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As ‘revenge travel’ rages around the globe, we look 
forward to own upcoming travels to reconnect with 
friends, and most importantly, presenting the amazing 
works of our artists to a wider audience. The next 
cycle will see RKFA out and about!

Despite the challenges of travel over the past year, 
we remained active in our collaborative efforts 
with independent art and creative spaces across the 
Southeast Asia region. In addition, we enabled several 
of our artists to mount solo presentations outside 
their countries. For example, in 2021, Faris Nakamura 
and Hasanul Isyraf Idris had their first solo exhibitions 
in Kuala Lumpur and Singapore respectively. Within 
the same period, Justin Lim achieved a sold out booth 
at ART021 Shanghai Contemporary Art Fair in 
Shanghai, China. We capped of 2021 in good form 
with Svay Sareth and Than Sok’s inclusion in the 10th 
Asia Pacific Triennial of Contemporary Art (APT10) 
at the Queensland Art Gallery, Australia.

In January 2022, we presented the works of Hasanul 
Isyraf Idris, James Seet and Justin Lim at the Back 
Room Shop pop-up store – a project organized in 
partnership with the Back Room KL in Malaysia. 
Within the same month, Joshua Kane Gomes and 
Sarah Radzi presented their two-person show in 
Singapore as part of SG Art Week 2022 and Zelin 
Seah featured at SEA F.O.C.U.S for RKFA. This 
was followed by a joint organisational effort between 
RKFA and Silapak Trotcheik (STP) by YK Art House 

which saw the solo exhibition of Pen Robit at the 
Rosewood Phnom Penh Art Gallery in Cambodia.

The second quarter of the year presented itself as an 
eventful period. We collaborated with the Art Centre 
Silpakorn University (Wangthapra) in Thailand and 
presented the solo exhibition of celebrated artist 
Natee Utarit. Titled When the Sun Rises in the 
West, the exhibition showcased works from Utarit’s 
Déjà Vu series spanning from 2019 – 2021. Due to 
overwhelming popularity, the exhibition was further 
extended and concluded end-May 2022.

Elsewhere, Haffendi Anuar continued his eventful 
year with his participation in multiple solo and group 
shows in Europe and America including; Cromwell 
Place (London), Aicon Gallery (New York), A.I. 
Gallery (London) and IKON Gallery (Birmingham). 
The cycle was delightfully capped off by Justin 
Lim’s luscious 304-page survey book launch to 
commemorate the ten-year anniversary of the ongoing 
collaboration between the artist and RKFA.

As this cycle comes to an end for us, we look back 
with great satisfaction of the inroads we have 
established for our artists. Despite this period of 
uncertainty, we remain steadfast with our primary 
goal of engaging the art community through 
developing regional dialogue and cross-border gallery 
collaborations.

We hope you enjoy Book 17 and as much as we have 
putting it together.  

Richard Koh
June 2022
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Haffendi Anuar/ 
Sam Hutchinson/ Sam Blackwood/
Veronika Neukirch/ Rhiannon 
Hunter/ Davinia-Ann Robinson/ 
Elisabeth Molin/ Serra Tansel

SH/FT
14 April - 30 July 2021 
Group Exhibition / No Show Space, London

Window display installation view. SH/FT, 14 April - 30 July 2021, No Show Space, London

Above:
Haffendi Anuar, Sunlight, 2021, 
Canvas, fabric dye, acrylic paint, 
hotel table napkin, jasmine 
rice bag, thread and eyelets, 
Dimensions variable. Image 
courtesy of No Show Space, 
London

In 2021, Haffendi Anuar was part of a highly innovative group 
show titled, SH/FT by No Show Space on Temple Street, 
Bethnal Green, London. It manifested as a shop front exhibition, 
building upon the concept of temporary assemblage and the 
artist chain. 

SH/FT’s assemblage grew as each artist invited the next 
participant and the works accumulated in the same space. The 
names of the artists were revealed as the handovers took place 
with an online conversation. Works on display created space for 
each other and their contexts shifted with every addition. In these 
times of distance, disconnection and disruption, the process of 
coming together and finding new ways of self-organizing formed 
the framework of SH/FT. 

Participating artists included; Serra Tansel, Elisabeth Molin, 
Davinia-Ann Robinson, Rhiannon Hunter, Veronika Neukirch, 
Haffendi Anuar,  Samuel Blackwood and Sam Hutchinson.
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Still shot from the video, Online Exhibition, Optimism is Ridiculous, THE Altarpieces by Natee Utarit, 14 June - 31 August (extended till 31 October) 2021, Ayala Museum, 
Makati, Philippines



16 17

Top & Middle:
Installation view. Imperceptible: 
machine, animal, plant, stone, skull, 
2 - 10 July 2021, Roski Mateo Gallery, 
Los Angeles, California. Photo 
courtesy of Hings Lim

In his MFA thesis exhibition entitled 
Imperceptible: machine, animal, plant, stone, 
skull, Hings Lim uses installation, sculpture, 
image, performance, and place to propose a 
rumination on the space between human and 
nonhuman. Underlying this body of work 
are the varied cultural and spiritual influences 
present in his home region of Southeast 
Asia. Lim employs technology, alternate 
reality, ritual, and artifact as mechanisms that 
expose and explore a specific liminality. This 
liminality, however, is not static, but rather, 
constantly moving and essential to the in-flux 
and cyclical nature of becoming.

The subtitle, machine, animal, plant, stone, 
skull alludes to the material objects and 
semiotics that Lim both, challenges the 
limitations of and draws inspiration from. 
The works throughout the exhibition are 
performing in space by revealing their own 
individual and interrelation subjectivities. A 
carefully crafted biface candle, flickering in the 
wind; a haunting, yet unimposing hominid 
skull, floating in mid-air; a digitally-rendered 
tree sharing the stories of the land, come 
together as meditations on the entangled 
relationship between technology, nature, 
and ghost. Shadows, lights, sounds, and 
performativity manifest as immaterial and 
intangible, yet undeniably present within the 
gallery. Lim gazes towards both the future and 
the past by collapsing, and simultaneously 
zooming-in on the concept of time. In doing 
so, through this exhibition he gives way to 
reconsiderations of linearity, evolution, death, 
and perception.

Imperceptible: machine, animal, plant, stone, 
skull offers viewers (im)material and (dis)
embodied touchstones on which to reflect 
and constellate between, while ultimately 
gesturing towards new possibilities for sensing 
(non)human subjectivity through time and 
space. Imperceptible: machine, animal, plant, 
stone, skull is curated by Carlo Tuason.

Bottom:
Hings Lim, Flaming Tower II, 2021, 
Wax, wicks, dye and aluminium, 152.4 
x 81.3 x 81.3 cm. Image courtesy of 
artist
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Middle: 
Hings Lim, Homo Lanterns, 
2020, real-time simulation, 
projection mapping, projectors, 
tripods, computer and electric 
cords, Dimensions variable. 
Image courtesy of artist

Bottom: 
Hings Lim, Monolith, 2021, 
real-time simulation, projection, 
computer, aluminium, nickle 
plated steel, hydraulic pedestal, 
electric cords and projector, 229 
x 114 x 114 cm. Image courtesy 
of artist

Top:
Hings Lim, Bifaces, 2021, wax, 
wicks, dye and polyurethane 
foam, 18 x 183 x 61 cm. Image 
courtesy of artist

Bottom:
Hings Lim, Wheels, 2019, 
resin, 20.3 x 4.4 cm. Image 
courtesy of artist

Top:
Hings Lim, Witnesses I, 2021, 
stereography, inkjet print on matte 
paper, 183 x 91 cm. Image courtesy of 
artist
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Introduction

Mengju presents a body of paintings that seem to hide as 
much as they reveal, forming a luminous concreteness that 
warrants repeated viewings. The effect of these small works 
lies in the liminality between their surfaces and interiorities. 
All of them have words that seem to be in formation - 
mute, incomplete, shy, teasing or gently proclaiming. 
Behind these word-shaped planets, they are washed with 
layers of marks, colours and glazes that form new meanings 
and vicarious experiences for the viewer. The painting here, 
as an idiom, conflates the codes of the visual, the verbal, 
and the object as one. Influenced by punk ideology and 
guerilla metaphysics, they vacillate within sincerity for the 
subjects the artist holds dear, a resistance to commercial 
productions and signifiers, and a personal ecology of 
things. Together, they form an embodiment of indexical 
traces: signs, material and codes that are yet undetermined 
and undisciplined by the medium to convey immaterialities 
of thoughts and desires.



Installation view. Deeply Softly Gently Tenderly, 23 July - 14 
August 2021, Richard Koh Fine Art, Gillman Barracks, 
Singapore. Photo courtesy of Richard Koh Fine Art
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Some speculations on the recent 
paintings of Mengju Lin
by Jeremy Sharma

It is a modest proposal. Some of the parameters are 
already determined. Paintings that look like objects the 
size of books and address you in the face. They rest on an 
imaginary line stretched across the walls of the gallery. They 
are painted on jelutong wood, a kind of tropical tree found 
in our regions. All of them have words on the surfaces that 
seem to be in formation—mute, incomplete, shy, teasing or 
gently proclaiming. Behind their word-shaped planets, they 
are awashed with a palimpsest of marks, colours and glazes. 
And lastly, they shimmer at certain angles at the surface like 
the sea under the edge of the afternoon sun, their chalky 
grey tiny grids revealing the soft grain of the wood.

There is much pleasure from looking at these paintings, 
for they seem to hide as much as they reveal, forming a 
luminous concreteness about them.1

And yet they resist you from probing deeper beyond 
their surfaces. They resist definition as to what typically 
paintings in galleries would be—canvas, stretcher, oil 
paint, large. You would not exactly say they are painterly as 
well. They seem to have roots in drawing and illustration, 
a certain naive style that is at once idiosyncratic and yet 
endearing. They also resist subject matter, just what is she 
painting? Words? Textures? Shapes? Messages? It would 
also be remiss to say that these paintings are about writing 
and language because the words here do not appropriate 
the visual; they are neither describing nor stating what is 
being seen. I would like to think instead, they appropriate 
the verbal as visual.

So how do the text or words function here? They have 
something to do with brevity despite the duration of how 
they were made. They are like brief utterances that do not 
go beyond three words, four at the most. Some are barely 
discernible like on Leave the Day Free, they disappear as 
soon as you make them out on a partially mottled skin/
surface. While in others such as Birds of Paradise, they 
never finish but extend out and beyond the periphery of 
their frames, continuing or lingering in your mind’s eye.

It is reductive for Lin’s paintings to be approached through 
a modernist lens of medium specificity or merely painting 
pointing back to itself. However, we must first define her 
technical support as a kind of logic to how her paintings 
are being made beyond medium specificity. The first 
is a condition we are living in called the post-medium 
condition or age, to borrow from Rosalind Krauss, where 
information has superseded traditional conventions of 
painting, sculpture and drawing.2

In these works at least, you find traces of painting, 
drawing, text and object in one entity, albeit through a 
personal lexicon. I would then venture further to say that 
her technical support is really the journal or scrapbook/
sketchbook. Not as a readymade for exhibition, but as an 
archive to serve her ideas, thoughts and feelings. It is where 
she draws, doodles, and collages text, scraps, stickers, lyrics 
and other found media and paraphernalia.

Again, this does not mean her sketchbook is a preliminary 
study for a final painting; they are hardly studies to begin 
with. What I mean to say is that her sketchbooks, and 
this will also include digital images recorded on mobile 

phones, are materials to her practice. These paintings 
are a distillation of how she gleans information as a 
dematerialised strategy to create these paintings. So if she 
starts with painting an image from her mobile phone, it 
will be transformed through several thin layers of paint 
applications, then worked into with a text she finds suitable 
and rendered with graphite, which traces the natural 
striations and grids of the wood grain instead of a canvas 
weave.

If we were to make out the politics that defines a practice 
as much as these paintings, it is that Lin has opted to go 
against the spell of the verbal in image-production today. 
In using text, she visualises words in a personal code only 
privy to herself. These codes are perhaps portals and 
traps to her own images. Texts that go against the tide of 
advertising, circulation and clarity: slogans, memes, brands, 
catchphrases, instructions, signboards and the micro-
narratives of social media. They behave more like half-
refrains of songs and poetry titles, like things left unsaid 
or undone, perpetually a work-in-progress, much like life, 
of getting there while stumbling, perhaps never reaching. 
In a previous group exhibition at the National Gallery 
Singapore, she presented text paintings on the discarded 
packaging and detritus of everyday consumer life.3

The only difference here is that instead of found paper, 
she now paints on readymade blocks of wood. However, 
these materials belong to the same ecology of things she has 
an affinity for—small things usually organic, mineral and 
recyclable, and have a kind of life and quality in themselves 
already, like living patterns of the wood grain versus the 
found surfaces of discarded paper. Touches of her hand/
brush are always evident in articulating the surface to 
the right tone, temperature, ambience and ripeness. The 

synecdoche of wood and tree would mean the same thing 
to her, something sustainable for both her practice and 
her environment. What is of use value here is not so much 
the wood panels, that go in three sizes, but the words she 
dresses them in. Like used songs—you know when you use 
the lyrics of another for your own expression.

One way is to approach them as what Isabelle Graw calls 
‘Quasi-Persons’—paintings that also attribute their value 
to the author who has left indexical traces which are 
embodied on these surfaces as signs, material and codes, 
and objects that create a social phenomenon that is con- 
sumed by the receiver.4 In conflating the theories of both 
Krauss and Graw, these paintings are undetermined and 
undisciplined by medium, to convey immaterialities of 
thought, feelings, desire, affect and sentiment.

We then come to the intentionality of the artist and how 
it is intensified on the canvas/wood panels. Therein lies 
the liminality between the surface and interiority of the 
painting. Graham Harman describes this as the allure of 
the object, or the sensual object where the intentionality 
of the artist or viewer intermingles with the ideal of the 
object to create a third entity.5 This relates to formal 
causes: how the letters are actually written/painted/applied 
and differentiated from their ground; the shapes of their 
contours and negative spaces; and the interactions of 
hand, paint, drawing, pencil and wood that produce the 
aesthetic effects of the paintings. Tangentially, Jacques 
Derrida employs a pun he calls ‘différance’ to weave in the 
in teriority of texts and compares the written text with that 
of speech.6 You will have noticed that all the letters in Lin’s 
paintings are in uppercase without any punctuation. They 
would have produced significantly different effects had they 
been in lowercase. However in speech, they sound exactly 
the same. These qualities place an emphasis on the visual 
and written over the spoken. 

3  “Mengju Lin, ‘New Radio’ series, 2019–2020.” Singapore Art Museum, https://www.singaporeartmuseum.sg/art-events/past-exhibitions/ 
  time-passes/mengju-lin-new- radio-series.

4  “The Value of Painting: Notes on Unspecificity, Indexicality, and Highly Valuable Quasi-Persons.”Thinking through Painting: Reflexivity  
   and Agency beyond the Canvas, by Isabelle Graw, Sternberg Press, 2012, pp. 54-57.

5    “On Vicarious Causation.” Collapse Volume II, by Graham Harman, Urbanomic, 2007, pp. 171–206 

6  “Différance.” Margins of Philosophy, by Jacques Derrida, The Harvester Press, 1982, pp. 1–29

1   This is inspired by T.J. Clark’s quote on Nietzsche from the Birth of Tragedy. See The Sight of Death, by T.J. Clark, Yale University Press,  
  2006, p. 5

2   “One: Washed Away.” Under Blue Cup, by Rosalind E. Krauss, MIT Press, 2011, p. 3.
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I mention these two ideas in metaphysics in relation to ‘seeing’ and 
attempting to ‘understand’ the object of Lin’s paintings. For example in 
Generation Generation, two sets of letters ‘GENER’ and ‘ATION’ are 
broken down into four staggered lines in tandem with one another. As a 
cluster of text, they are somewhat sloping down. Hand drawn, they are 
limbic and spindly, perhaps a little clumsy. They look like a community 
of arms waving. They float and recede against a meticulous textured grid, 
caused by the grain of the wood, painted in pale terracotta mixed in with 
some ashen tint. It resembles a ruinous wall, but the colour of the text 
appears to be closer to flesh tone. The music person in me is now thinking 
of the songs ‘My Generation’ by The Who or ‘Another Brick on The Wall’ 
by Pink Floyd, because of how the text appears to be. I think in terms of my 
relationship to youth, rebellion and idealism, and something past.

It is an object that only belongs to me and has to do with our own 
cognitive relationship with text and a desire to own their meanings, of 
which does not change the formal causes of the painting at all. Text here 
behaves disobediently as the deviant of language, refusing to perform its 
logocentrism. It is rather interior and transparent compared to the opaque 
commercial signifiers of our world. Its queering of space and borrowed 
meanings within the rest of the painting creates this new object of 
significance for the viewer. Their thing-ness too defined by scale, something 
that you can hold in your hand.

Lin has compared her process of painting to ‘scrying’. In the conventional 
sense, scrying is the act of foretelling the future by looking into a crystal ball 
or some reflective surface. Scrying involves ‘seeing’, ‘peeping’ or ‘looking’ 
into a suitable medium to find significant details. One imagines Lin 
hunched over the floor or table scrutinising the surface of her painting with 
her little brush and seeing what the painting ‘may’ tell her to add, cover, 
dab or obscure in all its teeming minutiae. These actions culminate as an 
index of ‘signs’ that will also tell her when to stop. 

Therefore the conditions of experience for the viewer first rests upon seeing 
firsthand what the artist has brought forth and made luminous upon the 
surface of the canvas/panel which is then severed from the real object by the 
viewer as a sensual object that creates meanings and metaphors.

So we are back to where we started in the gallery. They might catch you in 
a moment of folly when you least expect it. How to think of them? There 
will always be a gap in the inadequacies of language to ever describe what 
you are seeing and observing, reading and sensing. But again, paintings are 
never designed but are brought into being and that might be the intention.

This split between the object of outer sensory impressions, of which its 
sensibilia operates outside the artist’s consciousness, and the subject of the 

viewer’s own lived experience/interiority produces an effect of, at the most, 
pleasure for the viewer and at the very least, some sort of indifference on the 

painting/object. This opens up a host of meanings and responses from the 
viewer, and restores to things the ability to speak in their own language.

The pleasure of looking comes from the viewer being an active participant 
making out what is faint and barely discernible in the details and qualities 

of the work. The painting, which takes into account Lin’s sensibility 
and style, then expresses the internal, subjective state of mind of the 

viewer, as opposed to operating as an impersonal sign system to serve the 
informational structure

of graphics and text. Through a tautological function that mirrors both 
title and painting differentiated by the casing of their letters, Lin has created 

a lyrical convention where the words are intransitive. Some of them have 
double or even triple iteration of words. They create subjectless experiences, 
directed at no object. They mean nothing, anything, something. Looking at 
Generation Generation and other examples, we wonder: Whose generation? 

Leave the day free for? ‘DON’T DON’T DON’T’ what? Six years of? It 
is this experience that neither privileges the subjective (my identity and 

lived experiences) nor the rational object (painting on wood panel). Even 
though these paintings are beholden to no one, their aura depends on 

an interaction of gazes with multiple subjects (viewers) and returning to 
Graw’s theory—embodied indexes that create a social phenomenon for 

consumption and valuation.

So we are back to where we started in the gallery. They might catch you in 
a moment of folly when you least expect it. How to think of them? There 
will always be a gap in the inadequacies of language to ever describe what 

you are seeing and observing, reading and sensing. But again, paintings are 
never designed but are brought into being and that might be the intention.
With special thanks to Jon Chan for his insightful discussions on painting.

Jeremy Sharma is an artist and musician. His recent forays and experiments 
look into scenes and places through the effects of modernity while working 

with elements of the voice, light, atmosphere, film, music, movement 
and architecture. His work has been the subject of critical discussion 

in various print and online publications including Art Radar Journal, 
Asian Art News, Asia Art Pacific and Wall Street International and is part 

of a number of public and private collections. He also teaches with the 
McNally School of Fine Arts at the LASALLE College of the Arts. Sharma 

is represented by Sullivan+Strumpf Singapore/Sydney.

Above:
Mengju Lin, Don’t Don’t Don’t, 2021, 
acrylic paint, gesso and graphite on 
jelutong, 25.4 x 20 x 2.2 cm. Image 
courtesy of Richard Koh Fine Art and 
artist

Above:
Mengju Lin, Generation Generation, 
2021, acrylic paint, gesso and graphite 
on jelutong, 30.3 x 25.1 x 2.2 cm. Image 
courtesy of Richard Koh Fine Art and artist
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Mengju Lin, Almost Never 
Almost Never, 2021, acrylic 
paint, gesso and graphite on 
jelutong, 25.4 x 20.1 x 2.2 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Mengju Lin, Birds Of 
Paradise, 2021, acrylic paint, 
gesso and graphite on jelutong, 
25.5 x 20.1 x 2.2 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Mengju Lin, Little Lamb, 
2021, acrylic paint, gesso and 
graphite on jelutong, 25.4 x 
20.2 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Deep Pink, 
2021, acrylic paint, gesso and 
graphite on jelutong, 17.9 x 
12.6 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Six Years, 2021, 
acrylic paint, gesso and 
graphite on jelutong, 17.9 x 
12.7 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Storm Glass, 
2021, acrylic paint, gesso and 
graphite on jelutong, 17.9 x 
12.6 x 2.1 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Boom A Child, 
2021, acrylic paint, gesso and 
graphite on jelutong, 17.9 x 
12.6 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Stand And 
Watch, 2021, acrylic paint, 
gesso and graphite on jelutong, 
30.4 x 25 x 2.1 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Top to Bottom:

Mengju Lin, Don’t Worry, 
2021, acrylic paint, gesso and 
graphite on jelutong, 25.4 x 
20 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Before, 2021, 
acrylic paint, gesso and 
graphite on jelutong, 25.5 x 
20.1 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, My Heart 
Throbbing With Desire, 
2021, acrylic paint, gesso and 
graphite on jelutong, 25.4 x 
20.1 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, On A Date, 
2021, acrylic paint, gesso and 
graphite on jelutong, 25.5 x 
20.1 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Binary Stars, 
2021, acrylic paint, gesso and 
graphite on jelutong, 25.5 x 
20.1 x 2.1 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Crimson Queen, 
2021, acrylic paint, gesso and 
graphite on jelutong, 25.4 x 
20.1 x 2.1 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Leave The Day 
Free, 2021, acrylic paint, gesso 
and graphite on jelutong, 25.4 
x 20 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Cupcake Dream, 
2021, acrylic paint, gesso and 
graphite on jelutong, 25.4 x 
20.1 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Top to Bottom:
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Mengju Lin, Penis Friday, 
2021, acrylic paint, gesso and 
graphite on jelutong, 25.5 x 
20.2 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, On The Night, 
2021, acrylic paint, gesso and 
graphite on jelutong, 25.5 x 
20.1 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Sayuri, 2021, 
acrylic paint, gesso and 
graphite on jelutong, 25.4 x 
20.1 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Sillamontana, 
2021, acrylic paint, gesso and 
graphite on jelutong, 25.4 x 
20.1 x 2.1 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Always Further, 
2021, acrylic paint, gesso and 
graphite on jelutong, 30.5 x 
25 x 2.1 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Deai Deai Deai, 
2021, acrylic paint, gesso and 
graphite on jelutong, 30.5 x 
25.2 x 2.1 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Deeply Softly 
Gently Tenderly, 2021, acrylic 
paint, gesso and graphite on 
jelutong, 30.6 x 25.1 x 2.1 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Mengju Lin, Don’t Fall not 
Pressure, 2021, acrylic paint, 
gesso and graphite on jelutong, 
30.6 x 25.2 x 2.1 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Mengju Lin, The Other 
Woman, 2021, acrylic paint, 
gesso and graphite on jelutong, 
25.5 x 20.1 x 2.2 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Mengju Lin, Towards The Sun, 
2021, acrylic paint, gesso and 
graphite on jelutong, 25.4 x 
20.1 x 2.1 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Visitor, 2021, 
acrylic paint, gesso and 
graphite on jelutong, 25.5 x 
20.1 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Warm Routine, 
2021, acrylic paint, gesso and 
graphite on jelutong, 25.5 x 
20.1 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Fish And Chips, 
2021, acrylic paint, gesso and 
graphite on jelutong, 30.4 x 
24.9 x 2.1 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Never Mind 
Never Will, 2021, acrylic 
paint, gesso and graphite on 
jelutong, 30.1 x 25.1 x 2.2 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Mengju Lin, Pretty Good 
Enough, 2021, acrylic paint, 
gesso and graphite on jelutong, 
30.6 x 25 x 2.1 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Mengju Lin, The Softest Voice, 
2021, acrylic paint, gesso and 
graphite on jelutong, 30.5 x 
25.1 x 2.0 cm. Image courtesy of 
Richard Koh Fine Art and artist

Left to Right: Left to Right:
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Mengju Lin, As A Friend, 
2021, Acrylic paint, gesso and 
graphite on jelutong, 18 x 
12.6 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Love Me Extra, 
2021, acrylic paint, gesso and 
graphite on jelutong, 17.9 x 
12.5 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Too Much, 
2021, Acrylic paint, gesso and 
graphite on jelutong, 17.9 x 
12.6 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Modern 
Romance, 2021, acrylic paint, 
gesso and graphite on jelutong, 
17.9 x 12.7 x 2.2 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Mengju Lin, Truth Be Told, 
2021, Acrylic paint, gesso and 
graphite on jelutong, 17.9 x 
12.6 x 2.1 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Not Supposed 
To, 2021, Acrylic paint, gesso 
and graphite on jelutong, 18 x 
12.7 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Venus In Leo, 
2021, Acrylic paint, gesso and 
graphite on jelutong, 18 x 
12.6 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, On My Bad 
Days, 2021, acrylic paint, gesso 
and graphite on jelutong, 17.9 
x 12.6 x 2.1 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Top to Bottom:

Mengju Lin, Perfect Blue, 
2021, acrylic paint, gesso and 
graphite on jelutong, 17.9 x 
12.7 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Every Other Day, 
2021, Acrylic paint, gesso and 
graphite on jelutong, 17.9 x 
12.6 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Shots Shots, 
2021, acrylic paint, gesso and 
graphite on jelutong, 17.9 x 
12.7 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Home Needs, 
2021, Acrylic paint, gesso and 
graphite on jelutong, 17.9 x 
12.7 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Identity Theft, 
2021, acrylic paint, gesso and 
graphite on jelutong, 17.9 x 
12.6 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Lanew, 2021, 
acrylic paint, gesso and 
graphite on jelutong, 17.9 x 
12.6 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Baby Boo, 2021, 
acrylic paint, gesso and 
graphite on jelutong, 17.9 x 
12.6 x 2.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Mengju Lin, Begonia 
Breakdance, 2021, acrylic 
paint, gesso and graphite on 
jelutong, 18 x 12.6 x 2.2 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Top to Bottom:
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Hasanul Isyraf Idris, PONY, 
2021, Gouache on cotton 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
PILLOW, 2021, Liquid 
acrylic on paper, 29.7 x 
21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
RIMAU, 2021, Gouache on 
cotton paper, 29.7 x 21 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Hasanul Isyraf Idris, THE 
PARTY’S OVER, 2021, Color 
pencil, gouache and watercolor 
on paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Hasanul Isyraf Idris, THE 
STENCH OF URINE STICK 
TO MY BONE, 2020, Ink on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Hasanul Isyraf Idris, TIED TO 
THE WORLD, 2021, Gouache, 
liquid acrylic and watercolor 
on paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Hasanul Isyraf Idris, 
TIKAM 3, 2020, Ink on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, OMBAK 
TAJAM DI KAKI, 2021, 
Watercolor on paper, 29.7 x 21 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Hasanul Isyraf Idris, 
ON VACATION, 2021, 
Gouache on cotton paper, 
29.7 x 21 cm. Image courtesy 
of Richard Koh Fine Art 
and artist

Hasanul Isyraf Idris, PAGI, 
2021, Liquid acrylic and 
watercolor on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
PANDA BUNKER, 2021, 
gouache and watercolor on 
paper, 21 x 29.7 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
RAHMAN, 2021, gouache 
on cotton paper, 21 x 29.7 
cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, THE 
END, 2021, Ink, gouache 
and liquid acrylic on 
paper, 21 x 29.7 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
PALACE OF HELL, 2021, 
watercolor and gouache on 
paper, 21 x 29.7 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, THE 
SNOWMANS EYES, 2021, 
Liquid acrylic and watercolor 
on paper, 21 x 29.7 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Top to Bottom:
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Installation View. Mini Zoo, 15 August - 5 September 2021, 
The Back Room, Kuala Lumpur, Malaysia. Photo courtesy of 
The Back Room

Artist Statement

I have lost three family members since the Movement Control Order (MCO) last year. At first, I found it 
difficult expressing my emotions in response to this loss, so I started a drawing exercise that offered me the space 
to reconcile with my issues. These drawings were made along my journey to my hometown for the funeral, at my 
family home, and my studio, during which I sought references from dreams, observations, and collected images. 
At the same time, I developed a hobby of caring for caterpillars and pupae until they turned into butterflies and 
moths in my studio; to my eyes, this metamorphic process was a symbol of the mutation of the soul. It will soon 
be two years since the start of my journey, one that has often felt like being at the zoo - trapped in my very own 
physical and mental space. This drawing exercise has helped me to negotiate this feeling of entrapment: to better 
comprehend the meaning of life and death and in some way to better appreciate life and its gifts.

Hasanul Isyraf Idris 2021,           
Penang, Malaysia
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Hasanul Isyraf Idris, 3 
KAKI, 2021, Gouache on 
cotton paper, 29.7 x 21 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Hasanul Isyraf Idris,68, 
2021, Liquid acrylic and 
ink on paper, 29.7 x 21 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Hasanul Isyraf Idris, AKAN 
MENGIKUTI JEJAKMU, 
2020, Ink and watercolor on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, ALL 
GROWS AS DARK, 2020, 
Ink on paper, 29.7 x 21 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Hasanul Isyraf Idris, ALL 
TURNS WITH A SWING, 
2021, Ink and watercolor on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, AWAL 
SUBUH, 2021, Liquid 
acrylic and ink on paper, 
29.7 x 21 cm. Image courtesy 
of Richard Koh Fine Art 
and artist

Hasanul Isyraf Idris, 
BACON, 2021, Liquid 
acrylic and watercolor on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
BAYSWATER, 2021, 
Gouache on cotton paper, 
29.7 x 21 cm. Image courtesy 
of Richard Koh Fine Art 
and artist

Hasanul Isyraf Idris, BLUE 
PANSY GIRL, 2021, 
Gouache on cotton paper, 
29.7 x 21 cm. Image courtesy 
of Richard Koh Fine Art 
and artist

Hasanul Isyraf Idris, 
BULAN DI CELAH 
KEMBOJA, 2021, Gouache 
and watercolor on cotton 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
BURUNG KELABU 
DENGAN SETITIK 
DARAH, 2020, Ink and 
watercolor on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
CANCER, 2021, Ink and 
watercolor on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
CLOUD BREAKING UP, 
2021, Liquid acrylic on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
CRESCENT NIGHT, 2021, 
Gouache on cotton paper, 
29.7 x 21 cm. Image courtesy 
of Richard Koh Fine Art 
and artist

Hasanul Isyraf Idris, 
CUCKOO CRIES, 2020, 
Ink on paper, 29.7 x 21 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Hasanul Isyraf Idris, JAMIE, 
2021, Gouache on cotton 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
KARANG-KARANG, 
2021, Liquid acrylic on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
CRUMBLE AT ONCE, 
2020, Ink on paper, 21 x 
29.7 cm, Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
ESCALATON, 2021, 
Gouache, ink and watercolor 
on paper, 29.7 x 21 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Hasanul Isyraf Idris, 
FARTHER, 2021, Gouache 
on cotton paper, 29.7 x 
21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
FORGIVING YOURSELF, 
2021, Gouache on cotton 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
HEAVY SIN, 2021, Ink and 
watercolor on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, I 
LEAVE BEFORE YOU, 
2021, Ink on paper, 29.7 x 
21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
IVORY, 2021, Gouache on 
cotton paper, 29.7 x 21 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Hasanul Isyraf Idris, IVY 
DYED, 2021, Liquid acrylic 
and gouache on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, GLASS 
POOL, 2021, Watercolor on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, GO 
BACK, ALL OF YOU, TO 
YOUR HOMES, 2021, Ink 
and watercolor on paper, 
29.7 x 21 cm. Image courtesy 
of Richard Koh Fine Art 
and artist

Hasanul Isyraf Idris, 
GRAVEYARD PALM, 
2021, Ink and watercolor on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
HANCUR DALAM 
DARAH, 2021, Ink on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
DREAM GOES 
WANDERING, 2021, Ink 
and watercolor on paper, 
29.7 x 21 cm. Image courtesy 
of Richard Koh Fine Art 
and artist

Left to Right: Left to Right:
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Hasanul Isyraf Idris, MY 
TWO LEGS TRAMPLE 
THE SKY, 2021, Liquid 
acrylic on paper, 21 x 29.7 
cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
MELTING SNOWMAN IS 
A REALMAN, 2021, Liquid 
acrylic and ink on paper, 21 
x 29.7 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
KUCING DIKUBURAN, 
2021, Gouache on cotton 
paper, 21 x 29.7 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
GARDENBUNKERIA, 
2021, Gouache and 
watercolor on paper, 21 x 
29.7 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, FUGU, 
2021, Liquid acrylic on 
paper, 21 x 29.7 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, FROM 
LAST YEAR, 2021, Liquid 
acrylic on paper, 21 x 29.7 
cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, IRIS, 
2021, Liquid acrylic on paper, 
21 x 29.7 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, HIDDEN 
AMONG THE GRASS, 2021, 
Watercolor and liquid acrylic 
on paper, 21 x 29.7 cm. Image 
courtesy of Richard Koh Fine Art 
and artist

Hasanul Isyraf Idris, HIGH 
WIDE SKIES, 2021, 
Watercolor on paper, 21 x 29.7 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Hasanul Isyraf Idris, 7, 2021, 
Gouache on cotton paper, 
21 x 29.7 cm. Image courtesy 
of Richard Koh Fine Art 
and artist

Hasanul Isyraf Idris, A 
CUCKOO CRIES, 2021, 
Liquid acrylic and ink on paper, 
21 x 29.7 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, BECOME 
DRIED, 2021, Liquid acrylic 
on paper, 21 x 29.7 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Hasanul Isyraf Idris, BUKIT 
BENDERA, 2021, Gouache 
on cotton paper, 21 x 29.7 
cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
BULAN DATANG, 
2021, Liquid acrylic and 
watercolor on paper, 21 x 
29.7 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
CARGO, 2021, Ink on 
paper, 21 x 29.7 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, DIA 
BALIK TAHUN DEPAN, 
2021, Gouache, ink and 
watercolor on paper, 21 x 
29.7 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
CRUMBLE AT ONCE, 
2020, Ink on paper, 21 x 
29.7 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
CRUMBLE AT ONCE, 
2020, Ink on paper, 21 x 
29.7 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
BURUNG BIRU CAIR, 
2021, Liquid acrylic on paper, 
21 x 29.7 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
CLOUD FLOATING, 
2021, Watercolor on 
paper, 21 x 29.7 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
FAMILY, 2021, Gouache 
on cotton paper, 21 x 29.7 
cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, DUA 
TINGKAP SEPARUH 
BULAT, 2021, Watercolor on 
paper, 21 x 29.7 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Hasanul Isyraf Idris, DOA 
BANYAK-BANYAK, 2021, 
Watercolor on paper, 21 x 
29.7 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, THE 
MOON CURVES, 2021, 
Watercolor on paper, 21 x 
29.7 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Left to Right: Left to Right:
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Hasanul Isyraf Idris, 
KELUAR MALAM, 2021, 
Liquid acrylic on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
KUCING BERMIMPI, 
2021, Liquid acrylic on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, CLEAR 
IN MY HEART, 2021, 
Watercolor and gouache on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
LARUT BERSAMA-
SAMA, 2020, Ink on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
LOTUS IN POOL OF 
SKULL, 2020, Ink on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
LOTUS ON THE OTHER 
SIDE, 2020, Ink and 
watercolor on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
MENJADI DEBU 
TERAPUNG DALAM 
CAHAYA, 2020, Ink on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
MOONLIGHT 
WREATHING CORAL 
BRANCHES, 2021, Ink and 
liquid acrylic on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
MORNING PORRIDGE, 
2021, Liquid acrylic, 
watercolor and ink on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
NASIB, 2021, Ink and 
watercolor on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, LOTUS 
SEED, 2021, Watercolor, 
gouache and liquid acrylic 
on paper, 29.7 x 21 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Hasanul Isyraf Idris, 
MASALAH DALAMAN, 
2021, Ink and watercolor on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
MELTING SNOWMAN, 
2021, Liquid acrylic on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
NYAWA, 2021, Liquid 
acrylic and ink on paper, 
29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
OF THIS WORLD 
WAKE ME FROM MY 
DRUNKENNESS, 2021, 
Ink and liquid acrylic on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
PEARL, 2021, gouache on 
cotton paper, 29.7 x 21 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Hasanul Isyraf Idris, 
PEBBLES UNDERFOOT, 
2021, ink and liquid acrylic 
on paper, 29.7 x 21 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Hasanul Isyraf 
Idris, PELANGI 
GEORGETOWN, 2021, 
gouache on cotton paper, 
29.7 x 21 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
RUMAH TANGGA 
HITAM, 2021, ink, liquid 
acrylic and watercolor on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Hasanul Isyraf Idris, TEARS 
ON THE WALL, 2021, 
watercolor on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, SUN 
DRIED OUT, 2021, ink on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
SUBUH, 2021, watercolor 
and liquid acrylic on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
SANITY BUNKER, 2021, 
watercolor on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
TEMP TOWER 2, 2021, 
watercolor on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, 
TEMP TOWER, 2021, 
gouache and watercolor on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
RUMAH DENGAN DUA 
TINGKAP KACA BULAT, 
2021, ink and watercolor on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Hasanul Isyraf Idris, 
RADIKAL, 2021, ink and 
watercolor on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Hasanul Isyraf Idris, TILL 
TODAY, 2021, watercolor 
and liquid acrylic on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
TINGKAP CERMIN 
BIRU, 2021, watercolor on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

Hasanul Isyraf Idris, 
WHEREVER THE WIND 
MIGHT CARRY ME, 2021, 
ink and watercolor on paper, 
29.7 x 21 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Left to Right: Left to Right:
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The ‘bodybuilders’ series started during the 
first lockdown in the UK, where I am currently 
based. During that time at the beginning of 
the pandemic and being stuck in my graduate 
housing while I was completing my masters 
course online, I thought about health and 
of strength, about bodily health, mental and 
emotional health as well as economic health of 
countries and states. This obsession with strength 
in a time when things seems out of control was 
probably a way for me to cope with things in a 
challenging period of my life.

Bodybuilding is a very visual ‘sport’ and there 
have been discussions on whether it could 
be considered fully a sport or purely artistic. 
The hidden enormous effort at the gym is 
performed and judged optically on stage, and this 
judgement is based purely on physical aesthetic 
and visual characteristics, unlike weightlifting 
or powerlifting in which athletes are required 
to achieve specific tasks. The act of sculpting 
one’s body also suggests a form of control over 
one’s own physical dimensions. It is a way of 
understanding one’s bodily limitations through 
breathing and corporeal effort and at the same 
time testing those limitations.

Artist Statement
by Haffendi Anuar, United Kingdom, August 2021

These ‘drawings’ were all made either on paper 
or canvas board and the silhouettes and lines 
that make up the figures were produced using a 
mixture of paint, adhesive and sand and applied 
using a squeeze sauce ketchup bottle. The brightly 
coloured plastic bottles typically used to apply 
sauce onto hotdogs or Ramlee burgers produce 
the bulbous lines and shapes that compose the 
figures’ bulging bodies. Working deliberately in an 
intimate scale, some of them appear constrained 
within their compositions conjuring a sense of 
being trapped.

They were also based on screenshot images taken 
from real Instagram bodybuilders in which I 
have them archived into folders based on poses, 
body types and overall perceived strength. As 
an artist that frequents the gym, I was also 
interested in process and deconstruction, and that 
muscle in only grown when it is brokendown or 
‘shocked’ for it to eventually heal back and grow. 
I was attracted in this type of commitment and 
dedication and in the words of Kathy Acker, a 
commitment to failure. These contemporary 
bodybuilders, in almost ritualistic dedication, 
mould their bodies through resistance and 
exertions into idealized muscular forms, classical 
and universal in their beauty, similar to the ones 
depicted in fine sculptures and paintings since 
antiquity of gods and heroes.

Top:
Haffendi Anuar, Pentas Bina 
Badan (Bodybuilder’s Stage) II, 
2020, Sand, adhesive, acrylic, oil, 
receipts, newspaper on paper, 
21 x 29.7 cm. Image courtesy of 
Richard Koh Fine Art and artist
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Installation View. Rintangan (Resistance), 24 August - 24 
September 2021, Online Exhibition. Photo courtesy of Richard 
Koh Fine Art
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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 Richard Koh Fine 
Art and artist

Haffendi Anuar, Pentas Bina 
Badan (Bodybuilder’s Stage) 
III, 2020, Sand, adhesive, 
acrylic, oil, receipts, and 
newspaper on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

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 
Richard Koh Fine Art and 
artist

Haffendi Anuar, Pentas 
Bina Badan (Bodybuilder’s 
Stage) V, 2020, Sand, 
adhesive, acrylic, oil, receipts, 
newspaper on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Haffendi Anuar, Pentas 
Bina Badan (Bodybuilder’s 
Stage) VI, 2020, Sand, 
adhesive, acrylic, oil, receipts, 
newspaper on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Haffendi Anuar, Pentas 
Bina Badan (Bodybuilder’s 
Stage) VIII, 2020, Sand, 
adhesive, acrylic, oil, receipts, 
newspaper on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Haffendi Anuar, Resistance 
(Rintangan) VII, 2021, Sand, 
adhesive, acrylic, oil and paper 
on canvas board, 35.5 x 25.5 
x 1 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Haffendi Anuar , Pentas 
Bina Badan (Bodybuilder’s 
Stage) IX, 2020, Sand, 
adhesive, acrylic, oil, receipts, 
newspaper on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Haffendi Anuar, Pentas 
Bina Badan (Bodybuilder’s 
Stage) VII, 2020, Sand, 
adhesive, acrylic, oil, receipts, 
newspaper on paper, 29.7 
x 21 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Haffendi Anuar, Resistance 
(Rintangan) III, 2021, Sand, 
adhesive, acrylic, oil and paper 
on canvas board, 35.5 x 25.5 
x 1 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Haffendi Anuar, Resistance 
(Rintangan) VI, 2021, Sand, 
adhesive, acrylic, oil and paper 
on canvas board, 45.5 x 35.5 
x 1 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Haffendi Anuar, Resistance 
(Rintangan) VIII, 2021, 
Sand, adhesive, acrylic, oil and 
paper on canvas board, 45.5 
x 35.5 x 1 cm. Image courtesy 
of Richard Koh Fine Art and 
artist
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Right: 
Haffendi Anuar, Resistance 
(Rintangan) IV, 2021, Sand, 
adhesive, acrylic, oil and paper 
on canvas board, 30.5 x 40.5 
x 1 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Right: 
Haffendi Anuar, Resistance 
(Rintangan) V, 2021, Sand, 
adhesive, acrylic, oil and paper 
on canvas board, 30.5 x 40.5 
x 1 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Left: 
Haffendi Anuar, Resistance 
(Rintangan) I, 2021, Sand, 
adhesive, acrylic and oil on 
canvas board, 30.5 x 40.5 
x 1 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Left:
Haffendi Anuar, Resistance 
(Rintangan) IX, 2021, Sand, 
adhesive, acrylic and oil on 
canvas board, 35.5 x 45.5 
x 1 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Left:
Haffendi Anuar, Resistance 
(Rintangan) II, 2021, Sand, 
adhesive, acrylic and oil on 
canvas board, 30.5 x 40.5 
x 1 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Left: 
Haffendi Anuar, Resistance 
(Rintangan) X, 2021, Sand, 
adhesive, acrylic and oil on 
canvas board, 35.5 x 45.5 
x 1 cm. Image courtesy of 
Richard Koh Fine Art and 
artist
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Heavy Traffic
by Euginia Tan

A traffic jam embodies congestion.
Roads and drivers are tested. People 
and machines become impatient. The 
final destination seems out of sight and 
mind, impossible to reach. In Deities 
and Demons, Ben Puah’s current 
series of works reveal the metaphorical 
clogging of human psyche, man-made 
systems and political turmoil. Using 
imagery derived from influences of 
numerical representation, as well 
as omens of afterlife, the rapid race 
to arrive through any means places 
the artist in a crazed driver’s seat. 
Conflating worlds of absurdist culture 
and the afterlife, Puah takes the wheel 
in leading audiences through the heavy 
traffic of his practice.

This essay will look at themes present 
in Puah’s current body of work, while 
piecing this with the parallels of facing 
heavy traffic in society. What does the 
idea of socio-economic congestion 
convey? How does this repress an 
individual’s personal commute?

Top: 
Ben Puah, Bye Bye Superman, 
2020, acrylic, oil, and rice 
paper collage on canvas, 136 
x 140 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Bottom:
Ben Puah, Enter The Dragon, 
2020, acrylic, oil, ink, and rice 
paper collage on canvas, 150 
x 150 cm. Image courtesy of 
Richard Koh Fine Art and 
artist



Installation View. Deities and Demons, 27 August - 18 
September 2021, Richard Koh Fine Art, Gillman Barracks, 
Singapore. Photo courtesy of Richard Koh Fine Art
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Though brash and lurid in colour choice (such as the use 
of neon hues), Puah draws our attention on the escalating 
reliance of numbers in modern societies. Numbers govern 
the paintings’ to different capacities, yet all exert an 
authoritative stance on maintenance. Whether they are 
dictatorial, tyrannical or blindly uniform, numbers loom 
hauntingly as disciplinarians in the artist’s haphazard frenzy 
of reality.

The very root of numbers suggests a perfunctory value. We 
work around numbers so that we can punctuate the values 
merited to them –a stipulated deadline, an honorary budget, 
a sequence of cause and order that provides another layer to 
their values adding up. When numbers align, it predicates 
that a system is in motion, that a pattern is constant. What 
happens when these numbers are randomized wilfully? 
The motion of a system changes and a pattern is thrown 
off balance. Lotteries are struck, the odds can be beaten. 
Circulation would still effectively be at work, at the loss of a 
safety net that a number once claimed whole and upright. A 
pole dug deep in sand is still able to topple. 

Puah’s finesse in the hopscotch of numbers points to the 
artist’s savvy in making a loophole visible, feasible and 
tempting. There are no ultimatums, no connotation needs 
to be dignified. Because numbers are fictions, the artist 

Left:
Ben Puah, Fallen Angels, 
2021, acrylic on wood, 60 
x 60 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Right:
Ben Puah, Inside The Boxing 
Ring, 2021, acrylic, ink, 
inkjet prints, and rice paper 
collage on wood, 60 x 60 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Numbers, Systems, Patterns

allows them to be in rampant caricature mode. In an essay by 
theorist Franco ‘Bifo’ Berardi, he analyses the role systemic 
reality plays towards transitioning society at large. “Reality is 
the construct emanating from multiple subjectivities: power, 
social rebellion, political imagination, and art experiments... 
The fixation of the enunciative flow of simulation into 
established forms of perception and projection may be 
labelled Gestalt, in the precise sense that Gestalt psychologists 
gave to the term: a form that generates forms, while fixating 
and reproducing... in the sphere of perception.”1 This 
suggests that on several spectrums (logical and/or creative), 
our minds often perceive objects and situations as part of 
a larger whole, elements of a more complex and enforced 
system.

Therein begins the start of how heavy traffic is received and 
navigated. With numbers assigning values, we can manage 
addresses, salaries and license plates. There are speed limits to 
follow, with the accompanying burdens of traffic taxes, road 
signs and gasoline amounts. The more a system weighs, the 
higher the stakes raise for numerical efficacy. On the other 
hand, in Puah’s dimension of traffic, highways lead to infinite 
mazes. An open road is a portal to subconscious desires. 
Currency and identification numbers are slyly demonized. 
One is forcibly halted, stewing in a silent road rage. A number 
is coded as little more than a metaphor, benign and contrived.

1   Franco ‘Fico’ Beraldi, Trap of Identity and Delusion of Truth (Utrecht, Netherlands, Valiz with Impakt Foundation  
   Utrecht, 2016), page 141

We shall now examine Puah’s interpretation of portals and 
desires. Several connective symbols provide an entry point 
to another portal. There are bridges, links (as tree branches, 
meditative beads, monograms, even Mandarin characters), 
and the idea of split fractions in our psyche. Regardless of 
their placement, they are meant to connect from one world 
to another. Sometimes, the worlds in the works permeate 
and coincide, such as the eerie mass appeal of afterlife. 
However, the paintings also offer contradicting renditions 
of desires, such as omens and religion versus pop lingo and 
nonconforming intimacies.

Perhaps the biggest takeaway from Puah’s collusion of collage 
is that we can want what we don’t. Yearning and desire 
may not equate to the same result. Death can be a vulture, 
scavenging off remnants from what was once alive. Yet, it is 
also a ripening of fruit from a tree, offering another lease of 
being. The definitions of vice and ethics can be conversely 
flipped. We think of portals as entrances and tenets to 
possibilities, and as a proven albeit clichéd rule, possibilities 
are endless. Puah’s rapture and attention to this conflict 

Left:
Ben Puah, Self Portrait, 2020, 
acrylic, ink and rice paper 
collage on wood, 35 x 35 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Right:
Ben Puah, The Devil’s Wheel, 
2020, acrylic, oil, ink, and rice 
paper collage on canvas, 150 
x 150 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

within self emphasizes the engaging disorder of mortality. 
The artist sends a commentary relating that it is inevitably 
comedic to be human. These proportions of comedy can be 
controlled by us. Likewise, the distortions of an artist’s 
creative output can swerve in any degree of their steering. 
In the same essay by Berardi, it is suggested that intentional 
creative process can still malfunction at the core of an artist’s 
practice. “You are at the point of intersection of countless 
semiotic flows that stimulate your attention... This means 
that, like identity, authenticity is a pseudo-concept. It does 
not define something that exists in itself. Rather, it idolizes 
an illusion. Nevertheless, the sense of inauthenticity... is 
real in the contemporary subconscious... of this precarious 
generation.”2 Puah’s deftness in immersing the viewer into 
a portal of their own (un)doing is akin to the mesmerizing 
trap of being stuck at a traffic lull. After the initial impatience 
wanes, the road becomes a cocoon of fantasies. The radio 
warps a need for consumption and self-restraint. Horns flirt 
with tempers. Heavy traffic engulfs one in a larger system, but 
also pulls one inwards to another vehicle of their imagination. 
It is frightening and enthralling to lose one’s place in line.

2   Ibid, page 137

Portals and Desires
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Top Left:
Ben Puah, The Kiss, 2021, 
acrylic, ink and rice paper 
collage on wood, 60 x 60 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

The title of this essay was inspired by cartoonist Ralph 
Bakshi’s 1973 animated feature, Heavy Traffic. The film 
is considered to be Bakshi’s biggest critical success. The 
premise revolves around Bakshi’s experiences as a struggling 
inner-city cartoonist in New York City. Spliced with penny 
arcade pinball backdrops, rough traffic dialogues of New 
York residents form a large part of the film’s soundscape. 
The characters never achieve a coming-of-age treatment, or a 
fortuitous epiphany. They reside as they are, outlandish and 
crass, celebrating a doomed existence. The traffic continues to 
ebb and flow.

As traffic recedes, relief is bittersweet. It might make the 
dissent of congestion give way to respite. Still, an easy 
commute may not immediately satisfy. With the tussle of a 
jam comes a tense, unrealized plea to freedom. Once consent 
to a destination is cleared, it almost seems unwarranted to 
travel smooth. Similar to viewing Puah’s works, it is difficult 

Ebb and Flow

to detach one’s reality after becoming accustomed to what 
the artist offers. Breaking away from its spectacle begets a 
plainer humdrum of traffic flow. A stable footing seems 
remote, faraway.

With the onslaught of awareness to societal issues, more 
platforms are available for us to respond. However, the 
limitations of response are still stifled within our comfort 
zones. We type an impassioned reply online to an unjust 
situation. We use constructed icons to indicate agreement. 
In several instances, we still inherently crave uniformity in 
spite of discontent. As artists continue to make art to spur 
public discourse, it can also be a good time to step out of our 
figurative car and wander. Like Bakshi’s film, Puah’s tactile 
fervency invites us to stand on our own two feet and ponder: 
Are we really worlds apart from deities and demons? Are we 
just as capable of their creation and destruction? Or, are they 
just as culpable to meekness and banality?

Above:
Ben Puah, 2020, 2020, acrylic, spray 
paint, inkjet prints, ink, and rice 
paper collage on canvas, 130 x 210 
cm. Image courtesy of Richard Koh 
Fine Art and artist

Above:
Ben Puah, Traffic Signs, 2021, 
acrylic, ink and rice paper collage on 
wood, 60 x 60 cm. Image courtesy of 
Richard Koh Fine Art and artist

Above:
Ben Puah, Trophy Winner, 2021, 
acrylic, ink, and rice paper collage on 
wood, 60 x 60 cm. Image courtesy of 
Richard Koh Fine Art and artist

Above:
Ben Puah, 3 Little Pigs Trading 
Strategy, 2021, acrylic and rice paper 
collage on wood, 60 x 60 cm. Image 
courtesy of Richard Koh Fine Art 
and artist

Above:
Ben Puah, The Little Boy Who 
Dared to Dream, 2021, acrylic and 
rice paper collage on wood, 60 x 60 
cm. Image courtesy of Richard Koh 
Fine Art and artist

Above:
Ben Puah, The Man Who Sold His 
Soul To The Devil, 2021, acrylic and 
rice paper collage on wood, 60 x 60 
cm. Image courtesy of Richard Koh 
Fine Art and artist
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Above:
Ben Puah, The Struggle in Unit 07-
06, 2020, acrylic, ink, and rice paper 
collage on canvas, 150 x 150 cm. 
Image courtesy of Richard Koh Fine 
Art and artist

Above:
Ben Puah, True Story, 2020, acrylic, 
oil, spray paint, ink, and rice paper 
collage on canvas, 150 x 150 cm. 
Image courtesy of Richard Koh Fine 
Art and artist



Installation View. Bifaces (2021) by Hings Lim, Wax, wicks and dye, Dimensions variable in NOMAD, 28 - 29 August 2021, 
Torrance Art Museum, California, US. Image courtesy of Hings Lim

NOMAD
Hings Lim

28 - 29 August 2021 
Pop Up Event / Torrance Art Museum, US

The Torrance Art Museum (TAM) presents Nomad – this summer’s premier art event and the biggest pop-
up of contemporary art in Southern California history featuring over 400 artists.

Nomad is a one-weekend-only pop-up event for artists, by artists, to reforge their connections to each other 
in real life, to make new friends and for the audiences to once again commune through their practices. It is 
for curators and gallerists to catch up with what they have been doing in studios over this isolating past year. 
They all will come together to witness the power and value of engaging with art in person.
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Installation View. As We Were, 
16 September - 17 October 2021, 
Artspace@Helutrans, Tanjong Pagar 
Distripark, Singapore. Photo courtesy 
of Richard Koh Fine Art

As We Were
Faris Nakamura
Minstrel Kuik
Natee Utarit
Svay Sareth

16 September - 17 October 2021 
Group Exhibition / Artspace@Helutrans, Singapore

As We Were presents selected 
works from the collection of 
Michaelangelo and Lourdes Samson, 
which celebrates the diverse practices 
and conceptual concerns of artists 
in Southeast Asian region. The 
works reflect different political and 
social landscapes, environmental 
issues, and varied spiritual ideas 
but also provide a glimpse into the 
shared humanity and similar lived 
experiences of the people who call 
this region home.

Works from Faris Nakamura, 
Minstrel Kuik, Natee Utarit and 
Svay Sareth are selected for the show 
as they, together with other works, 
offered as a contemplation of how 
much has changed throughout the 
pandemic since early last year, and 
how much still remain the same. As 
we were. Perhaps as we are still.
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Top:
Natee Utarit, Blue King No.1, 
2008, oil on linen, 225 x 195 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Bottom: 
Faris Nakamura, From Now 
On You Will Not Be Alone, 
2020, Matte enamel on wood, 
cardstock paper and PVC sheet, 
30 x 22 x 14 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Top:
Svay Sareth, Head & Power 2, 
2018, cotton and kapok, 100 
x 95 x 45 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Bottom:
Minstrel Kuik, 1970, Muhibbah 
dan Perpaduan (Goodwill and 
Unity), from 9 May 2018 to 
13 May 1969, 2018, Mixed 
media, wooden structure, cotton 
fabrics, threads, laces, 150 x 180 
cm. Image courtesy of Richard 
Koh Fine Art and artist
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Detail of Green Hills (2021). Image 
courtesy of Richard Koh Fine Art and artist



Installation View. The Periphery of The Other, 17 September 
- 2 October 2021, Richard Koh Fine Art, Kuala Lumpur, 
Malaysia. Photo courtesy of Richard Koh Fine Art
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The current global pandemic has thrown curveballs onto many 
plans. In the time of writing this essay, commute has been disrupted 
between Singapore and Malaysia. To carry out his continued foray 
of exploring underlying emotional tangents of a space, the artist 
has had to depend on his network of friends and the Internet. We 
ponder over how best we can present his current body of research, 
given that it is disembodied. No matter how we try to immerse 
ourselves in the context of a space, being near and there as opposed 
to here and away still posits significant differences.

Perhaps this is the advantage of creating a series from scratch at a 
certain distance, equipped with the savvy of virtual resources and 
relationships. The way we study spaces can now be superimposed 
on a screen, conveyed to us as malleable adjustments with the 
correct keywords and clicks. We can make an image of a space 
available, access is granted at any given moment. We can pick and 
choose, and come back to our search history. We have learnt a way 
to suspend time, in a way that is more straightforward than mere 
memory.

In his solo exhibition The Periphery Of The Other, Faris Nakamura 
keeps consistent to the trajectory of questioning uniformity in 
select spaces. The focus at present is surveying residential estates 
in Kuala Lumpur, Malaysia, specifically those at Subang Jaya. The 
selected homes are lined in uncanny, identical fashion. It is hard to 
differentiate one exterior from the other, emphasizing the neatness 
of a row. One can almost see an ordained address being ironed out 
in accordance to the pristine curation of these residences.

Bearing in mind the current limitations, this essay attempts 
to consider Nakamura’s alternate viewpoints in his inquiry of 
Malaysia’s architectural landscape. It will touch on how we can 
investigate the artistic tenets of space-making via looking from the 
outside in. At the same time, it questions how this inversion gives 
rise to re-interpretation of space liberation.

“Only among the young is there a sense of hung time.”1

–Tay Kheng Soon, architect, Akitek Tenggara 

Hung Time
Essay by Euginia Tan

Opposite Top:
Faris Nakamura, Be My Eyes 
and Tell Me What You See, 
2021, Emulsion on treated 
wood, acrylic and metal 
pieces, 60 x 80 x 10 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Opposite Bottom: 
Faris Nakamura, Deep Faith, 
2021, Emulsion on treated 
wood, acrylic and metal 
pieces, 85 x 70 x 16 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Bottom Left:
Faris Nakamura, This Shade 
Remains The Same, Always, 
2021, Emulsion on treated 
wood, acrylic and metal 
pieces, 110 x 112 x 12 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Top Left: 
Faris Nakamura,  I_ve Seen 
This, All Too Often, 2021, 
Emulsion on treated wood, 
acrylic and metal pieces, 110 x 
120 x 18 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Top Right:
Faris Nakamura, More Than 
Just The Tip, 2021, Emulsion 
on treated wood, acrylic 
and metal pieces, 110 x 120 
x 18 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Bottom Right:
Faris Nakamura, Green Hills, 
2021, Emulsion on treated 
wood, acrylic and metal 
pieces, 85 x 70 x 20 cm. Image 
courtesy of Richard Koh Fine 
Art and artist
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Surfaces

Photos of Residential 
Area in Subang Jaya SS16 
& SS17

We shall first examine the influence of surfaces in 
Nakamura’s work. The following images are provided by 
the artist as part of his research for his current series.

Upon observation, the surfaces of certain houses 
comprise of two main textures and facades. There is a 
brown, brick layer alongside a painted, matt surface area. 
This double surface continues down a row. The surfaces 
are placed in alternates, like separated twins. It comes to 
mind that a house can in fact be made up of two halves, 
rather than one whole. While the houses might look 
eerily similar exterior-wise, the combination of the two 
halves and varying surfaces seem to acknowledge a split 
personality, or contrasting facade. As with humans, we 
present a certain front to the world we know outside us. 
This front begins gradually in time, as we make sense of 
social cues and aspects at our proximities. Whether for 
veneered protection or adherence to imposed courtesies, 
our surfaces are key to building impressions. These 
impressions then permit us a leeway to routine living.

In Mapping Asia, Asia Art Archive’s expanded 
publication on Field Notes #3, MAP Office puts together 
an atlas of Asia Art Archive’s extensive coverage and 
interpretation via their collective’s lens of art and 
architecture. They describe the persona or character 
of a house as an almost tragic figure, deigned to live in 
a world where oneness prevails over individuality. A 
house’s shelter comes at the cost of emotional upheaval. 
“Deprived from its life, the house is a source of sadness 
but also the occasion of reconstructed memories. A house 
is the body occupied by our physical, mental, emotional 
and spiritual selves. ‘The home is a suitcase’ suggests 
another level of abstracting the concept of home. Its 
mobility allows the garden to be located anywhere and 
everywhere, making its ubiquity possible. A community 
without land.”2

When we affix a surface onto a house, and a front onto 
ourselves, what are we encouraging in the ways we live 
and interact? In Nakamura’s current series, colours 
announce formation. The works merge halves, odds and 
ends into singular structures, just as the residential outfits 
portray.

It is a conflict and confrontation of an outer and inner 
life, cognizant of a choice to live in acceptance. Yet they 
suggest a hollowness from within, where a surface can 
only go so far. The inner reaches of a house and self has 
to be drawn out with effort, like water from a deep well. 
Unlike the water that is eventually extracted, where can 
we find a safe outlet for expression for what goes on 
behind closed doors? Without a function of containment 
and its kempt surface, is a house truly what it seems?

In our discussions regarding limitations with travel, 
Nakamura also brings up the fact that a Google search 
and quick glean is how he had to primarily form an 
impression of the space. Thus impressions of spaces 
matter greatly, even more so now. Yet he is aware of how 
much these impressions hinder other revelations and 
insights, which will be lost to him. It is also via artistic 
input that we are able to sway how an impression is 
passed. Hopefully, this gives rise to new information 
beyond what is known. Going back to Tay’s (whose 
quote appears at the start of the essay) observations on 
the role of architecture in crisis, he provides a succinct 
explanation of how architects respond to potentiality 
in their processes. “Architects have a great challenge 
to… visualize a new humanized spatial order. This 
is underpinned by an understanding of economics 
in rebalancing the mechanized economic order with 
its humanized counterpart.”3 As notions of land and 
country are further divided during calamity, Nakamura’s 
repurposing of first impressions and surfaces brings focus 
to the type of climate and stakes a house holds.

Above: 
Faris Nakamura, This Ridge 
Leads To Nowhere III, 2021, 
Enamel coated mild steel, 80 
x 40 x 20 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Below: 
Faris Nakamura, This Ridge 
Leads To Nowhere IV, 2021, 
Enamel coated mild steel, 60 x 
120 x 14 cm. Image courtesy 
of Richard Koh Fine Art and 
artist
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Light in Structures

This exhibition is crucial to Nakamura’s practice because 
of further insight on the role of light in structures, and 
the illusion it gives to the weight of material choice. Light 
in architecture can determine types of perception. “It 
enables us to appreciate the diverse qualities of the spaces: 
size, geometric shape, texture, colour… It is perhaps the 
element with the greatest influence over the atmosphere 
of a place. The correct illumination intensifies the poetic 
and emotional impact of a project.”4 The thought of 
light is suggested or applied via entrances in Nakamura’s 
works. Cut ridges enunciate what is let in, fitted slots filter 
depth and mood. In addition, the artist sheds light on 
playful double-entendres using innuendo-laden wordplay 
in the titles of his works.

Requests were made from Nakamura to acquaintances 
in Malaysia in order to access certain photographs. 
Instructions and directions were passed on to them to 
take pictures for his reference. Passing down what is seen 
is perhaps another addition to how we create impressions, 
since circulation happens at a breakneck pace now 
compared to before. It is also this other perception 
of lighting in a sent image which fosters the artist’s 
blueprint. Does the lighting beseech a certain fixture to 
be included? Is that type of lighting the actual way the 
artist would have chosen to observe said space? From 
open-ended possibilities derived from receiving conveyed 
information virtually, Nakamura constructs with the 
concluding impact of light and the shadows it casts.

The artist’s maturing in material weight and choice is 
also influenced heavily by the boundaries light creates. 
The threshold of light is not only in its freedom to travel. 
Light can also be illuminated with barriers. In managing 
the distribution of light and weight ratios for his works, 
Nakamura explains that what appears heavier or lighter is 
often inaccurate. Actual experimentation and experience 
prove to be the most discerning of these factors. Going 
against what he believes to yield the most or least densities 

shapes clarity to the final outcome. Clarity in a structure 
and space takes roots in how we decide on place-making.

WOHA is an architecture practice based in Singapore 
adopting a balanced and compound philosophy to 
contemporary architecture ideas and form making. 
On the topic of place-making, Wong Mun Summ and 
Richard Hassell of WOHA talk about what it takes to 
kick start the place-making journey. “Place making is a 
collaborative, two-way process. It’s been well said that, 
‘it takes a place to create a community, and a community 
to create a space.’” From Nakamura’s wielding of light 
in structures, we can begin inquiring about levels of 
social ownership and access. When access is enabled or 
disabled, how and why does a light source permeate a 
structure? What does this also say about the nature of 
permission and authority? An unauthorized light source, 
in this case, serves as a gesture of freedom and hope. With 
further elaboration from WOHA, “As architects, we 
craft strong and memorable places through the clarity of 
our ideas into physical space and form… Yet ultimately, 
what endears these spaces to the public are the dynamic 
activities, or events that occur therein. It is about the 
spontaneous social bonds that are forged as people 
occupy, inhabit, and develop a sense of mutual care for… 
shared ownership of the space.”5

Above:
Faris Nakamura, This Ridge 
Leads To Nowhere I, 2021, 
Enamel coated mild steel, 70 
x 85 x 15 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Proportioning surfaces and clarity is the forefront of 
Nakamura’s constructed reality. While the governance 
of art is believed to be a no-rules zone, we see the sheer 
amount of precision placed upon the artist for the sake 
of their personal liberation. Land, houses and homes- the 
core instinct of these words are constantly interrogated 
and questioned to hang time. Time is proved to be a 
penchant for everything. There is a time of recovery, an 
aftermath of trauma, dated policies and systems. There is 
a time of discovery, from secrets only two people are let in 
on, becoming silent observers to distant neighbours in the 
same estate, friends we hope to connect with in person, 
one day. A space, at any given moment of time, remains 
and transforms simultaneously.

However, we are ultimately burdened to the slow trawl 
of time in the lapses of our lifetimes. We sow what we can 
to discourses we might never be around to witness. It is a 
long-drawn road to liberation, the spaces of our reckoning 
still remain trapped to their present confines. In his 
rendition of place-making, Tay remarks that “the human 
mind can turn anything and everything into worshipful 
icons that deflect the mind from generatively refreshing 
knowledge. Memory therefore can be another opiate that 
dulls the spirit. The true meaning of the revolutionary 
spirit is the ‘re’ and the dynamics of process. This is what 
needs to be rekindled. Even ‘place’ can become, in the 
mind, a fetishism when it gets frozen as blind affiliation.”6 
In both a pandemic and a stigmatization, Nakamura’s 
yearning for a route out captures the fine lines of the 
could-have-beens versus what has been, and what will be. 
The pressure points of his work mark a submission that 
comes with struggle, a tamed temperament underneath 
the sinews of rebellion. Can we announce when liberation 
comes, or instead, do we predict where it will arrive?

Liberation

Endnotes

1      Do Not Design, Architecture and the Architect: Image- 
 making in Singapore (Singapore, Do Not Design, 2015)

2  Asia Art Archive, Mapping Asia (Hong Kong, Asia Art  
 Archive, 2014)

3  Ibid

4  Mireia Vergés, Light in Architecture (Singapore, Page One  
 Publishing Pte Ltd, 2007)

5  Ibid, page 247.

6  Ibid, page 44.
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Top:
Kongsak Kampakdee, Drill 
steel, 2021, Acrylic on canvas, 
70 x 100 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Bottom:
Kongsak Kampakdee, Install, 
2021, Acrylic on canvas, 80 
x 90 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Motorcycles are vehicles that allow us a sense of freedom, 
being able to take us to new things along the way. The 
feeling of facing with the wind and sunlight, helping to 
relax the mind. Despite some danger in some situations, 
that brings more excitement. Motorcycle decoration is 
like creating an artwork in which we have designed and 
adapted the shape of the chassis according to its own 
needs that relate to the unlawful vehicle modifications. It 
also led to a group gathering to discuss how motorcycle 
decoration has become a motorcycle-centric culture.

The ‘Society of Freedom’ series talks about a group 
of teenagers who love to ride motorcycles together 
into a small society. Each has shown off their skills 
in using mechanical equipment from self-training to 
inventing motorcycle decorative parts and spare parts 
and modifying the shape of the bike according to the 
rider’s requirements. In my view, the legal challenge of 
the motorcyclic society is a reflection of the need for free 
expression of ideas from various regulations in everyday 
life.

Kongsak Kampakdee, 
Thailand, July 2021

Artist Statement



Installation view. Society of Freedom, 25 September - 16 October 
2021, Richard Koh Project, Bangkok, Thailand. Photo courtesy 
of Richard Koh Fine Art
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Opposite Top:
Kongsak Kampakdee, 
Cutting, 2021, Acrylic on 
canvas, 60 x 80 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Opposite Middle:
Kongsak Kampakdee, D.I.Y., 
2021, Acrylic on canvas, 60 
x 80 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Opposite Bottom:
Kongsak Kampakdee, 
Modified Wires, 2021, 
Acrylic on canvas, 80 x 
120 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Top:
Kongsak Kampakdee, Two 
Craftsmen, 2021, Acrylic on 
canvas,100 x 140 cm. Image 
courtesy of Richard Koh Fine 
Art and artist



Installation image 1. Image courtesy of Lourdes Samson. 
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Ask curators or collectors about what catalyses their 
engagement with the arts and the most prevalent answer 
and sentiment would be love. Here, you may laugh and 
consider that a love for the arts seems like an obvious 
response, but platitudes often carry their wellspring of 
truth. In a time where our attention is deemed crucial 
currency to transact across online and offline platforms, 
“love” would perhaps come closest to describing a long-
running commitment to the arts. Over the broad expanse 
of more than two decades, enough time to see art fairs come 
and go, independent curator and art collector Lourdes 
Samson has been engaging in precisely the kind of close-
looking that comes with love and paying attention to 
what artists’ are making and their diverse modes of visual 
expression.

Originally from the Philippines, Lou and her husband, 
Mike, relocated to Singapore in 1998. Since childhood, 
art has been an indelible presence. Lou fondly recounts 
that they both grew up in households surrounded by art. 
Unlike their parents who limited their collection to their 
available walls, Lou and Mike continued to collect even 
after their walls and floors were full. She described the 
early pieces in their collection as being “strongly influenced 
by the prevailing tastes of our parents’ generation” 
comprising of colorful paintings by young Filipino artists 
drawn from Western imagery like the mythology of 
Narcissus or engaging with Catholic beliefs and popular 
themes such as the Madonna and Child. Having initially 
focused on Filipino painting in their early years, Lou 
and Mike’s collection has grown to encompass a diverse 
range of mediums and artists across generations, spanning 
sculptures, lightboxes, photographs, ceramic pieces, sound 
art, mixed media assemblages, and installations - from artists 

Mike & Lou Samson circa 1999

A Love for Art
by Samantha Yap

Samson Family circa 2016

Lourdes Samson

As one of the most prominent art collectors in Singapore, Lourdes and 
Michelangelo Samson, have been collecting art for more than twenty 
years. Their collection features a diversity of artists and mediums, with 
a particular interest in artworks that engage with the socio-political 
dimensions and precarities of contemporary living. In this profile, Lou 
shares more with writer Samantha Yap about her relationship with art and 
collecting from before and now.
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relationship between collector and art and artist 
accommodates more depth than an instance of 
buying. There is of course the understanding that 
an artist’s labour, craft, and ideas have an important 
recognisable value, especially considering the urgency 
of a livelihood, but also that value is obviously more 
than what can be summed up in dollars-and-cents. 
Like most creative endeavours, art collecting too 
becomes more enriched over time. It is a long-term 
undertaking through which personal connections 
are forged. As an extended interaction between the 
artist and the collector and at its most fertile and 
potent, following art practices continues across one’s 
lifetime. 

Having been collecting art for as long as they 
have, both Lou and Mike also had the wonderful 
opportunity and privilege to follow several artists’ 
development in an extended manner, witnessing 
the meteoric rise of the young Filipino artists whose 
works they bought in the early 2000s who have 
since moved on from working on a few exhibitions 
at galleries to having a devoted following among 
collectors in international auctions and art fairs. 
In the duration of time spent following an artist 
over the passage of years, the seeds of an enduring 
relationship are also consistently watered and Lou 
also acknowledges the “warm friendship” that 
they have managed to nurture with some of the 
artists they have collected. Geographical proximity 
to regional artists also helps to cultivate these 
relationships. One of the best things about collecting 
contemporary art in the region is the possibility of 
meeting artists that they both admire and collect, 
hosting them for a meal, hearing more about their 
artworks and connecting over other common 
interests such as travel, music, literature, and cuisine. 

Top:
Installation image 2. Image 
courtesy of Lourdes Samson. 

Bottom:
Installation image 3. Image 
courtesy of Lourdes Samson. 

working across Southeast Asia in the Philippines, 
Indonesia, Thailand, Singapore, Malaysia, Vietnam, 
Cambodia, and Myanmar. Not maintaining any 
particular fidelity to any one medium or country, 
Lou and Mike are more compelled by the synergy 
between medium and message, finding the most 
excitement in artworks that use resonant visual 
approaches to poetically express local histories and 
lived experiences.

The turning point that precipitated this movement 
from the art they grew up seeing on their parents’ 
walls to the art they now collect can be traced to 
2005 or 2006. Back then, Lou recalls how their 
collecting coincided with a new movement in 
Philippine contemporary art that sought to reflect 
poignantly on ways of living in our current milieu, 
pockmarked with its own unique tensions and 
struggles. It was also around that time, having 
just emerged from a wearying experience of their 
daughter’s major health crisis, that the works of 
various female artists like Geraldine Javier, Yasmin 
Sison, Nona Garcia, and Annie Cabigting took 
on a deeper resonance. Moving away from their 
predecessors’ favoured subject matter of Filipino 
traditions and rural life, these artists were making 
introspective paintings that projected both interior 
emotional states of being and exterior urban 
landscapes. In their photorealistic paintings, they 
rendered the emotional contours of pain and trauma 
visible alongside the grittiness of urban living.

These artists, who at that time might have been 
regarded as emerging, have since gone on to 
develop strong and well-loved practices that are 
very recognised within the wider Southeast Asian 
contemporary art scene. While the practice of 
art collecting is premised on a transaction, the 
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Seeding practices and relationships

A key interlocutor in the relationship between artist and 
art collector is the gallery who takes care of the necessary 
processes that precede or follow the production of the 
artwork. In her experience working with galleries, Lou 
firmly concurs that galleries help establish meaningful 
contacts and contexts for an artist to be in dialogue with, or 
for an artwork to be exhibited. Considering how opaque the 
workings of the art world can be, she shares how the gallery 
can sometimes “signal to collectors whether an artist might 
be worth following”, especially in the cases of emerging 
artists who have just started and are still developing their 
bodies of work.

In the same spirit as her dedication to follow art practices, 
coupled with her experiences in sharing about art and 
curating private exhibitions for fellow collectors, the 
decision to pursue her MA in Asian Art History at 
LASALLE College of the Arts in 2017 and to co-run an 
independent art space, SEED the Art Space, in late 2019, 
felt like instinctive progressions to deepen and anchor 
her already extensive engagement with the arts. With 
her Masters, Lou wanted the possibility of approaching 
their collecting with “a more academic and scholarly 
framework” but it offered as well “opportunities to be more 
involved in the local arts scene and to give back to the local 
community.”

Echoing the centrality of relationships in Lou’s journey 
with collecting, SEED is also grown from the auspices 
of friendship between Ivy Lam, Connie Wong, and Lou 
herself, to support artists and the local art community 
following their graduation from the Asian Art History 
program. The association of the space’s chosen name and 
the growth trajectory of a seed and its maturation into 
something bigger and livelier echoes the ethos of SEED’s 

MAAAH Graduation, Sept2018

MAAAH Cambodia Study Trip, 
KhvaySamnang

Cambodia Study Trip, National Museum

Installation image 4. Image courtesy of Lourdes Samson.
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enamel paint that recalled sterile environments stripped 
of any distinctive individuality. The experience of viewing 
this work up-close also puts us face-to-face with our own 
image reflected back in the dark windows, the presumed 
inhabitants of the dormitory invisible and out of sight.

The pull of this work for Lou and Mike lies in its precise 
and poetic “representation of the plight of migrant workers 
during the COVID-19 pandemic” that also “reveals an 
underlying discriminatory attitude towards foreigners 
and migrants that needs to be addressed so that Singapore 
becomes an even more open and inclusive society.” For 
Lou and Mike, art offers insight and recognition into how 
communities live and survive and their collection reflects 
a grim awareness of real-world inequities as well as the 
hopeful spark of possibility.

Lately, in keeping with a quiet resolution that she made to 
visit as many shows as possible during Art Week 2022 in 
Singapore, Lou has been consistently posting short reviews 
on her Instagram. Even after the roaring conclusion of Art 
Week, she continues to visit shows regularly. When asked 
about her faithfulness in keeping up with the local calendar 
of exhibitions, Lou considers it as a way to educate herself 
about local artists and practices as well as an important 
practice of supporting curators, artists, and art spaces 
because she knows first-hand the labour and time that 
goes into planning and running an exhibition. It is, as the 
cliche goes, a labour of love, evident too in making the 
time to continuously visit and document shows and Lou 
hopes to inspire others to also similarly support local artists 
and galleries in an art scene that persistently finds ways of 
continuing even amidst uncertainty.

SEED TEAM AT SINGAPORE CERAMICS 
NOW 2021

exhibition programming that similarly looks to seed art 
practices and opportunities for exhibition and dialogue. 
The pandemic has made running spaces and keeping 
up with changing guidelines and capacity restrictions 
challenging but it has not quite dampened the growing 
handful of independent spaces across Singapore that 
accompany SEED in their commitment to gather people 
to look at and support art. It is a hopeful development in a 
trying period of our lives.

Art collecting in a pandemic

Reflecting now on a collection that has been amassed over 
years of looking at art and following artists, Lou defines 
their collection as “a snapshot of Southeast Asia during this 
particular period because politics and power define the way 
societies live and prosper” and highlights how they “are 
naturally drawn to works that contend with political and 
social issues affecting local communities across the region.”

Pain and strife are not relegated to the confines of history. 
Even today, the reality of our difficult circumstances and 
changing modes of interaction with one another weighs 
consistently. In a pandemic with no definite end, art 
continues its urgent role as a subjective reflection of our 
times. One of the artworks that Lou and Mike acquired 
during the pandemic is Faris Nakamura’s From Now On You 
Will Not Be Alone, 2020. They first encountered the work 
in Plural Art’s online project, Our Heartlands, conceived as 
a response to the places or services we have limited access to 
during Singapore’s period of lockdown. Modelled after the 
Shaw Lodge Dormitory which was purpose-built to house 
migrant workers and later cordoned off as an isolation 
area to prevent the spread of COVID-19, Nakamura’s 
architectural model did not present an absolute likeness 
of the dormitory but an eerie simulacrum washed in white 
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Faris Nakamura, From Now On You Will Not Be Alone, 2020. 
Photography by Cher Him. Image courtesy of Michelangelo 
and Lourdes Samson
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In  Search  of  Love,  Home  and  Redemption 
through  Hasanul’s  Spiritual Zoo
by Dr. Izmer Ahmad (College of Fine Arts & Design, University of Sharjah, UAE)

Spiritual Zoo is a recent project by Hasanul Isyraf Idris 
for his latest solo exhibition at Richard Koh Fine Art. This 
body of work comprises of a series of intricate, vibrant, and 
‘unearthly’ drawings laden with narrative potentials that have 
come to be the visual signature of the artist. These evocative 
imaginings and imaging draw their momentum from 
multiplicity of sources as Hasanul reflects upon the death 
of some of his family members. While pondering on the 
journey of their passing souls, he encountered in a bookstore 
a collection of Buddhist death poems and the much-studied 
Mantiq Al-Tayr. Hasanul also re-visited a memory of a bird 
hospital near a Jain temple during his visit to India (Plate 1). 
He keeps this thought safe among his sketches as he did with 
the resuscitated animals in HOL (Higher Order Love) Chapter 
2.3 that recalled the political violence that he endured as a 
child (Plate 1).  HOL 2.3 also featured cigarette bearing duck-
like personas in uniform, re-configured now in Spiritual 
Zoo into another species of nicotine lovers as life moves on 
towards yet another fold.

Like Hasanul’s previous endeavors, Spiritual Zoo emerges 
from complex networks of events and occurrences that are 
historical, personal, actual, and imaginary, including those 
from Unsayable abyss – pre-conceptual, unconscious, 
trauma- as all human acts do. Nonetheless, all seven drawings 
in Spiritual Zoo carry the names that are plucked from 
within Mantiq Al-Tayr, a literary work which thus serve as 
a particular entry point for both the artist and his audience, 
myself included. Commonly translated as Conference of 
the Birds, the Mantiq is a well-known mystical rumination 
penned by Farīd ud-Dīn Attār, a twelfth century Persian poet 
and sufi intellectual.

Plate 1:
Hasanul Isyraf Idris, ‘Bird Hospital’. Notes & 
Sketches for Spiritual Zoo. Pen on paper. 2021.

Plate 1:
Hasanul Isyraf Idris, Kaiju Tactics. From Higher 
Order Love 2.3 Wound: Environmental of Naga & 
Doubt. Watercolor, ink and color pencil on paper, 61 
x 91.5 cm, 2017.
Source: Richard Koh Fine Art



Installation view. Spiritual Zoo, 1 - 23 October 2021, Richard 
Koh Fine Art, Gillman Barracks, Singapore. Photo courtesy of 
Richard Koh Fine Art
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It is an allegory for the search of spiritual truth or source 
that is narrated through symbolisms of birds and flight. The 
Mantiq is a story about the birds of the world who ventured 
on a quest to find Simorgh, the mythical Bird King. The 
birds are led by the hoopoe to cross seven valleys – Quest, 
Love, Understanding, Detachment, Unity, Bewilderment and 
Fulfillment in Annihilation – towards Mount Qaf where 
Simorgh is believed to be found. But there is no Simorgh 
at the end, only a lake in which the birds behold their own 
images that are reflected in the water. The mystical journey 
brings the destination back to the searchers themselves; the 
path to spiritual awakening is not far elsewhere but within 
the collective self of the searcher and totality of things.  

Mantiq Al-Tayr is a fable, an ancient literary form that is 
practiced across the world. It is a short story where animals 
are anthropomorphized and given human characters 
and emotions to teach moral lessons through fictional 
storytelling. Fables accomplish this didactic aim by 
stereotyping animals according to human behaviors; for 
example, mousedeer is cunning, monkey is naughty, and 
so on. In the Mantiq, each bird species embodies specific 
human behaviors and tendencies: romantic nightingale, vain 
peacock, water-bound duck who finds salvations in water 
and perform ablutions tirelessly, and so on. Therefore, the 
Mantiq, as all fables do, is structured like a zoo where animals 
are re-located from their natural homes into institutionalized 
human-made environments where they are made into icons 
of their respective species for the sake of human learning and 
entertainment. 

Like the Mantiq, Spiritual Zoo also features 
anthropomorphic strategy, grafting human characteristics 
onto non-human species to animate the interpretative 
potentials of each drawing and the details of its contents. 
While each of the seven drawings in Spiritual Zoo bears 
the title that corresponds to the valleys in the Mantiq, the 
protagonists in Hasanul’s works are not birds. Instead, they 
are anthropomorphized cats who smoke cigarettes. These 
smoking cats have their genealogy in Hasanul’s Quranic 
class during his childhood, where he first saw them as 

printed images on his classmate’s bag. They are residues of 
‘Nameneko’, the Japanese brand whose label is embodied by 
a group of anthropomorphized cats in human attire posing 
in various human activities including smoking (Plate 2).

‘Nameneko’ is that segment of consumerist modernity 
which re-invents the Japanese notion of kawaii that has 
become among the building blocks of transnational cute 
consumerism where cute objects, love and empathy are 
activated “to excite a consumer’s sadistic desires for mastery 
and control as much as his or her desire to cuddle.”

The cats of Spiritual Zoo make their debut in a global 
financial hub with transactional intent and strategies 
towards potential ‘homes’. But not as cuddly kawaii objects. 
They’ve been re-imagined into a rather masculine phantasy 
to personify human soldiers. The protagonists of Spiritual 
Zoo are specialists in permissible homicide, paradoxical 
professionals trained in manufacturing destruction and death 
hence are specialists in mitigating catastrophe and rescuing 
lives. Hasanul releases his cats from childhood nostalgia 
and sentimentality, away from Nameneko’s huggable 
consumerism and let them roam closer to their instinctual 
existence as mammals who pleasure themselves in strategizing 
against others - stalking, hunting, pouncing, and killing birds 
with their signature ‘hello-kitty’ strike. 

These whiskered feline soldiers whose animality prey against 
the anthropomorphic heroes of the Mantiq conjure some 
provocative (co)incidences with Attār’s original text and a 
seventeenth century illustration of the Mantiq by Habiballah 
Sava where a mustached gunman sneaks a peek at the birds 
from the corner of the composition (Plate 4).

In Habiballah’s rendition of the fable all the birds are 
occupied with their Mantiq (discourse; speech), presented on 
side-views with the exception of the peacock that is presented 
frontally, with its tail fully extended. This presentation 
reflects the peacock’s character in the Attar’s text, as allegory 
of vanity and attachment to external beauty. 

Plate 2:
Namaneko Postcard.
Source: W. David Mark. https://
twitter.com/wdavidmarx/
status/987846604911665153/
photo/3 
(Accessed 5 July 2021).

Plate 3:
Hasanul Isyraf Idris. Details 
from Valley of Independence & 
Detachment. 2021

The peacock longs to return to paradise from which he was 
banished. He was “Gabriel among birds” but “was friendly 
with the serpent in the earthly paradise, and for this was 
ignominiously driven out”.  Attar’s peacock in the Mantiq 
is a fallen soul, in alliance with the figure of Iblis, who’s story 
appears in the Valley of Quest, exiled from paradise with 
“collar of malediction” as the mark of crime imposed on his 
neck by God. In Spiritual Zoo, the peacock, the avatar of 
Iblis in the Mantiq, is also the subject of the ‘Valley of Quest’. 
Hasanul places the bird at the center of the composition 
buttressed by two feline soldiers on each side. The one on the 
left looks on attentively as its comrade aims a temperature 
gun at the bird. An unmistakable allusion to the present 
pandemic, with something resembling popular infographic 
of the spiky pathogen afloat on the right by the ‘shooting’ 
soldier, its crown perches into the air like that of the wise 
hoopoe, the crowned leader of the Mantiq.

Hasanul offers a graphic fable of transgression, cleansing, and 
redemption where lines and colors coalesce for a new species 
to present itself:

A new peacock comes out from the pond, its feathers soaking 
wet. Its colors descend to the water, but they don’t mix with 
each other, like oil. Two feline soldiers climb onto a branch 
that is full of corals. This species of ‘coral’ is able to live in 
water and on land. But this peacock is a hybrid peacock, 
with a big standing ‘collar’ at his neck. There are patterns 
of golden ratio on its tail (Hasanul’s notes for Spiritual 
Zoo (my translation).

This collared hybrid peacock sits with its back facing us. 
Colors drained pass its humbled tails, replacing the eye-
like patterns of the common peacock’s tail with Φ, which 
is the Greek alphabet ‘phi’ that stands for what is known 
as the ‘Golden Ratio’ or ‘Divine Proportion’. It points to 
the mathematical ratio detected in many parts of nature 
including on peacock’s tail, now revealed in Hasanul’s hybrid 
bird where the symbol of divine harmony displaces the 
symbol of vanity on its feathered pride (Plate 7 & 8). Poised 
in pale melancholic chroma, this newly formed species is 

Plate 4:
Habiballah of Sava. The 
Concourse of the Birds. Folio 
11r from ‘Mantiq Al’Tayr 
(Speech of Birds) ca.1600. 
Source: The Metropolitan 
Museum of Art. https://
www.metmuseum.org/art/
collection/search/451725
(Accessed 5 July 2021)

Plate 5:
Detail of the peacock in Valley 
of Quest from Spiritual Zoo. 
2021.
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cleansed, refreshed, and (re)collared. Φ also occurs in the 
Hasanul’s ‘Valley of Independence & Detachment’, inscribed 
on a flag carried by a masked soldier atop the maze of bricks 
under the rather contented eyes of three towering cat soldiers 
(Plate 9).

Cats in Spiritual Zoo are not cute lumps of fuzz that laze 
around. They are dutiful characters who are busy at work. 
They provide intriguing juxtaposition between the artist’s 
personal life and the Mantiq. Cats are kept by all Hasanul’s 
family members and to him are akin to some kind of a divine 
presence, which is also the case with the Mantiq. While 
cats are not the subject of Attār’s mystical fable, they were 
mentioned twice in the book, both instances outside the 
main text. First, in the ‘Invocation’, that is the prologue that 
prefaces the fable where cats are mentioned as the creature 
that God sometimes use to show travelers the Way. Secondly, 
in the glossary where cat awakens the Prophet Muhammad 
when it was time to pray. In both cases, cats are referred to in 
the Mantiq as ones who serve a higher power as conduits for 
guidance to humanity.

Likewise, cats in Spiritual Zoo are in charge to keep things in 
order. They saw to the nesting eggs in the ‘Valley of Love’ and 
checked on Iblis’ ally in the ‘Valley of Quest’. In the ‘Valley 
of Independence & Detachment’ a cat carries the flag of Φ, 
which is the sign of the mathematical manifestation of divine 
order in the details of life and the cosmos that we live in. But 
these dutiful cats are neither idealized nor idolized. The ones 
in the Valley of Love “like eating food from Family Mart and 
litter everywhere. They have no discipline and are dirty.” A 
spiritual and ideological critique thus cut from the tips of 
Hasanul’s pen into our everyday life, itching the wound that 
is kept open by those who had betrayed their pledge to care 
for life and its future.

At the end, Spiritual Zoo is a sustained plea for 
understanding, healing, and redemption. It is a plea that 
began long ago in Hasanul’s art, memory and history which 
continues to find its articulation through lines, colors, and 
creatures, again and again.

Plate 6:
Hoopoe. Source: https://alchetron.
com/Hoopoe
(Accessed 5 July 2021).

Plate 7:
Valley of Quest. 2021.

Plate 9:
A masked soldier cat carries a Φ symbol flag 
in Valley of Independence & Detachment. 
2021.

Plate 8:
Golden Ratio on Peacock’s tail. 
Source: https://goldenmeangauge.co.uk/
applications/nature/
(Accessed 5 July 2021)

1 See Nameneko official site by Mr. T (Satoru Tsuda),    

www.nameneko.com

2 Sianne Ngai, “The Cuteness of the Avant-Garde,” in Critical 

Inquiry no. 31 (summer 2005), page 816. See also: Daniel 

Harris, Cute, Quaint, Hungry, and  Romantic: The Aesthetics 

of Consumerism (New York: 2000), pages 2-4; Deirdre Barrett, 

Supernormal Stimuli: How Primal Urges Overran Their 

Evolutionary Purpose (New York and London: W.W. Norton & 

Company, 2010), pages 52-53. Cute aesthetics become the stuff of 

capitalist consumption by feeding into our desire by establishing 

empathy between us and objects. Deeply rooted in comic 

aesthetics and animated films, cute consumerism work through 

abstraction and simplification based on the proportions and forms 

of the human babies. Infantile features – soft, round, and seamless 

contours that are empathetic to human touch - trigger maternal 

instincts, which, when reconfigured into the marketplace, translate 

commercial products into materiality of love and helplessness to 

be ‘adopted’ into a home.

3 Farīd ud-Dīn Attār. Mantiq Al-Tayr. Translated by C.S. Nott   

(Berkeley: Shambala, 1971), page 17.

4 Farīd ud-Dīn Attār. Mantiq Al-Tayr. Translated by C.S. Nott  

(Berkeley: Shambala, 1971), page 17. Iblis in the Mantiq Al-Tayr 

was guilty of (forbidden) knowledge, for having a glimpse at 

God’s secret. He was punished not so much for rebelling, but for 

knowing something that he was not supposed to know.

5 The Golden Ratio is a mathematical ratio that is found is various 

designs and structures in the universe, including in nature. For 

this reason, it is considered as a geometrical archetype underlying 

the cosmos, thus dubbed divine proportion. It has also become 

a principle of beauty and harmony in music and art that governs 

ancient artefacts as well as modern design and cosmetic surgery.

6 These references to cats in the Mantiq are present in the English 

translation by C.S Nott (1954/1971)

7 Hasanul Isyraf Idris. Notes and Sketches for Spiritual Zoo.

Endnotes
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Top:
Hasanul Isyraf Idris, Valley 
of Astonishment, 2021, 
gouache, ink, watercolor and 
color pencil on paper, 153 x 
153 cm. Image courtesy of 
Richard Koh Fine Art and 
the artist

Bottom:
Hasanul Isyraf Idris, Valley 
of Bewilderment, 2021, 
gouache, ink, watercolor and 
color pencil on paper, 153 x 
153 cm. Image courtesy of 
Richard Koh Fine Art and 
the artist

Top:
Hasanul Isyraf Idris, Valley 
of Quest, 2021, gouache, ink 
and watercolor on paper, 153 
x 153 cm. Image courtesy of 
Richard Koh Fine Art and 
the artist

Bottom:
Hasanul Isyraf Idris, Valley 
of Unity, 2021, gouache, ink 
and watercolor on paper, 153 
x 153 cm. Image courtesy of 
Richard Koh Fine Art and 
the artist
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Left:
Hasanul Isyraf Idris, Valley 
of Understanding, 2021, 
gouache and watercolor on 
paper, 153 x 153 cm. Image 
courtesy of Richard Koh Fine 
Art and the artist

Middle:
Hasanul Isyraf Idris, Valley of 
Independence & Detachment, 
2021, watercolor and ink on 
paper, 153 x 153 cm. Image 
courtesy of Richard Koh Fine 
Art and the artist

Right:
Hasanul Isyraf Idris, Valley 
of Love, 2021, watercolor, ink 
and colorpencil on paper, 153 
x 153 cm. Image courtesy of 
Richard Koh Fine Art and 
the artist
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Installation view. Memory Games for A House In Motion, 
7 - 24 October 2021, Richard Koh Fine Art, Kuala Lumpur, 
Malaysia. Photo courtesy of Richard Koh Fine Art

Minstrel Kuik
Memory Games

for A House
In Motion

7 - 24 October 2021
34 - 1, Jalan Telawi 2,
Bangsar Baru 59100

Kuala Lumpur, Malaysia

Supported by: A Participating Gallery of :
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Open House
by Denise Lai

In Poetics of Space, Bachelard says that the houses of our 
childhoods enter our dreams and remain with us for 
years after we’ve left them behind. “Over and beyond 
our memories...the house we were born in is physically 
inscribed in us…. After twenty years, in spite of all the other 
anonymous stairways, we would recapture the reflexes of the 
‘first stairway,’ we would not stumble on that rather high 
step. . . . We would push the door that creaks with the same 
gesture, we would find our way in the dark to the distant 
attic. The feel of the tiniest latch has remained in our hands.” 
In Bachelard’s oneiric home of “absolute intimacy”, we are 
free to dream in solitude.

Though Minstrel Kuik’s childhood home was reduced to 
rubble in 2006, it is still the house that she revisits fifteen 
years later. She recounts it as a modernist house painted in 
white and grey, opening up to a small poultry farm and an 
orchid garden beloved by her father. She also remembers the 
limits of this space indelibly imprinted on her unconscious: 
the details of the dubious activities of gambling men who set 
the boundaries for her movement across the bridge, the line 
drawn between the neat asphalt ground of the idyllic Malay 
kampung and the unpaved roads of her Chinese settlement.

Unlike Bachelard’s home of “absolute intimacy”, Kuik is 
forced to map a space where she is waylaid by the uneven 
dynamics between dweller and interior. She observes this in 
the ways in which her childhood house forced itself upon 
the women who dwelled within its walls. Through marriage, 
her mother was able to escape from her parental house but 
inevitably found herself falling into another imprisoning 
space. On the surface, this modern house built by the 
patriarchal figure had provided her mother a modern outlook, 
yet she was designated to play the traditional role of its 
caretaker. Kuik’s childhood home, therefore, sought to freeze 
her mother both spatially (confined to the narrow bonds of 
domesticity) and temporally (trapped in a role historically 
assigned to the mother). This was the house her father built 
and cultivated in his image, as tastemaker, interior designer, 
fabric purchaser, garden pruner, and artist decorator.

In 1997, M had a sudden enlightenment a few days before her 21st birthday. For the first time, she had an idea about how to live 
her life. Between the uncertainty that came with the change, or required being bored to death, she would undoubtedly choose the 
former. Boredom was the most unbearable thing in the world, and it would only depress and demoralize people, making them give 
themselves up. M did not want to wait for things to happen, and she decided to take action. 

Minstrel Kuik, Flying Exercise (2014)
I

Over time, Kuik began to liken herself to the bonsai trees in 
his garden, “held captive in his world of landscaping”.1 Her 
eldest sister departed from their Pantai Remis home at the 
age of fourteen to study in Ipoh. When her father lost his 
major income as a fishmonger during the mid-eighties, Kuik, 
with similar wishes to leave, was forced to cancel her early 
departure to a secondary school in a larger town nearby. Her 
departure was delayed until the age of eighteen.

For Kuik, her home in Pantai Remis presaged an adult life in 
which she would not spend longer than several years in the 
same house, and a memory only conjured by its neighbours 
and detritus. Her essay in 2014, entitled Flying Exercise, 
jettisons anachronistically between her brief dwellings in 
Brittany, Arles, Singapore, Pantai Remis, and Kuala Lumpur. 
Always thinking in one space of the other. Her ‘return’ to 
Malaysia proved itself as unstable as it had in these disparate 
geographies, nothing like the romantic reunification between 
fatherland and its prodigal child as return discourses espouse. 
Home, for Kuik, has now swelled as a model because she is 
aware of the exercises required to attain it.

Memory Games of a House in Motion can be located in 
a larger attempt in recent years to explore material and 
imaginative homes in art as key loci for theorising identity.2 
However fragmented her memory of her father’s house 
may be, its psychological import is undeniable and serves as 
the affective motor for her present series. Its reenactment 
is meant to be felt and experienced in the structures of 
her houses-in-motion. The frame offered by the wooden 
sticks that delineate interior from exterior are parentheses 
between one model to the next. There’s also the weird match 
between batik and garish silver fabrics, the ‘modern’ versus 
the ‘traditional’; both occupy her imagination of her Malay 
neighbour’s universe to which she was never invited, and 
more presently in her modernity, living as a modern woman 
in our times in the tropics. It is a drive towards connecting 
to these various locations and temporalities, to reconstruct 
these spaces and identities she used to inhabit as a gesture 
of ownership of her past. Skeptical of any primal origin, she 
looks forward to the future house.

1  Conversation with Kuik, 24 Sep 2021.

2 For example, Fondazione Prada’s exhibition in 2018, Machines à penser, explores historical and fictional spaces and conditions of exile or   
 retreat  that claimed to promote reflection.

II

If there was an oneiric home of absolute intimacy, Kuik 
considers, it would be the Malay Kampung - a space remote 
and passive enough for her to find refuge.3 From her 
imposed distance, Kuik was fascinated by techniques like 
attap weaving and the vegetal motifs of batik prints. The 
louder prints indicate shifts in her own fashion sense as 
distance grows between her and the kampung: due to her 
sensitive skin, she preferred wearing cotton and had been 
buying and collecting fabrics long before her interest in soft 
materials in her artmaking. On the gallery’s walls, however, 
she is free to dress her houses courageously with the itchy 
fibres of silver that signal our modern sensibilities (Fig. 1). 
In this way, the artist’s memories, spaces traversed, and body, 
and their changing relation to the fabric of the house over 
time are brought together.

Kuik is also interested in the material attributes of printed 
textiles, how threads come together and become resistant. 
When placed on the body, textiles become an ersatz skin, 
protection against the elements. But where is the line drawn 
between protection and imprisonment? Kuik’s homes have 
always been out of joint, a point that lies in the fact that, as 
an artist, no clear boundary exists between work and home. 
In the context of the home, the history of textiles is a history 
of feminine labour, the entrapment of the woman’s body 
in the domestic, but also a site of power and self-expression 
unattainable beyond the walls of the house. As Julia Bryan-
Wilson demonstrates in her study of feminist textile art, 
textiles have always been “in the fray” of arguments about 
the materiality of gendered labour.4 Kuik’s use of textiles 

is thus also a reminder that the surfacing of textiles and 
domesticity in art is frequently double-edged; radical uses 
of the medium can threaten to reinforce normative gender 
roles.

But Kuik’s employment of fabrics here are most significant 
for their recognition of the capacity of textiles to mean in 
multiple directions. Textiles are deployed precisely because 
they perform non-threatening displays of her aptitude with 
an iron and an assertion of her self-production as a modern 
woman artist. They’re used here to add to the domestic 
comfort of her imaginary home, serving insulation and 
protection against the hard furnishing of the gallery space. 
In the same vein, Bachelard draws from the work of the 
historian, Jules Michelet, to visualise the house as a nest, 
a house “built by and for the body, taking form from the 
inside, like a shell, in an intimacy that works physically”.5 
Crucially however, Bachelard’s nest/house is one that is 
built through gender normative principles: “The female, like 
a living tower, hollows out the house, while the male brings 
back from the outside all kinds of materials, sturdy twigs 
and other bits. By exercising an active pressure, the female 
makes this into a felt-like padding”.6 Kuik’s houses deny 
such a binary; she as woman artist acts as both collector and 
constructor, decorator and padder. Where once her father 
commanded the collection of fabrics for her house, Kuik’s 
collection are of her own tastes and comfort. It is tempting 
to suggest that Kuik has exchanged the labour of housework 
for art making, a place of work no longer reproductive but 
creative.

3  Email conversation with Kuik, 24 Sep 2021.

4  Julia Bryan-Wilson, Fray: Art + Textile Politics (Chicago: The University of Chicago Press, 2017), p. 4.

5  Gaston Bachelard, The Poetics of Space, 1958 (Boston: Beacon Press, 1994), p. 101.

6  Ibid.

Fig.1 A House Model #5, 2021, 
Fabric assemblage (wooden sticks, 
fabrics, photo transfer, thread, 
crayon, paint, cable ties) approx. 
48 x 100 cm
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III

Homemaking, or home-imagining, can offer the artist a 
space to produce the stability required to support her habits 
and routines as an artist working from her home studio. 
Where working from her home studio confers Kuik new 
forms of authority at home, she similarly faces convergent 
forces of figures and institutions whose presence and actions 
infiltrate her private space. This was most dramatically 
expressed in her previous work, Father Says He Loves Me 
(2015), where portraits of Mahathir represent father figures 
in her life and the changing relationship between individual 
and regional/civic/national space (Fig. 2). Her houses have 
always been globalised spaces, no doubt, but selectively 
so; open only to their functions as shelters insofar as was 
allowed for a young rootless artist. The private cannot be 
separated from the political.

A stable shelter from which her practice may flourish is 
something the artist imagines for herself through the art 
of her father and his contemporary, Chia Yu Chian, who 
both drew from their immediate surroundings as subjects 
for their paintings. From Chia Yu Chian, Kuik took note of 
the ways in which the painter conveyed the “liquidized non-
place” of modern life in Malaysia, its spaces and its dwellers, 
where only forms matter. And from her father, his visions 
of pastoral living in a fishing village in Perak. In her efforts 
to make sense of and bridge their distinctive practices, Kuik 
realises that from one spatial fixation to another, a house is 
located at a place through the proximity of its surrounding 
elements. There is a world outside of the house, which 
her father had spent his life trying to exclude from his and 
her sight.7 Yet, both Chia and Kuik’s father were able to 
construct their homes as sites for creative work - home 
studios. It is as if, at this juncture, Kuik saw the persevering 
potential of inward-facing dwelling (towards shelter), and 
similarly the social, outward-facing potentials of dwelling 
(towards community) for the artist. There is more than one 
simple way to nurture an art practice.

Within the phenomenological tradition, Heidegger offers 
an understanding of the home as being constructed in the 
process of building up a source of ontological security, 
where one can find a reliable base and within which the self 

can prosper.8 Settling down in Kuik’s model houses involves 
the making of stable structures, as seen in the dominance 
of triangular forms guided by the arrangement of the 
wooden sticks. These triangles are cobbled together by cable 
ties that the artist leaves bare for us to see, displaying the 
neat strength and structural integrity they achieve in their 
unification.

But these triangles are also meant to mean something more 
than their physical strength. To this end, Kuik references 
the basic A-frame used by boy scouts in Scout Pioneering 
- an activity involving the use of lashes and knots to create 
structures made of ropes and poles.9 Pioneering takes its 
name from the “pioneers” stationed at the front of armies, 
who built bridges and paths from which to cross. It is an 
activity that celebrates the once heroic masters of craft 
who worked collectively to pave forms for others to wield. 
It is significant, then, that in Kuik’s works the triangles 
appear rather ad-hoc. These are not the austere and solid 
triangles of an industrial order that make up an Ad Dekkers 
painting. These are, rather, honest and emotive expressions 
of the artist’s labour, evident in each cable tie that has been 
tiresomely looped and fastened by and for the solo woman 
artist in her home studio. Having now understood Kuik’s 
reference, it is hard not to share in the artist’s derision.

Kuik’s triangles here act as a pattern to establish in the 
making, or in the current analogy, a battleground from 
which to advance and unfold, but never as the final goal. 
Though the frame is taut, these are permeable enclosures 
that leave for the patterned fabrics to coil and form curves 
within its interior. The architecture of the triangular frames 
are further choke-filled with frays and unkempt seams; 
there is nothing pretty or stable about Kuik’s decoration 
of her makeshift home, but there is certainly a luxury 
in the space offered for disparate images and patterns to 
converge. Textiles form the main medium through which 
the barebone structure of her geometric houses are made 
soft and in this way more tenantable. This is a process of 
unfinished and ongoing affective labour and imagination. 
This is sustenance and indulgence.

Fig.2 Father says he loves me, 2015, C print, 30 x 400 cm (Pentaptych), Edition of 10

Source: Wei-Ling Gallery, 18@8 Heirlooms, exhibition catalogue, 6 Dec 2015 - 2 Jan 2016, pp. 20-1.

7  Conversation with Kuik, 24 Sep 2021.

8   Martin Heidegger, “Building Dwelling Thinking”, in Basic Writings, 2nd edition (New York, HarperCollins, 1993), pp. 343–64.

9  Conversation with Kuik, 5 Aug 2021.

IV

Kuik’s search for a stable becoming-space suggests the 
importance of migration as an especially useful site 
for understanding the work of dynamic homemaking. 
The artist’s nomadic life can be easily gleaned from her 
autobiographical essays, a whirlwind tour of geographies 
that dizzied the artist’s place-in-the-world. In her art, 
her migratory experience surfaces most vividly in her 
photography work, which often centre around her 
position as ‘other’ on multiple fronts. These photographs 
are borrowed from her archive, and here transferred onto 
fabrics to be dressed along the wooden supports.

Time weaves the tapestry of these photographs, composed 
of threads of history, memory, locale, and identity. In 
particular, the unsteady flow of time in a modernising 
and globalised world heavily informs Kuik’s act of 
reconstructing a home. If life is forever elsewhere, how 
is it possible for the modern subject to pursue happiness 
when all foundations remain futile?11 Photographs from 
the A House Model subseries depict the construction of a 
development from the window of her brother’s apartment 
where she found temporary refuge in 2007, a scene in which 
she found herself relating to the migrant workers depicted: 
“the invisible bodies fuelling Malaysia’s economic growth” 
(Fig. 3).12

Kuik’s search for the home reminds me of what Marshall 
Berman once said about modernity: “to be modern is 
to find ourselves in an environment that promises us 
adventure, power, joy, growth, transformation of ourselves 
and the world - and at the same time, that threatens to 
destroy everything we have, everything we know, everything 
we are”.13 In turn, Hilde Heynene in Modernity and 
Domesticity reminds us that “[i]n as far as modernity means 
change and rupture, it seems to imply, necessarily, the 
leaving of home. A metaphorical ‘homelessness’ indeed is 
often considered the hallmark of modernity”.14

The subseries, The Builder and Her House, features 
photographs taken of her four-year-old niece playing with 
building blocks (Figs. 4 & 5). She captures the child’s 
construction of a house like a game, and she notices her 
niece taking pleasure in watching them collapse into 
disparate blocks. For the artist, reflecting on her living 
situation in her brother’s condominium - a pre-made 
sanctuary in which she inserts herself - she sees the deep 
irony in having lost this ability to build one’s own home. 
Yet, in her treatment of the photographs that are flipped 
and edited into a negative greyscale, the artist also throws 
a light veil of alienation over these memories of homes. 
The intended effect is one of “encountering someone in 
the dark”15, one that places emphasis on the experience 
of arriving at an image rather than what it purports to 
document. When reframed as ghostly prints on fabric in the 
present series, the artist’s yearning for home perhaps could 
not find adequate visual expression in the simple analogy of 
building blocks.

Is the home itself stable at all? If not, how do we dwell in 
that tension and examine it mindfully? These are questions 
that Kuik proposes for us, not just in light of her personal 
biography of rootlessness, but in light of the changes in the 
meaning of home for the modern Malaysian woman.

I was born and raised in Malaysia in the 1970’s when the traditional household (I mean family, gender and education 
for girls) was undergoing more radical changes. In parallel, my body was synchronized by a cultural clock that is not 
local because it is based on the Chinese lunisolar calendar. When I was young, I found it hard to navigate through 
different systems and time zones in my everyday experiences. Now I understand it is a matter of translation - lost in 
translation. Unless I manage to find two equivalent words, interchangeable or complementary modes to articulate 
how I feel or think, I will be drowned by a sense of disorientation, speechless caused by amnesia. Such anxiety has 
caused more harm than good in my encounter with the world, which pushes me to think seriously about dwelling 
and myself working at my home studio not as a mother or wife, but as a woman artist.10

Fig.3 A House Model #4, 2021, Fabric 
assemblage (wooden sticks, fabrics, 
photo transfer, thread, crayon, paint, 
cable ties) approx. 48 x 100 cm

Fig.4 The Builder and Her House #3, 
2021, Fabric assemblage (wooden 
sticks, fabrics, photo transfer, thread, 
cable ties) approx. 115 x 101 cm

Fig.5 The Builder and Her House #5, 
2021, Fabric assemblage (wooden 
sticks, fabrics, photo transfer, thread, 
cable ties) approx. 115 x 101 cm10  Quoted directly from Kuik in an email conversation, 20 Sep 2021.

11 Quoted directly from Kuik in an email conversation, 24 Sep 2021.

12 Zhuang WuBin, “The Perak Woman: An Introduction to the Artistic Practice of Minstrel Kuik”, in The Perak Woman: 2007-2017, exhibition  
   catalogue (Kuala Lumpur: Richard Koh Fine Art Sdn Bhd, 2017). 

13 Marshall Berman, All That Is Solid Melts Into Air. The Experience of Modernity (London: Verso, 1985 [1982]), p. 15.

14  Hilde Heynen, “Modernity and Domesticity: Tensions and Contractions”, in Heynen and Gulsum Baydar, Negotiating Domesticity: Spatial  
   Productions of Gender in Modern Architecture (London: Routledge, 2005), pp. 1-29 (p. 1).

15 Conversation with Kuik, 5 Aug 2021.
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The final act of Kuik’s performance of the house is to locate 
them in the public sphere of the gallery space. By surfacing 
her affective and physical labour of building a home, Kuik 
draws our attention to the relationship between the dual 
spaces of her houses and the gallery. Such a statement was 
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Memory Games for A House in Motion
Minstrel Kuik
Kajang, May 2021

I moved to Brittany in July 2009 with the plan to settle in 
the region. When autumn came along with chilly gusty 
wind and heavy rainfall in September, it was a telltale sign 
warning me that Brittany was no place to house a tropical 
soul. Shutting out the cold, I kept myself for long hours 
in the newly furnished room, focusing on the production 
of my photo book RROSE—A Story of Two Worlds 
(2005-2009). Chosen and scheduled for the exhibition 
International Discoveries II at FotoFest in Houston in 
November of the same year, the photo book bridged two 
places in my life, Pantai Remis and Arles, both close to 
the sea but sharing nothing in common in geography, 
history and culture.

Before I left Brittany again in December 2009, an 
assemblage of places had occupied my cluttered and 
chaotic mind. Pantai Remis, Singapore, Taipei, Paris, 
Arles, KL, Kajang, and Brest, with their overlapping 
boundaries, were all potential dwelling choices. Drafted 
in 2005 for RROSE—A Story of Two Worlds, I quoted 
John Berger in my artist statement: autobiography begins 
with a sense of being alone. It is an orphan form.

Today, I wish to return to that unsettled orphan form, 
to ponder my homelessness, and to learn to build a 
house for it. What follows are these fabric assemblages in 
Memory Games for A House in Motion, impregnated in 
that Heideggerian process of thinking for dwelling.

Photographic images documenting Kuik’s short-lived studio at 
Guipavas, a commune in the Finistère department of Brittany in 
north-western France, 2009

For a while, I failed to progress any further in my fabric 
work that was supposed to develop based on the 1975 
Merdeka theme “Masyarakat Berdikari (A Self-reliant 
Society)”. Deep in my heart, I found the concepts of self-
reliance and society quite contradictory. No recollection of 
the two in a happy marriage, thus no such image manifested 
in my imagination. Ideally, the piece should have wrapped 
up my solo exhibition “Merdeka, a Lonesome Club” in 
May 2019, which also marked a year of transition of power 
after the fall of old regime followed by the 14th Malaysian 
general election in 2018. If such a plan had worked out, I 
would have been able to move on by welcoming 2020 with 
a positive note. The 1976 Merdeka theme “Ketahanan 
Rakyat (Strength of the People)” would be my opening for 
2020. I saw myself focusing on the house both physically 
and mentally, building the base where strength would be 
nurtured for the next few years of my life.

To put viewers in perspective, my art practice between 
2015 and 2020 has revolved mainly around two subjects: 
the Malaysian electoral machine in the aftermath of major 
political reshuffles, and the empirical experiences of a 
voter who happened to be an artist. In a painfully long 
process, I have learned to identify the patterns of political 
machination with its rhetorical tricks preying on our 
psyche. By channeling my age-old electoral anxiety into a 
parallel study of visual forms, my goal was to establish a 
safe distance from the state apparatus by integrating and 
highlighting the dynamics of form and material in my art, 
i.e. a room to play and experiment.

In the second part of my investigation, the Merdeka themes 
established by the nation building since 1970 as a unifying 
tool for the Malaysian society right after the May-13 riot 
in 1969 took the center stage in my work. Despite their 
superficiality, the Merdeka slogans have been used as tools 
and propaganda to construct a monolithic and racialized 
national identity. Furthermore, they also reveal how 
different succeeding national leaders have shaped the course 
of Malaysian history, balancing the external challenges on 
the global scale, and the internal power struggle within 
their own political party and the bigger alliance. The 
power relations in place reinforce the role of the leaders as 
builders, and the individuals as dwellers who divide their life 
between different spaces assigned by the state apparatuses. 

The Count of Memory
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The official narrative of the Merdeka embedded in those 
spaces, while powerful, omnipresent and self-referential, 
aims to overwrite the nuanced and multi-layered lived 
experience. Owing to art making, I have slowly empowered 
myself to counter the machinery of narrative that restrains 
paralinguistic utterance and loaded silence, and to restore 
intensity of feeling to dwelling in my personal shelter.

In 2016, I took a step in my art practice to visualize the 
ricochet of a collective trauma in a solo exhibition After-
image: Living with the Ghosts in My House. Choosing 
1975 to demarcate the concluding chapter of my art 
practice until 2019 was part of that lifelong creative process. 
Through playing, learning and making in the creative 
process, the social and the personal find each other in 
the orphanage, meanwhile, different father figures in the 
house keep reiterating the same rhetoric of love. As the key 
founder of Barisan National which replaced the Alliance 
Party, Tun Abdul Razak rose into power shortly after the 
May 13 riot in 1969 following the resignation of the first 
Prime Minister Tunku Abdul Rahman. Unfortunately, he 
passed away prematurely in January 1976 due to leukemia. 
By the time I was born in October 1976, Tun Hussein Onn, 
the brother-in-law of the former and his deputy, had already 
been appointed as the successor. However, he would also 
retire in 1981 due to health concerns and succeeded by his 
deputy Mahathir Mohamad.

Demam Pilihanraya (Election Fever) was painted by the 
late Chia Yu Chian in 1978 during the 5th Malaysian general 
election, which also marked the first and only election of 
Tun Hussein Onn. Standing in front of Chia’s satire at the 
National Visual Art Gallery in KL, I found myself easily a 
place among the 4 women that the painter had composed 
attentively against a sea of posters, in which each political 
party was identifiable through its respective logo and 
portraits of the all-male candidates. From my first voting 
experience in 2008 through my most recent in 2018 has 
only confirmed that Malaysian politics has been trapped 
in reductive racialized rhetoric. Through these general 
elections, the voters have experienced how such political 
limbo could further lead to a social pathology of collective 
hysteria and distrust. The election fever could be traced back 
to my early childhood when I had become interested in the 

Chia Yu Chian, Demam 
Pilihanraya (Election Fever), 
1978 In the second half of 2019, a series of incidents happening 

simultaneously finally gave me a glimpse of the political turn 
of mind, which had produced the 1975 Merdeka theme 
“Masyarakat Berdikari (A Self-reliant Society).” I decided 
to abandon the direction indicated in “Self-Reliance”—
the essay written in 1841 by American transcendentalist 
philosopher Ralph Waldo Emmerson. The dichotomy 
between individualism and society fails to address some 
basic questions of survival, such as those of the rural 
working class in urbanism under the forms of migration, 
personal identity, employment and housing. If we follow 
Emmerson’s sermon, the pursuit of the nonconformist self 
as the key to happiness should be nothing but a personal 
endeavor independent of society and institution. But is it 
realistic or even ethical to make such declaration when so 
much we could achieve as individuals is only made possible 
within the reach of society? If unfortunately, one of us fails, 
we fail together as a whole, don’t we?

When I returned briefly to teaching for a semester in May 
2019, I assigned my Visual Culture students to explore 
visuality and power relation in their daily lives. Exploring 
their most banal living environment through the camera 
lens, students were encouraged to examine how looking 
practices could interact with and adapt to the construction 
of built environments. During the presentation, the class 
went through various types of housing available especially 
in Klang Valley including terrace houses of different models 
developed in 1990s, low-cost flat in Chow Kit built in 
1970s, a few upscale condominiums in some new housing 
projects in the suburbs of KL. Although many Malaysian 
families including mine have had the first-hand experience 
of intra and inter-state migration, what struck me while 
seeing the photographic documentation collected by my 
young students was a sense of presence—witnessing those 
living spaces in such an intimate and yet uncanny way, as if 
I could have been living in one of those houses under the 
same light, making a personal story.

I grew up in a brick house built by my father at the 
extremity of a Chinese settlement, next to a Malay kampung 
in Pantai Remis, Perak. As the aftermath of the May 13 
riot in 1969, my father made a bold decision not to stay at 
Kampung Cina where his big family settled, but to join 
a friend who had already started a family at Jalan Sungai 
Cina. With other Chinese immigrants of Hainanese and 
Teochew origins, they shared a piece of land leased from 
a Malay landlord who had his idyllic house built in the 
Malay kampung nearby. My father and his brother-in-law 
had excavated the land by hand, and the first brick house 
at my hometown was ready just about time for the union 
of my parents in 1970. Growing up in that modernist 
house painted only in white, grey and black was so natural 
that none of his four children has ever asked him what 
had inspired him to build such a house.  My guess is that 
my father was influenced by his sojourn in Ipoh, Penang, 
Taiping, and Singapore. Despite its modern and urban 
appearance, the house with its extra terrain for small poultry 
farming and orchid culture played a significant role in 
providing for our family during the time when Malaysia 
fell into its economic recession in the mid-eighties, and my 
father had to finally put an end to his fishery business.

Jalan Sungai Cina was separated from Kampung Cina by a 
creek. Across the bridge from our house, some suspicious 
and rowdy Chinese men who were into gambling day and 
night, had set the boundary for my movement once I had 
learned to move around on my bicycle. In stark contrast 
to the unpaved roads in our village which were always in 
poor condition due to the erosion caused by rain and the 
lack of maintenance, roads in the Malay kampung were 

A House Model

conversations among adults, and the current issues covered 
by the Chinese newspapers. My memory tells me that the 
non-Malay communities, especially during the election 
times, have been held captives by the state apparatus, i.e. our 
votes have become ransoms to secure a place in society.

The arrival of Vision 2020 was deemed a catastrophe when 
everybody saw it coming except for the culprit. Oscillating 
between excessively hopeful and desperate the next minute, 
the agitated voter regretted for a brief moment of loosening 
in her reverie of a better future. Shortly after the lunar new 
year, the Sheraton Move would kick in abruptly followed 
by the global pandemic. All of a sudden, the house under 
multiple threats has made it impossible for its dwellers 
to withdraw further inside to seek solace. As a result, the 
tension of living together in such precarious space has 
formed our most mundane encounters with partisan 
politics and becomes the source of our psychic unrest. I 
must now rely on a few tools acquired from my art practice 
to re-assemble the official narrative. I must reposition, 
reconfigure and repurpose the neglected historical spaces 
that have constituted my secretly compartmentalised life. In 
momentary despair, I wrote to somebody to ask for advice 
on how to weather the storm in the wake of the Sheraton 
Move. Remember, the person had the kindness to remind 
me.

So here I am, re-counting the events.

regularly covered with asphalt. The striking difference 
infused an image of progress into the sheltered old world—
an indisputable space in the Malay genealogy before the 
arrival of the migrants. Until the age of 18, I worshipped 
that idyllic Malay countryside every day—at least once 
in the morning to go to school, once in the evening for a 
ride, immersed in a stolen moment of solitude by being 
elsewhere. Sometimes at night, I passed through with my 
father on his motorbike; the Malay kampung was enveloped 
in darkness and serenity. I remember asking my father: 
what are they doing in their house? Sadly, I never had any 
exchange with my Malay neighbours, and had never been 
invited to their universe —a place imbued with a bittersweet 
otherness that I could never call home.

Later in my life, within a period of 12 years, I have had the 
chance to visit or stay at least for a while in many houses 
at different places; to witness other possible forms of 
living. When I finally returned to Malaysia from France in 
December 2006, my parents had reluctantly relocated a year 
before to a semi-detached house they bought previously in 
an expanding Taman nearby. Their brick house located at 
322, Jalan Sungai Cina was razed to the ground following 
a failed negotiation that had stalled for more than a decade 
between the faceless Malay landlord and his numerous 
Chinese tenants. The whole legal process ended abruptly 
when the entire lot was sold and later turned into a housing 
development.

On the other side of the world, I also found myself in 
continuous farewells to places in a cycle marked by counter 
rhythms: moving in and out; packing and unpacking; 
taking root and uprooting; remembering and letting go. If 
I were present on the day the bulldozer came to demolish 
my parents’ brick house, I would have chosen to rescue 
my exercise books in which all kinds of maps were drawn 
and coloured patiently for my geography homework. 
Meanwhile, my father was exclusively obsessed with one 
thing—to save his countless clones from the garden by 
stacking up the plants one after another to the lorry—a 
scene recounted by my mother in rebuke. That day, a 
Malay man who appeared out of nowhere proposed to my 
father to buy what was left of the ruins of the demolished 
house.  The Malay man told my father that he intended 
to salvage the rubble for his future home, one he would 
build at a Malay kampung in Perak. For someone who has 
been mourning for the loss of his house until today, it is 
understandable that why my father has preferred to give 
his account of the event in a more hopeful tone. As for me, 
I choose to think from the perspective of the house—its 
reincarnation, future inhabitants and stories yet to be told.
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Still Motion

him to reconnect to his past life as a Sunday painter. His 
scarce memory of Chia, however, stops at a remote past 
punctuated by his occasional travels to Penang when he 
needed to pile up his art materials at Chia’s art supply store 
that the painter had already handed earlier to his younger 
brother, following his move to KL in 1963. KL has never 
offered enough temptations for my father to return, so it 
was impossible for him to know how Chia managed his one-
room apartment in the Selangor Mansion from 1966 until 
his death in 1990, a house “doubled up as his atelier, where 
he taught art and painted”. Both men painted in their house 
while their children watched: Chia’s mission in advancing 
social progress embodied in his immediate observation of 
modern life, urban spaces and the dwellers, whereas my 
father’s pastoral vision of a self-sufficient life situated in a 
typical Nan Yang locus—the fishing village, where he has 
actually lived, worked and observed closely.

At my relocation to KL in 2007, I was lucky enough 
to be offered a room in a condominium owned by my 
brother and his family at Kuchai Lama, which counts as 
my second experience in an interval of 13 years for living 
in a high-rise building after Singapore. In the Kampung 
Boy (1979) and Town Boy (1981), the Malay cartoonist-
cum-ethnographer Lat (b. 1951) has vividly recounted 
his childhood by nuancing the lived experience with clear 
spatial and temporal markers, by doing so, illuminating the 
readers of the demographical changes that our young nation 
has been going through in the pursuit of modernity. While 
the two previous books, warm and nostalgic, are dedicated 
to the generation of the baby boomers, it is in the story of 
Mat Som (1989) that the following generations like mine 
find a voice to tell our stories of growing up in conflicted 
realities—being caught in multiple worlds which operate 
on very different footings. Supported economically by its 
peripheral squatter settlements, KL as the capital city has 
finally reclaimed its full social complexities seen through 
the struggle of Mat Som, as the place that embraces past, 
present and future. For a latecomer who only knew KL in 
my early thirties, every re-reading of Mat Som continues 
to imbue in me a deep sense of companionship when the 
scenario of dislocation, expectation, and loss plays out in a 
spasm of vertigo—the dream we project to the world; the 
world reflects in our hesitation. The incessant adaptation 
to change undoubtedly underpins the thematics of the 
modern subject, simultaneously, the side effect of change 
manifests in our living condition of homelessness.

At the bookstore, I was too quick to be overjoyed upon 
the discovery of Unsettling Absences: Urbanism in Rural 
Malaysia written by Eric Thompson, in which he explores 
the infiltration of urbanism through the myth of progress 
in the Malay rural communities. Craving for a real sense 
of belonging, I have misidentified with the subject in 
Thompson’s field study by projecting myself instantly as 
orang kampung, while the author argues that the kampung 
is a uniquely Malay place. However unpalatable, while non-
Malays may live in kampung, they will never be considered 
orang kampung. Thompson argues that “the kampung 
symbolises home and the locus of Malay identity,” reflecting 
an official narrative that paradoxically “marks rural life as 
backwards and marginal in a forward-looking nation.”  Such 
a statement underlies how rural Chinese Malaysians are 
further marginalized. Not only are they outcast from their 
rural working class, but also constantly analyzed through a 
binary of cultural and class stereotypes, in the dressing of 
orang kota and rich Chinese.

Though as an afterthought of mine, it is unavoidable that 
the annual exodus of employment-seeking fresh graduates 
of the rural Chinese in Pantai Remis would opt for 
Singapore, rather than heading to KL like what the majority 
of rural Malays would prefer in Thompson’s survey. After 
all, aren’t we supposed to become the forward-looking race 
with Singapore as the epitome of (Chinese) modernity? 
Shortly after my UEC exam in October, I too, boarded a 
night bus in November 1994 with a flock of classmates, 
despite not having any concrete plan for Singapore. After 
a sleepless night freezing in the air-conditioning, we found 
ourselves arriving at the border in the early next morning 
while the city receded in the dark. Some relatives of a 
classmate kindly came to fetch us at the bus station, and 
provided us with a temporary place to stay while we scoured 
the local classified ads for jobs. Luckily, my friend and I 
managed to find administrative jobs in an electronics factory 
within a few days after our arrival. We worked side by side 
with our Singaporean colleagues, and many other Chinese 
Malaysians—men and women from places like Pahang, 
Penang and Melaka. For the next six months, the two young 
girls had to share a small room with nothing but a bed in a 
HDB flat owned by an old couple in Bedok, and learned to 
endure our first homesickness, while wandering aimlessly in 
the city during our day off.

My parents, both of rural working class, talked about the 
flats in Singapore and Hong Kong as pigeonholes. How 
could people live in a pigeonhole? Their question, imbued 
with mixed feelings between disbelief and relief, was more 
of a scorn towards the Faustian bargain for a better life, or 
put simply: another life. Sometimes, my father will mention 
the name of Chia Yu Chian, perhaps unconsciously, for 

A page extracted from Mat Som 
(1989) by Lat

For 25 years (1966 - 1990), Chia Yu Chian lived and 
worked in his flat at Selangor Mansion. The painter had an 
acute curiosity towards the urban homeless and houseless 
by capturing them in a state of liquidized non-place. 
Sometimes, the crowd in his paintings seem soulless—
nameless bodies dressed for the occasion gathering at and 
wandering in the public spaces—the casino, the hospital, the 
market, the street, the factory. When it comes to the genre 
of portrait, the painter deliberately opted out the spatial 
markers for his sitters, by replacing their social background 
with an agitated sea of colours sometimes borrowed 
immediately from the garments, enveloping the tormented 
souls, leading them inward to a self-contained space where 
only forms matter. To understand the painter’s labour of 
love, the viewer is required to constantly change gear in 
one’s empirical approach towards the pictorial subjects by 
joining them halfway in their ornate solitude and despair; a 
composite aesthetic experience unfolds from within when 
both the social (the urban subject, the city and the daily 
encounter) and the personal (the painter’s art education, 
his temperament and his worldview) connect and form 
together a house that is built to last in time.

In June 2019, two paintings in the exhibition Chia Yu 
Chian: Private Lives held at Ilham Gallery in KL gave me 
new perspective to understand the 1975 Merdeka theme 
“Masyarakat Berdikari (A Self-reliant Society)”. In Rooftops, 
Kuala Lumpur (View from Bukit Nanas, KL) (1972) 
myriads of building materials painted in impasto masses 
are laid out unevenly in the composition to suggest an 
overpopulated squatter area in KL. Separated by a decade, 
Iron Clothes (1982) depicts a Chinese woman, probably a 
domestic worker, absorbed in her workload—behind her, 
a pile of un-ironed clothes. Roughly a month after my solo 
exhibition Merdeka, the Lonesome Club, instead of seeing 
the world through the dichotomies between free will and 
determinism, social structure and personal agency, I started 
to see how I could craft a woman’s space as an alternative 
approach of domesticity, and its perpetual tension with 
autonomy and structure. Instead of viewing a woman’s 

Chia Yu Chian, Rooftops, 
Kuala Lumpur (View from 
Bukit Nanas, KL), 1972

Chia Yu Chian,   
Iron Clothes, 1982

space as a constrictive domestic domain where sacrifice 
and exploitation of labour usually takes place, it should be 
deemed and re-imaged as a space for self-care and nurture. 
It was thus a revelation for me to think of the house as a 
workplace for the working-class woman, and how such a 
space and its user could shape each other in the process of 
social experimentation.

In the short story written by the American writer Tillie 
Olsen, I Stand Here Ironing (1956), the narrator—a 
working-class mother in America, speaks in first person in 
a stream-of-consciousness monologue, recounting the day-
to-day challenges and parenting mistakes while bringing up 
her eldest daughter Emily during the years of depression, 
following by the war. “Or I will become engulfed with all 
I did or did not do, with what should have been and what 
cannot be helped.” Much as the remorseful mother knows 
how poverty and lack of parenting experience has impacted 
the mother-and-daughter relationship, and especially 
her daughter’s potential, she cries out to the person who 
promises to help: “Only help her to know—help make it so 
there is cause for her to know—that she is more than this 
dress on ironing board, helpless before the iron.”

To prepare for my fabric assemblages, I have installed an 
ironing board at the center of my living room, while the 
deconstructed garments from my wardrobe waiting for 
new forms. During the long hours of ironing, I sometimes 
wonder which role I would rather play. Is it the dress, the 
ironing board, or the iron?  Can I embody all of them?  
Thanks to the twists and turns in my investigation, I 
wrapped up the overdue fabric work with a different mind, 
and settled on the title: 1975, Masyarakat Berdikari (A 
Self-reliant Society), First House We Built in KL. By the time 
2019 was approaching its end, I managed to find a break to 
source the right storage cabinets for my collection of fabrics, 
which I would also use as work tables in my art studio, a 
place previously served as the dining room in my house of 
1100 square feet.

Built in mid 1990s and advertised as the first high-rise 
real estate project in Kajang, the condominium I live in 
reached its low point in 2012. The management handover 
between the developer and the unprepared, and somehow 
reluctant purchasers has created more problems along the 
way. From my past and current experience serving on the 
MC (management committee) of my mid-range building, 
the forming of MC, collection of maintenance fee and 
proper building maintenance are practical problems that 
a residential building encounters regularly. Often being 
overlooked, however, is a more urgent and important 
question that concerns both the residents and property 
management: what makes a community prosper? Within 
a decade, my building has aged considerably with overdue 



126 127

major maintenance to be done. The demographic change 
has been significant, not to mention the topographic 
alteration happening in the neighbourhoods nearby in 
Kajang. If our thinking for dwelling has the urgency to 
respond to the present and future living condition, the 
building that follows surely will be different.

The house is not a metaphor. It is neither a figure of speech 
nor a slogan like the Merdeka theme generated by the 
state machination. In our everyday condition, a house and 
its periphery may define the boundary of our thoughts, 
actions and sense of freedom. By tracing the trajectory 
of my art practice, I created works to capture the lasting 
thought process of the house, family, and society. For a 
decade marked by the intervals of 3 general elections (2008, 
2013 and 2018), I have explored the interplay between the 
voter’s psyche and the Malaysian political machination, 
structuralized both by the racialized political parties that 
divide the nation, and the Merdeka themes that serve to 
unify a torn society in the aftermath of the 13 May 1969 
riot. In Memory Games for A House in Motion, I define 
my footing at a shifting time when the “new” Malaysia 
is haunted by its old problems, and the global pandemic 
changes our perception of boundaries embedded in the 
dichotomy of society and personal agency. Germinating 
over two years, the works in the exhibition portray houses 
placed in a setting of urbanism engineered by NEP (the 
New Economic Policy), where rural Malaysians are torn 
between dreaming for a better life and displacement.

To unlock the unsettled feelings in my dwelling history, 
I traced my sense of homelessness back to the modern 
brick house built by my father on the periphery of a 
Malay kampung in Pantai Remis after the 13 May 1969 
riot. A house is built from a model in the builder’s mind, 
which leads me to ponder how I will construct mine in 
the future. Using makeshift structures made of wooden 
sticks and frame foundations, I built my fabric assemblages 
with the transformation of the city of Kuala Lumpur in 
mind. I envisioned the city’s marginal urban spaces and 
people, as seen through the eye of a Malaysian painter 
Chia Yu Chian and the cartoonist cum ethnographer Lat. 
Mix-and-match fabrics of print and texture, transferred 
photographic cut-outs and personal garments were ironed, 
layered, intertwined and sewed loosely. This complex 
process emphasizes care and labour for those who wish to 
reconnect with lived experiences once concealed by the state 
apparatuses. Having oscillated long enough between orang 
kampung and the urban outsider, I arrive at a stage where I 
now see myself as a builder on the ground of thought.

Top Right: 
Minstrel Kuik, The Builder 
and Her House #3, 2021, 
Fabric assemblage and mixed 
media, Approx. 115 x 101 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Opposite Bottom Left:
Minstrel Kuik, The Builder 
and Her House #4, 2021, 
Fabric assemblage and mixed 
media, Approx. 115 x 101 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Bottom Right:
Minstrel Kuik, The Builder 
and Her House #6, 2021, 
Fabric assemblage and mixed 
media, Approx. 115 x 101 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Opposite Top Left: 
Minstrel Kuik, The Builder 
and Her House #1, 2021, 
Fabric assemblage and mixed 
media, Approx. 115 x 101 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Bottom Left:
Minstrel Kuik, The Builder 
and Her House #5, 2021, 
Fabric assemblage and mixed 
media, Approx. 115 x 101 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Top Left:
Minstrel Kuik, The Builder 
and Her House #2, 2021, 
Fabric assemblage and mixed 
media, Approx. 115 x 101 cm. 
Image courtesy of Richard 
Koh Fine Art and artist
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Minstrel Kuik, A House 
Model #1, 2021, Fabric 
assemblage and mixed media, 
approx. 48 x 100 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Minstrel Kuik, A House 
Model #3, 2021, Fabric 
assemblage and mixed media, 
approx. 48 x 100 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Minstrel Kuik, A House 
Model #2, 2021, Fabric 
assemblage and mixed media, 
approx. 48 x 100 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Minstrel Kuik, A House 
Model #4, 2021, Fabric 
assemblage and mixed media, 
approx. 48 x 100 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Minstrel Kuik, A House 
Model #5, 2021, Fabric 
assemblage and mixed media, 
approx. 48 x 100 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Top:
Minstrel Kuik, 1975, 
Masyarakat Berdikari (A 
Self-reliant Society), First 
House We Build in KL, 2019, 
Fabric assemblage and mixed 
media, Approx. 150 x 180 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Bottom:
Minstrel Kuik, 1976, 
Ketahanan Rakyat (The 
Strength of People), Stories 
We Told Our Children, 2020, 
Fabric assemblage and mixed 
media, Approx. 150 x 180 cm. 
Image courtesy of Richard 
Koh Fine Art and artist



Faizal Yunus
MEAA Winners Showcase 2021

20 - 31 October 2021 
Group Exhibition / Whitebox, MAP Publika, Kuala Lumpur

Installation view. Unprecedented Order (MEAA Winners 
Showcase,  Whitebox), 20 - 31 October 2021, MAP Publika, 
Kuala Lumpur, Malaysia. Photo courtesy of Richard Koh Fine 
Art

MEAA Winner Showcase 2021 features the works of five young artists who received the 
award in 2019 namely Faizal Yunus (b.1989, Malaysia), Aiman Zamri, Fazrin Abd Rahman, 
Hafizuddin Azman and Syed Fakaruddin. This exhibition is one of the several perks they are 
granted for being named the most promising artists of the country. This is inclusive of cash 
prizes, vouchers for art materials, a ten-day travel grant to a city within the Southeast Asia 
region (Manila, Philippines for this year), and their upcoming respective solo exhibitions in 
2022. 

The MEAA is a Biennial competition that was initiated in 2009 by HOM (House of 
Matahati) Art Trans and Galeri Chandan with the goal of recognizing and helping the most 
promising of the emerging Malaysian artists break into the local and international scene.

130 131



132 133

Bottom:
Faizal Yunus, Are You Thinking 
What I Thinking, 2020, Oil, metallic 
and lacquer on canvas, 200 x 180 cm. 
Image courtesy of Richard Koh Fine 
Art and artist

Bottom:
Faizal Yunus, Morning After, 2020, 
Oil, metallic and lacquer on canvas, 
200 x 180 cm. Image courtesy of 
Richard Koh Fine Art and artist

Top:
Faizal Yunus, From Sun Up To 
Midnight, 2020, Oil, metallic and 
lacquer on canvas, 170 x 150 cm. 
Image courtesy of Richard Koh Fine 
Art and artist

Top:
Faizal Yunus, Got To Be There, 2020, 
Oil, metallic and lacquer on canvas, 
170 x 150 cm. Image courtesy of 
Richard Koh Fine Art and artist
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Above Right:
Faizal Yunus, Senses Into the Sunlight, 
2020, Oil, metallic and lacquer on 
canvas, 240 x 300 cm, 4 panels. Image 
courtesy of Richard Koh Fine Art 
and artist

Above Left: 
Faizal Yunus, I need to know, 2021, 
Oil, metallic and lacquer on canvas, 
200 x 180 cm. Image courtesy of 
Richard Koh Fine Art and artist
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1 November 2021 - 31 January 2022  
      Solo Show / PULSE Clinic Bangsar Health Center, KL

Haffendi Anuar
Rintangan (Resistance)

Installation view. Rintangan (Resistance), 1 November 2021 - 
28 February 2022, PULSE Clinic Bangsar Health Center, Kuala 
Lumpur, Malaysia. Photo courtesy of Richard Koh Fine Art

In Nov 2021, Haffendi Anuar presented a pop-up exhibition, titled Rintangan (Resistance) 
at the PULSE Clinic, Bangsar branch in Kuala Lumpur, Malaysia. The body of works 
was conceived during the first pandemic lockdown in the UK. During isolation, Anuar 
contemplated the physical, mental, emotional and economic health of the individual and state. 
The works manifested from his interest between the nuances of physical and metaphorical 
strength, and soon evolved into a coping mechanism towards the pandemic’s bleak uncertainty.
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Artist Statement

In this place, everything has a name. Its name is 
pinned less than two palms above the ground, but 
its position and title represent the supremacy as if 
the upside down sky. It is close to the ground but we 
have to look up.

The harvest season recurs. This place is full of 
moisture and happiness once again. The gardener’s 
face is overflowing with joy as he smiles at us and 
whispers in our ears. His voice is utterly beautiful. 
His long name lures us to sleep peacefully.

Let’s celebrate all the crops we have harvested. Let’s 
celebrate by swallowing his holy water to forget the 
unfortunate. Let’s dance in the shade of the temple 
made out of waste. Let’s sing a song to drive the rain 
back to its origin. Eventually there will be no longer 
people in this place, only their names will be sung 
eternally.

Pachara Piyasongsoot 
Thailand, June 2021
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Above:
Pachara Piyasongsoot, Toys, 
2021, oil on linen, 60 x 70 cm. 
Image courtesy of Richard Koh 
Fine Art and artist



Installation view. Harvest, 2 - 20 November 2021, Richard Koh 
Fine Art, Kuala Lumpur, Malaysia. Photo courtesy of Richard 
Koh Fine Art
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Pachara Piyasongsoot, French 
Garden, 2021, oil on linen, 160 
x 200 cm. Image courtesy of 
Richard Koh Fine Art and artist
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Top:
Pachara Piyasongsoot, The 
Beach, 2020, oil on linen, 80 
x 120 cm. Image courtesy of 
Richard Koh Fine Art and artist

Bottom:
Pachara Piyasongsoot, There is 
no No.979, 2020, oil on linen, 
100 x 125 cm. Image courtesy of 
Richard Koh Fine Art and artist

Top:
Pachara Piyasongsoot, Horse 
Play Dead, 2020, oil on linen, 
80 x 120 cm. Image courtesy of 
Richard Koh Fine Art and artist

Bottom: 
Pachara Piyasongsoot, Nursery, 
2021, oil on linen, 100 x 125 cm. 
Image courtesy of Richard Koh 
Fine Art and artist
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Bottom:
Pachara Piyasongsoot, Eternal 
landscape, 2021, oil on linen, 
100 x 100 cm. Image courtesy of 
Richard Koh Fine Art and artist

Top:
 Pachara Piyasongsoot, Gardener 
in Red, 2020, oil on linen, 100 
x 150 cm. Image courtesy of 
Richard Koh Fine Art and artist

Opposite Bottom: 
Pachara Piyasongsoot, Vanilla 
Sky, 2020, oil on linen, 100 
x 125 cm. Image courtesy of 
Richard Koh Fine Art and artist

Opposite Top:
Pachara Piyasongsoot, 
Himmapan, 2021, oil on linen, 
120 x 150 cm. Image courtesy of 
Richard Koh Fine Art and artist



Haffendi Anuar

Flat Lands 
(Curated by Tatjana Leboff)

2 - 27 November 2021
Solo Show / A.I. Gallery, Cromwell Place, London
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Artist Statement

“The body: the warmth it provides, the sweat it secretes, 

the thin fabric that covers it, its ghostly presence in images 

and its desire to be seen are ideas which I investigate in Flat 

Lands. Exploring the body through an everyday artefact, 

the kain pelikat, a sarong predominantly worn by men 

and omnipresent in parts of Southeast and South Asia, I 

think of the clothing in relation to the bodily frame, with 

and without it, as a piece of architecture or a grid and its 

depiction in images in popular culture, archives, social 

media and books. What does the fabric mean to me? What 

does it say about my home country (Malaysia)? And what 

started as an anecdote told by mother that as a child, I 

used to spend countless of hours under my father’s kain, 

has now developed into an exploration of my identity as a 

queer Southeast Asian artist working in my current home 

-London. The seemingly procedural gestures of layering, 

propping, sewing, flattening, cutting and combing 

articulate a methodology that push and pull an elastic and 

contextual body of works; in the process of evolution.”

   Haffendi Anuar, UK, 2021

Installation view. Flat Lands, 2 - 27 November 2021, A.I. 
Gallery, Cromwell Place, London. Photo courtesy of Pedro 
Lima
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Bottom: 
Haffendi Anuar, Drying Rack 
1, 2021, Painted and dyed 
canvas, textiles, kain pelikat, 
digital print on canvas, thread, 
wood and screws, 145 x 120 
x 40 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Top Left:
Haffendi Anuar, Drying Rack 
2, 2021, Painted and dyed 
canvas, textiles, kain pelikat, 
denim, digital, rice bags, print 
on canvas, thread, wood and 
screws, 136 x 153 x 35 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Below:
Haffendi Anuar, Unit, 2021, Kain pelikat, 
natural and artificial felt, hemming tape, 
eyelets, metal brackets, wood, varnish and 
hooks, 160 x 45 x 45 cm, 150 x 45 x 45 cm, 
72 x 25 x 25 cm and 81 x 40 x 40 cm. Image 
courtesy of Richard Koh Fine Art and artist

Top Left: 
Haffendi Anuar, Untitled, 
2021, Dyed canvas, acrylic, 

oil, eyelets, rugby jersey logo, 
digital print on velvet, thread 
and stretcher bars, 60 x 45 x 2 

cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Middle:
Haffendi Anuar, Untitled 
(Jasmine), 2021, Dyed and 
painted canvas, calico, rice 
bag, oil, acrylic, eyelets and 

stretcher bars, 75.5 x 55 x 2.5 
cm. Image courtesy of Richard 

Koh Fine Art and artist

Top Right:
Haffendi Anuar, Untitled, 

2021, Dyed canvas, acrylic, oil, 
eyelets, thread and stretcher 
bars, 60 x 45 x 2 cm. Image 

courtesy of Richard Koh Fine 
Art and artist
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Bottom Left: 
Haffendi Anuar, Windows, 
2021, Image transfer, oil and 
acrylic on canvas board, 25 x 
35.5 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Top Right:
Haffendi Anuar, Cobweb 
(Welcome Party), 2021, Oil 
on Giclée Hahnemühle Pearl, 
29.9 x 41.4 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Top Middle Left:
Haffendi Anuar, Cobweb 
(bachelor pad), 2021, Oil on 
Giclée Hahnemühle Pearl, 
30.4 x 40.8 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Top Left:
Haffendi Anuar, Cobweb 
(Rickshaw), 2021, Oil on 
Giclée Hahnemühle Pearl, 
25.6 x 43.2 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Middle Left:
Haffendi Anuar, Cobweb 
(home), 2021, Oil on Giclée 
Hahnemühle Pearl, 42 x 29.2 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Middle Middle Left: 
Haffendi Anuar, Cobweb 
(racecourse), 2021, Oil on 
Giclée Hahnemühle Pearl, 
25.9 x 42.1 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Middle Middle Right:  
Haffendi Anuar, Cobweb 
(kitchen), 2021, Oil on Giclée 
Hahnemühle Pearl, 29.9 x 40.1 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Middle Right:
Haffendi Anuar, Cobweb (roll 
call), 2021, Oil on Giclée 
Hahnemühle Pearl, 28.1 x 42.1 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Left: 
Haffendi Anuar, Floor pieces, 
2021, Acrylic on plastic sheet, 
120 x 240 cm (2 pieces) 1. 
Image courtesy of Richard 
Koh Fine Art and artist

Top Right:
Haffendi Anuar, Floor pieces, 
2021, Acrylic on plastic sheet, 
120 x 240 cm (2 pieces) 2. 
Image courtesy of Richard 
Koh Fine Art and artist

Bottom Middle: 
Haffendi Anuar, Sheets, 2021, 
Image transfer, oil and acrylic 
on canvas board, 35.5 x 25 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Bottom Right: 
Haffendi Anuar, BBs Duet 
(Flat Lands), 2021, Oil, acrylic, 
sand, modelling paste, Time 
Out magazine clippings on 
board, 46 x 35 x 0.5 cm each. 
Image courtesy of Richard 
Koh Fine Art and artist

Middle Right:
Haffendi Anuar, Untitled (P. 
Ramlee), 2021, Image transfer, 
oil and acrylic on canvas board, 
30.5 x 40.5 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Bottom: 
Haffendi Anuar, Horizon, 
2021, Dyed and painted 
canvas, rice bag, printed text, 
textile, wood, eyelets, thread 
and hemming tape, 174 x 200 
cm. Image courtesy of Richard 
Koh Fine Art and artist



158

Cast of characters

Amaterasu 
Ino
Chang’e 
Castalia 
Alekto 
Tisiphone 
Daphne 
Kallisto 
Megaira 
Lotis 
Medusa 
Arachne
 
Pandora 
Sphinx 
Nut 
Charybdis 
Lameia Scylla

Inventory

Horizon
Safe 
Cardea 
Lotus 
Bright 
Celestial Door 
Mirror
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Installation view. False Door, Glass Skies, 5 - 27 November 2021, 
Richard Koh Fine Art, Gillman Barracks, Singapore. Image 
courtesy of Richard Koh Fine Art
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How to be Both 
Essay by Samantha Yap

“All we are is eyes looking 
for the unbroken or the 
edges where the broken 
bits might fit each other.”

 - Ali Smith, How to be Both

False Doors, Glass Skies takes on the 
question of survival as women in a 
world with dramatically higher stakes 
waged against powerful detractors 
determined to seize or subdue them. 
It pays attention to the intertwined 
destruction and self-preservation 
instincts at the heart of familiar myths 
and devotes a closer second look at the 
repertoire of diversions, actions, and 
rituals performed by different female 
characters in their varied attempts to 
assert and reclaim themselves from the 
people and circumstances who refuse 
them that right.

The exhibition features complementary 
sets of works — wall-bound metal 
works made from the trajectory maps 
of the asteroids named after various 
mythological women and an inventory 

Detail of The Greenfield Papyrus showing Nut 
arched over the earth god Geb and supported by 
the god of atmosphere Shu. (Source: The British 
Museum)

Bright (detail), 2021

Act I. Horizon

Start where everything above the 
surface of the earth appears to 

meet the surface of the earth. From 
afar, the sky and the earth seem to 

of smaller resin sculptures that function 
as symbols of self-identification and 
protection, like amulets that these 
referenced figures may carry to gather 
strength, safety and live through their 
stories.

You are journeying into a turbulent 
landscape, holding back eager 

pursuers, whatever path there is to 
take will be thorny and manifold, 
what do you hope to take with you?

This essay is told through seven acts 
titled after seven symbols, each one 
corresponding to their namesake 
sculpture. Each segment is stylised as an 
act, referring to both parts of a dramatic 
performance and to carry out an action 
or thought.

converge at the horizon. Above you, 
the same vast sky follows you in text 
and your waking life. Your feet are 

planted on the hard earth of the 
mountain. The sun follows your 

approach, bright and obvious until 
it crouches into disguise.

Taking direct cues from the Egyptian 
hieroglyph Akhet which is expressed 
through the symbol of a sun rising over 
the mountain, Horizon also presents the 
resulting harmony of two parts coming 
together with a honey-coloured orb 
cradled by dark crags. Akhet is translated 
as “horizon” or the “place in the sky 
where the sun rises.”1 As the furthest 
discernible point, the horizon is the 
perceived edge where two meet and the 
sky or the sun and the earth seemingly 
converge even as they remain separate. 
This coupling of the sky and the earth 
also recurs in common representations 
of the Egyptian goddess of the sky Nut 
whose feet and hands are often 

1  Alan H. Gardiner, Egyptian   
        Grammar: Being an Introduction to   
  the Study of Hieroglyphs (Griffith Institute,                     
        Ashmolean Museum, 1957), 489.

positioned firmly on the horizon and 
arched over the earth god Geb.

The goddess Nut is also part of the 
cast of mythological women invoked 
in the exhibition and represented 
through one of the wall-bound metal 
pieces. The metal sculptures map out 
near and far coordinates that stretch 
across time and space. Their form takes 
after the namesake asteroid and its 
skyward trajectory and the body of the 
sculpture features certain items, poses or 
interactions that are closely associated 
with the mythological figure in visual art 
and stories.

At first encounter, the sculpture Nut 
appears as thin ribbons of metal that 
crisscross and reveal areas intentionally 

hollowed out and illuminated by the 
coloured resin underneath. The subtle 
impression of Nut’s face and her angled 
body is projected through the incisions 
and hollow parts of the metal. The 
incline of Nut’s body seems to take on 
a rectangular form, stretching sinuously 
like the roof of a home that shelters and 
looks over its inhabitants.

This state of suspension with the 
goddess perched above like an arch 
recalls themes speculated in Melissa 
Tan’s previous solo exhibition, Under 
the Arched Sky. In the exhibition essay, 
‘Suspensions’, Euginia Tan highlights 
how in “all variants of suspension” 
that are at play in the artist’s tedious 
exploration of her medium and 
subject matter, what is meted out are 
“reactions and plausibility.”2 In most 
mythological stories, these reactions are 
necessary responses in the face of vexed 
circumstances, because the “[t]he title 
of goddess wields a certain power and 
control, yet is fraught with knowing how 

2  Euginia Tan and Melissa Tan,   
         “Suspensions,” in Under the Arched Sky        
         (Kuala Lumpur: Richard Koh Fine Art Sdn.     
         Bhd., 2019), pp. 4-13, 13.

to tolerate a miasma of pressure” and 
harks back to the narratives of power, 
escape, and survival that characterises 
most accounts of female mythological 
figures who are transformed into a 
monster or a lesser animate subject like a 
tree, both through their wills and against 
their wills.3

While these drastic measures, monstrous 
responses, and protective gestures are 
primarily deployed to avert crisis or 
death, they also uncover an enduring 
plausibility. As a sequel that develops 
ideas from her previous solo exhibition, 
False Doors, Glass Skies follows from 
the artist’s reflection of various female 
mythological characters and the ways of 
living and being that are suggested 
through their stories. Like the titular 
motif of the false door hinting at the 
existence of another pathway beyond 
the obvious one, or the horizon that 
separates and connects both sky and sea 
or land, the exhibition hopes to offer 
ways of being both, of holding more 
than one possibility and reading of a 
story at a time.

3      Ibid, 7.

Right:
Melissa Tan, Nut, 2021, 
Mirror finish stainless steel, 
epoxy resin and pigment, 85 x 
67.5 x 12.5 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Left:
Melissa Tan, Horizon, 2021, 
Found object, epoxy resin and 
pigment, 13.5 x 23 x 17 cm. 
Image courtesy of Richard 
Koh Fine Art and artist
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Act II. Safe

To ensure that your data is properly 
saved, please input your name. 
Would you like to overwrite the 

previously saved file?

One way to write “safe” in Mandarin 
Chinese is 安 with the likeness of a 
roof sheltering a woman 女 . In the 
exhibition, Safe also has two parts 
comprising a clasp-like base securing a 
dark green key that closely resembles 
a locking mechanism with its shackle 
snug firmly in the latches. The reference 
for the reed-shaped key draws on the 
linguistic self-representation of Queen 
Hatshepsut in the 18th Dynasty of 
Egypt.

As the rare queen in a lineage of kings, 
Hatshepsut struggled with issues of self-
representation. The Egyptian written 
language commonly supplemented the 
first-person singular pronoun “I” with 
a pictorial classifier to specify the social 
status of the speaker but it was unable 
to account for the variation of a female 
King or Queen.

Bypassing the existing classifiers, where 
for instance, the symbol of a human 
female or an anthropomorphised 
male king helps to respectively specify 
the identity of the “I” as female or a 
divine figure, Hatshepsut offered her 
own classifier that had no affiliation to 
gender, divinity or social rank. Rather 
than employing a straightforward 
remedy and making a hybrid pictogram 
from the existing symbols for “female” 
and “king”, Hatshepsut chose to identify 
herself differently through a common 
plant form of the reed.4

The material adaptation of Hatshepsut’s 
reed classifier in Safe takes on the part of 
the shackle orkey in the artist’s stylised 
representation of a lock. Identity or 
knowledge of oneself can be read here 
dually as a thing to protect and also 
something that similarly protects. 

4      Orly Goldwasser, “The Dream of           
         Haremhab” (New York: The Metropolitan      
         Museum of Art, 2011), https://             
         youtube/0lLv58zwGhU.

The stories of most of the mythological 
figures in the exhibition fall into the 
narrative formula of a “before” and 
“after”. Similarly pursued by the god 
Apollo, the river nymph Castalia was 
believed to have either shapeshifted 
into a spring or drowned herself in 
the spring to fend off the force of his 
amorous intent. Before, Lamia was the 
queen of Libya beloved by the powerful 
Greek god Zeus. After, she incurs the 
wrath of Zeus’ wife who metastasises 
Lamia’s beauty into a monstrosity. The 
“before” and “after” chronology echoes 
trauma narratives and their effects on 
the survivor, painfully cleaving a time 
of relative innocence before trauma and 
the changes endured after the traumatic 
event. In the face of these life-altering 
circumstances, to continue articulating 
an “I” is a recognition of the broken and 
unbroken parts of the self that continue. 

To identify as your own “I”, as 
Hatshepsut did with her mysterious 
reed classifier, is perhaps to devise ways 
to wrestle back control as the writer and 
protagonist in the story of our lives.

Top:
Melissa Tan, Castalia, 2020, 
Mirror finish stainless steel, 
epoxy resin and pigment, 51 
x 35 x 7.5 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Middle  Left Below:
Melissa Tan, Alekto, 2021, 
Mirror finish stainless steel, 
epoxy resin and pigment, 52.5 
x 30 x 12.5 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Bottom:
Melissa Tan, Tisiphone, 2020, 
Mirror finish stainless steel, 
epoxy resin and pigment, 50.5 
x 46 x 9.5 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Middle Right Above:
Melissa Tan, Safe, 2021, Epoxy 
resin and pigment, 10.8 x 19.4 
x 6.2 cm. Image courtesy of 
Richard Koh Fine Art and 
artist
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Detail of Apollo and Daphne, Gian Lorenzo Bernini, 
1622–1625, Galleria Borghese, Rome. (Source: 
Wikimedia)

Act III. Cardea

You are clever, well-loved, 
beautiful, and have much to lose. 
There is a lot more you can gain 
only if you are willing to forsake 

something valuable. Are you ready? 

Cardea is named after the Roman 
goddess of hinge who watches over 
doorways and thresholds. Like the other 
smaller sculptures, it consists of more 
than one part, taking the shape of a 
stylised hinge that supports an orbiting 
sphere in place. The orbiting sphere also 
presents a metaphorical reading of the 
earth as a hinge that consistently spins 
on its axis, facilitating the passage of 
days and time. In Ovid’s Fasti, Cardea’s 
central attribute is the hinge and she 
“opens what is closed, and closes what is 
open.”5

Ovid tells the story of the nymph 
Crane (another alias of Cardea) whose 
irresistible charm made her the target of 
multiple suitors. To keep them at 
bay, Crane outsmarted her pursuers 
by beckoning them to lead them to a 

 5       James George Frazer, Ovid’s Fasti 
          (Cambridge, MA: Harvard University Press,     
         1931), 325. 

sequestered cave, allowing her to make 
her escape. When the Roman god of 
doorways Janus propositioned her, 
Crane relied on the same ruse but failed 
to deceive him. Like a bitter settlement, 
she is offered “control of hinges” as “the 
price of [her] lost maidenhood.”6As 
part of their exchange, he also offers her 
a hawthorn, granting her the ability to 
repel any harm that enters through her 
doors.

There is a terrible irony in Janus’ 
decision to gift Cardea in sardonic 
kindness. What perhaps is the use of 
this power when it comes belatedly? 
If Cardea had the hawthorn during 
her encounter with Janus, would it 
have helped her keep him away from 
her domain and the threshold of her 
body? The hinges on a door allow for 
movement in two directions, it opens or 
closes, allows or denies, it is a temporary 
equipoise of power balancing and 
deciding between opposing forces and 
interests. Clever ruses were not enough 
before and more than a gift of power, 
what Cardea received was an uneasy 
compromise.

6       Ibid., 327

Cardea’s story of being pursued by an 
eager hunter also recalls the nymph 
Daphne’s experiences with Apollo 
documented in Ovid’s Metamorphoses. 
Apollo stubbornly pursues her 
despite Daphne’s unwillingness to 
reciprocate. She is aided in her escape 
by the gods who transform her into 
a laurel tree, completely rebuffing 
Apollo’s amorous advances and his 
intention of conquering her. Daphne’s 
representation in the exhibition is 
adapted from Gian Lorenzo Bernini’s 
treatment in Apollo and Daphne that 
captures her hands amid transformation, 
retaining traces of their original form. 
The incisions on the metal sculpture 
Daphne form an outline of her hands in 
the crux of the bargain she makes with 
the gods. Hands capable of holding and 
releasing something, bringing something 
closer or blocking its approach 
becomes the starting point of Daphne’s 
transformation.

A hinge is a turning point, like a 
forked road that invites the traveller to 
decide between two alternatives. On 
the one hand, it is trying to outsmart 
your pursuers. On the other hand, it 
is gaining something only through 

the loss of another. On the one hand, 
it is holding onto what you refuse 
to surrender. On the other hand, it 
is having to entreat a higher power 
who takes away your human body in 
exchange for a semblance of autonomy. 
In these stories, even as it is in reality, 
there is no gain without loss but the loss 
is always disproportionately borne by 
those in similar circumstances as Cardea 
and Daphne.

Middle Left Above:
Melissa Tan, Cardea, 2021, 
Found object, epoxy resin and 
pigment, 28 x 25.5 x 13.2 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Top:
Melissa Tan, Daphne, 2021, 
Mirror finish stainless steel, 
epoxy resin and pigment, 82.3 
x 25.3 x 11 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Bottom:
Melissa Tan, Megaira, 2021, 
Mirror finish stainless steel, 
epoxy resin and pigment, 52 
x 30 x 11 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Middle Right Below:
Melissa Tan, Kallisto, 2021, 
Mirror finish stainless steel, 
epoxy resin and pigment, 52.5 
x 37.5 x 10 cm. Image courtesy 
of Richard Koh Fine Art and 
artist
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Act IV. Lotus

On your travels, you find a striking 
jar that is rumoured to either 

restore your health or unleash more 
monsters to slay. You think, what 
if it is both and not either? The 
battles you have endured so far 

have taught you the mechanics of 
risk and reward. Let your curiosity 

decide.

To assemble Lotus, the lotus-shaped 
body is balanced on a short stand 
and an orange lid is placed on the 
top to cover the remaining opening. 
Reminiscent of a pithos which is the 
Greek name for a large earthenware jar 
or storage container, Lotus also features 
a wide mouth and body tapering to a 
narrower base. Before popular culture 
propagated the idea of Pandora’s box as 
a literal object or an allusion to being 
beset with troubles, it was originally a 
pithos that Pandora was unable to resist 
opening. The story typically assigns the 
first human woman Pandora both the 
responsibility of looking over the pithos 
and the subsequent blame of opening 
it, effectively freeing what was trapped 
inside.

“Pandora’s box” is also used to describe a 
process or course of action that generates 
numerous troubles. For instance, the 
presence of lustful gods driven by desire 
opened a Pandora’s box of difficulties 
for the nymphs. In Ovid’s accounts, 
another beautiful nymph Lotis attracts 
the attention of a minor god Priapus 
and ends up sharing Daphne’s fate 
by transforming into a lotus tree to 
escape capture. In the exhibition, Lotis 
references this turning point in her 
story through the bulbous forms of the 
Ziziphus lotus (the lotus tree common 
in Greek mythology) incised on the 
sculpture.

While common understandings of the 
myth assume that Pandora lets loose 
all kinds of malevolent entities trapped 
in the pithos, other retellings believed 
that it was only virtuous things that 
were protected in the box. Unable 
to resist the temptation of curiosity, 
Pandora inadvertently releases these 
good things that leave the earth and 
humans, returning to the domain of the 
gods. What stayed behind was elphis or 
the spirit of hope in Greek mythology, 
commonly depicted as a youthful girl 
holding flowers or a cornucopia in her 

hands. The striking flower form of Lotus 
thus also recalls the reading of how 
elphis remains in Pandora’s pithos after 
everything else has escaped. In the wall-
bound sculpture Pandora, the outline 
of elphis also emerges from a round jar-
like form, flanked by Pandora and her 
husband Epimetheus on the other side. 

The Greek word elphis and its 
association with hope have also been 
more closely interpreted as a potential 
that sits between supposition and 
expectation.7 Rather than a hope that 
good exists, it is a hope that refers to 
the expectation that something exists, 
similar to the thought experiment of 
Schrödinger’s cat hovering between life 
and death. It is an expansive slippery 
kind of hope that is tied to good, evil, or 
any murky composite of both. Perhaps 
it is this same ambiguous elphis that 
Daphne and Lotis hold in their hearts 
when they beckon the gods to aid their 
escape. Both nymphs necessarily take 
on another path of being to avoid being 
captured. They morph and survive, 
leaving their pursuers wanting.

7           Willem Jacob Verdenius, A Commentary on      
        Hesiod: Works and Days, Vv. 1-382 (Leiden:     
        Brill, 1985), 70.

Top: 
Melissa Tan, Lotis, 2021, 
Mirror finish stainless steel, 
epoxy resin and pigment, 
60.5 x 37.7 x 10.5 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Middle:
Melissa Tan, Lotus, 2021, 
Epoxy resin and pigment, 
20.5 x 13.5 x 14.5 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Bottom:
Melissa Tan, Pandora, 2021, 
Mirror finish stainless steel, 
epoxy resin and pigment, 94.3 
x 66.5 x 14 cm. Image courtesy 
of Richard Koh Fine Art and 
artist



170 171

Medallion with Athena and Medusa, 200–150 
B.C., The Archaeological Museum, Thessaloniki. 

(Source: National Gallery of Art)

Act V. Bright

You have been taking your rest at 
inns in small towns. The innkeeper 

across different locations always 
feels familiar and homely, like 

a gatekeeper protecting you from 
harm. They watch over you as you 
watch over the cat who has become 

your unexpected companion. 

Bright can be conceived as an amulet 
that wards against danger through a 
concentration of light or brightness. 
The sculpture is made from the 
pairing of two organic circular forms, 
encompassing a silver halo that contains 
and gives prominence to a luminous 
inner sphere. The close-fitting grey ring 
acts as a protective circle that borders 
around the perceived source of personal 
and incandescent power, much like the 
wrapping of a macrame netting around a 
precious crystal pendant. 

In a collectable card game, Magic: the 
Gathering, the Circle of Protection card 
serves as a protective enchantment that 
shields the player from specific forms 
of anticipated damage. The form of the 
circle also recalls the execution of an 
offensive attack, stun or buff spellcasting 

across video or mobile games. These 
Area of Effect (AOE) skills are capable of 
extending the range of the attack or spell 
across a particular domain, making it 
effective to heal yourself and any nearby 
allies or to rain a barrel of punches on a 
congregating group of enemies. In most 
of the animation for such abilities, the 
AOE is often demarcated by a luminous 
circle, visually communicating where 
the skill and its effects are contained and 
heavily concentrated. Likewise, in other 
spiritual work or spellcasting, circular 
forms and constructions have always 
been regarded as protective symbols that 
encompass the user in a circle of safety, 
putting them temporarily out of harm’s 
way. A ring of salt was also believed to be 
an energetically guarded space capable of 
repelling evil spirits.

Medusa features a representation of the 
Greek gorgon Medusa in a protective 
role, channelled as an attribute taken 
on by the Greek goddess of wisdom and 
war Athena. Like her other counterparts 
Castalia, Daphne, and Lotis, Medusa’s 
transformation into a monster with 
snakes for hair was the punishment of 
incurring Athena’s wrath and her ill-
omened affair with the Greek god of 
the sea Poseidon. As a monster, she was 
slain by Perseus who eventually gifted 
her head to Athena. The convex shape 
of the sculpture also bears similarity 
to a round shield that emphasises the 
protective role played by Medusa in this 
rendition of her story. The outline of a 
face with coiled hair on the sculpture is 
adapted from an existing representation 
of Athena and Medusa on a medallion, 
with the goddess wearing the snake 
hair of Medusa as an offensive and 
defensive garb to ward off enemies and 
endow herself with greater strength. 
Significantly, the word “ward” can mean 
two things, as both something to be 
taken care of like a child under the care 
of a guardian, and also something that 
takes care of another like a ward that 
dispels unwanted threats. To safeguard is 
an instinct.

Top:
Melissa Tan, Medusa, 2021, 
Mirror finish stainless steel, 
epoxy resin and pigment, 49.3 
x 51 x 9.5 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Bottom:
Melissa Tan, Bright, 2021, 
Epoxy resin and pigment, 26 x 
24.5 x 8.5 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Middle:
Melissa Tan, Chang’e, 2021, 
Mirror finish stainless steel, 
epoxy resin and pigment, 40.5 
x 37 x 8.5 cm. Image courtesy 
of Richard Koh Fine Art and 
artist
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Lamia,                 
John William 
Waterhouse, 
1909. (Source: 
Wikimedia)

Act VI. Celestial Door

You have gained allies along the 
way. It is both harder and easier  
to go on whenyou have people to 

take care of who in turn also  
take care of you

During the exhibition preparation in 
late September, the artist experienced a 
nightmare where she found herself in 
a house with broken windows. In this 
house, she was busy preventing a pair 
of blackbirds from gaining entry but 
despite her efforts to mend the windows, 
they remained vulnerable to the birds’ 
persistent attacks. Eventually, the crack 
lines on the glass window dissolved, 
leaving just the opening of a window 
without any glass threshold. Looking 
out, the birds were perched silently on 
a tree, waiting and watching with close 
anticipation as though stalking prey 
before attacking. Waking up from this 
ominous dream, the previous title of the 
work False Door was revised to Celestial 
Door. 

Words are potent incantations. A false 
door may hold the promise of escape or 
safety, but in the same light of a promise, 
there is also the cast shadow of a possible 

impasse, a dead-end that closes in before 
the ending can be rewritten. The duality 
of a given situation does not confirm the 
possibility of an optimistic outcome, 
only the possibility that there is always 
more than one path that can be taken. 
The modular door structure in Celestial 
Door made of four blue parts can be put 
together to reinforce the entryway or 
taken apart and left empty. 

How do we travel the fine lines of a 
story and reach a different reading? In 
the act of renaming, the subject matter 
is reconstructed even with the same 
constituent elements.

To dream of a flock of blackbirds 
foretells big life changes. To dream of 
a broken window suggests difficulty 
trusting people from a history of 
betrayal. Both these points may relate 
to Lamia, who was punished for being 
beloved by the influential Greek god 
Zeus. His wife Hera enacted her revenge 
by either killing Lamia’s children or 
instigating Lamia to kill most of her 
children. Said to have been transformed 
by the anguish of her torment or by 
Hera’s hands, Lamia’s beauty moulted 
into monstrosity and took on the form 

of a serpent. As a type of bogeyman 
used to stir fear in children, she was 
said to prey exclusively on mothers 
and children. In one rendition of the 
myth, Hera had cursed Lamia with the 
inability to sleep and Zeus had granted 
Lamia a last kindness by gifting her with 
detachable eyes.

With Lameia, the projected form 
of a woman draws on John William 
Waterhouse’s depiction with her face 
cast downwards, her gaze averted and her 
feet dangling by the edge of the water. 
Lamia’s association with Keto, the Greek 
goddess of sea monsters and dangers in 
the sea, is also referenced through the 
inclusion of a shark’s tail discernible in 
the curved form of her lower body.

In popular culture across anime or 
games, Lamia is portrayed as a chimaera 
of a woman and snake, equipped with a 
vicious serpent’s tail. The contemporary 
adaptation of Lamia in Raised by 
Wolves is the chosen alias of the android 
Mother who is tasked with taking care of 
children in a new world. Reprogrammed 
from a ruthless weapon to a caregiving 
android, her chief struggle lies in the 
difficult overlapping of her abilities 
to protect her children and her innate 
capacity to destroy. As foretold in the 
myths, the key to her weaponisation 
lies in her eyes. Eventually, she chooses 
to keep her eyes aside so that she can 
continue taking care of her children 
without endangering them. Rather than 
seeing her origins as a curse, Mother 
perceives her powers as an untapped 
resource, a part of herself that she 
never knew existed. There are multiple 
dimensions to Mother/Lamia’s character 
that springs forth from different readings 
of the mythical story. 

In some tellings of the myths, Scylla 
is regarded as the grotesque offspring 
of Lamia who preys on unsuspecting 
seafarers. In the exhibition sculpture 
bearing her namesake, the human face of 

Scylla peeks out from the flurry 
of lethal limbs and tails, evoking 
the turning point of the myth 
where she was transformed through 
the jealousy and witchcraft of Circe as a 
result of catching the sea-god’s attention. 
There is no clear designation of the 
enemy because survival compels 
drastic measures, just as Scylla 
invites sailors who sail too close to
her rocks to meet their death, or 
another’s jealousy besets her 
monstrous change. One looks 
at Scylla incised on the 
sculpture and sees the sharp 
point of the asteroid form 
behind her like a raised 
weapon coupled with the 
downward trajectory of 
Scylla’s pose with her closed 
eyes and outstretched hands. 
She is charging forward and she
is also striking a defensive pose, 
her hands raised before her in 
anticipation of what is to come. 
The ability to see both, to continue 
to see both, lies in the faith that a story 
can be read in multiple ways, that 
personal tragedy does not diminish our 
will to anticipate and continue and that 
a life can be lived in multiple ways.

Top Left:
Melissa Tan, Lameia, 2021, 
Mirror finish stainless steel, 
epoxy resin and pigment, 105 x 
138 x 15.5 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Opposite Top Left:
Melissa Tan, Celestial Door, 
2021, Found object, epoxy 
resin and pigment, 16.5 x 21 
x 13.2 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Bottom:
Melissa Tan, Scylla, 2021, 
Mirror finish stainless steel, 
epoxy resin and pigment, 128.5 
x 101 x 18 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Middle: 
Melissa Tan, Charybdis, 2021, 
Mirror finish stainless steel, 
epoxy resin and pigment, 88.7 
x 55 x 12 cm. Image courtesy 
of Richard Koh Fine Art and 
artist
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Top Left:
Melissa Tan, Amaterasu, 2021, 
Mirror finish stainless steel, 
epoxy resin and pigment, 51 
x 40.5 x 9 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Top Middle:
Melissa Tan, Mirror, 2021, 
Epoxy resin and pigment, 3.5 
x 23 x 23 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Top Right:
Melissa Tan, Ino, 2021, Mirror 
finish stainless steel, epoxy 
resin and pigment, 27 x 40.5 
x 8.5 cm. Image courtesy of 
Richard Koh Fine Art and 
artist
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Act VII. Mirror

Stage 7 cleared. New high score 
recorded. Continue?

In addition to the hidden circular plate 
that can be likened to a secretive mirror, 
Mirror also consists of eight other 
parts that are assembled over the mirror 
concealing its presence. These eight 
parts recall the Japanese sun goddess 
Amaterasu’s Yata no Kagami (loosely 
translated as the eight-fold mirror). 
Following the chaotic outcome of her 
fight with her younger brother Susanoo 
who had challenged her right to rule, 
Amaterasu went into hiding out of 
remorse and the world plunged into 
darkness without her light. Eventually, 
she was lured out through the mirror 
and the curiosity of glimpsing her 
reflection. Her serene face, as it emerges 
from the cave bathed in light, is also 
reflected in Amaterasu which casts 
the close crop of her profile against an 
outburst of sharp lines like the sun’s 
rays.

In Ali Smith’s How to be Both, an 
inventive novel that playfully weaves 
timelines and intertwines the stories of 
an expectation-defying 15th-century 
painter and 16-year old George, the 
question of duality follows even in the 
process of grieving over a loved one. Love 
and loss are lived dually. The teenager 
George forges a slow relationship with 
art and the process of close looking as 
she reminisces about their late mother.

“And which comes first...What we see 
or how we see?” George’s mother asks 
them.8

The mirror does not stage an impersonal 
reflection, it dramatises the catalysing 
of sight into insight, metabolising what 
we see into an impression or a form of 
knowledge. What we see and how we see 
is closely tethered. Amaterasu looks at 
her own mirrored reflection and makes a 
brave reentry into the world. What does 
she see? A face looking back at her, the 
first she had seen since her self-imposed 
exile. How does she see it? Her face 
unchanged as though she had recently 
stepped into the cave? Maybe, in the 

8      Ali Smith, How to be Both (London:  
         Penguin Books, 2015), 258. 

quiet composure of the reflected image, 
Amaterasu witnesses the cloistered 
solitude of a face belonging to someone 
who still had much to do? 
The premise of the exhibition also 
hinges on this revelatory play between 
sight and insight. The false door is a 
way of being misled, usually not out of 
choice but out of necessity, it is a kind 
of detour that navigates the trappings of 
one set path, like Daphne who chooses 
to transform into the laurel tree to fend 
off the unwanted advances of a god. The 
phrase “glass skies” revises the familiar 
metaphor of the glass ceiling that is 
commonly regarded as an invisible and 
inevitable barrier preventing members of 
marginalised groups from going further. 
The intentional revision of “ceiling” 
to “skies” also summons the artist’s 
reference of asteroid forms in the wall-
bound sculptures to depict the ongoing 
and persistent trajectory of the characters 
that these formations are named after. 
It offers a more hopeful adaptation that 
foregoes the limitation of this invisible 
ceiling for the vast expanse of the sky. 
Perhaps, to dream of a world where there 
would be no ceiling would be wishful 
thinking when privilege and power forge 
ladders to better circumstances but it 

does not discount the ongoing trials 
of those pushing back and against that 
ceiling to claim spaces for living and 
being. In art, we may imagine, rename, 
and reconstruct. The glass ceiling can be 
envisioned instead as a glass sky, not a 
threshold that limits our growth but the 
arched sky over our heads.

Reflecting on the colourful cast featured 
in the exhibition, I feel an enduring 
sense of sympathy towards these fictional 
characters who may not be real but are 
caught in difficult circumstances that 
sometimes mirror what is endured in 
reality. To imagine a kind of communion 
between myself and these mythological 
figures, similarly, as the artist caught in 
the exchanges between these figures, 
their stories and visual representations, 
reaches back across time and draws 
connections across disparate points. 
When we look closely, more than one 
reading avails itself to us. It is this 
persistent spawning of possibilities that 
remind us that pain is but one vital 
outcome out of all others that have yet 
to come to fruition. 



176

Justin Lim
Sometimes I’d rather talk to flowers
11 - 14 Nov 2021

Booth E1 - 17
Shanghai Exhibition Center
No. 1000 Middle Yan An Road

Installation view. Sometimes I’d rather talk to flowers, 11 - 14 
November 2021, Shanghai Exhibition Center, China. Photo 
courtesy of Richard Koh Fine Art
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Life as we know it has completely changed. Perhaps 
forever. As I continue to work in my studio in lockdown 
and complete isolation, I find myself seeking solace within 
painting, maybe as a way to cope with the ever increasing 
anxiety of the current state of the world, maybe as a 
form of escapism, or maybe even as a form of therapy. 
Either way, painting has always served me as a window to 
observe and deconstruct, to position an image within a 
frame of reality and reality within a frame. Continuing 
from my last exhibition entitled ‘Sanctuary’, this small 
body of works depict still life and interior scenes that are 
completely collaged and imaginary. 

At the time of writing, Malaysia has spent 3 months in 
complete lockdown under the 3rd Movement Control 
Order (M.C.O). As society continues to form new 
modes of communicating and working, I find the ‘image’ 
that we continually converse to, either from the screen 
of a laptop or a smartphone, is continually evolving 
just as much as our psyche to connect to one another. 
Technology has enabled us to converse virtually but in 
reality are we simply talking to machines that display 
and project our image unto a virtual reality? In these 
times where we can connect to multiple entities and be 
informed, misinformed and entertained all at once in an 
instant without even speaking a single word or meeting 
in person changes every relationship dynamic we have to 
every person we know? And if so, has society started to 
lose it’s traits such as empathy, self awareness and human 
emotions? Our existence simply being condensed into a 
gunk of digital personas, statistics and noise. Are we even 
human anymore? Let’s take a breather.

The paintings presented here in ‘Sometimes I’d rather 
talk to flowers’ are completely void of people. Flowers 
have been a constant part of my oeuvre since 2008, which 
started from adopting floral motifs and patterns, then 
evolving to collaged bouquets and imaginary flora. Part of 
it’s attraction is that a flower by itself can be symbolic and 
imbued with meaning. Sometimes in reality, a flower is a 
flower but a flower.

Perhaps the only actual living things that I am currently 
in direct contact for the time being are the flowers and 
plants in my studio. I observe them and they tell me things 
like ‘wake up, it’s time to get to work.’ Flowers and plants 
after all, never stop working.

Artist Statement
Justin Lim, Kuala Lumpur, August 2021

人们的生活已经完全改变了。这变化也许是永远的。在封锁
和隔离的工作室里，我发现自己尝试在绘画中寻求慰藉。 
也许是为了应对当前世界日益增长的焦虑，也可能是一对现
实的逃避，或甚至是一种自我疗愈的方式。无论哪种方式，
绘画一直是我观察和重整现实的管道。它让我能够将图像 
置于现实，抑或是将现实置于图像里。延续我上一个名为 
“避风港”的展览，这一小系列的作品描绘了通过拼贴与想象
的静物和室内场景。

在撰写本文时，马来西亚在第三次行动管制令(MCO)下已
经历了3个月的完全封锁。随着不断形成的新交流和工作模
式，我发现无论是在电脑里还是智能手机的屏幕里，人们 
交谈的“图像”都在不断的进化及提升，就如人们心灵相互 
链接一样。技术使我们能够进行虚拟交流，但实际上我们 
会不会只是在与那些将人们的图像投影到虚拟世界里机器
交谈而已？

身处于资讯爆炸的时代，我们随时可以同时与各种实体链
接，并在瞬间接收通报、获得娱乐资讯或可能随时被误导。
人们是否会因为这些容易获得的资讯，甚至无需通过谈话 
或亲自见面，就轻易重新定位人与人之间的关系？若是此，
社会是否已经开始失去同理心、自我意识和人类情感等特
征？我们的存在是否被浓缩成一堆数字角色、统计数据和 
噪音。我们甚至不再是人类了吗？让我们喘口气吧！

这里展出的作品《有时候我宁可与花聊天》，完全排除了 
人的存在。“花”自2008年起一直是我作品里必不可缺的元素
之一。从采用花卉及与之相关的图案开始，渐渐演变为拼贴
的花束和想象的植物。它部分的吸引力在于，一朵花本身就
可以具有象征意义或被赋予其他意义。一朵花其实就是一 
朵花，但却不仅仅是一朵花。

或许我目前唯一接触的生物是工作室里的那些花花草草。
我观察它们的同时，它们也会与我交谈，诸如：“醒来，该干
活儿了！”之类的话。毕竟花卉和植物，永远不会停止工作。

创作自述

Above:
Justin Lim, Sometimes I’d 
rather talk to flowers, 2021, 
Acrylic on canvas, 85 x 146 
cm. Image courtesy of Richard 
Koh Fine Art and artist
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Right:
Justin Lim, Suburbia, 2021, 
Acrylic on canvas, 76 x 61 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Left:
Justin Lim, How did we get 
here?, 2021, Acrylic on canvas, 
76 x 61 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Bottom Left: 
Justin Lim, Is there anyone out 
there? #2, 2021, Acrylic on 
canvas, 35 x 27.5 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Top Left:
Justin Lim, Is there anyone out 
there? #1, 2021, Acrylic on 
canvas, 35 x 27.5 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Top Right:
Justin Lim, Perfect day, 2021, 
Acrylic on canvas, 61 x 76 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Bottom Right:
Justin Lim, Mirage, 2021, 
Acrylic on canvas, 61 x 76 cm. 
Image courtesy of Richard 
Koh Fine Art and artist
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Foreword
by Michael Lee, November 2021

Five years ago, I visited Odelia Tang in her studio space twice 
monthly for consultation on her dissertation. Without 
prompting, she would go straight into business, articulating 
her latest thoughts on her research. I remember wondering 
quite often why this confident art student interested in the 
topic of pain was so time-conscious.

Whenever we hear of acquaintances or friend’s friends having 
taken their own life, we might go: Oh no, this can’t be true! 
What a pity! I could never tell! But have we taken the time 
to notice their struggles when we could? In her work, Odelia 
wants us to pay attention to the sufferings of others and our 
own — not only when things go wrong but right now, or 
whenever we have the chance — and ask how it got there and 
what it’s doing to us.

“What are the children in Singapore and their parents 
suffering from?”, reads the first line of Odelia’s dissertation 
abstract. Beginning from media reports on the rise of youth 
suicides in the 2010’s and other mental health issues like 
anxiety and depression, Odelia looked for clues. She found 
multiple causes: not just economic (global competitiveness), 
political (pragmatism) and socio-psychological (kiasuism, or 
the fear of losing out), but also intergenerational (parental 
pressures) and cultural (Confucian values, e.g., honour 
and filial piety). Chinese-Singaporean youths, in particular, 
she argued, are torn between history and identity; between 
meeting expectations of them as citizens and Asians, and 
making personal choices.

Portraiture initially offered the young artist a means to 
analogise youths’ traumas. Standing in the middle of a 
yellowish space in Bright Future (2016), a painting from “The 
Toil for Happiness” series, is a backfacing naked boy who 
turns around to face the viewer. But we can’t see his face, as his 
features are obscured — or replaced — by an origamic form. 

Held in his hands is a closed glass jar containing a brain with 
half-hammered iron nails. This picture pricks our conscience, 
taunting: Instead of looking at the child in his eyes, to find 
out what he has learnt today or what didn’t go as planned in 
school, are we only concerned with what he can bring home 
using his grey matter? The children in Odelia’s early paintings 
were “conduits”, as she called them, who “mediate the pains” 
among Chinese- Singaporean children, but they could as well 
be projection screens for adults’ unfulfilled desires.

Post-graduation, Odelia’s work shifted in three ways: One: 
The human body has disappeared. Two: Her form has 
expanded from painting to sculpture and installation, and 
therefore, material, from paint to hair. Three: Her subjects 
moved beyond youths. In some of her hair sculptures (e.g., 
Sim, 2020), she paid homage to women she admires. In 
others (e.g., Time is a Weight I Carry, 2019), long synthetic 
hair suspended mid-air were her sculptural statements on 
time passing. My favourite among them is With Nothing (A) 
(2019), a floor piece that looks amusingly like a cross between 
a doormat and a sea urchin.

Her latest assemblages of sharp objects — glass shards, 
scissors, knives, pen-knife blades, iron nails — veiled in dark 
paint or fabric, poke at my skin, even as digital files. They are 
meant to poke, though, to remind me of painful experiences 
as cycles, especially when unacknowledged and unhealed.

Odelia’s works of pain come from a place of care: to inspire 
unique remedies. In other words, they are not prescriptions, 
much less cure-alls, to eliminate all sufferings immediately 
and completely. They are nudges to find pain points we’ve 
forgotten and personal ways of healing. Negotiating with 
pain is important, possible, and urgent, Odelia insists, for 
individuals and so, for societies.

Top Middle Right:
Odelia Tang, Words, 2021, 
Dripping medium, black 2.0 paint, 
steel knives on wood mounted 
honeycomb board, 21 x 29.7 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Top Middle Left:
Odelia Tang, Promises, 2021, 
Dripping medium, black 2.0 paint, 
steel scissors on wood mounted 
honeycomb board, 29.7 x 21 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Top Left:
Odelia Tang, Apologies, 2021, 
Dripping medium, black 2.0 paint, 
concrete nails on wood on wood 
mounted honeycomb board, 
21 x 29.7 cm. Image courtesy of 
Richard Koh Fine Art and artist

Top Right:
Odelia Tang, Actions, 2021, 
Dripping medium, black 2.0 paint, 
large Xacto knife blades on wood 
mounted honeycomb board, 
21 x 29.7 cm. Image courtesy of 
Richard Koh Fine Art and artist



Installation view. Waiting for the Other Shoe, 3 - 23 December 
2021, Richard Koh Fine Art, Gillman Barracks, Singapore. 
Photo courtesy of Richard Koh Fine Art
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The Stakes of Pain 
Essay by Euginia Tan

As a species rigorously adapting to numerous societal 
expectations, pain becomes a measure of threshold 
and a conflicting symbol of vulnerability and received 
aggression. Varieties of pains can indicate dormant 
loopholes in policies, legislature and cultural norms. The 
term “painstakingly” demonstrates what the stakes of 
pain unfold- concentrated efforts, diligence in expending 
detail. In the arduous art-making process, pain can begin 
as, or contribute to the foundations of a work. As time 
and resources provide us with more means, there are 
pains we can conceal away from plain sight.

Our pains remain buried under guises of an alternate 
productive life. Although we bypass stakes of obvious 
physical injury, urban living has equally raised the stakes 
of traumatic, nervous energy and inner blows. This is 
something we are still coming to terms with particularly 
in the domain of mental well-being and emotional 
repercussions. In Odelia Tang’s debut solo exhibition 
Waiting for the Other Shoe, the artist explores depths 
and facets of pain negotiation with an eye and feel for 
discerning textures. Shards of sharp glass and other pain-
inducing objects careen surfaces, enforcing methods in 
which pain can be transmitted: hurled, brandished and 
maligned. Sheens of black are explored in velvet, tulle 
and pitch.

Beneath the tempers of suggested pain, Tang’s work 
beckons the viewer to also question its impenetrability. 
Is pain truly the symbol of harmful, direct consequence 
we often associate it with, or are we simply looking past 
the greater stakes it holds for us? This essay will attempt 
to explore the artist’s navigation of pain metaphors 
(describing, transcribing and prescribing). It will also 
further dissect the potential of pain-bearing through 
Tang’s choice of artistic mediums.

Describing Pain

In writer-researcher Sarah van Binsbergen’s essay on re-
defining symbols in social cohesion, she references art critic 
Anna Tilroe’s observation of symbolic futility. Tilroe had 
called on the need for ‘authentic, meaningful and inspiring 
symbols’ to counter conservative and archaic systems. She 
henceforth described a symbolic void, duly reporting a 
need for symbolic upheaval. “Contemporary symbols... are 
weak and thin, their message one-dimensional. In order to 
create the ‘strong and sustainable’ symbols which are so 
very much needed, Tilroe calls on contemporary artists to 
take this symbolic void seriously, and to fill it with powerful 
images. In others words, artists should take the call for shared 
meaning and values as a cue to create symbols which express 
commonality and unity.”1 Yet pain as a subject matter has 
been unresolved and sometimes untampered with. Like 
a protest, our pain can serve as flags for a personal cause, 
even when we often do not know how or what to rally for 
innately. Tang therefore presents totems and collages of pain 
in motion- Knives are stabbed into a canvas, scissors and 
blades are also pushed with the same acute force. Instinctively, 
we might respond to these symbols as recipients would. We 
feel the plunge of sharpness descend upon us, the same way 
mainstream media has cultivated our pain symbols. We are 
attuned to swallowing such pain symbols with adages of strife, 
murder, sadistic tendencies and impulses.

van Binsbergen’s essay implores that we look at the unifying 
quality of symbols via a more non-manipulative light. “An 
important quality of symbols is their ability to mean different 
things at once… Because of this condensing property, it 
becomes possible for a wide range of groups and individuals 
to relate to the same symbol in different ways… They 
communicate meaning, ideas, and images that are explicitly, 
but also often implicitly, shared by their users; meaning that 

1   Sarah van Binsbergen, Until The Light Suddenly Dawns: Symbols, Compassion, and the Art of Reading Others (Valiz, Amsterdam, LAPS,    
 Research Institute for Art and Public Space / Gerrit Rietveld Academie, Amsterdam, 2017), page 109. 

2 Ibid, page 110.

3  Ibid, page 110 to 111.

Above:
Odelia Tang, Fear Of Nothing, 
2021, Tuelle, velvet, thread, 
concrete nails, rope, tassles and 
trimmings on wood mount 
canvas, 120 x 90 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

is both experienced individually, and embedded in social 
structure.”2 Why this is significant in Tang’s process is due to 
the artist’s prior experience in martial arts training. During 
a studio visit, Tang had remarked that someone else viewing 
the four works Words, Promises, Apologies and Actions (with 
some knowledge in martial arts) acknowledged the strength 
and precision it took to actually deliver an object into a 
hard surface. The reception to Tang’s symbol was radically 
transformed from a pain instigator to that of acquainted 
training technique. 

This informs us that the act of describing pain is nuanced in 
nature. The narrative of a pain threshold can thus be polarizing 
and revelatory in how we receive and process its aftermath. It 
can pre-determine the degrees of being a trauma victim and/
or survivor. In the context of contemporary art symbolism, 
van Binsbergen elaborates that this ‘multivocality of symbols’ 
require immense empathy and understanding rather than 
an urgent demonstration. “Because a symbol operates in the 
public sphere… Two people can use the same symbol without 
attaching the same meaning to it…. The danger is that this 
shared use is in fact based on a misunderstanding. They think 
they are talking to each other, when, in fact, they might be 
talking past each other.”3 Similarly, Tang’s alluded metaphors 
of pain can be speculated with a broader debate. Rather than 
limiting the work as a product or perpetrator of pain, it can be 
interpreted as an accompaniment of pain neutrality. The blunt 
force of objects are composed around, as opposed to against, 
pain factors. This leads in to the next point of transcribing 
pain. How does Tang devise and employ other ways of 
conveying pain neuroses? 
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Prescribing Pain

Above:
Odelia Tang, I Am The Reason 
I Kill Myself, 2021, Tuelle, 
velvet, yarn, concrete nails, 
rope, tassles and trimmings on 
wood mount canvas, 120 x 90 
cm. Image courtesy of Richard 
Koh Fine Art and artist

4 Bessel van der Kolk, M.D., The Body Keeps the Score: Brain, Mind, and Body in the Healing of Trauma (New York, United States of   
 America, Penguin Books, 2015) page 182. 

5   Ibid, page 307.

6 Ibid, page 183. 

7  Rini Hurkmans, The Flag of Compassion. https://   
 flagofcompassion.com/the-flag/     -Last modif ied 2021.

8 Judith Westerveld, Compassion: Do We Take Care of   
 Ourselves? (Valiz, Amsterdam, LAPS, Research Institute   
 for Art and Public Space / Gerrit Rietveld Academie,   
 Amsterdam, 2017), page 61.

9  Ibid, page 64.

Transcribing Pain

In his seminal work on processing trauma The Body Keeps 
Score, Bessel van der Kolk points out the differences between 
our normal versus traumatic memories. Compared to the 
ease and length at which we recall non-traumatic memories, 
traumatic memories actually present themselves in fleeting, 
suspended moments mired in isolation and hostility towards 
the self. “Traumatic memory is not condensed... The traumatic 
enactment serves no function. In contrast, ordinary memory 
is adaptive; our stories are flexible and can be modified to fit 
the circumstances. Ordinary memory is essentially social... 
But there is nothing social about traumatic memory... Re-
enactments are frozen in time, unchanging, and they are 
always lonely, humiliating, and alienating experiences.”4 This 
perspective offers some insight as to why many who have 
gone through traumatic ordeals require periods (unique to 
themselves) to process and translate deep pain. It cannot be 
coaxed out as effortlessly as a less trying memory. In addition, 
since trauma re-enactment is also rooted in a certain self-
loathing slant, we also learn that repeated attempts in verifying 
the trauma might potentially evolve into another traumatic 
experience in itself.

The body responds to traumatic experiences through two 
states of hyper and hypo arousal, which are commonly known 
today as “fight or flight” responses. However, both rob the 
mind and body of anchoring to present moments. As we are 
unable to access a harbour of safety, this constant arousal 
fosters a dependency towards reactions which might leave us 
drained and wrought with fatigue. van der Kolk’s studies offer 
counter solutions by showing the need for a certain artistry 
of the self. As a way to befriend categories of trauma, one can 
provide artistry by extension of introducing structures to our 
mental and emotional sphere. “The three-dimensional nature 
of the structure transforms the hidden, the forbidden, and the 
feared into visible, concrete reality... a structure creates a three-
dimensional image of whom and what you had to deal with 
and gives you a chance to create a different outcome.”5

In understanding these theories, we can ponder about some of 
Tang’s structures. The diptych The Bed I Lie On & The Grave I 
Rest In, comprising of mirror shards, coated in varying degrees 
of gloss, could suggest pangs of frozen trauma enactment. 
While the many shards conspire in a final deer-in-headlights 

tableaux, the formation of the broken shards scattered like 
ashes across the artist’s canvas could also suggest Tang’s foray 
into re-structuring. This dual argument/ agreement with 
one’s pain and self also precedes Tang’s veiled works in Fear 
Of Nothing and I Am The Reason I Kill Myself. A veil could 
suggest a hidden shame, a form of erasure and secrecy. But a 
veil is an interesting choice of fabric as it is not entirely opaque, 
allowing for some semblance of light to seep through. It 
reinstates willing re-structural options through other readings 
of the veil as empowerment- a veil for a new bride, the veil as a 
motif of religious expression and faith, veils of air synonymous 
with the crispness of mountain peaks.

In another instance of pain transcribing, we can examine the 
trio of works titled Here Is Where I lost 1, Here Is Where I lost 
2 and Here Is Where I lost 3. The three works coalesce in frozen 
explosions of glass shards, acetone paint and industrial glue, 
offering a slow motion still of organized wreckage. In analysing 
these works, it would be apt to look back on van der Kolk’s 
research of the prelude to the ‘talking cure’ in psychoanalysis. 
In 1893, physicians Freud and Breuer published a paper on 
the topic of hysteria. What was notable in their paper was the 
finding that hysterical reminisces are unpredictable, occurring 
at a rate of astonishing freshness even after significant time had 
lapsed. These “experiences [were] completely absent from the 
patients’ memory when they are in a normal psychical state, or 
are only present in a highly summary form”.6

Freud went on to discover that the locus of trauma was 
indeed a lack of verbal memory regarding the triggering effect, 
affirming that traumatized persons would continue to act out 
and repeat the trauma as a way of enforced physical and mental 
repetition. Therefore, this theory could assume that spectators 
to visual art are often privy to certain re-enactments of trauma 
in an artist’s sphere. The artistic language can extend beyond 
the schematics of diction and linguistics. This offers quite a 
comprehensive reckoning on what an artist’s pain can bear. In 
turn, it can offer a certain solace to the viewer, since a personal 
interpretation is entirely open to one’s choice. What is their/
our pain driving at? Where are the central valves in the art 
work’s pain points? Where is the collision of pain in this work 
hurtling towards?

Though comfort and remedy are subjective in their forms, 
what is quite definite are their abilities to placate. Artist 
Judith Westerveld expounds on Foucault’s philosophical 
theory of self-care in relation to an ‘ethics of the art of 
existence’, drawing reference from the conceptual artwork 
Flag of Compassion (2002 – present)7 . The Flag of 
Compassion, created by artist Rini Hurkmans, consists of 
three parts: A flag, a manifesto and a distribution platform 
(via the Internet). The Flag is produced in a large edition and 
in different sizes, accompanied with a certificate and a copy 
of its manifesto. It can be purchased from its distribution 
website. Westerveld notes that this work exists only when 
autonomy is available through some capacity, whereby “the 
artwork could only function... in a society where people 
enjoy a certain degree of freedom, giving them the possibility 
to resist and reframe power relations through their own 
actions.”8 These aforementioned actions include practices 
of self-care, not as a means of self- absorption or pulverized 
unwinding, but rather stemming from a need to become a 
transformative community.

Foucault’s derivation from the practices in the ancient 
Greek-Roman world, where the elite deemed themselves 
allowed and worthy enough to issue self-care. From this, 
Foucault deduced that the mastery of self-care was in fact a 
leeway into other forms of societal freedoms. “Elite Greeks 
and Romans practised techniques of self-care to master their 
own body and mind... Care of the self in this way always 
practised in relation to the world around one... Without 
self-care one runs the risk of becoming a slave to one’s 
desires and a tyrant in the play of power relations. Foucault 
sees practices of self-care as constant attempts to prevent 
states of domination and abuse, along with the feelings 
of helplessness, narcissism and hatred that form and feed 
them.”9

The consistency of self-care and comfort has been 
neatly deduced into digestible packages. We can apply 
these through rituals, portable quotes, security objects. 
Prescription thus needs not be a sweeping diagnosis of an 
actual ailment. Rather, it can come in assuaging mannerisms 
customized and identified in self-defined progressive arcs. 
However, in Tang’s work Safety Blanket, comfort becomes 
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a spectre and mutation of coerced relief. While the title is 
familiar and endearing to many of us, the work props itself 
like a scarecrow in a field of anxiety. In saturating the need 
for care, the work also calls to mind a danger of an over- 
prescription to managing one’s stressors. 

Delving into Tang’s current body of work might allow a 
time for considering our boundaries in self-evaluation. As 
we prescribe our pains, are we also in danger of cutting 
too close to the brink? Going back to Westerveld’s essay, 
Foucault pointed out a pressing hurdle to cross in the 
‘aesthetics of existence’. He maintained a continuous mantra 
to ‘problematize what we are, what we do, and the world in 
which we live’10. Westerveld acknowledges this by re-framing 
the governance of self into a vital but oft neglected concern, 
do we take care of ourselves? How much care must we also 
partake, in the realm of seeking comfort? Is comfort in our 
art forged through meandering a regime, or does the allure 
of its tempting yield haunt us forever as a limitless entity?

Opposite Top:
Odelia Tang, Here Is Where 
I Lost 1, 2021, Untempered 
glass shards, acetone paint, 
industrial glue, insulation foam 
spray, and wood board, 45 x 45 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Opposite Middle:
Odelia Tang, Here Is Where 
I Lost 2, 2021, Untempered 
glass shards, acetone paint, 
industrial glue, insulation foam 
spray, and wood board, 45 x 45 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Opposite Bottom:
Odelia Tang, Here Is Where 
I Lost 3, 2021, Untempered 
glass shards, acetone paint, 
industrial glue, insulation 
foam spray, and wood 
board, 45 x 45 cm. Image 
courtesy of Richard Koh 
Fine Art and artist

10 Ibid, page 67.  

Above:
Odelia Tang, The Bed I Lie On 
& The Grave I Rest In, 2021, 
Untempered glass shards, 
Acrylic mirror fragments, 
acetone paint, industrial glue, 
insulation foam spray and 
wood board, 160 x 40 cm. 
Image courtesy of Richard 
Koh Fine Art and artist
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Svay Sareth 

The 10th Asia Pacific Triennial 
of Contemporary Art (APT10)

Installation view. The 10th Asia Pacific Triennial of 
Contemporary Art (APT10), 4 December 2021 - 25 
April 2022, Queensland Art Gallery of Modern Art 
(QAGOMA), Australia. Photo courtesy of Tarun 
Nagesh

4 December 2021 - 25 April 2022 
Group Show / Queensland Art Gallery of Modern Art (QAGOMA), Australia
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Top:
Svay Sareth, Beyond Sunflower, 
2018, Single-channel video with 
sound, 2 mins 55 secs, Edition of 
3. Image courtesy of artist

Bottom:
Svay Sareth, Prendre les mesures, 
2015, Installation with single-
channel HD video with color 
and sound, 1 hour 5 mins 25 
secs, Edition of 3 + 1 AP. Image 
courtesy of artist

Top:
Svay Sareth, I Svay Sareth, 
eat rubber sandals, 2015, 
Performance, single-channel HD 
video, with color and sound, 9 
mins 46 secs looped, Edition of 5 
+ 1 AP.  Image courtesy of artist

Bottom:
Svay Sareth, Mon Boulet, 2011, 
Durational 5 days performance 
from Siem Reap to Phnom Penh, 
Cambodia, Single-channel video 
with color and sound, 8 mins 25 
secs, Edition of 5 + 1 AP.  Image 
courtesy of artist



Installation view. The 10th Asia Pacific Triennial of 
Contemporary Art, 4 December 2021 - 25 April 2022, 
Queensland Art Gallery of Modern Art (QAGOMA), 
Australia. Photo courtesy of Lee Wilkes

4 December 2021 - 25 April 2022 
Group Show / 
Queensland Art Gallery of Modern Art (QAGOMA), Australia Than Sok 

The 10th Asia Pacific 
Triennial of Contemporary 

Art (APT10)
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Tonlé Sap rivers. The Cambodian Royal Palace looks 
onto the banks where these rivers converge and is 
the site of the annual Bon Om Touk (Water & Moon 
Festival) which signif ies the end of the monsoon and 
the reversal of the Tonle Sap currents, performed 
with royal boat races. It is also a place that has 
witnessed catastrophic erosion of waterways through 
controversial building development, which have 
disrupted the water sources that sustain many peoples’ 
lives. The nation also has a landscape dotted with the 
presence of ‘bomb ponds’, remnants of American 
bombings from The Vietnam War, which over time 
have been reclaimed by nature into part of the living 
ecosystem. Ultimately however, Than’s series evokes 
the reliance and interdependence of all life on water 
and echoes the reason why it has been a preoccupation 
of art, culture and belief throughout history.

Each painting focuses on a different aspect of the 
natural world, which is then transformed into a 
unique water pattern, delicately executed in a palette 
of greens and blues reminiscent of the water depictions 
in temple murals. Such patterning typically serves as 
the backdrop to godly narratives in Cambodian art 
and architecture, however Than transforms these into 
their own composition, where the detail and design 
become the primary focus. Individual works become 
a study of a particular animal or plant such as f ish, 
reptiles, water clams and water celery, melding into the 
form of a corresponding water motif. The delicately 
controlled brushstrokes echo contours of waves, 
ripples and changing currents of waterways, exuding 
the meditative rhythm of the flow of water.

The Kbach Teuk project seeks knowledge through 
pedagogy and discipline, and through its application 
Than sees tradition and religious values as edif ices that 
can continue to be rediscovered in the context of our 
contemporary conditions. The project investigates the 
potential of such a discipline today while considering 
the fragility and universal value of one of the most 
essential elements of life.

1 “Artist Prof ile: Than Sok,” Elevations: Contemporary Art Projects in Laos, accessed March 3, 2021, http://www.elevationslaos.net/than_sok/.

Curatorial Notes
by Tarun Nagesh, Curatorial Manager, Asian and Pacif ic Art, QAGOMA

Than Sok infuses new meaning into spiritual practices 
and investigates the ways in which they permeate 
daily life and vernacular culture in Cambodia. His 
art explores how such principles manifest and dictate 
relationships to community and environment, while 
being able to question the role of religious ritual and 
its incumbent sense of morality.

Than grew up in the Southern province of Takeo. Like 
many young people in Cambodia, he assisted monks 
in his adolescence, carrying alms and performing 
other menial tasks which, in their aid to the pious, are 
believed to bring spiritual merit to the family. After 
moving to Phnom Penh, Than enrolled at Reyum 
Institute of Arts and Culture, where he developed 
an aptitude for painting as well as becoming exposed 
to experimental art practices. He began seeing the 
potential to learn and renegotiate Buddhist disciplines 
through a range of artistic media, through which he 
could assess the value and relevance of how Buddhist 
ideas are applied in Cambodia today.

Recently Than has committed to studying and 
developing techniques of a particular form of Buddhist 
painting, focusing on the water patterns in temple 
mural painting known as ‘Kbach Teuk’ (‘water forms’). 
The series pays homage to Than’s former teacher, 
Duong Saree, who was an innovator of Cambodian 
traditional painting, and advocated for more accurate 
representations of the character of water and its role 
and signif icance in ancient Hindu and Buddhist 
narrative painting.1 These are an essential aspect of 
traditional Buddhist art in Cambodia which Than 
has re-conceptualised into an experimental form, 
developing new patterns that are meticulously 
repeated in a process imbued with the discipline and 
persistence intrinsic to forms of ritualistic devotion.

While water has been depicted throughout the 
narratives and epics of Hindu and Buddhist belief, 
underlying Than’s focus is a consideration of human 
relationships to water today, and the signif icance it 
plays in local culture. Than’s home of Phnom Penh 
is a city built on the convergence of the Mekong and 

Bottom Left:
Than Sok, Freshwater Dolphin 
Form, 2021, Acrylic on canvas, 
110 x150. Image courtesy of 
the Prum Ero

Top:
Than Sok, Snail Form, 2021, 
Acrylic on canvas, 110 x150 
cm. Image courtesy of artist

Bottom Right:
Than Sok, Water Lettuce 
Form, 2021, Acrylic on 
Canvas, 110 x150 cm. Image 
courtesy of artist
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Left:
Than Sok, Lotus Flower 
Form, 2021, Acrylic on 
canvas, 110 x150. Image 
courtesy of the Prum Ero

Left:
Than Sok, Riverhemp Form, 
2021, Acrylic on canvas, 110 
x150 cm. Image courtesy of 
artist

Right:
Than Sok, Shrimp Form, 
2021, Acrylic on canvas, 110 
x150. Image courtesy of the 
Prum Ero

Right:
Than Sok, Water Primrose 
Form, 2021, Acrylic on 
canvas, 110 x150 cm. Image 
courtesy of artist



Installation view. The Angkor International Festival of The 
Arts, 10 December 2021 - 31 January 2022, FCC Angkor, Siem 
Reap, Cambodia. Photo courtesy of Buth Sonrin

Pen Robit
The Angkor International 
Festival of The Arts

10 December 2021 - 31 January 2022 
Group Show / FCC Angkor, Siem Reap, Cambodia
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Left:
Pen Robit, Thread (Yellow), 
2018, Oil on canvas, 150 x 
120 cm. Image courtesy of 
the artist

Right:
Pen Robit, Thread 1, 2018, 
Oil on canvas, 110 x 75 cm. 
Image courtesy of the artist

Left:
Pen Robit, Thread 2, 2018, 
Oil on canvas, 110 x 75 cm. 
Image courtesy of the artist

Right:
Pen Robit, Thread 3, 2018, 
Oil on canvas, 110 x 75 cm. 
Image courtesy of the artist

Pen Robit participated in the Angkor International Festival of the Arts in Siem Reap, Cambodia. It was an international 
festival that featured performances from around the world including musicians, artists, writers and dancers.
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Anuar showcased in a group show organized by Aicon Gallery in New York, United States. Titled, Notes from the 
Motherland, the show featured six exciting artists who interrogate the histories and traditions that make them who 
they are, drawing from external elements around them and others looking inward.

Exhibition Curatorial 
The motherland is an improbable place; each individual’s 
perception of the homeland is personal and specific. It is not a 
static, concrete notion, but rather, it possesses an ever-evolving 
fluidity. Migration, the movement of people and their cultures, 
has persisted throughout history. Globalization, however, has 
interconnected geographic regions despite disparities in time 
and space. Ideas flow more freely between people around the 
globe, and boundaries are constantly shifting.

The continuation and embodiment of our heritage in an 
increasingly homogenized world is a theme considered by each 
artist. Through roots in South and Southeast Asia, the one 
unifying current is understanding and coming to terms with 
the postcolonial present. In the Global South, much of our self-

Installation view. Notes from the Motherland, 16 December 
2021 - 22 January 2022, Aicon Gallery, New York, USA. Photo 
courtesy of Aicon Gallery

understanding is derived from colonial sentiment. By exploring 
history through personal identity, these artists gain agency over 
the telling of these histories.

Each artist has taken a different approach to critique and 
interrogate the histories and traditions that make us who we 
are. For these artists, there are not overtly political statements 
to be made, but an emotional exploration that the self-
representational tension is parsed out. Through grappling 
with clashing notions of sexuality, gender expression, religious 
practice, or a reconciliation of our contemporary lifestyles with 
those of previous generations, these artists carve out a home for 
themselves through their art.

16 December 2021 - 22 January 2022 
Group Show / Aicon Gallery, New York, USA

Notes 
From The 
Motherland

Haffendi Anuar
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Opposite Left:
Haffendi Anuar, Pagi di Kotaraya 
(Morning in the City), 2021, Kain 
pelikat, hemming tape, eyelets, 
zinc washers, dyed canvas, oil, 
acrylic, spray-paint, thread, wood 
and screws, 286 x 134 cm. Image 
courtesy of Richard Koh Fine Art 
and artist

Top:
Haffendi Anuar, BBs Duet I, 2021, 
Oil, acrylic, sand, modelling paste, 
Time Out London and Financial 
Times clippings on canvas board, 
51 x 40.5 cm each, 51 x 81 cm 
total. Image courtesy of Richard 
Koh Fine Art and artist

Bottom:
Haffendi Anuar, BBs Duet II, 
2021, Oil, acrylic, sand, modelling 
paste, Time Out London and 
Financial Times clippings on 
canvas board, 51 x 40.5 cm each, 
51 x 81 cm total. Image courtesy 
of Richard Koh Fine Art and artist
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Above:
Haffendi Anuar, Badan dan 
Bangunan (Bodies and Building), 
2021, Kain pelikat, hemming tape, 
eyelets, zinc washers, dyed canvas, 
oil, acrylic, spray-paint, digital 
print on velvet, thread, wood 
and screws, 240 x 115 cm. Image 
courtesy of Richard Koh Fine Art 
and artist

Above:
Haffendi Anuar, Pengaturan 
(Arrangement, Master Plan), 
2021, Kain pelikat, felt, hemming 
tape, eyelets, zinc washers, dyed 
canvas, oil, acrylic, spray-paint, 
gutter pipe, plastic rice bags, 
thread, wood and screws, 190 x 
130 x 10 cm. Image courtesy of 
Richard Koh Fine Art and artist
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Haffendi Anuar
PULSE Awards 2021

16 December 2021 - 7 March 2022 
Awards / Group Exhibition / 
PULSE Gallery, Bangkok, Thailand 

Haffendi Anuar, Bodybuilders Duet Under Moonlight, 2021, Oil, acrylic, sand, 
modelling paste, Time Out London magazine clippings on canvas board, 51 x 40.5 cm 
each, 51 x 81 cm total. Photo courtesy of Richard Koh Fine Art and Haffendi Anuar
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18 December 2021 - 28 February 2022 
Solo Show / Walaoweh Dumpling Cloud Kitchen, Selangor, Malaysia 

Unprecedented Order: 
The Fold

Faizal Yunus

Installation view. Unprecedented Order: The Fold, 18 December 
2021 - 28 February 2022, Walaoweh Dumpling Cloud Kitchen, 
Selangor, Malaysia. Photo courtesy of Faizal Yunus
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Artist Statement

An addendum to the pieces in the Unprecedented Order 
series, The Fold is the continuation pieces that reflects the 
responses towards the pandemic, which I foresee would 
be our new norm for quite some time. This time around, 
these pieces revolve around the newfound journey.

At times, we are forced to make decisions or choices based 
on only what’s presented before us, not being able to 
afford to think far ahead- of what the future implications 
might be if we take on a path. Nonetheless, in the 
uncertainty of today’s world, we need to have faith that 
there will be light at the end of the tunnel. And once we 
f ind it, we run towards it.

I was one of those who was distressed by the pandemic. 
In the period of quiescence, where our movements were 
limited, my art-making journey was also hindered as I 
could not go to the studio to continue doing my artwork.

However, in my refusal to be dormant, I discovered a new 
passion - food. From making art on canvas, I learnt that 
I could also create art in the form of food. This is when I 
started working on Walaoweh Dumpling, a food business 
that focuses on producing homemade halal dumplings. 
Through this new journey, I was able to integrate both my 
passion for making art and making dumplings.

As the saying goes, when life gives you lemons, you make 
lemonade. In my case, I made dumplings. In the face 
of adversity, sometimes we had to take the reins of the 
challenges in life and make something out of them. When 
things go wrong, we don’t go with them. We have a new 
way for us to walk on.

As the country is moving towards its recovery mode, and 
I can start working on my arts again, I realised that me 
venturing into food making does work hand in hand with 
my arts.

For me, The Fold is the extended version of printmaking. 
The traditional printmaking is a process of transferring a 
conventional image from blocks to paper. In my series, I 
am transferring the pattern from a plate to a 3D form. As 
someone who is trained in printmaking, I want to take a 
different approach towards this method.

From this new experience, I have learnt that it is necessary 
to be adaptable to change, and if we refuse to do that 
and only focus on working with the same routine, then it 
would be hard for us to survive. This series represents the 
memories of how I survived during the pandemic by doing 
something that I am not used to, but fell in love with it.

Today, I am proud to say that I am enjoying every bit of 
this new journey. The fun, and the hard parts. My hope 
for the future is for people to be able to f ind joy in both 
food and art

Faizal Yunus,
December 2021, Shah Alam

Opposite Top:
Faizal Yunus, TFS7, 2021, Resin, 
fiber glass and automotive paint, 
37 x 69 x 18 cm. Image courtesy 
of the artist

Opposite Middle: 
Faizal Yunus, TFS2, 2021, 
Resin, fiber glass and automotive 
paint, 102 x 107 x 30 cm. Image 
courtesy of the artist

Opposite Bottom:
Faizal Yunus, TFS4, 2021, 
Resin, fiber glass and automotive 
paint, 175 x 101 x 42 cm. Image 
courtesy of the artist

Top Left:
Faizal Yunus, TFS1, 2021, Resin, 
fiber glass and automotive paint, 
68 x 37 x 27 cm. Image courtesy 
of the artist

Top Right:
Faizal Yunus, TFS6, 2021, 
Resin, fiber glass and automotive 
paint, 163 x 107 x 42 cm. Image 
courtesy of the artist

Bottom Left:
Faizal Yunus, TFS3, 2021, 
Resin, fiber glass and automotive 
paint, 168 x 107 x 45 cm. Image 
courtesy of the artist

Bottom Right:
Faizal Yunus, TFS5, 2021, 
Resin, fiber glass and automotive 
paint, 173 x 107 x 42 cm. Image 
courtesy of the artist
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Hasanul Isyraf Idris, James Seet & Justin Lim

The Back Room Shop

Installation view. The Back Room Shop,  7 - 31 January 2022, 
The Back Room, Kuala Lumpur, Malaysia. Photo courtesy of 
The Back Room

7 - 31 January 2022 
Group Exhibition / The Back Room, Kuala Lumpur, Malaysia

RKFA started off 2022 in a collaborative spirit and 
continued its partnership with the Back Room KL at 
Zhongshan building. Malaysian artists Hasanul Isyraf Idris, 
James Seet and Justin Lim were part of The Back Room 
Shop pop-up store project which featured a host of art 
works and merchandise including books, zines, badges, tote 
bags, silkscreen pillows, etc. Lim contributed limited edition 
prints from his notable Planet Shangri-La series, Seet offered 
a delightful range of porcelain/ ceramic urchin works and 
Hasanul presented a beautiful suite of gouache and acrylic 
works on paper depicting exotic birds.
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Top: 
Hasanul Isyraf Idris, Burning 
Heart, 2021, Gouache and 
acrylic on paper, 29.7 x 21 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Bottom:
Hasanul Isyraf Idris, Giving 
Heart Crowned Flowercrest, 
2021, Gouache and acrylic on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Bottom Left:
Hasanul Isyraf Idris, Innocence 
Neon Bearded Hummingbird, 
2021, Gouache and acrylic on 
paper, 29.7 x 21 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Top Left:
Hasanul Isyraf Idris, Marbled 
Seeker Hermit, 2021, Gouache 
and acrylic on paper, 29.7 x 21 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Middle:
Hasanul Isyraf Idris, Pure 
Ratio Love Spirit, 2021, 
Gouache and acrylic on paper, 
29.7 x 21 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Bottom Right:
Justin Lim, No Man’s Land, 
2019, Digital print, 69 x 56 
cm, Edition of 10. Image 
courtesy of Richard Koh Fine 
Art and artist

Top Right:
Justin Lim, Shangri-La, 2019, 
Digital print, 66 x 60 cm, 
Edition of 10. Image courtesy 
of Richard Koh Fine Art and 
artist
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Joshua Kane Gomes
RV Woods: The First

7 - 14 January 2022  
Group Show / Visual Arts Centre, Singapore  

Installation view. RV Woods: The First,  7 - 14 January 2022, 
Visual Art Centre, Singapore. Photo courtesy of RV Woods, 
Singapore
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Above:
Joshua Kane Gomes, o_o, 2022, 
Mahogany wood and paint, 
75 x 105 x 105 cm each. Image 
courtesy of RV Woods, Singapore 
and artist
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Bottom Left:
Pen Robit, The Fragmentation, 
2020, Oil on canvas, 55 x 75 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Bottom Right:
Pen Robit, The Scream, 2020, 
Oil on canvas, 130 x 130 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Top Left:
Pen Robit, Progressivity, 2020, 
Oil on canvas, 120 x 150 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Top Right:
Pen Robit, The Wing, 2020, 
Oil on canvas, 55 x 75 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Middle Right:
Pen Robit, Primitive Life, 
2020, Oil on canvas, 125 x 125 
cm. Image courtesy of Richard 
Koh Fine Art and artist
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Artist Statement 
This series, Wing of Tomorrow, has its genesis in my lifelong 
fascination with the concepts of and the correlation between 
power, military, governmentality, and subjectivity. It imaginatively 
and observationally explores and expands the notion of ‘order,’ be 
it organization and disposition, harmony and control, directive, 
and class. In and of itself, this notion is embedded with two 
antagonistic forces, if not a dualistic function or binary system, 
of positive and negative, of life and death, of beauty and ugly, 
of power and weakness, of real and imaginary, and of utopia 
and dystopia. In a spatiotemporal sense, these oil on canvases 
both represent and constitute what might be considered as the 
manifestation of these paradoxes and as well as a terrain in which 
these paradoxes are at play.

The formulation of Wing of Tomorrow-scape, twenty-four 
paintings, has its painterly beginnings in two pieces, Military Boots 
and Still Life, which all are ‘still life’ in their won rights, or at least 
in their compositional semantics. Setting against colorful and 
melancholic backdrops of an imagined and unidentifiable space, 
the central subject matters, black boots and blue vase with flowers, 
embody both strength and fragility, stability and tranquility, 
and, to me, memorialize what I would say the present absence of 
death, of which colors justify and formalize its beauty. In Khmer 
linguistic proper, a flower is always associated with the conception 
of femininity or representing the woman themselves. This cultural 
embeddedness implies a correlation between weakness and woman, 
who, in this sense, are subject to domination, obviously by the 
masculine forces: pen, text, and male gaze. In this series, however, 
flowers are not women, and they cannot be. Instead, in this body 
of work, flowers provide an onset of beauty and life.

Wing of Tomorrow’s landscape is predominately coated with bright 
and primary colors, red, blue, yellow, the genesis of all colors, and 
endless possibilities and imagination. In this landscape, I attempted 
to experiment with colors, their possibility and their permissibility, 
and as well as with my newly found interest in figurative painting. 
After a long period of playing with line and dripping techniques, 
this is my second time exploring figuration and including the form 
into my creative repertoire. My interest in figurative work could be 
a return to realism or a real-world instead of abstractionism. While 
realism may be a premise in this series, it is not my attempt to have 
my works obtained a realistic or naturalistic appearance. Indeed, 
the real and the imagined informed my creative approach to the 
twenty-four canvases nize what is real and what is not.

Pen Robit
Phnom Penh, April 2021

Installation view. Wings of Tomorrow,  10 January - 10 February 2022, 
Silapak Trotchaek Pneik (YK Art House), Cambodia. Photo courtesy 
of © STP Cambodia (Bun Chan)
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Bottom Left:
Pen Robit, Beautiful Day, 
2020, Oil on canvas, 155 x 120 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Left:
Pen Robit, Flying Saucer, 2020, 
Oil on canvas, 60 x 60 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Top Middle:
Pen Robit, Military 
Boots,2020, Oil on canvas, 50 
x 40 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Bottom Right Above:
Pen Robit, Robotic Soldiers, 
2020, Oil on canvas, 75 x 110 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Second: 
Pen Robit, The Green Regalia, 
2020, Oil on canvas, 60 x 60 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Right:
Pen Robit, The Deathbed Note, 
2020, Oil on canvas, 60 x 60 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Fourth:
Pen Robit, Red Beach, 2020, 
Oil on canvas, 60 x 60 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Bottom Right:
Pen Robit, Men’s Briefcase, 
2020, Oil on canvas, 150 x 120 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Bottom Middle:  
Pen Robit, Autocrat, 2020, Oil 
on canvas, 150 x 120 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Middle Right:
Pen Robit, The Great Meeting, 
2020, Oil on canvas, 120 x 150 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Bottom Right Below:
Pen Robit, The Real Man, 
2020, Oil on canvas, 75 x 55 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Middle Middle:
Pen Robit, Late Night Drinks, 
2020, Oil on canvas, 110 x 75 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Right:
Pen Robit, Poppy Plants, 2020, 
Oil on canvas, 75 x 55 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Middle Left:
Pen Robit, Still Life, 2020, Oil 
on canvas, 50 x 40 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Bottom Left Above:
Pen Robit, Repressure, 2020, 
Oil on canvas, 60 x 60 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Bottom Left Below:
Pen Robit, The Mirror, 2020, 
Oil on canvas, 75 x 55 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Top Left:
Pen Robit, Self-portrait, 2020, 
Oil on canvas, 150 x 120 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Bottom Left:
Pen Robit, The Red Cage, 
2020, Oil on canvas, 75 x 110 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Bottom Right:
Pen Robit, Night Dessert, 2020, 
Oil on canvas, 130 x 130 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Top Left Images: Bottom Right Images: 

Right Images: 
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Top right:
Joshua Kane Gomes, Washed II, 
2021, Worn sports shoes, felting 
wool and buttons, 17 x 33 x 24 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Bottom Right:
Joshua Kane Gomes, Washed I, 
2021, Worn sports shoes, felting 
wool and buttons, 20 x 37 x 33 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top left:
Joshua Kane Gomes, howtorun-
fromimaginaryseamonsters, 2021, 
Steel, stainless steel mesh, rope 
and eyebolts, 69 x 104 x 70 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Middle Above:
Joshua Kane Gomes,  
howtobeatnon-existenttrafficjams, 
2021, Steel, stainless steel mesh, 
rope and eyebolts, 68 x 98 x 85 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Middle Below:
Joshua Kane Gomes, finger-
scrossed(waitingforthatgoodmorn-
ingtext), 2021, Steel, stainless steel 
mesh, rope and eyebolts, 61 x 54 
x 49 cm. Image courtesy of Rich-
ard Koh Fine Art and artist

From Top to Bottom:



Installation view. Bread Crumbs, 14 - 29 January 2022, Richard 
Koh Fine Art, Gillman Barracks, Singapore. Photo courtesy of 
Richard Koh Fine Art
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Joshua Kane Gomes

The forces of our memories are hard to predict. Some 
memories are delicate, tiptoeing in our minds furtively. 
Some are brute yet invisible gales of strong winds. And 
there are others that come abrupt and short-lived, like 
the flick of a matchstick. We carry and juggle the weight 
of our memories with varying efforts. Sometimes, we 
are fortunate enough to deliver an effective balancing 
act. Occasionally, something falls from our grasp and 
we lose our footing, struggling to get back up on our 
feet again. As we cope with an assortment of memories, 
we have adapted as the hermit crab has. We learn to 
outgrow and manoeuvre our thoughts into new shells, 
particularly larger ones that fit and provide more 
breathing room.

What then, becomes of our old shells? What do we 
leave behind when we move on? In Joshua Kane Gomes 
and Sarah Radzi’s dual exhibition Bread Crumbs, the 
artists commemorate notions of duplicate personas in 
response to lingering memory trails.Using installations 
and paintings as artistic devices for cocooned reflection 
and malignant vulnerability, Gomes and Radzi present 
a vivid palette of past and present recollections in an 
unspecified time of limbo. This essay will elaborate on 
their current body of works around themes of a “second 
self”, i.e. the artists’ respective versions of an innermost 
state of being.

In Gomes’s choice of works for Bread Crumbs, a central 
hoodie-clad figure pervades most of his narrative. It is 
mouthless and limbless, innocuously endearing with 
an air of unassuming sadness. The figure’s posture 
tends to be bent, never straightened. It curls, slouches 
and slumps in different degrees of self-depreciation. 
Encasing the figure are mesh cages, providing some 
sort of accompanying vessel to the figure’s posture. 
In the works howtobeatnon-existenttrafficjams and 
howtorunfromimaginaryseamonsters, the mesh cages 

Second Self
Essay by Euginia Tan 

appear to propel or transport the figure in an imaginary 
commute. Proportionately befitting and snug, the 
works suggest a certain comfort and sanguinity. As 
inferred from the titles, there is a sense of guaranteed 
escapism from conventional terrors, be it in the real 
world (of traffic jams) and its fictions (sea monsters). 
The figure and its cages are less adequately fitted 
in fingerscrossed(waitingforthatgoodmorningtext) 
and unfortunately,there’sroomfortwo, wherein the 
cages appear to be more interfering, in violation of 
the figure’s proximity. The titles also suggest a more 
disorienting tandem in a realm of antsy waiting and 
imposed accommodation.

In scholar and critic Timotheus Vermeulen’s essay 
Contraction and Expansion, he offers two polarizing 
insights on the authenticity of the self: The first in 
which authenticity is wielded by one’s own impulses 
and decisions, with no influence whatsoever from 
external pressures. “The first voice contends, loudly and 
confidently.... That authenticity is the decision to act 
as oneself, according to one’s own intellectual, spiritual 
and bodily inclinations as opposed to the pressures 
of the outside world...”1 He further dissects that this 
point has been contradicted on various occasions, 
that it has “lost its power to convince in the wake of 
the structuralist and poststructuralist dissections.... 
According to this voice, in other words, authenticity 
doesn’t exist, or in any case not in the way many may 
have thought.”2 The second insight Vermeulen extends 
is that authenticity is still very much rife in observation 
and empathy. Although we all have contrasting 
experiences in meandering through life, “the authentic 
act, here, is to share what something feels like to you, 
as opposed to presuming to explain how it works as a 
general matter.”3

1 Timotheus Vermeulen, Contraction and Expansion (Astrid Vorstermans / Valiz, Amsterdam, with Impakt Foundation, Utrecht,  
 2017), page 21.

2 Ibid.

3   Ibid, page 22.

Top Right:
Joshua Kane Gomes, Dustbunny 
#1 and #2, 2022, Felt Wool, 
buttons, approx dimensions 11 
x 11 x 12 cm. Image courtesy of 
Richard Koh Fine Art and artist

Bottom:
Joshua Kane Gomes, unfortu-
nately,there’sroomfortwo, 2021, 
Steel, stainless steel mesh, rope 
and eyebolts, 102 x 62 x 71 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Middle Left:
Joshua Kane Gomes,  
BLUESKIES, 2021, Neon, 28 
x 36 x 5 cm. Image courtesy of 
Richard Koh Fine Art and artist
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Sarah Radzi

For Radzi’s five paintings, we also observe figures of 
ambiguous gender, form and species take reign in 
her works. There are slightly more features attached 
to some of them, such as hair, ears, eyes and mouths, 
but their overall appearance is open to interpretation 
regarding the type of place and climate they inhabit. 
The backdrop of the paintings provide a dream 
sequence of activities; there is movement, touch, 
dissolving and evolving. Every nook and cranny gathers 
a fulcrum of possible fiction, finished with a calm, 
mirthless landscape. Though emphasized thoroughly 
with colour, the works exude consistency in a certain 
dimension. Radzi conjures a portal into personal 
myth where the psyche flits in and out of waking and 
hibernating.

In Radzi’s works, we can think about the second self as 
a performative instrument. The idea of a performative 
aspect in the self has often been documented in various 
material, and we can convey this outwardly via speech, 
appearance, writing, etiquette, etc. In artist Tavi 
Meraud’s essay Iridescence, Intimacies, she uses the idea 
of camouflage and shine to describe a personal armour. 
She describes this in the scope of the animal kingdom, 
where light and luminescence are emitted from 
creatures under the sea. “Embedded within the flesh of 
this specific squid, but also found in similar instances 
throughout the animal kingdom, iridescence is always a 
marker of this interior-exterior negotiation. It is a kind 
of sign, secreted from within the being of the animal, 
working its way toward the external world.”5

4  Ibid, page 24. 

5  Tavi Meraud, Iridescence, Intimacies (e-flux Inc. journal, Sternberg Press, Berlin, 2017) page 141.

What Gomes alludes to using his figure-motif is a 
murky swamp where our authenticity breeds deep- it 
fights hard to resist in conformity till it has no other 
choice but to escape, his first voice of a palpable 
authenticity lauding its passions. Yet on the other hand, 
his second voice of authenticity beckons the viewer 
as well, its resignation and piety to awkwardness and 
anxiety relatable and engulfing. Disposing ourselves 
of functions, responsibilities and purposes, is our 
authenticity still something we harness ourselves 
onto? Are we able to exist in a form that requires no 
specification of what we claim to be?

Gomes continues his text-based experimentation with 
BLUESKIES, drawing on the use of optical illusion to 
achieve an aftereffect. The work employs searing red 
neon lights, producing a cyan tint upon looking away 
from the work. Adhering to wordplay, Gomes also 
presents two other works Washed I and Washed II, 
referring to the slang of being ‘washed up’ in basketball. 
The works morph into literal bunnies in shoes, 
suggesting exaggerated ‘dust bunnies’ from the neglect 
and disengagement with previous contact (especially in 
team sport) owing to the pandemic’s aftermath.

As we ponder about Gomes’s observations on the 
need and lack of social contact, we can refer back to 
Vermeulen’s points of social authenticity. Vermeulen 
expounds on the idea of an ‘emotional resonance’ as a 
pillar of aforementioned authenticity, contemplating 
on the kind of authentic relation to others we actively 
seek and forge. Whether it is “empathy, passion, trust, 
hope, or reliance, or even faith. What matters is that 
it is a register that relates to others, that isn’t possible 
without a relationship to others. For instance, in the 
act of trusting, you impart part of the responsibility 
for your corporeal wellbeing, if its past or present or 
future state, in the hands of the other person or thing 
or activity... In performing emotional resonance, 
you acknowledge that you are at once the outcome 
of a social apparatus and its origin.... Each coming 
from where you imagine or pretend to find yourself 
at that moment.”4 As we establish rapport in others, 
we attach a state of remembrance to them where we 
render ourselves vulnerable, because at the lure of being 

Top:
Sarah Radzi, Of Perseverance and 
Misery, 2021, Acrylic, oil pastel 
and charcoal on canvas, 152 x 183 
cm; 30 x 30 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Bottom:
Sarah Radzi, An Intervention for 
a Destructive Behaviour, 2021, 
Acrylic, oil pastel and charcoal on 
canvas, 152 x 182 cm; 15 x 15 cm; 
15 x 15 cm. Image courtesy of 
Richard Koh Fine Art and artist

remembered, we take on a gamble of being forgotten. 
Gomes portrays the bait and tackle of this game of 
forget-me-not, where we can look away and remember 
something else, faded and inside out. Otherwise, we 
chuck and repress our memories into something that 
builds up, larger and more deceptive than what it 
started out as.
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surfaces, armours or camouflages either challenge us 
to wonder about the nature of a thing- is it a mere 
platitude to label matter as being in movement to one 
another? Do we study the idea of consciousness on a 
separate plane altogether? How does that hinder us 
from experiencing the world?

Radzi’s final work could suggest a harmony of 
Meraud’s surface exploration. In Lonely Conversation, 
the figures are drawn in resemblance to one another. 
As opposed to the other works’ where there are clear 
distinguishing features from one figure to the other, 
these figures seem to be near identical. They are relaxed 
in a horizon with no definite angles and skyline- we 
might be looking at them the way we would watch a 
movie on screen. Alternatively, it is also possible to be 
looking at them in real life, in real time, the way we 
would partake in a picnic outdoors. Through Radzi’s 
paintings, we could also ponder on this very phrase of 
making a “body of work”. What is a body of work? 
What are bodies in works? Within and without the 
premises of a body, what then is the idea of work?

Self, Seconded

Through the vouching of different iterations of the 
self, Gomes and Radzi command as mechanics in 
repairing second-hand memories. At the core of our 
remembrance and nostalgia lie defects of the mind, the 
wheels of our past wear and tear while we emerge fazed 
and scathed. When we upholster our memories in the 
name of self-preservation, change and resilience, we 
may wince at the thought of who we were and who we 
succumb to being.

Perhaps there is a silver lining at the thought of never 
having a true self. When life proves gruelling and the 
maze of endless possibilities test our limited tolerance, 
there is comfort in re-invention and erasure of identity 
at our own hands. Gomes and Radzi lay bare the bones 
of a fragile, scattered memory album left to be flipped 
at any possible direction. They magnify the irony of 
having been, and question the point of being. And 
while it may appear indulgent, it is inevitable that in 
the servings and portions of the self, we very often ask 
for seconds.

Radzi’s works emit a similar mystery in her negotiation 
of inner and outer selves. In the works Fake it til You 
Fake it Some More and Meeting of the Mind, phantom 
and flesh figures meet each other in the middle of 
the canvas, acknowledging a presence the way we 
would pick up traces of scents. Smells permeate our 
surroundings without needing to be seen, conversely, 
the other selves in Radzi’s works command visibility 
although they have not been actualized. Another kind 
of performative slant present in the works showcase 
figures in motion, as in Of Perseverance and Misery 
and An Intervention for a Destructive Behaviour. 
The former presents a female figure dancing next 
to an unmade bed, carefree and effusive. Outlines 
of movement murmurs shroud her, the scene is 
simultaneously quiet and energetic. The latter work 
shows five different coloured figures of different hues 
and opacity, each seemingly echoing the next in a 
confined space. A small window allows the only source 
of light and ventilation to where these figures are 
positioned. However, light and space travel freely, the 
room is never claustrophobic.

In Meraud’s essay, she elaborates further on the 
thought of surfaces as a theory of moving and 
revolving akin to astronomer Copernicus’s theory of 
revolutionary suggestion, “just as the sun no longer 
revolves around the earth but the earth around the 
sun, objects do not form our cognition of them but 
rather we form them. The locus of the production of 
reality has shifted.”6 Meraud counters these ideas of 
shifting reality using philosopher Edmund Husserl’s 
concept of phenomenology, whereby Husserl argued 
that the study of consciousness must actually be 
very different from the study of nature as we know 
it to be. “For it seems that we begin with conscience 
experience, we begin with an awareness of the world, 
and to begin to question the hows and whys of this 
awareness, to bracket all potentially dubious elements 
of that cognitive moment, it seems necessary to bracket 
everything that is foreign to consciousness. But then 
we ostensibly become stuck in the mind and cannot 
go back out to the world, the world that must be really 
out there. This is the problem that haunted Husserl...”7 
From these two perspectives, we glean that external Middle:

Sarah Radzi, Fake it til You Fake 
it Some More, 2021, Acrylic, oil 
pastel and charcoal on canvas, 30 
x 30 cm; 183 x 137 cm; 15 x 15 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Bottom: 
Sarah Radzi, Meeting of the 
Mind, 2021, Acrylic, oil pastel 
and charcoal on canvas, 15 x 15 
cm; 183 x 137 cm; 30 x 30 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Top:
Sarah Radzi, Lonely Conversation, 
2021, Acrylic, oil pastel and 
charcoal on canvas, 183 x 137 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

6  Ibid, page 149.

7  Ibid, page 150.
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Installation view. S.E.A. FOCUS 2022 Chance / Constellation 
of Zelin Seah (Top) and Melissa Tan (Bottom), 14 - 29 January 
2022, Tanjong Pagar Distripark, Singapore. Photo courtesy of 
Richard Koh Fine Art

SEA FOCUS 2022
15 - 23 January 2022 
Group Exhibition / Tanjong Pagar Distripark, Singapore

Zelin Seah 
Two-Dimensional Man
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There is a flat and concealed world I am experiencing: the skimmed walls, the flat 
screens, and the expressionless faces. Underneath the seamlessness there are many we 
hide, such as pipes and wires, and emotions. My works from the recent years all address 
similar issues on spiritual void that derive by digitalization. In this series of works, I 
intend to reinterpret the aesthetics of ancient relief by exploring knife-carving technique 
on the surface of the paintings. For me, this is an act of mining out possible meaning 
from the void. Scratch after scratch, traces of daily images were synthesized, as if floating 
in the 3-D modeling workspace, revealing my experience of hovering between daily 
space, virtual space and spiritual space.

As I am familiar with being confined in the limited space of modernity, I find the 
lockdown is one of the extreme versions that accelerated its development. Not only did 
it try to limit my body, but also my mind was overloaded and predicted by the Internet. 
The title “Two-Dimensional Man” echoes Herbert Marcuse’s description of “One-
Dimensional Man”. In the one-dimensional world of thought and behavior, the ability 
of critical thinking and opposing behavior gradually disappears. In addition, the “Two-
Dimensional Man” is a metaphor I borrowed from the “Lying Flat” movement initiated 
by the younger generation in China, suggesting a new attitude towards life: lying flat, 
turning to a slow life, in order to leave room for thoughts, to correspond to the scientific 
progressive social pressure. As a respond, this series of works hints at my will of staying 
flat in the over-progressive modernity.

Zelin Seah
Kuala Lumpur, December 2021

Right:
Zelin Seah, Point of departure, 
2021, Oil and aerosol spray 
on linen, 145 x 90 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Left:
Zelin Seah, Throwness, 2021, 
Oil and aerosol spray on linen, 
145 x 90 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Middle:
Zelin Seah, Not-being-at-home, 
2021, Oil and aerosol spray 
on linen, 145 x 90 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Left:
Zelin Seah, Overman, 2020, 
Oil and aerosol spray on linen, 
200 x 180 cm. Image courtesy 
of Richard Koh Fine Art and 
artist
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Left:
Zelin Seah, One-like-many, 
2021, Oil and aerosol spray 
on linen, 200 x 120 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Right:
Zelin Seah, Single-out, 2021, 
Oil and aerosol spray on linen, 
200 x 120 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Right:
Zelin Seah, Really breathe, 
2021, Oil and aerosol spray 
on linen, 200 x 120 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Left:
Zelin Seah, Slow down!, 2021, 
Oil and aerosol spray on linen, 
200 x 120 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Center:
Zelin Seah, Warm up first, 
2021, Oil and aerosol spray 
on linen, 200 x 120 cm. Image 
courtesy of Richard Koh Fine 
Art and artist
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Hasanul Isyraf Idris
Another Continent

Curated by Nobuo Takamori

15 January - 13 March 2022 
Group Exhibition / Taitung Art Museum, Taiwan

Curatorial guide, Another Continent, 15 January -13 March 
2022, Taitung Art Musuem, Taiwan. Photo courtesy of Taitung 
Art Museum

Right:
Hasanul Isyraf Idris, Air Door 
Marinate, 2019, Acrylic on 
canvas 91.5 x 61 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Left:
Hasanul Isyraf Idris, Primal 
Breast, 2019, Acrylic on canvas 
91.5 x 61 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

In Jan 2022, notable Malaysian artist Hasanul Isyraf participated in the group exhibition, Another Continent at the Taitung 
Art Museum, Taiwan. The show curated by Nobuo Takamori featured two works from Hasanul’s long running and iconic 
Higher Order Love (HOL) series that the artist ascribed his own meaning and interpretation to personal experience, life 
events and rites of passage. 

The two works - which form a larger part of the HOL: Scab: Crying Tiger in The Night Market series -    presented familiar 
subjects, such as cooking paraphernalia and ingredients, that are commonly found in the kitchen, which the artist considers 
as “the heart of the house” as it nurtures the growth of its occupants. The series focuses on the chaotic and brutal cooking 
process to draw parallels to the complexities of contemporary life, as the symbol of a cooking knife hints at the use of knives 
in fights, hunting and surgery.
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Pen Robit

The Ontology of 
Form and Color

1 February - 30 April 2022 
Solo Exhibition / Rosewood Phnom Penh Art Gallery

Installation view, The Ontology of Form and Color, 1 February - 
30 April 2022, Rosewood Phnom Penh Art Gallery, Cambodia. 
Photo courtesy of © STP Cambodia (Bun Chan)
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Middle right:
Pen Robit, The Nature, 2021, 
Enamel paint on canvas, 120 
x 120 cm. Image courtesy 
of ©Phearun Yin, STP 
Cambodia, 2022

Top left Below:
Pen Robit, The Square, 2021, 
Enamel paint on canvas, 
50 x 50 cm. Image courtesy 
of ©Phearun Yin, STP 
Cambodia, 2022

Middle left:
Pen Robit, Building II, 2021, 
Oil on canvas, 80 x 60 cm. 
Image courtesy of ©Phearun 
Yin, STP Cambodia, 2022

Top left Above:
Pen Robit, The Circle, 2021, 
Enamel paint on canvas, 
50 x 50 cm. Image courtesy 
of ©Phearun Yin, STP 
Cambodia, 2022

Bottom:
Pen Robit, The Trace, 2021, 
Enamel paint on canvas, 155 
x 200 cm. Image courtesy 
of ©Phearun Yin, STP 
Cambodia, 2022

Top Right:
Pen Robit, The Float, 2021, 
Enamel paint on canvas, 129.5 
x 179.5 cm. Image courtesy 
of ©Phearun Yin, STP 
Cambodia, 2022

Curatorial Notes
by Reaksmey Yean,
Program Director of Silapak Trotchaek Pneik (STP Cambodia)

“When the world is trapped in the ‘neo-dark-age,’ so to speak, 
color can always help to lighten up the day and our life – it offers 
the world some beauty and hope.”

                 — Pen Robit, May 2020

In The Ontology of Form and Color, Pen Robit 
imaginatively and performatively contemplates and (re)
configurates notions of form and landscape in the context 
of the built environment, with the use of black and red 
as a ground signifying the backdrop of Cambodia’s post-
conflict reconstruction. Deploying his signature Pollock-
inspired drip technique, Pen has created a new series of 
twenty-one oil and enamel works that imitate, deform, and 
reform the motifs of the Khmer checkered scarf (Krama) 
and construction mesh.

Conceptualized and produced during a three-month 
Samnak Silapak art residency (October– December 
2021) at Silapak Trotchaek Pneik, these canvases are 
the material expressions of Pen’s creative imagination 
and testaments to the artist’s ongoing fascination with 
Krama—its form, texture, pattern, and vibrant colors, as 
well as its (hi)stories. His earlier work showed the krama 
as the interconnecting fabric, a woven fascia linking 
components across the body of society. In The Ontology 
of Form and Color, this inquiry into Krama continues 
as it is interwoven with the urban and cosmopolitan 
condition denoted by the use of U-90 industrial paint and 
the aesthetic of the metal mesh. Nowadays, metal mesh is 
a fixture of urban landscapes throughout Cambodia and 
the rest of the world, a visual shorthand for the spread 
and connectedness of modernization and urbanization 
projects. This juxtaposition of local and global invokes the 
dualisms at play in Pen’s creative practice: of positive and 

negative, of life and death, of beauty and ugliness, of power 
and weakness, of real and imaginary, and of utopia and 
dystopia.

With his body and canvas as a loom and his paint and 
colors as a warp and weft, Pen Robit, like a master weaver, 
interlaced these thread-materials by way of a dripping 
method to produce his own textile/cloth, which, to borrow 
Jean Stoeckel’s words, are the “marvels of patience.” 
Thus, by extension, in this phase of his work, he is using 
the essence of the krama and its threads to (re)constructs 
landscapes and built environments of his own—rice 
fields, overpasses, high-rise condominiums—on personal 
controlled urban micro-territories (21 canvases).

In this series, Pen evokes a sense of equanimity. On the 
one hand, the artist’s established drip technique requires 
control and careful observation as the paints slowly settle 
and take shape on the canvas. On the other hand, the artist 
intuitively follows the colors’ properties and integrates 
them into a balanced and complementary composition. 
Pen’s creative process thus allows an interplay between 
control and release, a dynamic that is central to Buddhist 
conceptions of the path towards liberation. This persistent 
paradox in the artist’s technique reinforces the dualities 
deployed within his praxis. The supreme self-mastery, skill, 
and multivalent creativity exemplified by The Ontology of 
Form and Color invest Pen’s “weaving” process with special 
significance.
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Middle Right: 
Pen Robit, White Star, 2021, 
Oil on canvas, 50 x 40 cm. Image 
courtesy of ©Phearun Yin, STP 
Cambodia, 2022

Middle Left:
Pen Robit, Black Star, 2021, Oil on 
canvas, 50 x 40 cm. Image courtesy 
of ©Phearun Yin, STP Cambodia, 
2022

Bottom:
Pen Robit, Geometry of Space II, 
2021, Oil on canvas, 120 x 80 cm. 
Image courtesy of ©Phearun Yin, 
STP Cambodia, 2022

Bottom: 
Pen Robit, Geometry of Space I, 
2021, Oil on canvas, 120 x 80 cm. 
Image courtesy of ©Phearun Yin, 
STP Cambodia, 2022

Top Right:
Pen Robit, Color Fluctuation, 2021, 
Enamel paint on canvas, 155 x 200 
cm. Image courtesy of ©Phearun 
Yin, STP Cambodia, 2022

Top Left:
Pen Robit, The Long Way, 2021, 
Enamel paint on canvas, 200 x 155 
cm. Image courtesy of ©Phearun 
Yin, STP Cambodia, 2022

Top Right:
Pen Robit, The Light of Color, 2021, 
Enamel paint on canvas, 200 x 155 
cm. Image courtesy of ©Phearun 
Yin, STP Cambodia, 2022

Top Left:
Pen Robit, Various Forms, 2021, 
Enamel paint on canvas, 155 x 200 
cm. Image courtesy of ©Phearun 
Yin, STP Cambodia, 2022

Middle Middle Right:
Pen Robit, Intersection, 2021, 
Enamel paint on canvas, 120 x 120 
cm. Image courtesy of ©Phearun 
Yin, STP Cambodia, 2022

Middle Middle Left:
Pen Robit, Checkered Pattern, 2021, 
Enamel paint on canvas, 120 x 120 
cm. Image courtesy of ©Phearun 
Yin, STP Cambodia, 2022

Middle Middle Right: 
Pen Robit, Overpass I, 2021, Oil 
on canvas, 150 x 100 cm. Image 
courtesy of ©Phearun Yin, STP 
Cambodia, 2022

Middle Middle Left:
Pen Robit, Overpass II, 2021, Oil 
on canvas, 150 x 100 cm. Image 
courtesy of ©Phearun Yin, STP 
Cambodia, 2022

Middle Left:
Pen Robit, Building I, 2021, Oil on 
canvas, 80 x 60 cm. Image courtesy 
of ©Phearun Yin, STP Cambodia, 
2022

Middle Right:
Pen Robit, The Broken Form, 2021, 
Enamel paint on canvas, 80 x 60 cm. 
Image courtesy of ©Phearun Yin, 
STP Cambodia, 2022



2022 Kaohsiung Awards

1 February - 24 April 2022 
Awards / Group Exhibition / Kaohsiung Museum of Fine Arts, Taiwan

Liu Hsin-Ying

Installation view. 2022 Kaohsiung Awards, 1 February - 24 
April 2022, Kaohsiung Musuem of Fine Arts, Taiwan. Photo 
courtesy of Liu Hsin-Ying
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Above:
Liu Hsin-Ying, Between Two 
Lines, 2021, Color pencil on 
acid-free paper, 162 x 455 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Malaysia-based Taiwanese artist Liu Hsin-Ying (b. 1991) exhibited as a finalist for the 2022 Kaohsiung Award at the Kaohsiung 
Museum of Fine Arts in Taiwan. Established in 1997, the Kaohsiung Award is one of the major events of arts and cultures 
in Taiwan. The award upholds a spirit of diversity and openness, and seeks out artists who use original media and innovative 
thinking. In spectacular fashion, Liu presented a 455 cm long colour pencil on paper piece titled Between Two Lines. It’s simple 
grandeur captured the imagination of visitors and was one of the stand-out pieces in the award show.
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Installation view. Another Spring, 18 January - 19 March 2022, 
Richard Koh Fine Art, Gillman Barracks, Singapore. Photo 
courtesy of Richard Koh Fine Art
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The Long Spring: 
Htein Lin and the Art of Revolution
by Louis Ho

Htein Lin makes a three 
finger salute in front of 
the longyi installation 
on Thudhamma Road 
in North Okkalapa, 
Yangon, on 9 March 2021. 
Photographer: Unknown

Installation of longyi 
paintings with the 
letters “Nwe-Oo Taw-
Hlaw-Yay”, or “Spring 
Revolution,” created by 
Htein Lin and strung 
across Thudhamma 
Road in North Okkalapa, 
Yangon, on 9 March 2021.
Photographer: Htein Lin

Remnants of the longyi 
installation recovered 
after military forces tore 
it down and burned 
it on 20 March 2021. 
Photographer: Htein Lin

The spring of Myanmar’s discontent exploded 
in 2021. The Spring Revolution emerged 
in response to the coup d’etat of February 
1, when military forces, led by General Min 
Aung Hlaing, detained elected parliamentary 
members of Aung San Suu Kyi’s National 
League for Democracy (NLD), effectively 
taking over the country and, as events would 
soon prove, bringing Myanmar to a screeching 
halt. Overnight, a civil disobedience campaign 
sprang up. Ordinary citizens from government 
servants to bank employees to teachers and 
healthcare workers resigned their posts, 
walked out on their jobs and began organizing 
labour strikes, and widespread anger at the 
coup culminated in several days of street 
demonstrations from Yangon to Myitkyina. 
The Yangon protests reached an early apogee 
on February 8, with an estimated number of 
protestors in the tens of thousands gathering 
to hold up the three-finger salute, the gesture 
of resistance made popular by The Hunger 
Games films. Other forms of peaceful protest 
followed, including a boycott of businesses 
linked to the miliary junta and a nightly 
pot-banging campaign, but the Tatmadaw, 
as the military is known, soon responded 
with increasing barbarity, gunning down 
unarmed civilians and detaining and torturing 
thousands of protestors, beginning a vicious 
cycle of demonstrations and reprisals. A year 
on, the death toll stands at more than 1,300 
casualties; Daw Aung San Suu Kyi, who had 
been held under house arrest since the coup, 
was charged in court and found guilty of 
illegally importing walkie-talkies; the latest 
victims of Tatmadaw ruthlessness included a 
group of Karenni Christians in Kayah state, 
who were set on fire in their vehicles on 
Christmas Eve, their charred corpses left in situ 

likely as a warning. Myanmar, The New York 
Times declares, “is now on the verge of a civil 
war.”

It was at the height of the civil disobedience 
movement in the early months of 2021 
that Htein Lin took to the streets himself. 
He organized an outdoor exhibition and 
community performance, titled Artist 
Street, on Pansodan Street in downtown 
Yangon. Other artists joined in and created 
work, raising funds for the opposition 
movement.  The Tatmadaw’s clampdown 
on demonstrations and other expressions of 
resistance grew violent, however, and Htein 
Lin withdrew indoors to paint, utilizing 
women’s longyi-s as canvas - a medium he had 
previously explored in his 2019 exhibition, 
Skirting the Issue. Myanmar belief holds that it 
is detrimental to a man’s hpone, or male glory, 
to walk beneath women’s garments that are 
worn below the waist,  and, across the streets of 
Yangon, women’s clothing were being strung 
up overhead as a means of slowing down 
security forces.  Htein Lin produced a painted 
series of longyi-s with the letters “Nwe-Oo Taw-
Hlaw-Yay”, or “Spring Revolution”, which, 
on the morning of 9 March, he hung across 
a section of Thudhamma Road in North 
Okkalapa Township. It was, unsurprisingly, 
quickly pulled down and burned. When he 
discovered the carnage days later, only the 
“Yay” remained.

In the aftermath of the destruction, Htein 
Lin produced Spring Revolution (2021), a 
large multi-panel painting composed of six 
longyi-s made from rough cotton, called bi-
beh longyi-s, which were popular in the 1980s. 
Sewn together, they depicted six icons and 
scenes associated with the Spring Revolution.  

On the upper half of the work are the fighting 
peacock, a symbol of Myanmar’s democracy 
and student movement, and a portrait of 
Aung San Suu Kyi - two images which were 
widely circulated amongst the largely youthful 
demonstrators - as well as a tableau of the 
demonstrations, during a month in which each 
day brought new ideas for peaceful protest 
such as a cross-city car breakdown and a mass 
pot-banging and singing amongst the residents 
of Yangon at 8 p.m. precisely, post-curfew. The 
lower half of the piece portrays three protesters 
killed in the first days of military violence. On 
the left is Kyal Sin, or Angel, a nineteen-year-
old ethnic Chinese student and taekwondo 
instructor from Mandalay who was killed in a 
demonstration in the city on 3 March, having 
voted for the first time in the November 2020 
elections. A photograph of her running from 
tear gas, clad in a T-shirt printed with the 
phrase “Everything will be OK”, went viral 
among protesters. In the middle is twenty-five-
year-old Chit Min Thu, whose last words to 
his pregnant wife on 11 March were: “Forgive 
me, wife. If I don’t go out today and if others 
do the same, we won’t get democracy back.” 
He died in North Dagon, a suburb of Yangon 
(where Htein Lin maintains a studio), standing 

at the vanguard of the demonstration and 
holding a makeshift shield to protect his fellow 
citizens, when a bullet pierced his shield and 
killed him. At least eleven others died that 
day. In the panel on the right is K Zar Win, a 
thirty-nine-year-old poet who was shot down 
in Monywa on the same day as Kyal Sin. He 
had spent a year in jail in 2015 for his protests 
in favour of education reforms, during which 
time he wrote a poem, “A letter to my father” - 
words from which Htein Lin painted onto his 
mask.

As the casualties mounted, with protestors 
killed, arrested, tortured and jailed in the 
thousands and the hitherto peaceful protests 
growing more desperate, members of the 
protest movement started to take to the hills 
for training in the methods of armed conflict.  
Observing them, Htein Lin was reminded of 
his own experiences in the jungle three decades 
previously. After being an active participant 
in the 1988 pro-democracy uprising against 
Ne Win’s socialist dictatorship, Htein Lin fled 
Yangon and took refuge in a camp in India, 
on the Myanmar border. He remained there 
between 1989 and 1991, learning to draw 
from artist Sitt Nyein Aye on rationed paper 
supplied by the Indian government.. He left in 

Top:
Htein Lin, Spring Revolution, 
2021, Acrylic on fabric, 230 
x 450 cm. Image courtesy of 
Richard Koh Fine Art and artist
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Middle:
Htein Lin, Cassette Player, 
2021, Acrylic on fabric, 106 
x 180 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Bottom:
Htein Lin, Loudspeaker, 2021, 
Acrylic on fabric, 102 x 155 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Bottom:
Htein Lin, Motorcycle, 2021, 
Acrylic on fabric, 105 x 160 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top:
Htein Lin, Torture Phone, 
2021, Acrylic on fabric, 116 
x 158 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Top:
Htein Lin, Typewriter, 2021, 
Acrylic on fabric, 115 x 162 
cm. Image courtesy of Richard 
Koh Fine Art and artist
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left cheek slapped for FF and right cheek for 
RW - and a burdensome Typewriter carried 
across jungle creeks to type rebel propaganda. 
These were all innovative sources of pain 
which left their mark on Htein Lin, the 
memories of which he rendered in paint as a 
warning for the next generation of activists. 
In Megaphone, he represented his older, 
wiser self in the demonstrations wielding the 
titular instrument, cycling to keep up with the 
younger generation on foot. The loudhailer is 
a common object in Myanmar, used daily by 
the likes of hawkers and garbage collectors, but 
was used as an excuse for arrest if found during 
house searches by the military during the 
Spring Revolution. (All works dated 2021.) 

When he published the first sketch of 
Torturephone on his Facebook page, Htein Lin 
accompanied it with the following anecdote 
and admonition:

In 2021, along with the rains, groups 
are mushrooming all over the place and 
in every town. When an organisation 
forms, a leadership struggle can be the 
main problem. The easiest way to angle 
for a leadership position is to falsely 
accuse your rivals of being informers, 
spies and military intelligence operatives. 
Stick a ‘government’ label on the 

1991, trekking through the jungle to a student 
rebel camp run by the All Burma Students’ 
Democratic Front (ABSDF) in Pajau, near the 
Chinese border in northern Kachin state. He 
became embroiled in a power struggle between 
various factions, resulting in his torture and 
the death of many comrades. It was a dark 
period of his life, captured in an autobiography 
titled Ma-Pa and later adapted into a graphic 
novel, Pajau, in 2021, with illustrations 
supplied by Myanmar comic artist Wooh. 

Htein Lin was asked during an oral interview 
with a journalist from the Financial Times, in 
2021, what he had learned from the experience, 
and the response was: “An understanding of 
how people get bad with power. It was quite 
an important experience in my life”. It was a 
desire to share this experience with the new 
generation of rebels that led him to begin 
a series of paintings dubbed Instruments of 
Torture. He writes: “I wanted to warn them 
of the risks of being divided by leadership 
ambition and distrust. I didn’t want the same 
thing to happen again.” The works in the 
series depict real and imaginary mechanisms: 
a wind-up Torturephone that can electrocute, 
an imaginary Motorcycle to ride for the 
delight of his torturers, a Human Cassette 
Player forced to sing by his captors - with 

person to undermine them. We wrote 
about and published our experience of 
factionalisation in 1992 in Pajau Camp, 
Kachin State, to help others learn 
lessons from it.

As a result of an internal All Burma Students 
Democratic Front (ABSDF) power struggle, 
we were accused of being militaryintelligence, 
and arrested and tortured.  One of their 
torture methods was electric shock. Their 
initial approach was to connect the victim to 
a generator, but the voltage was too great and 
they died instantly. So when it came to my 
turn, they used a telephone with a crank that 
was wound up by hand,  connected me to it to 
shock me with the voltage it generated. They 
taped wires to my legs and tied me up so that I 
couldn’t struggle. Then they taped a wire in my 
mouth and closed it, and when they turned the 
crank, my whole body shook and I could feel 
electric shocks in my eyes. That red telephone 
was a horror for me. As soon as I saw it in the 
room where I was taken for interrogation, I 
had shivers down my spine.

When Scotsman Alexander Graham Bell 
invented the telephone in 1876, he could 
never have guessed that it would become an 
instrument of torture.  The first words he 
spoke to test it out were  “Mr. Watson, come 

Top:
Htein Lin, 2020 Vision, 2021, 
Acrylic on fabric, 150 x 110 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top:
Htein Lin, Ka-gyi-Hka-Gweh 
(ABC…), 2022, Single-channel 
video with sound, 21 sec. 
Image courtesy of Richard 
Koh Fine Art and artist

Below:
Htein Lin, Pot Banging, 2021, 
Single-channel video with 
sound, 1 min 30 sec. Image 
courtesy of Richard Koh Fine 
Art and artist

here. I want you.” But for me, whenever I saw 
that phone, I heard  ‘Mr. Htein, come  here,  I 
want to torture you’.

Fast forward to 2022. With the devastation of 
the country and its economy near complete, 
and each new day bringing news of some fresh 
Tatmadaw atrocity, the people of Myanmar 
remain committed to opposing the military 
regime and its leader, Min Aung Hlaing. The 
latter is often referred to by his initials “ma-a-
la”, which - serendipitously enough - are also 
an abbreviation for a vulgarity in the Burmese 
tongue.  In line with the aims of the 2020 
general elections, in which Aung San Suu 
Kyi, the NLD and its vision of a democratic 
Myanmar emerged with a clear mandate, 
Htein Lin, in the work 2020 Vision (2021), 
removed the letters, “ma”, “a” and “la” from 
the Myanmar alphabet chart that is typically 
found hanging on the walls of primary schools 
around the country - where the next generation 
of children will learn to read and write, not 
knowing whether they will grow up in the 
spring of freedom, or the chill of dictatorship.

...........................................................................

......................

The author thanks the artist and Vicky 
Bowman for the insights that went into the 
writing of this essay. 



Faris Nakamura
The Ar-Mazing Tiger Trail 
2022 by WorldWide Fund 
(WWF) for Nature Singapore

26 February - 9 April 2022 
Event / Raffles Hotel, Singapore

Installation view. Ghost Tiger (2022) by Faris Nakamura, Clay, 
metal wire, metal mesh, PU primer on fiberglass resin, 150 
x 220 x 80 cm, 26 February - 9 April 2022 at Raffles Hotel, 
Singapore. Photo courtesy of Faris Nakamura
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“I work with clay as it 
requires me to work with 
my hands and it’s a way for 
me to reconnect with the 
earth and ground me with 
its healing and regenerative 
vibrations. I can touch, see, 
feel, smell and can almost 
taste it.

re:sonance is inspired by 
the beauty that exists in 
nature, that is often unseen 
by us in our rush to get on 
with our now new normal 
lives of anxiety, chaos and 
the unknown. Take a deep 
breath, reconnect with the 
vibrations of the earth.”

       
            
       James Seet
         2022   

Re:sonance

26 February - 13 March 2022 
Solo Exhibition / APW Bangsar, Kuala Lumpur, Malaysia

James Seet
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Installation view. Re:sonance, 26 February - 13 March 2022, 
APW Bangsar, Kuala Lumpur, Malaysia. Photo courtesy of 
Richard Koh Fine Art
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Page Left, Top Left:
James Seet, The Boomboom, 2022, 
Ceramics, 37 x 32 x 60 cm, 37 x 
32 x 65 cm (with stand). Image 
courtesy of artist

Page Left, Top Middle: 
James Seet, The Drumpet, 2022, 
Ceramics, 38 x 38 x 33 cm, 44 x 
30 x 28 cm (with stand). Image 
courtesy of artist

Page Right, Middle Right:
James Seet, The Earth Drum, 2022, 
Ceramics, 38.5 x 5 x 38.5 cm, 38.5 
x 25.5 x 38 cm (with stand). Image 
courtesy of artist

Page Right, Middle Left:
James Seet, The Gourds, 2022, 
Ceramics, 15 x 15 x 21 cm, 8.5 x 8.5 
x 13 cm, 30.5 x 30.5 x 26 cm (with 
stand). Image courtesy of artist

Page Right, Bottom Right:
James Seet, The Magic Flute, 2022, 
Ceramics, 63.5 x 3 x 3 cm, 63.5 x 
12.5 x 23 cm (with stand). Image 
courtesy of artist

Page Right, Bottom Left:
James Seet, The Twinning, 2022, 
Ceramics, 37 x 16 x 16 cm, 43 x 
20 x 21 cm (with stand). Image 
courtesy of artist

Page Left, Bottom Right:
James Seet, The Sparkler, 2022, 
Ceramics, 11 x 10 x 61.5 cm, 20 
x 20 x 69 cm (with stand). Image 
courtesy of artist

Page Left, Top Right:
James Seet, The Rattle Drum II, 
2022, Ceramics, 31 x 23 x 31 cm, 
31 x 23 x 49 cm (with stand). Image 
courtesy of artist

Page Left, Middle Left:
James Seet, The Rattle Drum I, 
2022, Ceramics, 33 x 14.2 x 33 cm, 
33 x 22 x 51 cm (with stand). Image 
courtesy of artist

Page Left, Bottom Middle: James 
Seet, The Pompom, 2022, Ceramics, 
23 x 23 x 48 cm, 25 x 25 x 53 cm 
(with stand). Image courtesy of 
artist

Page Left, Bottom Left:
James Seet, The Swirls, 2022, 
Ceramics, 39 x 18 x 41 cm, 30.5 
x 32 x 46 cm (with stand). Image 
courtesy of artist

Page Right, Top Left:
James Seet, The Whisler, 2022. 
Ceramics, 16 x 11 x 34 cm, 15 x 15 
x 17 cm, 30.5 x 30.5 x 39 cm (with 
stand). Image courtesy of artist

Page Right, Top Right:
The Didg I, II, III and IV.
Image courtesy of artist

Page left, Middle Middle: 
James Seet, The Whisperer II, 2022, 
Ceramics, 19.5 x 11 x 40.5 cm, 25.2 
x 25.2 x 60 cm (with stand). Image 
courtesy of artist

Page Left, Middle Right:
James Seet, The Whisperer I, 2022, 
Ceramics, 22 x 12 x 32 cm, 22.8 x 
22.8 x 48 cm (with stand). Image 
courtesy of artist
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Interview with Natee Utarit
by Kritsada Duchsadeevanich / the Art Centre, Silpakorn University

It all began with a project in Naples commissioned by the 
Fondazione Made in Cloister. This foundation is housed in 
an old cloister, and when I arrived, I was taken aback with the 
amazing architecture. Before the trip, I sourced for materials 
and brainstormed a few ideas in preparation of the eventual 
exhibition. Upon my arrival, I was awestruck by the building 
and environment of Naples and new ideas began to flow. All 
the materials I had prepared beforehand were no longer useful. 
The curator took me to the Museo Archeologico in Naples, 
one of the world’s most important museums, which houses 
antiquities, especially Greco-Roman marble sculptures. I 
wandered around the museum until I saw a particular marble 
sculpture which was a significant piece in their collection. 
There were many marble works but I did not know that this 
particular piece was of great importance. One distinctive 
quality of the works is its posture.

This was, in fact, the statue of Doryphoros bearing a spear. 
However, due to the ravages of time and the fragility of the 
marble, the spear and hand, at present, is missing. What 
remains is its impressive posture. While exploring the rest 
of the museum, this particular sculpture lingered on in 
my thoughts. I tried to recall where I might have seen this 
posture before, I return to the sculpture over and over again. 
It looked so familiar. It was at that very moment, memories 
of the environment I carried with me from Thailand became 
intertwined with the current locale. It reminded me of the 
Walking Buddha posture, Leela disposition, despite the two 
legs being in the opposite position. But the posture, heaviness 
and distribution reminded me of the Walking Buddha statue, 
created by Silpa Bhirasri. At that very moment, It was DÉJÀ 
VU.

Thereafter, I began seeing things in a different light. Wherever 
I looked, I saw hints of connections. It was a sense of 
possibility, not exactly a picture within a picture. It is like déjà 

Can you tell us about the Déjà Vu series?

vu, (What if) The condition of recalling the place from where 
we come from and what we have seen before. The things we 
saw or conditions that existed before. This was not the first 
time I had encountered this experience. To be clear, it is not a 
supernatural thing. It is more like a memory resurfacing and 
finding itself in the present. It is in this frame of mind that I 
saw the image of the Life of Buddha, intertwined within the 
history of Pompei and its mosaic works, and that is when I 
envisioned the possibilities of the Lord Buddha’s footprints 
set in mosaic. All the possibilities started appearing in Museo 
Archeologico including images of the embroideries. It was 
from that moment, after leaving the museum, my exhibition 
at Made in Cloister started to take shape and I continue this 
dialogue and research back in Bangkok.

I had a similar experience before while I was working on one 
of my show before, I ventured into a forest in France, to be 
specific, it was during the period before sunset, 2 – 3 minutes 
before the sky became dark, and I had to leave the forest in 
haste because nightfall was deemed not as safe. While I was 
making my way out of the forest, I chanced upon a spot that 
gave me goosebumps. Serious goosebumps! The scene I saw 
looked eerily the same as in a picture painted by Theodore 
Rousseau. It was a group of oak trees receiving the last light 
of the day. The sun painted the oak trees orange, a similar 
scene in the Rousseau’s painting. The next day, I returned to 
that particular spot in the forest just before sunset, like what 
I did the day before. I recorded some pictures and it turned 
out almost like the same picture created by Rousseau. I guess 
the human mind is designed in such a complex way in which 
it is always searching for the familiar in unfamiliar places. 
Moreover, the human mind creates scenarios or materials 
instantaneously when it is plagued by obsession and this, for 
me, was useful for the creation of the works. Quintessentially, 
this was an experience of déjà vu and it was very similar to my 
experience in the Museo Archeologico. 
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Opposite Top:
Natee Utarit, Déjà Vu, 2019, 
Papier-mâché, 240 cm height 
(each) (front & back) a. Photo 
credited to Thanarat Siripidej. 
Courtesy of Richard Koh Fine Art 
and artist

Opposite Bottom:
Natee Utarit, Déjà Vu, 2019, 
Papier-mâché, 240 cm height 
(each) (front & back) b. Photo 
credited to Thanarat Siripidej. 
Courtesy of Richard Koh Fine Art 
and artist

Above: 
Natee Utarit, Buddha Was Here, 
2019, Mosaic, 81 x 151.5 x 3 cm 
(each).  Photo credited to Thanarat 
Siripidej. Courtesy of Richard Koh 
Fine Art and artist
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What is your motivation behind the 
encounter between in the East and the 
West in this series?

Throughout the early 2000s, it might have seemed like my 
works consisted of several different aesthetic languages. 
However, the underlying point in every series was that my 
works were of an artist influenced by colonial legacy, which 
is still dominant in Southeast Asia. The difference was only 
the subject matter I decided on for each series. In 2010, I was 
drawn to the paradigm of Buddhism. I chose Buddhism as a
tool of communication because it is a foundation of Asian 
philosophy and thought. It is the only thing that colonization 
could not change. Though it changed the way we saw 
Buddhism as a philosophical concept, it failed to change this 

common root in any significant way. So, I would argue that 
it is the only thing that is still firmly rooted in our psyche. If 
we want to weigh something or create a language to examine 
Western influence, Buddhism is the only lens to understand 
and scrutinize Western dominance. Previously I thought the 
boundary that demarcates Eastern and Western thoughts 
did not exist. It is the migration of civilization from one 
geographical and historical area to another that naturally 
evolves with this movement. But due to political assertion, 
governing conditions and other factors, humanity civilization 
is divided. It is divided into left and right, west and east. And 

that leads to the need of re-evaluation when either side gains 
more acceptance and becomes a standard for all. Through my 
works, I raised a simple question of what will happen if the 
world is dominated by Eastern philosophical thought instead 
of the West because in reality – through military might and 
politics – we are still fundamentally dictated by the Western 
ideology. We unquestioningly accept the West as the standard 
bearer of righteousness I feel that because the world is divided 
in this manner, and my approach to dismantle Western 
dominance through satire in my work may not be the best 
way. However, blurring the line between the East and the 

West or decentralizing the West may offer an intriguing way of 
questioning Western dominance. The possibilities of what if!
This way, we can raise questions loaded with possibilities. For 
example; what if the Eastern influence were more dominant? 
Or we just simply investigate the roots of all civilizations and 
look at them with neutral eyes to create a balance in terms of 
our attitude towards different civilizations. Therefore, my 
method is to create a hypothesis that reimagines pre-Western 
civilizations and present questions for example; What would 
happen if the Lord Buddha, the principal leader of Eastern 
philosophy, had come to Naples before the Roman era?

Natee Utarit, The Reclining 
Buddha with Volcano, 2019, Oil on 
canvas, 220 x 520 cm (Triptych). 
Photo credited to Thanarat 
Siripidej. Courtesy of Richard Koh 
Fine Art and artist

Above:
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From this hypothesis, how does it lead to 
your artworks and the site-specific aspect 
of this exhibited space?

All of my thoughts are presented through an art form. There 
must be a mix of my own imagination and art elements. Art 
language is not verbal and descriptive. So, I have to create my 
way of managing and presenting this information into art. 
In fact, an art form cannot completely explain the thought 
of an artist. This can only be partially fulfil because that is 
what art is all about, it still has to rely on aesthetics and other 
things. But when those small pieces of information come 
together, the entire idea can then be communicated effectively 
and clearly. This is something that an artist needs to be able 
to do in order to create. My work method is always about 
connecting concept and structures from various sources.

I begin by establishing a conceptual structure, then followed 
by my attempt to try things out to see if it works or doesn’t. 
I seek out what I want to communicate and decide on which 
medium is the most appropriate for the intended purpose. 
This is my working method, especially for site-specific works. 
I believe there exist connections and conversations between 
the works and the space, which include socio-political 
contexts and the architecture itself. Therefore, what happens 
in this exhibition is not only about the appropriateness of 
this space but also about the complexity of the concepts and 
meanings that cannot be explained through words.

We can see this contextual connection from the architecture 
of the Art Centre. The building is clearly from the colonial 
period. However, the architecture of the building is not 
entirely colonial in kind. Interestingly, it is a representation of 
the second generation of Western architectural influence. It 

is ambiguous. The fact that it is not entirely Western means 
that something was subdued or added, and partly localized. 
These are distinct characters commonly found in South East 
Asia, but in my opinion, the difference amongst them is that 
each country has its own individual efficiency in preserving 
information and demonstrating the transference accurately.

The character of the Art Centre’s architecture is complete in 
itself in terms of context, especially when looking from the 
perspective of this exhibition. I visited the building right after 
its renovation was completed and I can say that I did not have 
to do much. It is not only beautiful but its site context was 
something that ran parallel with my works. We simply placed 
the artworks in the appropriate position and established a 
link to create a smooth narrative. For example, if the mosaic 
Buddha footprints were placed directly on the floor, and not 
on the base, they can almost merge with the floor because of 
their similar aesthetics.

Hidden colonial influences resulted in the second, third and 
fourth generation of forms, repeatedly and unavoidably. 
This is because our minds are naturally colonized without 
us realizing it. I occasionally wonder if this process is rooted 
in our DNA. For example; we tend to look up to and hold 
the Westerners in high regard, and devalue ourselves when 
comparing ourselves with the Westerners. It is as though the 
specter of colonization is still haunting us after hundreds of 
years, ingrained in our educational and development system. 
We are likely to overestimate Western thought. In my case, 
I doubted my knowledge of Asian arts after I graduated 

from art school. I hardly knew anything because I had 
never believed or understood Asian arts and even thought 
it was insignificant because at that time, to me, it was a 
representation of backwardness and imitation. I remembered 
well when I first went to Paris more than 20 years ago. Prior 
to that trip, I had never been anywhere outside the country. 
I gained my knowledge of the world through books in the 
university library, and I thought Western countries were 
perfect. However, when I arrived in Paris, it was not like what 
I had previously thought it was at all. This compelled me to 
rethink and re-look at Asia from a new perspective.

Fundamentally, we all in many ways still have a strong sense 
of our Asian identity but in the sense, that it is only our 
starting point, not in the same way as we look up to the 
West, or that we see ourselves on par with the West. This 
forced me to reexamine myself by revisiting our museums 
and I can confidently say, without a doubt, that our culture 
and heritage are as valuable. When we value ourselves in 
this manner, we begin to see our true worth in our arts and 
culture. If there is a difference, it is in terms of presentation 
weakness in the details due to the different geo-political 
landscape. If we are under the impression that our Asian 
heritage is not on par with the west, then there is no need to 
further this conversation.

Top: 
Natee Utarit, Separation From 
The Loved Is Suffering, 2020, 
Stained glass on lightbox, 96 x 72 
cm (each) Set of 9. Photo credited 
to Thanarat Siripidej. Courtesy of 
Richard Koh Fine Art and artist

Bottom: 
Natee Utarit, Heaven; 
Trāyastrimśa, 2020, Stained 
Glass / Lightbox, 240 x 178 cm, 9 
connected panels. Photo credited 
to Thanarat Siripidej. Courtesy of 
Richard Koh Fine Art and artist
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consider this language of juxtapositions fundamental for any 
painter, his or her way of communicating. An artist’s language 
does not only mean how he or she uses elements within the 
paintings, but it also includes the way to communicate in 
terms of scaling, addition, reduction, and balancing. These 
are the entirety of the artistic language process. For some 
paintings, I do not change anything, but for others, I might 
add something and it completely changes the work. I have 
been working for several years and have been through several 
working processes, and perhaps it has reached the point where 
I am acutely aware of the right amount to add or remove to 
resolve the work. In several of my works, I use this hybrid 
method as explained. My work of the Buddha encountering 
Doryphoros is a good example.

I remembered that an executive of the Museo Archeologico 
who attended the opening ceremony of my exhibition in 
Naples commented to the curator about my works, “ONE 
HAND CHANGES EVERYTHING”. For me, the mudra 
that I added changed the whole narrative of the myth of 
Doryphoros. One thing was added while another was 
taken out. I took out the halo or the circle of light above 
of the Buddha statue because it ideally reflects the Eastern 
philosophy and makes the Buddha statue not human-like. 
For Doryphoros, I added another hand because the gesture 
represents an ideal that functions to fill in the conversation 
gap regarding the Greco-Roman sculpture. The whole 
process is to balance everything out. This is a language that I 
often use, it just needs to be at the right time and place.

Can you elaborate on your intention 
in changing contexts in terms of 
creating new space and time and in 
demonstrating hybrid culture in your 
painting?

Working on my paintings, I utilized information from 
Western paintings along with information related to Western 
pop-culture such as postcards and prints that I have used in 
my work like since 2000. During that period, I bought a lot of 
postcards from eBay as research material. I used the postcards 
as a starting point for my paintings and have worked from the 
concept of Khrua In-Khong in the last 20 years for about
2 or 3 series, until I regained my interest on the topic. I used 
the same method, which is the process of creating my own 
archive from Khrua In-Khong format. I utilized information 
from Western culture and interacted that with my own 
information with the aim of creating something new. The 
large painting of lotus in this exhibition began from a single 
postcard. I began with one old postcard, which you will be 
able to notice, that the overall structure of this painting was 
developed from the postcard. I tried to think about what 
I could do with this piece of postcard. So, I added more 
details into it; a giant lotus, a group of lotus plants, and other 
appropriate details. At this point, its context evolved. It is 
fair to assume that the context changed in light of how other 
details were added and its scale was expanded or reduced. 
Another sample is the work, The Reclining Buddha with 
Volcano. The main framework of this painting was taken from 
a Renaissance painting, but I created a new narrative and 
context with the inclusion of the reclining Buddha image. 
Everything changed after I included the Buddha image in 
the painting. I often create serendipitous additions to my 
paintings, almost like it was meant to be there in the first 
place. This is a process in which I employ and enjoy. For me, I 

Above: 
Natee Utarit, Adoration, 2019, 
Oil on canvas, 44 x 34 cm (each), 
Set of 2 (black). Photo credited to 
Thanarat Siripidej. Courtesy of 
Richard Koh Fine Art and artist

Below: 
Natee Utarit, Adoration, 2019, 
Oil on canvas, 44 x 34 cm (each), 
Set of 2 (white). Photo credited 
to Thanarat Siripidej. Courtesy of 
Richard Koh Fine Art and artist
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together. Similar to the embroidery, which was regarded as 
precious in ancient religious context, it required skilful and 
exquisite craftsmanship and the content of the embroidery 
must be about something sacrosanct. For my work, I changed 
the content of its production process into an industrial reality. 
It was made in a textile factory to create an architectural 
visual, an imaginary place when Buddha resided in Naples. 
I also added in graffiti format words from the 26 chapters of 
the Dhammapada, which is the complete doctrines of the 
Lord Buddha. Everything was degraded or upgraded, even the 
stained glass work. The process of producing stained glasses 
is old and is associated with the Western world for a very 
long time. It is made from precious and rare materials. But 
the stained glass was presented in this exhibition like graffiti 
in some ways. There were many stained-glass pieces that 
deliberately showed imperfections. So, in a way, everything 
is re-adjusted in terms of their hierarchy of art worthiness; 
nothing high or low, not left of right, but all meeting in the 
middle and hopefully they remain on the same level.

With this process, can we also explain the 
characteristics of the art language used in 
the series, “Church of Albers”?

It is similar. The paintings appropriate Josef Albers’ work, 
an image of a church taken from Renaissance paintings and 
street graffiti. I combine these three elements in order to 
create parallel lines. Josef Albers juxtapose in a Renaissance 
era is seemingly incongruent because it is from a completely 
different period. But Josef Albers, when seen from our 
contemporary vantage point, becomes a classic. In the 
instance, when Josef Albers’ works transform into a classic 
and doubles its quality when transplanted onto the walls of 
the church, it somewhat becomes a classic within a classic, 
or a double-layered classic. Graffiti art was once regarded as 
sub-culture garbage, but now it is in the league of high-brow 
art. It has been elevated. And, who, you might ask, created 
this phenomenon? Of course, the West! So, there are many 
layers in my works, which might be quite complicated to 
understand if you want to understand every dimension of 
them. My works speak about many things in a single breath, 
so to speak. It discusses civilization and its possibilities of 
future paths, the influence of colonialism, as well as the 
development of the art itself. So, there are many layers 
running parallel to each other at the same time. My works are 
mostly in this vein of thinking. It creates opportunities for the 
audience to dissect the overall narrative, but in the end, all the 
narratives converge at the same point. 

It seems like you use characters and words 
that look like graffiti in many works in 
this exhibition.

In many of my works and series, I degrade what belongs to the 
high-brow culture and upgrade what belongs to the low-brow 
so that everything meets at the same level. Originally, graffiti 
is considered to be low-brow culture, but I levelled it via 
Thai tradition of lai rot nam, which was originally made with 
expensive materials and exquisite patterns. At the same time, 
bronze, which is a precious material for sculpture is presented 
in its natural way. So, in a way, it is like degrading the high and 
upgrading the low to position them at the same level.
In this exhibition, there are two sculptures that I tried to 
create in the form of archaeological remnants called Ye 
Dhamma Hetuppabhava and The Supreme. There are texts 
crossing the pieces. The sculpture pieces which look like an 
outer shell of the Buddha statue take inspiration from an 
archaeological remnant found many years ago in which a 
monk mummy was found inside the papier-mâché Buddha 
statue, exhibited in Drents Museum, Netherlands. I imagined 
that the monk had left some doctrines inside the statue. The 
doctrines that I used in this work contain lots of messages, 
from the Dhammapada to the lyrics of The Verve, combined 

Top: 
Natee Utarit, Church of Albers 
(Sin), 2021, Oil on canvas, 90 x 67 
cm (work) 92 x 69.7 cm (framed). 
Photo credited to Thanarat 
Siripidej. Courtesy of Richard Koh 
Fine Art and artist

Bottom: 
Natee Utarit, Church of Albers 
(Twist), 2021, Oil on canvas, 
100 x 75 cm (work) 102.7 x 77.7 
cm (framed). Photo credited to 
Thanarat Siripidej. Courtesy of 
Richard Koh Fine Art and artist

Middle: 
Natee Utarit, Church of Albers 
(Fresh), 2021, Oil on canvas, 
90 x 67 cm (work) 92 x 69.7 
cm (framed). Photo credited to 
Thanarat Siripidej. Courtesy of 
Richard Koh Fine Art and artist

Above: 
Natee Utarit, The Supreme, 2020, 
Bronze, 75.5 x 79 x 30 cm, AP 
1/1. Photo credited to Thanarat 
Siripidej. Courtesy of Richard Koh 
Fine Art and artist
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Personally, the Buddha or the Buddha image is the most 
accurate representation of the East and the West connection. 
As a matter of fact, Buddhists did not worship idols according 
to the original Buddhist text. However, since around 300 
years after the death of the Lord Buddha, his teachings had 
spread to Nepal and Afghanistan where the idea of gods 
existed. The people around the regions worshipped idols, 
so when they embraced Buddhism, they began to construct 
the images of the Buddha with behavior and mindsets they 
commonly had. The images of the Buddha were built from 
the stories told by the people who had lived hundred years 
earlier than them.

The fragments of information were, then, formed from the 
Easterners’ narratives, but through the Westerners’ vision. 
And that became the Buddha images created firstly in the 
period called Gandhara. They looked realistic and majestic 
with kingly, godly and humanly attributes. To me, the form 
of Gandhara’s Buddha images has extremely significant 
meanings of the perfect East and West connection. The 
forms of Buddha images have been developed from there 
to what they are known today in relation to each locality. 
When you look at Buddha images today in Thailand, the 
Greek and Roman god’s characteristics is hardly seen. The 
gender identities have also disappeared and replaced by 32 
signs of a Great Man, in which Asian sculptors were skillful 
to make sublime and beautiful images out of the metaphors. 
Conceptualization based on such delicate ways of thinking 
used by the Asians were reflected in the way they built the 
Buddha images. The Buddha images were far different from 
the Christians’ statues that focused on the physical anatomy 
and being realistic and emotional. For Asian Buddha images, 
they focused on emotionlessness and objectivity complying 
with the principles of Buddhism. In Buddhist art, nirvana, 
or the ultimate goal of the Buddhists, always emerges in 
the art. Nirvana is the state of contemplation or the state of 
peace and happiness, not sufferings, sacrifice, nor misery. The 
state of being with the ultimate goal was always included in 
Eastern philosophy and established in the Buddha images and 
all Eastern art. It is quite intangible and requires thorough 
consideration to understand. Apparently, this may be just a 
form, but in fact, what lies beneath is all that counts.

Why did you choose the ideal image of the 
Buddha to represent the East and West 
connection?

Top: 
Natee Utarit, Ye Dhamma 
Hetuppabhava, 2021, Bronze, 
68 x 80 x 47 cm, AP 1/1. Photo 
credited to Thanarat Siripidej. 
Courtesy of Richard Koh Fine 
Art and artist

Bottom: 
Natee Utarit, Happiness, 2019, 
Gilded black lacquer (lai rot 
nam), 50 x 48 cm (each) Set of 
12. Photo credited to Thanarat 
Siripidej. Courtesy of Richard 
Koh Fine Art and artist

Above: 
Natee Utarit, Buddha Descended 
from Heaven, 2020, Woodblock 
print on rice paper mounted 
on silk scroll, 137.5 x 72.5 
cm (work) 216.3 x 101.5 cm 
(mounted), Edition 2/10.Photo 
credited to Thanarat Siripidej. 
Courtesy of Richard Koh Fine 
Art and artist
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environment and ways of living, you can never digest all the 
information; just fragments of it, fragments of your friends’ 
attitudes, and fragments of news from social networks. With 
just a little bit of this and a little bit of that, they can all form 
the perfect attitudes at some point.

Therefore, if you ask me if my works have the potential to 
blend or fill the cultural gaps, they cannot. I honestly say 
‘cannot’. Art has its own scope of achievement in the name 
of art. You do not give the wrong value to it. It may distort 
the function of art or manipulate its meanings when that 
particular thing is not related to art. You need to understand 
its truth. Some may say that you limit the scope of art. I think 
sometimes it needs to, especially when things get out of hand. 
These days, anything can be art, but at the end of the day, 
art is not whatever you want it to be. In our life, we all share, 
estimate, value, limit and interpret what relates to our lives. 
You give value to what it really is. For instance, a toilet is for 
excretion. A dining room is for dining. Shoes are for walking. 
Everything has its role and duty. Art is used to reflect, not to 
move or change something. For instance, parliament has the 
floor for speaking up while the legislature is used to change 
the structural level. Each of the elements has its role from 

The artwork “Death of Buddha” has 
borrowed the image of the Buddha but 
was adapted from the ideal properties to 
become more human-like. Can you tell us 
more about the concept behind this?

When I had just finished this sculpture, there were 2 senior 
monks from Dhammayuttika Nikaya, a branch of Buddhism, 
visiting my studio by chance. They came on different days; 
one of the monks was troubled, and another was pleased. 
The monk who was troubled with my sculpture disagreed 
with the position of the Buddha. He was confused on way I 
approached it; the Buddha should lay on his right side, relying 
on his right elbow and supporting the head with the right 
hand. What I did was against the Buddhist traditions, he said. 
I tried to explain to him that the traditional Buddha’s position 
have been a misinterpretation of the ancient sculptors while 
transforming the dimension of painting to that of sculpture. I 
carefully explained to him, but he did not understand. Many 
days later, another monk came. He said to me, “Once you 
dare make the Buddha sculpture laying on his back like this, 
you can do anything now.” I understand the two school of 
thought of the two monks. One monk thought about it in the 

manner in which a person normally poses during the time of 
death. When I first thought about the laying position of the 
images of the Buddha, I simply wanted them to be realistic, 
and not as realistic as how Western artists would depict dying 
bodies. The Westerners made them look like corpses, or as 
romantic as Neo-classic, Neo-romantic, or Baroque. I simply 
wanted to retain the essence of being Buddha. I am happy 
with the in-between result, not completely realistic, nor is it 
like an image of the Buddha. Enduring in the state of being 
unresolved, the work can portray Ariya-puggala, or a noble 
person. It is one of my favorite pieces. 

Blending East and West cultures in your 
works, do you think there is a potential 
to cross the line that existed between the 
two cultures?

I believe that everything has its own scope of presentation. 
Each artwork has its own voice and its limitation, particularly 
painting, which seems to have more limitations. I usually say 
that painting can communicate one message at a time and 
that one message cannot portray more than what is seen. 
For example, my painting of Church of Albers has a message 
saying that there is a church with Josef Albers’s mural on the 
wall, sprayed over by graffiti. That is all. What is happening 
or saying should be what else that can connect to more 
thoughts and understanding. That is why painting has more 
limitations. What makes it different is you can add more 
words to modify and lengthen the message. For example, there 
is an old church where a Josef Albers’s mural was painted on 
the wall at noon and there were several graffiti phrases sprayed 
over later. You can add more details, but it is just that; nothing 
more, nothing less. Or, the work, Casa Buddha, which is a 
large piece of embroidered linen. It says that there is a large 
piece of embroidery with the image of Museo Archeologico 
on it. Just that. It did not say anything else. But the messages 
or phrases matters when they are compatible with the 
embroidery, it activates thought and stimulate fundamental 
questions of what and how, and how it affects the reaction 
from the audience. Similarly, the way you think about your 

Bottom: 
Natee Utarit, Death of Buddha, 
2020, Bronze, 170 x 50 x 27 
cm. Photo credited to Thanarat 
Siripidej. Courtesy of Richard Koh 
Fine Art and artist

Opposite Top: 
Natee Utarit, The Past is more than 
a Memory, 2019, Oil on canvas, 
190 x 340cm. Photo credited to 
Thanarat Siripidej. Courtesy of 
Richard Koh Fine Art and artist
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the smallest to the largest parts. If you blend them all over 
until one day you can excrete anywhere, morals will become 
the lowest of the low. If that is the case, our society will 
turn chaotic. I believe it is a concept that may be considered 
conservative, not Avant- garde these days. As a matter of fact, 
if you see it fairly, it does not matter if things go forward or 
backwards, they just need to be right and proper unless you 
cannot find any real value in anything in your life. I may 
sound conservative; in reality, I am.

What do you hope your audience will get 
from this exhibition?

I hope they explore the possibility of Asians and Westerners 
as being on the same level if not equal. (The thought shall 
blend and include what surrounds them) Like I have already 
said, if the art works at its best, it will reflect itself and spur 
critical thinking of each individual based on the information 
presented. This critical thinking should not stop after the 
audience steps out of the exhibition space. I would like my 
art to work that way; to spur critical thinking for people to 
question their reality. In this case, the difference between 
East and West and the way we should live together in 
harmony. When two cultures are presented with falsehoods 
or illusions of how their society have been created, they will 
need to carefully reflect within their own space. I think it is 
similar to the Buddhist way of thinking. Whatever the outer 

circumstances are, they are only outer circumstances. We 
cannot do anything about it. The most important thing is 
seeing from within and rectifying from within. It is the core 
when it comes to self-reflection and to contemplate on things.
From a Westerners’ perspective, this may be seen as selfishness 
or irresponsibility because it seems to only focus on oneself. 
I think it is a misunderstanding. In a broader sense of 
Buddhism, when one knows oneself best and takes complete 
responsibility for oneself, that’s responsibility there will 
be numerous responsibilities that form an ideal society. In 
simpler terms, society is created from the smallest unit, and 
the smallest unit is every one of us. Crystallization of being 
just a sole survivor is not applicable.

Installation view. Déjà vu: When the Sun Rises in the West, 4 March - 7 May 
2022, Art Centre, Silpakorn University, Bangkok, Thailand. Photo credited 
to Thanarat Siripidej. Courtesy of Richard Koh Fine Art and Natee Utarit

303



304 305

Above: 
Natee Utarit, Casa Buddha, 2019, 
Embroidery, spray paint and  
acrylic on linen, 300 x 1200 cm 
(6 panels). Photo credited to 
Thanarat Siripidej. Courtesy of 
Richard Koh Fine Art and artist
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Left: 
Natee Utarit, Chapter 1; The Pairs, 
2020, Gilded Black Lacquer (lai 
rot nam), 170 x 110 cm. Photo 
credited to Thanarat Siripidej. 
Courtesy of Richard Koh Fine Art 
and artist

Left: 
Natee Utarit, Chapter 3; The 
Mind, 2019, Gilded black lacquer 
(lai rot nam), 170 x 110 cm. Photo 
credited to Thanarat Siripidej. 
Courtesy of Richard Koh Fine Art 
and artist

Right: 
Natee Utarit, Chapter 2; 
Heedfulness, 2020, Gilded black 
lacquer (lai rot nam), 170 x 110 
cm. Photo credited to Thanarat 
Siripidej. Courtesy of Richard Koh 
Fine Art and artist

Right: 
Natee Utarit, Chapter 4; The 
Flowers, 2019, Gilded black 
lacquer (lai rot nam), 170 x 110 
cm. Photo credited to Thanarat 
Siripidej. Courtesy of Richard Koh 
Fine Art and artist
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Bottom: 
Natee Utarit, Your Past is My Future, 
2018, Oil on canvas, 190 x 228 cm. 
Photo credited to Thanarat Siripidej. 
Courtesy of Richard Koh Fine Art 
and artist
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Top Left: 
Natee Utarit, The Dream of Siamese 
Monks, 2020, Oil on canvas, 380 x 
540 cm (6 panels). Photo credited 
to Thanarat Siripidej. Courtesy of 
Richard Koh Fine Art and artist

Opposite Top Right: 
Natee Utarit, 4 Buddhas, 2021  
Embroidery and acrylic on linen, 
40.1 x 48.6 cm (work), 78 x 67.5 cm 
(frame). Photo credited to Thanarat 
Siripidej. Courtesy of Richard Koh  
Fine Art and artist



Top Left: 
Natee Utarit, Skeleton is Not in The 
Cupboard, 2021, Oil on canvas, 
150 x 112.5 cm (work) 153 x 115 
cm (framed). Photo credited to 
Thanarat Siripidej. Courtesy of 
Richard Koh Fine Art and artist

Top Right: 
Natee Utarit, Sweet Sin, 2021, Oil 
on canvas, 150 x 112.5 cm (work) 
153 x 115 cm (framed). Photo 
credited to Thanarat Siripidej. 
Courtesy of Richard Koh Fine Art 
and artist

Installation view, Déjà vu: When the Sun Rises in the West by Natee 
Utarit, 4 March - 7 May 2022, Art Centre, Silpakorn University, Bangkok, 
Thailand. Photo credited to Thanarat Siripidej. Courtesy of Richard Koh 
Fine Art and Natee Utarit
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Above: 
Natee Utarit, No Other Light 
Illuminates Brighter Than 
Wisdom, 2020, Stained glass / 
Lightbox, 96 x 205 x 25.5 cm. 
Photo credited to Thanarat 
Siripidej. Courtesy of Richard Koh 
Fine Art and artist

Top Left: 
Natee Utarit, Giver Taker, 2021, 
Oil on canvas, 60.3 x 50.2 cm. 
Photo credited to Thanarat 
Siripidej. Courtesy of Richard Koh 
Fine Art and artist
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Above: 
Natee Utarit, Temple of the King, 
2019, Oil on canvas, 190 x 262 
cm. Photo credited to Thanarat 
Siripidej. Courtesy of Richard Koh 
Fine Art and artist

Above: 
Natee Utarit, The Fragment, 2020, 
Bronze, 44.5 x 47.5 x 9 cm, AP 1/2 
(front & back). Photo credited to 
Thanarat Siripidej. Courtesy of 
Richard Koh Fine Art and artist

Next pages: 
Natee Utarit, The Arahant, 2020, 
Bronze and marble, 38 x 50 x 29 
cm (each), AP 1/1. Photo credited 
to Thanarat Siripidej. Courtesy of 
Richard Koh Fine Art and artist
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Workshopables

5 - 27 March 2022 
Group Exhibition / Supernormal Space, Singapore

Faris Nakamura
Installation view. Can I Grow A Sculpture (2022), a 7min 
30sec single-channel video, in Workshopables, 5 - 27 March 
2022, Supernormal Space, Singapore. Photo courtesy of Faris 
Nakamura

Faris Nakamura continued his eventful quarter 
with the launched of his first video work titled, 
Can I Grow A Sculpture at Supernormal.Space, 
21 Moonstone Lane, Poh Leng Building in 
Singapore for the Workshopables exhibition. 

The work manifested from Nakamura’s desire 
to discover new ways of making his signature 
works that are not as time consuming and 
labour intensive from its current process. It 
culminated in a beautifully rendered 8-min 
video that captures Nakamura’s poetics of 
space, signalling a momentary shift in his 
focus from the physical to the phenomenon of 
consciousness.
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Installation view. ART@23, 11 - 13 March 2022, 23 Love Lane, 
Penang, Malaysia. Photo courtesy of Richard Koh Fine Art

11 - 13 March 2022 
Art Fair / 23 Love Lane, Penang, Malaysia

ART@23
Hasanul Isyraf Idris

Notable Malaysian artist, Hasanul Isyraf Idris, participated in 
ART@23 a group exhibition at the 23LoveLane boutique art hotel 
which ran from 11 – 13 March, 2022. Organized by Artemis Art, the 
event comprised mostly of Penang-based artists including Tetriana 
Ahmed Fauzi, Bibichun, Howard Tan, and Esther Geh, to name a 
few. Hasanul showcased an intimate suite of gouache, watercolour ink 
paintings on paper.
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Bottom:
Natee Utarit, The Journey, 
2019, Woodblock print on 
rice paper, 178.5 x 294 cm, 
Triptych. Image courtesy of 
Richard Koh Fine Art and 
artist

Top:
Installation view. Interaction Napoli, 12 March - 17 September 
2022, Fondazione Made in Cloister, Naples, Italy. Photo 
courtesy of Fondazione Made in Cloister

12 March - 17 September 2022  
Group Exhibition / Fondazione Made in Cloister, Naples, Italy

INTERACTION 
NAPOLI
Curated by Demetrio Paparoni

Natee Utarit

Curated by Demetrio Paparoni, Interaction Napoli 
2022 was conceived as the result of the interaction 
between the works of 27 international artists including 
Natee Utarit. The exhibition consisted of canvases, 
sculptures and site-specific installations, created 
expressly to interact with each other and with the 
Renaissance structure of the Cloister. Interaction 
Napoli responds to a precise social, cultural, political 
and dialogic message, which proposes new horizons 
for a global city in which different languages confront 
and coexist above any conflictual dimensions, without 
losing their own peculiarities.

The exhibition proposes the concept of “action”, 
combined with those of “cooperation”, of “doing”, 
of “building”. The title of the exhibition, therefore 
underlines the need to combine “doing” with “building 
together”, the central theme of the Made in Cloister 
Foundation.



Melissa’s Tan Studio
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Primz Gallery was established in 2014 as a platform for 
Linda Neo and Albert Lim to showcase their private 
collection, spanning more than fifteen years. Some 
of their collection has been loaned to the Singapore 
Art Museum, the ArtScience Museum in Singapore 
and The Art Gallery of New South Wales in Sydney. 
They have hosted a diverse range of art audiences from 
students, to philanthropists, and of course, artists.

What drives a collector to think beyond collecting? 
With a fervent devotion to the burgeoning arts scene, 
artist Melissa Tan and collectors Linda Neo and Albert 
Lim sit down with writer Euginia Tan to discuss the 
roots of their disciplines, unravelling a bigger picture 
of the Singapore art market.

Hello Melissa, Linda and Albert! Wonderful to meet 
all of you. How was everyone’s first encounter like?

OK, let me start. I would always go down to the gallery 
(Richard Koh Fine Art), but I had never met Melissa. 
Her name keeps popping up, because Christiaan 
(current gallery director of RKFA Singapore) had been 
promoting her. He’s like, “Linda, you really must see 
this artist! She’s a new artist.” I said, “Yeah, sounds really 
interesting.” At that point of time, Melissa had a couple 
of works that were already sold.

Eventually, when we got to know Mel, she’s really 
amazing. The amount of research she has done, we 
discovered that she is really serious about her work. The 
other thing about her is that she’s small and petite, but 
when she works on these big sculptures, it’s really so 
impressive. That was what registered with us.

Her work ethic.

Yes, her work ethic.

Mel, what was your first impression of Linda and 
Albert?

Correct me if I’m wrong, but I think I met you when 
I was working on The Weight of Time (2015). The 
first sculpture you guys saw, I was working on that in 
the RKFA Gallery in Tanjong Pagar Distripark. Chris 
was helping/assisting me then because I couldn’t hold 
everything together and it was metal. I remembered 
being very stressed because at that time, I didn’t have 
this particular space (her current studio space at 
Goodman Arts Centre Singapore). I was working from 
home, and I told Dexter at that time, I said, “I have no 
space for this sculpture.” So I had to work in the gallery 
for that, assembling everything.

I remember that very clearly...

Oh gosh!

Ah, that’s when you first met us.

A Conversation with Melissa Tan, 
Linda Neo and Albert Lim
by Euginia Tan

Euginia Tan:

Euginia Tan:

Euginia Tan:

Melissa Tan:

Melissa Tan:

Linda Neo:

Linda Neo:

Linda Neo:

Albert Lim:

Melissa Tan, There is More than One of 
Everything, 2015, Stainless steel and pedestal, 110 
x 92 x 77 cm. Image courtesy of Richard Koh Fine 
Art and artist
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Ya! I was in a very awkward position, trying to hold the 
sculpture together (laughter).

I remember that very clearly because it was after work. 
I was always very busy. When Chris calls me, I would 
squeeze out half an hour and rush down to look at 
works, and that was when I saw Melissa. I mean, 
I already knew she was petite because I’d seen her 
photographs. But that day, I was impressed to see this 
small framed artist working on a big sculpture. It was 
a different genre. It was sculptures and I loved it. I told 
Chris, “OK, I’ll buy that work.” Then Melissa says, 
“There’s another work that’s coming out.” And Mel 
couldn’t get it out in time, it was for the 2015 Art Stage.

Correct.

I looked at her, she was so stressed. I pulled Chris 
aside and told him, “Tell Mel, we’d also like the second 
sculpture as well.” Because we knew somebody would 
buy over the sculpture (from us). However, we liked the 
second piece so much, it remained in our collection!

(To Linda and Albert) Perhaps it’s a good time to 
talk about some of Melissa’s works which you have. 
You’ve acquired four pieces for your collection 
spanning from 2015-2019 over her practice, namely: 
The Weight of Time (2015), There Is More Than 
One of Everything (2015), Arc of Uncertainties 
(2016) and Tara (2019). Why did these particular 
pieces intrigue and interest you?

Before I talk about the work, one thing I do have to 
mention after knowing Melissa for a little while: I am 
fascinated by her interests in the cosmic world. I mean, 
wow... It might sound like such dry stuff, the cosmic 
names, goddesses... But that becomes her new visual 
language. 

Now, that’s interesting. Because I’m also interested in 
mythology. I don’t believe in them, but I am definitely 
intrigued by them. Not only that, I see the way she looks 
at constellations, mapping and myriad of information. 
She’s able to capture and transform that into an art 
form. I’m like, “How did you do it?!” You know? It’s 
careful, intricate and delicate kind of work. To be able to 
bend the metals into such forms to then represent them 
in the cosmic world... It’s something really amazing. I 
don’t think a lot of people would go that route.

One more thing I wish to mention clearly is that being 
a female artist, her subjects tend to bring up female 
representation. There is a feminist angle in a sense that, 

Linda Neo:

Linda Neo:
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Albert Lim:

Linda Neo:
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Albert Lim:
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when she talks about the different goddesses, she brings 
up their strengths and characteristics. (She discusses it) 
in a way which I can understand. I find that interesting, 
the different goddess attributes. I feel that a male artist 
may not be able to do that, but a female artist can do 
that. Many female artists bring out the feminist traits of 
who they are in their artwork. That is something that 
draws me to her work.

(nodding) Yes.

Because of what she does now, as buyers, we learn more 
about (Melissa’s subject interests). When we learn that, 
we have a lot of material and resources to curate. For 
instance, let me talk about Arc of Uncertainties (2016) 
which we put up in our recent show Re-Imagining 
Paper (2019). When we do a show, I have to bring 
groups of people around. I have done this a countless 
number of times. To keep up their enthusiasm, it’s not 
easy! 

Because an artwork is interesting, it keeps them 
occupied in a good way. Arc of Uncertainties (2016) is 
something which I enjoyed a lot - Melissa studied the 
asteroids for that series. Most of the works then were 
made up on single asteroids, but Arc of Uncertainties 
(2016) had two asteroids. I did an M.A. in Asian Art 
Histories at Lasalle in 2018, we got our classmate to 
curate the show together. She wrote an article on this 
work which was very interesting.

We did an interview with her, and a video as well.

Something interesting happens when asteroids collide. A 
collision doesn’t have to mean a negative or destructive 
event. Sometimes, they form a new asteroid (as a result). 
It talks about how, in our personal lives, things happen 
and we may clash. But that brings us to a new trajectory, 
leads us to a new direction. That was an amazing piece 
of work. Melissa’s work is very mystical. Every time I ask 
someone, “What do you think about the work?” It takes 
a while before they can figure out it’s asteroids. Most of 
them say, “It’s a butterfly!” or “It’s a moth!”

When we first bought it, it was up on the wall... It was 
one of our biggest piece. I told Melissa, “Do a big piece, 
I’ll buy it.” When we first saw it though, it really did 
look like a moth! Then someone told me, “Linda, are 
you sure you want a moth in your home?” (laughter) I 
said, “It’s OK, we’re not superstitious!” When we did 
the show (Re-Imagining Paper), it was amazing because 
the story behind it might seem like a dark catastrophe, 
yet there is life behind it.

Melissa Tan, The Weight of Time, 2015, Stainless 
steel and pedestal, 33 x 15 x 12 cm. Image courtesy 
of Richard Koh Fine Art and artist

Melissa Tan, Arc of Uncertainties, 2016, Acrylic 
on watercolor paper and powder coarted steel, 
210 x 125 x 4 cm. Image courtesy of Richard Koh 
Fine Art and artist

Melissa Tan, Tara, 2019, Mirror finish stainless 
steel, epoxy resin & pigment, 117 x 130 x 18 cm. 
Image courtesy of Richard Koh Fine Art and 
artist
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Since we are collectors, we tell stories. The way you tell 
your story, and the way you describe the material, it 
inspires people around you. When you show interest in 
it, the people around us go, “Wow! It really is beautiful 
work.” That is the fulfilling part of having a collection. 
When you can curate a show, talk about the show, have 
a story around it. I like stories. For Melissa’s show Under 
the Arched Sky (2019), there were so many stories to 
tell. What intrigues us? As a female artist, Melissa can 
portray and draw upon the cosmic world to tell us a 
story.

(To Melissa) What do these works (from Linda and 
Albert’s collection) mean to you?

I have a romanticized idea of these works, as well. Tying 
them together with the cosmic subject matter, I was 
very happy when Linda and Albert mentioned new 
trajectories happening. When people are able to create 
their own trajectory, and sometimes they collide. I’m 
thoroughly happy and thankful that the works are with 
you both, because it has a different meaning and I could 
not have put it better myself.

There are always new discoveries. It’s very exciting. 
When you look at a work, you think you know about 
it. When you put it up again, there! Another new 
discovery.

When people ask us to sell our art works, we tell them, 
“How do we sell?” Yes, we need to sell works after ten 
or twenty years because we do need money to come in 
to support younger artists again. You have to, money is 
finite. But the thing is, the works become so close to you 
that they become something you would never part with.

It sounds like a very endearing relationship you all 
have. It’s lovely to hear appreciation for the artists as 
well. Melissa, how has that motivated your practice 
to evolve?

Linda and Albert are so passionate. Thinking about 
women artists and their practices... The collection you 
have with Chinese ink artists, that’s also something I 
don’t normally see all the time. We, as young artists, 
don’t see the way the older artists tackle their newer 
works and it makes me think about how important 
it is to learn from senior artists. Having that sort of 
experience is very important for contemporary art. 
When I saw their landscape pieces, it was so beautiful. 
The minute details... Because I also work a lot with 
details. The way Chinese ink gestures work, you can see 
semblances of figures. The way they capture loneliness 
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and peacefulness. That’s what I also hope to achieve for 
my works.

That’s awesome. Sometimes art can be too conceptual, 
you may like it only for a certain period of time. It may 
be of historical significance, but these kinds of works 
cannot be displayed in the house all the time! We have 
come to a stage where we’ve got so much art. We want to 
have works where you can sit in front of them, and you 
can meditate and enjoy it.

(To Linda and Albert) Now may be a good time 
to talk about your collection of other Singaporean 
artists, besides Melissa. What has your experience 
been like?

Initially, we simply bought things we like. Along 
the way, we wanted to support emerging artists, in 
particular, Singapore artists. We asked ourselves this 
question in 2010, when we really decided on supporting 
artists in Singapore. Contemporary art is very young 
in Southeast Asia. Collectors only actively started 
collecting in early 2004 or 2005. Besides Melissa, we 
have in our collection works by Jane Lee, Suzann Victor, 
Donna Ong, Genevieve Chua, Dawn Ng, just to name 
a few. When the younger artists started focusing on 
contemporary works, it was veering towards 2010. They 
need buyers to support them. We made a concerted 
effort to support artists in Singapore, coincidentally, the 
ones we supported were usually female.

They were probably, all my reference artists, when I was 
a student!

Singapore has given female artists opportunities. In 
the corporate world as well... For example, in the early 
days of my career, I was probably one of the few females 
representing my company. Why were there primarily 
so many roles for men in the office? It’s perceived as a 
tough industry where only men survive. But, Singapore 
has proven that females should be given opportunities 
in board decisions. We too, wish to support (and apply 
this to) female artists. We do support and acknowledge 
the efforts of the male artists too, like Tang Da Wu, Lee 
Wen, Cheo Chai Hiang, who are definitely (pillars) as 
well.

In 2010, we were collecting more Southeast Asian artists 
from Indonesia, Philippines and Malaysia. Then, we 
paused and wondered, “Wait a minute, how about our 
own artists?” Gradually, we focused on the artists in 
Singapore. We also feel that the Singapore collecting 
market is small, and every year, a new crop of artists are 

Installation view, Under The Arched Sky, 22 
November - 7 December 2019, Richard Koh Fine 
Art, Gillman Barracks, Singapore. Image courtesy of 
Richard Koh Fine Art

Melissa Tan:

Albert Lim:
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coming out. If there are no new pools of buyers, these 
guys are not going to survive. If we are able to support 
artists in various stages, whether emerging, mid-career or 
established, we should do that.

As long as we have space!

And as long as we can afford it. (laughter)

Around the 2005 period, we started supporting an older 
artist named Lim Tze Peng. He was under the radar, we 
found out that he was so important (to the art scene). 
He’s an ink artist- when we started buying his work, 
he was 85 years old. There’s a book called Soul of Ink 
written by Woon Tai Ho, it’s one of the best-selling non-
fiction books now. So, we bought a bunch of his (Lim’s) 
works, we did exhibitions, we promoted him. He is now 
102 years old. Singapore’s national treasure. That was 
our move into the Modern Chinese ink artists.

Yes. That was how we started, before we shifted into 
contemporary art.

In our exhibition Re-Imagining Paper, we really wanted 
to highlight the importance of paper. A lot of times, 
people want to buy works on oil and canvas. They think 
that the value would appreciate better, it’s easier to 
keep, etc. However, we wanted to concentrate on paper, 
and bringing the Moderns and Contemporary artists 
together.

In Re-Imagining Paper, it was a conversation between 
the older artists and the younger artists.

In Singapore, the line is clearly drawn between people 
who collect modern and contemporary art. For us, our 
interests are more varied. That’s why we collect both. 
We’ve been quite lucky because when people walk in 
and see our installation and mixed media works, they do 
ask us, “ How to collect these kind of works?” These are 
always the questions (posed to us).

We refer back to the old masters... We realized that 
people tend to collect paintings, especially oil on canvas 
and figurative works. Abstracts and mixed media works 
like collages are not popular. Nobody wanted to buy 
their works because people think that anyone can paint 
collages and all that. Yet, now these artists are extremely 
sought after. Many people do comment (after an 
extended time passed) that, “Shucks! We should have 
bought those works.” But at that point, they could not 
understand.
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You’ve done that very well, in your space. I’d like 
to direct this question to Melissa: You’ve also 
been represented by Richard Koh Fine Art for 
a significant amount of time. How does gallery 
representation impact artists in their art-making 
journey?

I feel it’s very important because the gallery gives me a 
kind of structure. Before being represented by RKFA, 
my friends and I would organize our own shows. It’s 
a lot of work! You have to wear the hat of a project 
manager, you have to work with lots of other people, 
then focus on your practice and work. So, I do agree that 
having a gallery is very helpful because that means: I just 
focus on work! I don’t have to worry about the finances, 
the budget, writing in to different places to ask for a 
showcase at a particular space. It minuses off stress and I 
can focus on art-making.

The eco-system is very important. Galleries should not 
rely on the old model of take, and sell, take, sell. This 
has upset a lot of collectors because they feel that - Why 
should the gallery make the thirty or forty percent 
cut if they are just taking and selling? There is no risk, 
there are no cost benefits to the artists themselves. But 
galleries are changing now. They actively promote the 
artists they represent. Hence, we are more willing to 
support the galleries. The galleries bring their artists 
overseas by participating in fairs and collaborating with 
other galleries abroad. And they get people like you to 
write about artists. A lot of times, artists may not be 
articulating their work, right?

Correct.

When there’s a writer, you can bring the forefront of 
the artist’s practice to the collectors. There’s someone 
to prepare their monographs, their catalogues, etc. The 
system is very important... This is still quite lacking to a 
certain extent in Malaysia and Indonesia. Artists tend to 
go directly to the collectors and sell to them. But then, 
they don’t get promoted, they can’t go international. 
This shouldn’t be the case.

We have to cultivate them.

We need to (be mindful of) the sustainability. A gallery 
sustains you.

(After all) It’s a global world now, right?
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Re-Imagining Paper Installation. Photo courtesy of 
Ken Cheong

Albert Lim & Linda Neo posing in front of Re-
Imagining Paper wall text. Photo courtesy of Ken 
Cheong

Melissa Tan cutting paper at Primz Gallery. 
Photo courtesy of Trippin’ Creatives
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(To Linda and Albert) In that case, let’s talk a bit 
about Primz Gallery. As a couple, how do you 
complement your collecting viewpoints? How does 
that determine the vision of Primz Gallery?

Yes, we do call it a gallery, but we did not know what to 
call it (at first). It’s actually a private space: We do not 
buy or sell works there like a typical gallery. It’s really 
meant to be a place for us to keep our work. What we 
do in our space is that we’ve partitioned it in such a 
way where there’s enough storage and exhibition space. 
I always say this: In the art eco-system, you can go to 
a gallery. You can go to a museum. You can go to an 
art fair. But you hardly get a chance to go to a private 
collection, you know? For me, that’s a missing gap. 
People like to see private collections, because you don’t 
see these works in galleries or museums. So whoever 
comes to the space, most of them will walk away 
inspired. 

Not only do we curate shows, we give people an idea of 
what private collectors do with their works. We’ve also 
made it a point to open up our space to art institutions. 
For example, Lasalle has come by. NAFA (Nanyang 
Academy of Fine Arts) has come by. A couple of years 
ago, Sotheby’s Institute of Art from Los Angeles 
happened to bring a group of students to Asia for Art 
Basel Hong Kong. We connected to them, and a whole 
bunch of their students came to our space. And it also 
happened to be on the day of our anniversary!

Our wedding anniversary!

They stayed on, we were supposed to have our own 
dinner but they wanted drinks, beer and wine. 
(laughter)

That night, we were so exhausted. We cancelled our 
dinner. Our children called to ask, “Hey! Where are you 
all having dinner?” I said, “No, I’m eating hor fun at 
home.” (laughter)

I was so exhausted when they overstayed their visit, we 
had to clean the space. On the way home, I told Albert, 
“Honey, we seriously have to think about what we are 
planning to do with the space.” It was tiring when a 
huge bunch of people just comes (at the last minute) 
and leave. So after Art Basel Hong Kong, we decided to 
seriously think about the long term plan.

Yes, we were really tired and exhausted. It was interesting 
to have them come in, though. Because besides asking 
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Euginia Tan: about art work, they would ask about (other aspects of 
Singapore) like the chewing gum ban.

The next day, we were at Art Basel Hong Kong. Four or 
five youths came running up to us, saying, “Hi Linda 
and Albert!” I said, “Oh... Hi?” And they said, “I’m 
so sorry I missed coming to your space! Thank you so 
much for opening it to the students because it was the 
highlight of their trip.” Another one of them said, “I 
shouldn’t have gone to the other space!”

It was the highlight of the kids’ trip. We didn’t know.

They enjoyed it so much. When I walked away, I told 
Albert, “Looks like there’s a reason to continue with 
Primz Gallery.” These are the moments which inspire 
us to continue. Because when we’re exhausted, we 
do question ourselves. What are we doing? We’re not 
selling, it costs us so much to do catalogues, entertain 
and host.

We continue to do it to instil that inspiration. One 
more incident I have to point out is: There were some 
patrons from Art Gallery of New South Wales, Australia 
(AGNSW) in their seventies and eighties who came by. 
Some were in wheelchairs.

They were benefactors of the AGNSW.

I was there, giving my presentation. I was still doing my 
Masters, so I told them, “This is going to be my thesis 
presentation to you.” Because I wanted to make it fun. 
After I finished, one of the patrons whispered to me, 
“I’ll give you an A grade!”  (laughter)

They were so sweet. Sometimes, the public will ask to 
come by too and we let them. In a way, we achieved 
what we wanted to do with art appreciation and 
education. That is the vision we want to continue with.

You never know who it is going to reach. There was one 
year, Art Stage had closed. So National Arts Council 
had to quickly put something together. We contributed 
the works from our space for that... At the time, Grace 
Fu was the Minister. We had a chat, my wife was at the 
same table. 

We started talking about ground up initiatives. The 
Minister mentioned that she wanted to see more of 
such initiatives. So I think we are that kind of initiative, 
because we are an independent space and we see results. 
That’s what we want to do. As long as there is breath in 
our lungs, we will continue.
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Albert Lim engaging visitors to Primz Gallery

Outside Melissa Tan’s studio at Goodman Arts 
Centre 2

Outside Melissa Tan’s studio at Goodman Arts 
Centre 3
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These initiatives impact collectors because people see 
what we buy. Singapore is very busy, people may not 
always have time to visit galleries. As long as you are 
trusted as a collector, they will want to discover more 
about your artists and follow you!

It’s the influence of peers. We influence them, and we 
hope that they too, influence other people. Our market 
is sustained that way, if not, we would all be in trouble.

We should speak and show more about our artists.

So... how about our collecting viewpoints?

Well, I always listen to you, honey.

No! (laughter) She listens to me, but buys what she 
wants (laughter). 

But when it comes to making a choice, she has the better 
taste. In terms of having an eye for works, she has it 
better. Occasionally, she does ask me what I think.

Yes, he must agree...

If I don’t agree, and we don’t buy it, it could be a missed 
boat.

We’ve definitely missed a couple of boats, but it doesn’t 
matter.

There’s no end to creativity. Don’t worry about missing 
something, because people are always doing works. 
There will always be a better piece.

During the Covid-19 (pandemic), we decided to open 
Primz Gallery to the public. At that point, we never had 
a website, we never had an IG. We felt we should open it 
so that people who can’t travel - They should come and 
see works. When we did another show, Flesh and Spirit 
(2020), we decided to include Southeast Asian artists. 
At that point in time, it had been the second year of 
Covid-19... Singapore was showing a lot of Singaporean 
artists. We thought, why don’t we introduce some 
Southeast Asian artists? We decided to participate in 
S.E.A. Focus during Singapore Art Week.

We joined it as a VIP Programme, where they organized 
groups to come over to look at works.

The last show we did was on Chinese ink landscape 
artists. We collected these works during 2005 - 2006.

Shanghainese, Shanshui artist
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The artist’s name is Wang Jiafang?

Yes. He is now popular in Shanghai. And highly 
respected. We felt that we should do a show so that 
the Singapore public could see more Chinese ink 
(works). Something different and refreshing during 
SAW. We collaborated with Siaw-Tao Chinese Seal 
Carving, Calligraphy and Painting Society. It was a new 
experience for the visitors. Since we started collecting 
these works, we decided to host a show. Four years ago, 
we already approached the CEO of Singapore Chinese 
Cultural Centre, Mr Low Sze Wee, to curate the 
show. At that point in time, he was not (able to make 
a decision). However, last year when I asked him, he 
was interested to curate it. Interestingly, he said that he 
wanted to curate the show because he was looking at the 
habits of Singapore collectors. In the ‘80s, the people 
who collected were (largely) professionals.

They were English-speaking professionals, who collected 
Chinese ink works. It was a strange phenomenon.

Similarly now, you know... We (Linda and Albert) 
cannot read Mandarin.

We cannot. Yet, we’re buying. So... The phenomenon is 
still there.

The (fact) is that... You can be a contemporary art 
collector. But you can enjoy Chinese ink, as well. 
Singapore shouldn’t lose this period, whereby 
we become so Western-centric that we forget our 
relationship with Chinese ink and their artists.

I may not be able to read (Mandarin), but I am drawn to 
calligraphy. I’m drawn to the gestures, the strokes... It’s 
always been the Chinese in me.

Our collection is quite broad.

Very diverse.

Now, we are also going into video art and installations. 
Which is giving us a big headache, because we do not 
know how to keep it (laughter). We’re trying to read up 
more on NFTs (Non-Fungible Tokens).

(To Melissa) What do you observe from Linda and 
Albert’s collective styles, and perhaps also your other 
collectors’ habits?

I’m always an advocate for having extensive interests. For 
myself, I’m also interested in many different things. So I 
appreciate that they like Chinese ink, and contemporary 
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works. I don’t believe many younger artists have the 
chance to observe this, so they’ve definitely plugged that 
gap.

I’m curious too, Melissa. If you don’t mind me asking, 
what do other collectors talk to you about your works?

Sometimes, everyone has different readings of the works. 
For me, I love movies and pop culture. And some people 
like different genres. So we might even be talking about 
Korean movies... Or sometimes, it may not even be 
anything to do with the works and art!

Are collectors always very technical or knowledgeable 
about art?

When they have an interest, yes. They react as much 
as they know about it. They have their own ideas too, 
when they visit other artists. They might say, “Oh, that 
looks like so-and-so’s style.” They might compare. It’s a 
good thing because some artists could remain too fixated 
on their own practice. For example, I love Jane Lee’s 
work, even back when I was a student. But when you 
bring Jane’s work over to your space for a show, I have a 
new connection with her. I can actually speak to her. We 
normally may not actively search out senior artists. Or, if 
I was not practicing in Goodman Arts Centre, it would 
be even more difficult to get access to the senior artists. 
We need to be able to share information (amongst) each 
other, or a lot of knowledge would be lost.

Should there be more dialogue between different 
generations of artists?

I would hope so. I benefitted so much from lessons they 
gave. It’s nice when they can spend time (with us too). 
I know that everyone’s practice is very time-consuming. 
When you get into it, it’s hard to pull yourself away 
from it. I hope that in the future, I’d also be able to do 
the same (for younger artists).

For sure, you’ll be a senior artist one day!

Although, I still feel very young (laughter).

You can still apply for grants (laughter).

As collectors, sometimes we do worry if the artists are 
too young. They may drop out (of their practice).

Is the dropout rate high?

Very.
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It’s extremely difficult to sustain, especially when the 
market cannot support them.

Going forth, there are so many more artists (out there). 
It’s hard for us to support everyone. I am hopeful that 
the collector base will expand.

A lot of artists are practicing and teaching.

Correct. I used to do that too. It is very hard to sustain 
(our practice).

(To all) Thank you all for your enlightening time 
with me! With all your combined expertise in the 
arts industry, what would be something you feel has 
been important for you to live by which you wish to 
impart to fellow readers/audiences?

Having extensive interests is very helpful. Always be 
passionate, that continues to show in our practice. I 
hope other artists have that drive and perseverance to 
continue too. We have to be motivated. When I see 
(collectors) collecting, I want to push myself further 
because of their support. Having that feeling of 
challenge and uncertainty is something important for 
me, as a practitioner. I stand by that. Every show I do 
will be something different, improving a technique or 
concept.

Singapore collectors tend to be bashful and shy about 
their collection. Compared to the Philippines or 
Indonesia, when we attend their art fairs and visit their 
collectors’ homes, they are so proud to show their 
collections. They do have bigger land and space. But a 
collection should not be kept, it should be shared. If 
not, the public will not see the full spectrum of what an 
art eco-system is. Collectors should slowly open up and 
invite more people in. It doesn’t have to be large-scale, it 
could just be opening up their homes to others. This is 
all part of education and appreciation.

Buying art is not transactional. It’s important to get to 
know the artist, it’s a great experience when you know 
them intimately. Why do the artists do (the practice)? 
There are a lot of sacrifices as well. To buy an art work 
is to pass on a gift to an artist. It encourages them. We 
cannot look at art as a transaction, but we have to see it 
as;  building a community with our artists.
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Installation view, Wings of Throne, 1 - 23 April 2022, Richard 
Koh Fine Art, Singapore. Photo courtesy of Richard Koh Fine 
Art
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In Conversation with Svay Sareth
by Euginia Tan

Above:
Sareth Svay, Wing 3, 2020, 
Cotton, kapok and nylon, 65 
x 50 x 7 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Wings of Throne features eight pairs of Svay Sareth’s soft sculptures in the form of camouflage 
dragon’s wings. It was said that the monarch in current power is often supported by wings 
allowing a dragon to fly through Cambodia’s history, spanning forty-five years. These wings 
are thus deemed as a necessary vessel to Cambodian society, wherein the rules to support the 
master crown are upheld with honour and true liberation. 

We speak to the artist to find out a bit more on his role as an artist and citizen in Cambodia 
today. 

Euginia Tan (E)
Svay Sareth (S)

E: Hello Sareth, thank you for giving us this chance to understand your    
 practice better. First off, let’s discuss what your works revolve around.

S:  I was born in 1972, just a few years before the Khmer Red (or Khmer   
 Rouge) was taking power over the country. Back then, my life was an    
 endless moment of running in fear from the bombs, walking on eggshells   
 through various land mines and escaping for survival into the jungle. We   
 had nothing to our name: No education, no basic necessities. I lost some   
 of my siblings to this war. My work reflects my personal experience as a   
 refugee imprisoned by the aftermath of civil war in Cambodia.

E:  The aftermath of war features very heavily in the tone of your works.    
 What does war mean to you?

S:  War, to me, implies the most stupid game in the quest for total power.

E:   Material-wise, there is a wide range of mediums and disciplines artists   
 use to capture political art. There’s a sense of gentleness and quirkiness   
 to soft sculptures. Could you describe your choice of materials (Cotton,   
 Kapok and Nylon) and how they convey the messages you are imparting?

S:   It is true that the material choices reflect certain performative elements   
 contributing to my universe of expression. Since the majority of the world   
 understands that war is cruel drama, I chose not to have my audience   
 sensing violence immediately upon viewing my art work. Instead, I invite   
 them to enter a space of connection to the messages I wish to convey.    
 I’m very influenced by Charlie Chaplin movies- They make me laugh and   
 forget real life for a moment. In a way, he helped relieve me of the tension   
 in my drama. So to me, Charlie Chaplin is not only an actor, but also a   
 doctor. His movies cured several of us after World War Two. On that   
 similar note, I want my works to be a reason, a mission and a    
 responsibility as a witness to victims of war. 

 I’ll take this chance to describe some of my current materials for this    
 series. The camouflage fabric (as shown on the wings) were used for    
 camouflaging when we were escaping. So it was kind of an armour for   
 survival. Another use for it was for us to be concealed while we    
 were hunting. Kapok is the name of a tree in Khmer, also known as    
 Kor, which means mute/ silenced. The nylon ties were usually used to   
 tie and withhold victims of war. However, in Wings of Throne, I chose   
 to show them as a decorative proclamation of super power.
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E:  It’s significant to note that you have experienced life as a refugee in    
 the Site Two refugee camp near the Thai-Cambodian border.

 The Site Two Refugee Camp was the largest refugee camp on the    
 Thai-Cambodian border and, for several years, the largest refugee    
 camp in South East Asia. The camp was established in January 1985   
 owing to guerrilla forces opposing Vietnam’s occupation of Cambodia.  
 Site Two was closed in mid-1993 and the great majority of its population   
 was voluntarily returned to Cambodia.

E:  Tell us a little bit of that period in your life. How did it impact your    
 mindset and practice?

S:   The camp was as good as a jail. More than 300,000 people crammed in a   
 tiny space, without even a roof over our heads. We had no rights to get out   
 and the land mine was just around the corner on the other side. Site Two   
 was a big hostage waiting room for all the refugees in need of food, water,   
 medicine, education... In the eyes of the people holding us hostage,    
 a refugee was worthless.

 We yearned for freedom: Freedom of taking charge of our time, freedom   
 of speech, freedom of travelling. . . But at the time, the sole landscape I   
 knew of was the jungle, our bamboo house and the barbed wire fence   
 around our camp. The violence seemed permanent and never-ending. 

 I waited for thirteen years to finally return to and discover my home    
 land. To be able to smell the real Khmer food, and see our palm trees    
 stand tall.

E:  Describe your current works for Wings of Throne. 

S:  Wings of Throne is a continuous series of my works since 2020. They   
 are symbols of the “Dirty Dozen”, who are twelve of Khmer’s dictator-  
 generals blacklisted under the United States’ Office of Foreign Assets    
 Control. 

 About the Dirty Dozen: Cambodian premier, Hun Sen who was in    
 power for over 30 years, nurtured and developed a dozen individuals    
 who became the backbone of his autocratic regime. These twelve men   
 had close political ties with their leader boosted his army and police to   
 facilitate the Cambodian People’s Party’s (CPP) near perpetual rule and   
 political oppression. 

 The Dirty Dozen have been implicated in some way or form of human   
 rights abuse- ranging from land confiscations to the use of lethal force   
 against protestors. Some of them also participated in the atrocities of the   
 ruthless Pol Pot regime during 1975 to 1979.

 These works commemorate my celebration of victory and justice for    
 victims of social unjust. These wings are metaphors of the bloodied    
 hands and corruption accompanying the wings of throne. From here,   
 I want to pay tribute to the past and look forward to the future of    
 contemporary democracy in Cambodia.

E:  As corruption is a heavy and broad theme for different communities,   
 inform us about how corruption affects society, particularly in Cambodia.

S:  Corruption is a mega problem of an unfair system. It is also a censor    
 for real development, and will prove to be a disaster for the next    
 generation by giving them a bad example of stifling honesty,  creativity   
 and freedom, particularly in Cambodia. 

E:  Why is art-making important in a time of corruption?

S:  Art becomes the mirror reflecting certain realities. From there, we can   
 re-establish positive tools to build a better world with can accommodate   
 freedom and justice for everyone.

E:  From here, do tell us a little bit more on the work you do for Phare    
 Ponlue Selepak (https://phareps.org/). 

S:  Phare Ponleu Selpak, which translates to The Brightness of the Arts    
 in Khmer, is a Cambodian non-profit arts school located in     
 Battambang. The school offers support to children, youth and    
 surrounding affected communities through artistic community    
 outreach and engagement programmes.

 In 1991, on October 23rd, the Paris Peace Agreements (formally titled   
 Comprehensive Cambodian Peace Agreements) were signed. This    
 marked the official end of the Cambodian–Vietnamese War. My art teacher   
 in the refugee camp, Véronique Decrop, along with some of my childhood   
 friends, proposed ways to re-integrate citizens for the development of post-war  
 Khmer society. We decided to teach art to children around the village who   
 didn’t have chances to go to school. From the years of 1993 to 1995, we built   
 the Phare School and opened up the roads for easier access to the school. I was  
 thus appointed as a co-founder of Phare Ponleu Selpak. I taught art while also  
 managing the exhibitions of my fellow artists and Phare students until 2002.   
 Then, I left to continue studying arts in France. Currently, I’m no longer   
 involved with Phare anymore but I still support them to my best ability. 

 I have actually created my own art school in Siem Reap, the Blue Art    
 Center (https://www.blueartcenter.info/), which I hope to officially open   
 after the Covid-19 pandemic wanes. With the education of visual arts,   
 Blue Art Center strives to provide an outlet for creativity that will enable   
 the passion and history of contemporary artists’ legacies for generations in  
  Cambodia.

E:  Lastly, the remedy of war is often commonly associated with peace.    
 What brings you peace? What is a peaceful message you would like to bring   
 forth?

S:  To me, peace is the beginning of development, and the shape of    
 freedom. Peace should also not be resistant to justice. 

Fig: Kapok tree and fiber

Image source: https://www. 
textileblog.com/kapok-fiber- 
properties-processing-and- 
applications/
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Bottom Right:
Sareth Svay, Wing 1, 2020, 
Cotton, kapok and nylon, 90 
x 50 x 8 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Top Left:
Sareth Svay, Wing 7, 2020, 
Cotton, kapok and nylon, 110 
x 90 x 8 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Top Right:
Sareth Svay, Wing 4, 
2020,Cotton, kapok and 
nylon, 65 x 55 x 6 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Left:
Sareth Svay, Wing 11, 2020, 
Cotton, kapok and nylon, 160 
x 110 x 14 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Middle Right:
Sareth Svay, Wing 10, 2020, 
Cotton, kapok and nylon, 80 
x 75 x 9 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Right:
Sareth Svay, Wing 15, 2020, 
Cotton, kapok and nylon, 110 
x 80 x 10 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Bottom Left:
Sareth Svay, Wing 8, 2020, 
Cotton, kapok and nylon, 100 
x 80 x 11 cm. Image courtesy 
of RV Woods Singapore and 
artist
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A Matter of 
Scale and Perspective

15 April - 17 Jun 2022 
Online Exhibition / Group Exhibition 

Zelin Seah
Above: 
Zelin Seah, In The Room of 
Spirit and Time 在精神时
间之屋, 2020, Oil on linen, 
200 x 230 cm. Image courtesy 
of Richard Koh Fine Art and 
artist
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Installation view. Gestures of Landscape, 6 - 28 May 2022, 
Richard Koh Fine Art, Singapore. Photo courtesy of Richard 
Koh Fine Art
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Gestures
of Landscape: 
An Introduction

Much like how contemporary art has evolved 
in the region, the paradigm of landscape in art 
has shifted dramatically over the centuries. In 
the Western painting tradition, landscape as a 
genre only became official in the 16th century 
and despite this, it was still lowly ranked in 
the hierarchy of painting genres. However, 
landscape art in China became established long 
before it became a genre of its own right in the 
West via the landscape portrayal of shan shui, 
and very much remains popular in this day and 
age. The philosophy of shan shui predicates that 
painting is not merely an open window for the 
viewer’s eye, but rather an object for the viewer’s 
mind. 

In that same vein of thinking, Gestures of 
Landscape present works that provoke the 
human mind with shadows and silhouettes of 
landscape, allowing viewers an opportunity 
to see past preconceived notions of nature and 
creating new opportunities of understanding 
via atmosphere, mood, spirit, and the simplest 
of pictorial means. In all the selected works, 
the abstraction of landscape is accomplished 
through a range of techniques applied on two 
and three-dimensional planes. Though each 
artist is dealing with the notion of landscape, 
there is a great variety of aesthetic and emotional 
difference among the works. 

Anchoring the exhibition is Yeoh Choo Kuan’s 
(b. 1988) 4-meter work titled, Immortals 1 – 
5 in which the aesthetics of shan shui is very 

Above: 
Zelin Seah, 鬱 Funnel, 2019, 
Mixed media with etching on 
copper, 116 x 86 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

much prevalent through the devices of value, 
colour, composition and simplified brushwork. 
The work is inspired by the mountains and 
streams found in the background of temples 
and illustrated books from Yeoh’s childhood 
experience. The inner landscape he painted 
resulted in becoming the world he projected 
outside – or rather the ‘truth’ he was able to 
extract from the people around him. In essence, 
Yeoh reveals the metaphysical beauty in nature.

The works of Liu Hsin-Ying (b. 1991) and Zelin 
Seah (b. 1980) were derived from an introspective 
vantage point. Both artists approached their 
pictorial surface akin to a caveman navigating 
in the dark, looking for a kind of movement, 
which can be found in nature, reality and the 
body. Their main intention is to give shape to 
an existence without having a pre-programmed 
focus, placing primary emphasis on chance and 
artist hand. Hence, their works seem to lack 
some point of address; instead, viewers see them 
as the immensity of a mountain, a wide stretch 
of the sea, or the majestic bird’s-eye view of the 
archipelago below. 

The works of Faris Nakamura (b. 1988) and 
Melissa Tan (b. 1989) expand the sensations of 
space and light in art through their investigations 
of landscape. The manner in which they 
arrange these elements of design to create these 
sensations is a function of their intuition. 
However, their intuitions are influenced not 
only by their training and background but also 
by ideas about the nature of space.

Nakamura provides insight on the role of light 
in structures, and the illusion it gives to the 
weight of material choice. Light is quintessential 
as it enables the viewer to appreciate the diverse 
qualities of space: size, geometric shape, texture 
and colour. The thought of light is suggested or 
applied via entrances. Cut ridges enunciate what 
is let in, fitted slots filter depth and mood. Titled 
Green Hills, the work’s suggestion of landscape 
holds meaning, nothing in the sense of reality, 
but rather reminds us that our viewpoint and 
perspective are bound to change when standing 
at different vantage points. 

In Tan’s work, the landscape is hidden and 
the viewer is demanded to search. Light is 
reflected off its mirror finishing surface and 
also penetrates the perforations in the metal 
to illuminate the hidden resin object. This 
phenomenon disrupts the viewer’s visual focus 
which plays an important role in concealing and 
camouflaging information, and expresses the 
work’s underpinning idea of finding things that 
were initially thought lost, but in fact, hidden in 
plain sight. The silhouettes are formed via laser 
cuts in the metal sheets, creating negative spaces 
and voids to address a sense of loss and, most 
importantly, to remind viewers of the tendency 
of ‘lost truth’ when mythology is historized.

The melancholy of lost memory and 
surroundings permeates in Wong Perng Fey’s 
(b.1974) mixed media painting. Viewers get a 
sense of a fragmented reality, concealed under 
layers of acrylic, Chinese ink and rice paper, 
only allowing a vague sense of the photographic 
imagery of landscape, akin to someone trying to 
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Above Left:
Liu Hsin-Ying, In the Waves, 
2020, Acrylic, pastel and 
crayon, 239 x 148 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

hold on to a fading memory. Here, the landscape 
is romanticized in which it becomes more than 
a picture plane. It is transformed from the 
documentation of action and mistakes into a 
plane that records gestures and mental states. In 
the end, landscape endures. 

The work of Justin Lim (b.1983) presents a 
dreamlike space juxtaposed with the everyday 
life in disjointed, constructed and in an 
artificial environment. The viewer is presented 
with elements of everyday life and traditional 
landscape, creating new narratives that reflect 
contemporary reality. At its core, the work 
challenges preconceived notions of what is seen 
as reality – seeing, therefore, is not believing, 
and what we see is not necessarily the truth.

Works in this exhibition therefore come together 
to suggest that abstraction in landscape has taken 
on a broader role in art, where artists can use it 
as an entry point to explore the psychoanalytical 
landscape of the human mind, expanding the 
concept of what a landscape could be. It has the 
sophistication of reflecting complex issues that 
shape a diverse and rapidly changing world via 
the gestures of landscape. 

Above Right:
Liu Hsin-Ying, Breath, 2021, 
Acrylic and spray paint on 
canvas, 131 x 124 cm. Image 
courtesy of Richard Koh Fine 
Art and artist
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Bottom Right Above:
Justin Lim, Invisible Hierachy, 
2022, Acrylic on canvas, 52.5 
x 63.5 cm (framed). Image 
courtesy of Richard Koh Fine 
Art and artist

Bottom Right Below: 
Justin Lim, All Around 
The World, 2022, Acrylic 
on canvas, 52.5 x 63.5 cm 
(framed). Image courtesy of 
Richard Koh Fine Art and 
artist

Bottom Left: 
Justin Lim, Chaos Lounge, 
2022, Acrylic on Canvas, 124.5 
x 104.5 cm (framed). Image 
courtesy of Richard Koh Fine 
Art and artist

Top: 
Melissa Tan, Nut, 2021, 
Mirror finish stainless steel, 
epoxy resin and pigment, 85 x 
67.5 x 12.5 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Top:
Faris Nakamura, Green Hills, 
2021, Emulsion on treated 
wood, acrylic and metal 
pieces, 85 x 70 x 20 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Bottom:
Wong Perng Fey, ...Not Afraid 
of Hardship, Not Afraid To 
Die..., 2019, Acrylic and 
chinese ink on professional 
photography paper and rice 
paper mounted on linen, 150 
x 220 cm. Image courtesy of 
Richard Koh Fine Art and 
artist
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Above:
Yeoh Choo Kuan, Immortal 
(Set of 1-5), 2020, Acrylic on 
linen, 250 x 80 cm (each), 250 
x 400 cm (Set of 1 - 5)
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12 - 14 May 2022 
Group Exhibition / Two Temple Place, London

Eye of the Collector 
2022

Haffendi Anuar

Left:
Haffendi Anuar, Migratory 
Objects 1, 2016, Emulsion paint 
and wood, 29 x 21.5 x 19 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Right:
Haffendi Anuar, Migratory 
Objects 2, 2016, Emulsion paint 
and wood, 73 x 20 x 10 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Middle: 
Haffendi Anuar, Migratory 
Objects 4, 2016, Emulsion paint 
and wood, 55 x 33 x 14 cm. 
Image courtesy of Richard Koh 
Fine Art and artist

Installation view. Eye of the Collector 2022, 12 - 14 May 2022, 
Two Temple Place, London. Photo courtesy of Andrea Van 
Den Hoek Mejias.

In May 2022, Haffendi Anuar participated in the group exhibition Eye of the Collector 2022 
by Nazy Vassegh at Two Temple Place, London, organized by A.I. Gallery. The exhibition also 
included other notable artists such as Camilia Bliss (b. 1989, UK), Elizabeth Gabrielle Lee (b. 
1994, Singapore) and WeiXin Quek Chong (b. 1994, Singapore). Anuar presented his emulsion 
paint on found wooden objects series which has developed into a persistent form and exploration 
in his artistic trajectory.
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In May 2022, Ilham Gallery organized the inaugural ILHAM Art Show, a triennial exhibition 
platform initiated to give artist in Malaysia the opportunity to experiment and make new work. 
The inter-generational list of 31 artists included Haffendi Anuar, Hasanul Isyraf Idris and Yeoh 
Choo Kuan. All 3 artists presented innovative and experimental works, in contrast to familiar 
forms, varying from video projections to paper & fiberglass sculptures to textile installation.

17 May - 23 October 2022 
Group Exhibition / Ilham Gallery, Kuala Lumpur, Malaysia

ILHAM 
ART SHOW 2022

Haffendi Anuar, 
Hasanul Isyraf Idris 
Yeoh Choo Kuan

Installation view. ILHAM Art Show 2022, 17 May - 23 October 
2022, ILHAM Gallery, Kuala Lumpur, Malaysia. photo 
courtesy of Richard Koh Fine Art
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Above:
Haffendi Anuar, Sites, 2022, 
Mixed media, Dimensions 
variable. Image courtesy of 
Richard Koh Fine Art
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Above:
Hasanul Isyraf Idris, Quarry, 
2022, Graphite on cotton 
paper and fiberglass sculptures, 
Dimensions variable. Image 
courtesy of Richard Koh Fine 
Art



Above:
Yeoh Choo Kuan, A Thousand 
Ways, 2022, Video installation, 
Variable dimensions, Duration 
4 minutes. Image courtesy of 
Richard Koh Fine Art
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Installation view. Art Basel Hong Kong, 27 - 29 May 2022, 
Hong Kong Convention & Exhibition Centre (HKCEC), 
China. Photo courtesy of Igor Chan Chun Hin

27 - 29 May 2022 
Group Exhibition / Hong Kong Convention & Exhibition Centre, China

Art Basel 
Hong Kong 2022

Natee Utarit
Svay Sareth
Wah Nu
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Déjà vu: When The Sun Rises in the West
似曾相識:當太陽從西邊升起時

by Natee Utarit

Marking Natee Utarit’s first major solo exhibition in Bangkok 
in several years, Déjà vu: When the Sun Rises in the West taps 
on the mastery of multiple mediums and cultural strains 
to observe and reframe the order of time and sharing of 
knowledge across Western and Eastern civilizations. The title 
itself, Déjà vu, embodies how the artist’s mind operates in 
flashbacks, where images of Western culture are interjected 
by Eastern consciousness and vice versa. In Déjà vu: When 
the Sun Rises in the West, the artist flashes back past the 
Renaissance and Gothic periods recurrent in his earlier 
works to, specifically, Greco-Roman and Gandhara art. 
These references become the starting point for the artist’s 
investigation into the image of the Greco Buddha and the 
hypothetical encounter of Buddha with the civilization of 
ancient Greece - thus Déjà vu centers on Gautama Buddha’s 
teachings and journey on Earth and his enlightenment.

Chronologically, the series Déjà vu, which started in 2019, 
follows Your Past is My Future, where Utarit considers the 
relationship between Southeast Asian cultures and Western 
colonialism - a subject he inspects with a speculative mind in 
order to backtrack to the moment the West hijacked Asian 
consciousness. Prior to that, in Optimism is Ridiculous 
and The Altarpieces series, Utarit took a frontal approach 
to colonial and postcolonial trajectories, pervading his 
works with tension and provocation. However, while in the 
preceding series the artist focused on Western influence on 
Southeast Asian culture, Déjà vu: When the Sun Rises in the 
West distinguishes itself by works suffused with harmony.

Expressing his syncretic quest through not only painting 
but also sculpture, embroidery, stained glass and woodcut, 
the featured works in fact overturn what is historically and 
culturally unthinkable, thus sowing the seed of possibility: 
what if the East, manifested as the figure of the Buddha, met 
the West at the beginning of time? What if the sun rises in the 
west? What if colonial expansionism was inverted? Utarit’s act 
of convoking Eastern and Western cultural symbols inevitably 
foregrounds the emergence of colonial structures of power, 
which are hinted in the works then only to be dislodged by 
the artist’s very proposition of an imaginable past. What are 
highlighted in fact in Déjà vu: When the Sun Rises in the West 
are the common aspects of different cultures that, by the 
artist’s hand, become the threads to weave a new Western / 
Eastern narrative.

Top:
Natee Utarit, Body and Soul, 
2021, Oil on canvas, 150 x 107 
cm, 153 x 110 cm (framed). 
Image courtesy of Richard Koh 
Fine Art and artist

Bottom:
Natee Utarit, Before You Accuse 
Me (Take A Look At Yourself), 
2021, Oil on canvas, 150 x 107 
cm, 153 x 110 cm (framed). 
Image courtesy of Richard Koh 
Fine Art and artist

作為 Natee Utarit 幾年來在曼谷的首次大型 個展， 

《似曾相識:當太陽從西邊升起時》利 用對多種媒介

和文化張力的掌握來觀察和重 新構建東西方文明的時

間順序和知識共享。通 過系列的標題《似曾相識》，

我們能了解到 藝術家的構思通過倒敘展開。Utarit在

西方文 明象徵的圖像中植入東方意識及元素，反之亦 

然。通過《似曾相識:當太陽從西邊升起時》 ，Utarit

回顧了他早期作品中經常出現的文藝 復興時期和哥

特時期，特別是希臘羅馬和犍陀 羅藝術。這些參考資

料成為他研究希臘佛像以 及佛陀與古希臘文明的假設

相遇的起點。喬達 摩佛陀的教義和地球之旅成為了

Utarit追敘的 中心以及啟蒙。

按時間順序，2019 年開始的《似曾相識》 系列與 

《你的過去是我的未來》中，Utarit 思考了東南亞文

化與西方殖民主義之間的 關係——他以一種投機的

心態審視了這個主 題，並回溯到西方影響亞洲意識

的那一刻。 在此之前，Optimism is Ridiculous 和 The 

Altarpieces 系列中，Utarit對殖民和後殖民 的軌跡採

取了較為直面的態度，他的作品裡 充滿了張力和挑

釁。然而，雖然在之前的系 列中，Utarit關注的是西

方對東南亞文化的影 響，但《似曾相識:西方的太陽升

起時》卻是 以比較和諧的作品來詮釋。

Utarit不僅通過繪畫，他還通過雕塑、刺繡、 彩繪玻

璃和木刻來表達他的追求。這些作品實 際上顛覆了 

歷史和文化上不可想像的東西，從 而播下了可能性的

種子:

假設東方以佛陀的形象為像徵，在時間之初遇 見了西

方文明?

假設太陽從西邊升起? 

假設殖民擴張主義倒置?

Utarit召集東西方文化符號的行為不可避免地 預示著

殖民權力結構的出現，這些元素在作品 中以暗喻的方

式呈現。但後來卻被他“可想像 的過去”主張所取代。

《似曾相識:當太陽從 西邊升起時》實際上強調的是， 

在藝術家的手 中，不同文化的共同點成為了編織新的

西方/ 東方敘事的繩索。
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The Heart Healer   
心靈治愈

by Svay Sareth
The Heart Healer is about childhood memory 
with my mother during genocide and civil war in 
Cambodia. When I was 13, I escaped the refugee 
camp, and brought my mom a bouquet of lilies, in 
exchange for my own independence.   *

My mother is one of the survivor from the refugee 
camp, and today she helps me making the lilies. 
Attentive to her work, my mom radiates serenity to 
her surroundings. The flowers assume meaning as 
offerings for reconciliation and freedom.

It is also a question for me for all the mothers in 
the world who have many children (more than 
10 children) and all the challenges they faced 
while taking care each of their child during that 
ongoing 13 years period of war. How did all of 
those children grow up without proper education, 
freedom or any care for their right? For me, right is 
always crucial for all children in the world.

The work is also dedicated to all beautiful moms in 
this whole world.
* Autobiographical in nature, the work follows the 
narrative of Svay, who as a young boy, recognised 
the importance of swimming as a life skill, and in 
the water lily pond near the refugee camp where he 
lived taught himself to swim. Being able to swim 
presented him with a sense of being freed, and 
triggered in him a yearn to live his life independent 
of confines. Before embarking on his life of 
determined independence, Svay offered his mother 
a large bouquet of water lilies as a gesture of love, 
and hope for her trust in his decision to forge his 
own path. In these moments, he learnt about the 
value of freedom and since then has always recalled 
the water lily as a symbol of one’s strength and 
resolve.

The Heart Healer 講述了柬埔寨種族滅絕和

內 戰期間與我母親的童年記憶。 13歲時，

我逃 離了難民營，給母親帶了一束睡蓮， 

以換取我 自己的獨立。 *

我的母親是難民營的倖存者之一，現在的 

她幫助我製作睡蓮。我的母親專注於她的工

作，她 的周圍時刻散發著寧靜的氣息。這些

花對我而 言具有和解和自由的象徵意義。

我一直對這世界上所有著許多孩子(超過 10 

個孩子)的母親有一個疑問。她們是如何在 

13 年戰爭期間照顧每個孩子，並克服了什麼 

樣的挑戰?所有孩子是如何在沒有適當的教 

育、自由或沒有人在乎孩子們權利的情況下

長大的?對我來說，權利對世界上所有的孩

子來說都是至關重要的。

這個作品獻給全世界所有美麗的媽媽。

*這個作品本質上是自傳體，講述了 Svay 的

故 事。

他在小時候意識到游泳作為一種生活技能的

重 要性，並在他居住的難民營附近的睡蓮池

中自 學游泳。游泳給了他一種自由的感覺，

並激發 了他對於不受限制地過自己的生活的

渴望。在 開始他堅定獨立的生活之前，Svay 

向他的母 親獻上一束睡蓮作為愛的表達，並

希望她相信 他決定開闢自己道路的選擇。通

過這些時刻， 他明白了自由的價值。從那時

起，他就一直記 得睡蓮是一個人的力量和決

心的象徵。

Left: 
Svay Sareth, The Heart Healer, 
2018, Cotton, Kapok and 
silk, 120 x 135 x 90 cm. Image 
courtesy of Richard Koh Fine 
Art and artist
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Clouds 
by Wah Nu

Taking pause from the humdrum of metropolitan life, the 
artist intends for the viewer to be present in a particular 
given moment. Clouds is made up of a series of striking, 
visually arresting cloud paintings which entertain and evoke 
speculation simultaneously. Wah Nu’s choice of clouds as a 
subject matter stemmed from a need to unwind and detach 
from the endless tasks on life’s to-do list. Craving a certain 
carefree mindfulness while painting led her to desire the same 
for viewers of her work – enjoying unabashedly, with no other 
motive or agenda.

The Clouds series are composed of large paintings, with 
a vibrant choice of colour scheme. Pictorial and colour 
composition lend their strengths in tying the paintings 
together. A sense of playfulness and dream- like quality 
allows for the viewer’s thoughts to meander without qualms, 
to wander into their own realms of imagination. Wah Nu’s 
assertion of painting being a form of play is further explored 
as she tries to play “within a narrow frame, with the least 
possible tension.”

雲
by Wah Nu

WahNu希望在這一系列的作品中， 讓觀眾從 單調的

都市生活暫停片刻，並存在於特定的平 靜時刻裡。

雲由一系列視覺上引人注目的雲畫組成。這些 雲畫豐

富了觀眾的視覺需求，同時喚起人們的 想像。 Wah 

Nu 選擇雲作為題材，源於生活上 一種需要放鬆和脫

離無休止工作的需求。她在 繪畫的同時渴望某種無憂

無慮的正念，使她希 望觀眾也同她一樣享受這種沒有

其他動機或目的的平靜感。

雲系列由大、小型畫作組成，色彩的選擇充滿 了活力

與碰撞。圖畫和色彩構圖將畫作聯繫在 一起時發揮了

各自的角色。一種俏皮感和夢幻 般的視覺讓觀者的思

緒毫無顧忌地蜿蜒曲折， 漫游到自己的想像領域。 

Wah Nu 主張並探索 繪畫是一種遊戲。她試圖“在一個

狹窄的框架 內，以最小的張力”進行遊戲。

Left Above:
Wah Nu, cloud and the sea 
#029-135,  2021, acrylic on 
canvas, 46 x 61 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Right Above:
Wah Nu, cloud and the sea 
#021-123, 2020, acrylic on 
canvas, 46 x 61cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Left Below:
Wah Nu, cloud and the sea 
#022-124, 2020, acrylic on 
canvas 46 x 61 cm . Image 
courtesy of Richard Koh Fine 
Art and artist

Right:
Wah Nu, cloud and the sea 
#024-126, 2021, acrylic on 
canvas, 46 x 61 cm. Image 
courtesy of Richard Koh Fine 
Art and artist
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27 - 28 May 2022 
Group Exhibition / Copeland Gallery, London

With Whom We 
Mutually Communicate?
 Curated by Mengtong Zhang

Haffendi Anuar

Installation view. With Whom We Mutually Communicate?, 
27 - 28  May 2022, Copeland Gallery, London. Photo courtesy 
of 299 Scribbles

Above:
Haffendi Anuar, Untitled, 
2021, Oil, acrylic, fabric dye, 
thread, canvas, felt, brass pipe 
and gutter pipes, 56 x 45 x 17 
cm. Image courtesy of Richard 
Koh Fine Art and artist

In May 2022, Haffendi Anuar participated in the group exhibition titled With Whom 
We Mutually Communicate? curated by Mengtong Zhang at the Copeland Gallery in 
London, UK. 

The exhibition questioned how the public sphere is transformed through individual 
artistic approaches and intimate conversations they generate. As Kant addressed, “how 
much, and how correctly, would we think if we did not think, as it were, in common with 
others, with whom we mutually communicate?”. Through collecting the reflection of each 
artist on “the good life”, “a moment”, and “love” – be their concerns personal or universal 
– the event marks the starting point of long-term dialogue on the potentiality of queering 
the institutions through relational events.
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4 June - 16 July 2022 
Group Exhibition / ISA Art Gallery, Jakarta, Indonesia

Titicara
     Curated by Syagini Ratna Wulan

Melissa Tan

Installation view. Arches and Gateways: 7 Iris, 2019, Laser 
cut stailess steel (mirror finishing) , 145 x 96 x 12 cm, 4 June 
- 16 July 2022 in ISA Art Gallery, Jakarta, Indonesia. Photo 
courtesy of ISA Art Gallery

In June 2022, Melissa Tan participated in ISA Art Gallery’s 
annual exhibition showcasing women artists at Wisma 46, Kota 
BNI in Jakarta, Indonesia. Titled Titicara, the exhibition was 
curated by Syagini Ratna Wulan and featured 17 diverse and 
dynamic female artists including other Singaporean artists; 
Donna Ong and Dawn Ng.
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10 June - 29 August 2022 
Solo Exhibition / IKON Gallery, London

Rumah Berkaki 
(Legged House)

Haffendi Anuar

Installation view, Rumah Berkaki (Legged House), 10 June - 
29 August 2022, IKON Gallery, London. Photo credited to 
Stewart Whipps, courtesy of IKON Gallery

Bottom: 
Haffendi Anuar, Unit, 2021, 
Kain pelikat, natural and 
artificial felt, hemming tape, 
eyelets, metal brackets, wood, 
varnish and hooks, 160 x 45 
x 45 cm, 150 x 45 x 45 cm, 72 
x 25 x 25 cm and 81 x 40 x 40 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Middle:
Haffendi Anuar, Cobweb 
(Welcome Party), 2021, Oil 
on Giclée Hahnemühle Pearl, 
29.9 x 41.4 cm. Image courtesy 
of Richard Koh Fine Art and 
artist

Top:
Haffendi Anuar, Cobweb 
(home), 2021, Oil on Giclée 
Hahnemühle Pearl, 42 x 29.2 
cm. Image courtesy of Richard 
Koh Fine Art and artist

In June 2022, Haffendi Anuar presented Rumah Berkaki 
(Legged House) at IKON Gallery (UK), as part of the 
gallery’s Arrivals programme for Summer 2022 and to 
coincide with the Birmingham 2022 Commonwealth Games. 

Rumah Berkaki (Legged House) presented two aspects of 
Anuar’s artistic output. In Unit (2021), he uses sculpture 
to explore the iconography of the kain pelikat, a colourful 
sarong worn by men across South and South-East Asia 
for centuries. Inspired by memories of playing with his 
father’s kain pelikat, Unit experiments with the garment as 
an architectural form and as a signifier of physical bodily 
presence. Depicting a same-sex male couple and their 
child, Unit sets the kain pelikat against Malaysian ideas on 
love and masculinity and gives form to Anuar’s exploration of 
his identity as a queer South-East Asian artist.

The kain pelikat also forms part of Anuar’s Cobweb series. 
These paintings revise existing photographs, one from the 
artist’s family albums, the other from the Pitt Rivers Museum 
in Oxford. Both are structured around a web, intended to 
reference an overarching post-colonial legacy. Together, they 
document Anuar’s shifting sense of self and interrogation of 
the Western gaze and institutional histories.
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In June 2022, Pen Robit participated in the group show curated by Meta Moeng at the 
Chankiri Palm Creek in Phnom Penh, Cambodia. Titled The Space in Between, the show was 
curated by Meta Moeng and organized by Silapak Trotchaek Pneik Gallery in collaboration 
with Sa Sa Art Projects. Pen Robit presented a suite of oil paintings from his iconic krama 
series in which he utilizes the traditional Khmer garment as an entry point into discussing the 
complex socio-political issues of Cambodia’s past, present and future. 

12 Jun - 10 July 2022 
Group Exhibition / Chankiri Palm Creek, 
Phnom Penh, Cambodia

The Space 
In Between
 Curated by Meta Moeng

Pen Robit

Installation view, The Space In Between, 12 Jun - 10 July 2022, 
Chankiri Palm Creek, Phnom Penh, Cambodia. Photo courtesy 
of Meta Moeng
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Left:
Pen Robit, Thread (Yellow), 
2018, Oil on canvas, 150 x 120 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Right: 
Pen Robit, Thread / 
Construction 1, 2019, Oil on 
canvas, 155 x 120 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Right:
Pen Robit, Thread / 
Construction 2, 2019, Oil on 
canvas, 155 x 120 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Left:
Pen Robit, Thread / 
Construction 3, 2019, Oil on 
canvas, 155 x 120 cm. Image 
courtesy of Richard Koh Fine 
Art and artist
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Pen Robit, Thread 12, 2018, 
Oil on canvas, 56 x 38 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Pen Robit, Thread 8, 2018, Oil 
on canvas, 56 x 38 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Pen Robit, Thread 9, 2018, Oil 
on canvas, 56 x 38 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Pen Robit, Thread 14, 2018, 
Oil on canvas, 56 x 38 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Pen Robit, Thread 13, 2018, 
Oil on canvas, 56 x 38 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Top Left:
Pen Robit, Thread 1, 2018, Oil 
on canvas, 110 x 75 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Top Right: 
Pen Robit, Thread 2, 2018, Oil 
on canvas, 110 x 75 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Middle Right: 
Pen Robit, Thread 6, 2018, Oil 
on canvas, 110 x 75 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Middle Left: 
Pen Robit, Thread 3, 2018, Oil 
on canvas, 110 x 75 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Bottom, From Left to Right:



22 June - 2 July 2022 
Solo Exhibition / HOM Art Trans, Selangor, Malaysia

Concurrence 
of Chances, 
MEAA Awards

Faizal Yunus

Installation view. Concurrence of Chances, MEAA Awards, 22 
June - 2 July 2022, HOM Art Trans, Selangor, Malaysia. Photo 
courtesy of Richard Koh Fine Art
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Bottom: 
Faizal Yunus, Moonbow 2, 
2022, Resin, fiberglass & 
automotive paint, 45 x 67 x 9 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Middle: 
Faizal Yunus, Moonbow 7, 
2022, Resin, fiberglass & 
automotive paint, 25 x 50 x 6 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Right:
Faizal Yunus, Moonbow 4, 
2022, Resin, fiberglass & 
automotive paint, 39 x 69 x 8 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Right:
Faizal Yunus, Moonbow 6, 
2022, Resin, fiberglass & 
automotive paint, 28 x 44 x 8 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Left: 
Faizal Yunus, Moonbow 1, 
2022, Resin, fiberglass & 
automotive paint, 36 x 33 x 10 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Left:
Faizal Yunus, Moonbow 3, 
2022, Resin, fiberglass & 
automotive paint, 44 x 36 x 8 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Middle:
Faizal Yunus, Moonbow 5, 
2022, Resin, fiberglass & 
automotive paint, 54 x 25 x 6 
cm. Image courtesy of Richard 
Koh Fine Art and artist

As part of the MEAA Winner Showcase 2021, Faizal Yunus presented his fourth solo 
exhibition titled Concurrence of Chances at the HOM (House of Matahati) Art Trans space in 
Jalan Cempaka 16, Ampang, Selangor, Malaysia. 

The exhibition combined 18 works into three segments; paintings, sculptures and drawings - 
which come together as a show of Yunus’ experimental and multimedia processes shaped by 
experience, memory and automation that hinge on experimental and multimedia processes. 
He favours repetitious and ambiguous formation while deliberately relying on “chances” 
and spontaneity to take place in the making, allowing the automation of creative impulses to 
dictate his artistic output. 

Faizal’s works appear to be courting self-reflexivity, almost devoid of content, with their 
relatively dynamic compositions, monotonous colour palettes and tendency to reiterate 
patterns as a gestural mark. Deploying stencils and industrial paints, Faizal further alludes to 
a notion of “anti-form”, emphasizing the physical correlation of artistic objects, processes, 
and media with the actual world. By exposing in the finished artwork how art comes 
into being - how materials behave and procedures are undertaken - Faizal disclosed art’s 
dependence on the conditions of its facture, the context of its making, and the ideological 
aspects of its production and reception. 
Concurrence of Chances, as the title suggests, is simultaneously hinged on the properties 
of materials, visualizing their intrinsic conduct and behaviour in the act of making. This 
suggests emancipation, a lifting of ideological weight in favour of esoteric and sensual, yet a 
vague note of novelty persists. 
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Above: 
Faizal Yunus, Almost There, 
2021, Oil, metallic and lacquer 
on canvas, 200 x 180 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Above:
Faizal Yunus, Got Nothing To 
Hide, 2021-2022, Oil, metallic 
and lacquer on canvas, 200 
x 180 cm. Image courtesy of 
Richard Koh Fine Art and 
artist
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Right:
Faizal Yunus, Fallen Apart, 
2022, Oil, metallic and lacquer 
on canvas, 80 x 75 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Middle:
Faizal Yunus, Shadows Are 
Falling, 2022, Oil, metallic 
and lacquer on canvas, 80 x 80 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Left:
Faizal Yunus, Where Does 
It Start, Where Does It End, 
2022, Oil, metallic and lacquer 
on canvas, 80 x 80 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Right:
Faizal Yunus, So Long Ago, So 
Far Away, 2022, Oil, metallic 
and lacquer on canvas, 80 x 80 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Left Above:
Faizal Yunus, Blazing Through 
the Mist, 2022, Oil, metallic 
and lacquer on canvas, 40 x 90 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Left:
Faizal Yunus, Space Between 
Lies, 2022, Oil, metallic and 
lacquer on canvas, 61 x 91 cm. 
Image courtesy of Richard 
Koh Fine Art and artist

Middle:
Faizal Yunus, Nothing Stays 
The Same, 2022, Oil, metallic 
and lacquer on canvas, 80 x 75 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Left Below:
Faizal Yunus, Joy in The Noon, 
2022, Oil, metallic and lacquer 
on canvas, 35 x 100 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Middle:
Faizal Yunus, Shattered Heart, 
2022, Oil, metallic and lacquer 
on canvas, 50 x 91 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Right:
Faizal Yunus, Long Way, 2022, 
Oil, metallic and lacquer on 
canvas, 50 x 90 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Row Top:

Row Middle:

Row Bottom:
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28 June - 29 July 2022 
Solo Exhibition / Core Design Gallery, Selangor, Malaysia

Seven Princesses 
Descending to Garden

Tetriana Ahmad Fauzi

Installation view. Seven Princesses Descending to Garden,  
28 June - 29 July 2022, Core Design Gallery, Selangor, Malaysia. 
Photo credited to Chun, courtesy of Core Design Gallery 
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One of the predominant ideas developing in 
Tetriana’s artistic mindset is her interest in the 
approach to her artworks as being “crafty” or 
involving the methods of “craftiness”. The genesis 
of this crafty paradigm is her early education years 
of finding alternatives to commercially available 
clothes through tailoring her own clothes that she 
confessed as a norm commonly associated with 
the feminine. This approach of the “crafty” is 
instilled from her earlier years of being influenced 
by her father, a formally trained graphic designer 
and illustrator. Amongst the many exposures, 
Grimm Brothers and German narratives, 
especially the dark ones, have impressed a lasting 
impression on her growth. And being into science 
fiction and fantasy has a lasting impact on her in 
the sense that they are generally associated with 
escapism. The allure to transcending reality owes 
its impression to her interest in folklores that 
in turn is connected to nature. This affinity to 
folklores and nature, in general, is also reflected 
by Tetriana’s developing love for living on Penang 
Island, which for her is laidback and closer to 
nature. 

Tetriana intentionally attempt at breaking 
away from her formal training as a fine artist, 
which took almost ten years. This rupture is a 
desire to move away from the habits of mind 
that emphasised a practice-based approach 
framed within the academic attitudes and values 
cantering on Western or Eurocentric skilled-
based artistic exercises. This distancing from 
the academic influenced ideals has affected her 
artworks in terms of stressing more on being 
premised on messages that are mostly personal 
emphasising on social situations rather than the 

Imagined Myth and Legendary Girls
by Dr. Johan Awang Othman (Phd. Art History and Theory, Universiti Sains Malaysia)

political. Her growth and formation as an artist 
owes much to an interest in developing artworks 
that are based on found objects or materials.

This manner of practice somehow manifests in 
the current works being exhibited. Although 
canvases are used as the primary material, their 
layerings and being carefully folded together in 
some manner recalls Tetriana’s earlier experiences 
of piecing closely of found objects. One major 
mainspring of inspiration has been her husband, 
an artist, whose personal and distinctive artistic 
ideas have been appropriated into her works. 
Throughout a close working relationship with 
her husband, she has borrowed his ideas and the 
approach to sketching. Likewise, he too adopted 
her earlier focus on the use of watercolour and the 
notion of painting.

Examples of earlier works draw on inspiration 
from her husband’s approach of predominantly 
drip acrylic paintings who in turn adopted 
Tetriana’s practice of water-coloured illustrations 
and drawing. There are early illustrations 
that formed part of a planned book project 
of illustrations of coloured non-fictive plants. 
Although this project was abandoned long 
ago, however, its painterly approach can still be 
discerned amongst the works in this exhibition, 
which can be seen on how Tetriana applies the 
acrylic. The use of acrylic on canvas on every one 
of the works exhibited correlates closely with the 
idea of acrylic as material. Tetriana recollects, 
by way of the marble-like textured effect of the 
acrylic as a symbolic representation, the melting 
of icing of a birthday cake under a hot sun in the 
past.

Texture in this instant serves as a surface 
signification referencing a memory of a birthday 
cake. This play with textures, colours within the 
framework of a relief format is what Tetriana 
inscribes in these collections of works as an 
“expanded painting abstraction”. The approach to 
the process of presenting texture as the materiality 
of the acrylic is thought of as expressionistic 
painterly techniques, which uses the procedures 
of drips, splatters, and what Tetriana terms as a 
“crafty flair”. The materiality of these crafts also 
is a metaphor of Tetriana’s interest in the folklore 
and yearning for nature, which can be seen in her 
self composed story connected to the theme and 
title “Seven Princesses Descending to a Garden”.

She explains that the princesses refer to “ordinary 
girls who grow up to become legends”. These 
characters allude to what the artist calls the 
“traditional Malay philosophy of personification”. 
Although the idea of princesses and myths or 
legends seem to give the impression of something 
relating to the ancient world, however, Tetriana 
thinks otherwise. The princesses reference refers 
to contemporary girls and characters or people 
living in the present moment who Tetriana 
knows. This kind of association attests to her 
fascination with creating characters.

In this personal world of myth-making, a 
mountain named Gunung Bintang is part of 
the worlding of Tetriana’s mythic world, which 
enforces further a sense of depth that goes beyond 
a direct sensorial experience or preconceived 
messages that are already composed as an artist 
statement. The reference to a mountain in 
Tetriana’s personal myth reflects what is usually 

associated with the sacred and the ancient pagan 
beliefs. However, Tetriana does not directly 
portray the figure of this imagined mountain. 
In general, this self-composed myth of the seven 
princesses by the artist reflects both a fictionalised 
Malay myth and her own personalised story. In 
this case, the private or the personal is intimately 
linked to the idea of being a Malay legend. This 
exhibition, compared to her previous ones, relies 
heavily on the invention of a myth and an affinity 
with folklores that contains the creation of 
characters within a story, thus, showing Tetriana’s 
interest “to tell a story”.

The number 7 referring to the total number 
of the major works exhibited is based on 
the Islamic’s and the Malay culture’s close 
association with odd numbers. And hence, this 
numerological association also determined the 
symbolic relevance of the total number of 7 
princesses and siblings that is imagined as the 
“seven enigmatic princesses”. Even though the 
other thirteen small works inscribed as numbered 
Camopetal are merely supplementary and do not 
have any significant meanings, nonetheless, they 
seem to echo the larger pieces just as if portraying 
seeds or new buds waiting to fully bloom and 
grow.

The connection to people by way of abstraction 
of girls as legends or myth within the meanings 
embedded in the artworks is also connected to 
the idea of plants. Tetriana considers floras in 
general as a metaphor for people. This fascination 
with seeing the world in terms of its metaphoric 
associations with people as characters or plants 
can be attributed to her attraction towards the 
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I want to tell a story through expanded painting abstraction. The story unfolds from 
the daily lives of seven ordinary girls transforming into seven mythical princesses 
with enigma and beauty that grows into legend. It is a story of sorcery and fable, of 
bewitched villagers and how magical camouflage creates whimsical commotion and 
in the end, saves an innocent soul. The characters come from my own invented stories 
based on childhood reading, old folk tales, and movie plots. I recreated the characters 
from the story as amalgamated floral-inspired in forms of expanded painting which 
focus on texture, colour and undulating relief format. Each painting is created from the 
story and characteristics of the seven enigmatic princesses. How the story is received and 
interpreted does not matter. Colour, forms and textures are meant to be a visual feast 
to the eyes, derived from nature-inspired texture and also fabric-related nuances such as 
pattern, ruffles, frivolous details, drape, ombres, and contrasting and matching colour 
that fits well with the organic form.

Borrowing from traditional Malay philosophy of personification in the form of 
botanical reference and using the western derive method of expanded painting, it 
is a fusion of principle and method. The method is accomplished with the use of a 
symmetrical generative pattern inspired by nature which is also scientifically inclined. It 
is in parallel with the background story that was created for the work. Whilst the story is 
folk-inspired, part of the situation and concern is current. Constructing patterns from 
this never- ending flow of technique can be calming and addictive. The eclectic nature 
of the fusion is exotic and methodical with a fiction inclination.

Studio method of making involves expressionistic painterly techniques of drips, splatter, 
and crafty flair such as pattern making, cutting, folding and layering which can be both 
masculine and feminine in reference. The feminine aesthetic is the driving force that 
exudes from all inch and part of the work. However, the femininity aspect is not to be 
undermined as petty and frivolous. The endowment and exhilaration of the feminine 
force is not merely glacial beauty to be adored and worshipped but also acknowledged 
and dignified respectfully.

Making artwork can be a form of escapism, and so does with stories. Creative 
exploration conjure calming sensation, and colour and painterly activities alleviate the 
troubles of the mind. We watch, read, create and imagine stories that take us away from 
our daily lives into a wondrous realm and for some moments, these combined activities 
brought joy and ecstasy.

Tetriana Ahmed Fauzi
Penang, December 2021

works of Ilse Noor; a German artist residing in 
Malaysia. As such, Tetriana has expressed her 
admiration for Ilse Noor’s illustrations that 
permeates with highly imaginative characters 
and their consequent narrative appearance. An 
admiration that would expose Tetriana’s artistic 
kinship with Ilse Noor.

It is intended that the audience feel the characters 
within an imagined story. Although the references 
are associated with the idea of myths or folklore, 
however, Tetriana expressed that the ties to the 
notion of Malay legends are merely a private 
idea and should not be taken too literally. As 
a whole, the works should be experienced as a 
contemporary phenomenon.

It is interesting to note that Tetriana points to 
the “feminine force” in respect to her works. 
This allusion to femininity can be seen through 
her associating the works with princesses or 
contemporary girls who become legends. Yet she 
expressed not being inclined towards feminist 
politics. At the same time, the titles of the works, 
particularly the larger pieces, tell of a different 
conceptualisation. A closer look into these titles, 
one can perceive them as making allusions to 
the senses, emotions, the mind, and the somatic. 
For instance, I’m Listening, Look Into My Eyes, 
and Glance And Turn This Way suggesting the 
senses; Love is the Secret Ingredient referring to 
the emotions; Take This Moment To Ponder and 
I Dreamed Of You Last Night imply the mind, 
and Keep It Close To Your Body alludes to the 
somatic. In general, these subtle associations with 
the senses, emotions, the mind, and the somatic 
can be further distilled and contextualised within 
the psychoanalytic to mean either the conscious 
or the unconscious. The former is as a reference 

to the senses and somatic, whereas the latter to 
the mind. The theme of love derived from the 
title Love is the Secret Ingredient suggests being 
both the unconscious and conscious, since it has 
been thought that the idea of love, either towards 
the self or the other can be associated with the 
conscious and unconscious respectively.

Tetriana plans to further develop her 
ongoing exploration with several ideas mainly 
relating to the concepts of personification, 
anthropomorphising objects, and craftiness as 
art. Her most recent realisation of the notion of 
the “generative pattern” process and algorithm- 
generated patterns have made a strong impression 
on her thinking habits towards making artworks. 
Another inherent habit that she has been paying 
more attention to is exploring her personal and 
natural attraction to symmetrical generative 
patterns, which has become an important part 
of her works. This inclination towards the 
symmetrical can be attributed to her perceiving it 
as a calming, non-active, meditative, and pacifying 
feeling. Supplementing this calming mindset akin 
to passivity, Tetriana continues to explore making 
art in terms of process as action. Hence, the 
simultaneity of non-active and being active can be 
seen as a process complementing one another.

Even though the experience of craftiness, modern 
myth, fictionalised characters, acrylic textures, 
folds of canvases, the floras, the faunas, the trace 
of a memory of a melting birthday cake that 
conflates amongst these artworks are close to 
the artist, nonetheless, these reliefs like artworks 
should be felt and confronted beyond Tetriana’s 
imagination, which in turn can be owned by way 
of each individual’s way of perceiving and reading 
of these artworks.

Artist Statement

Above:
Tetriana Ahmed Fauzi, Camopetal 13, 
2021, Acrylic on canvas, 42 x 33 cm. Image 
courtesy of Richard Koh Fine Art and artist
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Bottom Middle:
Tetriana Ahmed Fauzi, 
Camopetal 8, 2021, Acrylic 
on canvas, 47 x 45 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Bottom Left:
Tetriana Ahmed Fauzi, 
Camopetal 10, 2021, Acrylic 
on canvas, 45 x 38 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Bottom Middle:
Tetriana Ahmed Fauzi, 
Camopetal 11, 2021, Acrylic 
on canvas, 43 x 41 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Bottom Right:
Tetriana Ahmed Fauzi, 
Camopetal 12, 2021, Acrylic 
on canvas, 40 x 32 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Bottom Left:
Tetriana Ahmed Fauzi, 
Camopetal 7, 2021, Acrylic 
on canvas, 47 x 42 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Top Right:
Tetriana Ahmed Fauzi, 
Camopetal 6, 2021, Acrylic 
on canvas, 53 x 44 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Top Middle:
Tetriana Ahmed Fauzi, 
Camopetal 5, 2021, Acrylic 
on canvas, 53 x 45 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Top Left:
Tetriana Ahmed Fauzi, 
Camopetal 4, 2021, Acrylic 
on canvas, 51 x 40 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Top Right:
Tetriana Ahmed Fauzi, 
Camopetal 3, 2021, Acrylic 
on canvas, 49 x 46 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Top Middle:
Tetriana Ahmed Fauzi, 
Camopetal 2, 2021, Acrylic 
on canvas, 51 x 42 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Top Left:
Tetriana Ahmed Fauzi, 
Camopetal 1, 2021, Acrylic 
on canvas, 51 x 46 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Bottom Right:
Tetriana Ahmed Fauzi, 
Camopetal 9, 2021, Acrylic 
on canvas, 41 x 44 cm. Image 
courtesy of Richard Koh Fine 
Art and artist
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Top Left:
Tetriana Ahmed Fauzi, I’m 
Listening, 2021, Acrylic on 
canvas, 170 x 125 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Top Left:
Tetriana Ahmed Fauzi, Glance 
And Turn This Way, 2021, 
Acrylic on canvas, 173 x 148 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Right:
Tetriana Ahmed Fauzi, Take 
This Moment To Ponder, 2021, 
Acrylic on canvas, 177 x 134 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Top Right:
Tetriana Ahmed Fauzi, Love 
Is The Secret Ingredient, 2021, 
Acrylic on canvas, 160 x 143 
cm. Image courtesy of Richard 
Koh Fine Art and artist

Bottom Left:
Tetriana Ahmed Fauzi, Look 
Into My Eyes, 2021, Acrylic on 
canvas, 180 x 134 cm. Image 
courtesy of Richard Koh Fine 
Art and artist

Bottom Center:
Tetriana Ahmed Fauzi, I 
Dreamed Of You Last Night, 
2021, Acrylic on canvas, 179 
x 172 cm. Image courtesy of 
Richard Koh Fine Art and 
artist

Bottom Right:
Tetriana Ahmed Fauzi, Keep 
It Close To Your Body, 2021, 
Acrylic on canvas, 139 x 127 
cm. Image courtesy of Richard 
Koh Fine Art and artist
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30 June 2022 
Richard Koh Fine Art, Malaysia & Singapore

“In Our Own Frame”     
  Survey Book

Justin Lim

New Publication of Justin Lim
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Fresh Faces: Odelia Tang

https://artandmarket.net/
dialogues/2021/12/3/fresh-faces-odelia-
tang

Art&Market 3 Dec 2021

Allan Wu, Faris Nakamura, Saifullah 
Akbar and Bill Ho Share a Similar 
Vision With the LAB SERIES Brand 
Refresh 
https://www.mens-folio.com/92403/
allan-wu-faris-nakamura-saifullah-akbar-
and-bill-ho-share-a-similar-vision-with-
the-lab-series-brand-refresh/

Men’s Folio 15 Oct 2021

Arts Picks: Deities And Demons 
exhibition, Singapore Trilogy theatre 
production and SSO National Day 
concert 
https://www.straitstimes.com/life/arts/
arts-picks-deities-and-demons-exhibition-
singapore-trilogy-theatre-production-and-sso

Watch now: 5 virtual shows to support 
Malaysia’s art scene 
https://www.optionstheedge.com/topic/
culture/watch-now-5-virtual-shows-support-
malaysias-art-scene

Online Conversation: Veronika 
Neukirch & Haffendi Anuar in 
conversation 
https://www.noshowspace.com/event/
veronika-neukirch-haffendi-anuar-in-
conversation

A Life Beyond Boundaries (The 
Geography of Belonging) 
https://www.artforum.com/print/
reviews/202109/a-life-beyond-boundaries-
the-geography-of-belonging-86988

Pass the Mic Episode 5 | Haffendi 
Anuar on Simryn Gill  
https://artandmarket.net/news/2021/9/11/
pass-the-mic-episode-5-haffendi-anuar-on-
simryn-gill

Thai artists stand on the international 
stage. Natee Utarit 

A Life Beyond Boundaries (The 
Geography of Belonging): Artists in 
Focus Series 
https://www.jwd-artspace.com/en/blog/a-
life-beyond-boundaries-the-geography-
of-belonging-artist-in-focus/

The source of success Natee Utarit, a 
Thai artist, stands on the international 
stage. 

https://praew.com/people/praew-
interview/419218.html

Funny, Generous, and Honest: MFA 
Work From UC Riverside and USC Roski 
https://hyperallergic.com/666107/funny-
generous-honest-2021-mfa-work-uc-
riverside-roski/?fbclid=IwAR336xp57gVc
wHJsxey8yH92MSFbMbcFJutgxkD0fQN%
E2%80%A

State of Art: paintings by Singapore’s 
oldest living artist, a major ukiyo-e 
exhibition, and more  
https://www.lifestyleasia.com/sg/culture/
the-arts/art-exhibitions-to-check-out-
singapore-june-2021/E2%80%A

Equivocal Beliefs: Natee Utarit at Ayala 
Museum   
https://pkl.ateneoartgallery.com/authors/
chanon-kenji-praepipatmongkol

A Life Beyond Boundaries  
https://www.pressreader.com/

The best art galleries in KL  
https://www.timeout.com/kuala-lumpur/
art-galleries/best-art-galleries-in-kl

Self-created “scraping abstraction” 
Yeoh Choo Kuan interprets the 
entangled relationship between the 
body and violence 
https://www.orientaldaily.com.my/  
news/ rwf/2021/09/28/440665?  
fbclid =IwAR0yOP3bLJIPSKm5Eg68 
4VnG7MAvnWhDbase_

The Straits Times 26 Aug 2021

The Straits Times 10 Jun 2021

noshowspace 30 Jun 2021

ARTFORUM 1 Sep 2021 Art&Market 9 Nov 2021

Praew Magazine Sep 2021JWD Art Space 1 Sep 2021 Praew 17 Sep 2021

Hyperallergic 29 Jul 2021

Lifestyle Asia 1 Jun 2021

ATENEO ART Gallery 15 Jun 2021

Pressreader 8 Jul 2021 TimeOut KL 29 Oct 2021

Oriental Daily 28 Sep 2021

PLURAL 21 Sep 2021
Sun, Steel, and Rintangan: Speaking to 
Haffendi Anuar

https://pluralartmag.com/2021/09/21/
sun-steel-and-rintangan-speaking-to-
haffendi-anuar/

Art&Market 4 Nov 2021
Conversation with Singapore Artist 
Melissa Tan 
https://artandmarket.net/
dialogues/2021/11/4/conversation-with-
singapore-artist-melissa-tan

Globe 30 Jul 2021

TQPR 2 Jun 2021

BASKL 22 Jun 2021

TATLER 5 Aug 2021

GALLERIESNOW 1 Nov 2021

Your Dose of Art and Culture 
Online:Things to Check Out At Ayala 
Museum 
https://www.globe.com.ph/go/shopping-
lifestyle/article/art-culture-online-ayala-
museum.html#gref

Richard Koh Fine Art presents “Every 
day, Every day I have the Blues” by 
Natee Utarit, 4 - 12 June 2021 
https://tqpr.com/richard-koh-fine-art-
presents-every-day-every-day-i-have-the-
blues-by-natee-utarit-4-12-june-2021/

Gelombang hidup membentuk naratif 
seni Hasanul Isyraf Idris 
https://baskl.com.my/gelombang-hidup-
membentuk-naratif-seni-hasanul-isyraf-
idris/

7 Singapore Art Galleries That 
Represent Local Artists 
https://www.tatlerasia.com/homes/
architecture-design/local-art-galleries-
that-represent-singapore-artists

Haffendi Anuar: Flat Lands 
https://www.galleriesnow.net/shows/
haffendi-anuar-flat-lands-2/

Cobo Social 11 Oct 2021
et al. vol. 2 (2021) | Jeremy Sharma on 
Mengju Lin: Intimate Receptions 
https://www.cobosocial.com/dossiers/
art/et-al-vol-2-2021-jeremy-sharma-on-
mengju-lin-intimate-receptions/?utm_
campaign=socialmedia_art&utm_
medium=fb_or%E2%80%A6

The Star 17 Oct 2021
Minstrel Kuik tells stories of arrival 
and adaptation in KL with fabric scraps

https://www.thestar.com.my/lifestyle/
culture/2021/10/17/minstrel-kuik-tells-
stories-of-arrival-and-adaptation-in-kl-
with-fabric-scraps

Malaysian artist broadens his canvas, 
takes on bread delivery work to keep 
afloat 
https://www.thestar.com.my/lifestyle/
culture/2021/07/04/malaysian-artist-
broadens-his-canvas-takes-on-bread-
delivery-work-to-keep-afloat

A Group Exhibition: ‘A Life Beyond 
Boundaries (The Geography of 
Belonging)’ – JWD Art Space 
https://aura-asia-art-project.com/en/
exhibitions/a-group-exhibition-a-life-
beyond-boundaries-the-geography-of-
belonging-jwd-art-space/

The Top Shows To See in New York 
Right Now 
https://www.frieze.com/article/top-
shows-see-new-york-right-now

July Round-Up 
https://artandmarket.net/news/2021/7/6/
july-round-up

Time for art to shine 
https://www.pressreader.com/

Pulse Awards 2021 Sexhibition 
- Bodybuilders Duet Under The 
Moonlight (Haffendi Anuar) 
https://www.pulse-clinic.com/pulse-
awards/2021/2d-bodybuilders-duet-
under-the-moonlight-haffendi-anuar

The Star 4 Jul 2021

Aura Asia Art Project 1 Jun 2021

FRIEZE 11 Jun 2021

Art&Market 6 Jul 2021

Pressreader 28 Sep 2021

PULSE 16 Dec 2021

Press Media

The absurd rationality in the Contrarian 
Landscapes of Pachara Piyasongsoot

https://baskl.com.my/the-absurd-
rationality-in-the-contrarian-landscapes-
of-pachara-piyasongsoot/

BASKL 9 Jan 2022
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OCULA 13 Jan 2022 Iconic Men 20 Feb 2022

Find Your News 20 Feb 2022

Sinchew 8 Mar 2022

Art&Market 3 Mar 2022

The Business Times 20 Jan 2022

Magical Cambodia 24 Jan 2022

SOVRIN Magazine 4 Feb 2022

SEA Focus: Artwork Selections

 
https://ocula.com/advisory/perspectives/
sea-focus-artwork-selections/

Malaysia’s first pottery and musical 
instrument exhibition “re:sonance” 
invites you to a spiritual art feast! 
https://iconicmen.com.my/

ROSEWOOD PHNOM PENH WELCOMES 
CAMBODIAN ARTIST PEN ROBIT’S “THE 
ONTOLOGY OF FORM AND COLOR” 
EXHIBITION THIS FEBRUARY 
https://findyournews.media/2022/02/26/
rosewood-phnom-penh-welcomes-
cambodian-artist-pen-robits-the-
ontology-of-form-and-color-exhibition-
this-february/

Pottery Instruments/Romantic 
Encounter of Potter and Music 
https://www.sinchew.com.
my/20220308/%

March Round-Up 
https://artandmarket.net/news/2022/3/3/
march-round-up

Defining trends of Singapore Art Week 
2022

https://www.businesstimes.com.sg/
lifestyle/arts/defi ning-trends-of-
singapore-art-week-2022

WINGS OF TOMORROW – THE 
FEARLESS NEW WORKS OF PENROBIT

https://www.magicalcambodia.com/
wings-of-tomorrow-the-bold-new-works-
of-pen-robit/

New Generation Contemporary Artists 
Winner of “Freedom of Tomorrow”

https://sovrinmagazine.com/

Defining trends of Singapore Art Week 
2022

https://www.thepeakmagazine.com.sg/
lifestyle/defining-trends-of-singapore-art-
week-2022/

Malaysian sculptor’s new series 
connects art, healing and music
https://www.thestar.com.my/lifestyle/
culture/2022/02/24/malaysian-
sculptor039s-new-series-connects-art-
healing-and-music

Exhibition “Déjà vu: When the Sun 
Rises in the West” | Contest War
http://exhibition.contestwar.com/
node/2811

A CONVERSATION WITH HTEIN LIN AND 
LOUIS HO
https://artsg.com/news/a-conversation-
with-htein-lin-and-louis-ho/?fbclid=IwAR
1SC0quMYAxjKMd80yS2TokmIKKQ_5pg7l
76DuVpzHXlpZWaCMJgHmHBs0

Another Continent

https://artemperor.tw/tidbits/12207

Southeast Asian art takes centre stage: 
4 highlights at contemporary art 
showcase S.E.A. Focus 2022 
https://thehoneycombers.com/singapore/
southeast-asian-art-sea-focus-2022/

Malaysian artist shocked public 
‘injured’ her tiger sculptures in 
Chinatown 
https://www.thestar.com.my/lifestyle/
culture/2022/02/04/malaysian-artist-
shocked-public-injured-her-tiger-
sculptures-in-chinatown

Arts Picks: Htein Lin’s art that hurts, 
Singapore Ballet is on point, Chloe Ong 
makes an impression 
https://www.straitstimes.com/life/arts/
arts-picks-htein-lins-art-that-hurts-
singapore-ballet-is-on-point-chloe-ong-
makes-an-impression

Arts & Rosewood: When Pen Robit 
magnifies the colors and meaning of 
Cambodian krama 
https://www.cambodgemag.com/post/
arts-rosewood-quand-pen-robit-magnifie-
couleurs-et-sens-du-krama-cambodgien?f
bclid=IwAR2tngShcDdTqYCyztvnLC

The most influential contemporary 
Asian artists 
https://www.creationcontemporaine-asie.
com/en/pages/page-4.html

‘Bread Crumbs’ at Richard Koh Fine Art 

https://artandmarket.net/
reviews/2022/1/14/bread-crumbs-at-
richard-koh-fine-art

Bread Crumbs 

https://expatliving.sg/event/bread-
crumbs/

Arts: Pen Robit in the spotlight with an
exhibition at the Silapak Trotchaek 
Pneik gallery 
https://www.cambodgemag.com/post/
arts-pen-robit-sous-les-projecteurs-avec-
une-exposition-%C3%A0-la-galerie-
silapak-trotchaek-pneik?fbclid=IwAR3Tlk
8VgD0bU%E2%80%A6

Taitung Art Museum’s annual special 
exhibition “Another Section” Weaving 
Nostalgia and Myth
lnanews.com/news

Fresh talent Pen Robit in spotlight 
with 24-painting STP galleryFresh 
galleryshowshow
https://www.phnompenhpost.com/
lifestyle-arts-culture/fresh-talent-pen-
robit-spotlight-24-painting-stp-gallery-
show?fbclid=IwAR1R4phKuYy6jALcl_
U34ERU%E2%80%A6

The Peak Magazine 4 Feb 2022

The Star 24 Feb 2022

Contest War 4 Mar 2022

ART SG 28 Feb 2022

Art Emperor 14 Jan 2022

Lifestyle News Agency 21 Jan ‘22

The Phnom Penh Post 24 Jan ‘22

HONEYCOMBERS 11 Jan 2022 The Star 4 Feb 2022

The Sraits Times 24 Feb 2022

CAMBODGEMAG 7 Mar 2022

Creation Contemporaine Asie 1 Mar 2022

Art&Market 14 Jan 2022

Expat Living 22 Jan 2022

COMBODGEMAG 25 Jan 2022

Taitung Electronic News 12 Jan ‘21 Great Stars 12 Jan ‘22

CAMBODGEMAG 25 Feb 2022

PHOTOCULT MAGAZINE 8 Mar ‘22

Guang Ming Daily 1 Mar 2022

GPI Culture 15 Jan 2021

Expat Living 23 Jan 2021

Cambodianess 25 Jan 2021

TAITUNG MUSEUM OF FINE ARTS 
ANNUAL SPECIAL EXHIBITION 
“ANOTHER SECTION” CONNECTING THE 
THINKING OF MULTICULTURAL GROUPS 
https://pluralartmag.com/2021/09/21/
sun-steel-and-rintangan-speaking-to-
haffendi-anuar/

Dejavu When The Sun Rises In The 
West Exhibition by Natee Utarit
https://www.greatstarsartshow.com/
art/15704/429095-3

Phnom Penh & Exhibition: Ontology of 
form and color
https://www.cambodgemag.com/post/
phnom-penh-exposition-ontologie-
de-la-forme-et-de-la-couleur?fbclid=I
wAR1w30fldYgf6HfQJGtGN_jkd8xff1_
dhOWS%E2%80%A6

Art Basel announces the list of 
galleries for its 2022 exhibition in 
Hong Kong
https://www.fotocultmagazin.com/
fotocultblog/die-art-basel-gibt-die-liste-
der-galerien-fuer-ihre-ausstellung-2022-
in-hongkong-bekannt

Ceramic artist James Seet creates a 
grand meal to soothe people’s hearts
https://guangming.com.my/

Taitung Art Museum “Another 
Section” 

https://gpi.culture.tw/news/14913

Two-Dimensional Man

https://expatliving.sg/event/two-
dimensionalman/

Arts: Pen Robit in the spotlight with 
an exhibition at the Silapak Trotchaek 
Pneik gallery
https://www.cambodgemag.com/post/
arts-pen-robit-sous-les-projecteurs-
avec-une-exposition-á-la-galerie-silapak-
trotchaek-pneik?fbclid

Colourful forms meet high concepts

https://www.phnompenhpost.com/
lifestyle-arts-culture/colourful-forms-
meet-high-concepts

The Phnom Penh Post 9 Mar 2022
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Jersey Evening Post 31 Mar 2022 Art and Design 3 Jun 2022

Arts Equator 21 Jun 2022

Art&Market 6 Jul 2022

Fine Art Magazine 18 Apr 2022

Art&Market 5 May 2022

Arts & Culture 20 May 2022

Competition-winning artists will 
exhibit sculptures at Battersea Power 
Station 
https://jerseyeveningpost.com/
morenews/entertainment/2022/03/31/
competition-winning-artists-will-exhibit-
sculptures-at-battersea-power-station/

What’s on sale? How much?
The Hong Kong Basel sales report is 
here 
https://www.artdesign.org.cn/article/
view/id/68234

Ilham Art Show 2022: An Introspection 
Into What Was 
https://artsequator.com/ilham-art-show/

July Round-Up Part 1 
https://artandmarket.net/news/2022/7/5/
july-round-up-part-1

Déjà vu: When the Sun Rises in the
West 
www.fineart-magazine.com/deja-vu-
when-the-sun-rises-in-the-west

May Round-Up 
https://artandmarket.net/news/2022/5/5/
may-round-up

Ikon’s Summer Programme: A solo 
exhibition from AbdulrazaqAwofeso 
and group show Arrivals 
https://www.artsnculture.com/news/
articleView.html?idxno=4050

THE RITZ-CARLTON MALDIVES 
CURATED ART COLLECTION INVENTORY
https://www.dreamingofmaldives.com/
maldives-blog/the-ritz-carlton-maldives-
curated-art-collection-inventory/

5 Key Sales from Art Basel in Hong 
Kong 2022
https://heromag.net/5-key-sales-from-art-
basel-in-hong-kong-2022

On the Radar: Rising Artists from 
Thailand, Cambodia, and Myanmar
https://metisart.co/on-the-radar-rising-
artists-from-thailand-cambodia-and-
myanmar/

Malaysian Artists Gaining World Fame…
and Maybe Fortune
https://penangmonthly.com/
article/20682/malaysian-artists-gaining-
world-fameand-maybe-fortune?fbclid=Iw
AR3HWzK361KpF7F2zmHkjw7sN8O2IgO
7cHQwEe3eCoj-SU4XFkekp8UsjSw

April Round-Up

https://artandmarket.net/news/2022/4/7/
april-round-up

Thai artist combines classical and 
Buddhist cultures
https://asia.nikkei.com/Life-Arts/Arts/
Thai-artist-combines-classical-and-
Buddhist-cultures

Gestures of Landscape: A GroupExhibition 
by Faris Nakamura,Justin Lim, Liu Hsin-
Ying,Melissa Tan, Wong Perng Fey,Yeoh 
Choo Kuan & Zelin Seah
https://tqpr.com/gestures-of-landscape-
a-group-exhibition-by-faris-nakamura-
justin-lim-liu-hsin-ying-melissa-tan-wong-
perng-fey-yeoh-choo-kuan-zelin-seah/

Conversation with Pen Robit 
https://artandmarket.net/
dialogues/2022/3/15/conversation-with-
pen-robit

130 galleries take part in Art Basel 
Hong Kong 
https://theartwolf.com/news/art-basel-
hong-kong-2022/

Now, the Asian art scene
Art Basel Hong Kong 2022 review 
https://dive.hyundaicard.com/
web/content/contentView.
hdc?contentId=4671

Becoming Lifelong Mentors at ISKL 
https://schooladvisor.my/school-news-
in-malaysia/becoming-lifelong-mentors-
at-iskl

DÉJÀ VU: WHEN THE SUN RISES IN THE 
WEST 
https://art4d.com/en/2022/04/deja-vu-
when-the-sun-rises-in-the-west?fbclid=Iw
AR1lsXYnWQJpVGfdy9S4b0A5rT_86mLnl
LjMcTj3LYHTFvpz1M7Hb0QQbIE

5 art exhibitions not to miss in the 
coming weekends at GillmanBarracks 
https://www.a-list.sg/5-art-exhibitions-
not-to-miss-in-the-coming-weekends-at-
gillman-barracks/

Ilham Gallery presents Ilham Art Show 
2022 
https://www.thevibes.com/articles/
culture/61216/ilham-gallery-presents-
ilham-art-show-2022

Dreaming of Maldives 25 May ’22

Heromag 5 Jun 2022

Metis 1 Jul 2022

Penang Monthly 8 Jul 2022

Art&Market 7 Apr 2022

NIKKEI Asia 18 Apr 2022

TQPR 11 May 2022

Art&Market 15 Mar 2022 The Art Wolf 25 May 2022

DIVE 8 Jun 2022

School Advisor 1 Jul 2022

art4d 7 Apr 2022

The A-List SG 25 Apr 2022

The Vibes 19 May 2022

Art SG 31 Mar 2022 Art&Market 31 May 2022

Mutualart 10 Jun 2022

Art&Market 6 Jul 2022

PLURAL 16 Apr 2022

COBOSocial 2 May 2022

Wilayah.com 2 May 2022

NATEE UTARIT’S “DÉJÀ VU: WHEN THE 
SUN RISES IN THE WEST” 
https://artsg.com/news/natee-utarits-
deja-vu-when-the-sun-rises-in-the-west/

June Round-Up
https://artandmarket.net/
news/2022/5/31/june-round-up

Haffendi Anuar : Rumah Berkaki 
(Legged House)
https://www.mutualart.com/Exhibition/
Haffendi-Anuar--Rumah-Berkaki--Legged-
Ho/4CFF34D215E1DC19

July Round-Up Part 2
https://artandmarket.net/
news/2022/7/5/july-round-up-part-2

Between Figuration and Abstraction 
with Cambodian artist Pen Robit 
https://pluralartmag.com/2022/04/16/
between-fi guration-and-abstraction-
with-cambodian-artist-pen-robit

Cultural Hybridity In Flux: Natee 
Utarit’s Déjà vu: When the Sun Rises 
in the West
https://www.cobosocial.com/dossiers/art/
cultural-hybridity-in-fl ux-natee-utarits-
deja-vu-when-the-sun-rises-in-the-west/

Ilham Gallery presents Ilham Art Show 
2022
https://wilayah.com.my/ilham-gallery-
presents-ilham-art-show-2022/
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ARTIST  PROFILES

Ben Puah is an exciting figure in a new breed of 
contemporary Asian artists. Born in Singapore in 1976, Ben 
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. He is also the recipient for the 
President’s Young Talents in 2001.

Art is very important to Ben because it is a way of expressing 
oneself and an abstraction of how he feels about life. His 
works are like in the state of phantasmagoria where there is 
a mix of real and imagined elements.

Ben has exhibited his works in Singapore, Iran, Australia, 
Germany, Japan, USA, Vietnam, Indonesia, Thailand, Brazil, 
London, Malaysia, China and Phillippines. His works are 
collected by private individuals and public institutions; 
including Singapore Art Museum, National Institute of 
Education (Singapore), Vietnam Fine Art Association 
and Ministry of Sustainability and the Environment 
(Singapore).

Ben Puah
b.1976, 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).

Faris Nakamura
b.1988, Singapore

Through a process-oriented and interdisciplinary 
practice, Hings Lim addresses the performativity 
of things with the notion of becoming and the in-
betweenness of subjectivities. His works, often 
participatory, are reflected in a diverse use of mediums 
including video, image, object, performance, and 
situation.

Hings Lim 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 

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

Hasanul Isyraf Idris
b. 1978, Malaysia

Faizal Yunus is a Malaysian based artist who works mainly 
in printmaking, painting and installation. He graduated 
in Bachelor of Fine Arts from Mara University of 
Technology (UiTM) in 2012 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.

Faizal Yunus
b. 1989, Pahang, Malaysia

Haffendi Anuar’s current work looks at the kain pelikat, a 
type of colourful plaid tubular transnational ‘male-skirt’ 
usually worn domestically and sometimes as an informal 
labour uniform in parts of the global south. Oriented in 
relation to his childhood memories of encountering and 
being enveloped by the fabric, his research and exploration 
into the iconography of the garment encompasses 
personal family photos, archival photographs, images 
from social media and the Internet as well as texts on 
Malaysia written by colonial writers and looks into the 
fabric’s origin, social utilization, visual patterns and 
formal structure. From the materials gathered, he would 
reimagine the fabric as ‘constructions’ inspired by the 
structures of hammocks, hanging cradles, nets, curtains/
veils and webs, drawing inspiration from man-made 
and animal-made architecture. He works in a process 
that combines collage, dyeing, painting, image transfer 
and sewing and incorporates physical materials such as 
seashells, pebbles, gutter pipes, brass pipes, rice sacks and 
chicken feathers into his sculptures, embellishing as well 
as animating the forms.

Haffendi initially studied at Rhode Island School of Design 
in Providence before completing his undergraduate degree 
in Fine Art at Central Saint Martins College of Art and 
Design in London and an MFA at the Ruskin School of 
Art, Oxford University, Oxford. Recent exhibitions include 
Midday Stanza (solo), Richard Koh Fine Art, Singapore in 
2019; Elephant Utopia (solo), Art Taipei in 2015; A Good Line, 
A Good Lie (group), A.I., London in 2021; The Foot Beneath the 
Flower (group), Nanyang Tech University ADM Gallery, 
Singapore in 2020; For the Few and the Many (2-persons), 
Beers London, London in 2019; head, heap, heat (group), 
Institute of Contemporary Arts, Singapore in 2018 and 
Powerhouse Commission 2017, Battersea Power Station, 
London in 2017.

His works are in the collections of the Singapore Art 
Museum, Singapore, Ashmolean Museum, Oxford, Cass 
Sculpture Foundation, Goodwood and Khazanah Nasional 
Berhad, Kuala Lumpur. He lives and works in London, UK 
and Kuala Lumpur, Malaysia.

Haffendi Anuar
b. 1985, Malaysia

His awards include MEAA 2019 (Malaysian Emerging 
Artists Award), organized by HOM & Galeri Chandan, 
Kuala Lumpur. He also completed the Southeast Asian 
Artist Residency Program at Rimbun Dahan, Selangor, 
Malaysia in 2018. 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.
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Dahan, Selangor, Malaysia in 2018.

He 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.

Htein Lin is a Burmese artist (painting, installation, 
performance), and 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 in Yangon. Other works are in private collections 
in Belgium, France, 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 Phnom Penh.

His works are included in the Artists’ Pension Trust 
– Beijing collection. Htein Lin practises vipassana 
meditation daily, and a major inspiration for his work 
is Buddhism whose themes, stories and philosophy he 
incorporates in his art. Still based in Myanmar, he is a 
Founding Member of the Association for Myanmar 
Contemporary Art (AMCA), founded in 2021, and remains 
determined to share his art and experience with a new 
generation of artists and the wider public.

Htein Lin
b. 1966, Myanmar

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 form or material 
language.

In his current body of work, Joshua focuses on captured 
moments of vulnerability with a sprinkle of levity, 
stemmed from the artist’s musings during periods of 
isolation. The works are the product of time spent lost 
in thought, wandering his own mindscape, the hazy 
recollections of sluggish days that blur into one another.

Joshua Kane Gomes
b. 1993, 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.

James Seet
b. 1970, 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 Residency at 
Rimbun Dahan, Malaysia. He has since held residencies 
at the Vermont Studio Center, USA (2011 - Asian Artist 
Fellowship/ Freeman Fellowship), Red Gate Gallery, 
Beijing (2013 - Khazanah Nasional Artist Residency) 
and The Tasmanian College of the Arts, University 
of Tasmania, Australia (2016 - International Artist in 
residence).

Selected group exhibitions include the Asian Art Biennale: 
Viewpoints & Viewing points, Taiwan Museum of Fine 
Arts (2009), Modern Love, Earl Lu Gallery / Institute of 
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 Demetrio Paparoni, 
Vestfossen Kunstlaboratorium, Norway (2018).

He currently lives and works in Kuala Lumpur, Malaysia.

Justin Lim
b.1983, Kuala Lumpur, Malaysia

Kongsak Kampakdee studied at the Holly redeemer 
Northeastern Region School in 2007 at Khonkaen and 
graduated in Faculty of Painting, Sculpture and Graphic 
Arts, Silpakorn University in Bangkok, Thailand in 
2021. First exhibition Huk Mum at I-box gallery in 
Nakhon phathom.

Kongsak Kampakdee
b.1996, Khonkaen, Thailand

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 medium 

Liu Hsin-Ying
b. 1991, Taiwan

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.

Melissa Tan
b. 1989, Singapore

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.
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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).

Minstrel Kuik
b. 1976, Malaysia

Pachara Piyasongsoot (b.1985, Bangkok, Thailand) 
graduated with a bachelor’s degree in B.F.A. (Graphic Arts), 
from The Faculty of Painting Sculpture and Graphic Arts, 
Silpakorn University. 

He is interested in the political and social context in 
Thailand. His painting are usually based on research of 
real places, people and narratives, by using photographs as 
important references for developing artworks. 

Pachara’s solo exhibitions include Harvest (2021) at Richard 
Koh Fine Art, Kuala Lumpur, Malaysia, Eternity Village 
(2020), and Anatomy of Silence (2018) both at ARTIST+RUN, 
Thailand, and finally, Author from the past (2012) at DOB 
Hualamphong Gallery, Thailand. 

Currently he is working as a full-time artist.

Pachara Piyasongsoot
b. 1985, Bangkok, Thailand

Mengju Lin’s artistic practice 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, 
a riot grrrl chapter, and she plays in a band called 
Terrapin.

Mengju was born in Taipei, Taiwan and is currently 
based in Singapore.

Mengju Lin
b.1996, Singapore

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 Beyong Bliss, 
Bangkok Art Biennale 2018, Bangkok, Thailand (2018), 
Contemporary Chaos, Vestfossen Kunstlaboratorium, 
Norway (2018), Thai Eye, BACC, Bangkok, Thailand 
and Saatchi Gallery, London, UK (2016/2015), Art 
of ASEAN, Bank Negara Museum and Gallery, Kuala 
Lumpur, Malaysia (2015), Time of Others, Museum of 
Contemporary Art Tokyo, Tokyo, Japan (2015) and Asian 
Art Biennale 2013: Everyday Life, National Taiwan Museum 
of Fine Arts, Taipei, Taiwan (2013). 

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

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

Natee Utarit
b. 1970, Bangkok, Thailand

Odelia Tang (b. 1993, Singapore) 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.

Odelia Tang
b. 1993, Singapore

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: Wings of Tomorrow (2022), Silapak 
Trotchaek Pneik (YK Art House) Cambodia; 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, and 
Krama (2013), and Untitled (2012), both at Romeet Gallery, 
Phnom Penh, Cambodia.

Pen Robit
b. 1991, Battambang, Cambodia

Sarah Radzi is an artist based in Selangor. She received her 
BFA in painting from MARA University of Technology 
(UiTM) in 2019. Currently working with paintings and 
drawings, she explores her identity through ambiguous 
figures.

Her works 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. Growing up, she has always been aware of the little 
things like a certain smell, color and small details from her 
daily life which later helped with her world building in her 
artworks.

Sarah Radzi
b.1995, Penang Malaysia
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Than Sok investigates religious and spiritual beliefs, 
materials and rituals through sculpture, installation, video 
and performance. Than’s practice is rooted in reality and 
drawn from both mundane objects and his own observation 
of Cambodian society in order to connect easily with the 
daily life of the public. He studied both traditional Khmer 
forms and practices as well as contemporary art at the Art 
School of Reyum Institute of Art and Culture in Phnom 
Penh, graduating in 2007. Sok then pursued architectural 
studies at Norton University in Phnom Penh.

He has been awarded a number of artist residencies, 
including at San Art, Ho Chi Minh City, Vietnam (2014), Sa 
Sa Art Projects, White Building, Phnom Penh (2014), Lower 
Manhattan Cultural Council, New York City (2013), S-AIR, 
Sapporo, Japan (2011), and Tokyo Wonder Site, Aoyama, 
Japan (2005). Solo exhibitions include: Currents (2019), 
Richard Koh Fine Art Singapore; Objects of Belief (2018), SA 
SA BASSAC, Phnom Penh, Cambodia; Klah Klok (2017), SA 
SA BASSAC, Phnom Penh, Cambodia; Objects of Belief (2015), 
Insiders Gallery, Intercontinental Hotel, Phnom Penh, 
Cambodia.

Than Sok
b. 1984, Takeo, 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 practice is rooted in an 
autobiography of war and resistance, he refuses both 
historical particularity and voyeurism on violence. Rather, 
his works traverse both present and historical moments, 
drawing on processes of survival and adventure, and ideas 
of power and futility. More recently, Svay confronts the 
idea that “the present is also a  dangerous time” through the 
appropriation and dramatization of public monuments that 
hint at contentious political histories.

Svay Sareth was born in 1972 in Battambang, Cambodia 
during a period of political turmoil and violence that 
would last until he was 18 years old. Svay began making 
art as a young teenager in the Site 2 refugee camp, near the 
Thai-Cambodian border. He describes life as a refugee as 
“a void nationality…a time and place you imagine escaping 
from.” Drawing and painting became a daily activity for 
Svay – a process of bearing witness to the psychological and 
physical violence that was an everyday experience, as well 
as a way to symbolically escape and dream of change. After 
the wars ended, Svay went on to co-found Phare Ponlue 
Selepak, a non-governmental organization and art school 
in Battambang that continues to thrive today. In 2002, the 
artist continued his studies in France, earning the Diplôme 
National Supérieur d’Études des Arts Plastiques / MFA in 
2009, after which he returned to Siem Reap to live and work.

Svay Sareth
b.1972, Battambang, Cambodia

Tetriana’s creative practices are presented in myriad form 
of art which includes mixed media installation, digital 
prints, paintings and drawings. She is interested in feminal 
aesthetic with crafty workmanship and embellishment. 
Her creative practice progresses from the materiality of 
acrylic medium, exploration of craft and textured material 
to floral motif on fabric. In her practice, she marries 
the beguiling characteristic of medium such as acrylic 
pigments on canvas, fabrics, beads and other forms with 
drawing and painting elements in installation format. 
Tetriana have always been fascinated with floral form 

Tetriana Ahmed Fauzi
b. 1979, Kuala Lumpur, Malaysia

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 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.

Wah Nu
b. 1977, Yangon Myanmar

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 is transformed from 
the documentation of actions and mistakes into a plane 
that records gestures and mental states.

Wong Perng Fey
b. 1974, Kuala Lumpur, 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 

Yeoh Choo Kuan
b. 1988, Malaysia

in botanical sense, herbal properties and fantasy aspect. 
Her artistic method in developing flora base generative 
pattern and appropriating botany with other subjects and 
in reference to figure are borrowed from traditional Malay 
art philosophy.

Zelin Seah received BFA at University of Central England 
(2007). Seah investigates the neglected ordinary spaces 
and objects that constitute human activities. Having in 
appreciating the aesthetic of the unseen, his process-
based approach emphasizes the negative space that eyes 
may miss. Often site-related, Seah’s works deal with the 
limitations of space, and seeks possible ways to fill spiritual 
void. Seah uses materials that convey metaphorical 
meaning to him, and always challenges formal methods, 
from classic painting, etching, carving to weaving.

Seah’s works have been acquired for public and private 
collections, including ILHAM Gallery (2020), Singapore 
Art Museum (2019), National Art Gallery Malaysia (2012) 
and University of Central England (2007). He has exhibited 
widely internationally, including The National Art Center 
Japan (2011), Saatchi Gallery United Kingdom (2014), Art 
Stage Singapore (2015, 2016), and Cammin Castle Germany 
(2019). Seah has been invited to join several residency 
programs, included: Southeast Asia Exchange Residency 
SAGER (2012, 2013), AIR Frankfurt (2017) and Residenz 
Cammin (2018). His awards include: The Jury’s selection of 
recommended works at the 14th Japan Media Arts Festival 
(2011), The Young Guns Awards Malaysia (2013), and Silver 
for UOB Painting of The Year Malaysia (2016, 2017).

Zelin Seah
b. 1980, Malaysia

In 2004, she held her first solo show in Yangon, and also 
participated in the 11th Asian Biennale Bangladesh. In 
2005, she took part in the 3rd Fukuoka Asian Art Triennale, 
and also held a solo show at Art-U room. She has also 
showed in group exhibitions in Yangon in 2006 and 2007. 
Public collections include: Fukuoka Asian Art Museum 
(Fukuoka, Japan); Kadist (San Francisco, United States); 
Queensland Art Gallery / Gallery of Modern Art (Brisbane, 
Australia); Singapore Art Museum (Singapore); Solomon 
R. Guggenheim Museum (New York, United States).

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.
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Samantha Yap
b. 1993, Singapore

Samantha Yap shuffles between writing and curation. 
She is interested in forms of reciprocity such as the ethics 
of care, love, and vulnerability as well as the exploration 
of feminist perspectives across writing and visual 
culture. Her recent exhibitions include Ongoingness 
(2022), Gillman Barracks, and Time Passes (2020), 
National Gallery Singapore. Her writing is featured in 
the poetry anthology My Lot is a Sky alongside other 
exhibition catalogues. She graduated with a BA (Hons) 
in English Literature and Art History from the Nanyang 
Technological University of Singapore.

Denise Lai
Malaysia

Denise Lai is an art and design historian based in Kuala 
Lumpur. Her research explores all forms of culture from 
the mid- twentieth century to the contemporary, with a 
particular interest in themes surrounding mythologies, 
alternative modernities, and history as a public practice. 
Denise has a BA in History of Art from the University 
of Oxford and recently completed her MA in History of 
Design at the V&A/Royal College of Art in London. When 
she’s not writing, she also explores body-based practices 
as a dancer and jewellery maker under her label Object 
Vitamin.

Jeremy Sharma
b. 1977, Singapore

Jeremy Sharma is an artist and musician. His recent works 
and experiments look into scenes and places through 
the lens of modernity, while employing elements of 
voice, light, atmospheres, film, music, movement and 
architecture. Sharma also teaches at the McNally School of 
Fine Arts, LASALLE College of the Arts.

Euginia Tan
b. 1991, Singapore

Euginia Tan is a multi-disciplinary writer with experience 
in poetry, theatre and creative fiction/ non- fiction. Her 
curatorial writing for Richard Koh Fine Art includes - solo 
exhibitions for Faris Nakamura, Melissa Tan, Ben Puah and 
Odelia Tang, as well as group shows (In Our Own Frame, 
A Decade Apart/Together, Bread Crumbs) for the gallery’s 
commemorative anniversaries and milestones..

Dr. Izmer Bin Ahmad
Malaysia

Dr. Izmer Bin Ahmad teaches Fine Arts at the College 
of Fine Arts & Design, University of Sharjah. Trained as 
a practicing artist as well as an academic researcher his 
professional experience moves between studio practice 
and scholarly writing. As an artist, Izmer’s work focuses 
mainly on drawing and painting. His academic research 
and publication had been primarily about the body 
and modern Malaysian art, especially in examining the 
manifestation of somatic nationalism in Malaysian artistic 
and cultural production. Izmer’s current research interests 
remains bodily within the materiality of studio practice 
and aesthesis.

Louis Ho
Singapore

Louis Ho is a curator, critic and art historian based 
in Singapore. His research is concerned with the 
contemporary visual cultures of Southeast Asia, ranging 
from art to the moving image, with a particular focus 
on the specific socio-cultural contexts in which various 
visual vernaculars have emerged in this part of the world, 
especially the vocabularies of queerness. He is interested 
in hybrid curatorial concepts, having put together 
exhibitions such as Illegibility: The Making of, The Foot 
Beneath the Flower: Camp. Kitsch. Art. Southeast Asia, 
flat and only losers left alive (love songs for the end of the 
world). He was formerly a curator at the Singapore Art 
Museum, and co-curator of the Singapore Biennale in 
2016. He has been published in various journals, including 
Modern Chinese Literature and Culture, and is a regular 
contributor to the reviews section of ArtAsiaPacific. 
He has taught at the National Institute of Education, 
Singapore.

Dr. Johan Awang 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.

WRITER  PROFILES
Reaksmey Yean
Cambodia

Reaksmey Yean is an art advocate, curator, writer, and 
researcher. A program director of Silapak Trotchaek Pneik 
(STP Cambodia), Yean is an Alphawood scholar (SOAS, the 
University of London), a SEAsia Award Scholar (2017) of 
LASALLE College of the Arts, an Asian Cultural Council 
fellow (2018), an LL.M. Public International Law student 
at Royal University of Law and Economics/University of 
Paris 8. As a curator, Yean is interested in cross-disciplinary 
art practices (Film, Visual, and Performing Arts). As an 
Art Advocate, he is involved in promoting art and culture 
and their histories within contemporary Cambodia via 
curatorial practices, art criticism, and cultural pundit. 
As a scholar, Yean is concerned with Buddhist Arts, 
Contemporary and Modern Arts, Southeast Asia, Cultural 
Diplomacy, art law, and post-colonial theory.

David Willis
New York

David Willis is a writer, curator, and art advisor from New 
York, specializing in the contemporary art of Southeast 
Asia. Holding a BA in Socio-Cultural Anthropology from 
Columbia University and an MFA in Art Criticism & 
Writing from The School of Visual Art, David has been 
living and working in Thailand and Vietnam for over 5 
years. His art writing has been published in Art Asia Pacific, 
Art & Market and The Brooklyn Rail, and his most recent 
curated exhibition “Unlearning” took place at Richard Koh 
Fine Art, Singapore, in Fall 2020.



Detail of Throwness (2021) by Zelin Seah
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