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Introduction 

In Sino-Vietnamese language, there is more than one word to describe 
one’s look or appearance, some of which include tướng mạo and diện 
mạo. These two words carry a nuanced difference in connotation—
while diện mạo refers merely to the physical appearance of a person 
that normal eyes can perceive, tướng mạo refers more to ‘physiognomy’ 
(the feelings or aura of a personality suggested by looking at a person’s 
facial features, body structure and manners). Đổi and rời both mean ‘to 
change’ or ‘to shift’ from one state to another. Thế (or thế thời) can be 
understood as the era, a period of historical time passage determined 
by certain events. The title of this edition, ‘Tướng đổi thế rời ’, thus largely 
implies that as we study the changes of the ‘figure’ through the creation 
of the artists, we are likely to learn about the changes in the socio-
political context of the time. Co-organized by The Factory and VIN 
Gallery, with support from Galerie Quynh, this second edition of Glass 
Box, Tướng đổi thế rời1 compares the war era with the contemporary 
moment, utilizing figure drawings of wartime veterans represented 
by Trương Hiếu, Thái Hà, Ngô Viễn Chí, Nguyễn Thanh Châu with  
contemporary artists Trương Tiến Trà and Trương Công Tùng. 
 
In a letter written to artists and writers in 1951, Hồ Chí Minh exhilarated: 
“Art and culture are also the battlefield. Artists are soldiers on its 
front”. In 1948, with a paper titled ‘Marxism and Vietnamese Culture’ 
outlined by Trường Chinh in 19482, the centralized guidelines were first 
put forward for artists and writers to follow. From then on, artists and 
writers were instructed to follow a formula: Marxist-Leninism in thought, 
Socialist Realism in methodology, and freedom to obeying the Party3. 
Following this thinking, the ideological direction for art and culture has 
had great imprint on the development of Vietnamese art and culture, 
with the purpose and intention behind an artist’s decision to be an artist 
once framed largely by the State. Today however, with more distance 
in time from this particular history, an artistic trend emerges whereby 
artists seek to re-visit and re-think their country’s past.

The direction for art and culture in the post-war era was however greatly 
influenced by the Doi Moi economic reforms (1986) that started to 
enormously flood Vietnam: stronger regulation of the market, freer flows 
of foreign trade, availability of mobility, access to the Internet, and of 
course, artistic demand for an expansion of what can be considered 
‘art’ . With the advance of technology (to the extent that each person 

is now ubiquitously equipped with a camera in hand) the need for art to 
officially record reality is no longer emphasized by the State, increasingly 
artists rather individually seek to tell  truths that resonate with the time 
collectively lived today.  

In this display, the wartime veterans of the Vietnam War—as represented 
by Trương Hiếu, Nguyễn Thanh Châu, Thái Hà, Ngô Viễn Chí—employ 
sketching not only as the most convenient and available art form at the 
time, but also as the most powerful tool for them to fulfill the duties set by 
their commanders and the order of the artists’ moral compass. 

Sketching is the art form that undeniably withstands the requirements 
and harsh conditions of war: its technique is fast (as the artists needed 
to capture what is happening in front of them immediately, especially 
on the battlefield); it is economical and convenient (only a pencil and 
paper are needed); it is intimate (imagine a soldier sitting for an artist 
to draw their portrait - a prolonged, silent period of time,  exchanging 
glances only between them). The content of these wartime sketches, whose 
realistic form stands as a diligent document of the time, is dominated by 
portraits of soldiers and ordinary people, landscapes of everyday life 
on a battlefield. As shared by veteran painter Quách Phong in a project  
‘Sketching Vietnamese history’ (2016) curated by San Art: “During the war, 
creativity was only secondary. The history/reality was too overwhelming 
and beautiful. So there was no need for artists to create anything. It was 
more than enough to depict truthfully what was happening. I only drew 
what I saw as honestly as possible…”4 To these artists, nationalism and 
ideological beliefs were in union.
_

1 ‘Tướng đổi thế rời’, however, there is still another reason to why this title is tướng instead of 
diện: tướng also means the General. The phrase thus could be read as “when the General 
changes his mind (or is replaced), that will affect change to the situation.” The double meaning 
alludes to the shift in the State’s directions, which ideologically guide and are imposed on the 
development of arts and culture in different historical periods of Vietnam—especially here in 
this display, the wartime and the contemporary. 
2 Boitran Huynh-Beattie. Vietnamese Modern Art: An Unfinished Journey. Modern and 
Contemporary Southeast Asian Art: An Anthology, p. 41.
3 Nguyen Hung Quoc. Văn Học Việt Nam dưới chế độ Cộng Sản 1945-1990 [Vietnamese 
Literature under Communism 1945–1990] (Westminster, CA: Văn Nghệ, 1991), p. 123
4 Interview with artist Quách Phong about his project with Sàn Art, ‘Sketching Vietnamese 
history’. Ho Chi Minh City Fine Arts Museum, 2016. Quách Phong (b. 1938, Vinh Long, Vietnam) 
participated in the revolution waves as part of the student activism and went to different 
battlefields to sketch until 1975. He used to be the General Secretary of Ho Chi Minh City Fine 
Arts Association. He has received numerous accolades from the government for his service, 
his contribution to the Vietnamese Literature and the Arts, Fine Arts, Culture, and the Youth 
development. Many of his sketches and lacquer works are in the permanent collection of the 
Ho Chi Minh City Museum of Fine Arts and Vietnam Fine Arts Museum. 
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In this display of wartime drawings (dating between 1968 to 1972), 
a peaceful mood exists in the portrayal of the what assumes must be 
a violent context, in which the soldiers and civilians are engaged in 
domestic activities. It is not until the title, Launching Mortars (fig. 1), is 
revealed that we come into realization that our first glance—viewing a 
group of soldiers looking as if they are resting on the field—is a foil. A 
similar revelation also appears in the work of the legendary war artist 
Thai Ha, where a woman of statuesque physique is proudly standing 
holding a Homemade Petrol Bomb (as once more revealed in the title) 
(fig. 2).

In comparison, Nguyễn Thanh Châu’s The suffering years after the Geneva 
Accords (fig. 3), possesses title and bright palette that questions the 
mood of war or peace. Perhaps these are civilians resting at twilight, or 
they are guerrilla soldiers in hiding,discussing strategies of resistance 
in a multi-purpose escape site in the jungle. The same could be said 
of (Soldiers) ‘Going to Work’ (fig. 4)– a peaceful village landscape 
as boatmen wave off the soldiers, these soldiers walking away in 
ambivalence - who may or may not come back from a day ‘at work’). 
Such a scene Nguyễn Thanh Châu captured during this time with the 
National Liberation Front, familiarizing himself with speed sketching 
(with pencil on roki paper) and drawing, which he would later touch up 
with watercolor once he returned to the military base in Tây Ninh5.

Fig.1

Fig.2

Fig.3

_

5 VIETNAM The Art of War. Nguyen Thanh Chau Biography. 
https://vietnamtheartofwar.com/1939/01/04/nguyen-thanh-chau-biography/
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If Nguyễn Thanh Châu turns our gaze towards the everyday lives—at 
work and at rest—of the soldiers, Ngô Viễn Chí’s paintings, Charging 
tuya fire sets (fig. 5) and Take a deep breath please. Yes… yes (fig. 6), 
show us  life for the working class during wartime, here in particular 
-  the engineer and doctor. These ‘workers’, those who might never be 
at the gun-front of a battlefield, are placed in the foreground, showing 
their full body and facial expression, thus granting us access to life at 
war beyond the popularized image of soldiers and their weaponry. 

Fig.5
Fig.6

Fig.4
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While these war drawings are an aesthetic and historical record of life 
on the front-line, for others, such as family members of these soldiers, 
such record are the only remaining of their relatives, whose lives were 
taken by war. On the altar of many families are not only photographs 
(for not everyone had the privilege to be photographed at that time) 
but sketches of their husbands, their brothers, their comrades6 – sketches 
that were fortunate enough to ‘survive’ the fragility and precarity of 
conflict. To many who endured that time, such drawings are memories 
fossilized in form, space and time.

Half a century after the war ended, at the beginning of the 21st century, 
Vietnamese contemporary artists have a much different interpretation 
of figure drawing. In most wartime sketches, due to the need of 
recording the harsh reality, the size and shape of the figures were 
often proportionally portrayed; or it would be exaggerated for the 
communication of heroism. In contemporary drawing, as seen in the 
works of Trương Công Tùng and Trương Tiến Trà in this display, released 
from  the burden of realism, they freely roam with their imaginative 
choice of expression and contemplation of the personal and collective 
experiences of this era.

As in The Sadness (fig. 7) or The Man (fig. 8), drawings of watercolor on 
dó paper by the Hanoi-based contemporary painter, Trương Tiến Trà, 
the body structure is depicted with a twist of anatomical incorrectness. 
Looking at these seemingly headless bodies, one wonders whether this 
person is lying or standing. Instead of following the formally taught 
principles of figurative art, he has chosen to lean himself more towards 
an expressive, geometrical depiction of the human body. What we 
are then presented with is the abstraction of his own state of mind, as 
opposed to the resemblance of any real figure sitting for him to draw.

In Trà’s works, the figures are in a state of solitude and desperation; 
forlornness permeating across the canvas. Interestingly, the more 
crippled the postures, the more lacking the clarity, the more revealed it 
is for us to step inside the interior of these depicted beings.
_

6 In Dinh Q. Le’s film ‘Light & Belief: Sketches of Life from the Vietnam War’, wartime 
painter Phan Oanh shared that after the war ended, he still encountered with the 
small-sized portraits he painted on the altars and graves of many. These portraits 
were the only remaining assess of the dead, collected to identify the person upon 
his/her death and sent back to their family.

Fig.9

Fig.8
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According to his statement, it seems as if “the modern society”, a context 
visually absent from the works,  is another contemplative dimension. 
Always lurking in the background of the artist’s metaphysical canvas, 
“modern society” is referred by the artist as “a life in its mental illness 
lacking interpersonal relationships”, and even when such relationships 
exist, “they are not only lacking but also materialized”. At times semi-
biographical, at times relational as if he familiarizes himself with the 
outside world, he sees the figures in his drawings as preferring to 
keep to the nooks and crannies of their own souls. Once he has to 
resort to language to express himself, his choice of words is extremely 
minimalistic, yet also poetically painterly, comparing the figures “as 
being concretized into a sculpture—simultaneously freezing into ice and 
melting into lava”. Cycle back to the war-time era and imagine these 
works on display in the Viet Bac Resistance Zone7, how much they would 
have wavered and weakened the determined spirit of the soldiers!

Meanwhile, Trương Công Tùng, a contemporary multimedia artist 
born and raised in the Central Highlands who is currently living in Sai 
Gon, expands the spatio-temporal dimension of the figure on paper 
with his series of drawings on mylar. According to Arlette Quỳnh-Anh 
Trần’s curatorial text of his solo exhibition ‘Between Fragmentation 
and Wholeness’ (2018) at Galerie Quynh, Trương Công Tùng named 
the series after Maya (Maya within the circle of time, fig. 9), which in 
Sankrit means constantly morphing illusion. Animality, especially that 
of insects, and human anatomy (or so-called internal morphology) are 
frequent elements throughout this whole series, which also alludes to the 
Kafkaresque ‘metamorphosis’ state of half-human half-animal beings.

Entering Trương Công Tùng’s fictitious world is like entering a realm 
of dreams. This dreamscape, on the one hand, bears a resemblance 
to David Lynch’s surrealist montage, especially that of his early low-
tech  films like Eraserhead or The Grandmother, where entrances and 
exits of myriad narratives and points of view are intricately woven, 
each fighting another for attention. On the other hand through 
placing eight sheets of semi-transparent paper on top of one 
another and laying them inside light boxes, Tung playfully navigates 
the series akin to how the brain processes the massive amount of 
information received each day, with a little twist of his reckless yet, 

polyphonic imagination [tricking the viewers to guess which is original 
and which is copied/scanned].  Indeed, he took inspiration from 
numerous absurd, illogical images found on the Internet, emptied 
them out of their context, and conceptualized them alongside Queen 
Maya8, mother of Buddha. With this point of entry, truth and myth 
are gathered together, no longer casting any boundaries between 
reality and fiction. A thread that links the body of works by Trương 
Công Tùng and Trương Tiến Trà suggests an interior psychological 
world, a reality of the virtual and the supernatural, that saturates 
our daily subconsciousness, or that of people living in Vietnam today.
_

7  Ibid. In the film, wartime painter Huynh Phuong Dong told us about the gruella 
gallery in the forest, often organized before the soldiers were going to the battle 
in order to boost up their spirit.
8  Arlette Quỳnh-Anh Trần on Trương Công Tùng’s Maya within the circle of time, 
“According to legend, Queen Maya conceived Buddha in a dream. A mythical figure 
in South Asian theology, she’s invested with tremendous symbolic power in many 
Asian cultures, including Vietnam, where Buddhist influence is prevalent. Queen 
Maya takes on various forms, appearing widely in rural tales in the mysterious 
ghostly shape of a woman, wandering the wild forests and the empty lakes.”  Taipei 
Biennale 2016. https://www.taipeibiennial.org/2016/en#Exhibition

Fig.9
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With these significant brush strokes by these respected artists, a certain 
measure of a particular social context is revealed. For art historians 
and art aficionados in general, the study of figurative art has long been 
an important reference, as study material for the completion of larger 
classical mediums (eg. the studies of major masters such as Rembrandt 
that today are of near equal value to the final finished oil painting); or 
in the modern era, the art of the line coming to prominence with the rise 
of Abstract Art (eg. think of the figure drawings of Francis Bacon and the 
20th Century Western fascination for East Asian ink figurative painting). 
The knowledge entailed from studying figurative art ranges from the 
spatial-temporal realities in which the artist lives and works; to a more 
sophisticated analysis of the collective subconsciousness of the time, 
just as how Nguyen Huy Thiep, a post-war Vietnamese contemporary 
writer once regarded his own art-making as “laying the table with the 
intellectual food of the whole era”. With increasingly experimental 
approaches and new media added to the evolving and ever-expanding 
definition of figurative art, the art of drawing remains of critical interest.  

The works on view are quiet yet compelling perspectives of Vietnam. It 
is as if the whole display is a wise, respected storyteller, who has lived 
a century with significant social shifts. Time is condensed, delicately 
taking us on a return journey to the intimate moments of the Vietnam War.

Van Do with the assistance of Zoe Butt
May 2019

Fig.9
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Trương Công Tùng
Maya within the circle of time, 2015 - present
Pencil on Mylar (8 sheets), light box
39 x 27 cm (each)
Unique

Trương Công Tùng
Maya within the circle of time, 2015 - present
Pencil on Mylar (8 sheets), light box
39 x 27 cm (each)
Unique

Trương Công Tùng
Maya within the circle of time, 2015 - present
Pencil on Mylar (8 sheets), light box
39 x 27 cm (each)
Unique

Nguyễn Thanh Châu
Boathouse in the Jungle, 1969
Gouache on paper
30.4 cm x 33.3 cm
Unique

Ngô Viễn Chí
Take a deep breath please. Yes… yes, 1972, C1 K50
Ink and watercolour on paper
25.4 cm x 17.9 cm
Unique

Trương Tiến Trà
Self-portrait, 2016
Marker on paper, wooden glass frame
20 x 30cm
Unique

Ngô Viễn Chí
Charging ”tuya” fire sets, 1972
Ink and watercolour on paper
17.8 cm x 26.8 cm
Unique

Nguyễn Thanh Châu
(Soldiers) Going to Work, 1969
Watercolour and gouache on paper
29.5 cm x 42 cm
Unique

Trương Công Tùng
Maya within the circle of time, 2015 - present
Pencil on Mylar (8 sheets), light box
39 x 27 cm (each)
Unique

Trương Công Tùng
Maya within the circle of time, 2015 - present
Pencil on Mylar (8 sheets), light box
39 x 27 cm (each)
Unique

Truương Tiến Trà
The morning of a man, 2016
Marker on dó paper, wooden glass frame
20 x 30cm
Unique

Trương Công Tùng
Maya within the circle of time, 2015 - present
Pencil on Mylar (8 sheets), light box
39 x 27 cm (each)
Unique

Trương Công Tùng
Maya within the circle of time, 2015 - present
Pencil on Mylar (8 sheets), light box
39 x 27 cm (each)
Unique

Trương Hiếu
Launching Mortars, 1972
Ink on paper
16.4 cm x 25.2 cm
Unique

Trương Tiến Trà
A man, 2016
Marker on dó paper, wooden glass frame
20 x 30cm
Unique

Trương Công Tùng
Maya within the circle of time, 2015 - present
Pencil on Mylar (8 sheets), light box
39 x 27 cm (each)
Unique

Thái Hà
Homemade Petrol Bomb, Ben Tre Province Mekong Delta, 1968
Ink on paper
27.3 cm x 20.3 cm
Unique

Trương Tiến Trà
The Sadness, 2016
Marker on dó paper, wooden glass frame
20 x 30cm
Unique
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Trương Hiêu

Trương Hiếu (born as Trương Văn Hiếu in 1939, Hanoi) studied at 
the Vietnam Fine Art College from 1955-58. In 1977, he attended the 
Hanoi Fine Art University and graduated in 1982. He volunteered to 
join the People’s Army of Vietnam (also known as the North Vietnamese 
Army) in 1965, shortly after he married, since all the young men of 
his age were joining. The army sent his unit down the Hồ Chí Minh 
trail to the south of Vietnam, where his main role was in logistics, 
building roads and bridges for the following combat units. Since he 
was constantly on the move and often in enemy territory, he had 
no further communication with his wife or family until after the war 
ended in 1975.

In 1968, during the Tết Offensive, Hiếu was based in Củ Chi, the area 
to the west of Saigon where communist forces ran their operations 
from a network of underground tunnels. He created many artworks 
during this period, often under difficult or life-threatening conditions. 
In one of his simplest yet most impactful art works, US Bell Iroquois 
UH1D “Huey” helicopters fly overhead, on a search and destroy 
mission for North Vietnamese soldiers. Hiếu had to lie disguised in the 
long grass, while he sketched a quick portrayal of the helicopters, 
using just a few strokes of Chinese ink on paper. Although the sketch 
required speed and simplicity, it conveys the feeling of the moment 
by stripping it down to the bare essentials of Hiếu’s experience.

    
 (Biography provided by Witness Collection)

Launching Mortars, 1972

Ink on paper

16.4 cm x 25.2 cm

Unique



18 19

Ngô Viễn Chí

Ngô Viễn Chí (born as  Vũ Hữu Xưởng in 1944, Nam Dinh) started 
studying drawing and painting at a young age before joining 
the North Vietnamese army in the early 1960s. He specialized in 
documenting the war effort in the resistance (Viet Cong) controlled 
areas, including weapons manufacturing, growing of medicinal plants 
and the preparation of medicines. Chí became an accomplished 
watercolour painter, with notable works that were widely exhibited, 
including 40 Năm Kháng Chiến, 40 Resistance Years; Kho Tàng Cục 
Hậu Cần Miền Đông Nam Bộ, Treasury Department of Logistics of 
the South East (1974); Chợ Cá Sông Đốc Cà Mau, Fish Market of Đốc 
River, Cà Mau province; Tàu Bạn Vào Cảng Sài Gòn, Friendship Ship 
comes to Saigon port (1978); Đồ Hộp Tân Bình, Canned Food, Tân 
Bình (1980).

Most of his art works from the wartime were lost during the conflict, 
due to water damage and having to flee areas that came under aerial 
bombardment. His awards included the Medal of The Resistance War 
Against the US, 3rd Rank, as well as a medal for his Vietnamese Fine 
Art Career and a medal for his ‘Information and Culture’ career. Chí 
became a member of the Vietnam Fine Art Association in 1977 and, 
like many wartime artists, was unable to continue his studies until 
after the war ended. In 1975, he settled in Ho Chi Minh City and 
graduated from Ho Chi Minh City Fine Art University in 1982. He died 
in Ho Chi Minh City in 2012.

(Biography provided by Witness Collection)

Take a deep breath please. Yes… yes, 1972, C1 K50

Ink and watercolour on paper

25.4 cm x 17.9 cm. Unique
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Ngô Viễn Chí

Charging ”tuya” fire sets, 1972

Ink and watercolour on paper

17.8 cm x 26.8 cm. Unique
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Thái Hà

Thái Hà (born as  Nguyễn Như Huân in 1922, Bac Ninh) regularly visited 
artisans in the village of Tan Hong commune to learn about lacquer 
techniques at a very young age. In 1940, he started his preparatory 
studies in Hanoi at the École des Beaux-Arts de l’Indochine under 
the tutelage of Joseph Inguimberty.  With the advent of American 
bombing of Japanese occupying forces in World War II, Huân was 
evacuated along with his painting classes to Sơn Tây, where he 
continued his studies and joined the last intake to the senior course. 
His classmates included Phan Kế An and Dương Bích Liên and Tô 
Ngọc Vân became his principal teacher.

When the École des Beaux-Arts de l’Indochine closed in 1945, he 
returned to Hanoi to work for the fledgling Việt Minh regime. Not 
having any accommodation in Hanoi, he joined the army to be 
provided with a free accommodation to work on his paintings and 
then was assigned to a military training course before being selected 
to join forces heading south.  After most of his troops was wiped out 
by disease and battles in the central Việt Nam highlands in 1946, 
Huân was assigned responsibility for propaganda activities. In 1964, 
Huân was commissioned to return to the south of Vietnam to manage 
the ‘liberty art department’.  Due to the secrecy of the assignment, 
his name was changed to Thái Hà.  From 1964, until the end of the 
war in 1975, Thái Hà lived and worked primarily in the south, creating 
many sketches and images of the daily life of villagers and soldiers.  
Alongside artists Huỳnh Phương Đông, Trang Phượng and Nguyễn 
Thanh Châu, his works became some of the most widely published 
and exhibited from the war.

(Biography provided by Witness Collection)

Homemade Petrol Bomb, Ben Tre Province Mekong Delta, 1968

Ink on paper

27.3 cm x 20.3 cm. Unique
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Nguyễn Thanh Châu

Nguyễn Thanh Châu (born in 1939, Dong Thap) joined the resistance 
in 1953 at the age of 14, following his father who was an official in 
the war against the French. After the defeat of the French in 1954, he 
moved north with his family to Hanoi, where he studied oil painting at 
Vietnam Fine Art College under director Trần Văn Cẩn from 1956-59. 
He was then sent to the Soviet Union for further education, where he 
studied at the National School of Fine Arts in Kiev in Ukraine between 
1960-64, specialising in watercolour. After a stint in Moscow, Châu 
returned to Vietnam and joined the People’s Army of Vietnam in 1966.

After a nine month journey down the Hồ Chí Minh trail, through Laos 
and Cambodia, Châu arrived back in the south, in Tây Ninh province. 
He spent most of the remaining years of the war in the area of the 
Mekong Delta’s Plain of Reeds (Đồng Tháp Mười) near his original 
home, alongside artists Thái Hà, Huỳnh Phương Đông and Lê Lam. 
He witnessed battles in places such as on the Tiền River, on Black 
Virgin Mountain (Núi Bà Đen) and near the tunnels of Củ Chi before 
his advance with the army on its final assault on Saigon in April 1975. 
After the war, he held positions as Deputy Secretary General of the 
Vietnam Fine Arts Association and Secretary General of the Ho Chi 
Minh City Fine Arts Association before retiring to a quiet riverside 
village suburb in Ho Chi Minh City where he died in 2012.

(Biography provided by Witness Collection)

Boathouse in the Jungle, 1969

Gouache on paper

30.4 cm x 33.3 cm. Unique
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Nguyễn Thanh Châu

(Soldiers) Going to Work, 1969

Watercolour and gouache on paper

29.5 cm x 42 cm. Unique
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Trương Tiên Trà  

Trương Tiến Trà (born in 1979, Thanh Hoa) is a graduate from University 
of Fine Arts, Hanoi and he also studied at the Academy of Fine Arts 
Suricov, Moscow (Russia). During the 15 years of formal training at 
such prestigious schools, he earned his distinguishable skills apparent 
in his very first works. However, having been not fully satisfied with 
what he had studied at school, he searched and experimented with 
other materials such as oil painting, lacquer, silver gilding, dyeing of 
fabric. At first glance, Truong Tien Tra’s works appear minimalistic, 
with deliberation on shape, color and composition, his tone evincing 
a forlorn spirit, a dislocation of modern man between rapid 
industrialisation and traditional belief systems. His works are both 
semi-autobiographical and observational, at times even meditative.
 
Notable exhibitions include Hanoi March Meeting, Vietnam and 
Thailand, 2018; ‘Zen’, L’Espace, Hanoi, Vietnam, 2017; ‘Linh Thú’, Hanoi, 
Vietnam, 2016; ‘Portrait’, Hanoi, Vietnam, 2012; ‘The Distorted Truth 2’, 
Suffusive Art Gallery, Hanoi, Vietnam, 2007; ‘Oil Paintings’, Cheongju 
Museum, Korea, 2007;  ‘The Distorted Truth 1’, Suffusive Art Gallery, 
Hanoi, Vietnam, 2006.

(Biography written by Van Do)

Self-portrait, 2016

Marker on paper, wooden glass frame

20 x 30cm. Unique
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Trương Tiên Trà  

A man, 2016

Marker on dó paper, wooden glass frame

20 x 30cm. Unique

The morning of a man, 2016

Marker on dó paper, wooden glass frame

20 x 30cm. Unique
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Trương Công TungTrương Tiến Trà

Born in Dak Lak, Central Highlands in 1986 into a Vietnamese 
agricultural family residing among various ethnic minority groups, 
Trương Công Tùng later moved to Saigon in his late teens. His artistic 
practice is an explication of the absurdity of human reasoning and 
treatment of our natural surroundings based both on his personal 
experience and through his research in the fields of science, cosmology 
and philosophy. Truong’s body of works are often multilayered and 
consist of material manipulations of both natural and human origins. 
They appear as coherent narratives, yet are tacitly perplexing with 
their individual parts of manoeuvred images, information, fiction and 
facts.

Trương Công Tùng’s work has been exhibited in prestigious institutions 
such as Para Site, Hong Kong; Museum of Modern Art, Warsaw, 
Poland; Kadist, San Francisco; Bildmuseet Umea University, Sweden; 
Osage Art Foundation, Hong Kong; Museum of Contemporary Art, 
Santa Barbara, CA, USA; and Kunstverein Gottingen, Germany. Truong 
has also participated in art festivals and biennales such as Dhaka 
Art Summit 2018, Bangladesh; Taipei Biennale 2016, Taipei Fine Arts 
Museum, Taiwan; Koganecho Bazaar 2014, Yokohama, Japan; and 
SeMa Biennale Media City 2014, Seoul, Korea. Truong began his 
career working with several not-for-profit spaces supporting critical 
and experimental practices such as San Art (Ho Chi Minh City), Himiko 
Visual Salon (Ho Chi Minh City) and Nha San Collective (Hanoi). He is 
also a member of Art Labor, a collective working between the visual 
arts, social and life sciences in order to produce alternative non-
formal knowledge via artistic and cultural activities in various public 
contexts and locales.

(Biography written by Arlette Quynh-Anh Tran)

The Sadness, 2016

Marker on dó paper, wooden glass frame

20 x 30cm. Unique
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Trương Công Tung

Maya within the circle of time (from the original series)

2015 - present

Pencil on Mylar (8 sheets), light box

39 x 27 cm (each). Unique

Maya within the circle of time (from the original series)

2015 - present

Pencil on Mylar (8 sheets), light box

39 x 27 cm (each). Unique
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Trương Công Tung

Maya within the circle of time (from the scanned series)

2015 - present

Pencil on Mylar (8 sheets), light box

39 x 27 cm (each). Unique

Maya within the circle of time (from the scanned series)

2015 - present

Pencil on Mylar (8 sheets), light box

39 x 27 cm (each). Unique
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The Glass Box The Factory

‘The Glass Box’ is a private exhibition program, initiated by The Factory 
Contemporary Arts Centre, dedicated to our VIP community who are interested 
in collecting and supporting the production and showcase of art in Vietnam. This 
program began in October 2017 with the aim to curate a range of special displays 
featuring modern and contemporary Vietnamese art. Open by appointment only, 
in a specific gallery space inside The Factory, this series of exclusive private 
exhibitions is accompanied by guest lectures on the latest international art 
market trends, in addition to select artist talks, studio visits and private previews 
of all shows.

The aim of ‘The Glass Box’ is to eventually build an active network of awareness 
and support for Vietnamese art at The Factory*, with a private membership of 
art lovers, art collectors, cultural entrepreneurs and educational expertise that 
recognizes the value of art and culture as an innovative tool for social and 
economic growth in Vietnam. 
 
All artwork included in this program is available for sale (unless otherwise stated). 
 
* The long-term goal of ‘The Glass Box’ program is to showcase international works 
of art in dialog with Vietnamese artistic production.

Program

‘The Glass Box’ series of Editions will change on a rotational basis. Each Edition will 
be accompanied by specific intimate gatherings aimed to further understanding 
between modern and contemporary art practice, with the view to better network 
support for the arts within our local community in Ho Chi Minh City. Where possible 
we will invite relevant local and international expertise to share their knowledge, 
offering rare access to industry, market and exhibition concerns of contemporary 
art (with particular initial focus on Vietnam and Southeast Asia). 
 
At this stage, our intimate VIP gatherings are without charge, however it is 
hoped, in the long-term, that a strata of annual membership can be created for 
this program. Such membership would go towards the costs of maintaining the 
program, in addition to organizing VIP tours of specific art events abroad (ie. 
organized tours with VIP access to Art Basel Hong Kong; M+, Hong Kong; National 
Gallery of Singapore).

The Factory Contemporary Arts Centre is the first purpose-built space for 
contemporary art in Vietnam. As an independent organization, we are a ‘factory’ 
of critical ideas; a site of constant physical transformation; a network of people 
who strive to speak about tangible and intangible cultural memories that matter 
and are indelibly unique. We understand the social system that we operate, but 
we want to challenge its limits, acknowledging artists today as interdisciplinary 
thinkers who reveal unique ways of conceiving our journey into the 21st Century 
– their ideas we thus nurture and celebrate as constructive observations of our 
social world.
 
Established in 2016 by artist Ti-A, The Factory aims to be a dynamic destination for 
art, designing innovative programs illustrating the creative criticality of Vietnam 
today. With significant gallery space in which to experiment and a dedicated 
Arts Department with international curatorial expertise, our program of curated 
exhibitions, workshops, live arts, talks and film screenings is driven by the needs 
of our local community, particularly committed to assisting artists in their search 
for resource, visibility and support. In Vietnam we possess a rich aesthetic 
tradition whose diverse languages stretch from lacquer to silk production, from 
puppetry to wood craftsmanship; however our contemporary fine arts remains 
little known and understood due to a lack of arts and educational infrastructure 
who care about its global competitive relevance. In response, The Factory thus 
endeavors to initiate programs that connect and develop cross-cultural dialog, 
collaborating with like-minded partners at home and abroad, in the creation of 
quality projects and opportunity that further develops artistic production and 
cultural publics in Vietnam.
 
Located 20 minutes east of the centre of Ho Chi Minh City in Thao Dien, in 
District 2, The Factory’s unique architecture stands out as a beacon of creative 
spirit – a warehouse with over 500m2 of designed display space by HTA + Pizzini 
Architects, replete with a container-ville at its street-font. The Factory operates 
as a social enterprise, whereby all profit from sale of art and business on the 
property supports the running costs of its art-related programs. 
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