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A brief un-briefing of the male nude: 
histories, two present instances, a qualifier

“... an un-idealized depiction is a reminder that men’s actual genitals are 
quite weak - a good kick in the groin and a man is put out of operation.”

- Jonathan Weinberg1 

The epigraph above highlights the primary point of vulnerability in the male 
anatomy, an apropos opener for a show that foregrounds the subjective and 
distinctly un-idealized male body in all its naked vulnerability and expressiveness. 
Eiffel Chong’s contribution consists of black and white studio portraits of young 
men, while James Seet has crafted a series of Rodin-esque ceramic sculptures. 
Here, the pairing of their work takes its creative cue from an earlier exhibition, 
at the Musee Rodin in Paris, that juxtaposed the nude bodies of Robert 
Mapplethorpe’s images and Auguste Rodin’s figures. (More on which later.) More 
pertinently, however, It’s a Male Nude Show perhaps serves as just the occasion to 
survey, however cursorily, the unclothed male figure in the history of Singapore’s 
art, and, to a lesser extent, that of Malaysia.

… though we begin in another time and place. The male nude in established art 
historical narrative would kick off with the Hellenistic universe2 and the genre of 
so-called heroic nudity, of which Polykleitos’ Doryphorus, now remaining to us only 
as a Roman copy, is oft-cited as a prime example.3 The artists of the Renaissance 
would later elevate the Greco-Roman idealization of the male body to new 
heights. Michelangelo’s celebrated statue of David, which has come to typify the 
new intellectual milieu of the period, once stood in the main town square of the 
independent Republic of Florence, and personified not just strength and lithe male 
beauty, but also autonomy and resistance to political domination. Representations 
of the male nude persisted into the early modern period and beyond, with nude 
life classes becoming the basis of European art education and a mainstay of history 
painting, a case in point being Jacques-Louis David’s The Intervention of the Sabine 
Women. Later, the expressive subjectivity of male nudity would come to fore in the 
sculptural work of Auguste Rodin and the self-portraits of Egon Schiele, to mention 
but two salient examples of the late 1800s and fin de siècle. The twentieth century 
foregrounded what would prove a vital dimension in the depiction of naked men: 
the homoerotic gaze of male-male desire. (The flip side of that coin is the fact that 
the male nude also played a role in the visual culture of Nazism in the 1930s and 
40s.4) The post-war era saw the emergence of male nudity, unabashed; the likes of 
Paul Cadmus and his one-time paramour, Jared French, as well as David Hockney 
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and Harold Stevenson, all embraced the form with enthusiasm. The second half 
of the century brought new urgencies, with the advent of the sexual revolution, 
the struggle for gay rights and the AIDS crisis of the 1980s providing the historical 
context for the work of figures such as Robert Mapplethorpe, Peter Hujar and Mark 
Morrisroe.5

The third millennium has witnessed a resurgence of interest in the tradition, with 
the nude male a beneficiary of the contemporary cultural prominence afforded 
to the representation of an ever-widening spectrum of LGBTQ and other non-
normative identities. A number of highly visible, large-scale institutional exhibitions 
have, in recent years, been dedicated to either the genealogy of the male nude and/
or its framing within discourses of sexual alterity. In 2012, the Leopold Museum 
in Vienna opened “nude men from 1800 to the present day”, a massive undertaking 
devoted solely to a look at the range and historical transformation of the portrayal 
of unclothed male bodies. The following year, “Masculine/Masculine: The Nude Man in 
Art from 1800 to the Present Day”, which covered similar thematic ground, was held 
at the Musee d’Orsay in Paris. In both instances, organizers adduced the imbalance 
of historical and scholarly attention paid to the female and male nude figures as 
one of the chief impulses. Following close on the heels of the d’Orsay exhibition was 
a retrospective of Robert Mapplethorpe’s work at the RMN-Grand Palais in 2014, in 
conjunction with which the smaller exhibition, “Mapplethorpe-Rodin”, was held at the 
Musee Rodin. The latter was clearly the creative point of departure for the present 
undertaking: the pairing of Mapplethorpe’s photographs and Rodin’s sculptures, 
with the male nude serving as the common iconographic thread, is reiterated here 
in the juxtaposition of the work of Chong and Seet.

Exhibitions elsewhere presented male nudity as an integral component of same-
sex attraction and personal identity. “Hide/Seek: Difference and Desire in American 
Portraiture”, which ran from 2010 to 2011 at the Smithsonian Institution’s National 
Portrait Gallery, examined issues of gender identity and sexual difference through 
the lens of the titular genre, and included works by Cadmus, Larry Rivers and Wynn 
Chamberlain. Depictions of nude men, unsurprisingly, also played a conspicuous 
role in the narratives shaped by “Queer British Art 1861-1967” at the Tate Britain 
in 2017; examples of early works involving nudes included paintings by Duncan 
Grant and Henry Scott Tuke, as well as the photography of Wilhelm von Gloeden. 
Closer to home, a blockbuster exhibition of queer-themed art by Southeast Asian 
and Asian artists, the first of its kind, was staged in Bangkok from 2019 to 2020. 
“Spectrosynthesis II” - it was preceded by a smaller, first iteration in Taipei6 - was a 

milestone in many ways, and featured nude male and transgender bodies in the 
work of Arin Rungjang, Truong Tan, Xiyadie and Naraphat Sakarthornsap.

Male nudity in art - or the depiction of any variety of full-bodied exposure, whether 
male or female - has experienced a divergent historical trajectory in Singapore 
and Malaysia. The legal systems of both countries are premised on the common 
law system inherited from the British colonial authorities (with a major difference 
being that Malaysia subscribes to a dual system allowing for Islamic, or syariah, law). 
The legal statutes of both include a Section 292 of the Penal Code that proscribes 
the dissemination and display of “obscenity”. In Singapore’s case, the law warns 
off anyone who “distributes, transmits by electronic means, publicly exhibits or in 
any manner puts into circulation…any obscene book, pamphlet, paper, drawing, 
painting, representation or figure, or any other obscene object.”7 Legal interdicts 
and socio-cultural taboos have, unsurprisingly, chilled the production and reception 
of the nude depictions in this part of the world. In the modern era, the plausible 
beginnings of the genre in Singapore’s and Malaysia’s art history may perhaps be 
located in the work of the Nanyang school painters, who were educated in Western 
studio traditions in Shanghai, Paris and New York, and incorporated the nude 
into their respective oeuvres to varying degrees. Georgette Chen, Chen Wen Hsi 
and Cheng Chong Swee all produced nude studies,8 and Cheong Soo Pieng was 
given to depicting women of various indigenous Southeast Asian communities in 
their customary topless state. In the latter respect, however, it is Liu Kang who is 
renowned for his depiction of bare-breasted Balinese women, a subject he utilized 
repeatedly, but one of his most famous self-portraits is a delicate, pastel-on-
paper rendering from 1950, where he sketched himself as a young man - resolute, 
undaunted, shirtless. The marked lack of prudishness about the human body, 
including his own, seems to have been reflected in his personal life. Artist Ho Tzu 
Nyen has adduced existing black-and-white photographs of Liu disporting in the 
outdoors, completely in the buff, as “performatively construct[-ing] for himself an 
image of the uninhibited artist returning to the bosom of nature.”9

Singaporean artist Ng Eng Teng, who is known for his sculptural work, produced life 
drawing sketches while at school in the U.K. in the 1960s.10 (He was also a student 
of the Nanyang painters, including Georgette Chen, at the Nanyang Academy of 
Fine Arts.) He would achieve a measure of fame for his monolithic, public statuary, 
but the figure of male nude makes an early appearance in the Declining Man series, 
the earliest of which dates to 1969. Art historian T. K. Sabapathy marked of the 
works - there are three similarly titled pieces - which all feature a naked man, lying 
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on his side, with bound hands and legs and feet, that the figure is “fettered and 
encumbered”, “symbolising captivity and bondage.”11 Ng’s later practice would 
also come to feature his famous torsos that reshaped the eponymous anatomical 
fragment into surreal, inescapably phallic-seeming forms. Here, Sabapathy 
pointedly noted: “Doors leading to the domain of the subconscious are open.”12 
The same period also saw Malaysian Patrick Ng Kah Onn, a member of the Kuala 
Lumpur-based Wednesday Art Group, experimenting with the figure of the male 
nude. His painting, Spirits of the Earth, Sky and Water (1959), one of his earliest and 
best-known works13, included a nude or semi-nude couple as one component of a 
quasi-mystical landscape, comprised of elements and figures drawn from various 
Asian cultural traditions.14 More interestingly, Patrick Ng produced a series of batik 
paintings in the early 1960s that depicted nude male figures in various outdoor 
tableaux, their genitalia prominently on display, that seems to constitute one of the 
earliest examples, in this part of the world, of the nude male body as a signifier of 
homoeroticism. Complicating the narrative of modern Malaysian art, art historian 
Simon Soon has opined that Ng’s “batik paintings demonstrated queering as an 
operative gesture and model within the story of modern Asian art.”15

Patrick Ng’s fellow Malaysian, Zulkifli Dahlan, was tragically cut down by lymphoma 
when he was but in his mid-twenties. His brief career, which transpired from the 
late 1960s to his passing in 1977, evinced a visual language that was centered 
on the human figure: whimsically cartoon-like, with elongated proportions 
and undulating silhouettes, sometimes in mutated shapes, and almost always 
inexplicably and humorously nude. He produced several large paintings, of which 
Kedai-Kedai (or Shops, 1973), is a case in point: its urban setting of a shophouse-
lined street populated by his trademark figures going about their daily business 
- unclothed. Artist and curator Nur Hanim Khairuddin has observed that “the most 
frequently drawn images in his work are human figures, mainly male, which he 
regularly depicted totally naked … we a find a few classifications of figure-types … as 
if Zulkifli was producing a visual inventory of categories of human beings, from the 
most ordinary to the most bizarre.”16

The coding of the male nude as an iconographic metonym for same-sex desire 
appears in the work of Singaporeans Teng Nee Cheong and Jimmy Ong. Teng, who 
passed away in 2013, worked primarily in the genres of portraiture, landscapes 
and floral still-lifes. He was a student at the Nanyang Academy in the late 1960s, 
and, like Ng Eng Teng before him, a student of Georgette Chen’s.17 He worked with 
models in life drawing sessions over the course of his career, and would produce 
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portraits of male nudes that, in a number of cases, featured erect or semi-erect 
phalluses, or were sexually explicit.18 One of the earliest existing such works is 
Tribute to Mishima (1980), a painting that depicts not the titular personage, but 
rather a supine, lithe male model clad in nothing but a pair of white, calf-length 
socks of the sort worn by soccer players, and depicted from a vantage point where, 
framed by parted legs, his genitals immediately seize the viewer’s gaze. The work 
seems reminiscent of fetish-specific varieties of gay pornography - athletic gear, 
in this case - and the artist notes that “Publications and magazines like Blue Boy, 
Colt or Tom of Finland [sic] were hard to come by in Singapore in the 1970s and 
1980s - not to mention the consequences one faced if caught possessing them.”19 
Years later, Teng would produce one of his most explicit works: a large, untitled 
drawing from 2004 that captures a man on all fours, his blunt tip of an erection 
just visible beneath his bent body, performing oral sex on another man.20 The artist 
apparently did not shy away from discussing issues of personal sexual orientation 
in conversation, though not in print, about which curator Lindy Poh writes:

… another aspect of Nee Cheong’s art has been circumvented in published 
writings for its problematic implications. Nee Cheong himself remains cautious 
about addressing the facet of his practice but has, since the 1980s, elaborated 
on how the issue of alternative sexual preferences and sexual identities have 
impacted his endeavours.21

Not unlike Teng, Jimmy Ong began his artistic career, in the 1980s, with large 
charcoal-on-paper works that foregrounded the nude. More recent projects 
have seen him engage thematically with the region’s historical narratives - that of 
Singapore’s colonial past, especially the larger-than-life figure of Stamford Raffles, 
as well as Java’s feudal history22 - but notable early works include those that, in one 
instance, were censored from a gallery exhibition for their depiction of exposed 
anatomies. “Lovers & Ancestors” was held in 1996 at the now defunct Cicada Gallery, 
and included drawings on themes of “progeny and filial piety”; it was, in the artist’s 
words, “a parting letter to family and friends as I left Singapore to live out a gay 
union.” A number of smaller pieces were excised from the final presentation, a 
situation that Ong characterized thus: “Some drawings contain depiction of genitals 
the gallery deemed offensive, thus the self censorship by the gallery.”23 These 
drawings were later included in a dedicated publication, I am not the One, published 
in New York in December the same year. Several of his drawings were involved in 
the first iteration of “Spectrosynthesis” in Taipei in 2017, works that featured both 
male and female nude figures in their representation of same-sex families.24

Life figure drawing was reinvigorated in the 1990s with the formation of the 
Group 90 collective, named for the year in which it was inaugurated. The group 
was centered on the figure of Solamalay Namasivayam, a Singaporean artist who 
graduated from the East Sydney Technical College in 1961, where he received his 
initial introduction to life drawing. He spent the following decades as a teacher in 
public schools in Singapore, and it was only upon joining the faculty of LASALLE 
College that he began steadily producing a prodigious volume of nude drawings, 
though their subjects were, in most cases, women. The formation of the Group 90 
collective has been attributed to the difficulties that artists such as Namasivayam 
faced, in their efforts to organize life drawing sessions in Singapore:

In the absence of any club, either formal or ad hoc, that might have otherwise 
facilitated such an exploration of figurative art, Namasivayam, together with 
Brother Joseph McNally (the founder of LASALLE College of the Arts), Chia Wai 
Hon and Sim Tong Khern, founded an informal club named Group 90 in 1990. 
Although it was technically an unregistered collective of like-minded artists, it 
nevertheless played a significantly influential role - one that was arguably the 
very first of its kind in the region.25

The early years of the decade witnessed two watershed moments in Singapore’s 
art history. In 1993, a pair of artists, Singaporean Tan Peng and American John 
Goss, staged an exhibition, “Flowing Forest, Burning Hearts”, at the Substation26, a 
show of homoerotic works that a review in The Straits Times dubbed “a milestone 
for Singaporean visual art in being the first full frontal, unabashed attempt to 
examine homosexual love and desires from a more positive point of view.” A 
number of pieces featured nude bodies and erect phalluses, but perhaps the most 
remarkable aspect was Tan’s openness about his personal sexual inclination. The 
aforementioned piece included a quote from the artist: “Being gay, as a viewer 
in art exhibitions, I am tired of drawing meaning from works which ignore my 
existence. At the same time, I feel a desire to serve the community - to do my bit to 
help comfort and heal a world ailing from prejudice, intolerance and hatred.”27 The 
other notable event at this time occurred on Jan 1, 1994, when Josef Ng, in protest 
against the recent police entrapment of gay men, performed a piece titled Brother 
Cane, which climaxed in the artist pulling down his briefs, his back to the audience, 
and snipping off some of his pubic hair. While visible full-frontal nudity did not 
occur in the performance, the ensuing public uproar would prove traumatic for the 
development of Singapore’s contemporary art scene; it was the trigger for decade-
long constraints on the licensing and funding of performance art in the country.
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As the new millennium rolled around, and on, the depiction of male nudity 
in Singapore became increasingly detached from life drawing in the mode of 
traditional Western studio practice, and formed part of the standard iconographic 
repertoire of representations of queer male identity and experience. A new 
generation of Singaporean artists such as Martin Loh, Ernest Chan Tuck Yew 
and Jason Wee incorporated the nude male into their pictorial vocabularies, 
while in Malaysia, perhaps as a result of socio-religious norms28, it made only 
sporadic appearances, outside of LBGTQ contexts, in the work of Ahmad Zakii 
Anwar’s scrupulously detailed studies of male anatomies and Ahmad Fuad 
Osman’s portraits of himself in a foreign clime.29 In 2002, Martin Loh staged a solo 
exhibition, “Men in the Raw”, of explicit pictures of male-male sexual activity and 
intimacy. A review of the show on gay online portal, Fridae, noted the “impossibly 
handsome and well-endowed men … proud in their bulging masculinity, making 
them icons of gay erotica ...”30 Chan likewise painted starkly naked and fetching 
male specimens in his美人 (Mei Ren, or “beautiful person”, 1998 -2002) series, while 
Jason Wee, whose practice hews to a more conceptually-oriented bent, exhibited 
a suite of works titled Bao Bei at the Substation in 2005. The latter appropriated 
explicit photographs derived from websites, forums and chatrooms frequented 
by gay men, and were of individuals in various sexual acts or states of undress. 
These images were visually obscured by the artist - a deliberate thwarting of the 
voyeuristic impulse so common to gay male interaction. One of the pieces featured 
a young man with his rump half-exposed to the viewer, the image “little more than 
a pornographic affectation, knowingly eliciting the voyeurism of sexual desire”, that 
simultaneously “imposed upon the eroticism of the tableau … a layer of abstraction, 
a semi-opaque barrier of artificial pixels confounding the viewing gaze … ”31

The early aughts saw the first and, to date, only institutional exhibition in Singapore 
devoted to the genre of the nude, organized by the Singapore Art Museum in 2002. 
While, perhaps unsurpsingly, “Naked Perfection” featured mostly works centered 
on nude female figures, a small number were of nude men, including those by Ng 
Eng Teng and Wee Beng Chong. Ng, in particular, was represented by a starkly 
realistic drawing, in colour pencil, of a corpulent, hirsute individual who appears 
to be of South Asian ethnicity.32 While the model’s private parts remain hidden 
from view behind closed knees, the image stands out for its psychosomatic drama: 
the scowling expression on the sitter’s face, hinting at a dark mood or an abrasive 
personality, is matched by the thick web of pencil lines crisscrossing his body, a 
suggestion of extreme hairiness. Here, a sense of emotional heaviness dovetails 
with dense surficial textures.

Queer representation in Singapore’s visual culture has continued to flourish into 
the second decade of the 2000s, an era that has seen greater visibility for the local 
LGBTQ+ community with, for instance, the annual Pink Dot event, which held its 
inaugural edition in 2009. The work of Loo Zihan, Marla Bendini and Simon Ng are 
notable for their deployment of male nudity to those ends. In 2012, Loo restaged 
Brother Cane at the Substation, where, cleanly shaved from his scalp to his privates, 
he re-enacted the performance against a backdrop of a recording - shot by artist 
and academic Ray Langenbach - of Josef Ng’s original. The dimension of full-frontal 
nudity, which was not part of Ng’s performance in 1994, is interesting for being 
frameworked by a rash of episodes in Singapore involving public nudity then. 
In early 2009, for one, a young couple took a stroll around the popular Holland 
Village neighbourhood in nothing but their birthday suits; the following year, a man 
walked into a MacDonald’s restaurant, au naturel, while, also in 2010, a middle-
aged woman disrobed at a bus stop in an unrelated incident.33 Marla Bendini, who 
identifies as being transgender, has made captured her own body in the nude in a 
number of works, including the Ruminant series, one of which was included in an 
exhibition of queer artists, “No Approval”, in 2013, co-curated by Jason Wee and this 
author at Grey Projects. Simon Ng’s Scenes series of paintings (c. mid 2010s), which 
includes several of nude male figures, are based on images of individuals posed in 
fictive, psychologically-charged settings - a number of whom he met through the 
online gay dating app, Grindr. Other exhibitions at this time that featured male 
nudity were “Handsome: IVSG”, curated by Bendini at the Substation in 2012, and 
“Portraits of Defacement”, which took place at Your Mother Gallery the same year. 
The latter had participating artists, both male and female, contributing works that 
reflected on their relationship with their own genitalia, in an effort to “elucidate 
the politics of representations … challenge societal and cultural constructs around 
human genitalia, as well as to create healthy dialogue about the issues.”34 Most 
recently, collector Chong Huai Seng organized an exhibition of nudes from his 
personal collection, which featured a roster of female bodies, excepting a Teng Nee 
Cheong painting, Untitled (1997).35

The figure of the male nude, then, has been the aesthetic vehicle for norms 
and forms of various impulses: socio-cultural, political, personal, erotic and, of 
course, art historical, with the genealogy of the genre informing contemporary 
formulations. Moving on to the case at hand, the work of Eiffel Chong and James 
Seet here, like the curatorial premise of the exhibition itself, are derived from 
earlier precedent, a historical lineage of nude male representations. Chong’s 
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portraits of nubile young men - most, if not all, appearing to be of Chinese descent 
- call to mind Robert Mapplethorpe’s work, perhaps approximating his Black Book 
most closely in its visual contours.36 While the bodies being fetishized in the work 
of both artists are diametrically opposite, with the strapping black men of the latter, 
boasting musculatures of almost sculpted quality, standing in stark contrast to the 
pristine, slender, marble-pale anatomies of the former’s models, their minimalist, 
black-and-white framing of the male body, posed in deliberately stage-y studio 
settings, seem to share remarkable affinity. Chong remarks of these images that 
he had in mind intimations of immortality: “It is about the idea of how the world 
worships youth, while not dying is also something that humanity has been trying 
to achieve. To me, the only way to achieve that is perhaps to immortalise youth 
… It is about immortality.”37 The concept of immortality runs parallel, of course, to 
the the promise of ageless permanence held out by the photographic image, but 
perhaps it may prove instructive to bear in mind other dimensions of immortality - 
namely, reproduction, or the transmission of genetic material. The exposed phallus 
is conspicuously present in Chong’s work, and, as a signifier of insemination, and 
thus reproduction, the male sexual organ serves only to reinforce the theme of 
continuity. On the other hand, the inescapable whiff of homoeroticism that lingers 
over the genre of the male nude belies attempts to understand male genitalia 
simply as a symbol of heterosexual reproduction. Read within the possiblity of 
same-sex desire, it is tempting to imagine that the connotations of continuity held 
out by the motif of the phallus in these images is really the visuality of agelessness 
ensured by the camera, one form of immortality shading into another.

James Seet’s Conversation series is more explicitly citational in character. A suite 
of diminutive ceramic figures of nude men premised on Rodin’s sculptures, they 
channel the psychological expressiveness and tactile modelling of the latter. (Worth 
bearing in mind here is that Rodin himself worked with clay.) As Seet remarks of 
his predecessor: “He modeled the human body with naturalism, and his sculptures 
celebrate individual character and physicality. My exploration with every stroke 
on the clay and every indent and impression on the form creates spontaneity.”38 
Indeed, Seet’s own ceramic sculptures were all modelled by hand, and their 
surfaces scored by marks created with wooden tools and fingernails, a feature that 
he analogizes to the individuality of a painter’s brushstrokes on a canvas.39 It is 
perhaps this haptic aspect of the works that renders the conversation of their title 
an intimate exchange between two individuals, rather than a dispassionate homage. 
The semiotic sign of the index, as Rosalind Krauss has demonstrated, is predicated 

on physical contiguities between sign and object, being a trace of the artist’s 
hand that emphasizes its own processual character. Krauss wrote of the 
indexical sign: “… indexes establish their meaning along the axis of a physical 
relationship to their referents. They are the marks or traces of a particular 
cause, and that cause is the thing to which they refer, the object they signify. 
Into the category of the index, we would place physical traces (like footprints), 
medical symptoms, or the actual referents … Cast shadows could also serve 
as the indexical signs of objects …”40 Here, the indexical nature of Seet’s mark-
making complicates the mimetic dimension of the works. Put another way, the 
likeness of his figures to their inspiration - the similarities in figuration, mood, 
materiality - is perhaps less essential to the desired dialogue with Rodin, but, 
rather, the act of modelling and incising the works by hand, their shapes and 
surfaces bearing indexical testimony, makes of the exchange a corporeal 
conversation in the here and now.

It may be prudent to wind up the present essay with a qualifier. The 
strictures against public nudity in both Singapore and Malaysia, whether 
representational or live, continue to foster a culture of extreme caution where 
nudity is involved. Singapore’s laws do not just proscribe obscene material, 
but also what is termed ‘indecent exposure’, the statute in question identifying 
“Any person who appears nude (a) in a public place; or (b) in a private place 
and is exposed to public view …. a person appearing nude includes a person 
who is clad in such a manner as to offend against public decency or order.”41 
This state of affairs, of course, has had significant impact on various disciplines 
and mediums, including theatre and performance art.42 In 2018, for instance, 
a performance art event that featured a roster of mostly local and regional 
artists took place over several venues, including a small building located in a 
neighbourhood in the east of Singapore. It was there that this author caught 
a work by a male artist in which he performed, for much of the duration of 
the piece, completely in the nude, behind closed doors. The performance 
seems not to have garnered mention, unsurprisingly, and no documentation 
exists in the public realm. Works like this one highlight the fact that any survey 
of nudity in contemporary art in Singapore would likely remain necessarily 
incomplete and fragmentary, given the less than public or publicized nature of 
such live events.

In the meantime, we do what we can.
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originally published in the catalogue, The World of Liu Kang (Singapore: National 
Museum Art Gallery, 1993).

10 Many of these early sketches are included in T. K. Sabapathy’s Ng Eng Teng: Art and 
Thoughts (Singapore: NUS Museums, 1998), which serves as a catalogue raisonne.

11 See Ng Eng Teng, p. 104.

12 T. K. Sabapathy, Configuring the Body: Form and Tenor in Ng Eng Teng’s Art (Singapore: 
NUS Museums, 2003), p. 29.

13 The painting was, of course, reproduced as the cover of Modernity and Beyond: 
Themes in Southeast Asian Art, the catalogue accompanying then inaugural exhibition of 
the Singapore Art Museum in 1996.

14 See the relevant entry for the work in Masterpieces from the National Art Gallery of 
Malaysia: Selected and Introduced by Redza Piyadasa (Kuala Lumpur: National Art Gallery, 
2002), pp. 92-3.

15 See Simon Soon’s “Fabric and the Fabrication of a Queer Narrative: The Batik 
Paintings of Patrick Ng Kah Onn”, Intersections: Gender and Sexuality in Asia and the Pacific 
38 (August 2015), unpaginated. Online at <http://intersections.anu.edu.au/issue38/
soon.html>. Last accessed April 20, 2021.

16 Nur Hanim Khairuddin, “The Weird, Humorous, and Tragic: The Life and Art of 
Zulkifli Mohd. Dahlan” in Bumi Larangan: Zulkifli Dahlan (Kuala Lumpur: Zulkifli Dahlan 
Gallery and Teratak Nuromar, 2017), pp. 14 - 29. See p. 20.

17 Lindy Poh recounts Teng’s history with the practice of life drawing in her essay, 
“Those the Gods Love Grow Mightier” in Nee Cheong: Those the Gods Love Grow Mightier 
(Singapore: Gajah Gallery: 2010), pp. 19-29. She notes that his path and that of Ng Eng 
Teng’s crossed in this regard: “In the late 1980s, life drawing classes were arranged 
at an accountant friend’s office in Hong Kong Street and attended by fellow artists 
including the late Ng Eng Teng (1934 - 2001).” See p. 23.

18 Teng’s nude drawings received a posthumous retrospective exhibition at The 
Private Museum in 2018, titled “EMBODIMENT | SENTIENCE”.

19 Quoted in Nee Cheong, p. 52.

20 Reproduced in Nee Cheong, p. 129.

21 Poh, “Those the Gods Love”, p. 26.

22 One of the more notable exhibitions in this regard was “From Bukit Larangan to 
Borobudur: Recent Drawings by Jimmy Ong 2000 - 2015” at FOST Gallery in 2015, with 
an accompanying catalogue.
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23 Here, the quotes from Ong are taken from his personal site at <https://
jimmyongbc.wixsite.com/retrospective/1991-2000>. Last accessed April 21, 2021.

24 See pp. 48 to 51 of the exhibition catalogue, Spectrosynthesis: Asian LGBTQ Issues 
and Art Now, published in 2017. (No other publication information is available.)

25 Navasivayam’s drawings were the subject of a posthumous exhibition, “Points of 
Articulation”, at Yeo Workshop in 2019. The quote here is taken from an essay by the 
artist’s son, N. Nedumaran, included in the accompanying catalogue of the same title, 
forthcoming from Yeo Workshop in 2021.

26 Images of works from the show are archived on the Utopia website at <https://
www.utopia-asia.com/gal/tanpeng.htm>. Last accessed April 21, 2021. Utopia was one 
of the first internet platforms for queer resources in Asia, and was founded by Goss.

27 The review, “Out of the closet”, by Ng Sek Chow, was published in The Straits Times 
on 19 February 1993. The piece has been transcribed by, and is archived online at, The 
Singapore LGBT encyclopaedia Wiki: <https://the-singapore-lgbt-encyclopaedia.wikia.org/
wiki/Archive_of_%22Out_of_the_closet%22,_The_Straits_Times,_19_February_1993>. 
Last accessed April 21, 2021.

28 At the time of this essay’s writing in April 2021, a public furor erupted over a 
mural of three nude women in an art park in the town of Jeram, in Selangor, Malaysia, 
illustrating the continued unease over displays of nudity in the Muslim nation. See 
Tan Zi Mei, “Uproar over naked women mural in Sg Buloh settled after artists clarify 
intentions with police”, Malay Mail (20 Apr 2021). Online at <https://www.malaymail.
com/news/life/2021/04/20/uproar-over-naked-women-mural-in-sg-buloh-settled-after-
artists-clarify-int/1967984>. Last accessed April 21, 2021.

29 In discussing Ahmad Fuad Osman’s nude paintings, produced when the artist was 
in residency in Vermont, U.S.A., in the early 2000s, Sarena Abdullah writes: “Nudity is a 
taboo in the Malaysian context and the majority of artists who produce nudes usually 
do so in sketches or small-scale works … It can be argued here that the fact that Ahmad 
Fuad does not eroticise the male figure in his paintings is perhaps why the series did 
not receive any criticism from the very limited art public in Malaysia.” See her doctoral 
thesis from the University of Sydney, Postmodernism in Malaysian Art (2010), pp. 158-9.

30 See “first gay erotic art exhibition in singapore”, Fridae (Dec 17, 2002). Online at 
<https://www.fridae.asia/gay-news/2002/12/17/476.first-gay-erotic-art-exhibition-in-
singapore>. Last accessed April 21, 2021.

31 Louis Ho, “The Non-Affirmative: Jason Wee, Photography, Scopophobia” in Reflect/ 
Refract: Essays on Photography in Singapore (Singapore: Objectifs, 2013), pp. 87-106. See 
pp. 89-90.

32 The work is Ng Eng Teng’s Two Rings (c. 1997), reproduced in the exhibition 
catalogue. See Naked Perfection, p. 49.

33 The implications of the trope of nudity in Loo’s performance, including its 
particular historical context, is analyzed at length in Louis Ho, “Loo Zihan and the Body 
Confessional”, Contemporary Arts as Political Practice in Singapore, eds. Wernmei Yong 
Ade and Lim Lee Ching (New York: Palgrave Macmillan, 2016), pp. 29 - 44.

34 Details about the show are archived on the blog of The Rainbow Arts Project at 
<https://rainbowartsproject.wordpress.com/2012/04/12/portraits-of-defacement/>. 
Last accessed April 21, 2021.

35 “of Human Bondage” opened in January 2021 at The Culture Story, a space run by 
Chong.

36 Mapplethorpe’s images of African-American men have, of course, elicited charges 
of essentialism, racism and sexual objectification, most notably by Glenn Ligon, whose 
own work, Notes on the Margin of the Black Book, encompassed the “unease felt by 
gay black men when they view bodies they find attractive in what they also consider 
to be dehumanizing depictions by a white observer.” See Arthur Lubow, “Has Robert 
Mapplethorpe’s Moment Passed?”, New York Times, July 25, 2019. Archived at <https://
www.nytimes.com/2019/07/25/arts/design/robert-mapplethorpe-guggenheim.html>. 
Last accessed April 21, 2021.

37 In a text message from Chong, dated April 16, 2021.

38 In a text message from Seet, dated April 16, 2021.

39 In the text message of April 16.

40 Rosalind Krauss was writing of C. S. Peirce’s semiotic triad of icon-index-symbol. See 
her “Notes on the Index: Part 1” in The Originality of the Avant-Garde and Other Modernist 
Myths (Massachusetts: MIT Press, 1986), p. 70.

41 According to Section 27A of the Miscellaneous Offences (Public Order and 
Nuisance) Act (Chapter 184).

42 For a look at the history of nudity in Singapore’s theatre scene, see Akanksha 
Raja’s “Unravelling the History of Nudity in Singapore Theatre”, ArtsEquator (April, 2019), 
<https://artsequator.com/nudity-singapore-performance/>. Last accessed April 21, 
2021.
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Boy #7 Eiffel Chong, 2021, Inkjet on washi paper, 104 x 145 cm, Edition 1/1

Conversation No.7  James Seet, 2021, Ceramics, 52 x 27 x 27 cm
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Boy #9 Eiffel Chong, 2021, Inkjet on washi paper, 104 x 145 cm, Edition 1/1

Conversation No.10  James Seet, 2021, Ceramics, 53 x 37 x 26 cm
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Boy #2 Eiffel Chong, 2021, Inkjet on washi paper, 104 x 145 cm, Edition 1/1

Conversation No.11  James Seet, 2021, Ceramics, 56 x 28 x 28 cm
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Boy #6 Eiffel Chong, 2021, Inkjet on washi paper, 104 x 145 cm, Edition 1/1

Conversation No.9  James Seet, 2021, Ceramics, 56 x 27 x 27 cm
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Boy #8 Eiffel Chong, 2021, Inkjet on washi paper, 104 x 145 cm, Edition 1/1

Conversation No.12  James Seet, 2021, Ceramics, 59 x 27 x 27 cm
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Conversation No.3  James Seet, 2021, Ceramics, 52 x 26 x 27 cm

Boy #5 Eiffel Chong, 2021, Inkjet on washi paper, 104 x 145 cm, Edition 1/1
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Conversation No.6       James Seet, 2021, Ceramics, 49 x 26.5 x 26.5  cm

Boy #3 Eiffel Chong, 2021, Inkjet on washi paper, 104 x 145 cm, Edition 1/1
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Conversation No.8  James Seet, 2021, Ceramics, 50 x 28 x 28 cm

Boy #10 Eiffel Chong, 2021, Inkjet on washi paper, 104 x 145 cm, Edition of 1/1
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Conversation No.5  James Seet, 2021, Ceramics, 45 x 27 x 27 cm

Boy #4 Eiffel Chong, 2021, Inkjet on washi paper, 104 x 145 cm, Edition 1/1
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Conversation No.13          James Seet, 2021, Ceramics, 37 x 33 x 26.5 cm

Boy #1 Eiffel Chong, 2021, Inkjet on washi paper, 104 x 145 cm, Edition 1/1
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Detail of Conversation No.12 (2021) by James Seet
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Eiffel Chong graduated with an MA in International 
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 http://www.
eiffelchong.com

Educations
 MA in International Contemporary Art and Design 

Practice, University of East London, United 
Kingdom

 BA (Hons) in Photography, London College of 
Printing, United Kingdom

Selected Solo Exhibitions
2019 I Dim The Sun So That Dusk Arrives Earlier, Richard 

Koh Fine Art, Gillman Barracks, Singapore

2018 Mud And Mashed Hydrangea Leaves And Salad Of 
Dandelion Greens, Richard Koh Fine Art, Kuala 
Lumpur, Malaysia

2017 A Trace Of Mortality, Kathmandu Photo Gallery, 
Bangkok, Thailand

2016 Seascape, START SOLO, START Art Fair, London, 
England

2015  Seascape, Artify Gallery, Hong Kong 

2014 Works 2002-2014, Hong Kong Design Institute, Hong 
Kong 

2013 Under Control, 2902 Gallery, Singapore

2012 This Used To Be My Playground, Artify Gallery, Hong 
Kong

 Before The World Fell to Pieces, Valentine Willie Fine 
Art, Kuala Lumpur, Malaysia

Selected Group Exhibitions
2021 It’s A Male Nude Show, Two-man show Eiffel Chong 

& James Seet, Richard Koh Fine Art, Gillman 
Barracks, Singapore

2020 In Our Own Frame: 15th Year Celebration, Richard   
Koh Fine Art, Kuala Lumpur, Malaysia

2019 START, Richard Koh Fine Art, Gillman Barracks, 
Singapore

 Plasticity & Hurt Like Heaven, Two-man show: Eiffel 
Chong & Ernest Goh, Lower Gallery, Objectifs, 
Singapore

 Art Staged: No Booth, Richard Koh Fine Art, 
Singapore

2018 Xishuangbanna Foto Festival, Yunnan, China

 Fine Art Asia 2018, Hong Kong

 Wu Yinxian Photography Art Biennale, Jiangsu, China

2017 Beijing Photo Festival 2017, Beijing, China

 Urban Implosion, Asia Culture Centre, Gwangju, 
South Korea

 ILHAM Contemporary Forum Malaysia 2009 – 2017, 
ILHAM Gallery, Kuala Lumpur, MALAYSIA

 Photo 17, Singapore Contemporary, Singapore

2016  Xishuangbanna Foto Festival, Yunnan, China

 Obscura Photography Festival, Penang, Malaysia

 Malaysian Art, A New Perspective, Richard Koh Fine 
Art, Kuala Lumpur, Malaysia

 Victoria Crime, MC3@702 Creative Space, Hong Kong 
University, Hong Kong

2015 Postcolonial Photo Studio, Noorderlicht Photo 
Festival 2015, Noorderlicht Gallery, Groningen, The 
Netherlands

 Victoria Crime, Artify Gallery, Hong Kong

 Only A Fragment, Richard Koh Fine Art, Kuala Lumpur,  
Malaysia

 The Space Between - An Exploration of Role, Meaning 
and Intent in Contemporary Malaysian Art, Wei-Ling 
Contemporary, Kuala Lumpur, Malaysia

2014 After Image: Contemporary Photography From 
Southeast Asia, Singapore Art Museum, Singapore

 Others & Me: A Contemporary Photography Exhibition, 
Sharjah Art Museum, Sharjah, UAE

 Sovereign Asian Art Prize 2014, The Rotunda, Exchange 
Square, Hong Kong

 Malaysian Eye, White Box Gallery, Kuala Lumpur, 
Malaysia

 My Country, Louis K. Meisel Gallery, New York City, 
USA

2013 Mt. Rokko International Photo Festival 2013, Kobe, 
Japan

 SIPF NOMAD, Noorderlicht Photo Festival 2013, 
Groningen, The Netherlands

 Portraits - Group Exhibition from Singapore 
International Photography Festival, Theory of Clouds: 
Gallery and Community Worldwide, Kobe, Japan

 MIDTERM, Shalini Ganendra Fine Art, Kuala Lumpur, 
Malaysia

 Chobi Mela International Festival of Photography, 
Shilpokola Academy, Dhaka, Bangladesh

2012 Wawasan 2020, Valentine Willie Fine Art, Singapore

 Headlights 2012, Valentine Willie Fine Art, Kuala 
Lumpur, Malaysia

2011 Young Artist Project 2011: Future Lab, Daegu EXCO, 
Daegu, South Korea

 Tanah Ayer: Malaysian Stories from the Land, Selasar 
Sunaryo Art Space, Bandung, Indonesia
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Awards
2016 Xishuangbanna Photography Festival, Excellent 

Photography Exhibition Award, Yunnan, China

2015 Nikon Photo Contest 2014-2015, Category D,  
 Japan (2nd Prize)

 The Prix Pictet: Disorder, London, England 
(Nominee)

 Asia-Pacific Photobook Award, Melbourne, Australia 
(Finalist)

2014 The Sovereign Asian Art Prize, Hong Kong (Finalist)

2013 The Prix Pictet 2013, London, England (Nominee)

2012 29th Higashikawa International Award, Hokkaido, 
 Japan (Finalist)

2010 2010 ASEAN- Korea Multimedia Competition, 
Photography Category, Seoul, South Korea (3rd Prize)

2006 Young Contemporary Arts Award 2006, National Art 
Gallery, Kuala Lumpur, Malaysia (Finalist) 

Publications
2015 Seascape, Artify Gallery Publication

2013 Institutionalised Care

2012 This Used To Be My Playground, Artify Gallery 
Publication

 Before The World Fell To Pieces, Valentine Willie Fine 
Art Publication

2008 Faces of IJN, Institut Jantung Negara Foundation 
Publication (National Heart Institution Foundation 
Publication)

Public Collection
Singapore Art Museum, Singapore

 Angsana: Southeast Asian Photographers Taking Flight, 
2902 Gallery, Singapore

2010 2010 ASEAN- Korea Multimedia Competition, Gallery 
Jinsun, Seoul, South Korea

 CUT2010: New Photography from Southeast Asia: 
Parallel Universe, Manila Contemporary, Manila, 
Philippines; Sangkring Art Space, Jogjakarta, 
Indonesia; Valentine Willie Fine Art, Singapore & 
Malaysia

 Al-Kesah: Once Upon a Time in Malaysia, MAP White 
Box, Kuala Lumpur, Malaysia

 Contemporary Rhetoric, Valentine Willie Fine Art, 
Kuala Lumpur, Malaysia

2009 Eyes Wide Open: Selected photos from the First 
Singapore International Photography Festival, The 
Annexe Gallery, Kuala Lumpur, Malaysia

 Different But Same, Wei-ling Gallery, Kuala Lumpur, 
Malaysia

 Paradise Lost, 2902 Gallery, Singapore

 A New Wave of Responsive Images, Nikon Ginza 
Gallery, Tokyo, Japan; Sabanci University, Istanbul, 
Turkey

2008 Singapore International Photography Festival 2008, 
LaSalle College of The Arts, Singapore

 Photoart Asia 2008, Zengallery@Central World, 
Bangkok, Thailand

 CUT: New Photography from Southeast Asia, 
Valentine Willie Fine Art, Singapore & Malaysia

2007 Bebas Lah: Malaysia@50, Annexe Gallery, Kuala 
Lumpur, Malaysia

 Sharing Space: Contemporary Photography of 
Malaysia + Japan, The Annexe Gallery, Kuala Lumpur, 
Malaysia

 NYKL: Landmarks of New York and Kuala Lumpur, The 
Annexe Gallery, Kuala Lumpur, Malaysia

 Young Contemporary Arts Award 2006, National Art 
Gallery, Kuala Lumpur, Malaysia
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James Seet (b. 1970, Kuala Lumpur, Malaysia) is a 
pioneer in the advertising field in Malaysia with over 
two decades of experience. In this time, he had 
carved himself a niche as an advertising creative with 
insight for creating art within the realm of advertising 
design. He particularly excelled at conceptualizing 2D 
imaginations into 3D presentations. This served as an 
entry point for him into ceramics. His earliest education 
in ceramics came from an experienced local potter, 
Yeow Seng Cheah and international potter, Margaret 
Fenn. He also travelled to Fitzroy Falls, Australia to pot 
with Neil Boughton, who specializes in lustrewares.

Seet has represented Malaysia in various ceramic 
festivals, international conferences & exhibitions 
including the 2nd South East Asia Ceramic Conference, 
in FLICAM, Fuping, China in 2012. His works are 
collected by several international collections including 
the ceramic museums in A’lcora, Spain and Shaw 
International Centre for Contemporary Ceramics 
Canada.

Solo Exhibitions
2020 Wobbly Sabi, Richard Koh Fine Art, Kuala Lumpur,  
 Malaysia

2019 Memories, The Back Room in collaboration with  
 Richard Koh Fine Art, Kuala Lumpur, Malaysia

Selected Group Exhibitions
2021 It’s A Male Nude Show, Two-man show James Seet  
 & Eiffel Chong, Richard Koh Fine Art, Gillman  
 Barracks, Singapore

2020 In Our Own Frame: 15th Year Celebration, Richard  
 Koh Fine Art, Kuala Lumpur, Malaysia

2016 Public art exhibition, Educity, Iskandar, Johor,  
 Malaysia

 SELSIUS 2016, 7th International Ceramic Festival,  
 National Visual Art Gallery, Malaysia

 Kohler Bold Art Exhibition, Philippines - Vietnam -  
 Malaysia

2015 The Imagination of Blue and White (Contemporary),  
 New Taipei City Yingge Ceramics Museum, New 
 Taipei, Taiwan

 WAO Public Art Installation, Publika and Garden  
 Shopping Centres, Malaysia

 Kohler Bold Art Exhibition, Thailand - Singapore -  
 Indonesia

 Young Art Taipei, Sheraton Grande, Taipei

2014 Singapore Art Fair 2014, Suntec Singapore   
 Convention & Exhibition Centre, Singapore

 Earth and Fire, The 3rd Southeast Asian Ceramics  
 Exhibition, Workhouse Art Center, Lorton, Virginia,  
 USA

 Selsius – USM International Ceramic Festival,   
 Universiti Sains Malaysia, Penang, Malaysia

 Daydream Exhibition, ChinaHouse, Penang,   
 Malaysia

2013 Ceramic Top 40 Exhibition (Spoon Project), Ferrin  

 Contemporary, Red Star Gallery, Kansas City, USA

 SEXSE Exhibition, Shaw International Centre for  
 Contemporary Ceramics,Medicine Hat, Alberta,  
 Canada

 Museu de Ceràmica de l’Alcora Exhibition, L’Alcora,  
 Spain

2012 Clay Unity, The 2nd South East Asia Ceramic  
 Conference/Exhibition, Fuping, China

 FUTAO Gallery Exhibition, Xi’an, China

2011 Fire & Earth Contemporary Ceramics Exhibition, 
 Shalini Ganendra Fine Art Gallery, Malaysia

2010 Museu de Ceràmica de l’Alcora Exhibition, L’Alcora,  
 Spain

 International Tiger Teapot Exhibition, Shanghai,  
 China

 International Modern Pot Art Biennial Exhibition,  
 Shanghai, China

 ICMEA Emerging Artist Exhibition, Fuping, China

2009 Whampoa Arts Station Ceramics Exhibition,   
 National Library Plaza, Singapore

 The Ring of Fire, First Southeast Asian Ceramics  
 Festival Ayala Museum, Makati City, Philippines

 The Contemporary Ceramic Asia Ceramic Networks  
 09, Penang State Art Gallery, Penang, Malaysia

 Art in Clay Exhibition, Badan Warisan,  
 Kuala Lumpur, Malaysia

 Noosa Gallery, Sunshine Coast, Queensland,  
 Australia

 Quixotica Gallery, Sunshine Coast, Queensland,  
 Australia

2007  Asian Contemporary Ceramics Exhibition,  
 Asia Ceramics Network, Malaysian National Art  
 Gallery, Kuala Lumpur, Malaysia

2006 Potraiture by 13 Artists Exhibition, Badan Warisan,  
 Kuala Lumpur, Malaysia
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 Sentuhan Tembikar Exhibition, Kraftangan   
 Malaysia,Craft Complex, KL, Malaysia

 Selsius USM, Contemporary Ceramics Exhibition,  
 Putrajaya, Malaysia

2005 Selsius Exhibition, Universiti Sains Malaysia,  
 Penang, Malaysia

 Group Show, Bon Ton Resort, Langkawi, Malaysia

2004 The Making of Art Exhibition, Alliance Francaise,  
 Penang, Malaysia

Residencies 
2018 Arita, Japan

2013 Medalta International Artist in Residence Program,  
 Canada

2012 FLICAM, Fuping, China

2008 Quixotica, Brisbain, Australia

Public & Corporate Collections
Princess of Johor, Tunku Tun Aminah Maimunah 
Iskandariah binti Sultan Ibrahim

Kohler Bold Art

Universiti Sains Malaysia

Shaw International Centre for Contemporary 
Ceramics, Canada

l’Alcora Ceramic Museum, Spain

South East Asia Museum, Fuping, China

Kraftangan Malaysia
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Louis Ho is an independent curator and critic. He has 
lectured at the National Institute of Education, and 
is a contributor to various journals and publications, 
such as Modern Chinese Literature and Culture and 
ArtAsiaPacific. He was trained in art history, and his 
research interests include Southeast Asian visual 
culture and the intersections between art and the 
social. He was previously a curator at the Singapore Art 
Museum, where his first exhibition was the permanent 
collection show, After Utopia: Revisiting the Ideal in 
Asia Contemporary Art; other exhibitions included the 
Asia Pacific Breweries Foundation Signature Art Prize 
2018 show. He was also a co-curator of the Singapore 
Biennale 2016, An Atlas of Mirrors.



Founded in 2005, with spaces in Kuala Lumpur, 
Bangkok and Singapore, Richard Koh Fine Art is 
committed to the promotion of Southeast Asian 
contemporary art on regional and international 
platforms. Centred around a core belief in 
developing an artist’s career, the gallery looks to 
identify understated, albeit promising practices, and 
providing it opportunities to flourish. Through its 
regular exhibition cycles, print & digital publications 
and cross-border gallery collaborations, Richard Koh 
Fine Art engages the art community with the aim of 
developing regional and intercultural dialogue. 

      w w w. r k f i n e a r t . c o m
        info@rkfineart.com

RICHARD KOH FINE ART

MALAYSIA
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Open Tuesday – Saturday: 10 am – 7 pm
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RICHARD KOH PROJECTS

THAILAND

2198/10-11, Art Warehouse, Unit A,
3rd Floor N22, Naradhiwat
Rajanagarindra Rd Soi 22,
Chong Nonsi, Yan Nawa,
Bangkok 10120, Thailand

Open Tuesday – Saturday: 11am – 7 pm
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SINGAPORE
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