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It has been over a year now since the emergence of COVID-19 and life 
as we know it, has changed. The arts in particular has experienced 
numerous setbacks and several galleries have pivoted away from the 
brick and mortars format, instead opting for an online presence. Over 
the past few months, there has been a surge of interest in digital art 
consumption. Here at RKFA, we have remained steadfast in our belief 
of traditional presentation methods and we do not foresee any major 
changes to our culture. 

To date, we have resumed operations in all three countries; Malaysia, 
Singapore and Thailand, under COVID-19 precautions. Despite these 
uncertain times, we have persevered and organized over 15 physical 
exhibitions since July 2020 across our three spaces, in hopes of 
providing respite and distraction from the global pandemic. To reiterate, 
the arts is important – not just for job creation and making a country 
more attractive for people to work and live in – but it should be viewed 
as highly important to education to create a thriving society with 
meaningful expression, imagination and flourishing cultures. To simply 
put, the arts is essential. 

Even before the ongoing shifts in the art world – coupled with 
the current pandemic – RKFA itself has been undergoing its own 
transformation since the beginning of 2019. The gallery has reduced 
its participation in art fairs and streamed lined its stable of artist. Going 
forward, it will manage a tighter ship throughout this year and the next.  

It is important that we refocus on our strength; which is to develop and 
nurture the artist’s career, and to move forward in tandem with them. 
That said, as the absence of familiar names on the RKFA roster becomes 
noticeable, new names will also emerge. With the changing season, 
comes new beginnings. We look forward to a renewed beginning and will 
endeavour to seek better opportunities for our devoted stable of artists.

Above all, stay safe!

 
Richard Koh 
June 2021

FOREWORD

Details of Flaming Tower by 
Hings Lim, 2019-2020, wax, 
wicks, dye and stainless steel, 
152.4 x 63.5 x 63.5 cm. Image 
courtesy of the artist
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Installation view.
Vanishing Jungle 
Childhood, 2-18 July 
2020, Richard Koh 
Fine Art, Kuala Lumpur, 
Malaysia. Image 
courtesy of Richard 
Koh Fine Art.
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Top: 
Tan Wei Kheng, Ruan 
Gasi, 2019, oil on 
canvas, 91.2 x 91.2 
cm. Image courtesy 
of the artist.

Middle: 
Tan Wei Kheng, Alisia 
Dawat, 2018, oil on 
canvas, 91 x 122 cm. 
Image courtesy of the 
artist.

I have been meeting the Penan children since 
2009 and started to stay with them. I found them 
in the jungle. 

They are so special. So happy. When I see them 
laughing, I also feel happy. 

The trees are their playground. When I see 
them learning the new life…it seems they lost 
these simple joys. 

I want to show the world their simple joys and 
their laughter that came from inside. 

The wild monkeys are their pets. 
Sometimes they could not part with their jungle 

home. 
It is painful to lose their freedom. 
What will happen to their hunting skills? I feel 

so sad to think that their mum and dad know 
the names of the trees, the fruits, the Herbs, the 
language of the jungle…but they may forget them 
one day. 

They learn new ways, and may forget some tra-
ditional ways… One day…

- Tan Wei Kheng, Sarawak, Ferbruary 2020

Bottom: 
Tan Wei Kheng, Luna 
Saya’, 2019, oil on 
canvas, 122 x 182.5 
cm. Image courtesy of 
the artist.

Bottom 
Tan Wei Kheng, Susan 
Dawat, 2019, oil on 
canvas, 106.5 x 152.5 
cm. Image courtesy of 
the artist.

Top: 
Tan Wei Kheng, Jarid 
Gasi 2018, oil on 
canvas, 91 x 121.8 cm. 
Image courtesy of the 
artist.
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Top Left: 
Tan Wei Kheng, Meri 
Marilyn, 2020, oil on 
canvas, 91 x 122 cm. 
Image courtesy of 
the artist.

Bottom 
Tan Wei Kheng, Elis 
Philip No. 2, 2020, oil 
on canvas, 91 x 122 
cm. Image courtesy 
of the artist.

Bottom: 
Tan Wei Kheng, Elis 
Philip, 2019, oil on 
canvas, 122 x 167.5 
cm. Image courtesy 
of the artist.

Top: 
Tan Wei Kheng, David 
Pung, 2019, oil on 
canvas, 91 x 122 cm. 
Image courtesy of 
the artist.

Top Right: 
Tan Wei Kheng, 
Ranau Saya’, 2019, 
oil on canvas, 91 
x 91 cm. Image 
courtesy of the artist.
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Installation view. Essentialist 
Images, 17 July - 8 August 2020, 
Richard Koh Fine Art, Gillman 
Barracks, Singapore. Image 
courtesy of Richard Koh Fine Art
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Essentialism has long had a bad whiff about 
it, a Hellenistic notion that wound up lending 
itself to the convenience of universalist 
views about various peoples or groups: 
the idea that women underperform in 
science and engineering because of genetic 
differences (courtesy of Lawrence Summers), 
that Asians excel at arithmetic or Africans 
at athletics due to biological traits, that 
gender is fundamentally binary in structure. 
The attribution of certain characteristics 
to everyone subsumed within a particular 
category is simply the modern equivalent of, 
say, Aristotle’s formulation about unvarying 
essences: “what is real is changeless; that 
particular things subject to change (ousiai) are 
real (that is, exist) in virtue of their possessing 
invariant natures (or essences)”.1 Whether one 
agrees with the doctrine or otherwise - and 
the history of Western philosophy is nothing 
if not littered with dissenters2 - essentialism 
has certainly claimed its fair share of victims, 
especially when applied to gender, race 
and/or culture. If its fundamental tenet, 
that intrinsic natures both constitute and 
differentiate biological and socio-cultural 
categories, holds true, then those natural, 
fixed characteristics are safely assumed 
to define the group as a whole, with the 
legitimization of such viewpoints all too often 
resulting in less than desirable outcomes such 
as the reinforcement of social hierarchies and 
racial inequality, among others.

Which brings us to the issue at hand: 
an exhibition of contemporary art from 
Myanmar. The long years of isolation from the 
rest of the world has produced a Burmese3 
art scene that is, simply put, bifurcated. On 
the one hand, a tradition of representational 
painting has remained a dominant presence, 
a legacy that begins with the earliest days of 
the Indic Bagan murals and encompasses the 
advent of colonialism, which introduced the 
visual language of European mimesis and, 
later, various Modernist styles4; Burmese 

Essay by Louis Ho

Middle Bottom: 
Nge Lay, Endless Story 
Jogja 6, 2019, colour 
print on archival matt 
paper, 137.2 x 91.4 cm. 
Edition 1 of 9. Image 
courtesy of the artist.

Right: 
Nge Lay, Endless Story 
Jogja 4, 2019, colour 
print on archival matt 
paper, 137.2 x 91.4 cm. 
Edition 1 of 9. Image 
courtesy of the artist.

Right: 
Nge Lay, Endless Story 
Jogja 8, 2019, colour 
print on archival matt 
paper, 137.2 x 91.4 cm. 
Edition 1 of 9. Image 
courtesy of the artist.

Middle Top: 
Nge Lay, Endless Story 
Jogja 9, 2019, colour 
print on archival matt 
paper, 137.2 x 91.4 cm. 
Edition 1 of 9. Image 
courtesy of the artist.

painters in the twenty-first century range from 
artists who adopt a more critical stance to 
those who are enjoy a degree of popularity 
on the international art market. (Min Wae 
Aung’s commercially well-received depictions 
of Burmese monks or villagers, often poised 
in an undulating row with their backs turned 
to the viewer, are but the most conspicuous 
examples of the latter.5) On the other hand, 
contemporary art and its panoply of mediums 
and concerns have become firmly entrenched 
in Myanmar in the twenty-first century, 
resulting in a circumscribed but dynamic 
landscape that spans the gamut from 
performance to installation to photography to 
graffiti to the moving image. An art historian’s 
characterization of the evolution of art in 
China in the post-Cultural Revolution era is 
perhaps also descriptive of its development 
in Myanmar: “it was as if a century of Western 
art had been restaged.”6 Early in the twentieth 
century, the Mandalay painter U Ba Yin 
Galay - whose personal politics, admittedly, 
was of a nationalist bent - had this to say of 
the tension between indigenous pictorial 
styles and imported aesthetics: “Every Asian 
country adopts elements of Western art. But 
one can easily tell which artwork is from which 
country. It may be India, or it may be China. 
Their artworks say who they are. And for this 
reason, Myanmar artworks must carry a sense 
of Myanmarness. They must be able to say 
where they’re from.”7 Fast forward to the new 
millennium, and that sense of “Myanmar-
ness”, in the words of Andrew Ranard, one 
of the chief Western observers of Burmese 
art since the 1990s, has ossified. “It was as if 
everything that Burma had achieved in the 
arts in the 20th century was worth nothing”, 
he writes. “Such attitudes … are soothing to 
some Burmese, especially those who yearn to 
remain prisoners of that fantastic lost space 
which lies in ruins about them. This attitude 
encourages the view that a work of art must 
be “Traditional”, out of Burma’s past, to be 
worthy, to be really Burmese.”8
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Top: 
Htein Lin, Motocycle, 
2020, acrylic on 
canvas and cotton, 
122 x 183 cm. Image 
courtesy of the artist.

Bottom: 
Htein Lin, Tattoo, 2019, 
acrylic on canvas, 
92 x 122 cm. Image 
courtesy of the artist.

Uncontested labels like “tradition” 
and “Burmese” evidently call out to be 
problematized - the terms smack of 
ideologically fraught notions of historico-
cultural essentialism - but contemporary art 
has to contend with issues of “Myanmar-
ness” of an altogether different stripe. 
Here, stock portrayals are not those of 
the static past, those pictures of monks 
and temples and pastoral landscapes all 
too common to popular circuits of visual 
representation, but, rather, of the persistently 
intrusive present - the long, tumultuous 
twentieth century and beyond. The works 
in this exhibition foreground other familiar 
tropes that have come to define what is 
still widely perceived to be a pariah state 
languishing under the rule of an authoritarian 
government (despite Aung San Suu Kyi’s 
ascent to power after the 2015 elections). 
If the various waves of artistic modernism 
did much to valorize particular images of 
Myanmar, here is the polar opposite of 
those anodyne tableaux, contemporary 
art’s litany of political totalitarianism, global 
isolation, cultural censorship, anti-colonial 
angst and social conservatism, a recitation 
of the transgressions of various totalitarian 
regimes. A recent group exhibition held in 
Yangon, for instance, titled “Everyday Justice”, 
included works that dealt with topics such 
as “small city politics in the south, internally 
displaced persons (IDP) camps in the north, 
corruption in the courts, violence against 
women and their barriers to justice.”9 
Its curator, Nathalie Johnston, speaks of 
the parameters engendered by what she 
dubs the international gaze: “I hope the 
international gaze will begin to focus less on 
the headlines and more on learning about 
the artists as artists, rather than defining 
them by their country. Myanmar is more 
than the sum of its parts, and those parts 
need to be explored in depth … Myanmar 
is only at the beginning of a very messy, 
complex socio-political transition.”10 If much 
of Burmese contemporary art is as visible 
outside the country as it is within it,11 the 
gesture of cultural essentializing becomes a 
reflexive, conscious act of self-presentation 
for consumption. 

Is essentialism, however, nothing but 
unsympathetic and damaging? Perhaps it 
can, as Gayatri Spivak has pointed out, be put 
to better use. She coined the term ‘strategic 
essentialism’ as a tool of political pragmatism, 
the deliberate instrumentalization of a form 
of misrepresentation as a means to an end. 
“The idea of strategic essentialism”, as one 
commentator parses it, “involves philosophical 
acceptance of the anti-essentialist argument 
that there are in principal no essential 
identities while nevertheless suggesting that 
in practice people act, and need to act, as if 
there were. Thus strategic essentialism means 
acting “as if ” identities were stable for specific 
political reasons.”12 The idea, in other words, 
serves as a political tactic that assumes 
the ontological coherence of universal 
categories for the sake of expediency, aimed 
at deconstructing oppressive structures 
and systems - the most salient example of 
which, of course, is the anti-colonial project 
of subaltern studies. The use of essentialism 
in this context provides a framework by 
which the works in the current exhibition 
were selected: they reflect the range of 
socio-political issues that have increasingly 
stereotyped depictions of Myanmar today, in 
effect reinforcing those images of the country 
as a continuing force of regressive politics and 
tyrannical behaviour against its own citizens. 
If its prevailing image is that of a weaponized 
state apparatus, of ethnic policies that target 
minorities, and of lingering post-colonial 
resentment and social conservatism at large, 
then here is that image writ large, a collective 
portrait of the contemporary Burmese polity 
that is as critical of its own configurations as 
more benign modes of representation are 
premised on a fixed geo-cultural essence.13 
Rather than un-problematically foregrounding 
the angst that typifies descriptions of the 
country, the present works are premised on 
the simultaneous utility and complication of 
received ideas and images. 

The biographies of Htein Lin and Aye Ko, 
for instance, are marked by their personal 
experience of incarceration. Both participated 
in the popular uprisings of 1988 – today 
referred to as the 8888 Revolution – and 
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Above: 
Aye Ko, No Money, 
Hungry, Hard Eating, 
2010, single-channel 
video, 11 minutes 
duration. Image 
courtesy of the artist.

Opposite Right: 
Aung Ko, The No Name 
Burmese Patriot, 2017, 
acrylic on canvas, 
182 x 182 cm. Image 
courtesy of the artist.

Opposite Left: 
Aung Ko, The Burmese 
Tiger and English 
Hunter, 2017, acrylic 
on canvas, 182 x 182 
cm. Image courtesy of 
the artist.

noises and body movements mimicking a 
two-wheeler. Such tales, one can imagine, are 
routine accounts of life in Myanmar’s jails, yet 
the harsh reality of daily abuse is belied by the 
incongruous sense of humour that informs 
Htein Lin’s visual anecdotes, a juxtaposition 
that undercuts the historical with the 
everyday, the brutal with the comical. He 
reveals that “the mental torture didn’t work in 
my case because I am an actor and used to 
playing an audience for laughs … I have many 
funny memories like having to correct my 
friend’s tattoo which had a spelling mistake 
and turn it into something abstract, or 
designing surreal tattoos with hidden political 
messages on the back of an ex-soldier.”15

Aye Ko (b. 1963), too, spent several years 
in prison in the early 1990s, and turned to 
performance art in the 2000s, a field in which 
he stakes a claim to some prominence in 
Myanmar. No Money, Hungry, Hard Eating 
was performed at Cemeti Art House16 in 
Jogjakarta, Indonesia, in 2010, as part of a 
collaborative project involving Burmese and 
Indonesian artists, titled “+ ROAD” (read 
“crossroad”). For the performance, Aye Ko 
completely swathed his head in bandages, 

applied red lipstick to the area around his 
lips, then pulled the bandages off while 
chewing and swallowing sheets of paper. The 
piece addresses the issue of poverty and 
hunger, with the artist commenting: “I used 
to tear paper and eat them at school when 
I was very young because I was so poor. 
This performance reflects my repulsion. This 
is also relevant to children and students 
today, who are facing the same poverty I 
have faced, who chew paper whenever they 
are hungry. I want to reflect this bitterness 
of poverty to the audience.”17 The issue of 
endemic poverty and hunger remains a 
widespread problem in Myanmar even today, 
with the World Food Program declaring that 
it is one of the least developed countries 
in the world, boasting an estimated 38 
percent of the population near or below 
the poverty line. Poverty porn, or the visual 
culture of economic suffering, is trapped 
in an ethical bind, as one commentator 
notes: “to be appreciated by international 
critics and audiences … works must rely on 
autoethnographic self-representations that 
reiterate legible iconographies of cities and 
populations in the Global South as being 

… trapped in a perpetual cycle of poverty 
and underdevelopment.”18 Here, that auto-
ethnographic representations, the instantly 
recognizable visual signifiers of poverty, are 
translated into the self-theatricalizing gestures 
of performance art, the issue rendered 
simultaneously trenchant and melodramatic 
by the simple act of eating paper. 

Aung Ko (b. 1980) positions his paintings, 
The Burmese Tiger and English Hunter and The 
No Name Burmese Patriot (both 2017), at the 
intersection of history and technology. Both 
works are based on anonymous black-and-
white photographs dating from the era of the 
British Raj.19 One depicts a common tableau 
of a hunter posing with his trophy, a newly 
killed tiger, and the other a pair of Burmese 
individuals strung up on scaffolding, evidently 
executed criminals; only a single man in the 
latter image, however, was rendered in Aung 
Ko’s corresponding painting. As the artist 
remarks: “When I saw that photo [of the 
hunter and tiger], it struck me that the dead 
tiger could be seen as a Burmese patriot, 
and the English man an English master. The 
other painting of the dead Burmese men 
was described in the photo book as that of 

suffered the consequent fallout. In the 
aftermath of the demonstrations, Htein Lin 
(b. 1966) fled to the border regions in the 
north, where he spent a number of years. 
He returned to Yangon in the mid-1990s, 
and was soon after incarcerated - for almost 
seven years - on trumped-up charges, 
continuing to produce art whilst serving time. 
The paintings in the current exhibition are 
from a series provisionally titled Tales from 
the Jail. Tattoo (2019) depicts the eponymous 
practice, widespread though proscribed in 
prison. The artist relates that inmates had 
themselves tattooed as a demonstration of 
courage, and also as an apotropaic talisman; 
it formed a part of the prison economy, a 
source of income for the tattoo artist. He 
writes: “When I first showed interest in it while 
in Mandalay Jail in 1998, I started to be invited 
to do designs for the criminal prisoners who 
would bribe the guards to bring them to my 
‘design studio’ in the political prisoners block 
…”14 Motorcycle (2020) illustrates what was 
a standard mode of torture for prisoners, 
and a means of amusement and information 
gathering for their captors: on the whims 
of prison officers, convicts had to make 
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Middle: 
Tun Win Aung & Wah 
Nu, White Piece 0133: 
Thakin Pe Than’s Long 
March, 2012, black and 
white single-channel 
video, no audio, duration 
3 seconds. Edition 2 of 
3. Image courtesy of the 
artist.

Top:
Tun Win Aung & Wah Nu, 
White Piece 0165: Muang 
Wunna’s Signature, 2013, 
black and white single-
channel video, no audio, 
duration 13 seconds. 
Edition 1 of 3. Image 
courtesy of the artist.

Bottom: 
Tun Win Aung & Wah 
Nu, White Piece 0164: 
Reading and Writing in 
1989, 2013, black and 
white single-channel 
video, no audio, duration 
14 seconds. Edition 1 of 
3. Image courtesy of the 
artist.

Bottom: 
Richie Htet, Male 
Undressing His Sarong, 
2020, acrylic on card 
(240gsm paper), 66 x 
50.8 cm. Image courtesy 
of RKFA and the artist.

Top Left: 
Richie Htet, Madame, 
2020, acrylic on card 
(240gsm paper), 66 x 
50.8 cm. Image courtesy 
of RKFA and the artist.

Top Right: 
Richie Htet, Sir, 2020, 
acrylic on card (240gsm 
paper), 66 x 50.8 cm. 
Image courtesy of RKFA 
and the artist.

nameless thieves but actually they could be 
Burmese underground soldiers and patriots, 
so when I used mainly black and red in the 
painting …. These photographs are our history 
archive, but representing the English eye.”20 
It is the so-called English eye - the colonial 
gaze, and the asymmetries of power that it 
instills - that Aung Ko seeks to interrogate 
in his works. In recuperating the objectified 
subjects of the colonial gaze, it is not a sense 
of agential power that is reimagined on their 
behalf, but an overturning of the instrument 
of power - in this case, the camera. What 
must have been a tool of political dominance 
and knowledge production, and a signifier of 
socio-economic privilege, during the colonial 
occupation is here jettisoned in favour of an 
older technology, the paintbrush and canvas, 
a gesture that foregrounds the subaltern 
status of both anti-colonialist/criminal and 
wild animal. 

Like Aung Ko, Nge Lay and husband-and-wife 
collective Tun Win Aung and Wah Nu likewise 
premise their aesthetic experiments on the 
photographic and televisual image. Nge Lay’s 
(b. 1979) Endless Story series was begun 
in 2012 in Myanmar, and has since seen 
progressive iterations based on time spent 
in Cambodia and Jogja, Indonesia, with the 
latter commissioned for the Biennale Jogja XV 
in 2019. The series consists of superimposed 
photographs: in each, the background is 
typically comprised of a found image, an 
old photo or postcard, overlaid by a staged 
image taken by the artist herself; the contours 
of both settings are almost exactly similar, 
the figures and landscapes seeming like 
spectral, gossamer reverberations or echoes, 
a temporal disjuncture captured as an optical 
afterimage. The artist notes: “Sometimes, 
the things I usually see while coming across 
and the images of some old photos show me 
good examples of diverse situations between 
the past and the present … Some change in 
different modes according to the regions they 
exist, even during the same century. These 
works reflect … the changes of the country’s 
culture, society, economy and environment.”21 
With Endless Story Jogja 4, 6, 8 and 9 (all 2019), 
Nge Lay fractures the otherwise fixed frames 
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Top Right: 
Maund Day, Elephant 
Revelation, 2012, pen on 
paper, 27.4 x 37.5 cm. 
Image courtesy of RKFA 
and the artist.

Top Left: 
Maund Day, King of Birds, 
2013, pen and pencil on 
paper, 75.2 x 55.2 cm. 
Image courtesy of RKFA 
and the artist.

Bottom Right: 
Maund Day, Lord, I Fished 
All Night but Caught 
Nothing, 2012, pen on 
paper, 37.5 x 27.4 cm. 
Image courtesy of RKFA 
and the artist.

Bottom Middel:
Maund Day, My Duty is to 
Protect Him 2, 2012, pen 
on paper, 37.5 x 27.4 cm. 
Image courtesy of RKFA 
and the artist.

Bottom Left: 
Maund Day, My Duty is to 
Protect Him, 2012, pen 
on paper, 37.5 x 27.4 cm. 
Image courtesy of RKFA 
and the artist.

in which the camera freezes its subjects in 
perpetuity, dislocating the phantoms of the 
past with the apparitions of the present. While 
the aforementioned works were produced 
in Indonesia, the temporal slippages that 
characterize the series as a whole evoke 
notions about Myanmar’s stillness during the 
long years of its seclusion from the rest of 
world - its lack of development and progress, 
the unchanging state of its “culture, society, 
economy” that is only just now beginning 
to emerge from decades of neglect - with a 
synecdochical language of before and after 
portraits. 

Tun Win Aung and Wah Nu (b. 1975 and 
1977 respectively) are best-known for their 
ongoing series, Thousand Pieces of White, 
begun in 2009, which constitutes a living 
archive of objects and images that bear 
witness to personal and collective histories. 
Here, those narratives, in the form of found 
footage, are disrupted through various acts 
of filmic intervention, including looping, 
collaging, and tone adjustment. White Piece 
#0133: Thakin Pe Than’s Long March (2012) 
features a clip of Wah Nu’s grandfather, the 
anti-colonialist, U Thardu, better remembered 
as Thakin Pe Than. He was involved in the 
Thakin movement, from which ranks rose 
the likes of General Aung San and the Thirty 
Comrades.22 The original clip was included 
in a BBC documentary, and shows U Thardu 
participating in the grand march of 1938.23 
White Piece #0164: Reading and Writing in 
1989 and White Piece #0165: Maung Wunna’s 
Signature (both 2013) are derived from the 
films of Wah Nu’s father, the award-winning 
director, Maung Wunna. The first features 
footage from the 1990 film, Khun Hnit Sin 
Ahlwan (Seventh Degree Multiple Sorrow), 
which shows Wah Nu in a supporting role 
performing the titular acts, and the second 
includes a collage of multiple clips from 
several films. The artists remark of the latter 
work: “He [Wunna] always used his own 
style of transition of scenes by quick pan 
in nearly every of his films. It was like his 
signature … We washed up all those clips and 
combined them all in one.”24 The mimetic and 
documentary nature of the recorded image is 
rendered nearly illegible in these works, the 

poor quality of the originals further eroded 
by the intervening gestures of the artists. 
What has been relinquished is not mere 
optical clarity, but the idea of the camera 
as a metaphor for authentic histories; if to 
perceive clearly is to comprehend rationally, 
then the obscured object of the gaze here 
presents a fractured understanding of the 
historical subject.25 

The works of Maung Day, Richie Htet and 
Soe Yu Nwe suggest the broad, a-progressive 
forces at work in contemporary Burmese 
society. The departure point of poet, activist 
and artist Maung Day’s (b. 1979) drawings are 
deeply autobiographical, but also represent 
a matrix of various elements that have 
impacted his life growing up as the child of 
workingclass, ethnic Indian parents in Yangon 
- including a contentious relationship with 
his father. Elephant Revelation (2012), for one, 
interposes the artist into the narrative of the 
birth of Gautama Buddha, who also had an 
ambivalent relationship with his own father. 
(The elephant, a symbol of royalty in Indic 
culture, was the harbinger of the news of the 
Buddha’s birth into human life, appearing in 
a dream to his mother, Queen Maya.) Here, 
Maung Day reimagines himself as the infant 
Gautama, linked by an umbilical cord to the 
paternal figure, who sports a phallus on his 
head, an allusion to patriarchal power; the 
work also implicates the phenomenon of 
militant, hard-line Buddhism in Myanmar. 
This double-edged dynamic between father 
and son is also visible in My Duty Is to Protect 
Him 1 and Lord, I Fished All Night But Caught 
Nothing (both 2012), while King of Birds (2013) 
features Garuda, the avian deity associated 
with Sunday in the Burmese astrological 
system, the artist having been born on a 
Sunday. Belief in the efficacy of astrology 
and numerology is rife among the Burmese, 
especially - and deleteriously - among the 
country’s politicians. As one journalist writes, 
“currency denominations and traffic rules 
have been changed, the nation’s capital has 
been moved and the timing of events has 
been selected - even the dates of popular 
uprisings - with astrological dictates in 
mind.”26 
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Opposite Top Right: 
Soe Yu Nwe, Bat Fossil, 
2020, watercolor, pencil 
and pastel on paper, 20.8 
x 29.5 cm. Image courtesy 
of RKFA and the artist.

Opposite Bottom Right: 
Soe Yu Nwe, Entanglement, 
2020, ink, watercolor, 
color pencil and pastel 
on paper, 76.2 x 55.9 cm. 
Image courtesy of RKFA 
and the artist.

Above Left: 
Soe Yu Nwe, Floral Reliquary, 
2020, ink, watercolor, color 
pencil, pastel and gold leaf 
on paper, 40.6 x 30.7 cm. 
Image courtesy of RKFA and 
the artist.

Opposite Top Left: 
Soe Yu Nwe, Pandemic 
Universe, 2020, ink, 
watercolor, color pencil, 
pastel and silver leaf on 
paper, 27.9 x 27.9 cm. 
Image courtesy of RKFA 
and the artist.

Above Right: 
Soe Yu Nwe, Reflection 
on Body, 2015, ink, 
watercolor, pencil, and 
pastel on paper, 130.8 x 
71.1 cm. Image courtesy 
of RKFA and the artist.

Opposite Bottom Left: 
Soe Yu Nwe, Sanctuary, 
2020, watercolor, pencil, 
pastel and gold leaf on 
paper, 40.6 x 30.7 cm. 
Image courtesy of RKFA 
and the artist.

Richie Htet (b. 1995), like Maung Day, boasts 
Indo-Burmese ancestry; he, too, deploys 
the icons and motifs of traditional Burmese 
culture to interrupt its self-perpetuating, 
hegemonic narratives, juxtaposing 
mythological bodies or those of cold, stone 
statuary against warm, living ones that are 
inappositely campy, erotic and fetishistic, 
simultaneously essentializing Myanmar’s 
continuing genuflection to the glories of its 
past while destabilizing those beliefs. The 
figures in Sir and Madame (both 2020) are 
based on zat pwe performers, a form of 
Burmese theatre. Both figures are dressed 

in a manner that recalls zat pwe costumes: 
the male figure’s features a pattern based 
on the markings of a Burmese python, 
while the female dons a tiger-print dress, 
embodying the artist’s opinion that “there 
is just something frivolous and flamboyant 
about someone dressed in head to toe animal 
print.”27 The performative flamboyance of 
the figures are contrasted with stone busts 
of - presumably - deities and dancers that are 
commonly found in Hindu and Indic temples, 
including the Bagan complex, representing 
“the idea of nostalgia for a golden past that 
never truly existed.”28 Male Undressing His 

Sarong (2020) recalls the homoerotic bodies 
of Tom of Finland or David Hockney, the male 
subject’s rounded rear end fully on display 
as a teasing glimpse of visual pleasures to 
come (before he, perhaps, turns around 
and drops his towel for his audience). In the 
background, a green rakshasa hovers in wait 
with a blunt instrument, while overhead, 
architectural arches recalls those of the 
gates and entrances of the Bagan temples. 
Here, his pictorial pageantry inflected by 
allusions to mythic histories that are often 
put to nationalistic ends, Htet utilizes the 
visual vocabularies of camp and queer sub-

cultures as a retort to the state-sponsored 
homophobia still operative in Myanmar 
today.29

Soe Yu Nwe’s (b. 1989) prismatic, 
kaleidoscopic drawings take on a far more 
recent development: the outbreak of the 
coronavirus pandemic. The present series 
is based on an earlier drawing, Reflection on 
Body (2015), that took as its subject the image 
of a human anatomy splayed open - itself 
based on Henry Vandyke Carter’s illustrations 
in Gray’s Anatomy. Here, images of animalian 
bodies, Buddhist structures, lush blooms 
of flora and the spiked sphere of the now 
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all-too-familiar SARS-CoV-2 pathogen are 
combined in opalescent compositions that, 
improbably enough, are also impressions 
of death, disease and decimation. Bat Fossil 
(2020) is a reference to the commonly held 
notion that the bat is an intermediary species 
in the coronavirus’ jump from animal to man, 
while Pandemic Universe: Mirrored, Fragmented 
(2020) is premised on scientific illustrations of 
the virus entering human cells. Floral Reliquary 
and Sanctuary (both 2020) feature a Buddhist 
reliquary and stupa, structures that house 
relics - in some cases, believed to be body 
parts - of the Buddha, reflecting the need for 
spiritual comfort in times of crisis such as the 
present one. Entanglement (2020), based on 
a photograph of a dead snake coiled around 
a branch, is, in particular, typical of Soe Yu 
Nwe’s characteristic iconography of anguine 
and botanical forms. These motifs are rooted 
in autobiography: the snake is the artist’s 
birth animal in the Chinese Zodiac cycle, and 
the profusion of plant life alludes to both her 
given Burmese name (“nwe” meaning vine) and 
her Chinese nickname (树花 shu hua, which 
translates to arboreal flower); she reports 
that, in line with family custom, as a child her 
godparent was deemed to be a lychee tree 
growing on the grounds of her grandmother’s 
home.30 The layering of religious and 
superstitious belief, and empirical visuality, 
seems to effect a cross-current of doubt here: 
the former an admission of the complicated 
attitude towards the facts of the COVID-19 
pandemic, and the latter belying the Burmese 

people’s perennial reliance on the agency of 
traditional practices. 

From regressive social frameworks to 
political authoritarianism to economic 
privation to the legacy of anti-colonialism, the 
assumptions about Myanmar as a polity that 
are accentuated in the present exhibition 
are simply a means to an end: that end being 
the contesting of those very propositions 
that determine the fixed reception of the 
country and its narratives. The idea that 
the queer community, for instance, is a 
homogeneous entity - uniform in ethnic 
identity, socio-economic profile and political 
inclination - is clearly an overstatement, or 
a convenient misrepresentation, and needs 
to be problematized, since lines of privilege 
and differentiation cut across numerous and 
diverse structures that are long entrenched in 
Burmese society. If essentialism as a practice 
may be used to subjugate, then strategic 
essentialism may be viewed as a temporary 
tactic, rather than a universalizing theory, that 
serves to justify antithetical gestures. In other 
words, overly broad representations are but a 
useful fiction set up for its own destabilization. 
People of marginalized or subaltern status, 
according to Spivak, might “strategically use a 
positive essentialism”31 as a basis for collective 
political action, and it is in the reach towards 
a negative discrimination that signifiers and 
representations of discrimination may be 
ultimately conducive, and viable.
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Installation view.
The Slient Profundity of the 
Dark, 18 July - 14 August 
2020, Richard Koh Projects, 
Bangkok, Thailand. Image 
courtesy of Richard Koh 
Fine Art.
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Opposite Top Right:
Verapat Sitipol, Green 
Tunnel, 2019, oil on 
linen, 150 x 120 cm. 
Image courtesy of RKFA 
and the artist

Opposite Bottom:
Verapat Sitipol, Tapestry 
Green Painting, 2020, 
oil on linen, 155 x 220 
cm. Image courtesy of 
RKFA and the artist

Opposite Top Left:
Verapat Sitipol, The 
Enlightened Forest, 
2019, oil on linen, 
150 x 120 cm. Image 
courtesy of RKFA and 
the artist

Verapat Sitipol’s last solo exhibition in 2014 
was titled, The Forest Season. He was inspired by 
the forest of the Kanchanaburi province and its 
seasonal changes during his time in selfisolation. 
Sitipol had chosen solitude and has remain in 
this capacity since. During that period, Sitipol 
grappled with slowness of time in isolation and 
his paintings became a reflection of his solitude. 
Seasonal sadness, depression – such feelings are 
widespread in the darker months but by looking 
outwards, Sitipol had managed to circumvent the 
‘darkness’, by understanding and appreciating 
its rhythms. He had learned to embrace and 
celebrate the seasonal shifts in all its shadows 
and lights. 

In The Silent Profundity of the Dark, Sitipol 
confronts this notion of ‘darkness’ and attempts 
to understand its duality, not only as a source of 
fear but also a point of fascination. Comparatively, 
this new body of work is primarily grounded by 
a darker palate of green and black. For Sitipol, 
these deeper hues represent the silent profundity 
of the dark and serves as the undertone of 
his paintings. Sitipol builds visual depth by 
layering lighter hues of green across the surface, 
increasing its intrigue. Flower forms are gently 
exposed creating a sense of light pushing through 
the darkness.

Upon first glance, viewers are presented with a 
seemingly unfamiliar landscape but upon gazing 
at the works closer, viewers realize a sense of 
familiarity, not in the physical sense, but more 
of a feeling of serenity akin to being awoken 
after a good dream. The enigmatic quality of 
Sitipol’s paintings are palpable and in the spirit 
of Santiniketan’s school of thought, he postures 
himself as an intermediary of nature.
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โดยทีเราไม่รู้ตัว เราหลงใหลในความมืด พอๆ กับทีเราหวาดกลัว

มัน เราชอบมองดูดาว เพราะความมืดบนท้องฟ้าช่วยขับเน้นให้

ดวงดาวเปล่งประกายงดงาม เรามักหลับตาเวลาอธิษฐานจิต เพอ

ให้มโนภาพปรากฎขนอย่างเด่นชัด และเรามักหลับตาเวลาผิด

หวังเสียใจ เพือหลบพักจากเรืองราวนันๆ 

ผลงานจิตรกรรม ชุด The Silent Tree ได้รับแรงบันดาลใจมาจาก

ภาพทิวทัศน์ตามธรรมชาติ โดยแสดงออกถึงความสงบเงียบและ

ประกายแห่งความมีชีวิตชีวา ทิวไม้ทสงบนิง ใบไม้สีเขียวทีถักทอ

 เสมือนผืนม่านงานจิตรกรรมสีเขียวขนาดใหญ่ ตรึงสายตาและ

ความรู้สึกของข้าพเจ้าให้ล่องลอยไปในประสบการณ์ทีสดใหม่

 ของการมีสติสัมปชัญญะทีสดชืน งานจิตรกรรมชุดนมีพนหลัง

เป็นสีดํา เพือแสดงออกถึงความลุ่มลึกสงบนิง และในชัวขณะ

เดียวกัน ก็ค่อยๆ 

ปรากฏประกายระยิบระยับทีพรังพรูอย่างต่อเนือง ด้วยสีสันของ

ใบไม้และดอกไม้ ข้าพเจ้าได้ใช้การวาดด้วยวิธีีเรียบง่าย เริมต้น

จากการระบายพนเป็นสีดําหรือสีเขียวเข้ม จากนันค่อยๆ แต่ง

แต้มสีขึนมาทีละจุด ทีละจุดให้ต่อเนืองกันไปเรือยๆ 

จนเกิดภาพทีสร้างบทสรุปของตัวจิตรกรรมขึนมาเอง ผลงานบาง

ชนแสดงถึงความีลับสงบเงียบ บางชนเปล่งประกายเหมือนดาว

บนท้องฟ้า บางชนดูเสมือนเป็นม่านนามธรรมสีเขียว บางครง

จิตรกรคือผู้กําหนดความหมายของงานจิตรกรรมของเขา บางค

รงจิตรกรเป็นสือกลางทีนําสารบางอย่างจากธรรมชาติ ถ่ายทอด

ให้ปรากฏบนงานจิตรกรรมของ ตนและส่งผ่านไปยังผู้ชม แต่ไม่

ว่าจะเป็นแบบใด ระหว่างภาพความจริงทีปรากฎอยู่ในธรรมชาติ

 และจิตรกรรมภาพทิวทัศน์ของข้าพเจ้า ก็มีพืนทีกว้างมากพอที

จะทําให้จิตรกรและผู้ชม ร่วมแชร์ประสบการณ์ ใหม่ไปพร้อมๆ

 กัน

Top:
Verapat Sitipol, Night 
Garden, 2020, oil on 
linen, 140 x 115 cm. 
Image courtesy of RKFA 
and the artist

Bottom Left:
Verapat Sitipol, The 
Silent Tree, 2019, oil on 
linen, 140 x 115 cm. 
Image courtesy of RKFA 
and the artist

Bottom Right:
Verapat Sitipol, Wood 
of Garden, 2019, oil on 
linen, 140 x 115 cm. 
Image courtesy of RKFA 
and the artist

Without realizing,
We’re fascinated by the dark while afraid of it.
We like to look at the stars.
It’s because the dark night brings out the shining 
stars brightly.
We always close our eyes while praying for vivid 
vision.
while being depressed for getting away from it all.

“The Silent Tree” is inspired by natural landscape.
This painting shows serenity and sparkle of 
vitality.
The line of trees is in tranquility. Green leaves are 
interweaved with each other. It seems to be a 
green grande canvas.
It’s mesmerizing on my spirit and take me to 
fresh experiences of the mindfulness on clear 
comprehension.

This work is grounded by black color to represent 
the silent profoundness. At the same time it
overwhelmingly glitters with the color of leaves 
and flowers to be gently exposed continually. 

I take paintbrush to canvas in rustic way.
I start to paint background by black or deep 
green.
And, I gently tinge colors one by one within 
canvas continually.
Until it becomes the abstract work to create its 
own meaning.
Some paintings represent mystery and silence.
Some shine as the stars in the sky.
Some seem to be an abstract green canvas.

Sometime artist is who decides the meaning of 
his work.
Sometime he is the intermediate who brings 
some message from the nature. It conveys
through his painting and sends it to viewers.
Whatever the case, the reality of natural 
landscapes what we see and my landscape 
painting
have space enough for artist and viewer.
It’s to let both of them come to share the new 
experiences together.

Verapat Sitipol, July 2020
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Blue Art
Centre Project

In 2019, Richard Koh Fine Art (RKFA) organised 
the Blue Art Centre (BAC) charity auction in 
partnership with Henry Butcher Art Auctioneers. 
The auction featured 16 artworks of leading and 
emerging Southeast Asian contemporary artists 
including, Svay Sareth, Yim Maline, Yeoh Choo 
Kuan, Minstrel Kuik, and Natee Utarit, to name a 
few. The initiative raised close to USD 60,000 and 
all proceeds went to benefit BAC’s coffers. Govern 
by its esteem board of directors (including Dr Prof 
Jean Jacpues Passera, former director of Arts and 
Design Media of University CAEN, Normandy), the 
proceeds were utilised to fund its programmes 
and construction work, and most of all, benefit the 
underprivileged students of the school.

Fast forward to 2021, BAC has grown steadily, 
albeit the current global situation. The funds 
have helped lay the foundations of the school. 
In tandem with construction, the centre grew in 
reputation and hosted a melange of artist talks, 
workshops and exhibitions. Local artisans shared 
their knowledge and expertise in the hopes of 
nurturing the next generation of socially and 
environmentally conscious students.

To sustain its activities and operations, BAC relies 
on donations. In addition, BAC would greatly 
appreciate the public’s support and continu-
ous generosity to fund its cultural exchange 
programme.

Siem Reap, Cambodia Text by Blue Art Centre Project
Introduction by Tricia Seraphina Tham

BAC’s interior.
Photo courtesy of BAC
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About Blue Art Centre (BAC) Project

BAC is an initiative by founder, Svay Sareth, an 
international artist born in Battambang who 
earned the Diplôme National Supérieur d’Études 
des Arts in France in 2002. As a teenager, Svay 
grew up in the infamous Site Two refugee camp 
near the Thai-Cambodian border. During this time, 
he dreamt of freedom, hoping to escape and for 
things to change. It was then he recognised that 
art could be that voice of freedom to the world, 
bridging change. In 2017, Svay and his wife, Yim 
Maline, went back to the Site Two refugee camp 
and took a Buddha tree to replant at the BAC as 
in the Khmer culture, a Buddha tree is symbolic 
of education. Svay‘s dream then manifested into 
the BAC, where art is used as a tool to inculcate 
responsibility and freedom for the future. He 
is also one of the co-founders of Phare Ponleu 
Selpak, a non-government organisation and 
art school in Battambang. In 2009, Svay and 
Maline, returned to Siem Reap to set up a new 
life together, building their dream house with 
a peaceful garden. It was during this time, Svay 
assumed the role of artistic director of Artisans 
Angkor for 10 years.

BAC’s vision is to be internationally recognised 
and the leading art school in Cambodia, known 
for the development of art and creativity. BAC 
strives to be a resource for the community and 
country, improving the lives of children, adults, 
and eventually, society.

BAC utilises the visual arts to strengthen students’ 
critical thinking while exposing them to the 
evolutionary process of contemporary art. It is also 
progressively looking for new ways to strengthen 
its quality of art education, encouraging 
experimentation with different skills and materials 
for artists and students, pushing them to find their 
voice and contribute to history. With help from 
art teachers and technical experts, students at 
BAC begin their journey by learning the basics of 
drawing, watercolour painting, oil painting, wood 
carving, stone carving, and sculpture techniques. 

Construction in progress for BAC. 
Photo courtesy of BAC
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Still life drawing class at BAC. 
Photo courtesy of BAC
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Every three months, students get the opportunity 
to showcase their artwork in an exhibition hall, to 
promote their talents and connect them to the art 
world.

In addition to being a school, BAC is also a hub 
for contemporary art, establishing local and 
international exhibitions which showcase the 
value of visual arts in contemporary society. It 
encourages and provides opportunities through 
programmes and activities for artists to express 
and exchange creativity, closer ties are fostered 
amongst artists. Diverse and vibrant art is 
supported through a plethora of interactivities 
such as meetups with local and international 
artists, writers, curators for research, exchanges, 
and learning experiences.

BAC’s artist residency programme also offers 
artists, curators, and creative individuals a unique 
experience framed in an exceptional cultural 
context. Artists all over the world are invited to 
engage in a dialogue with the students to learn 
more about Khmer art and culture. Artists in 
residency also hold art workshops for BAC while 
simultaneously working on their artistic projects. 
In doing this, students are given access to a global 
community of artists that will allow everyone to 
engage in dialogue through art and face-to-face 
meetings. In engaging with the local community, 
there is an extensive social impact of long-lasting 
relationships created through intercultural 
exchanges. To connect Cambodia to the current 
international discourse surrounding art, BAC 
regularly invites and features artists, art educators, 
and curators from around the world to speak about 
their work with students and the local community.

Through BAC, Svay hopes to connect the Khmer 
culture to contemporary society. He believes 
the key to this is an education system dedicated 
to exploring and developing creativity through 
positive learning experiences. BAC’s underlying 
belief is that; art should be a visual language used 
to express love for future generations. Thus, BAC 
is committed to providing a platform for new skills 
and creative experiences as well as, workshops, 
art studios, international artist residencies, 
artist talks, and exhibitions. It is Svay’s hope 
that contemporary art will live freely in future 
generations, reflecting the needs of society.

BAC opens its doors to the public. 
Photo courtesy of BAC
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Teachers imparting knowledge. 
Photo courtesy of BAC
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Group shot of BAC students in class. 
Photo courtesy of BAC
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BAC students and their artwork. 
Photo courtesy of BAC
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Facilities for local and international artist residencies within the art school.
Photo courtesy of BAC
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Pembroke College JCR Art Collection,
Oxford, England

July 2020
Award

Emery Prize 2020
Haffendi Anuar

Above:
Haffendi Anuar, First Hammock 
Study, 2020, kain pelikat, felt, 
adhesive, canvas, wood, metal 
and terracotta coloured gutter 
pipe, 145 x 128 x 17 cm. Image 
courtesy of RKFA and the artist.

Top Left:
Haffendi Anuar, Jambatan 
untuk Parit (A Bridge for a 
Moat), 2020, kain pelikat, 
felt, canvas, adhesive, brass 
eyelets, brass nuts and brass 
bolts, 114 x 70 x 4 cm. Image 
courtesy of RKFA and the 
artist.

Top Right:
Haffendi Anuar, Pengaturan 
(Arrangements) I, 2019, 2019, 
newspaper, digital print, 
fabric, oil, acrylic, kain pelikat, 
sand and duct tape on canvas 
sheet, 42 x 29.7 cm. Image 
courtesy of RKFA and the 
artist.

Bottom Left:
Haffendi Anuar, Pentas Bina 
Badan (Bodybuilder’s Stage) I, 
2020, sand, adhesive, acrylic, 
oil, receipts, newspaper on 
paper, 29.7 x 21 cm. Image 
courtesy of RKFA and the 
artist.

Bottom Right:
Haffendi Anuar, Pentas Bina 
Badan (Bodybuilder’s Stage) IV, 
2020, sand, adhesive, acrylic, oil, 
receipts, newspaper on paper, 
29.7 x 21 cm. Image courtesy of 
RKFA and the artist.
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Bottom Left:
Haffendi Anuar, Archival 
Study (Sunset), 2019, 
archival inkjet on photo 
paper and oil paint,  
21 x 29.7 cm, Set of 7 
pieces (Purple archive 
2). Image courtesy of 
RKFA and the artist.

Top Left:
Haffendi Anuar, Archival 
Study (Sunset), 2019, 
archival inkjet on photo 
paper and oil paint,  
21 x 29.7 cm, Set of 7 
pieces (Purple archive 
1). Image courtesy of 
RKFA and the artist.

Top Right:
Haffendi Anuar, Archival 
Study (Sunset), 2019, 
archival inkjet on photo 
paper and oil paint,  
21 x 29.7 cm, Set of 7 
pieces (Purple archive 
3). Image courtesy of 
RKFA and the artist.

Top:
Haffendi Anuar, Archival 
Study (Sunset), 2019, 
archival inkjet on photo 
paper and oil paint,  
21 x 29.7 cm, Set of 7 
pieces (Purple archive 
5). Image courtesy of 
RKFA and the artist.

Middle:
Haffendi Anuar, Archival 
Study (Sunset), 2019, 
archival inkjet on photo 
paper and oil paint,  
21 x 29.7 cm, Set of 7 
pieces (Purple archive 
6). Image courtesy of 
RKFA and the artist.

Bottom Right:
Haffendi Anuar, Archival 
Study (Sunset), 2019, 
archival inkjet on photo 
paper and oil paint, 
21 x 29.7 cm, Set of 7 
pieces (Purple archive 
4). Image courtesy of 
RKFA and the artist.

Bottom:
Haffendi Anuar, Archival 
Study (Sunset), 2019, 
archival inkjet on photo 
paper and oil paint, 
21 x 29.7 cm, Set of 7 
pieces (Purple archive 
7). Image courtesy of 
RKFA and the artist.
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Installation view. Locating 
Malaysian Contemporary 
Art: The Echo Boomers, 19 
Aug - 12 Sep 2020, Richard 
Koh Fine Art, Kuala Lumpur, 
Malaysia. Image courtesy of 
Richard Koh Fine Art.
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An Introduction by Christiaan Haridas

In Locating Malaysian Contemporary Art: The Echo 
Boomers, the exhibition looks at young practices, 
specifically artists from the Echo Boomer or Gen 
Y, also known as the Millennials. This particular 
generation was born between 1981 – 1996.

14 works by Malaysian artists; Faizal Yunus 
(b.1989), Izat Arif (b.1986), Joshua Kane Gomes 
(b.1993), Lee Mok Yee (b.1988), Mark Tan 
(b.1991) & Sarah Radzi (b.1995) will be presented 
in varying formats and medium; ranging from 
mixed-media canvas paintings, assemblage sculp-
tures to meditative inflections on paper.

Each generation is presumably defined and 
shaped by powerful cultural events, and for this 
particular group, anthropologist have pegged 
it to the explosion of the internet and social 
media – in addition to terrorism (9/11) and the 
Great Recession. In essence, the ability to access 
knowledge and information has tremendously 
shaped the artist’s constitution. The artist is more 
‘woke1’, so to speak. The key artistic attributes of 
reading, observing/ looking, introspecting, sati-
rizing has been enhanced by this cultural event, 
a far difference from the preceding generation 
whom had been largely shaped by post World 
War II optimism and nation building. Hence, the 
prevalence of social political concerns for this 
older group of artists. This exhibition provides 
hints of this cultural shift, if not, an indication 
that the urgency of socio-political commentary in 
Malaysian art is dissipating.

Izat Arif ’s and Lee Mok Yee’s works are reflexive 
as they contemplate the ‘social requirements’ of 
their artistic careers. Arif ’s work takes it a step 
further by breaking the fourth wall, in which the 
art becomes aware of itself and the ecosystem 
that it resides in. Faizal Yunus’ and Mark Tan’s 
works consider the reciprocal relationship of 

nature and man, tapping into the memory 
process as a cycle of observing the world around 
them. The act of observing is an important part 
of their artistic process as it triggers scents and 
tunes, and deep-rooted human instinct. Joshua 
Kane Gomes’ and Sarah Radzi’s works question 
the efficiency of human dynamics and navigates 
unhealthy dependencies within relationships. By 
extension, the works serve as a mechanism for 
the artists to comprehend their existence taking 
place in an isolated solitary phenomenon in an 
absurd world. But nevertheless, it affords them 
freedom to define themselves.

This exhibition also serves as a prelude to the 
succeeding generation, Gen Z, born between 
1995 – 2019. Unlike Echo Boomers, this group 
of young art students have grown up in a 
hyper-connected world where the smartphone 
is their preferred method of communication. 
Despite all this hyper-connectivity, this genera-
tion is arguably more detached from the physical 
environment and it creates a peculiar reality for 
them, as there is a simultaneous existence of 
social isolation and connectiveness. Aptly, the 
youngest artist in the exhibition Radzi (b.1995) 
provides hints of this future and recent experi-
ence in the pandemic. Her works hints at a sense 
of detachment yet demonstrates self-awareness, 
through her juxtaposition of visual and text that 
serves as self-reminders.

The pandemic will undoubtedly be cemented as a 
shaping event for Gen Z by future historians. We 
can only surmise the future of Malaysian art and 
its trajectory but it is not a far-stretch to envision 
the amplification of social isolation, aided by fear 
mongering on social media and the subsequent 
pandemic.

This series is based on my observation of rainfall patterns 
on the roofs of man-made structures. The reciprocal 

relationship of nature and man acts as the main theme. 
Inspired by a quote stated by human geographer Tim 

Cresswell: ‘Place as dwelling, then is a spiritual and 
philosophical endeavor that unites the natural and 

human worlds.’ (Cresswell, Place: a short introduction, 
pg.22), I find the idea of man seeking shelter within their 

own construct reflects man’s constant ability to adapt 
along with nature and create solutions through the 

utilisation of materials, shape and form.

- Mark Tan, Kuala Lumpur, June 2020

Opposite Right Top:
Mark Tan, Rain 
Patterns I-II, 2020, oil 
on paper, 102 x 133 
cm (diptych). Image 
courtesy of RKFA and 
the artist.

Opposite Right Bottom:
Mark Tan, Rain Patterns 
III-IV, 2020, oil on 
paper, 102 x 133 
cm (diptych). Image 
courtesy of RKFA and 
the artist.

The memory process is a cycle of observing the world 
around us. The process of taking in information, 

processing it, putting it to store and recalling that piece 
of information at a later time or sometimes many years 
later. Among the many memory triggers are scents and 

tunes. We tend to associate scents with our deepest 
and fondest memories, like the smell of old books or a 

familiar tune hummed to lull us to sleep.

In order to understand the role a certain material has in 
my artwork, I first begin by getting to know them. I allow 
the characteristics to emerge by creating a spontaneous 

mark, akin to capturing a moment of creation. In my 
quest to understanding the materiality of canvas, I focus 

on the soft and stretchable quality by first crumpling 
them. Through this, creases are formed and captured 
through outlines, a gesture to represent an indication 
of a memory that has transformed the surface of my 

canvas. I further expand the quality of a smooth canvas 
by introducing tones and definitions to the creases, and 
with color. My exploration would further transform the 
visual quality into a solid and textured surface, which is 

in contrast with my initial impression of a soft breathable 
textile.

- Faizal Yunus, Shah Alam, July 2020

Opposite Left Top:
Faizal Yunus, The 
Opening I, 2020, 
enamel and lacquer on 
canvas, 200 x 180 cm. 
Image courtesy of RKFA 
and the artist.

Opposite Left Bottom:
Faizal Yunus, The 
Opening II, 2020, 
enamel and lacquer on 
canvas, 200 x 180 cm. 
Image courtesy of RKFA 
and the artist.
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Based on temporary road signs that alert 
drivers of incoming construction, I intend 

to create a series of warning signs to warn 
myself of incoming or potential situations 
that I might face during the course of my 

artistic career. These warning signs serve as 
a reminder based on previous encounters 

and observations.

- Izat Arif, Kuala Lumpur, June 2020

Bottom:
Izat Arif, Brown 
Problems, 2020, 2K 
automotive paint 
and lacquer on MDF 
board, 152.7 x 121.7 
cm. Image courtesy of 
RKFA and the artist.

Top:
Izat Arif, Dear “Prof”, 
2020, 2K automotive 
paint and lacquer on 
MDF board, 152.7 
x 121.7 cm. Image 
courtesy of RKFA and 
the artist.

Left:
Lee Mok Yee, The 
Ladder, 2020, wooden 
pyramid, mirrored 
stainless steel and pine 
wood, 255 x 75 x 40 
cm. Image courtesy of 
RKFA and the artist.

Right:
Lee Mok Yee, The Stairs, 
2020, wooden pyramid, 
mirrored stainless steel 
and pine wood, 150 
x 131 x 38 cm. Image 
courtesy of RKFA and 
the artist.

In this work, different boxes stacked spontaneously 
and present in ladder and stairs form, which both 
of the shape are architectural form that lead us 

space to space, upward or downward. The diverse 
interpretation of the ‘pyramid’ (Geometrical shape or 
related to Egypt) and the fragmented images created 

by mirror, reflecting some uncertainty, non-stable 
in my current artist career. The mirror in the works 
reflect and interact with the space, but also taking 

piece by piece from the sculpture, reducing the 
‘weight’ of the works.

The wooden pyramid in this work is some old-style 
accessories for designing interior design or wardrobe. 

The shape of the materials leads my research to 
Malaysian Architecture influences as well.

- Lee Mok Yee, Kuala Lumpur, July 2020
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Malaysian art now are moving forward by 
transpositioning their own distinctive identities. 
In Locating Malaysian Contemporary Art: The 
Echo Boomers, the notable artists namely Faizal 
Yunus (b.1989), Izat Arif (b.1986), Joshua Kane 
Gomes (b.1993), Lee Mok Yee (b.1988), Mark 
Tan (b.1991) and Sarah Radzi (b.1995) react to 
the urgency of socio-political commentary in 
Malaysia.

The queries are based on the artists’ theme and 
body of works.

Faizal Yunus & Mark Tan

How does nature and its complexities guide 
your art making?

Faizal Yunus: I have grown up in small village 
in which I spent most of my time with nature. 
When I moved to the city, I had to adapt in order 
to develop my connection into different views 
of nature. I have trained myself to humbly use 
what I have in making artworks.

Mark Tan: Nature to me is truly fascinating. Its 
erratic phenomena invite different techniques, 
processes and materials for me to explore. 
Thus, providing endless inspiration and 
possibilities for me in my art making.

What is the main consideration to you when 
depicting or interpreting nature?

Faizal Yunus: I have always been inclined with 
nature, in which it comes naturally for me. As a 
person who are curious on the process and how 
things work. Things that I have gone through 
in my daily life plays a big role in my art making 
process. Usually the process that I had made 
would lead me to discover a new journey. 

Mark Tan: The idea can be as simple as 
observing rainfall - the starting point for my 
Rainfall Patterns I-IV series. It is through this 
manner of observation of nature that other 
associations and ideas related to man are 
prompted and developed. My intention is to 
draw these associations and portray these ideas 

through my art; highlighting the fact that we are 
all interconnected: men and nature.

Izat Arif & Lee Mok Yee

What do you think are some of the ways the 
viewer accesses your ideas in the work?
Izat Arif: I believe that my ideas are accessible 
through the overall visual of my work. I 
specifically choose to manipulate common 
objects and reconfigure their meaning as to give 
the viewer a relatable entry point. After the first 
visual impression, the viewer is faced with the 
issue of deciphering the texts. While most of it 
is related to the art ecosystem and its concerns, 
I often leave hints of the ideas I am focusing on 
by highlighting certain words and through the 
titles of the artwork. It is my intention to create 
an ambiguous reading for viewers that are not 
too familiar with the art-world as to spark some 
intrigue or curiosity towards the politics of art.
Lee Mok Yee: My art practice always focuses on 
the fundamental element of sculptures which 
include sizes, materials, and the relationship 
with space. The two sculptures represent two 
different architectural forms which are ladder 
and stairs. The Ladder uses the thin and smaller 
size wooden boxes and pyramids, to show the 
vertical effect of the form. The Stairs uses bigger 
boxes and pyramids, and to show the horizontal 
and heaviness of the object.

I like to use treated wood as my materials 
as they contain natural texture in which 
accomodates me with accurate cutting. From 
there, the wood can be managed effortlessly, 
thus I can make decisions quicker during my 
working process.

My sculptures need to be viewed with space, 
the spontaneously stacked boxes and wooden 
pyramid response with different space, light, 
and environment. When viewers look at the 
geometric form, they actually can simultaneously 
view the surrounding environment from the 
mirror reflection that somehow absorbing the 
space, and become part of the sculptures.

An Interview with Nor Harith

This series of works navigate the pitfalls of unhealthy 
dependencies within relationships such as the descent from 
innocent infatuation into all-consuming obsession, irrational 

fears of abandonment and a longing to possess another’s 
adoration to validate oneself. These themes are explored in 
relation to the mythos of various cannibalistic entities, be it 
a greedy miser locked into a penance of constant starvation 

or a jaded lover left at the altar, these creatures are all 
driven by a similar desire of consuming to satiate an ever-

increasing appetite.

While morbid in a thematic sense, the sculptures underplay 
their ghoulish inspirations, hiding behind shades of pastels 
and innocuous expressions, a meld of grim desires against 

dreamlike delirium.

- Joshua Kane Gomes, Kuala Lumpur, April  2020

Top:
Joshua Kane 
Gomes, Imaginary 
Conversations Make for 
Rotten Company, 2020, 
steel, fabric, chain, 
rope & polyester fiber 
fill, 43 x 186 x 129 cm. 
Image courtesy of RKFA 
and the artist.

Bottom:
Joshua Kane Gomes, 
You Had Me at Hello, 
2020, steel, fabric, 
rope & polyester fiber 
fill, 91 x 154 x 147 cm. 
Image courtesy of RKFA 
and the artist.
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Bottom:
Sarah Radzi, Hello, Are 
You Awake? and Memo 
#4, 2020, acrylic, oil 
pastel and charcoal on 
canvas, 152 x 122 cm; 
76.2 x 61 cm. Image 
courtesy of RKFA and 
the artist.

Top:
Sarah Radzi, Safety 
Blanket and Memo #3, 
2020, acrylic, oil pastel 
and charcoal on canvas, 
152 x 122 cm; 76.2 x 
61 cm. Image courtesy 
of RKFA and the artist.

Top:
Sarah Radzi, Before 
the Kick and Memo #1, 
2020, acrylic, oil pastel 
and charcoal on canvas, 
152 x 122 cm; 76.2 x 
61 cm. Image courtesy 
of RKFA and the artist.

Bottom:
Sarah Radzi, Can I Nap 
it Off? and Memo #2, 
2020, acrylic, oil pastel 
and charcoal on canvas, 
152 x 122 cm; 76.2 x 
61 cm. Image courtesy 
of RKFA and the artist.
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watching and observing interactions through 
that as well, alone but not alone? Aha.

The recent pandemic has definitely shifted the 
idea for me, the terms especially, it’s not so 
much self-induced anymore. I would say it skews 
much more towards isolation than solitude in 
this current period, which has much stronger 
connotations of being forced upon (and it has 
been, with the ongoing restrictions).

Sarah Radzi: Personally, I’ve always been the 
type of person who needs all the space I could 
get so I could think better and calm myself 
down. And due to the recent pandemic, I think 
one can only tolerate isolation for a period 
of time before it affects you; it did affect me, 
mentally. But what I think solitude / isolation are 
remains the same, I like the idea of it, but I hate 
living in it to the point of breaking.

The figures seem ghoulish in your works. 
What kind of lives have these creatures 
lived? 

Joshua Kane Gomes: They are most definitely 
ghoulish! This entire series explores the 
dynamics of toxic relationships through the 
mythos of various ghouls and cryptids. I would 
think most of them have lived a life of need, 
greed and spite: yearning after that one thing 
to fill a bottomless pit somewhere in them and 
eventually growing jaded with their futile efforts.

Be it material goods, affection or validation; 
it seems to be a very common thread in the 
backstory or process one has to go through in 
order to turn into one of these ghoulies.

Sarah Radzi: They exist on a specific time of 
memories or feelings. They are pretty much 
reenactments from a couple of situations or 
conversations that I had with people or with 
myself. I’m seeing them all from a third person’s 
point of view.

Ongoing Explorations

Can you share with us the ongoing 
explorations throughout your body of works?

Faizal Yunus: Currently, I am exploring the 
possibilities and characters of my medium as 
even the very basic materials plays a significant 
roles. I try to understand my materials in order 
to expand their character in creating a different 
sense of feeling.

Mark Tan: ‘Place’ has always been a recurring 
theme in my art practice. My on-going research 
right now is based on the writings of social 
scientist and geographer, Doreen Massey. Her 
published paper titled ‘A global sense of place’ 
approaches the understanding of ‘Place’ in a 
holistic manner. It highlights three main points: 
places do not have single identities but multiple 
ones , places are not frozen in time, they are 
processes and places are not enclosures with 
a clear inside and outside. These three points 
act as my starting point of my research which in 
turn develops into my body of work consisting of 
multiple mediums and processes.

Izat Arif: My body of work revolves around the 
study of characters. I inhabit the characters that 
are related to my current projects as a starting 
point in understanding the context to create 
further works. Throughout my practice, I have 
explored the characters of self-help gurus, 
botanists and recently that of an architect/
developer of a theme park. This current body of 
work is an extension of my work in 2017 “How 
to be a convincing artist in Malaysia” where I 
parodied artists’ habits, as I have always been 
interested in the idea of an artist and how they 
form their public personas and their behaviour 
and the contradictions in their practice.

Lee Mok Yee: There is a lot to explore in term 
of the materials, and I am trying to develop 
the concept and possibilities of them even 
further. Currently, I am adapting those double 
images/meaning by incorporating them into 
the sculpture. The interesting part is when the 
works and materials can speak for themselves 

and the viewer will never get common 
interpretations.

Besides that, by utilising improvisation 
approach, I have also been working on smaller 
scale sculptures by using scrap materials. The 
spontaneous production process only require 
incomplex tools. For me, the process is really 
calm as my mind is empty. It is much more 
engrossing and contrasting compared to my 
usual working methods.

Joshua Kane Gomes: My work has always 
been, from a larger perspective, about the 
relationships between people, and peeking at 
how we process and navigate the dynamics 
and emotions within, and try to generate some 
common ground or empathy to bridge the gap 
of verbal communication.  

It is an age-old question and topic but it’s one 
that still sits with us to this day. I often use 
myths and legends to tackle my subject matter, 
I believe at their emotional core, these stories 
are something that links past and present, and 
through them, I’d like to put forth an updated 
retelling for the future.

Sarah Radzi: Since my inspiration and ideas 
come from my surrounding, let it be the past 
or the present, I find myself getting drawn to 
accidental heard conversation in public places, 
the podcasts I listen to, the shows or movies I 
watch and also the people I talk to on a daily 
basis. It is usually the after thought that got me 
exploring on the visuals. In a way, my artworks 
are a form of emotional release for me. By 
portraying such characters and situations, it 
offers me a relief of some kind.

Do you regard the works as an introspection 
of your career as an artist? Or more of a 
cautionary tale for other artists? Kindly 
elaborate.

Izat Arif: This series of work is based on my 
own experiences as an artist navigating my 
career within the art-world. It is an attempt 
to acknowledge the various events and 
statements that I have encountered and that 
have shaped my understanding of being an 
artist. Nevertheless, I do not have the intention 
to impose my experiences on other artists. This 
reluctance to act as “preacher” is also based 
on my personal experience of having allowed 
myself to be imposed on by the values and 
principles of other artists.

Lee Mok Yee: I think the works are a starting 
point for me to review the experiences that 
influence my art-making, and concrete my 
practice from the circumstances. For me, I am 
trying to differentiate the context development 
and physical art-making. I think I have gained 
competent experiences in woodworking skills, 
but it’s time to put more effort into context 
development, materials exploration, and also 
more discussion among artists. Yes, it is an 
introspection, but it should reflect me from the 
outside world. I think an artist should always 
study the past, aware of the present, and as 
well, plan for the future. I think this is something 
that I am constantly learning.

Joshua Kane Gomes & Sarah Radzi

Solitude is common for artists during 
art-making. Do you think that the recent 
pandemic has shifted that idea of solitude/ 
or isolation for you as an artist? If so, please 
elaborate.

Joshua Kane Gomes: Yes, but I think interaction 
is just as important for an artist during the 
art-making process in order to take all that 
introspection and put it against something 
other than your own thoughts. Not necessarily 
verbal interactions, you could simply be people 
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Haffendi Anuar

Khazanah Residency Programme,
Malaysia

24 Aug 2020, 4pm
Artist Talk

Opposite:
Haffendi Anuar, 
Pangkor, 2020, wood, 
metal nuts and bolts, 
jesmonite casts, kain 
pelikat, screws, felt and 
adhesive, 155 x 60 x 
60 cm. Image courtesy 
of RKFA and the artist.

Virtual Tea Talk:
The K-Residency Series
Teh Ais & Tea
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Right Bottom:
Odelia Tang, COILING, 
2020, metal spring, 
wire, rubber and 
georgette fabric, 
Dimensions variable. 
Image courtesy of 
RKFA and the artist

Right Top:
Odelia Tang, AUGUST, 2020, 
woodboard, polyurethane, 
foam putty, knife, untempered 
glass, mirror shards, acrylic 
paint and tulle fabric, 120 x 
90 cm. Image courtesy of RKFA 
and the artist

Left Bottom:
Melissa Tan, Kaali, 
2020, mirror finish 
stainless steel, epoxy 
resin and pigment, 
88 x 62 x 12 cm. 
Image courtesy of 
RKFA and the artist

Left Top:
Melissa Tan, Nephthys, 
2020, mirror finish 
stainless steel, epoxy 
resin and pigment, 
136 x 128.5 x 19 cm. 
Image courtesy of 
RKFA and the artist
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What We Make of Time
by Euginia Tan

We have always attempted to record the ravine 
of time. We pride ourselves as being a meticulous 
species in garnering accuracy in archival, almost 
to a fault. As our artistic sensitivities expand and 
become more self-aware, this notion of time - its 
access, its infinite assumption in things that can be 
made final, its pall-bearing qualities of inevitable 
growth and deterioration - can be rediscovered 
in varying ways responding to our attempts. This 
ravine runs deep, what wedges it as a gorge is each 
artist’s version of their truth. This essay focuses 
on a featured group of artists spanning a decade 
apart in their respective birth years, and how their 
interpretations of time and truth have potentially 
influenced their practice. After going through 
their practices, I would also try to bring to light 
some points on time and creative production, with 
regards to our artists.

Mengju Lin, Odelia Tang, Ian Tee 

Our first group of artists comprises of Mengju Lin, 
Odelia Tang and Ian Tee.

Mengju Lin’s work draws attention to the visceral 
positioning of text and words. Lin astutely describes 
how “text on posters and packaging boxes are 
often recurring words but present themselves 
dressed very differently, depending on how the 
marketing person designed them to advertise 
their products.” In her candid investigation of the 
select way certain words are strung around her, Lin 
notes that her experience of time in her immediate 
environment depends on observational agency. In 
Lin’s words, “I have been living in Singapore for the 
better half of my sentient years, and what struck 
me was that Singapore is a place designed to serve 
human people, some more than others. Along with 
social issues that have been articulated since the 
beginning of time, my relationship with text - and 
recognising them as overlooked “people” with 
agency too - has made me look at the elements in 
my environment more gently and apprehensively.”1 
Lin’s paintings offer a textual cosmos, ordered 
in the artist’s lingual curiosities, strewn almost 
directorially on canvas. The painted text keeps 
afloat quite innocuously, but also retains a stark 

buoyancy in the artist’s choice of colour and word 
count.

For Odelia Tang, pain negotiation is her chosen 
focal point. Tang describes pain negotiation as 
“an act of articulating what (she) considers pains 
trapped within the mind or body”. With hair as a 
primary motif in her sculptural installations, Tang’s 
works are swathed with miscellaneous materials 
of choice which enable an illusion of inflicting a 
certain emotional and physical response. Her series 
alludes to our human responses to pain and its 
subsequent thumbprint on our subconscious level. 
“I think the significant difference for myself is that 
the reaction is the initial aspect of the decision, 
and the negotiation is the execution of the work. 
Something has happened, but as to what it is, 
and how it fully registers, that would then be the 
negotiation process.” Tang’s experience of time is 
synonymous with hair and gradual growth, in the 
same manner that pain might intangibly mutate 
and be projected within our psyche. “That’s where 
hair came in… because it is deeply associated with 
women and femininity, but also ghosts, hysteria and 
longing. It’s so multi-dimensional, yet it represents 
one singular thing.”2 Her acknowledgement of the 
versatility of hair in critical and artistic rendering 
provides a crucial leeway into Tang’s ongoing 
inquiry of pain negotiation.

Ian Tee conjures a series probing into the 
dichotomy of vulnerability versus a larger 
implication of social history. Tee’s process 
involves “deal(ing) with meanings that emerge 
from gathering the fragments. Materials and 
appropriated imagery embedded in the work 
invite viewers to project their own experiences 
and create points of connection. I am interested in 
what is suggested in excess or in silence.” His deft 
manoeuvring of material, placement and concept 
unleashes a liberated, albeit calculated final collage. 
Tee is also careful and delicate in balancing the 
saturation of personal and social history in his 
works, without it bordering too indulgently on 
either spectrum. “Visual analysis and historiography 
are two pillars in my approach, in how I think 
about objects and aesthetics as markers of specific 
moments. Equally important are the ways these 
things and styles have been embedded with certain 

Top Middle:
Mengju Lin, Cebu 
Blue, 2020, acrylic 
and gesso on 
canvas, 50 x 60 cm. 
Image courtesy of 
RKFA and the artist

Top Left:
Mengju Lin, 
Dancing Bones, 
2020, acrylic on 
canvas, 61 x 91 cm. 
Image courtesy of 
RKFA and the artist

Top Left:
Mengju Lin, Love Sound 
Fortissimo, 2020, 
acrylic on canvas, 61 x 
91 cm. Image courtesy 
of RKFA and the artist

Bottom Left:
Ian Tee, Fire Blanket 07, 2019, 
fibre-glass fire blanket, bleach, 
old clothes, reflective strips, 
elastic and safety straps, 190 
x 183 cm. Image courtesy of 
Yavuz Gallery and the artist

Bottom Right:
Ian Tee, Seek and Destroy, 2019-
2020, acrylic, target papers, comic 
strips, compass and collage on 
destroyed aluminium composite 
panel, 150 x 122 cm. Image courtesy 
of Yavuz Gallery and the artist
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Above:
Installation view. A Decade Apart / Together, 
28 Aug - 19 Sep 2020, Richard Koh Fine 
Art, Gillman Barracks, Singapore. Image 
courtesy of Richard Koh Fine Art.
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meanings and ideologies, which may change over 
time.”3

These three artists take on a cerebral stance 
in challenging their chosen aspects. To sum up 
their approaches and desired outcomes in their 
practices, artist Shubigi Rao’s archival project Pulp 
(Volume II of V) supplements this in her elaboration 
of documenting trauma. “At the core… is the 
identification of what survives the violence inherent 
in so much human behaviour. It is in this mapping 
that the argument can be made for survival and 
deliverance through literature and art… Making 
paracosms and rich, intense inner worlds, secret 
and infrangible, for instance, are acts of future-
building.”4 Lin, Tang and Tee’s nudging of their 
respective curiosities attempt to decipher potential 
areas of anxiety. They further deconstruct this 
attention to emotional detail, and finally showcase 
their inner implosion to offer realms of each 
personal universe. 

Genevieve Chua, Hu Qiren, Melissa Tan

We shall now examine a second group of artists. 
They are Genevieve Chua, Hu Qiren and Melissa 
Tan.

Genevieve Chua presents her paintings as “a way 
to navigate ideas about the diagram, the edge, 
surface tension and limits, syntax, and glitch, 
through modalities of painting… As the series 
builds up indefinitely, shaped stretchers reveal the 
evolution or apparent deterioration of a form. A 
play on words and phrases may also instigate an 
improvisation of a shape.” Chua references breeze 
blocks in architecture, which are defined as cinder 
blocks stacked and designed to create a mosaic 
or other pattern. These blocks are primarily used 
to allow a “breeze” into a home while maintaining 
a degree of privacy for the homeowner.5 The 
paintings are grouped visually during production, 
whereupon these groupings are open to tacit 
analysis by the viewer. Chua’s decisive take on 
colour, form and dimension culminate from 
her commitment to source material. Says Chua, 
“It’s a conscious choice to only use black, white 
and present the colour of raw linen when the 
opportunity arises - to remain true to material.” 
Her wielding of painting and time is focused on a 
present moment, a haiku to the fleeting precision 

the process of painting offers. “For me, painting 
should be as dextrous and quick as throwing a 
skipping stone over water. If not the act of painting 
itself, then the way it should be viewed. There is no 
one way though.”6

Hu Qiren’s contributing photographs feature 
a triptych of an annual solar eclipse. This was 
painstakingly captured using a home-made viewing 
apparatus and his vintage Polaroid camera. The 
resulting set of Polaroid films were then digitally 
scanned and enlarged via large-format printing. 
Hu’s works mark his return to Singapore after 
considerable time abroad under the tutelage of 
the artist Hiroshi Sugimoto. As a pensive study of 
natural phenomenon, Hu’s series contemplates 
marked stages of his medium’s pace in recording 
nature. As Hu observes, “Photography is about 
drawing with light, and this series of the annular 
solar eclipse accentuates that process of nature’s 
choreography and photography’s intrinsic 
relationship to nature.” Hu refers to the passing 
of time as a dialogue, his work serves as a 
commentary on how time is emboldened with the 
way we consume, receive and transmit information. 
“It is evident we are living in a period in which our 
experience of time (and space) is radically shifting 
and changing at an exponential pace. The ways we 
consume and circulate images and information 
with the aid of technological advancements and 
innovations affect how we experience time… 
Therefore, locating oneself in the dialogue of 
time is incredibly complex right now but I think 
photography can engage and address the nuances 
of such complexities.”7

Melissa Tan continues her foray into goddesses 
and mythology, specifically emphasizing feminine 
empowerment. Delving into symbolism and the 
legacy of mythic origin and story-telling, Tan 
employs the meshing of metaphorical shapes and 
forms with her prior research on asteroids and 
science for the blueprint of her metal sculptures. 
“I think for these works, I am thinking more about 
simplified forms that we encounter in everyday 
life. When I look at the hieroglyph Akhet, it 
represents the sun rising over the mountain, it 
is translated as horizon. The word is beautiful to 
me, the circle between two hills makes me think 
of how the Egyptians experienced sunrise or 
sunset (in the past). It made me recall my interest 
in the landscape, how we name things the way 

Bottom Left:
Hu Qiren, Ensō 
#004, 2019, archival 
pigment print, 129.5 
x 106.7 cm, Edition of 
3. Image courtesy of 
RKFA and the artist

Bottom Middle:
Hu Qiren, Ensō 
#007, 2019, archival 
pigment print, 129.5 
x 106.7 cm, Edition of 
3. Image courtesy of 
RKFA and the artist

Bottom Right:
Hu Qiren, Ensō 
#009, 2019, archival 
pigment print, 129.5 
x 106.7 cm, Edition of 
3. Image courtesy of 
RKFA and the artist

Top:
Genevieve Chua, 
Breeze Blocks 7 and 
8, acrylic on linen, 
28 x 19 cm each. 
Image courtesy of 
RKFA and the artist

Middle Left:
Genevieve Chua, 
Breeze Blocks 9 and 
10, acrylic on linen, 
28 x 19 cm; 28 x 13.6 
cm. Image courtesy of 
RKFA and the artist

Middle Right:
Genevieve Chua, 
Breeze Blocks 11, 
acrylic on linen, 
28 x 21 cm. Image 
courtesy of RKFA and 
the artist
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we experience them, or even including ourselves 
within the landscape and vice versa.”8 Her works 
orbit around the freefall of time, they convey 
various fictions. Their resulting intricacy stems 
less from the idea that this was made exclusively 
by the artist. Rather, events and stories appear to 
mutually anchor Tan’s processes, occurring in the 
otherworldly pull of her sculptures.

These three artists have a certain poetic rhetoric in 
the way they approach their art making, in addition 
to their persistence in honing in on technique. To 
expand on their condensing of medium, process 
and execution, artist Daniel Kok (alias diskodanny) 
gleans from philosopher J. Ranciere’s reading of 
unpacking the criticality of art. “Works of art that 
offer critique do not necessarily have criticality. 
To my mind, a lot of art… tends to proffer political 
critique without first unpacking the assumptions 
of its own means and aesthetics… art’s criticality 
comes not from what it wants to say, but the 
aesthetic ways by which it ruptures our shared 
meaning-making processes.”9 Chua, Hu and Tan 
have conditioned their artistic sensitivities to 
allow breathing room for both artist and viewer. 
Their adherence to various traits of their selected 
mediums reflect a comfort and suggestion of a 
broader means to an end.

The Scaffolding of Time 

Now that we have a brief idea of each artist’s works, 
we may have some inkling of their respective 
choices on process and final execution. From this 
point, due to the exhibition’s crux of time as centre 
stage, I will offer some observations on the way we 
expect time of our artists as a whole. This section 
onwards would draw references from critic Lee 
Weng Choy’s essay regarding representation in the 
Singapore arts scene.

At the time of this essay, Singapore is experiencing 
tight measures and regulation due to the COVID-19 
pandemic. Many artists were (and still currently 
are) unable to enter the studio for work. Some of 
them have talked about opening conversations on 
how we can experience contemporary art in other 
ways, some have mentioned questions with regards 
to the infrastructure of supporting art. Some have 
observed that the pandemic’s inaccessibility forms 
certain distinctions on those who are more versed 

with technology. As a whole, we can study the 
pandemic phase as a framework of a common time, 
a time of emergency that has heightened urgency 
and the way artists create.

However, in spite of the pandemic, the way we have 
considered our artists’ time in their practices seem 
to follow a set of rules for cultural production. Lee 
cites a metaphor, using scaffolding in the city as an 
example of these rules, and how we are affected 
by this as a state. “Imagine an artist in Singapore 
doing an installation piece that is scaffolding. Or 
simply attaching a label to a piece of scaffolding 
and thereby appropriating it as art. How might 
one interpret the piece? What kind of statement 
might the artist be making? And where should one 
exhibit the “work”?...Scaffolding is doubly apt as 
an image of modernity and contemporary culture 
in Singapore… As an art piece, hypothetical or 
otherwise, scaffolding is loaded with questions 
concerning the representation and appropriation 
of communities to serve aesthetic and/or political 
agendas.”10 Outside of our physical scaffolding, we 
erect the same type of scaffolding in the way time 
is measured for our artists – the months before a 
seasonal period where art momentarily becomes a 
hub, the pressure on their works to age well, the list 
goes on.

This is where the exhibition has tried to pry that 
apart: In recognizing the other ways our artists 
track their time and respecting their affiliation to 
how they want to gauge that (in accordance to 
what they feel is relevant to their work at a given 
period), it is still possible to cohesively foster an 
artistic environment where the rules of production 
do not always have to take precedence. “In 
terms of the arts, “infrastructure” seems to mean 
something quite literal – it is the actual physical 
infrastructure of an arts industry… There are, of 
course, other forms of cultural empowerment: 
empowerment of individuals or communities to 
have greater autonomy… All these issues intersect 
and overlap…”11 The confinement brought about 
by the pandemic has served to remind us that no 
one really holds the reins on time. Deadlines and 
schedules are not infallible to pause, this pause is 
no longer ascertained by people. Therein, what we 
now make of time is literally in what and how we 
choose to make.

To conclude, Lee elaborates on the challenges 
of framing an exhibition, “My own experience as 

the curator for… New Criteria V visual arts exhibit 
illustrates some of the complexities of framing. 
During a discussion, I was asked if I appropriated 
the voices of the artists – did I intend the whole 
show as “my” work?... But between a curator and 
artists, and likewise between a theatre group and 
the communities it frames, the questions of voice, 
ownership and appropriation are far more difficult 
to answer.”12 These challenges cannot cease, 
there will always be ongoing hurdles because such 
answers are not necessarily effective nor ultimate. 
Empathy revolving around our artists’ time seems 
to be a murky swamp to wade in, given that so 
many parties on their own demands of time may 
prioritize this without considering what an artist 
facilitates. The rigour of an artist’s practice is 
encompassed by numerous mandates, perhaps 
what we can afford them is their right to assert 
time.

Endnotes:

1. Oon, Clarissa. (2017) Sand in Singapore Art: A Last 
Playground, The Substation Ltd (Discipline the City), 
Singapore.

2. Email interview with gallery director Christiaan 
Haridas, dated 6 November 2020.

3. Email interview with gallery founder Richard Koh, 
dated 16 October 2020.

4. Ibid.

5. Ibid.

6. Ibid.

7, Ibid.

8. Skalicky, Stephen. (2020) Psycholinguistics, 
Retrieved from https://www.sciencedirect.com/topics/
neuroscience/psycholinguistics

9. Tan, Joel. (2017) Fat Shame, The Substation Ltd 
(Discipline the City), Singapore.

10. Chia, Adeline. (2017) A Public Square, The Substation 
Ltd (Discipline the City), Singapore.

8180



Opposite Top:
Joshua Kane Gomes, 
Untitled (Swing), 
2017, steel, rubber 
and LED lights, 
270 x 45 cm, DUO 
Collection. Photo 
courtesy of NTU ADM 
Gallery, SG

Opposite Bottom:
Haffendi Anuar, 
Member-member, 
2019, mixed media 
installation,
dimensions variable. 
Photo courtesy of 
NTU ADM Gallery, SG

Left:
Anne Samat, Wide 
Awake and Unafraid, 
2019, mixed media 
installation,
310 x 540 cm. Photo 
courtesy of NTU ADM 
Gallery, SG
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Installation view. 
Cantum-Combine, 15 
Sep - 10 Oct 2020, 
online exhibition. 
Image courtesy of 
Richard Koh Fine Art.
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Introduction
by Dr. Elham Shafaei, 
Artist & Curator, Co-Founder & Co-Editor, 
Contemporary Identities Online Art Magazine-Gallery

Cantum-Combine is an online 
exhibition that brings together 
five artists from Malaysia with five 
international artists whose varied 
and distinctive works are somehow 
harmonious. This diverse online 
art show focus on the artists’ 
singular manner as well as their 
subtle articulation in the power of 
connection that art has in common to 
simultaneously inform and mislead us 
of their materiality, and conceptually. 
The notion of Cantum-Combine used 
for this exhibition is conceptual nature 
and it’s based on revealing a deeper 
understanding of a meaning lying 
just beneath the similarities on the 
surface. The artworks in the exhibition 
gesture to indicate the equivalent 
images-texture on surface. The show 
invites the viewer to examine and 
engage with these multifaceted and 
thought-provoking artworks to provide 
a new perspective to find the link 
between international contemporary 
art to Malaysian visual culture.

Foreseeing many of the ideas 
addressed in this exhibition, I sought 
a unique connection to pair each 
Malaysian artist works with one 
outside this geo-political, social and 
cultural domain. I searched for the 
works’ ability to infiltrate instinctively 
the facade of physical form and 
appearance, while allowing other 
truths and realities to surface. I had a 
spontaneous and dynamic approach 
to pair the distinct textures, forms, 
materials and colors that reveal 
the artists’ signature through their 
different style of works.

The sensory aspect in this process 
of pairings entices viewers to 
contemplate unseen linkages that 
on the surface don’t seem apparent 
due to their appealing quality. Thus, 
this exhibition tries to set forth the 
work of aesthesis to bring forward 
the sense of communication; it allows 
people from different cultures to 
communicate with each other via 
images in the various affects they may 
offer to our senses.

Top Left:
Wong Perng Fey, Family 
Collection, 2019, 
acrylic and chinese 
ink on professional 
photography paper and 
rice paper mounted on 
linen, 150 x 220 cm. 
Image courtesy of RKFA 
and the artist

Middle Left:
Wong Perng Fey, The 
Courtyard I, 2019, 
acrylic and chinese 
ink on professional 
photography paper and 
rice paper mounted on 
linen, 150 x 220 cm. 
Image courtesy of RKFA 
and the artist

Bottom Left:
Wong Perng Fey, 
Visitor, 2019, acrylic 
and chinese ink 
on professional 
photography paper and 
rice paper mounted on 
linen, 150 x 220 cm. 
Image courtesy of RKFA 
and the artist

Top Right:
Thaier Helal, 
Illusion 1, 2016, 
mixed media on 
canvas, 120 x 
120 cm. Image 
courtesy of 
Contemporary 
Identities and 
the artist

Middle Right:
Thaier Helal, Tremor 
or Trembling or 
Moving, 2018, 
mixed media on 
canvas, 180 x 180 
cm. Image courtesy 
of Contemporary 
Identities and the 
artist

Bottom Right:
Thaier Helal, 
Illusion 2, 2016, 
mixed media on 
canvas, 140 x 
140 cm. Image 
courtesy of 
Contemporary 
Identities and 
the artist
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Top Left:
Faizal Yunus, 
Pacific Vortex I, 
2018, oil, lacquer, 
construction net 
and polyurethane 
foam on canvas, 
86.5 cm diameter 
x 5 cm. Image 
courtesy of RKFA 
and the artist

Middle Left:
Faizal Yunus, Pacific 
Vortex V, 2018, oil, 
lacquer, construction net 
and polyurethane foam 
on canvas, oil, lacquer, 
construction net and 
polyurethane foam on 
canvas, 109 cm diameter 
x 5 cm. Image courtesy of 
RKFA and the artist

Bottom Left:
Faizal Yunus, Pacific 
Vortex VI, 2018, oil, 
lacquer, construction net 
and polyurethane foam 
on canvas, oil, lacquer, 
construction net and 
Polyurethane foam on 
canvas, 109 cm diameter 
x 5 cm. Image courtesy of 
RKFA and the artist

Middle Right:
Maria Agureeva, 
Untitled, 2019, 
mixed media, bark 
(pine), plastic, 
synthetic fabric, and 
leather, 87 x 66 x 17 
cm. Image courtesy 
of Contemporary 
Identities and the 
artist

Bottom Right:
Maria Agureeva, 
Untitled, 2019, 
mixed media, 
plastic, burnt wood, 
and synthetic fabric, 
88 x 55 x 35 cm. 
Image courtesy 
of Contemporary 
Identities and the 
artist

Above Right:
Maria Agureeva, 
Untitled, 2019, 
plastic, natural 
wax, leather, and 
plexiglass box, 103 
x 132 x 23. 5 cm. 
Image courtesy 
of Contemporary 
Identities and the 
artist

Writings
by Dr. Johan Othman, 
Art Professor, School of Arts, Universiti Sains Malaysia

The idea of pairing sets of artworks as a 
curatorial conception can, inadvertently, 
be thought as presenting a meditation on 
not only their relationships but associations 
by way of its distinctiveness as well. In 
this sense, the coherency of the pairings 
presented in the collection can be identified 
through both its literal correspondence, in 
terms of its materiality, and conceptually 
in regard to ideas that are shared between 
the pairs of works. Haffendi Anuar’s and 
Tilde Grynnerup’s pieces portray recurring 
permutations of apparent motives; forms 
and shades. Haffendi’s oil and enamel on 
boards give an impression of combinatorial 
signs or letterings of a language that are 
almost emblematic, whereas Grynnerup’s 
painted woods, inspired by Rumi, possibly 
referencing his Love Poems, can be 
seen as though a poem is being reified. 
Poems given a tangible existence and 
presence. Although Fleur is not inscribed as 
associating with Rumi, however, it already 
shows apparent link to both Loveletter 01 
and Loveletter 02. Minstrel Kuik’s and Jacin 
Giordano’s mixed media works that are 
mostly fabrics construction, project two 
differing kinds of messages. The former’s 
conspicuous reference to politics, whereas 
the latter, by way of the title of the works, 
directs to the materiality of its expression 
likens to the painterliness of an oil painting. 
Anne Samat’s and Joel S. Allen’s bricolages 
of everyday available materials manifest 
contrasting ideas. Anne’s works that are 
displayed as either standing or mounted 
against the wall describe noticeable 
allusion to tribal and anthropocentric 
expressions. In comparison, Allen’s 
suspended slender pieces present a more 
ambiguous abstraction. These pieces also 
illustrate coherent variations on a theme, 

almost organic like shapes that resemble 
interrelated structuring that plays with 
its surrounding space. Wong Perng Fey’s 
and Thaier Helal’s textured surfaces casts 
two contrasting appearances. Wong’s 
collage like pieces, to some extent, present 
discernible photographic images that 
invite and catalyse further interpretations 
of its signifying content. Helal’s evenly 
textured surfaces, display conceptual 
events almost at its purity; alluding to 
conventions of the minimalist. Faizal Yunus’ 
and Maria Agureeva’s three dimensional 
pieces are akin to landscape like treatment 
of mixed media. For both these sets of 
works, when read within its pairings, can 
be seen as reflecting one another. The 
Vortex conception of Faizal’s works can be 
similarly attributed to Agureeva’s Untitled 
pieces. Both these sets of works clearly 
reveal components of the materials that 
intricately interweave with one another. 
And the attention to the aesthetics of 
its imaging through the placement of 
shades and forms gives these pieces a 
unifying composition. The performance 
of imaginations through the curatorial 
approach of pairings and conception of 
the artworks themselves not only present 
an overarching logic, a relationship by 
way of dissociations, but also can be seen 
as presenting possibilities of opened 
interpretations. This very possibility of 
presenting the artworks as within the 
framework of pairings is itself an illustration 
of the practice of an opened reading. On 
the whole, these impressive collections, 
tease a mind-expanding experience 
that any art exhibition should practice 
through a presentation that is eclectic and 
performatively engaging.
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Feast of Art
by Dr. Zoltán Somhegyi,
Art Historian, Károli Gáspár University of the Reformed Church, Hungary

The present exhibition can easily be 
considered as a proper feast of art, a 
celebration of the marvellous variety 
that art is capable of. Therefore, it is not 
merely about the proper qualities of the 
individual creations of the artists, showing 
the aesthetically pleasing and intellectually 
inspiring results of their creative processes, 
but it is just as much about the appraisal of 
the multi-sited dialogue that the art pieces 
can foster. Here curating really becomes a 
form of artistic contribution in and for the 
entire show – it is not by chance that the 
curator herself is an artist too.

What is exactly this celebration of the 
variety? One may wonder how and why 
such form of curating is a proof for the 
variety, when the pairing of the artists 
and their works are pursued according to 
the similarities of their visual worlds? As 
a matter of fact, it is exactly because of 
this, in other words, the pairings do not 
simply attempt to show basic similarities, 
but just the contrary: it is emphasising how 
many curios differences are despite the 
seemingly similar approaches. How much 
variety is traceable – despite the initial 
similarities – in the first ideas, developed 
concepts and the final aspects, references 
and layers of meanings of the artworks that 
may have seemed relatively close to each 
other. Hence when looking at them a bit 
more in detail, we can see that the works in 
pairs are like two hues that are next to each 
other on the colour wheel, nevertheless 
there are endless further tonalities 
between them.

Regarding these pairings, we can 
see various focuses: some artists are 

investigating forms and their 
interactions, examining where this 
encountering of shapes can lead the 
senses and the mind of the observer. 
Others are more interested in the 
compositions and in analysing the 
spatial relationships established and 
mutilated by the over imposing layers, 
thus questioning the necessity to 
distinguish between two-dimensional 
and threedimensional works when 
blurring the lines between such 
categories. Again, others are focusing 
on the texture and attempt to show 
that such qualities, i.e. the textural 
properties, are not “superficial” 
features of the artworks, but can 
easily become a crucial element in the 
interpretation of the pieces. There 
are also experiments of the visuality 
of the partially random results of 
transformations of the material, that 
again may lead to novel insights in the 
nature of creation and of the creative 
process itself.

Therefore, what we, as observers of 
the works and “visitors” of the online 
exhibition are suggested to do is a 
double work: on the one hand enjoy 
the singular works, their artistic 
qualities, various approaches and 
multiple references. On the other 
hand, through the careful pairings 
we can attempt to find novel aspects 
in our aesthetic appraisal and 
interpretations of the pieces, since 
the works mutually shed light on each 
other.

Top Right:
Jacin Giordano, 
Longpainting 1, 2012, 
acrylic and yarn on 
linen, 91.4 x 27.9 
cm. Image courtesy 
of Contemporary 
Identities and the artist

Top Right:
Jacin Giordano, 
Longpainting 14, 2012, 
acrylic and yarn on 
canvas, 152.4 x 50.8 
cm. Image courtesy 
of Contemporary 
Identities and the artist

Bottom Right:
Jacin Giordano, 
Longpainting 16, 2012, 
acrylic and yarn on 
canvas, 142.2 x 50.8 
cm. Image courtesy 
of Contemporary 
Identities and the artist

Top Left:
Minstrel Kuik, 1972, 
Masyarakat Adil (Fair 
Society), the Social 
Contract Versus the 
Origin Myth, 2019, 
mixed media, wooden 
structure, fabrics, 
threads and pins, 150 
x 180 x 6.5 cm. Image 
courtesy of RKFA and 
the artist

Middle Left:
Minstrel Kuik, Alliance 
of Hope, First Female 
Deputy Prime Minister, 
2019, mixed media, 
political party flags, 
pins and thread, 46 x 
33.5 x 6.5 cm. Image 
courtesy of RKFA and 
the artist

Bottom Left:
Minstrel Kuik, Parti 
Sosialis Malaysia, A 
Social Organization, 
2018, mixed media, 
political party flags, 
pins and thread, 88 x 
123 x 6.5 cm. Image 
courtesy of RKFA and 
the artist
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Bottom Left:
Anne Samat, Maya, 
2018, rattan sticks, 
yarns, washers, rakes, 
PVC chains, home & 
fashion accessories, 
kitchen & garden 
utensils and stationery 
items, 230 x 120 x 30 
cm. Image courtesy of 
RKFA and the artist

Middle Left
Anne Samat, Mayang, 
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 RKFA 
and the artist

Top Left:
Anne Samat, Varada, 
2017, rattan sticks, 
yarns, washers, rakes, 
PVC chains, home & 
fashion accessories, 
kitchen & garden 
utensils and stationery 
items, 163 x 43 x 18 cm. 
Image courtesy of RKFA 
and the artist

Top Right:
Joel S. Allen, Hooked 
on Svelte, 2014-2015, 
precision hand-wrapped 
fiber, pharmaceutical 
vials, wine corks, 
colored acrylic sheeting, 
tubing, rubber caps, 
copper and steel, 
360 x 134 x 180 cm. 
Image courtesy of 
Contemporary Identities 
and the artist

Middle Right:
Joel S. Allen, Hooked on 
Svelte, 2015, precision 
hand-wrapped fiber, 
wine corks, wood, 
colored acrylic sheeting, 
tubing copper and 
steel, 300 x 240 x 200 
cm. Image courtesy of 
Contemporary Identities 
and the artist

Bottom Right:
Joel S. Allen, Hooked on 
Svelte, 2017, precision 
hand-wrapped fiber, 
pharmaceutical vials, 
wine corks, colored 
acrylic sheeting, tubing, 
rubber caps, wood, 
recycled newsprint, joint 
compound, and colored 
oxides, 360 x 430 x 240 
cm. Image courtesy of 
Contemporary Identities 
and the artist

Bottom Right:
Tilde Grynnerup, 
Fleur, 2020, painted 
wood, 47 x 33 cm. 
Image courtesy 
of Contemporary 
Identities and the artist

Middle Right:
Tilde Grynnerup, 
Loveletter inspired 
by Rumi 02, 2020, 
painted wood, 84 x 47 
cm. Image courtesy 
of Contemporary 
Identities and the artist

Top Right:
Tilde Grynnerup, 
Loveletter inspired 
by Rumi 01, 2020, 
painted wood, 82 x 52 
cm. Image courtesy 
of Contemporary 
Identities and the artist

Bottom Left:
Haffendi Anuar, Artic 
Tern, 2017, oil and 
enamel on board, 60 
x 45 x 3 cm (each, 6 
pieces). Image courtesy 
of RKFA and the artist

Top Left:
Haffendi Anuar, Canvas 
Back, 2017, oil and 
enamel on board, 70 
x 50 x 3 cm (each, 6 
pieces). Image courtesy 
of RKFA and the artist

Middle Left:
Haffendi Anuar, King 
Eider, 2017, oil and 
enamel on board, 60 
x 40 x 3 cm (each, 6 
pieces). Image courtesy 
of RKFA and the artist
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Installation view. 
Wobbly Sabi, 17 Sep - 
13 Oct 2020, Richard 
Koh Fine Art, Kuala 
Lumpur, Malaysia. 
Image courtesy of 
Richard Koh Fine Art.
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Wobbly SabI     AN   Introduction
In Wobbly Sabi, Seet draws inspiration from the traditional Japanese aesthetics 
of Wabi-Sabi, a world view centred on the acceptance of transience and 
imperfection. Wabi is defined as “rustic simplicity” or “understated elegance” 
with a focus on a less-is-more mentality. Sabi is translated to “taking pleasure 
in the imperfect”.

This expression is intimately tied to Buddhism (specifically Zen) and derived 
from the Three Marks of Existence - the Buddhist teaching that all things have 
impermanence, suffering or damage, and ‘non-self’. There are seven aesthetic 
principles in achieving wabi-sabi and they are; Kanso (Simplicity), Fukinsei 
(Asymmetry or Irregularity), Shibumi (Beauty in the Understated), Shizen 
(Naturalness without Pretense), Yugen (Subtle Grace), Datsuzoku (Freeness) 
and Seijaku (Tranqulity). In a world obsessed with perfection, Wabi-Sabi invites 
a pause.

The works in the show exude roughness, simplicity, modesty and most 
importantly, they come together as a homage to the ingenuous integrity of 
clay itself, as a medium of contemplation for the artist. As stated by Seet, “I 
worked with it up to a point and then, let go, inviting it to shape itself to reveal 
a far more compelling aesthetic truth than I ever could.” Rather than striving 
for perfection, Seet allows the natural forces of gravity and time to shape and 
finalize the clay, consciously aware of the necessary limited intervention of the 
artist’s hand.

This 2nd solo exhibition marks an important juncture in Seet’s artistic journey as 
he moves away from preconceived notions of beauty and commercial demand 
of perfected form.  More importantly, it has granted Seet an opportunity to 
embrace the perfection of being imperfectly himself

:

Middle Left:
James Seet, Sabi No.6, 
2020, ceramics, 20 x 51 x 
20 cm. Image courtesy of 
the artist

Bottom Left:
James Seet, Sabi No.7, 
2020, ceramics, 23 x 35 x 
23 cm. Image courtesy of 
the artist

Right:
James Seet, Sabi No.8, 
2020, ceramics, 29 x 44 x 
29 cm. Image courtesy of 
the artist

Artist   Statement
From young I was taught that perfection is 
a goal one must always strive to achieve. 
However, as I’ve journeyed through life as an 
artist, I’ve come to realise such an idealised 
interpretation of reality is both false, and ugly. 
True art is knowing when to let go, trusting a 
piece to ‘perfect’ itself. True beauty is flawed 
beauty.

In creating this ceramic series, I wanted the clay 
to ‘speak’ rather than me. I worked with it up 
to a point and then, let go, inviting it to shape 
itself to reveal a far more compelling aesthetic 
truth than I ever could. In so doing, I have 
come to see and appreciate the inherent wabi-
sabiness of our natural world to a far deeper 
degree as I hope all who view my work will too.

Top Right:
James Seet, Sabi No.5, 
2020, ceramics, 28 x 38 x 
28 cm. Image courtesy of 
the artist

Top Left:
James Seet, Sabi No.4, 
2020, ceramics, 25 x 51 x 
25 cm. Image courtesy of 
the artist

Left:
James Seet, Sabi No.1, 
2020, ceramics, 21 x 46 x 
20 cm. Image courtesy of 
the artist

Middle:
James Seet, Sabi No.2, 
2020, ceramics, 22 x 28 x 
23 cm. Image courtesy of 
the artist

Right:
James Seet, Sabi No.3, 
2020, ceramics, 23 x 53 x 
22 cm. Image courtesy of 
the artist
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Opposite Top Left:
James Seet, Sabi No.9, 
2020, ceramics, 24 x 8 x 
23 cm. Image courtesy of 
the artist

Opposite Top Right:
James Seet, Sabi No.10, 
2020, ceramics, 28 x 18 x 
28 cm. Image courtesy of 
the artist

This Page Top:
James Seet, Sabi No.11, 
2020, ceramics, 22 x 13 x 
22 cm. Image courtesy of 
the artist

Opposite Middle Left:
James Seet, Sabi No.12, 
2020, ceramics, 27 x 16 x 
27 cm. Image courtesy of 
the artist

Opposite Middle Right:
James Seet, Sabi No.13, 
2020, ceramics, 27 x 13 x 
25 cm. Image courtesy of 
the artist

This Page Bottom:
James Seet, Sabi No.14, 
2020, ceramics, 31 x 17 x 
29 cm. Image courtesy of 
the artist

Opposite Below Right:
James Seet, Sabi No.16, 
2020, ceramics, 25 x 20 x 
23.5 cm. Image courtesy 
of the artist

Opposite Bottom Left:
James Seet, Sabi No.17, 
2020, ceramics, 24 x 11 x 
24 cm. Image courtesy of 
the artist

Opposite Bottom Right:
James Seet, Sabi No.18, 
2020, ceramics, 29 x 16 x 
27 cm. Image courtesy of 
the artist

Opposite Below Left:
James Seet, Sabi No.15, 
2020, ceramics, 29 x 9 x 
27 cm. Image courtesy of 
the artist
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Top:
Joshua Kane Gomes, 
Interactions of Mood 
III and Jon, 2020. 
Image credited to 
Sophie Kemp

Left:
Exhibition 
e-poster online. 
Courtesy 
of Veronika 
Neukirch

Joshua Kane Gomes

Curated by Veronika Neukirch
Online Exhibition

Middle:
Joshua Kane Gomes, 
Mood III, 2020, Fabric 
and foam, 39 x 125 x 39 
cm. Image courtesy of 
RKFA and the artist.

Bottom Left:
Joshua Kane Gomes, 
Interactions of Mood 
III and Victor, 2020. 
Image credited to 
Sophie Kemp

Bottom Right:
Joshua Kane Gomes, 
Interactions of Mood 
III and Nigel, 2020. 
Image credited to 
Sophie Kemp
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Above:
Minstrel Kuik, Mimic 
la Chinoise, 2005-
2019, C-Type print 
on fabric, 150 x 240 
cm. Image courtesy of 
RKFA and the artist.

Left:
Excerpt from 
website 
PHOTO 2021 
regarding the 
programme

PHOTO 2021
PHOTO LIVE with Minstrel Kuik

International Festival of Photography,
Melbourne and Beyond

28 Sep 2020
Artist Talk

Minstrel Kuik
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Recovery Movement Control Order
31 August - 31 December 2020

Conditional Movement Control Order
14 October - 9 November 2020

MALAYSIA

Safe Transition: Phase 2
19 June - 27 December 2020

Restrictions Easing Plan: Phase 5
1 July 2020 - 31 March 2021

SINGAPORE

BANGKOK

OCTOBER

2020
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Above:
Installation view, 
Unlearning, 2 - 24 
October 2020, Richard 
Koh Fine Art, Gillman 
Barracks, Singapore. 
Image courtesy of RKFA
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Unlearning
by David Willis

Featuring seven different artists currently or 
previously based in Saigon (the traditional 
name of Ho Chi Minh City, Vietnam), this 
exhibition aims to dispel the all-too-common 
misconception that Vietnamese art consists 
primarily of quaint paintings depicting 
hackneyed cultural tropes. As Vietnam 
has grown increasingly cosmopolitan over 
the years, contemporary aesthetics have 
evolved in tandem. While art schools in the 
country are still mostly retrograde in their 
sensibilities, contemporary artists in Vietnam 
are nevertheless perfectly aware of global 
developments in contemporary art media and 
conceptual tactics. Thus, just as Vietnamese 
artists — and indeed, all artists — are engaged 
in a constant process of self-education and 
unlearning in regards to what art can be or 
do, so must international observers unlearn 
preconceived notions about the art being 
made in Vietnam today.

The show begins in the foyer, with video 
documentation of a performance titled I am 
not a spy (2019) by the artist Quynh Lam. The 
performance took place at Gallery 1010 in 
Knoxville, Tennessee, where the artist covered 
the walls in black fabric, locked herself inside 
the space, and wrote the words “I am not a 
spy” all over the walls and floor, recording her 
actions with CCTV cameras, forcing audience 
members to stay outside and peek through the 
windows. The concept was born of a traumatic 
incident, in which a Vietnamese American 
man accused her of being a communist spy 
and locked her in a room in his house in 
Massachusetts for a night, releasing her in the 
morning. During her captivity, she wrote “I am 
not a spy” repeatedly in a notebook in a bid to 
stay sane by reaffirming what she knew to be 
true; a survival tactic, and a poetic depiction 
of the tensions at play in the Vietnamese 
diasporic experience.

Moving into the main exhibition space, we are 
met by a series of paintings by Bao Vuong, 
which also engage with the artist’s personal 
experience of the Vietnamese diaspora. Drawn 

from his ongoing series The Crossing (initiated 
in 2019), the paintings are executed entirely in 
black oil paint, depicting moonlight glistening 
on waves: a reference to the artist’s experience 
as a child refugee, as he and his parents fled 
Vietnam by boat when he was only one year 
old. Wavering between representation and 
abstraction, they possess a quasifantastical 
quality, since he was too young to actually 
remember the crossing itself, and thus his 
mental image of the waves could only be a 
reconstructed memory from a second hand 
account. Although he and his family made it 
safely to France, the journey was arduous to 
say the least, characterized by thirst due to a 
shortage of drinking water during the journey 
— a thirst made all the more poignant by the 
omnipresence of salt water on all sides.

Traveling clockwise around the room, we next 
encounter The Milky Way (2015), an installation 
by Le Hoang Bich Phuong consisting of 300 
slip-cast ceramic fingers affixed to the wall 
in orderly rows. Subtly crooked and pointing 
down at the viewer, the myriad fingers speak 
to the tension between the individual and 
the collective, like the Milky Way itself, which 
from earth looks like a contiguous entity 
but is in fact constituted by millions of stars, 
lightyears apart. As a whole, the assemblage 
of fingers could evoke the judgemental and 
accusatory gaze of society bearing down 
upon us; individually, however, they are in fact 
fragile and brittle, belying the way in which 
immense social pressure can accrue from the 
constellation of individually weak forces.

On the next wall there hang two charcoal 
drawings by Tuyen Nguyen titled Distancing I & 
II (2020). Trained in the traditional Vietnamese 
art of lacquer painting, Nguyen’s approach 
to art making was indelibly impacted by 
the modern masters Picasso and Bacon, 
from whom he adopted a cubist approach 
to perspective and a tendency to disrupt 
rectilinear space with unruly biomorphic forms: 
a visual lexicon well suited to portraying the 
widely relatable angst of being trapped in their 

Top:
Le Hoang Bich Phuong, The 
Milky Way, 2015, 300 ceramic 
fingers, Dimensions Variable, 
Edition of 3. Image courtesy 
of RKFA and the artist

Bottom
Nghia Dang, Thebes, 2017, 
canvas, oil, cotton, found 
fabrics, yarn, wood and wood 
shavings, 210 x 140 cm. 
Image courtesy of RKFA and 
the artist
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Left:
Cam Xanh, Declaration of 
Independence of Vietnam, 
2015, marker on silkworm 
cocoons in plexiglass case, 50 
x 10 x 10 cm. Image courtesy 
of RKFA and the artist

Top Right:
Bao Vuong, The 
Crossing XI, 2019, 
oil on canvas, 120 
x 200 cm. Image 
courtesy of RKFA 
and the artist

Middle:
Bao Vuong, The 
Crossing XIII (2), 
2019, oil on 
canvas, 60 x 75 cm. 
Image courtesy of 
RKFA and the artist

Bottom:
Bao Vuong, The 
Crossing XIII (3), 
2019, oil on canvas, 
60 x 75 cm. Image 
courtesy of RKFA 
and the artist

home for extended periods of time due to 
pandemic lockdown measures. Like a stir-crazy 
captive, or like an unruly protein sequence 
reproducing uncontrollably within the walls 
of a human cell, the curvilinear figures in his 
drawings bulge and ripple as if attempting to 
break free from their containment.

Adjacent to the drawings of Tuyen Nguyen is 
a small sculpture by the artist Tran Thanh Ha 
(also known by her pseudonym Cam Xanh, 
which translates as ‘Green Orange’). Titled 
Nam quốc sơn hà (Declaration of Vietnamese 
Independence) (2015), the work is part of the 
artist’s ongoing silkworm cocoon series, and 
consists of cocoons inside a rectangular 
plexiglass box. The cocoons are inscribed in 
Vietnamese with the words of Nam quốc sơn 
hà, the 10th century poem popularly dubbed 
Vietnam’s first declaration of independence. 
While the poem’s true author remains the 
subject of historical debate, it served as a 
rallying cry against the invaders of the Song 
Dynasty, and continues to inspire nationalist 
sentiment to this day. However, in this 
context, it speaks to the struggle for creative 
sovereignty waged by the artist who, like the 
silkworm killed for its silk, sacrifices herself to 
bring just a little bit of beauty into the world.

On the fourth wall there is a mixed media 
installation by Nghia Dang, made principally 
from his father’s cast-off clothing sewn 
together, which is almost, but not quite, 
impaled upon a sharpened stick. The wood 
shavings from the sharpening of the stick are 
carefully presented on the floor below, as if 
in offering at an altar. This simultaneously 
evokes both of the two kinds of altars which 
typically appear in Vietnamese homes: one 
located down on the floor, honoring the 
demi-god of the hearth who watches over the 
home, and the other located in an elevated 
position, honoring deceased family elders. 

The Confuscian tenet of deference to one’s 
father dovetails here with Western cosmology, 
as the title Thebes (2017) makes reference to 
the greek myth of Oedipus Rex, in keeping 
with Dang’s long running concern with Jungian 
psychology and the complex relationship 
between fathers and sons. The sharpened 
stick threatening to pierce the father’s clothes 
evokes the notorious act of patricide and 
subsequent incest between Oedipus and 
his mother; however, the stick doesn’t break 
through the fabric, just as the Oedipal complex 
remains submerged below the surface of the 
consciousness, informing family dynamics 
without bursting through into actualization.

Finally, in the back room, there is a digital 
video projection by new media artist Cao 
Hoang Long, consisting of an abstract glitch 
landscape of sorts — a deterritorialized space 
that is both everywhere and nowhere at 
once. The work is titled Memories of 88 (2020), 
alluding to the Sino-Viet belief that 88 is a 
lucky number: the number 8 turned on its 
side is the infinity symbol, which doubled up 
evokes overabundance, or infinite happiness. 
However, the title and its associations take on 
an ironic tilt in light of the work itself, where 
colors flicker and images fail to coalesce, much 
like the hollow promises of techno-utopia upon 
which we are continually fed: future memories 
of deferred happiness malfunctioning like a file 
corrupted.

Some works engage directly with Vietnamese 
culture or history directly, others not so much. 
This selection aims to provide a glimpse of 
the diversity of contemporary art in Vietnam, 
in terms of media, style and content; and to 
illustrate that Vietnamese contemporary art 
is not fundamentally different from that of 
any other national context — a conversation 
unfolding, a creative process of unlearning to 
uncover some morsel of truth.
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Top:
Quynh Lam, I Am Not A Spy, 
2020, single channel CCTV 
camera video with audio, 
Duration 4 minutes 44 seconds, 
Edition of 5 + 2 AP. Image 
courtesy of RKFA and the artist

Bottom:
Cao Hoang Long, Memories 
of 88, 2020, single channel 
digital video with audio, 
Duration 5 minutes, Edition 
of 3 + 1 AP. Image courtesy of 
RKFA and the artist

Top:
Tuyen Nguyen, 
Distancing 1, 2020, 
charcoal on paper, 
160 x 220 cm. 
Image courtesy of 
RKFA and the artist

Bottom:
Tuyen Nguyen, 
Distancing 2, 2020, 
charcoal on paper, 
160 x 220 cm. 
Image courtesy of 
RKFA and the artist

115114



Top :
Haffendi Anuar, Archive Study 
(Midday), 2019, archival inkjet 
on photo paper and oil paint, 
dimensions variable, set of 10 
pieces (Blue archive 8). Image 
courtesy of RKFA and the artist

Bottom:
Haffendi Anuar, Archive Study 
(Midday), 2019, archival inkjet 
on photo paper and oil paint, 
dimensions variable, set of 10 
pieces (Blue archive 6). Image 
courtesy of RKFA and the artist

Vivien Leigh Prize
Ashmolean Museum of Art and Archeology,
Oxford, England

October 2020
Award

Haffendi Anuar
The Ashmolean Museum in the University of Oxford 
presents a prize from The Vivien Leigh Fund, set up by 
the late Hollywood actress Vivien Leigh, to undergradu-
ate or Masters programme members of the university 
and Ruskin School of Art for outstanding work on paper. 
Haffendi Anuar’s Family Archive (Midday) II & III (2020) 
was selected by Ashmolean’s Curator of Modern and 
Contemporary Art to be included in the museum’s collec-
tion. The work is from a multi-media project in which the 
artist explores the kain pelikat and Malaysian garment to 
question national, cultural and personal identity whilst 
living in Oxford, England.
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Top:
Installation view of 
RKFA Gallery. Art 
Gallery Weekend 2020, 
Right Here! Right Now!, 
9 - 11 Oct 2020. Image 
courtesy of Richard 
Koh Fine Art.

Middle Left:
Installation view of The 
Back Room Gallery. Art 
Gallery Weekend 2020, 
Right Here! Right Now!, 
9 - 11 Oct 2020. Image 
courtesy of The Back 
Room.

Bottom Left:
Installation view of 
Core Design Gallery. 
Art Gallery Weekend 
2020, Right Here! Right 
Now!, 9 - 11 Oct 2020. 
Image courtesy of 
Core Design Gallery.

Middle Right:
Installation view of 
Suma Orientalis Gallery. 
Art Gallery Weekend 
2020, Right Here! Right 
Now!, 9 - 11 Oct 2020. 
Image courtesy of Suma 
Orientalis.

Bottom Right:
Installation view of 
Artemis Art Gallery. 
Art Gallery Weekend 
2020, Right Here! Right 
Now!, 9 - 11 Oct 2020. 
Image courtesy of 
Artemis Art.
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In an unprecedented collaboration in the art 
world, five galleries across Kuala Lumpur and 
Petaling Jaya are coming together for a novel 
weekend-long showcase of contemporary art. 
Right Here! Right Now!, conceived during the 
height of the Movement Control Order, is a burst 
of energy in a time of diam diam, of stillness.

Each of the five galleries has put forth one 
of their represented artists, who has been 
tasked with creating a series of five new works. 
These works will then be distributed across 
the galleries, with each gallery showing one 
work from each artist for a total of five works 
per space. In the playful spirit of a scavenger 
hunt, visitors are encouraged to travel between 
galleries for the full experience, driving the 

This series of sculptures are based on the five 
rivers of the Greek underworld, with each river 
corresponding to a stage of grief. The infernal 
rivers are the Lethe (forgetfulness/denial), 
Phlegethon (fire/anger), Styx (oaths/bargaining), 
Cocytus (wailing/depression) and Acheron (woe/
acceptance).

The shape of these sculptures are informed by 
the traits and depictions of their respective rivers 
in Greek mythology, as well as literature such as 
Dante Alighieri’s epic poem The Divine Comedy, 
tying into themes of processing and dealing with 
grief and loss: from the weary whispers of the 
Lethe, the adverse respite of Phlegethon, to the 
banks of Acheron, where the denied wander and 
wait.

Introduction
by Lim Sheau Yun

Artist 
Statement

Opposite Left:
Joshua Kane Gomes, Bless 
Me with All My Sins I, 2020, 
Steel, faucet, mannequin 
hands, decorative pebbles, 
chain & rope, 89 x 34 x 45 
cm. Images courtesy of the 
artist

Opposite Middle:
Joshua Kane Gomes, 
Bless Me with All My Sins 
II, 2020, Steel, ball valve 
taps, mannequin hands, 
chain & brackets, 49 x 46 
x 48 cm. Images courtesy 
of the artist

Opposite Right:
Joshua Kane Gomes, Bless 
Me with All My Sins III, 
2020, Steel, brass taps, 
mannequin hands & chain, 
88 x 32 x 26 cm. Images 
courtesy of the artist

Left:
Joshua Kane Gomes, 
Bless Me with All My Sins 
IV, 2020, Steel, taps, 
mannequin hands, chain 
& hook, 98 x 47 x 47 cm. 
Images courtesy of the 
artist

Right:
Joshua Kane Gomes, Bless 
Me with All My Sins V, 
2020, Steel, shower hose, 
bidet, mannequin hands 
& bolts, 60 x 63 x 44 cm. 
Images courtesy of the 
artist

motion of the moment as they traipse across the 
city over the course of the weekend.

Featured in the shows are the following artists 
and galleries: CC Kua from The Back Room 
KL, Syahbandi Samat from Artemis Art, Joshua 
Kane Gomes from Richard Koh Fine Art, Jane 
Stephanny from Suma Orientalis and Haafiz 
Shahimi from Core Design Gallery. Working 
in painting and mixed-media sculpture, 
these young artists – all below the age of 
35 – bring an explosive formal sensibility to 
their experimentations. Charting their diverse 
practices across the geography of the city, Right 
Here! Right Now! is a kinetic transposition of the 
gallery-as-room to the city-as-gallery. There is no 
time or place like the present.

The titles follow each stage of grief sequentially, 
while also referencing the communal use of 
water to bless, purify and cleanse (perhaps the 
latter more so than ever in our present situation), 
and in the context of this series, allude to a 
culture that sometimes meet such emotions with 
apathy or indifference rather than assistance, 
wherein one’s own mental fortitude and 
introspection can prove invaluable.

-Joshua Kane Gomes, September 2020, Kuala 
Lumpur
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STPI 2020 Annual 
Friends Fundraiser: 
Biome

STPI Creative Workshop & Gallery,
Singapore

16 - 25 Oct 2020
Group Exhibition

Hu Qiren
Melissa Tan

Natee Utarit
Odelia Tang

Top:
Natee Utarit, Dum Vita 
Est, Spes Est (Giant Lotus 
in The Pond After Krua In-
Kong), 2020, Woodblock 
print on rice paper, 110.5 
x 103.3 cm. Images 
courtesy of the artist

Top Right:
Melissa Tan, Back To Where 
We’ve Never Been #2, 2018, 
Found road fragment, 
stainless steel, plaster and 
Asphaltum lacquer, 24.5 
x 12 x 13.5 cm. Images 
courtesy of the artist

Top Left:
Odelia Tang, SIM, 2019, 
Synthetic hair and 
wooden embroidery 
hoop, Dimensions 
variable, Hoop diameter 
14 cm. Images courtesy of 
the artist

Bottom Right:
Hu Qiren, #10, CASH 
IS KING, 2020, Ink on 
‘Banana Note’, 7.7 x 
15.8 cm, Edition 1 of 3. 
Image courtesy of STPI 
– Creative Workshop & 
Gallery, Singapore
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Natee Utarit’s painting The Dream of Siamese 
Monks and Anne Samat’s installation Follow Your 
Heart Wholeheartedly are part of the inaugural Asia 
Society Triennial We Do Not Dream Alone in New 
York this Fall.

The Triennial will be composed of a multi-venue 
exhibition, interdisciplinary panels, forums, and 
performances. Utarit’s painting and Samat’s 
installation will be on view at the Asia Society 
Museum at 725 Park Avenue in Manhattan.

The Dream of Siamese Monks is a large-scale 
painting portraying imaginations and dreams of 
Siamese monks in the unusual and mysterious 
East-meets-West atmospheres. The painting 
retraces the path of inspiration, especially the 
ideas of painting and influences on East-meets-
West assimilation during the time of colonization 
in the 19th Century in South East Asia.

Follow Your Heart Wholeheartedly is a sculptural 
installation composed of three wall sculptures 
and one standing figure. This work was influenced 
by Samat’s parents who inspired her to become 
an artist. At the heart of the installation are two 
imposing warrior-like totem figures representing a 
mother and father as king and queen, positioned 
to confront the viewer.

Top:
Installation view of The Dream of 
Siamese Monks (2020) by Natee 
Utarit at the Asia Society Triennial 
“We Do Not Dream Alone”, 27 
October 2020 - 7 February 2021, 
Asia Society Museum, New York. 
Photo courtesy of Ken Tan and 
Bruce M. White, 2020, Asia Society

Bottom:
Installation view of Follow Your 
Heart Wholeheartedly (2020) by 
Anne Samat at the Asia Society 
Triennial “We Do Not Dream Alone”, 
27 October 2020 - 7 February 
2021, Asia Society Museum, New 
York. Photo courtesy of Ken Tan and 
Bruce M. White, 2020, Asia Society

Asia Society Triennial:
We Do Not Dream Alone

Asia Society Museum,
New York

27 Oct 2020 - 7 Feb 2021
Group Exhibition

Natee Utarit
Anne Samat
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Natee Utarit, The Dream of 
Siamese Monks, 2020, oil on 
canvas, 380 x 540 cm (6 panels). 
Image courtesy of RKFA and artist
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Collecting Is More Than 
Acquiring Beautiful Things:
A Glimpse Into The World of The Duo 
Collection at The Private Museum

by Aaron Teo

Exhibition wall text at 
The Private Musueum, 
Emerging: Collecting 
Singapore Contemporary: 
Selections from the DUO 
Collection, 11 Jan - 1 Mar 
2020, Singapore. Image 
courtesy of The Private 
Museum.

Private Collaborations; Public Appreciation

Held at The Private Museum (TPM) Singapore 
from January to March 2020, Emerging: 
Collecting Singapore Contemporary unveiled 
a glimpse into the world of collecting 
contemporary art through the lens of the DUO 
Collection. The exhibition is the inaugural 
showcase of the young collection featuring 
20 selected works by 16 emerging Singapore 
and Singapore-based artists. The exhibition 
attempts to explore emerging art practices 
in Singapore - reflecting the concerns and 
realities faced by contemporary artists, both 
Singaporean and Singapore-based. In a 
succinct summarisation of the various existing 
themes, the exhibition title, “Emerging” 
shares the DUO Collection’s vision to support 
contemporary artists, collectives, practices 
and spaces in and of Singapore. The DUO 
recognises the agency and autonomy it has as 
a private collection in creating history as told 
through contemporary art.

The DUO, whose collectors prefer to remain 
anonymous, started building their collection 
in 2015 with a focus to support emerging 
artists in Singapore and Southeast Asia, 
though they have been collecting widely 
for more than a decade. In the making of 
this exhibition, lengthy discussions with 
the collectors uncovered important findings 
and perspectives of the DUO’s navigation in 
the art world. Borrowed from their collector 
statement,1 “Collecting is more than acquiring 
beautiful things”, the title of the essay tells 
of the importance of art and suggests that 
there is more to collecting than meets the 
eye. Indeed, the strong interest in supporting 

young and emerging artists, as shared by 
them “stemmed from the belief of art being a 
necessary dimension in the human experience, 
and how this dimension impacts society at 
large as well as touches our everyday life.”

In months of assessing the collection, with 
works stored in various locations - residences 
and warehouses, the decade-old collection 
possessed artworks of both emerging 
and established artists, most of whom are 
Southeast Asians. Ranging from modern 
paintings to contemporary video works, the 
evolving tastes hint at the workings of a shared 
focus – revealing the collection’s growth 
and development over time. In our many 
conversations, the DUO often shared, “the 
artwork has to connect to both of us before 
being included into the collection.”,2 albeit 
in rare occasion, the rule can be broken if an 
artwork overwhelmingly resonates with just 
one of them. As opposed to stricter collecting 
principles, where the focus of the collection 
ultimately precedes over unexplainable likings, 
this healthy mix of passion and principled 
thinking is oddly refreshing – breathing life to a 
collection. Managing and building a collection 
is often a life-long process that requires a 
great deal of attention and determination. 
While working with a shared collection like the 
DUO’s, the terrain of having multiple voices 
reveals added difficulties and sophistries when 
individuals share, negotiate and collect as one. 
Like a flower blooming to its fullest beauty, it is 
also this same spirit of sharing that makes this 
collaboration between DUO and TPM possible 
in the first place.
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Collecting Contemporary Art in Singapore

Narrowing down from a proposed list of a 
hundred works, the intentionally eclectic 
selection explores some of Singapore’s 
emerging urgencies in recent years by 
responding to the themes of identity, 
migration, urbanisation, and the environment. 
Out of the 16 Singaporean and Singapore-
based artists from the collection, three are 
part of the roster of emerging artists at 
Richard Koh Fine Art (RKFA): Faris Nakamura, 
Melissa Tan, and Joshua Kane Gomes. Placed 
in close proximity to each other in varied 
levels of height at a prominent corner of 
the exhibition space, the separate works of 
the three artists evokes a strangely unifying 
amalgamation of artistic coding and queries 
into the paradoxical nature of the human 
experience.

Resting on the iconic concrete floors of the 
museum and sitting defiantly alongside a 
pillar was Joshua Kane Gomes’ sculpture, Gap 
Space (2019). In a distance, clearly resembling 
the form of a bear trap - constructed in black 
coated steel and decorative chains dangling 
on its sides, the work evokes a sense of 
foreboding danger and entrapment. However, 
on closer view, instead of sharp spikes, teeth 
shaped like humans’ can be seen sticking out 
of the trap’s jaw. Gomes’ work encapsulates 
familiar manifestations of trappings 
while speaking playfully of the everyday 
contradictions and ironies that humans faced 

in their navigation of life and love.

On the wall that follows behind Gomes’ work 
are sculptures by Faris Nakamura, Only You 
Know (2018) and The Dark Space In Between 
(2019). Inspired by urban architecture, 
Nakamura employs a methodological approach 
in building his own set of visual narratives. 
These narratives are encoded in both sets of 
sculptures; tight corners, shadowy spaces, and 
most prominently, flights of stairs. Constructed 
by a singular coat of paint on wood, clever 
manipulation of light and shadow, concealment 
through negative spaces, these elements in 
Nakamura’s sculptures create a controlled yet 
fleeting sense of psychological reactions faced 
by many in our mentally saturated lives.

Next to Nakamura’s quiet and measured 
sculptures, the theme of construction and 
reconstruction continues in Melissa Tan’s 
wall pieces, (29075) 1950 DA (2015), and 
Charlie and Whiskey I (2018) from her past 
solo exhibitions, Arc of Uncertainties and 
Back to where we’ve been in 2015 and 2018 
respectively. Drawing references from the 
NATO phonetic alphabetical system, the works 
from her more recent solo exhibition are given 
coded names such as the one we see here, 
Charlie and Whiskey I, which title refers to the 
Central-West mapping of Singapore. In her 
earlier work, Tan constructs lost asteroids as 
metaphors of loss experienced in our lives 

despite our best efforts in pivoting the 
direction and landing of life and death. Both 
series continued Tan’s exploration into the 
materiality of art and the connection of larger-
than-life concepts to everyday struggles.

Alongside the artists from RKFA, the selection 
also featured artists whose practices 
explored similar themes. Kayleigh Goh’s 
diptych painting, Between in Neither This Nor 
That (2018) mounted a gentle yet powerful 
presence on the main alcove wall. Made of 
acrylic paint and cement on wood, the large-
scaled work exudes common qualities with 
Nakamura’s wall sculptures. The colourful 
and abstract wood standing sculpture, Tree (I) 
(2018) by Jodi Tan juxtaposed next to Gomes’ 
bear trap injected a spirit of playfulness to 
the exhibition, reflecting that of the collection 
as well. Again, in the only video work in the 
show, Kray Chen’s two-channel video, Not 
Sure What To Eat For Dinner (2015), humour 
is used to negotiate the excessive nature in 
today’s age of consumerism.

These artworks sectioned out in this essay 
offer a commentary on the balance of visual 
and intellectual connections displayed in 
the collection. In this culmination of diverse 
artistic themes and practices showcased 
in the exhibition, the DUO’s interests in 
contemporary art echo their love for life and 
its complexities.

Above
Installation view, 
Emerging: Collecting 
Singapore Contemporary: 
Selections from the DUO 
Collection, 11 Jan - 1 Mar 
2020, Singapore. Image 
courtesy of The Private 
Museum.
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Installation view, Emerging: Collecting Singapore Contemporary: 
Selections from the DUO Collection, 11 Jan - 1 Mar 2020, Singapore. 
Image courtesy of The Private Museum.
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Top Left:
Faris Nakamura, 
The Dark Spaces 
In Between, 2019, 
enamel on treated 
wood, 70 x 70 
x 12 cm. Image 
courtesy of RKFA 
and artist

Top Right:
Faris Nakamura, Only 
You Know, 2018, 
enamel on treated 
wood, acrylic sheet, 
metal pieces, and 
mirror, 50 x 40 x 40 
cm. Image courtesy 
of RKFA and artist

Bottom:
Joshua Kane 
Gomes, Gap Space, 
2019, aluminium 
window frame, clear 
acrylic and neon, 
24 x 133 x 122 cm. 
Image courtesy of 
RKFA and artist

Middle Left:
Melissa Tan, Charlie and 
Whiskey I, 2018, acrylic 
on watercolour paper, 
compressed foam, 
asphaltum lacquer and 
resin, 88 x 66 x 4 cm; 87 x 
92 x 6.5 cm. Image courtesy 
of RKFA and artist

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

A Private Initiative in A Sea of Public Institutions

In the city-state’s compact and ambitious art 
ecology of public institutions, state museums, 
non-profit arts spaces, commercial galleries 
and art fairs, The Private Museum Singapore 
stands out as a non-profit and privately 
managed art museum that constantly engages 
with the arts communities and the private 
sector in order to promote art and patronage. 
Through its many collaborations with artists 
young and established, collectors new and 
familiar, TPM’s annual programming over 
the past 10 years enriched the local arts 
landscapes with exhibitions and outreach 
programmes, featuring newly commissioned 
works by artists as well as collections of art 
which are usually tucked away in private 
spaces.

Situated in the former Catholic High School at 
51 Waterloo Street3, TPM was established by 
father-and-daughter real estate developers 
and art patrons, Daniel Teo and Rachel Teo, 
as they repurposed the historic school into 
an arts and heritage centre in 2010.4 The 
museum, intimately nestled on the second 
level of the building, envisioned by its 
founders as a space where people gather, 
converse and share their love for art. A decade 
on, the vision to inspire art collectors to step 
forward and become more than collectors, but 
patrons of the arts, has materialised in many 

meaningful forms. The determined attempt 
to weave different artistic narratives into art 
history also fuels unique collaborations with 
artists and curators, giving them an alternative 
platform to challenge boundaries and work 
freely.5

In its 10-year anniversary programming6, the 
museum took the opportunity to celebrate the 
major milestone by revisiting its foundation 
of being a bridge between private and 
public offerings, through a special line-up 
of collectors’ exhibitions. Unfortunately, the 
year 2020 was not made for celebrations. 
Like many arts organisations out there, TPM 
was confronted with the unprecedented 
effects of the COVID-19 pandemic in 2020. 
Global lockdowns and state regulations left 
societies malfunctioned - causing much 
uncertainty in our lives. In most of the 
world including Singapore, museums and 
galleries were unable to operate normally 
as art destinations; social distancing and 
travelling bans rendered the gathering of 
people impossible. TPM’s 10th anniversary 
programming was adversely affected and 
some of its exhibitions were cancelled. The 
first physical exhibition opening in January 
2020 marked the start and the end of any 
physical openings in that year.7 
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Top:
Entrance of 51 Waterloo 
St. Image courtesy of The 
Private Museum.

Middle:
Entrance of 222 Queen 
Street. Image courtesy of 
The Private Museum.

Patronage and Collaborations: A Home for Collectors

In producing this essay for the RKFA’s 2021 
almanac, the writing process presented an 
opportunity for me to think deeper into 
the meaning of collecting art, its intrinsic 
values and how it relates with patronage. Is 
simply transacting with artists and art spaces 
considered collecting? Does collecting art 
translate to supporting artists? Perhaps, 
for some, the support ends at commerce, 
while others go above and beyond in their 
dedication towards the arts. It is understood 
that not everyone has the means to amass a 
huge collection, the work at TPM aims to bring 
forth the possibility for collectors, a space and 
place to experiment, facilitate and engage 
wider audiences through making exhibitions 
and collaborative ventures. For all one knows, 
there is no true defining factor of being an art 
patron or a collector. Maybe, like art, it has to 
come from the inner workings of our being.

Today, as TPM crosses the 11-year mark 
in 2021, its building’s lease is coming to 
an end. Scheduled to relocate by August 

2021, the museum’s vision and mission of 
supporting the arts and fostering patronage 
remain strong, regardless of where it will 
be in the future. At the end of the DUO’s 
collector statement, “The purpose of sharing 
our collection is to invite and encourage 
people from all walks of life to appreciate and 
support the arts, not merely as consumers, 
but as active patrons of the arts.”, TPM, 
the DUO, and the many collectors whose 
collections were shown at the museum, share 
the same belief that art is much more than 
a commodity. By virtue of this ethos, TPM’s 
fervent attempt of uncovering hidden gems 
over the last decade led to the successful 
exhibitions such as “Emerging”. These 
engagements with collectors seek not only 
to stimulate new and existing conversations 
on collecting and patronage, but also to 
ultimately expand on the role of collectors in 
the art ecosystem as imperative patrons of 
the arts.

Endnotes
1 The collector statement can be retrieved from the exhibition catalogue, ‘Emerging: Collecting Singapore Contemporary:   

 Selections of the DUO Collection’, published by The Private Museum, Singapore.

2 This is a paraphrase of the collectors’ views on the process of acquiring a work.

3 The building is actually located between 51 Waterloo Street and 222 Queen Street. Thus, with two entrances at its   

 respective roads, the building is often falsely perceived to be separate.

4 The building is managed by TPM founders under the commercial lease agreement by Singapore Land Authority (SLA),   

 commonly known as 3+3+3.

5 In this context, “alternative” platform…and work “freely” are intended to say that the work produced is independent of   

 state’s control, i.e., state grants, state commissions, etc.

6 TPM’s annual exhibition programming consists of a mix of solo/group artist(s) showcases as well as collector(s)   

 exhibitions. However, the programming in 2020 is intended to be separate from the rest of the years.

7 It is important to note the realities faced in 2020 as the COVID-19 pandemic forcibly altered the way we experienced the  

 world.
Bottom:
Street art on the 
intersection of the 
building along waterloo 
link. Image courtesy of 
The Private Museum.
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The Dream From The Other Side by Melissa Tan 
(b.1989, Singapore) examines the mapping of 
Singapore from a historical perspective through 
the earliest topographical map of the city in 1958 
to those of the present day. Over the course of its 
showing across the three libraries – Woodlands, 
Jurong and Tampines Regional Libraries – the 
installation will evolve to represent how these three 
different areas have been transformed through 
destruction and development. The surfacing or 
disappearing of new towns and water bodies 
amongst other features, have caused these 
regions to change in shape and size, changes 
that will be reflected in each sculpture as the 
exhibition progresses. The work invites audiences 
to observe these modifications as reflections of 
the constructive changes around us, as well as to 
speculate on the future of Singapore’s terrain.

Above:
Installation view, The 
Dream From The Other 
Side, 28 Oct - 13 Dec 
2020, Woodlands 
Regional Library, 
Singapore. Image 
courtesy of Singapore 
Art Museum

Left:
Installation view, The 
Dream From The Other 
Side, 16 Dec 2020 - 
31 Jan 2021, Jurong 
Regional Library, 
Singapore. Image 
courtesy of Singapore 
Art Museum

Right:
Installation view, 
The Dream From The 
Other Side, 3 Feb - 21 
Mar 2021, Tampines 
Regional Library, 
Singapore. Image 
courtesy of Singapore 
Art Museum
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Top:
Melissa Tan, The Dream 
From The Other Side 
(Woodlands 1958 Map 
Version), 2020, Plaster 
of paris, epoxy resin, 
pigment vinyl, and found 
construction material, 113 x 
98 x 21 cm. Photo courtesy 
of RKFA and the artist

Bottom:
Melissa Tan, The Dream 
From The Other Side (Jurong 
1958 Map Version), 2020, 
Plaster of paris, epoxy resin, 
pigment vinyl, and found 
construction material, 180 x 
50 x 70 cm. Photo courtesy 
of RKFA and the artist

Middle:
Melissa Tan, The Dream 
From The Other Side 
(Woodlands 1958 Map 
Version), 2020, Plaster 
of paris, epoxy resin, 
pigment vinyl, and found 
construction material, 
119.5 x 100 x 59 cm. Photo 
courtesy of RKFA and the 
artist

Top:
Melissa Tan, The Dream 
From The Other Side 
(Tampines 1958 & 2020 
Map Version), 2020, Plaster 
of paris, epoxy resin, 
pigment vinyl, and found 
construction material, 96 x 
66 x 27 cm. Photo courtesy 
of RKFA and the artist

Middle:
Melissa Tan, The Dream 
From The Other Side 
(Tampines 1958 & 2020 
Map Version), 2020, Plaster 
of paris, epoxy resin, 
pigment vinyl, and found 
construction material, 
96 x 53.5 x 30 cm. Photo 
courtesy of RKFA and the 
artist

Bottom:
Melissa Tan, The Dream 
From The Other Side (Jurong 
1958 & 2020 Map Version), 
2020, Plaster of paris, 
epoxy resin, pigment vinyl, 
and found construction 
material, 180 x 50 x 85 cm. 
Photo courtesy of RKFA and 
the artist
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Above:
Installation view, Today’s 
Special, 30 Oct - 22 Nov 
2020, Richard Koh Fine 
Art, Gillman Barracks, 
Singapore. Image courtesy 
of RKFA
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In Today’s Special, Yeoh Choo Kuan presents works completed 
within the years of 2016 – 2020. The works culminate 
as Yeoh’s artistic contextualization of the current media 
phenomenon in the United States, closely tied to the current 
presidency of Donald Trump and his legacy in the reality TV 
show “The Apprentice”. The exhibition tracks how Yeoh’s 
practice has transitioned over the years from exploring 
abstract paintings to his recent board works. By extension, 
it also represents Yeoh’s perspective on the gradual mental 
degradation of power. Yeoh alludes to notions of violence, 
resentment, chaos and absurdity through his pursuit of 
providing a visceral experience of power dynamics.

The 2017 paintings are an important series in Yeoh’s practice 
as it marks a major shift towards gestural abstraction with 
highly textured strokes. Self-coined by the artist as “Fleshing 
Abstraction” – a synthesis of disintegration set in contrast as 
the tensions and forces are weighted on the oil surfaces. A 
sense of nonchalance is presented in the artistic process and 
echoes the titles of the works, while its base line of “You’re 
Fired” in different permutations steep in disrespect. Akin to 
the chopping board series, the surface of the paintings has 
received similar treatments of mark-marking. Viewers are 
confronted by a purposeful but violent landscape.

The chopping board is a persistent iconography in Yeoh’s 
shaped board series and serve as an entry point for his 
fascination of its duality; not only as a conduit of disgust, but 
also pleasure. Yeoh likens the painting surface to sleek and 
cleaned chopping boards with traces of permanent knife 
marks caused by blunt force and exertion. The act of scarring 
on the linen surfaces further serve as a cathartic experience 
for Yeoh, expelling frustration, and to a certain extent; social 
anxiety.

The first iteration of the shaped board series manifested 
in 2016 and eventually finalized in 2020 in Yeoh’s unique 
satirical style. The works are unabashedly hung on butt plugs, 
framing the year of the pandemic, along with the anxiety of 
‘political theatre’ in the United States.

The second iteration takes a nuanced turn in terms of 
artistic expression. Completed in 2020, the works are not 
materialized as oil paintings but represent intentions via 
the act of destroying. The shaped board works are marred 
by a barrage of cut marks – more so compared to the first 
iteration – which, seen at close range, alludes to a chaotic 
lacework. However, from a distance, the silhouette of the 
work hints at a sense of deterioration, in which traces of lost 
material are clearly visible.

As the next presidential election looms in the United States, 
Today’s Special serves as a reminder of the artist’s experience 
in the past 4 years and also fair warning to what’s on the 
coming menu. To
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Bottom Right:
Yeoh Choo Kuan, You’ve 
Been Served III, 2016-2020, 
oil on custom PE board and 
stainless steel, 110 x 75 cm. 
Image courtesy of the artist.

Middle Right:
Yeoh Choo Kuan, You’ve 
Been Served II, 2016-2020, 
oil on custom PE board and 
stainless steel, 110 x 75 cm. 
Image courtesy of RKFA and 
the artist.

Top Right:
Yeoh Choo Kuan, You’ve 
Been Served I, 2016-2020, 
oil on custom PE board and 
stainless steel, 110 x 75 cm. 
Image courtesy of RKFA and 
the artist.

Middle Left:
Yeoh Choo Kuan, Fruitillita, 
2020, oil on custom PE board 
and stainless steel, 75 x 60 
cm. Image courtesy of RKFA 
and the artist.

Top Left:
Yeoh Choo Kuan, The Last 
Happy Meal, 2016-2020, 
oil on custom PE board and 
stainless steel, 110 x 75 cm. 
Image courtesy of RKFA and 
the artist.

Bottom Left:
Yeoh Choo Kuan, Hard Target, 
2020, oil on custom PE board 
and stainless steel, 120 x 75 
cm. Image courtesy of RKFA 
and the artist.
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Top Left:
Yeoh Choo Kuan, Cut 
cold, 2020, custom PE 
board and stainless 
steel, 50 x 12 cm. 
Image courtesy of 
RKFA and the artist.

Top Lef:
Yeoh Choo Kuan, Butcher’s 
recommendation, 2020, 
custom PE board and 
stainless steel, 50 x 16 
cm. Image courtesy of 
RKFA and the artist.

Bottom Left:
Yeoh Choo Kuan, 
Midnight craving, 2020, 
custom PE board and 
stainless steel, 51 x 
23 cm. Image courtesy 
RKFA and of the artist.

Bottom Right:
Yeoh Choo Kuan, 
Wealth snack, 2020, 
custom PE board and 
stainless steel, 30 x 28 
cm. Image courtesy of 
RKFA and the artist.

Bottom Left:
Yeoh Choo Kuan, 
Thristale, 2020, 
custom PE board and 
stainless steel, 36 x 
26 cm. Image courtesy 
of RKFA and the artist.

Bottom Right:
Yeoh Choo Kuan, Do 
it your way, 2020, 
custom PE board and 
stainless steel, 40 x 
20 cm. Image courtesy 
of RKFA and the artist.

Top right:
Yeoh Choo Kuan, From 
farm to arse, 2020, 
custom PE board and 
stainless steel, 40 x 
26 cm. Image courtesy 
of RKFA and the artist.

Top Middle:
Yeoh Choo Kuan, King 
crap course, 2020, 
custom PE board and 
stainless steel, 45 x 30 
cm. Image courtesy of 
RKFA and the artist.

Top Right:
Yeoh Choo Kuan, 
Hard Stomach, 2020, 
custom PE board 
and stainless steel, 
42 x 31 cm. Image 
courtesy of the artist.
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Opposite:
Yeoh Choo Kuan, You’re 
Fired, 2017, oil on linen, 
270 x 180 cm, Set of 9 
panels. Image courtesy 
of RKFA and the artist.

It felt like forever with the scars left on colors, but once again 
it bleeds fresh. New cuts crossed over scabs, left with the 
traces of incisive and tentative gestures. Their painful ordeal, 
presumably an entertainment for the viewer, culminates with 
the line. “You’re fired,” uttered the dominant. The correlations 
between consuming reality TV and the human belief/
behaviors are dramatically realistic.

This body of abstract work is a manifestation from the reality 
shows (Season 1).
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Safe Transition: Phase 2
19 June - 27 December 2020

Restrictions Easing Plan: Phase 5
1 July 2020 - 31 March 2021

SINGAPORE

BANGKOK

NOVEMBER

2020

Recovery Movement Control Order
31 August - 31 December 2020

Conditional Movement Control Order
9 November - 6 December 2020

MALAYSIA
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Above:
Installation view, The Possibility Of An Island: 
Contemporary Art from Southeast Asia, 3 Nov 
- 11 Dec 2020, Pavillion Gallery, Cromwell 
Place, UK. Photo credited to Lucinda Emms

Bottom:
Svay Sareth, The Heart 
Healer, 2018, cotton, kapok 
and silk, 120 x 135 x 90 cm. 
Image courtesy of the artist

Top:
Natee Utarit, The 
Commitment, 2011, oil on 
linen, 100 x 150 cm. Image 
courtesy of RKFA and artist

The Possibility of An Island:
Contemporary Art from
Southeast Asia

Pavillion Gallery, Cromwell Place, London
Presented by Arndt Art Agency (A3)

3 Nov - 11 Dec 2020
Group Exhibition

Natee Utarit
Svay Sareth

153152



To Whom It May Concern
There are times when an elaborate explanation or justification from the

artist is required to access a work of art. As in this particular case, each piece
in this body of work is self-explanatory by the text, image and title. There is
only so much to rationalize until the work is either unnecessarily elevated

to great heights or relegated to a misreading of the artists intentions and so
on and so forth.

As an artist, I feel that it is my responsibility to contribute towards making the
world a better place, which does not necessarily involve making beautiful,
intricately decorated objects. It is possible to contribute by being sincere

and straight forward about certain subjects.

I have chosen these temporary road signs to serve as a backdrop for my
text as to emulate its primary function of warning road users of incoming

obstructions. My intention is to create a body of work in the most economical
manner that serves as a gentle reminder of my privileged position as an artist

as I continue on my journey through the vast and ever so overwhelming
world of contemporary art.

Best Regards,
Izat Arif

Kuala Lumpur, October 2020

Above:
Izat Arif, If You Ever Feel 
Lonely, 2020, 2K automotive 
paint and lacquer on MDF 
board, 152.7 x 121.7 cm. 
Image courtesy of RKFA and 
the artist.

155154



Above:
Installation view. Gentle 
Reminders, 5-28 November 
2020, Richard Koh Fine Art, 
Kuala Lumpur, Malaysia. 
Images courtesy of Richard 
Koh Fine Art.
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Bottom:
Izat Arif, Just Be Polite And 
Agree, 2020, 2K automotive 
paint and lacquer on MDF 
board, 152.7 x 121.7 cm. 
Image courtesy of RKFA and 
the artist.

Bottom:
Izat Arif, Sword Fight, 2020, 
2K automotive paint and 
lacquer on MDF board, 152.7 
x 121.7 cm. Image courtesy 
of RKFA and the artist.

Top:
Izat Arif, Life Still Goes On 
For The Rest Of Us, 2020, 
2K automotive paint and 
lacquer on MDF board, 121.7 
x 152.7 cm. Image courtesy 
of RKFA and the artist.

Top:
Izat Arif, Air Tenang Jangan Disangka 
Tiada Buaya (Don’t Assume There Are 
No Crocodiles In Still Waters), 2020, 
2K automotive paint and lacquer on 
MDF board, 121.7 x 152.7 cm. Image 
courtesy of RKFA and the artist.
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Left Bottom: 
Izat Arif, Learn To Fuck Off, 2020, 
2K automotive paint and lacquer 
on MDF board, 152.7 x 121.7 
cm. Image courtesy of RKFa and 
the artist.

Left Top:
Izat Arif, You And I Are Gonna 
Live Forever, 2020, 2K 
automotive paint and lacquer 
on MDF board, 152.7 x 121.7 cm 
Image courtesy of RKFA and the 
artist.

Top:
Izat Arif, Next Time I See One, 
I Will Take A Photo Next To It, 
2020, 2K automotive paint and 
lacquer on MDF board, 152.7 x 
121.7 cm. Image courtesy of the 
artist.

Bottom:
Izat Arif, So, Are You A Weaver 
Or Not?, 2020, 2K automotive 
paint and lacquer on MDF 
board, 152.7 x 121.7 cm. Image 
courtesy of RKFA and the artist.

Right:
Izat Arif, Everything I Do (I Do It 
For You), 2020, 2K automotive 
paint and lacquer on MDF 
board, 152.7 x 121.7 cm. Image 
courtesy of RKFA and the artist.
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Hings Lim’s Flaming Tower, with its rivulets of hardened wax, is an object with a before and 
after. Before it is lit, the wax holds its shape, afterwards, it once again takes on a semi-rigid 
form; between these states, the wax is warm, soft, and malleable.

In order to create this piece Lim drew upon another type of sculpted form—bifaces, or 
hand axes. Thought to be the longest-used tools in human history, dating to the Lower 
Paleolithic period (before 300,000 years ago), these tools were typically made of flint and 
are hypothesized to have had myriad uses. Using 3D modeling data that corresponds to 
artifacts in the holdings of the North Carolina Archeological Collection, Lim printed 3D 
models of selected hand axes, which he subsequently used to create his own wax replicas. 
Fitted with wicks and molded in various colors, Lim’s bifaces provided the fuel for Flaming 
Tower.

Each of these bifaces reflects the delicate details of the originary flint flakes; molded in 
wax, their edges are almost transparent in contrast to their darker cores. The delicacy of 
these pliant objects makes the survival of their abstracted source material all the more 
improbable, and suggests that perhaps these primordial rocks can be seen not only as 
ancient tools, but as a form of ancient sculpture. Flaming Tower, like the Paleolithic artifacts 
from which it draws its specifications, is a work that holds time, visibly marking its passage.

– Text by Kate Rouhandeh

Hings Lim, Flaming Tower, 
2019-2020, Wax, wicks, dye 
and stainless steel, 152.4 x 
63.5 x 63.5 cm. Image courtesy 
of the artist

In Cahoots: Artists and Curators
at USC Roski
(Online Exhibition)

UTA Artist Space, California
United States

3 - 12 Dec 2020
Group Exhibition

Hings Lim
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We are all in the mess and the wind continues blowing. There is a 
dystopian world I want to depict which emerges from my everyday 
life experiences. The daily routines seem unbreakable once and they 
collapse now. I portray the messes in life by relating it to the ruins 
that appeared in most dystopian fictions, which I have fascinated 
for its’ destruction aesthetic ever since I made comics as a teenager. 
With the absence of storyline and character roles, I emphasize only 
the integrations and expressions of different brush marks, suggesting 
the condition of my inner self, of anxiety and depression. Through 
the process of searching and carefully shaping forms out from the 
messy brushing, I want to acknowledge and learn to accept the 
impermanence.

Still Fixing & Tear Down Again

by Zelin Seah

Right:
Zelin Seah, Tear down 
again, 2020, oil on 
linen, 120 x 90 cm. 
Image courtesy of 
RKFA and artist

Left:
Zelin Seah, Still 
fixing, 2020, oil on 
linen, 120 x 90 cm. 
Image courtesy of 
RKFA and artist
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Installation View.
In Our Own Frame: 15th Year 
Celebration, 3 - 19 December 
2020, Richard Koh Fine Art, 
Kuala Lumpur, Malaysia. Image 
courtesy of RKFA

Richard Koh fine Art (Kuala Lumpur) is pleased to announce its 15th year 
celebration show entitled, IN OUR OWN FRAME which will run 3 until 19 

December 2020. The exhibition will feature a group of Malaysian artists whom 
have worked with the gallery over the years and grown in tandem with it over 
the course of this period. This exhibition is not only a celebration of a journey 

taken by the gallery but also of the artists who have chartered their course 
alongside it. The show will run at Richard Koh Fine Art, 34-1, Jalan Telawi 2, 

Bangsar Baru, 59100 Kuala Lumpur, Malaysia.

Art in Malaysia has evolved over the past 15 years. IN OUR OWN FRAME offers 
an insight into the development of the local art scene in which the gallery has 
humbly contributed to the recognition of Malaysian artists in its own unique 

way and brand. As the gallery looks towards the future, its vision remains 
steadfast to its belief in developing an artist’s career via identifying understated, 

albeit promising practices, and providing it opportunities to flourish.
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Conundrum Ka Sorga (To Heaven) is a culmination of Anne Samat’s acclaimed assemblage 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.

Conondrum

Ka Sorga (To Heaven) by Anne Samat

Left:
Anne Samat, Live Your Life Be 
Free #2, 2020, Rattan sticks, 
yarns, rakes, washers, plastic 
swords, toy soldiers, beads, 
metal and plastic ornaments, 
267 x 122 x 18 cm. Image 
courtesy of RKFA

Right:
Anne Samat, Live Your Life Be 
Free #3, 2020, Rattan sticks, 
yarns, rakes, washers, plastic 
swords, toy soldiers, beads, 
metal and plastic ornaments, 
249 x 122 x 18 cm. Image 
courtesy of RKFA

Conversations with Rodin

by James Seet

I remember walking into Musée d’Orsay; I was especially drawn to 
certain sculptures. As I checked the labels, it was always a Rodin. 
I guess he “spoke” to me, as his sculptures are full of emotion and 
character, celebrating the natural beauty of the human form without 
pretence. Elemental to me was the link between thought and form. 
This epiphanal moment revealed to me that inner thought could 
be expressed in line, shape and human form. In this series, I am 
creating sculptures within this similar vein in ceramics, with the 
hope of forming a connection with the Master, and, in the process, 
having a conversation through a timeless sculptural dialog.

Right:
James Seet, 
Conversation No.1 
, 2020, Ceramics, 
55 x 22.5 x 22 cm. 
Image courtesy of 
RKFA and artist

Left:
James Seet, 
Conversation No.2 
, 2020, Ceramics, 
42 x 21.5 x 21 cm. 
Image courtesy of 
RKFA and artist
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People always claim that Bangkok looks the same as any other fast developing city, but I disagree. 
These developing cities, covered in debris of overdevelopment, do not have many colours, both 
literally and metaphorically speaking. To me, these cities can be rendered in just black and dark 
grey tones whereas Bangkok, though carrying the same grey-ish tones, is accentuated with more 
colours. Maybe it was the colourful culture with its campy pink and neon colours or maybe it was 
the golden stupas and the orange robe of the monks that create the colour for the city. Maybe it is 
the friendly people and its smiles, too.

However, my perception of Bangkok has changed during my trip in 2015. I felt that Bangkok is 
not as colourful as what I remember her to be. It’s as though the city had lost her charm. The city 
is filled with shopping centres that carry international brands. My trip to Chatuchak Market, 
something that I was really looking forward to, ended up in disappointment. This is my 3rd visit 
and I remember both my earlier visits where I was awed and inspired by the many creative talents 
that Thailand had. This time around, what I noticed was mainly products that were bought from 
production factories cheaply being sold in higher prices to the tourists. There is no creative burst 
from the market anymore.

What really happened? Does it have to do with the various political coups that Bangkok 
experienced in the past few years? Or because of the booming market in Southeast Asia, leading 
to gentrification and causing living conditions to be tougher now that everyone is busy working to 
earn a living and have no time to stop by and smile at each other?

I Am Happy And I Am Contagious is a work that reflects the condition in the city. Happiness might 
not be happiness after all. I notice more grime and gritty colours in the city. The city has lost its pink 
and neon colours. It’s like the city is dying. Wilting, becoming limp through the heat, loss of water 
or perhaps caught some kind of disease.

I Am Happy and I Am Contagious

by Eiffel Chong

Above:
Eiffel Chong, I 
Am Happy and I 
Am Contagious, 
2020, C-Type 
photographic 
paper, 101.6 x 
81.28 cm, Edition 
of 1. Image 
courtesy of RKFA 
and artist

Over a year and several months following the birth of my daughter, I have suspended oil painting 
and turned to drawings on paper such that the smell of turpentine would not permeate my house. 
In preparation of my upcoming projects, I visited many Chinese New Villages and shot an extensive 
amount of photographs. I also went through massive historical archives and pictures and took 
plenty of notes. This undertaking is not a nostalgic one - even if I have resided in one of the new 
villages for 18 years - rather, my intention is to come to terms with the cultural memory and social 
ethos essential to my background throughout the process. This will serve as a springboard for the 
development of my future visual vocabulary. 

The Chinese New Village is a segregation settlement created out of political motives. Designed 
by the British colonial administration in 1948, its purpose was to counteract the communist 
penetration into Chinese communities. The order of segregation was not lifted until 1960, when the 
Malayan Emergency was over. Today, among some 600 Chinese New Villages, only the few located 
in the vicinity of cities have transformed into fully fledged modern communities, whereas the 
remaining majority of these villages were marginalized and perceived as squalid slums.

The drawings come from a selection of the photos I took, archival pictures, and portraits produced 
during my fieldwork. In reviewing them, I made another round of selection and came up with 
three coordinated sets. Above all, I hope to conjure up an atmosphere interwoven with a historical 
consciousness that prompts inquiries into what has vanished from and remained of the history of 
Chinese New Villages over decades, providing a horizon and points of reference for posterity.

Studies of Chinese New Villages II

by Gan Chin Lee

Above:
Gan Chin Lee, Studies of 
Chinese New Villages II, 
2018 - 2019, Watercolour, 
acrylic, charcoal, marker 
pen, ink pen, pencil, and 
colour pencil on different 
size of note papers, 
Variable dimensions, Set of 
12 pieces. Image courtesy 
of RKFA and artist
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“The grand all cat answered in a grand session at the Swordman’s house one evening, “Teaching is not 
difficult, listening is not difficult either, but what is truly difficult is to become conscious of what you 
have in yourself and be able to use it as your own.”

       -The Swordman and the Cat

This work is an expression and concern toward humanity’s relationship with our surrounding. The 
characters in the drawing are mainly personification of cat as human. My fondness and aspiration 
concerning cats are varied, from the domestic cats I had and in memorable cartoon characters such 
as Thundercats, to the animated cats printed on bags I saw children carrying everyday for Quran class 
during my childhood. Cats are also often depicted as divine and captivating creature in literature and 
myths. Their personality is very individual, each one I know have prominent characteristic.

Coastal area has always been a landscape close to me and my family. I grew up near one. The enigmatic 
force of a sea is as old as time. It is a force to be reckoned with. Here it is represented as a mystical and 
powerful gargantuan made of coral reef and marine animals, it emerges together with an allies of sea 
creatures. The tumult of the sea rises as confrontation between human cat as the forces from the sea 
retaliate against pollution and human intervention. The battle is eminent to find balance of power in its 
conflicts. Human cats fight backs and casualties are a peril they face.

The middle layer is a different realm but are in parallel to the world between it. It is filled with mystical 
forms and creatures seemingly neutral or oblivious to its surrounding.

Radiolaria & Radiozoa by Hasanul Isyraf Idris

Top:
Hasanul Isyraf Idris, 
Radiozoa, 2020, 
Watercolor, ink and 
gouache on cotton 
paper, 151.6 x 360 cm, 4 
panels. Image courtesy 
of RKFA and artist

Bottom:
Hasanul Isyraf Idris, 
Radiolaria, 2020, 
Watercolor, ink and 
gouache on cotton 
paper, 180 x 390 cm, 5 
panels. Image courtesy 
of RKFA and artist

I have been meeting the Penan children since 2009 and 
started to stay with them. I found them in the jungle.

They are so special. So happy. When I see them laughing, 
I also feel happy.

The trees are their playground. When I see them learning 
the new life…it seems they lost these simple joys.

I want to show the world their simple joys and their 
laughter that came from inside.

The wild monkeys are their pets.

Sometimes they could not part with their jungle home.

It is painful to lose their freedom.

What will happen to their hunting skills? I feel so sad 
to think that their mum and dad know the names of the 
trees, the fruits, the Herbs, the language of the jungle…
but they may forget them one day.

They learn new ways, and may forget some traditional 
ways… One day

Vanishing Jungle Childhood

by Tan Wei Kheng

Above:
Tan Wei Kheng, 
Luna Sayak no. 
2, 2020, oil on 
canvas, 92 x 
125 cm. Image 
courtesy of RKFA 
and artist

175174



‘I keep inside myself, in my private museum, everything I have seen 
and loved in my life.’    -Andre Malraux

Setting the stage as panic sets into the world. As we find 
ourselves trapped in uncertain times of the pandemic, I find 
myself questioning the images and themes set upon and 
investigated in my previous works. Reflecting on interpretations 
of Utopia and the trappings of contemporary society has led 
me to introduce this new body of works, entitled ‘Helter Shelter’. 
In these paintings, dreamlike spaces are juxtaposed with the 
everyday life in disjointed, constructed and at times artificial 
environments.

Most of my works in this series places the human figure, painted 
from personal photographs of friends and acquaintances, in 
a field of tension between imaginary landscapes, architecture 
and collage-esque ‘glitches’. Composing the paintings using 
elements of everyday life and traditional landscape, I wanted 
to create new narratives that reflect contemporary reality. 
Simplistically depicted lone figures, gatherings of people and 
interior + exterior spaces are all reconstructed in a cut and 
paste method of composition to create stories that mirror 
these uncertain and chaotic times. Views from windows create 
paintings within paintings, reflecting on the sombre mood of 
the modern post-truth world and the use of various colours 
react to contrast the mediated and highly saturated world 
we live in. The various scenes feature sections of imagined 
landscapes in monochromatic colours as I wanted to portray 
scenery that is not limited to preconceived notions of what we 
might see as reality. In other words, seeing is not believing and 
what we see is not necessarily the truth.

My intention with this body of works is to create narratives 
about how I perceive the everyday life today and our 
relationship towards nature in our own living environments. I 
do not aim to seek solace with these paintings, instead they are 
meant to be a mirror to the present day.

I was fortunate enough to be in my studio during the Covid-19 
lockdown and able to work throughout the ‘Movement 
Control Order’ as it was known in Malaysia. ‘Private Utopia’ and 
‘Not all birds are allowed into the house’ are two paintings that are 
presented here. They signify the plight and sentiments of an 
extremely uncertain world. One where loneliness allows space 
for introspection and observation whilst the other presents the 
equilibrium, where not everyone has the privilege of that space 
of shelter.

Helter Shelter by Justin Lim

Top:
Justin Lim, Not all birds 
are allowed into the house, 
2020, Acrylic on canvas, 
220 x 200 cm. Image 
courtesy of RKFA and artist

Bottom:
Justin Lim, Private 
Utopia, 2020, Acrylic 
on canvas, 220 x 200 
cm. Image courtesy of 
RKFA and artist

Stars are one of the most recognizable features of the national flags, which often share the symbolism of unity of a sovereign state. 
When there is a change of territory, a state can either opt for the solution by changing the number of stars on the flag, or simply 
readjusting the number of points on the same star. In this way, the problem of representation can be solved easily.

To know how to draw the Malaysian flag and understand its symbolic meaning is compulsory in the syllabus of our national education. 
Though for a child who can hardly write, to draw the 14 points of the star on the flag could sometime lead to an outburst of tantrums. 
And the worst part is the following: to divide a circle into 14 equal parts, or at least to make each point looks equal.

When the child finally left the national school and its doctrines behind, s/he will eventually understand that to remain united as a 
nation is a dream sold to them not without a price, if unfortunately, s/he belongs to the group of the little fish. Yes, the big fish is waiting 
for you in the pond. But to be assured, you are still left with a choice, i.e. to align with and endorse the big fish. Seeing through the eyes 
of the former, the world will appear to be more advantageous to you.

There is not much we can do to change the game because it has been operating like that when we took part as voters. It will take a 
moment for you and me to realise there is an inherent clash between the electoral representative system, the multiparty democracy and 
the unity of the nation. In the political rhetoric, the call of unity which can easily arouse reactive and predictive nationalist emotions is 
nothing but a means to an end: to forfeit the process of negotiating and collaborating among social groups which hold on to different 
values and interests.

To be persuaded by the dream of unity, one has basically become the cohorts of the power. Yet, the politicians are more convinced by 
the necessity to be united than anyone else in the game, simply because they know by heart a star alone cannot make a constellation—
and the solitude is the antithesis of politics. It explains perhaps why we hardly see any politician leaving the flock voluntarily in order to 
safeguard one’s political integrity. From one government to another, they first take the oath and betray the people after.

Up and down, two isosceles triangles interlock with each other to form a six-pointed star. Inside the major structure, twenty-four right 
triangles enter the game as loose components by playing for one of the six teams under each particular flag. The number of players in 
each team is not fixed but depends on the tactic employed in the game, on condition that all the triangles remain twenty four within 
the star-structure. Every move has a clear purpose: to break an existing alliance by forming a block. Once the block is formed, the new 
alliance is ready to attack.

Checkmate!

A Star Alone

Cannot Make A Constellation by Minstrel Kuik

Right:
Minstrel Kuik, A Star Alone 
Cannot Make A Constellation 
#5, 2020, Mixed media, 115 
x 168 cm. Image courtesy of 
RKFA and artist

Left:
Minstrel Kuik, A Star Alone 
Cannot Make A Constellation 
#8, 2020, Mixed media, 115 
x 168 cm. Image courtesy of 
RKFA and artist
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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 demolished, 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

Top:
Wong Perng Fey, The Market, 2019, 
acrylic and chinese ink on professional 
photography paper and rice paper 
mounted on linen, 150 x 220 cm. 
Image courtesy of RKFA and artist

Bottom:
Wong Perng Fey, Family Collection, 
2019, acrylic and chinese ink on 
professional photography paper and 
rice paper mounted on linen, 150 x 220 
cm. Image courtesy of RKFA and artist

Today’s Special

by Yeoh Choo Kuan

In this new body of work, Yeoh alludes to notions of violence, resentment, chaos and absurdity through his pursuit of providing a 
visceral experience of power dynamics. The works culminate as Yeoh’s artistic contextualization of the current media phenomenon in 
the United States, closely tied to the current presidency of Donald Trump and his legacy in the reality TV show “The Apprentice”. 

The chopping board is a persistent iconography in Yeoh’s shaped board series and serve as an entry point for his fascination of its 
duality; not only as a conduit of disgust, but also pleasure. Yeoh likens the painting surface to sleek and cleaned chopping boards with 
traces of permanent knife marks caused by blunt force and exertion. The act of scarring on the linen surfaces further serve as a cathartic 
experience for Yeoh, expelling frustration, and to a certain extent; social anxiety.  

The first iteration of the shaped board series manifested in 2016 and eventually finalized in 2020 in Yeoh’s unique satirical style. The 
works are unabashedly hung on butt plugs, framing the year of the pandemic, along with the anxiety of a possible extended ‘political 
theatre’ in the United States. 

The second iteration takes a nuanced turn in terms of artistic expression. Completed in 2020, the works are not materialized as oil 
paintings but represent intentions via the act of destroying. The shaped board works are marred by a barrage of cut marks – more so 
compared to the first iteration – which, seen at close range, alludes to a chaotic lacework. However, from a distance, the silhouette of 
the work hints at a sense of deterioration, in which traces of lost material are clearly visible. 

Right:
Yeoh Choo Kuan, Compulsory 
Side, 2020, custom PE board 
and stainless steel, 99 x 72.5 
cm. Image courtesy of RKFA 
and artist

Middle:
Yeoh Choo Kuan, On the 
House, 2020, custom PE 
board and stainless steel, 150 
x 101 cm. Image courtesy of 
RKFA and artist

Left:
Yeoh Choo Kuan, Soft 
Delicacy, 2020, custom PE 
board and stainless steel, 100 
x 76.5 cm. Image courtesy of 
RKFA and artist
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Bottom:
Izat Arif, The Chief 
Sends His Regards, 
2020, 2K automotive 
paint and lacquer on 
MDF board, 121.7 
x 152.7 cm. Image 
courtesy of RKFA and 
artist

Top:
Izat Arif, Thank You For 
Believing In Me, 2020, 
2K automotive paint 
and lacquer on MDF 
board, 121.7 x 152.7 
cm. Image courtesy of 
RKFA and artist
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What lies in the heart of a space? In an era 
where we have enforced the demarcation of 
spatial clusters, residences and communities, a 
space takes on the language of the people and 
their causes. The spaces our artists use vouch 
for a gradual growth in the creative community 
and a gentle nudge towards diversity. In art 
writer Clarissa Oon’s essay Sand in Singapore 
Art: A Last Playground, she aptly points out 
how art becomes a vessel of expression and 
alternate perspective. “Art, frolicking in the sand 
playground of our memories, has a crucial role 
amidst Singapore’s endless cycle of demolition 
and rebuilding and the accompanying logic of 
pragmatism and state control. Contemporary 
art can critique but also console. It can subvert, 
test narratives against one another and 
celebrate multiplicity in all forms.”1 Choosing to 
identify as an artist in a country which is highly 
regulated is a brave choice. It is not without 
its various repercussions, however it is also a 
necessary push in breaking the perused policy of 
maintaining a singular, exclusive language of the 
majority.

Founded in 2005, Richard Koh Fine Art advocates 
for the representation of Southeast Asian 
contemporary art. Currently occupying three 
spaces in Singapore, Malaysia and Thailand, 
the gallery is steadily building a roster of artists 
across generations to encourage ongoing artistic 
dialogue. The three spaces differ in character 
and set-up, all with a distinct sense of intimacy 
and accessibility for art collaborators and 
collectors respectively. This essay will specifically 
explore the Singapore space located in Gillman 
Barracks, and the gallery’s journey up to that 
point. It will also touch on the practices and 
works of ten selected artists for the group show 
In Our Own Frame.

The Heart of a Space
by Euginia Tan

RKFA Singapore (2010 - 2020)

In 2010, the gallery first occupied a space in 
Duxton Road. It was a well-timed and strategic 
move, considering that the inaugural Art Stage 
in Singapore would soon be held in 2011. 
Christiaan Haridas, current gallery director of 
Richard Koh Fine Art Singapore, remembers the 
first location as “a small Parisian art gallery with 
a large window facing the streets… When I stood 
outside the gallery along Duxton Road, Pinnacle 
at Duxton towered over the Duxton area. 
Because of that, the place felt very sheltered 
from public eye.”2 Following the debut of Art 
Stage, Gillman Barracks opened in 2012 as a 
visual arts precinct in Singapore. The gallery 
also began its first roster of shows with regional 
artists such as Allan Balisi, Wong Perng Fey, 
Torlarp Larpjaroensook and Yeo Chee Kiong, to 
name a few.

With this significant slate of artists, the gallery 
anchored its intentions for Southeast Asian 
discourse in contemporary art. Founder Richard 
Koh emphasizes, “The gallery DNA has always 
been the same, that is, to promote and develop 
Southeast Asian artists. With each different 
space, there is always opportunity to showcase 
(the artists) in different ways. That has always 
been exciting for the gallery’s vision. We have 
always strived to show works in a more human 
scale, hence we never really favoured huge 
spaces.”3 Perhaps it is Richard’s empathy of the 
cut-throat rapidity in Singapore’s urban climate 
that has led to his awareness on the humanity 
of a space. Amidst the throng of Singapore’s 
ambition, Richard maintained an approach 
to giving artists room for growth. In the same 
essay by Oon, the confrontation of space is 
like addressing a white elephant in the room, 
straddling between factual and awkward. “Land 
reclamation as anything more than a means 
to an end has not loomed large in the national 
consciousness. It is easy to forget that this 
country is all coastline when even the beaches 

Top Right:
Joshua Kane Gomes, 
Mood IV, 2020, fabric 
and foam, 33 x 89 x 
36 cm. Image courtesy 
of RKFA and artist

Middle Right
Joshua Kane Gomes, 
Mood III, 2020, fabric 
and foam, 39 x 125 x 
39 cm. Image courtesy 
of RKFA and artist

Top Left:
Hu Qiren, 
Dunman Higher, 
2019, hand 
bounded folder 
with school 
uniform, plastic 
name tag, collar 
pin and archival 
pigment print, 
26.7 x 26.7 cm. 
Image courtesy 
of RKFA and 
artist

Bottom Right:
Mengju Lin, In The Mood 
For Love (No.3), 2020, 
mixed media on canvas, 
60 x 75 cm. Image 
courtesy of RKFA and artist

Bottom Left:
Mengju Lin, In The Mood 
For Love (No.1), 2020, 
mixed media on canvas, 
60 x 75 cm. Image 
courtesy of RKFA and artist

Bottom Middle:
Mengju Lin, In The Mood 
For Love (No.2), 2020, 
mixed media on canvas, 
60 x 75 cm. Image 
courtesy of RKFA and artist
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Spaces (FASS) at Freeport from the years 2015 
to 2018. Despite leaving Helutrans in 2015, the 
gallery continued to do pop-up shows there, 
with FASS serving as a private viewing room 
for selected collectors. In January 2019, the 
gallery officially re-opened at Gillman Barracks 
with a solo exhibition by Haffendi Anuar, where 
it is situated till present. As a takeaway from 
the various spaces over the years, Richard 
elaborates on how space constraints have 
also provided new parameters for shows to 
be made possible. “I really enjoy the intimate 
experience of the galleries and the fact that 
interesting shows can still be done when there 
are space limitations. Most importantly, the 
artists understand that they can still work in a 
small space with good results. We have given 
many artists from Southeast Asia the platform 
and chance to develop their practice. I think 
(artists) will need galleries, they are part and 
parcel of the whole eco-system. It all depends 
on the terms and function of the galleries, that is 
another matter.”6 To date, the gallery represents 
more than twenty regional artists practicing in a 
wide spectrum of mediums.

The heart of an artistic space allows for 
responses, enveloping us in its desires. Referring 
once again to Oon’s essay, “In a landscape and 
society built on shifting sand, contemporary 
art can be the head, the heart and as well 
as the trickster… loosening the fetters on 
the imagination, and fleshing out our lost 
narratives, ideals and ways of life.”7 Our artists’ 
spaces contain a patchwork of vast individual 
lifetimes, but also a blanket of socio-economic 
commentary. To commemorate a decade 
in Singapore, the gallery has selected ten 
participating artists from Singapore and Malaysia 
for the group show In Our Own Frame. We will 
now examine these ten artists in two groups, 
based on the framing of their practice in line with 
their respective processes.

look like parks. Yet huge tracts of Singapore 
would not exist without land reclamation or 
have been altered beyond recognition through 
it.”4 The history of our land makes it inevitable 
to address spaces with a yearning for potential, 
an attachment to coveting and nurturing the 
possibilities behind them.

In 2013, the gallery moved from Duxton to 
Helutrans Art Space, where it stayed till 2015. 
Christiaan was once again heavily involved with 
the move, describing the transition of the spaces 
in line with new aspirations for the gallery. 
“Helutrans was a very different place. It was 
basically situated in a warehouse district. The 
space was a square room with very high ceilings. 
This time round, the space could take large and 
tall works. We could mount more ambitious 
shows at Helutrans and there was a good 
support infrastructure to achieve our goals.”5 
Helutrans also served as an arts cluster during 
that period for other galleries such as Gallery 
Steph, Ikkan Sanada Gallery and ReDot Fine Art 
Gallery.

Venturing into a community fleeced with 
advantageous facilities and like-minded 
establishments aided the gallery’s direction 
immensely. It was a push for mutual collective 
collaboration, while also maintaining the gallery 
as a prime voice for artists and collectors. 
Further elaborating on this, Christiaan adds that 
“being in a cluster definitely helped with visibility. 
It made it more worthwhile for collectors to 
travel down because they could view four 
galleries at the same time. For some collectors 
who had storage space at Helutrans, (it was 
also more convenient). I think being in a cluster 
also makes you more competitive in terms of 
exhibition programming. Each gallery wants to 
be seen organizing more exciting exhibitions 
for the public and collectors.” During their time 
in Helutrans, the gallery showcased artists 
such as Annie Cabigting, Melissa Tan, Natee 
Utarit and Krisada Suvichakonpong. The gallery 
also put together a pivotal group exhibition 
entitled Malaysian Art, A New Perspective, which 
introduced emerging Malaysian artists such as 
Haffendi Anuar, Justin Lim and Yeoh Choo Kuan.

The second last location before the gallery’s final 
move to Gillman Barracks was Fine Art Storage 

Top Left:
Sarah Radzi, All in My 
Stride, 2020, acrylic, 
oil pastel and charcoal 
on canvas, 122 x 91 
cm. Image courtesy of 
RKFA and artist

Top Right:
Sarah Radzi, Are You 
Leaving or Are You Staying?, 
2020, acrylic, oil pastel and 
charcoal on canvas, 122 x 
91 cm. Image courtesy of 
RKFA and artist

Bottom Right:
Ben Puah, Adam & 
Eve, 2019, acrylic and 
chinese rice paper 
collage on canvas, 122 
x 91 cm. Image courtesy 
of RKFA and artist

Bottom Left:
Ben Puah, I Am Not Normal 
And I Must Scream, 2020, 
mixed acrylic, oil and rice 
paper collage on canvas, 
150 x 150 cm. Image 
courtesy of RKFA and artist
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their artistic vocabularies runs parallel to an 
essay by Singaporean playwright Joel Tan. In 
Fat Shame, Tan questions the phenomenon 
of fat-shaming in society and why our bodies 
flinch when subjected to a spectatorship in 
non-conformity. “The meanings of the fat 
body in modern societies are paradoxical. It 
represents simultaneously a failure to consume 
and consumption gone overboard. In this way, 
the fat body is the splitting image of our schizoid 
culture: a negative embodiment of this culture’s 
belief in the perfectibility of the self through 
proper consumption, and also of late capitalist 
anxiety about our vulgar excess, played out in 
an ongoing crisis of environmental destruction.”9 
As a contrary to an ideal standard, these artists 
embody an unashamed physique. They are 
resplendent in presenting alternate perspectives 
of controversy, fatigue and disorder, undeterred 
by an at-large status.

In Our Own Frame: Textures

Our second group consists of Haffendi Anuar, 
Hu Qiren, Faris Nakamura, Melissa Tan and 
Faizal Yunus. Haffendi’s wall-hanging sculptures, 
Hammock Study Two and Buaian Untuk Dua 
(Cradle for Two) draw inspiration from designs 
of hammocks or cradles, similar to those found 
in Malaysian homes. Made from the fabric 
kain pelikat, pipes and tubes, Anuar dissects 
the iconography around the kain pelakat in a 
tender tribute to his childhood and country, 
offering a historical and personal canon to his 
choice of material. Hu’s photographic work, 
Dunman Higher takes a subtle dig at his former 
alma mater, employing satire as a focal point in 
capturing the literal uniformity of a stark, clean 
uniform. His nametag and school crest sit atop 
the blouse, unabashed in their representation 
of a well-made student. Nakamura’s installation, 
The Future You Are Looking For Might Just Be 
In The Past manoeuvres curved facets from 
architecture in Singapore, deviating from the 
traditional rectilinear building customs. The 
work is reminiscent of Singapore’s playgrounds 

In Our Own Frame: Psycho-Lingual

Our first group consists of Izat Arif, Joshua 
Kane Gomes, Mengju Lin, Ben Puah and Sarah 
Radzi. They have been grouped based on their 
processes of textual intervention and a liberated 
emotional upheaval via materiality. We can cross-
reference this with theories in psycholinguistics, 
termed as “the study of how the human mind 
produces and understands language. Although 
all language is at its heart creative, there are 
specific types of creative language that have 
attracted attention from language researchers 
due to an assumed deviation from a utilitarian 
mode of communication. Specifically, this entry 
reviews psycholinguistic research into figurative 
language (e.g., metaphor and irony) and humour, 
and summarizes current psycholinguistic 
investigations into how creative meaning is 
processed in the human mind.”8

Izat’s works, Thank You For Believing in Me 
and The Chief Sends His Regards are alternate 
replicas of common signage found in Singapore. 
Succinct in their messages of defiance, irony 
and authority, his works demand the split-
second, rapt attention synonymous with 
urban consumption. Gomes’ installations, 
Mood III and Mood IV, are a pair of slouched 
chair plushies slumped in whittled postures 
of a defeated psyche, subdued by the listless 
hours of social isolation during the pandemic. 
Lin’s paintings, In The Mood for Love 1, In The 
Mood for Love 2 and In The Mood for Love 3, 
focuses on the looming, poetic pictorial aspect 
of Mandarin. Puah’s collages, I Am Not Normal 
And I Must Scream and Adam & Eve combines 
a shapeshifting of man and creature, laden 
with anthropomorphic and numeric metaphors 
suggestive of the inherent catastrophe in 
survival. Radzi’s works, All in My Stride and Are 
You Leaving or Are You Staying?, offer a surreal 
panorama into personal memories, afloat in 
dreamy murmur, suspended in weightless 
ambiguity.

The various psycho-lingual qualities in these 
artists emerge undaunted by external layers 
of censorship. They burst at the seams 
in their parody and passion, fuelled by a 
relentless charge to react. The freedom in 

Top Right:
Haffendi Anuar, 
Hammock Study Two, 
2020, kain pelikat, 
canvas, wood, gutter 
pipe, oil and acrylic, 90 
x 75 x 18 cm. Image 
courtesy of RKFA and 
artist

Top Left:
Haffendi Anuar, Buaian 
Untuk Dua (Cradle 
for Two), 2020, kain 
pelikat, canvas, wood, 
gutter pipes, plastic 
tubings, brass nuts and 
bolts, acrylic and oil 
paint, 137 x 38.2 x 25 
cm. Image courtesy of 
RKFA and artist

Bottom:
Faris Nakamura, The 
Future You Are Looking 
For Might Just Be In The 
Past, 2020, emulsion 
on treated wood and 
PVC, 90 x 85 x 17 cm. 
Image courtesy of 
RKFA and artist

Middle Left:
Melissa Tan, Hathor, 
2021, mirror finish 
stainless steel, epoxy 
resin and pigment, 70 
x 63 x 11.5 cm. Image 
courtesy of RKFA and 
artist

Middle Right:
Melissa Tan, Hestia, 
2020, mirror finish 
stainless steel, epoxy 
resin and pigment, 68 
x 85 x 12 cm. Image 
courtesy of RKFA and 
artist
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Bottom Left:
Faizal Yunus, I Want 
It That Way, 2020, oil, 
metallic and lacquer 
on canvas, 200 x 180 
cm. Image courtesy of 
RKFA and artist

Bottom Right:
Faizal Yunus, I’ve 
Been There, 2020, oil, 
metallic and lacquer 
on canvas, 200 x 180 
cm. Image courtesy of 
RKFA and artist

in the past, blurring the dichotomy between 
new and old. Tan continues her research in 
mythology with Hestia, named after the Greek 
virginal goddess of the hearth, in charge of 
the household, family and sites of worship. 
Embedding charcoal bits in resin, Tan has also 
chosen a see-through gem instead of coloured 
stones in her current execution. Faizal’s 
paintings, I’ve Been There and I Want It That 
Way swirl like brooding storm clouds prior to a 
storm, impending and foreboding. The detail of 
creases and wrinkles on canvas seize the pang 
of a moment, it is a glimpse to the painstaking 
rendering of the artist.

Textures are significant because they articulate 
the vulnerability of a public sphere. It is difficult 
to articulate said vulnerability when we are 
conditioned to conceal. In her essay A Public 
Square, art writer Adeline Chia examines the 
guise and function of public art. “Here, a place is 
public because of the way it is used, not simply 
because of the rules that undergird it. As such, 
public spaces are fluid and nomadic; they can 
be generated, opened up, revealed. They are 
wherever we choose to live out our public lives, 
interacting with strangers and friends, as well as 
expressing ourselves politically and artistically. 
In this vision, public-ness is not permanent but 
transient, emerging in fleeting provocations… 
magnetising a temporary community of interest 
around it.”10 Regardless of medium, these 
artists produce textures spliced from notions of 
identity, culture and lived experiences. Through 
their various interpretations, they tease out what 
is foundational to their innermost consciousness 
of going public.

The choice of these ten artists for RKFA 
Singapore’s definitive arc of ten years sheds 
light on countless narratives. The authenticity to 
an artist’s origins is always hard to gather, even 
harder to release. However, once it is unleashed, 
it runs swift and true from start to finish. As their 
voices continue to be given a public space to ring 
clear, the heart of the gallery’s space remains 
fiercely steadfast to the beat of its own drum, 
championing and inclusive. Top

Installation shots, In Our Own 
Frame: 10th Year Anniversary, 
3 - 19 December 2020, 
Richard Koh Fine Art, Gillman 
Barracks, SingaporeImage 
courtesy of RKFA
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Top Left:
Natagon 
Khamkayprong, Red 
Fabric, 2020, oil on 
canvas, 40 x 44 cm. 
Image courtesy of 
RKFA and artist

Top Right:
Natagon 
Khamkayprong, A 
Piece of Watermelon, 
2020, oil on canvas, 
26 x 22 cm. Image 
courtesy of RKFA and 
artist

Middle Right:
Natagon 
Khamkayprong, Half 
A Pomegranate Fruit, 
2020, oil on canvas, 
26 x 22 cm. Image 
courtesy of RKFA and 
artist

Bottom:
Natagon 
Khamkayprong, 
Pomegranate 
Fruit, 2020, oil on 
canvas, 45 x 39 cm. 
Image courtesy of 
RKFA and artist

Middle Left:
Natagon 
Khamkayprong, 
Four Banana, 2020, 
oil on canvas, 25.5 
x 22 cm. Image 
courtesy of RKFA 
and artist
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Artist Statement

In the borderline between just drawing and creating creative arts, the artist strives to find 
the meaning of life existence: Is it true that human existence increases the acceleration of 
natural deterioration phenomenal? The conversation continued in seclusion, with only the 
person asking questions and faking responses through visual language. Artists discover 
the beauty of a space that is free from human invasion. Sadly, those areas are only right in 
the world of painting, and it links to the imagination of a place without war, consumerism, 
and persecution. This concept motivates the artist to create a quiet artwork that devoid 
of frenzy from social activities. In this free space, imagination and concentration lead the 
artist to focus on the surrounding area’s meaning. It is the absorption of aesthetics that 
should have and be. On this small canvas, the artist considers the role and determines 
the object’s position in front of him. He also cut down on superfluous language, which is 
the barrier of realization, while showing each element’s clear view. The artist also uses 
silence as he perceives it as a song that closes the gap between rhythm and notes in a 
poem.

ท่ามกลางสภาวะกํ้ากึ่งระหว่างการฝึ กฝน และการสร้างสรรค์ผลงานศิลปะ ศิลปิ นเฝ้ า เพียรค้นหา
ความหมายของการมีอยู่ของตัวตนผ่านการตั้งคําถาม จริงหรือไม่ที่การมีอยู่ของ มนุษย์นั้นเพิ่มอัตรา
เร่งให้กับปรากฏการณ์อันเสื่อมถอยทางธรรมชาติ บทสนทนาดําเนินไป ท่ามกลางความสันโดษมีเพียง
ผู้ตั้งคําถามและแสร้งตอบผ่านภาษาภาพ ศิลปิ นค้นพบความ งามจากพื้นที่ซึ่งปราศจากการรุกราน
ของมนุษย์ น่าเศร้าที่พื้นที่เหล่านั้นเป็ นจริงได้แค่ในโลก ของจิตรกรรม นําไปสู่การจินตนาการถึง
สถานที่อันไร้ซึ่งสงคราม การบริโภคนิยม และการ เบียดเบียนซึ่งกันและกัน ด้วยแนวคิดนี้จึงปรากฏ
เป็ นผลงานจิตรกรรมอันเงียบงันไร้ซึ่งเสียง อึกกระทึกจากกิจกรรมทางสังคม บนพื้นที่อันเป็ นอิสระ
นี้จินตนาการและสมาธินําพาศิลปิ น กลับไปสู่การจดจ่อในความหมายของสิ่งรอบรอบตัว เป็ นการ
ซึมซับสุนทรียภาพอย่างที่พึงมี และพึ่งเป็ น บนผืนผ้าใบขนาดย่อมนี้ศิลปิ นพิจารณาและกําหนด
บทบาทของวัตถุตรงหน้า ลดทอนภาษาที่ฟ่ ุมเฟื อย ที่เป็ นอุปสรรคต่อการตระหนักถึงความเป็ นจริง 
แสดงออกถึงทัศนะ ธาตุที่ตรงไปตรงมา รวบเอาความเงียบไว้เป็ นส่วนหนึ่งของผลงานเสมือนบทเพลง
ที่นับเอา ช่องว่างของจังหวะดนตรีเป็ นหนึ่งในตัวโน้ตของบทประพันธ์ 

Installation View
Desolate Objects by 
Natagon Khamkayprong, 
3 - 19 December 2020, 
Richard Koh Projects, 
Bangkok, Thailand. Image 
courtesy of RKFA
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Top Right:
Natagon Khamkayprong, 
Corn in The Box, 2020, 
oil on canvas, 51.5 x 
38.5 cm. Image courtesy 
of RKFA and artist

Top Left:
Natagon Khamkayprong, 
A Piece of Pumpkin, 
2020, oil on canvas, 
43.5 x 32 cm. Image 
courtesy of RKFA and 
artist

Middle Left:
Natagon Khamkayprong, 
Leftover Corn, 2020, oil 
on canvas, 35 x 30 cm. 
Image courtesy of RKFA 
and artist

Middle Right:
Natagon Khamkayprong, 
Half A Papaya, 2020, oil 
on canvas, 27.5 x 20.5 
cm. Image courtesy of 
RKFA and artist

Botom Left:
Natagon Khamkayprong, 
Half A Tomato, 2020, 
oil on canvas, 49 x 43.5 
cm. Image courtesy of 
RKFA and artist

Bottom Right:
Natagon Khamkayprong, 
Tomato, 2020, oil on 
canvas, 27.5 x 20.5 cm. 
Image courtesy of RKFA 
and artist

Top Left:
Natagon Khamkayprong, 
Onion in The Box, 2020, 
oil on canvas, 57.5 x 52 
cm. Image courtesy of 
RKFA and artist

Middle Right:
Natagon Khamkayprong, 
Onion, 2020, oil on 
canvas, 22.5 x 25.5 cm. 
Image courtesy of RKFA 
and artist

Top Right:
Natagon Khamkayprong, 
Jack Fruit, 2020, oil on 
canvas, 42 x 32 cm. 
Image courtesy of RKFA 
and artist

Middle Left:
Natagon Khamkayprong, 
A Half of An Apple, 
2020, oil on canvas, 
39 x 40.5 cm. Image 
courtesy of RKFA and 
artist

Bottom Right:
Natagon Khamkayprong, 
Half Lemon, 2020, oil 
on canvas, 25 x 21 cm. 
Image courtesy of RKFA 
and artist

Bottom Left:
Natagon Khamkayprong, 
Core Guava, 2020, oil 
on canvas, 38 x 28.5 
cm. Image courtesy of 
RKFA and artist
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Installation view. Flesh and Spirit: Selection from the Linda Neo and 
Albert Lim Collection, 30 Dec 2020 - 30 Apr 2021, Primz Gallery, 
Primz Bizhub, Singapore. Image courtesy of Primz Gallery.

Natee Utarit, Parrhasius Painting (Black and White), 
2005, Oil on canvas, 100 x 140 cm. Image courtesy 
of Primz Gallery, Singapore.

Flesh & Spirit : Selections From 
The Linda Neo and Albert Lim 
Collection

Primz Gallery, Primz Bizhub
Singapore

Curated by Tan Siuli

30 Dec 2020 - 30 Apr 2021
Group Exhibition

Natee Utarit
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Movement Control Order 2.0
Conditional Movement Control Order

Recovery Movement Control Order
13 January - 4 February 2021

MALAYSIA

Restrictions Easing Plan: Phase 5
1 July 2020 - 31 March 2021

SINGAPORE

BANGKOK

Safe Nation: Phase 3
28 December 2020 - 7 May 2021

JANUARY

2021
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Installation View, Soft Launching & 
Fundraiser, 18 February - 24 April 
2021. Photo credited to ©Bun 
Chan, 2021, STP Opening

Middle Left:
Pen Robit, Thread / Construction 
1, 2017, 2019, oil on canvas, 
155 x 120 cm. Image courtesy 
of RKFA and the artist

Top:
Pen Robit, Thread / Construction 
2, 2017, 2019, oil on canvas, 
155 x 120 cm. Image courtesy 
of RKFA and the artist

Bottom:
Pen Robit, Thread / Construction 
3, 2017, 2019, oil on canvas, 
155 x 120 cm. Image courtesy 
of RKFA and the artist

Soft Launch and Fundraiser
Silapak Trotchaek Pneik Gallery, Phom Penh,
Cambodia

18 Feb - 24 Apr 2021
Group Exhibition

Pen Robit
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TRANCHEE RACINE (ROOT TRENCH)
FEATURING

HASANUL ISYRAF IDRIS

TRANCHEE RACINE (ROOT TRENCH)
FEATURING

HASANUL ISYRAF IDRIS

Above:
Installation View, Tranchée Racine 
(Root Trench), 13 January - 27 
August 2021, La Halle Saint Pierre, 
Paris. Image courtesy of La Halle 
Saint Pierre, Paris.

TRANCHEE RACINE (ROOT TRENCH)TRANCHEE RACINE (ROOT TRENCH)
FEATURINGFEATURING

HASANUL ISYRAF IDRISHASANUL ISYRAF IDRIS

GROUP SHOWGROUP SHOW
13 JANUARY - 27 AUGUST13 JANUARY - 27 AUGUST
LA HALLE SAINT PIERRE, PARISLA HALLE SAINT PIERRE, PARIS
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Top Left:
Hasanul Isyraf Idris, Diverting 
Frustration to Amriti, 2017, 
watercolor, ink and color pencil 
on paper, 61 x 91.5 cm. Image 
courtesy of RKFA and the artist

Middle Left:
Hasanul Isyraf Idris, Effective 
Weapon to Kill Huat Kuih, 2017, 
watercolor, ink and color pencil 
on paper, 61 x 91.5 cm. Image 
courtesy of RKFA and the artist

Bottom Left:
Hasanul Isyraf Idris, Factual 
Steamboat Mistake, 2017, 
watercolor, ink and color pencil 
on paper, 61 x 91.5 cm. Image 
courtesy of RKFA and the artist

Top Right:
Hasanul Isyraf Idris, It has been 
Halwa Years, 2017, watercolor, ink 
and color pencil on paper, 61 x 
91.5 cm. Image courtesy of RKFA 
and the artist

Middle Right:
Hasanul Isyraf Idris, Jalebi 
Blockades, 2017, watercolor, ink 
and color pencil on paper, 61 x 
91.5 cm. Image courtesy of RKFA 
and the artist

Bottom Right:
Hasanul Isyraf Idris, Less 
Aggressive Kala, 2017, watercolor, 
ink and color pencil on paper, 61 
x 91.5 cm. Image courtesy of RKFA 
and the artist

Top Left:
Hasanul Isyraf Idris, Nadi of Puspa, 
2017, watercolor, ink and color 
pencil on paper, 61 x 91.5 cm. 
Image courtesy of RKFA and the 
artist

Middle Left:
Hasanul Isyraf Idris, Pariksa Masala 
Dosa, 2017, watercolor, ink and 
color pencil on paper, 61 x 91.5 
cm. Image courtesy of RKFA and 
the artist

Bottom Left:
Hasanul Isyraf Idris, Successfully and 
Fully Implemented Serigala, 2017, 
watercolor, ink and color pencil on 
paper, 61 x 91.5 cm. Image courtesy 
of RKFA and the artist

Top Right:
Hasanul Isyraf Idris, The Front - 
Line Keria, 2017, watercolor, ink 
and color pencil on paper, 61 x 
91.5 cm. Image courtesy of RKFA 
and the artist

Middle Right:
Hasanul Isyraf Idris, Unpleasant 
Smell Bencana, 2017, watercolor, 
ink and color pencil on paper, 61 
x 91.5 cm. Image courtesy of RKFA 
and the artist

Bottom Right:
Hasanul Isyraf Idris, Ward of Dogs, 
2017, watercolor, ink and color 
pencil on paper, 61 x 91.5 cm. 
Image courtesy of RKFA and the 
artist
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Top
Ash Ghazali, Kuda Kepang, 2019, 
Malay ‘Sarung’ Fabric (Made in 
Indonesia), cotton, canvas, flax, 
linen and acrylic, 140 x 100 cm. 
Image courtesy of RKFA and artist.

Bottom:
Ash Ghazali, Geylang, 2020, Malay 
‘Sarung’ Fabric (Made in Indonesia), Malay 
‘Samping’ Fabric (Made in Malaysia), 
cotton, canvas, and acrylic, 100 x 120 cm. 
Image courtesy of RKFA and artist.
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Top:
Ash Ghazali, Malay Boy, 
2019, Prayer Mat (Made in 
Turkey), flax, cotton, canvas, 
linen, and acrylic, 100 x 140 
cm. Image courtesy of RKFA 
and artist.

Middle:
Ash Ghazali, Rokok, 2020, 
Samping Fabric (Made in 
Malaysia), Sarung Fabric 
(Made in Indonesia), acrylic, 
canvas, flax and cotton, 100 
x 140 cm. Image courtesy of 
RKFA and artist.

Bottom:
Ash Ghazali, Mesti,  2019, 
Samping Fabric (Made in 
Malaysia), Sarung Fabric 
(Made in Malaysia), acrylic, 
canvas, flax and cotton, 40 
x 50 cm. Image courtesy of 
RKFA and artist.

Top Right:
Ash Ghazali, Pukul Tujuh,  
2019, Samping Fabric (Made 
in Malaysia), Sarung Fabric 
(Made in Indonesia), acrylic, 
canvas, and cotton, 110 x 
110 cm. Image courtesy of 
RKFA and artist.

Bottom Right:
Ash Ghazali, Mahu,  2019, 
Samping Fabric (Made in 
Malaysia), Sarung Fabric 
(Made in Indonesia), acrylic, 
canvas, cotton, flax and 
linen, 110 x 110 cm. Image 
courtesy of RKFA and artist.

Left:
Ash Ghazali, Untitled,  
2020, Malay ‘Sarung’ 
Fabric (Made in Indonesia), 
cotton, canvas, flax and 
acrylic, 86 x 51 cm. Image 
courtesy of RKFA and 
artist.
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In Volume Eleven, Ghazali unveils his ‘Cut Paintings’ 
series which combines geometric abstraction with 
traditional fabrics from the Malay ethnic groups of 
Indonesia and Malaysia. Cutting into fabrics from 
traditional costumes, typically used in festive and 
religious ceremonies, and also painted canvases, 
Ghazali arranges these cut pieces in a series of folds 
and layers, that creates a single vertical slit down the 
middle of the composition. Upon closer inspection, 
this chasm is made with disparate fabrics placed 
askew – subtle shifts in fabric grain and dye provide 
aesthetic pleasure; hemlines and shadows from 
folds and layers create bold lines.

Viewers are presented with hints of the artist’s 
aesthetic responses via the act of cutting and the 
progressive layering of materials. The process acts 
as a function of Ghazali’s suggestions embedded in 
the work and the connections pursued to provide 
knowledge about his past experiences and affective 
state. The layered elements are juxtaposed clearly, 
suggesting a sense of story and inviting connection.

Underlyingly, it reaches into the unconscious to 
reveal personal meaning for Ghazali within his 
ethno-political conflict for diasporic identity. As 
such, the body of work serves as a cathartic process 
for Ghazali as a conduit to seek balance between 
anarchy and peace. On one side, Ghazali focuses 
on the balance of materials, colour and form in 
the midst of presenting scrupulously clean skew 
lines, but they can also be read as a rupture in an 
otherwise perfect state – they are a reflection of his 
own dissidence and oblique perspectives. Installation view. Volume Eleven, 

16 Jan - 6 Feb 2021, Richard 
Koh Fine Art, Gillman Barracks, 
Singapore. Images courtesy of 
Richard Koh Fine Art.
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Above:
Ash Ghazali, Salam,  2020, 
Samping Fabric (Made in Malaysia), 
Batik Fabric (Made in Indonesia), 
Sarung Fabric (Made in Indonesia), 
acrylic, canvas, flax and cotton, 
140 x 100 cm. Image courtesy of 
RKFA and artist.

Top:
Ash Ghazali, Telanjang Empat,  
2020, Samping Fabric (Made 
in Malaysia), Sarung Fabric 
(Made in Malaysia), acrylic, 
canvas, flax and cotton, 50 
x 87 cm. Image courtesy of 
RKFA and artist.

Bottom:
Ash Ghazali, Telanjang 
Enam,  2020, Sarung 
Fabric (Made in Malaysia), 
acrylic, canvas, flax and 
cotton, 50 x 87 cm. Image 
courtesy of RKFA and 
artist.
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In A Grocer’s Essentials, Hu 
responds to the extraordinary 
moment that humanity is 
facing right now. This body 
of work was created during 
the stay home period and 
expresses Hu’s psychological 
and emotional state whilst 
immersing deep into his 
practice in isolation. Reflecting 
on the current crisis and 
its resulting impact and 
restrictions on daily life, the 
works are also a personal 
response to questions of ‘Life 
& Death’. The works manifest 
itself from Hu’s personal 
inquiries; how do our lives take 
shape in a global pandemic? 
How has the virus sabotaged 
and interrupted production 
of supplies that are marked 
essential to our existence?

Installation view. A Grocer’s 
Essentials, 22 - 31 Jan 2021, S.E.A. 
FOCUS, Tanjong Pagar Distripark, 
Singapore. Images courtesy of 
Richard Koh Fine Art.
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Top:
Hu Qiren, #1, A Grocer’s 
Essentials, 2020, Archival 
pigment print on aluminium 
composite panel, 78.8 x 
118.9 cm, Edition of 3. Image 
courtesy of RKFA and artist.

Bottom:
Hu Qiren, #3, A Grocer’s 
Essentials, 2020, Archival 
pigment print on aluminium 
composite panel, 78.8 x 
118.9 cm, Edition of 3. Image 
courtesy of RKFA and artist.

Middle:
Hu Qiren, #2, A Grocer’s 
Essentials, 2020, Archival 
pigment print on aluminium 
composite panel, 78.8 x 
118.9 cm, Edition of 3. Image 
courtesy of RKFA and artist.

Middle:
Hu Qiren, Watermelon Poppies, 
Blue, 2020, Archival pigment 
print on aluminium composite 
panel, 78.8 x 118.9 cm, Edition 
of 3. Image courtesy of RKFA 
and artist.

Bottom:
Hu Qiren, Watermelon Poppies, 
Red, 2020, Archival pigment 
print on aluminium composite 
panel, 78.8 x 118.9 cm, Edition 
of 3. Image courtesy of RKFA 
and artist.

Top:
Hu Qiren, Watermelon Poppies, 
Yellow, 2020, Archival pigment 
print on aluminium composite 
panel, 78.8 x 118.9 cm, Edition 
of 3. Image courtesy of RKFA 
and artist.
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Left Top:
Hu Qiren, #6, A Grocer’s 
Essentials, 2020, Archival 
pigment print on aluminium 
composite panel, 78.8 x 
118.9 cm, Edition of 3. Image 
courtesy of RKFA and artist.

Left Bottom:
Hu Qiren, #8, A Grocer’s 
Essentials, 2020, Archival 
pigment print on aluminium 
composite panel, 78.8 x 
118.9 cm, Edition of 3. Image 
courtesy of RKFA and artist.

Right Bottom:
Hu Qiren, #9, A Grocer’s 
Essentials, 2020, Archival 
pigment print on aluminium 
composite panel, 78.8 x 
118.9 cm, Edition of 3. Image 
courtesy of RKFA and artist.

Right Top:
Hu Qiren, #7, A Grocer’s 
Essentials, 2020, Archival 
pigment print on aluminium 
composite panel, 78.8 x 
118.9 cm, Edition of 3. Image 
courtesy of RKFA and artist.

Right:
Hu Qiren, #4, A Grocer’s 
Essentials, 2020, Archival 
pigment print on aluminium 
composite panel, 118.9 x 
78.9 cm, Edition 1 of 3. Image 
courtesy of RKFA and artist.

Left:
Hu Qiren, #5, A Grocer’s 
Essentials, 2020, Archival 
pigment print on aluminium 
composite panel, 118.9 x 
78.9 cm, Edition 1 of 3. Image 
courtesy of RKFA and artist.
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A Conversation with
Dr. Steve Wong and Justin Lim

The relationship between an artist and collector is 
an elusive and complex one. When considering its 
transactional origins, decision-making around such 
sentimental, and often times luxurious, objects 
can cause strain without transparency and mutual 
understanding. However, when sincere and earnest, it 
can develop into a long-lasting friendship and lead to 
the growth of unique collections.

Having a long presence in the art world as a collector, 
Dr Steve Wong is no stranger to the comings and 
goings of artists, from the local to international stages, 
or from notoriety to obscurity. Dr Steve’s collection is 
an encyclopaedic assemblage of Southeast Asian art 
and despite his growing roster of emerging artists, his 
relationship with artist Justin Lim has been uniquely 
supportive.

Curator Lienne Loy sits with Dr Steve Wong and Justin 
Lim to discuss the pair’s relationship, and their roles as 
practitioner and patron in the art world.

*This conversation occurred before Justin Lim’s show 
Sanctuary in February 2021 and has been edited for clarity 
and flow.

with Lienne Loy

Justin Lim
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Justin Lim and Dr Steve Wong posing in front 
of the work The Honey Trap #4 (2017) from the 
series Honey Trap Arcadia
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Top:
The Wall #2 (2007) and 
The Wall #1 (2007) from 
the spot paintings series 
in Dr Steve Wong’s artwork 
storage.

Below:
Detail of The Wall #1 
(2007)

When a collector commits to buying an artwork, there is no obligation 
to continually support the artist, which makes your collecting style 
somewhat sentimental. How did you come by Justin’s work and what 
first propelled you to buy it?

I first met him when he was represented by another gallery. He had just 
graduated not long before that and I remember that he had a show with 
paintings of spots. He was an abstract painter immediately after art 
school and so that’s where I met you, wasn’t it? 

Yes.

In 2006, at his first show, but I didn’t buy anything. In the early 2000s 
there weren’t many young abstract artists in Malaysia. Most of them 
were doing figurative work and so during Justin’s emergence, there was 
a lull of new good artists from art schools here. For about seven to eight 
years, MARA was the preeminent art school, but at that time there was 
really nobody of stature coming out. 

Did you used to go to the student shows?

Yes, I used to go to the student shows. When Justin came back from 
Singapore, there was a batch of people improving their practices, but 
I thought only a few were good. Those that I collected were older than 
Justin and so in between, I felt that there was a hiatus of emerging 
artists. Maybe one or two caught my eye, but they were all were 
figurative artists. So when Justin and I had a met, I said “Hey, if you 
want to sell your work, doing these spot paintings might not get you 
anywhere.” For his second show, he put in some figures and that’s 
when I bought my first work of his- Parachutes. He then went to Rimbun 
Dahan and gave up abstraction all together. 

For me, that time represented a period of transition from abstraction 
to figuration, which came to me in 2006 - 2007, right after my MFA in 
Singapore. My training in Lasalle College of the Arts was very process 
driven and not very formalistic, there was a lot of conceptual work 
during that time. I was probably only one of three painters in my batch  

I guess my first introduction to ‘fine art’ was through Sonic Youth album 
covers I came across in my teens. I used to be an active musician, 
playing in various underground bands and was heavily influenced by 
music, comic books and low- brow art in my formative  years. I was 
already doing quite bit of illustration work then, so the interest in 
figuration was always there.  Coming back to Malaysia also represented 
a time in my mid-20s, when I started to be more politically aware and 
concerned about what was happening in Malaysia. I came back because 
of the Rimbun Dahan residency in 2008, during the election campaign. 
So, I delved into figuration because I felt like I couldn’t express my 
observations just purely through abstraction.

Lienne Loy (LL):

Dr Steve Wong (SW):

SW:

SW:

LL:

JL:

Justin Lim (JL):

227226



Do you feel like collectors, like Dr. Steve actually influence your work?

I don’t think so. Steve has never told me directly what to paint, but I 
think the timing felt right, in terms of what was happening around us 
and what I wanted to say in my paintings. 

Justin’s colour palette and interpretation of his environments are 
unique. What elements of his works appeal to you Dr Steve?

Justin is not the only artist I collect, but I think he and I have a different 
type of relationship than the normal collector and artist. Over the years, 
we’ve become very close. I think one of the reasons for that is that he 
reminds me of my son. James (SW’s son) is about five years younger 
and he’s an artist as well. So, there were similarities between Justin 
and James. In fact, if you met Justin many years ago, he had one of the 
longest dreadlocks in KL.

I didn’t have a haircut for fifteen years!

He had dreadlocks down to his knees, and right now my son hasn’t cut 
his hair since he was eighteen. He’s thirty three years old now, and so 
maybe because I miss my son, I adopted Justin.

I found another family!

I like that he keeps evolving his practice and that the colour palette 
keeps changing. When he went to Rimbun Dahan, I was really amazed 
because I was very interested in social and political art at the time. 
When he eventually left his previous gallery and joined Richard Koh, he 
progressed. He’s one of a few artists who I’ve earmarked to collect, in a 
way. I have something from almost every series he’s produced.

Going back, I think I’ve always existed as an artist within the gallery 
ecosystem and that’s because I really respect it. A lot of my art heroes 
have all participated in this system, so I believe that there’s a reason 
why it exists. When I make art, I feel as though it is contributing to a 
long history. I remember after graduation, some artists wanted to be 
independent, some went on to teach, but I immediately wanted to seek 
out gallery representation. I was extremely lucky to get picked up by 
one just after finishing art school, which opened up my eyes to the art 
world and to be able to participate in the conversation.

In Singapore, after being picked up by a gallery, I had already heard of 
Dr Steve. There was buzz going around of this collector who particularly 
looked at contemporary Southeast Asian art. I think Steve can be 
regarded as the “original SEA collector”, because he collects across the 
board, not only locally but regionally as well. People would always ask 
me, “Did Dr Steve Wong come to your show? Did Dr Steve Wong look at 
your work?” Without having to meet him, I already knew he existed and 
as a young artist, the first thing I wanted was the opportunity to get this 
collector to look at my work and see what he thought about them.

SW:

SW:

SW:

LL:

LL:

JL:

JL:

JL:

JL:

What a celebrity! An artist’s practice is always moulded by 
external events and factors, depending on what inspires them. Was 
producing your works with collectors in mind helpful to your artistic 
development?

Realistically, I think both our environment and collectors each have 
their roles to play in artmaking. I know that at the end of the day, if 
I were to make a painting, I would like it to be hung on a wall. I feel 
that art needs an audience, and that the experience is about the 
communication.

I feel that in Malaysia, dedicated collectors visit their preferred 
galleries and that may incidentally sway an artist into the commercial 
side of operations. Do you think only exhibiting in galleries can be 
limited to collectors and buyers?

I think that’s more of a reflection of society and not as much as the 
art on show. Western societies have a culture of looking at art, so it’s 
more common for the general public to visit galleries and museums. 
However, in Malaysia, the general public don’t visit galleries and so the 
perception is that perhaps this type of art is only made for the gallery 
context i.e. collectors and buyers. I don’t see anything wrong with 
making art for a gallery context as it happens all around the globe but I 
think that it’s important, especially for a country with such a young art 
history, to have a support system in place. I know a lot of established 
artists here who would make art in their studio and try to sell their 
works directly to buyers. But I wonder what the bigger picture is when 
operating like that? At the end of the day, we can’t do everything 
ourselves and we all need support. If you are cutting out the gallery, 
which is the way a lot of artists function, who do you go to for support 
when you need help to promote your work? Galleries too have a role to 
play in developing and promoting an artist’s career.

As an artist, I feel that my work is in the studio and the gallery is there 
as a support system to compliment my practice.

Do you collect these artists Dr Steve? And what are your views on 
artists who represent themselves?

There are a few young artists who are good but can’t find a gallery 
to represent them. So, when I see their art at graduation shows, I do 
buy them. But over the last few years, some of the senior artists who 
have become popular, have given up on the gallery system. Maybe for 
financial reasons because they think that they can sell and get 100 % 
of the earnings, instead of just 50%. They now sell their works online 
or to collectors directly, or maybe they’ll do a pop-up show, but I’m not 
quite happy with this because I think in the long run they won’t go far 
because they will still be limited to KL.

SW:

LL:

LL:

LL:

JL:

JL:
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Top:
Installation shot of Manimal 
Hide #1 (2013) and Manimal 
Hide #2 (2013) from the 
series Arcane Fantasies for 
the Flesh and the Sublime at 
Dr Steve Wong’s office.

Bottom Left:
Installation shot of 
Bouquet (2018) from the 
series Faux Paradise at Dr 
Steve Wong’s office.

Bottom Right:
The Revolution Will Not 
Be Televised (2009) in Dr 
Steve Wong’s artwork 
storage.

How long have you two known each other?

From 2006 to now, since his graduation.

And you follow each other when it comes to Justin’s practice and your 
collection?

Well, he comes and “kaypoh chee” what I’ve been hanging. 

Does your collection have a direction? You mentioned that you just 
buy what you like.

It’s still the same.

Well, actually you do have direction if you break it down into categories.  

What has happened in my collection over the last ten years is that I’ve 
moved a lot into abstract works and at the moment, Justin is one of the 
figurative artists that I’m still buying.

Why is that?

Times have changed in the local context and a lot of young artists that 
are coming up in Malaysia, unlike his time, are doing abstract works. I 
would say that there are more than 50% of graduates that are abstract 
painters. Prior to the 1990s, abstraction was very strong in Malaysia, but 
a few artists changed the whole scene, and the cycle keeps evolving.

I think this happens with my works as well. I definitely try not to paint 
myself to a corner or be pigeonholed as a figurative artist. My last show, 
Planet Shangri-La at RKFA last year, was mostly of surreal underwater 
scenes. I only use figuration if it suits the context of what I’m trying to 
convey.

He’s very versatile. He had a breakout eight years ago when he painted 
purely abstract monotone crosses.

Commercially a disaster! Having said that, the first show I had with RKFA 
was Arcane Fantasies for the Flesh and the Sublime in 2013. I remember 
that it was well received, and the easiest thing would have been for me 
to continue that series, but instead I followed up with a whole bunch of 
black monochromatic paintings. For that I am grateful to have a  gallery 
who believes in the direction of my work and not try to influence what I 
want to make just because something had worked commercially before.

There were still figures and objects in the black paintings, but the 
palette, medium and aesthetic totally changed. Instead of colourful 
collage and flower motifs, my paintings became really dark. Some with 
steel razor blades stuck onto the canvas. It was just what I was feeling 
at the time and what I wanted to make.

Those did pretty well, didn’t they? 

I really enjoyed making the works but commercially speaking, not as 
well as the series before.

SW:

SW:

SW:

SW:

SW:

SW:

SW:

LL:

LL:

LL:

LL:

JL:

JL:

JL:

JL:
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Paradise Supernova #2 (2017) from the series 
Honey Trap Arcadia in Dr Steve Wong’s place
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From there, you went onto do the crosses? 

Yes, the crosses came after the monochromatic, Modern Absurdity and 
the Superficial Abyss show in 2015.

So, you went from a dark to darkest place and now back to colour.

Yes, at the end of the day, colour is a very important element of my 
work.

There are a few artists that I collect whose progression I try to follow. 
Justin is one I have followed from the beginning, I’ve bought a piece 
from virtually every show of his, whether I think it’s a great piece or 
not, (laughs) but I try to get the best of what is shown. So, in a way, I 
am a documenter of his works and it could be because we’ve been in 
constant communication. The MCO has separated us but otherwise, we 
would be having lunch every week. Our relationship has gone beyond 
just me collecting his work but has become more of a friendship. I have 
the whole spectrum of his works, more or less! 

Does Justin know what pieces Dr Steve owns of his?

Yes, he knows where all of his art goes.

I try to archive everything, including my whole process. It’s important 
for artists to do so.

Let’s put it this way, so far, I’ve not been disappointed. Whatever 
changes he’s gone through, I follow and still enjoy what he has been 
doing. It’s great that he hasn’t stuck to a certain subject matter that sells 
well, because many artists do this and continue with a never-changing 
aesthetic. 

Again for better or worse for me, haha. 

Do you learn about Dr Steve through the works he buys?

I see Steve and his eccentricity in wanting to seek beauty. He seeks for 
something that’s a bit “off”, art that isn’t ordinarily “beautiful.” 

I buy what I like!

Which represents his personal nature, and because he’s a plastic 
surgeon. I think Steve has a sensibility of a sculptor. He judges art 
within the context of art and that’s also how I think art should be 
critiqued. It should be appreciated within the scope of “art.” 

Often times, curators come in as third parties and frame an artist’s 
works to vocalise what an artist may not be able to vocalise. From a 
third person’s perspective, what have you learned of Dr Steve from the 
works that he’s bought of yours?

I think it’s interesting when Steve says, “I buy what I like”, because 
you can actually break down what he likes into many facets. Like in 

SW:

SW:

SW:

SW:

SW:

LL:

LL:

LL:

LL:

JL:

JL:

JL:

JL:

JL:

JL:

JL:

Pantomime (2015) hang at Dr Steve 
Wong’s  place’s staircase area.
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his entire collection, which consists of categories like politics, colours, 
abstraction and figuration. 

What about the most recent works of Justin’s that Steve has bought?

I booked one from his forthcoming shows- which is a privilege of being 
a crazy collector, because once you establish a relationship with a 
gallery. They give you the privilege of viewing works before they’re out.   

Which piece did you book?

I chose the one with Natee Utarit, one of my favourite Thai artists, 
looking at a painting. I think you (JL) were working in his studio in 
Bangkok at that time. Justin’s works for Sanctuary are very colourful, 
with a very Hockney-esque palette, maybe with a bit of influence from 
Alex Katz or Eric Fischl. 

I like Hockney and the fact that he speaks of himself as a picture 
maker. I enjoyed Hockney’s “Secret Knowledge: Rediscovering the 
lost techniques of the Old Masters”, where he talks about the camera 
lucida and its use in the Renaissance from the 1400s and how it 
changed painting thereafter. Prior, paintings were two-dimensional, flat 
depictions and placed in churches. Then suddenly, everyone could paint 
and draw realistically and so, Hockney was researching the theory that 
artists back then already had camera lucida to project images to help 
them create pictures.

With the works in my upcoming show, it really just started out as 
making art for this period of time during the pandemic. Painting friends 
and acquaintances that I saw during that time, views from my studio 
and places I could visit interlaced with imaginary parts. Everyday reality 
intersected with the imagined. It’s very simple.

The older I get, the more I find myself accepting that fact that I too love 
making pictures.

You have nods to Édouard Vuillard, David Hockney and other masters 
and popular artists. There is a romanticism about your work also that 
looks inspired by them, and perhaps captures a melancholic sentiment 
of days that have become fleeting. I imagine you spent time diving into 
and speculating his exploration of the flatness of spaces, perspective 
and even time.

When I was composing the scenes in my recent paintings, I inserted a 
lot of components in the image that weren’t there. I do whatever works, 
I don’t have a set formula.

SW:

SW:

LL:

LL:

LL:

JL:

JL:

Justin Lim, Museum of Modern 
Absurdity, 2013, Acrylic on canvas, 
220 x 275 cm. Image courtesy of RKFA
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Installation view. Planet Shangri La,
11 - 26 Oct 2019, Richard Koh Fine Art, Jalan 
Maarof, Kuala Lumpur. Image courtesy of RKFA
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You should be evolving and experimenting with limitations.

Definitely. I was very cautious in 2008, during Rimbun Dahan when I 
was doing very political ‘hantu’ paintings. I was using Malaysian ghosts 
to relate to unresolved political situations in Malaysia. I was aware that 
I didn’t want to be labelled as a “political commentator” or for all my 
works to just be about that. All of my pictures, whether I am influenced 
by politics, is political. The picture itself doesn’t literally have to be 
about the issue at hand because it will never evolve if you choose to be 
an artist just about one thing.

Right, because you’re always reacting. Your next show is in Singapore, 
what have you found to be the biggest differences in your audience in 
Singapore and KL?

Because of prevalent institutional support in Singapore (via public 
funding, arts programming, art related initiatives) placing an importance 
in the arts, Singaporeans in general encounter more art in their daily 
lives compared to KL. For example, MRT stations and public parks 
draw special attention to their art on display. Site-specific works in 
public spaces are a part of everyday life in Singapore. There are also 
more public galleries and art spaces to visit. Take Gillman Barracks for 
example, one can spend the day there just visiting the galleries much 
akin to the 798 Art district in Beijing. The art schools, Lasalle College of 
the Arts, Nanyang Academy of Fine Arts and School of the Arts (SOTA) all 
have galleries and exhibitions that are all open to the public, all within 
close proximity to one another. Then there is the National Gallery and 
Singapore Art Museum. In general, the Singaporean public is more 
exposed to art whereas KL has a more local psyche when it comes to 
the relationship between art and audience.

And do you have any realisations of showing outside of Malaysia?

Showing outside of Malaysia has allowed me to observe how diverse 
art audiences are and the importance art plays in communities. 
The exposure of showing abroad also makes me think about how 
to move forward with my own art. At the end of the day, it is about 
communication and how we connect with an audience.

Lastly, how do you hope the art scene here will develop in Malaysia?

Stakeholders need to see the bigger picture of the importance of arts 
and culture and I hope that institutions offer more opportunities to new 
up-and-coming talent. 

LL:

LL:

LL:

LL:

JL:

JL:

JL:

JL:

Installation view. In Our 
Own Frame: 15th Year 
Celebration, 3 - 19 Dec 
2020, Richard Koh Fine Art, 
Jalan Telawi, Kuala Lumpur. 
Image courtesy of RKFA
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Top:
Justin Lim, In Our Own 
Frame, 2020, Acrylic on 
canvas, 123 x 153 cm. 
Image courtesy of RKFA

Bottom:
Justin Lim, There comes a point in every person’s 
life when they realise that there are no superheroes 
coming to save them, 2020, Acrylic on canvas,
123 x 153 cm. Image courtesy of RKFA

243242



Introduction
In Sanctuary, Lim presents dreamlike 
spaces juxtaposed with the everyday life 
in disjointed, constructed and at times 
artificial environments. This series places 
the human figure, painted from Lim’s 
personal photographs of friends and 
acquaintances, in a field of tension between 
imaginary landscapes, architecture and 
collage-esque ‘glitches’. Reflecting on 
interpretations of Utopia and the trappings 
of contemporary society, paintings in 
Sanctuary were created as a response to 
being trapped in the pandemic.

Viewers are presented with elements of 
everyday life and traditional landscape, 
creating new narratives that reflect 
contemporary reality. Simplistically depicted 
lone figures, gatherings of people, and 
spaces are all reconstructed in a cut and 
paste method of composition, to create 
stories that mirror these uncertain and 
chaotic times. Views from windows create 
paintings within paintings, reflecting the 
sombre mood of the modern post-truth 
world, and the use of various colours 
contrast the mediated and the highly 
saturated world we live in. The various 
scenes feature sections of imagined 
landscapes in monochromatic colours, 
to portray scenery that is not limited to 
preconceived notions of what is seen as 
reality - seeing is not believing, and what we 
see is not necessarily the truth.

Top:
Installation view. Sanctuary, 
26 Feb - 20 Mar 2021, 
Richard Koh Fine Art, 
Gillman Barracks, Singapore. 
Image courtesy of RKFA

Artist Statement
As we find ourselves trapped in these uncertain 
times during the pandemic, I find myself 
questioning the images and themes set upon and 
investigated in my previous works. Reflecting on 
interpretations of Utopia and the trappings of 
contemporary society has led me to create this 
new body of works entitled Sanctuary. In these 
paintings, dreamlike spaces are juxtaposed with 
the everyday life in disjointed, constructed and at 
times artificial environments.

Most of my works in this series places the human 
figure, painted from personal candid photographs 
of friends and acquaintances, in a field of tension 
between imaginary landscapes, architecture and 
collage-esque ‘glitches’. Composing the paintings 
using elements of everyday life and traditional 
landscape, I wanted to create new narratives that 
reflect contemporary reality.

Simplistically depicted lone figures, gatherings 
of people and interior + exterior spaces are all 
reconstructed in a cut and paste method of 
composition to create stories that mirror these 
uncertain and chaotic times. Views from windows 
create paintings within paintings, reflecting on 
the sombre mood of the post-truth modern 

world and the use of various colours to contrast 
the mediated and highly saturated world we 
live in. The various scenes feature sections of 
imagined landscapes in monochromatic colours 
as I wanted to portray scenery that is not limited 
to preconceived notions of what we might see as 
reality. In other words, seeing is not believing and 
what we see is not necessarily the truth today.

My intention with this body of works is to create 
narratives that also act as an homage to genre 
painting documenting my perception of everyday 
life today and our relationship towards nature 
in our own living environments. Simply put, they 
are just meant to be a mirror to the chaos of the 
present day.

I was fortunate enough to be in my studio 
during the Covid-19 lockdown and able to work 
throughout the ‘Movement Control Order’ as it 
was known in Malaysia. My hope for these works 
is to portray the sentiments of an extremely 
uncertain world. One where loneliness allows 
space for introspection and observation whilst 
the other presents the equilibrium, where not 
everyone has the privilege of that space of shelter.

Bottom:
Justin Lim, Helter 
Shelter, 2020, Acrylic 
on canvas, 153 
x 123 cm. Image 
courtesy of RKFA
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Top Left:
Justin Lim, As long 
as there is still a 
place to dream 
#1, 2020, Acrylic 
on canvas, 106.7 
x 91.4 cm. Image 
courtesy of RKFA

Top Right:
Justin Lim, As long 
as there is still a 
place to dream 
#2, 2020, Acrylic 
on canvas, 106.7 
x 91.4 cm. Image 
courtesy of RKFA

Bottom Left:
Justin Lim, The side of you 
they will never see is when 
you are left alone with the 
memories, 2020, Acrylic 
on canvas & wooden 
frame, 66 x 81.3 cm. 
Image courtesy of RKFA

Bottom Right:
Justin Lim, 
Sanctuary, 2020, 
Acrylic on canvas 
& wooden frame, 
66 x 81.3 cm. 
Image courtesy 
of RKFA

Top Left:
Justin Lim, Safe 
from harm, 2020, 
Acrylic on canvas 
& wooden frame, 
81.3 x  66 cm. 
Image courtesy 
of RKFA

Bottom:
Justin Lim, When 
will I see you again, 
2020, Acrylic on 
canvas & wooden 
frame, 81.3 x  
66 cm. Image 
courtesy of RKFA

Top Right:
Justin Lim, Quiet 
Euphoria, 2020, 
Acrylic on canvas 
& wooden frame, 
81.3 x  66 cm. 
Image courtesy 
of RKFA
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Right:
Justin Lim, Yesterday was 
too soon, 2020, Acrylic on 
canvas, 91.4 x 106.7 cm. 
Image courtesy of RKFA

Left:
Justin Lim, Tomorrow will 
be too late, 2020, Acrylic 
on canvas, 91.4 x 106.7 cm. 
Image courtesy of RKFA
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Installation shot of We Are Here, by Faris 
Nakamura, 2021, wall Installation (A 
Facebook Open Arts Commission, Facebook 
APAC HQ, Marina One, Singapore), dimensions 
Variable. Photo courtesy of Facebook Open 
Arts & Matin Latif

Faris Nakamura

Facebook 
Commissioned
Work
September 2020 - February 2021
Facebook APAQ HQ, Marina One, Singapore
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Installation shot of We Are Here, by Faris 
Nakamura, 2021, wall Installation (A 
Facebook Open Arts Commission, Facebook 
APAC HQ, Marina One, Singapore), dimensions 
Variable. Photo courtesy of Facebook Open 
Arts & Matin Latif
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Conditional Movement Control Order
Recovery Movement Control Order

5 - 31 March 2021

MALAYSIA

Restrictions Easing Plan: Phase 5
1 July 2020 - 31 March 2021
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In Land of a Thousand Guilts, Koyok 
responses to a dire situation faced 
by Malaysia’s indigenous people; the 
Orang Asal - a community which he 
belongs to. In this exhibition, the artist 
draws upon personal experiences of 
trauma in his youth, in which his own 
village faced when an unscrupulous 
land developer encroached the jungle 
surrounding his home village. The 
works are an extension of Koyok’s 
advocacy and social activism against 
rampant deforestation due to the 
recent degazettement of forest reserve 
plan by the Malaysian government. 
Through his works, viewers are 
presented with a contemporary view of 
the struggles of the indigenous people 
with the aim of contributing a deeper 
understanding of the complexity of 
Malaysia’s multiculturalism and its 
entanglement with modernization. The 
works come together as a reminder 
of the negative effect modernity has 
brought upon humanity and the 
exploitation of the natural world. 
Will technological development help 
alleviate the conflict between economic 
development and environmental 
quality? Land of a Thousand Guilts 
serves as a social consciousness.

Land of a Thousand Guilts
by Shaq Koyok

Top:
Shaq Koyok, Black, 2021, 
Acrylic on canvas, 191 x 74 
cm. Image courtesy of RKFA 
and artist
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Top:
Shaq Koyok, Sacred Sea 
Dance, 2020, Acrylic on 
pandanus mat, 113.5 x 
205 cm. Image courtesy 
of RKFA and artist

In a rapidly modernising Malaysian state, 
I’m always trying to capture the tension 
and pressure faced by my people, whose 
lives interact with and respect the natural 
environment. My work emphasizes the 
inequalities that exist between modern 
consumerism and traditional sustainable ways 
of life. My art is a reflection of my people and 
the rain forest in which I grew up, and the 
importance of nature to the Orang Asal. I try to 
capture a contemporary view of the struggle 
faced by Malaysia’s indigenous people and I 
aim is to contribute to a deeper understanding 
of multiracial Malaysia. During this Covid-19 
pandemic, I have been busy working with 
fellow activists to save the forest near my 
village from deforestation. The experienced 
of dealing with the issue that very close to me 
was quite tiring for me mentally and physically. 
It is very hard to protect the jungle near my 
village from government degazettement of 
forest reserve plan. This led me to think how I 
produced artwork for this solo exhibition. The 
artwork that responds to these experienced. 
The title Land of a Thousand Guilts talk about 
the exploitation of indigenous people by certain 
people in order to gain more money.

Artist Statement

Bottom:
Shaq Koyok, The 
Nightmare of Moyan 
Bajos, 2021, Acrylic 
on canvas, 88 x 150 
cm. Image courtesy of 
RKFA and artist

This masked dancer is 
a Mah Meri sacred sea 
dance called Puja Pantai. 
The Puja Pantai is an 
annual ritual practiced 
by Mah Meri people of 
Selangor to appease the 
guardian of the sea. This 
is one of the masked 
dancer you can see 
when you attend this 
Puja Pantai ritual.

Right:
Shaq Koyok, Cold 
Stare, 2020, Acrylic on 
pandanus mat, 104 x 62 
cm. Image courtesy of 
RKFA and artist

Top Left:
Shaq Koyok, New 
Hope, 2020, Acrylic on 
pandanus mat, 66 x 91 
cm. Image courtesy of 
RKFA and artist

Bottom Left:
Shaq Koyok, Uncertainty, 
2020, Acrylic on 
pandanus mat, 98 x 180 
cm. Image courtesy of 
RKFA and artist

Top:
Installation view. Land of 
a Thousand Guilts, 5 - 20 
Mar 2021, Richard Koh 
Fine Art, Kuala Lumpur, 
Malaysia. Image courtesy 
of RKFA and artist
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Left:
Shaq Koyok, Tupat Lepas 
Jantan, 2021, Acrylic on 
bamboo winnowing basket, 
55 cm diameter. Image 
courtesy of RKFA and artist

Right:
Shaq Koyok, Tupat Lepas 
Tinak, 2021, Acrylic on 
bamboo winnowing basket, 
55 cm diameter. Image 
courtesy of RKFA and artist

“Tupat Lepas” weaving are significant in Temuan and Mah Meri people 
during cleansing ceremonies. These two weavings represent the shield 
to protect from the bad spirits. Usually performing a day before Hari 
Muyang or after the funeral ceremonies means to get rid of the bad 
spirits. The weaving must be released after you showered with herbal 
contained water. In this piece I like to say that this is probably the way 
to get rid of our guilts. The question is, do we still want to continue life 
without acknowledging our guilts?
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Top:
Shaq Koyok, Batek with Pipe, 
2020, Acrylic on pandanus 
mat, 152 x 92 cm. Image 
courtesy of RKFA and artist

This is a portrait of Batek lady. Batek people 
are semi nomadic indigenous people who live 
in the remote area of Pahang, Terengganu 
and Kelantan states. In 2019, I managed to 
donate my paintings to raise fund for the 
Batek people of Kelantan. This picture was 
taken by Siti Kasim when she went there to 
deliver the foods at Gua Musang, Kelantan. 
Now, Batek people have lost their traditional 
territories to practice their nomadic culture 
due to the massive logging activities. The 
forest is their livelihood, I hope I can share 
the story of the Batek people through my 
artwork.

Bottom:
Shaq Koyok, Muted Colours, 
2021, Acrylic on pandanus 
mat, 60 x 103 cm. Image 
courtesy of RKFA and artist

Middle Right:
Shaq Koyok, We also Have 
Voice, 2021, Acrylic on 
canvas, 101 x 74 cm. Image 
courtesy of RKFA and artist

Top Left:
Shaq Koyok, Mor of Bukit 
Lanjan, 2021, Acrylic on 
canvas, 92 x 60 cm. Image 
courtesy of RKFA and artist

Top Right:
Shaq Koyok, Hardy of Busut 
Baru, 2021, Acrylic on 
canvas, 92 x 60 cm. Image 
courtesy of RKFA and artist

Middle Left:
Shaq Koyok, Temiar Lady I, 
2021, Acrylic on canvas, 90 
x 90 cm. Image courtesy of 
RKFA and artist

Middle Right:
Shaq Koyok, Temiar Lady II, 
2021, Acrylic on canvas, 80 
x 80 cm. Image courtesy of 
RKFA and artist

I got to learn about 
“mendraq” from my art 
workshop last year trip 
with Rimau NGO to Jahai 
community at Royal Belum, 
Perak. Mendraq actually 
means our people in the 
Jahai language. In this 
portrait painting of Jahai 
boy, I try to talk about the 
Mendraq, a group of Jahai 
lead Wildlife Patrol in Royal 
Belum. They are known 
as experts in tracking the 
illegal poachers that try to 
catch our Malayan Tiger 
and Malayan Sunbear to 
be sold in black market.

Bottom:
Shaq Koyok, Mendraq, 2021, 
Acrylic on canvas, 137.5 x 
122 cm. Image courtesy of 
RKFA and artist
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WONDERLAND
A Virtual Walkthrough Exhibtion

featuring Hings Lim

6 March - 14 May 2021

EPOCH Gallery

Situated in a liminal place, the seemingly prehistoric megalith of tofu 
enfolds the unfathomable past and the elusive future. In thinking of the 

origin of tofu and the history of migration, Hings Lim’s Tofu Megalith 
generates a monumental third space to contemplate the mutability of 

things and subvert the centricity of self. This project is an expansion of 
his performance piece Tauhu (2020) that recounts his distant childhood 
memory growing up at a tofu factory owned by his relatives in Malaysia

Above:
Hings Lim, Tofu Megalith, 
2021, 3D models, 
photogrammetry, virtual 
installation, dimensions 
variable.. Image courtesy of 
RKFA and the artist
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Top:
Installation View, In The 
Dream I Look Out To See 
Only The Stars, 11-31 Mar 
2021, Richard Koh Projects, 
Bangkok, Thailand. Image 
courtesy of RKFA

267266



Opposite:
Rungruang Sittirerk, 
Fog in The Urban, 2021, 
Charcoal on drawing paper, 
Dimensions variable (Set of 
20 pieces). Image courtesy 
of RKFA and artist

For me, moving from place to place during childhood draws up me interests in creating the art 
about how people move and migrate. My works focus on modern capitalism and globalization. 
I connect issues through the stories of displaced people in the urban areas and through 
exploration of content relevant to people of the working class. Most of my art works come from 
the context of whether songs, tales, movies, stories of people in the provinces mixed in with 
personal experiences, caused by both of my father and mother who become laborers in the city 
(Thai’s labor year1997)

“We are all from somewhere, we always bring that place along (place of hope). Everywhere you 
go and it never fades from our heart entirely.” (Star trek Discovery Series) From this phrase, one 
can understand the social structure of the developing city through the movement of the people 
and labor. It was pointed out through the situation of the “dream and the happiness” (suffering) 
of those people, including the audience, brought it from somewhere (home) to face in this 
contemporary world, regardless of the places where they live: city or countryside. “How lives will 
become?” - this is the essential message that I want to convey, in which we are all of the parts, 
willingly in creating it or not. There are many ways to find a solution for life, even if it is almost 
invisible. Jump into it like crazy and find a way to continue even if it is a temporary solution or just 
a hole that is so tiny that it cannot see the exit light. But it might be the very best solution there, 
that makes many people including myself, can still live on.

Rungruang Sittirerk,
February 2021

Artist Statement

Top:
Rungruang Sittirerk, 
Exhibition Sketch, 2021, 
Acrylic on canvas on 
drawing paper, 60 x 50 
cm. Image courtesy of 
RKFA and artist

Bottom:
Rungruang Sittirerk, The 
Metamorphosis Chapter 
2, 2020, Steel and 
terracotta, 97 x 97 x 97 
cm. Image courtesy of 
RKFA and artist

ในความฝัน……ฉันมองออก
ไปเห็นเพียงแส ของดวงดาว

สําหรับผม การเดินทางโยกย้ายที่อยู่บ่อยครั้งในวัยเด็กจนโต
ด้วยเงื่อนไขทางครอบครัว ทําให้ผมมี ความสนใจในประเด็น
ที่เกี่ยวข้องกับการเดินทางโยกย้ายถิ่นฐานของผู้คนจากชนบท
มาสู่เมือง ผมเชื่อมโยง ประเด็นของการพลัดถิ่นที่ทับซ้อนใน
พื้นที่เมือง(หลวง) ผ่านการสํารวจเนื้อหาที่เกี่ยวข้องกับผู้คนใน
ระดับ ชนชั้นแรงงานไปจนถึงชนชั้นกลางที่ผลัดถิ่นอยู่ในเมือง
เป็นหัวใจหลักของการสร้างสรรค์ ผลงานมุ่งสํารวจ ไปถึงบริบท
แวดล้อมไม่ว่าจะเป็นบทเพลง เรื่องเล่า นิทานสอนใจ และ
ภาพยนตร์ ผสมรวมเข้ากับ ประสบการณ์ความทรงจําส่วนตัว
ของผมที่มีพื้นเพเดิมมาจากต่างจังหวัด ที่เกิดจากพ่อและแม่
เข้ามาขาย แรงงานในเมือง (แรงงานยุค 2540)

“เราทุกคนล้วนมาจากที่ใดที่หนึ่ง เรานําสถานที่แห่งนั้นไปด้วย
เสมอ (สถานที่แห่งความหวัง) ไม่ว่าจะไปที่ไหน และมันไม่เคย
เลือนจากใจเราได้อย่างสิ้นเชิง” (Star trek Discovery Series) 
จากวลีนี้จะ

เห็นว่า การทําความเข้าใจโครงสร้างทางสังคมในเรื่องของเมือง
ที่กําลังพัฒนา ผ่านการเคลื่อนย้ายของผู้คน และแรงงาน ถูก
ชี้ให้เห็นผ่านสถานการณ์ของ “ความ (ใฝ่) ฝัน และ ความสุข
 (ทุกข์)” ที่ผู้คนเหล่านั้น ผม รวมทั้งผู้ชมนํามันมาจากที่อื่น
 (บ้าน) ต้องเผชิญหน้า “อะไรคือชีวิตต่อจากนี้ไปของผู้คน
ในชนบทและใน เมืองที่ต้องเผชิญ” อาจคือสาระสําคัญที่ผม
ต้องการอธิบายต่อสถานการณ์นี้ ซึ่งเราต่างก็เป็นส่วนหนึ่งที่
ร่วม สร้างมันขึ้นมา ไม่ว่าจะเต็มใจหรือไม่ก็ตาม การหาทางออก
ให้กับชีวิตไม่ว่าจะเรื่องใดย่อมมีหลายทางออกแม้ มันจะแทบ
มองไม่เห็น การกระโจนใส่มันอย่างบ้าคลั่ง และหาทางไปต่อ ถึง
แม้ว่ามันจะเป็นทางออกชั่วคราว หรือเป็นเพียงรู ที่เล็กจนมอง
ไม่เห็นแสงทางออก แต่มันอาจเป็นทางออกหนึ่งที่ทําให้ใคร
หลายๆ คนรวม ทั้งตัวผมเองยังมีชีวิตอยู่ต่อไปได้นั้นเอง

รุ่งเรือง สิทธิฤกษ์

269268



Top Left:
Rungruang 
Sittirerk, Morning 
Time, 2021, Acrylic 
on canvas, 90 x 70 
cm. Image courtesy 
of RKFA and artist

Below:
Rungruang Sittirerk, Flower 
Field, 2020, Acrylic on 
canvas and paper mounted 
on steel frame, 50 x 125 
cm. Image courtesy of 
RKFA and artist

Top Right:
Rungruang 
Sittirerk, ORB, 
2021, Acrylic on 
canvas, 50 x 60 
cm. Image courtesy 
of RKFA and artist

Top:
Rungruang Sittirerk, Out of 
the Landscape, 2020, Acrylic 
on canvas mounted on steel 
frame, 60 x 70 cm. Image 
courtesy of RKFA and artist

Bottom:
Rungruang Sittirerk, The 
Panoramic Structure, 2021, 
Acrylic on canvas, 110 x 
200 cm. Image courtesy of 
RKFA and artist
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Conditional Movement Control Order
Recovery Movement Control Order

1 - 28 April 2021

MALAYSIA

Safe Nation: Phase 3
28 December 2020 - 7 May 2021

The Emergency Decree
1 April - 31 May 2021

SINGAPORE

BANGKOK

APRIL

2021

273272



Installation View, 
Unprecedented Order, 
1-17 Apr 2021, RKFA 
Kuala Lumpur, Malaysia. 
Image courtesy of RKFA
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Unprecedented Order
The ancient Chinese recognised that chaos and 
order are related and represented by the Yin and 
Yang principles. According to Chinese mythology, 
the dragon represents the principle of order, 
Yang, which emerges from chaos. This concept 
somehow tallied with the belief of the ancient 
Greeks in the 8th century B.C. which concurs that 
chaos precedes order. A Greek poet, Hesiod in his 
cosmological poem, Theogony, states that “First of 
all Chaos came to be”.  

Simply put, the concept conveys that life has 
always been chaotic in the first place and will 
always be. Chaos and complexity bring us to a 
new sensibility about the world around us. Some 
may still believe that science can straightforwardly 
conquer the unknown; and now that we have 
advanced technology, we think that we can easily 
dominate the natural world. Well, chaos really 
does tell us otherwise. Chaos shows us that nature 
is not a simple plan but is a very sophisticated 
system that will never simply bend to our will.

Reflecting on the current world situation, we 
certainly can say that the world now is chaotic. 
A lot of chaos has happened over the past few 
years which are not within our control, and it is 
up to us how we cope with our life right now – to 
impose order. Indeed, the greatest ordeal may be 
happening, but it is our series of responses that 

by Nazrul Hamzah

matter – to persistently balance this stochasticity 
with sensible actions. 

Retrospectively, Faizal Yunus’ practice mostly deals 
with the processes of mark-making or pattern-
replicating by using everyday objects. His body 
of work, enclosed within his understanding of 
his surroundings, is his personal response to the 
uncertainty in today’s world. With the application of 
the monoprinting method, he ensures that each of 
his works is distinct in its character, as this method 
of printing somewhat produces different results 
for each time even though the same gesture of 
handling the material is conducted. 

Pondering upon this unprecedented order of 
events, Faizal works at a certain level to express 
his procedure of responding towards obscurity. 
His mark-making process entails a random chance 
of form-structuring, which is demonstrated in his 
canvas-crumple painting technique. For instance, 
although his hands move in the same gesture 
while crumpling the canvas, the folds are never 
the same. This unprecedented form is what has 
intrigued Faizal to mark the impermanence of this 
chaos. He then deciphers the materialised image 
and improvises the visual by making changes as 
a response to the vagueness unveiled through 
the canvas or a sort of a recovery act from the 
uncertainty.

Top:
Faizal Yunus, Seem 
Like You All Know 
What I’m Talking 
About, 2020, Oil, 
metallic and lacquer 
on canvas, 240 x 
330 cm (4 panels). 
Image courtesy of 
RKFA and artist

Opposite Left:
Faizal Yunus, 
Let Tomorrow 
Be Your Friend, 
2020, Oil, metallic 
and lacquer on 
canvas, 125 x  
100 cm. Image 
courtesy of RKFA 
and artist

Opposite Middle:
Faizal Yunus, 
You Can Start 
Again, 2020, 
Oil, metallic 
and lacquer on 
canvas, 125 x  
100 cm. Image 
courtesy of RKFA 
and artist

Opposite Right:
Faizal Yunus, 
Now Yesterday 
is Gone, 2020, 
Oil, metallic 
and lacquer on 
canvas, 125 x  
100 cm. Image 
courtesy of 
RKFA and artist

Bottom Left:
Faizal Yunus, 
UOS1, 2021, 
Resin, fiberglass 
and automotive 
paint, 163 x 
107 x 42 cm. 
Image courtesy 
of RKFA and 
artist

Bottom Right:
Faizal Yunus, 
UOS2, 2021, 
Resin, fiberglass 
and automotive 
paint, 175 x 
101 x 58 cm. 
Image courtesy 
of RKFA and 
artist
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Naz (N): I know that we’ve just known each 
other from some opening events in several 
galleries, but I don’t really know about your 
art background. I’ve read the previous 
catalogues and found out that you have 
printmaking background. So, to a certain 
point, it makes a lot of sense how you’ve 
reached mastery in the way you’re working 
now. 

Faizal (F): Exactly. I majored in printmaking, 
and I obtained a degree in 2013.

N: So, how does that contribute to your 
way of working now, if you can walk us 
through that?

F: After I had graduated, I did not manage 
to do printmaking due to some factors 
during that time. So I worked in several 
places, and I had also worked at a gallery 
for some time back then. After that, I 
managed to do my very first solo exhibition 
in Richard Koh Fine Art gallery, entitled 
‘Matrix’ in 2016. I would say the works 
were a set of Monoprint series, but I didn’t 
really declare it as Monoprint – like officially 
declaring it, because I wanted it to be free 
from any taxonomy.

N: I see. I know it’s a process in 
printmaking, but I’m not that familiar with 
it.  I’ve heard that in this process, you can’t 
make copies of a work, right?

F: Yes. The printing process can only be 
made once. I would say you could create a 
unique work from Monoprint as you really 
can’t make copies compared to the other 
types of printmaking processes. 

N: Got it. What do you use in this process? I 
mean in your particular works.

F: Things that always intrigue me are 
found in objects, such as bubble wrap, 
cardboards, ropes, etc. Again, I tried not 
to treat the objects methodically using 
Monoprint, but I prefer processes that 

Excerpts from an interview between 
the writer and the artist

involve mark-making or pattern-replicating.

N: …which sounds to me are the crux of the 
majority of your works right, I mean, these 
processes? So, this brings me to another 
juncture of questions. I understand 
that your kind of work isn’t really about 
expressing the narrative, like how we would 
do in say, realism or surrealism or anything 
that plays with representation. However, 
in your latest works, the title of each work 
somehow suggests some narrative. 

F: Well, due to our recent circumstances, 
I cannot ignore reality; thus, I need to 
actually relate my works to how we 
experience our current everyday life. 
It started last year during the outset of 
this COVID-19 pandemic; for most of my 
paintings, I have titled them according 
to my experience during this pandemic. 
Apart from the title, to me, in terms of the 
form itself, the act of crumpling the canvas 
and marking it with spray paint somehow 
represents memories. As I stretch the 
canvas onto a stretcher, the mark stays and 
it looks as if the crumpled form remains 
although the canvas is now flattened. 
It’s something like scars, I guess. Scars 
continue to exist, making us think about 
certain memories that are hard to ignore or 
forget.

N: I see. That’s a really interesting way to 
interpret it.

F: However, I have tried to improvise. I 
tried not only to leave the memory as it 
is, but also to make changes to it to show 
my responses to these unprecedented, 
random memories. It’s like being in the 
present; the instant I crumple the canvas, 
I am acting on it by marking the crumple, 
and the moment the canvas is stretched, 
I respond to this memory by adding some 
changes. Well, it’s something like that. It’s 
like making amendments to the past, or 

should I say, making a recovery. 

N: The medium that you usually use 
also entails the sense of memory, no? 
Because you are using automotive paint – 
something which you are familiar with, as 
I understand that you had worked at a car 
workshop before?

F: Ah, yes, I worked in a car workshop for 
a period of time. I had used several media 
before, such as oil paint, spray paint, etc. 
Nevertheless, for these series, I used the 
airbrush technique one-hundred percent, 
which I found more comfortable to use. 
Yes, the medium is automotive paint. I 
used to work in a friend’s workshop, so I 
am familiar with this material. In fact, right 
now, I am doing my sculpture in a friend’s 
car workshop as it is not suitable to use the 
medium in a home environment. Therefore, 
I guess it’s another interesting experience 
to make up for my process of art-making.

N: How about your sculpture works? Do 
they get the same treatment as to how you 
did to your wall pieces?

F: About my sculpture works, they 
represent the same treatment as my wall 
pieces but the difference is in the form of 
3-dimensional. They’re a little bit different 
in terms of how the audience should view 
them as they have volume and mass, but 
the concept used is still the same. Instead 
of just marking the canvas with paint, the 
application of resin is added onto it and as 
it dries, the resin will permanently capture 
the crumpled form of the canvas. Still, 
the work is playing with the concept of 
capturing memories.

N: If you could give a one-sentence theme 
to your body of work, what could it possibly 
be?

F: I would say everyday mysteries.Top:
Faizal Yunus, Don’t Let 
it Get You Down, 2020, 
Oil, metallic and lacquer 
on canvas, 70 x 70 cm. 
Image courtesy of RKFA
and artist

Bottom:
Faizal Yunus, Black 
or White, 2020, Oil, 
metallic and lacquer on 
canvas, 115.5 x 115.5 
cm. Image courtesy of 
RKFA and artist
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Top:
Faizal Yunus, My Life 
is Going On, 2020, Oil, 
metallic and lacquer on 
canvas, 200 x 180 cm. 
Image courtesy of RKFA
and artist

Bottom
Faizal Yunus, Deep Deep 
Sleep, 2020, Oil, metallic 
and lacquer on canvas, 200 
x 180 cm. Image courtesy 
of RKFA
and artist

Top:
Faizal Yunus, Wake Me Up 
Inside, 2020, Oil, metallic 
and lacquer on canvas, 
125 x 200 cm (diptych). 
Image courtesy of RKFA
and artist

Bottom:
Faizal Yunus, Do it For 
Me, 2020, Oil, metallic 
and lacquer on canvas, 
109 x 106.5 cm. Image 
courtesy of RKFA and 
artist
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Artist Statement
Numerous of death tolls due to the global 
pandemic, protests and riots in parts of the United 
States, political and economic turmoil in our 
home country, massive floods in the east coast, 
then we also had online learning and remote 
work - describing 2020 in just a word or two was 
a daunting task. But somehow, Unprecedented 
Order felt like the perfect oxymoron to illuminate 
everything that had happened. ‘Order’ has a 
sequence, a pattern that we can depend on while 
‘unprecedented’ is disruptive and novel. The two 
words are so contrasting, however, the truth is, we 
are trying to find structure in this uncommon time.

When I was working on these pieces, I thought 
hard on how could I reflect the uncertainty of 
today’s world onto my canvas. Deciding to let 
the piece guide me, I crumpled my canvas to 
create valleys of unexpected shapes then started 
building up on there. In a sense, the wrinkle marks 
represent the up and downs in life. No matter 
how erratic the lines may look in the beginning, 
what I make of it is what makes the whole piece 
meaningful. No matter how challenging life may 
feel for us now, how we rise up from it is what 
makes life beautiful.

Back in my uni days, I used to work in a workshop 
to makes meet end. From there, I learnt how to 
work with the auto paint to elevate a vehicle’s look. 
Nonetheless, this is my first time integrating this 
technique into my artwork. Today, we see many 
people breaking out of their comfort zone to put 
food on their table and roofs over their heads. For 
those who got retrenched from their work, there 
is a necessity for them to reskill for survival. By 
choosing the airbrush, a non-conventional material 
for me, I am resolute to create something that is 
different than what I am accustomed to. My pieces 
are an ode to embracing change and keeping a 
positive outlook in life despite the challenges.

In this time of restricted movement, many of us are 
forced to work and learn remotely, even getting 
our information and entertainment only via online 
media. The thing with virtual media is, it often does 
not represent the real truth or sentiment. Through 
this exhibition, I aim to feature the difference 
between our physical and the virtual environments 
by the recurrently employing the 3D effect in my 
paintings. The effect of the paintings ensures a 
variety of visual interpretations depending on 
whether the audience is online or offline. When 
the paintings are viewed on the screen, the texture 
is emphasised. Notwithstanding, when viewed 
physically they appear flat, like a digital print or 
digital waves that we see in music videos. This 
somewhat mimics our lives right now. Often, we 
are intrigued by what is put on on the media 
despite knowing that they are enhanced and that 
they only represent a fragment of reality.

This time around, I am also taking a step further 
in my artistic journey by incorporating a sculpture 
piece to bring my paintings into life. The 3D effect 
does not just appear on the canvas but it is also 
literally translated into another medium made 
from resin, to further accentuate the contrast 
between the pieces despite them conveying the 
same idea. While the canvas was scrunched to 
create the wrinkle effect, the sculpture itself was 
moulded using resin that has high compression 
strength and corrosion resistance. Through the 
utilisation of resin, the luminosity and depth of 
colours of the sculpture are also highlighted. 
Interestingly, distinct from the canvas pieces, for 
this sculpture, the clarity and brilliance caught on 
screen is similar to what is seen in real life.

Unprecedented Order is my effort to shed light 
both the harshness and the beauty of life. 
Humans need structure and order but nature 
itself is unpredictable. How we rise above the 
circumstances that we cannot expect to come in 
our way is what makes human life so purposeful.

Top Left:
Faizal Yunus, UOS3, 2021, 
Resin, fiberglass and 
automotive paint, 50 x 34 
x 11 cm. Image courtesy of 
RKFA and artist

Top Middle:
Faizal Yunus, UOS4, 2021, 
Resin, fiberglass and 
automotive paint, 53 x 43 
x 12 cm. Image courtesy of 
RKFA and artist

Top Right:
Faizal Yunus, UOS5, 2021, 
Resin, fiberglass and 
automotive paint, 37 x 35 
x 12 cm. Image courtesy of 
RKFA and artist

Middle Left:
Faizal Yunus, UOS8, 2021, 
Resin, fiberglass and 
automotive paint, 33 x 30 
x 15 cm. Image courtesy of 
RKFA and artist

Middle:
Faizal Yunus, UOS9, 2021, 
Resin, fiberglass and 
automotive paint, 47 x 39 x 
12.5 cm. Image courtesy of 
RKFA and artist

Middle Right:
Faizal Yunus, UOS6, 2021, 
Resin, fiberglass and 
automotive paint, 47 x 40 
x 5 cm. Image courtesy of 
RKFA and artist

Bottom Left:
Faizal Yunus, UOS7, 2021, 
Resin, fiberglass and 
automotive paint, 46 x 44 
x 13 cm. Image courtesy of 
RKFA and artist

Bottom Middle:
Faizal Yunus, UOS10, 
2021, Resin, fiberglass and 
automotive paint, 48 x 36 
x 9 cm. Image courtesy of 
RKFA and artist

Bottom Right:
Faizal Yunus, UOS11, 
2021, Resin, fiberglass and 
automotive paint, 50 x 36 
x 10 cm. Image courtesy of 
RKFA and artist
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Installation View, It’s A Male 
Nude Show, 29 Apr - 22 May 
2021, Richard Koh Fine Art, 
Gillman Barracks, Singapore. 
Image courtesy of RKFA
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A brief un-briefing of the male nude: 
histories, two present instances, a qualifier

by Louis Ho

“... 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 example3. 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 
40s4.) 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 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 Morrisroe5.

Top Left:
Eiffel Chong, Boy #2, 2020, 
Inkjet on washi paper, 145 x 
104 cm, edition of 1/1. Image 
courtesy of RKFA and artist

Top Right:
James Seet, Conversation 
No.11, 2021, Ceramics, 56 x 
28 x 28 cm. Image courtesy of 
RKFA and artist

Middle Right:
James Seet, Conversation No.9, 
2021, Ceramics, 56 x 27 x 27 
cm. Image courtesy of RKFA 
and artist

Middle Left:
Eiffel Chong, Boy #6, 2020, 
Inkjet on washi paper, 145 x 
104 cm, edition of 1/1. Image 
courtesy of RKFA and artist

Bottom Left:
Eiffel Chong, Boy #7, 2020, 
Inkjet on washi paper, 145 x 
104 cm, edition of 1/1. Image 
courtesy of RKFA and artist

Bottom Right:
James Seet, Conversation No.7, 
2021, Ceramics, 52 x 27 x 27 
cm. Image courtesy of RKFA 
and artist
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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 object7.” 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 studies8, 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 

Top Left:
Eiffel Chong, Boy #9, 2020, 
Inkjet on washi paper, 145 x 
104 cm, edition of 1/1. Image 
courtesy of RKFA and artist

Top Right:
James Seet, Conversation 
No.10, 2021, Ceramics, 53 x 
37 x 26 cm. Image courtesy of 
RKFA and artist

Middle Right:
James Seet, Conversation No.3, 
2021, Ceramics, 52 x 26 x 
27 cm, edition of 1/1. Image 
courtesy of RKFA and artist

Middle Left:
Eiffel Chong, Boy #5, 2020, 
Inkjet on washi paper, 145 x 
104 cm. Image courtesy of 
RKFA and artist

Bottom Right:
James Seet, Conversation No.5, 
2021, Ceramics, 45 x 27 x 27 
cm. Image courtesy of RKFA 
and artist

Bottom Left:
Eiffel Chong, Boy #4, 2020, 
Inkjet on washi paper, 145 x 
104 cm, edition of 1/1. Image 
courtesy of RKFA and artist
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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 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 

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 nature9.”

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 1960s10. (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 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 traditions14. 
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 

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, 
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Top Left:
Eiffel Chong, Boy #10, 2021, 
Inkjet on washi paper, 145 x 
104 cm, edition of 1/1. Image 
courtesy of RKFA and artist

Top Right:
James Seet, Conversation No.8, 
2021, Ceramics, 50 x 28 x 28 
cm. Image courtesy of RKFA 
and artist

Middle Right:
James Seet, Conversation 
No.13, 2021, Ceramics, 37 x 33 
x 26.5 cm. Image courtesy of 
RKFA and artist

Middle Left:
Eiffel Chong, Boy #1, 2019, 
Inkjet on washi paper, 145 x 
104 cm, edition of 1/1. Image 
courtesy of RKFA and artist

Bottom Right:
James Seet, Conversation 
No.12, 2021, Ceramics, 59 x 
27 x 27 cm. Image courtesy of 
RKFA and artist

Bottom Left:
Eiffel Chong, Boy #8, Inkjet on 
washi paper, 145 x 104 cm, 
edition of 1/1. Image courtesy 
of RKFA and artist

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 

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.

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 clime29. 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 
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Above Right:
James Seet, Conversation 
No.6, 2021, Ceramics, 49 
x 26.5 x 26.5 cm. Image 
courtesy of RKFA and artist

Above Left:
Eiffel Chong, Boy #3, Inkjet 
on washi paper, 145 x 104 
cm, edition of 1/1. Image 
courtesy of RKFA and artist

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.

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 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 
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Past and Future
Artist Statement

I was in Form 1 when Vision 2020 was launched. I was also assigned to make a 
Vision 2020 mural in 1991 while in school. The arrow pointing upwards are among 
the symbols which I remember in process of making the mural. I started this 
project without any reference or research on Vision 2020. My resource of ideas 
comes from recalling selected memories from 1991 - 2021. During these years, I 
have lived in Peninsular Malaysia, Borneo, and United Kingdom. The expression 
reflects my emotion and state of mind. In my work I expressed a scenario which is 
incomplete and suspended, turning around, constantly at the same spot repeatedly.

Hasanul Isryaf Idris
April 2021, Penang, Malaysia

Curator’s Field 
Note

Hasanul will describe his work as cycles of 
building and destroying, Malaysia as a place 
of constant flux. He recalls the memories 
and emotions from his schooling days as his 
nation built visions, yet its people were 
in a state of limbo. He recalls the largest 
power plant in West Malaysia nearby his 
hometown, Manjung Power plant. Coal fired and 
sitting on man-made land, he described the 
absurdity of such infrastructural projects.

Rebecca Yeoh, 2021

Constructing WorldsConstructing Worlds
A Digital Show

Curated by Rebecca Yeoh

Featuring Hasanul Isyraf Idris
30 April - 30 May 2021

Left:
Hasanul Isyraf Idris, Mound 
of Trusts, 2021, animated 
GIF. Image courtesy of 
RKFA and artist

Above:
Hasanul Isyraf Idris, 
Self-Amputation, 2021, 
animated GIF. Image 
courtesy of RKFA and artist

Right:
Hasanul Isyraf Idris, Spore 
Flag, 2021, animated GIF. 
Image courtesy of RKFA 
and artist
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Movement Control Order
Conditional Movement Control Order

Recovery Movement Control Order
27 April - 20 May 2021

Movement Control Order 3.0
Whole country

1 - 28 June 2021

MALAYSIA

Safe Nation: Phase 3
28 December 2020 - 7 May 2021

Heightened Alert: Phase 2
16 May - 13 June 2021

The Emergency Decree
1 April - 31 May 2021

31 May - 14 June 2021

SINGAPORE

BANGKOK

MAY JUNE

2021 2021
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In the past year and a half, I have been 
labouring on a new body of work using 
textile (kain pelikat, felt, canvas, rice sacks 
and denim) and was fascinated by the 
versatility of the material and its potential 
to activate space. I have been painting 
and dyeing the pieces and connecting 
them via sewing techniques and would 
think of them as both paintings and 
sculptures. Process-wise, I would layer 
the fabrics, slit into them, make holes, 
and let them drape from a ceiling 
structure, working with the materials’ 
weight, density and gravity. Sewing also 
has become a method of connecting as 
well as drawing.

With regard to these works, I was 
thinking of them as pieces of 
architecture, like building a house. I 
have always been captivated by wooden 
homes in urban centres in Southeast 
Asia, in most cities you would be able 
to find them, at times sandwiched in 
between glitzy skyscrapers. They are to 
me urgently economical and appear 
handmade and haphazard, but there is 
always a kind of logic to their structure 
and how pieces seem to fit to one 
another harmoniously

- Haffendi Anuar,    
United Kingdom, April 2021

Site I, II & III

Haffendi Anuar
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Installation View, Site I, II 
and III by Haffendi Anuar, 
1 June - 30 September 
2021, JWD Art Space, 
Bangkok, Thailand. Image 
courtesy of JWD ART 
SPACE, Bangkok, Thailand.

Middle:
Haffendi Anuar, Site II, 
2021, Kain pelikat, canvas, 
fabric dye, acrylic, oil, 
thread, hemming tape, 
gutter tube and wood, 158 
x 66.5 x 16 cm

Left:
Haffendi Anuar, Site III, 
2021, Kain pelikat, canvas, 
fabric dye, acrylic, oil, 
thread, hemming tape, 
gutter tube and wood, 157 
x 63 x 16 cm

Right:
Haffendi Anuar, Site I, 
2021, Kain pelikat, canvas, 
fabric dye, acrylic, oil, 
thread, hemming tape, 
gutter tube and wood, 191 
x 76.4 x 16 cm
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Top:
Installation View, Every day, 
Every day I have the Blues, 
4 - 12 June 2021, Online 
Exhibition, Richard Koh Fine 
Art, Kuala Lumpur, Malaysia. 
Image courtesy of RKFA

Middle:
Installation View, Every day, 
Every day I have the Blues, 4 - 12 
June 2021, Physical Exhibition, 
Richard Koh Fine Art, Gillman 
Barracks, Singapore. Image 
courtesy of RKFA

Bottom:
Installation View, Every day, 
Every day I have the Blues, 
4 - 12 June 2021, Physical 
Exhibition, Richard Koh 
Projects, Bangkok, Thailand. 
Image courtesy of RKFA
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Back in 1999, I contributed an artist statement for 
one of my exhibition catalogues in which I raved 
about a newly purchased three-megapixel digital 
camera, and emphatically declared that the world 
of images would never be the same again.

Over the years, I continued my acquisition 
of cameras, so frequent, that I eventually lost 
count. There was a particular model of compact 
cameras nicknamed the ‘Simpleton’ because it 
was extremely easy to use. Using it did not require 
much skill. The ‘Simpleton’ that I own came with 
28-megapixel resolution and I was able to transfer 
data to my phone and laptop directly. Along with 
my purchase came a brochure that I received from 
the retail shop. To my surprise, there was a close-
up shot of a swimmer performing a backstroke 
maneuver and the details was absolutely 
astonishing. I could see, in great detail, the 
splashes on the swimmer’s face. I was astonished 
that the camera could capture something the 
human eyes could not detect. It spurred me to 
think about my own paintings, and furthermore, 
the traditions of painting. Consequentially, it 
postulated a fundamental question; What visual 
truth is there left for painting, if technology can 
portray the truth beyond imagination?

This query inevitably returned to me. It manifested 
in a small series of paintings of everyday life – in 
which began vis-à-vis the Bangkok landscape 
series and eventually the still-life and portrait 
painting series. The camera has long been 
regarded as an extension of true sight since the 
late 19th century and is considered a purveyor 
of ‘truth’ whereas, paintings represented the 

Visions and Formations

invisible state. Photography of today, on the other 
hand, goes beyond the ‘truth’. Facts are collected 
and processed in an attempt to create beautiful 
possibilities. Photography, is therefore, to create 
virtual images for the perfection of pictures.  

I have, in my possession, countless of such images 
in my smart phone and they range from people to 
places, and news from highly developed websites. 
I think people understand and admit that these 
images are anomalous because it reveals to them; 
what they would like to see, instead of what they 
really are. They create and capture perfect images, 
and usually it is much better than what our eyes 
REVEALS TO us. I believe that people generally 
tend to get more excited about the image of 
landscape seen on their phones, rather than the 
natural world. They pay more attention to the 
image in which results in passionate discussions. 
Over time, our memories of the particular 
landscape or scene will be intricately bound to the 
memory of the image seen via the smart phone. 
It unknowingly happens so often, more than we 
know. I find this phenomenon interesting because 
it is rather similar to painting’s comprehension of 
appearance and reality.

I have made this a point of discussion because 
I believe that we are living in an environment of 
formation. Hence, I was compelled to produce 
simple paintings - the kind that I genuinely saw 
and was moved by. I firmly believe that painting 
is a kind of formation, but I find solace in the fact 
that, I myself, dictate the conditions of formation 
on my own terms.

Everyday Life
and

the Art of Routine Paintings and Normality

I began this series in mid-March 2020. As widely 
known, this period was hit by waves of change, and 
one of them was the loss of freedom to travel and 
explore the world at large. This naturally reverted 
me back into a familiar state of hibernation.

Despite the massive change in the way we interact 
with each other, things in my studio nonetheless, 
remained the same and under my control. I seized 
the opportunity to slow things down for myself. 
For example, I simply sat around and reflected on 
things that I would not have bothered in normal 
times. I used this time to recollect myself and 
reviewed future plans from different vantage 
points. I believe that, when people find themselves 
in unfamiliar situations, they eventually yearn for 
normality. People only realize that their so-called 
boring everyday life is an important aspect of 
normality and we all fundamentally crave routine. 
The mundane things we took for granted, for 
example, meeting and talking to each other, 
becomes valued commodity. Normality and 
monotony are grossly underrated by people. They 
do not realize that is important to their physical 
and mental well-being. It is only when safety and 
peace is disrupted, are people cognizant of its 
value.

Studio work for me can be monotonous at times 
because I work every day, and each day is almost 
the same as the other; I wake up at 4.30 am and 
arrive at my studio at 7.00 am. I drive to studio 
in the same direction and reverse my car into 
the same parking lot each day. I enter the studio 
space and use the same tools. The only things that 
vary are my thoughts and imagination. Unlike my 
physical routine, they develop and change faster 
with each day. In the new normal, my regular 
studio work evolved into something special.

I dedicated my time each day to depict daily 
life which varies from ordinary life in studio, to 
everyday life in the neighborhood and memories 
from photos. At the start, I was rather unsure about 
what to depict. Not all events and circumstances 
can be turned into paintings. My early works are 
based on old photos from my smart phone in which 
they represent memories of my journey, and not 
merely a coincidence. When depicting daily life, 
I made the conscious effort to unravel the subtle, 
yet sophisticated, mystery of reality, beyond sight 
and sound. I believe it should at least communicate 
something beyond the circumstances in it. I once 
mentioned that painting is primarily about sight 
and the image. It is nothing further beyond that. 
Plainly speaking, it is seeing beyond the human 
eyes.

In this exhibition, I attempt to provide as much 
detail as possible - to describe the paintings in 
each group as best as I can. Because the paintings 
were executed within different circumstances, 
many of them portraying my personal point of 
view. However, if looked closely, there are hints of 
element from my previous series; from the portrait 
of SAMLEE,  to the Bangkok landscape series. 

The paintings in this 4th part series are to me, my 
views as it is aided plainly by my human and inner 
eye. They come alive via the simple visual process. 
As normality becomes invaluable, the simplicity in 
painting becomes in tandemly meaningful.  It is a 
simplicity that reflects serenity and peace in the 
hopes of regaining a sense of normality.

Natee Utarit

Bangkok, 10th March 2021
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I did not think that these two paintings would 
be the precursor into my latest painting series. 
During this period, I met an Indian boy and a 
Bangladeshi peanut vendor just around the 
same time. They caught my interest so I asked 
them for their permissions to take their photos. 
I find that Indian people I meet in Thailand are 
generally hospitable, cheerful, and friendly. 
I bought two bags of peanuts from him in 
exchange of taking his photos.

Many Indians and Bangladeshis flock to 
Bangkok to carve an honest living. These 
migrant workers usually live hand-to-mouth in 
communities around Bangkok. I am familiar with 
Indian hawkers selling various kinds of peanuts, 
roti, or bedding stuff like blankets, pillows, 
and mosquito nets from one alley to another. 
Their vending carts come and go passing my 
studio. I developed a special connection with 
one of these hawkers and considered having 
him as a model for my paintings. I did not 
know the name of this roti guy. I only knew 
that his roti with eggs was delicious. People 
in the neighborhood were quite familiar with 
him.  At one point, he vanished into thin air. 
On one afternoon, I saw him standing under 
the tree shades in front of my house, crying. I 
spoke to him and learned that his family back 
in India was in trouble and requested for him 
to send money. Unfortunately, he did not have 
enough money because he had just returned 
to Bangkok and had not run his business for a 
while. He was in despair and asked if he could 
borrow some money from me to send back to 
his family via his agent. I took pity on him and 
loaned him some money, hoping that this ‘quick 
fix’ might be able to help my fellow humans. He 
thanked me deeply and promised to return the 
money by his word and honor.

And that was last time I saw him. Because 
after that, he moved his business elsewhere. 
I never saw him or his roti vending cart in my 
neighborhood again. (LOL) 

An Indian Boy at Tesco Lotus
&

Peanuts Vendor

Below:
Natee Utarit, An Indian Boy 
at Tesco Lotus, 2019, oil 
on canvas, 72 x 62.6 cm 
(painting), 86 x 76.6 cm 
(framed). Image courtesy of 
RKFA and artist

Top:
Natee Utarit, Peanuts 
Vendor, 2019, oil on 
canvas, 80 x 69.8 cm 
(painting), 94 x 83.8 cm 
(framed). Image courtesy 
of RKFA and artist

Late last year, I was provided an opportunity to 
visit Morten Viskum’s studio in Norway on one 
evening. Morten is an artist with an amazing 
working method. He uses a severed hand from 
his collection as brush, letting it flow freely 
with his ideas while painting. That evening, he 
was kind enough to show me how it was done. 
What I saw was quite strange. Spirituality and 
the supernatural are common perspectives in 
the East, thus I felt like I was experiencing a 
familiar invocation, but with a Ouija board. The 
experience amazed me.

There was a cute dog tied to a table leg at 
the corner of his studio. The dog responded 
to my presence as a stranger in a curious and 
mischievous manner.  It snarled and stared at 
me as I drew closer to its space. I must admit 
that, at that point, my attention began to divert 
from the corpse brush to the dog. It was a 
curious situation as the dog often turned to 
look at an empty corner, wagging its tail and 
scratching the air as if it was interreacting with 
someone or something. Upon taking its picture, 
it daunted on me that the dog might have been 
reacting to something supernatural or perhaps 
the owner of the corpse hand brush? We will 
never know.

Norwegian Artist’s Dog

Natee Utarit, Norwegian 
Artist’s Dog, 2020, oil on 
canvas, 120 x 100 cm 
(painting), 134 x 114 cm 
(framed). Image courtesy 
of RKFA and artist
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DEM
&

Richard at Stelline

Top:
Natee Utarit, DEM, 2020, 
oil on canvas, 80.2 x 
50.3 cm (painting), 94.2 
x 64.3 cm (framed). 
Image courtesy of RKFA 
and artist

Bottom:
Natee Utarit, Richard 
at Stelline, 2020, oil on 
canvas, 60.2 x 50.2 cm 
(painting), 74.2 x 54.2 cm 
(framed). Image courtesy of 
RKFA and artist

I watched YouTube video clips about make-up 
and am convinced that make-up is one of the 
wonders of woman and beauty. When I was a 
young boy, I used to sit and watch my mom put 
on her make-up. I remembered she had a jar of 
fine, fragrant powder (which I liked very much 
and secretly tried it when she was not around) 
and a couple of orange-brown lipsticks. That 
was all she had. It seemed as though she wore 
no-makeup or at least used all-natural makeup 
with more colors and distinction. She always 
appeared in this all-natural makeup look no 
matter where she went – be it to parties or 
markets. In terms of artistic merit, my mum 
would have been regarded as a legendary 
minimalist. I do not believe that women of 
today could achieve their makeup goal with 
the same number of cosmetics my mum used 
to work with.

I was once acquainted with a makeup artist 
who showed me his impressive breath of 
cosmetics and accessories. The range was 
considerable and was not much different in 
terms of choice as the number of materials in 
my studio. I was fortunate that he provided me 
an insightful explanation about each beauty 
product that he uses – what it is, and, how 
and when to use it. Not to mentioned about 
colors and shades that needed to be applied 
in a special sequence. Initially, I did not fully 
understand his craft and underestimated the 
amount of makeup (and work) that needed to 
be applied to the human face which only has 
an area less than one square foot.  But after 
listening to a lengthy explanation, I came to 
the conclusion that the process is very much 
like painting. It seemed to me that a makeup 
artist job is to paint a picture of a human face, 
onto an actual human face. We can create 
any kind of face as long as the natural facial 
structure allows us. We can set the mood, the 
image, or even change the identity from one 
thing to another if a makeup artist has enough 
imagination and expertise. Come to think of it, 
makeup of today is actually painting.

11 July 2020

Top:
Natee Utarit, 11 July 2020, 
2020, oil on canvas, 60.2 
x 70.2 cm (painting), 74.2 
x 84.2 cm (framed). Image 
courtesy of RKFA and 
artist

Bottom:
Natee Utarit, 11 July 2020, 
2020, oil on canvas, 72.1 
x 62.6 cm (painting), 86.1 
x 76.6 cm (framed). Image 
courtesy of RKFA and 
artist

When I was in Milan, I met up with Demetrio 
almost on a daily basis. In my opinion, he is one of 
the most amazing painting historians I have ever 
known in my entire life. Almost nothing escapes 
him especially seminal paintings from the 13th to 
17th century period. Demetrio has undoubtedly 
seen a lot of paintings which makes him a gate 
keeper of ancient and contemporary painting 
knowledge. Do not be surprise if you find several 
of his books in your living room.

As for Richard, I have the same impression of him. 
He can work anywhere, time and in any mood with 
the aid of his communication devices. It seems like 
his workaholic mode has never seen a down time 
for more than 20 years that we have known each 
other. If anyone is under the notion that people in 
the international contemporary art business work 
lightly and travels to delightful places, I would 
firmly insist that, “It’s dead wrong”.
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On one occasion, Dem informed me that one 
of his closest friends in Milan was transiting in 
Bangkok from a resort in Phuket and would 
be in town for a few days with his family. Dem 
enquired if I would like to meet and host them. 
I was delighted to meet this gentleman and 
his family from Milan. I met them at the lobby 
of a hotel near the Chao Phraya River the 
next morning. He wore a blue, long-sleeved 
shirt together with bright red trousers. In my 
opinion, dressing in such strange ensemble is 
typical in Europe, especially in Milan. However, 
he was in Bangkok which made him stand out 
with his fabric colors.

He shared with me the same sentiments soon 
after we greeted each other. Just before we 
met, he was questioned by a hotel guest in the 
breakfast room, “Correct me if I’m wrong. But 
I guess you are from Milan, right?” He shared 
with me that he had mixed feelings upon 
hearing that question and figured it was his red 
trousers. He was both astonished and proud. 
I spent the day taking them around Bangkok, 
visiting must-see locations of this amazing city 
within a limited time period. While walking on 
a skywalk in the heart of the city, I experienced 
something that strangely stimulated my 
feelings. The feeling was unusual and hard 
to explain. The sight of him and his family on 
the walkway with modern-looking buildings 
as backdrop seemed like an out of this world 
scenario. At that very moment, I imagined 
Arthur C. Clarke’s sci-fi novel had come to live. 
It was a strange moment for me as my mind 
conjured futuristic and fantastical adventures 
through scientific and civilization wonders. I 
must have been overwhelmed by this strange 
moment but I realized that the feelings and 
images I experienced on this faithful day was 
solely built upon on the impression I had 
gathered from that pair of bright red trousers.

Siam Discovery

Natee Utarit, Siam 
Discovery, 2020, oil on 
canvas, 80.3 x 50.8 cm 
(painting), 94.3 x 64.8 cm 
(framed). Image courtesy 
of RKFA and artist

It has been a while since I last visited a barber. 
In fact, the last time was in 2014. During that 
period, I was extremely busy working on my 
Altarpiece series that I did not have time for 
anything else. Two years after, I came to a 
conclusion that I did not need barber service 
anymore and it made my life less complicated.

When I was young, I enjoyed going to the 
barbershop. A barbershop is usually filled 
with single rows of barber chairs on each 
side of the shop. There are washing basins 
for hair treatments and styling products such 
as hair cream and a specific No. 4711 Eau de 
cologne.  Most customers develop long term 
relationships with their barber due to the 
frequent patronage of their service, so much 
so, a bond of trust is forged. The barber may 
sometimes fail their customers but regulars 
usually forgive their shortcomings and they 
return because of this unbreakable bond.

Getting your hair cut at the barbershop is 
highly ritualistic. The more luxurious the 
shop, the longer the ritual lasts. It starts with 
them wrapping you with a barber cloth and 
followed by dusting you with a scented white 
powder with a soft brush. Thereafter, they 
begin the cut utilizing clippers and scissors, 
and finishing off the session with small details 
like trimming with a razor and applying 
fragrant cologne. (Mustache shaving and 
styling, neck massage, and ear cleaning are 
optional.)

In the past, visiting the barbershop in the 
afternoon during the weekends was a form 
of relaxation, similar to the experiences of 
women going to spas. If you are unable 
to imagine the ritual and importance of a 
barbershop to a gentleman, all you have to 
do, is to simply refer to a Martin Scorsese’s 
gangster movie and you will understand. His 
gangster movies often depict scenes at the 
barbershop. A quintessential barbershop 
scene was in The Untouchable starring 
Hollywood legend, Robert De Niro.

Barber Shop

Natee Utarit, Barber 
Shop, 2021, oil on 
canvas, 80.3 x 50.8 cm 
(painting), 94 x 84 cm 
(framed). Image courtesy 
of RKFA and artist
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There are two paintings in particular that needs 
to be mention with great respect to one of Thai 
master painters.

I believe that people who have been creating art 
for a long time must have had produced a few 
masterpieces in their lifetime. My painting styles 
might have caried throughout the course of my 
career but there are a few past paintings that 
remain vivid in my thoughts. They are my constant 
companion and manifest more vividly each time I 
reminisce.

The first is a still-life painting of a flower bouquet 
on Buddha altar table by Master Sumon Srisaeng 
in which I previously mentioned in the still-life 
(flower) exhibition booklet.

The second one is a group portrait by Master 
Chakrabhand Posayakrit. This painting was located 
at the Silpakorn University, Wang Tha Pra, and was 
hung on the library wall above the stair landing 
area that leads to the ground floor. I encountered 
it when I was studying there.

I gaze upon it, every time I went to the library. I 
remember very well the first time I saw it. I was 
amazed by its sheer size – it was a spectacle to 
me at the time with its unusual colors and an aura 

of mystery surrounded it, so much so, even time 
itself could not erase it from my memory. I crossed 
path with this painting constantly throughout my 5 
years of studies there. After graduating, I returned 
to the university often and each time, I saw it again. 
Apart from my visual experience, the smell of the 
old books in the library triggers memories each 
time I walk down the stairs to the academic text 
books shelves. It is also very much intrinsically tied 
to the memory of this painting. It is bizarre.

I wondered what was the main quality of the 
painting that impressed me. And eventually 
discovered that it was due to various factors, 
namely; elements, composition, colors, and 
especially the atmosphere.

I rarely see a painting that truly draws the audience 
to the content with the entire atmosphere. The 
atmosphere that gives away the scent, touch, 
temperature, as well as the memories of the viewer. 
It is all found in this masterpiece of a painting. 

Painting is a strange thing to me, especially with 
the paintings I love. Certain paintings have stayed 
in my mind and memory for decades, and often 
they influence me.

These two pieces represent what I am referring to.

Waiting & Yoon and Dee
(After “The Group” of Chakrabhand Posayakrit)

Left:
Natee Utarit, Waiting, 
2021, oil on canvas, 
72.9 x 54 cm (painting), 
86.9 x 68 cm (framed). 
Image courtesy of RKFA 
and artist

Right:
Natee Utarit, Yoon and Dee (After 
“The Group” of Chakrabhand 
Posayakrit), 2021, oil on canvas, 
91 x 60 cm (painting), 105 x 74 
cm (framed). Image courtesy of 
RKFA and artist
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Waat is a fresh art school graduate. She is 
currently studying for her bachelor degree in 
law at a university. Waat was referred to me 
by my assistant and I subsequently requested 
her to be a model at my studio.

In my opinion, Waat is a girl with a strong 
personality in terms of her tastes, preferences, 
and individual thoughts. She represents 
the distorted image of a post-postmodern 
society as well as the social media era. Waat 
appears in this series in three pictures. This 
is a picture while I was working in the studio. 
In the pictures, she is seen hugging a pillow 
or in some form of waiting. All the pictures 
are candidly captured. I strongly felt that I 
would not have been able to capture her 
‘real’ self if I had explicitly instructed to her 
to pose. I am certain that people around her 
would expect her to behave in a way that that 
is becoming of her look and style. She shared 
that she used to be a fashion model and had 
appeared in music videos. Each time, she was 
always pigeonholed with certain look and 
character very much like the teenagers in the 
recent version of the movie, Trainspotting.

From my point of view, Waat is an ordinary 
girl. One may see the real Waat beyond the 
stereotype of a girl marked with tattoos. I 
truly believe that people, at their core, have 
fixed concepts of good and bad, and we 
tend to judge what we experience from those 
concepts. If you look at it in an objective 
manner, you will find that the image is simply a 
made-up thing. It is made to be look as good, 
the same way we make it look bad – within the 
framework of tradition and ethics. Therefore, 
an image is something that we can choose 
to create under and kind of will, according 
to the required elements and conditions, but 
identity is far more complex. It is spiritually 
complicated and it is possibly beyond our 
normal consciousness. There is only one with 
specificality. Therefore, the appearing image, 
identity, and truth, it may not necessarily 
overlap on the same plane.

Particularly, those that manifest in the current 
social media era.

Everyday I Have The Blues (Studio Version)

Bottom:
Natee Utarit, Everyday I Have 
The Blues (Studio Version), 
2021, oil on canvas, 110.1 
x 130 cm (painting), 124.1 
x 144 cm (framed). Image 
courtesy of RKFA and artist

Top:
Natee Utarit, Waat, 2021, 
oil on canvas, 69.3 x 
59.8 cm (painting), 83.3 x 
73.8 cm (framed). Image 
courtesy of RKFA and 
artist

This painting of my neighbors, a family of 
two – mother and daughter - has quite a 
strange backstory. They have been living 
in the same housing estate longer than me. 
Both of them are nice, hospitable, and are 
fondly endured for their quirky behaviors. 
To put it simply, they look like Morticia 
and Wednesday Addams, the mother and 
daughter characters from beloved TV series; 
The Addams Family. The initial plan was for 
me to get a sense of their daily routine in 
their home but both of them responded in a 
surprising manner. They walked out of their 
house, crossed the road and entered their 
neighbor’s home. Thereafter, they made 
themselves comfortable and started chatting 
in a manner which hinted that there were 
happy and ready for their ‘modelling’ session. 
In my confusion, I took their pictures with 
my mobile phone.  At the end of the day, I 
managed to capture a few pictures of them 
sitting around and spending their mom-and-
daughter evening in someone else’s home. I 
took a few more pictures and produced a few 
sketches. After the ‘modelling’ session, they 
walked back to their home and attended to 
their daily routine. Shortly after, I walked back 
to my own home. I started painting the next 
following evening. 

Neighbour

Natee Utarit, Neighbour, 
2020, oil on canvas, 
80.2 x 70 cm (painting), 
94.2 x 84 cm (framed). 
Image courtesy of RKFA 
and artist
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Pazzo is the name of a small Italian restaurant in 
a neighborhood, not far from my studio. This is a 
familiar place for me as I have been patronizing 
it for a long time. Whenever friends are in town 
to visit me, I would host them there. On special 
occasions, I would invite everyone from the studio 
to dine together at Pazzo. Hence, this place has 
become almost like home.

I think, for many, there is always a restaurant like 
this in their hearts. Some people may even have 
several favorites that match their preferences. I 
sat back and thought about it, and realized that 
I have many favorites as such. And among those 
many places, I always choose to sit at the same 
table every time if it was available. On the issue 
of my regular table, it is a big deal for me when 
I fail to occupy it. I am not sure if it is the same 
with other people but I am usually disappointed 
if my regular table was unavailable. It is akin to 
something familiar and normal that have been 
changed and disturbed. It might sound trivial for 
those who do not understand this feeling and I 
am unable to offer a clear explanation about this 
sense of discomfort.

Pazzo

Natee Utarit, Pazzo, 2021, 
oil on canvas, 105.5 x 
79.5 cm (painting), 119.5 
x 93.5 cm (framed). Image 
courtesy of RKFA and artist

At Pazzo, I have my favorite seat and I recognized 
it as my default place. It is a dining table for five 
with a curved seat around the U-shaped table. This 
specific table is located at the corner of the place 
and no matter how many friends are with me – even 
when I am alone - I would proceed directly to this 
table each time I dine there. I like that corner with 
passion, so much so, I have considered painting a 
picture inside this restaurant, but alas, I have yet to 
stumble upon an opportunity.

This is a picture of one of the diners at the 
restaurant. I schemed an opportunity for myself 
as I persuaded the whole studio to dine there 
with a secret plan to obtain information and 
inspiration to paint. The picture does not reveal 
my regular table as it was opposite from the 
counter in the picture. Unfortunately, my regular 
table was unavailable that particular evening. The 
moment I entered the restaurant and discovered 
this unfavorable situation, my heart crumbled. But 
cancelling the plan was not an option as the people 
I invited should not suffer my disappointment. So, 
I captured the moment and angle as seen in the 
picture

Guy is an 18-year-old boy. He is a young art 
enthusiast and loves to paint, but due to a pragmatic 
family, he opted for accounting in college instead. 
Guy worked in my studio during his school 
holidays. He was a studio assistant in the wood 
block printing area and was very hardworking. I 
secretly prayed that he could somehow muster 
courage to resist societal pressures of becoming a 
pragmatic adult and to follow his dreams one day.

In the picture, he is seen standing beside an 
etching press much older than himself. It was the 
first print press I purchased and I am very proud of 
it. I bought it a year after I graduated with money 
I saved up. For people who studied printmaking, 
owning a personal print press at home was the 
ultimate dream and provided them a sense of 
‘coolness’. I saved up money from all the art-
related work I could find. Everything went into this 
print press. I remember the day when the factory 
delivered this press. I was very excited because I 
did not believe that a young me could have ever 
owned a print press. I was not even sure if it could 
even fit into my house.

After a lengthy negotiation with my mother, I 
managed to put it in a private bedroom. As I said, 
I considered it a treasure. Usually, people put their 
valuables in the bedroom. So, I thought this was 

Guy, The Printer

not strange at all. In fact, I was very used to the 
smell of iron and grease from my time in university. 
The situation was very comforting to me.

The press remained in my room for a while. I 
was using it very often and over long periods of 
time. After usage, I cleaned it thoroughly with 
the intention of not allowing it to be as dirty as 
a communal press in a university. Soon after, I 
realized that abnormalities were starting to show 
on the floor of my room. I noticed that whenever a 
coined dropped, it would roll to the leg of the print 
press. The situation got worse over time and the 
wooden floor started to creak and shake whenever 
I walked into the room. My mum begged me to 
move this 800-kilogram press away from the room 
but removing it was a big deal for me. The thought 
of moving such a cherished item out of my room 
was a little too much for me to take. So, I chose 
to reduce the weight bearing down on my floor 
by moving myself and other items in the room 
outside instead. Seven years later, I managed to 
get a studio outside my home and the press was 
sent over. I eventually got back my room.

The press has now been permanently moved to 
my new studio, not far from its original location. It 
still looks relatively new and clean even though it 
is 25 years old.

Natee Utarit, Guy, The 
Printer, 2021, oil on canvas, 
80 x 60 cm (painting), 94 
x 74 cm (framed). Image 
courtesy of RKFA and artist
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To paint an oil painting on easel in the studio is a 
very common thing for me to do. This stereotypical 
image of painting was ingrained in me since a 
young age when I first dreamt of a career in art. 
There was an experience in junior high school 
was a turning point for me. Whist I was a student; 
I found an English language magazine at a book 
stand with a cover of a blonde foreigner with a 
paint-stained blue shirt and several paintbrushes 
is his grip. He was standing and painting in the 
room with an easel surrounded by several abstract 
paintings. I decided to buy it despite my poor 
command of the English language at the time, 
simply because I liked the image of this person. 
There were only a few pages in the magazine 
dedicated to this particular painter, but fortunately 
there was one color page to my excitement. I 
tried to use my father’s dictionary to translate and 
understand the piece but I was quite unsuccessful.

Until I joined the College of Fine Arts, I had dreamt 
of being an artist since I was about 13 years old. 
I saw classrooms filled with many easels at the 
college. But I was unable to use it at that time 
because it was earmarked for the older students. 
My class was only supplied with drafting tables as 
there was no oil painting class yet. At that moment, 
I felt that I was not at artist at all without the easel.

In college, I found a subject that I gravitated 
towards which was Composition. It is a subject 
that students were allowed to exercise their 
freedom in art creation, apart from the regular 
lesson practice in other foundation classes, which 
I did not fare well. The class was taught by an 

eager young lecturer. He was very kind to me as I 
was the smallest and youngest in the cohort. The 
first lesson of the class was self-portraiture. He 
gave us full liberty to express ourselves in any sort 
of interpretation and techniques. I was pleased 
with the grades I received for this assignment in 
which I used collage technique combined with my 
shapes and colors. I cut the cover of that magazine 
I mentioned earlier to form my raw material. The 
image of that Western painter then became the 
main part of my works amidst other shapes, colors, 
and symbols around it.

My work earned the praised of my lecturer and I 
was praised in front of the entire class. My lecturer 
asked me to explain why I chose this particular 
section of the magazine in the work. Upon gazing 
at the works up-close, my lecturer stumbled 
on the picture of the blonde man holding the 
paintbrushes. It was then my lecturer confronted 
me with a question; “Natee, do you want to grow 
up to be de Kooning?” I did not know who de 
Kooning was and looked puzzled. So, the lecturer 
pointed at the picture and continued, “Oh, this guy. 
Isn’t this Willem de Kooning?” And I empathically 
answered, “Yes!”, although it was the first time 
hearing his name in my life. My lecturer laughed 
and patted my head. I also remembered that my 
lecturer drew my side profile on the blackboard 
that day.

Henceforth, I decided that my favorite painter 
was Williem de Kooning and that young lecturer 
who was instrumental in my formative years was 
Montien Boonma.

Artist and a Model

Natee Utarit, Artist and a 
Model, 2021, oil on canvas, 
100 x 80 cm (painting), 114 
x 94 cm (framed). Image 
courtesy of RKFA and artist
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Ugo arrived in my studio after I selected him to 
model for one of my paintings. I was searching 
for someone who could visually represent Jesus 
in a contemporary context. So, I sought models 
through a couple of agencies. Shortly later, Ugo 
arrived at my studio.

I did not know he was a young artist himself not 
until he showed me his works via his mobile 
phone. His works had a visual language that I 
personally had problems accessing due to a few 
barriers. But nevertheless, I felt his work exuded 
a certain charm and I reckon he would have 
been quite successful as an artist if he pursued 
it seriously.  He was quite familiar with Bangkok 

Ugo as Jesus in Artist Studio

Opposite Top:
Natee Utarit, Ugo as Jesus 
in Artist Studio, 2020, oil 
on canvas, 80 x 100.7 cm 
(painting), 94 x 114.7 cm 
(framed). Image courtesy 
of RKFA and artist

My studio has 4 large windows on each floor. A 
few years ago, I painted the landscape outside 
these windows which enabled me a nice 
vantage point.  From this window, I was able to 
see the environment outside the studio. At the 
opposite side of the studio, there is a small house 
surrounded by many trees in which I used to store 
my items. Behind the house, there is a large mango 
tree that bears a lot of fruit all year round. One 
day, just as I had finished my painting of Ugo as 
the Jesus Christ, I noticed a young female helper 
of Burmese ethnicity in a building next to my 
house was trying to climb out of a window on the 
second floor where she worked.  She was trying 
to find a way to get close to a mango tree branch 

A Burmese Girl is Climbing a Mango Tree

Opposite Bottom:
Natee Utarit, A Burmese Girl is 
Climbing a Mango Tree, 2020, 
oil on canvas, 114.1 x 161.1 
cm (painting), 128.1 x 175.1 
cm (framed). Image courtesy 
of RKFA and artist

and he travelled to my studio via his motorbike 
from his accommodation in the city. It is Bangkok 
after all, a city where tourist or a foreigner seek 
an eclectic mix of new thrills that they have never 
experienced before. Usually, they have dreams 
of living in Bangkok for only a short time. These 
people usually gain familiarity to Bangkok very 
easily. Though I was born and raised in Bangkok, 
sometimes, I myself, feel unfamiliar with the alleys 
and the new things found in Bangkok today.

I recently received news that he had returned to 
France to pursue his art career. And I never met 
him again.

to retrieve its fruit. I watched her for a while and 
witness great effort from her to pick the mangos. 
After almost half an hour, she finally came away 
with a bagful of mangos and then blushed when 
she saw me gazing from the window across the 
street. My initial thought to her reaction was that 
she was afraid that I would misconstrue this event 
as a robbery.

But I quickly realized that I was wrong. It became 
clearer to me soon after I realized that the person 
who was bobbing by the window and aiding her 
the entire time was her female employer.

This picture captured the voyeuristic moment of 
the said incident as it unfolded.
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There was once I had the opportunity to host 
a Kathin merit event at a temple in Lopburi 
Province. It was a small rural temple without 
an ordination hall. At that point of time, the 
temple was undergoing renovation to return 
to its original condition after it suffered a bad 
flood many years ago. In my years, I attended 
many events of this nature before, but I have 
never experienced this particular kind of work 
located in a typical central region countryside. 
I cannot fully explain the particular feeling I 
had towards this work. It consisted of a mix of 
elements of local life and folk culture. Simply 
put – It was impressive.

In this event, I encountered paintings that I 
experienced in my childhood. The paintings 
depicted the everyday life and many of them 
were painted by Thai artists during the 1980s. 
I am quite certain the paintings I saw were very 
similar to the ones I saw in art competitions 
during that period. Their subject matter varies 
from; images of monks in old ordination 
hall, nuns by the donation cabinet, religious 
leaders leading their devotes in prayer, and 
also scenes of empty ordination halls dimly 
lit. This genre of realistic still-life paintings 
was very popular during that period and 
earned the reputation of countless of Thai 
master artists.

During my stint there, I enjoyed the laid-back 
life, away from the hectic pace of city life. The 
images of the villager’s rituals combining 
the foreground and background of the work 
on the same life plane delighted me. It was 
indeed a genuine depiction of local life 
where everyone partook in the preservation 
of culture and tradition by preforming their 
own important role actively.

The closer I look at the paintings, I find them 
more in the calibre of national award-winning 
paintings but with a unique quality. To me, 
the images seem ‘alive’ with real sound, scent 
and texture, so much so, it envelopes me to a 
point where I am completely immersed into 
the picture composition, and find myself part 
of the award-winning painting.

Kathin

Natee Utarit, Kathin, 
2020, oil on canvas, 68 
x 46.6 cm (painting), 
82 x 60.6 cm (framed). 
Image courtesy of RKFA 
and artist

There are two paintings of dogs in this exhibition. 
I mentioned one of the dogs in a previous picture. 
This is another dog that I found at the flea market 
not far from my house. I visit this place often to 
find inspiration and information for my pictures. 
(Actually, it is just an excuse for me to go on walks).

This particular dog was left alone to guard goods 
belonging to its owner. I think the dog performed 
its job well.  It was very determined as a guard 
dog, and it stared at me as I approached it from 
the side of the stall.

Dogs are famously known for their loyalty.  We 
tend to generally regarded them this way. 
However, allow me to share a story; I have 
raised several dogs since I was young. My dogs 
are usually named after my favorite singers and 
musicians from each era I grew up in. Sometimes, 
my dogs are named after people mentioned in 
the songs that I like. I can confidently say that I 
have a long relationship with dogs. I have raised 
several dogs from birth to death. The recent one 
was named Sally after the song titled, Lay Down 
Sally by Eric Clapton, who is one of my favorite 
musicians. It was a strong and gracious cream 
Labrador which I raised alongside a pug named 
Marty, after Megadeth guitarist, Marty Friedman. 
These 2 dogs were really closed to me and been 
with me for a long time. It was until the great flood 
of 2011, that I had requested my friend -  whom 

A Dog in Flea Market

is also a lover of dogs - to take care of them for a 
while due to the impending flood upon my home. 
I telephoned often to check on them and even 
visited them during the flood. They were safe and 
happy and my friend took good care of them. She 
even took them to the spa. I was very relieved but 
guilty at the same time, as they had become my 
friend’s burden.

When the flood subsided, I drove over to bring 
them home. They reacted to my arrival very 
happily. I then thanked my friend for helping and 
opened the car door for them, and they leaped 
in. Everything was fine up to the point when I was 
about to leave. Just before I was about to close 
the car door, both dogs jumped out and ran to 
my friend who waited to see me off. Basically, 
they refused to leave with me. My friend then 
suggested to give them a week as they might want 
to stay around a bit more to get some play time - I 
presumed they wanted a more comfortable life – 
I decided to leave them with my friend for while 
more. But eventually, they never return to be my 
dogs again. My friend attempted several times to 
bring them back, but every time she drove them 
over, they would remain in the car and barely 
greeted me through the car window.

Dogs, in addition to being honest and loyal, 
are also wise enough to decide what is best for 
themselves. (hahahaha)

Natee Utarit, A Dog in 
Flea Market, 2020, oil on 
canvas, 60.2 x 50.1 cm 
(painting), 74.2 x 64.1 cm 
(framed). Image courtesy 
of RKFA and artist
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This is the first time that I have painted the pictures of Donny, 
Win, Pete and Julia.

The 3 of them are interesting and creative young people, full 
of youthful inquisitiveness and skepticism. I am always updated 
with their current lives and stories. I can discuss with them just 
about anything; from current fashion trends, to alternative rock 
or Seattle sound of the 90s to today’s hip-hop, new tech gadgets 
on the market, celebrity gossips and issues on social media.

Julia, in my opinion, is a young artist who is very talented and 
have potential to be a great painter. She is sharp, intelligent 
and inquisitive. I hope she will be able to find happiness in her 
painting work one day.

My conversations with them are akin to reading a variety 
magazine riddled with contemporary expressions and lingo. It 
has an accent of enthusiasm and quest under and unfamiliar 
attitude. And you need to be patient, and resist an argument with 
them, in order to understand the spirit of these young people. 
I like interacting with them because it gives me perspective 
on the notion of the so-called ‘generation gap’ that I did not 
experience myself when I was their age. I believe by trying to 
unravel this, I (and my generation) will begin to understand their 
versions of the faith, hope and dreams within society.

I think that it will take some time, perhaps a lifetime, until this 
could be fully understood by my generation, and the one before 
mine, if there is a dichotomy in the way each generation posit 
their life questions and answers.

I’m A Bird...I’m A Blue Bird,
Win and Pete

&
Julia with Jesus Christ Monologue

Top:
Natee Utarit, I’m A Bird...I’m 
A Blue Bird..., 2021, oil on 
canvas, 73.9 x 48.4 cm 
(painting), 87.9 x 62.4 cm 
(framed). Image courtesy of 
RKFA and artist

Bottom:
Natee Utarit, Julia with 
Jesus Christ Monologue, 
2020, oil on canvas, 80 x 
69.8 cm (painting), 94 x 
83.8 cm (framed). Image 
courtesy of RKFA and artist

Middle:
Natee Utarit, Win and Pete, 
2020, oil on canvas, 90 x 
67.1 cm (painting), 104 x 
81.1 cm (framed). Image 
courtesy of RKFA and artist

Many years ago, I bought this Ottmar Horl Gnome 
sculpture from a souvenir shop in the Louvre 
Museum. Its location has been changed many 
times over the years, until it unintentionally found 
its current spot in one of my bathrooms in the 
studio. It stands erected and greeted anyone who 
used the bathroom. Many people who work or 
visit me at my studio are familiar with it.

I like its gesture and message. It reminds me to 
be careful in expressing myself. Although its 
message provides levity but at the same time, it 
also provokes aggression which quietly resides 
in our hearts which sometimes, can only be for a 
brief moment. But I also felt that such complacency 
did not provide any answers, regardless of the 
situation and the surrounding, or even the worries 
that reside in our minds. Well, I was raised like 
this; I was taught not to blame others or external 
factors whenever failures or problems befalls on 
me. It begins with shifting our perspective and 
state of mind, and not concerning ourselves with 
other external condition or environment.

When you look at things moving around you, it is 
possible to tether them to what is truly inside of 
you. By doing this, you will have new perspective 
on many things. You will see ambition alongside 
humility; you will see love and hatred; confusion 
and peace; all things simultaneously existing and 
blinked out of existence the next moment. Our 
mind is nothing more than a generator of feelings 
constantly changing the things we perceive.

I think that this process of internalizing the external 
world is very valuable. (Although this may be the 
opposite of Western thought of externalizing and 
voicing out your immediate feelings and thoughts.) 
It is valuable in the most important sense of self-
understanding. This includes understanding all 
art humankind have ever created.

This is perhaps my key take away of the message 
from this red sculpture.

Artist and Activist

Bottom:
Natee Utarit, Artist and 
Activist (Sunday Morning), 
2021, oil on canvas, 80 
x 60 cm (painting), 94 x 
74 cm (framed). Image 
courtesy of RKFA and artist

Top:
Natee Utarit, Artist and 
Activist, 2021, oil on 
canvas, 80 x 60 cm 
(painting), 94 x 74 cm 
(framed). Image courtesy 
of RKFA and artist
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Conversation with
Yeoh Choo Kuan

by Ian Tee
Malaysian Painter Reflects on
10 Years of Artistic Practice

Yeoh Choo Kuan’s paintings are unapologetically 
gestural. They evince the type of muscular brushwork 
one would associate with the Abstract Expressionists: 
full-bodied and visceral. Choo Kuan coined the 
term ‘Fleshing Abstraction’ as a way of describing 
the bodily qualities he hopes to evoke with paint. 
This relationship between the physical and the 
psychological is carried through in the artist’s new 
trajectory from 2018, when he began his Streaming 
Mountain trilogy. Taking his interest in Chinese 
landscape painting as a starting point, Choo Kuan 
explores personal connections with cultural identity, 
the natural environment and systems of belief. 

Since graduating from Dasein Academy of Art (Kuala 
Lumpur, Malaysia) in 2010, he has exhibited across 
Southeast Asia, as well as in Hong Kong, Basel and 
Beijing. Selected solo exhibitions include Today’s 
Special (2020, Singapore), Streaming Mountain (2019, 
Singapore and Kuala Lumpur) and Lights In (2018, 
Bangkok). In 2016, the artist was listed in Forbes 30 
Under 30 Asia: The Arts.

I speak to Choo Kuan ahead of the launch of This 
is How It Is, a monograph celebrating 10 years of 
artistic practice. In this conversation, he reflects on 
the evolution of his work and unveils a new suite of 
paintings that will go on view at Richard Koh Fine Art.

Yeoh Choo Kuan in 
his studio at Kampung 
Melayu Subang, Selangor, 
Malaysia. Photo by Puah 
Chin Kok. Image courtesy 
of the artist
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Top:
OVR view. A Day and Forever, 
2020, presented on Art 
Basel Hong Kong 2020 
Online Viewing Room. Image 
courtesy of the artist & RKFA

I would like to start the conversation by discussing A Day and Forever 
(2020), a cycle of paintings you created for Art Basel Hong Kong 2020. 
Could you talk about how it relates to your Streaming Mountain series 
(2018-19) and the work of Zhang Daqian?

This set of paintings forms the second part of my Streaming Mountain 
trilogy. The foundation of this project is based on my interest in 
Chinese landscape painting, and how it connects with notions of 
worship and the metaphysical, to create new meanings that are relevant 
to our current context. In the first part, I explored my own relationship 
with the art form through childhood memories of illustrations of hell in 
temples and Buddhist comics. For the second part, I wanted to integrate 
this genre with my daily experiences and the studio environment. 

With regard to Zhang Daqian, I was thinking about his final, unfinished 
work ‘Panorama of Mount Lu’. It is a nearly 10-metre-long handscroll, 
the largest work by the artist. The story goes that Zhang was admitted 
to the hospital from time to time as he was working on this painting. 
People were speculating that he couldn’t continue the scroll but the 
artist kept coming back. Seeing this work, I can sense that he was 
struggling and fighting for his life. There are sections which are gloomy 
and others that are lusher, like ebbs and flows of energy. This is very 
different from his other signature works as they tend to have a highly 
developed, consistent finishing.

A Day and Forever was triggered by a sudden change in the natural 
environment outside my studio. In 2019, the city council decided to 
trim the surrounding trees and half of the landscape was cleared out. 
The entire mountain looked so empty and there was a ghostly vibe. 
It was a shock as I connected to this environment in a very personal 
way. However, with the passing days, I observed how nature started to 
heal itself and life returned to the area. It was a rebirth. I related this 
transformation in the landscape with Zhang’s ‘Panorama of Mount Lu’. 

Ian Tee (IT):

Choo Kuan (CK):

Below:
Installation view. 
Streaming Mountain, 10 - 
30 Jan 2019, Richard Koh 
Fine Art, Kuala Lumpur.
Image courtesy of RKFA

The aftermath of 
a bushfire in front 
of Choo Kuan’s 
studio. Image 
courtesy of the 
artist
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The Four Saints 
and Seasons, 2020. 
Photo by Kaela Ho

You also cite the Taiwanese scholar Jiang Xun’s book A Contemplation 
on Chinese Art (2014) as an important source.

Jiang Xun is a scholar in aesthetics and I discovered this book when I 
was studying in Dasein Academy of Art. Interestingly, A Contemplation 
on Chinese Art was not written in a way you might expect a historian to 
do it. Jiang Xun approached Chinese art history and aesthetics from a 
personal perspective, often taking the subject out of its original context. 
I enjoyed how he would infuse them with his own interpretations and 
intimate touches. Reading the book gave me confidence to approach 
this subject from my vantage point as a Malaysian Chinese.

You recently published The Four Saints and Seasons (2020), which is 
a book made in collaboration with a designer and two writers. It also 
brings a narrative element to the final part of the Streaming Mountain 
trilogy. How did you go about framing this project? And what are your 
thoughts about the artist book as a medium?

After discovering this triangular relationship among nature, the Chinese 
landscape, and religion, I was inspired to work with the idea of faith in 
fiction. Thus, the third part of Streaming Mountain involves creating a 
fictional religion where nature is the highest divine entity. The book is 
a manifestation of the sacred text and visuals of this belief system. We 
worked on many small details from designing the logo to using gold 
letterpress, which reference the aesthetics of different holy books. 
This sense of familiarity is important so that readers may relate the 
book to existing religious practices. However, there is a twist which 
breaks away from their expectations as the literary meaning is replaced 
with pure artistic expression. For example, the book jacket is printed 
with texts mimicking the typography, graphic elements, and even 
the rhythmic structure of Buddhist sutra. The text is composed with 
Chinese characters that reference natural elements in their phonetics or 
pictographic script.

I am very fond of the artist book as it offers a very intimate kind of 
collecting. It is a form that allows people to own and connect with 
artworks in a different way. The design and materials are very important 
in engaging with the sense of touch. Even though the book’s format 
mirrors the folding screens my paintings are mounted on, the idea was 
to make the book almost like a toy that people can play with. There is a 
Chinese expression “袖珍宝贝” (xiù zhēn bǎo bèi) which refers to little 
toys or collectibles people would keep inside their sleeves in ancient 
China. I want the book to be like a small treasure that plays on aspects 
of religion and the natural environment.

IT:

IT:

CK:

CK:
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Bottom Left:
Detail of 
Chopping Board, 
(2020). Image 
courtesy of 
RKFA

Top:
Installation view. 
Today’s Special, 30 Oct 
- 22 Nov 2020, Richard 
Koh Fine Art, Gillman 
Barracks, Singapore.
Image courtesy of RKFA

In a way, the paintings are just the starting point for this project. Where 
do you see this collaboration heading?

Creating the sacred book, text and visuals is one part of the work. 
Currently, my choreographer collaborator and I are coming up with 
a dance piece that re-interprets ritualistic movement to go with this 
fictional worldview. I am also working with musicians to create sounds 
based on the texts. I imagine the finale to be a space of worship 
presenting the art collection and interactive performance together, 
possibly even on a virtual platform.

With the advancements of NFT (non-fungible token) technology, 
it might be a good way to encourage people to contribute, akin to 
donations at places of worship. Rather than the pursuit of wealth, I 
hope to apply this integration of technology and art in a manner which 
benefits the environment in our reality. For example, I could write 
environmental protection goals into the NFT’s smart contract that is 
tied to crypto art developed from this project, to ensure that collectors 
would give back to the community. This is just a preliminary idea but I 
see the possibilities of how how this technology could bring value from 
the virtual platform into real life situations.

I had the chance to see your recent exhibition show Today’s Special 
(2020) at RKFA Singapore. The exhibition debuted your Chopping Board 
(2016-2020) series, with slashed PE boards which hung from stainless 
steel anal plugs attached to the wall. While they share a similar visual 
language with your Fleshing Abstraction series, the use of specific 
objects in this set of works evoke a different relationship to the body. 
What prompted the shift in materials and surfaces?

Fleshing Abstraction has to do with evoking anthropomorphic qualities 
with paint and at the point of time, I was looking for alternative ways of 
speaking about the body in my practice. In this regard, I was not strictly 
concerned with surfaces. I see the chopping board as a repository of 
traces. If process-based art shows a build-up of marks and gestures, 
then the traces on a chopping board surface reveals a history of our 
consumption with the marking of desires.

I stopped the series halfway through in 2016, as I felt that my treatment 
of the chopping board was insufficient. The butt plug was the second 
element I needed to resolve the work. It is used as a hanging system to 
display the chopping board and I like the sadomasochistic relationship 
created between the two objects. The earlier set of works from 2016 
consisted of oversized custom boards and lathed plugs which command 
a greater sense of space. The ones created in 2020 are in regular sizes 
and look like a wall of spanking paddles when installed together. The 
most interesting part of working with objects is the mental associations 
one makes, which can also trigger physical sensations.

IT:

IT:

CK:

CK:

Bottom Right:
Installation view. 
Art Stage 2016, 
21 - 24 Jan 2016, 
Marina Bay Sands, 
Singapore. Image 
courtesy of RKFA
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Are there any working patterns or habits that you follow?

I usually work on a few bodies of work simultaneously and that is my 
approach to artistic practice. To give an analogy, there are artists who 
create one series at a time and this is like western-style fine dining 
where food is served course by course. My mindset is more like a 
Chinese meal where all the dishes are placed on a turntable. You can 
take a portion of this and turn it around for something else. Eventually, 
your plate is filled with an interesting combination of flavours. This 
shifting is essential in my practice and it informs how I work in the 
studio. The technique gained from my abstract paintings will inspire 
how I develop the figurative works and vice versa. One source of 
inspiration can also be developed in relation to two aspects of my 
practice. An example is how Chinese hell illustrations speak to the 
themes of violence in my work as well as my investigation of cultural 
aesthetics through my Malaysian Chinese context.

Speaking about moving from one body of work to the next, let’s talk 
about your new series of figurative paintings.

This body of work is called Below Abyss and Beyond Paradise. The title 
speaks to contrasting sentiments, and how our reality can be worse 
than hell, yet the human sensations we experience make living on earth 
better than in the heavens. I hope to capture this contradictory feeling 
in the space of my paintings.

As I said before, the technique of scratching these figures came from my 
abstract paintings. I begin with different tones of red before overlaying 
it with lacquer spray paint. The composition develops organically as I 
work on the painting. Therefore, it is a process that creates unexpected 
surprises as I cannot plan the shade of red revealed through scratching 
the surface. There is a nice juxtaposition between the hard edges of the 
figure and the misty, atmospheric background. I also like the textures 
produced by fallen bits of paint. The dried lacquer gives these clumps 
of oil paint a skin-like quality.

Even though I am only working with two elements, scratching and 
spraying, I do not see this as a restriction. The buildup of layers 
provides many options for me to play with pictorially. By adding 
another layer of spray paint, I can push the figures into the background 
and create more depth in the image. I especially enjoy choreographing 
theatrical interactions between solo and groups of figures, directing 
the body movement, rhythm and flow. It is like a stage but without the 
restriction imposed by gravity.

IT:

IT:

CK:

CK:

Top:
Yeoh Choo Kuan, 03:52, 
2016, oil and lacquer 
on canvas with custom 
wooden frame, 140 x 
118 cm. Image courtesy 
of RKFA and artist
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Your earliest works are figurative and you also revisited the genre in 
your presentation at Art Stage Singapore 2016. How are the new works 
different?

The two sets of work you mentioned are more biographical, dealing 
with personal and familial issues. I would say Below Abyss and Beyond 
Paradise has a broader outlook and comes out of more recent feelings, 
whether it is arising from the pandemic or conflicts in the region. One 
consistent aspect across these various series is how the figures tend to 
be floating or in choreographed postures.

In the new works, a number of gestures are borrowed from religious 
and mythological paintings across different cultures such as temple 
murals and Christian fresco paintings. For instance, the falling and piled 
up bodies in The Grand Battement (2021) and Luminous Mortal (2021) 
come from Chinese illustrations depicting hell. The flying figures in The 
Icarians (2021) resemble the depiction of angels in heaven but without 
their wings. The hand in A Touching Compassion (2021) is a reference 
to the hand of God in Giotto’s fresco Joachim’s Sacrifice (1305) in the 
Scrovegni Chapel. For me, this body of work is also a way to create an 
open space for conversation about concepts of compassion, damnation, 
and salvation between religions. I like how the iconography can be 
interpreted by viewers with different backgrounds and faiths.

You have a new monograph which surveys 10 years of artistic output. I 
am curious about the title This is How It Is.

The title came from a painting I made in 2012. It is based on the French 
expression “C’est comme ça” which translates to “this is how it is”. 
I encountered the phrase when I was staying at a student house in 
Aix- en- Provence, France. The French students loved talking and giving 
their comments, especially over food. They might argue and smack the 
table, but are okay with each other after the meal. However, when they 
argued to a point where either side could not offer further explanation, 
they would end by saying “it is how it is”. The expression captures an 
attitude that reflects their outlook on things.

Richard Koh and I came to this title as we were deciding on works to 
include in the monograph. It marks 10 years of artistic practice and 
charts my development from one series to the next. Looking back, I 
was always asked why I would make these shifts instead of sticking 
to something substantial. It was a question I had difficulty answering, 
perhaps because I was still trying to complete the circle of creation in 
my mind. I hope that with this book, audiences can look at my practice 
from a macro perspective and take the time to connect the dots. The 
evolution in my work came about naturally and this is how it is.

IT:

IT:

CK:

CK:

Top:
Book cover of Yeoh Choo 
Kuan: This Is How It Is. 
Image courtesy of RKFA

Bottom:
Page spread from Yeoh 
Choo Kuan: This Is How It 
Is. Image courtesy of RKFA
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Richard Koh Fine Art is proud to announce 
a new publication by Malaysian artist 
Yeoh Choo Kuan’s (b.1988) monograph, 
This is How It Is. This luscious publication 
traces Yeoh’s artistic trajectory from 
his formative years 2011-2014 to the 
more recent embrace of the installation 
format and the iconography of traditional 
Sinophonic visual culture 2018-2020. 
It contextualizes the trajectory and 
thematics of the artist’s oeuvre within the 
contours of his biography.

The monograph consists of comprehensive 
text and interview segments by art 
writer, Naima Morelli and foreword by 
independent curator and critic, Louis Ho. 
Edited by writer and publishing consultant, 
Rosa Maria Falvo.

This publication will be made available at 
Richard Koh Fine Art – Kuala Lumpur and 
Singapore from 14 June onwards.

To place an order, kindly contact the 
following country representative:
Kuala Lumpur –
Wei Fung at wei@rkfineart.com

Singapore – Christiaan Haridas at 
christiaan@rkfineart.com

Right:
Inner pages of the This 
Is How It Is monograph. 
Image courtesy of RKFA
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Above
Installation views, What There 
Looks Like, solo exhibition by 
Liu Hsin-Ying, 18 June - 10 July 
2021 at Richard Koh Fine Art, 
Gillman Barracks, Singapore. 
Image courtesy of RKFA

345344



Opposite Top Left:
Liu Hsin-Ying, Higher and 
Higher, 2020, acrylic, pastel 
and crayons on canvas, 
252.5 x 147.5 cm. Image 
courtesy of RKFA and artist

Artist Statement

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 looks 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.

Opposite Bottom:
Liu Hsin-Ying, Layer Upon 
Layer, 2020, acrylic, pastel, 
crayons and charcoal on 
canvas, 150 x 244 cm. 
Image courtesy of RKFA and 
artist

Opposite Top Right:
Liu Hsin-Ying, There Winds 
the Road Down the Hill, 
2019, acrylic, pastel, 
crayons and charcoal on 
canvas, 302.5 x 150 cm. 
Image courtesy of RKFA and 
artist
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Top:
Liu Hsin-Ying, A 
Faint Halo, 2019, 
acrylic and pastel on 
canvas, 130 x 180 
cm. Image courtesy 
of RKFA and artist

Bottom Left:
Liu Hsin-Ying, At the touch 
of love everyone becomes a 
poet, 2021, acrylic, crayons 
and pastel on canvas, 124 
x 120.5 cm. Image courtesy 
of RKFA and artist

Bottom Left:
Liu Hsin-Ying, 
Forward, 2021,acrylic 
and crayons on 
canvas, 131 x 124 
cm. Image courtesy 
of RKFA and artist

Bottom Right:
Liu Hsin-Ying, In the 
morning sun, 2021, 
acrylic and crayons on 
canvas, 124.5 x 118 
cm. Image courtesy of 
RKFA and artist

Bottom Right:
Liu Hsin-Ying, To spend 
my whole life with you, 
2021, acrylic and crayons 
on canvas, 126 x 120.5 
cm. Image courtesy of 
RKFA and artist

Top:
Liu Hsin-Ying, When 
the Music Starts to Play, 
2021, acrylic, crayon and 
ink on canvas, 55 x 59.5 
cm. Image courtesy of 
RKFA and artist
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Above:
Liu Hsin-Ying, A Pond Under 
The Rainbow, 2019, acrylic, 
pastel, crayons and charcoal on 
canvas, 148.7 x 278 cm. Image 
courtesy of RKFA and artist

Top Left:
Liu Hsin-Ying, In The 
Waves, 2020, acrylic, 
pastel and crayon, 239 x 
148 cm. Image courtesy 
of RKFA and artist

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。

Liu Hsin-Ying,

Kuala Lumpur, April 2021

Top Right:
Liu Hsin-Ying, Fecundity, 
2019, acrylic, pastel, 
crayons and charcoal on 
canvas, 246 x 150 cm. 
Image courtesy of RKFA 
and artist

Bottom Left:
Liu Hsin-Ying, Sound 
from Afar, 2020, acrylic, 
crayons, charcoal and 
pastel on canvas, 147.5 
x 241.4 cm. Image 
courtesy of RKFA and 
artist

Bottom Right:
Liu Hsin-Ying, Heaven, 
2020, acrylic, pastel and 
crayons on canvas, 249 x 
148 cm. Image courtesy 
of RKFA and artist
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Bottom Left:
Liu Hsin-Ying, 
Vagueness, 2019, 
acrylic, pastel and 
crayons on canvas, 
180 x 130 cm. 
Image courtesy of 
RKFA and artist

Bottom Right:
Liu Hsin-Ying, 
Backlight, 2021, 
acrylic on canvas, 
130 x 170 cm. 
Image courtesy 
of RKFA and 
artist

Bottom:
Liu Hsin-Ying, Small 
Pond Reflection, 2019, 
acrylic, charcoal, 
crayons and pastel on 
canvas, 234 x 147.5 
cm. Image courtesy of 
RKFA and artist

Top:
Liu Hsin-Ying, 
Breathe, 2021, 
acrylic and spray 
paint on canvas, 
131 x 124 cm. 
Image courtesy of 
RKFA and artist

Top:
Liu Hsin-Ying, Amusement 
Park in the Evening, 2019, 
acrylic, crayons, charcoal, 
pencil and highlighter on 
canvas, 110 x 160 cm. 
Image courtesy of RKFA 
and artist
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Installation View, A Rhetorical 
Garden, 6 - 27 May 2021, 
Richard Koh Fine Art, Kuala 
Lumpur, Malaysia. Image 
courtesy of RKFA
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with Laura Porter
Introduction & Interview

盆栽或盆景艺术一直都是一门以盆栽作树木、以石头作山水，讲
究与自然要素高度和谐的艺术。而中国园林不仅要表现自然要素
的美，还要表现人在自然环境中美的生活和情感寄托。艺术家取
园林的视角，尝试把城市中过度发展的生活环境想象成一个园
林，而钢筋水泥、道路、建筑都是其“园林”的一部分。

《叠山》灵感来自于中国的苏州园林，展览展示了十件由软木叠
起的雕塑。软木碎在经过人工压缩，大量生产后形成我们生活里
常见的物品。艺术家随意捏开，然后一片片的建造起整个雕塑，
其材料与制作过程对应了园林中如何对自然（植物、石头）加
工，从而展现更大的自然微景（山水、树木）。和盆景艺术一
样，这些雕塑也尝试与展览空间对话，塑造不一样的观赏经验。

A Rhetorical Garden showcases ten sculptures by Mok Yee. Inspired by the 
SuZhou Chinese gardens and traditional bonsai sceneries, Mok Yee creates 
these organic structures by methodically tearing and stacking cork wood; 
where the act of making is both spontaneous and rational – organic and 
artificial.

Much like the meticulously designed bonsai gardens, the sculptures attempt to 
change the landscape of the gallery space; and where wood is thought of as a 
natural material, the cork wood has undergone so much process that it’s now 
an artificial substance. Typically used in construction, this wood is made easily 
accessible by mass production, and these ideas of production are reflected in 
the way Mok Yee utilises the same actions again and again, within the making 
process.

Top Left:
Lee Mok Yee, RG 1, 2019, 
wood cork, wood and lacquer, 
125.6 x 90 x 56 cm. Image 
courtesy of RKFA and artist

Top Right:
Lee Mok Yee, RG 2, 2019, 
wood cork, wood and lacquer, 
140 x 53 x 53 cm. Image 
courtesy of RKFA and artist

Bottom  Left:
Lee Mok Yee, RG 3, 2019, 
wood cork, wood and lacquer, 
116 x 68 x 42 cm. Image 
courtesy of RKFA and artist

Bottom Right:
Lee Mok Yee, RG 4, 2019, 
wood cork, wood and lacquer, 
99 x 70 x 42 cm. Image 
courtesy of RKFA and artist
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What made you first think of the 
cork wood as a material to make art 
with?

Originally, I really liked the texture 
of the cork wood, and it’s an 
interesting material because it’s 
a compound of natural materials 
formed by the wood dust of a cork 
tree. It’s quite accessible as well, 
because it’s a ready-made and 
commonplace object that we use 
regularly in household appliances. 
I first started using cork wood in 
2015, after visiting the Borobudur 
Temple in Jogjakarta. It seemed to 
me there were a lot of possibilities 
of what I could do with it.

You don’t modify the cork wood, 
other than breaking it apart and re-
assembling it. You don’t paint it or 
change its appearance in any way. 
Why is it important to you to keep 
the characteristics of the material?

I always think that materials have 
their own language. Where the 
material came from, how the 
material is made, where you gather 
the material - this is all part of its 
language. For most of my work, I 
don’t paint the objects and I don’t 
alter the material too much in order 
to keep the characteristics and 
authenticity of the material, and this 
is very important to my practice. 
When I’m breaking the cork, it’s 
about repeating the process to 
reflect how the cork wood is made; 
it’s compounded and becomes a 
new material – much like I break 
the material and rebuild it, piece-
by-piece, to create a new form. 
The breaking of the material is 
spontaneous, and the process 
is very organic for me, which is 
reflected in the organic form of the 
sculptures.

The sculptures are very tactile – 
when I saw them, my first instinct 
was to want to touch them. Why do 
you think that is?

Laura Porter (LP):

LP:

LP:

LP:

Mok Yee (MY):

MY:

MY:

MY: For the audience, it creates 
curiosity. What is the material? 
This is why I like the cork wood; 
it’s normally neat and uniform, but 
when you tear it apart it looks like a 
natural substance, like clay or soil. 
In the sculptures, it looks like one 
single piece, but when you look 
closely you can see it is stacked to 
form the shape. It draws you in.

How did you come to use the 
imagery of the bonsai gardens in 
your sculptural work?

Bonsai sceneries are not necessarily 
common in Malaysia, but I’m 
interested in Chinese philosophy 
and traditions, which is represented 
in a lot of forms. Feng Shui is 
an important idea in Chinese 
philosophy, which is present in 
architecture, painting, landscape 
design and Chinese calligraphy. It’s 
all about balance, between human 
and nature. In 2018, I visited the 
SuZhou Chinese gardens, and I 
found it interesting how they use 
plants, stone and ponds to create 
small landscapes; where ponds 
represent the sea, stone represents 
mountains and plants represent 
large trees and forests. I extended 
this concept into my own living 
environment and the places near 
where I live, and I started looking at 
how the city is being continuously 
constructed around us. At the 
moment, they’re building a lot of 
highways and condominiums near 
me, and I’m interested in these 
massive architectural structures, 
which you can see in the video of 
the highway that I’ve included in 
the exhibition. It’s not just about 
changing our landscape, it’s about 
changing our visual experience as 
we travel around the places in which 
we exist. That’s why I’m interested 
in incorporating these ideas of 
the bonsai garden to our own 
environments.

Top Left:
Lee Mok Yee, RG 5, 2019, 
wood cork, wood and lacquer, 
81.6 x 86 x 48 cm. Image 
courtesy of RKFA and artist

Top Right:
Lee Mok Yee, RG 6, 2019, 
wood cork, wood and lacquer, 
89.6 x 68 x 48 cm. Image 
courtesy of RKFA and artist

Bottom Left:
Lee Mok Yee, RG 7, 2019, 
wood cork, wood and lacquer, 
74.6 x 90 x 33 cm. Image 
courtesy of RKFA and artist

Bottom Right:
Lee Mok Yee, RG 8, 2019, 
wood cork, wood and lacquer, 
158 x 125 x 65 cm. Image 
courtesy of RKFA and artist
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You talk about the stacked stones 
at Borobudur Temple, and how that 
inspired you to stack the cork wood. 
What do you think is the significance 
of the act of stacking? To me, it’s 
suggestive of growth.

When you look at the Borobudur 
Temple, at first you just see the 
Buddha relief and carving,  but 
when you look closer you can see 
how the stones are stacked, and 
are all a fixed size. I find it really 
interesting, how the structures 
of the temple reflect religion and 
faith in the architecture, but the 
structures also reflect an interesting 
interpretation of materials. The 
temples were built a long time 
ago, and used this simple process 
of stacking stones, which is a very 
rational act. You can stack a material 
unconsciously, but after a while it 
will collapse, so you have to do it 
in a way that maintains the overall 
structure. When I was younger, my 
family owned a wholesale business, 
and there were always boxes 
stacked in my father’s shop, and 
from a young age I would go and 
help him stack the boxes, and my 
father always had different ways 
of stacking boxes to make sure 
they are stable and space saving. 
I think these childhood memories 
of stacking have influenced my 
artwork now, and stacking has 
become an important act in my art 
practice. As you say, with growth, I 
like to see how things are built up 
and managed without causing the 
structure to collapse.

How do you think the work in A 
Rhetorical Garden links with your 
own identity and sense of place?

Because of my background as 
Malaysian Chinese, I’m interested 
in Chinese culture and work with 
a lot of Chinese Folk materials, like 
gold paper and incense. I like to 
incorporate folk culture into my 

The bonsai gardens are so 
immaculate that they become 
man-made by design, and start to 
look artificial, much like how you’ve 
created these organic forms out of 
the artificial cork.

Yes, I’m interested in the process of 
making. The Bonsai scenery reflects 
the process of ‘Nature-Artificial-
Nature’, but in my practice it’s 
‘Artificial-Nature-Artificial-Nature”. It 
imitates the concept of the Bonsai, 
but the  opposite way around to 
reflect the artist’s role in making. 
Cork is my medium, much like a 
sculptor uses clay or a painter uses 
oil paint.

The sculptures seem both fragile 
and heavy. What physical impact do 
you want the work to make?

There are a lot of considerations 
about the structure and the balance 
of the material. It’s a technical 
process, but at the same time, the 
process of tearing apart the cork 
wood is quite liberating – I do it 
randomly. But when I assemble 
it, it’s quite technical and rational, 
almost like building with bricks. 
I wanted the appearance to be 
heavy because I’m inspired by 
the heavy concrete pillars used 
to build highways – they are very 
imposing and swamp even the 
high rise buildings around it. To 
me, it’s interesting how you have 
to navigate the roads through 
these structures, and that’s how 
I want people to interact with the 
sculptures, where the plinths act 
like pillars and the audience has to 
navigate around it.

You haven’t used a traditional 
white plinth to display the work. 
The plinths in the exhibition are 
like artworks in themselves, and 
have a clear relationship with the 
sculptures. Why have you chosen 
to display them like this? Do you 
consider the plinth to be an intrinsic 

part of the sculpture itself?

The plinths are definitely part of 
the sculptures – it’s very important 
to me. I use a lot of industrial 
materials, and even though the 
wood looks very natural, it’s actually 
ply, which is an artificial wood put 
together using finger joins, where 
they join all the left-over scraps of 
wood to create larger pieces. When 
you look at the wood in the plinths 
you see traces of machinery, where 
it’s been cut. In my practice I use a 
lot of accuracy and preciseness, and 
this is why I like to use industrial 
materials, and I see the plinths as an 
extension of this. 

How do you decide on the scale 
of the sculptures? The sizes vary 
but they still stay within a certain 
parameter. Is this deliberate?

For every sculpture I create a sketch 
and work to a fixed shape. There’s 
often a lot of changes that happen 
throughout the process, and I often 
change my idea, but it’s important 
to me to consider what the 
sculptures look like when they’re all 
together, and make sure everything 
is balanced and comfortable in the 
space. I also like to consider the 
perspectives and angles for the 
audience – some sculptures have 
to be seen from higher and others 
from eye-level, and so I decide on 
the size of the plinths accordingly.

Do you consider the sculptures as 
individuals or as an installation all 
together?

When I made the sculptures I 
considered it as one installation, 
because I’m trying to create an 
experience where the audience 
walks through the sculptures and 
feels a fundamental experience.   I 
wanted there to be a connection to 
the space and audience, that is why 
I called it A Rhetorical Garden – it’s an 
open-ended experience.

LP:

LP: LP:

LP:

LP:

LP:

LP:

MY:

MY:

MY:

MY:

MY:

MY:

MY:
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Top:
Lee Mok Yee, RG 9, 2021, wood 
cork, wood and lacquer, 118 x 
89.5 x 62 cm. Image courtesy 
of RKFA and artist

Top:
Lee Mok Yee, RG 10, 2021, 
wood cork, wood and lacquer, 
102.2 x 77.5 x 53 cm. Image 
courtesy of RKFA and artist

work as well, and celebrating culture 
is an important part of Chinese 
identity – it’s not about faith or 
religion, but about cultural identity. 
I have had a Chinese education 
and have adopted a lot of Chinese 
influences from my family.  Bonsai 
sceneries are not commonplace 
in Malaysian Chinese Culture, but I 
felt it’s interesting to see Traditional 
Chinese Art through a non-Chinese 
Chinese. 

It’s interesting how there’s a 
meditative element to your making 
process, why do you think this is 
important?

Meditation has many different 
interpretations. For me, meditation 
is trust and faith, like when you 
do something repeatedly daily. 
Maybe this is a meaningless act, 
or maybe it’s functional, but for 
me it’s just a dialogue between 
me and the materials. I think this 
is a very important process for an 
artist. When you create, you make 
something from nothing – you have 
to believe in yourself and the work 
so that you put all your effort into it. 
For me, meditation is about belief, 
but it’s not a faith.

Where do you see your work fitting 
within the wider context of art in 
Malaysia?

There aren’t as many artists in 
Malaysians who make material-
based sculptures. For me, there’s 
a difference between material 
and medium. A lot of people have 
suggested to me that I should work 
with clay in order to have more 
flexibility in my working process, 
but that is not my concern. I’m not 
trying to make a bonsai, I’m not 
trying to show you what an object 
looks like, I’m concerned about the 
language of the material. It’s defined 
by who you are and where you’re 
form, and when you look at wood 
we have different ideas of wood 

LP:

LP:

MY:

MY:

depending on where we are from, 
and this can change depending on 
different interpretations.

There are different techniques 
when using traditional materials, 
such as clay, bronze, marble, wood 
etc., but I enjoy a lot the limitations 
of presenting materials in its pure 
form. I like to transform the utility 
and purpose of the material. It 
reminds me a quote “If materials 
could be presented in such a 
manner as not to overwhelmed or 
belied by form, it might possible 
to introduce into art a new kind of 
truth” by Philp Leider. That’s why I 
believe there’s no hierarchy when 
we only talk about the materials.

Sculpture is a big part of your 
culture in the UK - even in South 
East Asia countries like Thailand, 
Indonesia and Cambodia – where 
sculpture is both traditional and 
modern, but it’s not so common in 
Malaysia. I hope the exhibition can 
start more conversations about the 
language of materials and will help 
me connect with artists working with 
similar concerns.

363362



A Good Line. A Good Lie
Ruskin School of Art 2020 MFA

4 Cromwell Place, South Kensington
London

Organized by A.I. Gallery

22 - 27 June 2021
Group Exhibition

Above and Opposite:
Installation view of A Good 
Line. A Good Lie highlighting 
Haffendi Anuar’s works, 22 - 27 
June 2021 at Cromwell Place, 
London. Organised by A.I. 
Gallery. Image courtesy of A.I. 
Gallery, London and the artist

Haffendi Anuar
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Top:
Haffendi Anuar, Untitled 
(Cradle II), 2021, oil, 
acrylic, fabric dye, thread, 
canvas, eyelets, brass wire 
and seashells, 55 x 31 x 
9 cm. Image courtesy of 
RKFA and artist

Top:
Haffendi Anuar, Cobweb 
(Home), 2021, oil on 
Giclee Hahnemuhle Pearl, 
42.1 x 28.3 cm. Image 
courtesy of RKFA and 
artist

Middle:
Haffendi Anuar, Cobweb 
(Rickshaw), 2021, oil on 
Giclee Hahnemuhle Pearl, 
25.6 x 43.2 cm. Image 
courtesy of RKFA and 
artistBottom:

Haffendi Anuar, Ankabut 
I, 2021, oil, kain pelikat, 
canvas, acrylic, fabric dye, 
thread, hemming tape, 
wood and brass eyelets, 
223 x 118 cm. Image 
courtesy of RKFA and 
artist

Bottom:
Haffendi Anuar, Cobweb 
(Welcome Party), 2021, oil 
on Giclee Hahnemuhle 
Pearl, 29.9 x 41.4 cm. 
Image courtesy of RKFA 
and artist
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Prestige Planner - Best Things To 
Do This Week (July 27 - August 2)

https://www.prestigeonline.com/
th/pursuits/things-to-do-july-27/
XVd0A5MzaHv/

Prestige 27 Jul 2020

The Silent Profundity Of The Dark 
https://tqpr.com/the-silent-profundity-
of-the-dark/

TQPR 20 Jul 2020

Vanishing Jungle Childhood by 
Tan Wei Kheng at Richard Koh 
Fine Art 
https://www.artland.com/exhibitions/
vanishing-jungle-childhood-419956

Gillman Barracks Has Reopened -  
Here Is What You Can Expect 
hhttps://www.femalemag.com.sg/
culture/what-to-expect-gillman-
barracks-reopened-visitors-arts-
galleries-open/

Tan Wei Kheng - Vanishing Jungle 
Childhood 
https://www.artland.com/exhibitions/
vanishing-jungle-childhood-419956

Mud And Mashed Hydrangea 
Leaves and Salad of Dandelion 
Greens 
https://medium.com/c-type/mud-and-
mashed-hydrangea-leaves-and-salad-
of-dandelion-greens-146aaeb0e5fd

PIVOT Richard Koh

https://businessmirror.com.
ph/2020/06/23/time-to-rebalance-
gallerists-discuss-pandemics-impact-
on-how-art-would-be-marketed-sold/

Essentialist Images 
https://tqpr.com/essentialist-images/

Artland 2 Jul 2020

FEMALE Singapore 6 Jul 2020Mutual Art 2 Jul 2020 ctypemag 17 Jul 2020

Business Mirror 23 Jun 2020

TQPR 17 Jul 2020

Mutual Art 17 Jul 2020
Essentialist Images

https://www.mutualart.com/
Exhibition/Essentialist-Images/
BEAE0539970F0082

Plural 25 Jul 2020
Finding The Art In Our Heartlands: 
Important Local Services 
https://pluralartmag.com/2020/07/25/
finding-the-art-in-our-heartlands-
important-local-services/

Art & Market 2 Jul 2020
Essentialist Images 
https://www.artandmarket.net/
news/2020/7/2/july-round-up-part-1

Vision KL 17 Jul 2020
Essentialist Images 
https://www.visionkl.com/richard-koh-
fine-art-1/

Pembroke College 25 Jul 2020
Emery Prize 2020 - Haffendi Anuar

https://www.pembrokejcrart.org/2020

PIVOT Richard Koh 
https://www.artandmarket.net/
analysis/2020/6/16/pivot-day-2-galler
ies?fbclid=IwAR0RdKApirSNIWQ7RRZe
ZqaoDC8hH345w85Nu5q18qgNi9Qhz
rQ0ZE3h… 3/3

Art & Market 16 Jun 2020

Locating Malaysian Contemporary 
Art: The Echo Boomers

https://www.artland.com/exhibitions/
locating-malaysian-contemporary-art-
the-echo-boomers-abd5de

Locating Malaysian Contemporary 
Art: The Echo Boomers

https://www.mutualart.com/Exhibition/
Locating-Malaysian-Contemporary-Art-
-The/E94F5C1957EBA2AB

The Star 22 Aug 2020
Meet the millennials leading Malaysian 
art into the future 
https://www.thestar.com.my/lifestyle/
culture/2020/08/22/meet-the-
millennials-leading-malaysian-art-into-
the-future?fbclid=IwAR1yp8a3Pnt_
hSrZ0sXw-Tlb9nt… 6/6

Art & Market 3 Sep 2020
September Round-Up Part 2 
https://www.artandmarket.net/
news/2020/9/2/september-round-
up-part-2

Our Heartlands Aug 2020
Faris Nakamura - From Now On 
You Will Not Be Alone

https://ourheartlands.pluralartmag.
com/artworks/faris-nakamura-from-
now-on-you-will-not-be-alone

Art & Market 26 Aug 2020
‘A Decade Apart/Together’ at 
Richard Koh Fine Art 
https://www.artandmarket.net/
news/2020/8/26/a-decade-apart-
together-at-richard-koh-fine-art

October Round-Up 
https://www.artandmarket.net/
news/2020/10/5/october-round-up

Five galleries reframe their strategies, opt 
to collaborate for art exhibit weekend 
https://www.thestar.com.my/
lifestyle/culture/2020/10/04/five-
galleries-reframe-their-strategies-
opt-to-collaborate-for-art-exhibit-
weekend?fbclid=IwAR1zHl5c… 6/6

Kuala Lumpur Galleries 
Collaborate to Combat Covid 
Slowdown 
https://ocula.com/magazine/art-news/
kuala-lumpur-galleries-collab-to-
combat-covid/

Zen and the art of clay in KL 
https://www.nationthailand.
com/lifestyle/30394204?utm_
source=bottom_relate&utm_
medium=internal_referral

The Nation 9 Sep 2020

OCULA 28 Sep 2020 The Star 4 Oct 2020

Malaysian artist’s ‘kain pelikat’ works enter 
UK’s prestigious Ashmolean Museum 
collection 
https://www.thestar.com.my/lifestyle/
culture/2020/10/22/malaysian-artist039s-
039kain-pelikat039-works-enter-uk039s-
prestigious-ashmolean-museum-collection

November Round-Up 
https://www.artandmarket.net/
news/2020/10/2/november-round-
uprichard-koh-fine-art

Art and Market 2 Nov 2020The Star 22 Oct 2020
A New Festival brings Asian Art to 
New York

https://www.wsj.com/articles/a-new-
festival-brings-asian-art-to-new-york-
11602871314fine-art/

Review of ‘Unlearning’ at RKFA 
https://www.artandmarket.net/
reviews/2020/10/14/review-of-
unlearning-at-rkfa?fbclid=IwAR0uLTVR
bdKiKOXa9nquQ4ELb3GkFWaxSeZ83jv
17EphqgMH8It… 6/6

Art & Market 8 Oct 2020

Art & Market 14 Oct 2020 The Wall Street Journal 16 Oct 2020

Art & Market 5 Oct 2020
Right Here! Right Now! in Kuala 
Lumpur 
https://www.artandmarket.net/
news/2020/10/8/right-here-right-
now-in-kuala-lumpur

Artland 15 Aug 2020

Art Outreach 5 Aug 2020
Streets of Hope: A Conversation 
with Artist Faris Nakamura 
https://www.artoutreachsingapore.org/
post/streets-of-hope-a-conversation-
with-artist-faris-nakamura

Vision KL 12 Aug 2020
Locating Malaysian Contemporary 
Art: The Echo Boomers

https://www.visionkl.com/locating-
malaysian-contemporary-art-the-echo-
boomers/

Mutual Art 15 Aug 2020 RYT9 20 Aug 2020
Richard Koh Fine Art proudly 
presents Wobbly Sabi exhibition

https://www.ryt9.com/s/prg/3157034

The art of walking: Artist Melissa Tan maps 
neighbourhoods using found objects

https://www.straitstimes.com/life/arts/
the-art-of-walking-artist-melissa-tan-
maps-neighbourhoods-using-found-
objectsthis-place-for...

The Straits Times 4 Nov 2020
Malaysian artist transforms road signs into 
art packed with irony and humour

https://www.thestar.com.my/lifestyle/
culture/2020/11/08/malaysian-artist-
transforms-road-signs-into-art-packed-
with-irony-and-humour

The Star 8 Nov 2020
15 Faces To Watch: Artist Faris 
Nakamura  
https://www.nuyou.com.sg/
lifestyle/15-faces-to-watch-artist-faris-
nakamura-change-perception-space-
sculptures/

NUYOU 13 Nov 2020
The Possibility of An Island 
https://www.cobosocial.com/dossiers/
the-possibility-of-an-island-a3/utarit-
deja-vu/

COBO Social 12 Nov 2020

PRESS MEDIA
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Art & Market 3 Dec 2020 Yes Duo Speak Art 25 Dec 2020
10 years on with Richard Koh Fine 
Art Singapore 
https://www.artandmarket.net/
news/2020/12/3/10-years-on-with-richard-
koh-fine-art-singapore?fbclid=IwAR0CD6xtC
WwC8rcN5BcbL8Isp5KFRLeAjhxKI3b… 8/8

This is “evil” in innocence - Natee 
Utarit 
https://mp.weixin.qq.com/s?_

SVARA Jan 2021
Nasihat Lembut buat Izat Arif 
https://jurnalsvara.yezza.store/

Art & Market 16 Jan 2021
Review of ‘Volume Eleven’ at 
Richard Koh Fine Art 
https://www.artandmarket.net/
reviews/2021/1/16/review-of-volume-
eleven-at-richard-koh-fine-art

Asian Art News Dec 2020
AAN reviews - Essentialist Images Oxford, a sarong and a Malaysian 

student’s award-winning search 
for identity 
https://studyinternational.com/news/
master-of-fine-art/

Inaugural Singapore Gallery 
Weekend 
https://www.artandmarket.
net/news/2020/11/18/
inaugural-singapore-gallery-
weekendmalaysia-2019/

Art & Market 18 Nov 2020
SAM x Shentonista: Novel Ways of 
Dressing - Open Mind 
https://shentonista.sg/projects/sam-
x-shentonista-novel-ways-dressing-
open-mind/

Shentonista 22 Nov 2020 Study International 2 Dec 2020

“Volume Eleven” by Ash Ghazali 
& S.E.A. FOCUS 2021 featuring Hu 
Qiren, 16 - 24 Jan 2021 
https://www.randian-online.com/np_
announcement/volume-eleven-by-ash-
ghazali-s-e-a-focus-2021-featuring-
hu-qiren-16-24-jan-2021/

Spotlight on Gan Chin Lee 
https://www.sovereignartfoundation.
com/uncategorized/spotlight-on-gan-
chin-lee/

At the intersection of art and 
activism 
https://www.malaysianow.com/
news/2021/03/14/at-the-intersection-
of-art-and-activism/

SANCTUARY…WHERE ONE IS 
ALLOWED TO DREAM 
https://customers4fashion.
com/2021/04/02/sanctuary-where-
one-is-allowed-to-dream/

LEE MOK YEE 
The Edge Newspaper dated 26 April 
2021 (Monday)

Fresh Faces - Faizal Yunus 
https://issuu.com/artandmarket/docs/
check-in_web_version/s/12346377

Working Within and Without A 
Studio - Haffendi Anuar 
https://issuu.com/artandmarket/docs/
check-in_web_version/s/12346381

IT’S A MALE NUDE SHOW! 
https://customers4fashion.
com/2021/05/04/its-a-male-show/

Every day, Every day I have the 
Blues 
https://asianjourneys.com.sg/27-
May-2021/every-day-every-day-i-
have-the-blues

EVERY DAY, EVERY DAY I HAVE THE 
BLUES 
https://customers4fashion.
com/2021/06/02/every-day-every-
day-i-have-the-blues/

How To Build An Art Collection 
Magazine of The Malaysian Institute of 
Architects. Volume 33, Issue 1/4, 2021

Let’s Talk: Shaq Koyok (Part 1 & 2) 
- Finding His People’s Voice 
https://www.astroawani.com/
rancangan/letstalk/lets-talk-shaq-
koyok-part-1-finding-his-peoples-
voice-1896065

Richard Koh Fine Art presents A 
Rhetorical Garden, Malaysian artist Lee 
Mok Yee’s solo exhibition in Malaysia 
https://tqpr.com/richard-koh-fine-
art-presents-a-rhetorical-garden-
malaysian-artist-lee-mok-yees-solo-
exhibition-in-malaysia/

A Rhetorical Garden ผลงาน
ประติมากรรมจากไม้คอร์ก ในนิทรรศการเดี่ยว
ของลี หมอก ยี 
https://lofficielthailand.com/2021/04/
lee-mok-yee-richard-koh-fine-art/

New exhibition explores the 
meaning of home 
https://www.bangkokpost.com/life/
arts-and-entertainment/2088227/
new-exhibition-explores-the-meaning-
of-home

Spotlight on Gan Chin Lee 
https://www.femalemag.com.sg/
gallery/culture/the-substation-
septfest-2021-close-things-to-do-in-
singapore/

A Vanishing Landscape 
by Rouwen Lin, The Star Newspaper 
dated 9 March 2021 (Tuesday)

Shaq Koyok’s art reflects a 
personal and political drive to 
share his Orang Asli heritage 
https://www.thestar.com.my/lifestyle/
culture/2021/03/10/shaq-koyok039s-
art-reflects-a-personal-and-political-
drive-to-share-his-orang-asli-heritage

S.E.A Focus Connects Southeast 
Asia With Hybrid Format 
https://ocula.com/magazine/insights/
sea-focus-connects-southeast-asia-
with-hybrid/

First Becomes Last, Last Becomes 
First: Shaq Koyok’s Land of a 
Thousand Guilts 
https://www.cendana.com.my/library/
our-library/lensa-seni/first-becomes-
last-last-becomes-first-shaq-koyoks-
land-of-a-thousand-guilts

First Becomes Last, Last Becomes 
First: Shaq Koyok’s Land of a 
Thousand Guilts 
https://www.cendana.com.my/library/
our-library/lensa-seni/first-becomes-
last-last-becomes-first-shaq-koyoks-
land-of-a-thousand-guilts

Ran Dian 9 Jan 2021

SOVEREIGN 2 Mar 2021

MalaysiaNow 14 Mar 2021 TQPR 16 Mar 2021

Customer4Fashion 2 Apr 2021

Options 26 Apr 2021 ISSUU (by Art&Market)  May 2021 ISSUU (by Art&Market)  May 2021 Customer4Fashion 4 May 2021

Asian Journeys 27 May 2021 Customer4Fashion 2 Jun 2021AM 50th Anniversary Issue Jun 2021

ASTRO AWANI 20 Mar 2021

TQPR 19 Apr 2021

Fine Art Magazine 21 Mar 2021 Customer4Fashion 27 Jun 2021

L’OFFICIEL 20 Apr 2021Bangkok Post 23 Mar 2021

FEMALE 5 Mar 2021 The Star 9 Mar 2021 The Star 10 Mar 2021

OCULA 26 Jan 2021 CENDANA Mar 2021 CENDANA Mar 2021

Richard Koh Projects presents 
Rungruang Sittirerk’s solo exhibition, In 
The Dream I Look Out To See Only The 
Stars, in Bangkok 
https://tqpr.com/richard-koh-projects-
presents-rungruang-sittirerks-solo-
exhibition-in-the-dream-i-look-out-to-
see-only-the-stars-in-bangkok/

In the dream I look out to see only the 
stars by Rungruang Sittirerk 
http://www.fineart-magazine.
com/in-the-dream-i-look-out-to-
see-only-the-stars-by-rungruang-
sittirerk/?preview=true&_thumbnail_
id=15289&fbclid=IwAR36vo3g-
ZqWy%E2%80%A6

What There Looks Like 
https://customers4fashion.
com/2021/06/27/what-there-looks-like/

‘We Do Not Dream Alone’ Seeks to 
Champion Representation for Contemporary 
Asian Artists 
https://www.frieze.com/article/we-do-not-
dream-alone-asia-society-triennial-part-two-
2021-review?utm_source=facebook&utm_
medium=social&utm_campaign=article&fbc
lid=IwAR3yCyB1x1sznj2tt7WahGaPSHyuYko
Zxk-5MszromE%E2%80%A6

Every day, Every day I have the 
Blues by Natee Utarit 
https://www.linkedin.com/posts/
audrina-gan-b2b-medical-writer_
activity-6806048636724760576-
WAoi/

World Bicycle Day: how pedal 
power has been celebrated 
through art in Malaysia 
https://www.thestar.com.my/lifestyle/
culture/2021/06/03/world-bicycle-
day-how-pedal-power-has-been-
celebrated-through-art-in-malaysia

What to do this weekend in 
Singapore: 4-6 June 
https://vogue.sg/what-to-do-this-
weekend-singapore-2021/

June Round-Up 
https://www.artandmarket.net/
news/2021/6/4/june-round-up?fbclid
=IwAR1GRQqEO7Xa3bXcNRxQ9exE2fG
G46rXYx4fEiAV4CNat7_ksFj4ZpdCOJ4

Conversation with Yeoh Choo 
Kuan 
https://www.artandmarket.net/
dialogues/2021/6/13/conversation-
with-yeoh-choo-kuan

FRIEZE 3 June 2021

LinkeID 3 June 2021 The Star 3 Jun 2021 VOGUE 3 Jun 2021 Art&Market 4 Jun 2021

Art&Market 14 Jun 2021
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Aung Ko
b. 1980, Myanmar

Aung Ko studied Fine Art Painting at 
the University of Culture, Yangon. He 

exhibited in the group show “DEEP S.E.A. 
Contemporary Art from South East Asia”, 
at Primo Marella Gallery, Milan (2012), 

“Artist Beyond Boundaries” at The American 
Center in Yangon (2017) and many others 
exhibitions in Asia. Beyond the thematic 

role of the village in Aung Ko’s practice, his 
expression is fully community-centric, his 
performances and installations tied to the 
village and its people through production 

and participation. Ideas about geographies, 
histories and customs emerge, pieces 

charting place and time through gesture 
and relic - an art recalling the transience, 
hope, and illusion of existence. Yet these 

creations are not pictorial replications of a 
pocket of rural Burma, but rather distillates 
of its imagery, rituals and rhythms, which 

combined, build an art telling idiosyncratic 
stories, while also obliquely questioning 

the system and values dominating the 
country today.Ash Ghazali

b. 1975, Singapore

Ash Ghazali has been involved with 
creative projects for more than two 
decades with an acclaimed multi-

disciplinary career in advertising. Ghazali 
is now a visual artist based in Kilburn, 

London. Ghazali’s series of Cut Paintings 
combines geometric abstraction with 

cultural materials from his native home 
of Singapore. Cutting into fabrics from 
traditional costumes, typically used in 
festive and religious ceremonies, and 

also painted canvases, Ghazali arranges 
these cut pieces in a series of folds and 
layers, that creates a single vertical slit 

down the middle of the composition. Upon 
closer inspection, this chasm is made with 

disparate fabrics placed askew—subtle 
shifts in fabric grain and dye provide 

aesthetic pleasure; hemlines and shadows 
from folds and layers create bold lines. On 
one level, the Cut Paintings series focuses 

on the balance of materials, colour and 
form, but they can also be read as a rupture 

in an otherwise perfect state — they are 
a reflection of Ghazali’s dissidence and 

oblique perspectives.

Anne Samat
b. 1973, Malacca, Malaysia

Anne Samat 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 several 

awards including 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. 
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).

Aye Ko
b. 1963, Myanmar

Aye Ko is a painter and former political 
prisoner from Myanmar. He is one of 

Myanmar’s most profiled contemporary 
artists internationally. On 10 January 2017, 

he received the 2017 Joseph Balestier 
Award for the Freedom of Art. He is one 
of the founders of New Zero Art Space. 

Trained as a painter, Aye Ko first created 
impressionistic paintings before turning 
to performance art in the mid-1990s, to 
better express his advocacy for freedom 
and democracy in his native country. His 

choice was influenced by his experience of 
imprisonment (1990-1993) as a political 

prisoner. Ko saw in performance art a more 
direct way to engage with the audience 

and an ephemeral medium of expression 
through which he could better comment 
on the sociopolitical environment and 

situation in Myanmar.

ARTISTS
Bao Vuong
b. 1978, Vietnam

Bao Vuong was born in Vietnam at the 
end of the 70s. Barely a year old, he fled 

with his parents by sea. Like thousands of 
boat people, he and his family wandered, 
tossed about in refugee camps in pursuit 

of a land of welcome. The paintings of Bao 
Vuong are black, both realistic and abstract. 

It’s a projection of the nights in the open 
seas spent by his family on the run, the 

same nights that hundreds of thousands of 
refugees have lived through the centuries 
and still know each day. Forsaken in the 
dark, without a clue. Darkness hints at 

imminent death and swallows all those that 
have sacrificed and lost everything worth 

living. Black paint awakens fears associated 
with exile, while reflections of light on 

the paint strokes represent shimmers of 
hope that give birth to a survival instinct, 
echoing the promise for a better world.

Eiffel Chong
b. 1977, Malaysia

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 in 

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 

Cam Xanh
b. 1977, Vietnam

Cam Xanh is the pseudonym of conceptual 
artist Tran Thanh Ha. Translated as “Green 
Orange” from Vietnamese, it is the first of 

many playful departures from the expected 
that characterises her work. Her physical 

works are often based on texts and poetry, 
or developed from previous performances 
by the artist, and branch across multiple 

mediums including installation, sculpture, 
painting and video, often with elements 
only activated by audience participation. 
Her work can be found in the collection 
of the Singapore Art Museum (SAM), and 
she was a speaker for the ASIA YOUNG 

36 exhibition at the Jeonbuk Museum of 
Art in Seoul, Korea in 2016. She founded 
independent art space MoT+++ in 2015 
in Ho Chi Minh City, Vietnam, which she 
continues to collaboratively run with a 
small team and other members of the 
MoT+++ artist collective. In 2018 she 

co-founded the Nguyen Art Foundation and 
A. Farm, an international art residency.

Cao Hoang Long
b. 1990, Vietnam

Cao Hoang Long is a creative designer and 
a visual artist based in Saigon, Vietnam. He 

has been honing his artistic vision since 
2011 as visual performance artist and art 
director. He had worked for advertising 
agencies including Ogilvy, TBWA, Leo 

Burnett with clients such as Unilever, Coca 
Cola, Kimberly-Clark, Samsung, & Dutch 
Lady. His interest is in connecting all the 

dots marrying images to ideas. As a visual 
artist, he likes to explore and challenge 

himself with his work. His materials are the 
language of symbols, linguistic metaphors, 

computer graphics and 3D printing. 
Standing in between the advertising world 

and the art world, he aspires to reach 
diverse audiences via a visual language of 

his design.

Ben Puah
b. 1976, Singapore

Ben Puah currently lives and works 
in Singapore. He studied at the Royal 

Melbourne Institute of Technology and 
LASALLE College of the Arts. He received 
his BFA with Distinction from the Royal 

Melbourne Institute of Technology in 2000.

A self-proclaimed artist of ‘crazy artworks’, 
Puah creates shocking and powerful works 
that refuse to fit into the mainstream. Apart 
from his critically acclaimed paintings, he 
also managed to produce overwhelming 

installations, curated wonderful 
exhibitions, working with schools on his 
Colours of Life community projects and 
the list goes on, needless to say, Puah is 

one passionate, motivated man. Puah is a 
versatile artist, not limiting himself only 

to painting in his artistic endeavors. Some 
of his more popular artistic works are 

sculptures and other objects, and he is also 
noted for his contributions to performance 
art and photography, among other areas.

Puah has exhibited his works in Singapore, 
Australia, Iran, Germany, Japan, USA, 
Vietnam, Indonesia, Thailand, Brazil, 

London, Malaysia and China. His artwork 

CC Kua
b. 1991, Kedah, Malaysia

CC Kua is a Kuala Lumpur based visual 
artist. Born in Sungai Petani, Kedah, CC 
obtained a BA (Hons) in Graphic Design 

and Illustration, The One Academy 
(degree conferred by the University of 
Hertfordshire). She then pursued her 
Master of Fine Arts from the Graduate 

Institute of Plastic Arts, Tainan National 
University of the Arts, Taiwan. CC 

currently resides in KL, and had three solo 
exhibitions: All by Myself, The Back Room, 
KL (2020), Left A Bit, Right A Bit, Up A Bit, 
Down A Bit, Lostgens’ Contemporary Art 
Space, KL (2019) and Mosquito Bite also 
at Lostgens’ Contemporary Art Space, KL 

(2016).

is in the public and private collections in 
numerous local and international locations. 

Puah has conducted talks/workshops at 
schools and art institutions.

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.

Faizal Yunus
b. 1989, Pahang, Malaysia

Faizal Yunus is a Malaysian based artist 
who works mainly in printmaking, painting 

and installation. He graduated with 
Bachelor of Fine Arts from Mara University 
of Technology (UiTM) in 2012 with a major 

in printmaking. Faizal has been drawn 
towards nature as he grew up in such a 

surrounding that has helped him nurture a 
unique imagination and interpretation of 
the greenery around him. Autonomy has 
driven him to believe that the egalitarian 

society is a vital key to which he adapts the 
banal practices of everyday life into his art-
making-process. For his first solo exhibition 
Matrix (2016), he began looking at his daily 

life for inspiration as he sought to break 
free from the limitations of the common art 
materials. Vortex  (2018), revolved around 
his journey to find different perspectives 

on causes that pushed him to his decision 
making, it serves as his poetic statement 

on the current state of pollution that 
surrounds us and the human role of 

undoing the beauty within our landscape.
His awards include MEAA 2019 (Malaysian 
Emerging Artists Award), organized by HOM 

& Galeri Chandan, Kuala Lumpur. He was 
also awarded the Resident artist of 2018 in 
Rimbun Dahan, Kuang, Malaysia. Selected 
exhibitions include Malaysian Art, A New 
Perspective, (2017), Richard Koh Fine Art, 
Kuala Lumpur, Malaysia and S.E.A. FOCUS, 

(2020), Gillman Barracks, Singapore.

Izat Arif
b. 1986, Kuala Lumpur, Malaysia

In the multidisciplinary practice of Izat Arif, 
videos, drawings, and readymade objects 

are combined into intricately layered 
installations. His work often conveys an 
ironic commentary on everyday life and 

the art ecosystem of Kuala Lumpur. He has 
participated in several group exhibitions 

including A History of Drawing, Camberwell 
College of Arts, London, United Kingdom 
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Gan Chin Lee
b. 1977, Kuala Lumpur, Malaysia

Gan Chin Lee 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 

Faris Nakamura
b. 1988, Singapore

Faris Nakamura 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 internationally. 

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).

Genevieve Chua
b. 1984, Singapore

Genevieve Chua is a painter who works 
primarily through abstraction. Chua 

employs a method of working that unfurls 
and reveals the painter’s process through 

diagram, palimpsest, syntax and the glitch. 
While notions of nature and wilderness 
persist across several works, the form 

taken by her exhibitions – image, text or 
object – is disrupted through painting. 

Chua’s selected solo exhibitions include 
Twofold, STPI Gallery (2020); Closed 

During Opening Hours, LASALLE’s Institute 
of Contemporary Arts Singapore (2019); 

Vestigials and Halves, Project 7 1/2, Seoul 
(2017); Rehearsals for the Wilful, Silverlens, 
Manila (2016); and Parabola, Tomio Koyama 
Gallery, Singapore (2014). She is the winner 
of the 2020 IMPART Award (artist category), 
and was conferred the Young Artist Award 

(2012) by the National Arts Council, 
Singapore.

Haafiz Shahimi
b. 1986, Kedah, Malaysia

Setting himself apart, Haafiz Shahimi 
clearly exudes the qualities of a 

contemporary artist; experimental, detailed, 
talented and constantly challenging status 
quo. It was during his undergraduate years 
that he had experimented and conducted 
studious research into thermodynamics 
to develop a new form of art – his art of 
pyrography printmaking; keenly exuding 

innovativeness and contemporaneity. 

Htein Lin
b. 1966, Myanmar

Htein Lin is a Burmese artist (painting, 
installation, performance), curator and 

writer. He has also worked as a comedian 
and actor. Work in Museums and Private 

Collections; M+ contemporary art museum, 
Hong Kong; ICRC Museum, Geneva; 

Singapore Art Museum; Staatliche Museum 
Funf Kontinente, Munich. Two of Htein Lin’s 
paintings on cloth were purchased for the 

US Embassy Yangon. Other works are in 
private collections in Belgium, France, the 
Netherlands, India (including a specially 

commissioned piece, Night Shift, for Lekha 
Poddar, 2014), Japan, Malaysia, Myanmar, 

Portugal, Singapore, Spain, Sweden, 
Thailand, US and UK. Other commissioned 
pieces are in Rosewood Hotels in Yangon 
and Phom Penh. His works are included 

in the Artists’ Pension Trust – Beijing 
collection.

Ian Tee
b. 1994, Singapore

Ian Tee is an artist working across a 
variety of media – destroyed metal 

paintings, bleached and dyed textiles, and 
collage. His practice is an exploration of 
youth, concerning themes of rebellion, 
vulnerability and identity. Conflating 

the history of painting with the energy 
of subcultures, he is interested in how 

aesthetic narratives can be reworked and 
recontextualised. The attitude carried is 
a statement about power, defiance and 

possibility. His works have been presented 
in Singapore, Tianjin, Jakarta and Sydney. 
Selected exhibitions include KILL YOUR 

DARLINGS (2021, Yavuz Gallery, Singapore), 
S.E.A. Focus Curated: hyper-horizon (2021, 
Singapore), SPACES (2018, Ota Fine Arts, 
Singapore) and DRIVE Public Art Festival 

(2015). Ian was a recipient of the Ngee Ann 
Kongsi scholarship and winner of 2017 

Cliftons Art Prize for Singapore.

Haffendi Anuar
b. 1985, Malaysia

Haffendi Anuar 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 technological 
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
b. 1978, Perak, Malaysia

Hasanul Isyraf Idris 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 collections include 

Singapore Art Museum (SAM), Galeri Z 
(Malaysia) and ILHAM Gallery (Malaysia).

Hings Lim
b. 1989, Kuala Lumpur, Malaysia

Hings Lim is currently based in Los Angeles, 
United States. He received his Bachelor 
of Fine Arts degree from the Universiti 

Malaysia Sarawak, Malaysia. He is currently 
pursuing a Master of Fine Arts degree 

and completing the Performance Studies 
Graduate Certificate at the University 
of Southern California, Los Angeles as 

a recipient of the USC International 
Artist Fellowship. He is a recipient of 

the Petronas – P. Ramlee Chair’s Award 
in 2012 and completed the Southeast 

Asian Artist Residency Program at Rimbun 
Dahan, Selangor, Malaysia in 2018. He 

has had a solo exhibition at Richard Koh 
Fine Art, Kuala Lumpur. Selected group 

exhibitions include ‘GLAMFA 2020: Double 
Play’, CSU Long Beach Art Galleries, Long 
Beach, California; ‘Young Contemporaries 

Award’, National Art Gallery, Kuala Lumpur; 
‘Art Stage Singapore’, Singapore; and 

‘Malaysian Art: A New Perspective’, Richard 

Koh Fine Art, Kuala Lumpur. He was one 
of the founders of Lattalilat, a community 
art project, and exhibited at National Art 

Gallery, Kuala Lumpur; MIA College Gallery, 
Kuala Lumpur; FACA Gallery, Sarawak; and 
Muzium & Galeri Tengku Fauziah, Penang, 

Malaysia.

Hu Qiren
b. 1983, Singapore

Hu Qiren is an artist whose practice 
explores the myriad forms of image-

making, incorporating a wide range of 
media, including photography, video, 

installation and performance. Expressing 
a vibrant visual vocabulary inspired by 

his own identity and tradition, Qiren 
synthesizes cultural binaries, while 
incessantly challenging notions of 

authenticity, belief and value systems. 
Qiren completed his MFA in Photography 
and Related Media at Parsons The New 

School for Design under the Provost 
scholarship in 2015 and has showcased 
his works at the One World Trade Center, 

Queens Museum, Aperture Foundation and 
Photoville in New York, Louvre Museum in 
Paris, Singapore International Photography 
Festival, Pingyao International Photography 

Festival in China, Auckland Festival of 
Photography in New Zealand and at the 
Theory of Clouds Gallery & Community 

Worldwide in Kobe, Japan. In 2016, Qiren 
was the grand winner of the Harper’s 

BAZAAR Art Prize.

Jacin Giordano
b. 1978, Connecticut, USA

Jacin Giordano based in Western 
Massachusetts, United States. He received 

his BFA in painting from Maryland 
Institute College of Art, Baltimore, MD 

and his MFA from the University of 
Massachusetts, Amherst. Giordano has 

exhibited in galleries, museums, and art 
fairs throughout the United States and 

internationally including deCordova 
Sculpture Park and Museum, Lincoln, MA, 
Perez Art Museum Miami, Miami, FL; The 

Bass Museum of Art, Miami Beach, FL; 
Harn Museum, Gainesville, FL; The Texture 
Museum, Kortrijk, Belgium, and Fondation 

Villa Datris, L’Isle-surla-sorgue, France. 
Giordano was a 2006 recipient of the 

South Florida Cultural Consortium Grant 
for Visual Art. His work has been in various 
publications including The New York Times, 

Artforum, New American Paintings, The 
Boston Globe, and Vogue. Although his 
work sometimes blurs the line between 
painting and sculpture, Jacin primarily 
identifies his work through the lens of 

painting where he is continually interested 
in deconstructing and reconfiguring the 
physical possibilities of paint. His work 
is the result of experimentation and a 

constant exploration of material, texture 
and process.

(2018); Young Malaysian Artist: New 
Object(ion) II, Galeri Petronas and Young 
Contemporaries at National Visual Arts 
Gallery, both Kuala Lumpur, Malaysia 

(2013) and most recently Domestic Bliss 
(2019) at ILHAM Gallery, Kuala Lumpur. 
He was also a resident artist at NTU-CCA 

Singapore in 2018.

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 compositional 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 viewpoints. Inner-city anxiety, 
restlessness and hardship are captured 
and hyperbolized in his enigmatic and 

disorientating pictures.

Almost unheard of, it was during his first 
solo – Raising Awareness Towards Greater 

Existence (RAGE) 2014 where Haafiz 
formally introduced his art of pyrography 

printmaking to the world. Possibly the first 
of its kind in the world, Haafiz was notably 
acknowledged as the pioneer in the art of 

pyrography printmaking. From 2014, Haafiz 
continues to resiliently work and refine his 

art further. Passionate with fire, rebel as 
he may be, innovation has always been an 
inherent prerogative for Haafiz. Through 
the years from his initial pyrography art, 
he has gone on to develop new forms of 
pyrographic art; 90 degree inverted burn, 

direct petrol burn and ghost printing.
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James Seet
b. 1970, Kuala Lumpur, Malaysia

James Seet 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.

Jane Stephanny
b. 1989, Indonesia

Jane Stephanny works with gouache, 
acrylic and printmaking. The quirks and 
peculiarities of the human condition are 

over-portrayed through her satirical lenses. 
Starting from her careful observation of 
human behaviour, Jane juxtaposes the 

bizarre with the mundane, topping it up 
with a humorous spin on things in a slightly 

unnerving, grotesque manner. She finds 
perfection in imperfection and embraces 
mistakes as a unique type of beauty that 
is ultimately more meaningful than the 
beauty found in perfection. Her works 

feature characters who are often not afraid 
to show their ugly side. They are flawed 
because they are human, and indeed, 

being flawed is what makes them human. 
Her works also question what it really to 

be human and whether we are all that 
different from the creatures we choose to 
surround ourselves with. Jane Stephanny 
currently lives and works in Kuala Lumpur, 

Malaysia.

Joel S. Allen
USA

Joel S. Allen is an American sculptor and 
installation artist. He didn’t begin his art 

career until he was almost forty years old. 
Over the last twenty years, he has worked 
diligently to develop and hone his craft 
for precision wrapped fibre sculpting. 

Joel earned his Bachelor of Fine Arts from 
Montana State University in Bozeman, 

Montana in 1999 and his Master of Fine 
Arts from Washington State University 
in Pullman, Washington in 2001. Joel 

currently lives and works high in the Rocky 
Mountains in Steamboat Springs, Colorado 

and teaches art at Colorado Mountain 
College.

Le Hoang Bich-Phuong
b. 1984, Vietnam

Bich-Phuong Le grew up in Vietnam and is 
now a Portland-based and Saigon-based 
visual artist. Her artwork is driven by the 

individuality and the ambiguity about 
social structures, reality and mindscape. Le 
started using traditional Vietnamese silk as 

her primary medium after she graduated 
from Ho Chi Minh University of Fine Arts, 
Vietnam in 2010. Her recent works have 
expanded to include ceramics and fibre-
based materials. Throughout her career, 
Le has been given many opportunities 
to create exhibitions on Vietnamese 

traditional art techniques. Le has shown 
her works in Denmark, Japan, Thailand, 

Malaysia and Vietnam. In 2018, Le became 

Justin Lim
b. 1983, Kuala Lumpur, Malaysia

Justin Lim 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-Australia Visual Artist 

Lee Mok Yee
b. 1988, Selangor, Malaysia

Mok Yee currently lives & works in Kuala 
Lumpur. As an artist, he believes that 
existing materials whether physical 

or conceptual reflects his own culture 
and political background. Using these 
materials, he attempts to interpret and 

reconstruct the characteristics and utility 
of the objects. He strongly believes that 
art and society are interconnected and 

it’s not essential to be highly technically 
to express once self in art. In 2012, Muji 
had his first solo exhibition Scepticism 

is a Virtue at Artseni Gallery. He has also 
exhibited internationally in London, Korea 

and Germany.

Joshua Kane Gomes
b. 1993, Malaysia

Joshua Kane Gomes 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. Documenting his 
mental processes and states through the 

art-making process, Joshua peeks into the 
grey areas between cold rationality and 
sentimental sensibility. He often works 
with sculptures and installations that 

leverage on evoking mood and atmosphere, 
be it through forms 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 mindscape, the 
hazy recollections of sluggish days that 

blur into one another.

Liu Hsin-Ying
b. 1991, Taiwan

Liu Hsin-Ying 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 mediums 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 2019 Kaohsiung 

Award – Finalist Award, 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.

Mark Tan
b. 1991, Kuala Lumpur, Malaysia

Mark Tan obtained his Bachelor of Arts 
degree in Drawing and Applied Arts from 

the University of the West of England. 
Working through photography, drawing, 

and printmaking, his various configurations 
become sensory fragments that investigate 

the methodologies of mark-making. The 
psychological spaces of memory as a site 
of constant flux are then used as a trigger 

for Tan’s practice.

the first Vietnamese artist selected for 
Institut France residency program, a 

residency sponsored by the French Ministry 
of Foreign Affairs. Recently, her works have 

been referenced in “La symblique dans 
l’art Vietnamien contemporain” by Francois 
Damon and “Contemporary Feminist Art in 

Vietnam” by Cristiana Nualart.

Maria Agureeva
b. 1985, Ukraine

Maria Agureeva is an interdisciplinary 
artist working with sculpture, installation, 

performance, video. In her works, she 
explores the attitude towards the human 

body in society, the loss of identity 
through serious changes in the body, 
the relationship between the body of 

nature and the global body of a human 
body. Agureeva graduated from the St. 

Petersburg State University of Technology 
and Design, Department of Graphic 

Design, ICA (Institute of Contemporary 
Art), Moscow. Agureeva is a winner of 

the grant from Ruinart Art Patronat and 
TRUST FOR MUTUAL UNDERSTANDING, 
a nominee of the Kandinsky Prize. Her 

residencies include 18th street arts centre 
Los Angeles, Residence Unlimited New 
York. Selected solo exhibitions include 

Passing, Cosmoscow, Ruinart art patronat, 
Moscow, Dust, Coaxial Arts Foundation, 

Los Angeles, The dust of Pearl will settle 
down on soft skin covering all the cracks, 

Atrium gallery, 18th Street Arts Center, 
Los Angeles. Selected group exhibitions 
include Mobius Loop, A-S-T-R-A gallery, 

Spring break art show NY, New York, 
Technosphere, Supercollider Gallery x 

Femmebit, Spring break art show LA, Los 
Angeles, MMOMA 99/19, 20th anniversary 
exhibition, MMOMA, Moscow. Her works 

were exhibited throughout New York, Los 
Angeles, Miami, Moscow, Regensburg, 
Venice, SaintPetersburg, and Vienna. 

Agureeva was born in Ukraine, lives and 
works between Los Angeles and Moscow.

Maung Day
Myanmar

Maung Day is a Myanmar-born artist, poet, 
translator and development worker living 
in Yangon. He has published eight poetry 

books in Burmese and one chapbook 
in English. His poems have appeared in 
international journals such as Guernica, 
the Awl, the Wolf, International Poetry 

Review, Asymptote and Shampoo. In the 
2000’s, he edited several art and literary 
magazines including Pan, a now-defunct 

art magazine focusing on the local art 
scene and introducing international artists 
and movements. In 2008, with Moe Satt, 
he co-founded the celebrated Beyond 
Pressure International Performance Art 

Festival. His first solo exhibition debuted 
in Bangkok at H Project Space in 2011, 

curated by Brian Curtin. In 2017, Maung 
Day took part in Sunshower: Contemporary 

Art from South East Asia 1980’s to Now 
at Mori Art Museum, Tokyo. Maung Day 

has also shown his artworks in Germany, 
Australia, New Zealand, the Netherlands, 
Hong Kong, Vietnam and Myanmar. He 

has contributed several essays on art and 
artists to local magazines and exhibition 

catalogues.

Melissa Tan
b. 1989, Singapore

Melissa Tan 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 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.

Mengju Lin
b. 1996, Singapore

Mengju Lin’s artistic practise revolves 
around the agency of non-human 

things — especially images, sound, text 
and objects — and how they protest. 
Her current research involves punk 

ideology and guerilla metaphysics. She 
is a co-conspirator of radioriotgrrrl with 
Nadhirah Khalid and she plays in a band 

called Terrapin with artists Jeremy Sharma 
and Lai Yu Tong. Mengju was born in Taipei, 
Taiwan and is currently based in Singapore.
Her recent group exhibitions include Times 

Passes at the National Gallery Singapore, 
Singapore in 2020 and A Decade Apart/ 

Together at Richard Koh Fine Art, Singapore 
in 2020. Mengju graduated with BA (Hons) 

Residency at Rimbun Dahan, Malaysia. 
He has since held residencies at Vermont 

Studio Center, USA (2011 - Asian Artist 
Fellowship/ Freeman Fellowship), Red Gate 
Gallery, Beijing (2013 - Khazanah Nasional 
Artist Residency) and The Tasmanian Col-
lege of the Arts, University of Tasmania, 

Australia (2016 - International Artist in res-
idence). Selected group exhibitions include 
the Asian Art Biennale: Viewpoints & Viewing 
points, Taiwan Museum of Fine Arts (2009), 
Modern Love, Earl Lu Gallery / Institute of 
Contemporary Art, Singapore (2015), Asia 
Young 36 / Asia Contemporary, a survey of 
contemporary Asian art practices, Jeonbuk 

Museum of Art, Jeonju, South Korea (2016) 

and Contemporary Chaos, curated by Dem-

etrio Paparoni, Vestfossen Kunstlaboratori-

um, Norway (2018). He currently lives and 
works in Kuala Lumpur, Malaysia.
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Minstrel Kuik
b. 1976, Perak, Malaysia

Minstrel Kuik 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 ideologies, 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).

Natagon Khamkayprong
b. 1993, Thailand

Natagon Khamkayprong lives and works 
in Thailand. He obtained his Bachelor of 
Fine and Applied Art (Painting) from the 
Burapha University, and his Master’s in 
Painting, Sculpture, and Graphic Arts at 
the Silapakorn University. His first solo 

exhibition was at the People’s Gallery at 
the Bangkok Art and Culture Centre in 

2020. He has participated in numerous 
group exhibitions spanning from 2015 – 
2019 including the 2018 UOB Painting 
of the Year competition at the Bangkok 

Art and Cultural Centre. In 2014, Natagon 
received a scholarship from The General 

Prem Tinsulanonda Statesman Foundation. 

Natee Utarit
b. 1970, Bangkok, Thailand

Natee Utarit 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 Beyond 
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 
multi-faceted practice focuses on the 
exploration of the medium of painting 

connecting it with photography and 
classical Western art. Light and perspective 
are some of the elements the artist chose 

to work with, focusing on painting as 
a means to explore image-making. His 
complex pictures, juggle wide-ranging 
metaphors usually in the format of the 
traditional still life, allude to Thailand’s 
current social and political landscapes. 

Odelia Tang
b. 1993, Singapore

Odelia Tang is a visual artist. Tang’s art 
practice negotiates a variety of thematic 

concerns including pain negotiation, 
the unconscious, identity, and the abyss 

through installation, painting and drawing. 
Tang considers pain a universal language 
that haunts the mind and body long after 

the disappearance of wounds, and seeks to 
articulate concepts of it into material forms 
in order to liberate herself and the viewer 
of them. Tang’s works have been exhibited 
at Art Seasons, Mulan Gallery, The Private 

Museum Singapore, Gillman Barracks, Coda 
Culture, Stanford Art Centre, Art Museum 

of Nanjing University of the Arts, Asia Now 
Paris and the IMPART Collector’s Show. 

She has also been featured on local and 
international media including The Tatler 

Singapore, The Straits Times, Channel News 
Asia, Telegraph Uk, Plural Art Mag, Arts 

Equator and ArtandMarket. Her works can 
be found in private collections from South 

East Asia, USA and Europe.

Sarah Radzi
b. 1995, Penang, Malaysia

Sarah Radzi (b.1995, Penang) graduated 
from UiTM Shah Alam, Malaysia in 2019 
with a Bachelor’s degree in Fine Arts and 
currently living in Rawang, Selangor. Her 

works are somewhat personal, inspired by 
daily thoughts, conversations and triggered 

memories.  
   She finds comfort in familiar settings. 
It could be a certain smell, color or even 
a certain kind of weather. Her artworks 
are a form of emotional releases and 

also results of unresolved teenage angst, 
personal growth like the constant noises or 
curiosities in her head, conversations and 
the relationship with the people around 

her, and made-up scenarios of what could 
have and should have been. Besides her 

surroundings, the materials and mediums 
she works with also play an important role 

in helping her express the stories in her 
little world.  

Richie Htet
Myanmar

Richie Htet is a queer Myanmar artist, 
illustrator and image-maker based in 
Yangon. Richie was born and raised in 
Myanmar but spent most of his young 

adult life studying in England. He has since 
graduated with a Bachelor’s degree in 

Fashion Illustration at the London College 
of Fashion, and has held an exhibition 

titled, “I’m Not Trying To Seduce You” at 
Myanm/art. With a strong emphasis on the 
human figure, Richie deals with themes of 
eroticism, identity, and human sexuality, 

using his own experience growing up in a 
conservative society.

Nguyen Tuyen
b. 1990, Ho Chi Minh City, Vietnam

Nguyen Tuyen graduated from Ho Chi 
Minh City University of Fine Arts in 2018 
majoring in Fine Art. For him, art first and 
foremost is a means of self-expression, 
while the act of painting is both labour 
and absorption. The artist responds to 

changes around and within himself, 
using his visual language to filtrate 

and resurrect what remains onto the 
canvas. Nguyen’s works centre around 
topics relating to environmental, social 

issues, and urbanization, in which human 
beings – appearing as insignificant, 

helpless and stifled – are caught in the 
roundabout of modern life. Nguyen’s 

paintings – demonstrating influences from 
Expressionism and Cubism – juxtapose 

distorted visions of the “animal” against 
faint images of “man”. He then situates 
these two elements in geometric space 
made of lines and squares. Nguyen has 
been actively involved in the local art 

scene since 2016.

Soe Yu Nwe
b. 1989, Myanmar

Burmese artist, Soe Yu Nwe’s cross-cultural 
experience has inspired her to reflect 

upon identity through making. She creates 
hybridized beings that are fluid, fragile 

and fragmented. Through transfiguration 
of the emotional landscape by poetically 
depicting nature and body in parts, she 
ponders the complexities of individual 

identity in our rapidly changing globalized 
societies. Having exhibited in 13 countries 
in 4 years, Soe Yu was named in Forbes 30 

Under 30, Art & Style List of 2019.

Pen Robit
b.1991, Battambang, Cambodia

Pen Robit 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.

Nghia Dang
b. 1994, Hanoi, Vietnam

Nghia Dang graduated with a BFA in Studio 
Art from the Art Institute of Chicago in 
2018, and now lives and works in Ho 
Chi Minh City, Vietnam. His practice 
encompasses sculpture, installation, 

and drawing, driven by a concern with 
psychological processes, memories, 

fantasies and their aftermaths. Dang’s body 
of work as a whole could be construed as a 
journey through the liminal, transformative 
space between real and imaginary figures, 
in which he explores possible interactions, 
consequences, ethics and affect that exist 

in relationships between social roles

Nge Lay
b. 1979, Myanmar

Nge Lay has a Bachelor Degree in 
economics and fine arts from the Yangon 

University of Culture. Nge Lay’s work shows 
concern about gender issues and the lack 

Quynh Lam
Vietnam

Nguyễn Đức Diễm Quỳnh 
(otherwise known as Quynh Lam) is 
an interdisciplinary artist working in 
performance, installation, video, and 

mixed media. She was trained in painting 
and was influenced by her family’s 

photography, which led her to blend 
conceptual photography and archival 
projects. Quynh graduated from the 
Fine Arts Association of Ho Chi Minh 

City in 2007 and from the University of 
Architecture of Ho Chi Minh City in 2012. 

After working in an architecture firm to 
support her independent art projects, 

Quynh’s sensitivity to materials, spatial 
awareness, scale, and lighting culminated 

in her later site-specific installation 
work. In 2017, Quynh was granted by the 
Fulbright Scholarship to pursue an MFA in 
Studio Art in the United States. Quynh is 

a recipient of the 2019 Art Future Prize in 
Taiwan. She has exhibited work in Vietnam 
and abroad; some highlights include: The 
Factory Contemporary Arts Center in Ho 
Chi Minh City, Art Formosa in Taipei, The 

Vincom Center for Contemporary in Hanoi, 
Richard Koh Fine Art Gallery in Singapore, 
and Mana Contemporary in Chicago, New 

Jersey and Miami – in partnership with 
CADAF (Contemporary & Digital Art Fair). 
Her works have been featured in many 

publications: Imago Mundi–Vietnam: 
New Winds Collection (Luciano Benetton 
Collection, 2015), Saigon Artbook (2016), 
XEM (2017), Inlen (2017), Frame to Focus: 

Vietnamese American Women Artists 
(sponsored by The Catherine G. Murphy 

Gallery, 2020). Her artbooks--a part of the 
‘Vietnam Artist Books Project’ of Indochina 

Arts Partnership, which was sponsored 
by the Danish Cultural Development and 

Exchange Fund--have been accessioned to 
several libraries, e.g. the MoMA, Yamamoto 

Gendai, Bay Library, Salon Saigon, Dia 
Project, UCLA library, UTK John C. Hodges 
Library (Special Collections), and other art 

hubs. Recently, Quynh presented at the 
international conference “ReVIEWING Black 
Mountain College 11” and she was a fellow 
of Riedel Fellowship at Ragdale Foundation 

(Illinois, USA).

1st Class from LASALLE College of the 
Arts, Singapore in 2020.  Her upcoming 

exhibition titled Deep , Tenderly at Richard 
Koh Fine Art, Singapore will be her first solo 

show.

of freedom in her country. She expresses 
herself mainly through performance and 

art installations, and photography. Together 
with her husband Aung Ko, Nge Lay has 

also been involved in a community project 
in her husband’s hometown Tuye’dan 

Village - an isolated place 340 km from 
Yangon, were the main activities were 

the exploitation of the forest and making 
charcoal.
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Tilde Grynnerup
b. 1973, Denmark

Tilde Grynnerup works across different 
media such as textile, wood, installation, 
conceptual, photography, and film. She 

chooses whichever media expresses 
her vision the best, and work without 

limitations. Having spent a decade writing 
songs, and another decade working with 

fashion, she creates artwork by combining 
words and textiles. And having grown up 
with the inherited craftsmanship skills 
from a carpenter father, woodwork is 

like family to her. She works alternately 
between her wood workshop in the 

countryside and her studio in the city of 
Copenhagen. The interaction between the 

countryside nature and the city - is her 
perfect balance. Just like the interaction 
between working with soft materials like 
textile and hard materials like brass and 
wood. To her, feminism is about equality 

and the freedom of being, and that subject 
is a constant in her work. Driven by social 
indignation and a general curiosity about 
people and life, her artworks usually aim 
to communicate a thought or a feeling, 

something true and profound.

Tun Win Aung
b. 1975, Myanmar

Tun Win Aung (b. 1975, Myanmar) employs 
a wide range of mediums including 

photography, video, and installation. His 
practice focuses on local histories and 

environments and he often collaborates 
with artist Wah Nu on large-scale art 

projects and activities. Their works as a duo 
have been exhibited in institutional venues 

such as the Guggenheim Museum, New 
York, United States (2013); 21st Century 

Museum of Contemporary Art, Kanazawa, 
Japan (2011); and biennials including 

Singapore Biennale (2016); 4th Guangzhou 
Triennial, China (2011); and the 6th Asia 

Pacific Triennial, Brisbane, Australia (2009).

Syahbandi Samat
b. 1992, Sarawak, Malaysia

Drawing from personal experience and 
observation, the stupefying technical 

skills of young artist Syahbandi Samat, 
using primarily ball-point pens, has been 

gaining wide attention from the Malaysian 
art scene in recent years, particularly since 
winning the 2011 cycle of the Malaysian 
Emerging Artist Award (MEAA), and more 
recently, the Young Guns Award 2016. 

His keen interest in art began while still 
in secondary school, experimenting 

with various mediums before settling on 

Tan Wei Kheng
b. 1970, Sarawak, Malaysia

Tan Wei Kheng is a self-taught artist from 
Marudi, Sarawak, Malaysia. Originally 

a ceramist for a commercial outlet 
producing touristic objects, Wei Kheng 

became drawn to the stories, symbolism 
and traditional knowledge of Sarawak’s 
interior peoples. Wei Kheng regularly 

travels into the dense interior of Sarawak 
where he spends time with friends from 

the tribes of the Orang Ulu (People of the 
Interior) such as the Kayan, Kenyah, Penan, 

Kelabit and Iban. His paintings depict 
them, their stories and concerns. His solo 

exhibitions include: Forgotten Beauty 
(2018), Rainforest Fringe Festival, Kuching, 
Malaysia; Language of the Jungle (2014), 
Richard Koh Fine Art Malaysia; Tong Tana: 

The Penan Territory (2012), Metro Fine Art, 
Kuala Lumpur, Malaysia. Public collections 

include: Standard Chartered Bank (New 
York, USA), Standard Chartered Bank 

(London, UK), C-Collection (Switzerland), 
Burger Collection (Switzerland), National 

Art Gallery (Kuala Lumpur, Malaysia), 
National Art Gallery (Sabah, Malaysia), 

Galeri Petronas (Kuala Lumpur, Malaysia), 
Shell Malaysia (Malaysia), Pustaka Negeri 
(Sarawak, Malaysia), Holiday Inn (Kuching, 
Sarawak, Malaysia), Singapore Art Museum 

(SAM).

Thaier Helal
b. 1967, Syria

Thaier Helal is a renowned artist/painter 
who mostly works in mixed media. He 

has been recognized by his distinguished 
style, which combines both, technique 

and a new concept of contemporary art. 
Helal launched his career in his native 

Wah Nu
b. 1977, Yangon, Myanmar

Wah Nu began her artistic activities after 
studying music at the University of Culture, 

Yangon. She currently works in various 
media, primarily painting and film. Wah 

Wong Perng Fey
b. 1974, Kuala Lumpur, Malaysia

Wong Perng Fey 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 portraiture to abstraction 
that exhibits a talented and confident 

brush play. His works become more than 
a picture plane and are transformed from 

the documentation of actions and mistakes 
into a plane that records gestures and 

mental states.

Verapat Sittipol
b. 1980, Thailand

Verapat Sitipol was born in Aranya 
Prathet, Sa Kaeo Province, Thailand. 
Sitipol graduated in 2004 from the 

Silpakorn University of Thailand with a 
BFA in Painting. During this period, he 

developed a fascination with techniques 
of the Impressionist and Expressionist 

particularly drawn to its painterly illusion 
of movement and spontaneity. After 

graduation, he won a leading prize from the 
Krungthai bank in a national art exhibition. 

He later completed an MFA at the Visva-
Bharati University, Santiniketan, India 

that spanned from 2004 – 2006. During 
this period, Sitipol developed a strong 
affinity to Santiniketan’s philosophical 
pedagogy of allowing nature to dictate 

artistic content and style, and advocating 
‘complete freedom for art’. His time at 

Santiniketan had also allowed him access 
to other perspectives – Eastern & Western 
- and widen his scope of understanding in 
the traditions of painting. In 2010, Sitipol 
relocated his studio to the Kanchanburi 
province in Thailand and has been living 

there since then. His upcoming exhibition 
at Richard Koh Projects, Bangkok will be his 

first solo presentation since 2014.

Svay Sareth
b. 1972, Battambang, Cambodia

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 practise 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 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.

using the ballpoint pen, catalyzed by his 
discovery of artworks by Spanish artist 

and poet Juan Fransisco Casas. His earlier 
works were portrayals of myths and fairy 

tales, through the artist’s own interpretive 
lense, at times, twisted but in a humorous 

sense. Since then his artistic creations have 
become more introspective, projecting 
his concerns and fears into surrealistic 
viewscapes that are often intriguing at 

first glance. Syahbandi takes the ballpoint 
pen well beyond the implement’s typical 
role as a writing instrument, fueled by his 

determination and hard work, continuously 
improving his skills as a visual artist, and is 

a talent to watch in the coming years.

Syria, where he studied at the Faculty of 
Fine Arts, University of Damascus, After 
relocating to the United Arab Emirates 
in the 1990s, he developed a distinct 
method of painting that incorporates 

unconventional materials, in an attempt to 
recreate the physical and sensory aspects 
of the world around him. Thaier has a rich 

number of successful solo exhibitions 
and participated in innumerable local 

and international art events, He created 
several artistic, and also cultural projects. 
His paintings are presented exclusively 

through the AYYAM GALLERY Since 2008. 
Recent solo and group exhibitions for the 

artist include For-Site Foundation, San 
Francisco (2018); Solo show Ayyam Gallery, 

Al Quoz, Dubai (2017); Solo show Ayyam 
Gallery Beirut (2015), Solo show Ayyam 

Gallery, London (2015); Solo show Ayyam 
Gallery, DIFC, Dubai (2014); Samsung Blue 
Square, Seoul (2014); and Busan Museum 
of Art (2014). Helal’s works are housed in 
private and public collections throughout 
the Arab world. A monograph on the artist 
was published by Ayyam Gallery in 2014.

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 distinctive 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 shown 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).

Yeoh Choo Kuan
b. 1988, Kelantan, Malaysia

Yeoh Choo Kuan lives and works in Kuala 
Lumpur, Malaysia. 

His practice articulates the tension 
between a spiritual élan and the 

magnetism of desire, violence and the 

flesh. The natural landscape and the 
overload of information are extremes of a 
spectrum he embraces and represents in 

all its contradictions. With abstract painting 
as a strong foundation, he has in the latest 

years transcended into the conceptual 
realm of installation. His explorations of 
different artistic domains meet a sheer 

enjoyment of textures, mark-making, and 
disintegration of the pictorial matter.

The biographical, psychological and 
emotional element is always his point 
of departure, leading then into visual 

reflections on our shared socio-political 
realm.

Solo exhibitions include: Today’s Special 
(2020), Richard Koh Fine Art Singapore; 

Streaming Mountain (2019), Richard Koh 
Fine Art Singapore; Lights In (2018), Tang 

Contemporary Art, Bangkok; Live Leak 
(2017), Richard Koh Fine Art Malaysia; 

Private Sentiment (2012), House of 
Matahati, Kuala Lumpur, Malaysia.

Zelin Seah
b. 1980, Malaysia

Zelin Seah lives and works in Kuala Lumpur, 
Malaysia. He received BFA at University 
of Central England (2007). Zelin’s semi- 
abstract depiction offering a destruction 
aesthetic of everyday scenes. His uses 

of deconstruction treatments with brush 
making rejected the often deceptive 

appearances of everyday life, suggesting 
an inner space in mind, looking inward 

to the human condition today under the 
challenge of science.

His works have been acquired for public 
and private collections including National 

Art Gallery Malaysia, Singapore Art Museum 
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 Kunst 
im park at Burg Stargard, Germany (2019). 

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: ILHAM Gallery Malaysia, Singapore 
Art Museum (SAM), National Visual 

Art Gallery (Malaysia), HOM Art Trans, 
University of Central England.
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Euginia Tan
b.1991, Singapore

Euginia Tan is a Singaporean writer who 
writes poetry, creative non-fiction and 

plays. Her third poetry collection, Phedra 
(Ethos Books) was nominated for the 2018 
Singapore Literature Prize. Her play-writing 

credits include Holidays (under the 
mentorship of Joel Tan), Tuition (Twenty 
Something Theatre Festival) and Modest 
Travels (produced by Tan Kheng Hua for 
Uniqlo).  She also pens curatorial essays 

and contributions for visual artists in 
Singapore.

Elham Shafaei
b 1983, Iran

Elham Shafaei is an artist, papermaker 
and researcher whose life and career have 
spanned across geographical boundaries. 
Elham completed her studio-based PhD in 
Fine Arts at the Universiti Sains Malaysia, 

examining the role of melancholia in 
creative life. In 2017 she relocated to the 
United Arab Emirates, where she currently 
resides and continues her studio practice. 

Her art has been featured in various 
regional and international exhibitions. 
Elham is the Co-Founder and Co-Editor 
at ContemporaryIdentities International 

Online Art Magazine-Gallery. Recently, she 
founded i.e.Projects which is an Online 
Art Foundation. She has initiated and 

continues to develop curatorial projects 
that endeavor to connect practitioners of 

contemporary art across the world.

David Willis
New York, USA

David Willis is a writer, curator, and art 
advisor from New York, based between 
Ho Chi Minh City and Chiang Mai since 

2015. David holds a BA in anthropology 
from Columbia University and an MFA in 
art criticism and writing from the School 
of Visual Arts, New York. He previously 

served as a curator at MoTplus and as an 
advisor to the Nguyen Art Foundation in 

Ho Chi Minh City. Willis regularly publishes 
in magazines such as Art Asia Pacific and 
Art & Market. His overarching goal is to 
promote contemporary art in Southeast 

Asia.

WRITERS
Aaron Teo

b 1990, Singapore

Aaron Teo works at The Private Museum 
(TPM) Singapore where his portfolio 

oversees the museum’s artistic 
programming, business development 

and relations from 2016 to the present. 
Most recently, he curated, co-curated and 
organised Collectors’ Exhibitions such as I 

am a Con Artist: Continuous Contemplations 
of Justin Lee (2021), Search and Discover: 

The Joy of Collecting - Selections from 
the Yeap Lam Yang Collection (2020), 

Silhouettes: Collecting Singapore Modern 
– Selections from the Su-yen Wong and 

Fermin Diez Collection (2020) and Emerging: 
Collecting Singapore Contemporary – 

Selections from the DUO Collection (2020).

Ian Tee
b 1994, Singapore

Ian Tee is Associate Editor at Art & Market 
(A&M), a multimedia platform that presents 
specialist content on Southeast Asian art, 

featuring its community’s artistic, curatorial 
and business practices. Through his 

interviews and long-form articles, he hopes 
to gather learning experiences from various 

practitioners and map out connections 
in the regional art ecosystem. In addition 
to his role at A&M, Ian is also a practicing 

artist and the author of ‘Fadjar Sidik: 
Expressive Design’ (2020) and ‘Vincent 

Hoisington’ (2019).

Laura Porter
b 1991, UK

Laura Porter is a sculpture and installation 
artist, currently based in Devon, UK. She 
is also the director and curator of Studio 
KIND. in Braunton, and a trustee of The 

Plough Arts Centre in Torrington, UK.

Lienne Loy
Malaysia

Lienne Loy is a curator facilitating 
exhibitions in Kuala Lumpur, Malaysia. 
She has assisted in the production of 
exhibitions featuring Southeast Asian 
artists, introducing their works to the
Malaysian audience. Her work often 

bridges together art professionals of a 
wide scope of exposures and points in 

their careers; from emerging to mid-career 
artists, curators, writers

and speakers. She also writes for 
publications exploring current issues and 

events within the Southeast Asian art 
world, with an interest in the potential 
of young and emerging artists. Lienne 
graduated from the School of the Art 

Institute of Chicago, with a Bachelor of Fine 
Arts degree, focusing on curatorial studies 

and exhibition design. After which, she 
started her career by gaining experience 

in art institutions and galleries in Chicago, 
London and New York.

Johan Othman
Malaysia

Johan Awang Bin Othman pursued his 
undergraduate education at Oberlin 

Conservatory of Music graduating in 1997 
with a major in music composition and in 
1999 he graduated from Yale University 

with a Masters of Music in composition. In 
2015 he obtained his PhD in Art History 

and Theory from Universiti Sains Malaysia. 
His past scholarly research and papers 
which range from music and cultural 

studies, sound/image constitution in film, 
and gender/image signification, includes: 
“Constructing Gender in the Performance 

of ‘Bermulanya Di Sini... Kedah Tua’”(2019), 
“The Soundscape of ‘Bermulanya Di 

Sini... Kedah Tua’!” (2019), “Inscribing the 
Rohingya By Way Of Writing And Reading 

Its Particular/Universal Movement” (2018), 
“Images and Historiography As Paradox 
of Marking and Sustaining the Voice of 
the Subaltern: The Rani of Sirmur, the 
Suicide and the Mutant” (2017), “Can 

Medea Speak? Tracing Euripides’ Medea’s 
Complex Performative Gendering in Her 
Speech from the Outside in the Outside” 
(2016), “Performing a Negotiation of the 
Borders between the Academia, Industry 

and Community” (2016), “Constituting 
Gender, Locating the Body” (2015) “The 
Body as Agency of Imaginary Gendering: 
Re-imagining Medea’s Gender Formation 

and Positioning” (ICHSC 2011), “Privileging 
the Absence in Claire Denis’s ‘Vers 

Nancy’” (2nd PACIA 2011), and “Cultural 
Decentralization Within A Post-Colonial 

Territory: Movements in Malaysia’s Musical 
Culture”(Wacana Seni 2002). His most 

recent research work involves a study of 
the culture of traditional Malay boats of 
Terengganu. He currently teaches music 
and art theory in the School of the Arts, 

Universiti Sains Malaysia since 1999.

Louis Ho
Singapore

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 Singapore 
Biennale 2016, An Atlas of Mirrors.

Nazrul Hamzah
b. 1991, Malaysia

Hailing from Kuala Lumpur, Nazrul Hamzah 
aka Naz Imajin is an art enthusiast and an 

artist, whose works mainly focusing on 
the engagement with everyday objects 

and how these objects could unveil new 
meaning when it comes to art-making. 

More of a ‘discipline juggler’, he is 
interested in experimenting with different 

disciplines in art, ranging from painting, 
installation, and photography.

Graduated Bachelor in fine arts, from 
UiTM Shah Alam in 2014, Nazrul since 

then has involved in several art projects 
including curating and managing art 

exhibition, art archiving, writing, tutoring, 
as well as facilitating. He was a resident 
artist of Kedai.co in 2015 and made his 
first trio show there titled How To: Live 

Your Life According to Someone Else. Also 
part of Bukan Seniman group, his group 
debut exhibition was held in Kapallorek 
Artspace, Perak, titled BendAsing in 2016 

which focused on the usage of banal 
objects rooted from Duchamp’s idea of 
readymades into art. Since then he has 
participated in a number of exhibitions. 
Now pursuing a master of Visual Arts in 

University Malaya, and still practicing as an 
artist.

Tricia Seraphina Tham
b. 1999, Singapore

Tricia Seraphina Tham is currently an 
undergraduate at Nanyang Technological 
University, taking her double degree in 

English Literature and Art History. Tricia is 
a compassionate, committed and driven 

individual with an avid interest in the arts. 
With a tenacious spirit and innate intrigue 

in how art is fundamental to human 
expression, she hopes to embark on a 

career in curating in the visual arts industry.

Zoltán Somhegyi
Hungary

Zoltán Somhegyi is a Hungarian art 
historian with a PhD in aesthetics, and is 
Associate Professor of art history at the 

Károli Gáspár University of the Reformed 
Church in Hungary. Previously he was 

based in Sharjah, United Arab Emirates and 
was working as Chair of the Department 
of Fine Arts of the College of Fine Arts 

and Design of the University of Sharjah. 
He is the Secretary-General and Website 

Editor of the International Association 
for Aesthetics, member of the Executive 
Committee of the International Council 

for Philosophy and Human Sciences 
and Consultant of Art Market Budapest: 

International Contemporary Art Fair. He is 
advisory and editorial board member of 

numerous academic journals of aesthetics, 
and is Editor-in Chief of HAS – Humanities, 

Arts & Society Magazine.
As a researcher, he is specialised in 

eighteenth-nineteenth century art and 
theory, and besides that his other fields of 
interests are contemporary fine arts and art 

criticism. He is the author of books, artist 
catalogues, and more than two hundred 

articles, critiques, essays and art fair 
reviews. 

His recent books are Reviewing the Past. 
The Presence of Ruins (London – New 

York: Rowman & Littlefield International, 
2020), Aesthetics in Dialogue. Applying 

Philosophy of Art in a Global World (Berlin, 
Peter Lang, 2020; co-edited with Max 

Ryynänen), Learning from Decay. Essays on 
the Aesthetics of Architectural Dereliction 
and Its Consumption (Berlin, Peter Lang, 

2018; co-authored with Max Ryynänen) and 
Retracing the past. Historical continuity in 

aesthetics from a global perspective – 19th 
Yearbook of the International Association 

for Aesthetics (Santa Cruz, California: 
International Association for Aesthetics, 

2017; editor and contributor).

383382



Christiaan Haridas
Gallery Director

Singapore

Richard Koh
Founder

Kuala Lumpur, Singapore & Bangkok

Thanarat Siripidej (Win)
Gallery Manager

Bangkok

Aiden Taufiq
Design, Communications & Press Liaison

Singapore

Nor Harith Fadzilah
Design, Communications, & Press Liaison

Kuala Lumpur, Singapore & Bangkok

Wei Fung
Administrations & Operations Manager

Kuala Lumpur, Singapore & Bangkok

Joshua Kane Gomes
Gallery Support

Kuala Lumpur & Singapore

Hings Lim
Special Projects

THE TEAM

Michael Low
Head of Accounts & Client Liasion

Kuala Lumpur

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 

from hope, where lies our greatest strength. 
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Natee Utarit, Artist and 
Activist (Sunday Morning), 
2021, oil on canvas, 80 
x 60 cm (painting), 94 x 
74 cm (framed). Image 
courtesy of RKFA and artist
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