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We are pleased to announce the exhibition and programs of Singapore Art Archive
Project @ SA SA BASSAC: Koh Nguang How and Shui Tit Sing with curators Vera Mey
and Mélanie Mermod, which positions Cambodia and the archive of Shui Tit Sing of the
Ten Men Art Group as a focal point to unfold the multidirectionality of modern artistic
movements in the region we have come to know as Southeast Asia.

Artist Koh Nguang How is one of the foremost chroniclers of contemporary art in
Singapore, and initiated the Singapore Art Archive Project (SAAP) in 2005. The SAAP
contains a treasury of photographs taken by Koh himself, video and audio documentation
of performances and conversations as well as slides, brochures, catalogues, many relating
to The Artists Village, a seminal contemporary art collective founded in 1988 by artist Tang
Da Wu, of which Koh was a member. The wide range of Koh’s materials collectively date
between 1920s until now.

At SA SA BASSAC, Koh unfolds a cross-section of SAAP dating between 1963-1980,
which focuses on the work of artist Shui Tit Sing (1914-1997). Shui was part of the Ten
Men Art Group, a collective of males and females members who were primarily Chinese
émigrés to Malaya and Singapore. Active between the years 1961 to 1970, they went in
search of inspiration for a Southeast Asian aesthetic. The collectives’ efforts and resulting
pictorial styles were to merge largely with what was underway thirty years prior with the
Nanyang School of Arts, and what would later become defined as “Nanyang Style.” While
the Ten Men Art Group was independent to the school, in principle they shared an East-
East or self-Orientalizing view of a multicultural, southern tropical paradise to which they
sought both inspiration from and belonging to.

The Ten Men Art Group travelled together, initiated exhibitions in Singapore, and held
Sunday meetings to discuss and encourage artistic practice. Their travels took them to
Indonesia, Borneo, Thailand, Cambodia and eventually India. Their 1970 trip to Sumatra
was their last formal journey before forming as the Southeast Asian Art Association. The
impact of the groups’ field trips was visible through shifts in artistic practice, and they
become especially known for their scenes of village life painted within a Beaux-Arts
academic formation (via China) and through the context and influence of their relationship
to location. Shui Tit Sing was especially impacted by his time in Cambodia and the temples
within Angkor Archaeological Park, particularly the bas-reliefs of Bayon. He was inspired
by ideas of synchronic time represented in the reliefs, and his monoscenic painting
transformed into multi-register scenes. His sculpture, carved in teak wood, celebrated the
common citizen as the modern regional hero.

The work on display at SA SA BASSAC is a combination of original and reproduced
artworks from Shui Tit Sing’s visit to Cambodia in 1963, and his subsequent inspiration
through 1980. Alongside this will be ephemera selected from an extensive archive of Shui's
and Ten Men’s visit to Cambodia including newspaper articles from Singapore media
outlets, original slides and photographs, hand drawn maps, drawings and notebooks. Marco
Hsu's book Jounal of Thailand and Cambodia Trip (1966) will also feature as an example of
an art critic documenting the artistic styles in close proximity to Shui. Complementing this
material is the role of artist Koh Nguang How. Through his presence as SA SA BASSAC
artist-in-residence (July 25-August 25, 2016), Koh will weave in his own research and
practice dating from 1989 onwards, including actions of (re)tracing and “looking regionally”
today. His interventions remind us that the archive is accessible to us through the present
tense to provoke points of connection and contradiction.
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Singapore Art Archive Project @ SA SA BASSAC
Koh Nguang How and Shui Tit Sing
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31 July - 08 October, 2016

Koh Nguang How, Bakong Ruins by Shui Tit Sing, 7963. Color photograph, 2014. Image courtesy Singapore Art Archive
Project / Koh Nguang How
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The rich slice of Koh's Singapore Art Archive Project at SA SA BASSAC, as well as its
entirety, can be considered from multiple vantage points. Although around 50 years apart
- the efforts of Shui Tit Sing and Koh Nguang How mirror each other in a mutual effort to
discover and document as a tool for rewriting history through art. SAAP was firstly from
the artist's view an attempt to assert the value of primary materials closest to the artists’
practices within the framework of an archive. Further, by inviting Koh and the Shui archive
to Cambodia, the curators and SA SA BASSAC encourage an embedded criticality around
notions of isolated, singular/national art histories as well as formations of regional ones at
a time when institutions and canons in both Singapore and Cambodia are simultaneously
being formed and contested. While the SAAP/Shui Tit Sing archive highlights the position
of Singapore as both a seeker and instigator of regionalism through art, in turn, these
materials extend art histories, notions of collectivity and exchange in and relating to
Cambodia.



