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A beast, a god, and a line

This expansive travelling exhibition is woven through the connections
and circulations of ideas and forms across a geography commonly called
Asia-Pacific. Arbitrary as any mapping, not least in contemporary art
exhibitions, it could also be known by several other definitions, which the
exhibition explores and untangles. The stories in A beast, a god, and a line
journey on routes going back to several historical eras, starting from the
early Austronesian world that has woven a maritime universe surpassed
in scale only by European colonialism and is taken as the speculative and
approximate geographical perimeter of this exhibition. Overlapping and
sometimes conflicting or barely discernible beneath the strident layers
of contemporaneity and the modern waves of destruction, these fluid
worlds are still the pillars of a region that is going through a process of
replacing its colonial cartographic coordinates, a process this exhibition
proudly serves.

The exhibition works from the perspective of the current critical moment
in the world, with its generalised loss of confidence in the ideals and
certainties of Western liberal democracy that have shaped globalisation in
the previous decades. Across the region, as well as in the West’s centres
of power, alternatives and challenges to the liberal consensus are being
unfolded, often based on various attempts to create parallel narratives

to Western modernity. The arising question is, what comes after the loss
of this unifying ideal that drove our world over the past decades? What,

if anything, should still be defended from it? Contemporary art has been
a privileged expression of that globalising drive, often serving it rather
paradoxically through essentialising regional shows, something this
exhibition decidedly rejects. As the breakdown in the unity of ideals that
lead to globalisation is challenging the basis of a common ground for
contemporary art, the exhibition wonders how other shared premises
could be negotiated. How can an aesthetic basis for the language of
contemporary art be accepted if the ideological bases of contemporary
art are crumbling? How can positions that claim disparate and conflicting
genealogies sit together in a shared exhibition space?

A beast, a god, and a line relies on a multiplicity of languages and includes
artists of various historical, cultural, and geographical backgrounds, many
of them being among the most powerful voices who are today reinventing
the significance of matter, objects, and forms, their genealogies and

deep significance. These are complemented by other practices based

on more investigative approaches to art making, where form, content,

and political positions are researched and presented as evidences and
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references. A leading line through the various aspects and works in the
exhibition is drawn from the language of textiles, weaving together several
of its historical traces and layers. A material and vocabulary common

to different cultural spaces, textiles also have a firmly routed history in
art, making them possible sites for parallel processes of historiography.
Textiles hold a different position in negotiating relationships with places
and contexts, in ways that the individual agency of artists escapes. Their
inclusion in ethnographic narratives also makes them a fertile battlefield
for challenging the methods and the field itself of ethnography. In spite
of the exhibition’s diversity of positions, A beast, a god, and a line is not
based on an ethos of discovering or introducing artists from presumably
marginalised regions, but by working within the premise of an already
fragmentary and decentralised art world.

Perhaps the most visible of the issues laid bare by the exhibition is the
development and spread of politicised religion and its structures in the
form of Salafi Islam, violent Buddhism, Hindu fascism, and revivalist
Evangelical Christianity engulfing the region, as well as almost every
context in the world today, as part of the crisis of Western modernity.
Among these complexes of hate, several works deal with the growing
Islamophobia as a global phenomenon with various local manifestations;
many are informed by the contemporary waves of migration and refugee
crises, which often follow ancient routes of circulation and exchange, and
are commonly manipulated today as the pretext for the rising nationalist
discourses; while other works explore the hybrid manifestations of the
sacred in the new global vernacular languages of pop.

Western hegemony (and contemporary art) are also challenged from

a fundamentally different premise, that of unfinished processes of
decolonisation and resurgent indigenous identities, which are reflected
both in the subject matter and in the aesthetic choices of several artists in
the exhibition. A beast, a god, and a line includes explorations of systems
of knowledge, visual worlds, as well as economic and ethical issues
behind the representation of indigenous communities across South and
Southeast Asia, often ignored by the narratives about exclusion and social
polarisation in this region. Throughout the exhibition, artists investigate
traces of colonial domination, as well as the different ramifications of that
hegemony today, when cultural and environmental genocides continue to
unravel landscapes, communities, and worlds, particularly among the most
marginalised indigenous groups.

Cosmin Costinas
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EEATERINREOREESEER, MESNEARNRERBEGHEL
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EIESE. X HIEESNENKNAIF, LEEMERANELES BYHR
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ERBRUINEZHED, RARBNEHEBUGKITR
BUSIBTIESR, CHERERASEFRIRE. AAHHR. &
BERLAFNEZUNERTIZR/STEEY, BERHY
WERFAEREDRME, BRKSETFEEHFRHE
A%, HAERAERRAEREBNERREZ — IELHER
BHNNBEERER, REDPNERINMTEERE
TRE: AHEREETFRERNARER, BRIER
RPNECRBUATEELSREZNELESIT, &g
FRRKEEBIBENFED; UNRMMESIRITARIRTH
EMEREMER.

KREBNEERERNALTSHNERERBERSBHRE
(URERER N —REATENHE, RENTELURH
BNROESPRTEEE L —ER, (—B. —. —&)
REETRANVANHRS REHR, TBERARBMERRR
DRERMBERICELEERE, ERANTEWBYL
MHFEN R, RERMBESEERRESKN. RE
ARENKEMERTENELRE, UNEMAEERS
BERNTE. FRSHED, XRRBHERINERE
o ARE IR, B NEEH R, DHEIRLEARBIRIBE WL
HNREREE,

FREEEA
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INTERPRT

2018

Installation

Courtesy of the artist

Commissioned by
Thyssen-Bornemisza Art Contemporary
(TBA21)-Academy

INTERPRT

2018

®E

HERRIEMH

i Thyssen-Bornemisza &R E#r
(TBA21) BprZ&EAIE
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HIE TERRHROREMIRFBOR, LEE
1SRRI B G RE A (R IR KT IF BB AR AR EX
EBRMER EEE EEEH. AR . BHREMK
PEE. FEFESE FRAEFIBE B S I, B RLE. B ARt
EE—ER. SRRRESFERREMAFMN
ARMAFHREBEBRNEE. XTF LR
BRNINEBVEARMEERAIGELERE
AR —i,

Waste content: Puoniun
Cesium-137. Sronium 50

INTERPRT % Nabil Ahmed &3 89 —B%E L 5%

RestAE, EMERETMIE, T RAT

HFERBRERTNEETFE, INTERPRTEZEAS
L R SR B ) TR B IRIR TR 1T, MiRBAS £ R
BIEMNBEREN. BEMESETHRAMEE

A REFENHRER.
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Cocua e

2o Joootn iy
Capiipan Mine

e vasie cas7

Born in Dhaka, Bangladesh, in 1978
Lives and works in London, UK
1978F £ ZIMNLELE R, 78 TIENRE MK

In the long fifty years from 1946 to 1996, the United States, France
and the United Kingdom conducted more than 315 nuclear tests in
French Polynesia, the Marshall Islands and Kiribati. In Micronesia,
the Republic of the Marshall Islands was left with destroyed

islands and lagoons and widespread radiological contamination
from sixty-seven atmospheric nuclear weapons tests conducted

by the United States between 1946 and 1958. Many small island
developing states, including the Marshall Islands, are now facing the
existential threat of rising sea-levels. It is climate change that gives
an additional contemporary context to the unresolved environmental
violence of nuclear testing in the Pacific Ocean.

Across the Pacific Rim, from Chile to Papua New Guinea, rural

poor and indigenous peoples are resisting the encroachment and
environmental destruction to their land from industrial mining.
Transnational corporations are poised to exploit the mineral frontier
of the Pacific ring down to the seabed, in Fiji, Kiribati, Palau, Papua
New Guinea, Samoa, Solomon Islands, Tonga, Tuvalu and Vanuatu.
Seabed mining poses an imminent threat to marine ecosystems and
to the livelihood of people across Oceania. Environmental violence
in the Pacific is entangled with state and corporate crime, colonial
history and climate change.
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Nabil Ahmed

INTERPRT is an independent research and design project initiated by
Nabil Ahmed that gathers spatial evidence and proposes alternative
forums to address environmental crimes in the Pacific region. Its
objectives are to investigate environmental crimes using spatial

and media analysis, and support the adoption of ecocide law as an
international crime. The project brings together an interdisciplinary
team of spatial designers and researchers at the intersection of
spatial practice and international law.

INTERPRT is a collaboration between Fundacién Internacional
Baltasar Garzon (FIBGAR) and Ecological Defence Integrity, set
up by Polly Higgins to have the ecocide crime implemented as an
international crime.

Nabil Ahmed, Olga Lucko, Mikaela Patrick, Philip Buckingham
Thanks M8 #i:
Fidel Jaramillo Paz y Mifo (FIBGAR) and Simon Melizan.
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Anida Yoeu Ali

Secret Lagoon #Z# 2014

Coconut Road #8& 2012
Campus Dining REMAE 2012

Roll Call % 2014

Sun-dried Landing BEZRE#1 2014

On the River &L 2013

The work is an ongoing project encompassing
performance and photography, mapping
interfaith relations between the Muslim
minority to which the artist belongs and the
Buddhist majority in her native Cambodia
against the background of the rise of
Buddhist fundamentalism in Southeast Asia.
Alluding to religious myths within both Islam
and Buddhism, as well as the traditional
animistic beliefs of the region, Ali devises a
seemingly magical creature that occupies
community gatherings spaces, such as
canteens and sites of prayer, to render these
ordinary activities surreal.
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Born in Battambang, Cambodia, in 1974
Lives and works in Phnom Penh, Cambodia
1974F ERFERBFRE,

From the Buddhist Bug Series
Digital C-print
Courtesy of the artist

(it VES
HHSFZEN
RERNFREMH

B HEERNBRERTREE URBEMEGH

HRAETBNIBEA TR, @R T UBERREM
BIRETBI B 2 L 8K, UK % BERIEE AEIH
HE, MEZBNRERE. Al EFRPAET —E
SMNELRET VA, BRGR B R SRR SR

RERZRRERPOLE. LEMTEGBEER
BTE=MEFAHRESM, AELERETAN

E-EBRENER.

REBTFRREESE

Born in Madagascar, in 1971
Lives and works in Paris, France
1971 ER BT, REFLETEREZHER

Malala Andrialavidrazana

Figures 1816, Der Stidliche Gestirnte Himmel vs Planiglob der Antipoden 2015

Figures 1889, Planisferio 2015

Figures 1838, Atlas Elémentaire 2015

Figures 1853, Kolonien in Afrika und in der Sid-See 2016

Pigment Print on Hahnemiihle Cotton Rag
Courtesy of the artist

E®1816, @A 2 vs BRI H RS 2015

%1889, 7 t[E 2015
1871838, i 5 3th[Eff 2015

B 71853, I mXFFHIEMERM 2016

T S EN IR AR L ERALED R
HERREMH

The artist creates complex collages of 19™
century European maps—products of the
Age of Western Imperialism—and fragments
of banknote designs from around the world,
usually illustrating the issuing country’s
visions of an ideal society, abstracted images
of its citizens, their dreams and struggles.
Maps themselves are hardly accurate
representations of places, but rather the
product of hegemonic ideas about the world,
drawn to control and possess. These stunning
compositions become a reflection of the
myths and illusions, as well as the upheavals,
clashes, and transformations of the world in
the age of colonialism and its aftermath.

EMRAET —AASAEROHRG, Hh &I 19142 K
BRIt (P 75 75 B = R EY)), MBS E BB Rakst,
A5 L SR A A+ Ko FE Rt A RGBS IR A8t B R
R MKNERE KNSR, MEK KT 2HMS
EEE R, CHRUBRNRARBEERNE
W, BIEEIRE G, Bt BERANESGES
RBRY R BEERBAEANWE DR BB.E
B HURHEERR,
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Joél Andrianomearisoa

Duration: continuous loop B&: EARER 2016

Remember larivo 524 larivo 2016

Yesterday. Repeat FEH.E# 2016

Your eyes tell me stories of Paris fRMERAZFBRCRIKE 2016

Where have you been? fRZEH#ET? 2016

Do you remember? BJ&iC1E? 2016

Repeat. E#, 2016

Last Year in Antananarivo Z&EEREBIBFIFH 2016

Inkjet print on Hahnemdiihle paper

Courtesy of the artist and Sabrina Amrani Gallery, Madrid
M PYIB AR E ISR FTED

AERRKREEE Sabrina Amrani BEFRH
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Born in Antananarivo, Madagascar, in 1977
Lives and works between Antananarivo, Madagascar and Paris, France

1977 F R BEMATINREARAF 4, RAF TR RERBIHTEEEER

The work takes as its point of departure a series of photographs of

a ball held by the French colonials in Antananarivo in 1900. In the
images, Malagasy aristocrats are dressed in elaborate costumes,
reflecting the colonialists’ idea of a ‘civilised’ people. The work points
to the ambivalent position of colonised elites during the process

of imperialism, oscillating between complicity and resistance. The
colonial ball was used by the imperialists to register their dominance
over the bodies of the colonised elites, rendering the Empire as
spectacle. Another notable example is the infamous Delhi Durbar

of 1911, staged while the Bengal Famine ravaged populations
elsewhere in the country. Andrianomearisoa draws his title from

the film Last Year in Marienbad by Alain Resnais, which also uses
the setting of a ball, to investigate questions of memory and the
slipperiness of identity in colonial contexts.

{ERLL19005 A BITE RIE AR A FIGh R pVE R B G BB A A AIERBINR,
BES, BHNTHERFEERBSPRETHINER, FBILERTE
TR PIE RS RNEBILS, MOMERIBRIRAZ BNERE, FE
FRENEEBENWERZEGRBRAEEMBRNLE. S —EZZ K5
FRIMNMENEREHT, EHBABENET LR EELMIERS
B85, Andrianomearisoa f& f /A B & & Alain Resnais ER(EEE
ERENZE—MESUBEINE SRFTEREE TRIRESHNT
BEM.

From Java to Antananarivo

MR ZISFRARFIHE
2018

Textiles
Courtesy of the artist and
Sabrina Amrani Gallery, Madrid

E:x7)
HEMNRNEESR Sabrina Amrani EEIRH

When the day belongs to the night Il &5 BB 2% 11,2016

The triptych is part of the artist’s practice of reinterpreting and
recomposing fabrics into abstract and seductive compositions,
which nevertheless bare the traces of their making and the stories
of their makers and traders. The works presented here combine

the remains of cloth purchased in a market in the artist’s native
Madagascar and of saris from Jodhpur in India’s Rajasthan. The artist
is interested in connections between people, places, and objects,

in flows that often avoid the normative paths. While his native
Madagascar has ancient connections to Asia, as the westernmost
point of Austronesian expansion, and with Malagasy language

being a close relative of languages spoken in Borneo, more recent
connections between the island and India are evoked in this work.
Gujarati traders, once a leading group of merchants throughout the
ports of the Indian Ocean, have settled in Madagascar since the 19th
century, and 70,000 descendants of African slaves and mercenaries,
the Siddis, still live in India.

SWREETAEPERFRAY, REMNEARHHREAKXANER, FE
SREFLAVMNRENBZEEL. BRREAMESZMHAMARBE
BWERNAREAMERNEEBESTETNOBREREETM. B
ENAN SRR ROREN, (FAEERRNRARN, HEEEREMNXK
BETNES, BNt XRARBEERMNNES +O8E, ZFRBTE
BEMATISRENEE AT HRE R ENEFBOSTZNHILABE AR
19t A2 E B S M0, M7 BB EMB KRR NEREENRBUESNE
JETEENE.
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Au Hoi Lam E &l
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Born in Hong Kong, in 1978
Lives and works in Hong Kong
1978FARNER, REBTHRER

Self-made Momento
(Spend a Decade to Make a Wish without a Shooting Star)

BRESY EHFTR, RERER)
2016

Sandpapers and mixed media
Courtesy of the artist
WiRCRE R

HEMREMH

The darkness of the shimmering grains of
the sandpaper resembles the stars and the
sky. Ten differing textures and shades of
darkness can be found within these frames.
The mirrored surface allows for viewers’
reflections to become fleeting self-portraits.

DR LR BRI B ENMATREE, FRER

THRNEBERN+ERT, BREQRENEE,
RESELNERER-BEEERK.
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Pablo Bartholomew

An Imagined DNA Map of the Chakma People
— AR ENERERERME
2017-18 (on-going #¥#E1EH)

Photographs, woven textiles
Courtesy of the artist and Samdani Art Foundation

HERRMREEESFRM

Born in New Delhi, India, in 1955
Lives and works in New Delhi, India
1955 F ERENEMER, REFITENIER

Through several bodies of work created with indigenous communities
in Northeast India in the past decades, the artist has observed that
these communities wear their cultural DNA through their clothing,
ornamentations, and markings on their bodies; codes that they
keep as a form of self identity. With a father hailing from Burma and
mother who is of partial Bengali origin, Bartholomew traces in his
newly commissioned project (a work in progress as part of a longer
ongoing cross-border inquiry) the links between geographically
fractured indigenous communities/ethnic minorities in Myanmar,
India, and Bangladesh. Working within the Chakma community, of
which he is also a descendant, he extends the scope of his practice
by working with weavers, who are at the core of all the communities
involved. The artist asked these artisans to use their traditional
idioms in back-strap looms (carried on the body through periods

of migration) to weave graphic DNA patterns of imagery rendered
through scientific testing. Through this project Bartholomew hopes
to weave together science, myth, legend, and tradition, exploring a
cross border ethnic identity.

Special thanks to: L E

Rangamati: WMREH:
Dhaka: EE:
Tripura: FEEHL:
Lucknow: Bl
Dedicated to: ERRAA:

BEHTER, BRNRENEILBHRERIEER
BT SRR, BB E A BE L, B anA1 5 881
SRERRRMPIFT B UER, EEMRTETIN
REABIVEDR, AEZ BRI LERE, 8
EWiEE. ENEMDZIMNERE R/ VD BREK
FEYE % . Bartholomew MR IR B#E4E. B3
AR ZMAMERIBAMLL, FERBHBFNT
e, IR RE B CHAEER, BIEAR B
HRBEMETE, EAETEK BBEETY
S8 L) MEKRRRNEERNSEK, BiB%
{E&m, Bartholomew & & §FI 28, 8. FRMNE
FHRER — 88, RREMENREKS .

Diana Campbell Betancourt & Cosmin Costinas FR&&EA

Devashish Roy Wangza, Rani Yan Yan, Chand Roy, Amiya Kanti Chakma
Saiful Hug Omi, Counter Photo

Vivek Dev Burman, Jishnu Dev Burman, Bishal Chakma

Dr. Niraj Rai

Late Dr. Lalji Singh, The father of Indian DNA fingerprinting
BHMNENEREREMRRZRNES FEEL



Daniel Boyd

These paintings reference the stick-charts
of the Marshall Islands, which were used by
indigenous communities to navigate the sea
by mapping the positions of islands as well
as patterns of swell and disturbance in the
water. These charts were not taken aboard
during voyages, but rather memorized in
advance by the sailors. Also, the paintings’
execution is reminiscent of modern
Australian Aboriginal paintings, where the
dots have been employed to hide rather than
reveal the uninitiated subjects of the works,
which often represented ancestral lands
and paths of circulation on them. Through
these painting, Boyd, who is of Australian
indigenous heritage, as well as a descendant
of a Vanuatu slave forcibly taken to Australia,
alludes to the many modes of navigating land
and sea that existed in the Pacific region.
These forms of navigational knowledge were
erased by colonialism, and replaced with
the unidirectional model of the map, used
primarily as an instrument of control.

ZATEERLURNBABT R SR E R HIAK

ERARE, BEEXRARSLATEUSIECR

BNFEAMRERKFLEF GRS LB RER
EifL, MBEHSHFEFCEMS. SHESES
FOEMCEM R (E RAVRAEE, I BERRE
wERER, I L RIEZIREE R TE TR
B&1%, Boyd HEHEIMN R E RMAE, thEIESE K

SRITIE RN AR AN E IR (R R, s

BANTEXMEFZAREM RS EEMNGE,
BERERERAHEFIMITE SRERE—N.
ERIERI TAMNME RS K.

Untitled (WTEIA2) #%& (WTEIA2) 2017

Untitled (WTEIA2) #&R& (WTEIA2) 2017

Untitled (WTEIA3) & (WTEIA3) 2017
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Born in Cairns, Australia, in 1982
Lives and works in Sydney, Australia
1982F £ FOBIMNRZL, IRAETE TIERORINEE

Oil, archival glue on canvas
HEHEREREK

0Oil, archival glue on canvas
HEHERBREK

Oil, oil pastel, archival glue on linen
SRR R R R RER B K

Courtesy of the artist and Roslyn Oxley9 Gallery, Sydney
HERRKEER Roslyn Oxley9 EEFIZH

Born in Rangamati, Bangladesh, 1932
Lives and works in Rangamati, Bangladesh
19324 4 & hN 431 B0 7 10 5 365 B
REFILERBMERER

Sarat Mala Chakma

Sarat Mala Chakma is a master weaver belonging to the Chakma
community who was awarded the Mastercraftspersons Lifetime
Award in 2016. Presented here is the textile that won her the National
Award in 1998, which uses traditional motifs from the repertoire of
Chakma textile culture, upon which she innovates to produce this
magnificent work. Traditional textiles from the Chittagong Hill Tracts
in Bangladesh have many points in common—in terms of materials,
dyes, techniques, and motifs—with textiles produced in a broad
contiguous mountain area spreading to Myanmar, India, South-West
China, Thailand, Laos, and Vietnam, revealing the many cultural
connections that have existed before and in parallel to the modern
nation-states.

Sarat Mala Chakma 23R B & IR 4RA AR, e 2016 FEFTEK
MR EAR BEPERNEZMSE1998FRARAEN R, HPERAETR
EEABY XL PHER, XN Sarat Mala Chakma B98I %, HA

BLENEREYENLEERNAEE. NE. PEFAEBE. ZE. B

HEMENEYEMAR R RENERLEEEFZERAZE, BRER
KRBRERHRZ 5L REABER.
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Chandrakant Chitara
+
Sarah Naqvi

Mata ni pachedi, also known as the
kalamkari of Gujarat, owing to its similarity
to the kalamkari technique practiced in
Southern India, literally means ‘behind

the mother goddess' It originated with the
nomadic Vaghari community of Gujarat
who, being barred from entering Hindu
temples, made their own mobile shrines
with depictions of the Mother Goddess

on cloth, initiating this sacred art form
which is now universally revered and

used in decorating temples and shrines
with narrative illustrations of religious
stories. This pachedi, conceived by visual
artist Sarah Naqvi and master craftsman
Chandrakanth Chitara deals with the Ram
Leela procession through the Muslim
neighbourhoods of Ahmedabad. The
procession has long been used by Hindu
nationalist groups to stir communal
tensions between Hindus and Muslims, in a
city infamous for its violent religious riots.
The work examines this moment of tension,
and the layered histories it embodies.

Mata ni pachedi, Bl h FHI4FFHY kalamkari
TE70, SENE RS kalamkari BH ¥ #+ 548
Mo Kalamakari &M@ 2%, B—%H
IR E SRR EEE, Vaghario PRI
2IEENENEHFE, AMAIE T B 8 2 mE
s, LERN LGS, NS, BHNF
BN EERBERERERE—ERNER
EALMMEEH R, ILERHBERNR Sarah
Naqvi f1F T AT Chandrakanth Chitara
HERME, REEZ MBI MAEEEE
EH) Ram Leela T#, ENEHRKEEHEBEF
EEEENRARABMANET R, MRE—E
BUEB RS EN EB AR M Z HaF
Bo TERIBRETE—LIRMBFZI, LUK S 2> (£RE
HEBESE.
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Born in Ahmedabad, India, in 1970
Lives and works in Ahmedabad, India

1970F A NENEMRERE, EETFERAXERRE

Born in Aligarh, India, in 1996
Lives and works in Mumbai, India
1996 F ERENEMERT, EFTENRONEZE

Yatra

2018

Natural dyes on cotton
Courtesy of Darpana, Ahmedabad, India

B EREE
HENE M 3E B Darpana 218



Rashid Choudhury Born in Faridpur, British India, in 1932 Born in Hong Kong, in 1983 Christy ChOW ,ﬁ ;Eﬁﬁ

Died in Dhaka, Bangladesh, in 1986 Lives and works in Hong Kong
1932 E N RBENERBBMEAR, 1986 F i HZMAIEHEFR 1983FENER, REBITERES

Untitled &% 1980

Untitled £ Year unkown

Untitled (Calligraphy-Allahu) &R (£7%-Allahu) 1981

Textiles
Courtesy of the Samdani Art Foundation
HARERENESFRME

Rashid Choudhury began working with
tapestries after his return to Bangladesh in
1964 following studies in Paris. The works
here were made quite late in his career, after
he established the first single-loom tapestry
factory in Chittagong. Choudhury referenced
folk narratives from Bengal in his works,
drawing equally from Hindu, Buddhist, and
Islamic sources. Many of his tapestries began
as watercolours or paintings, later developing
into woven forms. While he references Islamic
calligraphy in this work, like in the pieces
displayed here, rendering the name of God,
we see none of the geometric abstraction
typically associated with it; instead
Choudhury creates a vibrant image that
seems to reference ecstatic Sufi and Fakiri
forms of devotion.

Rashid Choudhury fEA5 SR BRIV %1%, 121964
FEEDZMNIERA R BEBRENAE BEHR
FIRHMNERAMESABHEIIEMEMKT
BB BAI{E, Choudhury TEfERASINT ZI0HL
HMENRBKE, GENER. HHR. BB HS.
BIEMHB LUK E @B AR, A BER AR,
tEERPURHTEE ERAETR, ENRES
RNERP, MUEEBRAETNE T, BEEL
BIERRMAR R AFRHTHX K EEHENHR
AELA, A2 R RBEIERAITHLGAARN
ERESGNINEEE R,
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De-stitching
H—8

2017

Fabric, safety pins, video projection
Couretesy of the artist and Farzana Aslam

HEL RIS SRR
HEM R M Farzana Aslam 121

The work is part of the artist’s ‘Laborland’
series. She took a simple shirt that was
sewn together in less that 15 minutes by

a sweatshop worker in Bangladesh, and
deconstructed it by carefully removing all

of its 3,745 stitches, counting each one in
Cantonese, over a period of four and a half
hours. She did this to experience and pay
tribute to the labour of the anonymous
sweatshop worker, questioning the value of
labour in the world of capitalism, and asking
if this value can only be measured monetarily.

ERREBMKH TREINRFIRIE, (FRaH
ERT —MHrHIMAENTFTHRIATE155#EK
AERT B B R, B RENEEAME /R, (FARH
B ETREY3,745(E A S 4R, I AR B SR BB AR S B
FIBA(F, AR E R L MM T TS, U
R I, dE— S ERE ST R REEH)
BERTEERNSBAGHBIRE?
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Cian Dayrit

Feudal Fields ¥ 2ith

2018

Mixed media and embroidery on fabric
Courtesy of the artist

BAREE. BRI
HERREMH

Taking as the point of departure the 2004
Hacienda Luisita Massacre in the Philippines,
when protesting farmers and workers on

the sugar estate were killed by agents of

the Cojuangco family, these tapestry maps
look into the role of sugar production from
the country’s colonial past through to the
neocolonial and neoliberal present. The work
also considers the country’s part in the global
market as a producer of raw material and
consumer of excess goods including culture
and education. In the format of a fabric map,
which functioned historically as nomadic
murals brought from one colonised state to
another by warrior-kings, the work addresses
feudalism and landlessness by pointing

out ownership via imperialist interests and
bureaucratic capitalist landlords.

2004FERERER B AEKERKBR, BT
E#ESAFENRRN T ABEFRIHENR
E fFalbRBREADHER, SRR MES
REFENRREETEEZEREELIS BHRE
REZRMBBHIRTFANENAR, FRRKE
BEZFRET RS EARMHNEENS
HE, MRXK. BEFEFERNMEENTR,
HEESES, @YnERERE TMEEFEN—E
JENRBHLEEERRAZTEEE
HEMEREL TR TFAERTHHEN
[F::3a b2 LNE /N
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Born in Manila, Philippines, in 1989
Lives and works in Manila, Philippines
1989F N FEREFEH, REFBITERBREAL

Mapa de la Isla de Buglas Pui& 7 &t @

2017

Mixed media and embroidery on canvas
Courtesy of the artist and Tin-aw Art Gallery

BAEENARIE
BN RN Tin-aw BEFRH

Ayta Mother with Children

PR IE IR IR KE
2017

In collaboration with Felman Bagalso
Bleached batikuling wood carving

£ Felman Bagalso HFIAI1F
JEH batikuling KB

The artist commissioned a santo carver from Paete to make a
sculpture of an Ayta mother and her children based on a 1901
photograph.

Ayta is the self-designation of different indigenous communities in
the Philippines, commonly of darker skin and curlier hair and likely
descendants of the pre-Austronesian people from the archipelago.
They are some of the most marginalised groups in Philippine Society.
Using the Facebook account of the santo carver’s wife, the workshop
often posts images of their work in progress. When posting images
of this work, friends commented in jest about having to make an
Ayta, commonly considered uncivilised savages and beggars. Some
comments went so far as to say, if they painted it dark enough it
might come to life and ask for alms. When the artist picked up the
work from Paete, he was surprised to find that the finish of the
sculpture was really light and shiny. The carvers had finished it

in a similar style to a santo sculpture; with slight European facial
features, and a bleached colour to simulate ivory.

Paete sculpture is indeed renown for its religious subject matter
copied from European models. This sculpture epitomises the colonial
gaze passed on to local artisans. The artisans even went so far as

to improvise in the addition of reddish lips, heart-shaped dangling
earrings, and the sour look on the face of the children.

EMREX— AR GBI -8 1901 FMBR BRE, AT E
TR IS TR SRR R E R

MRREE T EREHETAREIREE, P EEERCNRENEE,
EEARERFAEBANKRA. MARFREHERBGUNMHE, BETHNX
XEFEE Facebook TH E B {FamBUEE, thfIFI R A SETm AP ER
ARAEHELFDREA, BAFBRIBEABRAARBUNTANRER. &
AR ZTRANREREGBER— L, BN AIRIEAREEILREA
R, BWRAIEMIFIMEI ARG, BB RRERNLERNR,
AIEURBEGNFE, BAMREER TG, AT EFME, X ARk
SRR AMBE LI L FF BN A B E BRI

T3 R BR R LUR (B R BB 2R B, REER BN ERE AL TEMN
EE ZBERAZSRE—BBRELNBEEE, K&, BIMESEAM
BRI T LH A AFRMETABMOTER, HEEM LT RAMRE
K31 23



Born in Klagenfurt, Austria, in 1959
Lives and works between London, UK and Vienna, Austria
19594 &£ R BRI Se RIAR 48, T A4 78 TR0 55 B £ 2R A0 B 3 A1 4 i 4y

Loomshuttles, Warpaths

B R EIE®E 201018

Mixed media
BB

The work started as a collection of 48 Andean textiles, tools,
and accessories, and developed into an eccentric archive. The
world of indigenous Americas, in which textile culture reached
exceptional levels of sophistication and significance, was
battered and distorted by the European invasions of the early
16th century. It survived, but the impact of those invasions
remain as dirty footprints marring the production and trade

of these objects in the ‘globalised’ world. The archive traces
workers’ fights against exploitation through time and across
geographies. It looks at how types of cloth, dyes, and colour
are tied up with the history of colonialisms, revealing both
their beauty and their ugliness. To stay grounded, the modern
figure of the ‘Investigator’ travelled the Andean region, and with
the belief that these items of the collection can talk, created
posters in response

to them, inviting those both close to and far away from the
Andes, to communicate with each other.

ERERFA—HBHREHNAY. TANGRMNKRE, REEA—BSF
BHERAYXHUEENRERERPAGBAMAN I ERKNE
E, BAE 16 R BN EIR T RE T BB M E— XL
RIPLUER, LB T 7T RERNABEN, QEE2REINERH
BEE R 5 o s AE SRIE HE A 5] B P P8 BR 3 AR 1 R B0 SR UM 5 T s,
WER TR R ARG AR SR, SRR ERR,
ARAMABENERRESFREFBE, REELEYEEHAHRE
BES R RUE B R BB LR, BEREHNIMIAM
SHENMHHRR.

Ines Doujak

Fires: The War Against the Poor
K:ABAEH 2012-13

Mixed media (2 pieces of textile),
shirt, handout, video, audio piece
RARE (M4EY). T FE . BR.B5

Courtesy of the artist
HERRIEH

This silkscreen printed cloth depicts a scene in the global war
against the poor, who are often locked inside of factories with
overloaded electricity circuits, living under threat of death and
horrible injury by fire while fulfilling skin-tight clothing contracts.

It refers directly to several catastrophic incidents in recent years
that took place in Pakistan and Bangladesh, which have brought little
improvement to working conditions.

EfFREAREREESE ST THERERNN I RRR, ELEE BN
SEHERMEIRABARERARNERE, —2RIFZBRI RN, 2
EHAKARSIENGEEERTNEE  EEEGRERIESZREHF
EBEENE N EEEN R ERR, AMBERIMAGE, BN TIFR
BIERERENSRE,



Gauri Gill

The works are part of an ongoing series
entitled Fields of Sight (2013-ongoing)

in collaboration with renowned Warli
indigenous artist Rajesh Vangad. The series
began in Ganjad, Dahanu, an indigenous
(adivasi) village in coastal Maharashtra. A
new visual language emerged symbiotically
from Gill’s initial experiences of
photographing the landscape. Looking at her
contact sheets, she perceived that although
the camera was capturing the landscape, it
was missing vital aspects of what was not
apparent to the eye, yet was vividly relayed
in the great stories narrated to her by
Vangad. The photographs by Gill, inscribed
by drawings by Vangad, reconfigure the
photographic site both formally as well as
conceptually, to arrive at new documents of
multiple truths and knowledge systems. In
the act of viewing the landscape through the
eyes of Vangad, Gill rekindles the need to
challenge the way we see things today, what
captures our eyes and what may elude them.

‘As though one were photographing an old
home, and the resident of the house came
out, and began to speak.

ZIERARERTIGRE) (2013FES) FHIM
18, LA ZAHKE Warli BBEE R EMR Rajesh
Vangad REIGENIEE. BEEEN20135FED
E B SIS R E M S R 4 R
Ganjad, 7 A2, Gill FBERSTZIMNITH
RATER, WRRBREREDBIZRE, DERK
TYIRMLUEIRNEE TR, {87 Vangad At
HRNERRED, BETRAUEITH2R R,
IR AERIES, Gill 48 F, Vangad 7
R LEE, SenANEIENERRT =M,
fEzlAERESERBAMABHREXE, B
iBVangad MEREMEERF FHESR, Gill B
SEERBAMBREENNGRA, ERETELR
Pl BEHE TR B9 P9 B F P BE 2 2 RO R ER

TR IRTE R — R E B R, BRI AEH RN
IREEE—MR.
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Birth to Death

FI3E

Born in Chandigarh, India, in 1970
Lives and works in New Delhi, India
1970FERENEE@MNT, REFILERNEREE

2016

Ink on archival pigment print
Courtesy of the Samdani Foundation
BARE

HRERES GRS

Sacred Gods, Revered Things

DRZH, 282y

2016

Ink on archival pigment print
Courtesy of the Samdani Foundation
BEERE

HAREREEYRM
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Simryn Gill

The artist creates a series of prints using collected lumber, washed
up from the sea at Port Dickson, Malaysia. Weathered and degraded
by exposure to the sea and the sun, they bear traces of their origins,
as parts of oars, or ships, and of their journey, becoming part of the
ecosystem of the waves, encrusted with organisms and microbes
that eat away at them. Gill presses these pieces of found wood onto a
collection of papers, including wage records, star charts, accounting
ledgers and reference books sourced in junk shops, markets, and
online. In doing so, she entangles the drift of these pieces of wood,
which trace the rise and fall of markets, human and celestial
movements, to create images of histories adrift.

BERRKET — AR ZERAZREREFENAM, LHBEMRET
—HEAR_EENRI, BLE R AN 1E A AR EE SRR & B AR TE B A0S K I AL SR
T, ARE2REZRVVEMERNE LRENRT. cMESEREBEP
K EMMBEY, ELEVBRBFEEERIR. Gill #§ELHRRINRIRIZE
EFRANERL, GETEE 2B RER, URE_FEE. EHNM LK
INBETEEH ENREELEIANERATENER ABREHNED
HEHE, S — AR ELE R,

Pressing In
B

2016
Relief prints on paper
4R _EIFRRERED

Sweet Chariot
HEYREE

2015/16
Silver gelatin print
SREEED

Courtesy of the artist and
Jhaveri Contemporary

HENRK
Jhaveri Contemporary B2
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Born in Singapore, in 1959
Lives and works between Sydney, Australia and
Port Dickson, Malaysia

1959F A TN, TRAETE TR M B B A B R A an iR B R

Born in Bhadravati, India, in 1957
Lives and works in Bengaluru, India
1957 F ERENE BB RFR
REETIERENERMER

Of Becoming
2018

Installation

Courtesy of the artist

Commissioned by Para Site, the Samdani
Art Foundation, and Muzeum Sztuki
Nowoczesnej w Warszawie

®E

HERRIEMH

i Para Site BN =M. RERENES T
MEDHRAENESTAE

Sheela Gowda

The newly created work, inscribed in the artist’s long-standing
explorations into the field of materiality and space, offers

nuanced and vibrant means of understanding the world. She is
interested in the power that objects and forms carry in capturing
aspects of reality, with its social and cultural narratives, that are
otherwise unseen by and unspeakable through other languages

of representation and analysis. Materials for Gowda can be at the
same time complex metaphors and ends in themselves, forgetful of
their many cultural and spiritual investments attributed by human
practice, but charged with a potential spiritual tension of their own.
Her vocabulary is constantly discovered and invented in the things
that surround her and that she respells into her works, like the
gamcha, the ubiquitous towel cloth in Bangladesh and throughout
South Asia, which form the basis of this work.

Sheela Gowda 2 FAIEIEAE HME N REMRE, W LR B
PN AERETR MARRERTRM G R EHRRAMIE, B
BRXURRBEEHLUIRRE . K2 BRUKRD . Gowda 3RaR, ML
AR S THREN, b B R ETMEABREL PARAMNX
EERaMR, BLEME B S ERTMIEMRNHE. WRERSENY
A RIETR, THIRRE SRR I R E R NI MRt R
BRENEMHH gamcha (ERAIEZD.
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Born in New Delhi, India, in 1985 Garima Gupta

Lives and works in Bengaluru, India
1985F ERENEMBE, REFTIENVIMER
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Cabinets of Curiosity B&E 2017

Home 01,02 201.02 2017

Lesser Bird of Paradise in a Vitrine
WEPEERENBYLES 2017

Hunting Implements from
Huon Peninsula, Papua New Guinea
BAREHFENTRBEENIFEIA 2017

Twelve-wired Bird of Paradise
+RmBEES 2017

Hunting Implements from
Arfak Mountains, West Papua
AERDHEERLUARNITEIR 2017

Kombayorong Dance
Kombayorong & 2016

Two Studies of a Broken Mountain
7 L= fEmiE 2017

Magnificent Riflebird BB&#ERES 2017

Jarkata Markets HiNiE™E 2016

Red Bird of Paradise AL&1B%S 2017

Lesser Bird of Paradise EEHEMNBLES

2017

Chinese Taro #EI¥ 2017

Giclee print on cotton paper
TRAR AT E

Hamas? 2017

Charcoal on Manjar-Pat cotton cloth

&% Manjar-Pat #2875

Courtesy of the artist and Tarq, Mumbai
HERNRNEHE Tarq BERRMH

The work is an ongoing journalistic field study and archival research
into the island of New Guinea, examining the wildlife trade in
Southeast Asia and its effects on the communities and ecology of the
island. This body of work focuses on the Bird of Paradise, a species
endemic to New Guinea with a long history as the embodiment of

the exotic in European colonial imagination. The bird was traded to
that continent at high prices in the late 19™ century and early 20™
century, their feathers used in women’s hats seen as high status
symbols. This brutal trade triggered at the time one of the first
ecological protest campaigns in Europe.

HFREBEHTENESERERMENTEENRZRERE ERRMR
BEENNRAFHBTALT. SHAFNROEMENT —BERNGE
— S, RAURK, EMN—ERRNERERAREHREAFIHNK
Ho 192120t LR, AR LB Z R ERRETEN, BEMNRERM
ML TIEESHMUNEBRE, ME—RBNXBEERERNREN
ERERETERZ—.
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Taloi Havini Born in Arawa, Bougainville, Papua New Guinea, in 1981
Lives and works in Sydney, Australia
1981 EEREBREHMBENEATHEBAAIR
REFLERRAFEEE

Kapkaps (Pendants) from the Mysterious Isles of Melanesia
REMIMIEREFE 51 Kapkaps (B %)
2017

Porcelain, stoneware, copper and gold lustre

Courtesy of the artist and Andrew Baker Art Dealer, Brisbane
M%. AR, MRS

RERR K7 EHTYE Andrew Baker Art Dealer $21i
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The three kapkaps—hand-carved, porcelain disks, with gold lustre
and copper glazes—mimic the customary clamshell and tortoise
shell inlay, which were articles of significant cultural and sacred
value in the Hakd practices of Bougainville Island, where Havini was
raised. They were obtained by force or by trade across the Moananui
by colonists and locked away in museums in Europe inside of glass
cabinets such as the one seen here. The artist challenges the
inaccessibility of these spaces and objects to the very people they
were wrested from and honours the generations of ecological and
cultural trauma whose trace they now bear.

ERER=1F kapkaps B ¥, BLEF TRIENEHRBEHSMMHOME, —1
ERNESNBRKN. TENKERNBTHEES L, kapkaps 2Eith
Hako XEHiE#EE BB R EENXXEY T EREE, TREARMMBH
e, EREMUREREZNFRIERSELE kapkaps, T ©FI#ERE
BB, RS BRMERMNEMEMRNER; AMBERERETHERR
B &, BB R AR IR RIS T HE A A IR A AT RERERY . B fF &, Havini
WEEEELMAY, LRSEE—NARRERLAEHAM.
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Dilara Begum Jolly

The War that Never Went Away
REREENBF
2016-17

Pierced photographs
Courtesy of the Samdani Art Foundation

FIER
HRERESGRM
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Born in Chittagong, Bangladesh, in 1960
Lives and works in Chittagong, Bangladesh

1960F AN EMABEEARBS, REFTHENRERE

The work revisits traumatic histories of the
Bangladesh War of Liberation in 1971.The
artist pierces holes in photographs of the
Physical Training College of Dhaka, which

was used as a site to torture Bangladeshi
freedom fighters by the Pakistani army during
the conflict. Through this work, Jolly traces
histories of trauma, examining what she
terms ‘the haunting of history in the present.

ERES T1971E R MHE B ABFBRAE,
EWREFREINRBITNERRE, Z2RD
BFHMBEMEEREN. TELNNEE R
THIGR. EidfEam, BN REIMZAEESL. R
REWAAIEENTEEHE TR,

In collaboration with &

Rocham Djeh, Rolan Loh, Siu Lon,
Rahlan Aleo, Kpuih Gloh, Rocham Jeh
HEEE

Jrai Dew Collective

Curated by Art Labor Collective

Thao-Nguyén Phan
Born in Ho Chi Minh City, Vietnam, in 1987
Lives and works in Ho Chi Minh City, Vietnam

Trwong Cong Tung
Born in Dak Lak, Vietnam, in 1986
Lives and works in Ho Chi Minh City, Vietnam

Arlette Quynh-Anh Trdn
Born in Berlin, Garmany, in 1987
Lives and works in Ho Chi Minh City, Vietnam

Jrai Dew Sculpture Garden

2016-ongoing

Wood sculptures, mural

Commissioned by Para Site,

the Samdani Art Foundation and Muzeum
Sztuki Nowoczesnej w Warszawie.

Courtesy of the artists & Art Labor Collective

HrEMwss T/ vaskEl

&b
1987 FE A R A AT
REBTERBAZAT

RO
1986F A NBRASESE
REBTENBRESASHAT

Arlette Quynh-Anh Trén
19874 £ R EEIE M
REFRBEHASEAT

Jrai BHHEBEER

20165 E%

RHE EEE

i Para Site B =M. RERENES S
REDRRENESTAE

HRENR KR EHE T ERE

Art Labor Collective works within different
communities, gathering practitioners

from diverse disciplines such as medicine,
filmmaking, and education, to bring into
question ideas of labour and social practice.
The Jrai Dew Sculpture Garden is part of an
ongoing series of sculptural presentations
realized in collaboration with the Jrai
community of the highlands of central
Vietnam, where Art Labor Collective member
Cong Tung hails from. The project takes
inspiration from Jrai spiritual beliefs in the
transfiguration of humans after death. In

Jrai philosophy, humans go through many
cycles of existence, where the final stage is to
transform into dew (ia ngém in Jrai language)
and evaporate into the environment—a state
of non-being that signals the beginning of
new particles of existence.

F&affyes T/ MATERIER BN R B & 1F, R
RERE BE.HAESTRTENEREARD
ERANE TR ERBHRBE. (Jrai BHERMEL
E)R/MERERPHEEN Jrai BEEA1FRM
MRRMERE IR, T2 T/ MERNMBRAM
TREE-ME. (FRI Jrai AFERFHEMHE
ANEREHRRAPEARR, 7 Jrai WELEP,
ANUFENEEFERRES, RRIEABL

(TE Jrai 5B % ia ngdom)ZBEZME, BN
P71 BOAR R, PR AE Bl FEZ AR O A A Lo
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JaffaLam # &

Starry Day £H

2015

Recycled white umbrella fabric
Courtesy of the artist

B =N

HERRIRMH

The work is made using white umbrella
scraps gathered during the Umbrella
Movement in Hong Kong, 2014, reflecting
the artist’s engagement with local politics
and activism. It is also part of Lam’s long
term “Micro Economy” project, in which
she collaborates with Hong Kong Women
Workers’ Association. In the 1980s,

Lam worked in a local garment factory,
becoming closely acquainted to workers in
this field. Years later, driven by the tide of
economic transition in Hong Kong, garment
and handicraft industries gradually

faded and left the city, leaving behind a
vulnerable working class who seem to be
continuously disregarded. Seeing that the
workers who made great contributions to
the development of Hong Kong are being
erased from public conscience, and adding
to that her own nostalgic memories,

Lam initiated this collaboration in 2009,
making use of recycled fabric in a prolific
creation project.

ZIEMmIU2014EMEESTRENOBRES
EARIEEM, FEEENRHEBBUA R
EEHNSE, FRTEMERTBRLE T
HERAEENRIER T MREBRAE PaI—28
530 80FN, MEN —RKAMBKR TH I, I
BIIAT MZITEN TN, BFER, ANEBLCK
B WRNFITEZIEE, BERBMNTE
BEETE#T A HEYESHEAZESLE,
UELEEBRRMHBATM ABSELL
ARPWHENT AR M, 1R2009F R8T
I —HE B AR KA & FER,.
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Born in Fuzhou, China, in 1973
Lives and works in Hong Kong
1973FERPEEM, REFTIERER

This early piece was realized during the artist’s stay in Kenya’s
Lamu island, an ancient trading port along the Indian Ocean

routes, connecting merchants of East African, Arab, and Indian
origin. Lamu was a possible station in early Ming dynasty explorer
Cheng Ho’s voyages across the Indian Ocean, and is currently an
important knot in the Belt and Road Initiative. Chinese porcelain
was traded in Lamu’s markets for centuries. The artist decided to
copy forms encountered on the island’s famed wooden doors. The
art of majestical wood-carving on doors can be found in several of
the trading centres along the East African coast. She realises these
forms, using the distinctive blue associated with Chinese porcelain,
and stitches them into ghostly mosquito nets.

China Blue in Lamu 12 B E &

2004

Acrylic and ink on fabric
Courtesy of the artist
HERERKE
HRER R M

EYRHRERAGIRMERBESBEHEZEH
. RIBERENEFME ENHERZ BN, EiF
ERIEAHAMENE. PEABRRBRBMER
BRIREEMITENE F At th BB E, £HE
ETHN—H—RIRE D, AR tRESN
BE—RIBH. MEREUE LWAFIABE—
BEEBRBENARAPIERNRENBEE S
P, BEAPIRZRNEREPNES, §ELE
BURRTE R BAIIIRZ £o
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Jiun-Yang Li F&%

Fairy-Fairy-Fairy 35 {lifllifli35

2011

Acrylic on canvas
Courtesy of the artist
HERE
HERRRMH

The selection of works is representative of the artist’s distinct
practice and engagement with traditional Taiwanese art forms,
diverse religious representations and vernacular culture on the
island. The son of a movie poster painter, Li has himself worked

on movie posters, temple paintings, calligraphy, Taiwanese glove
puppets, and multi-media installations. Hailing from Southern
Taiwan, a distinctive cultural environment influenced by Taiwanese
indigenous people and Hoklo (descendants of the first Chinese
migrants on the island, speaking the Minnan variety of Chinese
languages), Li promotes a Taiwanese identity distinct from the
Chinese Nationalist idea that sees Taiwan as part of a homogeneous
Chinese cultural world.
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Born in Taitung, Taiwan, in 1967
Lives and works in Taichung, Taiwan
1967FERBEER, REFILERAEAP

The Playground of Childhood Dreams E&F X EiEZIT

2008

Wood

Courtesy of the artist
X

HERREMH

ZRVNERERTFRBESERGEANER.
SRR A L BB B R AR
BURELBROTE TRENAFREBRBR
WEFREE. BX AETREMSERES,
EfttAE RN GERE, ARG ERERTBEL
(BEELRPNTEBRES, CAMMERN
PN E, FERENXARE, TRERGHE
BMNEEEN, DULERPERKERREEE
RHTER—XUHR—ZWEFTHRR,

Born in Singapore, in 1973
Lives and works in Singapore
1973F ERFNIK, T4 E TIERHTINR

E1ot AL Z A, BICRF I E R EMNE D s
B, AMEEQT5HE, ESENENEME,
EIEMEERMBEZER. M2 8M ) (catamaran)
HEFREZAKTAX, BEAHHEH kattu 7
T A1 maram MERAR. EXRE, RE
BRI NR17HCHRERBR William
Dampier, TE I ERIREKATTH, Dampier 7EED
ERBHRITEER IS N RFERE
ERBEHIATE¥ (HPEENREENH
nig) , EREMAMZIMERBEERNME, BN
KR EHEM B BB BEaMIEE M, BMRE UERE
REME.MEBBBELME, RENEEBRA
BURAKTEEEEE, N5, EERMNEXEE
MARFNIEEZ—. FHFIEEFNILESHEMN
MER, EIERPHER T MIE 2 ERHAHAE Peter
Scott KB E, H, Scott X RINM B RAIEAA,
BRI ECMEMHE1938FERERE LA LR
BB T BZE. Peter Scott 2 IEZK Robert Falcon
Scott &#¥ER Kathleen Scott #5 F. Robert
Scott REBRRHA =S T, BHEEMERET
HRE—HEPEE: TNR L, BRMANZTFH
BB EEEBE, EEHEENS ),

Charles Lim Yi Yong #& &

Stealing the Trapeze HWHER

2016

Video installation, books
Courtesy of the artist
BRGEE. EAX
RBEATRIZ M

Catamarans were seldom constructed in the temperate West before
the 19th century, but they were in wide use as early as the 5th
century CE in what is today Southern India. The word ‘catamaran’ is
derived from the Tamil language (from kattu ‘to tie’ and maram ‘wood,
tree’). In England, one of the earliest mentions of the catamaran

was made by the 17™-century adventurer William Dampier who
encountered this peculiar manner of relating to water when he
reached southeastern India during his first circumnavigation of the
globe. The outrigger and catamaran were prevalent from equatorial
South to Southeast Asia (including the artist’s native Singapore) and
well into the Pacific as a design solution to stabilise and allow for
narrow hull shapes, which drew shallow drafts. They were the primary
vehicles that made possible the first migrations of Austronesian
people to the islands of the Pacific. Today, the catamaran is raced in
the America’s Cup. The artist, a former Olympic sailor, recounts how
in his studies he came across the autobiographical accounts by one
Peter Scott about the circumstances surrounding the invention of the
sailing trapeze. Scott claims that he and his fellow sailors invented
the trapeze in 1938 along the Thames River in England. Peter Scott
was the son of Robert Falcon Scott (the explorer who perished in

the Antarctic) and sculptor Kathleen Scott. In his last letter to his
wife, Robert Scott is said to have written, ‘make the boy interested in
natural history if you can; it is better than games’.
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Idas Losin EER-EfE

Traveler H&R17E& 2014

Rano Raraku 2014
Moai 2014

Island &8 2014
Ku 2017

Oil on canvas
Courtesy of the artist
HERE
R R At

The artist, belonging to the Truku and Atayal aboriginal people of
Taiwan, uses her background as an important grounding for her work.
Austronesian languages originated among the Aboriginal people in
Taiwan, and through sea migrations over the millennia extended to
reach as far as Easter Island, Hawai’i, New Zealand, the Philippines,
Indonesia, and Madagascar, where related languages are still
spoken. This migration is the most extensive expansion of a linguistic
group outside of Western colonialism. The artist’s work is part of an
effort to reconnect with her roots and to contribute to the shaping of
contemporary Taiwanese indigenous identity. After several waves of
colonialism and cultural oppression, Taiwan’s significant history as
the original homeland of hundreds of millions of people now spread
across a third of the world’s surface, is largely ignored. The artist’s
work is part of an effort to reconnect with her roots and to contribute
to the shaping of contemporary Taiwanese indigenous identity.

She decided to travel to the furthest points of the world where
Austronesian languages are spoken and to paint her impressions,

in a subversion of the position of the European colonial explorer

and privileged traveler. Presented here are paintings she created in
Easter Island and Hawai’i.

ENREARBBBEMRRE(E 2 ERERK) MDA, hSMAIF LR
EEER ABHEUAERERSER QBTENS LBY, kBRI
RERSNHECAEMESNEEIE. EHXR. ARAM. FRE. NERAD
MEZMAI, BAHFE S ERRE LIMEERENER FRRARRXL
HET, EERENRARBEA R =22 —NWI M FEFHEAD, Bt
MNEFENEFRER. EET- EENAFRRENEMAREZETIER
BERERSNNES, WREFFHSER ERNRER, 1 UEEDR
WERERE, —MEERNNERRBRINERIKTE. LWAZRNEEAHE
WMRERESMEREER,
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Born in Taiwan, in 1976
Lives and works in Taipei, Taiwan
1976 FEREGHE, REFIERAL

Born in Hyderabad, India, in 1977
Lives and works in Vadodara, India
1977F ERENEBFIE, REBILERNECREE

Lavanya Mani

Travellers Tales—Blueprints
RAHE—EBE
2014

Natural dye, pigment paint, applique and cyanotype on cotton fabric
Courtesy of the artist and Chemould Prescott Road
RAZRE EEEE . REE TR ERE

HE#RR K& Chemould Prescott Road ZEpiz it

This series of paintings on cotton cloth evoke the sails of ships and
serve as a reminder of the complex role that textiles and dyes played
in the history of colonialism in South Asia. They are realised using the
kalamkari technique of cloth painting, the popularity of which, under
the name of chintz, in 17™ century Europe was such that French and
English governments outlawed it to protect local mills. Inserted into
the paintings are the texts of letters written by Western travellers

to India who attempted to decode kalamkari and other techniques

in order to replicate them back in Europe. Also used in these works
is cyanotype, an early photographic medium which, when applied

on cloth and exposed to light, produces blue colour, evocative of
both the ocean and indigo dye. Indigo, named after India in Europe,
starting from ancient Greek times was a coveted commodity in the
Indian Ocean trade and later colonial extraction from India.

ZERVENIRE LB EMENEN, REZRMNRETHENEY
HABRNEERELPHANENERAG. ENREAT kalamkari &%
AEITIRTEE, B AL —RWAEENENTERH = 2 EIZHNED, B K
SRE B TE 17 AT B LUGRAE At A5 2 B G HL 51 2 8 SR EN R B4l BB
X F2ERIRITENENASRASEKAE kalamkari RE M HFTE
REUA, LREBNERBLERY. BRI, FRaTERT RHRNER
B k—7 AR EGRBAERE L, REHEBNER, —0EF NEE
EHEE, 488 (Indigo) FERUMNEY R TBEX B S H MBS HAN TENE ) (India)
NBR RERINEXE SPGB —RNERS, HRWEREREERE.
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Moelyono

Benang Benang (diptych) ##z 4043 (2 HE)

2016

Acrylic on canvas

Courtesy of the artist and Ark Galerie
HERE

HEMRK Ark BERIR

Noken Noken
2016

Noken bag

Courtesy of the artist and Ark Galerie
B#i5E Noken F1R%

HEMNRK Ark BERIR
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Born in Tulungagung, Indonesia, in 1957
Lives and works in Tulungagung, Indonesia

1957 FARMNERATEEME, REFTFREEME

The artist, known for his pioneering social practice, has been working
in West Papua, Indonesia for more than a decade. He focuses on
social activities mainly based around education, engaging with
communities of women in the region’s villages. From them, he learned
about the history and philosophy of Noken (the traditional woven

bag of Papua), and how it became an important part in the narrative
of women’s struggles in Papua during a complex social and political
situation. Moelyono realized his works through collaborations and
meetings with Papuan communities both on their native island and
those who settled on Java, the latter facing a distinct set of issues

as migrants often subjected to discrimination. He does not see his
works as illustrations of the Noken or the struggles of the people

of Papua. They are instead a way to tell his stories of encounter,
learning, friendship, and movements with communities in Papua.

Moelyono UEHERBSHEAAN, BN ECHEMENEEREE
TE+ENLEED, INEERRUKREN IR L BN E ), il
"Noken) (BHEEGHEFR)NEL SEHER, UREEERNTEK
AERTRAURABHE L ENFERENERTR. Moelyono HAEES
BFNEAERERURERERES HEBERIEREHENE RET
BHREAE, LA R ERNER R ERRAE Noken HZHE
HEARNBPHOEE, RTRKNE A RAR B AR BR®RIE. 28
REURRE NS E,

Born in Mumbai, India, in 1949
Died in New Delhi, India, in 2015
1949F ERENEZE, 2015F AN ENEFHER

Mrinalini Mukherjee’s sculptural work references traditional
idol-making practices of Bengal, alluding to their sensuous
iconicity. Mukherjee began working with knotted hemp while
studying at the Faculty of Fine Arts in Baroda, where there was an
environment focused on revisiting and learning from traditional
art practices. She continued her dialogue with the material
throughout her career, expanding it to the monumental scale we
see here. Kamal (Lotus) presents a form that seems to be at once
a fertile deity and a carnivorous plant, referencing the complex
relationship between the sacred and the sexual, the feminine and
the natural in the religious practices of South Asia.

Mrinalini Mukherjee

Kamal

-
&

198

o

Hemp

Courtesy of the Kiran Nadar Museum of Art
Presented here with additional support from
the Mrinalini Mukherjee Foundation
KR4

HRERMNEFZN B ERM

=X ZHEHAEH Mrinalini Mukherjee BE£ &
iskedzu)

Mrinalini Mukherjee HIB 2B {658 7 Z INAL
E R EGRBERENINR, EEPTR
REMIRHERISHREB, Mukherjee %
KRG EBENZERAMBNREBEFHERE
NEBNEERBRAMMBIR. R, i
BEFARMEMREAREME, TR EER
HROEERPFARIVWERBR T, (EE)
EU—EEAEEBTENNBENE—RE
ABIIEY), 1855 E R AR (5 0 AP A B 1 B 1
ZHEBR,
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Manish Nai

Untitled

2017

Synthetic indigo-dyed burlap (set of 5)
Courtesy of the artist and Nature Morte, New
Delhi

NEREREHEMG(—ERMY)
HRBERNRRFEE Nature Morte BEFIR 1

ENRBBEREE - REMEHIENERKENE
£, RVEREIBRIRRNRGE. KEERKH
F3#i8 &AL R RMEHTERMUE LR R X
MEELE EfEREY, LR R RBIKEHEE
BRI, BRI EN SR ERER T REN
IR, RREH189FEMN R FTERIRERAT
WREMERERDTEB RN EIRREE,
£ Nai MBS B, BEH TESE RFAFM
XAGEI M E R T T AR T — i
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Born in Gujarat, India, in 1980
Lives and works in Mumbai, India

1980F AR ENESE FHH, REBFTFNNELRR

The artist references the material histories of indigo in the
South Asia subcontinent, alluding to its links to colonialism

and the institution of debt-based slavery. British colonialists
wreaked social and ecological havoc on the population of Bengal
by forcing farmers to cultivate indigo instead of the food crops
required for survival, and charged huge rates of interests to
farmers on loans for indigo farming. This eventually led to the
Indigo Revolt of 1859, where indentured indigo farmers rose up
against the ruling colonial and land-owning classes before being
brutally suppressed. Nai’s work layers these histories of labour,
anti-imperialist struggle, and the materiality of culture.

Born in Hanoi, Vietnam, in 1973
Lives and works in Hanoi, Vietham
1973F EMRAN, REBETFRAN

Nguyén Trinh Thi Fu#tiss

Letters form Panduranga
BEPIE SRR
2015

Single-channel video
Courtesy of the artist
BIRRE
HRERRIE M

The film essay is an experiment between documentary and
fiction portraying a Cham community in Vietnam, who live
on the southernmost, last-surviving territory of Champa,

an ancient kingdom dating back nearly two thousand years
and conquered by Vietnam in 1832. The film, made in the
form of a letter exchange between two filmmakers, was
triggered by the Vietnamese government’s plans to build
the country’s first two nuclear power plants in Ninh Thuan,
right at the spiritual heart of the Cham people, threatening
the survival of this ancient matriarchal Hindu culture. Public
discussions regarding the project have largely been absent
in Vietnam, due to strict government controls over public
speech and media, and local communities have also been
excluded from consultations. The film further alludes to the
legacy of colonialism and war, including the United States’
destructive and deliberate bombing of cultural heritage
during the Vietnam War, the perspectives of ethnography and
of artefacts from colonial exhibitions and art collections.

ERAXABRRE—HNRCERERZEANERT A, UMY
REREEEAEE, BE T 5 EURRER, RE—H SE8t
BN ERANSE, hEENEREGEM TENESE, 1832F ik
FMihE. RESNREBILSNERAMREBAt BEEIREEIL
WERFHMAAZEL, EIEE R SHEANBHREMHL, LIEXE
uhEt BB E AT REE R H E R B RENEHLHEK, fEe, Eit
BAEAHERAEENER, H SHRUE MBI —SENR, &
LR, 2+ Bt HIRER R RE 25 AR ARERE
FUEBFNREE, SEZEEUEPEXUETNEREE, Uk
A Rt R MU R P B T E GRS AR R B A
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Jakrawal Nilthamrong

Zero Gravity |&E/
2013

Single-channel video
Courtesy of the artist
BIRRE
HEMREMH

The film journeys the borderland between
Thailand and Burma, and the borderline
between fiction and truth, past and present.
Set in Ratchaburi, not far from Bangkok, it
follows a man on a journey into the place’s
history. Ratchaburi Hospital was the site

of anincident in 2000, when it was forcibly
occupied and its staff were taken hostage
by the Karen Christian militia or ‘God’s Army
from the neighbouring Burma, led by two
12-year old twins, Johnny and Luther Htoo.
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Born in Lopburi, Thailand, in 1977
Lives and works in Bangkok, Thailand
19778 ERGRAEER, REFIENZHES

RZEEERAERNEBREE BAMR
2. UERSATENWERASR, &
FEEE T AN TBIES: 20004F, B—#
125 U AR Johnny A Luther Htoo $EEH
AERHEEEEREGETYWENN—RE
B, I xhH5 T B&PE R To

Born in Bangkok, Thailand, in 1983
Lives and works in Bangkok, Thailand
1983FENZHER, REBTFRESD

Nontawat Numbenchapol

Mr. Shadow
EFRE
2016-18

Inkjet print on paper
Courtesy of the artist
Assisted by Korn and Chan; post-produced by Nutcha Pajareya

4R EIEERITED
RERRRM
B Korn £ Chan #38h; % 2% ¢Ef Nutcha Pajareya 52

In the middle of a mountain range at the
border between Shan State in Myanmar

and Northern Thailand, in the buffer zone
where many Shan refugees live, a motorcycle
moves along the steep and winding path. The
dust from the red dirt road kicks up behind
the motorcycle, ridden by a young man in

an all-green army suit. The warm sunshine
illuminates the dusk and the breeze blows
gently as the man parks his motorcycle

at a spot from which he can see the land
below the mountains. It stretches to infinity,
toward the horizon, tinged with the vibrant
hues of the setting sun. The young man
slowly removes his hat, but there is no head
underneath, nothing, not a face. He then
removes his shirt but his body is transparent.
The clothes come off piece by piece until his
body completely disappears. All that remains
are the mountains and the setting sun as they
welcome the darkness of the night.

FEASERNREIRE RN IR EBERE
SERRESNE, —METEERINRSEAER ER
5, —REERCERNTERFREERE, B
RipER LAGNRRK. BENGEARSES, W
EBRMRIBE, BFRECE—ETURELT
T E . WLIARIEAR E 3T ARAVR R, RIRAIZ
EYIGHENGRE, B FREMEIBFET, ey
BRE—F B, REEIL, HEMEE. thi§ L&
T, SRt RERN, XY —HERT, B
ABEREEER. RERTHERLURNSE, @
BREZRNR.
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Jimmy Ong Eiiﬁ Born in Singapore, in 1964

Lives and works in Singapore and Vermont, USA
19645 £ FFINIR, TR AE TR INIRAI R B S B

Test Batik #1, Printed Test Batik #2,
Test Batik #3 and Printed Batik #4

SR #1 ENRIR AR S # 2. SRR #3.

ENmIsE R #4

2016-17

Textile &%

Sketches for Fallen Tiger Batik motifs Seamstress Raffles Effigy #7—Mr. Florent

RETRIRpEMmERE TEERGBLTEGRHAT

2017 2016

Watercolour on paper Cotton and Dacron stuffing Courtesy of the artist and FOST Gallery
AREKF R ARIATY HEM RN FOST BRI

The work refers to Thomas Stamford
Raffles, one of the most infamous British
colonial figures in South East Asia, who
remains nevertheless largely revered in
Singapore. His crimes are well-remembered
in Indonesia, which suffered from Raffles’
invasion of Java in 1812. He is also the
author of ‘The History of Java’, containing
the chapter ‘Ethics of Javan’, from which the
artist quotes: ‘A caterpillar has its poison in
its head, a scorpion in its tail and a snake in
its teeth, but it is unknown in what part of
the body the poison of man is concealed: a
bad man is therefore considered poisonous
in his whole-frame. The textiles shown
here replicate the batik technique of cloth
painting, which has become associated
with Java and embodies the many layers of
cultural influence as well as of colonialism
and occupation of the island in the last
centuries.

Emis S ERAENERBRBE. ESNTER
MREEAERFENRERBEFLSEH - HB
8RB, E18126RBMES, ESNE

ENERFEDE TRRIEEN, fEthitma(meE
Bse)—&, BN RESR T TMEANEER)

BN R IEERNSRERL, BFNSHE
EEE, ENSREFED, AMANSERT

TRAEAD LIS A, R EB B A, BHs
BES1 (FRPHNAMERT AEEEPIER
REW, h—RMRMESHERTNHR, €
RN ERTREZEMESBEUEFIXL
HE, UK RMEENESE.
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Born in Mumbai, India, in 1950
Lives and works in Mumbai, India
1950F ENNEZE, REBTFREZE

Anand Patwardhan

We Are Not Your Monkeys
BRNARIMBETF

1997

Video

Courtesy of the artist
236

HENRIEM

This music video was jointly composed by the filmmaker
along with renowned poets Daya Pawar and poet-singer
Sambhaji Bhagat, giving a Dalit/indigenous perspective
to the Hindu epic Ramayana. After German Indologists
in the 19™ century created the myth of an Aryan
invasion of the Indian sub-continent by a superior

race and hailed the Vedic (Brahminical) period as
representative of a Golden Era in Indian history, many
upper caste Indians felt honoured to be considered

the racial equivalent of the white man. At the same
time, those who questioned both race and caste began
looking at what may have existed in the region before
the Aryans supposedly arrived. The Ramayana itself,
composed in the ancient Brahminic period in praise of
Lord Rama, depicts characters that reveal traces of a
subjugated pre-Aryan culture. The song and the film We
Are Not Your Monkeys is a subaltern reading of history
that uses poetic license (like the Ramayana did) to turn
the Ramayana epic on its head.

MVER B & H R ERFA Daya Pawar LUIRFARFE
Sambhajj Bhagat #[FIAIfF, fFaaBEIRENEEFE A (RE)
KRG RARAREBENE L F(RETR). BREMNESR
E1OtAZRNE T —EEH: ENERKEREFERHFIRA)
NE, RLH T ENERSE FRESFR: REX L. S E
EEERIENEALUR B AR T EMERE R AMK
It FIEF, AR LR AR IR R FE M AR R MR H
FRAREIR, E—EBEHEERRR? (REITIR)AIEIR AR
B A B RO TR IR AR AR 2 B T 1B B A M RS BB Y
AEARPATRIFNBEFIPNEENEEEHEET
[EREAR BB, BB 5 2 TR (IR ELTAR) ) S (R ETT
YK E,
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Etan Pavavalung fRit-B R E &

Flying @

2016
Acrylic on board
RIR A

Courtesy of the artist
HEMREMH

Born 1963 in Pingtung, Taiwan
Currently lives and works in Pingtung, Taiwan

1963F AN AERR, REBITHERRER

Island and the Sea BIf#E¥

| Grew Up Under the Sun B TFHRE

2016
Acrylic on board
KRIRA

2013
Acrylic on board
AWRAE

FREFFR=MPIBHZRMEE, BHAE
HSRRRE. FRNAESRTREM, 818
SR P E R BR AL EDRRAREZ
EIBAIF, BN EERENEEEERER
X1t 2009F RH e Bl % M B EERBEN
KE, FRHLERET -—BREENTX, B
#THZIE . thERIEHRIEERELEE
BH, ve-ne-cik, UM FIAME L S
KBEENSRENE, FRRARRXNRER
BECRAEHNIREAERIUNEREERS,
BBAHZ BN AAMSEBEAML
81T vecik UERF Ko

The artist, descendent of the indigenous Paiwan people from Southern Taiwan,
has been working in various media, including poetry, prose, graphic design,
films, woodblock printing and carving, while being a leading advocate for

the survival and visibility of Taiwanese indigenous cultures. After Typhoon
Morakot devastated Taiwan in 2009 and particularly the artist’s native South,
he developed a unique visual art form he calls ‘trace layer carve paint.’ Through
this practice, the artist employs and extends the Paiwanese cultural aesthetics
of vecik (the Earth’s patterns, lines, and words expressed vividly through
everyday objects in symbols, embroidery, and engravings, often using the
motif of the eye totem) and creates a new style of interpreting and depicting
post-disaster dreams and strengths. In the aftermath of Morakot, Pavavalung
felt there was an urgency to develop a new form of ‘modern writing’ to rebuild
indigenous aesthetics, and to serve in the revival of peoples’ interaction

and engagement with the nature and the world. This ‘modern writing’ would
comprehend and be based in the ancient beauty of vecik.



Born in Honolulu, Hawai’i, 1966 Paul Pfeiffer

Lives and works in New York, USA
1966FENERMBANEE, REFTTEREZHMAYN

52

Incarnator X &&
2018

Video and installation
Courtesy of the artist

BERKRE
HERREMH

Incarnator K &#&
2018

Wood
Courtesy of the artist

AREE
HERREMH

Encarnador (Incarnator) is the old Spanish term for the carver

of santos, or devotional images of the Catholic saints that

is particularly revered in the former Spanish colony of the
Philippines, which also has a pre-colonial and persisting tradition
of carving sacred wooden figures. Encarnador particularly refers to
the craftsperson specialising in the final step of santo production
in which the image is finished with a skin of paint, symbolically
turning carved wood into human flesh. The video hones inon a
particular workshop of wood carvers from the town of Paete, the
centuries-old centre of santo production in the Philippines. The
repetitive gestures of the carvers at work are explored visually in
relation to the surrounding landscape, where the rice-planting
season is underway. Timeworn traditions of manual labour are
recast as a metaphor for the production and consumption of
images in today’s global marketplace. Justin Bieber is treated

as a modern day incarnation of the Santo Nifio or Baby Jesus,
embodying the complex relationship between innocence and
complicity, the sacred and profane, in the perverse spaces and
temporalities of global capitalism.

ERTEYIFEE, LS E I BB R RGN T, EEMFERN
FRETHISHEBEHEZERENREALR, ME— G 7iERERIAZ
ERERESDEFERFRE. LEE I RRFEBLEEMNAERGET
RER—E LB TR, BBAGHNRN, RENBGOLAPNNE
AR, SEART FEENEEGNEFERMMA PN —ERET
%, RRETAERNHFRARE EERKEETHNRBZHOREM
F. ERNFIEHAARSERATBPEGREENHENERE, S
Justin Bieber B T 2RH S, KB LIRE S T RNAMBF=HI4
HBETEHR) TR SR e MR,
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Thao-Nguyén Phan &&

Man Looking Towards Darkness 2@ REHSE F

2014

Curtain made from Indigo dyed jute fabric, silk,
hand embroidery, framed document, photograph
Courtesy of the artist

BE S REBHEMG R, A F IR BRI R
HERREMH

Untitled (Heads) #&R8 (FAIE)

2013

Dried shredded jute (hemp) fibre and jute stalks,
bronze, thread

AN NN N
HERREMH
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Born in Ho Chi Minh City, Vietnam, in 1987
Lives and works in Ho Chi Minh City, Vietnam
1987 F £ M sAERT, REBTFRAEAT

The work evokes with the history of jute cultivation and
manufacturing in Vietnam. During the Japanese occupation of
Vietnam from 1940-45, the Dai Nam jute factory was built and
industrial plantation campaigns to ‘uproot rice, grow jute’ were
implemented, resulting in the horrific famine of 1945 that killed
two million Vietnamese. The artist presents an indigo-dyed jute
curtain woven by Tay women using traditional methods. Next to it is
a photograph of three stones underneath an ancient banyan tree,
which were used to detach jute fibres for factory use. Today, these
stones lie undisturbed underneath the tree, carrying within them the
painful material histories of occupation and forced labour.

FRBRERREIURNEEREEREL 85 & MR (S )2 ERER
B {5 48EFHA(1940-45), B8, TR BEEMIAR DR MBIBREX, #HiERE
1, BB 1945 F MR, EMM B BEEARET. ENREFRP
ERT - HEERBLUERIEHFANRECERTR. TREZ—RE
FCEASR-REEE TN =005, 5 A6 E R AR I (3t TR0
TfEM. M%, BEABRTHBNERET, Bt E A ZRBHAHSEFIE
REFEHBMESL,

The work locates the jute plant as both the cause and witness of
atragic event, when Vietnamese farmers were forced to grow jute
instead of rice during the Japanese occupation of then French
Indochina from 1940-45, which led to large-scale famine and the
death of 2 million Vietnamese. The form of the sculpture is inspired
by the Ma Mot tree, a totemic tree constructed by Tai minorities

in Northern Vietnam for religious purposes where objects such as
animal bones and amulets are hung, representing a dead or evil
spirit. The artist reincarnates the jute plant as a Ma Mot tree, hanging
on its drooping branches portraits of farmers whom she interviewed
during the course of her research, in an attempt to create a ritual yet
individualized space of healing from painful histories.

EmBEREMBNEER A —BRERELMERRRE: HER1940-455F 1
AERFARENEZ R, B R R RERKEE, AABEAREEMR,
LIRSS, SRMBEBEEAL T, (FRUEEIRZEREBEIN
Ma Mot #i & RE, 7E725R RENREGR L, 8143 M E S FRHEE Ma
Mot ##l b, R ERHABE, EWNRIEEMKST %S Ma Mot i, EREN
RELERMERTASHEMAERNRRE G, EitAE—ERTEED
BHEXNRBMAAZME.

The artist poetically traces the origin and adoption of the Vietnamese
Romanised script, through the work of the French Jesuit missionary,
Alexandre de Rhodes, who wrote the first trilingual Vietnamese-
Portuguese-Latin dictionary, in 1651. Phan uses Rhodes’ travelogue
Rhodes of Vietnam: The Travels and Missions of Father Alexandre de
Rhodes in China and Other Kingdoms of the Orient as the canvas for
her watercolours. Drawing occasionally from episodes in the story,
Phan uses the surface of the text to speculate on cultural hybridity
and processes of modernization, which bear traces of layers of
violence and subjugation. The imposition of a writing system affects
cultural violence, rendering knowledge inaccessible to many: having
nowhere to go, stories burst forth, like limbs from trees.

FEidEE B EH T Alexandre de Rhodes MIB 1, & Efss R B
ERBMHNHEXFTINEREEMA, Alexandre de Rhodes 1216514
BRETEHDIHRE-AEF-NTX=EFH, MMENRET(Rhodes HAg:
Alexandre de Rhodes # 7£ 1 E K B fth 3R 75 7 B B9 hiR #2 K 3400 B 42458 FR
AIKFERAENER, BRRSIBETNRSE, GoEENYFRRE—ER
NBEERTEBXUESBMNRALER, BINNNFRABRELNE
5, AR B A2 A QSRR thfIERaE, RaEREL RS
HtERETER,

Voyages de Rhodes N° 1, N° 36, N° 38

Rhodes k%2 15%. 365%. 385%

2014-17

Watercolour on found book

Courtesy of the Samdani Art Foundation
KFIRRELR

HARERENESERME

Voyages de Rhodes N° 103, N° 116

Rhodes fi#2 103%%. 1165%

2014-17

Watercolour on found book
Private collection

K HRREL

Fh AR

Voyages de Rhodes N° 9, N° 30, N° 34, N° 35, N° 40, N°® 42 ,N° 76, N° 124

Rhodes jik#2 95%. 305%. 345%. 355K 4058 425%. 765K, 1245%

201417

Watercolour on found book
Courtesy of the artist and the Factory Contemporary Arts Centre, Saigon

KEIERESE
HERRNARTHREERPORM
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Sheelasha Rajbhandari

My Great-Great-Grandmother’s Shawl
RESHESHMD
2017

Photographs, recreated hand-printed muslin ‘Damber
Kumari’ shawl, counterfeit and original clothing tags
Courtesy of the artist

W FLENRI KBS T HRME Damber Kumari #rh.
158 R IEM AR EEAR R
HERREMH

The artist traces socio-political changes in her native

Nepal through changes in cultures of clothing within her
own family. She references her maternal great- great-
grandmother’s traditional Damber Kumari shawl, which
contained pieces of fabric from Nepal and Varanasi, and
imitated textiles from Dhaka. Adding to these layered
histories, she embroiders real and counterfeited brand tags
from cheap mass-produced clothes from India and China,
juxtaposing these with images of her grandmother wearing
the shawl. Rajbhandari raises questions of authenticity and
copying that go into the production of culturally significant
items, creating an artefact for the contemporary moment,
where diverse textile cultures are being flattened out by
mass-production.

BRBRRERBPRANEE, BERRRARZERME AT
BEBCANEWLEN. /FME, Rajbhandari 2F 8 G I/MEZHIE
# Damber Kumari (8 & %k E EABMENE RMAER
MEER, LHRE—BERAR. BILFEE, ti§REENERP
E A EENRMIFE(EFEHEMEMBER)FEN KN L, XKE
HIRMEEBSFRMBRBA LB, Rajbhandari X KERB
EERHTHBNGENMNE, TRHENE—4INIESRES
RZTHBY I ERIBR AKX REEENED,
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Born in Kathmandu, Nepal, in 1988
Lives and works in Kathmandu, Nepal
19884 £ 1% e JA I I 2 ER, IR 4058 TR INTEm &R

Born in Khagrachori, Bangladesh, in 1973 Joydeb Roaja

Lives and works in Chittagong, Bangladesh
1973F £ Z LTS £ 2 5R
REFTIEREMAES KBS

Searching My Roots
218

2017
Ink on paper
AREKE

Private collection

Courtesy of the Samdani Art Foundation
FhA R

ARERENESGRHE

The series draws from the artist’s
performance practice and the beliefs of his
native Tripura community in Southeastern
Bangladesh, wondering about the
possibilities of the survival of indigenous
knowledge systems in the face of violent
modernities. The artist, referencing painful
memories of growing up in a region that has
seen many conflicts, moves like an uprooted
tree, walking through a landscape devoid of
any markers of place, speaking to a sense of
dislocated identity. Limbs become branches
and sprout leaves, drawing from Tripura
spiritual practices, in which the forest plays
acentral role.

R LAY 3R B9 7B AU 1F LA Ke & A4z B SR A 8R4
BEEHUMNENAER, BEERNNRAEZ
HAEGREFNATRE. FaP, BNKEM
ELrREGARMERNMENREECE, i@
—IRBIEAR IR A, TR =5 AR
ZH BRSSO R, eV RS AR AN
F—ELEEMRERESRBHNERER, E1H
FIBEGE IR RMEREHF Do
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Norberto Roldan

Himagsikan &
Kalayaan #&iL
2018

Tapestry/banner with embroideries, old Catholic vestment
(humeral veil), and metal amulets and chains

Courtesy of the artist and Silverlens Gallery

BEH /R R ERREHER(BKR). & BE S TR ERK
HRERRK Silverlens EEFIZ 1

This series of pseudo-religious banners revisits the Philippine
Revolution against Spain. The uprising began in 1896 after Spanish
authorities discovered the Katipunan, the organisation that served
as a catalyst for the independence revolutionary movement. As

an underground organisation, it made use of different strategies
to expand its influence and gain support from the people. Among
these was the ability to operate behind the infrastructure of

the Catholic Church that was under the Spanish hierarchy. By
practicing as Christian converts and becoming part of the laity,
Filipinos unsuspectingly aided the insurrection. Himagsikan
(revolution) and Kalayaan (independence) are banners that made
use of parts of Catholic ceremonial vestments re-embroidered
and re-embellished with symbols of the uprising. They mimic

and subvert the pompous display of colonial power. Signifying
made-up churches like Iglesia de la Revolution, and Iglesia de la
Independencia, the banners are likened to battle flags rallying
resistance against Spain.

BHEARHEREES T RABETFTENFEEE S, SHREIN1896
FENERKRRARF ARG TEAR TS ERNRE. SRESHERIL
EmEBNN TAMERSBRBRARAZENUESARNIR, |
P2 —ERAMARNFMAE THXREIHREFAAMSFNTMEE. 3F
REABBRINBERTHNVEBEERSEE, BRFIHHES. (Fa(E
FYFCEID ARG ARXERBEXNRK, EEHRMRRHRENR
EA EEER, cHARPIEREZEEREISHENRET. EM
REERHENEEENET —EHHEINBIRE —EMNUR
MIRELE, B ME N AT .
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Born in Bacolod, Philippines, in 1953
Lives and works in Manila, Philippines
1953F N FEREERIBE
REFLERIERERRI



Born in Manipur, India, in 1966 Zamthingla Ruivah

Lives and works in Imphal, India
1966 F ENENEEREMM, REFILENEBEEMAEMMBH

Luingamla Kashan
1990-ongoing

Textile
Courtesy of the artist
HRBERRIE M

Zamthingla Ruivah created the Luingamla Kashan in memory of Ms.
Luingamla of Ngainga village, who was shot dead while resisting
rape by two officers of the Indian army on 24 January 1986. Using
motifs from the weaving traditions of the Tangkhul, Ruivah wove a
kashan (a traditional garment) that pays tribute to Luingamla, and
the spirit of a community ravaged by state violence. Nagaland has
been under the Armed Forces Special Powers Act since 1958, when
Naga separatist groups attempted to secede from India; since then
it has been abused by security personnel to shield themselves from
prosecution for crimes committed against the populace. Today,
many members of the Tangkhul community wear the Luingamla
Kashan as a symbol of solidarity.

1986418 248 7E Nigainga i, Luingamla L T RIRAMZENEEE
KR RMIZERE, B4 Luingamla T+, Zamthingla Ruivah BIfE T
Ef Luingamla Kashan. Ruivahs £ Tangkhul #85& K &4t 4R Bk 15
SUEH T EHBRET Kashan #L4™ Luingamla B Nigainga, E1E12E
Bl 8/ RN R AR BASHERREEE, B1958EiE,
Nagaland # fE—ER(REBZFG R AE)TIABEME, FEZME
WREASATUFAEEHHNITERER, 05,572 Tangkhul S5&H
ALLEZE Luingamla Kashan {2 EER R 8.
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Born in Pattani, Thailand, in 1983
Lives and works in Bangkok, Thailand
1983FERNFRAILAEFEN, REBFTLFRRHES

Ampannee Satoh

Lost Motherland X3&HIEE

2016

Pigment print on paper
Courtesy of the artist
LR BENR]
HERRRMH

The work addresses the recent history of forced Muslim migrations, fFaiRsTIEFRIEAR @ F KA EZF L KEFEFE
in places as far apart as Myanmar, Syria, or the artist’s native Pattani, itAtRiBBHBNEL., LA FEFR2RERHBIUABE
a Muslim majority region in Southern Thailand where an insurgency M A Q& EHHIE, R ER KA. LK
has been taking place for more than a decade. Satoh attempts to ERFFERETRENREH, Satoh HEIEERF
capture the sense of displacement and alienation that accompanies R TEZE TN R REFRER, TRERZNR
exile, imbuing her photographs with a feeling of loss. The figures in 5. fFRBETANAYRELE—E, HEAHERN
her photographs seem gathered to mourn a collective pain, standing BERE, FIFRMERIL, REZEH.

as mute witnesses to tragedy.

Born in Bangkok, Thailand, in 1970
Lives and works in Chiang Mai, Thailand
1970FENREES, REBTFNREEE

Born in Bangkok, Thailand, in 1983
Lives and works in Chiang Mai, Thailand
1983FENFHEES, REBTFNREEE

Dilbar

2013

Single-channel video installation,
suspended glass pane

Courtesy of the artists and

the Sharjah Art Foundation
BIRRGRE. BTIRER
HRENRRIDUERE S TR M

Apichatpong Weerasethakul
+

Chai Siris

The work is an affectionate portrait of Dilbar, a Bangladeshi
construction worker in the UAE, whose name means “full of heart’.
Throughout the work he is seen to be asleep, while the viewer is
mesmerised by the pace of the video and its light spilling beyond the
edges of the screen. His sleeping is a gentle yet clear act of defiance
against the exploitation of workers. There are over twenty million
migrant workers currently living in the Gulf countries, most of them
from other Arab countries, South Asia, and the Philippines.

ERA—IBARBBRNEAE G, SR —MEEENBHENIMARETA
Dilbar. Dilbar —FRKRTER 1. #F M Dilbar —ERRFZMIEKAE, B
BNERBRGE SN RERZGIBETRL MR, Dilbar RERES T
W —BEB RN, B, BREB2008MEMM T AEZEEEER, E
PAHOEBMAAAHTRNEEHE. BEMNFRE,
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Praneet Soi

Footpaths: Srinagar 2018 /)\&: #iFAk102018

2018

Hand-painted papier-maché tiles, mixed-media on paper, video
Courtesy of the artist and Experimenter, Kolkata

Commissioned by Para Site, the Samdani Art Foundation and
Muzeum Sztuki Nowoczesnej w Warszawie

FIARE A LER. K

HERN KRBT FT Experimenter 121

H Para Site M= H. RERENESFNEDRAEMNEERTAE

The work, resulting from a collaboration between the artist and

the workshop of craftsman Fayaz Jan in Srinagar, is part of Soi’s
ongoing process of engagement with craftsmen in the troubled
Indian state of Kashmir and his research into its recent political
situation. The 9 interlocking papier-méaché tiles are hand-painted
with floral details whose forms are reminiscent of the many cultural
influences that have stratified Kashmir through the centuries.

The craft of papier-méaché that Kashmir is renowned for was itself
introduced to the region by the Sufi preacher Saha Hamdani in

the 13™ century. The tiles are accompanied by research materials,
sketches, and drafts produced by the artist within this project,
including a study of the tomb of the mother of Ghiyas-ud-Din Zain-
ul-Abidin, built in 1430 CE. Its unique architecture points to the
many connections and exchanges between South, Central and East
Asia which often crossed through Kashmir. A large optical diagram
related to the phenomena of anamorphosis reflects Soi’s intention
to personalise the depiction of political uncertainty—a process
that is underlined within the video shown here.

EHEHTFIINTE Fayaz Jan A{ESEMENEMRE Praneet Soi SENES)
AL R IEF TEENRASHFRAEZ —, HRENREZMER
AR (FaT, RANNERE EEZMBOEL, < ABRE
B REHESEERMAZNSEXNRTE, 1342, HIEHIEM Saha
Hamdani %8 BEARSR 5 0 55 2108 (KT, B — BT LR B 2 I A K 3t
EERNERTE, AERR-—RRUNEFENREERAENRT
BERRHENER, AT eEFREAKA 2 SNEMM R (BRI A7T1430
F), E-ABNERERT IR REFA T, fan MR R R AR
NEER, TERTHEAER—BAAEABER, UAENKRERE
BUAKI T REE M.
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Born in Kolkata, India, in 1971
Lives and works between Amsterdam, Netherlands and Kolkata, India
1971 EERENERFFHT, REF TR AIE S AMERHET

Born in 1985
Lives and works in Kuala Lumpur, Malaysia
AR1985F, MEFTER BERE T SR

Simon Soon % E

In 1881, the last King of Hawai’i, Kalakaua, embarked on a round-
the-world trip to encourage the importation of contract labour for
plantations and brought the small island nation to the attention
of world leaders. King Kalakaua was also incited by the concept of 2018
the Malay race and its political future, or in the words of the U.S.
Consul ‘inflamed by the idea of gathering all the cognate races

of the Islands of the Pacific into a great Polynesian Confederacy’
This series of four carved panels capture four incidents across the
Asia Pacific rim. They recount episodes of diplomatic exchanges
premised by political recognition and imagined kinship loosely A%

based on William Armstrong’s Around the World with a King (1904). HREATRIZ A

JEIET2E Bellas Artes Projects 2

Melayu Pono’i

EARBEE

Wood

Courtesy of the artist

Supported by Bellas Artes Projects,
Philippines

These episodes follow the travel of King Kalakaua to San Francisco,
Japan, Siam and Johore. The creation of the reliefs was also a relay
of sorts, from idea to conception. The idea was a long-standing
interest of writer Simon Soon, who provided research details and
amood board. These materials were then passed on to illustrator SERR
RJ Camacho, who decided to base his design on Filipino modernist

painter Carlos ‘Botong’ Francisco’s theatrical tableaux that elevates

the folk into national consciousness. Finally, the carving is executed

by Ka Celing, a master woodcarver from Paete. Besides being adept

at carving religious statuary, Paete craftsmen have also produced

one of the most iconic diorama of Filipino history at the Ayala

Museum.

In collaboration with £
RJ Camacho, Antonia Aguilar, Lauro

By collaborating with a Filipino illustrator and craftsman, the relief
panels take poetic license in connecting the political ambition of
King Kalakaua to the first political uprising in Asia, the Philippine
Revolution. In this instance, the stylistic reference to both an

art and craft history, connected to nation building, is deliberate.

One might speculate if Filipino novelist and patriot Jose Rizal’s
imagined community of Malay races owes part of its creation to King
Kalakaua’s desire to establish a Pan-Polynesian confederacy.

18815, ER RN RKRE—EBERURRE £ T —IBRKKRT, BREERE
SIEHEAOSE T MR YR SEEHEEAREEMND M, EEFHF
REEH Eb—iRENS - EEREREBHERERNERBEINEE
REEERE, (EAEREREEME T MIFREEEARATEBIR ENEE
EIRE SRR, AR —ERAKIRF B AR ENEE, BEBHTEL.
ZERVIHOEAREE T HEETOBENES R, FRRE William
Armstrong B9 {F(SE E IR 1t 57) (1904), IR T LUIBUA AR IR B
(6T SRR St

BLEHERT RN FEEIRECEE=%h. A BEMNERAT R
BIRIZ. SFREMAIFR —BABSIBRNSIR S L, efARBFEER
SERPLURIHR, BERELRMED THEER RJ Camacho FH, ft
REEFR T LERIFRERREBEERR Carlos ‘Botong’ Francisco i RMB
HEFEREBRDRNBAERETF L, KRR, BIRABEZ BEMA X ER AR
KT Ka Ceiling Sele M EHEMNARBETEIR T ERHZRHEAE, BR
EHENNGEYEPRAREFEREELNIIRBHE,

BBAFRRBERRTENSF, BETERE TR FREENBUAH O

TNEEBAERE —FREES —BRE—E. N, BN TENES
HERZRENREREZE. ROANFTLER, FREZEEFR Jose
Rizal HERRENARBRGR S HERBR R FEEEHEIZRF

AR ASE?

Penamante, Arnold Flores, Joseph de Ramos
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Than Sok

Srie Bun

2016

Born in Takeo, Cambodia, in 1984
Lives and works in Phnom Penh, Cambodia

1984 F AN RIBERRE, REBTFNRFEREE

Installation of five clerical garments (cotton, chemical dye), five garment hooks

Courtesy of the artist and MAIIAM Contemporary Art Museum
EHERER LRRE) AfFEKRE
HERRKE MAIAM R BHEER 3

Five Buddhist clerical garments hang on the wall at the same
height. The different colours belong to two sects within Cambodia’s
Theravada Buddhist system and signify ranks within each sect:
three orange colours of Maha Nikaya and darker maroon and ochre
colours of Thammayut. For the Buddhist monk, wearing robes is
believed to delineate a merit field comparable to the fertile rice
field, where seeds are sown for reaping. The words ‘veal srie’ in

the Khmer language means ‘rice field’, and ‘bun’ refers to ‘merit-
making’, which, as the artist notes, is increasingly synonymous with
‘monetary’ and ‘this-world offerings’. The robe’s rectilinear form and
seams imitate those of the rice field: paddies framed by levees. In
Srie Bun, the artist has carefully cut away measured fields of fabric,
revealing deliberate holes. His gesture questions the robe’s symbolic
power atop mortal male bodies, and if peace can be advanced when
hierarchical notions of sect and rank remain at the moral core of
society.
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EHGECREUERABER N IEE, EMNEE
KHUERBEREEHHOMEBOR, UKD
TRAFR HF, =B EIERBR AR, ™
RABAL BN R AE B B R Rk B Y
AR, FEZRNBITHENAEBMER: B TE
F, ERHRE ESBXH, Tveal srie) B4 MEH)
, Thun  BUE A THERE ), BHERRM S, NS AM
BT INEREEE &2 MR Z%) 5%
I E BAR R FAAR A TR 5 E 1 T IRER AT
HoEMSrie Bunis, BRF/NORENEE K.
ZRBBEHER EMNE, T ER BB
B EEFRER T MO SR, WU R TE B A M SR TR
AZONME, M TERTEGRER,

Born in Tainan, Taiwan, 1982
Lives and works in Tainan, Taiwan

M, REETFRER

Md. Rajiuddin Choudhury
Untitled (image from hell)

Md. Rajiuddin Choudhury & (#1IRE 5)

2018

MTEWLHE ) U & S ERRES PARTULH
TERRRHER, #TRTRR ETHNESR
B RHER—BARB T, HERR—RiE
ANERBHIRIE, UK AEE BEHAMER
WERWEER—R. BED HEEHEDM
RIEAT K Rajiuddin Choudhury SR, B
#, Choudhury £ Gallery Sarang f9& 4 —
FAIE T —fE2%k B IMAI B & (R ER Z N
#iI Mangal Shobhajatra #1 & 3E#1 S A RIARIL
B, E—ERERARLEZMABE AL
MERSFHPREZHRE,

Su Yu Hsien %8 &

Hua-Shan-Qiang £l

2013

Colour video with sound; giclee prints
Courtesy of the artist and TKG+, Taipei

BB EKRE BFHEETD
HENRMAILTKGHE

The scene is set in an elaborate miniature paper house commonly
designed for the dead throughout the Chinese world. Built upon
imaginations of another world, the video follows a self-immolated
man through an afterlife. The symbolic use of fire here serves as

a transmitter between the real observed world and the assumed
underworld. For this exhibition, Su Yu Hsien worked with Bangladeshi
artist Rajiuddin Choudhury in collaboration with the students of
Gallery Sarang to create an image from hell. He used the typical
technique for making the paper figures featured in Mangal
Shobhajatra processions for Bengali New Year, a relatively recent
tradition that has become one of the most prominent expressions of
Bangladesh’s secular culture and contemporary identity.
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Truong Cong Tung R

Blind Map
BAME
2013

Canvas, eaten by termites

Courtesy of the artist and the Post Vidai Collection
WA SERIINA

HRERR K Post Vidai IR #

The artist is influenced by traditional
spiritual practices of Vietnam, some of which
are themselves influenced by Buddhism,

to investigate modes of being with the
non-humans that emerge within these
traditions, including plants, insects, and
spirits. In Blind Map, he invites a colony

of termites to occupy a length of canvas,

and presents to us the traces of their
vigorous activity. Through this process, a
transfiguration takes place where the artist
becomes termite, and the termite becomes a
painter, creating a space of indistinct identity
across species.

RAMMNA2RTUEERNEEERE, Hht
RIAGHNTE, RREEY.EENRBEREFEA
BEMHHEFER E(EAE) P, thTBEEI—
HEBEEER, TULEREMAZEHDNESH
. BEEGEBRERET, ENREBUR T B,
BER T B8, TR HREREROR A BHYE
RILBI= .
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Born in Dak Lak, Vietnam, in 1986
Lives and works in Ho Chi Minh City, Vietnam
1986F £ B AL, REFTIENBRAERT

Lives and works in Kampung Uma Bara, Sumba, Indonesia
EETERENERASZMESR Kampung Uma Bara

Raja Umbu REENERATMES £ Uma
Bara HEMEERE, (FA—RERET, it
REERCERNEESNER —EEEEN
SRR R TE AL BB B2 LB R E] Hp - 7 3th 3
EEE, ERADMABIES, BFENRE
BREMENEEMBN R BER. Raja FREEN
B SREEUEB R REREG LS (ikat)
RNER.

Raja Umbu

Skirt with Kadu motif depicting the arrival of
ancestors to the Island of Sumba

BE BRI R, BESARENEENER
2010
Textile &%)

Raja Umbu, a traditional weaver and member of the royal (raja)
family of Uma Bara village on Sumba island in Indonesia, weaves
an ancestral story of migration to Sumba, a collective foundational
myth that continues to be reconstructed on the island amid rapid
cultural change. The languages of Sumba, as well as the majority of
languages in Indonesia, including Bahasa Indonesia, belong to the
Austronesian language family. Her native eastern part of Sumba is
known for its unique dyeing and ikat techniques.
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Born in Calasetta, Sardinia, Italy, in 1955

Lives and works in Sant’Antioco and Sardinia, Italy
1955 F ERBAFMT SRIIEE
REFNIERBAFRT SRELETRRE

Sa giustizia de su re / The King’s Judgement ElERIE#| 2009

Hand spun antique linen (c. 1922), pure gold thread, Bisso Marino /
sea-silk (c.1982)—borders stiched in hand dyed red sea-silk
HEFERA (191922F) MBS, B4 (4919826F)

——BEHEUF TRENAE4

The design motifs in this work were inspired by traditional garments
worn on the artist’s island home. The weaving of the lower band
reflects the hemming used in men’s coats. The traditional brocading
that featured in women’s dresses is the method used to weave

the sky in this piece. The central motif features the Judgement of
Solomon, an important story in Christian religion, with all parts of
the design being perfectly equal, based on the idea that ‘what is
beautiful must belong to all because we are equal’. The byssus in this
piece was harvested in 1982, and the flax fabric in 1922. Given the
intricate loom and nail work involved, the piece took four years to
complete.

ERUBIRERNRHFEMNARE. (FRTHAUSHEIEZRNBESE
BMERTNERABRRE LRHENER, B RN IR EBORE. (F
P RAGEFEMNBHINER, RIEZREATEZEEZNERN,
BEA1922F M EETRMET 1982F M B4, VigofEBITH AR BF
TRIfF, #RMF,

Luce di bisso / Light of Byssus &#t2Z3 1992

Single twist Bisso Marino / sea-silk E#&i&#

In an homage to the light of the world, the artist twists fine filaments
with a suspended spindle into a delicate fabric that is then soaked in
a bath for 3500 hours, giving the piece its intense golden colour and
transperancy.

RipH—TEBEEEER . MYNEENAME —BHETR. ER%E
HHiRA3B00 K E, FREREANES IR, —WAMEPIN R,
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Chiara Vigo

Su ballu e s’argia / The dance of the Black Widow Spider
BRIRHZE 2012

Antique hand spun linen (c. 1894), Bisso Marino / sea-silk (c.1900)
HEFIRMD (K918945F) | 544 (119004F)

This piece depicts the tale of a young girl raked with illness, who

is presented the ‘vase of life’ and freed from sickness through a
ritualistic dance performed by women in her community. The fabric is
imbued with history and memory, made using byssus collected in the
1990s, and ancient flax collected around 1894.

FamiEi@ T — B ABENNEE, BhH ISR R2EA L RRR R, I
At F A AT, MR —IR1894F 1 L MM 4 AR, BIEEIRA
FH OO A A AR SR & B B R R AR AR A8 T o

Filo che suona / The thread that sings &IBIEIE 2017

Bisso Marino / sea-silk, pure gold thread, nail loom

Vaso della vita / Cup of Life %@ 2t 1987

Hand spun antique linen (c.1900), pure gold thread, Bisso Marino /
sea-silk (c.1975)
HEFERA (91900F) A S 4. RERIE B4 (491975%F)

(woven and embroidered)

Woven from a drawing made from a memory passed down through
generations of the artist’s family, this piece represents a motif
thought to have arrived to the island of Sant’Antioco in the first
century CE, and traditionally seen in cultures around the world. This
piece is made using byssus harvested around 1975, and flax fabric
from the 1990s.

Em#A Vigo RFRIEPREEERZ —, RE—HEHMHRERERER

ME BRKEEMRABFZHENBS, BNNERE R R &M, KERFT
SRR B0, TR 44RIRE 19755,

Il leone delle donne / The Lion of Women Z A%§ 1996

Hand spun antique yellow linen (made from now extinct species of
flax), Bisso Marino / sea-silk (c. 1938) twisted in loom
LHEFRERS (ERRERENEMRDE) . BH I REH (491938F)

‘Un asfodelo d’oro tra le mani, un pensiero rivolto alle donne.’

‘A golden asphodel in hand, a thought for women.

The artist considers this to be her most important piece. It is made
using fine yellow byssus, a material that is no longer used or found
in trade. Harvested in 1928, the strands are prepared for weaving
using the Z-twist spin-and-needle method. In this piece, Vigo uses
fig leaf extract to create the green figure below the lion. The artist
dedicates this piece to women everywhere, in a powerful gesture
that denounces the trading and marketing of female bodies. The lion
here symbolises the empowered woman, while the material itself
emboldens this idea with its natural shimmering quality.

TFEEFEZENEEKWL, BHTENMIE.

ZEm#A Vigo RIFRREBENED . (FREFRNEG T4 (SRR R
B, BEER 1928 F MR AEZE M T AT AL B=P, MF THI&
BERUBREREARY. ENREBY ENAERRAIHIREHE. X8
THEH, BERPEEHNHFRAKKIEZLENBEHEDE, —MEHME
BE.

Byssus, or sea silk, are long, very strong, thin filaments extracted
from the foot of large saltwater clams. Chiara Vigo is thought to be
the last person left who can harvest and spin sea silk, an ancient art
on the European island of Sardinia.

B, AR R B AR M, BY B K BHK B RRBRER.

Chiara Vigo 2% — I AEWIRE L AR A EHAIN,
BHETENRZEREERMNET &,

Fiore di melograno (Efod del Sacerdote Aronne) /
Pomegranate flower (ephod of the high priest Aaron)
A7 (KEE Aaron BILFFER) 2005-2015

Hand spun antique linen, Bisso Marino / sea-silk, pure gold thread

& EF AR B AR

Bioccoli di Bisso Marino tinti in Porpora Rossa, Porpora Viola,
Scarlatto e Oro / Tufts of sea-silk dyed in biblical scarlet, red-purple,
purple-violet and in gold —FERMELA ALK KEMMNESEHIEH

1982

Hand-dyed Bisso from 1920
FRB4 (192095F)

Courtesy of Maestro Chiara Vigo
RERTRE M
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Munem Wasif

Machine Matters ZERAH

2017

Single-channel video

Courtesy of the artist and Project88, Mumbai

Assistant Cinematographer: Ferdous Ahmad & Joe Paul Cyriac
Sound Design: Saddul Islam

Production: Kauser Haider

EBERRIR

HEMNRNEE Project88 EEiR

R BNIE: Ferdous Ahmad £ Joe Paul Cyriac
B EH%st: Saddul Islam

B4 Kauser Haider

The artist maps shifting histories of labour in the production of

jute in Bengal, through the colonial, post-colonial, and neoliberal
periods. Wasif’s film focuses on now-defunct machines of a jute
mill in Bangladesh, speaking to the country’s transformation from a
producer of textiles to a site of assembly of cheap, mainly polyester,
garments as part of a globalised, out-sourced supply chain.The
proverbial ‘silencing of the looms of Bengal’ by the British, who
devastated the textile manufacturing during the Raj to the point of
biological extinction of the muslin-producing cotton sub-species,
echoes in Wasif’s film, which speaks to the subtle insidious violence
of an unfulfilled modernity.

SMRERT AR RERTN B HERMERD IR SRR L E
BBBGEL, IR PEREZNAERERREFENEM TERF A,
EMETEERVEA: (MY £ BT S IR HE P RIS RERAMER
KR FEREEET, FBARMIIAAHE I ARERBEDEFAHBYEE

NERERE, UERUEEBATHNRERERNE, Wasif WERBEMER

F|ORAEFHROBY ARTHRT,
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Born in Dhaka, Bangladesh, in 1983
Lives and works in Dhaka, Bangladesh
1983F £ R BMALEEF, REFB IR ER

Born in Singapore, in 1971
Lives and works in Berlin, Germany
197 1 ERFINIK, TRAEE TEREEMEM

HEANAEREIRMRITXUREEN A,
WEERPIERAMR REBENAE, 41
@IALRVIAIEZ—, TBEEEIR1949FF
LR(REART AL, ZRTE1958FRAR

B, ENRNERERRNMBEZXBEENAE,
TEE55 I 2—EHBNEE. —EXANEK
2, QTR EERABKREEIE(BX
EEYHIEE James Michener Z i HARD & &1L
RESHENRFEERRITE, REAMNE
BEARE— BB ENSE, fEEEE L,
FREELENONERRY, ZEROEIFERE
EWHNRHBIEEEE), FREZEAE, It
—IBRUREREHH2BER A IEHHRE (
BEEBZENRSH), EREAERERN
BEETH, AEXP, HEORBEL—EEH.
TEBNATFBRAYNREBRETEEES
Juanita Hall, 7EZEBMERR, BRRERHE
Juanita Hall B93348, I8 Hall E B PHEL
FEEEERER,

Ming Wong & %EA

Bloody Marys—Song of the South Seas
MBZIERE - MBZH
2018

Mixed media installation, single channel video
Courtesy of the artist

FEREKE. BIERK

RERRIBMH

The work is part of the artist’s practice of using fragments from and
references to popular culture and cinema, often impersonating in

his works different characters from original films, irrespective of
gender or racial background. ‘Bali Ha'i’ is a show tune from the 1949
musical South Pacific, made into a 1958 movie by the same title

from which the artist extracted the footage. The name refers to a
mythical island, an exotic paradise, visible on the horizon but not
reachable, and was originally inspired by the sight of Ambae island
from neighbouring Espiritu Santo in Vanuatu, where author James
Michener was stationed in World War Il. The matriarch of Bali Ha’i,
Bloody Mary, sings her mysterious song ‘Bali Ha'i’ with a haunting
orchestral accompaniment, as an enticement to the American troops.
The scene, as well as the entire film, exemplifies the construction

of the exotic—often woven together with sexual desire—crucial
instruments in the process of Western colonialism. Bloody Mary, a
caricature of a non-specific Pacific Island character, was played in
the original film by the pioneering African-American actress Juanita
Hall, who appears in this work intermittently with Ming Wong'’s
impersonation of her, in a kaleidoscopic play of racial representation.
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Lantian Xie #EX

Peacock Tiles FL#h#
2015

Plastic, cardboard, and Mahjong tiles

Courtesy of the artist and Art Jameel Collection
EEN Nt

HEMNR & Art Jameel IR &

Taxidermy Peacock FL#IREA

2014

Taxidermy

Courtesy of the artist and Grey Noise, Dubai
[k

HEBENRRHFE Grey Noise B
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Born in the United Arab Emirates, 1988
Lives and works in Dubai, United Arab Emirates
1988F £ B E, TR 4008 TR B e A 5%

Collection of Mahjong tiles, each from a different set. Each set is
made up of 144 tiles, among which there is one Bamboo #1 tile, or
‘peacock tile’, often featuring a depiction of a peacock, or sometimes
a sparrow, crane, or other bird.

R a7 — R 5 FRAS AR B9 WL, BIR ARSI B 2k B RN RIS B4, BERS

B V44IRREE AR, HAPEITIT# 1058, WO TR %), B BB L&, ;T
BEHEMSE.

Meridian =REBREIE
2014

Lithographs

Courtesy of the artist and Grey Noise, Dubai
AIRENR]

HEMNRKI1FE Grey Noise BFIRHE

The work is based on 1950s lithographs by John Fabreau, themselves
derived from 1920s drawings by Daniel G. Elliot. The hallways of

Le Meridien Hotel in Al Garhoud, Dubai are filled with depictions

of thirty-six different pheasants, among which can be found this
same Golden Pheasant. Dubai’s rise as a shining metropolis at the
crossroads of the global neoliberal era’s trade routes continues the
ancient cycle of metropolitan cultural capital accumulation seen
throughout history.

fEf# Daniel G. Elliot 7E1920 X BFH94&E, LI John Fabreau #1950
ERVIENBRENR, 17 Al Garhoud I % R EBRGE IS 19 A B 4257 m th
RETRESNEE, £H6ETERE, HH— S ERUATRSIRE, 1
FEEALKACFTERTBRFERNIXE, BEREMHHNIER DTS
BEERNABHIUNELNBRER,
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The artist, a descendent from a prominent royal-turned-guerrilla
family leading the struggle for the rights of the Shan people

in Eastern Myanmar, is committed to exposing the hidden and
repressed histories of violence and oppression in his country. He
critiques dominant Bamar-centric artistic and historical narratives
by presenting a personal, counter-historiography, often in solidarity
with other oppressed or excluded communities in Myanmar. The
works in this exhibition include portraits of Rohingya as well as
mass graves of bodies, based on eyewitness accounts of Rohingya
refugees. The works resonate with the poem The Earth Is Closing on
Us, by Mahmoud Darwish:

The earth is closing on us
pushing us through the last passage
and we tear off our limbs to pass through.

The earth is squeezing us
| wish we were its wheat
so we could die and live again.

| wish the earth was our mother
So she'd be kind to us.

| wish we were pictures on the rocks
for our dreams to carry as mirrors.

We saw the faces of those
to be killed by the last of us
in the last defence of the soul.

We cried over their children’s feast.

We saw the faces of those
who'll throw our children
out of the windows of the last space.

Our star will hang up in mirrors.

Where should we go after the last frontiers?
Where should the birds fly after the last sky?
Where should the plants sleep after the last breath of air?

We will write our names with scarlet steam.

We will cut off the head of the song to be finished by our flesh.
We will die here, here in the last passage.

Here and here our blood will plant its olive tree.
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TEIEHE, T R I fE T

Born in Shan State, Myanmar, in 1971

Lives and works between Berlin, Germany;
Amsterdam, Netherlands; and Chiang Mai, Thailand
1971 EE N

RAFE TR ERRM. RIS RN RESE

Sawangwongse Yawnghwe

Rohingya Boat Portrait #&EEAA

2015

Oil on paper; courtesy the artist and Canada Council for the Arts
LS, HERNRENEAZNESGIRM

There were Light Bulbs So We could See Them
BYRANRERMAIUER
2012

Oil on paper; courtesy of the artist
M EhE; HERRRES

They were Buried in the Mud under the Bridge
fFIRIEERS TS BH
2012

Oil on paper; courtesy the artist
LTS RBERRIRMH

He was Also Shot in the Head

bt BEE PR S T
2012

Oil on paper; courtesy the artist
LS, HERRRESE

Untitled &
2015

Oil on silk; courtesy the artist; supported by
Canada Art Council
4 EihE; HERRRME, NMEABNERE X
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Trevor Yeung 158

Acanthus Medallion (Hong Kong)
RER (%)
2018

Plaster, pigment, metal, cotton, porcelain; courtesy of the artist
BB EE BB X, ABERRIEM

White Tower (Ceiling Medallion)

HiE (&)

2018

Plaster ceiling medallion, wood, cotton fabric,
silicone, epoxy, work table; courtesy of the artist
AEXREEM A RE ERIREEE. TFE
RBERRIE M

The works are part of the artist’s ongoing research on acanthus,
arelatively obscure plant in its living form that is nevertheless
the source of one of the most prominent motifs used in art

and architecture throughout different geographies and eras,
including the Greco-Roman, Classical Islamic, Greco-Buddhist,
and Mughal worlds, as well as in contemporary vernacular
decorations across the globe. The plant is not native to Asia, but
the ornamental usage of its leaf entered the continent in several
distinct waves. The European colonial era ceiling medallions
are still commonly employed - often combined and conflated
with other aesthetic references. Found in interior decorations
throughout Asia, these objects perpetuate a complicated
relationship with the continent’s colonial past. This work
references these hybrid medallions, and adds a white porcelain
cast of an actual acanthus leaf atop the decorative leaves that
already carry in their shapes the many historical and cultural
layers of interpreting this motif.

FRABENRXBREEMRAMANEREZR. SEANVRNE

MARBMIEARMBERHREFRARRATMEN BN RRZES, BFF
MRSt R SR EARET R FRGHER. R TE, URHERE
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Born in Guangdong, China, in 1988
Lives and works in Hong Kong
1988 F AN HPEER, REFTENEE

Born in Ulaanbaatar, Mongolia, in 1977

Lives and works between Ulaanbaatar, Mongolia

and New York, USA

1977FEERTHRBWMER, REEFTFERBEWERRERMAY

Antipode Suit #4
2017

Textile; courtesy of the artist and Richard Taittinger Gallery
B, HER R & Richard Taittinger & E 2
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Tuguldur Yondonjamts

Smuggled landscape #09, #10 and #13

EFAREF#09. #10M#13

2015

Charcoal on paper; courtesy of the artist
EERE
HENRIR M

Inspired by his training in Buddhist thangka painting, Yondonjamts’
drawings embody the Buddhist idea of maya—or modes of shifting
perspectives. The painstakingly drawn territory is created using a
technique of shading that forms illusions of snow-covered mountains
and deep valleys. On closer inspection, they reveal semblances of
many images at once, such as faces of monsters, animals or possible
mythological figures and, above all, immense, uninhabitable, and
seemingly dangerous frozen expanses. These abstractions illustrate
the Mongolian struggle after the end of communism in 1990,
retrieving repressed shamanistic practices and mythological history.
In addition, fossils and mummies found embedded in the Mongolian
permafrost have reignited links to the vast steppes of Eurasia and
older histories of migratory and temporary dominance over their
trade routes. More recently, the unlikely discovery by scientists of
the remains of an alligator in the frozen Altai Mountains bordering
Mongolia has greatly impacted the artist’s imagination.
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Yajnopaveeta E 4

The yajnopaveeta or janeu is a white thread worn exclusively by
the Brahmin caste in Hinduism, always from the left shoulder to
waist. It is a sacred object conferred through specific ceremonies
and it has become the recognisable marker of the upper cast in
traditional Hindu society. Caste remains a leading factor in the
stratification of society in India and caste-related violence has
increased in recent years.

MERIE, RER, TEARNERERPIERRHNOCME, BRNA
BENER. SESHEHBINFNGEY RS ERENERL T LEE
RHRH EEE, BARENERESHESEN T BMKIE, MaES
FIEAMNERNEEETE B AR,

Jamdani E8FE

Jamdani is one of the finest textiles of Bengal, produced in the
region of Dhaka for centuries, and was originally known as Dhakai

(a name for the fabric still commonly used in India). The historic
production of Jamdani was patronised by imperial warrants of the
Mughal emperors, under which the Persian term Jamdani came

into popular use, since it was the court language. Under British
colonialism, the Bengali Jamdani, and the similar, albeit finer,
muslin industries rapidly declined due to colonial import policies
that favoured industrially manufactured textiles from Britain. In
more recent years, there has been a revival of Jamdani production

in Bangladesh, using traditional techniques, and often, natural dyes,
like in the textile displayed in this exhibition. However, muslin, which
was one of the most coveted fabrics in Europe in the 19™ century
and thus widely depicted in the academic portraiture common

in that region at the time, was decimated by British economic

policy to the point of the biological extinction of the muslin cotton
subspecies. Jamdani is the closest version that remains of the
famed muslin. UNESCO has declared the traditional art of weaving
Jamdani to be an Intangible Cultural Heritage of Humanity.

ERERZMIESREENEYZ— EEREF, BEHEENESE,
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A beast, a god,and a line
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curator

lead production manager
graphic design
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After Para Site, the exhibition will be
on view at two partner institutions in 2018,
as follows:

TS1Yangon
9-24 June, 2018
Yangon, Myanmar

Museum of Modern Art
20 July - 7 October, 2018
Warsaw, Poland
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Cosmin Costinas
Fanny Chan

Jian Yang
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The content of this activity does not reflect the views of the
Government of the Hong Kong Special Administrative Region.

EHNALRRREBRFIITRERRNER,

Para Site would like to extend our deep gratitude to the artists and contributors of the
exhibition as well as to the following who provided crucial support and research to the

project:

Para Site 2N =MEELHMEREFMESRENRATME, U T EEXHERUKRHE:

Matching Grants F2#1 & Bf

Para Site Art Space is financially supported by the

Art Development Matching Grants Pilot Scheme of the

Government of the Hong Kong Special Administrative Region
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Exhibition supporter Logistics partner
@ G.L$

MEEARCXALEHES® International Logistics

RC Culture and Arts Foundation

Jam Acuzar

Sabrina Amrani

Diana Campbell Betancourt
Zoe Butt

Canadian Council for the Arts
Simon Castets

Li-Chen Cheng

Md. Rajiuddin Choudhury
Ruxmini Choudhury

Hans D. Christ

Sebastian Cichocki
Daniel David

Emily Dolan

Iris Dressler

Christy Shimray D’Souza
Gridthiya Gaweewong
Erin Gleeson

Inti Guerrero

Abhijan Gupta

Jal Hamad

Mike He

Stefanie Hessler

Sazzad Hossain

Manray Hsu

Nathalie Johnston

Media partner

My Art Guides®

Lee Kit

Eve Lemesle
Christina Li

Karl Logge

Tahsin Mahbubul
Shabbir Hussain Mustafa
Joanna Mytkowska
Karman Nanda
Ramesh Nithiyendran
Symba Nuruddin
Phileas Grant

Ivan Pun

Nadia Samdani
Rajeeb Samdani
Puneet Shah

Sharjah Art Foundation
Sumesh Sharma

Bisi Silva

Frankie Su

Patrick Sun

Alia Swastika

Subas Tamang

Teng Chao Ming

Rani Yan Yan

Szymon Zydek
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founding friends

Shane Akeroyd

Mimi Brown and Alp Ercil
Burger Collection, Hong Kong
Kevin and Reina Chau
Stephen Cheng

CMBB Cultural Organization
Mimi and Chris Gradel

Inna and Tucker Highfield
K11 Art Foundation

Alan Lau

Wendy Lee

Edouard and Lorraine Malingue
marc & chantal design

Heidi & James Paradise
Mina Park

Yana and Stephen Peel
Stefan Rihs

SUNPRIDE FOUNDATION
Honus Tandijono

Susanne and Gregor Theisen
Virginia Yee

friends

Nick and Cordula Adamus-Voegtle
Christine and James Boyle
Jonathan Cheung

Lawrence Chu

Andrew L. Cohen

Patricia Crockett, Spriith Magers
Jane DeBevoise

Faux

Amandine and Edouard Hervey
IEs Collection

William Lim, CL3

Lisson Gallery

Elaine W. Ng and Fabio Rossi

Joe Pang

Jay Parmanand and Diana d’Arenberg
Esther Schipper

Virginia and Daniel Weinberg
Bonnie & Darrin Woo

If you would like more information on Para Site’s patron programme, please contact:

87 ## Para Site BB A5t &I5% 15, SRR

Claire Shea # &
claire@para-site.art

Para Site is Hong Kong’s leading contemporary art centre and one of the oldest and most
active independent art institutions in Asia. It produces exhibitions, publications, discursive,
and educational projects aimed at forging a critical understanding of local and international

phenomena in art and society.
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deputy director
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Celia Ho Al @58
project coordinator / assistant curator
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project manager / assistant curator

Apoorva Rajagopal

development and communications coordinator
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