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สุดขอบฟ้าแห่งดินแดนมหัศจรรย์

+าHĦาaG[QACHTa?Me?G.HUjħbH+,QħĩĦa+X<,ŬůAaĦ[iQeĦŗAาAĦาAYj 
aĦ[iQĩĦĦาa,ŘาHŗLĦQYaLA?ś Î LUA dA+H\ħa?ĨS dAa<[QA+UAGาGACŏ ÎÍĭÒ  
OnVİHUBĩĦ CHTa?Me?G>[QaCŞACHTOB+าH;ś?YidİĦŗQGŗาħOXķAa3Xħ ?Ujħ+าH
?U+?าG?YiO\FาĨ HQGGXķĦĦา+ĦาG aOYGħ,QħFาNา +JXĶA,QħO>าA?Yi 
?าħMาOAา HOaĩh<HŘQA,QħQาİาH Q\;İF]ĦX +าH1Hา1H bJT1UħİLT3YLť=
CHT1nVLUA! ĩĦaCŞAb.ŗ3าL=ŗาħ3า=X?YiQGา+H]ŘQGา+aİhA.AİAZiħ ĩĦeĦŗ
=HTİAU+aJGLŗาAUiAaCŞAaĨŁGħ1\<aHťĶĦ=ŘA+าHa<XA?าħ,QħĩĦ1

=QA?YiĩĦaOAQdİŘ ðĄýąĈýĊĀ ÞąāĊĊýĈā .HUjħbH+AYjaCŞAAX?HHM+าH
+Jาħb1Řħ2 ĩĦ+he<ŘGXA3[iQ,Qħ1UħİLU<+HTBYi 4ZiħaCŞAQY+?Yi?YiĩĦeĦŗa.G 
eCaG[QA ĩĦaHťĶĦMZ+NาaHŨiQħ1UħİLU<+HTBYi?าħQXAa?QHśaAh=+UB,ŘQĦ]J?Yie<Ř
1า+aĨŃiQAHŗLĦħาA3าLe?G,QħĩĦ +HTBYi.[Q1UħİLU<?Yi=UjħQG]ŗ?าħ3าGDŜşħ
=TLUA=+dAFา.d=Ř,QħCHTa?Me?G?YiĦYbAL3าGDŜ şħGาLCHTĦา;  
ĭÒÍ +XcJaĦ=H 1า+QŗาLJZ+>Zħ.JQħ?ŗQĦBA3าGb<A1UħİLU<=HUħ 4Ziħ 
ĦYF]a,าİXAC]A1nVALAĦา+ OJUB+UBĨŃjA?Yi<QAaCŞAİGŗQĦg bJT?YiHาB 
3าGDŜşħBAbĩŗA<XAdİ©ŗ c<GĦY1\<O]ħO\<.[Qa,าĨAĦaB©1าQUAaCŞA 
=ŘA+nVaAX<JnV@าHbJTbĦŗAnjV?YiİJŗQaJYjGħF]ĦXFา.AYjĦาaAXĶAAาA 1UħİLU<+HTBYi 
ĦYCŒาDA,Aา<İĦ[iAaQa.QHś OŗLAdİ©ŗaCŞA=ŘAc+ħ+าħbJT3UGĨI+Nś bJT
ĦYbĦŗAnjV+HTBYieİJĩŗาAaCŞAHTGT?าħ Ñ +XcJaĦ=HĩŗาA=ULaĦ[Qħ +ŗQA1T 
eİJJħO]ŗ?TaJQUA<าĦUA?Yi=nVBJCา+AnjV ĦYa+าT+Lŗา ĭÑÍ a+าTdA?TaJ
QUA<าĦUA?YiCHT+QB<ŘLGĩาİXAO]ħ3UA+UB?TaJOาBAnjVa.hĦaCŞAbALc.Řħ  
+UBaAXAa,าİXAC]A?YiĦY>njVİXAħQ+İXAGŘQGĦา+ĦาG 4ZiħAU+cBHา;.<YĨB
HŗQħHQGQาHG@HHĦĦA\NGś?YiOาLGŘQA+JUBeCe<Ř>Zħ ÐÍÉÍÍÍ Cŏ?YibJŘL  
aHาQา1QŗาAaHŨiQħHาLbJT<]H]CFาĨ,Qħ?YiAYie<ŘĦา+ĦาG b=ŗ+HTBYi+h1TaCŞA 
b.ŗOXĶħ?YiQG]ŗdA=ULİAUħO[Q dAH]CFาĨ İHŨQaCŞA<XAb<AbCJ+dİĦŗaOĦQİJUħ
İAŘา1Q eĦŗĦYQTeHaCŞA #@HHĦ3า=X$ 

OQħa<[QA=ŗQĦา dAa<[QAĨIM1ı+าGA Cŏ ÎÍĭÒ ĩĦ+JUBeCGUħ
CHTa?Me?GbJTeCaG[QAO>าA?YidA1UħİLU<+HTBYiaCŞA.HUjħbH+ ĨŃjA?YiOYa,ūGL 
JnV@าH?YiOŗħaOYGħ<A=HŦ ?HาGOY,าLbJTAnjV?TaJQ\ ŗAg HTİLŗาħAXķLa?Řา 
,QħĩĦ +JXĶA,Qħ>njV.Řาħ.าL aOYGħ+HTİZiĦ,Qħa.HŨiQħGA=śaHŨQİาħGาL 
bJTaİA[QOXĶħQ[iAd< bOħb<<QUAbOALťaMN Åc<Ga2ĨาTOnVİHUB.A?YiĦา 
1า+QUħ+INÆ GQĦa1ĵ?bJh+aJh+AŘQG>[QLŗา.\ŘĦ.ŗาbJŘL+UB+าHe<Řa<XA?าħ 
ĦาaG[QA #b<AĦİUM1HHGś$

Q\=Oาİ+HHĦ?ŗQħa?YiGLdA1UħİLU<+HTBYiaĨŀĶħĨU:AาdA3ŗLħCJาG
?MLHHN ĭÕÔÍ bJTa=XBc=QGŗาħHL<aHũLİJUħĦY+าH+ŗQOHŘาħOAาĦBXA

AาAา3า=X,ŬůAdACŏ ĭÕÕÍ ĨŃjA?YiAYj+JาGaCŞAİAZiħdAO>าA?Yi?ŗQħa?YiGL 
?YiĦYĩ]ŘĦาaG[QAĦา+?YiO\<?UiLcJ+ c<GĦYbİJŗħ?ŗQħa?YiGLGQ<AXGĦ a3ŗA  
İา<AĨHU=Aś@าHา ÅQ\?GาAbİŗħ3า=Xİา<AĨHU=Aś@าHา Ê İĦ]ŗa+าTĨŁĨŁÆ bJT 
a+าTCQ<T <ŘLGLťOUG?UMAś,Qħ+HT?HLħLU:A@HHĦbJTOnVAU+ħาA 
MXJCLU:A@HHĦHŗLĦOĦUG ÅOMHËÆ dA+าH #ĨU:Aา1UħİLU<+HTBYi1า+ĨŃjA?Yi
Q\=Oาİ+HHĦa+N=HbJTbİJŗħ?ŗQħa?YiGLaCŞAM]AGś+Jาħ<ŘาAMXJCTbJT
LU:A@HHĦbİŗħFา.d=Ř,QħCHTa?Me?G$ MXJCŎAĦYcQ+าOĨU:AาĩJħาA
a2ĨาTĨŃjA?Yi=าĦO>าA?Yi@HHĦ3า=X=ŗาħg ?Ujħ3าGİา< Åa3ŗA QŗาLAาħÆ JnV@าH 
Å?ŗาCQĦ.JQħOQħAnjVÆ >njV Åa,า,AาBAnjVÆ ĩา ÅeHŗaJÆ AnjV=+bJTCŒาDA
ÅQ\?GาAbİŗħ3า=X@าHcB+,H;YÆ =JQ<1AİĦ]ŗBŘาA,Qħ3\Ħ3A?ŘQħ>XĶA
=ŗาħg Å3\Ħ3A.JQħCHTOħ.śÆ bJTĨŃjA?YiOา@าH;TdA=ULaĦ[Qħ1UħİLU<+HTBYi3 

AYiaCŞAAX?HHM+าH+Jาħb1Řħ Ð a<[QAdA1UħİLU<+HTBYi?YieĦŗĦY+nVbĨħ
İHŨQaĨ<าA 4Ziħ+HT=\ŘAdİŘMXJCŎAd3Ř+JG\?@ś?YiOHŘาħOHH.śbJTd3Ř.LาĦ.X<
HťaHťĶĦaĨŃiQ=QBOAQħ+UBO>าA?Yi@HHĦ3า=X ?UjħaħŨiQAe,<ŘาAOXĶħbL<JŘQĦ 
.LาĦ?Řา?าGa3Xħa?.AX. =ŗQHQħ+UBAcGBาGbJT+6,Qħa1ŘาİAŘา?Yi bJT
MZ+NาbJTHŗLĦħาA+UB3\Ħ3A?ŘQħ>XĶA #ĨŃjA?Yi$ ,QħAX?HHM+าH.HUjħAYj 
eĦŗd3ŗ+JŗQħOY,าLİHŨQ<nVbJTeĦŗd3ŗc.HħOHŘาħ?YiİG\<AXĶħ b=ŗQา1aCJYiGAeC 
dAb=ŗJTLUA ,ŬůAQG] ŗ+UB@HHĦ3า=X bJTħาAMXJCTBาħ3XķAQา1ĨU:Aา  
a=XBc= ?H\<c?HĦ İHŨQaOYGİาGeC=าĦĨU:Aา+าH O>าA?Yi?YiaJ[Q+Ħา 
d3Ř=UjħħาAMXJCTJŘLAħ<ħาĦ=าĦ@HHĦ3า=XaCŞA?\Aa<XĦ ?Ujħ3าGİา<OY,าL 
=ŘACาJśĦ CŒา bJTJnV@าH?YiHQħHUBĩ]ŘĦาaG[QAAUBİĦ[iAg .A?\+LUAdA3ŗLħ
I<]?ŗQħa?YiGL ÅĨIM1ı+าGA>ZħaĦNาGAÆ aHา1T.า<İLUħQTeHe<ŘĦา++LŗาAYj 
+าH=QBOAQħ=ŗQO>าA?Yi dAbħ ŗMXJCT1T+JาGaCŞAOŗLAİAZiħ,Qħ
?UMAYGFาĨQGŗาħJħ=ULİHŨQQGŗาħĦYAUGOnV.U©e<ŘQGŗาħeH AX?HHM+าHAYj 
OŗħaOHťĦ+าHOnVHL1?าħOาG=า +ŗQdİŘa+X<Lť@Ĳ.X<H]CbBBdİĦŗ bJTa3X©3LA
dİŘ?\+.AĦาHŗLĦ+าHa<XA?าħ +าHĩ1©FUG bJTaĨŃiQOT?ŘQA.LาĦOUĦĨUA@ś
HTİLŗาħMXJCT @HHĦ3า=X bJT3YLť=CHT1nVLUA

b<AĦİUM1HHGś

LU:A@HHĦ=ŗาħg ĦYĦ\ĦĦQħaHŨiQħ #b<AĦİUM1HHGś$ b=+=ŗาħ+UA 
QQ+eC dA=TLUA=+aHาH]Ř1U+aHŨiQħHาL+าHĩ1©FUG,QħQJX4QUAc<ŗħ<Uħ 
?YiJ]QXO b.HśHQJ CHTĨUA@ś,ŬůAdACŏ ĭÔÒÑ aĦ[iQa<h+İ©Xħ.AİAZiħ?YiĦY 
AาĦLŗาQJX4e<Ř=+JħeCdAcĨHħ+HT=ŗาG a,ŘาO] ŗcJ+bİŗħ1ıA=Aา+าH 

1ĩĦĦYcQ+าO?ำ�ħาA+UB+J\iĦ.AİA\iĦOาLdA?YĦFU;9าHU+NmbJTOำ�AU+ħาAMXJCLU:A@HHĦHiLĦOĦUG         +าHa<XA?าħ,QħĩĦ.ħaChAeCeĦie<jİา+CHาM1า+.LาĦ+HT=[QH[QHjA 
.LาĦ3iLGaİJ[Q bJT.ำ�bATAำ�,QħĨL+a,า
2dA8าAT+าHbO<ħMXJC+HHĦHŗLĦOĦUGAาAา3า=X Ħİ+HHĦaBYGAAาaJŗ.HUjħAYj >]+QQ+bBBĦาaĨŃiQ.U<OHHaĦ[QħbJTO>าA?Yi?Yib=+=ŗาħ+UAQQ+eCdACHTa?Me?G Oำ�İHUB+าH 

1U<ħาAb=ŗJT.HUjħ =ŗาħ1า++าH1U<bO<ħAX?HHM+าH=าĦĨŀĨŀ@FU;9śMXJCTQGŗาħ?Yia.GaCŞA c<G1T1U<bO<ħ+Jาħb1Řħ=าĦbİJŗħ@HHĦ3า=XbJTĨŃjA?YiOา@าH;T=ŗาħg dA1UħİLU<+HTBYi
3HTİLŗาħa<[QAĨIM1ı+าGA ÎÍĭÓ >Zħa<[QA+\ĦFาĨUA@ś ÎÍĭÔ ?YĦFU;9าHU+NśbJTOำ�AU+ħาAMXJCLU:A@HHĦHŗLĦOĦUG 1U<+าHa<XA?าħeCaG[QAO>าA?Yi?Yia+YiGL,ŘQħdA1UħİLU<+HTBYi 

c<GĦYMXJCŎAa,ŘาHŗLĦdA,UjAbH+?UjħİĦ< ÓÍ .A  ħาA?\+3XķAdAAX?HHM+าH.HUjħAYjaCŞAħาAdİĦŗ bJT?ำ�,ŬůAa2ĨาTO>าA?Yi1า++าHJħĨŃjA?YiLť1UG
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from a distorted image on a contemporary computer screen: 
the digital errors become an actual design, while the rapid 
information exchange is interrupted, frozen, as a boat with  
a surrealistic appearance anchored at the riverbank. On an island, 
Zhang Peili’s work [p. 60] also suggests an alternative to  
a natural and organic environment,where one can find (or 
easily miss) an abandoned structure of a typical Thai pavilion. 
The interior, however, appears unpredictably luxurious, like a 
boutique hotel, refurbished with glossy wallpaper and fash-
ionable LED-lights and ceiling lamp – all made in China – to 
form a ‘great, correct, elegant, spotless and tailored’ space. 
Or, on the beach, with his typical sense of humour, Aram 
Bartholl [p. 232] invites performers to carry out his set of large 
framed prints, advertising various ‘perfect beach’ images  
that would normally only appear on postcards or as  
desktop backgrounds of computers. The performances  
disturb those in their swimming suits getting suntanned and 
encourage them to take their holiday snapshots with  
options of having the backdrops of the natural scene or  
the HD images on the vinyl sheets; the innate and enduring, 
or the artificial but temporary. And finally, in Krabi’s  
dramatic open caves, visitors can be astonished by some 
mysterious unknown creatures transformed from the tales  
of trolls – Norwegian folkloristic beings. They rest; they  
stare, move and swim; and they communicate through the  
Pi, a traditional Thai reed instrument, in what is almost  
a pipe symphony, led by the vocals of the artist Tori  
Wrånes [p. 244]. Existing on the tourist site and yet  
beyond societal norms of human beings, these figures  
appear and disappear according to the needs of their own 
lives. One day a journey can be interrupted by their unsolicited 
appearance on a rock or in a cave; another day, we can  
become part of their musicals to leave the whole world  
behind. 

This wonderland starts at sunrise and ends at  
sunset. To Kamin Lertchaiprasert [p. 38], the sunset is ‘the  
transformational moment between day and night, or life and 
death’. In collaboration with Suriya Umpansiriratana,  
a prominent Thai architect, the work was constructed site- 
specifically at the famous sunset viewing spot alongside  
Ao Nang beach. The geometric installation appears to be 
minimalistic, making a contrast with the cliff and its natural 

surroundings; and yet, at the same time, it is covered by 
stainless steel sheets, almost invisible, and merged into  
nature, especially when its reflective wall mirrors and extends  
the horizon. Inside, the installation is simply like a man-made 
cave, or a tunnel, to project our vision right to the point  
of sunset in the far distance. This architectural structure is 
considered by the artist as a ‘third space’ – an illusive space 
between the real and the unreal – when it connects the sea 
visually through the exterior and the interior, which contains  
an infinity pool. An elderly Thai lady (a super-realistic  
sculpture) is standing (or floating) close to the margin  
of the pool, facing the audience, waiting… Her name is  
Yai Sa and the artist has the story. Perhaps she herself is  
a representation of dusk, before the darkness fully arrives;  
or she is longing for the next daylight to emerge. She is staged 
at the connecting point between the sky, the sea and the land, 
witnessing the days and nights. She is patient, with her faith 
of love. As Lertchaiprasert discusses, ‘The sun is staying still 
and only the world is spinning around it.’ However, tourists 
come from all over the globe as usual to visit this spot, where 
the sun comes and goes at the very edge of the land, turning 
the world on and off. The temporality of its appearance,  
the transience of the twilight moment and the sentiment  
of farewell beg a question: will we have a sunrise tomorrow? 

The Edge

In this curatorial project, the wonderland is revisited 
from its very edge. The term ‘edge’ included in the title was 
proposed initially through three signifiers. First, it is simply 
geographically indicative. Similar to other provinces of  
Thailand on the west coast, Krabi and the venues of the  
Thailand Biennale, in particular, are situated on the coast  
and can be seen as part of the edge of either the mainland  
or the Andaman Sea. It is the start and, at the same time,  
the end of a territory, both of which it belongs to and  
departs from. Second, as mentioned earlier, the idea of  
the ‘edge’ has its own historical and cultural significance  
in the region; in relation to the legend of two swords,  
particularly (the term ‘sword’ in Thai is krabi). The swords 
are above all natural entities. They are sacred, and yet  
their origin and ownership remain identified so that  
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the tales ensue with a variety of versions of interpretations. 
Third, conceptually, in the context of wonderland, edge is 
precisely the border line between in and out. It is a pivotal 
point; precisely, like the rabbit hole in Alice’s adventures, 
between reality and fiction, the existent and the imagined,  
the material and the spiritual, the experienced and the  
unworldly, and ultimately, the known and the unknown.  
It represents the origination of a wonderland, leading one’s 
curiosity, and indeed, inspiring one to explore, venture  
and imagine.

Responding to the topic, the edge can be visual,  
representational, symbolic or imaginary. For example,  
as introduced earlier, Blume set his bamboo installation  
to mark the end of the floating bridge, whilst the birdcalls 
symbolise the starting point of the infinite. To Kensaku,  
the boat ‘is a small piece of floating land on a vast,  
open water, a life-saver’, and indeed, since Noah’s Ark in  
the Genesis narrative, it defines the edge between life and  
death. In the 21st century, with all kinds of environmental 
issues, diseases and wars caused by our greed and pride,  
Yang’s radical installation of those bottom-up trees is  
monumentalised, to signal something ominous, perhaps  
a catastrophic future of humankind. We are on the edge. 

Gold is significant in many oriental countries in religious, 
cultural and political contexts, and it is deeply rooted in  
historic rituals and the everyday life of Thai society. Thailand’s 
former name Siam means gold in Sanskrit, and the Buddha is 
described as having a ‘skin of gold’. The ambitious installation 
by Vong Phaophanit and Claire Oboussier [p. 236] is  
site-specifically set on a rock island located in front of the  
popular tourist site Phra Nang Cave Beach in Krabi. The artists 
worked with local craftsmen to gild the bottom part of  
the island following the tradition of such a transcultural 
craftsmanship as a ‘border’ marked on the rock above the 
green seawater. Even from miles away, the golden mark on 
the island that is lit by the sun can be clearly identified. In  
the artists’ own words, it creates ‘a golden threshold between 
land and sea, in a natural margin that is ultimately always  
in transition towards disappearance… It reconnects the  
sacred with the earthly, the immaterial with the material…’ 

In this Biennale, Zhao Zhao [p. 298] uses gold, too, to 
graft the quality of luxury, the desired power, and  

its cultural legacy, onto one of the most common daily  
consumables – inexpensive, touristic but representative –  
a pineapple. The artist cast a life-size bronze sculpture of  
the fruit, and employed a traditional gilding technique (liujin), 
which is now fading out from tradition and is only preserved 
in the production of Tibetan Buddhist statues. This particular  
technique made the gold penetrate the surface of the  
bronze, and enabled the artist to maximise the visual density 
as well as the value of the piece. In his highly original  
plan, Zhao proposed a breathtaking project including  
a performance and installation – a tightrope walk conducted 
by a professional at the opening event to install this  
gold pineapple between the two large rock mountains  
of the Happy Island, being suspended in the air. It wafts,  
sparkles, charms and flirts there, attracting further visitors, 
as the highlight of the site. A disposable object from our 
secular world has been turned into something invaluable  
or even spiritual, like any luxury product in contemporary 
society, extended to a new cult for people to worship.  
Although the materials, the traditional techniques of the 
gilding and the gold’s religious cultural context attempt  
to offer a ‘permanent’ coat to satisfy the imagination of  
eternity, the temporality remains, and is reinforced in  
a dramatic development. This installation is equipped with  
a timed mechanism to cut the rope at a precise time on  
a certain day of the Biennale and to drop the pineapple  
into the Andaman Sea. The rope is the very edge here,  
decisive between the appearance and disappearance,  
and between the provisional and the eternal. If you see  
the gold pineapple, do not let it go.

A K Dolven [p. 178] senses and reflects the notion  
of ‘edge’ in a different way; and to her, it is sophisticated,  
as a point of departure and/or of destination, or indeed,  
as the ‘island’. In 2017, for the first time, the artist travelled 
all the way from her snowy island home above the Arctic  
in Lofoten to the islands in southern Thailand. On her flight  
from Oslo, she met a Thai woman who had lived in Norway 
for many years and was now returning to the country,  
also for a short visit. They talked and exchanged stories during  
the journey: one was leaving, and the other returning.  
We travel – from one place to another, from the local to  
the global, and from the familiar to the unexplored. We  
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(left page) The artist also collaborated with students from nearby Baan Khlong Muang school through a workshop. 
The artist invites them to imagine a creature from the sea that helps humans in fighting climate change. 
(right page) The children made flute devices and made thier own sound of the creature.

ÅİAŘา4ŘาGÆ MXJCŎA?ำ�ħาAHŗLĦ+UBAU+aHŦGA1า+cHħaHŦGABŘาA.JQħĦŗLħ?YiQG]ŗeĦŗe+J ĩŗาAaLťHś.3hQC?Yi3LAa<h+g Ħา1ıA=Aา+าH>ZħOXĶħĦY3YLť=1า+?TaJ?Yi 
3ŗLGĦA\NGś=ŗQO]Ř+UB+าHaCJYiGAbCJħ,QħOFาĨF]ĦXQา+าM
ÅİAŘา,LาÆ dA+าH=ŗQO]Ř+UB+าHaCJYiGAbCJħ,QħOFาĨF]ĦXQา+าM a<h+g e<ŘİU<?ำ�,J\ŗG?YiOHŘาħaOYGħ %OU=LśCHTİJา<& aCŞA,Qħ=ULaQħ
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âċċĐþýĈĈ âąāĈĀ ĂċĎ ÞđĂĂýĈċ, 2018
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Oliver LARIC Berlin

Betweenness

Oliver Laric shows his video on an LED screen located 
at one of the busiest traffic junctions in the heart of  
Krabi City. The artist uses simple black lines on white 
background to create several animation clips that depict 
transformations of animal shapes, objects, and people.  
Every scene continually happens without closure or  
resolve. The inspiration and reference Laic uses comes  
from the images found in the extensive parts of history.  
All of the cartoon characters Laric put in the video can  
be seen as the archaeological evidence that keeps changing 
and adapting to fit in any kind of circumstances. ÞāĐēāāĊĊāďď 
does not focus on what the creatures have become, but 
rather explores the moment during every transforming 
process. 

Approximately six out of ten video clips of ÞāĐēāāĊĊāďď 
are shown per hour on the LED screen, with other local 
advertising clips played in between. Since each video clip  
is only 15 -second long, not everyone who passes the area 
can see the complete artwork. For the audience who 
intentionally come to see Laric’s work, they may have to 
wait until the animation suddenly appears on the screen 
without any notice. The process of showing the artwork 
continues 18 hours per day, from 6 am until midnight. Laric’s 
video appears in black and white, and communicates  
content with the purpose and pace that are very different 
from any other colourful commercial videos that play on  
the same screen. For locals who usually work around or 
often come to the junction, they may become more familiar 
with the artwork. However, for occasional visitors and 
pedestrians, the video elicits strange and doubtful feelings. 
Looking at the small lines and dots moving, bending, and 
twisting, to create new outline of the new character, one 
realises that, no matter how enormous and complicated 
things exist, all only start from a small element. Big things 
have small beginnings.  VM

ëĈąĒāĎ èýĎąÿ 1U<bO<ħĩJħาALť<YcQBA1Q èáà =UjħQG]ŗ?YiOYibG+
ĦA\NGścBHา; 4ZiħaCŞABHťaL;?Yi+าHOU©1HbQQU<bJTL\ŗGLาG?YiO\<bİŗħİAZiħ
dAd1+JาħaĦ[Qħ+HTBYi MXJCŎAd3ŘaOŘAOY<nV?YiaHŦGBħŗาGBAĨŃjAİJUħOY,าL 
aCŞAa.HŨiQħĦ[QdA+าHOHŘาħOHH.śLť<YcQbQAXaĦ3UiAaCŞAH]C?Hħ=ULJT.H 
=ŗาħg a3ŗA OU=Lś OXĶħ,Qħ bJTĦA\NGś Lť<YcQbO<ħ+าHbCHaCJYiGAH]C?Hħ 
1า+=ULJT.HİAZiħeCO]ŗQY+=ULJT.HİAZiħQGŗาħeĦŗOXķAO\< eĦŗĦY1\<aHťĶĦ=ŘA  
eĦŗĦY1\<1B bHħBUA<าJd1,QħMXJCŎAĦา1า+FาĨ?YiMXJCŎAĨBaİhAdA
CHTLU=XMาO=HśQUAGาLAาA,Qħ@HHĦ3า=XbJTOXĶħĦY3YLť= =ULJT.H 
JาGaOŘA+าHś=]A?Yi èýĎąÿ OQ<b?H+eLŘdALť<YcQaCHŦGBaOĦ[QAFาĨ1nVJQħ
İJU+8าA?าħcBHา;.<Y?YiaCJYiGAbCJħQG]ŗ=JQ<aLJาaĨŃiQ=QBOAQħ 
=ŗQO>าA+าH;śQUAb=+=ŗาħ+UA ĩJħาA ÞāĐēāāĊĊāďď eĦŗe<ŘĦ\ŗħaAŘA 
eC?YiĩJJUĨ@ś+าHaCJYiGAbCJħ,Qħ=ULJT.H İา+b=ŗaCŞA+าHMZ+Nา 
3ŗLħaLJาbİŗħ+าHbCHOFาĨ bJT+HTBLA+าHĨU:Aา1า+OXĶħİAZiħeCO]ŗ 
QY+OXĶħİAZiħ

Lť<YcQ1nVALAİ+1า+OXB.JXC,QħĩJħาA ÞāĐēāāĊĊāďď 1T>]+ 
2าGBA1Q èáà dAb=ŗJT3UiLcĦħ c<G>]+.UiA<ŘLGLť<YcQc0N;า?UiLeC 
,Qħ?ŘQħ>XĶA aA[iQħ1า+Lť<YcQ,Qħ èýĎąÿ b=ŗJT.JXCOUjAaĨŁGħb.ŗ 15 LťAา?Y 
1ĳħeĦŗd3ŗ?\+.A?Yia<XAĩŗาABHťaL;<Uħ+JŗาL1Te<ŘaİhAĩJħาA,QħMXJCŎA 
OnVİHUBĩ]Ř3Ħ?Yi=ŘQħ+าHĦา<]ĩJħาA,Qħ èýĎąÿ c<Ga2ĨาT Qา11T=ŘQħ 
d3ŘaLJาHQ.QG 1A+HT?UiħĩJħาACHา+7,ŬůAĦาBA1Qc<GeĦŗĦY+าHb1Řħ
a=[QAd<g +HTBLA+าHbO<ħĩJħาALť<YcQ1T<nVaAXALAeCaHŨiQGg aCŞA 
HTGTaLJา 18 3UiLcĦħ=ŗQLUA aHťĶĦ=Ujħb=ŗİ+cĦħa3ŘาbJTeCOXķAO\<aLJา 
a?YiGħ.[A ĩJħาALť<YcQ,Qħ èýĎąÿ CHา+7dAJU+N;T,QħFาĨ,าLÊ<nV 
O[iQOาHaA[jQİาOาHT<ŘLGLU=>\CHTOħ.śbJT1UħİLT+าH<nVaAXAaHŨiQħ?Yib=+=ŗาħ
QGŗาħ3U<a1A1า+Lť<YcQc0N;าQ[iA4Ziħ>]+2าGBA1Qa<YGL+UA OnVİHUB 
.A?ŘQħ>XĶA?Yi?nVħาAdABHťaL;HQBg İHŨQa<XA?าħĦา?YiOYibG+<Uħ+JŗาLQG]ŗ
aCŞACHT1nV Qา11TH]ŘOZ+.\ŘA3XA+UBFาĨJU+N;ś,QħĩJħาA b=ŗOnVİHUB 
AU+?ŗQħa?YiGLbJT.Aa<XA>AA?UiLeC ÞāĐēāāĊĊāďď OHŘาħ.LาĦH]ŘOZ+ 
bCJ+CHTİJา<bJTAŗาOħOUGaCŞAQGŗาħGXĶħ aĦ[iQĦQħ<]aOŘAbJT1\<OY<nV 
aJh+g ?Yia.J[iQAeİL BX<aBYjGL İĦ\AaCŞAa+JYGL 1A+HT?Uiħ+JาGaCŞA
a.Řาc.HħH]C?Hħ,Qħ=ULJT.H=ŗาħg ?nVdİŘ=HTİAU+e<ŘLŗา eĦŗLŗาOXĶħĦY3YLť= 
dA@HHĦ3า=X1TĦY,Aา<dİ©ŗ bJTc.HħOHŘาħ4UB4ŘQAaĨŁGħd< ?\+OXĶħ 
GŗQĦa+X<,ŬůA1า+3XķAOŗLAaJh+g aCŞAĨŃjA8าA ?\+OXĶħ?YiGXĶħdİ©ŗGŗQĦĦY1\< 
aHťĶĦ=ŘA1า+OXĶħaJh+g <ŘLG+UA?UjħOXķA  
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ÞāĐēāāĊĊāďď, 2018 
4K video, ten 15-second clips
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Neo Centipedian Animal Non-Discovery, 2018
Metal, wire, string, and fibreglass
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WANG Yuyang

Often challenging and exploring the impact of  
technologies on daily life, Wang Yuyang is confronted by  
the difficulties of the first Thailand Biennale 2018. As  
a four months exhibition completely outdoors, that stretches 
from inland to the multiple islands, the artist had to adapt 
to the lack of electricity or any indoor spaces and rethink 
his artistic approach. During his stay in Krabi, he observed  
the strength of the wind and the constant presence of  
the sun. Identifying the wide availability of these two natural 
resources was the departure point for Wang to develop his  
final proposal and display his work, Gone with Wind. The site- 
specific installation includes modern technology and explores 
future possibilities for exhibiting outdoors by exploiting  
alternative and renewable sources of energy. As the night 
arrives, one hundred white balloons float in the air and  
appear as a blaze of coloured lights. Inside each white  
balloon, there is a singular small LED light that provides 
the illumination. This is not the only exceptionality of these 
balloons. In fact, the installation includes two systems  
that determine the colour and luminosity of the balloons. 
One is a solar panel system which stores energy throughout 
the day thanks to the hot full sun. This is responsible for 
the luminosity of the balloons: the more sunlight it  
accumulates, the brighter the balloon. The other system  
exploits the persistent wind and its movement of the  
balloon blown by the wind. According to the intensity of  
the wind, it decides the colour of each balloon. As a result,  
the LED lights assume a range of different colours, from red, 
yellow, to light blue and green according to the wind power 
and the intensity of the balloons’ movement. Suspended in  
the air and yet anchored to the ground, the inflated items 
playfully follow the wind and seem about to fly away. 
This colourful installation that can be admired at night 
is graceful, yet spectacular and jocose. The lighter 
nuances of the balloons and their feeble luminosity, 
or their bright and energetic appearance illuminate  
the darkness and reach a broad public. Children are left 
with their jaws dropping by the surprise of the transitioning  
colours, while couples might enjoy the romantic scenery 
faintly illuminated by the one hundred balloons blown  

óýĊă õđĕýĊă AXGĦ?Řา?าGbJTOnVHL1ĩJ+HT?B,Qħa?.cAcJGY
=ŗQ3YLť=CHT1nVLUA bJTdAħาA3XķAAYj  õđĕýĊă +h= ŘQħĨB+UB.LาĦ 
Gา+JnVBา+,QħħาA ðĄýąĈýĊĀ ÞąāĊĊýĈā ÎÍĭÔ .HUjħbH+ aA[iQħ1า+ 
ĨŃjA?Yi1U<AX?HHM+าHGาL Ð a<[QAAYjaCŞAĨŃjA?Yi+Jาħb1Řħ?UjħİĦ< c<G
.HQB.J\ĦĨŃjA?Yi=Ujħb=ŗ=ULaĦ[Qħ3UjAdAeC1A>Zħa+าT=ŗาħg MXJCŎA1nVaCŞA
=ŘQħCHUB=ULdİŘa,Řา+UB+าHeĦŗĦYeEEœาd3ŘİHŨQĨŃjA?YidAHŗĦ bJT.X<bAL?าħ
MXJCTdİĦŗ HTİLŗาħĨnVAU+QG]ŗdA1UħİLU<+HTBYi a,าOUħa+=.LาĦbHħ,Qħ 
JĦbJT<LħQา?X=Gś?YiOŗQħbOħOĦniVaOĦQ bJT?HUĨGา+H@HHĦ3า=XOQħ
QGŗาħ?YiĨHŘQĦd3ŘħาA=JQ<aLJาAYj+h.[Q1\<aHťĶĦ=ŘAdA+าHĨU:AาbAL?าħ
,UjAO\<?ŘาGbJT+าH1U<bO<ħĩJħาA,Qħa,า Gone with Wind ħาA1U<Lาħ 
a2ĨาTĨŃjA?YiAYjCHT+QB<ŘLGa?.cAcJGYOĦUGdİĦŗ bJTaCŞA+าHOnVHL1.LาĦ
aCŞAeCe<ŘdAQAา.=,Qħ+าH1U<bO<ħ+Jาħb1Řħc<Gd3ŘbİJŗħĨJUħħาA?าħ
aJ[Q+?YiAnV+JUBĦาd3Ř4njVe<Ř aĦ[iQGาĦ.niV.[AĦา>Zħ J]+cCŒħOY,าL ĭÍÍ J]+1T
JQG,ŬůAeCBAQา+าM bJ<]aİĦ[QACHT+าGbOħİJา+OY FาGdAJ]+cCŒħ 
OY,าLb=ŗJTJ]+ĦYİJQ<eE èáà <LħİAZiħaCŞA=ULdİŘbOħOLŗาħ b=ŗJ]+cCŒħ
aİJŗาAYjeĦŗe<ŘĦY.LาĦĨŀaMNb.ŗAUjA ħาA1U<LาħAYjĦY+Je+OQħHTBB?YiaCŞA 
=UL+nVİA<OYbJT.LาĦOLŗาħ,QħJ]+cCŒħ QGŗาħbH+.[QHTBBbĩħĨJUħħาA
bOħQา?X=Gś?Yi+U+a+hBĨJUħħาA1า+bOħb<<bJT.LาĦHŘQAĦา=JQ<LUA  
4ZiħĦYĩJ=ŗQ.LาĦOLŗาħ,QħJ]+cCŒħ GXĶħOTOĦb<<e<ŘĦา+ J]+cCŒħ+hGXĶħOLŗาħ
QY+HTBBaCŞA+าHd3ŘJĦ?YiĨU<QG]ŗ=JQ<aLJาbJT=HL11UB.LาĦa.J[iQAeİL
,QħJ]+cCŒħ?Yi>]+JĦĨU< 4Ziħ.LาĦbHħ,QħJĦbJT+าHa.J[iQA?YiO[BaA[iQħ
,QħQħ.śCHT+QB?Yid3ŘOHŘาħĩJħาA3XķAAYj1TaCŞA=UL+nVİA<OY,QħJ]+cCŒħ 
b=ŗJTJ]+ ?nVdİŘİJQ< èáà bO<ħOY?YiİJา+İJาG1า+OYb<ħbJTaİJ[Qħ 
eC1A>ZħOYEœาQŗQAbJTa,ūGL=าĦbHħJĦbJT.LาĦbHħ,Qħ.LาĦa.J[iQAeİL
,QħJ]+cCŒħ J]+cCŒħJQGQG]ŗaİA[QĨŃjAb=ŗ+h>]+GZ<eLŘ+UBĨŃjA1T,GUBeC 
=าĦJĦQGŗาħOA\+OAาAbJT<]aİĦ[QA1TJQGQQ+eC ħาA1U<LาħİJา+OY?Yi
OาĦาH><]e<Ř=QA+Jาħ.[AAYjĦY.LาĦOħŗาħาĦ b=ŗ+hL]BLาBbJTĦYQาHĦ;ś,UA  
.LาĦaBา,QħJ]+cCŒħ+UB.LาĦOLŗาħaHŨQħg İHŨQH]CJU+N;śO<dObJTaCŏşGĦ
ĨJUħħาAAYjOŗQħOLŗาħdA.LาĦĦ[<bJTa,Řา>Zħ.Ae<Ř+LŘาħ a<h+g 1T=+=TJZħ
eC+UB.LาĦAŗาCHTİJา<d1,QħOY?Yi aCJYiGAeC dA,;T?Yi.] ŗHU+Qา1
aĨJX<aĨJXA+UB?XL?UMAścHbĦA=X+?YiĦYbOħaHŨQħ1าħg 1า+J]+cCŒħAUBHŘQG
J]+?Yi,GUBeC=าĦOาGJĦQŗQAg dAaLJาa<YGL+UA ĨL+ĦUA+hQา1aCŞA
=ULb?A,Qħ?ŗาaHŨQ+JาħĨาG\4ZiħaCŞA<UiħcQ+าO,Qħ+าHQG]ŗHQ<a3ŗAa<YGL
+UBCHTFา.าH ħาA1U<Lาħ?YiCHT?UB=ULaQħeLŘdA1ı=OnVAZ+bJT.LาĦH]ŘOZ+,Qħ
aHา.[QLť@Ĳ+าH=Ujħ.nV>าĦaHŨiQħ.LาĦeĦŗ1ĲHUħ,Qħ3YLť=bJT,QħcJ+bBBĦY
QาHĦ;ś,UAJ]+cCŒħ?YiĦYAnjVİAU+aBาOUiAeİLeC=าĦCŜ11UGFาGAQ+e<ŘħŗาG  
a3ŗAa<YGL+UB=ULaHา GXĶħeC+LŗาAUjA .LาĦQŗQAeİL,QħJ]+cCŒħGUħOT?ŘQA
CŜ©İาaHŨiQħOXĶħbL<JŘQĦbJT.LาĦGUiħG[AdAcJ+,QħaHาQY+<ŘLG +าHd3Ř
?HUĨGา+H@HHĦ3า=XdA+าHĩJX=ĨJUħħาA?nVdİŘħาA1U<LาħAYjOHŘาħ.LาĦ
=HTİAU+H]Ř=ŗQHTBBAXaLMbJT.LาĦ1nVaCŞAaHŗħ<ŗLAdA+าHJħĦ[QC7XBU=X

Beijing

Gone with Wind
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Gone with Wind, 2018
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To be or not to be, 2018
(Photographed  on 4th December 2018)

Despite the fact that the tree branches and trunk were planted back into the soil, 
and the bare roots were left exposed, the trees started to grow again after a few weeks. 

bĦŘLŗาc.A=ŘAbJT+XĶħ+ŘาA1T>]+DŜħaQาeLŘd=Ř<XA OŗLAHา++h>]+CJŗQG?XķħaQาeLŘŘdAQา+าM  
b=ŗ=ŘAeĦŘaİJŗาAYj +h+JUBĦาa=XBc=QY+.HUjħdAaLJาeĦŗ+YiOUC<าİś
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Thus, the boat with its unexpected shape and motifs challenge  
expectations and stimulate imagination. It encourages  
an understanding of Thailand through individual experiences:  
there is no right or wrong, but only a variety of individual  
and complementary narratives. In addition to this, this  
site-specific installation attests to the participation of  
local communities and traditional craftsmanship, tackling 
the relevance of merging the old with the new by presenting  
a very unusual boat. What could at first glance appear like 
an optical illusion, instills doubts about one’s intelligibility  
and suggests that the viewer rethink the edge between reality 
and fictionality.  FM

Voyage in time, 2018
Wood and steel, 2830 x180 x 365 cm 

(approximate size)
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the artist’s practice, ‘to take simple actions that highlight 
what is already on site’. During the four months of the 
exhibition period, the space will keep developing, partly by 
the skateboarder themselves, as a permanent space for 
skateboarding in Krabi. In this work, the artist is not only a 
creator of art but also acts as catalyst, a medium between 
community and authority, who have the same vision but 
lacking the communicating channel to reach a mutual 
understanding.  PV

Krabi on Wheels (study), 2018 
Digital collage

Courtesy of the artist and Embajada

ïĐđĀĕ ċĂ ÞċēĈ ċĊ ïąĐā, 2018 
Digital collage

Courtesy of the artist and Embajada

Thanks to Mary Jane Jacob, Natalia Martinez, Manuela Paz & Christopher Rivera (Embajada Gallery), Bigboom Luiz Khamfoy 
and all Krabi skateboartists

,Q,QB.\; éýĎĕ æýĊā æýÿċþÉ êýĐýĈąý éýĎĐąĊāĖÉ éýĊđāĈý ìýĖ Ã ßĄĎąďĐċČĄāĎ îąĒāĎý 1า+ áĉþýĆýĀý ãýĈĈāĎĕÉ BXĸ+B]Ħ J]QX4 .ำ�DQG 
bJTĨŁiAŘQħaO+h=BQHś<QาHś?XO3าL+HTBYi?\+?ŗาA
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ðĄā éđďāđĉ ċĂ ëĐĄāĎ ðĄąĊăď, 2018

Thanks to Chuan Phukaoluan, Siwaporn Boonruang, and Firdaw Arwae 
,Q,QB.\; 3LA F]a+ŘาJŘLA  OXLĨH B\©aHŨQħ bJT EņH<าL QาbL
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Rania HO Beijing / San Francisco

A Formation

Along Noppharat Thara Pier, where tourists board  
and disembark boats to travel the beautiful, nearby islands 
of Krabi, there are ten men’s business suits, created  
as windsocks, showing the direction and the strength of  
the wind; a new landmark for the pier as seen from afar. 
The Western business suit is a standard form of modern-day 
dress found everywhere on the planet. Throughout its 400-
ĕāýĎ ĄąďĐċĎĕÉ ĉāĊÄď ďđąĐď ĄýĒā āĒċĈĒāĀ Đċ ďąăĊąĂĕ ÿċĊĂċĎĉąĐĕÉ 
capitalism, status and power, and carrying with them 
complex codes of social compliance and hierarchy. 

A Formation addresses globalisation, geo-political 
history and gender dynamics with bemused irreverence.  
ðĄā þđďąĊāďď ďđąĐď ýĎā ĭÕÒÍď ďĐĕĈā ĉāĊÄď ďđąĐď ĉýĀā ċĂ  
rip-stop nylon. As the wind blows, the suits fluctuate in 
status from a limp sag to inflated aggrandisement and  
every variant in between. The multiple aligned windsock 
masts are a headless, footless horde that periodically  
puffs and swells, blown to and fro in harmony, impelled  
þĕ ĊýĐđĎāÄď ēĄąĉďË 

ðĄā ďđąĐď$ ĎāČĎāďāĊĐýĐąċĊď ýĎā ąĊďČąĎāĀ þĕ îýĊąý äċÄď 
personal history. Nearly 60 years ago her uncle was  
tricked into travelling from Hong Kong to Germany to study 
medicine, but temporarily ended up in the tailoring business. 
äąď Ćċþ ÿċĊďąďĐāĀ ċĂ ďāĊĀąĊă ÿđďĐċĉāĎÄď ĉāýďđĎāĉāĊĐď 
(mostly American military based in Germany) to Hong Kong 
tailors and coordinating the return shipments of the  
outfits. This story is a multi-layered oral history that  
sees geopolitics, social dynamics and global economics 
intertwined with a personal story of migration, resilience 
and survival. With its location, A Formation conveys  
its meaning genially as visitors walk pass to see this  
seemingly alienated installation from far and up high.  
Nature, the wind, can occasionally be forecasted but is 
usually unpredictable. For this work, wind is one of the  
main instruments that give the work its shape, depicting  
the power of nature as a contrast to the will of humans.  HJ

=JQ<bAL?ŗาaHŨQAĨHU=Aś@าHา?Yi4ZiħAU+?ŗQħa?YiGL,ŬůAaHŨQeCGUħ 
İĦ]ŗa+าTbOAOLGdA1UħİLU<+HTBYi MXJCŎAOHŘาħ3\<O]?OXB3\<dİŘĦYJU+N;T
aCŞA>\ħJĦ?YibO<ħ?XM?าħbJT+nVJUħJĦ aCŞA1\<OUħa+=dİĦŗOnVİHUB?ŗาaHŨQ?Yi
ĦQħaİhAe<Řb=ŗe+J 3\<O]?bBB=TLUA=+.[QaO[jQĩŘาOĦUGdİĦŗbBBĦา=H8าA
?YiĨBe<Ř?\+bİŗħBAcJ+ =JQ<CHTLU=XMาO=Hś ÐÍÍ Cŏ O]?,Qħĩ]Ř3าGe<Ř
ĨU:Aา,ŬůAĦาaCŞAa.HŨiQħBŗħ3Yj+าH=QBHUB+UB.ŗาAXGĦ?าħOUħ.Ħ ?\AAXGĦ 
O>าAT bJTQnVAา1 c<GbDħ+6a+;9śQUA4UB4ŘQA,Qħ+าHGQĦ=าĦ,AB
,QħOUħ.ĦbJT3A3UjA 

A Formation AnVaOAQCHTa<hAaHŨiQħcJ+าFXLU=Aś CHTLU=XMาO=Hś
F]ĦXMาO=Hś +าHaĦ[Qħ bJTĨJLU=aHŨiQħaĨM<ŘLG?ŗา?Y?YieHŘ4Ziħ.LาĦa.าHĨ  
3\<O]??nVħาAAYjaCŞAO]?Oe=Jś?MLHHN?Yi ÒÍ ?nV1า+eAJQA?Yi?A=ŗQ+าH 
2Y+,า< aĦ[iQJĦĨU< O]?1T,GาGdİ©ŗ,ŬůA1า+OŗLA,า1AĦY,Aา<dİ©ŗc=
b=+=ŗาħ+UAQQ+eC aCŞAHŗาħeHŘMYHNTbJTeHŘa?Řา?YiĨQħG\BaCŞAHTGT 
OQ<CHTOาA+UA=าĦQnVaFQd1,Qħ@HHĦ3า=X BAaOาİJาG=ŘA?YiaHŦGħ 
+UAQG]ŗ

+าHAnVaOAQ3\<O]?AYje<ŘbHħBUA<าJd11า+CHTOB+าH;śOŗLA=UL,Qħ 
îýĊąý äċ aĦ[iQa+[QB ÒÍ Cŏ+ŗQA J\ħ,Qħ äċ >]+İJQ+dİŘa<XA?าħ 
1า+RŗQħ+ħeCaGQHĦAYaĨŃiQMZ+NาLť3าbĨ?Gś b=ŗO\<?ŘาG+h=ŘQħeC?nV 
@\H+X1=U<aGhBaO[jQĩŘา3UiL.HาL İAŘา?Yi,Qħa,า.[Q+าHOŗħ,Aา<=UL,QħJ]+.Řา 
ÅOŗLAdİ©ŗaCŞA?İาHQaĦHť+UA?YiCHT1nVQG]ŗdAaGQHĦAYÆ eCdİŘ3ŗาħ=U<aO[jQ 
3าLRŗQħ+ħ bJT1U<+าHOŗħaO[jQĩŘา?YiaOHũ1bJŘL+JUBĦา AYi.[QCHTLU=XMาO=Hś
aHŨiQħaJŗาİJาG3UjA?YibDħCHTa<hAaHŨiQħF]ĦXMาO=Hś+าHaĦ[Qħ ĨJLU=?าħOUħ.Ħ 
bJTaMHN8+X1cJ+ 4ZiħĦาĨHŘQĦ+UBaHŨiQħHาLOŗLA=UL,Qħ+าHQĨGĨ 
GŘาG>XĶA +าHCHUB=UL bJT+าHQG] ŗHQ< <ŘLG=nVbİAŗħ?Yi=Ujħ?nVdİ Ř  
A Formation O[iQ.LาĦİĦาGQQ+Ħาe<ŘQGŗาħHŗาaHťħ aĦ[iQ.A?Yia<XAĩŗาA
OาĦาH>aİhAħาA1U<Lาħ?Yi<]c<<a<YiGLAYje<Řb=ŗe+J Bาħ.HUjħ@HHĦ3า=X 
İHŨQOาGJĦ+haCŞAOXĶħ?YiĨGา+H;śe<Ř b=ŗİJาG.HUjħ+hĦU+.า<a<าeĦŗe<Ř  
4ZiħJĦ>[QaCŞAa.HŨiQħĦ[QİJU+?Yi?nVdİŘħาA3XķAAYjaCŞAH]CaCŞAHŗาħ,ŬůAĦา 
>ŗาG?Q<ĨJUħ,Qħ@HHĦ3า=X?Yi,U<bGŘħ+UBa1=1nVAħ,QħĦA\NGś  
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LEUNG Chi Wo Hong Kong

Monuments for Solitude

The telephone was a ground-breaking innovation,  
an instant method of communication between people 
physically separated.  Then the development of the telephone 
booth made it possible for people in transit to also be 
connected. Currently, with telecommunication and internet 
technology, the smartphone has become a default mode  
of communication. While these public telephone booths, 
once ubiquitous points of connection, have become 
redundant, a lonely relic of the technology of yesteryears, 
a target for vandalism and a useless object, particularly in 
the remote areas where the cost for maintenance or removal 
is unaffordable. 

In Leung Chi Wo’s Monument for Solitude, the 
obsolescence has been rendered functional again, albeit in 
a different sense. The artist turns these objects into  
a space of contemplation by reinstalling two telephone 
booths in natural settings, one booth on the beach in  
Poda island, and one on the quiet nature trail of Than Bok 
Khorani Waterfall. A piece of petrified wood, itself looking 
l ike a sculpture,  chiseled by t ime and nature,  
is installed as a substitute for the extinct payphone. Each 
piece was carved with a minimalistic symbol of ‘I’ and ‘O’.

Replacing the payphone with a petrified wood in  
the booths generates a visual effect that is both awkward 
and subtle, depending on the viewing distance and the 
attention of the audience. The ironic position of the booth 
in this work may prompt the audience to rethink their  
ĀāďąĎā Đċ ÿċĉĉđĊąÿýĐāÉ ĐĄā đĎăā Đċ þā %ČĎāďāĊĐ& ýĊĀ %ýÿĐąĒā& 
at all times particularly on social media like Facebook, 
Instagram and Twitter.

The petrified wood, as a de facto witness of time  
that had existed for hundreds and thousands of years,  
maybe even before the first man existed, laments the loss 
of the function of the booth. Yet, adds a new focus for humans 
to relate to distant friends—perhaps its thoughts, instead 
of technology, allowing us to be connected with others.  
The work responds to the notion of communicating  
with nature and spirituality. A private space within the  
public realm for audiences to contemplate the meaning  
of communication.  PV

c?HMUĨ?śaCŞAALU=+HHĦ?YiaCJYiGAcJ+ aĨHาTĦUAaCŞA3ŗQħ?าħ?Yi 
?nVdİŘ.A?YiQG] ŗdAĨŃjA?Yi?าħ+าGFาĨ?Yi=ŗาħ+UAOาĦาH>ĨŶ<.\G+UAe<Ř  
İJUħ1า+AUjA +าHĨU:Aา=]Řc?HMUĨ?ś+h?nVdİŘdİŘ.A?Yi+nVJUħa<XA?าħQG]ŗ
OาĦาH>=X<=ŗQ+UB.AQ[iAe<Ř dACŜ11\BUA a?.cAcJGY+าHc?H.ĦAา.ĦbJT
QXAa?QHśaAh=?nVdİŘOĦาHś?cEA+JาGaCŞAH]CbBB+าHO[iQOาHİJU+  
bJT=]Řc?HMUĨ?śOา@าH;T?UjħİJาG?Yia.GaCŞAOXĶħ?YiOnV.U©=ŗQ+าHO[iQOาH+h 
e<Ř+JาGĦาaCŞAOXĶħ?YiJŘAa+XAeHŘ.LาĦ1nVaCŞAeC  ĦUA+JาGaCŞA4า+HnVJZ+ 
QUAaCJŗาaCJYiGL,Qħa?.cAcJGYdAQ<Y= +JาGaCŞAaCœา,Qħ+าH?\B?nVJาG
aJŗA,QħĨL+CŒLAaĦ[Qħ bJT+JาGaCŞALU=>\QUAeHŘCHTcG3Aś c<Ga2ĨาT
QGŗาħGXĶħdAĨŃjA?Yiİŗาħe+J?Yi=] Řc?HMUĨ?śGUħCHา+7QG] ŗ aĨHาTdAĨŃjA?Yi 
aİJŗาAUjAeĦŗĦY.ŗาBnVH\ħHU+NาİHŨQ+HT?UiħħBCHTĦา;dA+าH>Q<>QA

dAħาA Monument for Solitude ,Qħ èāđĊă ßĄą óċ  
=] Řc?HMUĨ?śQUAeHŘCHTcG3Aś>]+?nVdİŘĦYİAŘา?Yi,ŬůAĦาQY+.HUjħ bĦŘLŗา1T 
eĦŗd3ŗİAŘา?YiQGŗาħa<XĦ,QħĦUA+h=าĦ  MXJCŎAe<ŘaCJYiGALU=>\aİJŗาAYjdİŘ 
+JาGaCŞAĨŃjA?Yibİŗħ+าH.H\ ŗA.X< c<G+าH=X<=Ujħ=] Řc?HMUĨ?śdAĨŃjA?Yi
@HHĦ3า=X =]ŘİAZiħ=UjħQG]ŗ?Yi3าGİา<,Qħa+าTCQ<T QY+=]ŘİAZiħ=UjħQG]ŗ?Yi 
?าħa<XA=าĦ@HHĦ3า=XQUAaħŦGBOħB?YiAnjV=+@าHcB+,H;Y eĦŘ+JาGaCŞA
İXA Å4Ziħ=ULĦUAaQħ+h<]aİĦ[QAħาACHT=XĦา+HHĦ?YiOJU+c<G@HHĦ3า=X 
bJT+าJaLJาÆ >]+AnVeC=X<=UjħdA=]Řc?HMUĨ?ś bJTeĦŘ+JาGaCŞAİXAb=ŗJT3XķA 
>]+OJU+OU©JU+N;ś å bJT ë eLŘ<ŘLG 

+าHaCJYiGAaQาeĦŘ+JาGaCŞAİXAeCLาħb?Ac?HMUĨ?śOHŘาħaQEaE+=ś
?Yi?UjħAŗา+HTQU++HTQŗLAbJTJZ+JnjV ,ŬůAQG]ŗ+UBHTGTİŗาħ,Qħĩ]ŘĦQħbJT 
.LาĦdOŗd1dA+าHĦQħ +าH1U<Lาħ=]Řc?HMUĨ?śdAħาAAYjQา1+HT=\ŘAdİŘĩ]ŘĦQħ
AZ+>Zħ.LาĦ=ŘQħ+าHdA+าHO[iQOาH,Qħ=ULaQħ HLĦeC>ZħbHħ+HT=\ŘA?YiĨL+
a,า=ŘQħ %CHา+6=UL& bJT %=[iA=UL& =JQ<BA ïċÿąýĈ éāĀąý eĦŗLŗา1T
aCŞA âýÿāþċċćÉ åĊďĐýăĎýĉ İHŨQ ðēąĐĐāĎ

eĦŘ+JาGaCŞAİXA.[QCHT1U+NśĨGาA,QħaLJา?YiQG]ŗĦาaCŞAHŘQGg  
İHŨQ+HT?UiħĨUAg Cŏ ĦUAQา1a+ŗาb+ŗ+LŗาĦA\NGś.AbH+<ŘLG4njV ĦUAaCŞA 
+าHHnVĨłħ>Zħ+าHO]©aOYGİAŘา?Yi eC,Qħ=] Ř c?HMUĨ?ś b=ŗ+haC ŞA+าH 
aĨŀĶĦ1\<aAŘAdİĦŗ,QħĦA\NGś?Yi1Ta3[iQĦcGħ=ULaQħa,Řา+UBaĨŃiQA?Yiİŗาħe+J  
Bาħ?YOXĶħ?Yi?nVdİŘaHาa3[iQĦ=ŗQ+UB.AQ[iAe<ŘQา1eĦŗd3ŗaĨHาTa?.cAcJGY  
b=ŗQา1aCŞA.LาĦ.X<,QħaHาaQħ ħาA3XķAAYjĦYOUĦĨUA@ś+UBbAL.X<aHŨiQħ 
+าHO[iQOาH+UB@HHĦ3า=XbJT1ı=Lť©©า; aCŞAĨŃjA?YiOŗLA=ULdAQา;า
BHťaL;Oา@าH;T?Yiĩ] Ř3ĦħาA1TOาĦาH>,B.X<>Zħ.LาĦİĦาG,Qħ 
+าHO[iQOาHe<Ř  

Leung’s work can also be found in 
Than Bok Khorani National Park (p.258)
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Alfredo and Isabel Aquilizan’s practice is anchored  
to the idea of co-creation or collaboration, facilitating 
projects that involve and engage with communities forging 
relationships through shared experience. The artistic duo 
always works site-specifically by engaging with the site,  
the community and materials within the given context.  
One of the installation projects they have been building for  
the past three years in different locations is a series of  
satellites, a ‘disc’ form that they have been creating  
using materials found on site and reconfiguring these into  
sculptural constructions. Like the actual satellites, these  
art forms also function as a station, a mediator and  
a generator that serves as social spaces for people to  
gather and interact with one another and with the site  
itself. With this, the installation sites will eventually create  
a network of satellites (social spaces) all over the world.

For Krabi, the artists worked with the boatbuilding  
community in Ban Khlong Rua who has been making  
Hua Thong boats for generations. Creating their project 
based on local craftmanship, resulted in the Krabi’s version 
of the ‘Satellites disk’. It is a combination of three floating 
decks, which each disk consists of five small wooden  
Hua Thong boats that are combined into a form of asterisk. 
They are decorated in traditional multicoloured sash, flowers 
and other embellishments, which artists found in a local  
market. On top of each disk there is a platform in which  
viewers are welcome to enjoy as a social and restful space.  
The artworks were transported by sea in the middle of the 
night to be located in a hidden spot in Railay bay. They are 
surrounded by rocks and the audience can either view the work 
from the cliff near Phra Nang cave, or access it via water.

This project is another iteration of the Satellite projects 
that the artists and local artisan around Asia and Australia 
have been working on together. It relates to their bigger 
body of works called ‘Another Country’ which is a series 
of community-based work in which artists utilised material 
and craftsmanship that is specific to the locals. The satellites 
in Krabi are thus connected to other dishes which create 
a network of public art forms that associate less with the fixed 
 identities and more toward fluctuate renegotiable ones.  VP

Alfredo & Isabel AQUILIZAN

ħาA,Qħ ÝĈĂĎāĀċ bJT åďýþāĈ ÝčđąĈąĖýĊ GZ<ĦUiAQG]ŗ+UBbAL.X<
aHŨiQħ+าHOHŘาħ.\;.ŗาHŗLĦ+UAİHŨQ+าHHŗLĦĦ[Q+UA c<GOŗħaOHťĦc.Hħ+าH?Yi
a+YiGL,ŘQħ+UB3\Ħ3A bJTİJŗQİJQĦOาGOUĦĨUA@śĩŗาA+าHĦYCHTOB+าH;ś
HŗLĦ+UA .]ŗMXJCŎAAYjĦU+?nVħาAa2ĨาTO>าA?Yic<G+าHĦYOŗLAHŗLĦ+UBO>าA?Yi 
3\Ħ3A bJTLU=>\<XBFาGd=ŘBHťB?AUjAg  c.Hħ+าHħาA1U<LาħİAZiħ?YiĨL+
a,า?nVĦา=JQ<OาĦCŏ?YiĩŗาAĦาdAO>าA?Yi=ŗาħg .[Q3\<1าA<าLa?YGĦ?Yi
OHŘาħ,ŬůA1า+LU=>\<XB?YiĨBdAĨŃjA?Yi bJTAnVĦาQQ+bBBdİĦŗdİŘaCŞA
c.HħOHŘาħCHT=XĦา+HHĦ a3ŗAa<YGL+UB1าA<าLa?YGĦ,Qħ1Hťħ ħาAMXJCT
aİJŗาAYjGUħ?nVİAŘา?YiaCŞAO>าAY aCŞA=UL+Jาħ bJTaCŞA=ULHťaHťĶĦdA8าATĨŃjA?Yi
?าħOUħ.ĦdİŘ.Ae<ŘĦาĨBHLĦ=UL+UAbJTĦYC7XOUĦĨUA@ś+UB=ULO>าA?Yi   
OXĶħAYj?nVdİŘO>าA?Yi1U<Lาħ+JาGaCŞAa.HŨQ,ŗาG<าLa?YGĦ ÅĨŃjA?Yi?าħOUħ.ĦÆ 
?UiLcJ+

OnVİHUB1UħİLU<+HTBYi MXJCŎA?UjħOQħHŗLĦħาA+UB3\Ħ3A.A?nVaHŨQdA
BŘาA.JQħHUjL?YiĩJX=aHŨQİULc?ħĦาİJาG3UiLH\ŗA  ĩJJUĨ@ś,Qħ+าHOHŘาħ
c.Hħ+าH?YiaHťĶĦ=ŘA1า+ħาADŏĦ[Q3าLBŘาAAYj?nVdİŘa+X< Ä1าA<าLa?YGĦÄ bBB
1UħİLU<+HTBYi 4ZiħCHT+QB<ŘLGb?ŗAJQGAnjV 3 QUA b=ŗJTQUAĦYaHŨQİULc?ħeĦŘ
,Aา<aJh+ 5 JnV ?YiCHT+QB+UAaCŞAH]C<Q+1UA bJT=+b=ŗħ<ŘLGĩŘาOY <Q+eĦŘ 
bJT,Qħ=+b=ŗħQ[iAg ?YiMXJCŎAĨBdA=Jา<dAĨŃjA?YiBAb=ŗJTb?ŗA 
ĦYbĨJ=EQHśĦdİŘ.A,ŬůAeCd3ŘaCŞAĨŃjA?YiOUħ.ĦbJTĨŃjA?YiĨU+ĩŗQA =ULħาA
>]+,AGŘาG?าħ?TaJ=QA+Jาħ.[AaĨŃiQAnVeCeLŘ?Yi1\<JUBdAQŗาLeHŗaJ4Ziħ 
HาGJŘQĦ<ŘLGc,<İXA bJTĩ] Ř3Ħ+hOาĦาH><]ĩJħาA1า+İAŘาĩาd+JŘ 
>njVĨHTAาħİHŨQ1Ta,Řา>Zħ=ULĩJħาA?าħAnjV+he<Ř

c.Hħ+าHAYjaCŞA+าH?nV4njVc.Hħ+าH ïýĐāĈĈąĐā ?YiMXJCŎAe<ŘHŗLĦħาA+UB
3ŗาħDŏĦ[QHT<UB?ŘQħ>XĶAdA?LŦCaQa3YGbJTQQOa=HaJYG 4ZiħĦY.LาĦa3[iQĦcGħ
+UB3\<ĩJħาA?YiaHŦG+Lŗา ÝĊċĐĄāĎ ßċđĊĐĎĕ 4ZiħaCŞAħาAHT<UB3\Ħ3A?Yi
MXJCŎAd3ŘLU=>\<XB+UBİU=>MXJCŖa2ĨาTĨŃjA?YiAUjAg <ŘLGaİ=\AYj 1าA<าLa?YGĦ
dA+HTBYi1ĳħa3[iQĦ=ŗQ+UB1าA<าLa?YGĦQ[iAg +ŗQdİŘa+X<aCŞAa.HŨQ,ŗาG 
ħาAMXJCTOา@าH;T?YiOUĦĨUA@ś+UBQU=JU+N;ś?YiaCJYiGAbCJħbJTĩUAĩLA 
e<ŘĦา++Lŗา1TaCŞAOXĶħ?Yi=าG=UL  

Brisbane

Here, There, Everywhere: Project Another Country - Krabi
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Through the bones,
ìĎýĐđýĊă æýććýāē ÅCHTa?[Qħ 1U+Hśb+ŘLÆ

Through many boat trips along Pali and relying on the  
local fishermen’s knowledge of the terrain and indigenous 
species, Winderen recorded the recurring presence of 
particular fish through their territorial and spawning  
calls, and the crackling of crustacea and corals. Despite  
the language barrier, she communicated with the fishermen 
through the sounds of fish, relating across personal 
experiences and memories of listening. 

In Northern Alaska, bowhead whale hunters have been 
sitting on the edge of the ice listening for whale songs,  
a custom practiced for thousands of years; stories have been 
told of Greenlanders listening to the ice and whale songs 
with through their wooden oars. In the south of Thailand, 
the knowledge of listening is still practised in small fishing 
communities. In Suan Kong village in Chana district, 
Songkhla, for example, the knowledge of listening 
underwater is a integral and urgent to community’s 
sustainable way of life and the area’s biodiversity, which is 
currently threatened by the development plans. 

We have always been connected to and via the ocean, 
but we have also grown distant from it. Through the bones 
invites us to re-tune our senses to the surroundings. 
Departing at high tide, and returning before the tide is  
too low, you will travel along the river to focus your 
attention to the underwater environment by listening  
with the oar to the head. You are then taken to an empty 
platform at the edge of the river mouth to be submerged  
in the sounds in the air, just as you were in water.  PA

dA=QAaİA[Q,QħQJาO+า AU+JŗาLาPİUL.UAMH1TAUiħ?Yi,QBAnjVb,ĵħ
aĨŃiQEŅħaOYGħaĨJħ,QħLาP aCŞA@HHĦaAYGĦ?YiC7XBU=X+UAĦาaCŞAĨUACŏ   
ĦYaHŨiQħaJŗาLŗา3าL+HŦAbJA<ś+ha.GEŅħaOYGħAnjVb,ĵħbJTB?aĨJħ,QħLาP
ĩŗาAdBĨาGa3ŗAa<YGL+UB.AdA=QAd=Ř,QħCHTa?Me?G b=ŗdACHTa?Me?G 
a?.AX.AYjGUħCHา+7QG]ŗdAİĦ]ŗBŘาA3าLCHTĦħaJh+g a3ŗA ?YiİĦ]ŗBŘาAOLA+ħ
dAQnVaFQ1TAT 1UħİLU<Oħ,Jา ?YiİĦ]ŗBŘาAbİŗħAYj .LาĦH]ŘaHŨiQħ+าHEŅħaOYGħ
d=ŘAnjVaCŞAOŗLAİAZiħ?YiOnV.U©GXĶħ=ŗQ+าHd3Ř3YLť=QGŗาħGUiħG[A,Qħ3\Ħ3A  
HLĦeC>Zħ.LาĦGUiħG[A,Qħ.LาĦİJา+İJาG?าħ3YLFาĨ?Yi+nVJUħ>]+
.\+.าĦc<GbĩA+าHĨU:Aา

ĦA\NGśa3[iQĦ=ŗQ+UBĦİาOĦ\?HbJTa3[iQĦ=ŗQ+UAĩŗาAĦİาOĦ\?H 
QG]ŗ=JQ<aLJา bJTaHา+hİŗาħ1า+ĦUAĦาaHŨiQGg Through the bones  
a3[jQa3X©aHาdİŘCHUBCHTOา?OUĦĩUOdİŘa,Řา+UBOFาĨbL<JŘQĦ aĦ[iQ.\; 
QQ+eC=QAAnjV,ŬůAbJT+JUBĦา=QAAnjVJ< .\;1Te<Řa<XA?าħeC=าĦ 
bĦŗAnjVbJTdİŘ.LาĦOAd1OFาĨbL<JŘQĦd=ŘAnjVc<G+าHEŅħaOYGħĩŗาA 
eĦŘĨาG?YibABQG]ŗ,Řาħİ] .\;1Te<Řa<XA?าħeC>ZħMาJา?Yi=UjħQG]ŗ ; O\<,QB 
,QħCา+bĦŗAnjVbJT<nV<XĶħJħeC+UBaOYGħdAQา+าMQGŗาħ?Yi.\;e<ŘOUĦĩUO 
ĦาbJŘL+UBaOYGħd=ŘAnjV  

ìĄċĐċ þĕ Ę FVĨ>ŗVGc<G Lena Winderen
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Le Musée Āđ ãĎýĊĀ àāĄċĎď ÅðĄā éđďāđĉ ċĂ ĐĄā ãĎāýĐ ëđĐĀċċĎďÆ, 2018
(work in progress)
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Le Musée Āđ ãĎýĊĀ àāĄċĎď ÅðĄā éđďāđĉ ċĂ ĐĄā ãĎāýĐ ëđĐĀċċĎďÆ, 2018
(work in progress)

Le Muséā Āđ ãĎýĊĀ àāĄċĎď ÅðĄā éđďāđĉ ċĂ ĐĄā ãĎāýĐ ëđĐĀċċĎďÆ, 2018

A portion of the tree has been charcoalised, in a kiln just a few kilometres away 
from the site. The tree is reassembled into a continuous form, including the roots,  
trunk and canopy, with the carbonised section of the tree housed inside of 
the Museum and the exterior portions subject to the climate and weather systems of the park.

OŗLAİAZiħ,QħJำ�=ŘA>]+Aำ�eCbCHOFาĨdİŘ+JาGaCŞA>ŗาAdAa=าaĩา?YiQG]ŗİŗาħQQ+eCeĦŗ+Yi+XcJaĦ=H  
+ŗQA?Yi1T>]+Aำ�ĦาCHT+QBa,Řา<ŘLG+UAdİĦŗFาGd=ŘH]C?Hħ=ŗQaA[iQħ,Qħ=ŘAeĦŘ ?UjħOŗLAHา+ Jำ�=ŘA  
bJT+XĶħ+ŘาA c<GOŗLA?Yi+JาGaCŞA>ŗาAe<ŘHUB+าH1U<a+hBaQาeLŘdAĨŀĨŀ@FU;9ś ,;T?YiOŗLAQ[iAg >]+?Xķħ 
eLŘ<ŘาAAQ+dİŘaĩ3X©OFาĨQา+าMFาGdAQ\?GาA
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Anima, 2018
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Letter, 2018
Photograph courtesy of the artist
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Mirrors and copulation are abominable, 
ďąĊÿā ĐĄāĕ þċĐĄ ĉđĈĐąČĈĕ ĐĄā ĊđĉþāĎď ċĂ ĉāĊ!É ÎÍĭÔ

Mixed media installation
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WANG Sishun

Wang Sishun’s metal sculpture is situated at the  
entrance of one of the protected areas in the region 
of Krabi, the Than Bok Khorani National Park. There, 
far away from the frenetic and noisy rhythms of daily 
life, the lush and savage vegetation grows freely and  
undisturbed. The circular path in the natural reserve offers 
the possibility to admire the walls of rocky promontories, 
whose tip are concealed by massive old trees. Mangroves 
inhabit the crystal clear waterfalls and the sounds are 
muffled by an overwhelming tranquillity, as if time was 
suspended indefinitely. Merging with the quiet and idyllic 
environment, the sculpture reproduces one of the molten 
rocks on the uneven and coarse stone façade along  
the pathway. This work is part of the artist’s series  
Apocalypse, which he started in 2015. Throughout the 
years, he has collected hundreds of stones from all over  
the world. They belong to various locales, as well as cultures  
and identities, pasts and futures. According to Wang, these  
pieces of stones could be conceived as portraits which 
embody the ‘human spirit, morality, faith, destiny and  
the intrinsic value of all human beings’. Thus, the differ-
ing sizes, shapes, colours and textures of these rocks are  
metaphors for the diversity and individuality of human lives. 
Nevertheless, there is a fundamental difference between 
the solid mineral materials and men. Whereas human life 
is ephemeral, rocks have undergone hundreds of millions 
of years of geological movement and have been eroded  
by weather and shaped by time. Wang argues that their 
longevity is completely beyond human beings and can  
attest to the historical epics and fates of humans and  
Gods. As a result, his collection of stones provides individuals  
with fragments shedding light on the unknown and  
unfathomable. It is a revelation as the title Apocalypse 
suggests. Although this word has been associated with  
the biblical scriptures narrating the destruction of the 
world, this term stems from the Greek word apokaluptein, 
which means ‘uncover’ and ‘reveal’.  Here, the artist seems 
to merge these two meanings together: apocalypse as  
the revelation of God to humankind through creation,  
history and human consciousness. As a result, the sculpture 

CHT=XĦา+HHĦaİJh+,Qħ óýĊă ïąďĄđĊ =UjħQG]ŗ?Yi?าħa,Řา,QħĨŃjA?Yi
OħLAbİŗħİAZiħdA1UħİLU<+HTBYi AUiA.[QQ\?GาAbİŗħ3า=X@าHcB+,H;Y ĨŃ3
ĨHH;CŒาa,ūGL,1Ĳ?YiAUiAa=XBc=e<ŘQGŗาħaOHŦbJTeĦŗ>]+HB+LA İŗาħe+J 
1า+1UħİLTQUABŘาHTİniVbJTL\ ŗALาG,Qħ3YLť=CHT1nVLUA aOŘA?าħLħ+JĦ 
1TAnV?าħ.\;a,ŘาO]ŗĨŃjA?YiQA\HU+NśbİŗħAYj dİŘ.\;e<Ř3[iA3Ħ+nVbĨħbİJĦİXA
?YiĦY=ŘAeĦŘa+ŗาb+ŗ,Aา<ĦİZĦาC+.J\Ħ =ŘAc+ħ+าħa=XBc=dAAnjV=+dO+HT1ŗาħ 
.LาĦOħBHŗĦaGhACŎ<+UjAaOYGħ=ŗาħg QQ+eC HาL+UBaLJาdAAUjAİG\<AXĶħ 
3UiLAXHUA<Hś CHT=XĦา+HHĦ?YiİJQĦHLĦa,Řา+UBOFาĨbL<JŘQĦ@HHĦ3า=X
QUAaħŦGBOħBc<GHQBAYjaCŞA+าHOHŘาħİXAİJQĦaİJL+ŘQAİAZiħ,ŬůAĦาdİĦŗ
BA?าħa<XAİXA,H\,HT c<GaCŞAOŗLAİAZiħdA3\<ĩJħาA Apocalypse  
?YiMXJCŎAaHťĶĦ?nVaĦ[iQCŏ ÎÍĭÑ =JQ<İJาGCŏ?YiĩŗาAĦา a,าa+hBOTOĦİXA 
İJาGHŘQG+ŘQA1า+?UiL?\+Ħ\ĦcJ+ ?Ujħ1า+ĨŃjA?Yi=ŗาħg =JQ<1A3A3า=XbJT
QU=JU+N;ś?YiİJา+İJาG 1า+Q<Y=bJT1า+QAา.= óýĊă aJŗาLŗา 
İXAaİJŗาAYjQา11U<aCŞAFาĨaİĦ[QA?YiHLBHLĦ #1Ĵ=LŦ©©า;,QħĦA\NGŜ  
MYJ@HHĦ MHU?@า 3T=า+HHĦ bJT.\;.ŘาFาGdAĦA\NGŜ?\+.A$ <ŘLGaİ=\AYj 
,Aา< H]C?Hħ OYOUA bJTĨŃjAĩXL?Yib=+=ŗาħ+UA,QħİXAĨL+AYj1ĳħaCŞAQ\CĦา
,Qħ.LาĦİJา+İJาGbJT.LาĦaCŞACŜ1a1+,QħĦA\NGś QGŗาħeH+h<Y  
bHŗ?Yib,ĵħ+UBĦA\NGś+hb=+=ŗาħ+UAc<GHา+8าA ,;T?Yi3YLť=ĦA\NGśAUjAeĦŗ1ĲHUħ  
İXAe<ŘĩŗาA+HTBLA+าH?าħ@H;YLť?GาİJาGHŘQGJŘาACŏ >]++U<a4าTbJT 
+ŗQH]Cc<GQา+าMbJT+าJaLJา óýĊă aOAQLŗาQาG\QUAG[AGาL,QħİXA 
QG] ŗaİA[QĦA\NGśQGŗาħOXķAa3Xħ bJTOาĦาH>G[AGUA>ZħĦİา+าĨGś?าħ
CHTLU=XMาO=HśbJT3T=า+HHĦ,QħĦA\NGś+UB?LGa?Ĩ <ŘLGaİ=\AYj  
3\<OTOĦ+ŘQAİXA,Qħa,า1ĳħAnVaOAQBาħaMNaOYjGL?YiĦY.LาĦaCŞACHťMAา
bJTa+XA1TİGUiħ>Zħ ĦUA.[Q+าHaCŎ<aĩGBาħQGŗาħ=าĦ3[iQ Apocalypse 
bĦŘLŗา.nVAYj1TĦY.LาĦa3[iQĦcGħ+UBĨHT.UĦFYHśeBaBXJdAOŗLA?YiLŗา<ŘLG+าH
?nVJาGJŘาħcJ+ ĦUA+hĦY?YiĦา1า+.nVLŗา apokaluptein dAFาNา+HŦ+  
4ZiħİĦาG>Zħ #+าHaCŎ<cCħ$ bJT #+าHaCŎ<aĩG$ dAħาA3XķAAYj <]aİĦ[QALŗา
MXJCŎA1THLĦOQħ.LาĦİĦาGAYja,Řา<ŘLG+UA aCŞA Apocalypse dA8าAT
+าHaCŎ<aĩG,QħĨHTa1ŘาO]ŗĦA\NG3า=XĩŗาA+าHOHŘาħcJ+ CHTLU=XMาO=Hś  
bJTOnVAZ+,QħĦA\NGś  <UħAUjA CHT=XĦา+HHĦ?Yi?าħa,ŘาQ\?GาAbİŗħ3า=X 
1ĳħaCŞAaOĦ[QA.nVĨGา+H;śİHŨQ+าHaCŎ<aĩG ?ŗาĦ+Jาħ@HHĦ3า=X?Yi 
4ZiħCHTOา?OUĦĩUO=ŗาħg aCŎ<+LŘาħ,ŬůAbJT=HTİAU+>ZħOXĶħbL<JŘQĦĦา+,ŬůA 
ħาA1nVJQħİXAİJQĦaİJLAYja3[jQa3X©dİŘaHาOnVHL1=ULaQħbJT=Ujħ.nV>าĦ 
+UBQ<Y= QAา.= bJTCŜ11\BUA,QħaHา c<G?YiMXJCŎA+heĦŗH]ŘİHQ+LŗาaHา1T 
e<ŘĨBb<AĦİUM1HHGśİHŨQ1ıA=FาĨ,QħLUAOXķAcJ+

Beijing

Apocalypse
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ZHENG Bo Hong Kong

LIFE IS HARD WHY DO WE MAKE IT SO EASY

Zheng Bo is an artist, writer, and teacher, committed 
to socially and ecologically engaged art. He investigates  
the past and imagines the future from the perspectives  
of marginalised communities and marginalised plants.

For the First Thailand Biennale, he grows a botanical 
slogan using epiphytes, plants that thrive in mid-air, and 
installs the slogan in the atmospheric greenery within Than 
Bok Khorani National Park. As visitors walk along the path 
in the middle of the park, they discover words hanging among 
trees and gradually discover the slogan. 

During his site visit in November 2017, Zheng Bo had 
an opportunity to visit the local Orchid Grower Community 
Enterprise in Ao Nam Village of Krabi’s Ao Luek District. 
Led by Somsak Panboon, the community enterprise  
has been cultivating orchids and putting them back into 
nature. After having a discussion with Somsak Panboon, the 
artist decideds to work in collaboration with this group. 
They settle on local orchid species; Phalaenopsis cornu-cervi, 
Ascocentrum miniatum and Dendrobium formosum, which 
blooms during the period of Thailand Biennale. 

The slogan èåâá åï äÝîà óäõ àë óá éÝçá åð ïë áÝïõ 
ąď ĉċĀąĂąāĀ ĂĎċĉ æċĊ æýĊĀýą$ď Ăýĉċđď ĐýĈć %Life is easy.  
Why do we make it so hard?&Ë æċĊ æýĊĀýą ąď ý ĂýĎĉāĎ ĂĎċĉ 
northeastern Thailand, and an activist for sustainable living. 
He founded the Pun Pun Center for Self-Reliance and  
has been creating what is now a widespread natural building 
movement in Thailand.The artist modifies Jon Jondai’s 
statement to point out another aspect of the ecological 
crisis. Life on earth is supposed to be both easy and hard – 
an oak tree gives birth to billions of seeds during its lifespan, 
but only one of the seeds is likely to grow into a full tree 
– but some of us humans have made our own lives too easy 
while making the lives of others, human and nonhuman, 
extremely difficult.  AW

öĄāĊă Þċ aCŞAMXJCŎA AU+a,ūGA bJTQา1าHGś ĩ]ŘĦ\ŗħĦUiAOHŘาħOHH.ś
ħาAMXJCT?Yia+YiGLcGħ+UBCHTa<hA?าħOUħ.ĦbJTHTBBAXaLM MXJCŎA 
ĦY.LาĦOAd1d.HŗH] Řa+YiGL+UBQ<Y=bJT1ıA=Aา+าH>ZħcJ+QAา.=ĩŗาA 
Ħ\ĦĦQħ,QħĨŃ3ĨHH;@HHĦ3า=XbJTLť>Y3าG,QB 

OnVİHUBħาAĦİ+HHĦMXJCTAาAา3า=XHT<UBcJ+ ðĄýąĈýĊĀ ÞąāĊĊýĈā 
Krabi 2018 .HUjħAYj MXJCŎAĦYc.Hħ+าHaĨาTaJYjGħOcJb+Aa3XħĨI+NMาO=Hś
1า+ĨUA@\śĨŃ3?YiOาĦาH>a=XBc=ħQ+ħาĦe<Ř+JาħQา+าM bJT=X<=UjħĩJħาAAUjA 
?ŗาĦ+JาħBHHGา+าMQUAa,ūGL,1ĲFาGdAQ\?GาAbİŗħ3า=X@าHcB+,H;Y  
; ,;T?YiGŗาħ+ŘาLQG] ŗBAaOŘA?าħOnVHL1@HHĦ3า=Xd1+JาħQ\?GาA  
b,+ĩ]ŘĦาaG[QA1TĨB+UB.nV=ŗาħg ĩ]+cGħQG]ŗBA=ŘAeĦŘ bJŘL1ĳħ.ŗQGg  
HŘQGaHŦGħ>ŘQG.nVaİJŗาAUjAaCŞAOcJb+A<Uħ+JŗาLdA?YiO\<

dAa<[QAĨIM1ı+าGA 2017 ?YiĩŗาAĦา MXJCŎAĦYcQ+าOaG[QALťOาİ+X1
3\Ħ3Aĩ]ŘCJ]++JŘLGeĦŘ?ŘQħ>XĶAbİŗħİĦ]ŗBŘาAQŗาLAnjV dAQnVaFQQŗาLJZ+ 1UħİLU<
+HTBYi 4ZiħAnVc<GAาGOĦMU+<Xm CาAB\© İAZiħdA+X1+HHĦ,Qħ+J\ŗĦ.[Q+าHAnV
ĨUA@\ś+JŘLGeĦŘ?ŘQħ>XĶAOŗLAİAZiħ?YiaĨาTĨUA@\śe<Ř+JUB.[AO]ŗCŒา +าHĨBCT 
ĨŶ<.\G.HUjħAUjA?nVdİŘMXJCŎA=U<OXAd1,UBa.J[iQAħาAMXJCT,Qħa,าHŗLĦ+UB
+J\ŗĦĩ]ŘCJ]+aJYjGħ+JŘLGeĦŘ?ŘQħ>XĶAbİŗħAYj bAŗAQALŗา ĨUA@\śĨŃ3?YiĨL+a,า
aJ[Q+d3ŘdA+าHOHŘาħOHH.śħาA.HUjħAYj .[QĨUA@\ś+JŘLGeĦŘ?ŘQħ>XĶA a3ŗA  
a,า+LาħQŗQA a,ĵĦbO< bJTaQ[jQħaħťAİJLħ 4ZiħQQ+<Q+dA3ŗLħaLJาa<YGL
+UBħาAĦİ+HHĦMXJCT.HUjħAYj

OcJb+A Ä3YLŦ=ĦUAGา+ ?nVeĦaHา>Zħ?nVdİřĦUAħŘาGÄ <U<bCJħ 
Ħา1า+LJY.\ŘAİ]?Yi+JŗาLc<Gc1A 1UAe< ?YiLŗา %3YLŦ=AUjAbOAħŘาG ?nVeĦaHา 
>Zħ?nVdİřĦUAGา+& c1A 1UAe< aCŞA3าLeHŗbJTAU++X1+HHĦaĨŃiQ.LาĦGUiħG[A 
ĩ]Ř+ŗQ=UjħM]AGśĨUAĨHH; Ê aĦJh<ĨUA@\śbİŗħ3YLť= AQ+1า+AYj a,าGUħaCŞA 
ĩ]ŘOHŘาħbHħ,UBa.J[iQAOnV.U©,Qħ+าHOHŘาħBŘาA<XAdACHTa?Me?GQY+<ŘLG 
MXJCŎA<U<bCJħ.nV+JŗาL,Qħc1A 1UAe< aĨŃiQAnVaOAQLť+I=,QħHTBB
AXaLMdAQY+bħŗĦ\ĦİAZiħ aA[iQħ1า+3YLť=BAcJ+AYj=ŗาħaĩ3X©İAŘา+UB 
?Ujħ.LาĦG\ŗħGา+bJTħŗาG<าG Ê =ŘAcQř+OHŘาħaĦJh<ĨUA@\śİJาGJŘาAaĦJh<
=JQ<QาG\,UG b=ŗaĨŁGħaĦJh<a<YGLa?ŗาAUjA?YiQG]ŗHQ<1AOาĦาH>a=XBc= 
aCŞAeĦŘdİ©ŗ ( ,;Ta<YGL+UA ĦA\NGśaHาBาħ.A+JUBaOาTbOLħİา 
.LาĦħŗาG<าGdA+าHd3Ř3YLť=Ħา+a+XAeC 1A?nVdİŘLť>Y,QħOXĶħĦY3YLť==ŗาħg 
eĦŗLŗา1TaCŞAĦA\NGś<ŘLG+UAaQħİHŨQOHHĨ3YLť=Q[iAg ĩ+ĩUAbCHaCJYiGAeC 
1A+JาGaCŞAOXĶħGา+aGhA  
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JIANDYIN Ratchaburi

Free Sun Days [Krabi: Model Study for Green Energy Community]

QV?X=GśaOHŦ ÷+HTBYiÖ =ŘAbBB3\Ħ3AĨJUħħVAOYa,ūGLù

Krabi is one of the fastest growing provinces in Thailand 
and among the most favourite tourist destinations of the 
country. With its very stunning scenery of white sand 
beaches, limestone cliffs, and rainforests inland, Krabi has 
the great potential to attract both domestic and international 
visitors. Since the opening of its international airport in 
2006, the number of international flights has rapidly 
increased every year, as well as the new hotels that have 
opened to respond to rising demands. Because of this very 
fast development, locals are becoming far more aware of 
environmental issues. More questions and concerns of how 
to protect the fragile ecosystems have been raised. 

Free Sun Days [Krabi: Model Study for Green Energy 
ßċĉĉđĊąĐĕù is a project by the duo artists, Jiandyin, 
conducting socially-engaged art activities with the aim to 
promote the importance of alternative energy. Jiandyin 
collaborated with the following three local groups: 
representatives of businesses that focus on alternative 
energy, especially solar power; a group of taxi and tricycle 
drivers in the Ao Nang beach area; Rammana musicians,  
U Rak La Voy’s band from Sang Ga Au village. These are 
people from communities existing at the edge of urban 
development. They are people who are trying to maintain 
the identity of their place; who are concerned about the 
sustainability of the improvements in their communities. 
They also, at the same time, need the freedom and equal 
right of access to the development of their area. Jiandyin 
collaborate with these groups to create an artistic activity 
that encourage the participation of other residents and 
visitors in Krabi. 

The artists install solar power systems on public 
transportation to collect solar energy while travelling around 
the city during the day. This energy is used to activate the 
LED lights and audio systems when the vehicles park at night. 
The system also connects to the already existing public 
sculptures located near the parked vehicles. The visitors are 
encouraged to touch and interact with the sculptures to 
activate the light and sound systems. For decades populations 
have been informed that the use of alternative energy can 
save the planet, but, even today, the world still relies mainly 

+HTBYiaCŞAQY+İAZiħO>าA?Yi?ŗQħa?YiGL?YiĦY3[iQaOYGħĦา+?YiO\<bJT 
aCŞAİAZiħdA1UħİLU<?YiĦYQU=Hา+าHa1Hť©a=XBc=O]ħ?YiO\<,QħCHTa?Me?G 
<ŘLG?XL?UMAś?Yi=X<=า=Hŧħd1 3าGİา<?Yi,าLOTQา< ?XLa,าİXAC]Aa<ŗA
=HTİħŗาA bJTCŒาDAQUAQ\<ĦOĦB]H;ś ?nVdİŘ+HTBYiĦYMU+GFาĨ?YiO]ħGXĶħ
dA+าH<Zħ<]<AU+?ŗQħa?YiGL1า+?UjħdACHTa?MbJT=ŗาħCHTa?M AUB=Ujħb=ŗ
+าHaCŎ<OAาĦBXAAาAา3า=XaĦ[iQCŏ 2549 1nVALAa?YiGLBXA1า+=ŗาħ
CHTa?MaĨŀĶĦĦา+,ŬůA?\+Cŏ a3ŗAa<YGL+UB1nVALAcHħbHĦaCŎ<dİĦŗ?Yi 
=QBHUB+UB.LาĦ=ŘQħ+าH?YiO]ħ,ŬůA +าHĨU:AาQUAHL<aHũL<Uħ+JŗาL  
4ZiħQา11THL<aHũLa+XAeCOnVİHUBBาħ.A +ŗQdİŘa+X<.LาĦ=[iA=UL 
dACHTa<hACŜ©İาaHŨiQħOXĶħbL<JŘQĦ .nV>าĦbJT,ŘQ+UħLJĦา+ĦาG 
a+X<,ŬůAaĨŃiQ.ŘAİาLť@ĲC+CœQħ.LาĦaCHาTBาħ,QħHTBBAXaLM?YiĦA\NGś 
=ŘQħQาMUGĨłiħĨŀħ

Free Sun Days [Krabi: Model Study for Green Energy 
ßċĉĉđĊąĐĕù aCŞAc.Hħ+าHMXJCT?YiAnVaOAQc<GMXJCŎA.]ŗ æąýĊĀĕąĊ  
dAJU+N;T,Qħ+X1+HHĦ?าħMXJCT?YiĦY.LาĦa+YiGL,ŘQħ+UBOUħ.Ħ  
ĦYaCœาİĦาGdA+าHOŗħaOHťĦdİŘaİhA.LาĦOnV.U©,QħĨJUħħาA?าħaJ[Q+ 
æąýĊĀĕąĊ OHŘาħa.HŨQ,ŗาG.LาĦHŗLĦĦ[Q,Qħ.AFาGdAĨŃjA?Yi+HTBYi 3 +J\ŗĦ 
e<Řb+ŗ =ULb?Aĩ]ŘCHT+QB+าHĨJUħħาA?าħaJ[Q+ c<Ga2ĨาTĨJUħħาA
1า+bOħQา?X=Gś =ULb?A3ĦHĦOาĦJŘQQŗาLAาħ (H>c<GOาHOา@าH;T
QŗาLAาħ bJTLħHnVĦTAา Q]HU+JาcLG BŘาAOUħ+าQ]Ř +J\ŗĦ.AaİJŗาAYjaCŞA
=ULQGŗาħ,Qħ.AdA3\Ħ3A?Yi<nVHħ3YLť=QG]ŗdA3าG,QBbİŗħ+าHĨU:Aา
,Qħ3\Ħ3AaĦ[Qħ .[Q+J\ŗĦ.A?YiĨGาGาĦHU+NาQU=JU+N;ś,Qħ3\Ħ3A  
ĦYOnVAZ+=ŗQ.LาĦĦUiA.ħÊGUiħG[A,Qħ+าHĨU:Aา bJTdA,;Ta<YGL+UA
=ŘQħ+าHaOHŦFาĨbJT.LาĦa?ŗาa?YGĦdA+าHa,Řา>Zħ+าHĨU:Aา<Uħ+JŗาL 
æąýĊĀĕąĊ OHŘาħOHH.śĩJħาAHŗLĦ+UB.A?UjħOาĦ+J\ŗĦaĨŃiQ+HT=\ŘA.LาĦ
HŗLĦĦ[QbJT+าHĦYOŗLAHŗLĦ,Qħĩ]Ř.AdAĨŃjA?YiOา@าH;T

MXJCŎA=X<=UjħHTBBĨJUħħาAbOħQา?X=GśeL ŘBAH>c<GOาH
Oา@าH;T 4Ziħ1TLťĶħLAHQB=ULaĦ[Qħ=าĦC+=XdA3ŗLħaLJา+JาħLUAaĨŃiQ
a+hBĨJUħħาA bJŘL1T>]+AnVeCd3ŘdA+าHdİŘbOħOLŗาħ,QħİJQ<eE èáà 
bJTaCŎ<HTBBaOYGħ<A=HŦ?Yi=X<=UjħeLŘBAH>GA=śaĦ[iQH>>]+AnVeC1Q< 
dAĨŃjA?YibO<ħaLJา+Jาħ.[A HTBB+าH?nVħาA,QħbOħbJTaOYGħ 
a3[iQĦ=ŗQeC?YiCHT=XĦา+HHĦdAĨŃjA?YiOา@าH;T4ZiħĦYQG] ŗb=ŗa<XĦdA 
1\<1Q<H>bO<ħħาA ĩ] Ř3ĦOาĦาH>OUĦĩUO=ULCHT=XĦา+HHĦaĨŃiQ 
aCŎ<HTBBbJT+HT=\ŘA+าH?nVħาA,QħbOħbJTaOYGħ ?\+.A?HาB+UA<Y
=JQ<HTGTaLJาİJาGOXBCŏLŗาĨJUħħาA?าħaJ[Q+ĦYCHTcG3AśdA+าH 
3ŗLGHU+Nา@HHĦ3า=X,QħcJ+dBAYj b=ŗAUB1A>ZħCŜ11\BUAcJ+GUħ.ħ 
ĨłiħĨŀħĨJUħħาA1า+a3[jQaĨJXħEQO4XJaCŞAİJU+ Free Sun Days 
÷çĎýþąÖ éċĀāĈ ïĐđĀĕ ĂċĎ ãĎāāĊ áĊāĎăĕ ßċĉĉđĊąĐĕù >]+QQ+bBB
aĨŃiQbO<ħdİŘaİhALŗาĨJUħħาA?าħaJ[Q+OาĦาH>AnVĦาCHUBd3Ře<ŘdA 
3YLť=CHT1nVLUA b=ŗ=ŘQħQาMUG.LาĦHŗLĦĦ[Q,Qħ?\+.A 3\Ħ3AeĦŗOาĦาH>
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Born in the Philippines, Alfredo JUAN and Isabel AQUILIZAN are currently based in Brisbane with  
their five children. The artist couple’s collaborative activities evolved within the spheres of family and 
community, including personal relationships and those they share with other artists. For years they have 
been exploring the meaning of ‘home’ and a sense of ‘belonging’ while travelling extensively for work, 
finding and defining the notion of ‘identity’, dealing with hardships of journey, displacement, sensing 
presences in absence and accumulating memory. They continue to process these issues through materials 
and objects that are both abstract and referential, objects that serve as metaphors of everyday human 
life. The artists have participated in a number of international biennales and exhibitions including the 
Sharjah Biennale (2013), Asia Pacific Triennale (Australia, 2009), Singapore Biennale (2008),  
Biennale of Sydney (2006), the Third Echigo-Tsumari Triennale (2006), Gwangju Biennale (2004),  
La Biennale di Venezia (2003) and many others.

Alfredo JUAN bJT Isabel AQUILIZAN a+X<dAEņJXCCŎAOśbJTQาMUGQG]ŗdABHťOaBA+UBJ]+g QY+ Ñ .A 

dACŜ11\BUA .]ŗHU+MXJCŎA.]ŗAYjHŗLĦ+UAOHŘาħĩJħาAFาGdACHťĦ;9J,Qħ.HQB.HULbJT3\Ħ3A c<GdOŗ.LาĦOUĦĨUA@śOŗLA=UL+UB 

.LาĦOUĦĨUA@śHŗLĦ+UBMXJCŎA.AQ[iAg JħeCdAħาA aCŞAaLJาİJาGCŏ?YiĨL+a,าOnVHL1.LาĦİĦาG,Qħ.nVLŗา #BŘาA$ bJT 

OnVAZ+aHŨiQħ #.LาĦa,ŘาĨL+$ ,;TQQ+a<XA?าħ?nVħาAeC?UiL c<GĨGาGาĦİาbJTAXGาĦĦcA?UMAśaHŨiQħ #QU=JU+N;ś$ dA+าHHUBĦ[Q 

+UB.LาĦGา+JnVBา+,Qħ+าHa<XA?าħ +าHGŘาG>XĶA .LาĦ.X<>ZħGาĦeĦŗĨBİAŘา bJT.LาĦ?Hħ1nV?YiOUiħOĦ ĨL+a,าa<XAİAŘา?nVħาA

+UBCHTa<hAaİJŗาAYjc<Gd3ŘLUO<\bJTLU=>\?YiaCŞA?UjħAาĦ@HHĦbJTĦYAUGa3XħQŘาħQXħdA8าATQ\CĦาOnVİHUB3YLť=CHT1nVLUA,QħĦA\NGś  

?UjħOQħa.Ga,ŘาHŗLĦaBYGAAาaJŗbJTAX?HHM+าHHT<UBOา+JĦา+ĦาG HLĦ>Zħ ïĄýĎĆýĄ ÞąāĊĊýĈā ÅÎÍĭÏÆ Ýďąý ìýÿąĂąÿ ðĎąāĊĊýĈā 

ÅQQOa=HaJYGÉ ÎÍÍÕÆ ïąĊăýČċĎā ÞąāĊĊýĈā ÅÎÍÍÔÆ ÞąāĊĊýĈā ċĂ ïĕĀĊāĕ ÅÎÍÍÒÆ ðĄąĎĀ áÿĄąăċÊðďđĉýĎą ðĎąāĊĊýĈā 

ÅÎÍÍÒÆ ãēýĊăĆđ ÞąāĊĊýĈā ÅÎÍÍÐÆ èý ÞąāĊĊýĈā Āą òāĊāĖąý ÅÎÍÍÏÆ bJTQY+Ħา+ĦาG

Vladimir ARKHIPOV Born in in Ryazan, Russia. Vladimir Arkhipov is now currently lives and works in 
Moscow. Arkhipov is a semi-self-taught artist with engineer and construction background. He has 
worked in photography, in the genre of the object and began to be fascinated with one particular 
universal phenomenon of culture - the making of homemade items for practical purposes. His selected 
solo exhibition includes Post Folk Archive / Maastricht, Bonnefantenmuseum (Maastricht, 2014); Home 
made RussiaÉ îāĀ ëÿĐċþāĎ ăýĈĈāĎĕ ÅéċďÿċēÉ ÎÍĭÎÆ× ýĊĀ %Post Folk Archive&É åćċĊÊăýĈĈāĎĕ ÅÞąĎĉąĊăĄýĉÉ 
2002). Notable group shows he’s been included are Trienniale of the Russian Contemporary Art, Museum 
%Garage& ÅéċďÿċēÉ ÎÍĭÓÆ× %Prototypology: An Index of Process and Mutation&É ãýăċďąýĊ ãýĈĈāĎĕ  
(Rome, 2015); and ëďĐýĈăąý, New Museum of Contemporary Art (New York, 2011) Arkhipov also  
works on a web-based database of hand-made functional objects - www.folkforms.ru and  
www.otherthingsmuseum.com 

Vladimir ARKHIPOV a+X<?YiaHŦG4UA CHTa?MHUOa4YG CŜ11\BUAd3Ř3YLť=QG]ŗ?YiĦQOc+ ÝĎćĄąČċĒ aCŞAMXJCŎA?YiMZ+Nา<ŘLG=AaQħ 

bJTĦYĨŃjA8าA<ŘาALťML+HHĦbJT+าH+ŗQOHŘาħ a,าa.G>ŗาGH]CLU=>\bJTaHťĶĦİJħdİJdACHา+7+าH;ś?าħLU:A@HHĦQGŗาħİAZiħ  

AUiA.[Q+าHOHŘาħ,Qħd3ŘdABŘาA?Yid3ŘOQGe<Ř1Hťħ AX?HHM+าHa<YiGL.HUjħOnV.U©g ,Qħa,า e<Řb+ŗ Post Folk Archive / Maastricht, 

ÞċĊĊāĂýĊĐāĊĉđďāđĉ ÅĦาO?Hť3?ś ÎÍĭÐÆ Home made RussiaÉ îāĀ ëÿĐċþāĎ ăýĈĈāĎĕ ÅĦQOc+ ÎÍĭÎÆ bJT %Post Folk 

Archive& ?Yi åćċĊÊăýĈĈāĎĕ ÅaBQHśĦXħbRĦ ÎÍÍÎÆ OŗLAAX?HHM+าH+J\ŗĦ.HUjħOnV.U©?Yia,าa.GĦYOŗLAHŗLĦ e<Řb+ŗ ðĎąāĊĊąýĈā ċĂ  

ĐĄā îđďďąýĊ ßċĊĐāĉČċĎýĎĕ ÝĎĐÉ éđďāđĉ %Garage& ÅĦQOc+ ÎÍĭÓÆ %Prototypology: An Index of Process  

and Mutation&É ãýăċďąýĊ ãýĈĈāĎĕ ÅcHĦ ÎÍĭÑÆ bJT ëďĐýĈăąýÉ êāē éđďāđĉ ċĂ ßċĊĐāĉČċĎýĎĕ ÝĎĐ ÅAXLGQHś+ ÎÍĭĭÆ 

AQ+1า+AYj ÝĎćĄąČċĒ GUħa.G?nV8าA,ŘQĦ]JBAaLũBe4=śa+YiGL+UBLU=>\?nVĦ[Q?Yid3ŘħาAe<Ř1Hťħ ēēēËĂċĈćĂċĎĉďËĎđ bJT 

www.otherthingsmuseum.com
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Amber GINSBURG creates site-generated projects and social sculpture that insert historical scenarios into 
present day situations as well as engages present day histories to imagine alternative futures. Her background 
in craft orients her projects towards the continuities and ruptures in material, social, and utopic histories. 
While always interested in history, more recently, she is drawn to imagined futures, specifically an imagined 
future that includes human survival. Looking to past feminist strategies, including collective action and 
equity politics, she works in large-scale sculptural forms and that allow audiences a role in thinking through 
the making and/or completing work. Ginsburg received her MFA from the School of the Art Institute of 
Chicago and currently teaches in the Department of Visual Arts at the University of Chicago. Her research 
-based multimedia installations have been shown national and internationally including at the Museum of 
Contemporary Art, Chicago; The Soap Factory, Minneapolis, MN; The Society for Contemporary Craft, 
Pittsburgh, PA; World Ceramic Biennale, Korea; KunstTREFFpunkt, Darmstadt, Germany; Artsonje, Seoul, 
Korea, the Bristol Biennial, England and many more. 

Amber GINSBURG OHŘาħOHH.śħาA?YiaCŞAc.Hħ+าH?Yia+X<,ŬůA1า+ĨŃjA?YibJTCHT=XĦา+HHĦ?าħOUħ.Ħ?YidOŗ2า+?าħCHTLU=XMาO=Hśa,ŘาeC

dAO>าA+าH;śCŜ11\BUA <ŘLGĨŃjAaĨdA+าH?nVħาADŏĦ[Q 1ĳħ?nVdİŘc.Hħ+าH=ŗาħg ,Qħa@QĦYbAL?าħ?Yi1TaJŗA+UB.LาĦ=ŗQaA[iQħbJT 

HQGbG+,Qħ?UjħLUO<\ OUħ.Ħ bJTCHTLU=XMาO=HśdAQ\<Ħ.=X AQ+1า+.LาĦOAd1dACHTLU=XMาO=HśbJŘL dA3ŗLħİJUħĦาAYj a@QOAd1 

+าH1ıA=Aา+าH>ZħQAา.= c<Ga2ĨาTQGŗาħGXĶħQAา.=?Yia+YiGLaA[iQħ+UB+าHQG]ŗHQ<,QħĦA\NGś <ŘLGbAL?าħOX?@ıO=HŦdAQ<Y= bJT 

İJU+.LาĦaOĦQFา.?าħOUħ.Ħ a@QOHŘาħOHH.śĩJħาACHT=XĦา+HHĦ,Aา<dİ©ŗ ?Yi?nVdİŘĩ]Ř3ĦLťa.HาTİś>Zħ+HTBLA+าHOHŘาħOHH.ś 

ĩJħาA a@Q1B+าHMZ+NาHT<UBCHť©©าc?1า+ ïÿĄċċĈ ċĂ ĐĄā ÝĎĐ åĊďĐąĐđĐā ċĂ ßĄąÿýăċ bJTCŜ11\BUAOQAQG]ŗ?Yi àāČýĎĐĉāĊĐ ċĂ 

òąďđýĈ ÝĎĐď ĦİาLťGาJUG3X.าc+ ħาA1U<LาħbBBO[iQĩOĦ,Qħa@Q?YiĦYĨŃjA8าAĦา1า++าHLť1UGe<Ř1U<bO<ħ?Ujħ?YiĨŀĨŀ@FU;9śbJTb+JaJQHŦ

Ħา+ĦาG a3ŗA éđďāđĉ ċĂ ßċĊĐāĉČċĎýĎĕ ÝĎĐÉ 3X.าc+× ðĄā ïċýČ âýÿĐċĎĕÉ éąĊĊāýČċĈąďÉ ĦXAAXc4=า× ðĄā ïċÿąāĐĕ ĂċĎ 

ßċĊĐāĉČċĎýĎĕ ßĎýĂĐÉ Ĩŀ=OśaBXHś+É aĨA4XJLาaAYG× óċĎĈĀ ßāĎýĉąÿ ÞąāĊĊýĈāÉ a+าİJY× çđĊďĐðîáââČđĊćĐÉ <าHśĦO=U<?śÉ 

aGQHĦAY× ÝĎĐďċĊĆāÉ c4JÉ a+าİJYÉ ĐĄā ÞĎąďĐċĈ ÞąāĊĊąýĈÉ OİHา3Qา;า1U+H bJTQ[iAg QY+Ħา+ĦาG 

Sara BLACK has worked broadly as an artist, artist-teacher, arts organiser and curator. Her artwork 
uses conscious processes of building, craft and/or material transformation as a time-based method; 
diseased wood, ecosystem-specific trees, inherited building materials or other exhausted objects  
as material; and creates works that expose the complex ways in which things and people are suspended  
in worlds together, often generating forms that push beyond human frames of reference. Black received 
her MFA from the Department of Visual Arts at the University of Chicago in 2006, acted as the director 
of the arts division at Antioch College from 2010 to 2014 and is currently assistant professor of 
sculpture at the School of the Art Institute of Chicago. Her work has been exhibited nationally  
and internationally in a variety of spaces including Chicago’s Museum of Contemporary Art, The Smart  
Museum of Art, Gallery 400, Hyde Park Art Center, ThreewallsSOLO; Portland’s Museum of  
Contemporary Craft; New York’s Park Avenue Armory, and Eyebeam; Boston’s Tuft University  
Gallery; Minneapolis’ Soap Factory, and more.

Takafumi FUKASAWA a+X<?YiaĦ[QħGาĦาAา3X CŜ11\BUAQnVMUGQG]ŗ?Yi 4UBcCcH MXJCŎAaCŞA?YiH]Ř1U+1า+c.Hħ+าH=ŗาħg ?Yia,าĦU+?nV 

HŗLĦ+UB.AdA?ŘQħ>XĶA aGาL3A bJTĩ]ŘĨŀ+าH +าH?nVħาAMXJCT,Qħa,าa+YiGLaA[iQħ+UBĨİ]Ĩ1Aś,Qħ.LาĦaCŞA1Hťħ ħาAOŗLAdİ©ŗ,Qħ

a,าĦU+a+YiGL+UBCHTLU=XMาO=Hś LU:A@HHĦ Ĩŀ@Ĳ+HHĦ bJTOXĶħ?Yia+X<dA3YLť=CHT1nVLUA,QħĨŃjA?YiAUjAg a,า1U<bO<ħAX?HHM+าHQGŗาħ

+LŘาħ,LาħdACHTa?M©YiC\ŒA HLĦ?Ujħ?Yi ïýČČċĎċ åĊĐāĎĊýĐąċĊýĈ ÝĎĐ âāďĐąĒýĈ ÅÎÍĭÐÆÉ áÿĄąăċ ðďđĉýĎą ÝĎĐ ðĎąāĊĊýĈā  

ÅAYħา=TÉ ÎÍĭÑ bJT ÎÍĭÓÆÉ çāĊČċćđ ÝĎĐ ÅåþýĎýćąÉ ÎÍĭÒÆ bJT ëćđĊċĐċ åĊĐāĎĊýĐąċĊýĈ ÝĎĐ âāďĐąĒýĈ ÅQX3X+าLTÆË

Sara BLACK ?nVħาAİJาGQGŗาħ a@QaCŞA?UjħMXJCŎA .H]OQAMXJCŎA ĩ]Ř1U<ħาAMXJCT bJTFU;9าHU+Nś ħาA,Qħa@Qd3Ř?Ujħ

+HTBLA+าHOHŘาħħาA +าH?nVħาAbBB3ŗาħDŏĦ[Q bJTÌİHŨQ+HTBLA+าHCHUBaCJYiGALUO<\c<Ga1=Aาc<Gd3ŘaLJาaCŞAĨŃjA8าA a3ŗA  

eĦŘ1า+=ŘAeĦŘ?Yi=าGbJŘL ĨŃ3İาGา+?YiĦYa2ĨาT>XĶA LUO<\+ŗQOHŘาħ bJTLUO<\d3ŘbJŘLQ[iAg a@Qd3ŘOXĶħaİJŗาAYjaĨŃiQOHŘาħħาA?YiaĩGdİŘaİhALŗา

OXĶħ,QħbJTĩ]Ř.A>]+b,LAcGħeLŘ+UBcJ+AYj<ŘLG+UAQGŗาħeH 4ZiħħาA,Qħa@Q+hĦU+1TĩJU++HQB+าH=Y.LาĦQŘาħQXħcJ+,Qħ.A 

?YiĦYQG]ŗa<XĦQQ+eC ÞĈýÿć 1B1า+İJU+O]=H éâÝ 1า+ àāČýĎĐĉāĊĐ ċĂ òąďđýĈ ÝĎĐď ?Yi ñĊąĒāĎďąĐĕ ċĂ ßĄąÿýăċ ĦาaĦ[iQCŏ ÎÍÍÒ  

bJTaCŞAĩ]ŘQnVALG+าHFา.MXJCT?Yi ÝĊĐąċÿĄ ßċĈĈāăā =Ujħb=ŗCŏ ÎÍĭÍ >ZħCŏ ÎÍĭÐ bJT=QAAYja@QaCŞAĩ]Ř3ŗLGMาO=Hา1าHGś 







Mella JAARSMA ĦY3[iQaOYGħ1า+ħาA1U<LาħaO[jQĩŘาQUA4UB4ŘQAbJTa=hĦeC<ŘLG.LาĦİJา+İJาG?าħa3[jQ3า=X?YiDŜħ 

QG]ŗdAaO[jQĩŘา Hŗาħ+าG,Qħĩ]Ř.A bJTQาİาH a@Qa+X<?YiaAa@QHśbJA<śdACŏ ĭÕÒÍ bJTaHŦGA?UMAMXJCŖ?Yi éąĊāĎĒý ÝÿýĀāĉĕ ?Yi 

c+HAXħa+A ÅĭÕÓÔÊĭÕÔÐÆ İJUħ1า+AUjAa@Q+hQQ+1า+aAa@QHśbJA<śĦาaHŦGA?Yi ÝĎĐ åĊďĐąĐđĐā ċĂ æýćýĎĐý dACŏ ĭÕÔÐ bJTeC 

aHŦGA=ŗQ?Yi åĊĀċĊāďąýĊ åĊďĐąĐđĐā ċĂ ĐĄā ÝĎĐď ?YiGQ+Gา+า=า ÅĭÕÔÑÊĭÕÔÒÆ bJTJħİJU+CŜ+8าA?nVħาA?YiQXAc<AYa4YG 

ĦาAUBb=ŗAUjA dACŏ ĭÕÔÔ a@QHŗLĦ+UB êąĊĀąĐĕċ ÝĀąČđĎĊċĉċ +ŗQ=Ujħ ßāĉāĐą ÝĎĐ äċđďā 4ZiħaCŞA?YibO<ħħาAMXJCTHŗLĦOĦUG

bİŗħbH+dAQXAc<AYa4YG bJTO>าA?YiAYj+he<Ře<Ř+JาGĦาaCŞAbĨJ=EQHśĦ?YiOnV.U©dİŘ?UjħMXJCŎAH\ŗAa+ŗาbJTdİĦŗdAQXAc<AYa4YGbJT 

dAF]ĦXFา. ħาA,Qħ æýýĎďĉý e<Ř>]+bO<ħQGŗาħ+LŘาħ,LาħdAħาAbO<ħMXJCT?YiQXAc<AYa4YGbJTdACHTa?MQ[iAg a3ŗA ÎÍth Sydney 

Biennale (2016); The Roving EyeÉ Ýîðáî ÅQXO=UAB]JÉ ÎÍĭÐÆ× ïąýďýĐ Ê æýćýĎĐý ÞąāĊĊýĈā, Museum of Ceramics and 

âąĊā ÝĎĐď Å1า+าHś=าÉ ÎÍĭÏÆ× Suspended HistoriesÉ éđďāđĉ òýĊ èċċĊ ÅQUĦOa=QHś<UĦ ÎÍĭÏÆ× ïąĊăýČċĎā ÞąāĊĊýĈā 

(2011); ãïç ßċĊĐāĉČċĎýĎĕ ( ÝēýĎāÖ ÝĎĐ âýďĄąċĊ åĀāĊĐąĐĕÉ ĐĄā îċĕýĈ ÝÿýĀāĉĕ ċĂ ÝĎĐď ÅJQA<QAÉ ÎÍĭÍÆ× 

RE-Addressing IdentitiesÉ çýĐċĊýĄ éđďāđĉ ÅAXLGQHś+É ÎÍÍÕÆ× #Accidentally Fashion’, Museum of Contemporary 

ÝĎĐ Åe?aCÉ ÎÍÍÓÆ× õċćċĄýĉý ðĎąāĊĊąýĈ ÅÎÍÍÑÆ bJTQY+Ħา+ĦาGĩJħาA,Qħa@QaCŞAOŗLAİAZiħ.QJaJ.3UiA,Qħ íđāāĊďĈýĊĀ 

ÝĎĐ ãýĈĈāĎĕ ?YiaĦ[QħBHťOaBA CHTa?MQQOa=HaJYG bJT ïąĊăýČċĎā ÝĎĐ éđďāđĉ

Mella JAARSMA has become known for her complex costume installations and her focus on forms of cultural 
and racial diversity embedded within clothing, the body and food. She was born in the Netherlands in 1960 
and studied visual art at Minerva Academy in Groningen (1978-1984), after which she left the Netherlands to 
study at the Art Institute of Jakarta (1984) and at the Indonesian Institute of the Arts in Yogyakarta (1985-
1986). She has lived and worked in Indonesia ever since. In 1988, she co-founded Cemeti Art House (with 
Nindityo Adipurnomo), the first space for contemporary art in Indonesia, which to this day remains an 
important platform for young artists and art workers in thecountry and region. Mella Jaarsma’s works have 
been presented widely in exhibitions and art events in Indonesia and abroad, including: the 20 th Sydney Biennale 
(2016); ‘The Roving Eye’, Arter, Istanbul(2014); ‘Siasat - Jakarta Biennale’, Museum of Ceramics and Fine Arts, 
Jakarta (2013);‘Suspended Histories’, Museum Van Loon, Amsterdam (2013);‘Singapore Biennale’, Singapore 
Art Museum (2011); ‘ãïç ßċĊĐāĉČċĎýĎĕ ( ÝēýĎāÖ ÝĎĐ âýďĄąċĊ åĀāĊĐąĐĕ’, the Royal Academy of Arts, 
London(2010);‘RE-Addressing Identities’, Katonah Museum, New York (2009);‘Accidentally Fashion’, Museum 
of Contemporary Art, Taipei (2007); Yokohama Triennial (2005), and many others. Her work is part of the 
collection of the Queensland Art Gallery, Brisbane, Australia and the Singapore Art Museum, amongst others.

JIANDYIN is a Thai duo artists consisting of Ji, born in Ratchaburi in 1969, and Yin, born in Chiang Mai  
in 1968.The two have worked together since 2002 and currently live in Ratchaburi, Thailand. Their interests 
mainly focus on the interdisciplinary and community-based art project to explore the relationship between 
individual and the social context. Jiandyin were awarded a fellowship grant from the Asian Cultural Council in 
2009 and were artists in residence at Headlands Center for the Arts, San Francisco. They also participated at 
the International Studio and Curatorial Program (ISCP) NY (2010), Treasure Hill Artist Village, Taipei (2012), 
Civitella Ranieri center, Umbria, Italy (2013), and Lichtenberg Studios, Berlin, Germany (2013). They have 
exhibited in many internationally renowned platforms such as the 5th Indonesia International Video Festival 
(2011), the 9th Shanghai Biennale (2012), EXOTIKA 2013, Gallerie Nord and Galerie M, Berlin, Germany 
(2013), Asia Contemporary Art Link (2015), Kaohsiung, Taiwan, and Changwon Asian Art Festival (2017) at 
Changwon sung san Art Museum, Changwon, South Korea

JIANDYIN aCŞAMXJCŎA.]ŗ3าLe?G?YiCHT+QB<ŘLG 1ı 4Ziħa+X<?YiHา3B\HŦdACŏ ĭÕÒÕ bJT GXĶA 4Ziħa+X<?Yia3YGħdİĦŗdACŏ ĭÕÒÔ ?Ujħ.]ŗ 

HŗLĦ?nVħาA<ŘLG+UAĦา=Ujħb=ŗCŏ ÎÍÍÎ bJTCŜ11\BUAQาMUGQG]ŗ?Yi1UħİLU<Hา3B\HŦ CHTa?Me?G .LาĦOAd1,Qħ?Ujħ.]ŗĦU+aAŘAeC?YiħาAMXJCT 

bBBOİLť?Gา+าHbJTĦYĨŃjA8าAĦา1า+3\Ħ3AaĨŃiQ?Yi1TOnVHL1.LาĦOUĦĨUA@śHTİLŗาħCŜ1a1+B\..JbJTBHťB??าħOUħ.Ħ æąýĊĀĕąĊ  

e<ŘaħťA?\AĦX=HFาĨ1า+ ÝďąýĊ ßđĈĐđĎýĈ ßċđĊÿąĈ dACŏ ÎÍÍÕ bJTaCŞAMXJCŎAdAĨnVAU+?Yi äāýĀĈýĊĀď ßāĊĐāĎ ĂċĎ ĐĄā ÝĎĐď  

?Yi4าAEาA4XOc+ ĨL+a,าGUħa.GeCHŗLĦħาA?Yi åĊĐāĎĊýĐąċĊýĈ ïĐđĀąċ ýĊĀ ßđĎýĐċĎąýĈ ìĎċăĎýĉ ÅåïßìÆ ?YiAXLGQHś+ ÅÎÍĭÍÆÉ 

ðĎāýďđĎā äąĈĈ ÝĎĐąďĐ òąĈĈýăā ?Yie?aC ÅÎÍĭÎÆ bJT èąÿĄĐāĊþāĎă ïĐđĀąċď ?YiaBQHśJXA aGQHĦAY ÅÎÍĭÏÆ AQ+1า+AYjĨL+a,า 

GUħe<Řa,ŘาHŗLĦ+UBħาA?YiaCŞA3[iQaOYGħdAHT<UBAาAา3า=XQY+Ħา+ĦาG a3ŗA Ñth Indonesia International Video Festival (2011), 

9th ïĄýĊăĄýą ÞąāĊĊýĈā ÅÎÍĭÎÆÉ áôëðåçÝ ÎÍĭÏÉ ãýĈĈāĎąā êċĎĀ bJT ãýĈāĎąā éÉ ?YiaBQHśJXA aGQHĦAY ÅÎÍĭÏÆÉ  

Ýďąý ßċĊĐāĉČċĎýĎĕ ÝĎĐ èąĊć ÅÎÍĭÑÆ ?Yia+าOħ e=ŘİLUAbJT ßĄýĊăēċĊ ÝďąýĊ ÝĎĐ âāďĐąĒýĈ ÅÎÍĭÓÆ  

?Yi ßĄýĊăēċĊ ďđĊă ďýĊ ÝĎĐ éđďāđĉ dA3าħLQA a+าİJYd=Ř







Alicja KWADE Born in Katowice, Poland, Alicja Kwade lives and work in Berlin, Germany. Her work 
questions the natural abstract concepts of the nature of time, space and light, the laws of physics and 
everyday social conventions that are foundational to our perception of reality. Taking shape in site-specific 
installations and sculpture, but often straying to photography and video, she creates powerful landscapes. 
These consist of familiar objects, natural and manmade, which are sometimes doubled, warped, and thus 
stripped of their usual function and are imbued with new qualities and values. Her recent solo exhibitions 
include The Resting Thought, CCC OD, (Tours 2019), Trans-For-Men, EMMA - Espoo Museum of Modern Art 
(Helsinki, 2018), ëđĐ ċĂ ëđďąý, Kunsthal Charlottenberg (Copenhagen, 2018), TunnelTeller, Castle Hill on the 
Crane Estate (Ipswich, MA, 2018), Entitas, St. Agnes, KÖêåã ãýĈāĎąā ÅÞāĎĈąĊÉ ÎÍĭÔÆ ýĊĀ %ÞāąĊă!&É êāđāĎ 
Berliner Kunstverein (Berlin, 2018). In 2017, she participated in the 57th Biennale di Venezia ‘Viva Arte Viva’ 
and in the Aros Triennale ðĄā ãýĎĀāĊ Ê áĊĀ ċĂ ðąĉāď× ÞāăąĊĊąĊă ċĂ ðąĉāď, #3 The Future in Aarhus.

Oliver LARIC lives and works in Berlin. His practice focuses on sculpture, video, and installation.  
The artist examines the issues of ownership and originality, and re-defines the category of objects and 
materials found in the history and surrounding contemporary cultures. Laric believes in the uncertainty 
of definition, concept, and objectivity. The artist has had solo exhibitions at many international venues, 
including Schinkel Pavillon, Berlin; Secession, Vienna; Museum of Contemporary Art Cleveland; Austrian 
Cultural Forum, London; Hirshhorn Museum and Sculpture Garden, Washington, D.C.; and the MIT  
List Visual Arts Center, Cambridge, Massachusetts. Laric was included in the 2015 New Museum Triennial 
and the 2016 Liverpool Biennial. He has also participated in group exhibitions at the Whitechapel 
Gallery, London; Albright-Knox Art Gallery, Buffalo; Kunsthalle Fridericianum, Kassel; Palais de Tokyo, 
Paris; Kunstverein München; and the Massachusetts Museum of Contemporary Art, North Adams.

Alicja KWADE a+X<?Yi.าc=LŦ=a4dAcCbJA<ś bJT?nVħาAdAaBQHśJXA aGQHĦAY ħาA,Qħa@Q=Ujħ.nV>าĦĦcA?UMAśa3XħAาĦ@HHĦ  

a3ŗA @HHĦ3า=X,Qħ+าJaLJา +6EņOX+Oś bJT,AB?าħOUħ.ĦdA3YLť=CHT1nVLUA 4ZiħaCŞAHา+8าA+าHHUBH]Ř.LาĦaCŞA1Hťħ,QħĦA\NGś   

ĩJħาA,Qħa@QĦY?UjħħาA1U<Lาħ bJTCHT=XĦา+HHĦa2ĨาT?Yi HLĦeC>ZħH]C>ŗาG bJTLŦ<YcQ  +ŗQdİŘa+X<aCŞAF]ĦX?UMAśQUA?HħĨJUħ?Yi

CHT+QB,ŬůA1า+LU=>\?Yi.\ŘAa.G ?Ujħ1า+@HHĦ3า=XbJT1า+DŏĦ[QĦA\NGś LU=>\aİJŗาAYj>]+AnVĦา?nV4njV BX<ħQ1AeĦŗOาĦาH>?nVİAŘา?Yia<XĦ

e<ŘQY+=ŗQeC b=ŗe<Ř.\;OĦBU=XdİĦŗg bJT.\;.ŗาdİĦŗg a,ŘาĦาb?A?Yi AX?HHM+าHa<YiGLJŗาO\<,Qħa@Q e<Řb+ŗ The Resting Thought, 

ßßß ëàÉ Å=]HśÉ ÎÍĭÕÆÉ Trans-For-MenÉ áééÝ ( áďČċċ éđďāđĉ ċĂ éċĀāĎĊ ÝĎĐ ÅaRJ4Xħ+XÉ ÎÍĭÔÆÉ ëđĐ ċĂ ëđďąý, 

çđĊďĐĄýĈ ßĄýĎĈċĐĐāĊþāĎă Åc.aCAaRa+A ÎÍĭÔÆ TunnelTellerÉ ßýďĐĈā äąĈĈ ċĊ ĐĄā ßĎýĊā áďĐýĐā ÅQXCOLť3 ÎÍĭÔÆ 

Entitas, St. Agnes, KÖêåã ãýĈāĎąā ÅaBQHśJXA ÎÍĭÔÆ bJT %ÞāąĊă!&É êāđāĎ ÞāĎĈąĊāĎ çđĊďĐĒāĎāąĊ ÅaBQHśJXA ÎÍĭÔÆ dACŏ 

ÎÍĭÓ a@Qa,ŘาHŗLĦa?M+าJ òāĊąÿā ÞąāĊĊýĈā .HUjħ?Yi ÑÓ Viva Arte Viva bJT ÝĎċď ðĎąāĊĊýĈā The Garden - End of Times; 

ÞāăąĊĊąĊă ċĂ ðąĉāďÉ ÀÏ ðĄā âđĐđĎā dAQQHśR]O

Oliver Laric QาMUGbJT?nVħาAdAaBQHśJXA ĩJħาA,Qħa,าĦ\ŗħaAŘA?YiCHT=XĦา+HHĦ Lť<YcQ bJTħาA1U<Lาħ a,าOnVHL1CHTa<hAaHŨiQħ

.LาĦaCŞAa1Řา,Qħ+UB.LาĦHťaHťĶĦ bJTAXGาĦCHTaF?,QħLU=>\+UBLUO<\?YiĨBdA@HHĦ3า=XbJTLU:A@HHĦHŗLĦOĦUGHQB=ULaOYGdİĦŗ 

èýĎąÿ a3[iQdAaHŨiQħ.LาĦeĦŗbAŗAQA,QħAXGาĦ ĦcA?UMAś bJTFLLťOUG  a,าa.G1U<AX?HHM+าHa<YiGLdAO>าA?YiHT<UBOา+JİJาGbİŗħ 

?Ujħ ïÿĄąĊćāĈ ìýĒąĈĈċĊ aBQHśJXA ïāÿāďďąċĊ aLŦGAAา éđďāđĉ ċĂ ßċĊĐāĉČċĎýĎĕ ÝĎĐ .JYEbJA<ś ÝđďĐĎąýĊ ßđĈĐđĎýĈ 

âċĎđĉ JQA<QA äąĎďĄĄċĎĊ éđďāđĉ ýĊĀ ïÿđĈČĐđĎā ãýĎĀāĊ LQ3Xħ=UA<Y4Y bJT éåð èąďĐ òąďđýĈ ÝĎĐď ßāĊĐāĎ b.ĦBHť<1ś 

bĦO4า3]a4=Oś  HLĦ>Zħ êāē éđďāđĉ ðĎąāĊĊąýĈ Cŏ ÎÍĭÑ bJT èąĒāĎČċċĈ ÞąāĊĊąýĈ Cŏ ÎÍĭÕ AQ+1า+AYj a,าGUħĦYOŗLAHŗLĦdA

AX?HHM+าH+J\ŗĦ?Yi óĄąĐāÿĄýČāĈ ãýĈĈāĎĕ dAJQA<QA ÝĈþĎąăĄĐÊçĊċĔ ÝĎĐ ãýĈĈāĎĕ ?YiBUEEาcJ çđĊďĐĄýĈĈā âĎąĀāĎąÿąýĊđĉ 

?Yi.าOa4XJ ìýĈýąď Āā ðċćĕċ ?YiCาHŦO çđĊďĐĒāĎāąĊ éüĊÿĄāĊ bJT éýďďýÿĄđďāĐĐď éđďāđĉ ċĂ ßċĊĐāĉČċĎýĎĕ ÝĎĐ  

?YiAQHś@Q<UĦOś QY+<ŘLG





LEUNG Chi Wo a+X<?YiRŗQħ+ħdACŏ ĭÕÒÔ bJTd3Ř3YLť=QG]ŗdARŗQħ+ħ ĩJħาAQUAJ\ŗĦJZ+,Qħa,าĩOĦĩOาA+าHOnVHL1 

a3XħCHTLU=XMาO=Hśa,Řา+UB.nV>าĦa3XħĦcA?UMAśFาGdAF]ĦX?UMAś,QħaĦ[Qħdİ©ŗHŗLĦOĦUG c<GĦY=Ujħb=ŗH]CbBB,QħH]C>ŗาG Lť<YcQ 

,ŘQ.LาĦ +าHbO<ħ bJTħาA1U<Lาħ  a,าdİŘ.LาĦOnV.U©+UB.LาĦOUĦĨUA@ś?YieĦŗ3U<a1AHTİLŗาħĦcA?UMAś +าHHUBH]Ř bJT.LาĦa,Řาd1 

c<Ga2ĨาT<ŘาA?Yia+YiGLcGħ+UBO>าA?YibJTCHTLU=XMาO=HśFาGdA+HQB.X<?าħLU:A@HHĦÌ+าHaĦ[Qħ a,าĦU+?nV+าH.ŘA.LŘาBHťB? 

bJTO>าA+าH;ś=ŗาħg +UBĩJJUĨ@ś?าħMXJCTa3[iQĦcGħ+UB.LาĦOUĦĨUA@ś?Yi4ŗQAQG]ŗHTİLŗาħLU=>\=ŗาħg c.Hħ+าHa2ĨาTO>าA?Yi 

,Qħa,าCHา+7dAMาJาRŗQħ+ħ?Yi ÞąāĊĊýĈā Āą òāĊāĖąý dACŏ ÎÍÍĭ  ĩJħาA,Qħa,าe<ŘHUB+าH1U<bO<ħdAĨŀĨŀ@FU;9śHT<UBcJ+

İJาGbİŗħ a3ŗA ðýĐā éċĀāĎĊ dAJQA<QA êîó âċĎđĉ dA<UOa4J<QHśE éđďāđ Āý åĉýăāĉ ā Āċ ïċĉ dAa4าaCาcJ  

bJTAX?HHM+าHMXJCTdİ©ŗg dAa4YiGħeRŘ C]4าA bĦAa3Oa=QHś SJS  a,า1U<AX?HHM+าHOnVHL1.HUjħbH+,Qħa,า?Yi ëßð ßċĊĐāĉ-

ČċĎýĎĕ ÝĎĐ ðāĎĉąĊýĈ dAa4XAa1ıķAdACŏ ÎÍĭÑ CŜ11\BUAa,าaCŞAQา1าHGś?Yi ïÿĄċċĈ ċĂ ßĎāýĐąĒā éāĀąýÉ ßąĐĕ ñĊąĒāĎďąĐĕ  

dARŗQħ+ħ

LU Pingyuan born in 1984 in Zhejiang province, China, lives and works in Shanghai. Lu Pingyuan‘s 
artworks involves a variety of media, including texts, installations, videos, paintings and others.  
âċĎ ý Ăāē ĕāýĎďÉ èđ ìąĊăĕđýĊ ÿċĊÿāĊĐĎýĐāĀ Ąąď ČĎýÿĐąÿā ċĊ ĐĄā ēĎąĐąĊă ċĂ %ďĐċĎąāď& ýď ý đĊąčđā ĐĕČā  
of media for art creation. His works have been exhibited extensively in both national and international 
museums and biennales. Recent solo exhibitions include: La Malle aux Trésors, Mansion de Hermès, 
Shanghai, China, 2018; James Stanley-The Seventh Earl of Derby, Center for Chinese Contemporary Art, 
United Kingdom, 2016; ëê çÝóÝîÝ, MadeIn Gallery, Shanghai, China, 2016; He participated in 
numerous group shows among which are As We May Think: Feedforward, The 6th Guangzhou Triennial, 
Guangdong Museum of Art, Guangzhou, China, 2018; The Artist is present, Yuz Museum, Shanghai, 
China, 2018; öäëêããñë ÎĭÔÑ, Sadie Coles HQ, London, UK, 2017; 11th Shanghai Biennale, Power 
Station of Art, Shanghai, China, 2016; 9th Liverpool Biennale, Liverpool, United Kingdom, 2016 etc.  
In 2015, he was nominated at the 4th Art Sanya for the Young Chinese Artists Award and the First 
ìċĎďÿĄā %õċđĊă ßĄąĊāďā ÝĎĐąďĐ ċĂ ĐĄā õāýĎ& ČĎċăĎýĉĉāË

LU Pingyuan a+X<dACHTa?M1ĲA aĦ[iQCŏ ĭÕÔÐ CŜ11\BUAd3Ř3YLť=bJT?nVħาAQG]ŗ?Yia4YiGħeRŘ ħาA,Qħ ìąĊăĕđýĊ ?nVĩŗาAO[iQOาHĨU<

=Ujħb=ŗ=ULB? ħาA1U<Lาħ ħาALť<YcQ ħาA1ı=H+HHĦ a,าaAŘA+าHa,ūGA %aHŨiQħHาL& dA8าAT,QħO[iQa2ĨาTdA+าHOHŘาħħาAMXJCTĦาaCŞA

aLJาOU+ĨU+dİ©ŗbJŘL ħาA,Qħa,า>]+bO<ħĦา+ĦาGdAHT<UBCHTa?MbJTHT<UBAาAา3า=X ħาAbO<ħa<YiGL,Qħa,า a3ŗA La Malle 

aux Trésors, Mansion de Hermès Åa4YiGħeRŘÉ ÎÍĭÔÆ James Stanley-The Seventh Earl of Derby, Center for Chinese 

ßċĊĐāĉČċĎýĎĕ ÝĎĐÉ ÅbĦAa3Oa=QHśÉ ÎÍĭÒÆ ëê çÝóÝîÝÉ éýĀāåĊ ãýĈĈāĎĕ Åa4YiGħeRŘÉ ÎÍĭÒÆ ħาAbO<ħbBB+J\ŗĦ?Yia,าeC

bO<ħHŗLĦ a3ŗA As We May Think: Feedforward OnVİHUB ãđýĊăĖĄċđ ðĎąāĊĊąýĈ .HUjħ?Yi Ò dACŏ ÎÍĭÔ The Artist is 

present, Yuz Museum Åa4YiGħeRŘÉ ÎÍĭÔÆ öäëêããñë ÎĭÔÑÉ ïýĀąā ßċĈāď äí ÅJQA<QAÉ ÎÍĭÓÆ ïĄýĊăĄýą ÞąāĊĊýĈā 

.HUjħ?Yi ĭĭ dACŏ ÎÍĭÒ èąĒāĎČċċĈ ÞąāĊĊýĈā .HUjħ?Yi Õ dACŏ ÎÍĭÒ AQ+1า+AYj a,าe<ŘHUB+าHaOAQ3[iQa,Řา3XħHาħLUJdA Ðth Art Sanya 

ĂċĎ ĐĄā õċđĊă ßĄąĊāďā ÝĎĐąďĐď ÝēýĎĀ bJTdAc.Hħ+าH õċđĊă ßĄąĊāďā ÝĎĐąďĐ ċĂ ĐĄā õāýĎ .HUjħbH+,Qħ ìċĎďÿĄā  

dACŏ ÎÍĭÑ

LUXURYLOGICO ÞýďāĀ ċĊ ĐĄā ÿċĊÿāČĐ ċĂ %ĄĕþĎąĀÉ& èđĔđĎĕèċăąÿċ ąď ÿĎāýĐāĀ þĕ ĂċđĎ ÿċĊĐāĉČċĎýĎĕ 
artists born in the 1980s: Chih-chien Chen, Kun-ying Lin, Keng-hau Chang, Geng-hwa Chang, known  
þĕ ĐĄāąĎ ĈąăĄĐĄāýĎĐāĀ ďĐĕĈā ĐĄýĐ ÿāĊĐĎāď ċĊ ĐĄā ąĀāý ċĂ %àáèåãäðâñè óáåîàÊèÝêàË& åĊďČąĎāĀ þĕ ĊýĐđĎýĈ 
environment, tackling thoughts and ideas that filled the spectacles of contemporary society, integrating 
ĉċĀāĎĊ ĐāÿĄĊċĈċăĕ ýĊĀ ÿđĈĐąĒýĐąċĊ ċĂ ĄđĉýĊąĐąāďÉ ĎāČĎāďāĊĐąĊă ĐĄāąĎ ąĀāýď Ēąý %ĉđďąÿÉ& %ĒąďđýĈąĐĕÉ& 
%ąĊďĐýĈĈýĐąċĊÉ& ýĊĀ %ĐāĔĐÉ& ĐĄāąĎ ēċĎćď ċĂ ĂýĊĐýďąāď ĉýĊąĂāďĐ ąĊ ĒýĎąċđď ĂċĎĉď ýĊĀ ăāĊĎāďÉ ąĊÿĈđĀąĊă  
drama, movies, dance, architecture, pop music and economic behavior. Given force by the unceasing 
integration, LuxuryLogico comes into being.























WANG Sishun, born in Wuhan, China in 1979, lives and works in Beijing. In 2008 he completed his Master 
at the Fine Arts Sculpture department at Central Academy of Fine Arts. He has participated the Echi-
go-Tsumari Art Triennale, (Japan,2018); The Second Yinchuan Biennale, MOCA Yinchuan (China,2018); 
Frontier, OCAT (Shanghai ,2017); Romanian Biennale,Timisoara & Arad (Romania,2017); Constellation, 
Georgian National Gallery, Tbilisi(Georgia ,2017); Ý ÞāýđĐąĂđĈ àąďċĎĀāĎ, Cass Sculpture Foundation( 
Britain,2016); You may say I am a dreamer, VM Gallery, Cabassi (Pakistan,2016); The 3nd Ural Industrial 
Biennial of Contemporary Art, Yekaterinburg(Russia,2015); CAFAM Biennale: The Invisible Hand, CAFA Art 
Museum (Beijing, 2014); and Asia Triennial Manchester: Harmonious Society (Manchester, 2014). His solo 
shows include Truth, Fondation Salomon, Annecy(France,2018); Apocalypse, Long March Space( Beijing, 
2016); Truth, MadeIn Gallery (Shanghai,2014);Top of Dopamine, Taikang Space (Beijing, 2010). He has also 
exhibited in international art exhibitions such as Reflection of Minds, MoCA Shanghai (Shanghai, 2010); 
Image History Existence, National Art Museum of China (Beijing, 2011); éċĒąĊă åĉýăā ąĊ ßĄąĊý ĭÕÔÔ ( ÎÍĭĭ, 
Luigi Pecci Center for Contemporary Art (Prato, 2012); ëêÌëââÖ ßĄąĊý$ď õċđĊă ÝĎĐąďĐď ąĊ ßċĊÿāČĐ  
& Practice, Ullens Center for Contemporary Art (Beijing, 2013); Essential Matters, Borusan Contemporary 
(Istanbul, 2015); Inventing Ritual, Kunsthaus Graz (Vienna, 2015); ëĊ ßđĎþďĐċĊā æāēāĈď ýĊĀ ßċþþĈāďĐċĊāď, 
Daimler Contemporary Berlin (Berlin, 2015).

WANG Sishun a+X<?YiĦ;9Jİ]aCŒG CHTa?M1ĲAdACŏ ĭÕÓÕ d3Ř3YLť=bJT?nVħาA?YiCŜ++XĶħ dACŏ ÎÍÍÔ a,า1BCHť©©าc? 1า+ âąĊā ÝĎĐď 

ïÿđĈČĐđĎā àāČýĎĐĉāĊĐ ?Yi ßāĊĐĎýĈ ÝÿýĀāĉĕ ċĂ âąĊā ÝĎĐď a,าe<Řa,ŘาHŗLĦ áÿĄąăċÊðďđĉýĎą ÝĎĐ ðĎąāĊĊýĈāÉ Å©YiC\ŒAÉ ÎÍĭÔÆ× 

ðĄā ïāÿċĊĀ õąĊÿĄđýĊ ÞąāĊĊýĈāÉ éëßÝ õąĊÿĄđýĊ Å1ĲAÉÎÍĭÔÆ× âĎċĊĐąāĎÉ ëßÝð Åa4YiGħeRŘ ÉÎÍĭÓÆ× îċĉýĊąýĊ ÞąāĊĊýĈāÉ 

ðąĉąďċýĎý Ã ÝĎýĀ ÅcHĦาaAYGÉ ÎÍĭÓÆ× ßċĊďĐāĈĈýĐąċĊÉ ãāċĎăąýĊ êýĐąċĊýĈ ãýĈĈāĎĕÉ ðþąĈąďą Å1QHśa1ĲGÉ ÎÍĭÓÆ× Ý ÞāýđĐąĂđĈ 

DisorderÉ ßýďď ïÿđĈČĐđĎā âċđĊĀýĐąċĊ ÅOİHา3Qา;า1U+HÉ ÎÍĭÒÆ× You may say I am a dreamer, VM Gallery, Cabassi 

ÅCา+YO>าAÉÎÍĭÒÆ× ðĄā Ïnd ñĎýĈ åĊĀđďĐĎąýĈ ÞąāĊĊąýĈ ċĂ ßċĊĐāĉČċĎýĎĕ ÝĎĐÉ õāćýĐāĎąĊþđĎă ÅHUOa4YGÉ ÎÍĭÑÆ× ßÝâÝé 

Biennale: The Invisible HandÉ ßÝâÝ ÝĎĐ éđďāđĉ ÅCŜ++XĶħÉ ÎÍĭÐÆ× ýĊĀ Ýďąý ðĎąāĊĊąýĈ éýĊÿĄāďĐāĎÖ Harmonious 

Society ÅbĦAa3Oa=QHśÉ ÎÍĭÐÆË ĩJħาAbO<ħa<YiGL,Qħa,า a3ŗA TruthÉ âċĊĀýĐąċĊ ïýĈċĉċĊÉ ÝĊĊāÿĕ ÅDHUiħaMOÉÎÍĭÔÆ× 

ApocalypseÉ èċĊă éýĎÿĄ ïČýÿā ÅCŜ++XĶħÉ ÎÍĭÒÆ× Truth, MadeIn Gallery (Shanghai, 2014); Top of Dopamine, Taikang 

ïČýÿā ÅCŜ++XĶħÉ ÎÍĭÍÆË a,าe<ŘbO<ħdAHT<UBAาAา3า=X a3ŗA Reflection of MindsÉ éċßÝ ïĄýĊăĄýą Åa4YiGħeRŘÉ ÎÍĭÍÆ× Image 

History ExistenceÉ êýĐąċĊýĈ ÝĎĐ éđďāđĉ ċĂ ßĄąĊý ÅCŜ++XĶħÉ ÎÍĭĭÆ× éċĒąĊă åĉýăā ąĊ ßĄąĊý ĭÕÔÔ ( ÎÍĭĭ, Luigi Pecci 

ßāĊĐāĎ ĂċĎ ßċĊĐāĉČċĎýĎĕ ÝĎĐ ÅCHาc=É ÎÍĭÎÆ× ëêÌëââÖ ßĄąĊý$ď õċđĊă ÝĎĐąďĐď ąĊ ßċĊÿāČĐ Ã ìĎýÿĐąÿā, Ullens Center 

ĂċĎ ßċĊĐāĉČċĎýĎĕ ÝĎĐ ÅCŜ++XĶħÉ ÎÍĭÏÆ× Essential MattersÉ ÞċĎđďýĊ ßċĊĐāĉČċĎýĎĕ ÅQXO=UAB]JÉ ÎÍĭÑÆ× Inventing Ritual, 

çđĊďĐĄýđď ãĎýĖ ÅaLŦGAAาÉ ÎÍĭÑÆ× ëĊ ßđĎþďĐċĊā æāēāĈď ýĊĀ ßċþþĈāďĐċĊāďÉ àýąĉĈāĎ ßċĊĐāĉČċĎýĎĕ ÞāĎĈąĊ ÅaBQHśJXAÉ 

2015). 

WANG Wei lives and works in Beijing, China. He is a multidisciplinary installation artist who looks at 
how the navigation of physical spaces can inform us about our own lived reality. Through modifying 
existing  architectural structures with subtle , surprising additions or appropriating stylized features 
from disparate sources ,Wang Wei has developed a strong practice around interventions  that are aim to 
disrupt human perceptions of space while opening a dialogue about construction , labor and ways of 
seeing. Wang Wei’s work was selected to exhibit in art exhibitions and institutions of international art 
such as: California-Pacific Triennial, Orange County Museum of Art (CA, 2017); Pavilion of China  
at 12nd International Architecture Exhibition, La Biennale di Venazia (Venice, 2010 ); The Real Thing : 
Contemporary Art From China, Tate Liverpool (Liverpool, 2007 ); and ÞāĕċĊĀÖ ðĄā ïāÿċĊĀ ãđýĊăĖĄċđ 
Triennial, Guangdong Museum of Art (Guangdong, 2005). He held several solo exhibitions such as  
Two Rooms, Edouard Malingue Gallery  (Hong Kong, 2015);  A Wall on the Wall A Floor on the Floor, 
Magician Space (Beijing, 2012);  and Historic Residence, Space Station (Beijing, 2009)
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