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“The camera has given me the desire 

to never stop learning. Photography is 

the tool with which I examine the world 

in all of its complexity, and it all started 

with a trip into the forest.” 

— Binh Danh

Binh Danh was born in Vietnam in 1977. 
In 1979, when he was two years old, his 
family fled Vietnam as boat refugees. They 
went to Pulau Bidong, an island located off 
the coast of Malaysia, where they stayed 
briefly before journeying to the United 
States. They finally settled in Northern 
California. He was 22 years old before he 
returned to visit Vietnam. 

In 2002 Danh had his first solo exhibition 
at the Sesnon Gallery at the University of 
California, Santa Cruz, followed by him 
receiving his MFA at Stanford University 
in 2004. The exhibition at Santa Cruz was 
titled, “Immortality: The Remnants of the 
Vietnam and American War.” The experi-
ence and perspectives gathered from his 
journey back to his native land shaped the 
content of the artworks included in that 
show.1  It is worth noting that this year 
marks the tenth anniversary of Danh’s first 
solo exhibition.

Danh is known for his trademark chlo-
rophyll prints on leaves, a photographic 
process he invented by superimposing a 
photographic negative onto the surface 
of a leaf and exposing it to sunlight for a 
few days. As a result, the negative literally 
grows into the leaf through the process 
of photosynthesis. Danh then seals the 

image with resin. The subject matter of his 
chlorophyll print series was mostly drawn 
from black-and-white photographs from 
the Vietnam-American War.2  

Since his debut as a professional artist 
over ten years ago, Danh has been cel-
ebrated for his experimental photography; 
it involves meticulous research into scien-
tific and historical photographic processes 
and methods, as well as his own inven-
tions. He makes use of and integrates 
these historic photographic techniques 
into his own creative processes and 
art. Danh’s art engages with themes of 
memory, genocide, trauma, and landscape 
in Southeast Asia and its diasporas in the 
post Vietnam-American War period. In 
2011, he created an art project based on 
his interaction with the Vietnamese-Ameri-
can community in Nebraska, United States. 
Two of Danh’s color photographs from his 
“Viet Nam, Nebraska” series demonstrate 
the artist’s commitment to documenting 
the Vietnamese American community in 
the United States and abroad.3   

Danh’s works have been collected by 
established art institutions such as the 
National Gallery of Art in Washington, D.C., 
the de Young Museum in San Francisco, 
the George Eastman House in Rochester, 
New York, and the Harry Ransom Center 
in Austin, Texas. As of this year, Danh has 
accepted a tenure-track position as Assis-
tant Professor of Art at the Arizona State 
University, Tempe. Danh is a recognized 
international artist, as well as an accom-

plished Vietnamese-American artist in the 
United States. He recently participated in 
the 18th Biennale of Sydney in 2012 and 
has held many residencies. “Binh Danh: 
Yosemite” is his fourth solo exhibition at 
Haines Gallery. Danh shares his thoughts 
with me about his new body of works in 
the following interview.

NOTES
1  Roth, Moira, Gleanings #6: Binh Danh blog, November 
2011.
2  Spalding, David. Revolutionary Message, Evolutionary 
Medium, Rapportage, Fall 2004 , Vol. 5, p. 26.
3  Kennedy, Sharon, Curator of Cultural and Civic 
Engagement, The Sheldon Museum of Art, Lincoln, NE, 
Viet Nam, Nebraska: Photographs by Binh Danh, opened 
September 23, 2011.

Introduction:  
‘Binh Danh: Yosemite’ 
 
by Boreth Ly

Binh Danh, Mother and Child, 2001, chlorophyll print 
cast in resin, 30 x 14 inches. 



BORETH LY: I  would l ike to begin with 

your latest  body of work, on Yosemite. 

Why did you choose Yosemite as the s i te/

s ight?

BINH DANH: For my latest  ser ies, I  turned 

my camera to the landscape at  home. In 

2009 I  had the chance to l ive and work in 

Virgin ia , and being from Cal ifornia , I  was 

taken by the landscape there. I  star ted 

to read up on the American Civ i l  War and 

Walt  Whitman’s Leaves of Grass . These 

ins ights gave me a new f i l ter to v iew the 

landscape in that  region of the United 

States . When I  returned to Cal i fornia , the 

landscape here a lso became “new” to me, 

and I  star ted a landscape/research proj -

ect . Yosemite was a great place to star t . 

As a k id, I  had a lways wanted to v is i t 

Yosemite; I  d iscovered i t  by v iewing the 

photographs of Ansel  Adams, but I  never 

had the chance to v is i t  the Park unt i l  I 

star ted th is  project . And so Yosemite, l ike 

the Vietnam War, only existed in my imagi-

nat ion because I  only saw the landscape 

in photographs. I  v is i ted Yosemite with 

my camera and daguerreotype van, which 

I  cal led Louis (after Louis Daguerre, one 

of the fathers of photography) . Photo-

graphing the Park made i t  “real”  for me, 

so that  i t  not only existed in my imagina-

t ion, but physical ly on a sheet of s i lver.

LY: What does Yosemite mean to you?

DANH: Looking at  photographs of the 

Nat ional  Parks as a k id was a way for 

me to escape the boredom of work-

ing at  my father ’s  te levis ion repair  shop 

every day after school . I t  was not unt i l 

the f i f th grade, dur ing a c lass camping 

tr ip, that  I  ventured into the “wi lderness,” 

and th is  had a profound affect on me. I t 

was the f irst  t ime I  was away from home, 

so natural ly I  was nervous and excited. 

My father bought me a camera for th is 

very specia l  occasion. When we arr ived 

at  the campground, the f irst  th ing I  d id, 

even before exi t ing the bus, was to pul l 

out my camera and snap a photograph 

through the foggy bus window. I  d id not 

know that th is  was the star t  of my l i fe as 

a photographer. I  st i l l  have these pictures 

today and every t ime I  look at  them, I 

am transported back to my chi ldhood, 

try ing to make sense of my l i fe through 

the lens of a camera (f ig . 2) . The camera 

has given me the desire to never stop 

learning. Photography is  the tool  in which 

I  examine the world in a l l  of i ts  complex-

i ty, and i t  a l l  star ted with a tr ip into the 

forest .

LY: In photographic representat ions, 

Yosemite evokes for me those subl ime 

iconic black-and-white photographs by 

Carleton Watkins and Ansel  Adams. I  no-

t iced many of the daguerreotypes includ-

ed in the exhibi t  captured the wel l -known 

s ight of Br idalvei l  Fa l ls  at  Yosemite, a 

place that  was a lso made vis ib le in many 

of the photographs taken by Watkins and 

Adams (f ig . 3) . What drew you to focus 

on th is  s i te/s ight?

DANH: Br idalvei l  Fa l ls  is  my favori te scen-

ery to photograph in Yosemite Val ley. I 
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           Binh Danh, Photographs from Binh Danh’s Redwood Glen album, 1987, color prints (fig. 2)

wanted to photograph the waterfa l l  from 

many different angles to show how i t ’s 

the same fa l l , but i t  never looks the same. 

Overal l , I  wanted to show the greatest 

h i ts  of Yosemite Val ley, in much the same 

ways as Watkins and Adams, and thou-

sands of photographers before me had 

done. I  approached Yosemite Val ley with 

c lass ical  eyes as I  based my composit ions 

off my memory of Yosemite as I  had seen 

i t  in  those ear ly photographs.

LY: In what ways are your framings of Yo-

semite different from those of Car leton 

and Adams, who are both white American 

ar t ists? Do their  works inf luence your 

ways of seeing and photographing Yosem-

ite?

DANH: Yes, absolutely, one cannot pho-

tograph Yosemite Val ley without Watkins 

and Adams peeking over his  shoulder. 

These are photo gods and I  often found 

myself  praying to them to give me a 

stunning shot . In real i ty, i t ’s  real ly hard 

to make a bad picture of Yosemite Val ley. 

Good pictures are everywhere you turn. 

I t ’s  quite overwhelming. I  am inf luenced 

more by Carleton E. Watkins than Ansel 

Adams because Watkins was one of the 

f irst  photographers to make real ly large 

photographs of Yosemite Val ley.  He had 

to carry his  darkroom tent into the land-

scape and coated his  18x22 glass plate 

under diff icul t  condit ions. I  imagine in h is 

t ime just  f inding a way into Yosemite Val -

ley was hard enough. Today we have good 

roads and maps, fr iendly park rangers; 

we could even go onl ine and look at  web 

cams, or check the weather before we 

jump into the car. Watkins, Muybridge, Ad-

ams, and many other white photographers 

who came before me def ined Yosemite 

for us . They were the white forefathers 

of American landscape photography who 

shaped and def ined the v isual  culture of 

Yosemite. Photographs of Yosemite began 

to circulate r ight after the Civ i l  War and 

brought the nat ion together. 

So those ear ly photographs of Yosemite 

are very important to my research. I  l ike 

to see what types of photographs have 

a lready been made of Yosemite. These 

pictures inf luenced my own framing. 

F irst , I  d idn’t  want to make photographs 

that  look l ike Adams; I  would be wast ing 

my t ime, but at  the same t ime I  d idn’t 

want to be too experimental . I  want the 

publ ic to be able to relate to the work, 

too. I  want them to th ink about Watkins, 

Muybridge, Adams, and even their  own 

photographs of Yosemite. I  gravi tated 

towards the daguerreotype because the 

images on my plates are ref lect ions of 

the Park, mirror images. Daguerreotypes 

were known as a mirror with a memory. 

I  wanted the v iewers to ref lect into the 

work and they could a lso see themselves, 

seeing their  own faces on El  Capitan. 

LY: What does Yosemite mean to an Asian-

American ar t ist?  Specif ical ly to a

Vietnamese-American ar t ist?

DANH: I  can only speak from my own 

perspect ive and feel ings about Yosemite 

as a refugee. Growing up in a Vietnam-

ese-American fami ly, the outdoors to me 

was a “white” space. Because money was 

t ight , as a fami ly we did not venture into 

the wi lderness. Camping for me was what 

white people did; i t  was not for people 

who ran through the jungles at  n ight to 

get onto a f ish ing boat and head into the 
Carleton E. Watkins, “Pohono, or the Bridal Veil [sic], 900 feet, from the Coulterville Trail, Yosemite Valley, Mariposa County, CA”,  
circa 1865-1866, stereograph. (fig. 3)



South China Sea. As a fami ly, we already 

camped in a refugee camp before coming 

to the United States . So i t  never made 

sense to my parents to take the fami ly 

out into the woods and expose us to the 

elements . But l ike most Asian-American 

k ids we wanted to f i t  into the mainstream 

culture. I  remember v is i t ing my best 

fr iend’s home and seeing his  vacat ion 

pictures in the woods, and I  wished that  I 

was in those pictures. 

A couple of years ago, I  was v is i t ing 

an ant ique photo trade show and found 

a wonderful  t intype captur ing three 

Chinese, perhaps in Cal i fornia , posing 

in front of a studio backdrop depict ing 

a forest  scene (f ig . 4) . This image made 

me wonder about how the Asian body 

f i ts  into the natural  landscape of North 

America. During the Cal i fornia gold rush, 

Chinese laborers bui l t  the ra i l roads, and 

dug the mines, but a lot  of those depic-

t ions are writ ten out of h istory. Being 

Asian-American, I  am able to negot iate 

my connect ion to the land and the history 

of the United States through my work. 

LY: You have been creat ing ar t  that  deals 

with different aspects of landscape of 

Southeast Asia (Vietnam, Cambodia and 

Laos) and now Yosemite. Why are you so 

interested in explor ing the body and ma-

ter ia l i ty of nature and landscape in your 

ar twork?

DANH: For me landscape is  what de-

f ines me.  When I  am somewhere new or 

unfami l iar, I  am constant ly in dia logue 

with the past , present , and my future self . 

When I  am thinking about landscape, I  am 

thinking about those who have stood on 

th is  land before me. Whoever they are, 

hopeful ly h istory recorded their  makings 

on the land for me to study and contem-

plate. In my work about the Vietnam-

American War, I  was explor ing the body 

in a war and how the land remembers the 

trauma that the body encountered. Now 

l iv ing in Ar izona with i ts  ant i - immigrat ion 

stands and suspicion of foreigners, I  am 

more caut ious of my surroundings. Here, 

the foreign body becomes more pol i t i -

c ized. I t ’s  l ike that  song by the Mexican 

band, Los Tigres del  Norte: “ I  d idn’t  cross 

the border, the border crossed me.” 

And just  th is  week in Wisconsin, a white 

supremacist  walked into a S ikh Temple, 

opened f ire, and k i l led s ix  people. I  was 

s ickened and saddened to learn of the 

news. There are those who wi l l  a lways 

bel ieve that  the non-white body doesn’t 

belong here in th is  landscape and wi l l  go 

to any means to get r id of us .

LY: Why do you use daguerreotypes and 

not pr int  photography to capture the 

landscape of Yosemite? 

DANH: I  am interested in how we as a 

nat ion of immigrants and refugees could 

“ref lect” on these daguerreotypes and 

see our faces in th is  landscape. This 

quote by Carl  Pope from the PBS ser ies, 

the Nat ional  Parks : America’s  Best Idea 

sums up my feel ing of “pictur ing” Yosem-

ite :

“My sense is  that  our specia l  connect ion 

with the Nat ional  Parks comes from the 

fact that  we’re a nat ion of immigrants . 

We’re a nat ion of people for whom this 

is  not home, and the Nat ional  Parks are 

what anchor and root us on th is  cont i -

nent . They are the meaning of home for 

many of us . They’re what i t  means to be 

an American, to inhabit  th is  cont inent . I t ’s 

at  the end of the immigrant experience, 

and they’re what take you and say, ‘Now I 

am an American.’ ”

LY: By contrast  to 19th-century daguerre-

otype, which is  smal l , yours are large. 

What are their  measurements? Are you 

try ing to transform this  19th-century me-

dium into a more contemporary one by 

making them larger? 

DANH: Wel l , the s ize I  most ly use, fu l l 

p late (6 .5 x 8 .5 inch) , was a 19th century 

s ize. Pretty much, i f  you want to make 

a photograph that  is  6 .5 x 8 .5 inch, you 

would need a camera that  takes that  s ize 

plate, too. Although the ful l  p late s ize was 

Unknown photographer,  “Three Chinese Men”, ca. 
1860’s, tintype. (fig. 4) 

around, i t  wasn’t  too popular in the por-

tra i t  studio. One could guess that  i t  would 

cost much more to commission a fu l l -p late 

portra i t . In my case, I  am interested in 

making landscape photography so that  s ize 

was perfect . I  do f ind i t  interest ing that 

the ful l  s ize plate is  perfect to v iew one’s 

own face, l ike in a mirror. I  th ink that ’s 

where the 8 x 10 inch s ize came from. I ts 

measurement can f i t  a  human head with 

1 :1 rat io. At any rate, most of the cased 

images we encounter are smal l , even half -

p late (4 .25 x 5 .5 inch) are rare. So seeing a 

daguerreotype that  large would be new a 

experience for most people. 

LY: As you know, smal l  and int imate 

daguerreotypes were used as “memento 

mori”  to remember loved ones who died 

young in the 19th century. Moreover, 

they were not created to be display on 

the wal ls  of a gal lery at  a l l . Is  i t  a  chal -

lenge to f ind the r ight l ight ing for your 

large-scale daguerreotypes when they are 

displayed in a gal lery space? What is  lost 

and what is  gained in v iewing daguerreo-

type in th is  type of sett ing?

DANH: Wel l , for me, v iewing art  in a gal -

lery is  about community. When we vis i t  a 

gal lery and we look at  a work of ar t , most 

of the t ime we are shar ing that  space 

with someone else and we experience the 

work together. Jeff  Koons’  “Michael  Jack-

son and Bubbles” sculpture at  SFMOMA 

is a great example of how vis i tors to a 

museum interact with ar t  and with others . 

People want to be photographed with i t , 

and they’re wait ing for their  turn. Strang-

ers would ta lk to each other. Some would 

even hand a stranger their  camera to ask 

for a picture with them in i t .  I t ’s  quite 

fascinat ing to watch. That ’s  why I  l ike to 

see my daguerreotypes exhibi ted in a gal -

lery. I  want people to interact with them. 

See themselves and strangers in the 

ref lect ion of the s i lver surface. Of course 

what is  lost  is  the int imacy of v iewing 

a daguerreotype. Depending on where 

these works end up - -   in  pr ivate or publ ic 

col lect ion - -  some of them won’t  see the 

ref lect ion of the publ ic after th is  exhibi t . 

	

LY: What k ind of camera do you use to 

capture images reproduced in these da-

guerreotypes?

DANH: I  use old box cameras from India 

made by the Vageeswari  Camera Works 

Company, which I  found on eBay. I  have 

several  k i ts  that  take plate holders rather 

than f i lm holders for modern box cam-

eras . These cameras were made to take 

dry glass plates . I  have several  formats : 

a fu l l -p late s ize camera (6 .5 x 8 .5 inch) , a 

half -p late camera (4 .5 x 6 .5 inch) , a 8 .5 x 

15 inch plate camera, and a 12 x 10 inch 

plate camera.

LY: I  know that you are developing these 

daguerreotypes using the old-fashioned 

process. Can you expla in to me system-

at ical ly how you go about creat ing and 

developing these daguerreotypes? Do 

you have a darkroom at home? How long 

does i t  take to create one? Are the mate-

r ia ls  expensive? 

DANH: This quest ion took me f ive years 

to f igure out : how can one make da-

guerreotypes in contemporary t imes? I 

could star t  with your last  quest ion, YES 

IT’S VERY EXPENSIVE. And i t ’s  not re-

a l ly  the cost of the s i lver plate, iodine, 

bromine, and mercury, etc. I t  is  the t ime 

I  pour into my studio that  I  can never get 

back. I  love the daguerreotype process, 

but at  the same t ime I  hate i t  too. At f i rst 

when I  was star t ing out , the process was 

so unpredictable. I  learned to make “Bec-

querel”  daguerreotypes on my own when 

I  was an ar t  student at  San Jose 

Unknown Photographer, Glacier Point, Yosemite Valley, date unknown.



State Univers i ty in 1999. The “Becquerel” 

process was quite easy to master because 

i t  d idn’t  require mercury and bromine. At 

that  t ime, I  was working on a ser ies of 

daguerreotypes about mortal i ty. I  recal led 

v is i t ing an exhibi t ion at  the San Jose Mu-

seum of Art  by the Mexican photographer 

Graciela I turbide. And on the wal l  was a 

quote by Jean Cocteau, “Photography is  the 

only way to k i l l  death,”  which I turbide often 

ment ions when she ta lks about her way of 

tak ing pictures. This quote had stayed with 

me through the years in my own art  prac-

t ice. Photography br ings people back to 

l i fe, and the daguerreotype is  the perfect 

medium to address our not ions of death 

and memory. I  was happy with my results 

working with the “Becquerel”  process in 

some of my ear ly col lege work, but after 

comparing my work to those daguerreo-

types of the 19th century, my “Becquerel” 

p lates lack something. So I  put the work 

away and not unt i l  about 2006 did I  decide 

to give the daguerreotype process another 

try. I  got help from several  contemporary 

daguerreotypists , but most ly I  learned on 

my own from reading 19th-century ac-

counts of the process, making thousands 

of mistakes, and learning a long the way. 

I t  was a long journey; I  d idn’t  arr ive here 

overnight . I t  took me hours and hours of 

pol ish ing copper plates, and then plat ing 

them with s i lver, and then pol ishing them 

again unt i l  I  got a plate that  would work for 

me. And on top of that  I  was try ing to un-

derstand the steps of fuming the plate with 

iodine and bromine vapors, and the colors 

the plate cycles through. Each color gives 

different results  in d ifferent l ight ing condi-

t ions. And knowing how to use the colors 

of the plates to sui t  the types of l ight ing 

condit ion is  one of the many factors in get-

t ing a good image.

So at  f i rst  I  made daguerreotypes in the 

darkroom by exposing the image onto the 

plate under an enlarger. This was great for 

making mult ip les, but the trade off was that 

the image qual i ty didn’t  come near to those 

of the one-of-a-k ind 19th-century daguerre-

otype. On the other hand, mistakes are 

more forgiv ing because you are not work-

ing in the landscape. When I  am sensit iz ing, 

exposing, and developing in the landscape, 

which I  have done with the Yosemite work, 

there are so many more factors that  came 

into play towards ruin ing your image. I t ’s 

the “ple in a ir”  way of making photography. 

Because the exposure is  quite long, about 

a minute or two at  f16, I  tr ied to avoid 

windy days. But the temperature in my 

van could throw me off , too. Anyway, I ’ l l 

sk ip the technical  part  in answering your 

quest ion. Most i f  i t  wouldn’t  make sense to 

the publ ic. To sum up my response to your 

quest ion, I  just  became better at  my craft 

as I  learned more about the process. I  am 

try ing to get as c lose to those daguerreo-

types of the 19th century as possib le. I 

know I  have a long way to go, but I  have 

come to a point  where I  am happy to share 

these with v iewers and col lectors . Ansel 

Adams once said that  he often compares 

his  pr ints to daguerreotypes to see if  he 

made successful  pr ints . You could see why 

i t  has taken me so long to arr ive where 

I  am at today, and I  am not anyway near 

Adams’ pr ints .

LY: How many tr ips did you make to Yosem-

ite? How long do you stay each t ime? Was 

there a specif ic season that  you preferred 

to v is i t  Yosemite? Did you camp out to be 

able to observe the effects of the changing 

temperature and l ight ing of specif ic places 

and s i tes that  you l ike to photograph?

DANH: I  d id a l l  of that . I  v is i ted Yosemite 

a l l  year long on day tr ips and sometimes 

stayed overnight in a motel . I  star ted the 

project three years ago. Even when I  was 

travel ing on the ar t  c ircuit , my mind was on 

Yosemite. I  was eager to come home so I 

can gear up Louis , my daguerreotype van, 

and head out to Yosemite. I  wanted to pho-

tograph more dur ing the winter ; I  wanted 

snow in my photographs, but the weather 

was unpredictable. Sometime the snow 

melted before I  had a chance to enter the 

park . I  observed the changing of the l ight 

dur ing the different seasons. There are 

four s imi lar  photographs of Yosemite Fal ls 

that  depict  the capacity of the fa l ls  dur ing 

different seasons. You can a lso see snow 

in some and a lmost no water in another. 

This is  why photographing Yosemite is  so 

interest ing and why the daguerreotype 

process is  such a chal lenge. I f  you miss the 

opportunity to photograph, then i t ’s  gone, 

and you can only pray to Adams or Watkins 

to give you another chance. 

LY: I  know that you are an avid col lector of 

ar t i facts that  are related to your research 

and to your creat ive process. When did you 

star t  col lect ing, and why? 

DANH: I  star ted col lect ing when I  was a 

young art  student . I  thought that  col lect ing 

and going through the work was a way for 

me to prove i t  to myself  and others that  I 

just  d idn’t  get my facts in a h istory book 

and repeat what other had writ ten. I  wanted 

to develop my own resources. Having said 

that , I  a lso col lect books relat ing to 

my research interests . They are pi l ing 

up here, and there is  so l i t t le t ime in 

a day to get through them.

LY: We met for the f irst  t ime at  your 

f i rst  solo exhibi t  at  the Sesnon Gal -

lery at  the Univers i ty of Cal ifornia , 

Santa Cruz in 2002. We have known 

each other for ten years now. How 

do you th ink you have evolved as an 

ar t ist , from your f irst  solo show to 

an accompl ished internat ional  ar t ist? 

How does your matur i ty as an ar t ist 

ref lect in your ar t?

DANH: I  can’t  bel ieve that  was ten 

years ago. One th ing for sure is  that 

I  am not as nervous as when I  was 

then as a young art  student . S ince 

2002, I  have had about 25 solo shows, 

most at  museums and col leges. Much 

has happened in those ten years . 

I  have traveled a l l  over the United 

States; l ived in Par is , France; v is i ted 

Vietnam and Sydney, Austra l ia . My work 

has been col lected by many prest ig ious 

and establ ished inst i tut ions, such as the 

Nat ional  Gal lery of Art  in Washington, D.C. 

Now I  am an Assistant Professor of Art  at 

the Herberger Inst i tute for Design and the 

Arts at  Ar izona State Univers i ty, Tempe. 

Having said a l l  that , I  feel  that  I  am barely 

scratching the surface of the nat ional 

and internat ional  ar t  world . Al l  I  can do is 

keep moving forward. Through the years, 

I  have become better with my craft , that ’s 

a given. The more ar t ists  work with their 

tools , the better they become at their 

craft . I t ’s  muscle memory. Also, I  edit  a lot 

more and throw away more ar twork. I  do 

bel ieve my work is  gett ing stronger, both 

with the image and idea. I  hope th is  new 

ser ies on Yosemite is  equal ly surpr is ing as 

my last  ser ies, “Vietnam-Nebraska.”  In ar t 

making, you have to keep doing something 

new to stay the same.

LY: What k ind of advice would you give to 

ar t ists  who are star t ing out?

DANH: That is  the most excit ing t ime to be 

an ar t ist , just  star t ing out . There’s so much 

you want to try, and the future is  with in 

reach, but a lso i t  can seem so far away. I 

would have to say never stop playing and 

as you play, you learn. Also f ind an ar t  pro-

gram that works for you, bui ld an ar t  com-

munity, and never stop creat ing ar t .

 

LY: What are some of the ar t  proj -

ects you have coming up in the near 

future?

 

DANH: I  would l ike to travel  with and 

work out of my van, Louis . I  p lan to 

v is i t  other Nat ional  Parks in the South-

west of the United States, Joshua Tree, 

and the Grand Canyon. I  p lan to take 

a road tr ip with Louis throughout the 

South, up to Virgin ia , and stopping by 

some Civi l  War s i tes . I  am cont inuing 

my col laborat ion with Robert  Schultz 

at  Roanoke Col lege. We are explor ing 

the landscapes of war, monuments, 

memoria ls , photography, and l i terature 

by Whitman. This project is  tentat ively 

t i t led Specimen Days: Civ i l  War, Walt 

Whitman, and Renewal . P lease look out 

for some of my new work; the journey 

cont inues. 

Boreth Ly is  Assistant Professor of 

Southeast Asian Art  History and Visual 

Culture at  the Univers i ty of Cal ifornia , 

Santa Cruz. He was born in Phnom Penh, 

Cambodia, and educated in France and 

the United States . Ly has conducted f ie ld 

research and traveled extensively in 

Southeast Asia . At  the Univers i ty of Cal i -

fornia , Santa Cruz, he teaches courses 

on ancient and Contemporary Art  of 

Southeast Asia and i ts  d iaspora. He has 

publ ished numerous ar t ic les on the v isual 

culture of Southeast Asia and i ts  d iaspora; 

in addit ion, he has co-edited a book, with 

Nora Taylor, Modern and Contemporary 

Southeast Asian Art : An Anthology. I thaca, 

New York: SEAP, 2012.

Unknown Photographer, Mirror Lake, Yosemite Valley, August 8, 1932. 




