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Artist Statement
It seems that the experience of first encountering art is an “alien encounter” to those
which art and life might not seem parallel and relevant. I equate encountering art
as a moment as mind-altering as when a newborn first encounters color or an
infant exploring color to paint for the very first time.
Revisiting a collective art project in which I was a member of whilst in Sarawak, we
aimed to bring art-making to children living in the rural areas. My current works
are a reinforced idea of such, one which results an orchestration of “occupying”
the streets in Kuala Lumpur. I constructed my own “alien situation”, armed by
canvas and wheels for painting, the encounter of art and the experiences of
everyday life are invoked through my invitation of by-passers to apply paint on
the surface. Replacing the brush, I built a bicycle-trolley-bloomlike tool to be
used as a brush, invoking a familiarity of daily labour-acts like sweeping, cycling,
pushing and pulling, deeming the act of daily labour as an artmaking process. I
sought to breakdown their idea of supremacy in “art” through an experience free
of the institutive burden.
Set against the busy streets of Kuala Lumpur, I chose locations where immigrant
communities emerged. Being an “alien” to immigrant communities, I occupied
“their territory” with a canvas, juxtaposing my identity as a local to the nation and
a foreigner to a foreign community, I introduced art as a mediator of the situation.
These by-passers, who were initially engaged as observers, were later invited to
collaborate as painters. In exchange of their “labour”, they are prompted with a
new social interaction through this role-play. The role of chance in this situation,
reshuffles and recontextualizes the identity of the “foreigner”, the “labour” and
the “painter”. With the regimentation of the wheel as brush, the tracks of colors
on the canvas weaves a chaotic abstraction like a city map, animating the trace of
life while mapping a crowdsourced expression and its interconnection.
Hings Lim

Beyond The Visual Image
Hings Lim in conversation with Chris Tay
3 July 2016

CHRIS: Let’s start from the very beginning. How did you come to
realise and pursue your interest in the arts?
HINGS: I’ve always enjoyed the arts. When I was learning the violin at a
young age, I came across a piece by John Cage. He performed a piece
4’33” where he went on stage and remained silent for the duration
of four minutes and thirty-three seconds. By staging a performance
without playing any music, what remained was the atmostpheric
sounds and noise of the audience, which in turn challenged the
perception of the audience on music. Since then, I discovered how
much art can inspire and influence others, and I decided to pursure
art more seriously.
C: You studied Fine Art in university, but why majored in photography?
H: I’ve always been amazed by how the invention of photography
has shaped our history. Technologies and new media have not only
changed our aesthetic perceptions, pushed the boundaries of art,
but also sparked new social and cultural functions of art. This has
influenced me to explore multi-disciplinary art like video, installation
and other interactive art forms.
C: What can interactive art forms give that traditional art forms like
paintings and drawings can’t?
H: It’s the experience. The experience of viewing art in our country
seems to be confined to the idea of visiting an art gallery admiring
conventional art forms like paintings and sculptures. The idea of the
art gallery has constituted the high art that is unapproachable. The
“open-endedness” of interactive or participative art forms, I believe,
can engage more people, a community or even a society at large. It is
the perception and reaction of this majority group that I’m most keen
on observing.
C: So with interactive art forms, you hope to reach out to a wider
audience in an approachable manner, sometimes even without them
realising that it is art?
H: Exactly. I have always aspire to blur the distinctions between art
and life. By engaging the audience in the process of art making and
constructing a situation where social interactions serve as a form of
art, I hope participatory art forms can destroy the barrier between art
and its audience.
C: How was your first installation art piece like?

H: It was a piece called Break The News created in 2011. I constructed a
black box in a public space with a webcam and display screen installed
inside, where the webcam was connected live to a theatre nearby, in
which a second webcam was installed to record the reaction of the
audience in the theatre. At the black box, passersby were invited to
recite news articles on the state election that was ongoing at that time
in front of the black box, where they can see the reaction of the theatre
audience on the display.

raised the question on the authorship of an artwork.
C: Yes, he had practically removed the artist’s hand from the art created.

C: What was the purpose of that piece?

H: And he had destroyed the functionality of the object used. These
readymades were not made to become art. The wheel forms the basis
of transportation but in Bicycle Wheel, Duchamp had deliberately
mounted the wheel upside down on a stool, turned both functional
objects useless and called it art! And it was that deliberate act that had
made it such a shock to the art world in the early 20th century.

H: I wanted to observe the interaction between the anonymous
passerby and the theatre audience, the role of the person delivering
the news, as well as the role of the audience receiving the news. It
was a commentary on how the media and the general public can be
manipulated under different contexts and circumstances.

C: In that sense, I can see similarities in your art where you have
deliberately taken away the artist’s hand from the creation of the
painted canvases, placing it in the hands of the third party. With the
kids participating in the initial projects, do you think they understood
the concept of art?

C: I like the execution of this piece. Would be wonderful if you expand
on it and reenact within a wider public environment. Now, tell me more
about the community art project that you did.

H: The amazing thing about kids is they perceive the world with their
fresh perspective and curiosity. During the initial workshops, even
without us telling them what to do, they were already playing with the
wheels ready to make a mess.

H: I was involved in a project in one of my modules called Expanded
Media, under the guidance of Prof. Madya Hasnul Jamal Saidon,
which gathered students from different disciplines within the Fine
Art programme. We collected readymades like industrial objects,
junks, toys, bicycle wheels and transform them into paint tools. We
then visited schools in the rural areas and invited the kids to paint on
canvases using these reinvented tools.
C: I suppose this is where the use of the wheel in your current body of
work originates from. Why have you decided to continue with the use
of the wheel?
H: There is an obvious appropriation to Marcel Duchamp’s Bicycle
Wheel (1913). Duchamp’s works had given me such significant visual
and conceptual influences, especially his Fountain (1917).
C: Yes, let’s talk about Duchamp’s Fountain. When the piece was first
shown, it shocked the entire art world. Why?
H: Fountain was fundamentally a porcelain urinal. It was submitted for
the exhibition of the Society of Independent Artists in 1917 but was
rejected by the committee. He had made a provocative statement by
putting a found object which was mass-produced and not made by
the artist himself as art. The piece was signed as “R.Mutt” and this had

C: But do you think they realised what they were doing?
H: Most of the time they wouldn’t even care about the outcome of the
painting. They merely enjoy the experience of playing with the wheel
and the process of painting.
C: You have decided to expand on these works inviting third parties to
create paintings using the wheel. But why the choice of foreign labour
as your target group now?
H: In Malaysia, immigrants make up a substantial portion of the
Malaysian population. Majority of them came from Southeast Asian
countries, whether legally or illegally, to satisfy our local labour needs.
There is an essential link between the wheel and the foreign labour.
The wheel was invented to reduce manual labour and to improve
convenience for us, and these “imported” labour somehow serves
similar purposes in our society.
C: How did the foreign workers respond to your work?
H: They showed hesitation, confusion, suspicion, ignorance, selfconsciousness, curiosity and for some, enjoyment. Most of them
are alienated from art and they can’t even comprehend the idea of

painting. During the session, I demonstrated painting using the wheels
while speaking in very simple words to invite and encourage them to
participate.
C: After your demonstration, would anyone volunteer to participate?
H: Normally I had to make the first initiation to invite them. It was
a little daunting for me in the beginning, as I’m a foreigner in their
community. I had to break the barrier and stir the involvement of
the crowd. But when someone starts, others will slowly show more
courage to participate.
C: Were there any sessions where it got rather overwhelming with a
number of participants painting with multiple wheels simultaneously?
H: Mostly one participant with a single or multiple wheels at a time.
C: Were there any instances where the participant wanted to keep
painting and you had to stop them?
H: Yes. There were some who even said “I want to complete this.”
C: Did you let them?
H: Why not? Seeing someone enjoying painting and wanting to
complete something was fulfilling.
C: So the decision of when to stop painting was entirely theirs?
H: Yes.
C: This is rather intriguing. For artists, especially those working in an
abstract style, people would often ask “how do you know if a piece is
complete? How do you know you have laid down the final stroke on
the painting?”
H: Yes, and for these foreign workers who have had very limited
exposure to art, to be able to say “I want to complete the artwork”,
their idea of the completion of an artwork is quite fascinating.
C: How did you overcome the language barrier?
H: I spoke in Malay and English. But most of the time they hardly
understood me. It’s mostly through body language and actions. Or
sometimes they even helped to explain to their friends in their native
languages.

C: Did the interaction with the foreign labour extend beyond the
painted canvases?
H: Yes, some of them stayed till the end of the painting session and we
talked. They tried to comprehend my intention, the encounter and the
idea of the work while I tried to learn about their lives and experiences
here in a foreign land.
C: Did you use the word “art” when you were explaining to them?
H: Sometimes. But they don’t understand the meaning of art. So I used
the word “painting”. But there were still some who were confused.
C: Were there any unexpected response from the participants?
H: There were a lot of unexpected occasions. I was interrupted by the
authorities; harassed by some spectators; fascinated by an elderly
who was dancing and singing while painting; unsettled by a Rohingya
refugee; and blessed by a lady who threw coins on the painting. There
was also a guy who instructed one of the participants how to paint and
wanted to participate but he was occupied with his kids. He stayed
until the end of the session and we talked. Apparently he has a friend
who’s an abstract artist.
C: Oh, where’s he from?
H: Myanmar.
C: What else did he say?
H: He shared with me his life here in Malaysia. The challenges and
problems he’s facing as a foreign worker while hoping for a better life.
C: How did you feel after hearing about their lives here?
H: When we talk about immigrants or foreign workers, they are often
deemed as the lowest in the social hierarchy. I can certainly empathise
with their struggles to earn a living and to nurture the young. My
grandparents came from China in the 1940s and thrived here as
immigrants until the independence of the country and eventually
earned their naturalised citizenship.
C: Let’s talk about locations. How do you select the location for each
piece to be executed?
H: All the paintings were executed in specific sites where the immigrants

gathered – public spaces, streets, outside my studio etc.. There are
a handful of newly emerged immigrant communities around Klang
Valley, for instance at the wholesale and trading centres in Selayang
and some streets in Kuala Lumpur city centre. It’s ironic that Jalan Yap
Ah Loy, which was named after the founder of Kuala Lumpur, is now
occupied by immigrants.
C: Initially the projects started with involvement from the children. And
now with Reciprocity, you chose the foreign labour. Are the outcome
of the works created by these two contrasting groups very different?
H: Both groups have little idea about what art is. But they come with
very different mindsets. The wheel is the common element here but
you can read the expressions of the participants through the strokes,
as they captured the aura of each painting session.
C: It could be interesting if works created by these two groups are
displayed side by side. There are bound to be striking observations to
be made.
H: Yes. It’s interesting to observe the collective expressions of the
different groups of participants.
C: We shall see if the viewer will be able to make out which pieces
were produced by the kids and which by the adults. But I can foresee
the display of your artworks at RFKA to be rather unorthodox in
Malaysia. How would you anticipate the viewer’s reaction towards the
exhibition?
H: They will probably assume that the artworks were painted by the
artist but eventually realised who the true creators of these paintings
are after viewing the videos and photographs. Perhaps they would
even say that this is not art, because the paintings were not painted by
the artist.
C: I think some may even feel that the artist is taking the easy way
out. Not even involved in the process of painting, but the artist is
putting up these pieces in a gallery wanting to sell them for sums
of money. Whereas the actual executor of the paintings didn’t even
know what they were doing. It’s almost like Warhol’s factory of painters
silk screening the Campbell soup cans, or like Murakami’s assistants
painting his psychedelic fictional characters.
H: Yes. Ultimately, it questions the authorship of art, the identity of art,
and what makes art art.

C: I’m also sure there are bound to be parallels made from your work
to Pollock’s action painting. What do you think about that?
H: Indeed, the viewer may draw such immediate visual comparisons.
The adoption of the style of Abstract Expressionism in this body of
work is a commentary on the understanding of art locally. In fact, the
late artist Ismail Zain commented “Abstract Expressionism is truly
one of the most successful American exports to the world.” And its
influence has been pretty long lasting in the Malaysian art history.
C: But if anyone were to relate your work to Pollock, the success of what
you wish to convey is halfway there already. Because your work is also
a commentary on the “imported” nature of Abstract Expressionism
into this country.
H: Yes, exactly. Our local art scene has perhaps been colonialised by
this thing called Abstract Expressionism. We are deeply influenced by
the western point of view and rarely question the adoption of modern
art in Malaysia.
C: The golden era of the 60s saw the emergence of many important local
abstract artists, and now there are a number of younger contemporary
artists working in the abstract style, including a few which form part of
RKFA’s stable of artists. Would you categorise your work as abstract
art?
H: No.
C: Why?
H: The visual is abstract, but conceptually it is not. It is an appropriation
of Abstract Expressionism to indicate my skeptical stance toward
modern art in Malaysia. Besides that, I’m also looking into the social
engagement and performative aspect of this body of work as a survey
of the foreign labour in Malaysia.
C: How is your work different from other contemporary abstract artists?
Are you saying that the works of local abstract artists have little or no
concept?
H: The foreign labour had no intention to make art, but they made it.
They don’t even understand what art is, merely painting based on visual
stimulation. It’s a mindless painting process. As an artist, I believe, one
needs to be aware of their art making language and practice to push
the understanding of art beyond the visual image.

C: Do you think that is why the appreciation of art in Malaysia is still at
such a nascent stage limited to two dimensional traditional art forms
of pretty paintings and drawings hung on the wall?
H: Yes. That’s why I would say it’s easy for the viewer to appreciate the
abstract style paintings in my exhibition on a visual level, but I wish to
push them beyond the visual image and look into its context critically.
C: I was told that each painting will be accompanied by a video
recording. Why is the video necessary?
H: The most important part of this series of work is the process itself.
The encounters and the reaction of the participants were recorded
in video and will be screened at the exhibition. The audience in the
gallery can witness the process from the third person point of view
and examine the “performance” of the spectators and the participants
in the video.
C: Would you say the video recording is as important as the painted
canvases in your work?
H: I would say the video documentation is even more important than
the paintings.
C: Now, let’s talk about the time before you joined RKFA. You had
worked at a local art auction house for about a year. How did it change
your perception towards art?
H: The prices in the market are sometimes irrelevant to the cultural
value of the artworks. I wonder how the buying pattern in Malaysia will
affect the growth of the local art scene.
C: And now my final question for you. This is your very first solo
exhibition. How do you feel now?
H: I’m unsure how the local art scene will respond to my work. It’s like
putting my fear in centre stage.
C: Thank you for your time. Looking forward to see the exhibition.
H: Thanks, Chris. See you at the opening.

Works

Pusat Bandar Utara Selayang, 160612
(14 Painters : 3 Wheels)
2016
Acrylic on canvas, 170 x 110cm
4K Ultra HD Video, duration 62 minutes
C-type photography paper, 24 x 42.6cm

Pusat Bandar Utara Selayang, 160612 (14 Painters : 3 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Pusat Bandar Utara Selayang, 160613
(9 Painters : 2 Wheels)
2016
Acrylic on linen, 145 x 110cm
4K Ultra HD Video, duration 35 minutes
C-type photography paper, 24 x 42.6cm

Pusat Bandar Utara Selayang, 160613 (9 Painters : 2 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Pusat Bandar Utara Selayang, 160530
(5 Painters : 2 Wheels)
2016
Acrylic on canvas, 170 x 110cm
HD Video, duration 33 minutes
C-type photography paper, 24 x 42.6cm

Pusat Bandar Utara Selayang, 160530 (5 Painters : 2 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Pusat Bandar Utara Selayang, 160531
(7 Painters : 2 Wheels)
2016
Acrylic on canvas, 150 x 110cm
4K Ultra HD Video, duration 40 minutes
C-type photography paper, 24 x 42.6cm

Pusat Bandar Utara Selayang, 160531 (7 Painters : 2 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Pusat Bandar Utara Selayang, 160530
(3 Painters : 2 Wheels)
2016
Acrylic on canvas, 170 x 110cm
4K Ultra HD Video, duration 30 minutes
C-type photography paper, 24 x 42.6cm

Pusat Bandar Utara Selayang, 160530 (3 Painters : 2 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Pusat Bandar Utara Selayang, 160613
(11 Painters : 2 Wheels)
2016
Acrylic on canvas, 170 x 110cm
4K Ultra HD Video, duration 46 minutes
C-type photography paper, 24 x 42.6cm

Pusat Bandar Utara Selayang, 160613 (11 Painters : 2 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Jalan Tun Tan Siew Sin, Kuala Lumpur, 160626
(10 Painters : 3 Wheels)
2016
Acrylic on canvas tarpaulin, 170 x 110cm
4K Ultra HD Video, duration 47 minutes
C-type photography paper, 24 x 42.6cm

Jalan Tun Tan Siew Sin, Kuala Lumpur, 160626 (10 Painters : 3 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Lebuh Pudu, Kuala Lumpur, 160626
(7 Painters : 3 Wheels)
2016
Acrylic on canvas tarpaulin, 170 x 110cm
4K Ultra HD Video, duration 29 minutes
C-type photography paper, 24 x 42.6cm

Lebuh Pudu, Kuala Lumpur, 160626 (7 Painters : 3 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Jalan Hang Lekiu, Kuala Lumpur, 160626
(6 Painters : 3 Wheels)
2016
Acrylic on canvas tarpaulin, 170 x 110cm
4K Ultra HD Video, duration 34 minutes
C-type photography paper, 24 x 42.6cm

Jalan Hang Lekiu, Kuala Lumpur, 160626 (6 Painters : 3 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Lebuh Pudu, Kuala Lumpur, 160626
(10 Painters : 3 Wheels)
2016
Acrylic on canvas tarpaulin, 170 x 110cm
4K Ultra HD Video, duration 49 minutes
C-type photography paper, 24 x 42.6cm

Lebuh Pudu, Kuala Lumpur, 160626 (10 Painters : 3 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Jalan Benteng, Kuala Lumpur, 160703
(7 Painters : 3 Wheels)
2016
Acrylic on canvas tarpaulin, 170 x 110cm
4K Ultra HD Video, duration 36 minutes
C-type photography paper, 24 x 42.6cm

Jalan Benteng, Kuala Lumpur, 160703 (7 Painters : 3 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Jalan Yap Ah Loy, Kuala Lumpur, 160707
(6 Painters : 2 Wheels)
2016
Acrylic on canvas, 170 x 110cm
4K Ultra HD Video, duration 56 minutes
C-type photography paper, 24 x 42.6cm

Jalan Yap Ah Loy, Kuala Lumpur, 160707 (6 Painters : 2 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Pusat Bandar Utara Selayang, 160619
(6 Painters : 4 Wheels)
2016
Acrylic on jute, 110 x 210cm
4K Ultra HD Video, duration 61 minutes
C-type photography paper, 24 x 42.6cm

Pusat Bandar Utara Selayang, 160619 (6 Painters : 4 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Taman Setia Jaya, Rawang, 160627
(8 Painters : 4 Wheels)
2016
Acrylic on jute, 110 x 210cm
4K Ultra HD Video, duration 50 minutes
C-type photography paper, 24 x 42.6cm

Taman Setia Jaya, Rawang, 160627 (8 Painters : 4 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Medan Pasar, Kuala Lumpur, 160703
(15 Painters : 3 Wheels)
2016
Acrylic on canvas, 150 x 210cm
4K Ultra HD Video, duration 55 minutes
C-type photography paper, 24 x 42.6cm

Medan Pasar, Kuala Lumpur, 160703 (15 Painters : 3 Wheels), 2016
C-type photography paper, 24 x 42.6cm

Bicycle Wheel I & II

Bicycle Wheel III & IV

2016

2016

Acrylic paint, bicycle wheel, tyre, stainless steel

Acrylic paint, bicycle wheel, tyre, stainless steel

153 x 50 x 16 cm

166 x 62 x 16 cm

Three Bicycle Wheels

Two Bicycle Wheels

2016

2016

Acrylic paint, bicycle wheel, stainless steel

Acrylic paint, bicycle wheel, stainless steel

155 x 64 x 64 cm

155 x 64 x 64 cm

Hings Lim
Hings Lim (b. 1989, Malaysia)
studied Fine Arts at the Universiti
Malaysia Sarawak, Malaysia. In
2012, he was awarded the chair of P.
Ramlee from Petronas Award. He is
a multidisciplinary artist based in
Kuala Lumpur and works in a wide
range of materials. He is interested
in demands the fusion of social
experience between art and life while
attempts to challenge the conventions
of art and explore its social, cultural
and political functions. He was
active in running community art
project and worked collectively in
organizing workshops with National
Visual Arts Gallery since 2013.

Education
2012

Degree of Bachelor of Applied Arts with Honours
(Fine Arts), Universiti Malaysia Sarawak, Malaysia

Solo Exhibitions
2016

Reciprocity , Richard Koh Fine Art,
Kuala Lumpur, Malaysia

Group Exhibitions
2016

Malaysian Art, A New Perspective ,

Richard Koh Fine Art, Kuala Lumpur, Malaysia
Bazaar Art Jakarta 2016, Richard Koh Fine Art,
Jakarta, Indonesia

2014

Portraits of the World, National Visual Arts Gallery,
Kuala Lumpur, Malaysia.

2013

 ortraits of the World: Life Drawing of 60 Queens by 60
P
Artists, National Visual Arts Gallery,
Kuala Lumpur, Malaysia.

2012

i-Arts, FACA Gallery, Sarawak, Malaysia

2011

Pra-CIPTA, FACA Gallery, Sarawak, Malaysia

Awards
2012

Petronas Award, Chair of P.Ramlee,
Universiti Malaysia Sarawak, Malaysia

Collaborative Projects
2015

 ommunication Through Arts: Let’s Create To
C
Communicate, Lattalilat, National Visual Arts Gallery,
Kuala Lumpur, Malaysia.

2014

Visual Day: Art Fun Day, Lattalilat, National Visual Arts
Gallery,
Kuala Lumpur, Malaysia.

2013

Rearview Forward, Lattalilat, MIA College Gallery,
Kuala Lumpur, Malaysia.

2013
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X-media, FACA Gallery, Sarawak, Malaysia

Richard Koh Fine Art has been in operation since 2005
and is regarded as a pioneer for introducing Southeast Asian
contemporary art to Malaysia and the region. Promoting
an adventurous roster of emerging and established Southeast
Asian artists, the gallery regularly mounts exhibitions locally
and abroad with a commitment to emerging practices and
challenging media.
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