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Based in improvisational performance, the meeting point between artistic process and social context is a central
theme in Agatha Gothe-Snape’s work. Her work takes many forms: performances (including dance), PowerPoint
slide shows, workshops, texts (including correspondence, short poetic texts and headlines both found and
improvised), visual scores and collaboratively produced art objects. She has been exhibiting since 2006 and her
work is held in a number of public collections.

Gothe-Snape’s POWERPOINTS (2008 - ongoing) is an ongoing series of digital artworks that have been created
with Microsoft PowerPoint. They are endless loops with sound. POWERPOINTS parallel Gothe-Snape's broader
conceptual practice stemming from improvisational performance. They draw upon and are records of
interpersonal and spatio-emotional exchanges around art and art contexts. They are characterised by impulsive
response, might relate directly to other artworks or form a backdrop for performance. Like much of Gothe-
Snape's work, POWERPOINTS employ colour and language emotively.

Agatha Gothe-Snape
b.1980, Australia
POWERPOINTS (2008-ongoing)
Microsoft PowerPoint files, endless loops with
sound
Variable dimensions
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Angelica Mesiti is an artist who works with video, performance and installation. Angelica’s video works use
cinematic conventions and performance languages as a means of responding to the particularities of a given
location, its history, environment and communities. She was a founding member of the Sydney artist run Gallery
Imperial Slacks and has lectured in the Time Based Art department, College of Fine Arts, University of New
South Wales.

The Calling (2013-14) is a poignant exploration of ancient human traditions evolving and adapting to the modern
world. The three-channel work focuses on traditional whistling languages, and shows the communities of the
village of Kuskoy in Northern Turkey, the island of La Gomera in the Canary Islands, and the island of Evia,
Greece, where such languages are all still in use. For these communities, whistling languages are in a process of
transformation from their traditional use as tools for communication across vast lands into tourist attractions and
cultural artefacts and are being taught to local school children.

Edited to evoke the particularities of this mode of communication, and its place in daily life, the work shows
each community in close-up detail as well as in long shots that describe the distance over which their whistling
must carry. Subtitles in the native languages and in English allow understanding, but the intrusion of other
noises is analogous to how the language is now less commonly heard.

The three channels are projected at large scale in a dark space, drawing on the conventions of cinema
presentation but expanding this to become a more physical experience, seeking to engage the viewer in an
experience beyond the audiovisual.

Angelica Mesiti
b.1976, Australia
The Calling (2013-2014)
Three-channel High Definition digital video
colour, sound
35:36 minutes
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Born in Bangkok, Thailand in July 1970, Apichatpong Weerasethakul is an independent filmmaker initially
trained in architecture at Khon Kaen University. After receiving a Masters degree in filmmaking from the Art
Institute of Chicago in 1997, Weerasethakul commenced a prodigious career in experimental cinema that
awarded him the Jury Prize and Palm d’Or at the Cannes International Film Festival for Uncle Boonmee Who Can
Recall His Past Lives in 2010. As evidenced in feature length works such as Blissfully Yours, Tropical Malady, and
Syndrome and a Century, Weerasethakul’s films are marked by interplays between organic, natural time and
measured cinematic time while drawing from Buddhist narrative structures as well as science fiction themes.

Haunted Houses is a video in which villagers near Weerasethakul’s hometown of Khon Kaen were re-enact scenes
from the popular Thai soap opera Tong Prakaisad. By encouraging villagers to play dramatic characters whose
fates they had followed intimately, the video comments on the manner in which real experience and fantasy
mediate and feed back to each other. Weerasethakul calls this phenomenon ‘medium addiction,’ a term
describing a continual Thai fascination with spirits that dwell in a world parallel to everyday life. Critically
aware of the mediums of film and video, Weerasetahkul’s works capture the manner through which traditional
ways of mediating and perceiving the world is transcoded into new forms through new media. With filmed
subjects entering television fantasies as easily as the television characters’ entering the living rooms and families
of the viewers, Haunted Houses reflects the multiple other-worlds haunting the contemporary Thai
consciousness in light of new communication technologies brought on by modern infrastructures, urban
planning, and modern medicine.

Apichatpong Weerasethakul
b.1970, Thailand
Haunted Houses (2001)
Single channel, digital video, stereo, color
60 minutes, looped
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Araya Rasdjarmrearnsoon began producing film and video-based work in the 1990s. Her work considers a wide
range of subjects but focuses in particular at populations that live on the margins and/or are marginalized by
normative social structures, including women, the deceased, and people with disabilities. She even considers the
rights of animals in her work and assumed hierarchies between species. Her narrative work confronts societal
norms and structures of power and pedagogy. She earned fine arts degrees from Silpakorn University, Thailand
and has exhibited in many venues internationally, including Documenta 13 (2012).

Her most famous video work, The Class (2005), challenges her viewers’ personal sense of morality and tolerance
by depicting a classroom from hell. In the video, a woman, dressed in black with a white over shirt, stands in
front of a long blackboard. The classroom’s rear walls and floor are covered in taut white fabric, given the room
the sinister appearance of a sanitarium or a crime scene. Six bodies lay across the floor on silver morgue trays,
their features all but obscured by gently draped white sheets. The woman at the front of the class begins to
lecture to the lifeless bodies with a clear and calm diction. As she turns to address the rear wall, she grabs the
chalk and writes her topic on the blackboard: death. She then proceeds with her monologue, discussing how
death is addressed and approached from various historical, cultural, and philosophical perspectives. She
occasionally addresses the lifeless bodies, imploring them to share their own perspectives and experiences. She
continues to speak, undeterred by the lack of response or reciprocity. Deliberately absurdist in its premise,
Rasdjarmrearnsook’s video parodies pedagogical conventions, and the metaphor here of the corpse-as-student
plays off humorous tropes of being literally “bored to death.” But in opening a conversation about death – which
is often considered too taboo to casually discuss in many cultures (and particularly in the West) –
Rasdjarmrearnsook also questions how we treat conversations around mortality in public discourse and how
those dialogues, while vital, all too often fall upon deaf ears until it is too late.

Araya Rasdjarmrearnsook
b.1957, Thailand
The Class (2005)
Single channel video
16:33 minutes
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Filmmaker and visual artist Chulayarnnon Siriphol works in short film, experimental film, documentary and
video installation. Often exploring the relation of history and memory, his works are in-between personal
memory and social memory, documentary and fiction, reality and supernatural. His works have been screened
in many film festivals and exhibitions in Asia and Europe, including in The 34th International Film Festival
Rotterdam, Netherlands (2005) and the 26th Hamburg International Short Film Festival, Germany (2010).

Myth of Modernity departs from the religious iconography of the Tribhumi, the three levels of living statues
representing the universe in Thai Buddhism (Theravada, the more conservative of the two major traditions of
Buddhism). The structures that pervade Buddhist culture, such as pagodas, palaces and spirit houses, were
symbolically built to represent the ‘three worlds’ of Buddhist cosmology. The influence of modern architecture
and the West have resulted in the popular reduction of these forms into the geometric pyramid. In Myth Of
Modernity, Siriphol draws a parallel between the simplification of structures of worship and the state of current
Thai politics.

Chulayarnnon Siriphol
b.1986, Thailand
Myth of Modernity (2014)
8 fluorescent tubes
100H x 120W x 120L cm
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Filmmaker and visual artist Chulayarnnon Siriphol works in short film, experimental film, documentary and
video installation. Often exploring the relation of history and memory, his works are in-between personal
memory and social memory, documentary and fiction, reality and supernatural. His works have been screened
in many film festivals and exhibitions in Asia and Europe, including in The 34th International Film Festival
Rotterdam, Netherlands (2005) and the 26th Hamburg International Short Film Festival, Germany (2010).

Myth of Modernity departs from the religious iconography of the Tribhumi, the three levels of living statues
representing the universe in Thai Buddhism (Theravada, the more conservative of the two major traditions of
Buddhism). The video focuses specifically on the simplification over time of ornate architectural structures of
worship. These structures that pervade Buddhist culture, such as pagodas, palaces and spirit houses, were
symbolically built to represent the ‘three worlds’ of Buddhist cosmology. The influence of modern architecture
and the West have resulted in the popular reduction of these forms into the geometric pyramid.

In Myth Of Modernity, Siriphol draws a parallel between the simplification of structures of worship and the state
of current Thai politics. In the video, Siriphol sends neon pyramids flying over a crowd of anti-Yingluck
protesters. Thai businesswoman and politician, Yingluck Shinawatra had become the Prime Minister of Thailand
following the 2011 general election. The anti-government protests took place in 2013-14 (Thai political crisis)
eventually led to her removed from office in May 2014 by a Constitutional Court decision that found her guilty
on a charge of abuse of power. By viewing the political realm as being similar to the religious realm of worship,
the artist implies an idealistic reverie in politics, politicians and the mass experiences that occur during party
rallies and demonstrations. Myth Of Modernity exposes how this pyramidal image, connecting the earthly and the
celestial, features in the instrumentalization of myths in Thailand’s current nationalism and political polarization.

Chulayarnnon Siriphol
b.1986, Thailand
Myth of Modernity (2014)
HD video, sound, color, 16:9
16 minutes
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Daniel Crooks works primarily with video and moving images. Originally trained in animation, he works with
time and space as materials and always-evolving digital technology to create complex structures that manipulate
and challenge viewers’ perceptions of spatial and temporal dimensions. The intricate and technical aspects of his
work often contrast with the commonality of the subject matter, and his videos depict seemingly mundane acts
such as walking through a laneway or back alley as a point of departure for more trenchant investigations into
how image-based cultures both inform and distort our perceptual experiences of inhabiting our bodies. Crooks
received his Bachelor of Graphic Design from Auckland Institute of Technology and his Graduate Diploma of
Animation from Victorian College of the Arts School of Film and TV in Melbourne. He has exhibited his work
extensively in notable venues internationally, including the Tate Modern in London (2008).

The Illusion of Everything (2014) follows an unseen pedestrian as he navigates the Australian city of Melbourne’s
dense and intricate network of laneways. The video begins with the pedestrian traversing a seemingly idyllic ivy
lined stone and concrete thoroughfare. As his pace begins to accelerate, the camera follows him with greater
urgency, slowly settling and become stable again as his pace decelerates. At various moments, side alleys and
apertures appear, inviting the pedestrian to take a turn. But before he can, the camera fades out, dissolving to the
image of yet another laneway, near identical to the last. The pedestrian continues his forward march again,
traversing the next lane until the fade out/dissolve repeats itself again. The sky overhead begins to transition
from day to night as the video progresses, and with each dissolve, time itself seems to fade away. The Illusion of
Everything is an intricate work of montage: in order to produce the work, Crooks filmed nearly 200 laneways
throughout Melbourne at various points throughout the day and evening hours, finally editing them into a
“singular whole, or new whole”. Crooks plays on durational aesthetics creates an almost meditative and
transfixing experience of movement, but he also disorients his viewers by disallowing any obvious indicators of
real-life places. By making us aware of the elemental mechanics of how video manipulates our sense of space
and time, Crooks effectively gives us keen insight into how moving images, at their best, effectively disorient and
transcend our perceptual experiences of inhabiting a body.

Daniel Crooks
b.1973, New Zealand
The Illusion of Everything (2014)
Single channel digital video, 16:9, stereo,
colour, sound
4:33 minutes
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Dinh Q. Lê’s artistic practice centers on his lived experience of political and social conditions in his native
Vietnam; he and his family fled the country via Thailand in 1979 and immigrated to the United States. Lê
interweaves the experiences that helped shape his identity with Vietnamese national mythologies, collective
memories, and expanded cultural histories. Incorporating imagery from a variety of sources, such as archival
photographs, documentaries, Hollywood films, and Vietnamese iconography, Lê’s investigations raise critical
questions about the distribution, reception, and consumption of images, and how images inform national
identity.

Hill of Poisonous Trees (three men) (2008) exemplifies the artist’s signature photo-weaving technique, in which he
collects diverse found photographs—portraits of anonymous people, stills from blockbuster films, or journalistic
images—cuts them into strips, and weaves them into new composition. The title of the series is translated from
the Khmer phrase Tuol Sleng, which literally means a poisonous hill or a place on a mound to keep those who
bear or supply guilt, and the photographs came from the Tuol Sleng Genocide Museum in Cambodia, a former
prison where at least 200,000 Cambodians were executed during the reign of the Khmer Rouge between 1975 and
1979. In this particular image, three men stand against the backdrop of what looks like a prison interior. Their
identities are unknown. The ghostly, illuminated space creates a strange effect of time traveling, transporting
viewers back to the historical event depicted. The men’s gazes seem to tell stories that have been buried in
collective memory. For Lê, the act of appropriating, recycling, and remixing imagery is a means of rescuing both
images and the memories embedded within them.

Dinh Q Lê
b.1968, Vietnam
Untitled, from the series Hill of Poisonous Trees
(three men)  (2008)
C-print and linen tape
52.75H x 84.25W inches
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Working with a variety of media including comics, animation, mural painting, graffiti, embroidery, video, and
puppetry, Yogyakarta-based artist Eko Nugroho comments on social justice, cultural tradition, and the human
condition. The concepts, materials, and strategies of his oeuvre reflect a sophisticated understanding of “fine art,”
crafts, as well as street art. For example, Nugroho’s use of embroidery is inspired by local street gangs whose
jackets are embroidered with their logos and by the embroidered badges worn by local government officials to
announce their affiliations. After the Indonesian Reformation in 1998, Nugroho started to use caricature in his
work to criticize the government’s policies about democracy, freedom, and censorship. These metamorphic
figures, their surroundings, and the idioms indicate the dysfunction of contemporary Indonesian society as well
as the tribulations of the world at large.

Nugroho’s installations and performances have their roots in the shadow puppet rituals in Indonesia,
particularly the Javanese Wayang tradition whose essence is in the representation of the shadows. Nugroho’s
work both preserves traditional culture and offers a contemporary interpretation of it through his insertion of
comical figures to comment on current social conditions. Moving Landscape includes characters such as a
diamond-headed man, a UFO, and other items that appear frequently in Nugroho’s drawings and murals. The
shadows and silhouettes rotate in a custom-made, lit tent structure to create a fantasy world that blurs the line
between daily life and fiction. The narratives here are complex and ambiguous and speak to a range of
psychological states that echo everyday reality.

Eko Nugroho
b.1977, Indonesia
Its Always Fun to Live in This Country (2009)
Machine, puppets, lights, fabric, sound
installation
51H x 51W inches
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H. H. Lim is a Neo-conceptual artist living and working in Rome since 1976. He works in various media,
including painting, installation and performance. His artwork often explores language and communication,
recycling everyday elements of life into colossal installations. His work has appeared in the Venice Biennale and
the Prague Biennale.

https://vimeo.com/193894840

H.H. Lim
b.1954, Malaysia
Images (2004)
Video
30:44 minutes
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Born 1977, Muar, Malaysia, educated in England, and currently living in Singapore, Heman Chong is an artist,
curator, and writer who creates texts, objects, installations, and situations in order to investigate the manner
through which individuals form associations between objects in their environments.  Chong’s works have been
considered “archetypally conceptual” and recall frameworks of the 1960s in their potential to address collective
visions of futuristic utopias. Based largely on books, Chong’s works are striking in their creation of visual order
as a means to draw out the “inevitably mnemonic nature of the conceptual object.”

With a habit of reading eight to ten books at the same time, Chong paints his two-foot tall novel covers through
referencing an extensive reading list (accessible on Facebook) he has kept since 2006. Entitled “Bibliography (1):
The Lonely Ones,” the list outlines representations of solitude that has been imposed on individuals or
communities. Chong divides these archetypes into three over-arching notions: the Hide-away, the Castaway and
the Prisoner. A novella from Stephen King’s Different Seasons collection, Rita Hayworth And Shawshank
Redemption tells a story of assumed identities and prisoners’ escape to reflect on the economic infrastructures
inside and outside prison as well as the thin boundaries separating the two—in this case, a Rita Hayworth poster
concealing a hole in the prison wall dug for jailbreak.

Heman Chong
b.1977, Singapore
All you need is kill / Hiroshi Sakurazaka (2012)
Acrylic on canvas
46H x 61W x 3.5D cm
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Born 1977, Muar, Malaysia, educated in England, and currently living in Singapore, Heman Chong is an artist,
curator, and writer who creates texts, objects, installations, and situations in order to investigate the manner
through which individuals form associations between objects in their environments.  Chong’s works have been
considered “archetypally conceptual” and recall frameworks of the 1960s in their potential to address collective
visions of futuristic utopias. Based largely on books, Chong’s works are striking in their creation of visual order
as a means to draw out the “inevitably mnemonic nature of the conceptual object.”

The work Calendars is composed of 1001 images of deserted public areas in Singapore printed on pages of a
calendar set from the year of 2020 until 2096. Yet Chong photographed these public spaces (shopping centers,
museums, MRT stations and schools) between 2004 and 2010. Calendars continues Hong’s conceptual
investigation of the intersections between time, space and situation. This 'archive' of images projected into the
future challenges the ways time is usually recorded and asks to “imagine meaning out of memories in the
future?”. Blurring the boundaries between fiction and narration, Calendars prompts viewers to reconsider the
world as they know it through the lens of what the futures might be.

Heman Chong
b.1977, Singapore
Calendars (2020-2096) (2012)
1001 off-set printed calendar sheets
30H x 30W cm each
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Born 1977, Muar, Malaysia, educated in England, and currently living in Singapore, Heman Chong is an artist,
curator, and writer who creates texts, objects, installations, and situations in order to investigate the manner
through which individuals form associations between objects in their environments.  Chong’s works have been
considered “archetypally conceptual” and recall frameworks of the 1960s in their potential to address collective
visions of futuristic utopias. Based largely on books, Chong’s works are striking in their creation of visual order
as a means to draw out the “inevitably mnemonic nature of the conceptual object.”

With a habit of reading eight to ten books at the same time, Chong paints his two-foot tall novel covers through
referencing an extensive reading list (accessible on Facebook) he has kept since 2006. Entitled “Bibliography (1):
The Lonely Ones,” the list outlines representations of solitude that has been imposed on individuals or
communities. Chong divides these archetypes into three over-arching notions: the Hide-away, the Castaway and
the Prisoner. A novella from Stephen King’s Different Seasons collection, Rita Hayworth And Shawshank
Redemption tells a story of assumed identities and prisoners’ escape to reflect on the economic infrastructures
inside and outside prison as well as the thin boundaries separating the two—in this case, a Rita Hayworth poster
concealing a hole in the prison wall dug for jailbreak.

Heman Chong
b.1977, Singapore
Rita Hayworth and Shawshank Redemption /
Stephen King (2012)
Acrylic on canvas
46H x 61W x 3.5D cm
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Born 1977, Muar, Malaysia, educated in England, and currently living in Singapore, Heman Chong is an artist,
curator, and writer who creates texts, objects, installations, and situations in order to investigate the manner
through which individuals form associations between objects in their environments.  Chong’s works have been
considered “archetypally conceptual” and recall frameworks of the 1960s in their potential to address collective
visions of futuristic utopias. Based largely on books, Chong’s works are striking in their creation of visual order
as a means to draw out the “inevitably mnemonic nature of the conceptual object.”

With a habit of reading eight to ten books at the same time, Chong paints his two-foot tall novel covers through
referencing an extensive reading list (accessible on Facebook) he has kept since 2006. Entitled “Bibliography (1):
The Lonely Ones,” the list outlines representations of solitude that has been imposed on individuals or
communities. Chong divides these archetypes into three over-arching notions: the Hide-away, the Castaway and
the Prisoner. A novella from Stephen King’s Different Seasons collection, Rita Hayworth And Shawshank
Redemption tells a story of assumed identities and prisoners’ escape to reflect on the economic infrastructures
inside and outside prison as well as the thin boundaries separating the two—in this case, a Rita Hayworth poster
concealing a hole in the prison wall dug for jailbreak.

Heman Chong
b.1977, Singapore
Solaris / Stanislaw Lem (2) (2012)
Acrylic on canvas
46H x 61W x 3.5D cm
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Born 1977, Muar, Malaysia, educated in England, and currently living in Singapore, Heman Chong is an artist,
curator, and writer who creates texts, objects, installations, and situations in order to investigate the manner
through which individuals form associations between objects in their environments.  Chong’s works have been
considered “archetypally conceptual” and recall frameworks of the 1960s in their potential to address collective
visions of futuristic utopias. Based largely on books, Chong’s works are striking in their creation of visual order
as a means to draw out the “inevitably mnemonic nature of the conceptual object.”

With a habit of reading eight to ten books at the same time, Chong paints his two-foot tall novel covers through
referencing an extensive reading list (accessible on Facebook) he has kept since 2006. Entitled “Bibliography (1):
The Lonely Ones,” the list outlines representations of solitude that has been imposed on individuals or
communities. Chong divides these archetypes into three over-arching notions: the Hide-away, the Castaway and
the Prisoner. A novella from Stephen King’s Different Seasons collection, Rita Hayworth And Shawshank
Redemption tells a story of assumed identities and prisoners’ escape to reflect on the economic infrastructures
inside and outside prison as well as the thin boundaries separating the two—in this case, a Rita Hayworth poster
concealing a hole in the prison wall dug for jailbreak.

Heman Chong
b.1977, Singapore
The Silence of the Lambs / Thomas Harris (2012)
Acrylic on canvas
46H x 61W x 3.5D cm
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Himali Singh Soin is an artist and writer whose work is inspired by poetry and planetariness. Her performances
reflect on deep outer space as a place of inferences, entanglements, accelerating voids, debris, delays, irrational
law, alienation and infinite mystery. She sees her work as an exploration of alien distances and earthly intimacy,
exploring nativism, nationality, love across borders and cultural flight.

Developed especially for the KADIST-KHOJ collaborative exhibition, Frozen World of the Familiar Stranger,
Radar Level is set in the world’s last geological minutes, in two ancient landscapes. One in the northern
hemisphere in Mongolia at the site of the first dinosaur egg excavation and the other beneath the southern
constellation of Nambia, on its old waters. Embedded within the work are a series of dualities and codes. For
example, the title and duration of the work are palindromes, indicating a play and blurring between notions of
past and future, forward and backward. The split projection reverses between desert and water, as one channel
moves back in time, the other moves forward, until they meet and change directions. Dissolving in these images
are found photographs of humans in spacesuits before the space age, gearing up for the end of life, for a distant
voyage, for protection or for colonial imitation. Just as the title itself is a palindrome, here, the extinction of the
past looks like the extinction of the future. The sound is a combination of dinosaur sounds and outer space
vibrations, both anterior to human existence, yet only known through anthropocentric, technological re-
imaginings. The text, recited by the artist, is a poetic reflection on the experience of human discovery and
isolation.

Himali Singh Soin
b.1987, India
Radar Level (2016)
Video
11:11 minutes
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Drawing from historical events, documentary footage, art history, music videos, and mythical stories, Ho Tzu
Nyen’s films investigate the construction of history, the narrative of myth, and the plurality of identities. Nyen
often collaborates with theater professionals, and the lighting in his films is meticulously orchestrated, the
compositions highly aesthetic. Ho also practices painting, performance, and writing, exploring the many possible
relationships between stills, painted images, and moving images.

The Cloud of Unknowing (2011) is titled after a 14th-century medieval treatise on faith, in which “the cloud of
unknowing” that stands between the aspirant and God can only be evoked by the senses, rather than the rational
mind. In the video, eight protagonists act out their daily lives. The setting is a soon-to-be-demolished public
housing facility in Singapore, a country in transition from a mindset of Eastern collectivism to global
neoliberalism. These individuals have lived hermetically and absurdly in their apartment space until this
moment, when a magical and mysterious cloud appears, connecting their seemingly disjointed lives. It is a story
about the tension between solitude and togetherness, privacy and communal experiences. The symbolic cloud
embodies both divine illumination and hallucination.

 https://vimeo.com/133494174

Ho Tzu Nyen
b.1976, Singapore
The Cloud of Unknowing (2011)
Single-channel video
28:19 minutes
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Jakrawal Nilthamrong explores themes of karma, reincarnation and destiny in his films. Often focusing on past
traumatic events in Thailand’s history, Niilthamrong slips between times, realities and the realms of the real or
imagined.

"Based on a quote by Buddhadasa Bhikkhu, the invisible Gravity is compared with Karma, which governs Man's
experiential universe such gravity's governance over the physical plane. The film takes place near a cement
factory where we see deformed mountains by series of blasts. Together with a man struggling to transport heavy
recycle garbage to win over gravity (destiny)."

 https://vimeo.com/193276811

Jakrawal Nilthamrong
b.1977, Thailand
Man and Gravity (2008)
HD Video, color, stereo
11 minutes
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Inspired by Indonesia’s complex social history, political identity, ideologies, and culture, as well as his training
as a musician, Jompet Kuswidananto makes multimedia installations that often combine video, sound, and
mechanized elements. His research-based practice has its own unique language. Kuswidananto is closely
connected to local communities in Yogyakarta, and many of his projects are realized through in-depth
collaborations.

Third Realm (2011) grew out of the artist’s long-term research of Indonesia’s colonial history and the processes of
modernization and urbanization that have taken place there. Kuswidananto describes the nation as perpetually
in an “in-between” state of transition. Thus he has developed the concept of a third reality, third space, or third
body—an identity specifically for Indonesia that reflects its spatial realities and national character. The uniforms
and horse saddles in the installation are of the type used in festival parades. Instead of directly commenting on
colonial military history, the ghostly and bodiless outfits hauntingly suggest something out of the past. The
addition of video and sound exacerbates this effect. This highly theatrical work not only reenacts traditional
mythology but also foregrounds its unstable nature. It is intended to represent a shifting and changing milieu of
ideas, events, performances, and meanings.

Jompet Kuswidananto
b.1976, Indonesia
Third Realm (2011)
Mixed media
Various dimensions
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Kate Mitchell's work addresses everyday worries; time, money, work and the future. For the artist the idea of art
as work and the artist as both manager and worker is important. Her videos document the artist working
tirelessly to achieve seemingly reckless and unattainable tasks. While there is a comic quality in her work, the
actions make us think about the limits of what is acceptable and normal.

In Time is a 24-hour video in which the artist rests, hangs and clings onto the minute hand of a large clock, 4 x 4
meters in diameter, arduously counting out a full 24-hour cycle so that the video becomes a functional time-
keeping device. In standing in for and becoming time, Mitchell ultimately examines its essence as it passes before
her. Dressed in blue work overalls, Mitchell appears like a maintenance or quality control worker, making sure
every moment is up to muster. The paradox: even if it is deemed to not be up to scratch, a re-wind to re-live is
impossible, the moment has already passed. Time continues, regardless of whether it is approved of or not.
Through Mitchell’s absurd examination of time, we are reminded to be attentive to its ever constant passing;
how we spend our days is how we spend our lives.

Kate Mitchell
b.1982, Australia
In Time (2015)
HD digital Video
24 hours
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Khvay’s artistic practice, which encompasses photography, performance, video and installation, engages with
concepts of mediation, change and continuity. He holds a BA in Painting from the Royal University of Fine Art,
Phnom Penh (2006) and some of his exhibitions include Human Nature, PhotoPhnomPenh at Royal University of
Fine Arts, Phnom Penh (2011) and Untitled (2011) and Newspaper Man, SA SA BASSAC (2012).

Khvay’s photograph series and video installation Rubber Man presents this charged landscape, from a remaining
village to a clearing, from saplings to mature plantations. The artist takes center stage, pouring fresh liquid
rubber over his body, appearing and disappearing. He wanders through the rational cash crop lines, as if a lost
specter. As the ancient forests are lost, Khvay asks, where will the spirits live?

Khvay Samnang
b.1982, Cambodia
Rubber Man (2014)
Single-channel HD video, color, sound
8:31 minutes
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Born in Sidpur and living in Bangalore, Kiran Subbaiah works in a variety of media that includes assemblage,
video and internet art after initial training as a sculptor. His works examine the relationships of use and value in
everyday objects through subverting form and function. Constructing paradoxes through deadpan and humor,
Subbaiah’s works also manipulate the object in an act of emancipation in order to highlight art’s autonomy from
having to serve a purpose. Moreover, Subbaiah is interested in the relationship between human subjects and
their apparent doubles in photography and video.

Flight Rehearsals focuses on Subbaiah’s desire to fly as a means to highlight the relationship between human
ambition and limitations of the physical world. The video presents philosophical explorations of the human
desire to defy gravity and time.  The  minimalist set of a table highlights the intention and persistence of the
protagonist rather than technological innovation. The video manipulates the camera angle to distort the
appearance of space so that Subbaiah’s repeated attempts at beating gravity can achieve momentary flights. As
the flight attempts move into the bedroom, what first appears to be a close up of an alarm clock turns out to be
an oversized ringing alarm clock further back to create a distortion of space through manipulations in scale.
Such effects highlight both the proximity and distance between apparent success and distorted perception.

 https://vimeo.com/192055443

Kiran Subbaiah
b.1971, India
Flight Rehearsals (2003)
Single channel video
4:04 minutes
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Maria Taniguchi is poised somewhere between two different modes of painterly ‘traditions’ in the Philippines:
one that is ostensibly socially oriented (and figurative), and another that’s more cerebral. Since her Goldsmiths
MFA she has begun to establish an international profile. She was in the Hugo Boss Asian prize show in Shanghai
(Rockbund); she had a solo at carlier | gebauer, and a solo with ibid. in London.

Taniguchi works across several media but is principally known for her long-running series of quasi-abstract
paintings featuring a stylised brick wall device. Full of subtle gradations and low-key modulations, these are her
trademark: a sustained, reiterative practice, steeped in repetition but carefully attuned to the economies and the
sculptural presence of painting. Her approach to painting is conceptual. Her point of departure for the series is
individual, subjective time. The unified visual grid of the black monochrome acrylic paintings is based on the
simplest repeating pattern in masonry, yet when viewed more closely their stark surfaces veer more towards the
personal and poetic: glistening patches of irregular shapes and sizes reveal the limits of a days work.

Maria Taniguchi
b.1981, Philippines
Untitled (2015)
Acrylic on canvas
228H x 114W x 2D cm
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Miljohn Ruperto is a cross-disciplinary artist, working in photography, cinema, performance, and digital
animation. His work refers to historical and anecdotal occurrences, and speculates on the nature of assumed facts
and the construction of truth. Ruperto received his MFA from Yale University in 2002 and his BA in Studio Art
from the University of California, Berkeley, in 1999. His work has been exhibited at Haus der Kulturen der Welt,
Berlin; Para-Site, Hong Kong; 2014 Whitney Biennial, Whitney Museum of American Art, New York; and The
Hammer Museum, Los Angeles, CA.

“In Acting Exercise: Demon Possession, Miljohn Ruperto reflects upon and points to the act of performing while
asking how one performs the self as well as how the same idea of a performance is performed several times and
in different ways.”

 https://vimeo.com/193313788

Miljohn Ruperto
b.1971, Philippines
Acting Exercise: Demon Possession (2009)
HD video
43:37 minutes
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Miljohn Ruperto is a cross-disciplinary artist, working in photography, cinema, performance, and digital
animation. His work refers to historical and anecdotal occurrences, and speculates on the nature of assumed facts
and the construction of truth. Ruperto received his MFA from Yale University in 2002 and his BA in Studio Art
from the University of California, Berkeley, in 1999. His work has been exhibited at Haus der Kulturen der Welt,
Berlin; Para-Site, Hong Kong; 2014 Whitney Biennial, Whitney Museum of American Art, New York; and The
Hammer Museum, Los Angeles, CA.

Janus takes its name from the two-faced Roman god of duality and transitions, of beginnings and endings, gates
and doorways. He is usually depicted with two faces as he looks both forward and backward, to the future and
the past. Animated in collaboration with Aimée de Jongh, the video presents a close-up of a dying “duck-rabbit,”
an ambiguous illustration made popular by the Austrian-British philosopher Ludwig Wittgenstein. One’s
attention shifts between seeing a duck and a rabbit, prompted by the animal’s movements and sounds. Its red
eyes, wounded body, and belabored breathing suggest the end of life. Just as it appears to take its last breath,
however, it inhales again, teetering on the precipice. As the video continues its unceasing loop, a resolution is
withheld. In this way, Ruperto makes a connection between the ambiguity of visual perception and the paradox
of life and death.

 https://vimeo.com/193388392

Miljohn Ruperto
b.1971, Philippines
Janus (2013)
Digital animation
3:30 minutes
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Ming Wong’s practice has a profound connection with world cinema. Constantly drawing from classic films,
Wong investigates issues around identity, linguistics, translation, dislocation, and history through reenactments
of well-known films. Often using a deliberately low-budget aesthetic, he restages the films by appropriating and
recontextualizing the main storylines and characters. The compelling cultural imaginary created in his films
brings forward and wittily satirizes the undermined codes that constitute the infrastructure of our society.

Making Chinatown (2012) is a remake of Roman Polanski’s 1974 classic neo-noir film Chinatown. According to
Wong, the latter is a “textbook” of Hollywood filmmaking. In Ming’s version, he plays all four main characters
portrayed originally by Jack Nicholson, Faye Dunaway, John Huston, and Belinda Palmer, shooting against a
backdrop of a film set reproduced as wallpaper in a gallery space. Presented as a seven-channel video
installation, Making Chinatown is an immersive viewing experience with different scenarios, lines of
conversation, and background music, all merged together into one space where the sense of time collapses. The
ending fades to black with no reference of the original film’s site, precisely echoing the fictional nature of
Chinatown as a no-place, constructed in an often-detached cultural context.

https://vimeo.com/199407525 channel 1
https://vimeo.com/199407720 channel 2
https://vimeo.com/199407754 channel 3
https://vimeo.com/199407796 channel 4
https://vimeo.com/199407860 channel 5
https://vimeo.com/199407631 channel 6
https://vimeo.com/199408030 channel 7

Ming Wong
b.1971, Singapore
Making Chinatown (2012)
7 channel video installation
Variable dimensions
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Moe Satt is a Burmese visual and performance artist who uses his own body as a symbolic field for exploring
self, identity, embodiment, and political resistance. He is part of a renowned generation of experimental
contemporary Burmese artists who overcame government censorship and oppression to engage with conceptual
artwork, the body, and identity. He founded the Beyond Pressure International Performance Art Festival in
Yangon, Myanmar.

These photographs document the hand and facial gestures in Moe Satt’s performance F n’ F (Face & Fingers).
Whistling and wearing minimal clothing within a bare gallery space, Moe Satt performed a choreographed
sequence of gestures based upon those he observed on the streets of Yangon, Myanmar. Each photograph is
simple, showing only the artist’s face and hands with a title and caption that describes the meaning of the
documented gesture. With subjectivity and ambiguity, Satt illustrates the ways in which people communicate
nonverbally with their bodies.

Moe Satt
b.1983, Myanmar
F n' F (Face & Fingers)  (2009)
8 photographs
40H x 40W cm each
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Moe Satt is a Burmese visual and performance artist who uses his own body as a symbolic field for exploring
self, identity, embodiment, and political resistance. He is part of a renowned generation of experimental
contemporary Burmese artists who overcame government censorship and oppression to engage with conceptual
artwork, the body, and identity. He founded the Beyond Pressure International Performance Art Festival in
Yangon, Myanmar.

Hands Around Yangon (2012) is a video of close-ups of people’s hands at work scraping coconuts, binding books,
worrying beads, grinding cane sugar, counting money and countless other quotidian actions. Again the
underlying inspiration is Buddhism, but what is observed is its more colloquial counterpart—gestures that are
handy, not holy. (from article by Sam Gaskin)

Moe Satt
b.1983, Myanmar
Hands Around In Yangon (2012)
Single channel HD video, color, sound
7:20 minutes



KADIST

An active artist since political artist 1960s, Nalini Malani was one of the first Indian artists to break from
traditions of classical painting in India to address political and societal issues. Her work draws upon her
personal experience as a refugee of the Partition of India, frequently confronting the conflict between India and
Pakistan, violence against women, the struggle for democracy, colonialism and de-colonization, and injustice.
She works in various media, including installation, video, animation, drawing, and theatre.

Malani draws upon her personal experience of the violent legacy of colonialism and de-colonization in India in
this personal narrative that was shown as a colossal six channel video installation at dOCUMENTA (13), but is
here adapted to single channel. The video is largely silent until violent crashes and female voices overwhelm the
viewer, portraying the inner voice of a woman who is brutally gang raped. Malani addresses the fatal place of
women in Indian society and the geo-politics of national identity. She brings the poetry of Pakistani
revolutionary Faiz Ahmed Faiz into conversation with Samuel Beckett, Heiner Muller and Mahashweta Devi.

 https://vimeo.com/193389222

Nalini Malani
b.1946, India
In Search of Vanished Blood (2012)
Single channel video
11 minutes
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An active artist since political artist 1960s, Nalini Malani was one of the first Indian artists to break from
traditions of classical painting in India to address political and societal issues. Her work draws upon her
personal experience as a refugee of the Partition of India, frequently confronting the conflict between India and
Pakistan, violence against women, the struggle for democracy, colonialism and de-colonization, and injustice.
She works in various media, including installation, video, animation, drawing, and theatre.

Through drawing and erasure upon parchment paper, this stop motion animation illustrates Malani’s adaptation
of Brecht’s “The Job.” An impoverished woman impersonates her dead husband in order to attain his job, get a
wife, and support her two children. When her identity is discovered during a factory accident, she is forced into
a dark life. The parchment acts as the wo/man’s memory that is finally unable to hold all of her experiences and
dies.

 https://vimeo.com/193389074

Nalini Malani
b.1946, India
Memory: Record/Erase (1996)
Single channel, stop motion animation
10 minutes
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Nandan Ghiya is an emerging whose practice explores the disjunction between various forms of image-based
media. Although he received no formal training, his mixed media works reveal a savvy understanding of the
function that photographs play in defining our perception of cultural and collective narratives. In juxtaposing
found studio portraits alongside digitally manipulated images, Ghiya examines how advances in media-based
technologies define our contemporary modes of perception while also threatening genealogies of rich indigenous
histories. His work could be seen in conversation with artistic traditions of assemblage and collage. His
deliberate commitment to handwork with acrylic, however, also suggests a deeper commitment to
multidisciplinary practices that don’t entirely refute artistic traditions but instead utilize them to draw out more
trenchant conversations about the erasure of cultural identities and modernism’s displacement of a traumatic
colonial past.

The Chair (2012) foregrounds media-based tensions between analog and digital imaging technologies as a means
of challenging the continued circulation of visual ephemera from India’s colonial past. A mix of found
photographs and staged studio portraits deliberately made to look older, The Chair features multiple portraits of
figures dressed in period costumes that reference the ornate fashions popular during Great Britain’s imperial rule
of India. A hybrid frame wraps around this assemblage, a composite of variously ornate and simple wood
finishes culled from disused and forgotten pictures. For each portrait, Ghiya obstructs the subject’s face with
hand-painted squares resembling pixels, a gesture of willful obfuscation that renders the colonial subject
anonymous while also drawing attention to the subtle but inherent violence of image taking. In using elements
from both analog and digital photography, The Chair challenges the imagery and stereotypes of colonial India
through contemporary digital technology, blurring the line between the historical and the contemporary, the past
and the present. But if Ghiya investigates the issue of individuality in recent colonial past times and its
successive iterations in a digital world, he also utilizes his practice as a means to reveal how all representation is
effectively manipulated. His hand-painted pixels are more than just gestures towards an historical shift from
analog to digital – they are marks of a decisive intervention and a reminder that all images are, in effect,
produced by multiple layers of construction, artifice, and variant meaning.

Nandan Ghiya
b.1980, India
The Chair (2012)
acrylic on old photographs
89 x 118 cm and 30.5 x 26.7 cm (Diptych)
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Nguyen Trinh Thi is a Vietnamese artist, filmmaker and founder of a documentary video organisation in Hanoi.
Her work stands out for being historically informed and formally adventurous (e.g., some of her early pieces
were experimental found-footage videos). Specially, her use of photo-media shows a reflexive enquiry about the
conventions they import into a given cultural milieu, suggesting an ethnographic anti-realism (or even
surrealism).

Landscape Series no. 1 presents landscape as a "quiet witness of history." It began with searches of online archives
of Vietnamese news-media, for images of figures in landscapes "pointing, to indicate a past event, the location of
something gone, something lost or missing." The uniformity is striking but the sequence is subtly structured: the
typology hints at narrative progression, though of an uninformative narrative, lacking details.

Nguyen Trinh Thi
b.1973, Vietnam
Landscape Series no. 1 (2013)
35mm slide projection
77 slides
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Peter Robinson is an artist whose work explores the various cross-sections between materiality, identity, and the
indigenous. Many of his works utilize motifs found in Maori art, and his use of woodworking and felted wools
often riff on culturally specific materials based in communal craft practices. His clean lines and deliberately
restrained forms, though, could be easily placed alongside Minimalist sculpture and feel unselfconsciously
modern. Robinson studied at the Ilam School of Fine Arts and has exhibited extensively throughout New
Zealand. In 2001, his work was included in the exhibition bi-polar at the Venice Biennale.

Defunct Mnemonics (2012) plays off woodworking traditions found in indigenous art in order to create a body of
formally minimal objects that are both beautiful in their restraint and profoundly moving in their associations
with the totemic. Resembling large pick-up-sticks, the complete work is comprised of 126 vertical sculptures
wrapped in fabric with alternately monochromatic and graphically patterned dyes and prints. Leaning against a
wall and arranged side-by-side, they could be mistaken as highly decorated mallets for use in an undetermined
ritual or game. These associations with faith and repetition are entirely intended: as part of Robinson’s process,
each sculpture was hand carved and finished based on a case of spirit sticks housed at the Museum of New
Zealand Te Papa Tongarewa, New Zealand’s national museum and art gallery in Wellington. In order to produce
another layer of tactile experience and texture, Robinson wrapped every stick in a roll of concentric felt, in some
cases switching between fabrics as means of creating a richly heterogeneous finish to the work. The visual and
aural codes at play in Defunct Mnemonics are a reminder of how repetition can help us order ourselves through
more deeply felt rhythms. At once both playful and meditative, Robinson’s work encourages us to slow down
and retrain our focus through considered visual and metaphorical stops and starts.

Peter Robinson
b.1966, New Zealand
Defunct Mnemonics [PR0855-01] (2012)
Wool felt, wood dowel
1695H x 50W x 50D mm
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Peter Robinson is an artist whose work explores the various cross-sections between materiality, identity, and the
indigenous. Many of his works utilize motifs found in Maori art, and his use of woodworking and felted wools
often riff on culturally specific materials based in communal craft practices. His clean lines and deliberately
restrained forms, though, could be easily placed alongside Minimalist sculpture and feel unselfconsciously
modern. Robinson studied at the Ilam School of Fine Arts and has exhibited extensively throughout New
Zealand. In 2001, his work was included in the exhibition bi-polar at the Venice Biennale.

Defunct Mnemonics (2012) plays off woodworking traditions found in indigenous art in order to create a body of
formally minimal objects that are both beautiful in their restraint and profoundly moving in their associations
with the totemic. Resembling large pick-up-sticks, the complete work is comprised of 126 vertical sculptures
wrapped in fabric with alternately monochromatic and graphically patterned dyes and prints. Leaning against a
wall and arranged side-by-side, they could be mistaken as highly decorated mallets for use in an undetermined
ritual or game. These associations with faith and repetition are entirely intended: as part of Robinson’s process,
each sculpture was hand carved and finished based on a case of spirit sticks housed at the Museum of New
Zealand Te Papa Tongarewa, New Zealand’s national museum and art gallery in Wellington. In order to produce
another layer of tactile experience and texture, Robinson wrapped every stick in a roll of concentric felt, in some
cases switching between fabrics as means of creating a richly heterogeneous finish to the work. The visual and
aural codes at play in Defunct Mnemonics are a reminder of how repetition can help us order ourselves through
more deeply felt rhythms. At once both playful and meditative, Robinson’s work encourages us to slow down
and retrain our focus through considered visual and metaphorical stops and starts.

Peter Robinson
b.1966, New Zealand
Defunct Mnemonics [PR0861-01] (2012)
Wool felt, wood dowel
1860H x 50W x 50D mm
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Peter Robinson is an artist whose work explores the various cross-sections between materiality, identity, and the
indigenous. Many of his works utilize motifs found in Maori art, and his use of woodworking and felted wools
often riff on culturally specific materials based in communal craft practices. His clean lines and deliberately
restrained forms, though, could be easily placed alongside Minimalist sculpture and feel unselfconsciously
modern. Robinson studied at the Ilam School of Fine Arts and has exhibited extensively throughout New
Zealand. In 2001, his work was included in the exhibition bi-polar at the Venice Biennale.

Defunct Mnemonics (2012) plays off woodworking traditions found in indigenous art in order to create a body of
formally minimal objects that are both beautiful in their restraint and profoundly moving in their associations
with the totemic. Resembling large pick-up-sticks, the complete work is comprised of 126 vertical sculptures
wrapped in fabric with alternately monochromatic and graphically patterned dyes and prints. Leaning against a
wall and arranged side-by-side, they could be mistaken as highly decorated mallets for use in an undetermined
ritual or game. These associations with faith and repetition are entirely intended: as part of Robinson’s process,
each sculpture was hand carved and finished based on a case of spirit sticks housed at the Museum of New
Zealand Te Papa Tongarewa, New Zealand’s national museum and art gallery in Wellington. In order to produce
another layer of tactile experience and texture, Robinson wrapped every stick in a roll of concentric felt, in some
cases switching between fabrics as means of creating a richly heterogeneous finish to the work. The visual and
aural codes at play in Defunct Mnemonics are a reminder of how repetition can help us order ourselves through
more deeply felt rhythms. At once both playful and meditative, Robinson’s work encourages us to slow down
and retrain our focus through considered visual and metaphorical stops and starts.

Peter Robinson
b.1966, New Zealand
Defunct Mnemonics [PR0865-01] (2012)
Wool felt, wood dowel
2080H x 50W x 50D mm
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Peter Robinson is an artist whose work explores the various cross-sections between materiality, identity, and the
indigenous. Many of his works utilize motifs found in Maori art, and his use of woodworking and felted wools
often riff on culturally specific materials based in communal craft practices. His clean lines and deliberately
restrained forms, though, could be easily placed alongside Minimalist sculpture and feel unselfconsciously
modern. Robinson studied at the Ilam School of Fine Arts and has exhibited extensively throughout New
Zealand. In 2001, his work was included in the exhibition bi-polar at the Venice Biennale.

Defunct Mnemonics (2012) plays off woodworking traditions found in indigenous art in order to create a body of
formally minimal objects that are both beautiful in their restraint and profoundly moving in their associations
with the totemic. Resembling large pick-up-sticks, the complete work is comprised of 126 vertical sculptures
wrapped in fabric with alternately monochromatic and graphically patterned dyes and prints. Leaning against a
wall and arranged side-by-side, they could be mistaken as highly decorated mallets for use in an undetermined
ritual or game. These associations with faith and repetition are entirely intended: as part of Robinson’s process,
each sculpture was hand carved and finished based on a case of spirit sticks housed at the Museum of New
Zealand Te Papa Tongarewa, New Zealand’s national museum and art gallery in Wellington. In order to produce
another layer of tactile experience and texture, Robinson wrapped every stick in a roll of concentric felt, in some
cases switching between fabrics as means of creating a richly heterogeneous finish to the work. The visual and
aural codes at play in Defunct Mnemonics are a reminder of how repetition can help us order ourselves through
more deeply felt rhythms. At once both playful and meditative, Robinson’s work encourages us to slow down
and retrain our focus through considered visual and metaphorical stops and starts.

Peter Robinson
b.1966, New Zealand
Defunct Mnemonics [PR0867-01] (2012)
Wool felt, wood dowel
2450H x 30W x 30D mm
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In his practice, Pio Abad looks into the social and political significance of objects usually consigned to the
sidelines of history. Abad uses different media such as textile, drawing, installation and photography, and
employs strategies of appropriation to extract alternative readings and repressed historical events. Abad ties
threads of complicity between events, ideologies and people. His artworks glide seamlessly between these
histories, enacting quasi-fictional combinations with their leftovers and weaving together threads of complicity
between events, ideologies and people. Pio Abad began his art studies at the University of the Philippines before
receiving a BA from Glasgow School of Art and an MA from the Royal Academy Schools, London. His work has
been exhibited in solo shows at the Centre for Contemporary Arts Glasgow (2016); 4A Centre for Contemporary
Asian Art, Sydney (2016); and Gasworks, London (2014).

The installation Malakas & Maganda (1986 - 2016) comprises two sculptures, one photograph and one video and
was presented for the first time as an ensemble at KADIST Paris for the exhibition “Conceal, cover with sand,
replicate, translate, restore”. The installation questions the mythological iconography of the Filipino conjugal
dictators Ferdinand and Imelda Marcos and thus addresses the construction of propaganda representation and
the role of art facing current events. The work is organized around the leftovers of a copy of a monumental
sculpture of Imelda Marcos, which the artist had commissioned and whose remains were stored in his studio.

Several included elements show how this body of work has evolved over time and in reaction to political events
in the Philippines. E.g. The video footage was taken inside KADIST exhibition “Soil and Stones, Souls and
Songs” in Manila, when the artist requested that his own piece (i.e. copied paintings representing the dictator) be
repainted in black to protest against the revisionist funeral organized by current president Duterte.

Pio Abad
b.1983, Philippines
Malakas & Maganda (1986 – 2016) (2017)
Handformed concrete and metal sculpture,
counterfeit gilt plaster replica, framed archival
inkjet print on Hahnemuhle pearl paper and
digital video
Variable dimensions
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In his practice, Pio Abad looks into the social and political significance of objects usually consigned to the
sidelines of history. Abad uses different media such as textile, drawing, installation and photography, and
employs strategies of appropriation to extract alternative readings and repressed historical events. Abad ties
threads of complicity between events, ideologies and people. His artworks glide seamlessly between these
histories, enacting quasi-fictional combinations with their leftovers and weaving together threads of complicity
between events, ideologies and people. Pio Abad began his art studies at the University of the Philippines before
receiving a BA from Glasgow School of Art and an MA from the Royal Academy Schools, London. His work has
been exhibited in solo shows at the Centre for Contemporary Arts Glasgow (2016); 4A Centre for Contemporary
Asian Art, Sydney (2016); and Gasworks, London (2014).

Pio Abad
b.1983, Philippines
Untitled (Inventory) (2013)
Digital print on silk twill
40H x 40W cm
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Prabhakar Pachpute was born in 1986 and raised in Chandrapur (Maharashtra), India, a place known as ‘The
City of Black Gold’, where his family has worked for three generations in one of the oldest mines in the country.
Currently, he lives and works in Mumbai. He has done his Bachelors in Fine Arts from I.K.S.University,
Khairagarh (Chhattisgarh) in 2009 and Masters from M. S. University Baroda (Gujrat) in 2011.

Prabhakar Pachpute
b.1986, India
Flies never infest an egg without cracks (2017)
Charcoal and acrylic on canvas
8H x 16W feet
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Zhao Renhui’s photographic prints question fact-based presentations of conservation and highlight the manner
through which documentary, journalistic, or scientific reports sensationalize nature in order to elicit viewer
sympathy.  Zhao portrays human as figures curious about their natural environment, which is at times
mysterious and unpredictable. Through observing human behavior in front of animals rather than that of the
animals themselves, Zhao’s critical lens examines various modes of what he calls a “zoological gaze,” the manner
through which humans view animals and nature. His works create visual ambiguity so the viewer becomes
aware of assumptions made about the way images present facts. Zhao received a Bachelor of Fine Arts in
photography at Caberwell College of Arts and a Masters degree at the London College of Communication,
where he graduated with distinction.

Changi, Singapore, possibly 1970s is from the series “As We Walked on Water” (2010-2012), which looks into
Singapore’s history around the phenomenon of land reclamation. After exhausting the country’s own soil from
its tiny hills and ridges, the government had to buy sand from Malaysia and Indonesia to continue its
reclamation efforts. At the early stages of a land reclamation project, the imported sand would sit idle for some
time, forming an artificial desert-like landscape. By fictionally representing these landscapes, Zhao’s image
fluctuates between history and story making, echoing the equally undermined condition of the man-made nature
of our landscapes as they gradually become part of the real environment.

Robert Zhao Renhui
b.1983, Singapore
Changi, Singapore, possibly 1970s from the series
As We Walked on Water (2012)
Digital pigment print
84H x 121W cm



KADIST

Zhao Renhui’s photographic prints question fact-based presentations of conservation and highlight the manner
through which documentary, journalistic, or scientific reports sensationalize nature in order to elicit viewer
sympathy.  Zhao portrays human as figures curious about their natural environment, which is at times
mysterious and unpredictable. Through observing human behavior in front of animals rather than that of the
animals themselves, Zhao’s critical lens examines various modes of what he calls a “zoological gaze,” the manner
through which humans view animals and nature. His works create visual ambiguity so the viewer becomes
aware of assumptions made about the way images present facts. Zhao received a Bachelor of Fine Arts in
photography at Caberwell College of Arts and a Masters degree at the London College of Communication,
where he graduated with distinction.

Expedition #46 is a work from the series The Glacier Study Group, which consists of artists, scientists, activists, and
enthusiasts of glacial and polar activity in the Artic Circle to conduct scientific investigation, data collection, and
glacier sampling. Recent media attention on global warming and climate change has driven interest in increased
glacial activity. The group spends long period of each year in the harsh Arctic environment to acquire in-depth
knowledge of these changes while experiencing the landscape firsthand. Expedition #46 presents voyeuristic
images of human activity in expansive surreal glacial landscapes to elicit a sense of discovery in the viewer, who
travels by-proxy via Zhao’s photographic series.  The viewer is able to observe the Study Group’s journey in
observing their environment and engage in critical reflection of the varying documentary spectatorship deployed
in the visual discourse of environmentalism and scientific research.

Robert Zhao Renhui
b.1983, Singapore
Expedition #46, from the series The Glacier Study
Group (2012)
Digital pigment print
84H x 121W cm



KADIST

Zhao Renhui’s photographic prints question fact-based presentations of conservation and highlight the manner
through which documentary, journalistic, or scientific reports sensationalize nature in order to elicit viewer
sympathy.  Zhao portrays human as figures curious about their natural environment, which is at times
mysterious and unpredictable. Through observing human behavior in front of animals rather than that of the
animals themselves, Zhao’s critical lens examines various modes of what he calls a “zoological gaze,” the manner
through which humans view animals and nature. His works create visual ambiguity so the viewer becomes
aware of assumptions made about the way images present facts. Zhao received a Bachelor of Fine Arts in
photography at Caberwell College of Arts and a Masters degree at the London College of Communication,
where he graduated with distinction.

Created during Zhao Renhui’s residency at Kadist SF in 2014, the photographic grid features a selection of some
6,000 members from single family of flies –hoverfly– identified over the last 25 years by Sacramento-based Dr.
Martin Hauser, Senior Insect Biosystematist at the California Department of Food and Agriculture and longtime
acquaintance of the artist. Worldwide specialist of hoverflies, Dr. Hauser collected the insect and meticulously
sorted them out. The label below each fly indicates the country where it is from, its species, its size, etc. Some of
the hoverflies look like bees and wasps, for a yet-unknown reason. During his career, Dr. Hauser identified many
new species of hoverfly: holotypes, the single specimen upon which new nominal species are based (red tag),
and isotypes that follow duplicates of the holotypes (green tags). By colliding these scientific methods of
explaining the world with visual art, Zhao Renhui perhaps invites critical reflection on human’s thrift for
objective knowledge and datas by blurring the lines between objective documentation and fictional narrative.

Robert Zhao Renhui
b.1983, Singapore
He counts the stars and call them all by name
(2014)
C-print
83H x 60W inches
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Zhao Renhui’s photographic prints question fact-based presentations of conservation and highlight the manner
through which documentary, journalistic, or scientific reports sensationalize nature in order to elicit viewer
sympathy.  Zhao portrays human as figures curious about their natural environment, which is at times
mysterious and unpredictable. Through observing human behavior in front of animals rather than that of the
animals themselves, Zhao’s critical lens examines various modes of what he calls a “zoological gaze,” the manner
through which humans view animals and nature. His works create visual ambiguity so the viewer becomes
aware of assumptions made about the way images present facts. Zhao received a Bachelor of Fine Arts in
photography at Caberwell College of Arts and a Masters degree at the London College of Communication,
where he graduated with distinction.

Created during Zhao Renhui’s residency at Kadist SF in 2014, Zhao Renhui began observing and cataloguing
insects inspired by the scientific impulse towards exhaustive taxonomy of Sacramento-based Dr. Martin Hauser,
Senior Insect Biosystematist at the California Department of Food and Agriculture, and longtime acquaintance of
the artist. In Villa Dei Fiori, September to November, Zhao Renhui tracked and collected multiple insects within the
everyday urban environment, either finding the insects dead or following them around for few days.

Robert Zhao Renhui
b.1983, Singapore
Villa Dei Fiori, September to November (2014)
Found Insects, Ethyl Alcohol, 144 Glass Vials,
wood shelf with LED light strip
60 x 40 mm diameter each
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Mumbai-based artist Sahej Rahal’s installations, films, photographs, and performances are part of an elaborate
personal mythology he has created by drawing characters from a range of sources, from local legends to science
fiction. His body of work is a growing narrative that draws upon mythical beings from different cultures,
hybridizing and bringing them into a dialogue with the present.

Within this narrative, these beings perform absurd acts in derelict corners of the city, emerging into the everyday
as if from the cracks of our civilization, transforming them into liminal sites of ritual, and challenging ways in
which we experience time and space. The temporal acts and their residue become primary motifs in his practice.
The characters that inhabit these performances bare indices to different cultures, mythologies and pop culture.
The artist then takes bits and pieces and arranges them into these patchwork beasts. Embodying the role of the
urban shaman as a storyteller, Rahal considers the process of art making as a kind of alchemy.

Sahej Rahal
b.1988, India
The rocks we will find III (2015)
Ink and wash on paper
10.5H x 13.75W inches
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Mumbai-based artist Sahej Rahal’s installations, films, photographs, and performances are part of an elaborate
personal mythology he has created by drawing characters from a range of sources, from local legends to science
fiction. His body of work is a growing narrative that draws upon mythical beings from different cultures,
hybridizing and bringing them into a dialogue with the present.

Within this narrative, these beings perform absurd acts in derelict corners of the city, emerging into the everyday
as if from the cracks of our civilization, transforming them into liminal sites of ritual, and challenging ways in
which we experience time and space. The temporal acts and their residue become primary motifs in his practice.
The characters that inhabit these performances bare indices to different cultures, mythologies and pop culture.
The artist then takes bits and pieces and arranges them into these patchwork beasts. Embodying the role of the
urban shaman as a storyteller, Rahal considers the process of art making as a kind of alchemy.

Sahej Rahal
b.1988, India
The rocks we will find IV (2015)
Ink and wash on paper
10.5H x 13.75W inches
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Mumbai-based artist Sahej Rahal’s installations, films, photographs, and performances are part of an elaborate
personal mythology he has created by drawing characters from a range of sources, from local legends to science
fiction. His body of work is a growing narrative that draws upon mythical beings from different cultures,
hybridizing and bringing them into a dialogue with the present.

Within this narrative, these beings perform absurd acts in derelict corners of the city, emerging into the everyday
as if from the cracks of our civilization, transforming them into liminal sites of ritual, and challenging ways in
which we experience time and space. The temporal acts and their residue become primary motifs in his practice.
The characters that inhabit these performances bare indices to different cultures, mythologies and pop culture.
The artist then takes bits and pieces and arranges them into these patchwork beasts. Embodying the role of the
urban shaman as a storyteller, Rahal considers the process of art making as a kind of alchemy.

Sahej Rahal
b.1988, India
The rocks we will find V (2015)
Ink and wash on paper
10.5H x 13.75W inches
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Mumbai-based Shilpa Gupta’s practice crosses disciplines and media to include interactive videos, websites,
objects, photographs, sound, and public performances. Probing and examining themes such as desire, religion,
tradition, gender, global capitalism, social injustice, security, borders, and power, Gupta actively engages herself
with the political and cultural world around her.

These hand drawn maps are part of an ongoing series begun in 2008 in which Gupta asks ordinary people to
sketch outlines of their home countries by memory. Gupta created each map by superimposing 100 separate
drawings of each country. The project investigates modern notions of the nation-state, national identity, and
borders by looking at countries in which boundaries are contested and the history of the land far precedes such
ideas.

Shilpa Gupta
b.1976, India
100 Hand drawn maps of my country, India (2014)
Tracings on paper
22H x 30W inches
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Mumbai-based Shilpa Gupta’s practice crosses disciplines and media to include interactive videos, websites,
objects, photographs, sound, and public performances. Probing and examining themes such as desire, religion,
tradition, gender, global capitalism, social injustice, security, borders, and power, Gupta actively engages herself
with the political and cultural world around her.

These hand drawn maps are part of an ongoing series begun in 2008 in which Gupta asks ordinary people to
sketch outlines of their home countries by memory. Gupta created each map by superimposing 100 separate
drawings of each country. The project investigates modern notions of the nation-state, national identity, and
borders by looking at countries in which boundaries are contested and the history of the land far precedes such
ideas.

Shilpa Gupta
b.1976, India
100 Hand drawn maps of my country, Tel Aviv /
Jerusalem (2014)
Tracings on paper
22H x 30W inches
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Mumbai-based Shilpa Gupta’s practice crosses disciplines and media to include interactive videos, websites,
objects, photographs, sound, and public performances. Probing and examining themes such as desire, religion,
tradition, gender, global capitalism, social injustice, security, borders, and power, Gupta actively engages herself
with the political and cultural world around her.

The three monkeys in Don’t See, Don’t Hear, Don’t Speak are a recurring motif in Gupta’s work and refer to the
Japanese pictorial maxim of the “three wise monkeys” in which Mizaru covers his eyes to “see no evil,” Kikazaru
covers his ears to “hear no evil,” and Iwazaru covers his mouth to “speak no evil.” For the various performative
and photographic works that continue this investigation and critique of the political environment, Gupta stages
children and adults holding their own or each other’s eyes, mouths and ears. These images suggest that
seemingly mobilized societies can actually produce more fear and myths, and that no real freedom is ensured.
Instead of facilitating the free circulation of ideas, “advanced” political and technological systems often generate
more cultural clichés, wars, and terror.

Shilpa Gupta
b.1976, India
Untitled (2008)
Photograph printed on canvas with archival
ink
38H x 96W inches
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Mumbai-based Shilpa Gupta’s practice crosses disciplines and media to include interactive videos, websites,
objects, photographs, sound, and public performances. Probing and examining themes such as desire, religion,
tradition, gender, global capitalism, social injustice, security, borders, and power, Gupta actively engages herself
with the political and cultural world around her.

In Untitled (Sword), addressing histories of colonialism with abstraction, a large steel blade extends from the
gallery wall. Its severed tip dangles from the end of the blade by a string, floating just above the gallery floor.

Shilpa Gupta
b.1976, India
Untitled (Sword) (2009)
MS steel sword with broken tip
96W x 6H inches
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Shooshie Sulaiman is one of the leading creative practitioners in Southeast Asia. Her work develops in various
forms, from site-specific installations and outdoor performances, to a daily practice of writing and drawing. She
started her artistic practice during the 1990’s, when Malaysia opened to the free market and became more
international, not without psychological impact on its society. Thus, her work can be perceived as a precious
testimony of what the country went through, an emotional landscape of what happened politically and socially
during that time.

Shooshie Sulaiman’s pictures of unidentified figures initially appear alien and even monstrous: rendered hairless
in unusual and even sickly colors, they stand in stark contrast to the aesthetic ideals of conventional portraiture.
The subject in Dulu atas pedestal, sekarang dalampedestal / Before on pedestal, now inside (2005), a ball point pen and
charcoal rendering of a bald figure with a wide-eyed stare, appears caught in a distressingly static state, at once
both uncomfortable and yet incapable of ameliorating his condition. Sulaiman’s subject here becomes an almost
frightening sight, the emotive brush strokes replaced by the ball point pen’s erratic black lines, the eyes and
mouth scribbled over in a deliberately defacing gesture. Red arrows and strange lines of text jut out from his
face, and a splotch of red seeps out from the scribbled black lines around his mouth, suggesting unspoken
traumas made all the more prescient by the confining black box around his head, a motif that echoes British
painter Francis Bacon’s use of cube-like shapes in his “scream” portraits. Sulaiman’s paintings, on many levels,
foreground bodies as vulnerable sites. At the same time, her work also responds to contemporary practices that
privilege branding and commerce over creative originality. Sulaiman’s work effectively translates psychological
anxieties endemic to nation building traumas in contemporary Malaysia, the result of a nascent free market
economy and its social effects. Her commitment to analog technique represents a decisive injunction against the
mass-produced that gestures towards freer expressiveness through artistic practice.

Shooshie Sulaiman
b.1973, Malaysia
Dulu atas pedestal, sekarang dalampedestal / Before
on pedestal, now inside pedestal (2005)
Ball point pen and charcoal on paper
38.5H x 33W cm (framed); 20H x 15W cm
(sheet)



KADIST

Shooshie Sulaiman is one of the leading creative practitioners in Southeast Asia. Her work develops in various
forms, from site-specific installations and outdoor performances, to a daily practice of writing and drawing. She
started her artistic practice during the 1990’s, when Malaysia opened to the free market and became more
international, not without psychological impact on its society. Thus, her work can be perceived as a precious
testimony of what the country went through, an emotional landscape of what happened politically and socially
during that time.

Shooshie Sulaiman’s pictures of unidentified figures initially appear alien and even monstrous: rendered hairless
in unusual and even sickly colors, they stand in stark contrast to the aesthetic ideals of conventional portraiture.
The green acrylic paint used for the subject’s skin in Maka Panau / Tinea Vesicolor (2005), for example, evokes
cultural associations between phenotype and diseases such as hypochromic anemia, a blood-related illness
historically diagnosed by the green-hued tone it produced in a patient’s pallor. Staring at the viewer a forlorn
gaze, Sulaiman’s subject appears caught in a distressingly static state, at once both uncomfortable and yet
incapable of ameliorating his condition. Sulaiman’s paintings, on many levels, foreground bodies as vulnerable
sites: in Maka Panau / Tinea Vesicolor (2005), the visual cues for disease also bring out associations of dirtiness and
shame as read through “observable” symptoms. At the same time, her work also responds to contemporary
practices that privilege branding and commerce over creative originality. Sulaiman’s work effectively translates
psychological anxieties endemic to nation building traumas in contemporary Malaysia, the result of a nascent
free market economy and its social effects. Her commitment to analog technique represents a decisive injunction
against the mass-produced that gestures towards freer expressiveness through artistic practice.

Shooshie Sulaiman
b.1973, Malaysia
Maka Panau / Tinea Vesicolor (2005)
Acrylic on paper
50H x 42W cm (framed); 30H x 22W cm (sheet)
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Sriwhana Spong, who lives and works in Auckland, New Zealand, is interested in notions of transition, memory,
and translation. Her works investigate the relationships between public and private, the intuitive and the
cerebral, the body and its surroundings; often her artworks look at the meaningful dialogues and
communications that different art forms “in conversation” can generate. She has a background in dance and
choreography, and by manipulating sequences of gestures with the traditions and techniques of filmmaking,
Spong investigates how dance movements can register particular events in our collective memories. For Spong,
the medium of film is an anthropological tool of inquiry in the search for history, narratives, and constructions of
time and space.

Inspired by the 1934 novella Duo by the French writer Colette, Spong’s film Beach Study (2012) explores ideas of
disappearance and the ephemeral, both physically and psychologically. In the film, a female body conducts
abstract dance movements on a beach, responding to the environment that surrounds her. This particular beach
was one the artist loved as a child, but today it is hardly accessible because it is in the hands of a private
landowner. Shot on 16-millimeter film through colored filters, the film has intense flashes of magenta, violet, and
amber, and other flickering “light leak” effects. The female body appears and disappears intermittently, creating
a surreal and mysterious presence. The overall effect suggests a precarious relationship between memory and
experience, transience and monumentality.

 https://vimeo.com/191893453

Sriwhana Spong
b.1979, New Zealand
Beach Study (2012)
16mm film transferred to HD video
7:30 minutes
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Taiki Sakpisit is a filmmaker and media-based artist whose work explores depictions of violence and unease that
emerged from the political upheaval in Thailand from the late 1980s to the present day. A deftly skilled editor,
his work frequently incorporates sophisticated use of montage and soundscape to produce experiences that are
both sensually resonate and narratively disjointed as part of a larger strategy to disorient audiences and engage
them in heightened modes of viewership. Sakpisit has screened his films extensively in venues throughout
Southeast Asian and has been included in festivals at the Tokyo Metropolitan Museum of Art, the Gio Verona
Video Festival, and the Birbeck Institute for the Moving Image, London.

A Ripe Volcano, a collaboration with Yasuhiro Morinaga, revisits two sites of violence and aggression in
Thailand’s recent past: The Rattanakosin Hotel, the site where the military troops captured and tortured the
civilians, students and protestors who were hiding inside the hotel during the Black May of 1992; and
Ratchadamnoen Stadium, a Roman amphitheater-style Muay Thai boxing arena, which was built in 1941-45
during the Second World War and since then has become the theatrical labyrinth for more acculturated and
commercially “acceptable” displays of bloodshed. The work builds around the recollections of human
experiences that took place within these spaces and shifts through the mental space distilled from the possessed
memory of wounded time. Within the medium of the multi-channel video/ sound installation, Sakpisit and
Morinaga create dreamlike variations sprawling through darkened room where the haunting images and
ambient sounds float through the space, creating an exquisitely hypnotizing experience. A Ripe Volcano is an
allegorical revelation where Bangkok becomes a site of mental eruption and the emotionally devastated land
during the heights of terrors, primal fears, trauma, and the darkness of time. Through a rich use of saturated
color and diffuse light, the film evocatively recalls the histories of the various figures – soldiers, protestors,
boxers, and spectators – whose traumatic experiences still haunt the empty rooms they once occupied. The
remains of these intense experiences and traces of memories are rendered here through a kind of imaginative
cinematic re-embodiment, the physical and psychological pain and suffering transformed into the dreamlike
landscape of images. A Ripe Volcano, by extension, both pays tribute to these embodied histories while also
creating a new space for healing through artistic expression and creative connection with audiences.

Taiki Sakpisit
b.1975, Thailand
A Ripe Volcano (2011)
Two channel video, QuickTime HD, color,
sound
15 min loop
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From the Nakas clan, Hakö people, interdisciplinary artist Taloi Havini was raised in Arawa, Autonomous
Region of Bougainville. Working with ceramics, photography, print, video and mixed media installation,
Havini’s considered approach to art-making responds to the tensions and aftermath of the German plantations,
Australian colonial mining pressures, and the deadly Bougainville conflict around Indigenous land rights and
independence of the 1990s. The youngest child of political activist parents, Havini migrated to Australia at the
height of the war.

Following her family’s political exile to Australia in 1990, Havini began to document her journey's home to the
north of Buka Island, in the Autonomous Region of Bougainville. Reflecting on the still visible aftermath of
conflict and changing economic factors, Havini creates traditional beroana or shell money from extracted earth
materials only found on Solomon islands like Bougainville. Havini's whirling assemblage of ceramic discs
emulate the strings of shell money (still valid around the Pacific as system of payments) to examine the economic
changes that occurred in her homeland.

Additionally, the beroana are stored in marae tsuhana, sacred storage vessels, suspended high in secret keeping
places. The freely suspended, copious lengths of beroana that Havini has created resonate with the Indigenous
Bougainvillean conceptions of land and water spaces as the sacred skin of the people. She invites the viewer to
access the sacred space enveloping and protecting Indigenous knowledges in the form of the beroana. In so
doing, Havini alludes to unbridled possibility in the years to come for Bougainville, and for all Indigenous
peoples whose cultural practices are arrested by aggressive mining activities on their sacred skin/land.

Taloi Havini
b.1981, Papua New Guinea
Beroana (Shell money) I (2015)
Earthenware, clear glaze, steel wire
Dimensions variable
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Truong Cong Tung produces work that can be located amongst an aesthetic realm outside of reason or sense.
Deliberately more intuitive, his video and installation based practice eschews obvious “subjects” and is more
readily about the universe of spirituality, shamanism, and ghosts. His installations could be seen as mediums to
approach these fields in our contemporary moment, and much of his work examines how faith and belief are
posited in diametric opposition to more secular urbanism. At the same time, his practice is inherently
performative, and in foregrounding embodied movement through his video and accompanying object-based
works, Truong also considers how our bodies act as sites through which the rational and sensate, as well as the
intellectual and spiritual, come into communion with one another.

Journey of a Piece of Soil (2013) and its accompanying object-based installation of the same name (2014) consider
the function of ritual in larger modes of collective engagement and cultural production. In examining how
spirituality inflects social engagement, Truong’s contemplates the juncture at which the rational beings encounter
the unexplained while also suggesting how embodied practices offer vital conduits for experiencing new modes
of consciousness. The video features a man dressed in camouflage fatigues with a blue cap tilling a patch of red-
clay soil amidst a green-stalk covered patch of land. Throughout, he carries a strange object on his shoulder and
what from a distance appears to be an amorphous rock riddled with holes. As the camera zooms in, however, the
holes are covered with countless small and scurrying insects: termites crawling across a nest. The man, though,
continues to carry the nest as if it were a precious object, digging holes to protect it from the elements, kneeling
before it like a devotional relic, sleeping and rocking with it as if it were a loved one. The rural shamanism of the
work might be located in spiritual practices such as those of the Apichatpong in Thailand, and there is an aspect
of the unknowable to Truong’s depiction of almost intensely private and unspoken ritual. There’s no clear
indication why Truong or the man in the video (who may or may not be the artist) are drawn to the termite’s
nest, and yet that arguably is what makes Journey of a Piece of Soil so fascinating as a work about devotion: it
powerfully depicts the steady and uncompromised determination our various faiths require of us and the ways
in which that unwavering exactitude affects our embodied sense of being.

Truong Cong Tung
b.1986, Vietnam
Journey of a piece of Soil (2013)
Video
3:37 minutes
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Truong Cong Tung produces work that can be located amongst an aesthetic realm outside of reason or sense.
Deliberately more intuitive, his video and installation based practice eschews obvious “subjects” and is more
readily about the universe of spirituality, shamanism, and ghosts. His installations could be seen as mediums to
approach these fields in our contemporary moment, and much of his work examines how faith and belief are
posited in diametric opposition to more secular urbanism. At the same time, his practice is inherently
performative, and in foregrounding embodied movement through his video and accompanying object-based
works, Truong also considers how our bodies act as sites through which the rational and sensate, as well as the
intellectual and spiritual, come into communion with one another.

Journey of a Piece of Soil (2013) and its accompanying object-based installation of the same name (2014) consider
the function of ritual in larger modes of collective engagement and cultural production. In examining how
spirituality inflects social engagement, Truong’s contemplates the juncture at which the rational beings encounter
the unexplained while also suggesting how embodied practices offer vital conduits for experiencing new modes
of consciousness. The termite’s nest that appears in the video reappears in the sculptural installation covered
with a strangely metallic coat. This object more closely resembles the precious metals for devotional objects in
many religious practices. At the same time, the juxtaposition here between the natural and the artificial also
symbolizes the contemporary struggle between modernization and cultural heritage, perhaps suggesting the
inner destruction of social behavior epitomized by the “gilding over” of an agrarian past in place of an urbanized
and commercialized future. Truong’s work engages multiple social and political conversations at once and
encourages more complex consideration of social histories. At its most fundamental, though, Journey of a Piece of
Soil offers remarkable document and artifact of a highly disciplined performance in which embodied practice
itself – rendered here through repetition, endurance, and great expanses of distance – becomes its own manner of
spirituality and faith.

Truong Cong Tung
b.1986, Vietnam
Journey of a piece of Soil (2014)
Termite nest and paint
38 x 40 x 60 cm
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Wah Nu and Tun Win Aung, respectively born in 1977 and 1975, Yangon, Myanmar. Live and work Yangon.
Wah Nu and Tun Win graduated from the University of Culture, Yangon, in 1998, Wah Nu with a BA in
traditional Burmese music, Tun Win Aung with a BA in sculpture. After completing her studies, Wah Nu turned
to painting and video, while Tun Win Aung extended his practice to performance, multimedia work, and
painting. He has also created several site-specific outdoor installations, often involving Myanmar’s landscape.

They initiated the series 1000 Pieces (of White) in 2009, as a way to produce objects and images as a portrait of
their shared life as partners and collaborators. Interweaving public and private, personal anecdote and pop
cultural appropriation, their work attests to the poetry of the everyday. In addition to found and original
materials, the artists have occasionally incorporated drawings and sketches by artist friends, and even by their
own daughter into the ongoing work. They selectively whitewash the surfaces to visually link the series’
disparate elements. The gesture isolates or obscures certain details, evoking the passage of time and the fading of
memory. Some components address history and politics; others appear more whimsical and intimate. The
collage drawings capture the intersection of shared and individual histories, the transformation of public
information into private knowledge.

The images of White Piece #0126 are from the newspaper propaganda that supported the Burma Socialist
Program Party (BSPP)’s very first congress in 1971. The three hands at the bottom represent the three classes,
always addressed as ‘The People’ by the Socialist Government. The objects held in the gripping hands include a
sickle, pickaxe, and brush and pen and represent farmer, laborer, and white-collar worker. The figures of people
at the background appear to support the Socialist Program Party, the Socialist Government, and the Army. When
the artists made this work, they included the sun-like-logo with rays, which was the logo of the party and which
referenced its good time. Light blue was the color of the Myanmar socialist era, and was the color that
represented the party, as well. The artists were familiar with the color throughout their childhood. They wrote
that whenever we see this color they miss their childhood, but with a fright.

Tun Win Aung and Wah Nu
b.1977 and 1975, Myanmar
White Piece #0126 (2011)
Acrylic and newspaper on canvas
64.3H x 47.8W cm
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Uudam Tran Nguyen born in KonTum Vietnam to an artist family. Although he had lived in the United States
for almost two decades, during which he was trained as a figurative sculptor at UCLA and the School of Visual
Art in New York, Vietnam remains a central theme in his works. Facile in a variety of media ranging from video,
sound and text installations, to guerilla activity, Nguyen engages broad social concerns through using materials
with aesthetic appeal. Often posing philosophical inquiries in a humorous manner, Nguyen’s activist works have
addressed environmental degradation in Vietnam and often invoke themes drawn from Buddhist philosophy to
reflect his namesake.

Like many Asian countries, Vietnam has lost an immense amount of natural environment and rural landscape to
economic growth and industrial development. The single-channel video Waltz of the Machine Equestrians is a
response to the overwhelming number of motorbikes and scooters overtaking the streets of Vietnam as small
agrarian communities have been displaced by the construction of skyscrapers. The video shows 28 “equestrians”
on motorbikes and scooters arrayed into a rainbow cavalcade held together by strings clipped onto brightly
colored ponchos. Wearing helmets, face masks, and sun glasses, the riders attempt to shield themselves from the
environment with armors sutured from cheap plastic material. They meander in a procession through a former
scenic town near the Saigon River that has become the busy district of Thu Thiem. The precarious turns in the
terse choreography is ushered by a soundtrack featuring Dmitri Shostakovich’s histrionic Suite for Variety
Orchestra, Waltz no. 2, in which trombones and cymbals echo the increased tensions between the individual and
the collective. As the riders break free of each other in a grand finale, the sacrifice of spontaneity in maintaining
the mechanical rhythm of such an interdependent enterprise is underscored in light of individual freedom.

 https://vimeo.com/152473478

UuDam Tran Nguyen
b.1971, Vietnam
Waltz of the Machine Equestrians-The Machine
Equestrians (2012)
Single channel video
3 minutes
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Venzha Christ produces New Media works that expand boundaries of traditional creative practices. He is the
founder of the House of Natural Fiber, Yogyakarta New Media Art Laboratory’ (HONF), an experimental arts
space committed to exploring the intersection between education, art, and technology with local communities.
HONF produced special projects in the field of media arts through the Education Focus Program (EFP). The goal
of the EFP is to build connections and interactions between local/creative communities (whose interest and focus
is on new media), scientists, and creators/artists. Through his public installations, workshops, and commissions,
he tries to reinforce the interest in and analysis of technology in artistic production and theory, with hopes to
build cross-connections between art and technology in Indonesia.

The installation work Men from Hyperion and Women from Phoebe (2011), for examples, features six guitars
mounted on steel crossbar stands and connected to one another with slack wires. The electric guitars’ faceplates
have been removed, revealing the built-in circuitry and electric pick-ups hidden under the surface. A DIY
electronic circuit controls various sounds produced by the installation, while a pair of headphones allows
participants encounter the work to engage on a different sensorial level.  Venzha’s work is deliberately
experimental and resists easy interpretation or categorization. Its unclassifiable ingenuity, however, is a
testament to its inventiveness, and Venzha’s practice is invested in staking out forms of expressiveness that are
as-of-yet to be realized.

Venzha Christ
b.1975, Indonesia
Men from Hyperion and Women from Phoebe (ver
0.3) (2011)
Steel, wood, acrylic, cable, wires, plastic, DIY
electronic circuit, analog system component
Various dimensions
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Vincent Leong’s practice explores the production of nation and culture across media. He studied art at the Centre
for Advanced Design in Kuala Lumpur from 1998 to 2000, and received his BFA from Goldsmiths College,
University of London in 2004. Leong works with various media, including video and photography, and his work
often concentrates on the production of nation and culture. Past exhibitions and projects include You Are Here,
Valentine Willie Fine Art, Kuala Lumpur, Malaysia, in 2012; Tanah Ayer: Malaysian Stories from the Land,
Selasar Sunaryo Art Space, Bandung, Indonesia, in 2011; Some Rooms, Osage Gallery, Hong Kong, and Our Own
Orbit, Tembi Contemporary, Jogya, Indonesia, in 2009; and The
Fake Show, Reka Art Space, Selangor, Malaysia, in 2006.

The photograph Exquisite Eco Living is part of a larger series titled Executive Properties in which he digitally
manipulated the images to insert iconic buildings of Kuala Lumpur in the view of derelict spaces also found in
the city. This images reflect on a dystopian future of the country, perhaps drawing parallel with the political
changes in Malaysia.

Vincent Leong
b.1977, Malaysia
Exquisite Eco Living (Executive Properties series)
(2012)
Digital C-Print on photographic paper
55 x 83.5 cm (21.65 x 32.87 inches)
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Virlani Hallberg is a video and photographic artist living and working in Berlin. Her research-based and
collaborative artworks are concerned with the aesthetics of inter-subjectivity, exploring the ways in which the
visual connects individuals to society and to their common roots. She often looks at individual, collective, and
multi-generational traumas as they relate to systems of power. Her recent works address the lasting effects of
systemic violence upon everyday life.

In collaboration with psychoanalyst and cultural theorist Leon Tan, Receding Triangular Square explores
traditional Chinese and Taiwanese modalities of psychological healing as alternatives to dominant Western
psychiatric and therapeutic practices. By juxtaposing the differing modalities, Hallberg and Tan make
connections between psychological practices and histories of colonization and de-colonization. They challenge
Western scientific standards of universality, rationality, and truth. Scenes from the video also highlight the ways
in which mental despair and illness result from the trauma, displacement, and alienation caused by the
colonization’s destruction of traditional cultures.

 https://vimeo.com/193385198

Virlani Hallberg
b.1981, Indonesia
Receding Triangular Square (2012)
HD Video
36:53 minutes
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During the Vietnam War, Võ An Khánh traveled with the guerrilla unit of the Northen Vietnamese Army (Viet
Cong) in Sourthern Vietnam. As secretary for the Printing Office of the ‘Van Cong’ (Entertainement team), he
wrote text for propaganda and took photographs of the frontline, subsequently mounting mobile exhibitions in-
situ. At times, Võ An Khánh would climb trees to get a better angle on the action, mindful of the film that was
irreplaceable and extremely limited. Many perceive this artist’s photographs as staged, however they are unique
field shots that capture the resilience of the Vietnamese people.

In Extra Curriculum Political Science Class 7/1972, a group of women walk bare-foot and single file towards Dat
Mui Mangrove in Ca Mau Province to attend ‘political science class’. These women wear headdress to protect
their identities because they are spies placed strategically in the South by the Viet Cong. These classes of the
‘National Liberation Front for Southern Vietnam’ took place in the mangrove swamp in makeshift wooden huts
where they would learn more of the political points of view of their forces and the changes in military situations
across the country.

Vo An Khanh
b.1936, Vietnam
Extra Curriculum Political Science Class 7/1972
(2010)
Archival pigment inkjet print
56H x 40W cm
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During the Vietnam War, Võ An Khánh traveled with the guerrilla unit of the Northen Vietnamese Army (Viet
Cong) in Sourthern Vietnam. As secretary for the Printing Office of the ‘Van Cong’ (Entertainement team), he
wrote text for propaganda and took photographs of the frontline, subsequently mounting mobile exhibitions in-
situ. At times, Võ An Khánh would climb trees to get a better angle on the action, mindful of the film that was
irreplaceable and extremely limited. Many perceive this artist’s photographs as staged, however they are unique
field shots that capture the resilience of the Vietnamese people.

In Mobile Military Medical Clinic 9/1970, a stretcher carrying an injured solider is being carried through swamp-
land towards a makeshift operation table.

Vo An Khanh
b.1936, Vietnam
Mobile Military Medical Clinic 9/1970 (2010)
Archival pigment inkjet print
59H x 40W cm
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Working with photography and video, Indonesian artist Wimo Ambala Bayang embraces the possibilities of
image manipulation brought by the technological development with a critical approach. Carrying a humorous
tone, his practice comments on cultural identity, cliché, and mythology and brings forward the familiar but often
ignored aspect of everyday life.

Composed of four images, the series Sleeping Elephant in the Axis of Yogyakarta (2011) explores the artist’s
observation of how Javanese mythology and cosmology have marked the geography of Yogyakarta, the cultural
centre of Indonesia. Through photomontage digital operation, an identical elephant is superimposed in front of
iconic landmark of the city: Parangtritis Beach, Sultan Square, the City Monument and Mount Merapi. These four
locations are spiritual symbols and the subject of cosmological beliefs in Indonesia and the imagery of elephant
has long been considered as a cultural and religious icon. Closer observation reveals something uncanny about
the images. On the one hand, the elephant is proportionally unbalanced in the composition and out of place; on
the other, it is tilted, suspended and tied around a whimsical structure comprised of bamboo posts, wheels and
wood slabs. The paradox created by the juxtaposition of the immobile and sacrificed elephant and the symbolic
sites has a surreal and absurd effect, revealing the complexity and constraints of social and cultural conventions.

Wimo Ambala Bayang
b.1976, Indonesia
Sleeping Elephant in the Axis of Yogyakarta Series:
Monument (2011)
C-print
110H x 165W cm
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Working with photography and video, Indonesian artist Wimo Ambala Bayang embraces the possibilities of
image manipulation brought by the technological development with a critical approach. Carrying a humorous
tone, his practice comments on cultural identity, cliché, and mythology and brings forward the familiar but often
ignored aspect of everyday life.

Composed of four images, the series Sleeping Elephant in the Axis of Yogyakarta (2011) explores the artist’s
observation of how Javanese mythology and cosmology have marked the geography of Yogyakarta, the cultural
centre of Indonesia. Through photomontage digital operation, an identical elephant is superimposed in front of
iconic landmark of the city: Parangtritis Beach, Sultan Square, the City Monument and Mount Merapi. These four
locations are spiritual symbols and the subject of cosmological beliefs in Indonesia and the imagery of elephant
has long been considered as a cultural and religious icon. Closer observation reveals something uncanny about
the images. On the one hand, the elephant is proportionally unbalanced in the composition and out of place; on
the other, it is tilted, suspended and tied around a whimsical structure comprised of bamboo posts, wheels and
wood slabs. The paradox created by the juxtaposition of the immobile and sacrificed elephant and the symbolic
sites has a surreal and absurd effect, revealing the complexity and constraints of social and cultural conventions.

Wimo Ambala Bayang
b.1976, Indonesia
Sleeping Elephant in the Axis of Yogyakarta Series:
Mt. Merapi (2011)
C-print
110H x 165W cm
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Working in photography and video, the Indonesian artist Wimo Ambala Bayang embraces the conceptual
possibilities of digital image manipulation. With humorous overtones, his practice comments on cultural
identity, cliché, and mythology, foregrounding familiar but often-ignored aspects of everyday life.

Composed of four images, the series Sleeping Elephant in the Axis of Yogyakarta (2011) explores the artist’s
observation of how Javanese mythology and cosmology have marked the geography of Yogyakarta, the cultural
centre of Indonesia. Through photomontage digital operation, an identical elephant is superimposed in front of
iconic landmark of the city: Parangtritis Beach, Sultan Square, the City Monument and Mount Merapi. These four
locations are spiritual symbols and the subject of cosmological beliefs in Indonesia and the imagery of elephant
has long been considered as a cultural and religious icon. Closer observation reveals something uncanny about
the images. On the one hand, the elephant is proportionally unbalanced in the composition and out of place; on
the other, it is tilted, suspended and tied around a whimsical structure comprised of bamboo posts, wheels and
wood slabs. The paradox created by the juxtaposition of the immobile and sacrificed elephant and the symbolic
sites has a surreal and absurd effect, revealing the complexity and constraints of social and cultural conventions.

Wimo Ambala Bayang
b.1976, Indonesia
Sleeping Elephant in the Axis of Yogyakarta Series:
Parangtritis (2011)
C-print
110H x 165W cm
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Working with photography and video, Indonesian artist Wimo Ambala Bayang embraces the possibilities of
image manipulation brought by the technological development with a critical approach. Carrying a humorous
tone, his practice comments on cultural identity, cliché, and mythology and brings forward the familiar but often
ignored aspect of everyday life.

Composed of four images, the series Sleeping Elephant in the Axis of Yogyakarta (2011) explores the artist’s
observation of how Javanese mythology and cosmology have marked the geography of Yogyakarta, the cultural
centre of Indonesia. Through photomontage digital operation, an identical elephant is superimposed in front of
iconic landmark of the city: Parangtritis Beach, Sultan Square, the City Monument and Mount Merapi. These four
locations are spiritual symbols and the subject of cosmological beliefs in Indonesia and the imagery of elephant
has long been considered as a cultural and religious icon. Closer observation reveals something uncanny about
the images. On the one hand, the elephant is proportionally unbalanced in the composition and out of place; on
the other, it is tilted, suspended and tied around a whimsical structure comprised of bamboo posts, wheels and
wood slabs. The paradox created by the juxtaposition of the immobile and sacrificed elephant and the symbolic
sites has a surreal and absurd effect, revealing the complexity and constraints of social and cultural conventions.

Wimo Ambala Bayang
b.1976, Indonesia
Sleeping Elephant in the Axis of Yogyakarta Series:
Sultan Square (2011)
C-print
110H x 165W cm
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Born in Malaysia, Wong Hoy Cheong’s work examines the formation of his country’s multicultural identity vis-
à-vis global migration, trade, colonialism, and the postcolonial circulation of people, ideas, and capital. His
extended body of work uses various media—drawing, painting, performance, installation, video, and on-line
projects—to critique the impact of these developments on contemporary life within and without South Asia.
With the increasingly hegemonic domination of the media industry in everyday life, its systems of representation
have become a central issue in Wong’s recent work, which oscillates between reality and fiction, irony and
transgression—and gains a new strength in the process.

Created for the tenth Lyon Bienniale, in Days of Our Lives: Playing for Dying Mother, Wong’s ongoing negotiation
of postcolonial globalization takes aim at French society. Named after an American daytime soap opera that been
running for over forty years, Days of Our Lives is a series of six photographs that explore contemporary
Europeaness. Here, domestic, everyday scenes drawn from French paintings in the Museum of Fine Arts in Lyon
——preparing food, relaxing, reading and playing music, giving charity to the poor, being evicted from home, or
going off to War—are reenacted by Muslim Nigerians, Iranians, Turkish, and Buddhist Burmese minorities.

Wong Hoy Cheong
b.1960, Malaysia
Days of Our Lives: Playing for Dying Mother
(2009)
Digital photograph on matt canvas
37H x 44.9W inches
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Born in Malaysia, Wong Hoy Cheong’s work examines the formation of his country’s multicultural identity vis-
à-vis global migration, trade, colonialism, and the postcolonial circulation of people, ideas, and capital. His
extended body of work uses various media—drawing, painting, performance, installation, video, and on-line
projects—to critique the impact of these developments on contemporary life within and without South Asia.
With the increasingly hegemonic domination of the media industry in everyday life, its systems of representation
have become a central issue in Wong’s recent work, which oscillates between reality and fiction, irony and
transgression—and gains a new strength in the process.

Named after an American daytime soap opera that been running for over forty years, Days of Our Lives is a series
of six photographs that explore contemporary Europeaness. Here, domestic, everyday scenes drawn from French
paintings in the Museum of Fine Arts in Lyon——preparing food, relaxing, reading and playing music, giving
charity to the poor, being evicted from home, or going off to War—are reenacted by Muslim Nigerians, Iranians,
Turkish, and Buddhist Burmese minorities.

Wong Hoy Cheong
b.1960, Malaysia
Days of Our Lives: Reading (After Henri Fantin-
Latour’s Le Lecture, 1877) (2009)
Digital photograph on matt canvas
112W x 83H cm
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Born in Malaysia, Wong Hoy Cheong’s work examines the formation of his country’s multicultural identity vis-
à-vis global migration, trade, colonialism, and the postcolonial circulation of people, ideas, and capital. His
extended body of work uses various media—drawing, painting, performance, installation, video, and on-line
projects—to critique the impact of these developments on contemporary life within and without South Asia.
With the increasingly hegemonic domination of the media industry in everyday life, its systems of representation
have become a central issue in Wong’s recent work, which oscillates between reality and fiction, irony and
transgression—and gains a new strength in the process.

Re: Looking marks a new phase in Wong’s work which connects his region’s history with other parts of the world.
The video—located in an imagined contemporary Malaysian middle-class living room, a space of a fictive former
imperial power—explores the precarious link between fact and fiction, fakery and authenticity by overlaying
three believable, authoritative forms: a documentary, a website, and a realistic reconstruction of a contemporary
home. It is rife with occidental colonial documents and exotic cultural artifacts—the trophy-evidence of Empire-
making. The video parodies television networks and documentaries as researched authoritative forms of
information. It begins by posing as a serious, believable work of non-fiction, but becomes increasingly unsettling
with its inclusion of fictive events, memories, and histories around the urgent contemporary problems of
migration, racism, power relationships, and empire making.

 https://vimeo.com/191873776

Wong Hoy Cheong
b.1960, Malaysia
Re: Looking (2004)
Video
30:52 minutes
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Born in Madiun in 1975, Woto Wibowo aka Wok The Rock lives and works in Yogyakarta, Indonesia. A graduate
from Visual Communication Design Department at Indonesian Institute of Art, Wok the Rock can be described
as a cross-disciplinary artist working mostly on art-based project. He co-founded Ruang MES 56, a contemporary
photography collective, in 2002 and produced a short video compilation series Video Battle with Wimo Ambala
Bayang in 2004. He is also active in underground music scene in Yogyakarta, producing music with local artists,
running a net label Yes No Wave Music, curating music in Yes No Klub and writing for Free Music Archive and
Xeroxed.

Vertical Horizon addresses a media scandal in 2010 that took over the cultural milieu of Indonesia. Someone
uploaded on a sextape of pop star Ariel Peterpan with model-actress Luna Maya recorded on a mobile phone.
Several days later, another video of Ariel Peterpan and Cut Tari, an infotainment news presenter in Indonesia,
surfaced on the Internet. This second video taken using a mobile phone in vertical frame but transferred to a
computer in default horizontal format. Vertical Horizon zones in on the way viewers unconsciously turn their
head horizontally to watch the sensational videos to examine the way mobile phones have changed our lives.
The work takes a critical look at both the content of celebrity in contemporary global media and the apparatus
supporting this voyeuristic communication.

Woto Wibowo (aka Wok the Rock)
b.1975, Indonesia
Vertical Horizon (2011)
Single-channel digital video
9 minutes
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Yee I-Lann lives and works in Kuala Lampur, Malaysia. Her photography and photomontages explore colonial
histories by addressing notions of power, historical memory, and visual culture. She draws upon many visual
sources including popular culture, archival photographs, and everyday objects. Yee received her BA in Visual
Arts from the University of South Australia, Adelaide (1993) and her work has been widely exhibited in
museums and international biennials.

Sarcastically titled to call attention to the problematic notions underlying colonialism, this photograph shows
hundreds of Native Malaysians seated quietly behind one of their colonial oppressors. The artwork belongs to
Yee’s series Picturing Power  (2013) that deals with the destabilizing impacts of neo-colonialism and
globalization on Southeast Asia’s history. Yee approaches the aesthetics and politics of the ethnographic gaze
with both irony and humanity, challenging the modes of seeing inherent to the British colonization of Malaysia.

Yee I-Lann
b.1971, Malaysia
Wherein one nods with political sympathy and says
I understand you better than you understand
yourself, I’m just here to help you help yourself
(2013)
Glicee print
24.8H x 24.8W inches (62.99 x 62.99 cm)
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Zai Kuning is one of Singapore’s leading avant-garde practitioners. He refuses to categorize his work, and his
output crosses multiple disciplines including painting, drawing, sculpture, installation, film and video,
experimental sound, and performance. His practice often examines the concept of the “tortured body,” and
many of his pieces explore the relationship between somatic experiences and language. He founded the
Metabolic Theater Laboratory (MTL) in 1996 to examine the relationship between physical movements and
language in Southeast Asian rituals. After disbanding the MTL in 2001, he returned to individually defined
practices such as solo performance, writing, sound, and research. His most recent work responds to histories of
indigenous people in Singapore and Indonesia including the Orang Laut and Dapunta Hyang Jayenasa.

Zai Kuning
b.1964, Singapore
Back to mother (2014)
Pencil, beeswax, paint, chalk on paper
100.6H x 84.5W cm
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Zai Kuning is one of Singapore’s leading avant-garde practitioners. He refuses to categorize his work, and his
output crosses multiple disciplines including painting, drawing, sculpture, installation, film and video,
experimental sound, and performance. His practice often examines the concept of the “tortured body,” and
many of his pieces explore the relationship between somatic experiences and language. He founded the
Metabolic Theater Laboratory (MTL) in 1996 to examine the relationship between physical movements and
language in Southeast Asian rituals. After disbanding the MTL in 2001, he returned to individually defined
practices such as solo performance, writing, sound, and research. His most recent work responds to histories of
indigenous people in Singapore and Indonesia including the Orang Laut and Dapunta Hyang Jayenasa.

Zai Kuning
b.1964, Singapore
Converting (2014)
Pencil, beeswax, paint, chalk on paper
106.6H x 90W cm
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Zai Kuning is one of Singapore’s leading avant-garde practitioners. He refuses to categorize his work, and his
output crosses multiple disciplines including painting, drawing, sculpture, installation, film and video,
experimental sound, and performance. His practice often examines the concept of the “tortured body,” and
many of his pieces explore the relationship between somatic experiences and language. He founded the
Metabolic Theater Laboratory (MTL) in 1996 to examine the relationship between physical movements and
language in Southeast Asian rituals. After disbanding the MTL in 2001, he returned to individually defined
practices such as solo performance, writing, sound, and research. His most recent work responds to histories of
indigenous people in Singapore and Indonesia including the Orang Laut and Dapunta Hyang Jayenasa.

Justice (2014) presents viewers with a curious assemblage: a wooden gallows with slightly curved spindles
protruding from the topmost plank, which in turn is covered with rudimentary netting, the threads slackly
dangling like a loose spider’s web or an rib cage that’s been cracked open. A bundle of small red rattan balls
hang from the front end of the plank, precariously knotted to a single thread hanging from the gallows’ edge. A
book hangs from similar red threads at the plank’s rear, its surfaced wrapped multiple times over with the
thread to hold it in place, the red thread resembling blood vessels or connective tissue. A strange substance
covers the book’s surface: translucent manila-hued beeswax that gives it a cream-colored luster. This assemblage
bears anthropological significance, as Zai notes, Justice reimagines the life worlds of the Orang Laut, an
indigenous nomadic tribe from Indonesia’s Riau Archipelago that migrates through maritime travel but that has
become increasingly displaced and marginalized in recent years. Each component of his installation, by
extension, draws inspiration from different objects that Zai found amongst the Orang Laut during his fifteen
years of researching the tribe. Zai tellingly does not allow his work to slip entirely towards ethnography, and he
does not describe the use value for these objects, presenting Justice instead as a creative rendering of the Orang
Laut’s “world” through a composite of their accumulated ephemera. Justice functions as both an imaginary
artifact as well as an artistic statement of resistance against forms of cultural imperialism that threatens to erase
non-mainstream cultures.

Zai Kuning
b.1964, Singapore
Justice (2014)
Mixed media (wax, wood, rattan, string)
102 x 127 x 54 cm


