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Founded in 2005, with spaces in Kuala 
Lumpur, Bangkok and Singapore, 
Richard Koh Fine Art is committed 
to the promotion of Southeast Asian 
contemporary art on regional and 
international platforms. Centred 
around a core belief in developing 
an artist’s career, the gallery looks 
to identify understated, albeit 
promising practices, and providing 
it opportunities to flourish. Through 
its regular exhibition cycles, print & 
digital publications and cross-border 
gallery collaborations, Richard Koh 
Fine Art engages the art community 
with the aim of developing regional 
and intercultural dialogue.
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I am pleased to present Number 14; our comprehensive year-in-review and 
a joyful look back at our last calendar year. The last 12 months have been a hectic 
time for us but the fulfilment of seeing our artists succeed on both regional and 
international fronts have unequivocally justified the sacrifice.  

One of the highlights was relaunching our Singapore gallery space at  
Gillman Barracks – the country’s leading visual arts cluster – in which we  
successfully opened with Haffendi Anuar’s first solo in Singapore and  
subsequently mounted Hermann Nitsch’s exhibition of his iconic Schuttbilder 
paintings, in collaboration with the Nitsch Foundation. Riding on a successful solo 
in Malaysia, Yeoh Choo Kuan presented his largest painting installation from his 
Streaming Mountain series as part of a special presentation during Singapore Art 
Week and Melissa Tan capped off the Singapore highlight with an installation piece 
created in conjunction with the Facebook AIR programme at their Singapore HQ. 

The last 12 months further established the gallery’s long-term commitment 
to developing young practices in which it saw first time solo presentations of 
Joshua Kane Gomes, Amin Taasha and Faris Nakamura coming together as the 
voice of a new artistic generation.  

Last year also saw several of our artists experiencing overseas success and 
recognition.  Hasanul Isyraf Idris participated in the acclaimed annual art forum, 
Asia Contemporary Art Week (ACAW) in Dubai. Fellow Malaysian artist Anuar was 
also himself involved in a highly publicised 2-man exhibition at Beers London, 
one of London’s most progressive galleries. Anne Samat completed a successful 
residency at the Hudson Vallery MOCA in New York which was followed by her first 
solo exhibition in the United States. Natee Utarit had a sold-out solo outing at Art 
Basel Hong Kong. His presentation garnered much attention and was voted one of 
the standout booths by Artnet and Cobosocial. Natee’s outing in Hong Kong was 
capped off by him being awarded the prestigious 2019 Asia Arts Game Changer 
Awards from the Asia Society New York alongside three other artists. 

I would like to take this opportunity to thank all the artists for their hard 
work, the gallery team for their professionalism, and friends of the gallery for their 
unwavering support of our programmes. The next calendar year will be a milestone 
for RKFA as it sees the 10th & 15th anniversary of our Singapore and Kuala Lumpur 
offices respectively. I look forward to our 15 Edition with great anticipation. 

Richard Koh
June 2019

FOREWORD
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A BRDB initiative, Art in The Park aims to preserve 
Rawang’s heritage and translate these historic 
artefacts through public art.

ART IN 
THE PARK 

Tamansari, Rawang, Selangor, Malaysia

Haffendi Anuar
Jul 2018

Public 
Sculpture

Right:
Installation view. Haffendi 
Anuar, Pentagonal Sun, 
2018, stainless steel, 570 
x 250 x 250 cm. Image 
courtesy of the artist.

Left:
Technical drawing of 
Pentagonal Sun, 2018. 
Image courtesy of the 
artist.
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A series of portraits highlighting the symbolical adornments 
worn by Sarawakian tribal elders from Tan Wei Kheng.

Tan Wei Kheng

FORGOTTEN
BEAUTY

RAINFOREST FRINGE FESTIVAL 2018

The Old Courthouse, 
Sarawak Tourism Complex, Sarawak, Malaysia

06 - 15
Jul 2018

Solo 
Exhibition

Top:
Installation view, 
Forgotten Beauty, 
Sarawak Tourism 
Complex, Sarawak, 06 
- 15 July 2018. Image 
courtesy of Richard Koh 
Fine Art.

Forgotten Beauty is an exhibition of 
intricate portraits of Sarawakian tribal elders. The 
paintings draw attention to specific adornments 
symbolic to the elders’ tribes, including tattoos, 
stretched earlobes and particular kind of dress. 
Wei Kheng was inspired to paint these portraits 
with the concern that newer generations no 
longer retain these traditions. Forgotten Beauty 
looks closely at the tribes’ traditions and puts 
them under a spotlight before they disappear.

Tan Wei Kheng is an artist from Marudi, 
Sarawak. He is drawn to the stories and traditional 
knowledge of Sarawak interior peoples, and 
travels regularly into the dense interior of 
Sarawak where he spends time with the tribes of 
the Orang Ulu (People of the Interior).

Bottom (left):
Tan Wei Kheng, Portrait 
of Saban Lady, 2016, oil 
on canvas, 60 x 60 cm. 
Image courtesy of the 
artist.

Bottom (center):
Tan Wei Kheng, Portrait 
of Penan Hunter - Bulo 
Engan, 2016, oil on 
canvas, 75 x 75 cm. 
Image courtesy of the 
artist.

Bottom (left):
Tan Wei Kheng, Portrait 
of Iban Man No.2, 2016, 
oil on canvas, 75 x 75 
cm. Image courtesy of 
the artist.

Opposite:
Tan Wei Kheng, Along 
Sega, 2018, oil on 
canvas, 122 x 183 cm. 
Image courtesy of the 
artist.
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Opposite:
Tan Wei Kheng, Kenyah 
Warrior, 2018, oil on 
canvas, 183 x 122 cm. 
Image courtesy of the 
artist.

Right top:
Tan Wei Kheng, Portrait of 
Kelabit Lady, 2016, oil on 
canvas, 75 x 75 cm. Image 
courtesy of the artist.

When I went to tribal villages in the  
interior long ago, everyone was so warm. They 
invited me to their homes even though they 
did not know me. They cooked for me. These 
are the old folks I want to paint. Their beauty is 
something I want the world to see.

I feel sad that this beauty is slowly 
vanishing. Ancient practices in tribal adornment 
are only seen among tribal men and women 
whose faces are etched with time: tattoos, 
extended ear lobes, hair styles, accessories, head 
gear and elaborately decorated outfits.

I hope my canvas can capture all 
this beauty before they fade away. The new 
generation has changed. City folk are no longer 
practicing the ways of the old. The treasure I 
present to you are moments when I was touched 
by the natural beauty of elderly folk from tribes 
in Sarawak.

FORGOTTEN 
BEAUTY
by Tan Wei Kheng, 2018

Right bottom:
Tan Wei Kheng, Portrait 
of Penan Man - Kulin 
Jemaleh, 2016, oil on 
canvas, 60 x 60 cm. Image 
courtesy of the artist.

Left:
Tan Wei Kheng, Kindred 
Spirit, 2018, oil on canvas, 
153 x 122 cm. Image 
courtesy of the artist.
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Above:
Installation view, CONDO 
SHANGHAI, J:Gallery, 
Shanghai, 07 July - 01 
August 2018.  Image 
courtesy of J:Gallery.

Three galleries - J:Gallery, greengrassi & 
Project Native Informant - together presented 
seven artists from different regions.

Haffendi Anuar
Yingwei Pu
Tant Zhong
Roe Ethridge
Jennifer Steinkamp
Flo Brooks
Juliana Huxtable

CONDO 
SHANGHAI

J:Gallery, Shanghai, China
07 Jul - 26 
Aug 2018

Group 
Exhibition

Opposite (top):
Haffendi Anuar, Midday 
Stanza I, 2018, mixed 
media sculpture, 110 x 
110 x 18 cm, 10 pieces. 
Image courtesy of the 
artist.

Opposite (bottom):
Haffendi Anuar, Midday 
Stanza III, 2018, mixed 
media sculpture, 100 x 
100 x 15 cm, 10 pieces. 
Image courtesy of the 
artist.
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Left:
Haffendi Anuar, Midday 
Stanza II, 2018, mixed 
media sculpture, 120 x 
120 x 20 cm, 12 pieces. 
Image courtesy of the 
artist.
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An outdoor video installation presented 
at the end of the residency program.

Hings Lim

SOUTHEAST 
ASIAN ARTS 
RESIDENCY

Rimbun Dahan, Selangor, Malaysia
15 Jul - 31 
Aug 2018

Artist 
Residency

Below & right:
Video stills. Hings Lim, Feast, 
2018, 4K Ultra HD two-
channel video, duration 11 
minutes 45 seconds. Image 
courtesy of the artist.



2120

Opposite:
Installation view, 
Two Houses: Politics 
and histories in the 
contemporary art 
collections of John Chia 
and Yeap Lam Yang, 
Institute of Contemporary 
Arts Singapore, LASALLE 
College of the Arts, 
Singapore, 20 July - 10 
October 2018. Image 
courtesy of LASALLE 
College of the Arts.

Politics and histories in the contemporary art 
collections of John Chia and Yeap Lam Yang

Natee Utarit
Aida Makoto

Alfredo and Isabel Aquilizan

Elmer Borlongan

Chang Fee Ming

Dadang Christanto

Tiffany Chung

John Clang

Ex De Medici

Curated by Bala Starr and & Melanie Pocock

TWO 
HOUSES

Institute of Contemporary Arts Singapore,
LASALLE College of the Arts, Singapore

20 Jul - 10 
Oct 2018

Group 
Exhibition

Heri Dono

Le Quang Ha

Fx Harsono

Jeremy Hiah

Ho Rui An

Michael Lee

Lee Wen

Li Shurui

Phuan Thai Meng

Sopheap Pich

Qiu Zhijie

Alwin Reamillo

Chanelle Rose

José Santos III

Hiraki Sawa

Semsar Siahaan

Shi Hu

Shooshie Sulaiman

Manit Sriwanichpoom

Sun Xun

Tang Dixin

Inga Svala Thorsdottir

and Wu Shanzhuan

Vandy Rattana

Wong Hoy Cheong

Zai Kuning

Robert Zhao Renhui

With a career spanning twenty 
years, Thai artist Natee Utarit combines 
motifs, methodologies and interpretations 
of Eastern and Western origin, and makes 
paintings which blend past and present. 
Utarit trained at Silpakorn University in 
Bangkok, founded by Tuscan-born sculptor 
Silpa Bhirasri (born Corrado Feroci), where 
the curriculum was shaped by Bhirasri’s 
knowledge and mastery of the artistic 
techniques of the Italian Renaissance. As 
a student at Silpakorn, Utarit learnt the 
idiom of Western oil painting—realistic 
representation, symbolic meanings—to 
which he began to add his own awareness 
of Thai society as well as Buddhist beliefs. 

Contemplation of death—suffering 
is an oil painting from 2016 in which the 
frame and the background are both black; 
Utarit has painted with photographic 
precision the white bones of an adult 
human skeleton, supine, legs and arms 
curled over the ribcage. Such a posture 

recalls a foetal position or a body confined 
to the restricted space of a coffin by the 
canvas’s frame. 

Western Christian art history is 
filled with memento mori (from the Latin 
‘remember that you have to die’), a religious 
genre of painting and sculpture employed 
since the Middle Ages, in which a skeleton 
provides the visual warning of the futility 
and transient nature of human pursuits 
and earthly possessions in favour of a 
metaphysical fulfilment. 

Italian art critic Demetrio Paparoni, 
who worked on Natee Utarit’s monograph 
Optimism is ridiculous (2017), links 
Contemplation of death—suffering to Hans 
Holbein the Younger’s painting The body of 
the dead Christ in the tomb (1521). While in 
Holbein’s painting the figure of Christ has 
flesh and arms and legs in alignment, Utarit 
depicts a skeleton compressed, its lower 
leg bones folded against the upper body.

Top:
Natee Utarit, 
Contemplation of death 
- Suffering, 2016, oil on 
canvas, wood, 56.5 x 99.5 
x 8 cm. Photo courtesy of 
the artist.

Contemplation of Death—Suffering
by Caterina Riva, 2018
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Below:
Installation view, Sun 
Xun, Richard Koh Fine Art, 
Kuala Lumpur, 24 July - 
14 August, 2018. Image 
courtesy of Richard Koh 
Fine Art.Recent Works

Richard Koh Fine Art, Kuala Lumpur, Malaysia

Sun Xun
24 Jul - 14 
Aug 2018

Solo 
Exhibition
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Sun Xun, Nocturnal 
Spirit 夜灵, 2018, light 
box, luminous agent, 
watercolor on luminous 
paper, 29 x 21 cm. Image 
courtesy of the artist.

(bottom):
Nocturnal Spirit 夜灵 in 
the dark.

Sun Xun, Nocturnal 
View 夜观, 2018, light 
box, luminous agent, 
watercolor on luminous 
paper, 29 x 21 cm. Image 
courtesy of the artist.

(bottom):
Nocturnal View 夜观 in 
the dark.

Sun Xun, Nocturnal 
Wind 夜风, 2018, light 
box, luminous agent, 
watercolor on luminous 
paper, 29 x 21 cm. Image 
courtesy of the artist.

(bottom):
Nocturnal Wind 夜风 in 
the dark.

Sun Xun, Nocturnal 
Frost 夜霜, 2018, light 
box, luminous agent, 
watercolor on luminous 
paper, 29 x 21 cm. Image 
courtesy of the artist.

(bottom):
Nocturnal Frost 夜霜 in 
the dark.

From left to right:

Sun Xun, Nocturnal 
Glume 夜颖, 2018, light 
box, luminous agent, 
watercolor on luminous 
paper, 29 x 21 cm. Image 
courtesy of the artist.

(bottom):
Nocturnal Glume 夜颖 in 
the dark.
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Right:
Sun Xun, Gorgeous and 
Flourishing 繁丽, 2018,  
light box, luminous agent, 
watercolor on luminous 
paper, 79.5 x 59.5 cm. 
Image courtesy of the 
artist.

Left:
Gorgeous and Flourishing 
繁丽 in the dark
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Above:
Sun Xun, 21 KE (21 GRAMS) 
21克, 2010, pastel on paper, 
30.5 x 40.6 cm eaxh, 20 pieces;
video stills, single channel animation, 
27 minutes, edition of 8 + 2 AP. 
Image courtesy of the artist.

Above:
Sun Xun, Some Actions Which Haven’t Been 
Defined Yet in the Revolution 一场革命中还
未来得及定义的行为, 2011, wood printing 
block, 13 pieces, dimension variable;
video stills, single channel animation, 12 
minutes 22 seconds, edition of 6 + 2 AP.
Image courtesy of the artist.
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An exhibition highlighted selection of works by Malaysian artists 
whose practise offers new possibilities of drawings.

In analog photography, the negative is a 
latent image that unfolds its reality to the future 
– a prophetic object embedded with an oracle/
truth. To draw a photographic image by returning 
it to its negative stage is to travel in time, to reveal 
the making of history, and to remain there.

The series of drawing are made from a 
limited selection of pictures from my personal 
photographic archive accumulated through the 
participation of different social events in Kuala 
Lumpur along the years. With the help of the grid 
system, I measure everything that appears in the 
picture and map each of them in my negative 
drawing by endless back and forth verifications.  
The purpose of this painstaking process is to 
anchor my subject matter in the space of action 
– the street, where the social movement takes 
place, and prolong the process of the protests to 
an indeterminate time of suspension.

Below:
Minstrel Kuik, Jangan 
Tipu (Do Not Lie), 2016, 
charcoal drawing, 100 x 
150 cm. Image courtesy of 
the artist.

Left:
Installation view, Against 
The Day, OUR ARTProjects, 
Kuala Lumpur, 03 August - 
01 September 2018.
Image courtesy of OUR 
ARTProjects, Kuala 
Lumpur.

Minstrel Kuik
Chong Siew Ying
Gan Sze Hooi
Jalaini Abu Hassan
Kow Leong Kiang
Nirmala Dutt

AGAINST 
THE DAY

OUR ARTProjects, Kuala Lumpur, Malaysia
03 Aug - 01 

Sep 2018

Group 
Exhibition

ARTIST STATEMENT
by Minstrel Kuik, 2017
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Tan Wei Kheng
Adrian Dominic Ho
Ag Azmi b. Ag Bakar
Asiah Aliszaman
Awang Fadilah b. Ali Hussein
Azlan Dulikab
Brandon Ak Simon Scott
Canie Tan @ Kentan
Charles Bernard Mawan
Christianne Goonting
David Liew
Dr. Georges M. G. Schneider
Dr. Hj Baharudin b. Hj Mohd Arus
Dr. Zaimie b. Sahibil
Edoen Kang
Florence Wong
Jackie Lane Ak Gima

Curated by Jennifer P. Linggi

Sabah Art Gallery hosted a reciprocal exhibition by 
10 Sarawakian and 10 Sabahan artists.

Painting:
Tan Wei Kheng, Beraok 
Limun, 2017, oil on 
canvas, 75 x 75 cm.

Installation view, SS 
CONNECTION 2018, 
Sabah Art Gallery, 
Sabah, 10 August - 10 
September 2018.
Image courtesy of the 
artist.

SS CONNECTION 
2018

Sabah Art Gallery, Sabah, Malaysia

10 Aug -
10 Sep 

2018

Group 
Exhibition

Jennifer P. Linggi
John Bosco Han Anderson Medan
Josrie Haral
Lam Siong Onn
Leonard D. Darimi
Maduni Majidin
Melton Ak Kais
Mohd. Sawari Rahim
Muyang Kumundan @ Mr Owat
Norlinah @ Anne Bidin
Rohasmezan b. Hashim
Rosmaini Sunarjo
Sabating Ev Baron Kampiau
Suzaini Suhaimi
Tan Sheau Ling
Wong Neng Lee
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Eiffel Chong
Richard Koh Fine Art, Kuala Lumpur, Malaysia

16 - 30 Aug 
2018

Solo 
Exhibition

MUD & MASHED 
HYDRANGEA 
LEAVES AND SALAD
OF DANDELION 
GREENS

Left:
Installation view. 
Eiffel Chong, Wealth, Happiness, 
Prosperity & Health, 2018, C-type 
photographic paper, 210.82 x 
127 cm, (50.8 x 40.64 cm each, 
12 pieces), edition 1 + 1 AP. 
Image courtesy of Richard Koh 
Fine Art.

Center:
Installation view. 
Eiffel Chong, Years Of 
Mourning, 2018, C-type 
photographic paper, 63.5 
x 157.48cm, triptych, (63.5 
x 50.8 cm each), edition 1 
+ 1 AP. Image courtesy of 
Richard Koh Fine Art.

Right:
Installation view. 
Eiffel Chong, Devotion 
& Loyalty, 2018, C-type 
photographic paper, 210.82 
x 127 cm, (50.8 x 40.64 cm 
each, 12 pieces), edition 1 
+ 1 AP. Image courtesy of 
Richard Koh Fine Art.
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People always claim that Bangkok looks 
the same as any other fast developing city, but 
I disagree. These developing cities, covered 
in debris of overdevelopment, do not have 
many colours, both literally and metaphorically 
speaking. To me, these cities can be rendered in 
just black and dark grey tones whereas Bangkok, 
though carrying the same greyish tones, is 
accentuated with more colours. Maybe it was 
the colourful culture with its campy pink and 
neon colours or maybe it was the golden stupas 
and the orange robe of the monks that create 
the colour for the city. Maybe it is the friendly 
people and its smiles, too.  

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

One of my friends felt that the people in 
Bangkok are less friendly now. Maybe because 
he looks like he is from Mainland China and 
they had mistaken him as just another ‘Chinese 
Tourist’. Another friend who is currently working 
in Bangkok claims that the Thais seem to be 
friendly in the beginning only to become less as 
time goes by. One of the reasons why the Thais 
are friendly to tourists is because of the ‘tourists 
money’.

Tourism is important to Thailand and 
tourists who visit Thailand will usually have a lot 
of money to spend. When they realise that they 
couldn’t get money out of a particular tourist, 
their expression changes. The all-smiley and 
all-friendly Thais are allegedly for the tourists’ 
money only. 

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

Beautiful Inside My Head Forever is the 
title of Damien Hirst’s exhibition at Sotheby’s a 
day before the collapse of the Lehman Brothers 
in the USA back in 2008. I was in Bangkok at that 
time and remember reading a newspaper article 
about the success of his exhibition. This was also 
my earliest trip to Bangkok as an artist and it was 
one of the nicest trips I remember of Bangkok 
at that time. It was a lot more interesting and 
adventurous. 

Fast forward to 2015, I notice more grime 
and gritty colours in the city. The city has lost its 
pink and neon colours. The city has lost its smile, 
too. It’s like the city had past its prime and is 
dying. Wilting, becoming limp through the heat, 
loss of water or perhaps caught some kind of 
disease. 

Some would say that the city has grown 
up, has become mature and stable, economically 
speaking. It is becoming a ‘rich’ city like Singapore, 
or Hong Kong. Growing up also means that the 
city has lost her childish charm and naivety 
adventurous characters to become boring.

REMEMBERING THE BEAUTIFUL 
INSIDE MY HEAD FOREVER
by Eiffel Chong, Kuala Lumpur, 2017

Left:
Eiffel Chong, Promise, Hope 
& New Beginning, 2018, 
C-type photographic paper, 
101.6 x 81.28 cm, edition 
1 + 1 AP. Image courtesy of 
the artist.

Center:
Eiffel Chong, Beauty, Fame 
& Personal Glory, 2018, 
C-type photographic paper, 
101.6 x 81.28 cm, edition 
1 + 1 AP. Image courtesy of 
the artist.

Right:
Eiffel Chong, Admiration, 
Affection & Pure Love, 
2018, C-type photographic 
paper, 101.6 x 81.28 cm, 
edition 1 + 1 AP. Image 
courtesy of the artist.

Above:
Eiffel Chong, Captopril, 
2018, C-type photographic 
paper, 190.5 x 152.4 cm, 
edition 1 + 1 AP. Image 
courtesy of the artist.
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Growing up as a child, it wasn’t standard 
practice to gift flowers. It was as though my mum’s 
natural instinct was to shun flowers as they were 
mostly considered an act of extravagance and 
indulgence. On the off chance that she would 
quietly accept it without fuss, it would be flowers 
either made from craft class or the ones given out 
as wedding favours from Malay weddings1.

As a child, my relationship with flowers 
were mostly synonymous with occasions 
like funerals, weddings, or child birth. Events 
signifying life-altering moments that could be 
quantified with a simple mathematical formula, 
during which an addition or subtraction of 
a family member occurs. Naturally, I tend to 
consider flowers not only as a gesture of sincerity 
from the giver, but to a certain degree, they come 

along with a comforting or celebratory presence 
as a person might carry. 

Viewing these images on screen for the 
first time, I was strongly reminded of the final 
work published in his artist book, Institutionalised 
Care2. Eiffel had managed to capture these 
flowers of a vibrant red in full bloom on proud 
display tinted with a sense of abandonment and 
loss. Speaking to the artist, you’d realize that the 
reality couldn’t be further off, that the bouquet 
of celebration was to usher in a new born and 
belonged to a ward filled with flowers that it had 
to be placed outside of the entrance. Perhaps, 
then, that sense of abandonment came from the 
flowers, having been separated from the others, 
caught up in its abandonment, mourning for not 
having lived to its full potential?

IN LIEU OF FLOWERS
by Jessica Ho, Kuala Lumpur, 2018

It is qualities like this that resonate 
through Eiffel’s works. The artist’s curiosity 
compels him to explore the unknown, as he did 
with abandoned spaces in Royal Malaysia Police 
Series3 and This Used to Be My Playground4. Like 
a detective piecing together traces of life and 
found clues, he restores these findings and 
abandoned spaces to their former glory through 
the figment of his imagination. The artist’s 
intervention successfully taps into a collective 
well of memories, calling upon sentiments like 
nostalgia, fear, and solitude. His neatly framed 
works are rich with human sentiments yet devoid 
of the human presence, just as we are well aware 
of the puppet master’s presence orchestrating 
behind the scenes. 

It is evident that Eiffel is a patient observer, 
using his sensitivities towards form, structure 
and colors as his primary guide to execute 
and plan his compositions. Upon receiving an 
invite in 2017 to teach Photography in Chiang 
Mai University, Thailand, Eiffel found time to 
visit Bangkok, only to discover the city he had 
remembered fondly did not weather the test of 

time. His return to the city met with a huge gap in 
the impression to when he had first encountered 
her in 2008. Making frequent trips to Bangkok 
from Chiang Mai, where he was based, Eiffel’s 
suspicions were made evident as he observed 
the contrast in both cities, the city of smiles he 
had known as a tourist seemed to be fading. He 
began seeking out a language to express this 
ambivalence as he found himself gravitating to 
the famous flower markets in each city. 

It is hardly surprising that Eiffel resorted 
to flowers, it is rather impossible to spend time 
in Thailand without noticing the overarching 
importance of spirituality in the culture that 
is marked by the presence of flowers. Flower 
garlands and paper flowers5 are a common 
encounter throughout one’s journey in Thailand. 
The roots deeply embedded in their daily lives, 
are purchased and used to deliver well wishes 
and prayers for protection, good luck and 
fortune6. Eiffel’s floral arrangements respond to 
an ephemeral part of this ritual, as a keepsake 
to take home and how cultural traditions 
might be sustained despite displacement and 

Right:
Eiffel Chong, Benazepril, 
2018, C-type photographic 
paper, 190.5 x 152.4 cm, 
edition 1 + 1 AP. Image 
courtesy of the artist.

Left (top):
Eiffel Chong, An Antidote 
To Solitude & A Sort Of 
Hallucination: BLOOD, 
2018, C-type photographic 
paper, 60.96 x 76.2 cm, 
edition 1 + 1 AP. Image 
courtesy of the artist.

Left (middle):
Eiffel Chong, An Antidote 
To Solitude & A Sort Of 
Hallucination: FRUIT, 2018, 
C-type photographic paper, 
60.96 x 76.2 cm, edition 1 
+ 1 AP. Image courtesy of 
the artist.

Left (bottom):
Eiffel Chong, An Antidote 
To Solitude & A Sort Of 
Hallucination: SWEET, 2018, 
C-type photographic paper, 
60.96 x 76.2 cm, edition 1 
+ 1 AP. Image courtesy of 
the artist.

Right:
Eiffel Chong, Sense Of 
Falseness, 2018, C-type 
photographic paper, 162.56 
x 121.92 cm, edition 1 + 1 
AP. Image courtesy of the 
artist.

1 mass produced and often 
made of plastic, heavily 
glittered and usually tied 
together with a hard-
boiled egg.

2 Institutionalised Care by 
Eiffel Chong, published 
by Grenadier Press Pte. 
Ltd. (2013) ISBN: 978-
976-12099-0-5

3 currently in the 
collection of Singapore 
Art Museum, Singapore

4 The artist’s first 
exhibition series in Hong 
Kong with Artify Gallery 
(2013)

Left:
Eiffel Chong, Acebutolol, 
2018, C-type photographic 
paper, 190.5 x 152.4 cm, 
edition 1 + 1 AP. Image 
courtesy of the artist.
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urbanization.
Eiffel’s dispassionate and systematic 

cataloging allowed me to look beyond the symbol 
of femininity to recognize them for their quality 
and form as I considered the scale, size and 
display formats employed by the artist, falling in 
line with the continued to play with the concept 
of life and death through the metaphor of flowers 
adopted throughout history. Be it handmade or 
freshly plucked, each flower possess their own 
intrinsic personalities – especially evident in 
Years of Mourning, with the little deformities that 
Eiffel had carefully selected from multiple visits 
to flower markets across Thailand, whose beauty 
he chose to magnify.

Intending to record his subjects as they 
were, they were set up as is. Loose leaves and 
petals sitting in their original packing from the 

flower market correspond with the idea of an 
embalming ritual, fresh blooms enclosed in 
foam nettings, just as a new born is swaddled in 
fresh towels. The presentation format of these 
multipaneled pieces seem to have taken a page 
off the year book. As with the meticulously 
constructed assembly, as seen in Sense of 
Falseness, reminiscent of a military like drill or 
a fragment in a time one embraces conformity. 
Putting forward a sense of tribe as one had in 
seeking association in the years when coming 
of age, it is a composition that requires a kind of 
obsession with form and precision. The subjects 
are now being rid of individuality and viewed 
as a collective, standing proud erect and tall, 
suggesting an audience placed on high alert, 
perhaps ready to deliver a chorus or are put in 
line as a parade of distinction. 

In contrast with such orderliness, The 
Colors of Wounds & Diseases #1 & #2 are most 
telling of human qualities. They seem to suggest 
a kind of weariness of an old soul, weathering 
through trying times. The choir of Helichrysum 
(better known as Straw Flowers) once beaming 
and neatly arranged, was a display left to 
nature’s devices. Discarding a picture perfect 
moment, Eiffel captured a gradual succumbing of 
his subjects, once poised an potentially carried 
resemblance to Van Gogh’s Sunflowers, are now 
shrivelled and bending away from light, reminding 
the viewer of shame, mortality, and the brevity 
of beauty. It also considers the role of gravity 
and shaky foundations of ethical quagmires as 
adults learn to navigate a trying world. No doubt, 
even in such conditions, the collective scent was 
beautiful to those who knew how to appreciate, 

delicate and sweet as proven by the caterpillar 
that had nestled itself amongst the waning bloom. 
An element of absurdity is highlighted, if not 
through the association of his titles, in the artist’s 
decision to embed these flowers in energy drink 
bottles, which are heavily consumed and littered 
across the streets in Thailand. It draws light on the 
rampant consumption of these artificial boosters, 
suggesting the frail and synthetic foundations 
of the social fabric that the fast growing city on 
steroids sits on.  

As if to suggest an alternate reality, 
Eiffel employs the use of the well wishing 
forever blooms of Kathin flowers7 in an orderly 
composition in An Antidote To Solitude & A Sort 
of Hallucination: BLOOD, SWEET & FRUIT. As if to 
please the Kuman Thong8 of life, he arranges rows 
of colored sugary drinks so often used as offering. 

Left:
Eiffel Chong, Collective 
Loss, 2018, C-type 
photographic paper, 127 
x 101.6 cm, edition 1 + 1 
AP. Image courtesy of the 
artist.

Right:
Eiffel Chong, Collective 
Memories, 2018, C-type 
photographic paper, 127 
x 101.6 cm, edition 1 + 1 
AP. Image courtesy of the 
artist.

5 Phuang malai, a rich flower 
arranging tradition that 
holds an integral part 
in ceremonies across 
Thailand. It was first 
recorded during the reign 
of King Rama V (1868 
– 1910) and had since 
developed and progressed 
so much more in practice, 
deeply rooted in Thai 
culture and their everyday, 
the presence of flowers 
within a Thai household 
are also very much closely 
linked to religion and good 
thoughts.

6 Spirit worship, or Animism, 
was practiced widely by 
the people of Southeast 
Asia. Many Thais believe in 
a spirit world. These spirits, 

or phi, must be respected 
and are capable of bringing 
blessings and good fortune 
to those who appease 
them.

7 plastic flowers often made 
from discarded plastic 
bottles. Usually presented 
with money clipped to it 
as financial donations and 
offerings for the upkeep of 
the wat.

8 A household divinity 
believed to bring luck 
and fortune to the 
property owner if properly 
revered. Kuman means 
“Sanctified young boy”; 
thong means golden
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The cheerful and fun color play draws inspiration 
from a child’s desire to ace their exams, as 
believed in Thailand to be an effective offering 
in passing state examinations with flying colors. 
This full use of artificial elements aligns with 
the quest for eternity in the heavy investment 
of scientific advancement and explorations 
that humanity has embraced. The flower in this 
scenario has fully evolved into a symbol where 
its defining quality – the ability for pollination 
and produce scent (a blessing reserved for the 
receiver) is no longer relevant. Interestingly, 

they highlight the discord that most Southeast 
Asian countries have been muddling through in 
contemporary today. For as long as donations 
are continuously being offered in the form of 
Bahts clipped to a Kathin, the desire to believe 
in guardian spirits and powers beyond mankind 
still runs deep. 

Flowers had provided an emotive 
inspiration to many greats throughout the course 
of art history, the language and iconographic 
trend had since evolved from markers to the 
change of season to capture a whole range of 

emotional expression. Such is the case when I 
consider the connection between Eiffel’s subject 
of flowers and the human psyche, capturing 
a frame in each timeline of events, further 
continuing his preoccupation and dialogue on 
mortality, individuality and collective identity.

Eiffel’s homage to Van Gogh is obvious. 
Perhaps engaged by the great artist’s dedication 
and tragic life, Eiffel challenges his viewers to 
step in closer to scrutinize the hints and shapes 
veiled behind a curtain of darkness with his 3 
largest prints entitled Acebutolol, Benazepril and 

Captopril, that darkness is perhaps not as terrifying 
as it seems, that there is beauty to appreciate 
when it seems the most bleak. The closing note 
suggests the artist standing in solidarity with the 
need to bridge the growing gap in understanding 
suicidal depression. His exhibition title, inspired 
by the satirical Animal Farm by George Orwell, 
serves as a gentle reminder for those so caught 
up in the rapidity of post-modern life to, once in 
awhile, stop and smell the flowers.

Left:
Eiffel Chong, The Colour 
Of Wound & Diseases #2, 
2018, C-type photographic 
paper, 127 x 101.6 cm, 
edition 1 + 1 AP. Image 
courtesy of the artist.

Right:
Eiffel Chong, The Colour 
Of Wound & Diseases #1, 
2018, C-type photographic 
paper, 127 x 101.6 cm, 
edition 1 + 1 AP. Image 
courtesy of the artist.
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Pattana Chuenmana

AFTER HEM 
VEJAKORN

Richard Koh Projects, Bangkok, Thailand
25 Aug - 25 

Sep 2018

Solo 
Exhibition

Below:
Installation view, After 
Hem Vejakorn, Richard Koh 
Projects, Bangkok, 25 August 
- 25 September 2018. Image 
courtesy of Richard Koh Fine Art.
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I have the opportunity to study and 
contemplate Master Hem Vechakorn’s works 
from many sources be it the illustrations in books 
and magazines they were published in or even 
the original pieces. His artistic world is always 
mysterious, obscure and often depicted from the 
point of view of an observer. Such convention 
later becomes the style of his illustration. The 
ghost and devil in his illustration are often 
placed at a dark corner, in the midst of fog or 
smoke, or the faded presence of objects, moving 
soundlessly, sometimes it comes in a form of a 
skeleton with the white shroud as the attire. His 
imagination for ghosts of his time, to me, is fear in 
the most charming and simple form. 

 Hem lived in the period when electricity 
is not widely accessible and agriculturalists were 
the main profes sion of people in Thailand. It was 
the time when people lived out in orchards and 
fields with torches and lamps as the only sources 
of light they used to repel the pitch black darkness 
of the night. The fear of darkness is closely tied 
with superstitious beliefs and urban legends of 
the time. It is this fear that allows us to imagine 
things in a different perspective. Perhaps it is a 
result of our inability to efficiently maneuver our 
visual ability in the dark, consequently resulting 
in our logical perception to be obstructed, 
offering a chance for imagination to exercise its 
power as shapes and forms are created inside 
our brains. And when things fall in to place at the 
right time and occasion, replacing rationality and 
reasons are ghosts and devils. 

 In the modern world where electricity 
lights up every street and space under the cover 
of darkness, there are still those corners that 
are hidden behind the shadow, under the neon 
light, built structures, trees growing on the side 
of the road or the casting shadows of objects on 
the surface of concrete walkways. They provoke 
one’s imagination in an almost indifferent manner 
from the way the past had inspired Master Hem. 
I can see places and feel the vibes that I found 
linger in his works. They communicate with me 
as I reimagine his works in differ ent contexts and 
situations. 

 Surely I cannot visualise ghosts 
and devils in the same way Master Hem was 
able to render considering the differences in 
time, place and context we live in, especially 
today when everything is questioned and an-
swered with scientific body of knowledge and 
experimentations. But the fear of ghosts, the 
unexplained myster ies that dwell and play with 
one’s imagination and mind is instilled in human’s 
deepest and most basic instinct. Us humans 
share this common intuition and we can all feel 
it, in our own way, with our own perception. 

AFTER HEM 
VEJAKORN 
by Pattana Chuenmana, 2018

Pattana Chuenmana, After School, 2015, pigment 
print on Ilford cotton rag paper, 130 x 93 cm, 
edition 1 + 1AP. Image courtesy of the artist. 
Right: Drawing by Hem Vejakorn. 
-

The decision to believe in a scenario we 
had witnessed might prove to be untrue. 
Things might not always be as they seem, 
every person has the right to interpret 
these circumstances and give it meaning 
based on their own experience.

Pattana Chuenmana, Evening News, 2015, pigment print on Ilford 
cotton rag paper, 120 x 100cm, edition 1 + 1AP. Image courtesy of 
the artist. Right: Drawing by Hem Vejakorn.
-

I catch scenes that allow me to interpret new meaning of 
Master Hem’s works while strolling the streets of Bangkok. 
I am often inspired by simple scenes such as this - when a 
man relies on the light emanating from his television set to 
change a light bulb.

Pattana Chuenmana, Homeward, 2015, pigment 
print on Ilford cotton rag paper, 130 x 93 cm, 
edition 1 + 1AP. Image courtesy of the artist.  
Left: Drawing by Hem Vejakorn.
-

I consider the alienated homeless that 
roams the city streets as outsiders, they 
must be feeling like a ghost.

Pattana Chuenmana, Late Night Scamper,
2015, pigment print on Ilford cotton rag paper, 
120 x 100cm, edition 1 + 1AP. Image courtesy of 
the artist.  Left: Drawing by Hem Vejakorn.

-
This scene of girls playing out in the dark 
makes me aware of the risk they might 
be exposed to and thus considers the 
insecurity that they might be experiencing.
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Pattana Chuenmana, Selfie, 2015, pigment print 
on Ilford cotton rag paper, 120 x 100cm, edition 1 
+ 1AP. Image courtesy of the artist. Top: Drawing 
by Hem Vejakorn. 

-
This Master Hem inspiration serves as a 
reminder of living among a generation that 
is constantly doing inappropriate things.

Pattana Chuenmana, Under 
the Lamplight Visionary, 2015, 
pigment print on Ilford cotton rag 
paper, 120 x 100cm, edition 1 + 
1AP. Image courtesy of the artist. 
Right: Drawing by Hem Vejakorn. 

-
Things are constantly in motion 
when we’re too focused on 
something. Having found 
oneself in situations that are 
left unexplained, we often 
interpret these “movements” 
with mystery even when there 
is nothing to prove.

Pattana Chuenmana, View From My 
Vintage Car, 2015, pigment print on 
Ilford cotton rag paper, 120 x 100cm, 
edition 1 + 1AP. Image courtesy of the 
artist. Right: Drawing by Hem Vejakorn. 

-
Coincidence is the main cause 
of confusion when interpreting 
situations. It is a tricky thing when 
we try to interpret something we 
do not understand. This might lead 
to a lurking fear from within your 
subconscious mind.

Pattana Chuenmana, Twilight, 2015, 
pigment print on Ilford cotton rag 
paper, 130 x 93 cm, edition 1 + 1AP. 

Image courtesy of the artist. Right: 

Drawing by Hem Vejakorn.
-

Master Hem’s pictures that 
involved cars have always been 
my favourite. This picture is a 
perspective caught from within 
a vintage car I had restored, it is 
unique in a sense where it is rid of 
the familiar forms of the modern 
day vehicle when there is nothing 
to prove.

Pattana Chuenmana, Dream at the 
Desk, 2015, pigment print on Ilford 
cotton rag paper, 120 x 100cm, edition 
1 + 1AP. Image courtesy of the artist. 
Right: Drawing by Hem Vejakorn. 

-
This picture with the character 
viewing out fascinates me as 
we’re not aware of what’s on her 
mind, yet the uncertainty triggers 
your imagination to question and 
imagine her thoughts.

5352
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Pattana Chuenmana, Sleep Paralysis, 
2015, pigment print on Ilford cotton 
rag paper, 130 x 93 cm, edition 1 + 
1AP. Image courtesy of the artist. Left: 
Drawing by Hem Vejakorn.

-
Sleep paralysis makes me 
question the truth by viewing 
everything from a different 
perspective.

Pattana Chuenmana, Outsider, 2015, pigment 
print on Ilford cotton rag paper, 120 x 100cm, 
edition 1 + 1AP. Image courtesy of the artist. 
Left: Drawing by Hem Vejakorn.

-
This situation is a common scene from 
everyday life – a moment when you enter 
a lift alone and attempt to close the door, 
somebody will always be trying to get in.

Pattana Chuenmana, Awaken!, 2015, 
pigment print on Ilford cotton rag paper, 
120 x 100cm, edition 1 + 1AP. Image 
courtesy of the artist. Right: Drawing by 
Hem Vejakorn.

-
There are several occasions that I 
woke up in the middle of the night 
because something is on my mind. 
This anxiety is the feeling of our 
current generation.

Pattana Chuenmana, Visitor, 2015, 
pigment print on Ilford cotton rag 
paper, 120 x 100cm, edition 1 + 
1AP. Image courtesy of the artist. 
Right: Drawing by Hem Vejakorn.

-
The rapid development of the 
city is destroying animal habitat 
completely. What these animals 
can do is to try and adjust and 
live among us humans, the ones 
who claim to be on top of the 
foodchain.

Pattana Chuenmana, Conversation 
Before Sleep, 2015, pigment print 
on Ilford cotton rag paper, 120 x 
100cm, edition 1 + 1AP. Image 
courtesy of the artist. Right: Drawing 
by Hem Vejakorn.

-
I believe that this is a common 
scenario that happens regularly 
to anyone who lives in a world 
that is overflowing with news 
and information.

Pattana Chuenmana, The Racing Hour, 
2015, pigment print on Ilford cotton 
rag paper, 120 x 100cm, edition 1 
+ 1AP. Image courtesy of the artist. 

Right: Drawing by Hem Vejakorn.

-
This scene of a group of people 
playing in excitement cements 
a culture of game playing that is 
widely known.
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The exhibition presented recent works by 
two artists constantly pushing boundaries 
within their practice by running parallel 
inquisitions.

Haffendi Anuar & Sinta Tantra

Right:
Installation views. Elysian 
Fields, Richard Koh Fine 
Art, Kuala Lumpur, 6 - 25 
September 2018. Image 
courtesy of Richard Koh 
Fine Art.

ELYSIAN 
FIELDS

Richard Koh Fine Art, Kuala Lumpur, Malaysia
06 - 25 Sep

2018

Two Artists
Exhibition
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Mankind had been diligently recording 
expressions and ideas of the afterlife throughout 
majority of our civilization, from ancient Greek 
teachings to classical attitudes; evolving into 
contemporary literature and pop references of 
today. Geometric shapes and patterns that were 
initially sought out in an attempt to explain order 
within nature have long been adopted for use 
within a culmination of sacred rituals of ancient 
civilizations. These identities morph and develop 
into wide varieties of uses and meanings in 
religious and mystical contexts over time, with 
an influence toward the foundations of other 
scientific branches including Mathematics, 
Physics and Chemistry. 

The romantic notion of Elysium traces 
back to the earliest cultures, including the 
Hindus, Greek, Egyptians, Christians and 
Muslims, through a correlation between the 
various elements found in the earth and the 
heavens. This notion, often used in literature 
as prolepsis, had since evolved from a dreary 
heroic military shade to the allure of “paradise” 
from the Renaissance, and even more so today, 
it continues to ascribe meaning within a society 
driven by scientific literacy. It is this overarching 
element that is being sought out in the two-
person exhibition entitled Elysian Fields, by 
Haffendi Anuar and Sinta Tantra. 

Through her abstracted flat paintings and 
his object-based sculptures, Sinta’s paintings 
remove and disrupts perspectives, they are 
rendered in two-dimension and are by no 
means dull. She presents paintings of abstracted 
figuration in utilizing flat colour surfaces to 
evoke notions that are vibrant yet contemplative, 
blurring the perception of its material and formal 
elements. In a seemingly direct opposition 
to her minimal abstractions, Haffendi Anuar’s 
playful sculptures are a response to destabilize 
the immersion of man-made shapes in which 
we are so fondly tied to in contemporary today. 
Their vibrant hues coupled with quirky tongue 
in cheek titles ignite a dialogue around the 
morphing of identities within these man-made 
objects by returning them into irregular organic 
shapes inspired by nature.

In the following conversation with both 
multi-disciplinary London trained artists, we 
discuss the idiosyncrasies involved in their 
working processes as well as the ideologies 
behind their work.

Top:
Sinta Tantra, The Music 
is in Me, 2018, tempera 
on linen, 150 x 180 cm. 
Image courtesy of the 
artist.

Bottom (right):
Haffendi Anuar, Still Life I, 
2018, terracota, ceramics, 
epoxy putty, epoxy 
adhesive, cement, sand, 
latex, puttyfilla, oil paint 
and varnish, 40 x 38 x 35 
cm. Image courtesy of the 
artist.

How do you plan for a composition?

Haffendi Anuar (HA): The sculptures are 
pretty organic, in the sense of design as 
well as the process to create them. I never 
actually planned them prior to constructing 
as well as I don’t do preliminary sketches, 
as I like a more open and fresh approach 
to sculpting. The forms are constructed 
from broken-up terracotta flower pots and 
decorative ceramics such as vases and 
kitschy sculptures in which I purchased them 
at the local nurseries when I buy my plants 
or at the neighborhood knick knack stores. 
I like that they come from around where I 
live or near the studio. In the studio, I would 
either drop the objects on the floor or break 
them with a hammer, before reconstructing 
the pieces with epoxy putty and adhesive. 

Sinta Tantra (ST): Designing on the 
computer means that I can work playfully 
and quickly; applying colour, scaling shapes, 
shifting angles. I start with a motif which 
then acts as a focus to ‘work out’ from the 
centre. Within a studio sitting, I get through 
dozens of digital sketches - few, however, 
make the final edit.

What informs the shapes that emerges in your 
pieces?

HA: They are loosely based on the forms 
of indigenous plants such as the Rafflesia, 
pitcher plants and orchids. I love plants and 
have been gardening for a couple of years. 
I also have this fond memory of owning a 
venus fly trapper in Boston as a child, and I 
had to feed pieces of defrosted beef burger 
once a week.
The sculptural forms are also reminiscent of 
empty shells or crustaceans, therefore the 
forms are inspired by a host of other natural 
forms. In the traditional sculpture language, 
they are quite abstract, not entirely 
figurative, and I like that they jump in and 
out in becoming abstract and figurative.  The 
pedestals that I have created for some of 
them appear like legs, turning some forms 
into busts, with legs.

ST: I enjoy playing with various styles, 

ELYSIAN FIELDS
Interview by Jessica Ho, Kuala Lumpur, 2018

Bottom (left):
Haffendi Anuar, Breakfast 
for Champions, 2018, 
terracota, ceramics, epoxy 
putty, epoxy adhesive, 
cement, sand, latex, 
puttyfilla, oil paint and 
varnish, 70 x 37 x 37 cm.



6160

from bold tropical colours to minimalist 
lines. The overarching ambition of my work 
is the desire to strike a balance between 
colour, line, space, and volume, creating 
a tension between the ‘image’ and the 
architectural space it occupies. From small 
painted canvases to monumental public art 
installations my practice explores: how does 
the body respond to colour? What rhythms 
are created? How do we approach space?

Could you tell us more about the lines and 
silhouettes within your work and the role they 
play in the overall construct?

HA: In the forms, I am more interested in 
the idea of an interior and exterior, and a 
sculpture being more than just a volume 
but is composed of empty spaces and holes. 
They are meant to feel open and fragmented.

ST: Growing up as a child, I was very fond of 
playing the piano and composing music. One 
could say my approach to painting is similar 
to that of music making: line and silhouettes 
act as ‘tones’, to either enhance or jar against 
the composition. I use line and blocks of 
colour to spatially ‘cut through’ paintings, 
enabling areas to pop or recede.

At which point does color come into play?

HA: Colors act like a skin for the works, 
and I have always been interested with 
the role of colors in sculptures and forms. 
Most of my sculptures are painted or have 
colors as an important element in them, and 
this is in a way an opposition to the purist 
notion of a modern sculpture. Colors can 
also be deceiving in and act as a method to 
complicate forms.

ST: For me colour and form cannot be 
separated - one does not precede the other. 
And although I’m interested in a visual 
aesthetic, what ultimately drives the work 
is experimenting and playing with colour 
semiotics. Different colours on the canvas 
form dialogues and dualities with each 
other. Can colour be gendered for example? 
And if so, what is the significance of placing 
pink next to blue? Does one subvert the 
other?

What are some elements that have direct 
influence on the composition / construct of your 
works?

HA: I think I have discussed this in the 
previous answers.

ST: Nearly all my paintings hold areas of 
unpainted linen, some predominately more 
so than others.  I like the idea of unveiling 
the decorative surface of the image; ‘filling’ 
the compositional frame with a surface 
colour we often associate with the start of a 
painting - empty and blank.

What are some concerns about the treatment 
and finishing when using the medium of your 
choice?

HA: I am quite experimental in my approach 
to sculpture and I do not try to have the 
works dictated by a material choice. I think 
the idea or the attitude I’m trying to convey 
is way more important and that’s why I 
have worked with various materials for 
different series such as plastic, wire, metal 
and wood. Different sculptures require 
different finishes and it depends on the 
logic of the work. In most cases, a varnish or 
a Polyurethane finish is used.

ST: The tempera paint I use has a similar 
finish to that of Italian frescoes - highly 
pigmented and very matt. It’s a challenging 
paint to use when covering large areas of 
solid colour; it has to be applied quickly and 
confidently to avoid patches.

Could you share with us some systems and 
processes that you adopt in the production 
of your work, and the role it has on the final 
outcome?

HA: Sure, again it depends on the different 
series. For this one, I approached it with 
an open mind and wanted to create a new 
body of work that is more open and deal 
with a different sculptural language than my 

previous work. Furthermore, I have always 
worked with found objects or materials, 
usually locally sourced and that these 
objects either help or complicated the 
conceptual dimension of the work. Again 
most of my works are unplanned but I would 
make a number of test works prior to being 
happy with the final outcome, thus they are 
a culmination of countless tests and errors 
of finished work. I am always trying out new 
approaches and material combinations, 
being open to mistakes and surprises. 
Finally, this new works equally have a lot 
of formal similarities with previous series 
such as the Pilotis, the foam works and the 
wooden sculptures of the Migratory Object, 
kind of a further development informed by 
all of them. 

ST: Similar to an architect, the blueprint of a 
painting holds all the information needed for 
production. Within my practice, the process 
from digital to painting rarely digresses 
- I follow the blueprint methodically and 
do not add or subtract parts from the 
original. Although some may consider this 
as ‘unpainterly’, eliminating the decision 
making process enables the act of painting 
to be entirely pure; focusing solely on the 
materiality of the paint itself, being present 
in the moment.

How much of your work is inspired by physical 
spaces and what relationship it has with 
dimensions?

HA: For this new work, I don’t believe 
they are inspired by physical spaces, but 
in other works, especially the work that 
I recently exhibited in Condo, Shanghai, 
they do consider the relationship of the 
human body to sculptural forms, in an un-
monumental sense and how a visitor to 
the gallery space would physically relate 
to a cluster of objects on the gallery floor. 
In that body of work, I was also interested 
in the notion of the expanded landscape, 
and how the landscape, whether physical 
or social, or a feeling the current ‘times’, 
could be reimagined and depicted through 
a cluster of objects and small images, like 
how objects displayed behind glass in an 
ethnographic museum could give us a sense 
of an era long gone.

ST: I started my career ten years ago; creating 
public artworks, responding to architectural 
and urban settings. By studying what these 
spaces were like to experience as bodies, I 
would then determine where the edges of 

Left:
Sinta Tantra, 
Gianpponese a Roma 
in Linen, 2018, tempera 
on linen, 120 x 100 cm. 
Image courtesy of the 
artist.

Right (top):
Sinta Tantra, A House 
in Bali (Sunset Beach), 
2018, tempera on linen, 
150 cm diameter. Image 
courtesy of the artist.

Right (bottom):
Haffendi Anuar, Grinding 
One’s Teeth, Indian Grey 
(Proton), 2018, terracota, 
ceramics, epoxy putty, 
epoxy adhesive, cement, 
sand, latex, puttyfilla 
and automotive paint, 
47 x 38 x 35 cm. Image 
courtesy of the artist.
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my canvas would lie. Today I use the same 
skills to determine artworks for inside the 
gallery space; maximising the experiential 
impact for the viewer, playing between 
monumental and miniature, public and 
private.

What is the core idea you wish to communicate 
through your artworks?

HA: I guess for this new work, I wanted to 
experiment and approach sculpture through 
a more open approach. I want the audience 
to enjoy the works formally and visually.

ST: Creating works in the public realm 
requires a ‘glass half full’ mentality. How 
do we improve our cities, communities and 
homes to both function and look better? 
What does the role art and design play in 
our global society today? Can we all be 
‘makers’? I want people to question both 
the politics and spaces that they live in and 
have the tools and confidence to change 
their future.

Both of you produce works on a range of 
mediums and formats, what is the one element/
influence that is embedded throughout your 
practice?

HA: I tend to use everyday materials as the 
sculptural ‘skeleton’ of my work as well 
as color as an important element in the 
language of my forms.

ST: Within my work is the continuous 
exploration of colour and form; the fine 
line that separates the two and three 
dimensions; turning the white cube space 
inside out as well as applying my public art 
experiences back into the gallery space.

Follow up question: Is there one that you 
struggle to contain when moving across these 
different bodies of work?

HA: Actually I don’t see it as a struggle but a 
challenge to move beyond the confinement 
of a certain body of work. I don’t view a 
certain style or body of work as definitive of 
my practice. Forms or languages change all 
the time depending on the ideas.

ST: Although I create three-dimensional 
objects, I do struggle with conceptualising 
sculptural volume and form. My brain’s a 
hybrid between a painter who thinks in 
colour and an architect concerned with how 
the body responds spatially.

Could you tell us about some ongoing 
explorations that you are work on right now?

HA: I am preparing for the residency in 
London and what I will do there. I am also 
working on the works for the solo show in 
Singapore for next year. 

ST: Whereas my previous works used colour 
to celebrate the spectacle, I recently started 
thinking about what would happen if colour 
was taken out of the equation. After studying 
the blueprint designs used in preparation for 
my public art projects, I became fascinated 
by line, and how at times it offered more 
imaginative possibilities than colour. Can 
total immersion be achieved through the 
simplicity of line alone?

Bottom (right):
Sinta Tantra, The Music 
is in Me III, 2018, 
tempera on linen, 120 x 
100 cm. Image courtesy 
of the artist.

Below:
Haffendi Anuar, Cherry 
Blossom (Perodua), 
2018, terracota, 
ceramics, epoxy putty, 
epoxy adhesive, cement, 
sand, latex, puttyfilla 
and automotive paint, 
57 x 42 x 44 cm. Image 
courtesy of the artist.

Bottom (left):
Sinta Tantra, Zenith of 
Sky in Prussian, 2018, 
tempera on linen, 120 x 
100 cm. Image courtesy 
of the artist.

Top:
Sinta Tantra, Polarised 
Skies, Rotating Screens II, 
2018, tempera on linen, 
78  x 95 cm; 180 x 90 
cm; 150 x 80 cm. Image 
courtesy of the artist.
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Haffendi Anuar, Slow Tropical 
Snails I, 2018, terracota, ceramics, 
epoxy putty, epoxy adhesive, 
cement, sand, latex, puttyfilla, oil 
paint and varnish, 52 x 42 x 46 
cm. Image courtesy of the artist.

Haffendi Anuar, Public Fountain, 
2018, terracota, ceramics, epoxy 
putty, epoxy adhesive, cement, 
sand, latex, puttyfilla, oil paint 
and varnish, 51 x 41 x 28 cm. 
Image courtesy of the artist.

Haffendi Anuar, Yen’s Yam, 2018, 
terracota, ceramics, epoxy putty, 
epoxy adhesive, cement, sand, 
latex, puttyfilla, and enamel paint, 
48 x 40 x 35 cm. Image courtesy 
of the artist.

Haffendi Anuar, Sundew, 2018, 
terracota, ceramics, epoxy putty, 
epoxy adhesive, cement, sand, 
latex, puttyfilla and enamel paint, 
57 x 40 x 43 cm. Image courtesy 
of the artist.

Haffendi Anuar, Still Life II, 2018, 
terracota, ceramics, epoxy putty, 
epoxy adhesive, cement, sand, 
latex, puttyfilla, oil paint and 
varnish, 64 x 54 x 43 cm. Image 
courtesy of the artist.

Top (from left to right):

Sinta Tantra, Star Clock at 
Night II, 2018, tempera on 
linen, 180  x 180 cm. Image 
courtesy of the artist.

Bottom (from left to right):

Haffendi Anuar, Slow Tropical 
Snails II, 2018, terracota, 
ceramics, epoxy putty, epoxy 
adhesive, cement, sand, latex, 
puttyfilla, oil paint and varnish, 
34 x 48 x 50 cm. Image courtesy 
of the artist.

Sinta Tantra, Sun Clock in Day II, 
2018, tempera on linen, 180  x 
180 cm. Image courtesy of the 
artist.
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Top and bottom:
Haffendi Anuar at the 
Acme Studios, London. 
Image courtesy of the 
artist.

Haffendi Anuar was one of two Malaysian 
artists who were part of the second cohort 
of the Khazanah Nasional Associate Artist 
Residency Programme (KAAR) at Acme Studios, 
London, in 2018. A programme under the 
Khazanah Residency Programme, the KAAR is an 
initiative by Khazanah Nasional Berhad aimed 
at developing and nurturing young Malaysian 
artists, and to prepare them for the next level 
of their professional career. Throughout the 
3-month residency, the artists were mentored 
on projects of their choice, in addition to being 
exposed to the international arts scene via 
various networking sessions, studio visits and 
exhibitions. 

KHAZANAH NASIONAL 
ASSOCIATE ARTIST 
RESIDENCY PROGRAMME

Acme Studios, London, United Kingdom

Haffendi Anuar
Sep - Dec

2018

Art
Residency
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A Vietnamese-American artist, Trong Gia Nguyen 
presented an immersive single channel video 
installation of a cardiograph mimicking Donald 
Trump’s comical signature during the Art After 
Dark at Gillman Barracks.

Trong Gia Nguyen

Installation view,
Executive Orders, 
Richard Koh Fine Art, 
Singapore, 21 - 23 
September 2018. Image 
courtesy of Richard Koh 
Fine Art.

EXECUTIVE 
ORDERS

Art After Dark
1 Lock Road, #01-01, Gillman Barracks, Singapore

21 - 23 
Sep 2018

Pop-Up
Exhibition
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Above:
Details. Trong Gia Nguyen, Executive Orders, 
2017-ongoing, immersive single channel 
video installation, audio of gun sounds 
variable, duration variable. Image courtesy 
of Richard Koh Fine Art.

Executive Orders is an immersive 
installation featuring a single channel video of a 
cardiograph mimicking Donald Trump’s comical 
signature. The title refers to the president’s 
ability to sign orders that implement the full 
force of law. Instead of a traditional beep, crests 
of the cardioautograph in the video installation is 
synced with audio mimicking gunshots, alluding 
to the swift action and magnitude in which the 
President of the United States could inflict on 
his people with a single stroke of a pen. With 
an added twist, Nguyen commissioned musician 
Adam Aaronson to produce the accompanying 
sound of gunshots with the layering of traditional 
and non-studio instruments, using anything but 
firearm. 

Orders executed by Trump that are 
considered controversial include the “Muslim 
travel ban” which halted Syrian refugees and 
barred visas to citizens from seven countries, 
the opening of Guantanamo military prison and 
the dismantling of the Clean Power Plan put in 
place to combat climate change. Trump, despite 
his party’s control of Congress and the House of 
Representatives, has issued over 75 such orders 
to date, on pace for the most orders signed off 
by any American president over the last 50 years. 

All cardiographs eventually end in a “flat 
line”. Likewise, Nguyen’s video will continue to 
evolve, with the full tally of gunshots equaling 
the total count of executive orders Trump 
eventually signs. Until then, the “dead beat of 
America” pulses on.
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Inspired by the orbit of asteroids, Melissa Tan’s works of astronomical 
installation commisioned for Facebook HQ in Singapore

Melissa Tan

The notion of lost asteroids has always 
fascinated me. How do we lose sight of 
something so big as a minor planet? Intriguingly, 
even objects as large as planets are often 
misplaced and eventually forgotten by stargazers 
and astronomers, but then return as a ‘newly 
discovered’ object despite actually being a 
rediscovery. 1862 Apollo is such an asteroid; an 
earth crossing asteroid that was lost for 40 years 
only to be later rediscovered.

The FB network – like the scientific 
instruments that chart the heavens – is also 
very much a mechanism to follow/ upkeep with 
important things or people in our lives. The rat 
race of life may sometimes overwhelm, causing us 
to lose sight of the things that matter but there’s 
always that little nudge or reminder to put things 
into perspective and eventually reconnecting 
people – even if for a moment.

Installation views.
Installation by Melissa 
Tan at Facebook Office, 
Singapore, October 
2018. Image courtesy of 
the artist.

FACEBOOK 
AIR

Facebook Office, Singapore
Oct

2018

Artist
Residency

ARTIST STATEMENT
by Melissa Tan, Singapore, 2018
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Installation views.
Installation by Melissa 
Tan at Facebook Office, 
Singapore, October 
2018. Image courtesy of 
the artist.
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I really don’t know how to begin to explain 
my landscape painting, the third in a total of 
five primary subjects of painting which I have 
explored in my work.

Perhaps I should begin by explaining how 
these five primary subjects came about. They 
developed out of what’s known as the hierarchy 
of genres, a concept which originated in the West 
and has had a tremendous influence on how art 
is studied and taught in Southeast Asia and other 
parts of the continent as well. This hierarchy 
ranks and assigns degrees of value to different 
genres of painting and other forms of art. 

Beginning in the 17th century, the 
academies of Europe gave the highest value and 
prestige to history paintings or works which dealt 
with religious or mythological subject matter. 
Below this were paintings depicting scenes from 
everyday life. These were followed by portraits, 
landscapes, and still lifes.  Seventeenth-
century French art historian and theoretician 
André Félibien is generally credited with the 
codification of this hierarchy. Félibien wrote that 
the artist was duty-bound to create ideal works 
of art much as God had created man. It was out 
of this belief that the hierarchy of genres took 
shape. At the top of this hierarchy were works 
which gave expression to the meaning of life and 
which served an edifying or intellectual purpose. 

Natee Utarit

Consequently, portraits, landscapes and still lifes, 
which had little in the way of intellectual content, 
were accorded relatively little worth. Their merit 
resided solely in the technical skill of the painter. 

The size of a painting was another 
determinant of artistic worth. A large canvas was 
devoted to historical subject matter, while a still 
life was better suited to a much smaller scale. It 
is worth noting, too, that women painters were 
forbidden to paint historical works, and in their 
studio training, they were not permitted to paint 
from living models. Instead, they were restricted 
almost exclusively to the genres of portraiture, 
still lifes and scenes from everyday life. 

These ideas and traditions had a 
tremendous impact on the academies of Europe 
and much later, on the art schools of Southeast 
Asia. Interestingly, however, here in this part of 
the world, they were adopted with little or no 
understanding of the religious, philosophical, 
sociological, cultural or geographical contexts 
out of which they had grown in the West. In other 
words, this knowledge was disconnected from 
any kind of contextual reality, cut loose from 
the history that had informed it. This is evident 
not just in the way that art has been taught and 
studied here, but even today, it seems to me that 
the traditional notions of art imported from the 
West continue to determine how we appraise the 

Tang Contemporary Art Bangkok, Thailand
04 - 28 

Oct 2018

Solo
Exhibition

UNTITLED POEMS 
OF THEODORE 
ROUSSEAU

Below:
Installation view, Untitled 
Poems of Théodore Rousseau, 
Tang Contemporary Art 
Bangkok, 4 - 28 October 
2018. Image courtesy of the 
artist.

UNTITLED POEMS OF 
THÉODORE ROUSSEAU
by Natee Utarit, Bangkok, June 2017
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about seeing, and it has always been hard to 
determine what and how much of what we see 
has intellectual value. No one but the painter 
knows whether the knowledge gained from the 
act of seeing is of sufficient intellectual worth. 
And it is impossible to categorize this appraisal 
of worth by genre. 

A not insignificant number of people 
today think that landscape painting is little more 
than a pastime – some kind of nostalgic longing 
for a vanished world that is void of any serious 
intellectual intent. But maybe that’s because 
they’ve forgotten what the act of seeing is really 
all about. 

An old sculptor friend of mine told me 
that people these days don’t really look at the 
things around them, and I think it’s true. People 
have a lot more general knowledge but we pay 
a lot less attention to the things close at hand. 
Instead, we tend to look at things far off in the 
distance, oftentimes farther away than life 
requires. We look at the things around other 
people. We look at how other people live. We see 
the world as other people see it in their dreams. 
We look at knowledge from other places equally 
far away, whether it’s knowledge from the past or 
the future.  There is always more stuff to fill up 
our heads, but we rarely take the time to look at 
the things around us. We never really pay them 
much attention. We don’t give much thought to 
how these things live, to the fact of them, or to 
their ordinariness. 

It is not about seeing as a way to break 

value of any particular work of art throughout the 
entire region. 

This is something that has interested me 
for a long time.

It has been my intention to explore these 
ideas in my work for a long time, and in 2004, I 
even started on a series of canvases that sought 
to reinterpret the traditional genres. I have to say 
that the results weren’t really unexpected, given 
the institution where I exhibited them, and for an 
experiment, they were really pretty good.  

I had another opportunity to engage 
with these concepts while I was working on 
the paintings that made up my series called 
Altarpieces. When I started on these paintings, 
I really had no expectations. I was rather like 
someone struggling with an inner conflict. Then 
I looked for answers to questions I raised about 
flower still lifes in the second series of works and 
landscape paintings in this third group. 

There is nothing strange about landscape 
painting as far as I am concerned. I’ve always 
painted landscapes, but they have differed 
depending on the questions, answers and 
explanations I’ve set for myself over the years. 
A landscape and landscape painting are not the 
same thing. Just as I tried to explain in an earlier 
essay, flowers and paintings of flowers are not 
the same. It is just that a landscape has greater 
bargaining power over how and what we see. 
It controls our mood. It is straightforward and 
immediate, and has an undeniable influence over 
our thoughts and emotions. 

From the start, landscape paintings have 
operated within a very clear and predictable set 
of parameters – forests and mountains, rivers 
and streams, and works of architecture both 
ancient and modern. It wouldn’t be much of an 
exaggeration to say that landscape painting 
has changed not a whit through the centuries. 
The only difference really is in the perspective, 
which has varied from one historical period to 
the next. In fact, landscape painting may have a 
firmer conceptual foundation than still lifes and 
portraiture. I like looking at landscape paintings 
and have always enjoyed painting landscapes 
because to me, they are all about seeing and 
perception, which are at the very heart of what 
the art of painting has always been about – 
seeing and showing. 

And that, I guess, is also why landscape 
painting has figured so far down on the Western 
academy’s hierarchy of genres that I discussed in 
the paragraphs above. No higher in fact than still 
lifes and portraits. These are all genres of painting 
that have been thought to deal explicitly with the 
visual, and not the intellectual, perception of 
beauty – an assumption that was not questioned 
until the end of the 19th century.  

It is an undeniable fact that painting is 

away from the past or the kind of seeing that 
makes us excited for the future. Instead, it’s 
seeing for now, for the present moment, for 
each and every minute and second of seeing 
that passes and changes as we truly perceive the 
things that we see. 

In the past a painting grew out of one of 
two sources: one was the reality that the painter 
saw, the other was from his/her knowledge or 
memory. In both cases, the artist relied on the 
mechanism of human perception to create a 
circular connection between some external 
reality and an internal thought about it. This was a 
mechanism that worked in such perfect interplay 
that it became difficult to say with any certainty 
where what was outside ended and what was 
inside began.  

When you paint a landscape (I mean when 
you paint a landscape out in nature), you’re apt 
to feel that your painting can’t perform any other 
function than to represent what you see from a 
certain perspective or perspectives. That’s all 
that you can hope to achieve, and if you try to do 
anything more, your painting will be a miserable 
failure. But then, too, if you’re too closely tied to 
what you see, you’ll end up with nothing more 
than a copy. All you can do is look and try to 
understand what you see. Look with humility and 
express what you see. In a very real sense, you 
become a kind of portal that bridges the world 
of reality as you perceive it and a creative world 
made possible through painting. As a result, 
landscape painting is far from easy even though 
the process of painting a landscape seems so 
simple and straightforward. 

That is why landscape painting has always 
interested me, and why, for all the reasons I’ve 
discussed above, it has never seemed like a 

traditional kind of art tied to tradition and a 
way of life that no longer exists in the present. 
Landscape painting will be a common feature 
across all periods of time for as long as people 
continue to see and the world still has landscapes 
to look at. Based on this logic, landscape painting 
is a way of expressing a certain kind of content 
and artistic concept that, if painted and seen in 
our own lifetime, is a form of contemporary art 
no less relevant than any other kind of painting.

Landscapes and natural phenomena 
are majestic things, and therefore, landscape 
paintings that depict these phenomena are 
likewise majestic. Although at one time in the 
history of Western art, they were accorded little 
value in the hierarchy of genres, landscape 
paintings have a life and a history and a value 
that link them to a whole range of great and 
marvelous things, and this is a fact that cannot 
be denied. 

-

Note
I wrote this short essay on June 27, 2017, 

a day on which, strangely enough, two different 
people in two different places told me exactly 
the same thing. We had been discussing art and 
landscape painting, when each said to me, “The 
world has changed. This is the 21st century.” It is 
a sentence that rather clearly implies a particular 
view of landscape painting in the world today. 
And it stayed with me. Of course, this is the 21st 
century; that’s a fact that I can’t deny. But why 
was it that as we talked, I couldn’t help but think 
of the prejudices that shaped the perceptions 
of the European academies back in the 17th 
century? Strange…  

Above & right:
Installation view,
Untitled Poems of 
Théodore Rousseau, 
Tang Contemporary Art 
Bangkok, 4 - 28 October 
2018. Image courtesy of 
the artist.
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From top, left to right:
Natee Utarit,

Elaina, Violet, Jean, Celine, Rene, Nathan, Chane, Roxanne, Francine, Adrian,
Belle, Elaine, Sebastian, Andre, Felix, Chaney, Fabiene, Marcel, Charlot, Ruben,
Oscar, Bertrand, Fred, Bruno, Gaston, Hector, Priscilla, Melissa, Alfred, Eugene,
Angeline, Alexis, Raoul, Jade, Gigi, Maurice, Eric, Victor, Patrick, Paul,
Jessica, Sara, Noel, Yvon, Ivonne, Florence, Bernard, Raine, Snow

2017, oil on canvas, 120 x 100 cm. Image courtesy of the artist.
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The artist’s fifth solo presentation portrays the idea of spirit in his 
adult mind on painted copper and brass panels.

Zelin Seah
Below:
Installation view,
In Awe of Things, Art Expo 
Malaysia 2018, Kuala 
Lumpur, 11 - 14 October 
2018. Image courtesy of 
Richard Koh Fine Art.

Booth M9, Richard Koh Fine Art, 
ART EXPO Malaysia 2018, Kuala Lumpur, Malaysia

11 - 14 Oct
2018

Art Fair 
 / Solo 

IN AWE
OF THINGS

Right:
Zelin Seah, Split, 2018, 
mixed media on copper, 
90 x 60 cm. Image 
courtesy of the artist.
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Do spirits exist? What does it look like 
in the 21st century? I attempt to hold onto my 
imagination of what a spirit might seem like. 
These are residues of the spirit left in my adult 
mind, a factual-oriented mind.

The ancients held awe towards the 
unknown environment: the sky, fire, lightning, 
darkness... they visualize an image of the unknown 
for the purpose of worship and communication. 
In contrast, I look at my everyday surroundings 
today and find no room for the unknown. It seems 
predictable day after day - a place of comfort, 
an environment lacking mystery and whose 
imagination is absent, a “disenchantment”. 

My parents are from mixed religions. As a 
child, I was exposed to influences from Buddhism 
and Catholicism, learning the different teachings 
and stories. Informed by multifaith teachings 
and folklores in my society, I grew up believing 
in most kinds of spirits. It is omnipresent even in 
the ordinary things such as stone, wood, sword 
or an umbrella. However, when I get older, the 
practice of rational thinking made me hesitate 
such beliefs. I cannot admit that I experienced a 
sense of loss inside. Yet ironically, when I am in 
trouble, I would want to pray for a peace of mind. I 
would seek out talismans or charms when I travel. 
Logically, death is the end, yet at times I hope for 
an afterworld. This contradiction extends to my 
creation, seeking for remnants of spirituality in a 
visual world. To me, this is an alternative way of 
viewing the world, one beyond a scientific lens.

I am drawn to religious antiquities, 
including sculptures and frescoes, especially 
incomplete ones. A balance method utilizing 
bright colors is often used in the composition 
of religious works. Over time, the composition is 
destroyed, the color fades, yet in this incompletion 
the role of time and space is revealed precisely. 
This has inspired me to imagine the possible 
archetypes and the mystification of such objects.

Poses, colours, and symbols of various 
icons are juxtaposed against geometric forms 
I extracted from the objects around me. I view 
objects as the shell for spirits, such as consecrated 
icons or a stone that collected the essence of 
heaven and earth. I want to suggest that the 
modern day “shell” could also be an interior 
setting, furniture or cloth that holds onto a body, 
or one’s belonging, such as a tool or toy. I think 
that the connection between object and people 

is beyond practical function and may enlighten 
one’s mind. Objects carry specific meanings for 
specific people with no substitutes, like a cheap 
plastic bottle you keep from your loved ones, or a 
seasoned wok of a chef.

From these composed images, I create 
a vague impression of the modern day spirits, 
infused with mixed religious symbols and 
a combination of my awe towards everyday 
objects. To my generation, everything has an 
answer rooted in science. A barren and uninspired 
mind happens to many people when one has no 
options in life and in what they believe in. I view 
different spiritual and religious traditions in the 
world with no contradiction in between. In my 
opinion; they form the global culture of peace. 
Furthermore, I want to suggest that even one’s 
belongings could contribute toward achieving 
spiritual peace within its owner. After all, it is a 
sense of belonging that one seeks.

In order to better collect ideas of the spirit, 
I use copper as the surface of my painting. Copper 
is a good conductor, a sensitive metal, soft and 
easy-to-shape. It is used for casting art, statues 
and also as a surface for classical paintings. 
Adding to the oxidization to air or by any touch, 
traces could be left everywhere onto a copper 
surface. This is an exact fit for my concept -- to 
capture the invisible presence of the spirit. First, 
I polish the copper sheet to collect “the textures 
of the environment”, I then enhance this texture 
with a chemical reaction towards the etching 
liquid. After the plate dampens, the mottled 
colour is carved. I then construct, connect, move, 
and decompose the image with a tactile brushing 
technique and then proceed to seal it within the 
plane. Similar to tattoo making, the copper piece 
will record every process as skin.

To me, a spirit and the aesthetic are both 
amorphous, like chaos. I make no complete 
image in my paintings. They stay in between the 
recognizable and abstract as I believe aesthetic 
does not exist in the current world but in one’s 
memory or imagination toward the unknown. 
In the name of science, “spirit” seems to be 
too ethereal. I intend to promote connection 
between human beings and the world of objects 
with a slightly broader perspective than science, 
in responding to seemingly common things with 
a new found awe.

IN AWE OF THINGS
by Zelin Seah, Kuala Lumpur, 2018

Left:
Zelin Seah, Blow, 2018, 
mixed media on copper, 
200 x 60 cm. Image 
courtesy of the artist.

Right:
Zelin Seah, Swing, 2018, 
mixed media on copper, 
200 x 60 cm. Image 
courtesy of the artist.
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From left to right:

Installation view.
Zelin Seah, Melt, 2018, 
mixed media on brass 
and copper, 356 x 60 
cm. Image courtesy of 
the artist.

Zelin Seah, Unroll, 2018, 
mixed media on copper, 
200 x 60 cm. Image 
courtesy of the artist.

Zelin Seah, Ponder, 
2018, mixed media on 
copper, 200 x 60 cm. 
Image courtesy of the 
artist.
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From left to right:

Zelin Seah, Shirk, 2018, 
mixed media on copper, 
200 x 60 cm. Image 
courtesy of the artist.

Zelin Seah, Fold, 2018, 
mixed media on copper, 
90 x 60 cm. Image 
courtesy of the artist.

Zelin Seah, Droop, 2018, 
mixed media on copper, 
200 x 60 cm. Image 
courtesy of the artist.

Zelin Seah, Dangling, 
2018, mixed media on 
copper, 200 x 60 cm. 
Image courtesy of the 
artist.
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Hasanul Idris Isyraf

HOL (HIGHER 
ORDER LOVE) 
CHAPTER 3, 
SCAB: 
LUCKY DRAW

Richard Koh Fine Art, Kuala Lumpur, Malaysia
12 Oct - 02 

Nov 2018

Solo
Exhibition

Installation view,
HOL (Higher Order Love) 
Chapter 3, Scab: Lucky 
Draw, Richard Koh Fine 
Art, Kuala Lumpur, 12 
October - 2 November 
2018. Image courtesy of 
Richard Koh Fine Art.
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Top:
Hasanul Isyraf Idris, 
Faculty of Sausage, 
2018, watercolor, 
colored pencil, graphite 
and ink on mould made 
acid free 300 gsm 
100% cotton paper, 
152.4 x 152.4 cm. Image 
courtesy of the artist.

SOME IDEAS AND ASPECTS OF 
HASANUL ISYRAF IDRIS’ WORKS 
by Safrizal Shahir, 2018

Hasanul Isyraf Idris (Hasanul)’s body 
of work in this exhibition can clearly be 
categorized into three main art forms: paintings, 
three-dimensional objects and characters, and 
animation. On the surface, these three art forms 
obviously indicate the works’ strong affinity to 
cartoon and comic art. This type of art was initially 
aggressively explored as a medium for artistic 
expression by Pop artists like Roy Lichtenstein 
and Andy Warhol. Nevertheless, cartoon and 
comic images by Pop artists then were largely 
meant to celebrate popular culture prevailing 
in Europe and America in the 1950s and 1960s. 
The artists referred to and appropriated visual 
cultures within their society to generate lively 
visual sensations. In this regard, comic and 
cartoon images featured in the works by these 
artists apparently stemmed from and ended up 
in society via the realm of popular culture.

In general, cartoon and comic images have 
strong commercial appeal. They were originally 
created as a commercial tool in response to 
capitalism. They have since been absorbed into 
the visual cultures of contemporary society 
and become a medium of entertainment. These 
images offer a wealth of stories and fantasies 
that can shape the society’s collective memory 
through their make-believe plots and characters. 
However, they are different from the works in 
this exhibition because Hasanul does not derive 
his images and characters from any kind of mass 
media. Instead, he himself invents each one of 
them. Thus, images and characters in Hasanul’s 
works are original and have a clear creative 
origin. All together, they also convey a strong 
sense of personality and belonging. Evidently, 
these images and characters are produced by 
borrowing the visual language of cartoon and 
comic art. However, their aims, strategies and 
expressions are not the same as those of cartoon 
and comic images that we normally encounter.

The visual intervention and approach 
employed by Hasanul in creating these images 

and characters constitute the key strength of 
his art-making. By using an established visual 
language, with its own unique perceptual and 
philosophical concerns, to illustrate his personal 
values, stories and interpretations, Hasanul 
presents to us a series of works that look absurd, 
alien and confusing. At the same time, we may 
also get confused with the easily comprehensible 
visuality of the works as they feature cartoon 
and comic images that we often see, watch and 
remember, and, moreover, are drawn realistically 
by Hasanul. This, to some extent, demonstrates 
that Hasanul has personalized objects usually 
shared by members of society regardless of their 
language and racial background (namely, cartoon 
and comic).

Unlike other forms of communication, 
such as language and pictograph, cartoon 
and comic images, despite their conventional 
character, contain specific indications, meanings 
and values. For example, Mickey Mouse, a popular 
cartoon character, is considered acceptable when 
it is installed in Disney theme parks around the 
world, or depicted on children’s clothing, or 
shown in supermarkets. However, if the image or 
character of Mickey Mouse were to be included 
in a Sultan’s installation ceremony, which has 
its own set of unique procedures and protocols, 
or featured in traditional religious rituals, or 
installed in Parliament building, it could surely 
lead to some kind of contradiction, incongruity 
and ambiguity. It appears contradicting and 
incongruous because society largely perceive 
a cartoon or comic image as full of fantasy, is 
meant only for entertainment, and is not real; it 
looks ambiguous because the element of fantasy 
is tried to be realised in real life.

In my opinion, these are some important 
aspects of Hasanul’s works. While observing his 
works, viewers should try to not only grasp what 
the artist is addressing through his art but, more 
importantly, uncover and understand the system 
and value underlying these pictures.

Bottom:
Hasanul Isyraf Idris, 
Nirvana Baran, 2018, 
watercolor, colored 
pencil, acrylic and ink 
on mould made acid 
free 300 gsm 100% 
cotton paper, 152.4 
x 152.4 cm. Image 
courtesy of the artist.
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The world depicted by Hasanul is the world 
of children’s imagination but according to adult 
sentiments and experiences. The imagination is 
associated with children because it is filled with 
colourful fantasies and the figures and characters 
are drawn in the style of cartoon or comic. The 
world of children’s imagination is always vibrant 
and illogical, but ironically interesting and 
mesmerizing. Children’s fascination with cartoon 
and comic is one of the factors that can help 
develop their thinking and observation skills. 
Imagination, in this regard, is the act of exploring 
and experimenting with the boundaries of creative 
and innovative thinking. In children’s world, they 
are not interested in logic and rationality, but 
only in pursuing exploration for the mere sake of 
exploring. Children normally do not realize how 
their exploration begins, deviates and ends. They 
explore in order to widen their horizons and to 
seek new experiences – a search to understand 
or see new things they have not seen or foreign 
to their life. Theirs is an exploration of other new 
and different worlds and spaces.

Exploration also can actually function as 
an expression of the essence and reality of life. An 
imaginative exploration expressed visually can 
reflect the state of the artist’s mind, thought and 
inner self. What’s more if the act of exploration 
is embraced by the artist as a routine in his or 
her art practice. It should not be seen only as a 
kind of therapeutic or psychological exercise 
but as a kind of “life” within life itself. In this 
regard, visualization does not merely constitute 
the artist’s artistic response but also his or her 
linguistic response. Visual language serves as the 
artist’s “life arena”, and at times the new “life” 
seems more real than real life.

Furthermore, imaginative exploration can 
also be linked to pleasure, astonishment and 
happiness. The feeling of enjoyment can act as a 
catalyst to keep on exploring situations or worlds 
that have not yet been explored in order to find or 
retain happiness and joy. Curiosity exists because 
human beings want to search for differences 
and to transcend the limits and normalities they 
are experiencing now. They sometimes desire 
to go to another new world that they have not 
yet discovered in order to enjoy astonishment. 
They wish to undergo new experiences that they 
have not yet felt or to recall past feelings or 
experiences that they have forgotten. Engaging 
with a new thing or a new experience can always 
give pleasure to human beings. As such, humans 
are indeed curious beings. Equipped with 
knowledge that is constantly new by nature, they 
want to seek out happiness. Being astonished by 
happiness is the beginning of pleasure.

This reminds us of the story of how Prophet 
Adam and his wife Eve, when they were living in 
Paradise, transgressed God’s command not to 

approach the forbidden tree. The lesson learnt 
from this story is that we must obey whatever is 
commanded by God. But one remarkable thing 
is that among the many trees in Paradise, it was 
that particular forbidden tree that caught the 
attention of Adam and Eve. In this story, Allah has 
already mentioned about one aspect of human 
characters, namely, their unrelenting desire to 
find and discover new, different and unknown 
things. It is obviously human beings’ real nature: 
to search and explore for whatever reasons.

As regards Hasanul and his works here, 
I come to the conclusion that he is not a mere 
explorer but indeed a translator or interpreter of a 
different kind of world. Hasanul’s world is not the 
same as Hieronymus Bosch’s or Zulkifli Dahalan’s 
simply because their dreams are different. An 
individual’s imagination, dream or fantasy is 
dualistic since it can convey some meanings but, 
at the same time, can also lead astray whoever 
is searching for these meanings. Interestingly, 
however, this world is so flexible, so fluid and 
always in flux. Elements of time, space and logic 
are freely manipulated by Hasanul in order to 
translate his world. It appears that his world is 
without an end, and its possible representational 
form can always change. Through this body 
of work, Hasanul does not want to explain 
something but to just share stories about his 
other world.

Bottom:
Hasanul Isyraf Idris, 
Cosmetic Jackfruit, 2018, 
watercolor, colored pencil 
and graphite on mould 
made acid free 300 gsm 
100% cotton paper, 
152.4 x 152.4 cm. Image 
courtesy of the artist.

Top:
Hasanul Isyraf Idris, 
Letcoilingo, 2018, 
watercolor, colored pencil 
and graphite on mould 
made acid free 300 gsm 
100% cotton paper, 
152.4 x 152.4 cm. Image 
courtesy of the artist.

Above:
Hasanul Isyraf Idris, 
Terminal Bay, 2018, 
autopaint on aluminium, 
34 x 50 x 18 cm. Image 
courtesy of the artist.
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Top:
Hasanul Isyraf Idris, 
Super Ring Inari, 2018, 
watercolor, colored pencil, 
graphite, acrylic and ink on 
mould made acid free 300 
gsm 100% cotton paper, 
152.4 x 152.4 cm. Image 
courtesy of the artist.

Bottom:
Hasanul Isyraf Idris, 
Transfire, 2018, watercolor, 
colored pencil and 
graphite on mould made 
acid free 300 gsm 100% 
cotton paper, 152.4 x 
152.4 cm. Image courtesy 
of the artist.

Bottom:
Hasanul Isyraf Idris, Clay 
Towel, 2018, watercolor, 
colored pencil, graphite 
and ink on mould made 
acid free 300 gsm 100% 
cotton paper, 152.4 x 
152.4 cm. Image courtesy 
of the artist.

Top:
Hasanul Isyraf Idris, 
Nulsaurus, 2018, 
watercolor, colored pencil, 
graphite, charcoal and ink 
on mould made acid free 
300 gsm 100% cotton 
paper, 152.4 x 152.4 cm. 
Image courtesy of the 
artist.
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Bottom:
Hasanul Isyraf Idris, 
Harakeli, 2018, autopaint 
on aluminium, 45 x 42 x 
40 cm. Image courtesy of 
the artist.

Top:
Hasanul Isyraf Idris, 
Offshore Bar, 2018, 
autopaint on aluminium, 
30 x 32 x 28 cm. Image 
courtesy of the artist.

Bottom:
Hasanul Isyraf Idris, 
Powder Coated Shrine, 
2018, watercolor, colored 
pencil and graphite on 
mould made acid free 300 
gsm 100% cotton paper, 
152.4 x 152.4 cm. Image 
courtesy of the artist.

Top:
Hasanul Isyraf Idris, Store 
at Cool Places, 2018, 
watercolor, colored pencil, 
graphite and ink on mould 
made acid free 300 gsm 
100% cotton paper, 
152.4 x 152.4 cm. Image 
courtesy of the artist.
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Right: 
Installation view.
Hasanul Isyraf Idris, 
Nasi
Mah
Bali
K
Rumah, 
2018, single channel 
animation video, 5 
minutes 38 seconds. 
Image courtesy of 
Richard Koh Fine Art.

Left:
Installation view.
Hasanul Isyraf Idris, 
Offshore Bar, 2018, 
autopaint on aluminium, 
30 x 32 x 28 cm. Image 
courtesy of Richard Koh 
Fine Art. 
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Above:
Series of video stills. 
Hasanul Isyraf Idris, 
Nasi
Mah
Bali
K
Rumah 
(Drawings), 
2018, ink and 
watercolor on paper, 
20 x 30 cm each. Image 
courtesy of the artist.
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15 Oct - 30  
Nov 2018

Artist 
Residency

SOUTHEAST 
ASIAN ARTS 
RESIDENCY

Rimbun Dahan, Selangor, Malaysia

Faizal Yunus
Right:
Faizal Yunus, Pinnacle II, 
2018, oil, enamel and 
lacquer in canvas, 120 x 
140 cm, diptych. Image 
courtesy of the artist.

Below:
Faizal Yunus, Ablaze, 2018, 
oil, enamel and lacquer 
on canvas, 101 x 152 cm, 
triptych. Image courtesy of 
the artist.
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Richard Koh Projects, Bangkok, Thailand

Nopchai Ungkavatanapong
17 Oct - 17 
Nov 2018

Solo
Exhibition

RECENT 
WORKS

Installation view.
Nopchai Ungkavatanapong, 
Diptych (Untitled), 2017 - 
2018, 2 wooden shoe trees, 
steel frames, neon tubes, 
electronic neon transformers 
and electrical accessories, 55 
x 29 x 19 cm each, diptych. 
Image courtesy of Richard Koh 
Fine Art.

113112
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My work is a compilation 
of intertextuality. I 
use signs (objects) 
to communicate my 
interpretations of 
humans’ existences and 
phenomenon.

Nopchai Ungkavatanapong

“

”

Right:
Nopchai Ungkavatanapong, 
Triptych (After the Modern Love), 
2017 - 2018, stainless steel 
Boilerette, stainless steel steamer, 
stainless steel rice cooker, steel 
frames, neon tubes, electronic 
neon transformers and electrical 
accessories, 46 x 30 x 46 cm; 40 
x 60 x 40 cm; 34 x 30 x 34 cm, 
triptych. Image courtesy of Richard 
Koh Fine Art.

Left:
Nopchai Ungkavatanapong, Altar 
1 Part 1 (The Constellation), 2017 
- 2018, found ornate iron cast, 
steel frame, neon tubes, electronic 
neon transformers and electrical 
accessories, 46 x 140 x 46 cm. 
Image courtesy of Richard Koh 
Fine Art.

Mixed-media and site-specific installation Thai artist 
presented sculptures built from readymade objects, 
neon and electronic components.
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Natee Utarit

Bangkok Art Biennale, Bangkok, Thailand

19 Oct 
2018 - 03 
Feb 2019

BEYOND 
BLISS
BANGKOK ART BIENNALE 2018

Installation view. 
Beyond Bliss, Bangkok 
Art Biennale 2018, One 
Bangkok, Thailand. 19 
October - 3 February 
2018. Image courtesy of 
the artist.

117116
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Left:
Natee Utarit, The 
Introspection, 2016, oil 
on canvas, 250 x 374 cm 
(triptych).

Right:
Natee Utarit, L’enfer, c’est 
les autres, 2016, oil on 
canvas, 236.5 x 410 cm 
(triptych).

Installation view. 
Beyond Bliss, Bangkok 
Art Biennale 2018, One 
Bangkok, Thailand. 19 
October - 3 February 
2018. Image courtesy of 
the artist.
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Trained as a weaver, Anne Samat both draws on and departs from traditional 
Malaysian weaving techniques and aesthetics. Using synthetic fibers and rattan 
sticks in place of natural and ornate thread, she further incorporates a wide range of 
vernacular objects that together give shape to complex symmetrical figures. Beads 
or PVC parts become veins or bones, a broom’s brush imitates hair, or a mosquito 
coil holder, a face. Stoic guardians and playful individuals at once, these intricate, 
otherwordly figures evince Anne’s desire to merge the feminine and masculine. 
Demanding our gaze, we are welcomed into relation with the Other.
 - Erin Gleeson, Curator

Anne Samat
Tcheu Siong
Bounpaul Phothyzan
Souliya Phoumivong
Pao Houa Her
Shen Xin
Than sok
Wawi Navarozza
Sutthirat Supaparinya
Arin Rungjang
Busi Ajaw
Guo-Liang Tan
Nguyen Trinh Thi

Curated by Erin Gleeson

i:cat Gallery, Vientiane, Laos
9 Nov 2018 - 

16 Jan 2019

Group
Exhibition

ELEVATIONS 
LAOS

Installation view. Elevations Laos, 
9 November 2018 - 16 January 
2019, i:cat Gallery, Laos. Photo 
by Creative Think. Image courtesy 
of Elevations Laos and The 
Spellbrook Foundation

121120
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Right:
Anne Samat, Juragan Ali, 2018, 
rattan sticks, yarns, washers, 
rakes, PVC chains, home, fashion 
accessories, (kitchen & garden) 
utensils and stationery items, 96 
x 42 x 30 cm. Image courtesy of 
the artist.

Right:
Anne Samat, Mayang 1, 2018, 
rattan sticks, yarns, washers, 
rakes, PVC chains, home, fashion 
accessories, (kitchen & garden) 
utensils and stationery items, 
137 x 45 x 15 cm. Image courtesy 
of the artist.

Left:
Anne Samat, Puteri 1 (Ulek 
Mayang Ku Ulek), 2018, rattan 
sticks, yarns, washers, rakes, 
PVC chains, home, fashion 
accessories, (kitchen & garden) 
utensils and stationery items, 96 
x 42 x 30 cm. Image courtesy of 
the artist.
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Taiwanese artist, Liu Hsin-Ying made sense of her own 
thoughts by piecing and containing them somewhere 
together to get to know that part of herself.

Richard Koh Fine Art, Kuala Lumpur, Malaysia

Liu Hsin-Ying
22 Nov - 15 

Dec 2018

Solo
Exhibition

SOMEWHERE 
DOWN THE 
RIVER

Installation view. Liu Hsin-Ying, 
Somewhere Down the River, 
22 November - 15 December, 
Richard Koh Fine Art, Kuala 
Lumpur.  Image courtesy of 
Richard Koh Fine Art.

125124
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河流中的某一段 
劉新穎，吉隆坡，二零一八年 

SOMEWHERE DOWN THE RIVER
by Liu Hsin-Ying, 2018, Kuala Lumpur

To fill is an act of painting, direct, touching, and 
substantiating. 
A red line finds its path on the skin, running 
along with it; it orbits the contours of this person, 
the body’s frontier. 

The dashboard camera captures the world 
outside, available to the eye. She carries her 
mortal flesh and moves forward endlessly in this 
world. As she fails to keep her eyes forward for a 
moment, the image vanishes. 

She is filling the shape of a human; she has 
crossed the feminine boundaries—her vagina 
and bosom. 
She comes to be aware of these boundaries. 
She shuns away, perplexed, and stays behind. 
She has no idea of which set of boundaries 
defines her existence fully. 

She keeps going in the boundless universe, her 
journey parallel to the external world. 

*

And she goes on in the endless course, 

on and on 

塗，它是繪畫的動作，直接，服貼，填
滿。
紅色的線條在皮膚上的路徑，它服貼於
皮膚，它正在走著這個人的外在界線，
軀體的邊界。

公路行進圖是外在的世界，由眼睛來接
收，肉身的她在這世界不斷的前進。只
有一段她沒有看向前方時 ，那個公路圖
就消失了。

她在塗的是「人」的輪廓，女人的界線
她越過了包含陰部、胸部。
女人的界線，對她而言，是有意識到它
的存在的。
她避開，她困惑，她保留，她不知道哪
一個界線裡的她才是那個「人」完整的
存在。

她繼續走著，在浩瀚的宇宙，開啟自身
內在與外界接收的一平行線，兩者同時
運行著。 

*

她一直走在無邊的途中，

走著，走著

Sitting down before a lake so deep with its 
bottom invisible, she sees two mountains in front 
of the lake and cannot tell which is the reflection. 
Her eyes are filled with the floating mountains 
and the sea. 
The grass beneath her sways gently in the breeze. 
Beside her lies a massive, red and acute triangle, 
and the shape keeps growing taller. 
She gazes at the women passing by, picturing the 
destiny underlying their similar shapes. 

On and on— 
The uterus stays afloat in its plumpness between 
her legs. 
Her lower tract swelling, she can only fall down. 

On and on— 
Her strong body keeps changing its shape, 
as if oblivious to what she used to look like. 

And the journey goes on 
Through a grove, 
A meadow, 
Some burrows, 
And a windy tribe. 

 It goes on and on— 

在一座浩瀚看不見底的湖前坐下，
湖的前方有兩座山，她分不清哪一個是
倒影。
眼睛被浮動的山海包圍。
腿下的草，隨風飄盪。
身旁紅色尖尖的大三角型，長得越來越
高。
她凝視路過的女人們，幻想著她們相似
輪廓下的命運。

走著，走著 — 
大腿之間的子宮，旺盛的漂浮著。
滿溢的陰道，她只能下墜。

走著，走著 — 
她強大的身體不斷變動，
好像忘記了她本來的樣子。

她繼續走著，
沿途路過，
一座小森林，
一片草原，
一些地洞，
一個風在吹的部落，

走著，走著 —

Above:
Installation view. 
Somewhere Down the 
River, Richard Koh Fine 
Art, Kuala Lumpur, 
22 November -1 5 
December 2018.
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Bottom:
Liu Hsin-Ying, I’m in the 
Toilet, 2018, acrylic on 
canvas, 130 x 180 cm. 
Image courtesy of the 
artist.

Above:
Series of video stills.
Liu Hsin-Ying, Draw, 
2017, single channel 
video, 2 minutes 45 
seconds loop. Image 
courtesy of the artist.

Top:
Liu Hsin-Ying, Life Landscape 
1-15, 2018, watercolor, acrylic, 
pencil, charcoal, ball-point pen 
on paper, 47 x 61 cm each (set 
of 15). Image courtesy of the 
artist.

Top:
Liu Hsin-Ying, Circle, 
2014, watercolor, crayon 
on paper, 18 x 25.5 cm 
each (set of 14). Image 
courtesy of the artist.
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Left:
Liu Hsin-Ying, Growing, 
2018, acrylic, charcoal 
on canvas, 200 x 105 cm. 
Image courtesy of the 
artist.

Right (top):
Liu Hsin-Ying, Prenatal 
I, 2017, acrylic, crayon, 
paper on board
90 x 60 cm. Image 
courtesy of the artist.

Right (middle):
Liu Hsin-Ying, Birth, 
2018, acrylic, pencil on 
board, 90 x 60 cm. Image 
courtesy of the artist.

Right (bottom):
Liu Hsin-Ying, Cry, 2017, 
acrylic, charcoal, paper 
on board, 90 x 60 cm. 
Image courtesy of the 
artist.

Left (top):
Liu Hsin-Ying, I want to 
see, 2017, acrylic, color 
pencil, charcoal on board,
60 x 45 cm. Image 
courtesy of the artist.

Left (middle):
Liu Hsin-Ying, Unknow, 
2017, acrylic, crayon, 
paper on board, 60 x 45 
cm. Image courtesy of 
the artist.

Left (bottom):
Liu Hsin-Ying, Alexander, 
2015, pencil, paper on 
board, 60 x 45 cm. Image 
courtesy of the artist.

Right (bottom):
Liu Hsin-Ying, Heart, 2017, 
color pencil, charcoal on 
board, 60 x 90 cm. Image 
courtesy of the artist.

Right (top):
Liu Hsin-Ying, Black Hole, 
2018, acrylic on canvas,
150 x 108 cm. Image 
courtesy of the artist.
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Top:
Liu Hsin-Ying, Two, 2018, 
acrylic, pastel on canvas, 
108 x 150 cm. Image 
courtesy of the artist.

Top:
Liu Hsin-Ying, Landscape 
III, 2018, acrylic, pastel, 
charcoal on canvas, 130 
x 180 cm. Image courtesy 
of the artist.

Middle:
Liu Hsin-Ying, Landscape 
II, 2018,acrylic, pastel on 
canvas, 108 x 150 cm. 
Image courtesy of the 
artist.

Middle:
Liu Hsin-Ying, Landscape 
IV, 2018, acrylic on 
canvas, 120 x 190 cm. 
Image courtesy of the 
artist.

Bottom:
Liu Hsin-Ying, Landscape 
I, 2018, acrylic on canvas,
108 x 150 cm. Image 
courtesy of the artist.

Bottom:
Liu Hsin-Ying, Lake, 2018, 
acrylic on canvas, 130 x 
180 cm. Image courtesy 
of the artist.
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Layered by histories and visual cues, 
the patriotic symbolism within Trong 
Gia Nguyen’s installation acquired new 
meaning in the current political climate.

Trong Gia Nguyen
Richard Koh Projects, Bangkok, Thailand

01-20 Dec
2018

Solo
Exhibition

THE 
LAST 
STATE

Right:
Installation view. The Last State, 
Richard Koh Projects, Bangkok, 
1- 20 December 2018. Image 
courtesy of Richard Koh Fine Art.
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Neo-Theo considers the legal cornerstone 
of religious tolerance and separation of church 
and state as originally imported to America via 
the Dutch settlement on Governors Island in 
1624. An American flag with the words “help 
me” (a reference to the horror film “The Exorcist”) 
hangs on the wall, surrounded by photographs 
of gesturing hands that hark back to both stiff 
fascism and the original salutation for the 
“Pledge of Allegiance,” as written and prescribed 
by Francis Bellamy in 1892. A soundtrack plays 
of children reciting Bellamy’s original words, 
which did not include “under God” (added 
only in 1954). With the current wave of Islamic 
extremism, the Papal scandal, and Tea Party 
politics, it is fruitful to recall that indeed, it is 
not religion’s responsibility to breed tolerance 
or protect an individual’s liberties, but the law’s 
duty. The altered flag, even in this “theologically 
possessed” and “desecrated” state, but fully 
reversible, challenges our respect for the history 
and laws that protect our civil liberties.

THE LAST STATE
by Trong Gia Nguyen

Installation view.
Trong Gia Nguyen, Neo-Theo, 2018, 
installation of hand-painted and 
creased American flag, 152.4 x 
81.3 cm; 37 framed photographs 
of varying dimensions, 23 x 23 cm, 
13 x 18 cm, 21 x 30 cm; audio loop 
of children reciting The Pledge of 
Allegiance. Image courtesy of Richard 
Koh Fine Art.
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Yeoh Choo Kuan
Richard Koh Fine Art, Kuala Lumpur, Malaysia

10 - 30 Jan 
2019

Solo
Exhibition

STREAMING 
MOUNTAIN

Installation view. Streaming 
Mountain, Richard Koh Fine 
Art, Kuala Lumpur, 10 - 30 
January 2019. Image courtesy 
of Richard Koh Fine Art.

141140



143142

As a Malaysian Chinese with a background 
in Western art, the foundation of my art practice 
is inclined towards Eastern aesthetics. Growing 
up without a traditional or formal training on 
Chinese ink, the influence of the ideology is 
introduced through illustrations found within a 
neighborhood Chinese temple I had frequently 
visited as a child. It was a visual language used to 
narrate stories from Buddhism. 

One of my fondest memory was of a 
“Diyu” (realm of the dead or “hell” in Chinese 
mythology) illustration book I used to pore 
through after tuition at the temple. “Diyu” is 
typically depicted as a subterranean maze with 
various courts to which souls are taken after death 
to atone for the sins, which they had committed 
while alive. Each court deals with a different 
aspect of atonement and different punishments; 
most legends claim that sinners are subjected 
to gruesome tortures until their “deaths”, after 
which they are “restored” only for the torture to 
be repeated. I remember the conflict in me as I 
read these texts while enjoying the images of the 
brutal naked bodies, for many years in the temple 
I had immersed myself in this emotional wander 
between positive and negative. 

I see this recurring experience as the 
primary influence that might have contributed to 

STREAMING 
MOUNTAIN
by Yeoh Choo Kuan, October 2018, Kuala Lumpur

a series in my practice that focuses on violence 
and flesh. “In the Flesh” (my first solo exhibition 
inspired by the violent aestheticized movies) and 
“Live Leak” (the second show which examines the 
act of looking at another’s pain through media), 
have both led me to take a deeper look into my 
admiration toward “Diyu” illustrations. Tortured 
figures meted out in various levels and chambers 
are often depicted in a landscape setting similar 
to traditional Chinese “Shan Shui” (mountain 
and stream), which I soon realised the uncanny 
resemblance whenever I look at traditional 
Chinese landscape paintings. It inspired me 
to paint my “Shan Shui” as a judgment court, 
rendered in monochrome and sequestered 
panels tucked between “Yin” and “Yang”, black 
and white, ascent and decay, literati and vulgar, 
pushing and tugging. 

“Streaming” means “Liu” in Chinese, as in 
the painting process of slow dripping technique 
that acquires a “sense of time” in the state of 
fluxility. “Mountains” is “Shan” in Chinese, an 
allusion to the unyielding and construction of 
value. “Streaming Mountain” is a body of work 
measuring from the struggles within our value 
systems, reconfigured for new compatibility and 
extends my imaginations toward our future.

Opposite (top):
Yeoh Choo Kuan, Finit 
hic, Deo, 2018, acrylic & 
structuring paste on linen, 
134.5 x 148 cm; 120 x 89 
cm. Image courtesy of the 
artist.

Opposite (middle):
Yeoh Choo Kuan, Midnight 
Project, 2018, acrylic & 
structuring paste on linen, 
121.5 x 76 cm; 134.5 x 148 
cm. Image courtesy of the 
artist.

Opposite (bottom):
Yeoh Choo Kuan, Horror 
has a Face, 2018, acrylic & 
structuring paste on linen, 
153 x 183 cm; 148 x 134.5 
cm. Image courtesy of the 
artist.

Top:
Yeoh Choo Kuan, Extreme 
Prejudice, 2018, acrylic & 
structuring paste on linen, 
121.5 x 105 cm; 134.5 x 
148 cm. Image courtesy of 
the artist.
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There is one traditional story that goes 
that when someone gets bitten by a snake in a 
forest, they can be assured that a plant that would 
serve as antidote is nearby. Whether this is truth 
or a myth, the story serves as an illustration that 
every problem comes bearing its own solution. 
We are born in a world full of struggles, war and 
violence, but we also have the solution to find 
peace and harmony within ourselves.

This idea is precisely what artist Yeoh 
Choo Kuan explores in his latest series “Streaming 
Mountain”. His interest in the duality of the 
human experience is exemplified by the black 
and white nature of the “Streaming Mountain” 
paintings. In his metaphysical explorations the 
artist was nourished by a rich imaginary from 
around the world, first of all the philosophy 
behind the Tai Ji symbol, which encompasses 

FAITH IN MYSTERY: YEOH CHOO KUAN’S 
STREAMING MOUNTAIN
by Naima Morelli, December 2018

both its monist (wuji) and its dualist (yin and yang) 
aspects. Throughout the years the artist allowed 
his conception of the relationship between 
opposites to shift quite a bit. In the beginning to 
him it was only black or white, and then it was 
all black and white. “Streaming Mountain” can be 
considered the visual for a further progress in his 
reflections, as he realized that eventually black is 
white, and white is black.

In this alchemic transformation, the life 
experiences of the artists were a major generator. 
While not apparent a first glance, Choo Kuan’s 
works reflect the dark places of his own life. 
But more than darkness itself, the art stands for 
the remedy the artist took to get out from these 
shadows. It was the research of the antidote 
in the forest, in the valleys, in the streams that 
made him. 

From his earliest mark-making 
experiments on painted images to his gestural 
abstractions, he explored themes he felt close to 
him. Hidden trauma, domesticity, sexuality, the 
human body, nature, death and the subconscious. 
While these topics are seemingly diverse, they 
are tied by a red thread, which is violence. 

The first sparkle of fascination towards 
the topic is to retrace in Choo Kuan’s childhood 
memories. These point to the neighborhood 
Chinese temple, and the figures of Diyu. This is the 
realm of the dead or “hell” in Chinese mythology. 
The Diyu is typically depicted as a subterranean 
maze with various levels and chambers where 
hideous and - dare I say - creative, tortures take 
place. The representation of these mangled body 
in a spiral of cruelty provoked strong sensations 
in him, sparking deviant fantasies. 

Once again, the antidote came with the 
poison. It was the Buddhist philosophy to give 
him a remedy and help him not get lost in that 
strange engrossment. However, an inner battle 
between an attraction towards violent images 
and the search for transcendence stayed with him 

over the years. To deal with 
it he started to articulate it 
through art: “I learnt to see 
my individuality,” he says “it 
emerged from the struggles 
and eventually configured a 
thin, yet also a firm border 
line between two worlds.”

Through his works, 
he was able to share 
his experience, spark 
discussions and even elicit 
moral judging from the 
viewers. However, the artist 
himself doesn’t hold any 
judgment when tackling 
these charged themes. In 
his opinion more judgement 
doesn’t help: “I am just a 
cruel tyrant within my art 
empire, getting individual 

to dive into one’s own visceral through art, which 
might actually do some good,” he says. 

The non-judgmental attitude was 
particularly evident in his solo “Live Leak” 
presenting Yeoh Choo Kuan’s exploration of 
violence in mass media. The show displayed 
scarred tactile surfaces of peeled and coagulated 
paint in wooden box frames. Each work 
referenced recordings of violent events from 
around the world, found on the video sharing 
website LiveLeak.com. The only clear reference 
to his internet inspiration was in the title of the 
paintings. 

We can already see in this series another 
element that we find today in “Streaming 
Mountain”. That is the narrative behind the 
abstraction which is only hinted to, and never 
overtly revealed. Choo Kuan himself doesn’t see 
as important that the viewer will understand the 
conceptual discourse behind his art. What mostly 
matters to him is whether the viewer could ride 
the energy in the painting and get lost for a 
little while. “The rest is optional. We are already 
restless with the overflowing information,” he 
explains. 

To convey this energy, the violent 
underpinning really impregnates the style 
characterized by highly textured strokes, which he 
defines “fleshing abstraction”. This is a painting 
technique which manipulates the materiality of 
paint in violent gesture. It is through the act of 
painting itself that the violence drawn in from 
visual materials, current events, and landscapes 
gets translated into pure abstract form. 
Abstraction becomes the means to transcend the 
feeling and thought. 

The coexistence of opposites so near and 
dear to the artist’s art is found in his method 
of construction and deconstruction. This is the 
way he gets to abstraction. It starts with need 
to construct something good in terms of colour, 
composition, layering, and then “abusing it” and 
“torturing it”. In his own personal Diyu, Choo Kuan 
would slice, peel and stab the canvas, to turn the 
lovely into the hideous. Flowing from decision 
to decision, always with an eye on the final 
stage, this is how he carries out the ‘destruction 
process’.

For the “Streaming Mountain” series the 
artist first did the textured surface, executed 
in the same violent gesture as previous work, 
and only then pour the paint onto it. The paint 
run and splashed in interesting directions and 
endowing the painting more depth of expression. 
The artist describes the pleasure watching the 
paint dripping amongst the texture as “caressing 
my old wounds”.

“Streaming Mountain” brings the energy of 
Choo Kuan’s fleshing abstraction into traditional 
Chinese landscape, the shan shui paintings. 

Below (left):
Yeoh Choo Kuan, Sunken 
Place, 2018, acrylic & 
structuring paste on 
linen, 120 x 89 cm; 134.5 
x 148 cm. Image courtesy 
of the artist.

Below (right):
Yeoh Choo Kuan, You 
are Both, 2019, acrylic 
& structuring paste 
on linen, 120 x 89 cm. 
Image courtesy of the 
artist.

Above:
Yeoh Choo Kuan, Side 
by Side, 2018, acrylic 
& structuring paste on 
linen, 183 x 153 cm; 183 
x 153 cm. Image courtesy 
of the artist.
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Literally translating as “mountain-water”, the 
word shan shui is a Chinese abstraction of 
natural landscapes in brush and ink. First arising 
to prominence during the 5th century, in the 
reign of the Liu Song dynasty, shan shui painting 
was later characterized by a group of landscape 
painters producing large-scale landscapes. They 
favoured the representation of mountains, seen 
as sacred places in China. Chinese’s naturalism 
has mystical connotations; these painters made 
clear to the viewer that to them nature was the 
homes of immortals, a doorway to the heavens. 
The philosophical interest in nature shared 
strong references to Taoist imagery and motifs, 
as well as Daoist symbolism. It showed how small 
was human presence confronted to the vastness 
of the cosmos. 

An element which drew Yeoh Choo Kuan 
in was certainly the interest of those landscape 
painters in the patterns or principles that underlie 
all phenomena, whether natural and social. This 
translated for traditional paintings in the highly 
structuralized nature of their genre. This of 
course was remixed and personalized in Yeoh 
Choo Kuan’s abstractions. What we can see in the 
“Streaming Mountain” series, is that Choo Kuan’s 
retained the subject of mountains and streams 
from shan shui painting. Another element he took 
from tradition is that the image he created didn’t 
correspond to reality, but was a representation 
of his thoughts about nature. In fact shan shui 
painting is not an open window for the viewer’s 
eye; it is rather an object for the viewer’s mind, a 

vehicle of philosophy. Hence the black and white 
refusing any realism or likelihood. 

While shaking up the rigid structure of 
shan shui paintings, Choo Kuan also retained 
some of its most important components. The 
first rule in shan shui is that the pathways should 
never be straight, but meander like a stream. The 
artist indeed deepened the landscape, mimicking 
the patterns that nature creates through melting 
paint. The second element which we can also 
find in “Streaming Mountain” is the presence of a 
threshold, which symbolically provides a special 
welcome. The threshold can be the mountain, or 
its shadow upon the ground, or its cut into the 
sky. But perhaps the stronger element that tied 
Yeoh Choo Kuan’s conception to that of shan 
shui is the presence of what has been called “The 
Heart”. This is the focal point of the painting and 
all elements should lead to it. The heart defines 
the meaning of the painting. Again, this is a 
technical feature as well as a symbolic one.

Interestingly enough, the artist never 
received a specific, formal training in Chinese ink 
painting. However, in the beginning he was largely 
influenced by its aesthetic. The philological part 
set in during his years at art school, where he 
learned about the Taiwanese aesthetic scholar 
Jiang Xun. His book “A Contemplation on Chinese 
Art”, was for Choo Kuan’s a seminal text. This is 
the book from where he discovered his Malaysian 
Chinese upbringing culture in relation to Chinese 
art. In that framework he could consider the 
shared values of Malaysian and Chinese and 

how they would express the similar identities. 
The book made a relatable introduction for him 
to enter from a personal point of view and later 
branch out to the large knowledge structure 
of Chinese art. He started seeing Chinese art 
forms from an aesthetic perspective that also 
incorporates personal experience, cultural 
reflection and social criticism.

With the show “Streaming Mountain” the 
artist is determined to contribute in advancing 
the discussion of traditional Chinese art, which 
he feels is quite stale at the moment. As a third 
generation Malaysian Chinese artist, he silently 
shares his questions with the viewers: What 
is our contemporary stance in relation to this 
traditional art form? Is there anything I could 
inherit from the Chinese art developments since 
the 70’s? Can I model it according to my local 
context? How can we enrich and connect to the 
Chinese art discourse? 

Another point to highlight is how the works 
are organized in the show. Many are put next to 
each other in a single piece, which multiplies their 
individual meaning. These installations activate 
more dynamics between the blacks and whites, 
materializing another dimension. Some of the 
paintings in “Streaming Mountain” are shown as 
installations, or set in a room in an immersive way. 
The idea for the presentation was already formed 
in the mind of the artist while he was working at 
those pieces, with Richard Koh’s gallery space 
in mind. Others, like the impressive 2 meters by  
20 meters installation scroll, lived in the 

imagination of the artist right before the 
installation, having been painted in many 
sections due to the limited studio space.

In the series, the biggest challenge for 
the artist was the aforementioned inclination 
towards the metaphysical approach instead of 
straightforward visual narration. Indeed, in all the 
works from “Streaming Mountain”, we can feel 
a strong tension. Again, this is due to the highly 
personal content which is made evident the 
titles of the works, which hinted to the “behind 
the scenes” like it was for “Live Leak”. Quivering 
mountains are called “Goosebumps Under My 
Gut”, melting landscape have the peremptory 
tone of “Finit hic, Deo”. A double panel of 
juxtapositions of blacks and whites gives the 
feeling of gasping for air, and it is aptly called 
“Last Breath”.  

We can look at the artworks of “Streaming 
Mountain” as a powerful contemplation of the 
unknown, a conceptualisation of what the artist 
has seen and learned about the human nature, 
exemplified in the purity of form. Yeoh Choo 
Kuan worked in a delicate balance between 
imagination, spontaneity, impulse control, 
and bravery, flowing down his own personal 
mountain, encountering snakes, finding 
antidotes. “Sometimes it hits in an unbelievable 
way, sometimes it misses us and put us back to 
zero,” says Choo Kuan. “It is all about putting my 
faith in mystery.” 

Above:
Yeoh Choo Kuan, In the 
Beginning It was Only 
Black or White, 2018, 
acrylic & structuring 
paste on linen, 270 x 
980 cm, 8 panels. Image 
courtesy of the artist.
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Top (left):
Yeoh Choo Kuan, Mind 
Trick, 2018, acrylic & 
structuring paste on 
linen, 89 x 120 cm; 105 x 
121.5 cm. Image courtesy 
of the artist.

Top (right):
Yeoh Choo Kuan, 
Goosebumps Under My Gut, 
2018, acrylic & structuring 
paste on linen, 148 x 134.5 
cm; 60 x 80 cm. Image 
courtesy of the artist.

Top (right):
Yeoh Choo Kuan, Join Us 
on the Other Side, 2018, 
acrylic & structuring 
paste on linen, 153 x 183 
cm; 76 x 121.5 cm. Image 
courtesy of the artist.

Top (left):
Yeoh Choo Kuan, Last 
Breath, 2018, acrylic 
& structuring paste on 
linen, 60 x 60 cm; 121.5 
x 105 cm. Image courtesy 
of the artist.

Bottom:
Yeoh Choo Kuan, 
Practical Tragic, 2018, 
acrylic & structuring 
paste on linen, 153 x 183 
cm; 170 x 150 cm. Image 
courtesy of the artist.

Bottom:
Yeoh Choo Kuan, Ready 
to Off, 2018, acrylic & 
structuring paste on 
linen, 115 x 160 cm 
x 120 x 89 cm. Image 
courtesy of the artist.
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Top:
Yeoh Choo Kuan, Brighten 
Me with Shadow, 2019, 
acrylic & texturing paste 
on linen, 160 x 115 cm; 
100 x 100 cm. Image 
courtesy of the artist.

Opposite (top):
Yeoh Choo Kuan, Left 
Below, 2019, acrylic & 
texturing paste on linen, 
100 x 100 cm; 60 x 60 
cm. Image courtesy of 
the artist.

Opposite (bottom):
Yeoh Choo Kuan, Two 
and Only, 2019, acrylic & 
texturing paste on linen, 
60 x 60 cm; 105 x 121.5 
cm. Image courtesy of 
the artist.

Bottom:
Yeoh Choo Kuan, 
Deprecate and Whole, 
2019, acrylic & texturing 
paste on linen, 121.5 
x 76 cm; 120 x 80 cm. 
Image courtesy of the 
artist.
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Above:
Yeoh Choo Kuan, Land 
of Impermanence, 2019, 
acrylic & texturing paste 
on linen, 270 x 580 cm (5 
panels). Image courtesy 
of the artist.
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Left:
Yeoh Choo Kuan, Black 
is the New White, 2019, 
acrylic & structuring 
paste on linen, 270 x 
390 cm (3 panels). Image 
courtesy of the artist.

Right (top):
Yeoh Choo Kuan, 
Nocturnal Instinct, 2019, 
acrylic on linen, 170 x 
150 cm. Image courtesy 
of the artist.

Right (bottom):
Yeoh Choo Kuan, Off 
the Chart, 2019, acrylic 
& structuring paste on 
linen, 153 x 183 cm. 
Image courtesy of the 
artist.
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Organised by Supernormal, Adaptations features artists 
who work with technology in different capacities and 
formats. These might include high-tech implementation of 
Artifical Intelligence, or low-tech mechanical devices but 
the works featured demonstrate the poetics of using tech 
as an artistic medium.

Melissa Tan
Ong Kian Peng Andreas 
Schlegel
Debbie Ding
Darren Ng
Jodie Cheung

Supernormal
9 Lock Road, #03-21, Gillman Barracks, Singapore

17 Jan - 
9 Feb 2019

Group
Exhibition

ADAPTIONS

Installation view. Melissa 
Tan & Ong Kian Peng, 
Sound Waves of Empty 
Seas, 2019. Image 
courtesy of the artist.

157156



159158

Lunar maria (plural) Latin for “seas”, are 
the largest topographic features of the moon 
predominantly found on the lunar surface on the 
side visible from Earth. These maria basins were 
believed to have formed from lava outpourings, 
when asteroid sized bodies struck the surface 
of the moon whilst the lunar crust was cooling 
and solidifying. Due to the impact, the surface 
of the crust broke and flooded the basins and 
low-lying regions with magma. The lunar maria 
are visible to the naked eye from earth, and are 
darker in colour due to the basalt content and 
iron-rich composition. In the past, astronomers 
misidentified them as seas but the names were 
retained despite their mistake. 

Sound Waves of Empty Seas reimagines 
the lunar maria as a sonic-scape. A terrain that 
translates into a scoresheet, not of harmonious 

SOUND WAVES OF EMPTY SEAS
by Melissa Tan and Ong Kian Peng

song but a sonic abstraction of patterns and 
craters found in these maria basins. Sound is 
absent in space, hence it is paradoxical for a 
soundscape of the moon. It is also contradictory 
to find ‘waves’ from a barren ‘sea’. The work 
however, invites viewers to reconsider how we 
experience the moon. We see it from afar with 
our instruments, we learn about it from scientific 
texts that undergo constant re-positioning. 

In that sense, do we truly understand? 
Long before words and language were invented, 
humans understood their landscape through the 
use of senses. If the idea of wind howling through 
a forest personifies the physical landscape, then 
perhaps the moon is meant to be heard. We 
construe our own meanings to the landscape 
and build upon these foundations, continuously 
inventing new associations as we go along.   

Right:
Installation view. Melissa 
Tan & Ong Kian Peng, 
Sound Waves of Empty 
Seas, 2019. Image 
courtesy of Richard Koh 
Fine Art.

Above:
Details. Melissa Tan & 
Ong Kian Peng, Sound 
Waves of Empty Seas, 
2019. Image courtesy of 
the artist.
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Below:
Installation view Richard 
Koh Fine Art at Taipei 
Dangdai, Taipei Nangang 
Exhibition Centre, Taiwan, 
18 - 20 January 2019. 
Image courtesy of Richard 
Koh Fine Art.

Anne Samat
Nadiah Bamadhaj
Jason Wee
Trong Gia Nguyen

Richard Koh Fine Art, Booth F08
Taipei Nangang Exhibition Centre, Taipei, Taiwan

18 - 20 Jan 
2019

Art Fair

TAIPEI
DANGDAI
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At a time where conversations surround 
world-mindedness, the emphasis of these 
dialogues are shifting towards values which 
rely on humanity and the inherent need for 
self expression. Our presentation at Taipei 
Dangdai addresses this and the current urgency 
to reevaluate what it really means to be a part 
of the global tribe as well as the journey of 
displacement along the way. 

Anne Samat’s wall-mounted sculptures 
embrace and validate the tribes of the world. 
Informed by folklore and contemporary belief 
systems, these sculptures are anthropomorphized 
and assigned gender roles while focusing on the 
materiality through the juxtaposition of domestic 
and industrial items removed from their arbitary 
functions. Held together by the traditional art of 
Pua Kumbu weaving, these works conjugate the 
femininity of weaving with the masculinity of 
everyday and industrial objects, they address the 
constant tussle with materiality and in the self. 

Expanding on this discussion of identity 
and gender, Nadiah Bamadhaj surveys the 
role of politics and the injection of fear that 
further discriminates against the marginalised. 
Drawing upon mythology and her volunteering 
encounters at a homeless shelter for the trans 
and cisgendered, her charcoal paper collage 
portraitures are juxtaposed against a backdrop 
of serenity, a demonstration of justice for these 
identities suspended between their reality, 
hopes, fears and desires that is being endangered 
by the “othering” imposed upon them.  

Making sense of personal identity within 
a global community, Jason Wee dives into an 
intimate query of his sexuality and self. Jason’s 
self-portraitures record bizarre moments of self-
realization, the artist depicted as the mythical 
cynophalic or lycan species that are considered 
to have less-than-human qualities in medieval 
times, they depict crucial moments where the 
individual self-consciousness is formed through 
the maintaining of relationships or ideas, often 
motivated by fear or concern. Also read as a 
modern folklore suspended in a moment of 
ascension or declension, Jason considers the 
estranged self through participation within a 
community and the persecution it entails.  

Trong Gia Nguyen looks inward to 
determine the structures that shape the social 
and personal self through mirror sculptures that 
record fragments. As a Vietnamese-American 
practicing in Ho Chi Minh, works like Toi La Con 
Ngoui (I Am A Human Being) is a subversion 
that hints at the interconnectedness between 
the individual self and the world at large. They 
question the existence of these boundaries and 
the illusionary parameters they impose. 

Moving beyond local bands and tribal 
organizations, these works come together to 
reaffirm the various identities and recognize the 
need for communal celebrations. They encourage 
transnational and transcultural contact in 
fostering camaraderie within the consciousness 
of a global community.  

Center:
Anne Samat, The 
Goddess of Love, 2017, 
rattan sticks, yarns, 
washers, rakes, PVC 
chains, home, fashion 
accessories (kitchen & 
garden), utensils and 
stationery items, 304 
x 127 x 20 cm. Image 
courtesy of the artist.

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

Left:
Trong Gia Nguyen, 
#MeToo, 2018, plexi 
mirror and wood frame, 
90.5 x 71.5 x 3.7 cm. 
Image courtesy of the 
artist.

Right:
Trong Gia Nguyen, 
sNOwflake, 2018, plexi 
mirror and wood frame, 
90.5 x 71.5 x 3.7 cm. 
Image courtesy of the 
artist.

Right:
Anne Samat, Abhaya, 
2017, rattan sticks, 
yarns, washers, rakes, 
PVC chains, home, 
fashion accessories 
(kitchen & garden), 
utensils and stationery 
items, 187 x 75 x 30 cm. 
Image courtesy of the 
artist.

ABOUT
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Bottom:
Nadiah Bamadhaj, 
Subverted Sorbon 1, 
2018, charcoal on paper 
collage, 180 x 150 cm. 
Image courtesy of the 
artist.

Top:
Nadiah Bamadhaj, 
Subverted Sorbon 2, 
2018, charcoal on paper 
collage, 180 x 150 cm. 
Image courtesy of the 
artist.

Left:
Jason Wee, Self-Portrait, 
Pronated, 2018, 
watercolor on Fabriano 
paper, 262 x 150 cm. 
Image courtesy of the 
artist.

Right top:
Jason Wee, Self-Portrait, 
Gestas, 2018, watercolor 
on Fabriano paper, 
262 x 150 cm. Image 
courtesy of the artist.

Right bottom:
Jason Wee, Self-
Portrait, Spillage, 2018, 
watercolor on Fabriano 
paper, 262 x 150 cm. 
Image courtesy of the 
artist.

SUBVERTED SORBAN I & II
(MORAL PANIC)
by Nadiah Bamadhaj, 2018

A is a transgender woman who lives near 
my home. In 2016 a friend of mine who was a 
medical doctor did a very Javanese thing – he 
‘dispatched’ her to me, so that I could care for her, 
while he was out of the country. ‘Make sure she 
has protein twice a week’, he said. Like clockwork 
I did that for the next two years. Most transgender 
women in Yogyakarta (Indonesia) where I live, 
cluster in groups around the city, for their own 
protection and support. A was different, she 
insisted on living away from the trans community 
in her 4x4 meter home so she could maintain 
a claim on it, with her two siblings who lived in 
the same house. A also insisted in participating 
in village activities that were performed by men, 
despite her very effeminate nature. Both her 
siblings and the village folk went along with 
this presentation of A as a normal man, with the 
exception of one glaring thing – because A could 
not find employment due to her transgenderism 
(as is the case in present day Indonesia), she was 
physically starving. At the end of the two years 
of my assistant sending her food packages twice 
a week, A was hospitalized for malnutrition. 
I realized to my horror her siblings and her 
community had done nothing to supplement the 
little care I had provided. Indonesia is currently 
a polarized nation, between those who support 
a secularism and those who push for a more 
conservative Sharia based state. Every election 
time those of ‘deviant sexualities’ are openly 
demonized as a political tool for conservatives 
to challenge the moral compass of the liberal 
elite, who in turn do nothing to defend queer 
minorities. A’s siblings and village accepted 
her pretending to be a man, but at the same 
time refused to acknowledge the glaring fact 
of her starvation, because that would have 
meant acknowledging the issues she faced as 
a transwoman. In Subverted Sorban I & II, drawn 
before A’s hospitalization, I depicted her in 
female Javanese headdress of a konde, clad only 
in a kiffeyeh, the black and white wrap, which has 
now become the uniform of the conservative 
Muslim movement in Indonesia. My intention 
was to depict both her strength as a transwoman, 
and her vulnerability in only being clothed in the 
uniform of those that seek to eliminate her from 
Indonesian society.
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Haffendi Anuar
Richard Koh Fine Art, Gillman Barrracks, Singapore

23 Jan - 16 
Feb 2019

Solo 
Exhibition

Installation view. Midday Stanza, 
Richard Koh Fine Art, Singapore, 
23 January - 16 February 2019. 
Image courtesy of Richard Koh 
Fine Art.

MIDDAY 
STANZA

169168
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For ‘Midday Stanza’, I wanted to create 
a surrogate landscape within the gallery space, 
a scene that is in a way a reflection of Kuala 
Lumpur (KL), the capital of Malaysia and where 
my studio is located. KL, with its distinctive 
urban fabric, gritty vernacular architecture and 
seductive glossy surfaces have always been 
portrayed as a place of duality and in a state of 
flux. For this exhibition, I would like look at the 
city in a different perspective, viewing at how 
the structures and monuments around the city 
center suggest to a sense of social positioning 
and prestige, as well as reflecting on the shifting 
political paradigm that is currently occurring.

 ‘Midday Stanza’ acts as a metaphorical 
cityscape and should not be considered as a 
condensed form of landscape that is inspired by 
physical architecture but instead a composite of 
bits and pieces of the city, from the shimmering 
interiors and eroded exteriors, and how 
this aesthetic could be reinterpreted into a 
sculptural language of power and seduction. The 
work should be considered as an installation, 
consisting of a diverse language of objects and 
materials, from sculptures that cling to walls and 
inspired by the human vertebrae to floor pieces 
that resemble architectural fragments. I do hope 
the viewer is able to explore and read the work 

MIDDAY STANZA
by Haffendi Anuar, 2018

experientially, by navigating his or her body in 
the gallery space in relation to the objects. The 
ability of sculpture to articulate through materials 
and design is special in which the audience is 
confronted with an image and a tactile quality 
simultaneously, and the combination of both 
could assist or complicate the reading. I would 
also hope that the gallery space is stimulated 
with the objects and that the traditional supports 
such as frames and pedestals are activated as 
dynamic components of the installation with the 
pedestals’ designs based on floorplans of luxury 
apartments found in upscale districts and the 
frames mimicking architectural profiles.

I have always been interested in the 
potential of an artistic practice being fluid and 
ever-changing and as an artist that is constantly 
responsive to varying contexts. Moreover, 
Malaysia is currently going through massive 
changes, politically and socially, and many 
people are still adjusting to this new value 
system and freedom of expression. What I hope 
is that this work would represent this moment of 
uncertainty and hope in Malaysia and with Kuala 
Lumpur being the center of the country, it is in 
a way serves as her ‘heart’, and in this shifting 
times, the heart should be the most sensitive to 
changing sentiments.

Right:
Haffendi Anuar, Ant Hill, 
2019, sand and beads, 
25 x 14 x 14 cm. Image 
courtesy of the artist.

Top right:
Haffendi Anuar, 
Monument to Integrity X, 
2019, Jesmonite casts, 
oil paint, washers, nuts, 
bolts and painted steel, 
140.5 x 32 x 28 cm. 
Image courtesy of the 
artist.

Bottom left:
Haffendi Anuar, 
Monument to Integrity II, 
2019, Jesmonite casts, 
washers, nuts, bolts and 
painted steel, 118 x 21 
x 21 cm. Image courtesy 
of the artist.

Bottom right:
Haffendi Anuar, 
Monument to Integrity 
IV, 2019, Jesmonite 
casts, oil paint, washers, 
nuts, bolts and painted 
steel, 113 x 28 x 28 cm. 
Image courtesy of the 
artist.

Top left:
Haffendi Anuar, 
Monument to Integrity 
VII, 2019, Jesmonite 
casts, oil paint, washers, 
nuts, bolts and painted 
steel, 126 x 30 x 18 cm. 
Image courtesy of the 
artist.
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Right:
Haffendi Anuar, 
Monument to Integrity 
IX (side view), 2019, 
jesmonite casts, oil 
paint, washers, nuts, 
bolts and painted steel, 
198 x 20 x 20 cm. Image 
courtesy of the artist.

From left to right:

Haffendi Anuar, 
Monument to Integrity 
VIII, 2019, jesmonite 
casts, oil paint, washers, 
nuts, bolts and painted 
steel, 155 x 32 x 22 cm. 
Image courtesy of the 
artist.

Haffendi Anuar, 
Monument to Integrity III, 
2019, jesmonite casts, 
oil paint, washers, nuts, 
bolts and painted steel, 
120 x 27 x 29 cm. Image 
courtesy of the artist.

Haffendi Anuar, 
Monument to Integrity I, 
2019, jesmonite casts, 
washers, nuts, bolts and 
painted steel, 186 x 28 x 
23 cm. Image courtesy of 
the artist.

Left:
Haffendi Anuar, 
Monument to Integrity 
VI, 2019, jesmonite 
casts, oil paint, washers, 
nuts, bolts and painted 
steel, 154 x 30 x 22 cm. 
Image courtesy of the 
artist.
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Right:
Haffendi Anuar, Monument to 
Integrity XII, 2019, jesmonite 
casts, washers, nuts, bolts 
and stainless steel, 210 x 85 
x 85 cm. Image courtesy of 
the artist.

Left:
Haffendi Anuar, Monument to 
Integrity XI, 2019, Jesmonite 
casts, washers, nuts, bolts 
and stainless steel, 200 x 75 
x 75 cm. Image courtesy of 
the artist.

Center:
Haffendi Anuar, Monument to 
Integrity XIII, 2019, Jesmonite 
casts, washers, nuts, bolts 
and stainless steel, 250 x 85 
x 85 cm. Image courtesy of 
the artist.

Top:
Installation view.
Haffendi Anuar, Midday 
Stanza Singapore, 
2019, terracotta, epoxy 
putty, sand, adhesive, 
automotive paint, 
dimension variable.

Bottom:
Haffendi Anuar, 
Monument to Integrity V, 
2019, Jesmonite casts, 
oil paint, washers, nuts, 
bolts and painted steel, 
62 x 27 x 15 cm. Image 
courtesy of the artist.
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Above:
Natee Utarit, Jerry’s Painting, 2002, oil on 
canvas, 160 x 140 cm 

Above:
Nadiah Bamadhaj, The Kindling Siege, 
2014, charcoal on paper collage, 142 x 
116 cm 

Selections From The Collection Of Richard Koh

Nadiah Bamadhaj 
Natee Utarit 
Kedsuda Loogthong 
Yeoh Choo Kuan
Lao Tongli 
Chung Sang-Hwa 
Paolo Cotani 
Gao Weigang 

He Jian 
Huang Rui 
Jia Aili 
Lao Lianben 
Lin Tianmiao 
Liu Wei 
Kohei Nawa 
Angel Otero 

Sopheap Pich 
Shao Yinong & 
Muchen 
Shen Fan 
Wang Keping 
Xu Zhen 
Masaaki Yamada 
Yang Jiechang 

Yang Mushi 
Yang Liming 
Beatriz Zamora 
Gianfranco Zappettini 
Zhang Zhenyu 
Zhou Chunya 
Zhu Xinyu

The Private Museum, Singapore
23 Jan - 

3 Mar 2019

Collection
Show

Installation view. Of Dreams and 
Contemplation: Selections from 
the Collection of Richard Koh, The 
Private Museum, Singapore, 23 
January - 16 February 2019. Image 
courtesy of The Private Musem. 
Photo by Daniel Swee.

OF DREAMS AND 
CONTEMPLATION

177176
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ART - staged
No Booth

RICHARD KOH FINE ART
Blk 47 Malan Road, #01-26 Gillman Barracks, Singapore 109444
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Anne Samat
Eiffel Chong
Minstrel Kuik
Nadiah Bamadhaj
Anton Del Castillo
Jason Wee
Nopchai Ungkavatanapong
Svay Sareth
Trong Gia Nguyen

Richard Koh Fine Art, Gillman Barrracks, Singapore

ART-staged: No Booth
23 - 27 Jan 

2019

Group 
Exhibition

Installation view. 
ART-staged: No Booth, 
Richard Koh Fine Art, 
Singapore, 23 - 27 
January 2019. Image 
Courtesy of Richard Koh 
Fine Art.

181180
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Left:
Anne Samat, Juragan, 2018, 
rattan sticks, yarns, washers, 
rakes, PVC chains, home, 
fashion accessories, (kitchen & 
garden) utensils and stationery 
items, 96 x 53 x 37 cm. Image 
courtesy of the artist.

Right:
Anne Samat, Puteri 3, 2018, 
rattan sticks, yarns, washers, 
rakes, PVC chains, home, 
fashion accessories, (kitchen & 
garden) utensils and stationery 
items, 94 x 55 x 24 cm. Image 
courtesy of the artist.

The Ulek Mayang is said to have its origin 
in an ancient tale about a sea princess who fell in 
love with a fisherman. The Princess abducted the 
fisherman’s soul, leaving his body unconscious. 
His friends entreated a bomoh (shaman) to heal 
him. When the bomoh conducted the healing 
ritual to bring the fisherman’s soul back, the 
princess appeared and responded by calling on 
five of her sisters to her aid. The battle between 
the bomoh and the six princesses continued until 
the seventh and the eldest princess appeared 
and put an end to it.

Center:
Anne Samat, Mayang 3, 2018, 
rattan sticks, yarns, washers, 
rakes, PVC chains, home, 
fashion accessories, (kitchen & 
garden) utensils and stationery 
items, 114 x 45 x 16 cm. Image 
courtesy of the artist.

ULEK MAYANG
by Anne Samat, 2018, Kuala Lumpur

“I know your origins” says the eldest 
princess and she commands everyone. 

“Let those from the sea return to the sea 
and those from the land return to the Land”.

The grateful bomoh and the fisherman’s 
friends present the princess with coloured rice as 
an offering to the spirits of the sea. This practice, 
along with the Ulek Mayang dance, continued 
until the Islamization movement of recent 
decades.

Top:
Eiffel Chong, Norepinephrine-
Dopamine Reuptake Inhibitors, 
2018, inkjet on Hand-Made 
Tesuki-Washi EchizZen Paper, 
60.9 x 91.4 cm. Image courtesy 
of the artist.

Bottom: 
Eiffel Chong, Serotonin 
Modulators and Stimulators, 
2018, inkjet on Hand-Made 
Tesuki-Washi EchizZen Paper, 
60.9 x 91.4 cm. Image courtesy 
of the artist.
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ARTIST STATEMENT
by Jason Wee, 2018, Singapore

ARTIST STATEMENT
by Trong Gia Nguyen, 2018, Ho Chi Minh

I've been thinking about queer futures, the 
creatures - human, nonhuman, almost human - who live 
in it, the cities and spaces, its maps and masterplans, 
its times and affect. I take my cues from the earliest 
depiction of humanoids in cave drawings, which are 
of half-beast, half-man figures. I also look at the myths 
of the Malayan were-tiger, the half-human hantus, 
as well as the medieval European portrayals of the 
Rapture, which depicts humanity as man-beasts just 
prior to ascension into heaven. I imagine these man-
beasts to be queer creatures, considered disfigured and 
unacceptable in this present moment of social division.

Each of these eventually become a watercolor 
in a single color. I chose a color that represents a 
melancholy but also a sensuality. I use the watercolor 
straight from the tube first, and creating the washes 
later. 

Left:
Jason Wee, Plan for a push 
for rights and entitlements 
which broader society is not 
ready for, or able to accept, 
will provoke a pushback, 
2018, watercolor, ink and 
tape on Fabriano paper, 
150 x 110 cm. Image 
courtesy of the artist.

Trong Gia Nguyen’s series of “shattered” 
mirrors incorporate quizzical texts that loosely 
explore the notion of being a “banana,” a term 
used playfully and in the pejorative that refers to 
an Asian person who is more Western in nature 
and who has lost touch with the cultural identity 
of his or her parents.  Therefore, yellow on the 
outside, white on the inside. Employing this 
colorway, the mirrors incorporate the viewer and 
render them complicit to the subtle and not-so-
subtle wordplay of the artist. Texts such as “Who’s 
the Whitest of Them All?” calls into question the 
evolution of the exploited and colonized, while 
“sNOwflake” and “#MeToo” bring to reckoning 
cultures of mediocrity and misogyny.  As more 
than mere objects of vanity, these works prod at 
the existential crisis of who we are and who we 
are becoming. “Bananas” is jargon that also refers 
to someone who has a screw loose, in other 
words, crazy. And like the fruit, Nguyen’s works 
often require the peeling of layers.

Below:
Trong Gia Nguyen, Who's 
the Whitest of Them All?, 
2018, plexi mirror and 
wood frame, 173 x 99 x 3.7 
cm. Image courtesy of the 
artist.

Left:
Nopchai Ungkavatanapong, 
Y.P.G (Modern Love After), 
2000-2018, up-cycled 
found electric rice cookers, 
steel frames, 20 watts 
round fluorescent tubes, 
electronic ballast and 
electrical accessories, 60 x 
32 x 26 cm. Image courtesy 
of the artist.
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Artwork "Ruins" began as a series of corporeal 
fragments classified in their titles for mythical characters 
and body parts. Their nature hinted both at war-torn 
scenes known to the artist during his childhood, and the 
trade of Khmer stone ruins in the market. Their hulking 
presence, camouflage skin and cartoonist ornamental 
stitching is meant to play with traditions that idealize 
power. For "Ruins, I Vote, 2018", the index finger is 
blackened with indelible ink, referencing Cambodia's 
voting process and the artist's involvement in the very 
systems of government that he is critiquing. Installation 
is at the discretion of the collector. It can be a floor-
based sculpture, or there is a discreet fabric hook on 
the shoulder of the arm for wall or ceiling installation. 

Above:
Sareth Svay, I Vote, 
2018, cotton, kapok, 
iron, 133 x 22 x 22 cm. 
Image courtesy of the 
artist.

We are living on the age that wars, 
terrorism and killings are no longer in isolation 
but a common reality happening day by day in 
our present world.  Violence had been insinuated 
in our system that we breathe the fear and danger 
of each days in our daily lives. 

Man’s cruelty had grown in times that 
we see vivid imagery of chaos, destruction and 
abomination that had been highlighted by media 
entities. The essence of man’s nature to cope 
and co-exist had been replaced by greed, power 
and control. This is the time wherein man’s right 
to live have been violated by people who are 
simply engrossed in grabbing power and freedom 
among men, for their personal interest. 

Above:
Anton del Castillo, Battle of 
the Flesh, 2018, fiberglass 
resin, 91.5 x 122 cm. Image 
courtesy of the artist.

ARTIST STATEMENT
by Anton del Castillo, 2018, Manila

ARTIST STATEMENT
by Svay Sareth, 2018, Cambodia

In fact, we hear and have seen the effects 
of wars in various nations, and perhaps some in 
human destructive ways of terrorism and likewise 
the violators of civil codes of extrajudicial killings 
that highlighted the reality and truth that hell is 
true and could be seen just here on earth, which I 
totally agree that Hell exists on earth. 

The man that is created in the image and 
likeness of God has been transformed opposite 
ways and become more cruel than animals. As 
Friedrich Nietzche’s famous quote would say 
“Man is the cruelest animal”. Man’s value for life 
is gone. Indeed we have been a catalyst of our 
very own destruction.
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Context
The work Smells Like Trouble (2018) fits 

within a larger drawing series called Moral Panic 
2018. Moral Panic 2018 is the third series of 
artworks I have made in 2018 as a response to 
socio-political events that have directly affected 
the LGBTQ community in Yogyakarta (where I live) 
and Indonesia as a whole, and the volunteer work 
that I have undertaken at Keluarga Besar Waria 
Yogyakarta/Yogyakarta’s Extended Transgender 
Family (KEBAYA) in Yogyakarta since 2016.

In early 2016 the presidential win of 
Joko Widodo (Jokowi) brought for the first time 
in Indonesia’s history a leader outside of the 
military elite. After this political upset, several 
opposition ministers then began naming LGBTQ 
as a mental illness that had to be eradicated. 
These opposition ministers were using the 
LGBTQ community to challenge the leadership’s 
moral standing amongst the conservative middle 
class that supported it. These institutionalised 
verbal attacks on LGBTQ then gave license to 
more conservative Indonesian provinces to enact 
discrimination and violence against this LGBTQ, 
as an expression of political support for the 
opposition.

There have been two waves of what the 
Indonesia Human Rights Watch Report 2018 
calls ‘moral panic’ against LGBTQ communities in 
Indonesia.  First in 2016, and the second occurring 
now, primarily in Sumatra and West Java. This 
includes mass anti-LGBTQ demonstrations by 
Islamic groups, televised Islamic conversion 
therapy, online hate speech by Islamic clerics, 
and public assaults and shaming of transgender 
women at their places of work.

The current moral panic in Indonesia is 
directly related to the upcoming presidential 
elections in 2019. LGBTQ communities where 
I live are anticipating trouble and harassment 
in the event of these elections. With the 2019 
presidential campaigns already started, there is a 
polarization between the current secular regime 
and the opposition’s call for a Sharia-based 
Islamic state. The latter has grave implications 
for the civil rights of non-Muslims, women, and 
LGBTQ communities. The louder the call for a 
Sharia-based state is, the more threatening it 
is to one’s peace of mind and personal space, 
resulting in a general sense of foreboding leading 
up to this year’s elections.

Portrait
The portraits depicted in Smells Like 

Trouble (2018) are N (left), a transgender 
woman, and S (right) a cisgender man. N is a very 
vulnerable person. She is medicated for HIV, 

Above:
Nadiah Bamadhaj, Smells 
Like Trouble, 2018, charcoal 
on paper collage, 180 x 
209 cm. Image courtesy of 
the artist.

ostracised by her family, and has been detained 
several times by the Municipal Police for working 
on the streets. For me N encapsulated the current 
experience of the 350+ transgender women 
in Yogyakarta -- ostracised from family (70%), 
living outside the orbit of acceptable social 
behaviour, medicated for HIV (30%), deemed 
unemployable and stricken by poverty, and 
forced to make a living on the streets (70%). 
While in detention, N was cut off from her HIV 
medication which seriously compromised her 
health, and lost access to her rooms which she 
pays for monthly. Fortunately, she lives within a 
community of transgender women who look out 
for one another during times of crisis.

S on the right is a cisgender man. I did 
not choose S for his current personal condition 
or political affiliations, but rather to represent 
the general cisgender male perspective about 
LGBTQ in Indonesia. The current political climate 
is fueling a growing tide of homophobia in the 
country, and I wanted the portraits of N and 
S to represent this tension between LGBTQ 
communities and mainstream cisgender people.

Object
I used the rafflesia arnoldii flower in 

Smells Like Trouble (2018) for several reasons. 
Firstly, it is a flower specific to the region, found 
in parts of Indonesia and Malaysia. Symbolically 
the experience of minority groups such as LGBTQ 
in this region cannot be equated with the West, 
legally, socially, and politically. Thus, I have used 
a flower that is region specific. Secondly, due to 
its rarity rafflesia arnoldii is highly sought after. 
It is no secret in the transgender community in 
Indonesia that transwomen are highly sought 
after sexually, often by the same people that 
admonish them in public. Third, rafflesia arnoldii 
is reputed to have a rancorous odour. I find this 
to be a suitable metaphor not only for the fact 
that transwomen are sought after by those who 
at the same time find them repellant, but the 
suggestion of stench refers to the current air of 
political foreboding in Indonesia, thus the tile 
Smells Like Trouble. 

Technique
The collage on paper technique that I 

employ is not a spontaneous one, but rather 
planned and meticulous. All subject matter that I 
use for this technique can be classified as ‘found 
object or subject’. I photograph all my images and 
Photoshop the images before I start the collage 
process. This is primarily because I prioritise 
resolved composition in my work.

SMELLS LIKE TROUBLE (MORAL PANIC)
by Nadiah Bamadhaj, 2018, Yogyakarta
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Left:
Installaton view. 
Faris Nakamura, Private 
Dwellings, 2019, mild steel, 
powder coated, 65 x 75 x 
75 cm. Image courtesy of 
Richard Koh Fine Art.
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The Camouflaged Man is someone you 
probably know. He doesn’t appear to be much 
different from the men you see on the street. 
Except that he is. This disparity might subject 
him to a harsh and authoritarian treatment; 
but The Camouflaged Man acknowledges the 
unchangeable nature of his circumstances, and 
he fully accepts that this is how life is like for him. 

To survive life, The Camouflaged Man 
blends in with his surrounding environment; and 
this is how he remains unseen. Various methods 
are used to achieve this; sometimes by occupying 
and utilizing obscure, shadowy spaces to be 
away from the publics’ eye, while at other times, 
through the use of mimicry.

Obscure, shadowy nook and crannies 
of buildings have become spaces that provide 

Faris Nakamura In his latest body of work, 
Nakamura continues his 
investigation into the notion of 
public spaces and refuge.

Booth B01, Richard Koh Fine Art, 
S.E.A. Focus, Gillman Barracks, Singapore 

23 - 27 Jan 
2019

Solo /  
Art Fair

THE 
CAMOUFLAGED 
MAN: 
INVISIBILITY & 
MIMICRY

THE CAMOUFLAGED MAN: 
INVISIBILITY & MIMICRY
by Faris Nakamura, 2018, Singapore

refuge for The Camouflaged Man.  These are 
sanctuaries that would allow for the privacy and 
freedom for him to breathe and frolic with others 
like himself.

Through Mimicry, The Camouflaged Man 
hides himself by mimicking the gestures and the  
behavioral cues of a different man. This man is 
someone who is far more acceptable, favorable, 
desirable, and more likely to survive than The 
Camouflaged Man could ever hope to be, if he 
were to present his true nature to the world.

This everyday play-acting not only serves 
to appease the ones whom The Camouflaged 
Man wishes to gain approval from; it also, in turn, 
helps The Camouflaged Man to obtain peace with 
himself. 

Right:
Installaton view. The 
Camouflaged Man: 
Invisibility & Mimicry,  
Booth B01, S.E.A. Focus, 
Gillman Barracks, 
Singapore, 23-27 January 
2019. Image Courtesy of 
Richard Koh Fine Art.
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Above:
Faris Nakamura, Only You 
Know, 2018, matt enamel 
on treated wood, 50 x 40 
x 40 cm. Image courtesy 
of the artist.

Top:
Faris Nakamura, Remnants 
of a Place I, 2018, matt 
enamel on treated wood, 
acrylic sheet, metal 
pieces, mirror, 21 x 25 x 
15 cm. Image courtesy of 
the artist.

Middle:
Faris Nakamura, Remnants 
of a Place II, 2018, matt 
enamel on treated wood, 
acrylic sheet, metal 
pieces, mirror, 21 x 25 x 
15 cm. Image courtesy of 
the artist.

Bottom:
Faris Nakamura, Remnants 
of a Place III, 2018, matt 
enamel on treated wood, 
acrylic sheet, metal 
pieces, mirror, 21 x 25 x 
15 cm. Image courtesy of 
the artist.
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Top:
Faris Nakamura, Sit This 
Way, They Say, 2018, matt 
enamel on treated wood, 
plaster, 90 x 65 x 25cm. 
Image courtesy of the artist.

Below:
Faris Nakamura, Somewhere 
Between Not Yet and No 
Longer, 2018, enamel on 
treated wood, 80 x 120 x 
11 cm. Image courtesy of 
the artist.

Bottom:
Faris Nakamura, Stand That 
Way, They Say, 2018, matt 
enamel on treated wood, 
plaster, 70 x 130 x 25 cm. 
Image courtesy of the artist.
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Yeoh Choo Kuan

A pop-up installation at Gillman Barracks, Singapore 
unveiled a monumental 20-meter canvas piece – the 
largest from the artist’s Streaming Mountain series.

Singapore Art Week
Blk 22, Lock Road, Gillman Barracks, Singapore 

23 - 27 Jan 
2019

Pop-up 
Installation

STREAMING 
MOUNTAIN

Studio view.
Yeoh Choo Kuan, Streaming 
Mountain, 2018, acrylic 
& structuring paste on 
linen, 2000 x 195 cm 
(scroll); 423.5 x 650 x 220 
cm (scaffolding). Image 
courtesy of the artist.
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Installation view of 
Streaming Mountain at 
Blk 22, Gillman Barracks, 
Singapore, 23-27 January 
2019. Image courtesy of 
Richard Koh Fine Art.
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Curated By Leeza Ahmady

Hasanul Isyraf Idris
Amina Ahmed
Khadim Ali
Stephanie Bailey
Burçak Bingöl
Bingyi
Ronghui Chen
Heman Chong
Nikhil Chopra
Lara Day & Pi Li
Natasha Degen & Sandra
Skurvida
Rana Dehghan
Alexis Destoop
Arahmaiani Feisal
Yuan Gao
Nadira Husain
Ranbir Kaleka
Naiza Khan

David Libertson
River Lin
St Luk-Arakawa & Madeline 
Gins
Umber Majeed
Bahman Mohammadi
Francesca Recchia
Bassem Saad & Edwin Nasr
Sam Samiee
Moe Satt
Ali Shayesteh
Zolaykha Sherzad
Vladislav Sludskiy & Olga 
Vesselova
Haiyang Wang
Wong Kit Yi / Ali Wong
Chongbin Zheng

Asia Contemporary Art Week (ACAW)
Alserkal Avenue, Al Quoz 1, Dubai, United Arab Emirates

25- 26
 Jan 2019

Group
Exhibition

FIELD MEETING 
TAKE 6: 
THINKING 
COLLECTIONS

Installation view. Hasanul 
Isyraf Idris, Higher Order 
of Love. FIELD MEETING 
Take 6: Thinking Collections 
in collaboration with 
Alserkal Avenue, Dubai. 
Image courtesy of Asia 
Contemporary Art Week 
(ACAW).

205204



207206

Installation view. Hasanul 
Isyraf Idris, Higher Order 
of Love. FIELD MEETING 
Take 6: Thinking Collections 
in collaboration with 
Alserkal Avenue, Dubai. 
Image courtesy of Asia 
Contemporary Art Week 
(ACAW).
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Above:
Discussion. Rebecca Taylor, Hasanul 
Isyraf Idris, Bingyi, Haiyang Wang, 
Rana Dehghan, Sam Samiee, 
Craig Yee. Evening Notes: Day 2. 
FIELD MEETING Take 6: Thinking 
Collections, 26 January 2019, in 
collaboration with Alserkal Avenue, 
Dubai. Image courtesy of Asia 
Contemporary Art Week (ACAW).

Right:
Discussion. Rebecca Taylor, Hasanul 
Isyraf Idris, Bingyi, Haiyang Wang, 
Rana Dehghan, Sam Samiee, 
Craig Yee. Evening Notes: Day 2. 
FIELD MEETING Take 6: Thinking 
Collections, 26 January 2019, in 
collaboration with Alserkal Avenue, 
Dubai. Image courtesy of Asia 
Contemporary Art Week (ACAW).

Evening Notes: Day 2

FIELD MEETING 
TAKE 6: 
THINKING 
COLLECTIONS

Asia Contemporary Art Week 
Alserkal Avenue, Al Quoz 1, Dubai, United Arab Emirates

Hasanul Isyraf Idris

26 Jan
 2019

Art Talk

209208
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Curated by Jason Wee
Co-curated by Anita Hsiang-Ning Huang

Huang Hanchong
Huang Xiang Ning
Abdul Abdullah
Cassie Machado
Chi Too
Chitti Kasemkitvatana
Chris Yeo (Yeo Siew Hua)
Ding-Yeh Wang
Enzo Camacho & Amy Lien
Hilarie Hon
Jakkai Siributr

Nipan Oranniwesna
Norberto Roldan
Siki Sufin
Tan Pin Pin
Timoteus Kusno
Vuth Lyno
Wei-Li Yeh
Yan Chung-Hsien
Zarina Muhammad
Zulkhairi Zulkiflee

Anne Samat Minstrel Kuik 

Museum of Contemporary Art, MOCA, Taipei, Taiwan
26 Jan - 14 

Apr 2019

Group
Exhibition

STORIES WE 
TELL TO SCARE 
OURSELVES 
WITH

Installation view. Stories We 
Tell to Scare Ourselves With, 
MOCA Taipei, 26 January 
- 14 April 2019. Image 
courtesy of MOCA Taipei.
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Right:
Anne Samat, Ganesha, 2018, rattan 
sticks, yarns, washers, rakes, PVC 
chains, home, fashion accessories, 
(kitchen & garden) utensils and 
stationary item, 214 x 67 x 31 cm. 
Image courtesy of the artist.

Left:
Anne Samat, Maya, 2018, rattan 
sticks, yarns, washers, rakes, PVC 
chains, home, fashion accessories, 
(kitchen & garden) utensils and 
stationary item, 230 x 120 x 30 cm. 
Image courtesy of the artist.

Opposite:
Anne Samat, Puteri 7 (Berselendang 
Koning / Seventh Princess with 
yellow scarf), 2018, rattan sticks, 
yarns, washers, rakes, PVC chains, 
home, fashion accessories, (kitchen 
& garden) utensils and stationary 
item, 224 x 122 x 30 cm. Image 
courtesy of the artist.
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Right (top):
Minstrel Kuik, Jangan Tipu 
2 (Do Not Lie 2), 2016, 
charcoal on paper, 100 x 
150 cm.

Right (bottom):
Minstrel Kuik, Selamat Datang 
Ke Bandaraya Kuala Lumpur 
(Welcome to the City of Kuala 
Lumpur), 2017, charcoal on 
paper, 100 x 150 cm.

Left:
Installation view. Stories We 
Tell to Scare Ourselves With, 
MOCA Taipei, 26 January 
- 14 April 2019. Image 
courtesy of MOCA Taipei.
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Nadiah Bamadhaj
Galeri Petronas, Kuala Lumpur, Malaysia

29 Jan - 15 
Apr 2019

Group
Exhibition

AURA
ART COLLECTION REFLECTION

The exhibition showcased more than 30 selected artworks from the 
PETRONAS Art Collection, portraying Malaysia’s Aura as the melting pot of 
rich culture and its uniqueness of having a multiracial society; united as one 
as a nation whilst upholding each distinctive tradition intertwining with moral 
values.

Installation view of Aura - 
Art Collection Reflection at 
Galeri Petronas, 29 January 
- 15 April 2019. Image 
courtesy of Richard Koh 
Fine Art.

Left:
Nadiah Bamadhaj, Teguh, 
2001, charcoal and collage 
on paper, 100 x 240 cm. 

Right:
Nadiah Bamadhaj, The 
Island, 2007, charcoal 
paper collage, 82 x 246 cm.
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Supported by the Nitsch Foundation

Richard Koh Fine Art, Gillman Barrracks, Singapore

Hermann Nitsch
28 Feb- 30 

Mar 2019

Solo 
Exhibition

Above:
Hermann Nitsch, Schuttbild, 
2005, acrylic on canvas, 200 x 
300 cm. Image courtesy of the 
artist.

Above:
Hermann Nitsch, Schuttbild, 
1997, blood and acrylic on 
canvas, 200 x 300 cm. Image 
courtesy of the artist.

Installation view. Hermann 
Nitsch, 28 February - 30 
March2019, Richard Koh 
Fine Art, Kuala Lumpur. 
Image courtesy of Richard 
Koh Fine Art.
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Top:
Hermann Nitsch, 
Schuttbild, 1998, blood 
and acrylic on canvas, 
200 x 300 cm. Image 
courtesy of the artist.

Left:
Hermann Nitsch, 
Schuttbild, 2013, acrylic 
on canvas, 200 x 200 cm. 
Image courtesy of the 
artist.

Right:
Hermann Nitsch, 
Schuttbild, 2013, acrylic 
on canvas, 200 x 200 cm. 
Image courtesy of the 
artist.

Top:
Hermann Nitsch, 
Schuttbild, 2014, acrylic 
on canvas, 100 x 80 cm. 
Image courtesy of the 
artist.

Bottom:
Hermann Nitsch, 
Schuttbild, 2014, acrylic 
on canvas, 100 x 80 cm. 
Image courtesy of the 
artist.

A titan of his generation, Nitsch is 
historically renowned for his association with 
the Vienna Actionists (Vienna Action Movement) 
in which he co-founded in the 1960s. However, 
in recent times, he is better known for his 
time-based performances - with paint - in 
his Orgien Mysterien Theatre (which roughly 
translates as Theatre of Orgies and Mysteries). 
The group is no stranger to controversies and 
work with unorthodox materials such as animal 
carcasses, entrails and blood, and performed in 
a ritualistic manner, often provoking mainstream 
sensibilities. At that point of time, Nitsch’s 
concept of applying organic materials onto 
linen and canvas was considered an important 
breakthrough for European art and is now part of 
art historical canon. In addition, Nitsch’s legacy is 
actively supported by the Nitsch Foundation in 
Vienna, Austria. 

An admirer of American abstract 
expressionism, Nitsch had also looked towards 
the East at the burgeoning Japanese movement 
of the Gutai group in the mid-1950s. Similarly 
to the Gutai movement, Nitsch’s entry into 
painting rejected traditional art styles in favour 
of performative immediacy. In this exhibition, 
viewers are introduced stunningly to this 
manner of painting in which Nitsch calls them 
‘Schuttbilder’ or painting action. These paintings 
were created spontaneously – accompanied with 
music, dancing and active participants - in which 
resulted in highly gestural and visceral paintings. 
In several works, the artist hand is visible via 
his direct application of paint on canvas, vividly 
displaying the intimacy between artist and 
medium. 

Nitsch’s practice might be an enigma to 
the uninitiated but English singer-songwriter, 
Genesis Breyer Porridge, aptly explains, “Nitsch 
is the most beauty-full of contradictions. Intense 
and uncompromising… his rejection of hypocrisy, 
control through fear, and our societal alienation 
from body, flesh, blood and ecstasy is more vitally 
relevant than ever… Nitsch remains a colossus of 
roads less travelled but nevertheless essential to 
knowledge.”
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Top:
Hermann Nitsch, 
Schuttbild (75th Paitning 
Aktion), 2017, acrylic on 
canvas, 150 x 200 cm. 
Image courtesy of the 
artist.

Middle:
Hermann Nitsch, 
Schuttbild (75th Paitning 
Aktion), 2017, acrylic on 
canvas, 150 x 200 cm. 
Image courtesy of the 
artist.

Bottom:
Hermann Nitsch, 
Schuttbild (75th Paitning 
Aktion), 2017, acrylic on 
canvas, 150 x 200 cm. 
Image courtesy of the 
artist.

Above:
Hermann Nitsch, 
Schuttbild, 2014, acrylic 
on canvas, 200 x 300 cm. 
Image courtesy of the 
artist.
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Above:
Hermann Nitsch, 
Schuttbild (75th Paitning 
Aktion), 2017, acrylic on 
canvas with shirt, 200 x 
150 cm. Image courtesy 
of the artist.

Top (left):
Hermann Nitsch, Leviticus 
Motif 1, 2010, print on 
canvas, 141 x 89 cm AP. 
Image courtesy of the 
artist.

Top (right):
Hermann Nitsch, Leviticus 
Motif 5, 2010, print on 
canvas, 134 x 89 cm AP. 
Image courtesy of the 
artist.

Bottom:
Hermann Nitsch, Leviticus 
Motif 8, 2010, print on 
canvas, 134 x 89 cm AP. 
Image courtesy of the 
artist.
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In Chanthep’s latest body of works, the artist challenges 
viewers on the complexities of time and its effects on reality. 
Through her mastery of watercolour, Chanthep attempts to 
reconcile the past and future by unfolding the progression of 
time vis-à-vis pop culture references and historical icons.

Phatcharaphan Chanthep
Richard Koh Projects, Bangkok, Thailand

1- 23 Mar 
2019

Solo 
Exhibition

WHAT A 
DIFFERENCE A 
DAY MAKES

Installaton view. What a 
Difference A Day Makes, 
Richard Koh Projects, 
Bangkok, 1- 23 March 
2019. Image courtesy of 
Richard Koh Fine Art.

Installation view. What a 
Difference a Day Makes, 1 - 23 
March 2019, Richard Koh 
Projects, Bangkok, Thailand.

229228
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The beginning of change may happen from 
widening thoughts and visions, which derives 
from seeing and discovering knowledge in the 
world. This makes me alert to find the answer for 
this question: “Why things have been changed 
and developed in the ways they are today?” 

The answers to this question will be totally 
different based on different aspects and the 
ways people see this world. When time passed 
by, something disappears, something stays and 
something changes. This shapes us into persons 
with different experiences and aspects to the 
change of things in the world. From the beginning 
of creating until now, time has changed me as 
well.

WHAT A DIFFERENCE 
A DAY MAKES
by Phatcharaphan Chanthep, January 2019

Below:
Phatcharaphan Chanthep, 
Blowing in the Wind, 2019, 
watercolor on paper, 125 x 
110 cm. Images courtesy of 
the artist.

Top:
Phatcharaphan Chanthep, 
Never Say Naked, 2018, 
watercolor on paper, 71 x 71 
cm. Images courtesy of the 
artist.

Bottom:
Phatcharaphan Chanthep, What 
A Difference A Day Makes, 2017, 
watercolor on paper, 38 x 38 
cm. Images courtesy of the 
artist.



233232

Above:
Phatcharaphan Chanthep, 
The Scrabble Game, 2018, 
watercolor on paper, 115 x 
146 cm. Images courtesy of 
the artist.

Above:
Phatcharaphan Chanthep, 
Human, Imagination, Gods, 
2019, watercolor on paper, 
91 x 116 cm. Images 
courtesy of the artist.
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Gan Chin Lee

The F Club
KEN Gallery, Kuala Lumpur, Malaysia

2 - 13 Mar 
2019

Group 
Exhibition

HUMAN 
BEING

Right:
Installation view. Human, 
Being, 2 -1 3 March 2019, 
KEN Gallery, Kuala Lumpur. 
Images courtesy of the artist.

Above:
Gan Chin Lee, The Sanctuary, 
2018 - 2019, oil on jute, 91.5 
x 304.8 cm (5 panels). Images 
courtesy of the artist.
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Melissa Tan

Hosted by Amalya Hasibuan, Andini Effendi, 
Winda Malika Siregar & Yuni Jie

Arahmaiani
Ella Wijt
Ines Katamso
Inge Rijanto Kotjo
Lindy Lee
Marisa Ng
Mary Lou Pavlovic

Melati Suryodarmo
Mella Jaarsma
Natisa Jones
Rega Ayundya
Sally Smart
Sinta Tantra

1Park Avenue, Function Hall, Jakarta, Indonesia
13 - 17 Mar 

2019

Group 
Exhibition

REINVENTING 
EVE

Melissa Tan, Arches & 
Gateways - 7 Iris, 2019, laser 
cut stainless steel (mirror 
finishing), 73 x 49 x 6 cm, 
edition of 3. Images courtesy 
of the artist.
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In These Things We Do, viewers are confronted by unseen moments of vulnerability 
and introspection. The amalgamation process may seem to have rendered the 
exhibition objects unfamiliar - and to a certain extent; threatening – however Gomes 
creates non-language entry points for viewers by evoking strong emotions and 
atmospheric moods through his selection of materials.

Joshua Kane Gomes
Richard Koh Fine Art, Kuala Lumpur, Malaysia

14 - 30 Mar 
2019

Solo 
Exhibition

THESE 
THINGS 
WE DO

Installation view. These Things 
We Do, 14 - 30 March2019, 
Richard Koh Fine Art, Kuala 
Lumpur. Image courtesy of 
Richard Koh Fine Art.
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Isn’t it ironic that in a world of glass, 
concrete and routine; any semblance of 
transparency or stability are nowhere to be 
found? Relationships are in a constant loop of 
breaking and mending, and not to be outdone, 
the city itself has followed suit. The earth shifts 
incessantly under pretences of construction and 
restoration, denying footholds and displacing 
roots. It is a strange land, of creatures in constant 
motion yet shackled by habit. How is it possible 
to be freefalling whilst standing still? 

The morning sun begins cutting its path 
across the tiles, but it is of no consequence, it will 
not be at noon, nor will it be when it returns into 
the folds of night. I toe the line between sleep 
and wakefulness, just another one of the many 
required of Eden’s residents. 

I am tired. 
Laying on the floor staring at the ceiling 

for the umpteenth time, the fog slowly lifts. 
Silhouettes appear, peeking out from the 
corners of the eye and the shadows of the room, 
silhouettes of regrets manifesting as persons; 

THESE THINGS WE DO
by Joshua Kane Gomes, 2019

Left:
Joshua Kane Gomes, 
Mood II, 2019, fiberglass 
mannequin, canvas cloth, 
polyster fiber fill & PU 
foam, 48 x 97 x 39 cm. 
Image courtesy of the artist.

and of persons manifesting as regrets. These 
phantoms drivel on in imagined conversations 
of love lost, self-loathing, and futility, pacing 
over the plaster as they put on a pantomime 
production of one for the audience of one. 
Back and forth they go, dissecting the subject 
in question, fading and blurring into each other 
until eventually, when the curtain falls, the only 
face that’s left is the one reflected back. The 
question I am left with is: How? 

How do I go on? How will I go on? 
‘Apple’ begins with A and so does ‘apathy’, 

a little a day of either does the trick at keeping 
the doctors away. However, a self-prescribed 
treatment of general indifference can only keep 
them at bay for so long, and I grow weary of 
this approach. After all, in the grand scheme of 
things, what do we have to offer but ourselves 
and the baggage that comes rattling along? So 
here, I present to you, moments I hope we’ve 
shared, moments of introspection, of tenderness, 
of melancholy, and these things we do.

Above:
Installation view. These 
Things We Do, 14 - 30 
March 2019, Richard Koh 
Fine Art, Kuala Lumpur. 
Image courtesy of Richard 
Koh Fine Art.
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Bottom:
Joshua Kane Gomes, Gap 
Space, 2019, steel, fiberglass 
resin, stool top & decorative 
chain, 24 x 133 x 122 cm. 
Image courtesy of the artist.

Top: 
Joshua Kane Gomes, Come 
Sit With Me, 2018, ring buoy, 
screws and rope, 75 x 75 x 
18 cm. Image courtesy of the 
artist.

Bottom:
Joshua Kane Gomes, Swan 
Song, 2018, steel and rope 
70 x 80 x 45 cm. Image 
courtesy of the artist.

Top (left):
Joshua Kane Gomes, 
Carapace I, 2019, steel and 
mannequin arm, 43 x 70 x 
67 cm. Image courtesy of 
the artist.

Top (center):
Joshua Kane Gomes, 
Carapace II, 2019, steel and 
mannequin arm, 36 x 51 x 
54 cm. Image courtesy of 
the artist.

Top (right):
Joshua Kane Gomes, 
Carapace III, 2019, steel 
and mannequin arm, 38 x 
74 x 52 cm. Image courtesy 
of the artist.
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Right (bottom):
Joshua Kane Gomes, Bloody 
Mary, 2019, framed acrylic 
mirror and neon, 95 x 64 x 
7 cm. Image courtesy of the 
artist.

Right (top):
Joshua Kane Gomes, It’s 
Quiet Here, 2019, aluminium 
window frame, clear acrylic 
and neon, 121 x 91 x 15 cm. 
Image courtesy of the artist.

Above:
Joshua Kane Gomes, Mood 
I, 2019, plastic chair parts & 
LED rope light, 48 x 97 x 39 
cm. Image courtesy of the 
artist.

Left:
Joshua Kane Gomes, Untitled 
(Sewing Machine), 2017, 
re-purposed sewing machine, 
paper and water, 80 x 40 x 
40 cm. Image courtesy of the 
artist.
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Natee Utarit
Art Basel Hong Kong, Booth 3C34, Richard Koh Fine Art, 
Hong Kong Convention and Exhibition Centre, Hong Kong

29 - 31 Mar 
2019

Solo /  
Art Fairs

YOUR PAST 
IS MY FUTURE

With the exhibition “Your past is my 
future”, Natee Utarit continues his investigation 
of the relationship between European 
colonialism and Southeast Asian culture. If in 
the previous pictorial cycles, Utarit focused his 
attention on the dynamics through which the 
West has exerted its influence both on the style 
and on the art of Southeast Asia, with these new 
paintings he looks at the common aspects of 
different cultures. At the base of the new cycle of 
works there is the awareness that it is possible to 
give new life to one’s own culture starting from 
the aspects shared with different cultures with a 

glorious past. The unreleased series of paintings 
“Your past is my future” addresses the relationship 
among individuals in a less pessimistic way than 
the previous cycles: “We tend to be wary of our 
neighbours,” writes Utarit at this regard, “because 
the version of the story we learned has taught us 
to see people from other cultures as enemies 
or rivals. We think that our culture was created 
exclusively by our ancestors. We have never 
had the courage to accept that our customs and 
traditions may have been influenced or shaped 
by other cultural forces. “

YOUR PAST IS MY FUTURE
by Demetrio Paparoni, Curator / Writer, 2018

Installation view. Your Past 
is My Future, 29-31 March 
2019, Art Basel Hong Kong, 
Richard Koh Fine Art. Image 
courtesy of the artist.
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Previously my paintings were often 
inspired by social concerns and events in the 
world around me, most of them consequences of 
the age of colonialism some 150 years ago.

Then, starting in 2006, I began to re-
examine the sources that had inspired my earlier 
works. Adopting a new perspective, I discovered 
different meanings.

I realized that as attempts to reflect the 
impact of cultural, social and political forces 
at work around me, many of my paintings 
showed clear evidence of conflicted feelings 
– of a confused combination of pride, shame, 
and uncertainty in my own sense of identity 
shaken by changes resulting from the process of 
globalization.

Everything relates to the past and the 
content of the past as history. And of course, this 
can be interpreted such that it has a bearing on 
other cultural contexts through their connection 
with our shared historical context. 

I am interested in the past.
I am interested in history. I think that our 

knowledge and understanding of the past filtered 
through historical consciousness is something 
extremely interesting.

It explains differences in thinking, 
attitudes, character and spirit that can engender 
sweeping changes in society as a whole. 

I believe that other cultures in other parts 
of the world have a similar definition of the past 
and of history.

History is a mental construct of the past.
History is something that can be changed.
History can be revised and created to 

achieve certain goals and objectives.
Therefore, one culture’s construction of 

some glorious past can, under the influence of 
some shared idea, become the future that people 
of another culture imagine for themselves. For 
example, the culture and way of life of 19th-
century Europe continued to influence the 
thinking and aspirations of people in various parts 
of the globe years after the end of colonialism. 

Something similar affects the construction 
of identity. When I was young, people of my 
generation were taught in history class that the 
ancient Siamese, under threat from neighboring 
peoples, had left their homeland in the Altai 
mountains of southern China and migrated 
southward into present-day Thailand hundreds 
of years ago. (Meanwhile, kids today are being 
taught that their ancient forebears didn’t migrate 
from anywhere but were always native to this 
part of the world, living side by side with the 
other indigenous ethnic groups of Southeast 

YOUR PAST IS MY FUTURE
by Natee Utarit, 2018

Asia.) Consequently, people of my generation, or 
my parents’ or even my grandparents’ generation 
have tended to look at foreigners in a particular 
way. We’re often afraid of them. We tend to be 
suspicious of our neighbors in the region because 
the version of history that we learned taught 
us to see people of other cultures and races 
as enemies or rivals. We think of our culture as 
something created solely by our own ancestors. 
We have never dared to imagine that our customs 
and traditions may have been influenced or 
shaped by other cultural forces.

I am interested in why we so often pass 
on our thoughts and aspirations through some 
created version of history or some construction 
of the past.   

There are many explanations for this, most 
of them linked to some political context. 

But I want to look at the question from a 
more modest perspective. 

I have noticed that it is possible to 
understand this process of thinking more clearly 
by examining how social media platforms like 
Facebook and Instagram allow us all to construct 
(and record) our own past based on a historical 
model, and then how these constructs have 
an immediate, ‘real-time’ influence on others’ 
thinking. To exercise such influence in the past 
required imposition of military force or religious 
authority.  

Social media serves as a convenient 
platform for micro-historians, providing them 
with something like a cell for recording and 
constructing on a small level an image of the past 
which connects and interacts with other mental 
constructs, ways of thinking and their impact. It 
is as though we can photoshop our past, beautify 
its content, and then launch it into cyberspace 
where it makes unlimited connections with other 
personal histories.

Think about what it means to post a 
personal photograph on Instagram or a picture of 

Top:
Natee Utarit, Cetasika, 
2018, oil on canvas, 100 x 
80 cm. Image courtesy of 
the artist.

Bottom:
Natee Utarit, Time Traveler, 
2018, oil on canvas 100 x 
80 cm. Image courtesy of 
the artist.

a meal on some other social media platform. (This 
latter bears some resemblance to old Flemish 
paintings of opulent meals.) Your micro-history 
is sure to receive some kind of response almost 
immediately and its influence radiates out to a 
greater or lesser degree.

Of course, individualism as a defining 
characteristic of modern life, is a key condition 
for this. But at the same time, the relationship 
between the private and public spheres is of 
great interest in that it is shaped primarily by the 
immediate “past.”

This amazes me. It convinces me that our 
definition of the past and of history will never be 
the same again. 

These observations are the raw materials 
of my paintings. 

I use this inspiration and my awareness of 
how our construction of the past has changed as 
the driving forces for my creativity.

The images in these works are an 
assemblage of various historical images 
relating to our present-day cultural identity and 
influences, linked in a very loose fashion through 
stories open to a range of interpretations in other 
contexts touching on society in general.  

Above:
Natee Utarit, Herstory, 
2018, oil on canvas, 190 x 
190 cm. Image courtesy of 
the artist.
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Installation view. Your Past 
is My Future, 29-31 March 
2019, Art Basel Hong Kong, 
Richard Koh Fine Art. Image 
courtesy of the artist.
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Above:
Natee Utarit, The Man 
Without Past, 2018, oil 
on canvas, 190 x 228 cm. 
Image courtesy of the 
artist.

Above:
Natee Utarit, Your Past is 
My Future, 2018, oil on 
canvas, 190 x 228 cm. 
Image courtesy of the 
artist.
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Above:
Natee Utarit, History of the 
White Skeleton Monster, 
2018, oil on canvas, 190 x 
228 cm. Image courtesy of 
the artist.

Above:
Natee Utarit, The Known and 
The Unknown, 2018, oil on 
canvas, 190 x 228 cm. Image 
courtesy of the artist.
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Natee Utarit
Christine Ay Tjoe
Fang Lijun
Imran Qureshi

Asia Society, Hong Kong29 Mar 
2019

ASIA ARTS 
GAME 
CHANGER 
AWARDS

Left:
(From left to right) S. Alice Mong, Executive Director of Asia 
Society Hong Kong Center; Boon Hui Tan, Vice President of 
Global Arts & Cultural Programs and Director, Asia Society 
Museum, New York; the four 2019 Asia Arts Game Changer 
Awards honorees—Natee Utarit, Imran Qureshi, Christine Ay Tjoe, 
and Fang Lijun; and Michelle Yun, Senior Curator of Modern and 
Contemporary Art, Asia Society Museum, New York. Courtesy Asia 
Society.

Right:
The 2019 Asia Arts Game Changer Natee Utarit receiving the 
award from Fernando Zobel de Ayala. Courtesy Asia Society.
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Fernando Zobel de Ayala, 
President of Ayala Corporation in 
Manila, introducing Natee Utarit’s 
career. Courtesy Asia Society.
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Faizal Yunus
Black Box @ Publika, Kuala Lumpur, Malaysia

31 Mar - 07 
Apr 2019

MEA 
AWARD
MALAYSIA EMERGING ARTIST

Installation view. MEA Award, 
31 Mar - 7 April 2019, Black 
Box@ Publika, Kuala Lumpur. 
Image courtesy of Richard Koh 
Fine Art.
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Top:
Faizal Yunus, Euphoria, 2018, 
oil, enamel and lacquer on 
canvas, 130 x 190 cm. Image 
courtesy of the artist.

Bottom:
Faizal Yunus, Pristine, 2018, 
oil, enamel and lacquer on 
canvas, 152 x 137 cm. Image 
courtesy of the artist.

Below:
Faizal Yunus, The Celebration, 
2019, oil, enamel and 
lacquer on canvas, 198 x 219 
cm (2 panels). Image courtesy 
of the artist.
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In I Dim The Sun So That Dusk Arrives Earlier, Chong engages the notion of 
‘pharmaceutical numbness’ through a suite of piezography prints with wilted 
flowers as its subject matter. The prints manifest an aesthetic quality that 
seemingly suggest artificialness via the unique tonal depth of piezography ink. 

Eiffel Chong
Richard Koh Fine Art, Gillman Barracks, Singapore

12 - 27 Apr 
2019

Solo 
Exhibition

I DIM THE SUN 
SO THAT DUSK 
ARRIVES EARLIER

Installation view. I dim the Sun so 
that Dusk Arrives Earlier, 12 - 27 
April 2019, Richard Koh Fine Art, 
Singapore. Image courtesy of 
Richard Koh Fine Art.
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Have you ever heard the story of how 
Kandinsky created abstract art? One stormy night 
the artist came home to his studio. All he could 
see of his paintings, slightly lit by the thunders 
outside, were just non-identifiable forms. He 
thought these images and glimpses were more 
beautiful than any other painting he had created 
so far. He was inspired to replicate those shapes; 
that’s how he created his first abstract watercolour 
in 1913, shedding references to conventions of 
representation and narrative allusions.

It is in this twilight – it seems - that 
artists start grasping some truth about art and 
reality. Eiffel Chong’s exhibition “I Dim The Sun 
So That Dusk Arrives Earlier” at Richard Koh 
Fine Art is concerned also with these truths 
lingering in this semi-darkness, and it was also 
created by accident. For his previous show 
“Mud & Mashed Hydrangea Leaves And Salad 
Of Dandelion Greens”, the artist left bouquets 
to wilt, photographing the vulnerability and the 
fragility of the flowers. During one photoshoot 
the flash didn’t go off, resulting in an extremely 
dark photograph of the wilted flowers. The artist 
thought that the photograph looked so sad and 
beautiful at the same time. He realized he had 
accidentally created something special, and he 
kept going in this direction. 

When I first saw his photographs of 
flowers in the dark, I thought of a rest of the soul. 
When I say rest of the soul, I’m not talking about 
deep sleep. I’m rather describing that unique 
state of drowsiness we experience just before 
completely waking up. That in-between state 
when we are about to snooze on our friend’s sofa 

Eiffel Chong: I Dim The Sun So That 
Dusk Arrives Earlier
by Naima Morelli, 2019

after a pleasant night of chattering and games. 
It’s the craved shavasana after an intense hour-
long yoga practice. It is a state of rest when we are 
free of preoccupations, of the drama of everyday 
life, of the argument with our spouse the day 
before. It’s a state when we just are. Comfortable. 
We rest. We actually don’t give a damn if the 
world around crumbles. Even if it did, we would 
observe it with detached interest, while melting 
in a puddle of water. In those moments we feel 
so united with everything that we don’t even 
conceive the idea of separation. That state – I’m 
sure you experience it from time to time – is a 
state of no-mind. Of utter calm and ease. 

But then our stomach starts growling, 
reclaiming its breakfast. The tank of camomile 
we drank the night before is asking us to carry 
out our physiological functions. And then bit by 
bit we recall that nasty argument we had after 
dinner. And the deadline of that huge project. 
And the day ahead full of appointments. And 
all the things that need to get done. And before 
we know it, we go back into being our usual 
selves, our names, our roles. We go from being 
a beautifully mollified, drooping bouquet resting 
in dark, peace and stillness, to become form. The 
flowers start having colours, substance, vigour. 
Lifeblood starts running in our petals and veins 
again. Energy will come to us, and it will even 
make us quite excited. Adrenaline, rage, perhaps 
even annoyance. Feelings. Emotions. And that is 
a good thing. Like plants give oxygen to all the 
creatures around them during the day, so we 
hopefully perform our service to the world with 
our own jobs or activities. We are part of the 

world again, but as individuals. Why this happens, 
we don’t know. All we know that it’s the game of 
life and we keep on keeping on. 

This is what those images by Eiffel 
Chong told me as I was holding copies in my 
hands, sitting in my living room, thinking about 
this curatorial text. In that moment I shook my 
head a little, aware that in the mind of the artist 
the series started from a completely different 
assumptions. The title of the show itself “I Dim 
The Sun So That Dusk Arrives Earlier” and the 
single photographs titled after antidepressant 
medicines, conjure up a fragile peace which is 
achieved through pharmaceutical numbness. In 
modern societies, we prescribe antidepressant 
solutions to a relative who is mourning the death 
of a loved one, to our young who is experiencing 
the emotional difficulties of being a teenager, to 
the wife who can’t stand their husband’s betrayal, 
to those who are going through a tough breakup. 
As if these things weren’t painful by themselves, 
more suffering is added when our societies say 
this kind of pain and sadness shouldn’t exist. We 
are subliminally told we should be able to go 
back to work and keep being productive as soon 
as we are done with that meaningless crying.

But how do we get to the other side of pain, 
if we are not open to get to know it, go through 
it and accept that we would take an indefinite 
amount of time to heal? Of course, this is easy 
to say, harder to practice. Modern societies have 
little to no container for our emotions, have little 
patience for us to carry on experiencing them, 
let alone allowing us the space to became so 
changed by the experience to become “crazy” at 
the eyes of those looking at us. We know many 
modern and ancient spiritual teachers describe 
their “illumination” as following period of intense 
pain, whether it takes the form of a helpless 
depression, actual physical pain, or a contained 
space of isolation from the world to understand 
its evils. 

We can see now how a state of depression 
and a state of enlighten peace are strangely 
close to each other. In this perspective, what 
we previously saw as a dark depression, we can 
now see as the possibility for a breakthrough. In 
this sense, the artist’s intention and my reading 
are simply two sides of the same coin. The artist 
and I are both seeing the flowers depicted in 
“I Dim The Sun So That Dusk Arrives Earlier” as 
representing a state of no-mind. While in this 
condition I saw rest and union with everything, 
the artist associated it more to depression and 
pharmaceutical numbness. While I thought of 
natural oneness, the artist was interested in 
depicting artificial alienation. Curiously, from the 
outside, these two states look quite similar. Soft 
and quiet. But can you notice the difference from 
the outside? Not always.

Top:
Eiffel Chong, Amitriptyline 
(Elavil), 2019, piezography 
on washi torinoko paper, 
121.92 x 97.5 cm. Image 
courtesy of the artist.

Bottom:
Eiffel Chong, Desipramine 
(Norpramin, Pertofrane), 
2019, piezography on 
washi torinoko paper, 
121.92 x 97.5 cm. Image 
courtesy of the artist.
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Spiritual teacher Eckart Tolle speaks about 
two types of no-mind state. In the condition of 
natural union, you rise above thought; in the drug-
induced one, you fall below it. One is the next 
step in the evolution of human consciousness, 
the other a regression to a stage we left behind 
eons ago. The first is virtually to find by jumping 
into presence, into every moment wherever we 
are, and it’s about underlying clarity. The second 
is dependent of the alteration induced by a 
substance and can easily spiral out of control. 
Becoming an addiction.

The discourse of addiction is indeed 
another one that the artist is interested in exploring 
through the metaphor of the antidepressant and 
the withered flowers. Eiffel keeps on reasoning 
on artificial solutions, and how these are harming 
us. He traces a parallel between our mental and 
emotional health, and the one of the planet. We 
are fully aware that synthetic materials - such as 
plastic - are destroying Mother Nature, but we 
keep on using it. In the series, the artist compares 
the use of plastic to the use of medicine. We 
already pointed out how many of the medicines 
are killing us. We want to believe that everything 
can be cured by just taking a pill. We have been 
abusing this concept to an extent where certain 
medicines, like antibiotics, are not efficient 
anymore, or we need increasingly stronger doses. 
Drugs, like plastic, are clearly pervasive. Our life 
depends on these medicines, just like the flowers 
depicted in the series depend on the plastic to 
protect their fragile petals. 

The parallelism between plastic and 
medicines came to Eiffel Chong after realizing 
“Mud & Mashed Hydrangea Leaves And Salad Of 
Dandelion Greens”, his first photographic series 
featuring flowers bouquets. It was then that he 
started noticing that though the flowers naturally 
drooped over time, the plastic that hold them 
together didn’t get disintegrated. How fragile life 
is, and how dependent we are on non-organic and 
artificial matters, thought Eiffel at that time. He 
found himself pondering that mainstream culture 
seems incapable to get rid of plastic. It might be 
rather disquieting thinking that our bottles will 
probably survive us. Of course, these reflections 
perfectly clicked with themes that have always 
been near and dear to the artist’s heart, such as 
fragility, change, impermanence, decay, eternity. 

These themes are at the core to one 
more invisible narrative which has been the 
first inspiration for “I Dim The Sun So That Dusk 
Arrives Earlier” in the mind of the artist; that of 
the city of Bangkok. Eiffel travelled to the Thai 
capital at different times in his life. He became 
very melancholic witnessing its changing and 

become the epitome of the evils of modern 
metropolis, including the “psychopathology of 
everyday life”. He saw the slow disappearance of 
the magic and specialness that he encountered 
over his first visit. But to the artist it was not just 
the city that changed; he saw himself changing 
too. The city met him every time a little bit older, 
a little bit less enthusiastic. When realizing the 
photographic series, Eiffel was looking back at 
the expectations he had when he first visited 
Bangkok as an emerging artist. He also looked at 
the state of the art world at large. Having recently 
turned 40s, he reflected on his path in be the arts 
and in life, and realised he was not to consider 
“young” anymore. A new understanding of his 
own health and mortality has also been elements 
that concurred in the creation of this series of the 
dark flowers. 

Lifting my eyes from those photographs, 
I adjusted my position on the sofa I was sitting 
on, glanced on a catalogue of Eiffel Chong which 
I have next my tea cup. I could see that the past 
series of the artists have always been concerned 
with artificial versus natural, alive versus fake, 
death and a longing for eternity. He has always 
talked about humanity by erasing human figures 
from his work. Confronted with such larger-than-
life themes the artist never holds a nihilistic 
stance. I could see clearly how “I Dim The Sun 
So That Dusk Arrives Earlier” was a point of 
arrival in a way, where all the past reflection 
analysed through photography came to a sort 
of reconciliation. The artist himself speaks today 
of his work as a form of ‘detoxification’, using 
photography as a form of therapy. The darkness 
of the dark room becomes the place where truths 
become evident. The artist’s own imagination 
reveals itself a natural medicine that soothes the 
soul. To find the perfect rest and stillness in a 
world that is never stopping. 

We can find no-mind spending time alone 
with a camera, creating work like Eiffel. Or we can 
find it in the shavasana at the end of the yoga 
class, in the few minutes of sweet dozing, or in 
these photographs of wilted flowers in Richard 
Koh’s gallery space. Wherever we look for it, 
we can be assured that in that state, death isn’t 
something to fear any longer. In that state we 
are okay with being without an identity, without 
a name, without any stimuli, without goals or 
necessities. The only thing asked of us is to not 
shy away from it too quickly, too often. We must 
be willing to face that twilight, those mysterious 
and sometimes scary shadows, interpret those 
faint shapes. There we will find some truth. Our 
own truth. Just for a bit, before the phone alarm 
clock starts ringing, and we need to get up again.  

Top (left):
Eiffel Chong, Desvenlafaxine 
(Pristiq & Khedezla), 2019, 
piezography on washi 
torinoko paper, 121.92 x 
97.5 cm. Image courtesy of 
the artist.

Top (right):
Eiffel Chong, Doxepin 
(Adapin, Sinequan), 2019, 
piezography on washi 
torinoko paper, 121.92 x 
97.5 cm. Image courtesy of 
the artist.

Bottom (left):
Eiffel Chong, Duloxetine 
(Cymbalta), 2019, 
piezography on washi 
torinoko paper, 121.92 x 
97.5 cm. Image courtesy of 
the artist.

Bottom (right):
Eiffel Chong, Escitalopram 
(Lexapro), 2019, 
piezography on washi 
torinoko paper, 121.92 x 
97.5 cm. Image courtesy of 
the artist.
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Top (left):
Eiffel Chong, Imipramine 
(Toframil), 2019, piezography 
on washi torinoko paper, 
121.92 x 97.5 cm. Image 
courtesy of the artist.

Top (center):
Eiffel Chong, Levomilnacipran 
(Fetzima), 2019, piezography 
on washi torinoko paper, 
121.92 x 97.5 cm. Image 
courtesy of the artist.

Top (right):
Eiffel Chong, Nostriptyline 
(Aventyl, Pamelor), 2019, 
piezography on washi torinoko 
paper, 121.92 x 97.5 cm. 
Image courtesy of the artist.

Bottom (left):
Eiffel Chong, Protriptyline 
(Vivactil), 2019, piezography 
on washi torinoko paper, 
121.92 x 97.5 cm. Image 
courtesy of the artist.

Bottom (center):
Eiffel Chong, Trimipramine 
(Surmontil), 2019, piezography 
on washi torinoko paper, 
121.92 x 97.5 cm. Image 
courtesy of the artist.

Bottom (right):
Eiffel Chong, Venlafaxine 
(Effexor), 2019, piezography 
on washi torinoko paper, 
121.92 x 97.5 cm. Image 
courtesy of the artist.
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Haffendi Anuar
National Art Gallery, Kuala Lumpur, Malaysia

31 Mar - 07 
Apr 2019

BAKAT MUDA 
SEZAMAN

Installation view. Haffendi Anuar, Member-member, 
2019, sand, decorative beads, epoxy putty, enamel 
paint, Proton and Perodua automative paint, 
terracotta, key chains, spray paint, fabric, metal wire, 
styrofoam, steel and wood, dimension variable. 
Image courtesy of Richard Koh Fine Art.
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Details. Haffendi Anuar, 
Member-member, 2019, sand, 
decorative beads, epoxy 
putty, enamel paint, Proton 
and Perodua automative 
paint, terracotta, key chains, 
spray paint, fabric, metal 
wire, styrofoam, steel and 
wood, dimension variable. 
Image courtesy of Richard 
Koh Fine Art.

Working with found objects, images 
and materials, I create sculptures, paintings, 
drawings and installations that look into our 
relationship with the city, landscapes and 
various environments, whether physical or 
digital. The expanded notion of the landscape 
in the 21st century informs my practice, and I 
am interested in linking this to the tradition and 
history of sculpture, looking how the object, 
either monumental or humble, could magnify 
our understanding of the larger environment, 
like how objects and images displayed in an 
ethnographic museum give an impression 
of a time long gone. In a way, working and 
manipulating everyday substances and materials 
sourced from my immediate environment, such 
as the city streets, night markets and corner 
shops around my studio in Kuala Lumpur is an 
attempt to pull out something from these objects 
and environments, something of an ‘essence’ 

Member-member
by Haffendi Anuar, 2019

that exemplifies the current times or indications 
of the future. The term ‘landscape’ is also a fluid 
notion to me, other than physical, it could be 
cerebral or atmospheric. 

For the work “Member-member”, I wanted 
to move away from creating autonomous objects 
but instead an environment housing a collection 
of sculptures. The work looks at the city-scape 
of Kuala Lumpur now as a starting point, pulling 
the colors, textures, sheens and feel of the city 
into a space abstracted by forms. I want to make 
the space feels like it could be both physical and 
digital, natural and man-made with organic forms 
and geometric design covered merging into each 
other. The collection of objects have a sense of 
a shared relationship with each other as well 
as with the audience as they move around the 
exhibition space. I want the audience’s senses to 
be heightened when exploring the objects and 
the space.
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Haffendi Anuar is one of four awardees for the fifth edition of Kooshk Artist 
Residency Award in Tehran, Iran.

Haffendi Anuar
Kooshk Residency, Tehran, Iran

Art Talk
Darbast Platform, Tetran, Iran

28 May 2019, 7 pm

May 
2019

Artist 
Residency

5th 
KOOSHK
ARTIST 
RESIDENCY 
AWARD KOOSHK TALK

Installation view. Kooshk 
Artist Residency, May 2019, 
Tehran, Iran. Image courtesy 
of Haffendi Anuar.
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Top:
Haffendi Anuar, Tehran 
Collage, 2019, digital image. 
Image courtesy of the artist. 

Bottom:
Haffendi Anuar, Tehran Door 
3, 2019, ball point pen and 
highlighter on paper, 21 x 
29.7 cm. Image courtesy of 
the artist. 

Bottom (left):
Haffendi Anuar, Tehran Door 
1, 2019, ball point pen and 
highlighter on paper, 29.7 
x 21 cm. Image courtesy of 
the artist. 

Bottom (right):
Haffendi Anuar, Tehran Door 
2, 2019, ball point pen and 
highlighter on paper, 29.7 
x 21 cm. Image courtesy of 
the artist. 

Opposite (top):
Haffendi Anuar, Doors, 2019, 
digital print, 29.7 x 21 cm 
each, 25 pieces. Image 
courtesy of the artist. 
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Jason Wee
Richard Koh Fine Art, Kuala Lumpur, Malaysia

2 - 18 May 
2019

Solo 
Exhibition

DANCES ON 
THEIR OWN

These new works mark the artist’s return to 
the strategies of abstraction in landscape images, 
as well as the category of ‘the photographic’. 
Each of these images can be thought of as 
composites of every other image in the set, and 
comprises both extreme closeups and landscape 
views. The artist follow queer bodies through 
an unspecified location in Singapore, as these 
individuals cross and recross the area looking 

Dances On Their Own
by Jason Wee, 2019

for each other. Sex, as the critic Douglas Crimp 
has written, is ‘everywhere for us’, the driving 
compulsion and the ambition for the evening. 
Abstraction produces a visual move that covers 
the possibilities of this ‘everywhere’, moving 
from the immediacy at the image surface to the 
landscape at the far horizon, while echoing the 
secrecy of their actions.

Installation view. Dances on 
Their Own, 2 - 18 May 2019, 
Richard Koh Fine Art, Kuala 
Lumpur. Image courtesy of 
Richard Koh Fine Art.
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Top (left):
Jason Wee, The Light Off the 
Crane, 2019, laminated C-print 
on paperboard, 40 x 30 cm. 
Image courtesy of the artist.

Top (right):
Jason Wee, Lips, 2019, 
laminated C-print on 
paperboard, 40 x 30 cm. Image 
courtesy of the artist.

Bottom (left):
Jason Wee, Street Lamp Against 
the Night, 2019, laminated 
C-print on paperboard, 40 x 30 
cm. Image courtesy of the artist.

Bottom (right):
Jason Wee, Hedges, 2019, 
laminated C-print on 
paperboard, 40 x 30 cm. Image 
courtesy of the artist.

Top:
Jason Wee, Drive Here on the Way 
Home, 2019, laminated C-print on 
paperboard, 40 x 30 cm. Image 
courtesy of the artist.

Bottom:
Jason Wee, Moves Too Far for 
Anything, 2019, laminated C-print 
on paperboard, 40 x 30 cm. Image 
courtesy of the artist.
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Above:
Jason Wee, Recrossing Again, 
2019, laminated C-print on 
paperboard, 40 x 30 cm. Image 
courtesy of the artist.

Top:
Jason Wee, The Man in the Red 
Tee, 2019, laminated C-print on 
paperboard, 40 x 30 cm. Image 
courtesy of the artist.

Middle:
Jason Wee, Have to go Deeper 
in, 2019, laminated C-print on 
paperboard, 40 x 30 cm. Image 
courtesy of the artist.

Bottom:
Jason Wee, Reservoir Doggie, 
2019, laminated C-print on 
paperboard, 40 x 30 cm. Image 
courtesy of the artist.
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Top (left):
Jason Wee, Dusk, 2019, 
laminated C-print on 
paperboard, 40 x 30 cm. Image 
courtesy of the artist.

Top:
Jason Wee, Running Shorts, 
2019, laminated C-print on 
paperboard, 40 x 30 cm. Image 
courtesy of the artist.

Bottom (left):
Jason Wee, Into The Trails, 
2019, laminated C-print on 
paperboard, 40 x 30 cm. Image 
courtesy of the artist.

Top (right):
Jason Wee, A Patch of Woods, 
2019, laminated C-print on 
paperboard, 40 x 30 cm. Image 
courtesy of the artist.

Bottom:
Jason Wee, Shirts stay On, The 
Rest, 2019, laminated C-print 
on paperboard, 40 x 30 cm. 
Image courtesy of the artist.

Bottom (right):
Jason Wee, The Talkative One, 
2019, laminated C-print on 
paperboard, 40 x 30 cm. Image 
courtesy of the artist.
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In a succession of the 3 months international artist-in-residence 
hosted by Hudson Valley MOCA, Anne Samat presented her first 
solo exhibition in United States.

Anne Samat
Hudson Valley MOCA, New York, United States

9 May - 8 
Sept 2019

Solo 
Exhibition

GREATEST 
LOVE

Left:
Anne Samat at Hudson 
Valley MOCA, New York. 
Photo by Maksim Akelin. 
Image courtesy of Hudson 
Valley MOCA.

Right:
Anne Samat, Che Yah: 
The Greastest Love, 2019, 
textile, mixed media, 304.8 
x 229.9 x 27.9 cm. Photo by 
Maksim Akelin, courtesy of 
Hudson Valley MOCA.
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Installation view. Greatest 
Love, 9 May - 8 September 
2019, Hudson Valley 
MOCA, New York. Photo 
by Maksim Akelin. Image 
courtesy of Hudson Valley 
MOCA.
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Top:
Anne Samat, Zaafarani: 
Grandson, 2019, textile, 
mixed media, 128.3 x 55.9 
x 14 cm. Photo by Maksim 
Akelin, courtesy of Hudson 
Valley MOCA.

Bottom:
Anne Samat, Inara: Great 
Granddaughter, 2019, 
textile, mixed media, 119.4 
x 54.6 x 12.7 cm. Photo by 
Maksim Akelin, courtesy of 
Hudson Valley MOCA.

Right:
Anne Samat, Ocu: Family 
Warrior, 2019, textile, 
mixed media, 219.7 x 
125.7 x 15.3 cm. Photo by 
Maksim Akelin, courtesy of 
Hudson Valley MOCA.
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Top:
Anne Samat, Family Lineage 
1, 2019, textile, mixed 
media, 203.2 x 106.7 x 
16.5 cm. Photo by Maksim 
Akelin, courtesy of Hudson 
Valley MOCA.

Bottom:
Anne Samat, Family Lineage 
2, 2019, textile, mixed 
media, 199.4 x 127 x 14 
cm. Photo by Maksim 
Akelin, courtesy of Hudson 
Valley MOCA.

Left:
Anne Samat, Along: Emblem 
of the Family, 2019, textile, 
mixed media, 219.7 x 
109.3 x 16.5 cm. Photo by 
Maksim Akelin, courtesy of 
Hudson Valley MOCA.
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Installation view. Greatest 
Love, 9 May - 8 September 
2019, Hudson Valley 
MOCA, New York. Photo 
by Maksim Akelin. Image 
courtesy of Hudson Valley 
MOCA.
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In Merdeka, the Lonesome Club, Kuik continues her attempt at deciphering 
how Malaysian democracy and its representative system works vis-à-vis 
political rhetoric, strategy and tactic. More specifically, she investigates 
the state apparatus of Merdeka Day and general election, first through 
the deconstruction of political flags from different parties, and later by 
appropriating the national narratives through the mix-and-match of fabrics.

Minstrel Kuik
Richard Koh Fine Art, Gillman Barracks, Singapore

10 - 25 May 
2019

Solo 
Exhibition

MERDEKA, THE 
LONESOME CLUB

Installation view. Merdeka, 
the Lonesome Club, 10 - 25 
May 2019, Richard Koh 
Fine Art, Singapore. Image 
courtesy of the artist.
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BACKGROUND
Merdeka, the Lonesome Club is originally 

the title of a photographic proposal that has 
gradually grown into a major thread that runs 
through my creative process. In the beginning, 
it was an attempt to address a personal malaise 
resulted from the difficulties for having to adapt 
to the new-found homeland. 

Throughout the years, invisible boundaries 
that divide different social strata in the Malaysian 
society have slowly revealed themselves as 
a magmatic state of historical entanglement, 
whereas I have yet to learn how to fight against 
the sense of alienation that paralyzes the 
individual and slowly kills the desire of freedom.

Sharing the same etymological root from 
the Sanskrit, merdeka exists both in Indonesian 
and Malay lexicon to signify free or independent. 
Under the setting of the anti-colonial movements 
in both countries during the Dutch and British 
colonization, the word served as an effective 
slogan for the anti-colonialists to incite the 
people to rise up for their rights. 

In the history of Malaysia, the Merdeka 
Day marks the independence of Malaya from 
the British on August 31st 1957. Born with its 
unsettled multi-racial tension, the young nation 
has had to forge its own destiny ever since by 
learning to think and act by itself. Whether or 
not it learns from its mistake, that will ultimately 
change the course of the history and our personal 
stories.

Meanwhile, we have to bear the solitude 
of living together.

CREATIVE TIMELINE
Since the end of 2017, I have started to 

focus my practice on developing a body of fabric 
works called Concerning the Political Space in Art, 
by using the residue of a photographic assignment 
that I gave to my graphic design students. Flags 
of different political parties collected during the 
13th general election in 2013 are deconstructed 
and reconstructed under a string of actions such 
as tearing apart the fabric, ironing, layering, 
weaving, spacing, composing and sewing. 

Prior to that, the traumatic experience of 

art and politics, and eventually, to build 
a firewall vis-à-vis the long-lasting 
effects that the political turmoil in a 
society exercises on the psyche of the 
individual. 

HISTORICAL CONTEXT
A decade after the independence 

of Malaya since 1957, the Young 
Turks in the United Malay National 
Organization (UMNO) have become 
impatient for taking over the power 
from the older leaders that represented 
a class of aristocrat elites in the Malay 
society. They accused the leaders, 
especially the Prime Minister Tunku 
Abdul Rahman, of losing his touch with 

the majority of the Malay society and failing to 
protect their privilege. When the Alliance Party 
composed of three major communal parties in 
Malaysia, i.e. UMNO, MCA (Malaysian Chinese 
Association) and MIC (Malaysian Indian Congress) 
lost more than half of the popular vote due to 
the challenge of the opposition parties in the 3rd 
general election in 10 May 1969, the outburst of 
political tension transformed into the racial riot 
in 13 May 1969 – a pivotal change in shaping the 
course of history in Malaysia.

Due to the incident, the Prime Minister 
Tunku Abdul Rahman was forced to resign in 
1970, while the Parliament was suspended 

between 1969-1971. In 1971, the 
government headed by Tun Razak 
implemented the New Economic Policy 
(NEP) with the objective to protect the  
Ketuanan Melayu (Malay dominance) 
through a series of affirmative actions. 
In 1973, a new political coalition that 
was composed of up to 14 communal 
parties called the Barisan National (the 
National Front) replaced the Alliance 
Party, as a result, reinforcing stronger 
racial policies in Malaysia until its 
defeat in the 14th general election in 
2018.

In 1970, Muhibbah and 
Perpaduan (Goodwill and Unity) was 
proposed as the first Merdeka theme 
after the May 13th racial riot erupted in 

1969, thus marking the beginning of a national 
tradition. When the slogan Masyarakat Adil (Fair 
Society) was chosen in 1972, it is not exaggerating 
to say that it was a well-thought riposte to the 
numerous heated debates that reigned the 
political arena in the 1970’s between the ruling 
government and its critics, regarding how to 
distribute the wealth of the country in order to 
fight against the social and economic disparity. 
However, race and class are two interchangeable 
terms in Malaysian politics. 

Artist Statement
by Minstrel Kuik, March 2019, Kajang

the 13th general election was transformed into a 
solo exhibition After-Image: The One, the Many & 
the Unrepresentative in August 2015, marking my 
first attempt to decipher how democracy and its 
representative system works. The following year 
was another solo exhibition After-image: Living 
with the Ghosts in My House in January 2016, 
which initiated my interest into the obscure 
connection between the perpetual internal 
power reshuffle of the controlling party and its 
ongoing racial policies. 

At the same time, I was equally fascinated 
by the political rhetoric, strategy and tactic from 
my readings. What caught my eyes were two 
state apparatus: the Merdeka Day and the general 
election, working hand in hand to consolidate 
the power of a dominant-party state. When the 
racial tension in Malaysia escalated into a bloody 
riot in May 13, 1969 (three days after the 3rd 
general election on 10th May), the National 
Operations Council that served as the caretaker 
government decided to use the Merdeka Day 
as a tool to reinforce national unity and nation-
building, thus setting the tradition of appointing 
a Merdeka theme each year since 1970. And 
the quinquennial general election has become 
a major bargaining chip between different 
communal parties within the political coalition 
in power, or worse, a dysfunctional system that 
gerrymanders the election result. 

Within a span of three general elections, 
i.e. 2008, 2013 and 2015, on the one hand the 
collective emotion in the Malaysian society has 
reached its peak of outburst, on the other hand 
the political game has also become nastier. In a 
state of national schizophrenia, it is crucial for the 
individual to carve out a personal space where 
thinking about the nation is not at the expense of 
one’s sanity and safety. 

If freedom in our mind is a muscle, 
working continuously on it will be to strengthen 
its resilience. During that lengthy process to 
deal with the feeling of powerlessness, I have 
acquired a new visual vocabulary in my artistic 
practice by learning to work with material. But 
what really matters in the making, same as then 
and now, is to reconsider the relations between 

By going through the long list of the 
Merdeka themes since its beginning, the 
concept of masyrakat (society) was the main 
preoccupation of the young nation during the first 
half of the 1970’s, e.g. 1971, Masyarakat Progresif 
(Progressive Society); 1972, Masyarakat Adil 
(Fair Society); 1973, Masyarakat Berkebudayaan 
Malaysian (A Society with Malaysian Culture); 
1975, Masyarakat Berdikari (A Self-reliant 
Society). And it has never reappeared since.

By mapping the Merdeka themes with 
the Prime Ministers of successive tenures, we 
can easily trace a vivid outline of the course of 
Malaysian history under its leaders who embody 
different political ambitions and figures of Father. 
When the past, present and future of the nation 
are deeply intertwined and rooted in the national 
narratives, how is it possible for the individual 
from any other ethnic or societal minorities to 
transcend the barrier? 

HOW DO WE LIVE TOGETHER? 
Sharing the space with other female 

passengers in the women’s coach to each of our 
workplace in the early morning, I tried to combat 
my drowsiness by waking up the curiosity 
towards my surrounding. 

In their respective working attire, 
perfumes, make-ups and weekday body, women 
of all ages conduct themselves on automatic pilot, 
making dreaming and self-regulating possible in 
a tiny public space like the wagon. Those who 
arrive aboard earlier have no problem of getting 
a comfortable seat, while other latecomers will 
have to accommodate themselves to the situation 
by squeezing their way through the crowd, and 
finding another female body or a bar to lean on. 

It was too early to read the news or to 
enjoy a personal playlist. All we actually wanted 
was to stay in our respective cocoon for a longer 
sleep. But if in a morning my curiosity managed 
to stir up my senses, I would open my eyes to 
look at the women’s coach, and wondered what 
made me part of them, and them part of me. Such 
experience has created a string of emotional 
loop in me, starting from a sense of detachment 
to an intimate communion with these morning 
strangers.  

Yes, we are the working women in the 
morning train. Then why don’t I belong? Isolation 
and protection, what a strange match! In my 
day dream, I see a society playing dressing up, 
while a thin sweat is more than enough to cover 
the naked emperor. Not sure for how long I 
can still feel alone and free. Then I overheard a 
conversation. Feel free to add another meaning 
to merdeka, a voice says. 

What about being awake?

Picture taken by Minstrel 
Kuik during the peaceful 
Himpunan Kebangkitan 
Rakyat 2013 (2013 People’s 
Uprising Rally) organised by 
Pakatan Rakyat at Merdeka 
Stadium, Kuala Lumpur, 
12th January 2013. Image 
courtesy of the artist. 

Picture taken by the artist 
during a pre-Kajang by-
election campaign by the 
politician Anwar Ibrahim at 
the Catholic church of the 
Holy Family in Kajang, 16th 
February 2014. The banner 
on the stage says: Merdeka 
Rakyat Melalui Reformasi, 
which means to free the 
people through reformation.
Image courtesy of the artist. 

Picture taken by the artist 
during the Bersih 4.0 Rally 
in Kuala Lumpur on the 29th 
August 2015, documenting 
a Malay woman sitting on 
the pavement in colour-
coordinated outfit for the 
rally, enjoying her strawberry. 
Image courtesy of the artist. 
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Most people interpret art through its 
figurative expression and emotional resonance. 
Historians interpret art through its symbols 
and provenance. Contemporary art enthusiasts 
interpret art through its market value and wow 
factor. National governments interpret art through 
its cultural capital. As self-styled experts and 
proponents of visual language, critics interpret 
art through all the factors mentioned above, and 
then some. Yet, one is likely to be stumped at 
the first glance, when confronted with Minstrel’s 
wall hangings. No doubt it is art, but what criteria 
should one refer to enjoy it? Or, to judge it? 

This essay follows a train of thought that 
I have cultivated as an art viewer. First, I engage 
the art exhibit’s material (‘The Flags’). Then, I 
imagine the context or background where the 
art was made (‘The Domestic’). Empathizing with 
the artist’s expressive choices is next, which 
includes thinking about the creative gestures, 
its precedents, and visually striking components 
of the artwork (‘The Artist’s Language’). Finally, I 
read the artist’s statement, that usually describes 
a theme that forms a baseline in looking at the 
artist’s creations (‘The Merdeka’). Onto the essay, 
then… 

**************************

THE FLAGS
“Yet a flag has no real significance for peaceful 
uses.”
 –  H.G. Wells, The World of William Clissold, 
Book the Fifth: The Story of the Clissolds—
The Next Phase, 1926 

In a Christmas Eve blog post titled “Happy 
New Year from the Studio!”, Minstrel Kuik offers 
a preview of her recent artmaking efforts while 
working with flags. Blue and green creations fit a 
rectangular format, its heavily-altered and multi-
layered qualities, stand out among the simple 
tools that made it – a scissors, an iron, a blade, 
a needle. The artist’s studio, is also, the artist’s 
home. 

A week later, Tidying Up with Marie 
Kondo was released globally on Netflix, the 
commercial-free video streaming service. In 
one demonstration of folding a t-shirt, the home 
organization guru proclaims that the act of 
folding “…is not about making it compact, but to 
communicate love & gratitude for its continuous 
support of your body…” It was about this time, 
that I started to write this essay. 

Merdeka, the Lonesome Club
by Shyan a.k.a Art KL-itique, April 2019, Kuala Lumpur

Despite one’s political sympathies, it is 
difficult to imagine oneself in the act of folding 
a flag. The political party flag is a symbol, that 
appeals to a group of people whom share a 
similar ideology. The participative Malaysian 
citizen recognizes each party’s logo, which is 
emblazoned on its flag. During the country’s 
general election, the electorate vote for their 
preferred candidate, by checking a box next 
to the logo of the candidate’s represented 
political party. In the weeks leading up to that 
moment, fervent propaganda campaigns would 
have embedded the logos & colours, into the 
Malaysian peoples’ consciousness. 

“To vote, an individual learns to negotiate with 
a larger group of people to form a government 
under a democratic setting. To protest, we 
make our voice heard by participating in a 
long process of building a future interwoven 
between our personal life and the place we 
call home.” 

Minstrel wrote the above statement 
referring to a body of work titled After-image: 
Living with the Ghosts in My House, which was 
exhibited in consecutive solo exhibitions in 2015 
(Run Amok Gallery, Penang) and 2016 (Wei-Ling 
Gallery, Kuala Lumpur). It was during this time 
that the artist first tried her hand at manipulating 
political paraphernalia, after being disheartened 
with the outcome of the Malaysian 13th General 
Election. Small flag poles are bent out of shape, 
plastic hand-shaped clappers are strung together 
with a cord plaited from banners, and flags are 
folded into triangles and illuminated from above 
with nylon lights. The political paraphernalia is no 
longer easily recognizable, and the internalized 
images become distorted. 

Minstrel’s approach towards undesirable 

things is not to avoid or silence, but to 
confront and re-contextualize. A rather literal 
interpretation of the artist’s intent is evident 
in the 2016 work Domesticated Politics, where 
nine images of the artist folding & ironing flags 
are printed on fabric, then hung on a clothes 
line high above the gallery. What exactly, is 
left out to dry? In Malaysia, discussions about 
local politics take place in mamaks, kopitiams, 
and Facebook, but do heated complaints about 
incompetent politicians, mean anything when 
one is back home alone? How does a Malaysian 
identify as politically self-aware, when the 
dominant (and socially acceptable) ideology, is 
a democracy anchored on ethnic interests and 
power divisions? 

THE DOMESTIC
Minstrel’s current home of 7 years is 

located in Kajang, a relatively old city in the 
urban state of Selangor, where she lives with her 
partner in an apartment building. She is well-
travelled – growing up in a small town along the 
west coast of the peninsular, then residing and 

studying in Taiwan and France for 
12 years, before returning to Kuala 
Lumpur. In 2014, her submission 
titled 16 Sept 1963, won the UOB 
Painting of the Year (Malaysia) 
award. 16 Sept 1963 is a charcoal 
drawing made with reference to an 
inverted photograph, of cheering 
women students celebrating 
the formation of Malaysia. Not 
long after winning the award, 
Minstrel stopped teaching art, and 
ventured to be a full-time artist. As 
the artist’s studio is also the artist’s 
home, Minstrel spends a good 
deal of time at home. Domestic 
chores, one would assume, is the 
responsibility of the homemaker.  

It is a surprise to learn, 
that Minstrel does not have a sewing machine, 
and all the effort that goes into these exhibits 
are done entirely by hand. To the artist, sewing 
is an essential skill in life, and it is unfortunate 
that this laborious activity is traditionally known 
as woman’s work. Her artmaking approach here, 
proposes to embody this identity of a woman, as 
assigned to her by societal norms. This embodied 
approach, has always informed Minstrel’s art 
practice, as one can trace in her oeuvre to-date. 
In the ongoing series Mer.rily Mer.rily Mer.rily Mer.
rily, the artist’s hand literally reaches into the 
pictorial space of her photographs. Otherwise, 
the artist’s viewpoint is clearly presented, like in 
the snapshots of a construction site taken from 
her apartment window, which are part of the 
splendid Kuala Lumpur Trilogy photobooks. 

Via the manipulation of fabric, Minstrel 
seems to have discovered another approach, that 
effectively supports her claimed identity as a 
woman artist. During her childhood, she followed 
her mother to the town’s morning market, 
where textile vendors pile large rolls of cloth 
underneath a tent. Cloth is bought and made into 
new dresses just in time for the Chinese New Year 
celebrations. A girl is taught how to dress from a 
young age, and one’s dressing is an expression 
of this gender identity and society’s expectations 
that come with it. This experience may have 
impressed the love of fabric onto Minstrel, who 
recalls too her interest in sewing complex dresses 
for her dolls when she was a girl.

THE ARTIST’S LANGUAGE
Women remain a regular subject matter. 

In this exhibition, Alliance of Hope - First Female 
Deputy Prime Minister names a milestone that 
was not celebrated amidst the busy transition 
of power. On the other hand, Tuntut Semula 
Ruang Kita (Reclaim Our Space)! depicts a scene 
from the Women’s March in March 2018, a rally 
aimed at reclaiming women’s space in the public. 
Constructed from the inverted images of a few 
photographs, the artist sedulously recreates an 
energetic composition. Banners and placards 
complement the women’s faces, yet it is the 
careful copying of their clothes, that indicates 
which elements of the picture gets preferential 
treatment. 

“Where language falls short though, clothes 
might speak. Ideas, we languidly suppose, are 
to be found in books and poems, visualised 
in buildings and paintings, exposited in 
philosophical propositions and mathematical 
deductions. They are taught in classrooms; 
expressed in language, number and diagram. 
Much trickier to accept is that clothes might 
also be understood as forms of t h o u g h t , 
reflections and meditations as articulate 
as any poem or equation. What if the world 
could open up to us with the tug of a thread, 
its mysteries disentangling like a frayed 
hemline? What if clothes were not simply 
reflective of personality, indicative of our 
banal preferences for grey over green, but 
more deeply imprinted with the ways that 
human beings have lived: a material record 
of our experiences and an expression of our 
ambition? What if we could understand the 
world in the perfect geometry of a notched 
lapel, the orderly measures of a pleated skirt, 
the stilled, skin-warmed perfection of a circlet 
of pearls?” 
- Shahida Bahri, What do clothes say?, essay 
published on Aeon, 19 May 2016. https://
aeon.co/essays/why-does-philosophy-hold-
clothes-in-such-low-regard

Pictures taken 
in her home-
studio by the 
artist, 29th 
December 
2017, 
and published 
a year later on 
her blog https://
minstrelkuik.
blogspot.com/ 
in December 
2018. Image 
courtesy of the 
artist. 

Old photograph of Minstrel 
Kuik (right) and her sister 
(left) wearing dresses made 
by her mother for the 
Chinese New Year. Image 
courtesy of the artist. 
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In this body of work, one can interpret 
that Minstrel’s choice of medium, serves as 
a counterpoint to the patriarchal nature of 
Malaysian politics and policy-making. Some 
may observe the lack of flags that represent 
Barisan Nasional’s component parties, or if the 
red & white cloths reference the single-party 
politics of Singapore, the exhibition location. As 
it is with Minstrel’s works, one should not read 
into readymade symbols, but re-imagine it as 
metaphorical plays on the chosen material. The 
artist takes her material cues, by observing the 
use of cloth through women’s dressing. Luxurious 
runway fashion is glimpsed through magazines 
and websites; observations up close occur in 
more common places, such as in the commuter 
train ferrying citizens from the suburban into 
Kuala Lumpur City Centre.  

In Malaysia, many Malay women are 
garbed in traditional baju kurung with a tudung. 
Societal expectation and personal choice are 
muddled together, when one decides what to 
wear, and how to wear it. Commuting in the 
train, the artist observes the multitude of ways 
that one can transform a simple swathe of 
cloth, via folding, pleating, tucking, etc. These 
tiny acts of self-expression, become markers of 
one’s identity. As British academic Shahida Bahri 
writes, “…clothes are an acknowledgment of our 
alertness to life; we signal it in the deft and quirky 
ways we fix a belt, hang a tie, pin our jewellery.” 
After the artist told me about her observations, 
I have also spent time away from my mobile to 
glance at the dressing of fellow commuters in the 
train. Being a man, I have to be careful with my 
gazing; Nonetheless, this is an activity that has 
significantly helped my appreciation of Minstrel’s 
approach in these exhibits.

Is a fold & tuck to hide excess cloth, or 
create a form? Are pleats meant to recall hair, 
or a narrowness that indicate the natural curves 
of one’s body? In Minstrel’s art output, these 
gestures are exaggerated to great visual effect. 
Cuts in the cloth define shapes, while torn or 
shredded sections depict raggedness. Triangular 
lapels signify a dignified collar in one work, yet 
also appear as cheeky tongues of fire, or like 
dogeared bookmarks in another. Sewn pockets 
become literal containers of meaning, although 
there is nothing inside the pockets. Some cloth 
is stretched tightly, while some small bunches 
are bundled together like low pile carpets. 
Some bits sway along with the air around it. 
Frayed ends recall the spoken expression ‘tying 
up the loose ends’. Knots & plaits interweave 
to create new textures and forms. Threads are 
purposefully extracted to create crumpled bands, 
the tightening effect familiar to anyone who has 
worn shorts with a rubber band fastener. 

A persistent theme remains, of political 

flags as symbols of people sharing a similar 
ideology. Certain works play more explicitly on 
these characteristics. Ironed folds distort the 
moon in Kelantan 3, at the centre of the Islamic 
party flag. A ragtag collection of forms and 
textures, aptly describes Parti Sosialis Malaysia, A 
Social Organization. Finely shredded and heavily 
crumpled white cloth do not obfuscate the 
rocket, as the central image in Democratic Action 
Party, The Progressives 1. Political coalitions by 
nature, offer less cohesiveness in its ideological 
identity, and consequentially its flags project 
more strongly too as endgame positions. The 
incumbent is Alliance of Hope – Putrajaya; Barisan 
National, The Predecessor. The Prime Minister of 
Malaysia, remains the same person.

THE MERDEKA
As the popular saying goes, history is 

written by the victors. Our comprehension of facts 
& figures, always begin with the mainstream. In 
five decades since the 13 May 1969 racial riots in 
Kuala Lumpur, Malaysian citizens are periodically 
reminded about a power hierarchy, that has since 
manifested itself as a fact of life. In her art output, 
Minstrel notes the two state apparatuses that 
reinforces this political rhetoric – the five-yearly 
General Elections, and the annual Merdeka Day 
(independence day) celebrations. Capturing 
scenes from public rallies calling for electoral 
reforms, and manipulating political flags, appear 
to be the artistic strategy addressing the former. 
For the latter, the artist revisits Merdeka themes 
from the 1970s, as a way to trace the political 
climate in a time when affirmative actions was 
initiated. In her artist’s statement, Minstrel writes, 
“By mapping the Merdeka themes with the Prime 
Ministers of successive tenures, we can easily 
trace a vivid outline of the course of Malaysian 
history under its leaders who embody different 
political ambitions and figures of Father. When 
the past, present and future of the nation are 
deeply intertwined and rooted in the national 
narratives, how is it possible for the individual 
from any other ethnic or societal minorities to 
transcend the barrier?” 

Minstrel surprises viewers via the use 
of familiar materials, images, and presentation 
formats. This is apparent in the newer, large-
scale creations which titles reference Merdeka 
themes from the 1970s. As a rectangular wall 
hanging, one notices the large swathes of colour 
or pattern that anchor the presentation. Positive 

and negative space are demarcated on the picture 
plane, with purposefully blank or colour-filled 
areas. Care is accorded to contrast and balance, 
where shimmering silver cut-outs or transparent 
gauze-like cloths, serve as equalizing factors. 
Many textured elements are brought to the fore, 
starting with the wooden grids that make up the 
frame, to plaits and knots and layered fabric.  

Casting aside the deeply symbolic political 
flags, store-bought cloth is utilized instead. The 
general colour schemes still refer intentionally 
to political parties, yet the different qualities of 
individual materials, allow for the construction 
of pictorial objects that are visually arresting. 
In 1972, Masyarakat Adil (Fair Society), the 
juxtaposition of two leopard prints (one featuring 
loops & chains!) with a blue cross-hatched 
pattern, black & white floral & geometrical 
designs, different batiks, then overlaid with white 
chiffon, presents an astounding confluence of 
visual forms resulting in a jaw-dropping work 
of art. Indulging oneself in the artist’s language 
is especially rewarding, when one tracks the 
points where materials meet in the artwork, 
which translates as ironical humour, an aspect of 
Minstrel’s oeuvre which is seldom mentioned. 

The girl who followed her mother to the 
cloth seller in the morning market, now chooses 
and buys her fabrics from multi-storey shops 
operated by Indian emigrants, and home-based 
makers during her travels. Each piece of material 
has its origin story. Can we tease out Malaysia’s 
origin story, from a deeper reading into Merdeka 
themes? How differently will Singaporeans 
and Malaysians view these exhibits, given the 
audience members’ personal histories? 

Bottom:
Minstrel Kuik, 1972, 
Democratic Action Party, A 
Historical Space 1, 2018, 
mixed media (wooden 
structure, fabrics,threads, 
pins), 46 x 63.5 x 6.5 cm. 
Image courtesy of the artist.

Top:
Minstrel Kuik, Barisan 
National, The Predecessor, 
2019, mixed media (wooden 
structure, fabrics,threads, 
pins), 46 x 63.5 x 6.5 cm. 
Image courtesy of the artist.

Right:
Minstrel Kuik, Tuntut Semula 
Ruang Kita (Reclaim Our 
Space)!, 2019, charcoal on 
paper, 100 x 150 cm. Image 
courtesy of the artist.
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       **************************

In this body of work, which medium 
grabs attention, it is convenient and simplistic 
to categorize the artist by convention. “Cloth 
works”, “flag series”, say the market. The gallery’s 
decision to hold this solo presentation exactly 
one year after Malaysia’s landmark 14th General 
Election, incidentally adds a “political art” label 
to the exhibits. That its exhibition location is 
in Singapore, a country governed by a single 
political party for the past 54 years, appears 
contentious on the surface. Nonetheless, a 
certain privilege avails itself to those, who can be 
present in person to appreciate Minstrel Kuik’s 
works in person. 

What does it mean, for a homemaker to 
interpret the symbols in a flag hung outside? 
What ideas are internalized, in the artist’s choice 

of visual language? How do calls of affirmative 
action and national unity in the 1970s, affect 
one’s self identification as a Malaysian woman 
riding a commuter train in 2010s? 

These are questions worth pondering 
upon, as everyone’s personal history comes 
to bear, when appreciating these works. Look 
closely, and you may find that real fabric is 
light and malleable, unlike the solid sculptural 
“realism” celebrated in “realistic” oil paintings. 
Stare long, and you may wonder whether these 
flags were even made in Malaysia, the only place 
where its printed symbols has political currency. 
Linger around, and a creeping curiosity will lead 
the viewer, to begin noticing the frames & pins 
that hold the work together. Such observations 
heighten the criticality of one’s looking, and it is 
this looking which will eventually help us judge, 
and enjoy, these works. Welcome to the club. 

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

Top (from left to right):

Minstrel Kuik, Barisan National, 
Window Blind 1, 2019, mixed 
media (political party flags, pins 
and thread, 88 x 64 x 6.5 cm. Image 
courtesy of the artist.

Minstrel Kuik, People’s Justice Party, 
Kajang Move, 2019, mixed media 
(political party flags, pins and 
thread, 46 x 33.5 x 6.5 cm. Image 
courtesy of the artist.

Minstrel Kuik, Pan Malaysian Islamic 
Party, A Rural Space 2, 2019, mixed 
media (political party flags, pins 
and thread, 46 x 33.5 x 6.5 cm. 
Image courtesy of the artist.

Minstrel Kuik, Alliance of Hope, Port 
Dickson Move, 2019, mixed media 
(political party flags, pins and 
thread, 46 x 33.5 x 6.5 cm. Image 
courtesy of the artist.

Bottom (from left to right):

Minstrel Kuik, Barisan National, 
Window Blind 2, 2019, mixed 
media (political party flags, pins 
and thread, 88 x 64 x 6.5 cm. Image 
courtesy of the artist.

Minstrel Kuik, Alliance of Hope, 
Putrajaya, 2019, mixed media 
(political party flags, pins and 
thread, 46 x 33.5 x 6.5 cm. Image 
courtesy of the artist.

Minstrel Kuik, Barisan National, A 
Spiral Space, 2019, mixed media 
(political party flags, pins and 
thread, 46 x 33.5 x 6.5 cm. Image 
courtesy of the artist.

Left:
Minstrel Kuik, 1972, 
Masyarakat Adil (Fair Society), 
The Social Contract Versus 
The Origin Myth, 2019, mixed 
media (wooden structure, 
fabrics,threads, pins), 150 x 
180 x 6.5 cm. Image courtesy 
of the artist.
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Right (bottom):
Minstrel Kuik, 1970, Muhibbah 
dan Perpaduan ( Goodwill and 
Unity), from 9 May 2018 to 
13 May 1969, 2018, mixed 
media (wooden structure, 
fabrics,threads, pins), 150 x 
180 x 6.5 cm. Image courtesy 
of the artist.

Right (top):
Minstrel Kuik, 1971, Masyarakat 
Progresif (Progressive Society), 
from Malay Feudalism to Malay 
Nationalism, 2019, mixed 
media (wooden structure, 
fabrics,threads, pins), 150 x 
180 x 6.5 cm. Image courtesy 
of the artist.

Middle:
Minstrel Kuik, Democratic 
Action Party, The Progressives 1, 
2018, mixed media (wooden 
structure, fabrics,threads, 
pins), 88 x 123 x 6.5 cm. Image 
courtesy of the artist.

Top:
Minstrel Kuik, Parti Sosialis 
Malaysia, A Social Organization, 
2018, mixed media (wooden 
structure, fabrics,threads, 
pins), 88 x 123 x 6.5 cm. Image 
courtesy of the artist.

Bottom:
Minstrel Kuik, Kuala Lumpur 
Trilogy 2007/2017,
Volume 1, 未来的主人翁 
National Baby; Volume 2, 访
客 Guestroom; Volume 3, 重游 
Today in Memory, 2007/2017, 
Fujixerox colour laser printing 
on acid-free drawing paper, 30 
x 20 x 3 cm each (3 editions + 
2 AP), 46 x 33.5 x 6.5 cm. Image 
courtesy of the artist.
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Hurt Like Heaven by Eiffel Chong attempts to discuss the prickly topic of euthanasia, which is not legal 
in most countries including Singapore. And yet intuitively, many of us want to end pain and misery from 
terminal illness for ourselves and for those we love — or at least we want to have the option. Playing on 
the term “hurt like hell”, Eiffel uses the walls of Singapore’s ubiquitous HDB void decks to provocatively 
discuss the journey to heaven as an invasive process for the body. 

Eiffel Chong & Ernest Goh
Presented by Exactly Foundation
Lower Gallery, Objectifs, Singapore

17 - 26 
May 2019

Two Artists 
Show

PLASTICITY 
& 
HURT LIKE 
HEAVEN

Installation view. Plasticity 
& Hurt Like Heaven, 
17 - 26 May 2019, 
Lower Gallery, Objectifs, 
Singapore. Images 
courtesy of the artist.
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From left to right:

Eiffel Chong, Untitled 1, 
2019, C-type photographic 
paper, 134.6 x 101.6 cm. 
Image courtesy of the artist.

Eiffel Chong, Untitled 16, 
2019, C-type photographic 
paper, 134.6 x 101.6 cm. 
Image courtesy of the artist.

Eiffel Chong, Untitled 2, 
2019, C-type photographic 
paper, 134.6 x 101.6 cm. 
Image courtesy of the artist.

Eiffel Chong, Untitled 3, 
2019, C-type photographic 
paper, 134.6 x 101.6 cm. 
Image courtesy of the artist.

I am fascinated with the HDB (Housing 
Development Board) flats in Singapore.1 Each 
time I visit Singapore, I spend time looking at 
the beautiful colours of these flats. These flats 
not only have colourful paint jobs, they always 
look fresh. My friend told me that the authorities 
require repainting of these flats every few years.

From afar, these beautiful and “freshly 
painted” HDB flats dominate the Singapore 
skyline, turning the country into a clean, 
organised space to live. It gives the impression 
of a healthy lifestyle without any social illness. 

These Hurt Like Heaven images that I am 
presenting are photographs of the walls at the 
void decks of HDB flats in Singapore. They are 
of different HDB flats from different parts of 
Singapore. The concept of a void deck is very 
new to me and, of course, a fascinating one. I like 
the idea that the void deck sort of belongs to 
the community and yet it also doesn’t. I believe 
providing a common space where the residents 
have an area to rest or to socialise with the 
neighbours is an excellent idea.  But there are 
things that the residents can’t do in this space. It 
is prohibited to play ball games or to skateboard 
in this area. Again, comparing the HDB void deck 
to modern society, our lives belong to us but then 
again, our lives do not belong to us.

Looking at the HDB flats up close made 
me realise that things are not as beautiful 
and colourful as it seems. I have noticed the 
imperfections of the walls. Cracks in the wall, 
peeling of paint, and dirty hand marks are normal. 
I suppose such wear-and-tear is inevitable, as it is 
a space where people live. But these problems 
keep resurfacing, even though the authorities 
keep covering them with fresh coats of paint. The 
solution might not be just applying a new coat of 
paint onto these walls every few years; it doesn’t 
last without scraping off the old paint before 
applying the new paint. Or maybe the building is 
meant to have an expiry date and upon passing 
this date, the flats are meant to be demolished 
and replaced.

Looking at these flats from afar and now 
spending time up close, I have totally changed 
my perception of HDBs and Singapore.

I also think people’s lives in a modern 
society are very similar to the HDB flats. From 

Hurt Like Heaven
by Eiffel Chong, January 2019, Singapore

afar, everyone looks good, happy and content 
with life. Everyone is beautiful and there is no 
problem in his or her life. Well, at least that is 
the impression if all is being viewed from afar. If 
anyone sort of complains about his tough life or 
how unhappy he is with his life, he will be told to 
toughen up and be strong or change his lifestyle. 
It is similar to the new coat of paint that is being 
applied on these HDB flats every few years… 
layer on layer.

Often when we get to know someone 
better or on a more personal level, we start to 
see more cracks; and multiple layers of problems 
will surface. It is like when we start to understand 
that it is more than just not feeling well or having 
an unhappy life. These problems are usually not 
minor problems that a pill can resolve but usually 
it affects various different faculties of life. The 
problem is also not about being weak. 

After exhausting all ideas and possibilities, 
this someone finally choses death as a solution, 
not because he wanted to achieve death but 
rather to end the life that he is currently living. 
Ending a life seems like a cruel thing to do. To 
most, if he has a choice, he would not choose 
ending his life as a solution. The choice to end life 
may be because he has tried all possibilities of 
getting better. To him, his quality of life has been 
reduced to the point where it is not worthwhile 
(or too painful) to stay alive and this is when he 
decides to end it all via assisted suicide (better 
known as euthanasia). Sometimes, with modern 
medicine (though it is very advanced now), the 
treatments only prolong life, but do not cure the 
illness.

My Hurt Like Heaven images are of walls 
at most void decks, which are in the various 
shades of white. I enjoy looking at various tones 
of white because of its link with light. White has 
deep roots in the human psyche and like things 
we think are divine, white can simultaneously 
inspire awe but also instil terror in our hearts. 
White is also being seen as positive or as having 
a transcendent religious quality. Hence, Heaven.

 1. At least 80% of Singaporeans lives in HDBs.
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Eiffel Chong, Untitled 14, 
2019, C-type photographic 
paper, 134.6 x 101.6 cm. 
Image courtesy of the artist.

Eiffel Chong, Untitled 15, 
2019, C-type photographic 
paper, 134.6 x 101.6 cm. 
Image courtesy of the artist.
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A duo exhibition at Beers London, presented a sculptural 
presentation by Haffendi Anuar and the paintings of 
Pakistani-born, Saudi American artist Nadia Waheed.

Haffendi Anuar & Nadia Waheed
Beers London, United Kingdom

18 May - 29 
June 2019

Two Artists 
Show

FOR THE 
FEW AND 
THE MANY

Installation view. For the 
Few and the Many, 18 May 
- 29 June 2019, Beers 
London. Images courtesy 
of Damian Griffiths.
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From left to right:

Haffendi Anuar, PLT 52, 2019, Melamine 
tableware, cement, sand, Puttyfilla, 
spraypaint, enamel paint and varnish, 37 x 
18 x 18 cm. Image courtesy of the artist.

Haffendi Anuar, PLT 53, 2019, Melamine 
tableware, cement, sand, Puttyfilla, 
spraypaint, enamel paint and varnish, 40 x 
14 x 14 cm. Image courtesy of the artist.

Haffendi Anuar, PLT 54, 2019, Melamine 
tableware, cement, sand, Puttyfilla, 
spraypaint, enamel paint and varnish, 77 x 
19 x 19 cm. Image courtesy of the artist.

From left to right:

Haffendi Anuar, PLT 55, 2019, Melamine 
tableware, cement, sand, Puttyfilla, 
spraypaint, enamel paint and varnish, 56 x 
15 x 16 cm. Image courtesy of the artist.

Haffendi Anuar, PLT 56, 2019, Melamine 
tableware, cement, sand, Puttyfilla, 
spraypaint, enamel paint and varnish, 79 x 
18 x 18 cm. Image courtesy of the artist.

Haffendi Anuar, PLT 57, 2019, Melamine 
tableware, cement, sand, Puttyfilla, 
spraypaint, enamel paint and varnish, 74 x 
17.4 x 16 cm. Image courtesy of the artist.
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In this body of works, Loogthong communicates her 
narrative through the mundane notion of goat herds 
in the city versus those from a rural village.

Kedsuda Loogthong
Richard Koh Projects, Bangkok, Thailand

24 May - 16 
Jun 2019

Solo 
Exhibition

THE 
GOAT 
STORY

Installation view. The Goat 
Story, 24 May - 15 june 2019, 
Richard Koh Projects, Bangkok. 
Photo by Thanarath Siripidej.
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At its core, Kedsuda Loogthong’s artistic 
practice explores the poetics of the mundane and 
repetition. Loogthong privileges the mundane 
over the extraordinary and there is a certain 
sense of honesty – simplicity of voice - to that 
approach. In Chinese classical poetry, there is 
a conundrum of superiority between the styles 
of the T’ang and the Sung, as the former prizes 
intensity and virtuosity in poetry, whereas the 
latter purports the plain and mundane approach. 
However deceptively simple Sung poetry may 
seem, there is an underlayer of complexity in 
the approach. Loogthong’s conceptual constructs 
mirror this approach, albeit often misinterpreted 
because of the contemporary life’s predilection 
to spectacles. 

Across Loogthong’s practice, her artmaking 
is presented relating to mundane objects, 
mundane events, and mundane relationships, 
and if viewers look closely enough, they are 
confronted by existential truths on contemporary 
life. As predicated by social theorists, there is a 
strong correlation between existential anxiety 
and hope in the mundane. Perhaps it is in 
mundane of her subject matter that Loogthong 
seeks a sense of hope in her maddening world. 

Loogthong’s gaze often leads to peculiar 
reading of her environment and it is often in 
happenstance that she gains entry points into 
a particular phenomenon. In The Goat Story, 
Loogthong recalls an encounter while she was 
travelling in the bustling city of Bangkok with 
all its skyscrapers, motor vehicles and waves of 
human bodies. And in happenstance, she spotted 
a large herd of goats grazing in the field along the 
road. A sense of the surreal and displacement hit 
her like a wave, as she recalled a strong childhood 
memory of goats. As a child, Loogthong and family 
lived in the Songkhla province and as in most 

Introduction
by Christiaan Haridas, April 2019, Singapore

rural village, it was common for people to breed 
animals and cultivate crops. Living amongst 
livestock was a normal childhood experience 
for Loogthong. Hence, encountering goats in a 
highly cosmopolitan city like Bangkok was quite 
displacing and coincidental for Loongthong. It 
is also interesting to add that, similarly to writer 
Haruki Murakami, Loogthong utilizes coincidence 
in her works. This approach is usually avoided by 
artists and writers as it is often seemed unlikely 
to viewers and readers. However, the enlightened 
mind can create its own interesting entry points 
and as we know, there is multitude of Murakami 
followers. Here, the imagination is prioritised. 

In this body of works - and in Murakami 
fashion - Loogthong communicates her narrative 
through the mundane notion of goat herds in the 
city versus those from a rural village. As stated 
by Loogthong, “Goat is the animal that lives a 
simple life compared with others. Goat is able to 
eat anything. After several observations, it seems 
that the life of a goat is different from the herds 
I’ve met. Living life in a confined area reminded 
me of a certain group of minorities who live their 
life unusually.” 

In this series, Loogthong’s conceptual 
framework reflects the simple form, presented in 
different actions. There is a sense of displacement 
of the subject matter within its landscape and 
is rendered by Loogthong through the emotive 
and seemingly awkward facial expressions of 
her subject matter. The notion of uprooting and 
more perversely, forced relocation in the name of 
‘progress’, is thus put into question. The intention 
is to record memory - possibly her own - linking 
the past and present vis-a-vis her subject 
matter of the goat (and its daily routine) within 
contemporary life’s ever-changing built and lived 
environment.

Left:
Installation view. 
Kedsuda Loogthong, The 
Horse In Memory, 2019, 
lead, 25 x 8 x 38 cm. 
Image courtesy of the 
artist. 

Top:
Kedsuda Loogthong, White 
Goat Grandmother in 
Landscape, 2019, graphite 
on paper, 100 x 125 cm. 
Image courtesy of the 
artist. 

Middle:
Kedsuda Loogthong, Black 
Goat in Landscape, 2019, 
graphite and charcoal on 
paper, 100 x 125 cm. Image 
courtesy of the artist. 

Bottom:
Kedsuda Loogthong, Goat 
Leader in Landscape, 2019, 
graphite and charcoal on 
paper, 100 x 125 cm. Image 
courtesy of the artist. 

Right:
Installation view. 
Kedsuda Loogthong, The 
Goat Story, 2019, lead, 
24 x 6 x 26 cm each (31 
pieces). Image courtesy 
of the artist. 
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One late morning, I happened to encounter 
a herd of goats in Bangkok, calling attention to 
a misplaced existence of domesticated animals 
roaming in the heart of the big city. In contrast 
to other farm animals, goats are considered as ‘a 
nonpicky eater’ and have adaptive capabilities to 
survive in difficult environments. A common belief 
suggests that they can eat whatever lies before 
them. (There are countless anecdotes of goats 
being widely blamed for desertification because 
they are raised grazing on green pastures, which 
in turn exerts a damaging impact on ecosystem. In 
brief, goats are very compatible and can live in all 
weather conditions.) 

The memory from that day comes flooding 
back and triggers childhood nostalgia for a 
rural idyll, during which my family once raised 
a number of farm animals such as horses, cows, 
pigs, geese, chickens, ducks, etc. This becomes a 
reason why this herd of goats are of great interest 
to me. Since then, I frequently went back to where 
I found the herd. From my close observation, 
there were obvious distinctions between this 
herd of goats and “common goats” that I used to 
come across. They were forced to live in confined 
environments, not to mention improper feeding. 
Since being raised in unhygienic conditions 
and fed with unhealthy feeds, these goats were 
far from a visually-pleasing appearance. It is 
worth noting that – within the coincidences and 
inconsistencies – I have observed a parallel 
between representations of my subject matter 
and a certain segment of minorities in Thailand, 
coping with hardships and toil in their lives. 

My creative imagination conjures up young 
mares and a herd of goats roaming in a meadow 
expressed through artistic representation to 
establish the communication between the present 
and the past. Conflicting environments in different 
contexts are interlinked and depicted through 
drawings and an installation of tin-plated objects 
to reflect the distinctions from my observation of 
the living behavior of this herd of goats. There is 
no perfection in any anatomical aesthetics. There 
are asymmetries and a lack of proper care from 
herders. What I have observed becomes an integral 
part of my creative interpretation, delivering the 
sublime message of its raw state. The tin texture 
noticeably displays the sheer physicality of the 
objet d’art. For some obscure reason, the pieces 
carry unspoken implications of common people’s 
lives and childhood memories of tin-toy farm 
animals I used to play with, e.g. once-popular tin 
horses in bygone days. 

My collection of drawings are expressed 
in simple and uncomplicated language to direct 
attention of audiences to life of these goats in 
varying contexts and environments. Each goat 
might look the same, but a closer look can yield a 
fascinating insight into their dissimilarities.

The Goat Story
by Kedsuda Loogthong, March 2019, Bangkok

Kedsuda Loogthong, Black 
Goat in the Summer, 2019, 
charcoal on paper, 35.5 x 
45.5 cm. Image courtesy of 
the artist. 

Kedsuda Loogthong, White 
Goat of Adventure in the City, 
2019, charcoal on paper, 
35.5 x 45.5 cm. Image 
courtesy of the artist. 

Kedsuda Loogthong, Black 
Goat in the Afternoon, 2019, 
charcoal on paper, 35.5 x 
45.5 cm. Image courtesy of 
the artist. 

Kedsuda Loogthong, Mother 
Goat & Baby Goat in the 
Morning, 2019, charcoal on 
paper, 35.5 x 45.5 cm. Image 
courtesy of the artist. 

From top to bottom:

Kedsuda Loogthong, Black 
Goat at 11.45am in Bangkok, 
2019, charcoal on paper, 
35.5 x 45.5 cm. Image 
courtesy of the artist. 

Top:
Kedsuda Loogthong, Catwalk 
of Goat in Bangkok, 2019, 
graphite and charcoal on 
paper, 127 x 235 cm. Image 
courtesy of the artist. 

Bottom (left):
Kedsuda Loogthong, The 
Whole Goats iin Landscape at 
10.45am, 2018, graphite on 
paper, 103 x 100 cm. Image 
courtesy of the artist. 

Bottom (right):
Kedsuda Loogthong, You 
and I in Landscape, 2018, 
graphite on paper, 103 x 
100 cm. Image courtesy of 
the artist. 
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Top:
Kedsuda Loogthong, 3.15pm 
at Goat Sleep, 2019, charcoal 
on paper, 50 x 70 cm. Image 
courtesy of the artist. 

Middle:
Kedsuda Loogthong, Black 
Goat of Relax Time, 2019, 
charcoal on paper, 50 x 70 
cm. Image courtesy of the 
artist. 

Top:
Kedsuda Loogthong, Elegant 
Goat in Landscape, 2019, 
charcoal on paper, 55 x 56 
cm. Image courtesy of the 
artist. 

Bottom:
Kedsuda Loogthong, Black 
Goats Stay Outside the Stable, 
2019, graphite and charcoal 
on paper, 45 x 50 cm. Image 
courtesy of the artist. 

Bottom:
Kedsuda Loogthong, Baby 
Goat in the Village, 2019, 
charcoal on paper, 55 x 56 
cm. Image courtesy of the 
artist. 
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Silpathorn Award is an honour for living Thai contemporary artists 
presented annually by the Office of Contemporary Art and Culture, 
Ministry of Culture, Thailand. The awards were established in 2004 to 
promote Thai contemporary artists who are considered to be in their 
mid-career and who have already made notable contributions to Thai 
fine arts and culture.

Natee Utarit
Damkerng Thitapiyasak

Woraphot Phanphong

Anant Narkkong

Sayombhu Mukdeeprom

Singh Intrachooto

Boonserm Premthada

Ministry of Culture, Bangkok, Thailand27 May
 2019

SILPATHORN
AWARD

Natee Utarit receiving the 
Silpathorn Award from 
Weeraroj Potjanarat, the 
Minster of Culture, Thailand. 
Image courtesy of the artist. 
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Natee Utarit at the 
Silpathorn Award ceremony. 
Image courtesy of the artist. 
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Yim Maline
Richard Koh Fine Art, Gillman Barracks, Singapore

7 - 22 June 
2019

Solo 
Exhibition

THE 
SHADOW 
OF CHANGE

Below:
Yim Maline, Layer, 2019, 
tissue paper and wire, 78 x 
56 x 56 cm. Image courtesy 
of the artist. 
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Installation view. The Shadow 
of Change, 7 - 22 June 
2019, Richard Koh Fine Art, 
Singapore. Image courtesy of 
Richard Koh Fine Art.



343342

Decompose: to make or become rotten; 
decay or cause to decay; break down or cause to 
break down into component elements or simpler 
constituents. The process of decomposition is 
necessary for our ecosystem. It is the systemic 
separating of bodies of living organisms into 
simpler organic matter that gets recycled in the 
biosphere; death and decay birth new life. This 
cyclical course of life and nature is detectable in 
Yim’s “Decomposition” series for her solo show, 
“The Shadow of Change”. Ridged, depressed, 
parched and scorched, Yim’s muted cardboard 
reliefs bear surface wounds and invasive scars 
whilst her mixed media works on paper lure 
the viewer into webs of stirring impressions 
of molecular structural compositions where 
one might get absorbed into shadowy depths. 
Together with protuberant and nodale sculptures, 
the works in “The Shadow of Change” enfold 
and interweave memories and personal history 
with encounters of present-day Cambodia. On 
its surface “The Shadow of Change” reflects the 

Excerpt from
Memories and Meditation: Recalling Resistance 
and Resilience
by Andrea Fam, May 2019, Singapore

Bottom:
Yim Maline, Decomposition 
(Measured) 14, 2016, 
graphite, charcoal, ink, and 
acrylic coloured pencil on 
cardboard, 110 x 143 cm. 
Image courtesy of the artist. 

Top:
Yim Maline, Decomposition 
(Measured) 3, 2016, 
graphite, charcoal, ink, and 
acrylic coloured pencil on 
cardboard, 112 x 143 cm. 
Image courtesy of the artist. 

Above:
Yim Maline, Decomposition 
(Measured) 4, 2016, 
graphite, charcoal, ink, and 
acrylic coloured pencil on 
cardboard, 112 x 143 cm. 
Image courtesy of the artist. 

impact of foreign intervention upon the land 
of Cambodia; mark-making techniques such as 
slicing, burning and perforating are employed as 
methods that mirror the renovative techniques 
that have swept across Sihanoukville in 
Southwest Cambodia, the coastal city which has 
witnessed the razing of thousands of trees and 
the erecting of nearly 300 casinos in their place. 
On a fundamental level, the works consider a 
loss of national and personal identity through 
the pillage of Khmer’s natural terrain, and a recall 
of Yim’s own lived history as a civil war survivor. 
Within the intricate compositions of these bodies 
of work lay reflections on reconciliation, renewal 
and revival. Yim’s series of amorphous and 
biomorphic drawings, paintings and sculptures 
attest to an urgency in making records of what 
remains of the Khmer landscape today and an 
urgency to work with the impact these marked 
changes have on the psyche of those that bear 
witness to such afflicting change.
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Top:
Yim Maline, Colourful 
Decomposition 8, 2017, 
mixed media on paper, 59.5 
x 84 cm. Image courtesy of 
the artist. 

Top:
Yim Maline, Colourful 
Decomposition 2, 2018, 
mixed media on paper, 78 x 
108.5 cm. Image courtesy of 
the artist. 

Bottom:
Yim Maline, Colourful 
Decomposition 7, 2018, 
mixed media on paper, 76 
x 99 cm. Image courtesy of 
the artist. 

Bottom:
Yim Maline, Colourful 
Decomposition 3, 2017, 
mixed media on paper, 78 x 
108.5 cm. Image courtesy of 
the artist. 
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Left:
Yim Maline, Plateau, 2019, 
tissue paper and wire, 160 x 
42 x 42 cm. Image courtesy 
of the artist. 

Right:
Yim Maline, Space, 2019, 
tissue paper and wire, 90 x 
55 x 55 cm. Image courtesy 
of the artist. 

Right:
Yim Maline, Valley, 2019, 
tissue paper and wire, 57 x 
48 x 48 cm. Image courtesy 
of the artist. 

Left:
Yim Maline, Colourful 
Decomposition 6, 2018, 
mixed media on paper, 
108.5 x 78 cm. Image 
courtesy of the artist. 
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In Time Lapse, viewers are invited to immerse into a ‘time-vortex’, winding 
back centuries of Afghanistan culture and history. The paintings represent 
a romanticisation of the Khusan Kingdom and the triumph of miniature 
paintings, abridging them with the complexities of modern day Afghanistan.

Amin Taasha
Richard Koh Fine Art, Kuala Lumpur, Malaysia

26 June - 
13 July 2019

Solo 
Exhibition

TIME-LAPSE

Installation view. Time-lapse, 
26 June - 13 July 2019, Richard 
Koh Fine Art, Kuala Lumpur. 
Image courtwwesy of Richard 
Koh Fine Art.
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Afghanistan is a country located at 
the crossroads of the silk routes and has long 
and complicated history. Artifacts found in 
Afghanistan bear traces of many traditions, from 
Greece and Iran to the world of steppe Eurasian 
and Chinese nomads. For example artifacts in 
Baktria Bronze Age, Aï Khanum, Bamiyan, Mes 
Aynak, Begram, and Tillya Tepe. Artifacts found 
at these sites provide new information that has 
revived discussions about Central Asian art, 
traditions and culture, especially Afghanistan. 
Afghanistan has experienced the triumph of 
miniature art in the 15th to 16th centuries with 
its most famous artist named Behzad. The origin 
of miniature Persian paintings began before the 
rise of Islamic civilization in Persia. In the XV 
century, the miniature painting style of Herat, 
West Afghanistan, began to develop under the 
East government. The development of city life 
and the feudal culture of Herat created needs 
that made miniature art flourish. The creation 
of Herat miniature paintings was inspired by 
stories of heroism, social struggle, romance, 
spirituality, warfare, court, and economic, and 
political conditions reflected in daily life at that 
time but mostly from literature and poetry. As 
a country located at the silk routes, Afghanistan 
has repeatedly experienced changes in tradition 
and culture. At present, Afghanistan is at the 

Time-lapse
by Amin Taasha, May 2019

crossroads of complicated times. When other 
countries move forward with technology and 
knowledge, extreme-minded groups want to 
bring Afghanistan backwards. Women are not 
free to express and explore, people who live 
near the extreme groups’s basecamp are careful 
in speaking and acting especially for minorities. 
When this extreme group was in power they 
entered schools and applied strict rules. This 
exhibition titled “Time-lapse” wants to bring 
back the face of Afghanistan a few centuries ago. 
Bring the romance of the Khusan kingdom and 
the triumph of miniature paintings, connect them 
with the face of Afghanistan today. Afghanistan 
is not an ideal country as well as other countries. 
Everything that is seen is not as simple as its 
appearance. Social, political, what is reported in 
the media are only a small part of the overall cause. 
Major conflicts are always motivated by economic 
elements, but don’t forget that the economy will 
have no price if this world is damaged. There is 
one paradox in which intelligence at one point 
actually becomes ignorance which eventually 
causes problems in the future. Intelligence is the 
dream of many people, but everything always has 
two sides. Good or bad depends on which party 
we are in. Even good or bad conditions are very 
unstable and can change at any time.

Opposite (top):
Amin Taasha, Still Far, 2018, 
watercolor, acrylic, ink, 
gold and silver on paper 
(mounted), 45 x 120 cm. 
Image courtesy of the artist. 

Opposite (2nd top):
Amin Taasha, Waiting for the 
Full Moon, 2018, watercolor, 
acrylic, ink, gold and silver 
on paper (mounted), 45 x 
120 cm. Image courtesy of 
the artist. 

Opposite (3rd top):
Amin Taasha, Silence is Full 
of Answer, 2018, watercolor, 
acrylic, ink, gold and silver 
on paper (mounted), 45 x 
120 cm. Image courtesy of 
the artist. 

Opposite (bottom):
Amin Taasha, Forbidden, 
2018, watercolor, acrylic, 
ink, gold and silver on paper 
(mounted), 45 x 120 cm. 
Image courtesy of the artist. 

Left:
Installation view. Time-lapse, 
26 June - 13 July 2019, 
Richard Koh Fine Art, Kuala 
Lumpur. Image courtwwesy 
of Richard Koh Fine Art.
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Left:
Amin Taasha, Promise, 2018, 
watercolor, acrylic, ink, 
gold and silver on paper 
(mounted), 120 x 45 cm. 
Image courtesy of the artist. 

Left:
Amin Taasha, Unknown, 
2019, watercolor, acrylic, 
ink, gold and silver on paper 
(mounted), 120 x 45 cm. 
Image courtesy of the artist. 

Right:
Amin Taasha, Sing the Life, 
2018, watercolor, acrylic, 
ink, gold and silver on paper 
(mounted), 120 x 45 cm. 
Image courtesy of the artist. 

Right:
Amin Taasha, Unpredictable, 
2019, watercolor, acrylic, 
ink, gold and silver on paper 
(mounted), 120 x 45 cm. 
Image courtesy of the artist. 
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Top (left):
Amin Taasha, Melting Through 
Time, 2019, watercolor, 
acrylic, ink, gold and silver on 
paper (mounted), 45 x 120 
cm. Image courtesy of the 
artist. 

Top (right):
Amin Taasha, When the Sun 
Goes Down, 2018, watercolor, 
acrylic, ink, gold and silver on 
paper (mounted), 45 x 120 
cm. Image courtesy of the 
artist. 

Bottom:
Amin Taasha, Remain Happy 
1-10, 2019, mixed media, 
gold on old book paper, 23 x 
15 cm each. Image courtesy 
of the artist. 
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In Far Far Away, the works come together as a testament to the 
cosmos and its relation to the human condition. Early models of the 
cosmos placed human kind at the centre and claimed that we are the 
nexus of all existence, and we, the purpose for everything. 

Komkrit Tepthian
Richard Koh Projects, Bangkok, Thailand

29 June - 
20 July 2019

Solo 
Exhibition

FAR  FAR 
AWAY

Installation view. Far Far Away, 
29 June - 20 July 2019, Richard 
Koh Projects, Bangkok. Image 
courtesy of Richard Koh Fine 
Art.

359358
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Left (top):
Komkrit Tepthian, Sweet, 
2019, fiber glass, 83 x 83 
x 32 cm. Image courtesy of 
the artist. 

Left (bottom):
Details. Komkrit Tepthian, 
Sweet, 2019, fiber glass, 
83 x 83 x 32 cm. Image 
courtesy of the artist. 

Under the spacious firmament, amid black 
sky sheet, how the scattering stars are. I want to 
see them with my two eyes, though the cosmos is 
too far and high that through the end of my life 
is still not enough far. The truth is that I have to 
accept no way to actually see afore my two eyes. 
I’d learnt about the cosmos from blister packs of 
anti-diarrhea medicine as well as memorized the 
picture of them from Chinese snacks’ packs, TV 
cartoons, movies and religion. When look up into, 
it feels pretty close that we could reach. While 
legends and myths seem to be the only link to 
the dazzling stars and glowing moon far beyond 
the sky realm, as long as our imagination shines, 
the cosmos is as far as when we close our eyes.

Artist 
Statement
by Komkrit Tepthian, May 2019

Above:
Komkrit Tepthian, Alberts, 
2019, resin, 75 x 40 x 25 
cm. Image courtesy of the 
artist. 
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Above:
Komkrit Tepthian, Laika, 2019, 
resin, 75 x 40 x 25 cm. Image 
courtesy of the artist. 

Above:
Komkrit Tepthian, Félicette, 
2019, resin, 75 x 40 x 25 cm. 
Image courtesy of the artist. 
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1. Jujube Fruits and Newton
I have kept my questions about this issue 

to myself for a long time since I began touring 
various ancient historical sites in Thailand.  If 
many of you have observed, you will find lots 
of jujube trees at every ancient historical sites 
nationwide.  The only explanation I’ve ever 
received is “Burmese waste” from the times 
when Burma waged war with Thailand hundreds 
of years ago.  Stories like this make me think of 
why our neighbors like to eat jujube fruits. 

I’ve wondered about this for a long, long 
time until once when I met a knowledgeable 
person, an elderly gentleman who could tell the 
history as eloquently as a folktale or legend, 
turning his listeners back into children in cradles.  
He answered my questions with knowledge.  And 
I suspect he’s telling this story somewhere up in 
the wide blue sky. 

At the time, the meaning was that, if you 
look back to the reign of Rama V, the importance 
and value of ancient historical sites might not 
have attracted much attention.  Many ancient 
historical sites are, therefore, mixed with 
overgrown jungles without anyone to take care 
them.  The policy for fallen jujube fruits was, 
therefore, implemented.  Many jujube trees were 
planted all over the place in the vicinities of 
ancient historical sites.  When the government 
supported the processing of jujube fruits, the 
local residents came in to collect the fruits to sell. 
However, collecting the jujube fruits from under 
the trees overrun with grass or weeds made it 
difficult.  So, they had to cut and rake the grass 
to make it orderly before shaking the jujube trees 
to make the fruits fall to the ground over a wide 
area.  And this is how ancient historical sites in 
those days came to have people coming and 
going all the time, so it was no longer cluttered or 
quiet and lonely.  Meanwhile, Newton discovered 
his Theory of Gravity as he watched apples fall to 
the ground. 

Later, Thailand discovered maintaining 
ancient historical sites with honey-colored 
jujube fruits, too.  So, there are a lot of meanings 
from fallen jujube fruits and apples. 

2. Space Travel on the Back of a 
Dragon

When I was living in Supanburi, I stayed 
in a student dormitory located behind the City 
Pillar Shrine.  At the time, the giant dragon was 
still under construction.  We university students 
were able to go through a tiny door that was 
open to connect the dormitory and the City Pillar.  
That door was like a dimly lit passageway in the 
curtain of a long, white, winding wall surrounding 

the area.  The old white wall towering above us 
wasn’t exactly daunting to us adolescents.  We 
were always going in groups to sit and recline 
as we hung out along the edge of the wall.  
We sat there and watched the cars go by.  We 
also watched people and looked out for the 
suspicious type who could have hidden drugs in 
the ventilation holes of the wall, while watching 
the small old community and its changes.  And 
we spent our twilight hours watching the stars.  
The TV evening news of each day attracted our 
attention to the phenomenon of sky called 
“meteor showers”.   We enthusiastically waited 
for gradual transition into the nighttime sky, so 
we could keep our eyes locked on the heavens.  I 
climbed up onto the edge of the wall and stood 
on the ridge of the wall.   I stared ahead and 
observed the long, winding wall and imagined 
myself standing on the back of a dragon, a rather 
filthy dragon that served as a divide between 
belief and reality.  Before long, the first meteor 
shot forth from the edge of the sky and appeared 
as a fleeting arc of light.  I bent over to see it and 
look for more.  Cool breezes rustled in the bushes 
as the scent of nameless foliage coyly wafted on 
the breeze.  My eyes remained locked on the sky 
as I imagined myself drifting in the space of my 
grandest dreams scattered with innumerable 
meteors.   There was no air in that place, so I 
doubted that there would be cool breezes and 
fragrances of nighttime flora up there.  And it was 
at that moment that the truth unfurled itself in 
my thoughts.  Actually, no matter how much older 
I grew, how much richer I would become in my 
lifetime, I would never be able to see that space 
with my own two eyes again.  Reality, therefore, 
walked me back to the dormitory amidst the 
meteor shower woven into a heavenly curtain.

3. The Prodigious Sky 
It’s the first meet of oil color and me and 

it’s the first time I’d drawn a picture of night 
sky. For presence of the stars named and called 
familiarly by mythology, but for reality are they 
constellations or planets, and where are they 
located in the universe? Within the immense sky 
above, we know nothing about it, we’d never seen 
it with our two eyes and it’s impossible to sense 
with all physical perceptions. The only thing I can 
do is travelling with my imagination around the 
black realm decorated with sparkling stars as I’ve 
been familiar from far and far away.

Komkrit Tepthian
2019, Bangkok

Left:
Komkrit Tepthian, Jujube 
Fruits and Newton, 2019, 
print on paper, 40 x 60 cm. 
Image courtesy of the artist. 

Center:
Komkrit Tepthian, Space 
Travel on the Back of a 
Dragon, 2019, print on 
paper, 40 x 60 cm. Image 
courtesy of the artist. 

Right:
Komkrit Tepthian, The 
Prodigious Sky, 2019, print 
on paper, 40 x 60 cm. 
Image courtesy of the artist. 
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Top:
Komkrit Tepthian, Far but 
Near, 2019, the piece of anti-
diarrhea medicine & gold 
leaf, 40 x 34.5 cm. Image 
courtesy of the artist. 

Bottom:
Komkrit Tepthian, Look 
Alike, 2019, print on 
paper, 70 x 100 cm. Image 
courtesy of the artist. 

Top:
Komkrit Tepthian, EYES, 
2019, oil on wooden 
windows, 48 x 203 cm. 
Image courtesy of the artist. 
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Nadiah Bamadhaj2019

MORAL PANIC

Righteous I and II
by Nadiah Bamadhaj, February 2019

Context
The works Righteous I & Righteous II (2018) 

fit within a larger drawing series called Moral 
Panic (2018). Moral Panic (2018) is the third series 
of artworks I have made in 2018 as a response to 
socio-political events that have directly affected 
the LGBTQ community in Yogyakarta (where I live) 
and Indonesia as whole.  

In early 2016 the presidential win of 
Joko Widodo (Jokowi) brought for the first time 
in Indonesia’s history a leader outside of the 
military elite. After this political upset, several 
opposition ministers then began naming LGBTQ 
as a mental illness that had to be eradicated. 
These opposition ministers were using the 
LGBTQ community to challenge the leadership’s 
moral standing amongst the conservative middle 
class that supported it. These institutionalised 
verbal attacks on LGBTQ then gave license to 
more conservative Indonesian provinces to enact 
discrimination and violence against this LGBTQ, 
as an expression of political support for the 
opposition. 

It must be noted that religious tenets, 
specifically Islam, was the driving impetus behind 
this homophobic wave. Conservative Islamic 
political parties had backed Jokowi’s opposition 
and failed to gain political power as a result of his 
win. Attacking LGBTQ groups on religious grounds 
was a means of testing the ‘religious morality’ of 
the presidency. 

Figures
In Righteous I & II (2018) I am depicting a 

certain kind of actor in the moral panic equation 
in Indonesia. This actor is more often than not 
male, representing an Islamic conservative 
predominantly middle-class rejection of LGBTQ 
communities based on religious doctrine and 
‘cultural tradition’. The latter is entirely fictitious 
as LGBTQ communities in Indonesia have always 

found a place to exist within traditional cultures. 
However, this new strain of Islamic conservatism 
seeks to use LGBTQ issues to divide society into 
those for or against the current ruling government. 
Stigmatisation of LGBTQ communities in present 
day Indonesia is a political expression of the 
opposition. 

Both figures in Righteous I & II (2018) wear 
the kiffeyeh or more colloquially known as sorban 
– the black and white wrap universally associated 
with the Palestinian independence moment. In 
Indonesia, the sorban has become an emblem for 
the Muslim conservative far right -- the groups 
most responsible for the assaults and harassment 
of LGBTQ in the last two years. Righteous I bears 
the sorban on his shoulder, turned away in 
a pose of defiance and rejection. Righteous 
II’s face is wrapped in the sorban entirely, fist 
clenched, in equal defiance. Both do not listen 
and are symbolic of a refusal to participate in a 
conversation. Both wear white, another uniform 
of the Indonesian Islamic far right.

Technique
The collage on paper technique that I 

employ is not a spontaneous one, but rather 
planned and meticulous. All subject matter that I 
use for this technique can be classified as ‘found 
object or subject’. I photograph all my images and 
Photoshop the images before I start the collage 
process. This is primarily because I prioritise 
resolved composition in my work.  

I use a 300 gram watercolour acid-free 
paper. My assistant then peels back a layer of this 
paper to obtain a textured effect. I then tear and 
charcoal this peeled paper and work the collage 
onto an already resolved compositional image 
with acid-free PVA glue. I then glued another 
layer of 300gram watercolour acid-free paper 
onto the back of the collage to secure it.

Left:
Nadiah Bamadhaj, Righteous 
I, 2018, charcoal and 
collage on paper, 180 x 
136.5 cm. Image courtesy 
of the artist. 

Right:
Nadiah Bamadhaj, Righteous 
II, 2018, charcoal and 
collage on paper, 180 x 131 
cm. Image courtesy of the 
artist. 
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Consensual and Non-Consensual
by Nadiah Bamadhaj, February 2019

Context
The works Consensual & Non-Consensual 

(2018) fit within a larger drawing series called 
Moral Panic (2018). Moral Panic (2018) is the 
third series of artworks I have made in 2018 
as a response to socio-political events that 
have directly affected the LGBTQ community in 
Yogyakarta (where I live) and Indonesia as whole.

In early 2016 the presidential win of 
Joko Widodo (Jokowi) brought for the first time 
in Indonesia’s history a leader outside of the 
military elite. After this political upset, several 
opposition ministers then began naming LGBTQ 
as a mental illness that had to be eradicated. 
These opposition ministers were using the 
LGBTQ community to challenge the leadership’s 
moral standing amongst the conservative middle 
class that supported it. These institutionalised 
verbal attacks on LGBTQ then gave license to 
more conservative Indonesian provinces to enact 
discrimination and violence against this LGBTQ, 
as an expression of political support for the 
opposition.

It must be noted that religious tenets, 
specifically Islam, was the driving impetus behind 
this homophobic wave. Conservative Islamic 
political parties had backed Jokowi’s opposition 
and failed to gain political power as a result of his 
win. Attacking LGBTQ groups on religious grounds 
was a means of testing the ‘religious morality’ of 
the presidency.

There have been two waves of what the 
Indonesia Human Rights Watch Report 2018 
calls ‘moral panic’ against LGBTQ communities in 
Indonesia. The Sharia-based province of Northern 
Aceh enacted two public canings of men caught 
having sex with each other in the province. The 
works Consensual & Non-Consensual (2018) are 
based on those events. 

Subject Matter
There are two items depicted in these 

works. In Consensual (2018) the image is 
of a leather body harness popular amongst 
LGBTQ communities not only in Indonesia 

but internationally. Leather culture in gay 
communities around the world is a method 
of distinguishing oneself from mainstream 
sexual cultures and an expression of eroticism 
association with BDSM (Bondage/Discipline, 
Dominance/Submission, Sado/Masochism). The 
history of leather culture in LGBT communities 
comes from leather motorcycle gangs as an 
expression of masculinity, originating mainly in 
the United States in the mid 20th century. What 
is specific about the leather culture and BDSM is 
despite its play on dominance and submission, it 
is an act of mutual consensuality.

I wanted to contrast this sub-cultural icon 
of a leather harness with a whip in Non-Consensual 
(2018).  This work tries to contrast the harness 
by making reference to the non-consensual 
whippings of gay men in Northern Aceh in July of 
2018. The primary issue is not the objects but the 
presence and lack of consent. Consensual (2018) 
makes reference to LGBTQ leather culture that 
employs consent. Non-Consensual (2018) makes 
reference to the misuse of power by the state to 
impose violence upon the LGBTQ community. It is 
not a play or negotiation of power, but an abuse 
of one.

Technique
The collage on paper technique that I 

employ is not a spontaneous one, but rather 
planned and meticulous. All subject matter that I 
use for this technique can be classified as ‘found 
object or subject’. I photograph all my images and 
Photoshop the images before I start the collage 
process. This is primarily because I prioritise 
resolved composition in my work.

I use a 300 gram watercolour acid-free 
paper. My assistant then peels back a layer of this 
paper to obtain a textured effect. I then tear and 
charcoal this peeled paper and work the collage 
onto an already resolved compositional image 
with acid-free PVA glue. I then glued another 
layer of 300gram watercolour acid-free paper 
onto the back of the collage to secure it.

Left:
Nadiah Bamadhaj, 
Consensual, 2018, charcoal 
and collage on paper, 180 x 
111 cm. Image courtesy of 
the artist. 

Right:
Nadiah Bamadhaj, Non-
Consensual, 2018, charcoal 
and collage on paper, 180 x 
127 cm. Image courtesy of 
the artist. 
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Civil Servant and Civil Society
by Nadiah Bamadhaj, February 2019

Context
The works Civil Servant & Civil Society 

(2018) fit within a larger drawing series called 
Moral Panic (2018). Moral Panic (2018) is the 
third series of artworks I have made in 2018 
as a response to socio-political events that 
have directly affected the LGBTQ community in 
Yogyakarta (where I live) and Indonesia as whole.  

In early 2016 the presidential win of 
Joko Widodo (Jokowi) brought for the first time 
in Indonesia’s history a leader outside of the 
military elite. After this political upset, several 
opposition ministers then began naming LGBTQ 
as a mental illness that had to be eradicated. 
These opposition ministers were using the 
LGBTQ community to challenge the leadership’s 
moral standing amongst the conservative middle 
class that supported it. These institutionalised 
verbal attacks on LGBTQ then gave license to 
more conservative Indonesian provinces to enact 
discrimination and violence against this LGBTQ, 
as an expression of political support for the 
opposition. 

There have been two waves of what the 
Indonesia Human Rights Watch Report 2018 
calls ‘moral panic’ against LGBTQ communities in 
Indonesia. First in 2016, and the second occurring 
now, primarily in Sumatra and West Java. This 
includes mass anti-LGBTQ demonstrations by 
Islamic groups, televised Islamic conversion 
therapy, online hate speech by Islamic clerics, 
and public assaults and shaming of transgender 
women at their places of work. 

After the first wave of ‘moral panic’ in 
Yogyakarta, I began volunteering at Yogyakarta’s 
Extended Transgender Family  (KEBAYA). This is 
an HIV shelter for the homeless run by three 
Indonesian transgender activists. The LGBTQ 
communities who are affected by poverty 
and HIV gravitate to this shelter along with 
other cisgender residents. From here I met and 
was exposed to many issues relating to this 
Indonesian moral panic.

Portraits
The people depicted in Civil Servant & 

Civil Society (2018) make reference to a long-

standing conflict in Indonesian society between 
those who are deemed morally subversive, and 
the state actor that enacts sanctions against the 
former.

Civil Society (2018) represents the LGBTQ 
community, and the portrait is taken specifically 
from a friend of mine, S, who has lived in the HIV 
homeless shelter at which I volunteer. S has been 
rejected by his family and continually looking for 
work as he is bullied out of one job after another 
for being too ‘effeminate’. S may strike a balance 
in his life at certain times by finding a good place 
of work and understanding co-workers. However, 
this situation may spiral out of control again once 
confronted with new forms of stigmatisation. This 
puts him in a constantly precarious financial and 
psychological situation. Combined with his HIV 
status, S has found himself homeless on several 
occasions, and comes dangerously close to being 
detained in state sponsored facilities due to 
homelessness. 

I photographed S for this drawing upon 
the understanding that this work would be 
exhibited outside Indonesia.

Civil Servant (2018) also represents a 
person that I have met through my volunteer 
work. He is based on the character of a civil 
servant that runs a state sponsored facility that 
treats the homeless as vagrants that require 
detention. I have depicted him in the typical 
uniform of the Indonesian civil servant. This 
character is essentially full of good intentions, but 
has to act out his role, based on laws, that treat 
disenfranchised LGBTQ homeless as something 
that has to be shamed and hidden from society.

I have matched these two portraits based 
on Javanese mythology of the Naga (snake) and 
Garuda (eagle). In this mythology, both represent 
opposite worlds of air and earth, are in constant 
conflict with each other represented through 
many mythological tales. My friend S is depicted 
as the snake from the feminine nether world, 
whereas the civil servant is depicted as the 
masculine eagle, the symbol of kings and power. 
Both will always represent opposite worlds that 
are perpetually in conflict. 

Left:
Nadiah Bamadhaj, Civil 
Servant, 2018, charcoal and 
collage on paper, 180 x 111 
cm. Image courtesy of the 
artist. 

Right:
Nadiah Bamadhaj, Civil 
Society, 2018, charcoal and 
collage on paper, 180 x 131 
cm. Image courtesy of the 
artist. 
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Phatcharaphan Chanthep2019

Right (top):
Phatcharaphan 
Chanthep, The World 
is Not Enough, 2019, 
watercolor on paper, 
100 x 120 cm. Image 
courtesy of the artist. 

Left (top):
Phatcharaphan 
Chanthep, Suppose 
God, 2019, watercolor 
on paper, 82 x 120 cm. 
Image courtesy of the 
artist. 

Right (bottom):
Phatcharaphan 
Chanthep, Bird Eye 
View, 2019, watercolor 
on paper, 100 x 120 
cm. Image courtesy of 
the artist. 

Left (bottom):
Phatcharaphan 
Chanthep, Honorary 
Consul, 2019, 
watercolor on paper, 
82 x 120 cm. Image 
courtesy of the artist. 
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Pen Robit2019

Right:
Pen Robit, Thread #17 - #19, 
2019, acrylic on paper, 37 x 
55 cm each. Image courtesy 
of the artist. 

Left:
Pen Robit, Thread #20 - #21, 
2019, acrylic on paper, 55 x 
37 cm each. Image courtesy 
of the artist. 
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Mud Mashed Hydrangea Leaves 
And Salad Of Dandelion Greens 
by Eiffel Chong  
http://www.thailand4.com/.gen/2018 
-08-29/b4e9bd840e5af7db710a70f8 
0ad92140/

Thailand Press Release, 2018.08.29

NO WANDERING MINSTREL 
https://pluralartmag.com/2018/08/24/
no-wandering-minstrel/

Plural, 2018.08.24

Chinese Artist Sun Xun’s First 
Exhibition at Richard Koh Fine Art 
in Malaysia 
https://www.blouinartinfo.com/news/
story/3177067/chinese-artist-sun-
xuns-first-exhibition-at-richard-koh-
fine

Blouin Artinfo, 2018.07.25
What to see at ADAA Chelsea 
Gallery Walk on 18 July 2018 
http://artradarjournal.com/2018/07 
/17/what-to-see-at-adaa-chelsea- 
gallery-walk-on-18-july-2018/

Art Radar, 2018.07.17

Forgotten Beauty 
http://www.rainforestfringe.com/
programme/forgotten-beauty

Rainforest Fringe, 2018.07

Art Radar, 2018.08.08 
“Ravaged”: Malaysian artist 
Nadiah Bamadhaj at Chambers 
Fine Art, New York 
http://artradarjournalcom/2018/08/ 
08/ravaged-malaysian-artist-nadiah-
bamadhaj-at-chambers-fine-art-new-
york/

The Nation, 2018.08.28

A toast to Hem 
http://www.nationmultimedia.com/
detail/art/30353158

Star2, 2018.08.25
Eiffel Chong’s new exhibition 
is a study on mortality and the 
ephemerality of life 
https://www.star2.com/culture/2018/ 
08/25/eiffel-chong-solo-photography-
exhibition-flowers-life-and-society/

Star2, 2018.08.08
China’s Sun Xun’s first solo 
exhibition in KL offers the surreal 
and fantastical 
https://www.star2.com/culture/2018/ 
08/08/china-sun-xun-richard-koh-fine-
art-woodcut-animation-artist/

Newswit, 2018.08.29
Photography Exhibition Mud 
Mashed Hydrangea Leaves And 
Salad of Dandelion Greens by 
Eiffel Chong 
http://www.newswit.com/.gen/2018- 
08-29/b4e9bd840e5af7db710a70f8 
0ad92140/

Southeast Asia Globe, 2018.08.31
Photography / The photographer 
capturing the eerie illustrations of 
Thai legend Hem Vejakorn 
http://sea-globe.com/after-hem-
vejakorn/

Architectural Digest Italia, 2018.09

Christie’s Magazine, 2018.09

Una storia lunga un quadro 
http://rkfineart.com/wp-content/
uploads/2018/09/PAPARONI-UTARIT-
AD-1.jpg

On Show 
http://rkfineart.com/wp-content/
uploads/2019/07/Natee-Utarit_Pages-
from-Sept-Oct-2018.pdf

Expat GO, 2018.07.27
Art Exhibition in KL: August 2018 
https://www.expatgo.com/
my/2018/07/27/art-exhibitions-in-kl-
august-2018/

Star2, 2018.07.10
A vortex of trash in the Pacific 
Ocean inspires Faizal Yunus’s art 
https://www.star2.com/culture/2018/ 
07/10/faizal-yunus-richard-koh-fine-
art-exhibition-vortex-pacific-ocean/

Arthing, 2018.07.04
CONDO SHANGHAI 2018 
https://www.arthing.org/
archives/2018/07/post048223.html

J: Gallery @ Condo Shanghai 
2018 
http://www.artlinkart.com/cn/
exhibition/overview/8f3fAzoi

Art Link Art, 2018.07

PRESS CLIPPINGS
ACAW, 2018.09.06
2018 Consortium Partner 
Exhibitions In Asia  
http://www.acaw.info/?page_
id=35683

Life Style Asia, 2018.09.05
State of Art: 6 exhibitions to see in 
KL this September 2018  
https://www.lifestyleasia.com/
kl/culture/art-design/state-art-6-
exhibitions-see-kl-september-2018/

Blouin Artinfo, 2018.09.04
Two-Person Exhibition “Elysian 
Fields”  
https://www.blouinartinfo.com/
news/story/3238813/two-person-
exhibition-elysian-fields-at-richard-
koh-fine-art

Trong Gia Nguyen Executive 
Orders Richard Koh Fine Art, 
Singapore 
http://www.randian-online.com/
np_event/trong-gia-nguyen-executive-
orders-richard-koh-fine-art-singapore/

Ran Dian, 2018.09.18
Art After Dark – Gillman Barracks 
Celebrates Its 6th Anniversary! 
https://bakchormeeboy.com/2018/09/ 
17/preview-art-after-dark-gillman-
barracks-celebrates-its-6th-
anniversary/

Bakchormeeboy, 2018.09.17
How to experience Kuala Lumpur 
in high style 
https://www.mandarinoriental.
com/mo-magazine/luxury-
travel/best-things-to-do/kuala-
lumpur/2018/09/13/hedonist-holiday

MO Magazine, 2018.09.13

Elysian Fields exhibition by 
Haffendi Anuar and Sinta Tantra 
http://www.newswit.com/.gen/2018- 
09-10/fafd500902a117dbb32cad30 
baac61ca/

Newswit, 2018.09.10

Taipei Dangdei 2019 Gallery List 
Announced 
http://www.randian-online.com/
np_announcement/taipei-dangdei-
2019-gallery-list-announced/

Ran Dian, 2018.09.28
Bringing Art Home 
https://s3-ap-southeast-1.amazonaws.
com/emagazine.fireflyz.com.my/
FYeMag/issue-60/mobile/index.
html#p=67

FireFlyz, 2018.10

Haffendi Anuar 
https://www.floorrmagazine.com/
issue-17/haffendi-anuar

Floorr, 2018.10.02
In Awe of Things, Richard Koh Fine 
Art at Art Expo Malaysia 2018 
https://www.expatgo.com/
my/2018/10/02/art-exhibitions-in-kl-
october-2018/

Expat GO, 2018.10.02
Art Exhibitions in KL: October 
2018 
https://www.expatgo.com/
my/2018/10/02/art-exhibitions-in-kl-
october-2018/

Amazing Plants and Flowers 
http://rkfineart.com/wp-content/
uploads/2018/10/FOCUS-issue28-
Mud-Mashed-Hydrangea-Leaves-and-
Salad-of-Dandelion-Greens_lowres.pdf

Expat GO, 2018.10.02FOCUS, 2018.10, Issue 28

Zelin Seah - In Awe Of Things 
https://www.thaipr.net/
exhibition/892948

Thai PR, 2018.10

Inaugural Edition of Taipei 
Dangdai Fair Announces Exhibitor 
List 
http://www.artnews.com/2018/09/27/
inaugural-edition-taipei-dangdai-fair-
announces-exhibitor-list/

Art News, 2018.09.27

Asia Contemporary Art Week 
https://www.e-flux.com/
announcements/210521/field-
meeting-take-6-thinking-collections/

e-flux, 2018.09.27

Haffendi Anuar Elysian Fields 
Sinta Tantra 
http://tefd.theedgemarkets.com/2018/
TEP/20180925cfd79f.pdf

The Edge Financial, 2018.09.25
Richard Koh Projects (Bangkok) 
Exhibition Closing Pattana 
Chuenmana: After Hem Vejakorn 
http://www.acaw.info/?page_
id=35683

ACAW, 2018.09.22Homme, 2018.09.21
Art Expo 2018 Will Be A 
Sensation! 
http://homme.com.my/
web/2018/09/29/art-expo-2018-will-
be-a-sensation/
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Artistic freedom of expression and 
mobility promoted in Lao PDR 
https://bangkok.unesco.org/content/
artistic-freedom-expression-and-
mobility-promoted-lao-pdr

UNESCO, 2018.11.21

These are 5 artists you need to 
check out at Bangkok Art Biennale   
https://www.timeout.com/bangkok/
news/these-are-5-artists-you-need-to-
check-out-at-bangkok-art-biennales-
venues-in-pathumwan-wireless-
area-102518

Time Out, 2018.10.25
Keep the forest with the brush 
http://www.judprakai.com/
creative/727

Judprakai, 2018.10.22

Keep the forest with the brush 
http://www.bangkokbiznews.com/
news/detail/816391

Bangkok Biz News, 2018.10.22

Museum Musings: Of Dreams and 
Contemplation at The Private Museum 
https://bakchormeeboy.
com/2018/12/13/museum-musings-
of-dreams-and-contemplation-
selections-from-the-collection-of-
richard-koh-at-the-private-museum/

Bakchormeeboy, 2018.12.13

Taiwanese artist’s child-like works 
are like little puzzles to solve 
https://www.star2.com/culture/2018/ 
12/07/liu-hsin-ying-taiwanese-artist-
solo-exhibition-richard-koh-fine-art/

Star 2, 2018.12.07

Somewhere Down The River 
http://www.optionstheedge.com/topic/
culture/cultural-index-what-see-and-
do-week-dec-3-9

Options, 2018.12.06

Somewhere Down the River, 
Richard Koh Fine Art 
https://www.expatgo.com/
my/2018/12/05/art-exhibitions-in-kl-
december-2018/

Expat Go, 2018.12.05
Somewhere Down the River 
http://www.theedgemarkets.
com/article/weekend-
numbers-301118-021218

The Edge Markets, 2018.11.30
Trong Gia Nguyen The Last State 
Richard Koh Projects 
http://www.randian-online.com/np_
event/trong-gia-nguyen-the-last-state-
richard-koh-projects-rkprojects/

Ran Dian, 2018.11.27

Opening Reception of Somewhere 
Down the River by Liu Hsin-Ying 
https://www.evensi.com/opening- 
reception-river-liu-hsin-ying-229-
jalan-maarof-taman-bangsar-59000-
kuala-lumpur-wilayah-persekutuan-
malaysia/278158031

Evensi, 2018.11.23
Richard Koh Fine Art presents 
Liu Hsin-Ying solo exhibition 
Somewhere Down the River 
http://www.thailand4.com/.gen/2018- 
11-21/e0f46f51471476c736a50b99d 
bbf37ff/

Thailand PR News, 2018.11.21
Nopchai Ungkavatanapong’s 
Recent Arts by Richard Koh 
Projects 
http://www.dailyseni.com/v4/nopchai-
ungkavatanapongs-feature-by-richard/

The Daily Seni, 2018.11.02

Asian Art Dominates at Malaysian 
Expo 
https://penangmonthly.com/article.
aspx?pageid=15355&name=asian_art_
dominates_at_malaysia_expo

Penang Monthly, 2018.11
Higher Order Love 
http://www.optionstheedge.com/topic/
culture/cultural-index-what-see-and-
do-week-oct-29-nov-4

Options, 2018.10.29

HOL (Higher Order Love) Chapter 
3, Scab: Lucky Draw 
https://artsequator.com/weekly-picks-
malaysia-8-14-october-2018/

Arts Equator, 2018.10.08
Art Expo Malaysia: Come in, sit 
down, have tea, and engage 
https://www.star2.com/culture/2018/ 
10/13/art-expo-malaysia-matrade-
exhibit-the-art-project-room-japan-
pavilion/

Star2, 2018.10.13

Richard Koh Projects presents 
the Recent Works by Nopchai 
Ungkavatanapong   http://www.
thailand4.com/.gen/2018-10-17/6c88
03b77aa62d8605ddc397f4305494/

Thai PR News, 2018.10.17
Richard Koh Projects presents 
the Recent Works by Nopchai 
Ungkavatanapong 
https://www.thaipr.net exhibition/ 
895570

Thai PR, 2018.10.17

Mid-October 2018: Malaysian Art 
Week? 
http://artklitique.blogspot.com/

Art KL-itique, 2018.10.19

Of Dreams and Contemplation 
Selections from the Collection 
of Richard Koh 23 January to 3 
March 2019 
http://www.thailand4.com/.gen/2019-
01-07/5654e59d1fb23de68b116c8e
4f4faa60/

Thailand Press Release, 2019.01.07
Of Dreams and Contemplation 
Selections from the Collection 
of Richard Koh 23 January to 3 
March 2019 http://www.newswit.
com/.gen/2019-01-07/5654e59d1fb2
3de68b116c8e4f4faa60/

Newswit, 2019.01.07
Asia Contemporary Art Week 
(ACAW) 
https://www.e-flux.com/
announcements/209106/field-
meeting-take-6-thinking-collections/

e-flux, 2019.01.07

The Art of Richard Koh 
http://rkfineart.com/news/them-
magazine-2019-spring-summer-no-
022-the-art-of-richard-koh/

Them Magazine, 2019 Spring

Streaming Mountain 
http://www.theedgegalerie.com/
happening/streaming-mountain

The Edge Galerie, 2019.01
S.E.A. Focus 
https://sagg.info/event/s-e-a-focus/

SAGG, 2019.01
Taipei Dangdai’s Inaugural Art Fair 
Presented By UBS Private Bank 
http://savourblackbookasia.com/
taipei-dangdais-inaugural-art-fair-ubs-
private-bank/

Savour Blackbookasia, 2019.01
Of Dreams and Contemplation - 
Collector Dialogue [Straight Talk]  
https://peatix.com/event/582700

Peatix, 2019.01

Of Dreams and Contemplation: 
Selections from the Collection of 
Richard Koh 
https://artsequator.com/event/of-
dreams-and-contemplation-selections-
from-the-collection-of-richard-
koh/2019-02-05/

Arts Equator, 2019.01
Yeoh Choo Kuan - Streaming 
Mountain 
https://www.lifestyleasia.com/kl/
culture/art-design/state-of-art-
6-exhibitions-to-see-in-kl-this-
january-2019/

Life Style Asia, 2018.12.28
In celebration of identity 
http://www.nationmultimedia.com/
detail/art/30361051

The Nation, 2018.12.25
9 Southeast Asian Galleries at 
Taipei Dangdai 
https://www.artandmarket.net/
news/2018/12/23/9-southeast-asian-
galleries-at-taipei-dangdai-2019

Art & Market, 2018.12.24

Is optimism ridiculous?  
https://www.indulgexpress.com/
culture/art/2018/dec/14/is-optimism-
ridiculous-thai-artist-natee-utarit-on-
subversion-symbolism-and-ideas-of-
god-in-art-11598.html

The New Indian Express, 2018.12.14
Enthused by negative and gloomy 
feelings 
http://www.newindianexpress.com/
thesundaystandard/2018/dec/16/
enthused-by-negative-and-gloomy-
feelings-1912064.html

The New Indian Express, 2018.12.16

SPH Magazines, 2019.01.07
Singapore art collectors: How they 
started and grew their collection 
https://www.iconsingapore.com/
people/singapore-art-collectors-
how-they-started-and-grew-their-
collection/3/

The Star, 2019.01.01
Top 5 exhibitions to catch in early 
2019  
https://www.star2.com/living/2019/ 
01/04/yearstarter2019-top5-music-
arts-fashion-sports/

Newswit, 2019.01.04
Richard Koh Fine Arts presents 
Streaming Mountain by Yeoh 
Choo Kuan 
http://www.newswit.com/.gen/2019-
01-04/1a6f4029f7c7acb54fddf2a15
0efa375/

Star 2, 2019.01.04
Yeoh Choo Kuan: Streaming 
Mountain  
https://www.star2.com/
living/2019/01/04/yearstarter2019-
top5-music-arts-fashion-sports/

Hasanul Isyraf Idris - HOL (Higher 
Order Love) Chapter 3, Scab: 
Lucky Draw 
https://www.lifestyleasia.com/
kl/culture/art-design/state-art-6-
exhibitions-see-kl-october-2018/

Life Style Asia, 2018.10.04
Art Expo Malaysia 2018 prepares 
to surprise, with a more compact, 
edgier edition https://www.star2.
com/culture/2018/10/03/art-expo-
malaysia-matrade-contemporary-art-
sculptures-installations-photography/

Star2, 2018.10.03
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5 Artists To Watch At Singapore 
Art Week 2019 
https://sg.asiatatler.com/life/5-artists-
to-watch-at-singapore-art-week-2019

Singapore Tatler, 2019.01.25
Field Meeting: Thinking 
Collections – Bio & Synopsis 
Hasanul Isyraf Idris (Penang) 
http://www.acaw.info/?page_
id=37163

ACAW, 2019.01.25

The First Edition of S.E.A. Focus is 
Here! 
https://theartling.com/en/artzine/the-
first-edition-of-sea-focus-is-here/

The Artling, 2019.01.24
Part 1: Singapore Art Week 2019 
highlights 
http://www.optionstheedge.com/topic/
culture/part-1-singapore-art-week-
2019-highlights

Richard Koh : My Collection is a 
Jigsaw Puzzle 
https://www.cobosocial.com/dossiers/
richard-koh-my-collection-is-a-jigsaw-
puzzle/

艺术登陆新加坡参展商 另觅空间
展示 
https://www.zaobao.com.sg/zlifestyle/
culture/story20190124-926611

Options, 2019.01.24CoBo Social, 2019.01.24 早报, 2019.01.24

Yeoh Choo Kuan adds dark 
twist to traditional Chinese 
landscape art   https://www.star2.
com/culture/2019/01/23/yeoh-choo-
kuan-abstract-art-richard-koh-fine-art-
chinese-landscape/

Star 2, 2019.01.23

Yeoh Choo Kuan & Jong Oh 
https://www.artweek.sg/events/yeoh-
choo-kuan-jong-oh

SAW, 2019.01.23
Midday Stanza 
https://www.artweek.sg/events/
midday-stanza

SAW, 2019.01.23
Midday Stanza

https://www.dodooba.com/guide_
details.php?ref_id=5439&feature_
type=0

DODOOBA, 2019.01.23
Richard Koh Fine Art at S.E.A. 
Focus 
https://www.dodooba.com/guide_
details.php?ref_id=5450&feature_
type=0

DODOOBA, 2019.01.23

The unofficial Art Stage trail 
https://www.straitstimes.com/lifestyle/
arts/the-unofficial-art-stage-trail-0

The Straits Times, 2019.01.22
2019 Taipei Contemporary Art 
Expo grand opening 
http://titv.ipcf.org.tw/news-45355

TITV, 2019.01.20

Of Dreams and Contemplation 
https://www.timeout.com/singapore/
art/of-dreams-and-contemplation

马来西亚藏家许瑞强 直面单色沉
入冥想 
https://www.zaobao.com.sg/news/
fukan/others/story20190120-925513

Time Out, 2019.01.19

联合早报, 2019.01.20

The Shock Cancellation of Art 
Stage Singapore 
https://theartling.com/en/artzine/
the-shock-cancellation-of-art-stage-
singapore/

The Artling, 2019.01.18
Hermann Nitsch and Jong Oh 
Events in Singapore 
https://www.marcstraus.com/hermann-
nitsch-jong-oh-events-singapore/

Marc Straus, 2019.01.18
Catching up with Richard Koh 
https://www.artandmarket.net/
insights/2019/1/17/catching-up-with-
richard-koh

Art and Market, 2019.01.18

CoBo’s 20 Asian Artists to Watch 
in 2019 
https://www.cobosocial.com/dossiers/
cobos-20-asian-artists-2019/

COBO, 2019.01.17
Of Dreams and Contemplation 
Selections from the Collection 
of Richard Koh   http://www.
thailandcurrent.com/lifestyle/of-
dreams-and-contemplation-selections-
from-the-collection-of-richard-koh-23-
january-to-3-march-2019/

Thailand Current, 2019.01.16

Servais Family Collection – 
Dérapages & Post-Bruises 
Imaginaries  
https://independent-collectors.com/
collections/servais-family-collection-
derapages-post-bruises-imaginaries/

Art in the City 
https://www.businesstimes.com.sg/
lifestyle/feature/art-in-the-city-0

Independent Collectors, 2019.01.16Business Times, 2019.01.11

The Business Times, 2019.01.16
Art in the City 
https://www.businesstimes.com.sg/
lifestyle/feature/art-in-the-city-0

SAW, 2019.01.16
Of Dreams and Contemplation: 
Selections from the Collection of 
Richard Koh 
https://www.artweek.sg/events/of-
dreams-and-contemplation-selections-
from-the-collection-of-richard-koh

‘Stories We Tell To Scare 
Ourselves With’ at MOCA Taipei 
https://www.artandmarket.net/
news/2019/2/20/stories-we-tell-to-
scare-ourselves-with-at-moca-taipei

Art and Market, 2019.02.21
‘Field Meeting: Take 6’ Brings Its 
Asian Contemporary Art Focus 
to Dubai  http://www.berlinartlink.
com/2019/02/08/field-meeting-take-
6-brings-its-asian-contemporary-art-
focus-to-dubai/

Berlin Art Link, 2019.02.08
Kenangan zaman kanak-kanak jadi 
corak kerja seni tentang ruang 
https://www.beritaharian.sg/gah/
kenangan-zaman-kanak-kanak-jadi-
corak-kerja-seni-tentang-ruang

Berita Harian, 2019.02.05
S.E.A. Focus and Singapore Art 
Week 2019 
https://ocula.com/magazine/reports/
sea-focus-and-singapore-art-
week-2019/

Ocula, 2019.02.01

Field Meeting Take 6: Thinking 
Collections 
https://ocula.com/magazine/insights/
field-meeting-take-6-thinking-
collections/

Ocula, 2019.02.01
Singapore Art Week a triumph of 
community spirit after major fair’s 
last-minute cancellation 
https://www.scmp.com/lifestyle/arts-
culture/article/2184118/singapore-
art-week-triumph-community-spirit-
after-major-fairs

South China Morning Post, 2019.01.29

Chaos, Love and Enigmas 
http://alserkalavenue.ae/en/folio/
chaos-love-and-enigmas.php

INDIA ART FAIR 2018 : Artist In 
Focus : Anne Samat 
http://artfromus.in/india-art-fair-2018-
artist-in-focus/

Anne Samat : The Art of Being 
http://artfromus.in/india-art-fair-2018-
anne-samat-the-art-of-being/

Alserkal Avenue, 2019.01.29

Art from Us, 2019.01.30 Art from Us, 2019.01.30

Singapore Art Week 2019: A 
Round Up 
https://theartling.com/en/artzine/
singapore-art-week-2019-a-round-up/

The Artling, 2019.01.28
Yeoh Choo Kuan confronts nature 
of human beings in ‘Streaming 
Mountain’ 
http://www.optionstheedge.com/topic/
culture/yeoh-choo-kuan-confronts-
nature-human-beings-streaming-
mountain

Options, 2019.01.28
Stories We Tell To Scare Ourselves 
With 
http://www.mocataipei.org.
tw/index.php/2012-01-12-
03-36-46/upcoming-exhibitio
ns/2772-2018-12-28-04-26-40

MOCA Taipei, 2019.01.26

Taipei’s contemporary “Ghosts” 
exhibition reveals the original fear 
of the sorcerer 
https://kaiak.tw/moca-2019-stories-
we-tell-to-scare-ourselves-with/

Kaiak.tw, 2019.01.26
Stories We Tell To Scare Ourselves 
With 
https://artemperor.tw/tidbits/8433

Art Emperor, 2019.01.26

Thailand Current, 2019.01.09
Richard Koh Fine Arts presents 
Streaming Mountain by Yeoh 
Choo Kuan 
http://www.thailandcurrent.com/
lifestyle/richard-koh-fine-arts-
presents-streaming-mountain-by-
yaoh-choo-kuan/

The Nation, 2019.01.08
Portrait of hell 
http://www.nationmultimedia.com/
detail/art/30361766
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Hong Kong: Asia’s Cultural 
Capital? 
https://www.businesstimes.com.
sg/lifestyle/feature/hong-kong-
%E2%80%93-asia%E2%80%99s-
cultural-capital

The Business Times, 2019.04.05

I Dim The Sun So That Dusk 
Arrives Earlier 
https://www.dodooba.com/guide_
details.php?ref_id=5650&feature_
type=0

I Dim The Sun So That Dusk 
Arrives Earlier 
https://www.timeout.com/singapore/
art/i-dim-the-sun-so-that-dusk-arrives-
earlier

I Dim The Sun So That Dusk 
Arrives Earlier 
https://hommesthailand.
com/?s=eiffel+chong

颜振利／乡愁 
https://www.sinchew.com.my/content/
content_2033648.html

颜振利／童年往事一 
https://www.sinchew.com.my/content/
content_2041326.html

DODOOBA, 2019.04.12 Time Out, 2019.04.12

L’Officiel Hommes, 2019.04.10星洲网, 2019.04.08

星洲网, 2019.04.22
Next Generation Disrupters 
Who Are Making Waves In Their 
Industries (Part 6) 
http://thepeak.com.my/people/the-
future-leaders-who-are-making-waves-
in-their-industries-part-6/

The Peak, 2019.04.19

For The Few And The Many 
http://www.beerslondon.com/
exhibitions/for-the-few-and-the-many

Beers London, 2019.04

Floral Fixation 
https://pluralartmag.com/2019/04/23/
floral-fixation/

State of Art: 4 exhibitions to catch 
in KL this May 2019 
https://www.lifestyleasia.com/kl/
culture/art-design/state-of-art-4-art-
exhibitions-kl-may-2019/

Minstrel Kuik 
https://www.artbangkok.
com/?p=47864

Plural, 2019.04.23 Lifestyle Asia, 2019.05.03Art Bangkok, 2019.04.24
Dances on Their Own Jason Wee 
Richard Koh Fine Art 
http://www.randian-online.com/
np_event/dances-on-their-ownjason-
weerichard-koh-fine-art/

Ran Dian, 2019.05.02

Four Artists Recognized At 2019 
Hong Kong Asia Arts Game 
Changer Awards 
http://artasiapacific.com/NewsFour 
ArtistsRecognizedAt2019HongKong 
AsiaArtsGameChangerAwards

Art Asia Pacific, 2019.04.02

May Round-Up, Southeast Asian 
artists showcase their works in 
various locations 
https://www.artandmarket.net/
news/2019/4/27/may-round-up

Art & Market, 2019.05.07

TOP 5 | ART BASEL HK 2019 
https://artsupermagazine.com/top-5-
art-basel-hk-2019/

Art Super Magazine, 2019.03.31

Einblicke und Einsichten  
https://www.faz.net/aktuell/die-
internationale-kunstmesse-art-basel-
in-hongkong-16114787.html

Frankfurter Allgemeine Zeitung,
2019.03.30Natee Utarit at Richard Koh Fine 

Art, Art Basel Hong Kong 2019 
https://www.cobosocial.com/dossiers/
natee-utarit-richard-koh-fine-art/

COBO, 2019.03.30

[Celebrities take a look] Is it 
dazzling in Basel, Hong Kong? Let 
the professional take you! 
https://artouch.com/view/
content-11043.html

Artouch, 2019.03.29
10 Unmissable Solo Artist 
Presentations At Art Basel Hong 
Kong 
https://www.cobosocial.com/
dossiers/10-not-to-be-missed-solo-
artist-presentations-at-art-basel-hong-
kong/

COBO, 2019.03.28
5 Standout Artworks at Art Basel 
Hong Kong, From a $27,000 
Charging Bull to a Photograph 
Capturing the End of a Soviet Era 
https://news.artnet.com/market/art-
basel-hong-kong-best-works-1500127

Art Net, 2019.03.28
Art Basel Hong Kong first look: 
small is beautiful, kitsch is out at 
international art fair 
https://www.scmp.com/lifestyle/arts-
culture/article/3003535/art-basel-
hong-kong-first-look-small-beautiful-
kitsch-out

South China Morning Post, 2019.03.27

Art Basel Hong Kong 2019: 
everything you need to know 
https://www.scmp.com/magazines/
style/news-trends/article/3003318/
art-basel-hong-kong-2019-everything-
you-need-know

South China Morning Post, 2019.03.27
Haffendi Anuar. An Anti-
Monumental Artist 
https://www.juliet-artmagazine.
com/en/haffendi-anuar-an-anti-
monumental-artist/

Juliet, 2019.03.25
Don’t get caught in a huge bear 
trap of emotions, says newcomer 
artis 
https://www.star2.com/
culture/2019/03/24/newcomer-artist-
joshua-kane-gomes-solo-exhibition/

Star 2, 2019.03.24
Artist or weaver? Anne Samat 
doesn’t care. She’s set for a 
massively busy year ahead 
https://www.star2.com/
culture/2019/03/19/anne-samat-
artist-weaver-richard-koh-fine-art-
exhibition/

Star 2, 2019.03.19

Threading the Contemporary: 
Visualizing Gender and Tradition 
https://asiasociety.org/new-york/
events/threading-contemporary-
visualizing-gender-and-tradition

Asia Society, 2019.05.08

Malaysian artist Joshua Kane 
Gomes makes evocative art for 
loners 
https://www.malaymail.com/news/
life/2019/03/18/malaysian-artist-
joshua-kane-gomes-makes-evocative-
art-for-loners/1733860

Malay Mail, 2019.03.18
‘Reinventing Eve’ highlights 
women’s identity in art industry 
https://www.thejakartapost.com/
life/2019/03/15/reinventing-eve-
highlights-womens-identity-in-art-
industry.html

The Jakarta Post, 2019.03.15
Humang Being - Gan Chin Lee 
https://www.star2.com/
culture/2019/03/08/exhibition-ken-
gallery-figurative-artshaq-koyok-bayu-
utomo-radjiki/

Star 2, 2019.03.08

Effects of Time 
http://www.theedgegalerie.com/
happening/effects-time

烏鬼 
www.artist-magazine.com/edcontent_d.
php?lang=tw&tb=9&cid=48&id=7062

The Edge Galerie, 2019.03.01 藝術家雜誌社, 2019.03
Figurative Show 
http://www.theedgegalerie.com/
happening/figurative-show

台北当代《乌鬼》展，揭出魑魅魍
魉下的原始恐惧 
http://www.okzhineng.
com/2019/03/04/

The Edge Galerie, 2019.03.02

智能网, 2019.03.04

Hermann Nitsch 
https://www.nitsch-foundation.com/
exhibition/richard-koh-fine-art-
singapore/

Nitsch Foundation, 2019.02.28
Hermann Nitsch 
https://www.gillmanbarracks.com/art-
galleries/richard-koh-fine-art/2243

Gillman Barracks, 2019.02.28

Caught In The Loop 
http://www.funds-europe.com/
digital-editions/funds-global/fga-
march-2019/mobile/index.html#p=49

Funds Global Asia, March 2019

台北當代《烏鬼》展，揭出魑魅魍
魎下的原始恐懼 
https://kaiak.tw/moca-2019-stories-
we-tell-to-scare-ourselves-with/

代館「烏鬼」展 探索東南亞另一
種面貌  
https://kaiak.tw/moca-2019-stories-
we-tell-to-scare-ourselves-with/

城市美學新態度, 2019.02.22 中央廣播電臺, 2019.02.25

The Tatler Weekend Round-Up: 
May 10 - 12 
https://sg.asiatatler.com/society/
the-tatler-weekend-round-up-may-
10-to-12

Singapore Tatler, 2019.05.10

黄汉冲·第3次个展 
https://www.enanyang.my/
news/20190510/ 黄汉冲·第3次个展/

南洋商报, 2019.05.10
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Announcing The List of Artists 
Silpathorn Year 62 
https://tna.mcot.net/view/5x9Lz3GOn

Yim Maline: The Shadow of 
Change 
https://www.timeout.com/singapore/
things-to-do/yim-maline-the-shadow-
of-change

Time-Lapse by Amin Taasha 
https://www.ryt9.com/es/prg/228153

Art Exhibition in KL: July 2019 
https://www.expatgo.com/
my/2019/06/26/art-exhibitions-in-kl-
july-2019/ 

Thai News Agency, 2019.05.27

TimeOut, 2019.06.19

RYT9, 2019.06.20

Thai News Agency, 2019.06.26

The Goat As A Metaphor For Life 
https://www.bangkokpost.com/
lifestyle/art/1682472/the-goat-as-a-
metaphor-for-life

Bangkok Post, 2019.05.23

Hudson Valley MOCA Weaving 
International Threads - Arts 
Westchester - Medium 
https://nyc.epeak.in/2019/05/24/
hudson-valley-moca-weaving-
international-threads-artswestchester-
medium/

腐烂中重生 
https://www.zaobao.com.sg/news/
fukan/others/story20190616-964893

Time-lapse, Amin Taasha 
www.newswit.com/.gen/2019-06-
20/86bce12c28272f8f61281ef18d4
4b91d/

Afghanistan: then and now 
https://www.nationmultimedia.com/
art/30371698

epeak, 2019.05.24

联合早报, 2019.06.16

NewsWit, 2019.06.20

The Nation, 2019.06.25

7 Artists - Silpathorn Award 2019 
https://mgronline.com/qol/
detail/9620000050394

Amin Taasha’s “Time-lapse” at 
Richard Koh Fine Art 
https://sea.blouinartinfo.com/news/
story/3686743/amin-taashas-time-
lapse-at-richard-koh-fine-art-kuala-
lumpur

The Shadow of Change by Yim 
Maline 
https://pluralartmag.com/event/the-
shadow-of-change-by-yim-maline/

Cultural Index: What to see and 
do this week (June 24-30) 
www.optionstheedge.com/topic/
culture/cultural-index-what-see-and-
do-week-june-24-30

Minstrel Kuik Solo Exhibition: 
Merdeka, the Lonesome Club 
https://www.timeout.com/singapore/
art/minstrel-kuik-solo-exhibition-
merdeka-the-lonesome-club

Yim Maline’s “The Shadow of 
Change” 
https://www.blouinartinfo.com/news/
story/3688115/yim-malines-the-
shadow-of-change-at-richard-koh-
fine-art

นิทรรศการเดี่ยวครั้งแรกของศิลปินชาว
อินโดนีเซียสัญชาติอัฟกานิสถาน อามิน ทาชา 
www.musicandartmag.com/9422

MGR Online, 2019.05.27

Blouin Artinfo, 2019.06.18

Plural Art Mag, 2019.06.20

Options, 2019.06.25

Time Out, 2019.05.10

Blouin Artinfo, 2019.06.20

Music & Art Mag, 2019.06.25

Anne Samat

Anton del Castillo

Amin Taasha

Faizal Yunus

Faris Nakamura

Gan Chin Lee

Eiffel Chong
Anne Samat (b. 1973, Malaysia) graduated in 1995 from Mara 

Institute of Technology, in Malaysia. She holds a Bachelor Degree in 

Art and Design (textile design) with a major in weaving and a minor 

in resist print technique.

Since graduating, Samat has received a number of awards such as 

the Jurors’ Award Open Show Malaysia in 2014, Top Ten Malaysian 

Female Artists in 2013, and the Incentive Award by Shah Alam Gallery 

in Selangor, Malaysia, in 2012. She has also recently completed her 

residency in Hudson Valley Museum of Contemporary Art, New 

York in 2019, where her first solo exhibition in the United States, 

Greatest Love, was also held.

Samat is a pioneer in the contemporary weaving world, promoting 

the woven tradition by blending Malaysian Songket textiles with 

her own unique interpretations. Using intricately-woven textile, 

synthetic fibres, rattan sticks, and other found objects, Anne creates 

colourful and elaborate totems inspired by ancient tales of her 

ancestry, evoking her familial lineage and the rich cultural diversity 

of Malaysia. Her work merges the old with the new, and feminine 

and masculine energies.

Recent exhibitions include Stories We Scare Ourselves With, Museum 

of Contemporary Art, Taipei, Taiwan (2019); Contemporary Chaos, 

Vestfossen Kunstlaboratorium, Norway (2018); Elevation Laos, 

Vientiane, Laos (2018); Yokohama Triennale 2017, Yokohama, Japan; 

Di Mana (Where Are) YOUng?, National Art Gallery, Kuala Lumpur, 

Malaysia (2017); and Sultanate in the Eye, Monarchy at Heart, at 

Richard Koh Fine Art, Kuala Lumpur, Malaysia (2017).

Anton del Castillo (b. 1976, Tondo, Manila, Philippines) is a multi-

awarded and critically acclaimed Filipino visual artist known for 

the stunning craftsmanship and meticulous design of his artworks 

that meditate on critiques of modernism and contemporary life.

His production of iconic and playful art objects such as sculptures 

produced in steel and paintings that resemble Byzantine icons, 

aside from other projects, have earned him recognition not only as 

an artist but as a master artisan and craftsman.

During the Taliban, Amin Taasha (b. 1995, Bamiyan, Afghanistan) 

went to Kabul and continued his studies. He started painting in 2007 

at the painting department of Marefat High School and in 2010, he 

continued his studies in painting at Kabul Fine Arts Institute. He 

first exhibited his paintings in 2008 and has participated in several 

exhibitions across the globe including Italy, Germany, France, US, 

Canada and Indonesia. He spent three years painting in realism 

style and replicating nature.

Eiffel Chong (b. 1977, Malaysia) graduated with an MA in International 

Contemporary Art and Design Practice from the University of East 

London and a BA (Hons) in Photography from London College of 

Printing. Besides his production of photographic work, Chong is 

highly engaged with the Malaysian photographic community; taking 

on the role of mentor for the Goethe Institut Malaysia / Nikon 

Shooting Stars programme and Exposure+ Workshop. In addition, 

he has been appointed to the panel of judges for the Kuala Lumpur 

Photography Awards 2013 and 2010/2011 Annual Nikon Photo 

Awards, Malaysia. Eiffel Chong’s work considers abstract concepts 

of life and death through the banal details, silent landscapes and 

curious obsessions he observes from daily life. He is interested 

in how the photographic medium can translate a particular time 

and space, memories and thoughts into something permanent. He 

personally thinks that the images say more with less, and makes one 

just want to stare and think about it.

Faizal Yunus (b. 1989, Malaysia) graduated from Mara University 

of Technology (UiTM) with a bachelor degree in Fine Art in 2012, 

majoring in printmaking techniques. He is the winner of MEAA 2019 

(Malaysia Emerging Artist Award) and has participated in a number 

of group exhibitions in Malaysia since 2010. Originally from Pahang, 

he now lives and works in Kuala Lumpur, Malaysia.

Faris Nakamura (b.1988, Singapore) 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 their attachments and detachments 

towards space, how these develop, and their impact. Faris was most 

recently awarded the Young Talent Programme Winners’ Solo, 

2017/2018. He was the Grand Winner at the Shitsurai International 

Art Competition, Kobe Biennale, 2015 and the Winston Oh Travel 

Award recipient, 2013. 

Gan Chin Lee (b. 1977, Kuala Lumpur) completed a Diploma 

in Illustration at The One Academy in Malaysia (1998), before 

enrolling in the Advanced Studies in Mural Painting (2005) at the 

Central Academy of Fine Arts where he completed a Masters degree 

in Fine Art (2008). Upon graduation, he returned home, won the 

Malaysian Emerging Artist Award (2009) and with consecutive solo 

exhibitions ‘Fragment-Defragmentation’ (201) at Galeri Chandan, 

Kuala Lumpur; ‘Soliloquy’ (2011) at Valentine Willie Fine Art, Kuala 

ARTIST PROFILES

颜振利／全年无休之务农 
http://rkfineart.com/wp-content/
uploads/2019/07/2019.06.02_
SinChewDaily_GanChinLee_1200.jpg

颜振利／原乡与他乡 
http://rkfineart.com/wp-content/
uploads/2019/07/2019.06.16_
SinChewDaily_GanChinLee_1200.jpg

星洲网, 2019.06.02

星洲网, 2019.06.16

Minstrel Kuik: Merdeka, the 
Lonesome Club 
https://sagg.info/event/minstrel-kuik-
merdeka-the-lonesome-club/

The Tatler Weekend Round-Up: 
May 10 To 12 
https://sg.asiatatler.com/society/
the-tatler-weekend-round-up-may-
10-to-12

SAGG, 2019.05.10 Tatler Singapore, 2019.05.10
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Justin Lim (b. 1983, Kuala Lumpur, Malaysia) completed his 

postgraduate studies in 2006 with a Master of Art (Fine Art) degree 

from The Open University UK conducted at Lasalle-SIA College of 

the Arts, Singapore and has a BA(Hons) Fine Art majoring in painting. 

He was the recipient of the 2008 Malaysia-Australia Visual Artist 

Residency at Rimbun Dahan, Malaysia and participated in the 2009 

Asian Art Biennial held at the Taiwan Museum of Fine Arts. He 

was also the recipient of the 2011 Asian Artist Fellowship at the 

Vermont Studio Center, USA and the 2012 Khazanah Nasional Artist 

Residency hosted by Red Gate Gallery in Beijing, China. In 2016, 

he exhibited in Asia Young 36, a survey of young contemporary 

art practices in Asia at the Jeonbuk Museum of Art in South Korea 

and was also the International artist in residence at The Tasmanian 

College of the Arts, University of Tasmania, Australia. He lives and 

works in Kuala Lumpur, Malaysia. Justin’s paintings, installations and 

mixed media works are assemblages of appropriated imageries and 

borrowed signs from a variety of Pop culture sources such as cult or 

popular films, cartoons, comic books and graphic posters. His works 

examine the contemporary social context, culture and religion by 

using potent metaphors usually associated with urban subcultures 

and applying a cut and paste painting method in which eclectic 

images are juxtaposed to create startling interpretations.

Joshua Kane Gomes (b. 1993, Malaysia) graduated from the Nanyang 

Academy of Fine Arts in 2017, where he studied under the Tuition 

Grant for Art Institutions, awarded by the Ministry of Education, 

Singapore. He is also the recipient of the Cheong Kam Hee Art Prize 

in 2017. Joshua Kane Gomes primarily engages themes of identity 

and space in his art practice. Documenting his mental processes and 

states through the artmaking process, Joshua peeks into the grey 

areas between cold rationality and sentimental sensibility. He often 

Jason Wee (b. 1979, Singapore) is an artist and a writer working 

between contemporary art, architecture, poetry and photography. 

He lives and work in Singapore and New York. His art practice 

contends with sources of singular authority in favour of polyphony 

and difference. He transforms these histories and spaces into various 

visual and written materials. He is keenly interested in their secrets 

and their futures, their idealisms and their conundrums. He founded 

and runs Grey Projects, an artists’ space, library and residency that 

focuses on curatorship, new writing, design propositions and art. He 

was a 2005-2006 Studio Fellow at the Whitney Museum Independent 

Study Program. He has shown in the Chelsea Art Museum, Photo 

New York (New York), Casino Luxembourg (Luxembourg), ifa galerie 

(Stuttgart and Berlin), Singapore Art Museum, ArtScience Museum, 

Singapore Biennale, Manila Contemporary, Valentine Willie Kuala 

Lumpur. Artist-in-residencies include Artspace Sydney, ISEA 2008, 

Tokyo Wonder Site, Contemporary Art Japan (Tokyo), and Gyeonggi 

Creation Center in Korea. The winner of Young Artist Award for 

visual arts, Singapore (2008) and Voters’ Prize winner, Singapore 

Art Museum (2009), he curated Singapur Unheimlich at ifa galerie 

Berlin (2015), and co-curated The Future of Exhibition at the Institute 

of Contemporary Art, Singapore (2010). Other curatorial projects 

include Beyond LKY (2010), Useful Fictions by Shubigi Rao (2013), 

Mirrors in the Dark by Lee Wen (2014), When You Get Closer To The 

Heart, You May Find Cracks by the Migrant Ecologies Project (NUS 

Museum, 2014). His latest book The Monsters Between Us has been 

named by TODAY newspaper as one of the top art picks of 2013. 

His work has been written up in Artnews, ArtInfo, New York Times, 

Newsweek, Wall Street Journal, International Herald Tribune, Cha 

Literary Journal, Singapore Architects, Art Art Pacific as well as other 

Asian publications.

Hasanul Isyraf Idris (b. 1978, Malaysia) was trained at Mara 

University of Technology (UiTM), in Perak. He has received a number 

of awards, including the Young Contemporary Arts Award in 2007 

at the National Visual Arts Gallery, Kuala Lumpur, the Incentive 

Award at the Open Show held at the Shah Alam Gallery and the 

Consolation Prize for the Young Talent Art Exhibition at the Penang 

Art Gallery, Penang. Hasanul produces works in a variety of media, 

from paintings and meticulously crafted drawings to painted 

oven-baked clay sculptures. Mining inspiration from within as well 

as local folklore and regional myths, he articulates his personal 

struggles as an artist by personifying them as strange characters 

that inhabit his invented universes. Influenced by the graphics of 

underground comic books, 1960s science fiction, fast food, street 

art and fashion, he juggles pop-culture references with a personal 

viewpoint. Recurring topics in his practice are the meaning of life 

and death, memories and fantasies, sin and reward.

Hermann Nitsch (b. 29 August 1938) is an Austrian avant-garde 

artist who works in experimental and multimedia modes. Born in 

Vienna, Nitsch received training in painting when he studied at the 

Wiener Graphische Lehr-und Versuchanstalt, during which time 

he was drawn to religious art. He is associated with the Vienna 

Actionists—a loosely affiliated group of off-kilter and confrontational 

Austrian artists that also includes Günter Brus, Otto Muehl, and 

Rudolf Schwarzkogler. Nitsch’s abstract ‘splatter’ paintings, like 

his performance pieces, are inspired by his neutral perspective 

on humanity and being human. In the 1950s, Nitsch conceived of 

the Orgien Mysterien Theater (which roughly translates as Theatre 

of Orgies and Mysteries or The Orgiastic Mystery Theater), staging 

nearly 100 performances between 1962 and 1998. In 1966 he was, 

with Gustav Metzger, Otto Muehl, Wolf Vostell, Juan Hidalgo and 

others, a participant of the Destruction in Art Symposium (DIAS) in 

London.

Hings Lim (b. 1989, Kuala Lumpur) is a multidisciplinary artist 

who works in variety of media, including situation, video, object 

and image. Hings received his Bachelor of Fine Arts degree from 

the Universiti Malaysia Sarawak, Malaysia. He is a recipient of the 

Chair of P. Ramlee from the Petronas Award in 2012 and completed 

the Southeast Asian Artist Residency Program at Rimbun Dahan, 

Selangor, Malaysia in 2018. 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. He will be 

pursuing a Master of Fine Arts degree at the University of Southern 

California as a recipient of the International Artist Fellowship Award.

Hasanul Isyraf Idris

Hermann Nitsch

Hings Lim

Jason Wee

Justin Lim

Joshua Kane Gomes

Kedsuda Loogthong (b. 1983, Songkhla, Thailand) graduated from 

the Faculty of Fine and Applied Arts at Bangkok University, Thailand 

in 2006. Loogthong’s early works examine the urbanization of her 

rural landscape and society and how consumerism has affected the 

lives of simple country folks. Her recent works explore the materiality 

and symbolism of books both as an icon and a nostalgic object of 

reverence. Kedsuda has participated in many group exhibitions in 

Singapore, the Philippines, South Korea and Finland. Her works are 

in the permanent collection of Singapore Art Museum, Singapore. 

She lives and works in Bangkok, Thailand.

Komkrit Tepthian (8 November 1985, Suphanburi) lives in Bangkok, 

and received his BA in Department of Fine Arts at King Mongkut’s 

Institute of Technology Ladkrabang (2007), MA in Sculpture 

(2015) at Silpakorn University. He has participated in international 

exhibitions and conferences such as the Bangkok Art Biennale 2018 

(Thailand), ASIA NOW, Paris Asian Art Fair 2018 (France) and Art 

Central Hong Kong 2018. He also a special lecturer at Department 

of Fine Arts, King Mongkut’s Institute of Technology Ladkrabang.

Lao Tongli (b. 1982, Guandon Province, China) studied at the 

Chinese Painting Department of Guangzhou Academy of Fine Arts 

graduating in 2006. He then worked in Paris, France and Heidelberg, 

Germany from 2006 – 2008. Recent exhibitions include solo 

exhibition, The Spirit of Lines, Foshan Art Museum, Foshan, China 

(2011) and group exhibitions, John Moores Painting Prize Exhibition 

(China), Minsheng Art Museum, Shanghai, China (2016) and Infinitely 

Close to the Front: A Contemporary Art Exhibition of Death, Guandong 

Museum of Art, Guangzhou, China (2011). He is currently living and 

working in Guangzhou, China.

Liu Hsin-Ying (b. 1991, Taiwan) was trained at the Art Students 

League, 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 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.

Melissa Tan (b. 1989, Singapore) 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 

Arts Council and Dena Foundation Artist Residency program (Paris, 

France) in 2013.

Minstrel Kuik (b. 1976, Malaysia), is a Chinese Malaysian born in 

Pantai Remis. 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 do 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.

Kedsuda Loogthong

Komkrit Tepthian

Minstrel Kuik

Lao Tongli

Liu Hsin-Ying

Melissa Tan

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.

Haffendi Anuar (b. 1985, Malaysia) is an artist based in Kuala 

Lumpur. He produces sculptures, paintings and drawings. He did 

his International Baccalaureate certificate in art at the International 

School of Kuala Lumpur, his foundation at the Rhode Island School 

of Design in Providence and his BA Honors at Central Saint Martins 

College of Art and Design in London. Haffendi is a multidisciplinary 

artist. Mining history of art, digital technology, nature and local 

contexts, he creates object-based works that recycle found images, 

objects and artistic styles from digital and local sources.

Haffendi Anuar

Lumpur, steadily building a portfolio that recognized him as one of 

the leading figurative painters with a leaning towards social realism. 

Currently helming the newly established Fine Art department at the 

aforementioned The One Academy, his higly skilled painterly style 

of desaturated colors and disciplined technique capture ethos and 

pathos. His personal take and observations within local settings are 

sublimations, “at best I feel they carry in them a kind of beauty of 

the melancholic”.
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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’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 

Sinta Tantra (b. 1979, New York) is a British artist of Balinese 

descent. She studied at the Slade School of Fine Art, University 

College London 1999-2003 and at the Royal Academy Schools 

London 2004-06. She was awarded the inaugural Bridget Riley 

Drawing Fellow at The British School at Rome (2017). Highly 

regarded for her site-specific murals and installations in the public 

realm, commissions include; Facebook London (2018); Folkestone 

Triennial (2017) Newnham College, Cambridge University (2016); 

Songdo South Korea (2015); Royal British Society of Sculptors 

(2013); Liverpool Biennial (2012); Southbank Centre (2007). Tantra’s 

most notable public work includes a 300-metre long painted bridge 

commissioned for the 2012 Olympics, Canary Wharf, London. 

Sun Xun was born in 1980 in Fuxin in Liaoning province, China. He 

currently lives and works in Beijing. He graduated in 2005 from the 

Print-making Department of the China Academy of Art. In 2006 he 

established π Animation Studio. He received several notable awards 

including the “Chinese Contemporary Art Awards (CCAA Best Young 

Artist)” and “Taiwan Contemporary Art Link Young Art Award” in 

2010, and the Civitella Ranieri Visual Arts Fellowship 2011/ 2012. 

Recent solo exhibitions include: SUN XUN, Museum of Contemporary 

Art, Australia (2018); Prediction Laboratory, Yuz Museum, Shanghai 

(2016); Republic of Jing Bang, a Country Based on Whale, Holland 

Animation Film Festival & City Hall, Utrecht, The Netherlands (2015).

Nopchai Toi Ungkavatanapong (b.1959, Thailand) is a mixed-

media and sitespecific installation artist who creates artworks that 

explore the idea of finding layer of meanings in objects. The subject 

matter in his works often revolve around the re-interpretation of 

consumerism and human’s existence and phenomenon. Thailand’s 

native, he received his Bachelor’s degree in Fine Arts from the Art 

Academy of Cincinnati, U.S.A. in 1985. While working as a museum 

assistant, he earned a Master’s degree in Fine Arts from the 

University of Cincinnati in 1987. In 1998 in Bangkok, Nopchai and 

a group of friends initiated and founded “Nuts Society,” the artist 

Pattana Chuenmana (b. 1981, Thailand) lives and works in Bangkok, 

Thailand. A photographer by training, Pattana’s current series of 

works explores notions of beauty through destruction. He graduated 

with a Bachelor of Fine Art, from the department of Painting at 

Silpakorn University, Bangkok, Thailand in 2005.

Phatcharaphan Chanthep (b. 1987, Thailand) lives and works in 

Bangkok, Thailand. She graduated from the Faculty of Fine and 

applied Art, Chulalongkom University in 2008. 

Pen Robit (b. 1991, Battambang province,Cambodia) lives and works 

in Phnom Penh, Cambodia. He studied at Pivaut Applied School 

of Art, France in 2011 and Phare Ponleu Selpak Visual Art School, 

Cambodia in 2010.
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Tan Wei Kheng (b. 1970, Sarawak, Malaysia) is a self-taught artist 

from Marudi, Sarawak. Originally a ceramist for a commercial outlet 

producing touristic objects, Wei Kheng became drawn to the stories, 

symbolism and traditional knowledge of Sarawak’s interior peoples. 

Wei Kheng travels regularly into the dense interior of Sarawak 

where he spends time with friends from the tribes of the Orang Ulu 

(People of the Interior) such as the Kayan, Kenyah, Penan, Kelabit 

and Iban. His paintings depict them, their stories and concerns.

Trong Gia Nguyen is a Vietnamese- American artist living and 

working in Ho Chi Minh City, Vietnam. His wide array of works 

examines structures of power in their myriad forms, scrutinizing 

the soft foundation upon which contemporary life plays out, often 

behind the façade of fairness, sincerity, security, tradition, and 

civility. Regularly employing humor while at other times engaging 

sober reflection, Nguyen’s work elevates the condition of doubt as 

it reveals the undercarriage of our most trusted spaces – domestic, 

cultural, political, and economic – laboring to disrupt the mundane 

while walking the fine line between joy and sorrow, subtlety and 

Yeoh Choo Kuan (b. 1988, Malaysia) lives and works in Kuala Lumpur, 

Malaysia. His work constitutes a unique synthesis of disintegrating 

working method, known for his self-coined “Fleshing Abstraction”, a 

process that focuses on the characteristics of color, texture, surface 

and construction materials. Choo Kuan works with imageries that 

both engage the hedonistic and disastrous, in which the results are 

sculptural whilst appearing painterly.

Yim Maline (b. 1982, Battambang, Cambodia) lives and works in 

Siem Reap, Cambodia. In 2003, the artist continued her studies in 

France, earning BA Fine Art / Diplôme National Arts Plastique from 

École Supérieure des Beaux-arts de Caen in 2010, after which she 

returned to Siem Reap to live and work. 

Zelin Seah (b.1980, Kuala Lumpur) lives and works in Kuala Lumpur, 

Malaysia. Seah received BFA at University of Central England (2007). 

His works have been acquired for public and private collections 

including National Art Gallery Malaysia and University of Central 

England. He has exhibited widely in South East Asia, United 

Kingdom and Germany, including The National Art Center Japan 

(2011), Saatchi Gallery United Kingdom (2014), Art Stage Singapore 

(2015, 2016), and recently at Subject-Object Gallery Berlin (2018). 

Seah won several recognitions including, the Jury’s selection of 

recommended works at the 14th Japan Media Arts Festival (2011), 

The Young Guns Awards Malaysia (2013), and 2 times of silver 

prizes in UOB Painting of The Year Malaysia (2016, 2017). Seah has 

been joining artist-in-residence and exchange programs in several 

countries including Malaysia, Myanmar, Philippines, Indonesia, and 

Germany for the two recent programs at Basis E. V Frankfurt (2017) 

and Cammin-Castle in Mecklenburg- Vorpommern (2018).

Tan Wei Kheng

Trong Gia Nguyen

Yeoh Choo Kuan

Yim Maline

Zelin Seah

Natee Utarit
Natee Utarit (b. 1970, Bangkok) 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.

collectives well-known for their subversive works that merged art 

into consumerist culture. This collective attempts to raise public 

awareness of social issues through art objects and art-related 

activities. Nopchai has been a lecturer in the Faculty of Painting 

Sculpture and Graphic Arts, Silpakorn University in Bangkok since 

2005. In addition to his teaching, the artist continually exhibits 

and installs his works throughout Thailand and in many countries. 

He participated in artist residencies such as Ecole Nationale 

d’Arts de Paris-Cergy in Cergy, France, Gresol Art in Girona, Spain, 

and Headlands Center for the Arts, U.S.A. He was awarded “Aid 

to Individual Artist Grant,” U.S.A. in 1986 and 1990, “National 

Endowment for the Arts,” U.S.A. in 2001. And in 2005 and 2017, 

he was awarded Silpa Bhirasri Creative Grant for Excellence Artist 

from Silpakorn Art Centre, Bangkok. Nopchai is nationally and 

internationally recognized for his experiments of medias, neon 

lights, objects, and stereoscopic photographs.

Nadiah Bamadhaj
Nadiah Bamadhaj (b. 1968, Malaysia) was initially trained as a 

sculptor at the University of Canterbury in New Zealand but now 

produces drawings, sculptures, installations and digital images. She 

has worked in nongovernmental organizations, lectured in art, and 

has written on both Malaysia and Indonesia. In 2000, she began her 

full-time art practice and was awarded the Nippon Foundation’s 

Asian Public Intellectual Fellowship in 2002, electing to spend her 

fellowship period in Yogyakarta, Indonesia, where she currently lives 

with her husband and son. Her artwork continues to focus on the 

social intricacies of Yogyakarta’s society, using myth, architecture, 

and dwelling to articulate her observations.

blatancy, night and light, and beauty and beast. Recent exhibitions 

include California Pacific Triennial, Orange County Museum of 

Art, Newport, CA, USA (2017); The Foliage, Vincom Center for 

Contemporary Art, Hanoi, Vietnam, (2017); The Others, Piazzale Valdo 

Fusi, Torino, Italy (2015); Eye on the Storm, Housatonic Museum of 

Art, Connecticut, USA (2013); Satellites in the Night, Freies Museum, 

Berlin, Germany (2010), The Sixth Borough, New York, USA (2010); 

Sequences, Reykjavik, Iceland (2008); and Performa 05, Artists 

Space, New York, USA (2005).

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. 
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Richard Koh Fine Art would like to thank all staff, artists, organizations and 
individuals who have assisted us and made things possible throughout the 
year. We are very grateful for all your invaluable support and contribution.
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