sculpture and Graphic Arts at Silpakorn 
University. He has participated in water color 
exhibition to celebrate Rattanakosin 234 Years at 
333 Gallery (2015), Magnificent Wonders of the 
Silk Road, Sunlove Resort & Spa, Nakhon Pathom 
(2017), Hak-Mum Group Exhibition, I-box, Nakhon 
Pathom (2018), N72 Art Thesis, Silpakorn University, 
Nakhon Pathom (2020).
Phuthip’s works are experimental. Many of his 
works does not have exact storytelling timing 
but they have a lot of words from the painting to 
encourage imagination.

Samak Kosem
Samak Kosem (b. 1984, Bangkok, Thailand) works 
and lives between Chiang Mai and the Deep South, 
Thailand. Through photography and visual ethnog-
raphy his anthropological practice explores how 
non-human relationships impact and represent 
human behaviour. More recently, Samak’s work 
dwells on understanding the limits of gender per-
spectives in Southern Thailand’s Muslim culture 
and in particular on how homosexuality is lived in 
the Islamic society. 

Sergio Fermariello
Sergio Fermariello was born in Naples on April 
29, 1961. After high school he attended courses 
in natural sciences at the University of Naples. At 
the age of 20, he decided to devote himself exclu-
sively to art. His research started from a retrieval of 
models and familiar memories which later extended 
to a deeper investigation of universal archai in the 
recovery of collective unconscious memories.
In 1989, he won the inaugural Saatchi and Saatchi 
International Prize for Young Artists at the Palazzo 
delle Stelline in Milan.That same year, he had his 
first solo exhibition at the Lucio Amelio Gallery 
in Naples. Afterwards he staged several one-man 
shows, including one at the Capricorno Gallery in 
Venice (1990) and at the Galerie Yvon Lambert in 
Paris (1992). His work was also shown at a number 
of international events, such as the Metropolis 
exhibition at the International Kunstausstellung in 
Berlin (1991) and the exhibition Les pictographs 
at the Musée de l’Abbaye Sainte- Croix in Les 
Sables-d’Olonne. In 1993, at the age of 32, he was 
invited by Achille Bonito Oliva to take part in the 
45th Venice International Biennale Exhibition of Art 
as part of the Italian Pavilion. In 2009, he exhibited 
in Brazil at the MAC Niteroi Museum.
Besides his solo exhibitions, Fermariello is inter-
ested in land art. He has created some installations 
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including Avviso ai naviganti (performed in Naples 
in 1999 and at Pier 17 in New York in 2004) and 
La Terra di Nessuno in Cuma (Naples) in 2014. 
Fermariello’s works are permanently shown in 
several public collections: Capodimonte Museum 
in Naples; Terrae-Motus Foundation, Royal Palace 
Caserta; Museo Madre, Naples; Building One, 
Canary Wharf, London; BAG Bocconi Art Gallery, 
Bocconi University, Milan; Capodichino Airport, 
Naples.

Sornchai Phongsa
Sornchai Phongsa (b. 1991, Kanchanaburi, 
Thailand) developed his artistic identity from his 
interest in ethnic diversity. His works reflect the 
relationship between humans, their beliefs and 
community through the distinctive presence of 
local materials in installation art and painting. 
In 2016, Sornchai participated in the first Early 
Years Project, an initiative conceived to foster 
young artistic talents by the Bangkok Art & Culture 
Centre (BACC). In 2018, Sornchai participated 
in the Bangkok Art Biennale with a site specific 
installation work and documentary of struggling of 
migrant labor “Alien Capital”. In addition, his works 
have been featured in several exhibitions in France 
including Montopia (Cité Internationale des Arts), 
LE FLASH (École nationale supérieure des Beaux-
Arts, etc.

Svay Sareth
Svay Sareth’s works in sculpture, installation and 
durational performance are made using materials 
and processes intentionally associated with war – 
metals, uniforms, camouflage and actions requiring 
great endurance. While his critical and cathartic 
practice is rooted in an autobiography of war and 
resistance, he refuses both historical particularity 
and voyeurism on violence. Rather, his works 
traverse both present and historical moments, 
drawing on processes of survival and adventure, 
and ideas of power and futility. More recently, 
Svay confronts the idea that “the present is also 
a dangerous time” through the appropriation and 
dramatization of public monuments that hint at 
contentious political histories.
Svay Sareth was born in 1972 in Battambang, 
Cambodia during a period of political turmoil and 
violence that would last until he was 18 years old. 
Svay began making art as a young teenager in the 
Site 2 refugee camp, near the Thai-Cambodian 
border. He describes life as a refugee as “a void 
nationality…a time and place you imagine escaping 
from.” Drawing and painting became a daily 
activity for Svay – a process of bearing witness 
to the psychological and physical violence that 
was an everyday experience, as well as a way to 
symbolically escape and dream of change. After 
the wars ended, Svay went on to co-found Phare 
Ponlue Selepak, a non-governmental organization 

and art school in Battambang that continues to 
thrive today. In 2002, the artist continued his 
studies in France, earning the Diplôme National 
Supérieur d’Études des Arts Plastiques / MFA in 
2009, after which he returned to Siem Reap to live 
and work.

Than Sok
Than Sok (b. 1984, Takeo, Cambodia) investigates 
religious and spiritual beliefs, materials and 
rituals through sculpture, installation, video and 
performance. Than’s practice is rooted in reality 
and drawn from both mundane objects and his 
own observation of Cambodian society in order to 
connect easily with the daily life of the public. He 
studied both traditional Khmer forms and practices 
as well as contemporary art at the Art School of 
Reyum Institute of Art and Culture in Phnom Penh, 
graduating in 2007. Sok then pursued architectural 
studies at Norton University in Phnom Penh.
He has been awarded a number of artist residen-
cies, including at San Art, Ho Chi Minh City, Vietnam 
(2014), Sa Sa Art Projects, White Building, Phnom 
Penh (2014), Lower Manhattan Cultural Council, 
New York City (2013), S-AIR, Sapporo, Japan (2011), 
and Tokyo Wonder Site, Aoyama, Japan (2005). 
Solo exhibitions include: Currents (2019), Richard 
Koh Fine Art Singapore; Objects of Belief (2018), 
SA SA BASSAC, Phnom Penh, Cambodia; Klah Klok 
(2017), SA SA BASSAC, Phnom Penh, Cambodia; 
Objects of Belief (2015), Insiders Gallery, Intercon-
tinental Hotel, Phnom Penh, Cambodia.

Wah Nu
Wah Nu (b. 1977, Yangon, Myanmar) began her 
artistic activities after studying music at the Uni-
versity of Culture, Yangon. She currently works in 
various media, primarily painting and film. Wah 
Nu has been creating pop-style paintings through 
which she expresses her personal emotions, 
employing clouds and foliage as motifs. In tandem 
with painting, Wah Nu also creates films with a dis-
tinctive floating sense that evokes daydreaming.
In 2004, she held her first solo show in Yangon, 
and also participated in the 11th Asian Biennale 
Bangladesh. In 2005, she took part in the 3rd 
Fukuoka Asian Art Triennale, and also held a solo 
show at Art-U room. She has also showed in group 
exhibitions in Yangon in 2006 and 2007. Public 
collections include: Fukuoka Asian Art Museum 
(Fukuoka, Japan); Kadist (San Francisco, United 
States); Queensland Art Gallery / Gallery of Modern 
Art (Brisbane, Australia); Singapore Art Museum 
(Singapore); Solomon R. Guggenheim Museum 
(New York, United States).

Wong Perng Fey
Wong Perng Fey (b. 1974, Kuala Lumpur) is an 
experimental and versatile painter who graduated 
from the Malaysian Institute of Art in 1998 under 
scholarship. He was awarded the Artist Residency in 
Rimbu Dahan, Kuang in 2002. His works are in many 
prominent public collections such as the National 
Visual Arts Gallery, Kuala Lumpur; Bank Negara 
Malaysia Museum art Gallery, Kuala Lumpur and 
Galeri Petronas, Kuala Lumpur. He lives and works 
in Beijing.
Perng Fey’s gestural paintings of figures, nature, and 
natural vistas fluctuate between abstraction and 
figuration with an acute sensitivity to colors, layers 
and textures. His works consist of a diverse subject 
matter, ranging from traditional landscape and por-
traiture to abstraction that exhibits a talented and 
confident brush play. His works become more than 
a picture plane and is transformed from the docu-
mentation of actions and mistakes into a plane that 
records gestures and mental states.

Yeoh Choo Kuan
Yeoh Choo Kuan (b. 1988, Malaysia) lives and works 
in Kuala Lumpur, Malaysia. His work is an explora-
tion of the possibilities through mark-marking. He 
has explored a variety of themes including domes-
ticity, sexuality, the human body, as well as death 
and the subconscious. His early autobiographical 
works illustrate the purging of unrest and hidden 
emotions left by traumatic experiences through 
mark-making on painted imageries. His approach 
had since shifted toward gestural abstraction with 
highly textured strokes, which is referred to as his 
self-coined “Fleshing Abstraction” – a synthesis of 
disintegration set in contrast as the tension and 
forces are weighted on the oil surfaces.
Informed by distinctive visual languages accu-
mulated over the course, he is currently drawing 
inspiration from nature to discover the potential of 
landscaping and pictorial means. Solo exhibitions 
include: Streaming Mountain (2019), Richard Koh 
Fine Art Singapore; Lights In (2018), Tang Contem-
porary Art, Bangkok; Live Leak (2017), Richard Koh 
Fine Art Malaysia; Private Sentiment (2012), House 
of Matahati, Kuala Lumpur, Malaysia.

Yim Maline
Yim Maline (b.1982, Battambang, Cambodia) 
currently lives and works in Siem Reap. Yim studied 
art at Phare Ponleu Selapak in Battambang (1995-
2003), and received a BFA/Diplôme National Arts 
Plastiques from the École Supérieure des Beaux-
arts de Caen, France, in 2010. Her solo exhibitions 
include Silk Threads (The Insider Gallery at the Inter-
continental Hotel, Phnom Penh, 2012), No Name 
(Cambodia Youth Arts Festival / SA SA BASSAC, 
Phnom Penh, 2012) and Remember (SA SA BASSAC, 
Phnom Penh, 2011). Group exhibitions include New 
Journey (Cambodia Living Arts Gallery, Phnom Penh, 

2012), Seven (Hotel de la Paix, Siem Reap, 2012), 
and Eight Women (French Cultural Center, Phnom 
Penh, 2011). In 2013 she was an artist-in-residence 
at Bose Pascia as part of the Season of Cambodia IN 
RESIDENCE program in New York City.
Maline’s practice is located within the social con-
sciousness of post-war Cambodia and is replete 
with references to cultural and social symbols that 
deal with loss and ambiguity. Through her drawings 
and sculpture-making, she reconstructs memory 
(both social and personal) as an act of commem-
oration and enshrinement of the natural environ-
ment lost to war and economic policies.  She is 
one of a small (albeit growing) handful of female 
Khmer artists. Whilst they all share a multi-medium 
approach to art-making, Yim is the only one who 
produces drawing, and tackles most centrally the 
changing natural environment around the world.

Zelin Seah
Zelin Seah (b.1980, Malaysia) lives and works in 
Kuala Lumpur, Malaysia. Seah received BFA at Uni-
versity of Central England (2007). Zelin is an artist 
acclaimed for his semi- abstract depictions of the 
contemporary socioeconomic phenomenon, by 
adopting fragmented daily life space images. His 
black and white layering brush method allows for 
structure like inner section that cannot be view 
through surface; thus, Zelin’s paintings are more 
complicated than what can be captured through 
the eye. Zelin suggested an interconnected space, 
forming the hidden structure and law in life, through 
such fragmented portrayal.
His works have been acquired for public and private 
collections including National Art Gallery Malaysia 
and University of Central England. He has exhibited 
widely in South East Asia, United Kingdom and 
Germany, including The National Art Center Japan 
(2011), Saatchi Gallery United Kingdom (2014), 
Art Stage Singapore (2015, 2016), and recently at 
Subject-Object Gallery Berlin (2018). His awards 
include: The Jury’s selection of recommended 
works at the 14th Japan Media Arts Festival (2011), 
The Young Guns Awards Malaysia (2013), and Silver 
Category for the UOB Painting of The Year Malaysia 
(2016, 2017). Public collections include: Singapore 
Art Museum (SAM), National Visual Art Gallery 
(Malaysia), HOM Art Trans, Birmingham City Univer-
sity, University of Central England.
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While There is Life, There is Hope, woodblock print on rice paper, 37.4 x 28.5 cm, editions of 15/ 2 AP, Natee Utarit, 2020.

Richard Koh Fine Art would like to thank all staff, artists, organisations and 
individuals who have assisted and persevered with us throughout this 
difficult year. We are immensely grateful for your unwavering support and 
generous contributions. 

Together, we will overcome this adversity. As affirmed by Natee Utarit, 
“While there is life, there is hope”. And it is in hope, therein lies our greatest 
strength. 
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