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Foreword

It is indeed a groundbreaking move for PSAG to collaborate with a gallery 
from the Klang Valley. Richard Koh is one of the earliest gallerist who has 
brought Malaysian artists international. Richard Koh Fine Art now has 
galleries in Kuala Lumpur, Bangkok and Singapore, making its name as an 
international art gallery.

PSAG is most glad to have Chan Thean Chie, a Penang born artist based in 
Vienna to have his home coming show with us. I thank Richard for not only 
bringing Malaysian artists overseas but also bringing them home.

I am glad to know PSAG played a part in Thean Chie’s childhood exposure 
to art. He related how he used to visit PSAG when he was staying with 
his grandmother at Love Lane, a stone’s throw away from PSAG. Thean 
Chie also participated in an art competition held at PSAG giving him the 
opportunity to showcase his work at a young age of fourteen. Thean Chie 
also spoke fondly of his early art training at Jit Sin, his alma mater in Bukit 
Mertajam, having been introduced to calligraphy and drawing there, and 
ultimately choosing these as his preferred mediums.

It pains me to read that Thean Chie once felt marginalised socio 
economically and became disenchanted with his land of birth, leading to 
him being displaced and becoming part of the Malaysian diaspora. Indeed, 
there is still much for us to do in terms of nation building, in making this land of 
ours a warm home for all who are born here, and indeed for all who choose 
to settle in this country. In this respect, I am glad to note that in recent years, a 
number of foreign born artists have chosen to make Penang their home. 

On the plus side, I am pleased to see that Thean Chie has turned that 
disillusionment to creativity in his art. In his quest for his identity and sense of 
purpose in life, he presents to us Chaos and Order. I see the many body 
parts in this series of Thean Chie’s works, not as grotesque dismembered 
body parts, but organs by which he is able to seek out and arrive at an 
answer to his quest on his identity and life purpose. 

With that said, we welcome you home, our proud Penang son, Chan Thean 
Chie.

Lee Khai
Chairman, Penang State Art Gallery
July 2022
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Artist Statement

When I was younger, I used to live along Love Lane, Penang with my 
grandmother. It is near the Penang State Art Gallery. During the weekends, 
I would visit the art gallery on the first floor. At that time, the gallery had 
a good frequency of exhibitions by established artists which I enjoyed 
very much. It served as an entry point into the art world for me. The impact 
and influence the gallery had on my professional career is immense, and 
serendipitously, it afforded me my first foray into the professional realm 
by presenting my work when I was only 14 years old by way of an art 
competition. 

After 30 years living aboard, I have come full circle in my journey as an artist. 
With much gratitude, I have been afforded the opportunity to mount a solo 
exhibition at the Penang State Art Gallery. I am most excited to present my 
artworks to the Penang audience as I regard myself as a proud Penangnite.

After much consideration, I decided to title my exhibition Chaos and Order, 
in which one section displays vivid colours and the other shows black/white 
works. To me, art and life is all about balance. Like how all coins have two 
sides; everything is a paradox and everything has its own opposite. Many 
things could not even exist without their opposite - darkness and light, good 
and bad, etc. It is fundamentally a question of balance. 

My art is not merely about beauty, but rather, expressing the human mind 
as a complex phenomenon built on the physical scaffolding of the brain. In 
my early years of my practice, I, like many others, were taught to consider 
oil painting as an elevated medium. Nevertheless, my penchant for ink 
calligraphy remained steadfast. I fondly remember my days in Jit Sin primary 
and secondary school where my teachers taught me calligraphy and 
drawing. It was the beginning of my journey as a fledging artist. The medium 
may be seen as traditional but it also has the sophistication to tackle the 
abstract themes of existentialism and inner life. To me, it is a mix of reality and 
abstraction, an amalgamation of Eastern philosophy and Western thought, 
and most importantly, the expression between anxiety and peace. 

Chan Thean Chie
June 2022, Austria 

Detail of Untitled #02 (2019) 
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Chan Thean Chie,
not/at home in the world
By Louis Ho “As artists, we want to be free”, declares 

Chan Thean Chie.1 Humankind, indeed, 
desires liberty - yet Chan’s surreal, 
disjointed tableaux are very much ensnared 
in webs of illiberty. The bodily fragments, 
linear patterns and abstract shapes of 
his off-centred visual world embody the 
reality of shifting cultural and psychic 
geographies, of migratory exigencies 
in the twentieth century, of the web of 
suffering, as Buddhist cosmology has it, 
that is existence in the human realm. Like 
the imploding iconography of a bad 
dream or the graphic iconicity of a Saul 
Bass poster, his ink-on-paper compositions 
seem to be premised on the trauma of 
dissonance, expressed through signifiers 
of rupture, obsession, imprisonment. There 
are disembodied eyes, noses, ears and 
lips, suspended in the ether of geometric 
or monochromatic backdrops; there are 
heads and limbs that periodically appear 
like inmates of a collective captivity, and 
the gruesome remnants of a ritual ordeal; 
there are designs of radiating, swirling 
and looping lines, a series of webs, nets, 
vortices and abysses; there are illegible 
forms that vaguely recall natural flora, Sinic 
symbols, religious motifs, the visual culture 
of indigenous peoples. 

A quick biographical note will perhaps 
lay the groundwork for illuminating Chan’s 
patchwork of thematic concerns and 
pictorial preoccupations. He was born in 
the Malaysian state of Penang in 1972, a 
member of the Sino-Malaysian community. 
He came of age in the shadow of the 

New Economic Policy, or NEP, that was 
implemented in 1971, an initiative that led 
to a series of affirmative action programs 
favouring the Malay-Muslim majority, 
from education to the economy. The result 
was the marginalization of minority races 
in the country on various fronts (more 
on which later).2 Art had always figured 
conspicuously in Chan’s existence. He 
received instruction in watercolours and 
Chinese calligraphy as a child, and spent 
his formative years in Bukit Mertajam in 
Penang, attending one of the state’s oldest 
Chinese schools, where he was actively 
involved in the art club.3 He relocated to 
Austria–permanently, as things transpired–
in the early 1990s, having been accepted 
to the University of Applied Arts in Vienna. 
There, he was trained in oil and acrylic 
painting, a trajectory that would take a turn 
when he switched to working primarily with 
ink later in his career, a decision ultimately 
informed by his early exposure to, and 
ease with, the medium.

The enduring fact of displacement, a 
now near lifelong diasporic exile for 
the artist, provides one of the primary 
frameworks within which to understand 
Chan’s fascination with the fracturing of 
corporeal integrity. Linda Nochlin has read 
the trope of the anatomical fragment–the 
sculptural residue of antique statuary, the 
representation of dismembered body parts 
prevalent during the French Revolution–as, 
respectively, an expression of cultural grief 
for the irrecoverable grandeur of antiquity, 
and the celebration of a radical break 

1 In a live video interview 
conducted with the author in 
June, 2022. All biographical 
details and anecdotes 
concerning the artist, as 
well as quotations from him, 
refer here. With regards 
to naming conventions, it 
should be noted that Chan 
also anglicizes his name as 
“Thean Chie Chan”, but the 
original East Asian format, 
with the family name coming 
before the given one, is 
retained here.

2 A survey of the history and 
impact of the NEP, which 
was superseded in 1991 by 
the National Development 
Policy, is provided in 
Lee Hwok-Aun, Edmund 
Terence Gomez and Shakila 
Yacob, “Ethnicity, Economy 
and Affirmative Action in 
Malaysia”, in Affirmative 
Action, Ethnicity and Conflict, 
eds. Edmund Terence Gomez 
and Ralph Premdas (London 
and New York: Routledge, 
2013), pp. 67–94.

3 Penang boasts an illustrious 
history of watercolour 
painting. That legacy is 
evidenced particularly by 
a figure like Yong Mun 
Sen, who lived out his life in 
Georgetown, and whose 
watercolour landscapes have 
come to embody the island’s 
oneiric, idyllic image in art 
historical accounts and the 
popular imagination.
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with the oppressive weight of feudalist 
history. More to the point, however, 
she writes of the ‘body in pieces’ in the 
nineteenth century: “But what of the larger 
implications of the topic, what of that sense 
of social, psychological, even metaphysical 
fragmentation that so seems to mark 
modern experience–a loss of wholeness, 
a shattering of connection, a destruction 
or disintegration of permanent value … 
often identified with modernity itself?”4 

What, indeed? Physical embodiment, of 
course, is but often a figurative analogue 
of the discourses of subjective selfhood 
and its discontents, the somatic complex 
a fleshly metaphor for psychic and social 
realities. If, inscribed onto the external shell 
are indicators of interior facts, what may 
we make of the disaggregated entities of 
Chan’s visual universe, a litany of disunited 
parts that fail to amount to a whole? 
What does corporeal disintegration, the 
bodily fragment, suggest of other forms of 
disruption? After all, as has been pointed 
out: 

As a category, the fragment is defined 
in terms of both presence and absence. 
It is something in itself–a physical 
object, tangible and perceptible–but 
this object is also perceived as a sign, 
an index of a something missing. Thus 
there are two ways of looking  
at a fragment: as something that exists 
and has meaning in its own right or as a 
sign that refers to something else, to the 
absent thing.5 

The fragment, then, as a sign of absence, 
expressive of the semiotics of estrangement 
and loss, an object that serves as a trace 
of a truant prior unity now irrevocably 
misplaced (if ever it existed). Marking the 
failure of cohesion, the bodily fragment 
corresponds to the alienated subject 
sundered from the broader body politic, the 
psycho-social manifested in the material. 
Chan’s severed anatomies are indices of 
autobiographical fissures–in this case, the 
transnational, cross-cultural discontinuities 
of the diasporic condition. As he remarks, 
“I just feel like a diasporic person, not 
being at home everywhere. Who am I? 
Where do we come from and where do 
we go?” He notes that these feelings of 
disaffection were present even in his youth 
in Malaysia. The combination of a difficult 
home environment and the socio-economic 
disenfranchisement of the Sino-Malaysian 
demographic resulted in distinct sentiments 
of not belonging, of being peripheral and 
unmoored from his roots.6 These sentiments 
were only amplified when, as an immigrant 
in Europe, minoritized yet again by race 
and language, as well as the added 
burdens of non-citizenship and cultural 
distance, he encountered the familiar 
spectres of ethnic prejudice and social 
disempowerment. That he was doubly 
displaced, a member of the Sinic diaspora 
first in Southeast Asia and now in the 
West, simply emphasized the pathos of his 
situation, a perpetual nomad in the global 
flows and shifting power relations of a 
capitalist, post-colonial modernity in which 

4 Linda Nochlin, The Body 
in Pieces: The Fragment as 
a Metaphor of Modernity 
(New York: Thames and 
Hudson, 1994), pp. 23–4.  

5 Jacqueline Lichtenstein, 
“The Fragment: Elements of a 
Definition”, in The Fragment, 
An Incomplete History, ed. 
William Tronzo (Los Angeles: 
Getty Research Institute, 
2009), pp. 114 -29. See p. 
120.

6 For an examination of 
the NEP’s erosion of Sino-
Malaysian interests, see 
Heng Pek Koon, “The New 
Economic Policy and the 
Chinese Community in 
Peninsular Malaysia”, in The 
Developing Economies, vol. 
35, no. 3 (September 1997): 
262–92.

Figure 1 

An ammonite fossil in Chan Thean 
Chie’s personal collection. Image 
courtesy of Chan.

7 Differing opinions exist; 
see Rachel Brazil, “Life’s 
Origins by Land or Sea? 
Debate Gets Hot”, Scientific 
American, May 15, 2017. 
Retrieved from <https://
www.scientificamerican.
com/article/lifes-origins-by-
land-or-sea-debate-gets-
hot/>. Last accessed June 15, 
2022.

he was constantly struggling to locate a 
space of accommodation …

… a space that seemed to be persistently, 
obstinately out of reach. The motif of 
the spiral, in Chan’s semantic universe, 
gestures at the continuing foreclosure of 
the notion of home. As an aspect of the 
cultural imaginary, the conceptual site of 
the home is, for him, always on the verge of 
retreating into the abyss of disappearance. 
The image of the spiral is, in fact, drawn 
from an actual archaeological fragment: an 
ammonite fossil, acquired by the artist, that 
currently sits on a mantel in his apartment 
in Vienna (fig. 1). The object signifies a 
connection with the domestic everyday, 
in that sense, as well as the primordial, 
prehistoric beginnings of complex life 
on earth, theorized to have begun in the 
depths of the planet’s oceans.7 (Ammonites 
were, of course, marine cephalopods.) 
The fossil signals, in his words, “going 
back to where we came from”, and the 
pattern of its curled, deepening whorls 
appear in works like Untitled #1 and 
Untitled #2 as a structure through which 
a series of dismembered heads seem to 
be circling downward into a vortex, the 
tops of these heads moving away from the 
viewer’s plane. Popular usage of “spiral” 
as a verb bears negative connotations, in 
phrases such as “spiraling out of control” 
and “downward spiral,” and is generally 
linked to failing numbers, fortunes and 
mental health. “The feelings frequently 
associated with the spiral”, as has been 
pointed out, “flying, falling, drowning, or 
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being smothered–are the anxieties of limit, 
beyond which an entity cannot go.”8 Here, 
the juxtaposition of home and originary 
points with the anxieties of descent and 
decline is revealing, and the suggestion of 
psychic affliction, in particular, speaks to 
the queer, fatalistic mood of dissociation in 
Chan’s work. 

In describing personal states of alienation 
and incompleteness, he uses the Chinese 
fen lie 分裂, a term that indicates division, 
separation and related concepts; it makes 
an appearance, for one, in the translation 
of “schizophrenia”, “jing shen fen lie 
zheng 精神分裂症” (literally, “split-spirit 
disorder”). If the ephemerality of home and 
the melanhcoly of diaspora are collapsed 
in #1 and #2, Untitled #13 and #14 make 
the correlation to psychological rupture 
equally clear. The silhouette of the human 
body, in the latter works, are caught in 
vortices that seem to stand in for mental 
and emotional impairment, and bear 
more than a passing resemblance to the 
imagery of Saul Bass–specifically, Bass’ 
well-known poster for Alfred Hitchcock’s 
Vertigo (1958). The central image features 
outlines of the main characters, played by 
James Stewart and Kim Novak, trapped in 
a spiralling descent, presumably intended 
to insinuate Stewart’s intensifying obsession 
and Novak’s fall to her death in the final 
sequence (fig. 2). The suggestion of 
schizophrenia is encoded in the use of 
doubles in the film’s plot, emphasizing the 
gap between Stewart’s diminishing grip on 
reality and the truth of what is happening 

Figure 2 

Saul Bass’ poster for the theatrical 
release of Vertigo in 1958. The image 
is in the public domain. 

8 Nico Israel, Spirals: The 
Whirled Image in Twentieth-
Century Literature and Art 
(New York and Chichester: 
Columbia University Press, 
2015), p. 10. 

around him. Elsewhere, the spiral is a 
non-anthropomorphic apparition: Junji 
Ito’s horror-oriented manga, Uzumaki–the 
title being the Japanese word for spiral–
conjures the phenomenon as both a 
psychosis and a supernatural bane holding 
a town’s population in thrall. In these 
narratives, the alignment between psychic 
fragmentation and social estrangement is 
located in the life of the coiling, whirling 
vortex, a motif that incarnates, for Chan, the 
ever vanishing space of home. 

One of the most significant hurdles that 
the artist encountered in Europe was a 
lack of comprehension regarding his 
peculiar visual language, which is also 
based on Buddhist and Sinic icons not 
inherent in Western cultural formulae. He 
observes of this dimension of hybridity: 
“My works are mixed, and not everyone 
understands.” Indeed, his repetition of 
heads, eyes, arms and palms does not 
refer merely to psychological and socio-
cultural complexes, as most would intuitively 
appreciate, but evokes also the multiplicity 
of corporeal excess in the iconography of 
Buddhism (and Hinduism), where sacral 
entities are often portrayed with a surplus 
of these body parts. Reiteration in Buddhist 
visual culture serves as a synecdoche for 
infinite countlessness, an instantiation of the 
omnipresent grace and spiritual potency 
that divine beings represent. Many-headed 
and multi-armed images of Guanyin, 
for instance, otherwise known as the 
bodhisattva of compassion, Avalokitesvara, 
are common in East Asian strands of 

Mahayana Buddhism.9 An especially 
prevalent depiction includes eleven heads 
and a thousand arms and hands (or as 
many as may be feasibly pictured), with 
an eye in each palm; the Karandavyuha 
Sutra, for one, notes that “in the course 
of the tour of the worlds contained within 
the hair pores of Avalokitesvara, the 
bodhisattva is suddenly described as 
appearing in a form with one hundred 
thousand arms (satasahasrabhuja) and one 
hundred thousand koti of eyes (kotisatasa-
hasranetro).”10

The allusion to the boundlessness of the 
bodhisattva’s compassion for humanity 
implies, naturally, the flip side of the coin: 
the suffering, or dukkha, of mortal existence, 
her many heads, eyes and arms there to 
perceive and to aid in the alleviation of the 
heartache and natural shocks that flesh is 
heir to. Like the association of the spiral with 
the concept of origins, the visual motif of the 
web or net is linked in this case to Buddhist 
ideas of suffering and the merry-go -round 
of samsara, the nigh endless loop of life, 
death and rebirth. The enveloping net 
of dukkha and samsara constitutes the 
compositional backdrop to the eyes and 
ears of Untitled #5, corporeal organs 
that recall the synaesthetic etymology of 
Guanyin’s name, the full version of which 
is Guanshiyin, “the beholder of the world’s 
sounds (of woe).” The motif is ubiquitous 
in many of the black-and-white paintings: 
paired with spherical abstractions of 
other icons, such as the Buddhist swastika 
in Untitled #31, and the interdependent 

9 See Michelle C. Wang, 
“Thousand-armed 
and Thousand-eyed 
Avalokiteshvara”, in 
Conversations: An Online 
Journal of the Center for 
the Study of Material 
and Visual Cultures of 
Religion, 2014. Retrieved 
from <https://mavcor.
yale.edu/conversations/
object-narratives/thousand-
armed-and-thousand-
eyed-avalokiteshvara>. Last 
accessed June 17, 2022. 

10 Alexander Studholme, The 
Origins of Om Manipadme 
Hum: A Study of the 
Karandavyuha Sutra (Albany: 
State University of New York 
Press, 2002), p. 40. 
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duality of the yin-yang symbol in #29 and 
#30. Where it appears within circular 
parameters, as in #28 and #33, the image 
of the web signifies the wheel of karmic 
transmigration. 

The figure of Guanyin betokens another 
crucial aspect of Chan’s bodies and 
fragments: the hint of gender fluidity. Her 
gradual metamorphosis from the decidedly 
male Avalokitesvara in India and Tibet into 
the feminized form familiar in China and 
East Asia has been attributed to various 
historical phenomena, including the cult of 
Tara, Avalokitesvara’s consort; the syncretic 
melding with extant Taoist goddesses; 
the Chinese tendency to associate the 
quality of compassion with women.11 The 
pliability of the bodhisattva’s gender 
affiliations has, unsurprisingly, dovetailed 
with the decoupling of biological sex and 
gender essentialism that lies at the heart of 
contemporary sexual politics, especially 
those espoused by the trans and queer 
movements:

She was not ‘‘born’’ a woman, but 
rather was somehow transformed from 
the male bodhisattva Avalokitesvara 
over a period of centuries … it is not 
even quite correct to conclude simply 
that Kuan Yin was a male and is now a 
female, for she continues to be depicted 
as both … it is not even exactly right to 
say that she is sometimes depicted as 
a male and sometimes as a female, for 
people often describe her as having an 
‘‘asexual’’ appearance.12 

In like spirit, Chan’s heads are 
unrecognizably male or female, with 
several bearing a rather masculine cast to 
their features, while others strike the viewer 
as tending toward the feminine. Eyes and 
lips are often limned in curvaceous shapes, 
complete with pronounced lashes and 
voluptuous colour, but full figures, where 
they appear, take on a certain muscularity 
of form. Most telling, perhaps, is the artist’s 
avowed insistence on the non-binary 
neutrality of his figures, their eschewal of the 
construction of sexed dichotomies. 

The interstitial character of these un-
gendered figures corresponds, then, to 
channels of liminality that have defined 
the artist’s life: the Sino-Malaysian, 
marginalized by the ethno-politics of his 
country of birth, and the Asian immigrant in 
Europe, cast adrift from cultural familiarity 
and personal roots. These forms of 
invisibility, of identities that are systemically, 
deliberately unseen and delegitimized by 
dominant social and ideological structures, 
find yet other parallels in his private 
pictorial world. The teardrop shapes laid 
out along linear grids, witnessed in pieces 
such as Untitled #12, and #17 to #20, are 
intended to resemble leaves and boughs, 
the artist having spent a considerable 
amount of time in the surrounding forests 
during a residency program in the village 
of Petomihalyfa, Hungary. The repeated 
juxtaposition of this design with the image 
of the eye seems to gesture at the ongoing 
misperception of the natural environment, 
other-ed and exploited by the extractive 

11 See Barbara E. Reed, 
“The Gender Symbolism 
of Kuan yin Bodhisattva”, in 
Buddhism, Sexuality, and 
Gender, ed. Jose Ignacio 
Cabezon (Albany: State 
University of New York Press, 
1992), pp. 159–80.

12 Cathryn Bailey, “Embracing 
the Icon: The Feminist Potential 
of the Trans Bodhisattva, 
Kuan Yin”, in Hypatia, vol. 
24, no. 3 (Summer 2009): 
178–96. See p. 192.

demands of capitalist industrialization. 
The black-and-white patterns of Untitled 
#38 to #43–a panoply of dots, points, 
circles and lines–invoke the visual culture 
of various indigenous peoples, including 
the First Nations of Australia. Rather than 
exemplifying the (rightfully derided) act of 
cultural appropriation, the citation of the art 
of marginalized, ostracized communities 
once more reifies the trope of alterity 
that runs through much of Chan’s oeuvre, 
another gesture, perhaps, of solidarity and 
fellow feeling. People, or, that is to say, 
minorities and immigrants and the non-
binary and the planet’s ecosystem and 
whole realms of entities trapped in the 
snares of cyclic existence, indeed desire 
to be free of their fetters. In his vision of 
an unliberated cosmos, however, there 
subsist only the webs of karma, politics, 
essentialism, and the all too tangible reality 
of alienation–wherever one happens to 
be in the world, at home anywhere simply 
because one is not at home everywhere.
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Detail of Untitled #49 (2019) 
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2019  Ink on paper  150 x 120 cm

Untitled   #1



17 18

2019  Ink on paper  150 x 120 cm

Untitled   #2



19 20

2019  Ink on paper  150 x 120 cm

Untitled   #3
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2019  Ink on paper  150 x 120 cm

Untitled   #4



23 24

2019  Ink on paper  150 x 120 cm

Untitled   #5



25 26

2019  Ink on paper  150 x 120 cm

Untitled   #6



27 28

2019  Ink on paper  150 x 120 cm

Untitled   #7



29 30

2019  Ink on paper  150 x 120 cm

Untitled   #8



31 32

2019  Ink on paper  150 x 120 cm

Untitled   #9



33 34

2020  Ink on paper  150 x 120 cm

Untitled   #10
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Detail of Untitled #17 (2018) 
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2020  Ink on paper  150 x 120 cm

Untitled   #11
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2019  Ink on paper  150 x 120 cm

Untitled   #12
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2018 / 2020  Ink on paper  180 x 150 cm

Untitled   #13 
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2018 / 2020  Ink on paper  180 x 150 cm

Untitled   #14
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2018  Ink on paper  180 x 150 cm

Untitled   #15
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2018  Ink on paper  180 x 150 cm

Untitled   #16



49 50

2018  Ink on paper  180 x 150 cm

Untitled   #17



51 52

2018  Ink on paper  180 x 150 cm

Untitled   #18



53 54

2018  Ink on paper  180 x 150 cm

Untitled   #19



55 56

2018  Ink on paper  180 x 150 cm

Untitled   #20
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Detail of Untitled #37 (2020)



59 60

2018  Ink on paper  180 x 150 cm

Untitled   #21



61 62

2018  Ink on paper  180 x 150 cm

Untitled   #22



63 64

2018  Ink on paper  180 x 150 cm

Untitled   #23



65 66

2018  Ink on paper  180 x 150 cm

Untitled   #24



67 68

2020  Ink on paper  150 x 120 cm

Untitled   #25



69 70

2020  Ink on paper  150 x 120 cm

Untitled   #26



71 72

2020  Ink on paper  150 x 120 cm

Untitled   #27



73 74

2020  Ink on paper  150 x 120 cm

Untitled   #28



75 76

2020  Ink on paper  150 x 120 cm

Untitled   #29



77 78

2020  Ink on paper  150 x 120 cm

Untitled   #30
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Detail of Untitled #32 (2020)
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2020  Ink on paper  150 x 120 cm

Untitled   #31
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2020  Ink on paper  150 x 120 cm

Untitled   #32
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2020  Ink on paper  150 x 120 cm

Untitled   #33
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2020  Ink on paper  180 x 150 cm

Untitled   #34



89 90

2020  Ink on paper  180 x 150 cm

Untitled   #35
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2020  Ink on paper  180 x 150 cm

Untitled   #36
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2020  Ink on paper  180 x 150 cm

Untitled   #37



95 96

2020  Ink on paper  180 x 150 cm

Untitled   #38



97 98

2020  Ink on paper  180 x 150 cm

Untitled   #39



99 100

2020  Ink on paper  180 x 150 cm

Untitled   #40
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Detail of Untitled #10 (2020) 



103 104

2020  Ink on paper  180 x 150 cm

Untitled   #41



105 106

2020  Ink on paper  180 x 150 cm

Untitled   #42



107 108

2020  Ink on paper  180 x 150 cm

Untitled   #43



109 110

2020  Ink on paper  180 x 150 cm

Untitled   #44
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2020  Ink on paper  180 x 150 cm

Untitled   #45



113 114

2020  Ink on paper  180 x 150 cm

Untitled   #46



115 116

2020  Ink on paper  180 x 150 cm

Untitled   #47
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2019  Ink on paper  150 x 120 cm

Untitled   #48
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2019  Ink on paper  150 x 120 cm

Untitled   #49



121 122

Detail of Untitled #13 (2018/2020)
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Chan Thean Chie works and lives in Austria. 
In 1999, he received his Masters from the MK 
Attersee, University of Applied Arts in Vienna, 
Austria. Chan has had numerous solo and group 
exhibitions in Austria over the past 25 years, 
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Galerie Krinzinger in Vienna, Austria. His last 
exhibition in Asia was in 2012 at NN Gallery in 
Kuala Lumpur, Malaysia.
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2017 Petőmihályfa, Hungary
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2018 Ungraspably Outlined, Artforum Vienna, Austria
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2014 Drafts for melodramas, Altenburg Abbey, Austria

2013 No Return, Galerie Krinzinger, Vienna, Austria

2012 Remixed: Works 2001-2011 by Thean Chie Chan, NN 
Gallery, Kuala Lumpur, Malaysia

2003 Heads, Krinzinger Projects, Vienna, Austria

 Surfaces, Startgalerie Artothek Galerie Alte Schmiede, 
Vienna, Austria
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Blacksmith, on the occasion of 25 Years of Music in the 
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Movements”), Vienna, Austria

2000 Austrian Civil Service Insurance atrium, Austria

1999 Marco Polo, Odeon Theatre, Vienna, Austria (on the 
occasion of the performance of the opera “Marco Polo”)

1996 Vice Versa, Bulk box from Primmersdorf Castle, Austria

Selected Group Exhibitions
2018 AIR Artist in Residency Group Show, Krinzinger Projekte, 

Vienna, Austria

2016 Michael Vonbank, In the squid garden deep inside me (1st 
Retrospective 1990 - 2015), Gallery Art & Trade, Graz, 
Austria

2015 20 years of exhibition and collection activities of the ÖBV, 
Atrium Art, ÖBV Collection, Vienna, Austria

2010 Current Medium, Nader Ahriman to Chen Zhen, Galerie 
Krinzinger, Vienna, Austria

2005 Figure and Reality: How Austria’s Painters Transform the 
World, Tiroler Landesmuseum Ferdinandeum, Innsbruck, 
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2004 Artists of the gallery, Galerie Krinzinger, Vienna, Austria

2003 Wedding in the City, Cityscape Gallery, Vienna, Austria

2002 Six Fine Arts, Weilinger Gallery, Salzburg, Austria

2001 Moving out, by students of the Applied Sciences on the 
occasion of the pre-opening of the Museum of Modern 
Art Vienna, Austria

1997 Aphrodite, Zweckform and Eissalon, exhibition by 
students of the MK Attersee, University of Applied Arts, 
Heiligenkreuzerhof, Vienna, Austria
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