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Navigating this year’s Venice Biennale, one cannot help but 
ponder the state of things. Chief curator Okwui Enwezor, 
in fact, looks at this 56th edition—titled All the World’s 
Futures—through a holistic lens that combines current 
social and political tensions. Featuring art that speaks of 
the world, Enwezor declares the exhibition a “Parliament 
of Forms,” which summons artists from the world over to 
express, across cultures, our “age of anxiety,” in which we 
renegotiate history.1

REV | ACTION: Contemporary Art from Southeast Asia 
is driven by a similarly rooted interest in history and its 
recurrent negotiations. At the same time, the exhibition title 
alludes to the sense of sharp acceleration, or revving up, 
with which artists from Southeast Asia are re-examining 
their recent histories, with a fuller and deeper engagement.

As a result, the artwork presented in REV | ACTION—all new 
commissions save two—shed light on the local political and 
historical concerns impacting the development of the artists 
and/or their communities, providing international audiences 
insight into how some of the region’s pivotal artists are 
negotiating the political legacies of their countries. At no 
point does REV | ACTION take the side of any particular 

political faction, nor insert itself into any compendium of 
Southeast Asia, a region that can hardly be fit into one 
integrated identity.2 On the contrary, REV | ACTION offers a 
small representation of the region by showing ten of todays’ 
most important artists from five Southeast Asian countries, 
each selected specifically for this exhibition and invested 
with the task to reflect in their new works the pressing 
conceptual and visual concerns of their countries at present.

Three intersecting filters or parameters, namely Color and 
Text, Society and Mythology and Form and Composition, 
serve as visual keys to traverse the exhibition and more fully 
engage with each work. 

Color and Text

Lâp Lòe (Blink) by Vietnamese artist Tran Luong is a video 
recollection of the communist war, featuring the color 
red, a scarf and the artist’s own body. A familiar work to 
New Yorkers, this installation was part of the Guggenheim 
Museum show No Country: Contemporary Art for South and 
Southeast Asia (2013). Tran Luong created Lâp Lòe as the 
result of a series of performances titled Welts, initiated in 
2007 in Vietnam and subsequently performed in Korea, 

(OR THE ART OF NEGOTIATING HISTORY)
LOREDANA PAZZINI-PARACCIANI

Left: Tran Luong, Lâp Lòe (Blink), 2012, color video, one-channel version, edition of four with 1 A.P., 10:04 minutes

REV | ACTION



4 5

Text-based work—gold letters engraved on black granite 
slabs—is deployed by Montri Toemsombat of Thailand to 
reference tombstones. The Black Granite series, produced 
for REV | ACTION, addresses the discourse advanced by 
the People’s Democratic Reform Committee (PDRC) or 
the People’s Committee for Complete Democracy under 
the constitutional monarchy (PCAD). The PDRC or PCAD, 
literally “people’s committee for changing Thailand into a 
complete democracy with the King as head of state,” was 
founded in 2013 preceding the clashes that culminated 
with the coup in May 2014.4 Each stone—Restart Thailand, 
Shutdown Bangkok and Bangkok Art and Coup Centre—
employs the symbols and colloquial language used by 
the activists but with critical and sharp irony. Bangkok 
Art and Coup Centre, for instance, parodies Bangkok 
Art and Cultural Centre which was mobilized during the 
clashes, to signal country’s the unresolved malaise. Yet the 
inscriptions in gold, a color with positive associations, are 
meant to be lasting mementos of Thai history.

Society and Mythology

The Indochina War series by Cambodian artist Leang 
Seckon examines the Cambodian Civil War through five 
staggering paintings, newly produced for the exhibition. 
Between 1967 and 1975, Cambodia suffered a period of 
conflict that involved Vietnam and Indochina, and which 
escalated into a civil war. During this time, the country was 

looted of many of its cultural treasures. Two 10th-century 
sculptures known as the Kneeling Attendants, allegedly 
stolen and donated by private collectors to the Metropolitan 
Museum in New York in the 1990s, were recently returned 
to Cambodia. The repatriation inspired Seckon’s four 
assemblages. Enriched by novel mythological references, 
his canvases revisit unsettling war memories while paying 
respect to Cambodia’s cultural heritage.5

Crusade and Invicta (Conqueror), the assemblages 
of Filipino artist Norberto Roldan look at the flux of 
negotiations between his country’s past and present. 
Created specifically for REV | ACTION, and in many 
ways the inspiration for the exhibition, the works address 
subversion to religious conversion by the colonizing power. 

Leang Seckon in front of Indochina War at his studio in Phnom Penh. 

Indonesia, China, the United States, Germany, Norway and 
Singapore. On each occasion, the artist subjected his naked 
torso to the forces of a red scarf flapping in the wind. In 
the subsequent video, inspired by those performances, the 
artist’s body is increasingly scarred by the repeated slashing 
action. The backdrop in the video is always clear blue sky, a 
possible allusion to freedom.3

Thai artist Mit Jai Inn is known for his use of textured 
canvases and vivid palette. Colors in his work reflect a 
state of mind and a societal condition, be it a personal 

observation or communal malaise. Untitled (Siam Republic 
flag), a new series produced for REV | ACTION, reflects a 
nation in turmoil. Although freedom of speech is regulated in 
Thailand—and open criticism of the monarchy is forbidden—
art and color have become mediums through which the 
artist can unburden himself. The four pieces here–a wall 
canvas, two scrolls and a floor work—address the nuances 
of Thailand’s national colors: white, the color of Buddhism, 
the state religion; blue, the color of the monarchy; red, the 
color of the nation. The green in these new works alludes 
to the military. 

Tran Luong as a young boy at the Hanoi Children’s Club Art School. The 
children wear the red scarf—a symbol of the communist youth group. 

Mit Jai Inn’s Untitled #1 (Siam Republic flag) at the artist’s studio in 
Chiang Mai, Thailand. 



6 7

Husband and wife Nge Lay and Aung Ko of Myanmar disclose 
past and current histories of the Irrawaddy River, the longest 
and most important in Myanmar, in their joint video and mixed-
media installation The Spirit of the River, newly commissioned 
for REV | ACTION. 

As early as the sixth century, the Irrawaddy was used for 
trade and transport, and later became a key economic tool 
of the British Empire.  During this time, the British founded 
the Irrawaddy Flotilla Company, a passenger and cargo ferry 
concern. Some of their steamboats—an example of which is 
reproduced here by Aung Ko—were active along the Irrawaddy 
waters until only a few years ago, facilitating transportation 
and commerce. 

The Irrawaddy is still Myanmar’s most influential waterway; 
however, the junta has plans to build several dams along its 
course, the most significant being the Myitsone Dam, which 
will disrupt its rich biodiversity and put several villages at risk 
of flooding. Thanks to its length, its waters change color as 
the river engorges and recedes, creating sequences of waves 
and stillness. The waves in The Spirit of the River serve as a 
visual signifier for human memories; the shadows in return 
become our history.

In art, as in life, balance or equilibrium is needed to recalibrate, 
to pause and reflect, to find the meaning of existence. Mandala 
Study #5 by Indonesian artist Albert Yonathan Setyawan 

helps us to renegotiate our center of gravity through its 
circular configuration that functions as a meditation tool. 

At the same time, in early Southeast Asian history, the mandala 
represented an important political model—that of a network 
of settlements, or federations, united under one power, as 
opposed to the nation-state system used in the West. The 
mandala system ended in the 19th century with colonization—
French Indochina, Dutch East Indies, and British Malaya and 

Albert Yonathan Setyawan’s installation-cum-performance Mandala 
Study #2, stupas and sand, 2012, Sumarja Gallery, Bandung Institute 
of Technology, Indonesia. 

Much like present day religious wars, the clash of 
belief systems in 16th-century Philippines resulted in 
a hybrid visual symbolism. Roldan’s two assemblages 
are characterized by the seemingly harmonious blend of 
opposing belief systems; crucial elements in these works 
are neon lights and found objects adapted to different 
purposes and identities. Two Middle Eastern carpets—
symbols of cultural migration— become a tapestry-like 
backdrop for wooden crosses in Crusade. A priest’s 
chasuble is decontextualized in Invicta (Conqueror) and 
treated as a relic. As a “conqueror’s vest,” the chasuble 
represents authority, but is defied in return, studded with 
pagan amulets. Is it really invicta (Latin for “invincible”)?6

Native to Yogyakarta, Indonesia, Muhammad “UCUP” 
Yusuf has been part of the group Taring Padi since 1998, 
which is involved in art-based protests in support of 
Indonesian communities that have been abused. Through 
Crash the Karst, Who’s Next and Black Coal Dark Energy, 
new woodblocks and woodblock prints, the artist reveals 
his efforts for social change and renewal while offering a 
peek at some of the rural communities that are close to 
his heart. At the same time, part of the fascination with 
this new series is the medium itself—woodblock—which 
since the Chinese Cultural Revolution has been used for 
political propaganda. In UCUP’s case, intricately executed 
stories detail current disputes over land expropriation and 
illegal development faced by the people of Indonesia. 

Form and Composition 

If art is a medium to unburden the mind, it also serves as a 
way to remember and, while so doing, crystallize moments of 
history. The photographic series ALIVE by Cambodian artist 
Kim Hak connects the present to the Khmer Rouge regime 
(1975–1979) by rousing memories. Personal effects of the 
regime, fortuitously recovered by the artist, are arranged and 
photographed to tell antithetical stories: a book, symbol of 
education, is paired with a tooth; a piece of Khmer clothing, 
a checkered scarf, is intertwined with barbed wire; an old, 
battered kettle boils off with chicken feet. The images, 
poignant and incisive, are mementoes of survival and perhaps 
an allusion to the resilience of the Cambodian people. 

Muhammad “UCUP” Yusuf’s woodblock engraving tools at his studio 
in Yogyakarta, Indonesia.
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4 The 2014 Thai coup d’état, the twelfth since 1932, 
was led by the Thai Royal Armed Forces to remove the 
caretaker government following several months of crisis. The 
military power established a junta called the National Council 
for Peace and Order (NCPO). The colors in Mit Jai Inn’s newly 
produced works reference the current political status quo in 
continuous “flux.” Mit Jai Inn, conversation with the author, 
June 2015. 

5 The Kneeling Attendants as well as many other 
antiquities were looted during the years of turmoil from 1970 
until 1999. As uncovered in recent research, traffickers were 
said to have had been on both sides of the borders, often 
intimidating villagers into looting. This organized system is 
said to have helped finance the regime. See “How Cambodia’s 
temples fell to looters,” Deutsche Welle, accessed August 11, 
2015, http://www.dw.com/en/how-cambodias-temples-fell-
to-looters/a-17735835. 

6 For his solo exhibition The Past Is Another Country 
(2015), held in Manila, Norberto Roldan references Karim Raslan’s 
opening essay in his book Journeys Through Southeast Asia, in 
which Raslan writes, “When we look back in time, we choose to 
ignore what we cannot bear to remember, altering our memories 
to fit our present circumstances… The same is true of nations as 
they try to come to terms with their history.” It is in this light that we 
can place Roldan’s attempt “to locate ourselves in past narrative” 
in order to share fluxes between past and present histories. See 
Karim Raslan, Journeys Through Southeast Asia  (Singapore and 
Kuala Lumpur: Times Books International, 2002). 

7 In Nation and Narration, postcolonial critical theorist 
Homi Bhabha argues that it is from “the traditions of political 
thought that the nation emerges as a powerful historical 
idea,” and that this idea “lies in the impossible unity of the 
nation as a symbolic force.” See “Introduction: narrating the 
nation,” in Nation and Narration (London: Routledge, 1990): 
1. In this context, the exhibition No Country: Contemporary 
Art for South and Southeast Asia at the Guggenheim Museum 
(2013), offered a visual reference. As the title implies, the 
exhibition’s intent was to subvert the logic of the nation-state 
“as the unit of representation” in Southeast Asia in order to 
open possibilities for new discourse. See Guggenheim UBS 
Map Global Art Initiative: Volume 1: South and Southeast Asia 
(New York: Guggenheim Museum Publications, 2013): 21.

Burma—and the consequent marking of fixed boundaries of 
those empires.7

Three basic elements define a mandala: center, symmetry and 
cardinal points. Perhaps a greater sense of community can be 
fostered within each of the featured Southeast Asian countries 
based on the mandala’s properties. Then the idiosyncrasies of 
each “state” would perhaps ease out to leave space for an 
ideologically new territory. 

August 2015 

_______

Loredana Pazzini-Paracciani is a London-based curator with a Master’s 
Degree in Asian art histories. She writes for academic journals, art 
magazines and symposium publications, and works widely as an 
independent curator in Singapore, Bangkok, London and New York 
championing contemporary Southeast Asian culture through the work 
of young and emerging artists. Her particular academic and curatorial 
interest is the contemporary art of Thailand. Curatorial projects include 
Architectural Landscapes: SEA in the Forefront, Queens Museum, 
New York, inToAsia Time-Base Art Festival (2015); Southeast Asia and 
Diaspora: Breaking and Reconstructing the Circle, Gallery 8, London 
(2014); FAITH and FAIRY TALES: New Media Art for Thailand, ADM 
Gallery, School of Art, Design and Media, Nanyang Technological 
University, Singapore (2014). Her writings include the essay Believing 
in (Positive) Change: Sa Ta Ni, a Thai Collective at the Singapore 
Biennale,  published for the 3rd Singapore Biennale ( 2013). 

1 Paolo Baratta, president of the 56th Venice 
Biennale, in his foreword to the Biennale catalogue 
comments on our “age of anxiety,” a challenging time 
we are experiencing as a global society despite great 
progress in knowledge and technology. He also underlines 
art and the biennale’s role in the development of society 
and politics. 

2 In the 1996 landmark exhibition Contemporary 
Art in Asia: Traditions/Tensions at the Asia Society in 
New York, curator Apinan Poshyananda argues that any 
attempt to pinpoint the Asian identity and its fusion will 
“slip like warm grease.” The intertwining combinations 
of traditions and tensions make any summary of Asia 
and Southeast Asia inconclusive. See “Roaring Tigers–
Desperate Dragons in Transition,” in Contemporary Art 
in Asia: Traditions/Tensions (New York: Asia Society 
Galleries, 1996). 

3 Starting in 1986, with the economic reform of Doi 
Moi underway, art in Vietnam gained increasing freedom of 
expression. During this time the art group Gang of Five, of 
which Tran Luong was part, achieved international fame for 
their engaging works. Despite the easy commercialization of 
Vietnamese art that followed the reform, mostly due to foreign 
buyers, Tran Luong decided to stop painting altogether to 
“avoid the kind of mistakes [he saw his] colleagues doing” and 
ventured into non-commercial installation and performance 
art. See Post Doi-Moi: Vietnamese Art After 1990 (Singapore: 
Singapore Art Museum, 2008). 
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Mit Jai Inn has been singled out as one of the pioneers of 
Thai contemporary art. However, Western reviewers rarely 
examined the relationship between his artistic practice 
and his interest in history and politics. It was in 2014, when 
most Thai artists quietly withdrew from political activism 
under the pressure of the current military regime, that Mit 
found critical voice in his works. His recent Untitled (Siam 
Republic flag) series engaged with the political history 
of Thailand as a nation-state, and its endless unresolved 
consequences from the standpoint of visual culture. It is 
offered as a conceptual, abstract and playful critique, unlike 
the approaches of most other artists, which are descriptive, 
figurative and straightforward. 

In the midst of the 2010 Thai political protests, Mit, already 
politically engaged in the pro-democracy movement in 
northern Thailand, started to listen to local community radio 
nearby his studio. Interestingly, one of the conversations 
in the program was “what if” northern Thailand becomes 
independent from central Thailand, where political institutions 
and public administrations are located. The anonymous 
speakers in the radio discussion began to imagine a new 
nation consisting of northern and northeastern parts of 
Thailand. One of them later amusingly named this imagined 
nation “the Siam Republic”—after Siam, the ambiguous and 
problematic original name of Thailand—even though it was 
historically and geopolitically inappropriate.2 

NATION, FLAG AND TERRITORY

Arranged in stripes, these three colours form the flag    
That we Thai love.

Our soldiers carrying it forth to victory
Raise up the honour of Siam.

—King Vajiravudh, Thawipanya1

VIPASH PURICHANONT

Left: Mit Jai Inn, Untitled #2 (Siam Republic flag), 2015, oil on canvas, wall mount, 73.6 x 110.2 inches/187 x 280 cm

GROUNDED STRIPES:
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Vipash Purichanont  is a postgraduate curatorial research 
student in the Department of Visual Cultures, Goldsmiths, 
University of London. He is also an independent curator. 
His area of interest is contemporary art in Thailand and 
Southeast Asia, social practice and anthropotechnics. He 
was a research-in-residence at dia/projects in Ho Chi Minh 
City, Vietnam (2010). Curatorial projects included Kamin 
Lertchaiprasert’s  31st Century Museum of Contemporary 
Spirit (Labaratory) @ Chicago, the School of the Art Institute 
of Chicago (2011);  The Afterstation, The Old Police Station, 
London (2013); and  Concept Context Contestation: Art and 
the Collective in Southeast Asia, Bangkok Art and Cultural 
Centre (2014). His writings include a catalog essay for the 
Thai Pavilion at the 52nd Venice Biennale, co-written with 
Surakarn Thoesomboon.

_______

1 The poem celebrated the invention of Thong Trairong 
or the flag of the Kingdom of Thailand (Kingdom of Siam, at that 
time). It was written by King Vajiravudh, an Oxford-educated 
king who also designed the flag and founded nationalism in 
Thailand at the beginning of the twentieth century. The poem 
appeared in Thawipanya, a journal publication circulated 
among royalty, aristocrats and elites at that time. Translated 
and cited in:  Walter Francis Vella, Chaiyo!: King Vajiravudh and 
the Development of Thai Nationalism (Honolulu: The University 
Press of Hawaii, 1978): 140.

2 Thailand historically consisted of several independent 
sovereign states that surrendered to Siam in the nineteenth 
century, then underwent a long process of reformation that 
folded them into the modern state called Thailand. So it would 
be ironical to name the would-be nation-state in the currently 
repressed northern and northeastern areas of Thailand after the 
name of the previous repressing regime. Thongchai Winichakul, 
the prominent Thai historian and geographer, even argued 
that it was Siam that attempted to modernize the country by 
centralizing governmental apparatus, and thus colonized the 
surrounding others. See more in: Thongchai Winichakul, “The 
Quest for ‘Siwilai’: A Geographical Discourse of Civilizational 
Thinking in the Late Nineteenth and Early Twentieth-Century 
Siam” in The Journal of Asian Studies (Vol. 59, No. 3: August 
2000): 528–549. 

3 The flag was created by King Vajiravudh. It replaced 
the previous elephant on a red flag in 1917. It was intentionally 
designed to represent the Thai army that fought in the First 
World War, as the tricolor was matched with the tricolor of other 
countries on the Allied side. See more in: Vella, ibid: 137–140; 
Chris Baker and Pasuk Phongpaichit, A History of Thailand 
(Cambridge: Cambridge University Press, 2005): 107. 

Following the name, the discussion led to more fanciful 
details, such as its sovereignty, system of government and 
legislation. The most visual component in the constitution of 
this imaginary nation-state would be its national flag—which 
inspired Mit to create the ongoing series of painting scrolls 
titled Untitled (Siam Republic flag). It is a series of imaginative 
flags, consisting of horizontal stripes of red, white and blue 
(based on the Thailand’s tricolor national flag, representing 
the national motto “Nation, Religion and King”).3 In each work, 
Mit added, mixed and changed these base colors with other 
colors that symbolise political factions—sectors involved in 
recent political conflicts such as the Yellow Shirts, the Red 
Shirts and the Army (green). The flag, in this respect, can be 
read as a field of the current political landscape, as well as its 
imaginative potentialities. 

In the initial idea, the flags were framed and hung on the wall or 
rolled as a scroll, similar to his other body of works. Later, in 2014 
when Thailand came under military rule, Mit placed the work 
on the floor of a gallery in central Bangkok’s shopping district, 
an area previously occupied by several demonstrations. This 
new usage of the work as flooring combined flag and territory, 
two visual elements of a nation. When the color stripes were 
grounded, they established an imaginative geopolitical space 
and created a sense of belonging by transforming the visuality 
of the work into something participatory. During the opening, 
the piece acted like a carpet for the audience to stand, step 
and walk on, which visitors found difficult to do because of its 
likeness to the national flag. 

Moreover, putting the flag on the floor also invited another 
result. To stand on, to tear apart and to burn a flag are common 
gestures for political protest against the government of a 
nation-state. To abuse, to desecrate, to erase the flag is to 
deny one’s belonging to a given imagined community that, 
in turn, creates the possibility to imagine community anew. 
Recently, Mit applied baby powder on his artwork to whiten 
and smoothen its colors. It is a very caring and cherishing 
process, but can ironically be seen as a maneuver to rethink 
the relationship between flag, territory and nation using a 
gentle method.

In short, Untitled (Siam Republic flag) located itself between 
binary oppositions of creation/violation and imagination/
reality. It is within this small opening that the series found 
strategic ground from which to deliver its political voice to the 
nation—where political action is currently banned by the ruling 
military junta. This voice is both encouraging us to imagine 
hope in the time of crisis, and pointing out that the current 
struggle is the product of the given ideological structure. We 
need to be aware that these strips of color are being used to 
divide and manipulate people all over the world. They do not 
represent any particular religious, political or social group, but 
merely a set of colored stripes with various beliefs attached to 
it. As presented in the artworks, these grounded stripes are 
not a crime against the state, but a freedom of expression of 
humanity as a whole. 

August 2015
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INVICTA (CONQUEROR), 2015

mixed-media assemblage (vintage priest’s chasuble with embroidery work), neon lights

78 x 108 inches/210 x 280 cm

NORBERTO ROLDAN
Norberto Roldan’s mixed-media assemblages negotiate the socio-political 
terrain of Philippines’ past and present. Through paintings and installations 
combining objects, text and imagery, he explores issues ranging from 
collective memory to the balance of power in geopolitical encounters. Crusade 
is composed of two Middle Eastern carpets–symbols of cultural migration–
that form a tapestry-like backdrop for salvaged wooden crosses juxtaposed 
with crosses made of neon lights. Meanwhile, Invicta (Conqueror), is made 
from a chasuble once worn by priests during Mass. The artist suggests the 
robe is a symbol of the conqueror, however he has subverted its authority by 
studding it with pagan amulets. Seen together, the works revisit the clash of 
belief systems in 16th-century Philippines and address wider implications of 
religious conversion by colonizing powers.

In 1986, Norberto Roldan founded Black Artists in Asia, a group devoted to 
socially and politically progressive aesthetic practices. His work has appeared 
in several landmark surveys of Southeast Asian contemporary art including 
No Country: Contemporary Art for South and Southeast Asia, 2013, at the 
Solomon R. Guggenheim Museum, New York, and Negotiating Home History 
and Nation: Two Decades of Contemporary Art in Southeast Asia 1991–2011 
at the Singapore Art Museum. He has also exhibited at the Tate Modern, 
London; Asian Art Museum of San Francisco; Fukuoka Asian Art Museum, 
Japan; and the Centre for Contemporary Art in Singapore. He is currently 
the director of Green Papaya Art Projects, an independent multidisciplinary 
platform founded in 2000. 

Born in Roxas City, Philippines, 1953 | Lives and works in Manila
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CRUSADE, 2015

wooden crosses salvaged from demolished old houses on beeswax-drenched panels, neon lights

diptych, 66 x 174 inches/168 x 450 cm



18 19

KARMA AND BARBED WIRE, ALIVE SERIES, 2014

c-print on Dibond, edition of 10 with 1 A.P.

23.6 x 35.4 inches/60 x 90 cm

KIM HAK
Kim Hak’s poignant photographs revisit Cambodia’s tumultuous social 
history. His haunting series ALIVE is centered on personal objects hidden or 
abandoned during the Khmer Rouge regime (1975–1979) and alludes to the 
resilience of the Cambodian people. Kettle and Chicken, for instance, shows 
a kettle, which his family has owned since the 1970s, carrying chicken feet. 
Referencing their struggle for basic survival under the regime, it points to an 
instance when his mother was forced to steal poultry to provide food for his 
father when he fell sick. His father, however, was so afraid of being killed that 
he was unable to eat the meat. Other photographs narrate similarly harrowing 
stories through objects including barbed wire and a banned notebook.

Kim Hak’s work has been featured at numerous photography biennales and 
events including Photoquai 2011, Paris; Ballarat International Foto Biennale 
2015, Victoria, Australia; PhotoBangkok 2015; World Event Young Artists 2012, 
Nottingham, England; the 3rd Singapore International Photography Festival 
2012; Photo Phnom Penh 2015; and Angkor Photo Festival 2014, Cambodia. 

In 2011, he was granted the Photoquai’s Residency by the Musée du Quai 
Branly in Paris. Two years later he published Unity, his first photography 
book, featuring a selection of images of Cambodian people after the death 
of King Norodom Sihanouk. 

Born in Battambang City, Cambodia, 1981 | Lives and works in Phnom Penh
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NOTEBOOKS AND TOOTH OF THE DEAD, ALIVE SERIES, 2014

c-print on Dibond, edition of 10 with 1 A.P.

23.6 x 35.4 inches/60 x 90 cm

KETTLE AND CHICKEN, ALIVE SERIES, 2014

c-print on Dibond, edition of 10 with 1 A.P.

23.6 x 35.4 inches/60 x 90 cm

GOLD BRACELET AND RICE, ALIVE SERIES, 2014

c-print on Dibond, edition of 10 with 1 A.P.

23.6 x 35.4 inches/60 x 90 cm

SCISSORS AND HAIR, ALIVE SERIES, 2014

c-print on Dibond, edition of 10 with 1 A.P.

23.6 x 35.4 inches/60 x 90 cm
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BLACK COAL DARK ENERGY, 2015 

woodblock print on canvas, edition of 6 with 1 A.P.

44.9 x 52.8 inches/114 x 134 cm

MUHAMMAD “UCUP” YUSUF
A native of Yogyakarta, Muhammad “UCUP” Yusuf has been involved in art-
based protests as part of the Taring Padi collective since the late 1990s. He 
believes that art is an invaluable tool that fosters understanding and tolerance in 
society. His newly created woodblocks and woodblock prints reveal his efforts 
for social change while offering a glimpse of some of the rural communities 
that are close to his heart. The intricately executed images narrate stories on 
current disputes over land expropriation and illegal development in Indonesia. 
Black Coal Dark Energy, for instance, refers to a recent debate about a coal 
power plant in Central Java. It shows a sea of solemn-faced people beneath 
angry signs with statements including “Don’t take our land” and “Why state 
violence against own people.” A larger banner reads “Land and water, our flesh 
and our blood, we take care until the end” echoing the resolution of the people. 
The choice of medium of woodblock engravings is significant as throughout 
history it has been harnessed to create political propaganda. 

Muhammad “UCUP” Yusuf studied painting at the Indonesian Institute of Arts, 
Yogyakarta, where he graduated in 2005. Alongside a number of prominent 
private collections in Indonesia and abroad, his works are in the permanent 
collections of the Palace Museum Yogyakarta, Indonesia; Singapore Art 
Museum; Fukuoka Asian Art Museum, Japan; and the Queensland Art Gallery 
of Australia. His work has been exhibited at such institutions as the Museum 
of Contemporary Art Lyon, France; Yokohama Museum of Art, Japan; and the 
Jogja National Museum, Indonesia.

Born in Lumajang, Indonesia, 1975 | Lives and works in Yogyakarta
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CRASH THE KARST, 2015 

woodblock print on canvas, edition of 6 with 1 A.P.

51.2 x 51.2 inches/130 x 130 cm

WHO’S NEXT, 2015

woodblock print on canvas, edition of 3 with 1 A.P.

52 x 50 inches/132 x 127 cm
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LÂP LÒE (BLINK), 2012

color video, one-channel version, edition of four with 1 A.P.

10:04 minutes

TRAN  LUONG
A major figure in Vietnam’s contemporary art scene, Tran Luong is a performance 
artist and independent curator. His evocative works challenge political legacies 
and the repression of individual expression. The video work Lâp Lòe (Blink) 
was inspired by a performance series called Welts, which the artist began in 
2007 and staged around the world, including in Vietnam, Korea, the United 
States and Germany During his first performance in China, the artist invited the 
audience to slap a red scarf—an item associated with communism—against his 
body. The performance was repeated and the audiences’ reactions varied. With 
each reiteration, the artist abandoned his naked torso to the whims of the scarf. 
Lâp Lòe (Blink) shows the artist’s body becoming increasingly scarred by the 
repeated slashing action yet the background in the video is a consistently clear 
blue sky, a possible allusion to freedom. 

Tran Luong co-founded the Gang of Five (1983–1996), a collective of painting 
graduates that organized monthly exhibitions in alternative spaces. In 1998, 
he co-founded Nha San Studio, the country’s leading experimental art space. 
Two years later he co-founded the Hanoi Contemporary Art Centre where he 
served as director. His resignation in 2003 was an act of protest at government 
corruption concerning art funding.  Many of his projects are collaborative, 
such as the Mao Khe Coal Mine Art Project, involving workshops with a rural 
mineworkers’ community and On the Banks of Red River, a piece involving an 
interactive performance in an impoverished area of Hanoi.

The artist was also a member of the curatorial team for the 2013 Singapore 
Biennial, and has participated in notable group exhibitions including No 
Country: Contemporary Art for South and Southeast Asia at the Solomon R. 
Guggenheim Museum. His work has also been shown at Palais de Tokyo, 
France; Singapore Art Museum; Fukuoka Asian Art Triennial 2002 and the 
Yokohama Museum of Art, Japan; Herbert F. Johnson Museum of Art, Cornell 
University, Ithaca, New York; and the Brooklyn Museum.

Born in Hanoi, Vietnam, 1960 | Lives and works in Hanoi 
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BANGKOK ART AND COUP CENTRE, BLACK GRANITE SERIES, 2015

black granite with gold letters and flower garlands

11.8 x 21.6 inches/30 x 55 cm

MONTRI  TOEMSOMBAT
Montri Toemsombat is widely recognized for his experimental performance 
works and tactile installations made from rice and silk. Black Granite, a series 
of stone installations created for REV | ACTION, addresses the discourse 
advanced by the People’s Democratic Reform Committee (PDRC) in Thailand. 
The PDRC was founded in 2013 preceding the clashes that culminated with 
the military coup in May 2014. These works, which resemble tombstones, 
are emblazoned with statements used by protesters and activists but laced 
with irony such as “Bangkok Art and Coup Centre 99.99% democracy shake 
well before use.” This particular example parodies Bangkok Art and Cultural 
Centre, which was mobilized during the clashes. The gold color, besides being 
popular in Thailand, lends a sense of permanency to the inscriptions as well as 
optimism and a note of hope for the future of a country at a political impasse.

Montri Toemsombat has exhibited across the globe including at the Thai 
Pavilion at the 50th International Venice Biennale 2003; Busan Biennale 
2008, South Korea; the 1st Fukuoka Asian Art Triennale 1999 at the Fukuoka 
Asian Art Museum, Japan; the Museum of Contemporary Art Kiasma, Helsinki; 
and International Design Biennial Saint-Etienne 2000, France.

He is the recipient of various artist residencies and research scholarships such 
as Japan Foundation Fellowship Program, 2000; artist in residence at La Cité 
Internationale des Arts, 2007; and the James H.W. Thompson Foundation 
Research Grant, Bangkok, 2008. 

Born in Chaiyaphum, Thailand, 1975 | Lives and works in Kanchanaburi, 
Thailand, and Lyon, France
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SHUTDOWN BANGKOK, BLACK GRANITE SERIES, 2015

black granite with gold letters and flower garlands

11.8 x 21.6 inches/30 x 55 cm

RESTART THAILAND, BLACK GRANITE SERIES, 2015

black granite with gold letters and flower garlands

11.8 x 21.6 inches/30 x 55 cm
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UNTITLED #1 (SIAM REPUBLIC FLAG), 2015 

acrylic and oil on canvas, floor mount

115.3 x 189.8 inches/293 x 482 cm

MIT JAI INN
Mit Jai Inn creates lushly textured canvases that evoke bolts of fabric. An 
active commentator on Thailand’s political situation, he is interested in the 
social implications of making art. Untitled (Siam Republic flag) is a new series 
produced for REV | ACTION that consists of a wall canvas, two rolled scrolls 
and a floor piece. In this body of work, he re-interprets Thailand’s flag and 
proposes an alternative for an imaginary state. The idea was inspired by a 
radio commentary proposing a new nation consisting solely of the north and 
northeastern parts of Thailand. In the country’s current flag, white reflects the 
predominant religion of Buddhism; blue, the color of the monarchy; red, the 
color of the nation. The artist altered these base colors, adding green, which 
represents the military. By placing some of the works on the floor, he combines 
flag and territory, two visual elements of a nation.

Mit Jai Inn has long been a pioneer of Chiang Mai’s contemporary art 
scene. He co-founded the non-commercial art initiative Chiang Mai Social 
Installation Project in the 1990s and has closely engaged with the Land 
Foundation, a seminal arts organization in Thailand. His works have been 
acquired by private and institutional collections across the globe. He has 
participated in exhibitions at Palais de Tokyo, Paris; Singapore Art Museum; 
Bangkok Art and Cultural Centre; the 18th Biennale of Sydney 2012, 
Australia; and Yokohama Triennale, Japan. 

Born in Chiang Mai, Thailand, 1960 | Lives in Chiang Mai
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UNTITLED #4 (SIAM REPUBLIC FLAG), 2015

oil on canvas, rolled scroll

54.3 x 81.9 inches/138 x 208 cm

UNTITLED #3 (SIAM REPUBLIC FLAG), 2015

oil on canvas, rolled scroll

54.3 x 81.9 inches/138 x 208 cm
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MANDALA STUDY #5, 2015

terracotta and white marble sand installation

approximately 118.1 x 118.1 x 3.9 inches/300 x 300 x 10 cm

ALBERT YONATHAN SETYAWAN
Albert Yonathan Setyawan rose to prominence with his labyrinthine installation of 
hundreds of stupa-like forms in the Indonesian Pavilion at 55th Venice Biennale 
2013. His preoccupation with stupas continues in Mandala Study #5, an installation 
composed of conical terracotta stupas placed on mounds of white marble sand 
in a circular formation echoing a mandala. For Setyawan, the act of creating such 
intricate, repetitive structures is both performative and a process of meditation. 
His work raises questions about the sense of harmony and community in today’s 
societies and the role of spirituality. 

The artist graduated from Bandung Institute of Technology, Indonesia, with 
an undergraduate degree in ceramics crafts in 2007 followed by a Master’s 
Degree from the university in 2012. He then moved to Japan to continue 
his studies in contemporary ceramics at Kyoto Seika University. He has 
exhibited at the 1st Jakarta Contemporary Ceramic Biennale, Indonesia; The 
Yogyakarta Biennale XI at the Jogja National Museum, Indonesia; Clayarch 
Gimhae Museum, South Korea; and The National Gallery, Jakarta, Indonesia.

Born in Indonesia, 1983 | Lives and works in Kyoto and Bandung, Indonesia
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BOMB PROTECTING PREGNANT FISH IN MEKONG RIVER, 2015 

mixed media on canvas

59 x 98.4 inches/150 x 250 cm

LEANG SECKON
Leang Seckon is among the foremost members of Cambodia’s burgeoning 
contemporary art scene. Born in 1970 at the onset of the American bombings 
of Indochina, he grew up during the rise of the brutal Khmer Rouge regime. 
Often autobiographical, his works draw on unsettling war memories. 
Fascinated by Cambodia’s cultural heritage, Seckon creates intricate 
canvases that are populated with mythological references. Commissioned 
for this show, the Indochina War series grapples with the Cambodian Civil 
War and the looting of the country’s cultural treasures. The mixed-media 
paintings focus on the Kneeling Attendants, two 10th-century sculptures 
that were assumed to have been smuggled out from a temple during the 
Civil War. They were later donated to the Metropolitan Museum of Art in New 
York and recently repatriated.

Leang Seckon has worked on large-scale public pieces including his 2008 
Naga installation at Siem Reap River in Phnom Penh. He has exhibited at 
the 4th Fukuoka Asian Art Triennale 2009, Japan; Art Stage Singapore; and 
the 2009 ASEAN Contemporary Art Exchange, New Zero Art Space, Yangon, 
Myanmar. In 2010, Rossi & Rossi gallery in London mounted his first solo 
exhibition in Europe. This year, he will be participating in the 8th Asia Pacific 
Triennial of Contemporary Art in Brisbane, Australia. 

Born in Prey Veng province, Cambodia, 1970 | Lives and works in Phnom Penh
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INDOCHINA WAR, 2015

mixed media on canvas

78.7 x 157.5 inches/200 x 400 cm

WHY HANUMAN HAS COME BACK TO CAMBODIA?, 2015 

mixed media on canvas

59 x 118.1 inches/150 x 300 cm
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CELEBRATING BOMB GOD, 2015

mixed media on canvas

59 x 78.7 inches/150 x 200 cm 

TWO BODIES ON LAND MINE GARDEN, 2015

mixed media on canvas

78.7 x 78.7 inches/200 x 200 cm 
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THE SPIRIT OF THE RIVER, 2015

seven-channel video, color and sound, 1 minute 

part of a video and mixed-media installation with Aung Ko

NGE LAY
Nge Lay’s practice probes issues ranging from Myanmar’s ailing education 
system in the wake of military dictatorship to more intimate meditations on 
personal loss. Her video and sound installation The Spirit of the River, newly 
commissioned for REV | ACTION, offers a poetic vision of the Irrawaddy River, 
the longest in Myanmar. Her video is accompanied by a sculpture of a colonial-
era steamboat by her artist husband Aung Ko. The waves and colors of the 
water represent the memories of the people of Myanmar and the shadows, 
in turn, evoke the history of the country. The work also holds darker allusions 
to the looming threat of plans to build dams along the river’s course initiated 
by the junta. Disrupting the peaceful flow of life, it will put several villages in 
danger of flooding.

Nge Lay received a Bachelor’s Degree in painting from the National University 
of Art and Culture, Yangon, in 2003 and completed a Bachelor’s Degree 
in economics from University of East Yangon the following year. She has 
exhibited at the Museum of Contemporary Art Lyon, France; the Contemporary 
Art Museum, Kumamoto, Japan; Yokohama Museum of Art, Japan; and the 
Singapore Art Museum. She is the co-founder and organizer with her husband 
of the community-driven Thuye`dan Village Art Project in Thuye`dan Village, 
Pyay, Myanmar. 

Born in Pyin Oo Lwin, Mandalay division, Myanmar, 1979 | Lives and 
works in Yangon
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AUNG KO
Aung Ko’s practice spans painting, film, performance and mixed-media 
installations. Much of his work reflects the changing political climate of 
Myanmar and the widening gap between village culture and life in the fast-
developing capital. In 2007, he initiated the Thuye`dan Village Art Project with 
his artist wife Nge Lay inviting contemporary artists to his isolated hometown 
to engage with the people and empower the community. 

Newly commissioned for REV | ACTION, The Spirit of the River is a video 
and mixed-media installation that he created with Nge Lay. His contribution 
is a colonial-era steamboat inspired by vessels that were active along the 
Irrawaddy River, Myanmar’s most important waterway, until recently. Once 
a key economic tool of the British Empire, the river was essential for trade 
and transport. Recently, the junta initiated plans with the Chinese to build 
dams along the river’s course putting several villages in danger of flooding 
and disrupting its rich biodiversity. In referencing the way in which the river 
was once harnessed in the past, Aung Ko raises ecological, cultural and 
socioeconomic concerns about its future. 

Aung Ko has exhibited at Palais de Tokyo, Paris; the Fukuoka Asian Art 
Triennale 2009, Japan; Singapore Biennale 2008; and Beyond Pressure 
International Festival of Performance Art 2008, Myanmar. He was also part 
of the Goethe Institute Hanoi’s RiverScapes IN FLUX exhibition, which toured 
Hanoi, Saigon, Bangkok, Phnom Penh, Yogyakarta and Manila from 2012 to 
2013. 

Born in Htone Bo, Myanmar, 1980 | Lives and works in Yangon 

THE SPIRIT OF THE RIVER, 2015

mixed-media model boat, 9.4 x 18.9 x 5.9 inches/24 x 48 x 15 cm

part of a video and mixed-media installation with Nge Lay
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