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Message from the Deputy Prime Minister
Wissanu Krea-ngam

The Royal Thai Government aims to promote creative economy
as part of the country’s long-term National Strategy. This includes
promoting art appreciation, providing platforms for artists to exhibit
their works domestically and internationally, supporting talents,
and developing new art and cultural centres.

Thailand 4.0 policy is about employing innovation, technology
and creativity to drive the economy. In line with this, the Ministry of
Culture initiates the development of 5 F products and services related
to art and culture. This comprises Fighting, Fashion and textile, Food,
Film and Festival.

Thailand Biennale, Krabi 2018 responds to the aforementioned
National Strategy. The objective of the event is to provide an international
stage for artists to showcase their works. The event has set a model
where collaboration from local communities, governmental bodies,
private organisations, as well as worldwide networks of artists and cultural
institutions, are brought together in organising a successful creative event.

| am certain that Thailand Biennale, Krabi 2018 will bring greater
economic income to the province. More importantly, this will encourage
the public’s art appreciation, which in the long term, will contribute
to human development and social values. | also believe that the first
Thailand Biennale will prompt us to reflect on our own cultural heritage
and its relevance and benefit to society and the future economy of Thailand.

It is my greatest hope that initiatives in contemporary art and
creative economy will continue to receive support from the community,
public and private sector. And that we will all work together to strengthen
and to drive the nation forward with sustainability in mind.

(e

(Wissanu Krea-ngam)
Deputy Prime Minister
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Message from the Minister of Culture

As the first occasion in Thai contemporary art, on behalf of
the Royal Thai Government, the Ministry of Culture is organising Thailand
Biennale, Krabi 2018. The event takes place from 2" November 2018
to 28" February 2019, in natural surroundings and in communities rich
with cultural heritage in Krabi Province. It showcases the site-specific
and innovative artworks created by both Thai and foreign new generation
artists. Among the notable works are Two Visions of the Wonderland
by Thailand’s National Artist Kamol Tassananchalee; Story of Love
by Thailand’s National Artist Vichoke Mukdamanee; Nagabi Transferry
by emerging Thai artist, Yuree Kensaku; PD/MGRTT by the renowned
Turkish artist, Ayse Erkmen; Rumors from the Sea by Felix Blume, a French
artist who works with local communities; and Giant Ruins by Tu
Wei-cheng. Under the theme of ‘Edge of the Wonderland’, we can see
the amazing impact on the astonishing works of art that obtained deep
harmonization with site surroundings.

In addition to this, the first Thailand Biennale Krabi has brought
together a cooperation between more than 30 organisations, from both
the public and the private sector, who have contributed to the event in
terms of finance, knowledge, technology and expertise. | am thankful for
our contributors which include the Ministry of Interior, the Ministry of
Energy, the Ministry of Natural Resources and Environment, and Thailand
Convention & Exhibition Bureau (TCEB), to name a few. This cooperation
is vital to the success of this event that we are all proud of, and has put
Thailand on the map of the global contemporary art scene.

Uk R

(Vira Rojpojchanarat)
Minister of Culture
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Message from the Permanent Secretary for Culture

The Ministry of Culture is tasked with developing socio-economics
with cultural dimensions at the community, national and international
levels. Thailand Biennale is one example of an activity through which
this mission is realised. As an on-going event every two years, the
Ministry sees the potential in the existing natural and cultural heritage
of Krabi that could set the first example for other communities to follow.
As a result, Thailand Biennale Krabi 2018 is established.

The artworks as compiled in this book is only one side of the first
Thailand Biennale. In fact, during the four-month long event, there are
other events which contextualis e or complement the site-specific artworks
curated by Professor Jiang Jiehong. From Sculpture Route stretching
for more than 12 kilometres showcasing large sculptures produced by
anetwork of artists from Krabi and neighbouring provinces; Art & Culture
Market with more than 100 shops bringing local specialties and handicrafts
to visitors; to workshops featuring renowned artists and an exhibition
in the Andaman Cultural Centre.

All of these varied activities are organised with the ultimate goal
in mind — to encourage the Thais to look back at, and to add sustainable
economic values to their rich cultural heritage. | am certain that the
myriad heritage of Krabi, along with the contributions from Thai and
international artists and other related activities, would give a truly
unique visitor experience to the first Thailand Biennale.

/[
A

(Kitsayapong Siri)
Permanent Secretary for Culture
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Message from the Director-General of
the Office of Contemporary Art and Culture

The Office of Contemporary Art and Culture, Ministry of
Culture, is the sole governmental organisation which oversees
contemporary art in Thailand. The mission includes aiding artists in
developing quality artworks, providing platforms for artists to showcase
their talents, and promoting the works domestically and internationally.

For this reason, we have initiated Thailand Biennale — the first
of which sets in Krabi Province from 2" November 2018 through 28"
February 2019. The event brings Thai and international artists to the
same stage, with Krabi as the backdrop and the context for their works.

As an organisation working with contemporary art, we are
outward-looking and often strive to keep up with global perspectives.
Hence, this grand event pushes the concept of contemporary art in the fact
that it is not staged in conventional art gallery setting. Artworks are
created specifically for the location and are staged outdoors. Artists
are encouraged to take inspirations from the rich natural and cultural
context of Krabi in order to create site-specific pieces. During site visits,
Thai and foreign artists, as well as local artists and artisans, exchange cre-
ative ideas and learn from one another.

The outcomes we see during the four-month period, and in
this book,is a distillation of ideas following artistic research of Krabi.
Moreover, in this year-long process, it leaves an invaluable experience
and memory for all the participants — to be inspired by their peers,
to value their cultural heritage, and to further their career.

Y ceie

(Vimolluck Chuchat)
Director-General
Office of Contemporary Art and Culture, Ministry of Culture
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Message from the Governor of Krabi

Krabi is a famous tourist destination thanks to its islands and beautiful
beaches. But Krabi is more than a seaside town. From Noppharat Thara
Beach, Than Bok Khorani National Park, Tha Pom Khlong Song Nam,
Railay Beach, to Koh Klang, these nodes of events for Thailand Biennale
range from idyllic coastal landscape, waterfalls, rock formations, to
tight-knitted communities with unique heritage.

This list shows the myriad attractions Krabi has to offer. But apart
from this, ancient cave paintings, artefacts in Andaman Beads Museum,
Andaman Cultural Center and several large-scale contemporary
sculptures dotted in Krabi town, are also proof that art has been inherent
in Krabi for a long time.

Krabi local authorities have made it their agenda to use art to
enrich the quality of life of Krabi citizens. During the preparation
for Thailand Biennale, the Office of Contemporary Art and Culture,
the curatorial team and artists from places outside Krabi, travelled to
the province and met with artists from Krabi. This is truly an event where
every talent exchanged ideas, and worked together in the production
process.

I am extremely delighted that Krabi is chosen as the location for
the first Thailand Biennale. | believe that the rich cultural and natural
landscapes of Krabi have been inspirational to the artists, and will be
for visitors, too. We will welcome all visitors to the Biennale with
open arms, and | sincerely believe that Krabi will hold a special place
in your heart.

K

(Pol.Lt.Col.Kitibodee Pravitra)
Krabi Governor
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EDGE OF THE WONDERLAND
aavoUWIIKIAUNAUUKAISSH

Jiang Jiehong

My first visit to Thailand was not long ago. When | attended
a two-day event in Bangkok in September 2016, the country,
to me, appeared as an entirely new experience — polite
greetings, full of smiles, the sound of the language, the scent
of the religious settings, the spices of the food, the temperature,
the traffic and the pace of daily life... | was merely a curious
foreigner. | didn’t realise that this was just the start of my
journey.’

When | proposed this first edition of the Thailand Biennale’
to be an outdoor exhibition, a name arrived in timely fashion
— Krabi, again a place | had never been. | began to learn
about Krabi through the Internet and through information
kindly provided by my Thai colleagues. It is a province
located on the west coast of the southern part of Thailand,
with a 160-kilometre-long coastline, stretching from
Ao Luek in the north to Khlong Thom on the Trang border.
It presents numerous limestone mountains broken by
a few small strips of highlands and coastal plains on the
mainland, and is peaked by Khao Phanom Bencha, where
streams and rivers originate, which have long nurtured
lives in the region. It is covered by tens of thousands of
acres of rainforest, primarily mangrove and cassia trees,
and is crossed by the Krabi River that flows five kilometres
through Krabi town and falls into the Andaman Sea at
Tambon Pak Nam. It embraces more than 150 islands
in the Andaman, made up of steep stone cliffs and curved
lagoons, and the limestone hills contain numerous caves of
stalactites and stalagmites where archaeologists can trace
human history back to approximately 40,000 years ago.
One can surely read much more online and also see more
images, but the place only remains textual, pictorial, or
‘exotic’ on screen; nothing ‘natural’ can be captured.

Two months later, in November 2016, | returned to
Thailand and paid my initial site visit to Krabi — green and
musical streams, white sand and warm seawater between
my toes, the smell of the bat caves, the loudly vibrating engine
of the long-tail boats and, above all, the sweet sunshine
(especially for someone from England); a bit of jet lag was
a blessing for a journey to the ‘wonderland’.

The tourist industry in Krabi has only been developed
since the late 1980s. It grew rapidly after the province’s
international airport was constructed in the 1990s. The area
has become one of the most visited tourist sites globally,
offering popular destinations such as Noppharat Thara Beach
(Noppharat Thara - Phi Phi Islands National Park) and Poda
Island. With the vision of the Ministry of Culture and its
Office of Contemporary Art and Culture (OCAC) ‘to further
develop Krabi from agroindustry and tourist sites as
a cultural and art centre in southern Thailand’, artists
participating in the new Biennale were given the opportunity
to develop site-specific work at a range of natural locations,
including beaches (for example, Ao Nang), streams (Tha Pom
Khlong Song Nam), caves (Khao Khanab Nam), cliffs (Railay),
waterfalls and rainforests (Than Bok Khorani National Park),
as well as villages of local communities (Khlong Prasong)
and the public spaces in the town of Krabi.?

The result is a four-month outdoor exhibition in Krabi,
with no walls or ceilings. It aims to stimulate creative
strategies and innovative practices, responding to the natural
sites, environmental concerns and technical challenges,
as well as negotiating with the policies and regulations of
the authorities, and learning from and collaborating with
the local communities. The ‘space’ of this Biennale neither
consists of white or black cubes, nor acts as a static structure.

It was my privilege to work with a group of young colleagues in the curatorial team and the ministerial Office of Contemporary Art and Culture

(OCACQ). My journey would not have been possible without their enthusiasm, assistance and guidance.

’ As a national initiative of contemporary art, this biennial is designed to choose different cities and venues in Thailand for each edition. Unlike

conventional art museum exhibitions, this Thailand Biennale is staged outdoor on the natural sites and public spaces in Krabi.

’ From November 2017 to February 2018, the curatorial team and OCAC conducted three site-visit trips to Krabi, involving, initially, more than

seventy artists in total. All the works in this Biennale are newly proposed and site-specifically developed, based on the fieldwork research. The First

Thailand Biennale presents more than 50 artists (groups), including 48 artists from 25 countries and areas worldwide, 2 emerging artists selected by
the Jury Panel through the Artist Open Call and 4 Thailand’s National Artists recommended by OCAC.
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It may vary from one day to another, depending on nature,
and some artworks may evolve, grow, or become weathered
or damaged as part of the development. The selected
sites that were made available for artworks were already
perfectly dressed by the beauty of nature: white sand
beaches, palm trees, forests and streams, which serve tens
of thousands of visitors daily during the high tourist season
(November to April). What more could one possibly expect?
How could any artistic response to the sites harmoniously
or critically become part of the landscape? This Biennale
encourages visual explorations, engenders a new way
of thinking, and invites everyone to join the journey,
an adventure, and to reflect on the relationship between
art, nature and everyday life.

The Wonderland

Different versions of a ‘wonderland’ derive from
different cultures. In the West, we have learnt the renowned
English story of Alice’s adventures, written by Lewis Carroll
and published in 1865, in which a young girl called Alice
falls through a rabbit hole into a world of fantasy populated
by many eccentric, anthropomorphic creatures, such as
the White Rabbit in a waistcoat, the Mad Hatter, the
hookah-smoking caterpillar, and the Cheshire Cat with its
distinctive grin. This land connects to our everyday reality,
and yet it is somehow hidden and can only be visited through
imaginary journeys and dreams. In the East, a compilation
of geographical and cultural accounts are the origins of
Chinese mythology and first appeared in The Classic of
Mountains and Seas (Shanhai jing) in the fourth century
BCE. It is generally acknowledged that this Chinese book
was not authored at any single time by any particular
individual, but was rather compiled by different authors
from the period of the Warring States to the beginning of
the Han dynasty. It describes numerous regions, mountains,
rivers, animals and unfamiliar creatures. It also records
many mythical stories, events and heroic figures, including
Kua Fu, a giant who wished to capture the sun; Nutwa,
a goddess and hybrid creature between human and serpent,
who created mankind and repaired the sky; and the Jingwei
bird who was determined to fill up the Eastern sea with

pebbles or twigs. In South Asia, there are the legendary
Himmapan Forests, which surround the base of Mount Meru
in Hindu mythology. These are also blessed under the
Buddhist heavens, invisible to the human eye and inaccessible
by mortals. The Himmapan Forests are believed to be
the home of many supernatural beings, such as the Naga
(a serpent deity), the Kinnaree (half-human, half-swan)
and the Garuda (the king of birds). These creatures have
become prominent, recurring motifs in Thailand’s traditional
art and classical literature, and are included in The Epic Tale
of Ramayana and Manohara and Prince Sudhana. It is through
these forms that the myth of the wonderland continues.

A number of artists in this Biennale re-imagined
the mythological stories in relation to Thai culture and, in
particular, the history of Krabi. During his site visit,
Tu Wei-Cheng [p. 54] began his research — supervised by
Niwat Wathanayomnaporn, who had worked with Douglas
Anderson, Professor of Anthropology, thirty years ago —
and explored the origin of Krabi. A lethal duel between
a giant and a huge boa constrictor was said to have taken
place in order to obtain the love of a beautiful princess. They
both died and were turned into the two mountains — big
and small — and their swords fell. In 1872, local villagers
unearthed two ancient swords at Ban Na Luang, which were
duly presented to the governors. These two single-edged
swords were placed crossing each other in the Khao Khanab
Nam cave as auspicious symbols during a period of regional
development. Later, depicted against the background
of the Indian Ocean and the Phanom Bencha Mountain,
they became the provincial emblem. Using his ‘archaeological’
approach, in the same cave, the artist ‘excavated’ the skeletons
that evidenced the last battle. At that fatal scene, a more than
6-metre-tall human-like creature is entangled with a 12-metre
-long boa, and yet the mythical swords are missing. The
installation is further supported by a series of ‘archaeological’
materials, including objects and texts, as well as a fake news
report disseminated through YouTube. Although the work
was commissioned specially for this Biennale, it does not
look new; rather, it looks as if it has always belonged to
the site. Between the real and the fictional, the existent
and the imagined, it returns home.

Félix Blume [p. 68] connects the past to the present.
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Scientists have warned us that global warming and climate
change have become serious issues for the planet. In Thailand,
for example, a small village near Bangkok (Ban Khun Samut
Chin) is disappearing because of the expansion of seawaters.
In order to slow down the sea from rising, local people build
bamboo walls to blunt the force of the waves. To Blume, this
is like the minimal but determined efforts of the Jingwei bird,
who decided to reclaim the sea with endless endeavours
and to achieve what is impossible to be achieved. Responding
to environmental situations, the artist re-interprets the
oriental myths through his site-specific work, as ‘a homage
to Jingwei and a tribute to perseverance’. Inspired by the
form of the bamboo seawalls used by fishermen in Thailand,
Blume constructed Rumours from the Sea, employing the
traditional method. It consists of a large number of scattered
bamboo poles surrounding the floating bridge that extends
into the sea at Koh Kwang Beach, as if they are being used to
slow down the current from hitting and eroding the shore,
or, indeed, as if they have been dropped by the legendary bird
to wreak an imaginary revenge on nature. Neither of those
attempts would have the slightest influence on the vast
ocean, which comes and goes with its usual rhythm, set by
the dictates of the sun and the moon. The only thing that
has been changed is the experience of those who visit
Blume’s floating bridge: hundreds of poles planted in the sea,
like a bamboo forest, shaping an intimate space of the
specially built platform; and at the same time, more
importantly, an all-new soundscape played by the waves,
evoking the birdcalls of Jingwei. It is effectively a sound
installation without the need for electric power: at the
bottom of each hollow bamboo pole, a lateral hole allows
the waves to come in and out, pushing the column of air
to play the flute on the top. Working with the local Baan
Khlong Muang School through a series of workshops, students
were invited to co-produce the work. The flutes were
individually made according to the sonority of the Khlui
(a traditional vertical flute in Thailand) and each student
crafted their own bamboo instrument. To facilitate
immersion in the sound at the platform, a natural orchestra
has been staged, which includes the singing of the Jingwei bird,
the stories of the sea, and the voices of the local children.
The stories of the wonderland have been inspiring

and have been extended by artists through a variety of
media. Bharti Kher [p. 188], for instance, erected a hybrid
statue based on religious understandings and on her own
artistic narrative, shaped by a local craftsman with traditional
skills in clay sculpture. Yuree Kensaku [p. 108], meanwhile,
departed from her conventional canvas and reinterpreted
Krabi folktales with their imagined mythical beings on the
traditional Hua Thong boat, which functions as a ferry for
visitors travelling around the Biennale. And in collaboration
with the Thai filmmaker Anocha Suwichakornpong, Ben
Rivers [p. 124] interprets the myth of the wonderland in
a form that hovers between documentary and fictional film.

This Biennale does not necessarily aim to produce
anything to be viewed as ‘spectacle’; it also allows for works
that can be ‘hidden’, or almost invisible. On the one hand,
the natural site is already tropical and extraordinary beyond
most people’s usual existence; and on the other hand,
more importantly, the works included in this ‘wonderland’
are to be experienced, as a surprise to elevate or to divert
our expectations, and as an interruption that provides
an opportunity for visitors to pause, to be in a daze, and to
revisit their understandings of the regular flow of daily
experiences. For example, alongside Ao Nang beach, one might
happen to step on the special pitch of pavement engineered
by Tran Luong [p. 44], offering a different experience in which
the ground, looking exactly the same as the rest of the street,
is unexpectedly soft, like a mattress, slightly bouncing, enabling
one to perceive a physical imbalance or, psychologically,
a sense of insecurity. Or, in another case where the ordinary
becomes extraordinary, Yang Zhenzhong [p. 140] planted ten
banyan trees upside down to challenge the laws of nature,
whilst the appearance of the trees, whose roots have turned
into ‘crowns’, looks somehow strange, or even absurdly
unreal. Their beautiful roots — the invisible engine of life;
the hidden power — have now been exposed, lifted high and
celebrated. Further up the riverbank, next to the rows of
traditional boats, there is a 26-metre-long craft, almost four
times the normal size. The Taipei-based artist group Luxury-
Logico [p. 152] are fascinated by the natural environment,
and the original and iconic wooden boats that are in operation
today. Working with Krabi boat builders with local crafts-
manship and technology, the artists materialised this new boat
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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
asurrealistic appearance anchored at the riverbank. On anisland,
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
Wrénes [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 21* 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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travel for various reasons, volunteered or forced, for life,
for work or education, for political, climate or better
environments, for curiosity, and for love. Through our
journeys around the globe, we diminish and, at the same time,
create distances — short or long, physical or mental. Being
away from where we were — the ‘island’ — that distance can
somehow provide a sense of freedom or, conversely,
an anxiety, and can build a particular aesthetic or generate
a desire to be closer and more intimate. As soon as she
arrived in Krabi, Dolven had a vision to make a small island
an ‘island’. That original island was only inhabited by
plants and animals and washed by the waves day after day.
By the building of a bamboo house in a traditional Thai style
to colour and humanise the mountains, with a few more
bamboo poles that punctuate the landscape, the island is
re-born. The house can be accessible depending on the tide;
otherwise, it is blue from ashore, isolated, only attached
to the island. You are invited. The interior appears to be
casual, with four windows facing the different directions
introducing the rocks, the faraway horizon with another
island, green plants, and the turquoise sea and white sand,
occasionally dotted by a few colourful bikinis landed from
elsewhere. The sound installation reads poetic lines with
the voices of women and men in English, Thai and Norwegian:
‘did you leave your island’ ... ‘| have an island already / would
you like to come to my place / did you leave’ ... ‘do you want
to leave the place’ ... ‘there were lots of mangrove forests
then’ ... ‘I don’t want to leave’ ... ‘the houses are very close /
the people are very close / touching you with snow on
my fingertip / do you want to leave the place / | have an island
already’ ... ‘I want to return soon’ .. ‘will you leave /
new opportunities’ ... ‘I am happy alone’ ... ‘it changed /
the summer changed /| left the island after he died / he could
not move anymore / the island became his home...’

Before and after the journey, hopping from one island
to the next, one might ask: what is your island? It evokes
a sense of belonging, and the perceptions of the discovered,
of the other there; at the same time, it examines our limits
of what we experience and understand, the temporal nature
and desired life. Are islands in fact all connected, and just
affectedly separated by the water? Or ultimately, who is
your island? And again, did you leave your island?

In oriental culture, it is believed that we are all part
of nature where natural phenomena and beings, such as rain,
snow, wind and the moon, are very much appreciated.
In Japan, there are many different words and expressions
for rain, for instance, and more than two thousand names
of winds, associated by many idioms; and in China, feng (wind),
yu (rain), xue (snow) and yue (moon) have always played
central roles in classic poetry to connect and translate
our humanity to a world beyond our understanding.

Rikuo Ueda [p. 270] reflects upon the ‘edge’ that
divides our earthly life from these unseen worlds. And
in his work, wind is the language. The artist usually devises
very simple mechanisms left in nature to invite wind to
shape the marks. When Ueda was young, he wandered
penniless around the world, and he met a Scottish man
named Peter Lyth, who wrote a poem for his birthday:
‘| think we think too much / and fail to see. / In simple things
reflection of eternity / We are cut off from our own life
sources. / And love is lost, a source of / Joy and ecstasy’.
From then on, Lyth’s lines have been central to the concept
of the artist’s works. In Krabi, Ueda made something special
and very personal. As he discusses:

After my wife passed away six months ago,
| came to Krabi for the research of the Biennale.
At that time, | set up a postcard on a garden leaf to
have a drawing on a postcard by the wind of Krabi.
| sent it to my wife from there ... and | am waiting
for the reply from her since then. In quantum
mechanics, there seems to be no difference between
life and death. Buddhism and Veda have already
said that thousands of years ago. That cosmic view
is the edge for me at Krabi... When the wind of Krabi
draws one line, we will hear the sound Kinnaree play.

Ueda read a lot of books when his wife was ill and
started to meditate on life through the exploration
of medical and scientific knowledge and, more helpfully,
philosophical and religious beliefs. As the artist continues:
‘In Japan, everyone knows Buddhism’s teaching — shiki soku
zeku ku, ku soku zeshiki (all things are empty, whilst
the nothingness represents everything). It seemed that
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everything is connected to each other... | wanted to peek
inside a little from the edge of the wonder-world [sic]’. Ueda
built the wooden frame of a cube in a minimalistic style in
the middle of the pond at the Than Bok Khorani National
Park. According to Japanese aesthetics, the symmetrical
structure is subtly shifted to avoid perfection (or to make
it ‘perfect’). William Blake's verses were also inspiring for
the artist: ‘To see a World in a Grain of Sand / And a Heaven
in a Wild Flower, / Hold Infinity in the palm of your hand
/' And Eternity in an hour.” With a pair of large wings
constructed using tree branches, it looks as if the installation
is floating on the water, animated, and yet transitory
and fragile, the same as our worldly lives. During the four
months of the Biennale, the pair of wings, which hold
a pen and paper respectively, are moved by the wind to
draw, or in other words, they are persuaded by the wind,
or authorised as a ghostwriter for Ueda’s wife, to compose
a ‘letter’ in their language responding back to the artist.
He understands.

In the same park, Ueda also set a series of seven
minimal installations attached to chosen trees in the different
locations mapping out the shape of the constellation Orion,
as a connected universe. Each of them consists of five little
pieces of paper mounted on the tips of fine wires, carrying
the repeated text — ‘alive, pass away, alive, pass away, alive’,
like delicate feathers, trembling in a breeze. Next to
the installation on the site, the text on an acrylic sheet reads:
‘I ' was waiting for the perfect day / when | became the
surface of a lake / lying in the Tibetan mountains. / It has been
reflecting everything / for countless thousands of years...’

The Everyday

This Biennale has been developed through rigorous
research, with participating artists studying the sites and
the culture in Krabi. The practice of site visits, in particular,
as one of the most valuable qualitative methods, was
conducted with three objectives: first, to offer opportunities
for curators and artists to understand the natural sites
and public spaces for the development of site-specific work;
secondly, to provide a platform for us to learn from the local
communities, including their perspectives of understandings

of environment, art and tourism; and thirdly, to bridge the
international with the local, makers (curators, artists
and local fabricators) and viewers (residents and tourists),
and art and the everyday.

Krabi seems to be a generous place, welcoming guests
from all around the world to share the beauty of its natural
landscape, which in some way has been anaesthetised
by the tourist industry, as well as its surroundings, offering
McDonald’s or Starbucks, or performing some ‘authenticities’.
Visitors come and go for holidays. But what have they taken
away with them, and what has been left behind?

The Thailand Biennale provided something new and
exciting during the short period of development. The Opening
Ceremony organised by OCAC, Krabi Province and a network
of collaborators was grand, an unusual event in the history of
biennale institutions: days of rehearsals, traffic controls,
comprehensive placement of the logos, billboards, banners
and balloons across the area leading to the main site at
Noppharat Thara Beach. hours of parades performed by
hundreds of people in different styles of costumes promoting
the local culture, arts and natural resources, singing and
dancing, culminating in fireworks and laser lights projecting
the title, Edge of the Wonderland. When the ministers of
Thailand and high officials visited the Biennale and arrived in
Khlong Prasong Community, for instance, where 98 per cent of
inhabitants are Muslim, the small village effervesced, with
ceremonial events, colourful dresses and cheering voices.
And yet it became quiet and slow again immediately after all
the visitors left.

What is the true everyday in Krabi behind the mask
that consists of the wonderland scenes, holiday junkets
and exotic performances? It has its own pace and it will not
be invaded. And yet, as formerly discussed, the tourist
experiences as well as the local life can be interrupted,
or unfolded differently. Interruption is good, certainly for
new ways of thinking, while daily life continues.

It is our vision to make a biennale with the local for
the world, rather than parachuting in an international art event.
Significantly, on the one hand, this kind of democratisation
through the everyday experience — a dismantling of cultural
hierarchies — is related to the increasingly globalised nature
of contemporary art; on the other hand, it returns art back
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as part of the daily flow of Krabi life and produces the works
not only for site-specificity, but also with full awareness and
propositions of site-sustainability. In addition to what has
been discussed already, for example, Map Office [p. 196]
shaped their Ghost Island in collaboration with fishermen and
sea gypsies’ communities to raise awareness of the current
plight of the marine environment, polluted by waste and
abandoned or lost fishing nets; Dane Mitchell [p. 116],
meanwhile, collected the songs of the birds that are already
now extinct and broadcast them through the specially designed
antennas linked to a functioning radio transmitter, extending
the unseen from the past into the present; Valentina Karga
[p. 84] worked with local craftspeople and a group of children
in Khlong Prasong over a month to establish four pillars
that were built entirely with local materials and craftsmanship,
representing different values and ideas, and forming a Coming
Community during our present time of globalisation; and
Jiandyin [p. 290] conducted a socially engaged project
whereby the artist duo collaborated with local businesses,
taxi drivers and Ramadan musicians to promote the
importance of alternative energy for the better future of our
planet.

During the development of this very first edition of
the Thailand Biennale, with the series of challenges increased
by the nature of such an outdoor exhibition, we are learning
through the process. Artists’ proposals were initiated
primarily based on their site visits and then discussed,
re-examined and approved by a range of committees
and authorities, according to laws, rules and regulations
that we respect. This is also the everyday, whilst creative
strategy is the alchemy.

Ayse Erkmen [p. 208] is one of the very few artists who
participated in this Biennale without a site visit. She learnt
about Krabi through digital resources of textual
and visual references from Berlin. On the Internet, Poda Island
is cited as a tourist landmark of the region — heroically
stand-alone. The image somehow stimulated the reminiscence
of the Belgian surrealist artist René Magritte’s masterpiece,
The Castle of the Pyrenees (1959). In her original proposal,
Erkmen simply named the rock ‘MAGRITTE’, to be produced
as a type of Hollywood sign on top of a mountain, as
a homage to the master of twentieth-century art history.

Coincidentally, this is precisely in line with OCAC’s strategy
in terms of how the touristic could be turned ‘cultural’, or,
in the artist’s words, ‘how the place [for holidays] could be
treated more seriously’. At the same time, through the
artistic development, it transforms that very ‘tourist’ site
as an iconic example to a ‘cultural” one. However, after
discussing the plan with the local authorities over the
course of more than six months, negotiating with the
local technical capacities for a range of options, it was not
in the end possible to materialise the installation in
situ. The proposal was therefore revisited by the artist
with an alternative: to present a computer-generated
image on billboards within and beyond Krabi. It is not
a compromise of the original plan, nor merely a powerful
statement of intent; instead, it becomes a new adventure
to experiment with and conceptualise the artistic idea
in the everyday. In our contemporary society, we are
surrounded by advertisements in the visual forms of
billboards and screens, big or small, inescapable, defining
and endorsing perfections, desires and dreams, and
extending our expectations of a better tomorrow, or illusions
of a wonderland. If the initially planned installation to realise
the work site-specifically on Poda Island can blur the
boundaries between art history, popular culture and
tourist advertisement, then this billboard proposal together
with its presentations as the cover of this Thailand Biennale
catalogue, further advances what can be considered real
or imagined, and challenges our understanding of the
authenticity of artwork.

I am not sure how soon | will return to Krabi again
after this Biennale. Some artworks will no longer be there,
and some might have been weathered, transformed or lost
as a part of the artist’s ideas. That is the nature of this
temporary world. | suppose, however, that life in Krabi
flows on as usual, and the seawater stays crystal to float
the wonderland ... as usual. In fact, | have never been to
that wonderland: it is only through Dolven’s windows, with
Ueda’s wings and guided by Erkmen’s sign, at its very edge,
that | meet my imagination.
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Kamin LERTCHAIPRASERT
& Suriya UMPANSIRIRATANA

No Sunrise No Sunset

Kamin Lertchaiprasert obsesses on life and truth.
His artistic practice has been a means to discover and
explore the relationships between and beyond those two
words. For the last thirty years, his practice has evolved
from the interest of the self to the relationship with others.
It results in various projects that involve an element of
collaboration, participation and simply learning together.
One notable example is the 31° Century Museum of
Contemporary Spirit, a spiritual and conceptual museum
that has travelled to many countries and appreciated by
many people. Rather than consider his projects as site-specific
art, Lertchaiprasert has named them Life-specific. His
approach combines the contextualisation of the physicality
of the space and the spiritual aspects of life in general.
The aim is to convert the site-specificity into what can be
seen as a condition of universality.

For Thailand Biennale, Lertchaiprasert is collaborating
with Suriya Umpansiriratana, a Bangkok-based architect
whose approach is well-known for being inspired by the
meditative experience and simplicity of Theravada Buddhism.
During the research trip in early 2018, the artist and the
architect showed a great interest in the prehistoric sites in
Krabi. They organised a visit to see the caves in the Ao Luek
district where a series of thousand-year cave paintings
were discovered. Inspired by the prehistoric conditions,
they created a cave-like architecture where prehistoric
human conditions are highlighted. In the cave stands
a sculpture of Yai Sa, an elderly lady who has been waiting
for her partner who left home to find the ultimate truth.
For Lertchaiprasert, she is the symbol of love and waiting,
which are human qualities. On the contrary, the exterior
was designed with a very minimal, but contemporary style
in order to blend in with the environment.

For their artwork, they chose a cliff that is in a hidden
location where tourists and locals alike find a peaceful
refuge from the business of the resort town. Not only does
No Sunrise No Sunset respond to Krabi and Ao Nang, but
also to the conditions of living. The artists argue that
the work can also be made to be viewed everywhere because,
“The sun doesn't move, but the world is spinning by itself”.

Bangkok

MOU 1aadgUds:asy kadlualuddminazaisssu JtuAad=vol
WNTUB2IM1IFNISAUWUIAzNISESITANUFUWUSHOE IKTD IS
s:u31IMd0IMT MaonaWFUTAKIULY JIUVDIIVIWKILIAIN
AduauTEoIsMUlUZANUEUWUSAUKDU nalkiAnlAsINIs
UINUIBAIRYIVDIAUNISSIUDD N1SIVISIU azn1sANUTUFI8AU
Fr081IAlnAIRUT UKTIAD 31 Century Museum of Contemporary
Spirit WWsAUAI13I3n3yry1cunaz3IuluiAudiaumMIIuIng
KA1USIIMANAIDNAIIUIVISOUUINUIY  IMURIUDI3TASINTS
voJiviiduauRalziawiswuid mouieniusiAalziawizssm
IUDMIIVDIIVIKATUNISAS1IUSUMYDIN1I:NENTWYDIWUT AU
ORI3I3M30yyIuvaIdiminevidll nobiUikuisAonisivagu
ANulawiEwuRlKnatwJudsnuoiglaluioulvvosnnuidu
ana

A145U Thailand Biennale mMJuscudonuase: dUWUASSHU
anuinynnsaimwy Avudoaidosnudovamsinuilsisigumal
31NUszaunisadlunisyinauisinazA2IuISguIgVvoIMauIwms
GN19INSIM szk31INIsIAUMIIAUA3 DR UT 2018 Aadulas
anldnianianuaulsluaniuinouls:SAmansiuIindnns:o
1azinnisiaunaTuidouniludiinos1ddniinisAuwuUNIW
wt]ﬂwawmmavVuU Isagumialaiinaniuinouus:Samans
Wlkwoniviasiianidrnenssuadietididugianiduyugnou
UssSimans luthbussiuinssugioa 3210undiosiiidiso
a0 B3nNUIUTUIWDMUKIFIsSsUgIan SmuSuAIDu s1ua1fo
Anyanunivoinnusniaznissonos suildunruauUFndogidsiu
Fouuud lumaindudu meuanmldsunisooniuuag1idtuoa
IrissuaduIwalkinauniuviauaniwinndaula

I3 woniviRzidanwinsouagludiniantiniadidudnazau
TuwWurlg1duikavudarnAxauzunevadiboirmnoimmiu
AsTIWaI1u No Sunrise No Sunset Iulsinnasvuliimouaualfiu
ns:0udos1d UMb IsgIMoUSUAUIIoUTvVDIB3MAdY Aalu
NAINIUBUTaIISNASITHYNG WS a0 AmsluInAouTHD
isilankuusousipid” JunssHulikisudonldyuualinsiiiooanlu
iWoizldikulansssuoimsroaromaluulunvuntuidu Wi
TulnuurIs1Bo

38

8107 19VYd "FTIVNNIIG ANVIIVHL

ANVIY43IANOM IHL 40 3503

Photo by Aroon Peampoonsopon
mwmelag osou Iwuwulanou

It urges viewers to take a different perspective in order
to see the natural world anew, and not from our subjective
point of view. VP

No Sunrise No Sunset, 2018

Fibreglass, aluminium composite panel steel tubes and concrete
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TRAN Luong
About the Hiding of the Giant Jellyfish

When travelling, most travellers enjoy the beauty of
nature and the scenery surrounding them while often
being unconsciously ignorant of local political unrest or
domestic struggles. About the Hiding of the Red Giant
Jellyfish is an artwork that calls for a sensation of a sudden
wakefulness to inner matters that are often invisible to
visitors. Jellyfish are transparent but omniscient creatures
in the ocean. They are hard to see, quiet, untouchable, and
always afloat.

For the Thailand Biennale, Tran places a hidden
“jellyfish” underneath the footpath of Ao Nang beach.
Although initially there is nothing to be seen at the site,
it is only when stepped upon that the artwork appears.
As tourists walk on this footpath, the floor will slightly sink
and it feels as if they are stepping on an enormous moving
creature underneath. Dealing with the feeling of imbalance,
the human’s neurotic balance system will immediately alert,
sending a glimpse of flashback into the viewer’s biological
existence, and physically awaken their conscious mind to
their surroundings. Thus, the jellyfish is there to scintillate
hidden issues that otherwise are easily missed.

Tran also includes a set of nine interactive soundtracks
installed by the footpath. The tracks are subtly played at
random as visitors enter the site, suggesting a sense
of disturbance only those who are sensitive enough would
realise. NW
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f1ua1y 1baiFvauna ssuunisususlkaunavaiuuugas
Fuvunaziilikistianiinisdisiogmiinioniw na: “fu”
Vuuldladssouvis GI0u 1uInszwsutuIais i o usd
ns=HuUssIfiuK1IY dondauldnazieiizusiwainlu

Tran GavmsfinsiaFes 9 insnl3uumainu insninad
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List of sound tracks (in Vietnamese and English) are:

Tiéng déng ngam dudi dat nhu sap c6 dia chan.

[The sound of shifting grounds before an earthquake.]

Tiéng hop xubng nhu moét trang thai cdm xUc ngan khong danh tinh
[A choir as a metaphor for a momentarily nameless emotional state.]
Tiéng cudi clia dam dong,

[The laughter of a crowd.]

Tiéng dolphin va seagull trong sao dong cla séng bién

[The sound of dolphins and seagulls among sea waves. ]

Ti€éng nhiéu séng cla truyén thong trong chién dich quéng ba chinh tri.

[The distorted television soundwave from a political campaign.]
Tiéng dém zong bao v&i su thic day clla ma quy

[The sound of a stormy night with the awakening of devils.]
Tiéng thd dai clia nhan gian.

[The frustrated sigh of mankind.]

Am thanh sac lanh cla mét thién thach via UGt qua tréi dat
[The sharp sound of a meteorite that bypasses Earth.]

Tiéng 6 lén ngac nhién

[The gasping sound from a crowd with surprise reaction.]

About the Hiding of the Giant Red Jellyfish, 2018

Bricks, PU Foam, rubber, silicone, interactive sound installation

swommsmzus (lunmwisoauiunazine) hin:

Tiéng déng ngam dudi dat nhu sap c6 dia chan.
[FganHunuvaunounWuauinl]

Tiéng hop xubng nhu moét trang thai cdm xUc ngan khong danh tinh
[n1s$osuszatuiFealuTiuzvolguuivolaniwolisunidoAs15ulsso]
Tiéng cudi clia dam dong,

[1IFgJ15d1s1:voIIvu]

Tiéng dolphin va seagull trong sao dong cla séng bién
[1Fusvoslavtnaunuiuwariiunalideiniu]

Tiéng nhiéu song clia truyén thong trong chién dich quang ba chinh tri.
[1F8IvoInisuFeI5ulnDenii3]

Tiéng dém zong bao v&i su thlc day clla ma quy
[IFgavolmAuniiwigurlmasuvu]

Tiéng thd dai clia nhan gian.

[misnoumiel0813313uvoINy BB ]

Am thanh sac lanh cla mét thién thach via UGt qua trai dat
[1Fwavoinamniwariulaniu]

Tiéng 6 lén ngac nhién

[IFuamelavivoiniouinnla]
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About the Hiding of the Giant Red Jellyfish, 2018

Thanks to Team support from Triéu Minh Hai, Nguyén Duy Quang, Flinh, Chawanan Inkumnoi (H Lab and Autosave Studio) and Theera-
sak Thabtong (TS. Construction, Krabi).

voVvouALu AUBIEIKADVDIAUSUIAIA Triéu Minh Hai, Nguyén Duy Quang, Flinh, 320un dunsA1ioy

(USGK Gond 15nB0K T1AR 1a3:U56u Juinsmluds $1An) 1a: 8sAnA unod (TS. Construction, Ns:0).
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>TU Wei-Cheng  8.078972, 98.921389
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Donna ONG

Four Colours Make a Forest

Donna Ong’s practice has been inspired not only by
the tropical flora and fauna but also the colonial gaze
that presupposed our visions of them. Her artworks trace
the historical images of tropical landscapes that have not
been investigated or given serious thought. One of her
primary sources is a collection of stylised lithographs that
was produced in the 18" century by western explorers
for audiences who lived in temperate zones. Her
practice always involves creating artistic intervention in
the reproduction of tropical images which calls for
a critical re-examination. In a sense, it is informed by
the creation and reproduction of a tropical paradise.

Four Colours Make a Forest focuses on the relation-
ship between these historical tropical representations that
have been romanticised and idealised and which continuously
evolved through the forces of colonialisation and capitalism.
It brings forth escapist desires to buy into imagined
paradises that are embedded in visual cultures, especially
in advertisements that encourage tourists’ activities. At
the Khao Kanab Nam, Ong built a wire mesh fence that also
resembles a typical commercial billboard. The billboard is
wired and hung with multiple aluminium plates forming
an image on each side of the fence.

On one side of the billboard, the artist presents
an image of an unknown tropical landscape. The image
is a collage that was created from digital manipulation
of tropical landscapes taken from the artist’s personal
archive. In the eyes of an expert, the image would make
no sense in terms of location. The image represents
species in tropical flora and fauna coming from every
forest in the tropical zone, regardless of geographical
specification. Nonetheless, one could not deny that it is
definitely an image of a tropical landscape, except it exists
only in one’s imagination. On the other side, Ong presents
another image that resembles a Digital Camouflage pattern
used by the military. It is the most contemporary and the
simplest a representation of a tropical landscape to date.
Connecting the two images using the aluminium plates,
the artist draws attention to the historical references

of the representation as a stereotype landscape that

Singapore

J1uvoJl Donna Ong Tuiweilansigunialaninwolnas
A3 IvKMSoU IKA1NATMINUUDICUNTAUARIKUALUULD IS
UsioFika1du JuRaUzvolisoadgounduluginiwwad
133UssSRmMansvaliAaluniwivisauiluAasblAsmMsdIIaou
KolinfI08133505) IneKlaluikasnsigumalakany voJliso
AAoADAIAASUNIWWUW KUK NG IATNA1SI39819m:5umnlu
AMISSUR 18 KvuduSuouiorfoogluiloiuund J1uvoliso
JnIRYIvVaIAUNISas1INIsiusnisaidiAau:lunistiiauaniw
voaivm$auvuu luy BanssiuliiAnnis3insisiluuluidaswing
Tuninkds JuiduNURIAI8MISASINANSNANBIVDIIAUAISSA
IVKSou

Four Colours Make a Forest Dinauliogind1uduwus
s:k313n1sU11aud NIsUSINEI 11a:N1SAS1INTWRAUARIT)
UssSRMAaMSWNIUNISWANNIWWIUVDIAUIAUIVRSDU SIWrUU
2813 01l0IlnewaIvoINIsa101uITAUNAS:UULUTYW
JUBUTAAII91AUUSISDUITUNISKAUKTIVIZIAUADSSA
TuRURUINISBIaDAIMSNDYTUSMIUSSSUMIIAYBIVDIIS1DD NI
TngiawilulosouidnsssuiInssudnuodided Aivivuiudh
Ong a$1srmvigarnigadteaulielayunBIwidsgvuu
IWu2=abIlsukosInadranviaguulie nalkiAmTuniwuu
$VIADIN

HantaovostheDmwioiadivasourdliblassin niwd
I0umstnUznIwidMAUIVESDUIINAdINTwadurdvolaadu
F85:UURTMA TUAMKIBYI010y MWALRAISITILTANIUKUIY
Tunivosanui 1Gosnndmsdiauoaswuswonazamn3nda
nniddluivmsoulneldmdinindunnoiminimans og1ils
N6 1s1luo1dniasinuuAoniwyvolndmAdiviSaulss naldu
wm$ourbogluiunuinisiiidu 3naluktidnwiindiundl
AUAINANYWSIRIARIBTUNISWS1I5VD IMKIs BaiTunsiiau
daduniwivrsoursouadenasidsuitenaniuyniul Aadu
1BouluiniwiiiaosviddeaulnuldiWuo:atito nasis
ANuaulavasisiiudanuidoule maus=3mmansvoinistiiaus
Aty wiiidoululAuiindnns:0 veuzitiZevalikua:=alidow
ransogluoinAfiFoulkisiindinousunsiluls=SAmansi
UIWSDUAUNMSWANNIWWAUIVREDU MITuIiSsusssua:misidod
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bridges Krabi’s past and present. The sound of aluminium
plates swaying in the air reminds viewers of the historical
violence that comes with producing tropic images, both
culturally and politically. VP
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Four Colours Make a Forest, 2018

UV-printed on aluminium plates, wires, concrete



Four Colours Make a Forest, 2018
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Four Colours Make a Forest, 2018
(work in progress)

Four Colours Make a Forest, 2018




TU Wei-Cheng

Giant Ruins

A number of artists in this Biennale reimagined
mythological stories in relation to Thai culture and in
particular, the history of Krabi. During his sitevisit, Tu Wei-
Cheng researched the origin of Krabi. He was supervised by
Niwat Wathanayomnaporn, who 30 years ago, worked with
Douglas Anderson, a Professor of Anthropology. This led to
the discovery of an ancient myth of the lethal duel between
a giant and a huge boa, which took place in order to obtain
the love of a beautiful princess. At the same time their
swords fell, the two creatures both died and turned into
a big and small mountains. In 1872, local villagers
unearthed two ancient swords at Ban Na Luang and presented
the swords to the governors. These two single edged
swords were placed crossing each other in the cave Khao
Khanab Nam as auspicious symbols during regional
development. Later, depicted against the background
of the Indian Ocean and the Phanom Bencha Mountain,
they became the provincial emblem.

In the same cave, through his ‘archaeological’ approach,
the artist ‘excavated’ the skeletons that evidenced the last
battle. At that fatal scene, a giant human-like creature, who
is more than six meters tall, isentangled by a 12-metre long
boa and yet, the mythical swords are missing. The explanatory
signboards in the cave claim that this is the most important
archaeological find in Thailand in the past few years. They
confirm the real existence of the mythical man and
authenticates this legend. The installation is further
supported by a series of ‘archaeological’ materials,
including objects, texts as well as a fake news report.
The objects were collected through two workshops the
artist conducted in Taiwan. In these two occasions, he asked
Taiwanese participants, as well as Thai people living in
Taoyuan city to bring items that belong to Thai culture
in order to create a collection of cultural and historical
objects to substantiate the installation in the cave. The fake
news report that was disseminated through YouTube at the

following link, https://youtu.be/BI8rpcXitBo, complements
the archaeological installation. In the video, professor
Li Minggin, who is Thai and lives in Taoyuan city, is the
TV anchor, French artist Félix Blume plays the role of the

Taoyuan / Taipei

AatuuatsAulunssANISASITMIIFANUUIUAIRYSTE
AuSmusssulnelud TngrawissiuiuinedAuUs:SAmMans
voITIK3ANs:0 s:u313n1suldouaniui Tu Wei-Cheng 15U
AunIInAITnvaIns:OmMulinisiuzivoltssud SruguuIws
MIAYSIUIUAU Douglas Anderson Mas1SEAULIUBYINET
0o 30 Unou F30uhlugnmisAuwushutuinifidosnssiodtime
S:43138NU AUITKY AR I DINISIE IBIAIUSNVD IIT K I
IAUAIY AUKAUAIWU IazamSviaomenanateidunivianian
Aovurmianiaiuedlul 1872 sdiuluwuidyaAuniulusicu
aoJlaurtuuKadJnazthlUusUTAIARNSIBNISTIKIM MUAUIFYD
aosautnnihluoulviduludiviviiuduweiDuduanunivina
S:431JN1SWHIUINTNIA sou1isnatgidumsidoyanuynius:
33130 TnedanukanTuumaynsduIRgnaziviwuuiu g

aognudMIIIuU Tusiund’ Aaduln ‘yvaAu’ TAsInsspnou
1Jukannuvoimssiodnsigaviolunnfieddud luainnmissod
ANSUMSIY INURDSUSIIIKDDULULEZIN3T 6 1URS QNITNY
819 12 1UKS Wusausd nimulushuiuriiasaidumsld Tige
osurluniszusitiAonsAuwurlusiupana1Aynanlu
UssimaTnelugsiasiaiusoulnniuu 3i8udunisiogval
s1elusuIuAUAILUDNFEDIVDIFIUTIUT NasiaSuIIuTno130
poudmnau ‘mislusiuan’ sulannsisinazsigiiuviovaou
vinuie IneldImnrlanni3sadouniag nAaTUIAVUTUTHKIU
Tulomat vivalkivissus K3 ulazo1deno Ay oglulbod
INKuIUdIMOAIAYIVDIAUSIUSSSUTMEU TSI Woas1Iuna=au
SHMOIBISsUUSSSUIAzIBIUSIRMAnsAIdaasuauinaalum
Wi0usUdsssu s1931uv1dUaouINglwsK1d YouTube s1Muain
https://lyoutu.be/Bl8rpcXitBo $I81a5UU 013U IUART

u38T> maws131se Li Mingqin 3310usdlginonAuogluibol
Inkedu suumiduuszniavidiusiiad Aadus1dousiiAa
Felix Blume Suumdnlusicun@ nazAcudisuu SsUUgUUIWS
suuntnUss3AmMansiuwuin s1931Uv1dUaUIREIAUNISAUWU
TAsinszpndnylaSunisingwsuiidumosiinnouduildn
OussAnsIWoasiusziiunnifeifudaunisAuwumIlusicuns

WalluFowaunsudoulizinsioglutiog1in1osias
nnAannsoulneinn Wu 1a:amdla Tu Na1231 sssSUvIRvoIIIu
Fno130uroJgoususssusIE nazuaosliwaliuiniinlu
MmusssuzIAvallan 91MA aznianal 8inakiuly Wau
Aa:819aulssvVungsiaiubasiivudiusudunssanisasid
Tngiawi: JuAgigiuiiouvainidioglutidulss finAadu
na121011331 “usanmnuonvoldIAiAnvuUSINoONUINIU
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archaeologist, and Mr. Niwat Wathanayomnaporn acts
as local historian. The fake news report concerning the
discovery of the giant skeletons was released on the Internet
before the opening of the exhibition to generate discussion
concerning the archaeological finds.

This complex and multi-medial work will be installed
permanently in the cave where sun, rain and the presence
of animals can erode it. According to Tu, it is a component
of the installation to accept nature and let earth, weather and
time age the work. The longer time has passed, the more
realistic the work appears. Although it is commissioned
specifically for this Biennale, it does not look new: it belongs
to the site. As the artist states, ‘The legacy of what has
happened emerges through the sculptures and the installation
to become part of the local environment and history.
‘Between the real and the fictional, the existent and the
imagined, the material and spiritual, and again the immanent
and transcendent, the work returns home. FM

Us=5uInssunaznuinog iwonateidunliingoquamwinnaou

13zUS=3AMARSVoIaNIUA" Se431313033531a:150 31K FIAT0Y
38JnazaInIumnuINs aIniurodlanazalmUuiandoynyiod AN

ogmelunazaimulosssuolf wajudullnndugdiiuvoldu

Thanks to Niwat Wathanayomnaporn, archaeology specialist

vavauAm 0115805 SruuguuIws WIdeo10dlus1cuAG
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Giant Ruins, 2018

Photograph courtesy of the aritst

Following an ancient myth of the lethal duel between
a giant and a huge boa, the artist took an ‘archaeological’

approach and ‘excavated’ the skeletons.

fFaduuiasnmisiaunuudnlusicunauild
TumisyaAulasinszpn 330nuInnsiuiuiniim
INE2AUNISHO N IMus431ITNEMUITKNY
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Giant Ruins, 2018
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The installation is further supported by objects, texts and a fake news report published on
YouTube. Through workshops with Taiwanese participants and Thai people living in Taoyuan,

the collection of cultural and historical objects was created with the found objects of the participants.

JUIRd1ItnNaduayuade3sn 5is1 1azsigaiuviddaouningiwsmnid Youtube Ingi
nuINNI3sASa U1l nAaluInvudsuSusdItKdulasodenorAuogludolinuedu
ShnazaumadsuusssunazussIAmMansikarinnasiavulindnnnyivisouidsagouiiulikiuiog
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Giant Ruins, 2018
(left page and top row) Photographs courtesy of the aritst



ZHANG Peili

Hangzhou

A Great, Correct, Elegant, Spotless and Tailored Refurbishment

Only a few minutes away from the city centre, Khao
Khanab Nam Cave is a very small island where both flora
and fauna grow abundantly. Zhang Peili challenges visitors’
expectations by installing a work that perfectly camou-
flages the natural surroundings. Located in an undisturbed
and uncontaminated paradise, the work deploys a traditional
tent-like structure that is normally used by the locals as
a shelter from the heat. As visitors approach the installa-
tion, they are confronted with a facade that looks like a
temporary structure; the roof is very light and almost looks
like tree foliage, the walls are woven from local trees to
create a geometrical and decorative pattern, and the
whole structure is slightly lifted from the ground to prevent
animals or water from entering. The colours and the
small size of this shelter perfectly resonate and amalgamate
with the green and lush environment. Nevertheless, upon
entering the room one notices that the interiors have been
refurbished in a luxurious and modern look. The simple
and modest tent now has silver paper with an elegant design
covering the four sides of the room and a sophisticated
ceiling lamp delicately lighting the environment. The
interiors provide a clashing contrast to the delicate and
unadorned facade. Moreover, the intimacy of the shelter,
where locals would stop for a rest or a chat, is completely
challenged by the impersonality of such a modern and
cosmopolitan design. This is not the only contradiction.
The outside echoes an old building in which one would
expect to find local everyday objects. On the contrary,
all of the furniture was made in China and imported
to transform the interiors into a boutique hotel.

The two paradoxical realities, outside/inside, invite us to
experience the contradictions of everyday life. In our globalised
and urbanised world, skyscrapers stand tall in the sky in order
to accommodate as many flats as possible. Their walls
are thin, and their sizes shrunk, nevertheless people living
in cities, on the same floor, just a wall apart, are more
distant and alone than ever. Will Zhang Peili’s refurbishment
prevent the locals from using the building as a shelter
and meeting point? The installation and its concealed
extravaganza are like jumping into the rabbit hole in Alice
in Wonderland. Once we enter, we are confronted with
a different reality and need to reassess ideas, perceptions

and habits. FM

givaivuiududuinsvuiaiSnAowona:an3anuauyso
KioanlUnnlanailonWesluAu Zhang Peili Wvgau
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Alignsunounazlunnuuidoudilasiasisnuuviids1douiu
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A Great, Correct, Elegant, Spotless and Tailored Refurbishment, 2018

Duplicated pavilion in situ with mixed materials

(floor tiles, wallpaper and lights all made in China)
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A Great, Correct, Elegant, Spotless
and Tailored Refurbishment, 2018
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A Great, Correct, Elegant, Spotless
and Tailored Refurbishment, 2018
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Félix BLUME

Rumours from the Sea

Felix Blume is a sound artist and sound engineer,
he primarily works with field recordings, travelling around
the world to record sounds of local communities and nature.
In the context of this first Thailand Biennale as an outdoor
exhibition, the artist has extended this practice. Not only
is he using the outdoors as a place to collect his sonic
material, he also creates a fully immersive site-specific sound
installation. This is done without using any electricity
or sound systems as in his previous indoor exhibited works.
Instead Blume employs natural sources like waves, current
and wind to power his creation.

As the audience walks along Hin Pheng floating jetty,
they will see the platform at the end encircled with hundreds
of bamboo flute devices, cooing with the waves. Invented
by the artist, these devices were inspired by the bamboo
seawalls used in many seaside villages in Thailand to slow
down the process of coastal erosion. This phenomenon
is aggravated by the rapid rising of sea levels, which is one
of the effects of climate change. It is also a dominant problem
faced by villagers in Khlong Prasong on Koh Klang, a small
island on the Krabi estuary. Some of them have moved
their houses further inland more than five times in 30 years
due to the receding shorelines caving in to the devastating
power of nature. In a way, this project is a tribute to the
perseverance of those communities.

Apart from the installation at the jetty, the artist had
also collaborated with students from nearby Baan Khlong
Muang school through a workshop with a series of activities.
The artist invites them to imagine a creature from the sea
that helps humans in fighting climate change. With the
installation as its voice, its cries while trying to slow down
the current from crashing ashore. The children made flute
devices and then made their own sounds of the “creature.”
The workshop culminated in a short film, that was shot
by the artist, and shows the children calling for the creature.

Working closely with Piyasak Chantaransi (Choy)
from Bambugu and his team of master builders specialising
in bamboo structures, the artist has subverted the
uncontrollable force of the sea, and its effects on human’s
habitat, into a positive force. A force creating a sonorous

Narbonne / Mexico City
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Bambugu WOAUIBEIB10y2813IndTn IWaIUAuuwaIvol
vzia RIKUoNISAYUAUAUNANSIMUB Doy 9 1AV IUULY
WnatoiduwaisiuuoniasiiassaAuszaunisaisulwisizli
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Rumours from the Sea, 2018

mutual experience for local communities and visitors to

marvel and celebrate the attempts of little, almost powerless Bamboo, flutes (khlui) and various building materials

people battling against the devastating power of nature. PV

In collaboration with the children from Baan Klong Muang School: Teepakorn Raksakul, Muhammad Sufyan Wani, Al Buddru Wani,
Thanawat Srimun, Sarayuth Cheu-sanga, Apiwat Nareemont, Teerathep Some-sa, Anawin Prakorbsub, Urassaya Kebutr, Benyanee
Prabdin, Natapat Thongsai, Waranya Punchung, Nithiphorn Prabdin, Sitarat Butrkrai, Janthima Wanpaet, Muna Dumdee, Krisneerin
Prabdin, Narumon Sochua, Dusadeephorn Yongkul, Ornpreeya Srimun and Piyasak Chantharangsi + Bambugu Team.

Workshop coordinated by Wilaiwan Prathumwong and Somsak Phechyotha

Thanks to Baan Khlong Muang school, Songphorn Wood Krabi and Sureephan Srimun (Baansuan Nateen Farmstay) and Ajjana Wajidee

wanusuAuiniSeulsiSeutiunaniudl: nuns snana YRubnoWe1U M0 5a0nns 210 sUSUU ASKUU ASIEUS 130ai1 oAU UIBUUK
gsinw Tauar autla UssnoumuSwe 95au1 INUmMs 1UNITUSIUAU I3Aus vodla 5oyl Wudd Gsws Ustudiu Asnsmd ymsins

JUAWT dsscuwmrg UUT A nOudsu Us1udu unua laido aadinsad vana osusen ASKUU naslefing JuMsIG + WU Bambugu
Uszaunuisasoulng 51a3sstu UszMUDIA 1a:01sgauing 1Wwoslgs

vovauaru TsJ3uluAanIudd, nsIwsAl Ns:0, a3wsstu ASKUU (JIUdUUIFU WASUAIRG) 1a:53U1 =35
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(work in progress)

Rumours from the Sea, 2018

Rumours from the Sea, 2018




(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 mode thier own sound of the creature.

(rinde) AaluiausIuAUUNISsulIntsIISgudIunanJUdIMoglulna WiuI3sASOUMBIUIANT LIUMUINISTIFITBININNIAN
grguyuurodnunisilagundaivoianmwnidoinia
(uivo) Tumissiognumisidagundaivoianiwndoina innTg [nKkaivaenasiyided “aniusmuain” 10uvolmdiod
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Rumours from the Sea, 2018

(musical workshop with Khlong Muang students)
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Takafumi FUKASAWA
Football Field for Buffalo

TakafumiFukasawa is interested in the special qualities
of places, histories and the people connected to them. Before
participating in Thailand Biennale, the artist has worked
on several community-based projects, mostly in rural
areas of Japan for many years. His on-site works always
develop from the history of common people, often untold
or hidden anecdote taken from the mainstream historiography.
Then he develops that aspect and makes it visible with
the help of the community and a sense of humour. His
participation in Thailand Biennale is the first time that
the artist is testing his artistic approach outside of Japan.

Coming to Krabi, Fukasawa is interested in the traditional
lifestyle that the people in Khlong Prasong Community lead.
Although the island has become very engaged in eco-tourism
in recent years, he found that people on the island continue
to take pleasure in sports and nature. In particular, they still
maintain their connection to chickens, goats and buffalo.
Fukasawa is also interested in the oral history of the island
where sports, such as boat racing, kite flying and football,
play a significant role in bringing the community together.
The artist learnt that the people in the Khlong Prasong
subdistrict are very proud that they were the first subdistrict
in Krabi to organise a football tournament although they
do not have a proper football field. In fact, the community
has been using two abandoned rice fields as an arena for
decades.

Inspired by the popular chicken competition, the artist
created a football field for buffalo. This playing field, which
consists of an amphitheatre on an abandoned rice paddy,
became a common space for the community to tell their
stories of friendships between humans and nature. The
amphitheatre and the walkway toward it are decorated
with Japanese style flags made by a local batik workshop.
The artist also created footballs for the buffalo using a simple
bamboo structure and dry straw. The balls of various
sizes are installed on the field for the communal buffalo,
who are the regular inhabitants of the field, to participate
in the sport. During the months of the biennale, the buffaloes
are key players in highlighting the unique bond between
human and nature in this island. VP

Sapporo

Takafumi Fukasawa DANMWAUTRIUACUEN WU ALY D IW U
b107 nazUssIRmMansvolwuiinadu ssuluBaAuidoule e
Aou3:zIvisOu Thailand Biennale misAaUulsuszaunisnilu
misilasimsilikguoulddausouuinaretndd (Bidruluny
3:0ulAsinislusuum@Uu) JTUVDIIVIAEISUAINUSESRMans
voiaudTUTuWumiaua 331803s101ma100n3:0ndould TWis
ogluUs:3FMAanNSTIWUSNSIAUIN UINNTUIVIASWBEIUT IS UL
VUL10E13001SUIVURIEAIUBIEIKEDVDITUBU NISIVISIUAU
Thailand Biennale AsitiJunSnsnii Fukasawa 3:ldunas)
IudMINIsMIUAaU=valiviuangUu

Fukasawa uns:0sdeAuaulalu3asInalIGUvVoIRAU
AlugusunasoiUs:alA ni31gusunasiUszaiAizyidulunis
vimsvolined3tgusulugiakansUnKiuu viagawuiiaulu
IN1=IAJIWANIWAUAUNISIAUAWIINAZSSSUDS WAUSITADIU
JUWUSAUENIK1IY 15U 10 iws nazaxgoguiniduwiay naslu
PaNRedAu Fukasawa AgiaulRludss3mmansuonialvolini:
BIAWINIY IBU MSIVIEDNISIAUS azWKUDa ddUTunuIMuIn
lumswnyuouvinlenu Aaduldissusitaulusiiuanasd
UszaaAtubanundlavinawoniviiBushuansnluns:ininns
vawsuoaldlnenlubauiuwrnuoaniuuizay luaxauiduiss
guoulalduividsisiuaunuwrnuoauikargaulna.

Fukusawa I@5uissgumalizinnisivilndaiduainssu
AAN31AzN1SIVIVULUIUSSIUAU 1VI3JIdUDrziiauiuwsuoa
Fsune 313:UsznoulUI83TUMSAKIUISISWITUWUR
$50voIgUBU TUNISIANEDIVDITMSNIWSIU31IUUBEIASSSUDE
WISsUTUMSIasmM I AUTUSHTUnsGuaomsmnimisuslualng
QUuiiiInduIAnludalfu Aadudaianwruoadiusu
Aulneldlnsiasililnitey nawiinki anuosakalgvuin
snnmnsaluauuiwaliAceluguou (Bi0noglurfiogidd)
1RATacusIUTUAINSSUAWT Sz431382ITMUSSANIS Biennale AD193:
1DuamsntunuiukaniunisiduiiinuFuwussubionanuoi
VOJAUNASSSUBIRUUINIED
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Football Field for Buffalo, 2018
Mixed media and participatory-based project
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Football Field for Buffalo, 2018
Football Field for Buffalo, 2018 Photographs courtesy of the aritst
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Mella JAARSMA

Silver Souls

Mella Jaarsma is known for creating wearable art
that generates critical conversations concerning the
history, culture and politics of the place where she is
working. Her works are always based on her research and
engagement with the community, and contains elements
of performance and participation. Her usage of local
materials brings attention to the discursive knowledge
that is hidden in the given context. In Thailand Biennale,
Jaarsma was drawn to Tha Lay Ferry Pier at Koh Klang, which
connects the island to the town of Krabi. It is a location
connecting tourists and the local, dominantly Muslim
fishing community. In addition, tourists who are not only
interested in the beaches finds themselves at home with
the rich culture of the inhabitants. From her perspective
as an Indonesian artist, she pointed out that Koh Klang
shared similar cultural aspects to her hometown in the
sense that it is surrounded by water.

On the Tha Lay pier, Jaarsma creates an installation
using fishing rods and lines which hide her works under
the water. The artworks are the fish-liked suits made in Koh
Klang, using left-over seashells from various consumable
species that she collected from local restaurants. The
hand-polished shells create beautiful reflections which
draws a connection between consumption of natural
resources and the effects of the tourist industry. Another
important element of the suits is the extensive use of
Batik from Krabi to create a sense of a human cloth. The
Batik fabric in every suit was a result of a collaboration
between the artist and a local Batik designer. She used
the original brass stamps that were secretly retrieved
from a river in Yala Provice during the period that Plaek
Phibunsongkhram was the Prime Minister (1938 -1944).
In that period, Thailand underwent an intense culture
revolution. One aspect of the policy was encouraging
the Thais to wear western clothes. Batik makers were
forced to throw their treasured brass stamps into the
river. These stamps were used to create unique patterns
on fabrics. Although batik was considered as ‘uncivilised’
more than half a century ago, is being revived again in this
age of multiculturalism. The feature of these patterns in

Emmeloord / Yogyakarta

Mella Jaarsma |GuﬁgimmmsasLUquﬁau:ajuT?i
[n7A3:noIKIAANTISAUMUNIBIIWINGIREIAUUSSRAaNS
SBUUSSSU 1AasN1SID2IVIAIsa1I1U WaJluvaisalin
5J31N1U35811a:N1S0A2USOUAUYUBU 1az0oIAUSNDU
VoINISIANINazn1sivisou nislodmnauluvolniinoiu
aulavolwouuIgoIAAIUSMIIDDURTDUDETUUSUMAENUT
Tu Thailand Biennale Jaarsma UsziiulalumiZomiia migo
VIUWINTINZNA1I BIIBOUSIKI1IINIEAURIDDINS:D
SulduraninIsAUUIAUSIKO1IYUBUB1IUSIUILAAUAU
1DoIModIAEAAVUMNSU UaNIINT Unuadiiedilulnauls
nao1emngllnsdnaviolaluAuIsuusssuduKaINKualy
vouogo1fuluguoul nuuuoIvolisaluTIuAalustd
5ulnliBIsoAnNINNA1ITIIULITISSUUSSSUAA1AE)
Auidosuiuiinvosisaluiivoinisidugusuiniiiaousou

Jaarsma as1331u3nd13misounalnelsiGanndan
Ainudauwaliuiisovoulsind 3ifAounUariiivu
TuiniznarianildonvolkosnAulnkaloa18WuUs3 5o
IBuInnsiu KkIsluazinn 1WdanuouValioasiiinazuou
A20NURNANINSIToUTEISIK01INISUSINANSWEINSSSSUBF
AUWANSIMUMDNATKNSSUMDIIEY diAUsznaud1Any
3N0Y1IVoIgAARDNISHNIMIAIYWIUIFNYDINS:DIWDAS]
ANUSANIUUIFDNIUULE ’UTFNTuMNaalaNMIssOUD oAU
szu1IAATUALLNDDNIUUKIUIANTUWUTR Rs1USsUaTE W
AIIRUAIINMa kAR IFATIAugvUL I NIUtTuTIK3ng=an
aduiiouwa U. Wyaaiasiuiduuionsuusis (1938 - 1944)
TugatuUszmATMETAINE N AUNISURSFAMIISBUUSSSUDE1]
vuvunazulguisudifonisanasulkauiuuiasuiniol
IIATEINUUNMEIUBRA AUKIRNIUIENS T UNDINIMST
UszuatgWInodikdold1154as11a3na1g1awizfiouunl
aith vIANAQNUDINTUFS Tso1s8= 1ITDNNAZIANISSYNDU
MaslnsunisaudindnasslugnadonrkindiuKalnkaley
n135musssu mistiasnateikartullslunaliudondiu
WE18 1073130 ul8IAUAIIUNSISIVOIWAURDMOUSAN
MAMDAMIISFUUSSSURGyKITUIiuuIu

Silver Souls QniIVUIWos:AnGIA1UMSITINII
SwusssuViQnﬂmauazﬁﬁﬁuﬁmu&ms:d NouldATMSSANTS
Jaarsma Janisnigniwgnikaltlneulnuuiduaulu
nolhnazfnsurlalouuiwniumanduinioisioulalu
veurioavolisignuaosDdIndt stud13853TGuMssANTs
Jaarsmar 130yodouluiou Iunazduauluwuiksotinua Jiied
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the work is the attempt to reconnect the public memory
with the long-lost cultural heritage.

Indeed, Silver Souls was made to recall this cultural
memory, which has been buried under the river basin of
Krabi. Prior to the opening, Jaarsma organised a photo
shoot of the shell and batik suits, which were worn by
models from the community. The photographs were
printed and put on the ceiling of the pavillion as a reminder
while the actual suits were left under the water. During
the exhibition period, Jaarmar invites audience participa-
tion of both locals and tourists to pull up the fishing rods
and retrieve the artworks from water, after which it will
disappear underwater again. VP
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Sliver Souls. 2018

Rods, iron, fabric, shells, additional materials

Photographs courtesy of the aritst

u1RJIiarnUalvuiazniiuAad=vuiainul noungulzule
aJlUlmu1snAsy

Thanks to Miss Thaninthon Ruksawong, Dahla Batik
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Sliver Souls. 2018
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Valentina KARGA

Coming Community

Coming Community is a project series that began in
Helsinki in 2016, and has travelled to Krabi for the first
Thailand Biennale 2018. Responding to the current climate
of social, political, economic and ecological crises happening
on a global scale, and the fear it engenders, Karga imagines
a conceptual pillar created though stacking different
values and ideas to support our ‘coming community” during
this time of change.

In Helsinki, Karga worked with a group of local
residents to produce a pillar out of ceramics. Each person
made a piece which the artist then put together to form
a totem - a multitude of different values that form a whole.
For Thailand Biennale Krabi 2018, Karga chose to work
with the Khlong Prasong community. A small, predominantly
Muslim island that is only accessible by ferry from Krabi
town, it is secluded from the tourist industry that has
colonised most of the province. Karga was inspired by the
different fields of craftsmanship thriving on the island, such
as Batik, natural dying, woodwork, weaving, as well
as the make-shift local architecture.

For an entire month, Karga worked with a group of local
craftspeople and school children to develop the meanings
that these pillars would have for their own community.
Through a series of conversations and debates, the
participants were given the opportunity to reflect on the
values of their community that are under threat from the
current pace and direction of development happening both
locally and globally. These values are translated into symbols
and customised into stamps, to be impressed onto bricks,
all done by local craftsmen. These sessions were followed
by a full-day workshop at the brick factory, where participants
worked together as part of the artistic process to produce
these individualised bricks for the pillars.

The four pillars are now erected on the beach at Khlong
Lu viewpoint starkly visible against the horizon of the
Andaman sea. They represent the collective values of
a community in anticipation for change. Coming Community
isa mapping narrative that sets a foundation for an alternative
imagination, not only for each community to reflect and
celebrate their unique values, but also for thinking about how
these values are shared between different communities. PA

Chalkidiki / Berlin

Coming Community Aognlasinisiisuvuluioadin
Ul 2016 HAZIAUMIVIETITIKIANS:0d14SUIU Thailand Biennale
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n1sibod 1ASYINA ||a:5rmmvmuDﬂSmmWﬁm%Vi)Tm Karga
as1 1 uluiAURIANNNNISFIAUNUSDUAUVDIATUUIAIUIAR
b1 IWoaltuayu 'gusuvalist lugpaduikinisiasunlal

TuloadiA Karga viuAunaduAaduvio JAUIWOWANIAT
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ianlungiuasussumtsusuKkainkats 388U 145U Thailand
Biennale Krabi 2018 Karga 13on#3=hnudugusunasius=aia
Inz1any Afauduiiomauidaaiuidukan davitilaing
2VASoVILWINTINEIDDINS:OMdU vliinaoiUszaiAAouv1l
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volamImnenssuluwui

Maoms:uzda1KbIIFoun Karga SOUIUAUNAUBIIR DD
VinJAunaztini3eu IWoWrUIANUKUIERIAEIVDIAUTUTUTKAU
1@wont WoddussuldaununazafusioisolAtoulugusu
AfdinnanaulneianaluniswunBoidafananvu
iluwuinasidlan Amdsuikaiinnmevonoonududyanun
nazusunsalinatoidumsiussivinesal Doolnu 1wolhl
TUUssiualuudInnasiou smusdei3sadoUifiuSunlsisiudy
|7i@Da'aus'auv'aaﬁuwﬁmﬁjﬁTugwﬁu||m'a:r¥aua°m§umw3nf]
sulduauniiluns:uounismiifaus
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Coming Community, 2018

Various construction materials

Thanks to Paramatta Chuaykarn, Suthida Prapertchob, Peerapon Ngiampisal, Mayuree Brick Factory Baan Nai Nhung, Krabi
and participants from Khlong Prasong community.

vavauAm Usdnn 32801s a5n1 Usswniioou ws=wa irjeulwma Is193ugs Giuluundl 3Iu3nns:=0
nazo1dgusUAanIUszaIA
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Coming Community, 2018

Photo by Palin Ansusinha
mwnnelag U1au 59IAAIK
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Through a series of conversations and discussions,

the participants reflected upon the values of their community,
and translated them as symbols impressed onto bricks.

NNMisaunulia:onusigs IuAUKaIroKkalunsy s1UUlRTIuAU
AsoumMUEUVDIGUTUVDIWINIV] WIUNISONEMDNDDNUT
iWuadnargndszrivaiuudIinsaznou

Coming Community, 2018
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Coming Community, 2018
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WANG Wei

Elevated Sea Level

Mosaic tiles are a signature of Wang Wei's recent
artistic practice. He often engages the challenges of space
and its architect, which in this case is the beach. Wang Wei
is a multidisciplinary installation artist who examines
the alienation of physical space in reality, and whose work
questions what is real and what is not.

Laying pieces of sea-coloured mosaic tiles on a beach
area next to the ocean, Elevated Sea Level shows an illusion
of a'sea surface' emerging from a strange, yet familiar area.
The work can be seen as a stylised version of the sea,
confusing the viewer's perspective of the experience.
Viewing the installation initiates larger thoughts about
the work's existence, construction and outcome. The visuals
of the work have more in relation to nature than meets
the eye. The colour of the work changes in accordance
with sunlight, much like real sea water. The origins of
the tiles and all the materials are made from grains of
sand and dirt; all are from nature.

In time, as the nature takes its course, wind and
sea water will erode the work. All things human-made
are destroyed, returning everything to where it starts.
The perfect, carefully fabricated, man-made version of
sea level, will be different each time it is viewed, depending
on the conditions of nature.

Khlong Prasong Community is an unusual area of
Krabi, a hidden gem within a fairly closed community;
a self-contained island that is accessible to tourists, and
welcoming to outsiders. The location, together with the
presentation of this work, portrays a natural phenomenon
that absurdly acknowledges the unstable relationships
between man and nature. Here, a man-made object is
introduced into the environment that responds to the
surrounding nature itself. The work is a layering of
contradictions, bringing the viewer a step closer to the
'Edge of the Wonderland'. HJ

Beijing

nsabosluianmJuduanunivosnuAal:lugoiudivol
Wang Wei V1TnIAUAUAIUAMEYDIWURANAziAs1IWUAGUY
BIluntRADo1wKIN Wang Wei 10URATUTAINIAUAIANS T
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Elevated Sea Level, 2018

Mosaic tiles on concrete

Photographs courtesy of the artist
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Lucy BEECH
Untitled

Lucy Beech's recent body of work has addressed
the power and agency of reproductive relations, exploring
female labour, visibility and the global flow of bodily revenue
streams. For the Biennale her work is shown on
an advertising screen against the backdrop of the city
centre. The video draws parallels between construction
and demolition building processes with the effects of medical
processes on the architecture of the body. A 3D rendered,
reclining female body rotates to reveal a hollow interior
and as support beams of a building, giving way the text
describes what happens when bio-ethics effect legislation:
borders close, industries collapse, medical processes are
abruptly reversed and buildings are repurposed. VM

London / Berlin
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IWUEoanIUnenssuvols1iinie 1ng3znaniniwaluidsvol
$1DUVDINK IRk UTUIWD N MeTui31I1Ua1 nasidAiuvol
BN3:05DUMOSUIEFIANAVUIDDTIASYMANSAINATUNNKUTE
NIsUAWSUIINU N1SAUdA18VDIQMaIkNsSsy NS:UdUNISMIINTS
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Saravudth DUANGJUMPA

Rubber Life / 83mvoiuil

Thailand National Artist 2017, sculptor Saravudth
Duangjumpa has recently taken his practice towards
installations with art and found objects. These site-specific
works are derived from the basis of sculpture-ness and
his inner experiences. Aiming to work with local materials,
the artist explored Krabi, and being a Thai artist, he knows
the issues his country is facing. Saravudth Duangjumpa
has become fascinated by the industrial crop of rubber trees.
He notices its importance; understands its cycle of life.
Rubber is one of the symbol of Southern Thailand, therefore
artist wants to bring out its importance, tranform it into
artwork, to be Southern's heart.

Rubber farmers in Thailand have faced economic
issues for quite sometime. Due to the widespread
practice of growing rubber trees across the country, price
estimations tend to be very low despite the difficulty of
producing rubber. Rubber Life emphasises the importance
and value of rubber trees by showcasing rubber tires placed
around the tree, symbolising the origin and the end product
of rubber. Locating within the local rubber tyres plantations,
the artist researched and worked with local authorities
specialising in rubber as well working with rubber farmers.

Departing from using found objects as material,
this installation is beautifully planned, but later, was
spontaneously altered according to the nature of the
space during the days of installation. The experience of
viewing the work seems to be close to nature; all those
trees. In fact, those trees are there only for commercial
purposes, they have their ages and will be taken down
when they’re done being utilised. Next to the plantation is
the road, also an outcome of rubber trees as cars with
rubber tyres are travelling on the road. Therefore, once
visitors are on site, they may sit on the tyres or lean back
on the trees. The experience is as close to nature as one
can be. Glancing at the road, hearing the sound of fast cars,
and somehow realising deep down that everything around
them is a part of industry, and not of nature; the nature

that the area used to encompass. H]

THAILAND NATIONAL ARTIST
Bangkok
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Rubber Life, 2018
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Aki INOMATA

How to Carve a Sculpture

Aki Inomata is known as an artist who creates
installations, sculptural forms, and performances to explore
the relationships between human and animals. For Thailand
Biennale 2018, the artist focuses her interest on beavers,
and compares their activity of chewing trees with human’s
attempt of making sculpture. Beavers bite and chew trees
to sharpen their constantly-growing teeth. These gnawed
trees then become materials for the beavers to build a dam
or a lodge in which to live. Marks left on the tree stump, a
side-product of such activity, remind Inomata of the textures
on sculptures carved by artist. Beavers, like humans, are one
of the few animals who actively modify and reform their
living environment in order to fit with the needs and
requirements that keep changing through time. However,
it is fascinating to think about how an environment
constructed by beavers is created with a very different
purpose from environments constructed by humans. Beavers
create artificial ponds by cutting down the surrounding trees
and assembling them into dams to catch and hold streams.
These beaver ponds provide a distinctive environment that
attracts moose, herons, and many other creatures.

For Thailand Biennale 2018, Inomata provides a beaver
with part of a tree on which to work. She uses the already
gnawed wood as a reference to create sculptures. The artist
commissions a sculptor in Thailand to carve human-scale
models of the beaver’s work in sandstone, and installs them
around a pond located in the middle of the city of Krabi.
The process of carving stone sculptures is not to imitate
everything that the animal has produced, but rather learn
from the wood models and to realise it in stone, with the
great understanding regarding the nature of these two
different kinds of materials. The differences of weight, size,
flexibility, and durability of materials are very important for
the process of production. No matter how the sculptor
invents carving tools that render similar textures as the
beavers’ biting marks, the sculpting purpose is not an act of
copying but rather the act of learning and improvising. The
result is a sculptural work created by the collaboration of
artist, local sculptor, and animals.

The way these sandstone sculptures are installed

Tokyo

Aki Inomata 19unsinluniuAaluasiiassAnaliu
fau=3nn1J wasuuszsiuinssu nazaavznisiand (Performance)
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MDUSUAUSSSUBIRAIAAIIUMNDINISAUSUIURBUDEY MADAIdAT
og111sAmu 10uwisosurdAissglabarsidniinduimnKid
TusMnUs:alAvoInNIsas1Iiogo1AYs:u31IMdT170s1azuy e
naidAolnosasiaioidinenisinulidog uSiDUWURA
soun iwolwasinduivouliinifiviaozaonssiadt 133410
TuiweOuriogorfovolsidtnasiiidu ixg31dunisusunms
anmwinadoulkdnssuy TaldusTusd 1Bundya nazunnszan
1duriu

luGunssAnis Thailand Biennale 2018 Aaduinnislk
UinosAanduddusingyg volsiuly nd>didudouiiudoannnis
Ansina1GididusiunuulunisasiiassAiiulssAuinssy Aatu
NadssRvinsndszivAlng KITuRIN=aankuns1gNEuIuY
1AUTUATENNEY TS InslversvuiARa UM UIAAIUAIILFI
vosuusd nnduislifnsiinanusouy 1334150y Tulana
$1003ns5:0 nszudunisinzaanizululsidunisaonizguzin
F315vT3 winishiBunisissugnnsiunuumidusanussinuly
1@ thuasuluiludanussinniu Inso1dennuIvIlIoE133nD )
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FrubanudAcgriovumounisiioiu W3 UssiuInsazUssaus
1ndaIloNnzaaniianianuruzsauAnIn=VoIaM3AuINIwe Il
aniondonszuounisinaanluldyiu3aiwonisaanidsu
mnidunisisgusnasusuldlkivuizaumivaniunisad Waaws
Aowaliuus:siuinssuduINA3IINNISKIIIUSOIUAUSKI1IAaUU
UssRUINSKDIRU 12:3M3 ag1INaUNATUNAUNEU
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around the pond may have been inspired by the beaver’s

living environment. Nevertheless, the artist intentionally
placed the carved works in positions that allow the audience
to fully experience the work as sculptures, not as left overs
from any kind of performance. The light yellowish-brown
colour of sandstone stands out very clearly from the natural
background’s shades of green. The stillness of sculptural
shapes invites the audience to come closer and examine
all the details. As visitors stand on one side of the pond,
there are other pieces of sandstone standing at another
side waiting for visitors. To appreciate Inomata’s sculptures,
one cannot focus only on the work itself but also the
relationships between the work and its surrounding space.
Stepping into the pond area, one already enters the space
of Inomata’s. The sculptures seem to be only one part of
the larger installation that urges a reconnection with nature
and animal. Mankind is just one specie of the animal that
must learn to live together with others in the same
environment, with equality of care and dignity. VM

How to Carve a Sculpture, 2018
Sandstones, dimensions variable

Photographs courtesy of the artist
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UUWURIVDIFIBUIUDE1IINET A 1Do8uaySulavolas:th
:AIWISOUDIIRUNAITUBUDUY F1301108 A INSIVIL SOADY
Whasuauvilum msivatiincumluwaiiuvod Inomata 110ubiog
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FomaluUssAuInssuiuiiisauvaluluusinuas:dilisu
1adounisA1dvAlUITuasuktaluwaiiu UszAuinssuna1ua:
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BIANIZAIIZEIVIa[Y]

Production Assistance Izu Shaboten Zoo, Nasu Animal Kingdom, Sendai Umino-Mori Aquarium, Hamura Zoo lida City Zoo

WE28MISWan zu Shaboten Zoo, Nasu Animal Kingdom, Sendai Umino-Mori Aquarium, Hamura Zoo l1a: lida City Zoo
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Yuree KENSAKU

Nagabi Transferry / u1Iwoyiu1AmMKINS:=0

Yuree Kensaku’s paintings are created from the hyper-
sensitivity unique to the artist herself. Her practices
are always influenced by various phobias and allergies
she has faced throughout her life. Kensaku ironically
depicts her perspective of the chaotic world with her
colourful figurative painting. In recent years, the artist has
moved beyond painting, that is her original medium, to actively
explore and expand her creativity through live performance,
animation and public sculpture. Her participation in Thailand
Biennale marks another step in her journey.

Nagabi Transferry connects to one of the phobias
that are the driving-forces behind Kensaku’s practice. She
creatively converts Thalassophobia, a persistent fear of
sea travel, into an inspiration and artistic intervention.
Inspired by her experience of travelling to islands during the
site visit in 2017, the artist proposes to create her version
of a Hua Thong boat, similar to the one she boarded, to tell
the story of Krabi. Using a standard touring boat as a base,
Kensaku redesigns both the interior and the exterior of
the boat anew. She spent months in her studio painting the
cockpit which portrays the artist’s interpretation of Krabi
folklore with her pop-inspired version of local mythical
beings. Her fibreglass Naga figurehead introduces a new
element into the tradition. On the roof of the boat, she
also collages and paints a head of a Yaksha. The appearance
of a Naga and a Yaksha connects the boat to the bigger
local folklore narrative of Krabi when both of the beings
play a major role in creating the landscape of the city.
In a sense, the boat is the embodiment of the legend itself.

Similar to what she normally does on her canvas,
Kensaku envisions the boat to hold her world while opening
up her world to the site-specificity of Krabi. Nagabi (the
name of the boat that combines Naga with Krabi) will be
used as a transferry throughout the four months of the
viewing period. The audience is invited to step on board and
appreciate the story of Krabi while travelling in it through
the landscape of the biennale. Combining the long-standing
tradition of boat-making with the contemporary popular
culture, Nagabi Transferry could be seen as a threshold of
the wonderland. VP

Bangkok
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Tuninds 3od10AosIMuvasshuuduIDg
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Photo by Hannares Haripai

mwmelng Kinyouisa M_SWIWU

Nagabi Transferry / U12awryauIAIAINs=0, 2018

Industrial primer, paint and finishes, decorate aluminium sheet, collage and paint on canvas roof,

stainless frame roof and Naga fibreglass head on Hua Thong wooden boat
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Oliver LARIC

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. Betweenness
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 Betweenness
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

Berlin

Oliver Laric 3nnaniwainu3flouuio LED fiogidnen
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4K video, ten 15-second clips
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Dane MITCHELL
Lost Bandwidth (Canopy)

Working across various material fields, Dane Mitchell’s
work channels invisible forces into concrete forms and
teases out the potential for objects and ideas to appear
and disappear. Most recently, the artist has been exploring
the various ways in which objects might be seen to produce
literal signals.

For Thailand Biennale, the artist has produced
a newly commissioned work, Lost Bandwidth (Canopy),
which consists of four biconical antenna, each tethered
to an operational FM transmitter. Located in national parks
across Krabi, Lost Bandwidth (Canopy) broadcasts the
songs of extinct birds that Mitchell collected from archives
available online. These tripodal antenna are paired with
a second shorter tripod which generates power from the
sunlight. On one hand, Lost Bandwidth (Canopy) can be
seen as a series of physical objects each painted bright
red (an adaptation of ‘international orange’) to differentiate
them from their surroundings and underline both their status
as exotic visitor and their existence on the physical plane.
On the other, each antenna generates an electromagnetic
field across FM bandwidth and creates a radial sphere of
activity — a signal —across the airwaves, demonstrating
that these objects extend beyond their physical edges and
produce an unseen (yet heard) effect that permutes
outwards.The broadcast is an ongoing-event, occurring
24 hours a day throughout the Biennale and extending
beyond. This will see the artist add further birdsongs to
the list overtime as species continue to become extinct.
In an elegiac act, the artwork brings vanished species
back from the dead momentarily for us to tune into via
the airwaves and in this way, Lost Bandwidth (Canopy)
creates immaterial appearances in a metaphysical sphere,
transmitting from a past in the present that which is gone.
VP

Auckland
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Ho3u MaonddItussANsIazuiun31tu InsAalulzivuiFe)
unduy WATUIdoen IWouna1gwuss1Iy AouY Foywussioll
NuAaUATumsBords it aewusiaugnduuinnANusne
BunissrasmlkislAaudaKiunsns=eiFe] nastunist
Lost Bandwidth (Canopy) Aldasiinisusingsidnuulsaans
Tudsurunavoionussou Tnenisaizinmielundrluosinuig
Jl3jdu

Mitchell's work can also be found in Noppharat Thara Beach (p.172) and Tha Pom Khlong Song Nam (p.250)
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Lost Bandwidth (Canopy), 2018

Biconical antenna, FM transmitter, solar cell, 12 volt battery powder-coated steel electronics

200 x 200 x 350 cm (approximate each element)
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Lost Bandwidth (Canopy), 2018
Noppharat Thara Beach

Lost Bandwidth (Canopy), 2018
Tha Pom Khlong Song Nam, Krabi
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Giuseppe PENONE
Alberi e pietre

As in many other countries around the world, tourism,
as well as globalisation are threatening the natural
landscape of Thailand. Alberi e pietre (Trees and Stones),
the series Penone started in 1969, sets forward his interest
in the relationship between nature and men. The artwork
is a sustainable installation that uses local sources and
knowledge. Here, the series is recreated and adapted to
the reality of Thailand. The installation, located in the park
Kong Ka Pier Pak Nam, is comprised of five Javanese cas-
sia trees and five stones of different sizes and dimensions.
The tallest tree was selected because it was already growing
in the chosen location and the other elements were planted
and installed next to it. Although it has already been realised
elsewhere, the site-specificity of this installation lies in the
conceptual development of the work. Its final actualisation
depends entirely on each natural component found in this
tropical country. The different geology, morphology and
weather of the area automatically alter the availability of
materials. The stones are natural rocks that were found
in Kanchanaburi. The Javanese cassia trees have only one thing in
common with the trees used by the artist in his 1969 series:
they are evergreen plants. The constituting materials and
final layout of the installation were adjusted to the Thai
ecosystem. Only after the rocks and trees were selected, could
the artist decide the layout of the installation. The differences
in type, form and size are the points of departure for the further
development of the artwork, yet they constitute the compo-
nents of the object themselves. Trees and rocks are leaning
onto each other and arranged according to their decreasing
dimensions in a straight line on the ground. It is a visualisation
of the growth of the existing tree. Nevertheless, it is an
artificial deconstruction of such a process. The exceptionality
of such a disclosure may lead us to rediscover our bond with
nature. The region of Krabi still has various protected natural
areas and a local community bound to their land, which is in
contrast with the unavoidable development of natural areas
and cities. At the end of the exhibition, as sudden as it
appeared, the artwork will vanish, and its elements will be
returned to their original place. Unlike nature, man-made
creations produce alternative and ephemeral imaginaries. FM

Turin

Buidedauludszimaduy vdlan Niskodiied naoniu
lanndmubtolufdsnnmurorAUmusssuoimludszimalneg
Alberi e pietre (Fiulnazizu) Aounwaiiui Penone 13UKlu
U 1969 321TunisuniinAMUAUTIAIVIDFHDAMUFUWUSSIKI]
UUBEAUSSSUBIR FWaITUADN1STAO1INUUSISURISIMnAU
nazaiAnusTuiolnu TneAaluldtiiasiiluunazusynm
ivaduaniwanuiduasavosdszivalne 11uind10sI08U
Mduinisuiionim shuavint Ussnouseriudewnnégiu 5
BIU 1asiAU 5 Aou MOvUIaNazsUmsIisnsiAuaanld Tngsiurigs
AoNuilagifunazgniZzanulwouaniazinoiaiAUs:nauduy
aslUviam 1331351 0URaNURIASVASUNED 1K1ADIUIAWIEAVD]
NuinItReg AW UIMSIZIuTuiAtvo s BisUanuaivu
anieduvuogAunraza>ulsznoumisssusiinwuluus:zina
WRSouNKIT dnuousmissdner meduTiu nazndoiniAlu
Wuirimns1oonlUIFUSUIUABUSHNAUAR DTS TUIne Smiuds
RUATSIDURUSSSUDIFRBIWUTUTIKS AN 0YIUUS BuSownnugUu
U3ns$IuIWeI28131IR8dAURUTIAAaUUTS IuUsAWaIIUITDT 1969
AomisiTultTuwanlu 3M0AUDIAUSINDUNAINISIIRIVUIALINE
voJInuindlasumsanndalliiivinuszuudinaAvaiUszialng
KalNnidonAouikunazsulbngd AatuIINIINIITUTANIAKAY
Uszinu sUnsd nasvuradnmnsiiioanlUAanISUM U U
FzwruusolUTR 1AgIAIG0IAUSINDUVDISNOIUUIRUDE
suldnazdouRuiouvikiAunazlgsunisIasikuIm U o6
analidouiduIduMsIvuWURU TuRonIwianinisizulm
vossiuldifunbagnou sins=Gufgndunisioasionszuouns
finaningillouyus msiUnineAlusssun1tIwlsTTUAUWU

ANYTUWUSHISTDAUAMWIDAADUMIUSSSUDIRKUDNASI IKOR

Ns:0TIDWURAIDURMIUSSSUBIRBNUINUIIAIIUDUNDIAU
AWNWUAURUIAUVDIRNU 3310UnWAVAIEGIAUWMILINISYDJ
WursssuoFinaswuiiDolsuluo1auanidellsd 1Doduan
dunssanis wamuz‘Euﬁq:mUTUTuvTuﬁ|MUaumauﬁUsan§u na:
2JAUSzNDUKM1IIY =pnUnduAudaniwiny 31ad1Ivoiuyue
WAMUIIIZDNIAZTUNMWADDI8IAUSU F1IINSSSUDIF
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Albero e pietra, 1969

natural stone, living tree, various dimensions

photo ® Archivio Penone
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Alberi e-pietre, 2018




Ben RIVERS &
Anocha SUWICHAKORNPONG

The Ambassadors

The Ambassadors is a short film about the landscape
work and stories from Krabi. The film is written and directed
by two renowned directors Ben Rivers and Anocha
Suwichakornpong. Rivers is known for his experimental
work that falls between documentary and fiction. His
films usually involve exploring the wilderness and intimate
portrayals of real-life subjects. Suwichakornpong’s films
range from a short film essay to a feature film. She is
interested in portraying the hidden side of history or
mundane perspectives of daily life. Both of their films have
been screened internationally. Nonetheless, this is the
first time that two directors have collaborated.

For Thailand Biennale, the artists generated a feature
film based on the landscape of Krabi and stories relating
to the Thailand Biennale experiences of the artists, curators
and coordinators. In the beginning of 2018, both of the
artists visited Krabi on a research trip and shot footage
of unknown locations that became available prior to the
biennale, for instance, the closed cinema and the local
charcoal kilns. In the Thailand Biennale’s version of The
Ambassadors, the artists introduce a short essay film based
on the previous footage of Krabi. However, they have
added unexpected elements. First, the scenery was narrated
with an excerpt from Nirat London, which is written by
Momrachotai (Mom Rajawongse Kratai Isarangkul) who
was a royal translator for the Siamese embassy to United
Kingdom in 1857. Unlike a traditional Nirat, the book
was written in a style of a western memoir, and it was
the first Siamese account of London. The second surprise
element of the piece is the appearance of dinosaurs. In fact,
they were a series of dinosaur sculptures that accompanied
the Crystal Palace when it moved from Hyde Park in London
to Sydenham Hill in 1951. Incorrect by modern standards,
the dinosaurs are the relics of Victorian modernity, in
which Siamese elites during the period of King Mongkut
highly admired. The artists not only recreate an unusual
relationship between Thailand and United Kingdom, but do it
from the standpoint of the present. This is accomplished
by visitors listening to the narration of the Siamese
ambassador in the 19" century wanting to pay a visit to

London & Bangkok

The Ambassadors AoMweursaUIREIAUAIIALIAZSDIS1)
MNNTIudans:0 IVsunazdinulnedidudoniasiau Tain
Ben Rivers l1a:alus1 a3o1nswid 1ng Rivers 10ur$Ininau
vmaaJvaJmﬁa@s:ijjﬂumsmﬁﬁu@ajum‘J MWYURSVDIIVT
UN31658015815230UIAUIUADISIINAzN19MDAIRDI13DI5]
06131Nd5n niweursvololus1DAINF MW UKSISEIAIU
vuadu TuauBamweumsvuine1d olusiauliidoinmsdiiaus
MUnsouDgvoIUsSIFMansuéoliyusssuny ud3mus=i15u
mweaursvolrmiginenndiluatsluszduaina ns:tu GRI0u
ASIISNAKAAUAIADITASIUIUAU

&145U Thailand Biennale AaUuiiniwgumsnaiiin
vAtdumwyains:Onazi$os1diAgIvaIAuUs:aunisainAadu
Aumsny nasuszauanudau Thailand Biennale i0o5iut 2018
Aaduriaolluifouns:0IWoAUAIIA:OIgWNIMAVDIANTUT
naulnngluAssubAuSIN nazUalkIVIBUS431INMsAUAEIUSU
Gussans 13U TsIKTIRUATKUSAISIAIAUINIIKIGIURUIUU
51901u Tu The Ambassadors 15955U Thailand Biennale AaUu
tiauomMweumsi3eIAUVUINEUIIN3RloATuRNI3Id>Tuns:0
I 1WU2IAUS=NoUMIKTDAUAIAKUIBIVITUS 8 28131
anluidosdussoruiduvonnuniarauuInn dsiAaaunau
Usswuslnaniousilony (KdousiaJAns=ye DAS1INS) A1KadJ
IKIAuyMasIuAiauMITUgIars1s01u1InsTul 1857 5113310
Us1Avold wtaFoidudiveuvusunuuduinm:sunn nazidu
JuiniRgdAuasunouBuNsNVaIo1ds1u diAUs:NoUIKlD
AMUAIAKLIEBNDE1IAD NMisUsingsiovollnluiars 315uiiasy
1axTugnuszRuinssulaluiarsiuIiwsouAu Crystal Palace
mounnngiviinlonuisaluasunauludiloifuiousaalu
01951 InluiaisilignsiosmuuimsuadsluddAsiusicudmn
InygA3ANDISuionous1dasiuluadusoniain 4 duvou
MSIAWIUMUSSE18VDIYMALIUIINAKISSEA 19 HosinlUidou
Crystal Palace veusiindaJinaouniuarulniuiaisval Crystal
Palace TuU330u AaduluiWeIasiaroFuwusnlusssum
ss3UssMAlME AUAKSIB1IUTINSIITU IME2MIINUUUDI
volUadudnsios Tuniuds oiAUs:nouniaolog1iiAadu
TaluniweumsIa iviutnmsnisiniwyvains:oluniyuiau
TuipgiRudaifoulkisis:antionidsouadudurkasnuasu
volis1 mweurstinnatslukoaifusisaislukoaunus:o1ou
JauSans:Osioglnay Augnazauds:3mmanslukodino
venuanuaulavossulkvaunniniawiaKdIluls:35mans
TUgAuidoulginbnosuruvolUs=3RA1ansSus1duIU
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the Crystal Palace while the camera is roaming through
today’s Crystal Palace Dinosaurs park. In a sense, both
elements that the artists introduce in the film’s intervening
images of the unseen Krabi, ironically reminds us of our
haunting contemporaneity. The film is being shown in the
periodical room at the Krabi Public Library. It is located
near the local history collection in order to expand the
attention of the audience from the historical specificity
toits connection to a greater historical plane. The new ver-
sion of The Ambassadors will be expanded as two directors
continue to shoot footage throughout the Biennale’s
duration. VP

nosdulkivold The Ambassadors 3:0ADTWY1dUINVU 1UDJIAIN

WAAUMIADIgIAIIAUKUINYIIWHIMASIKI1IBIITMSSANIS

The Ambassadors, 2018
One-Channel Video (9 mins)

(screenshot)
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The Ambassadors, 2018

(screenshots)
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Kamol TASSANANCHALEE

Two Visions of the Wonderland

Krabi is truly the wonderland. It is the destination
where one finds and enjoys fascinating beaches, magnificent
coral reefs, stunning views of limestone mountains, and
abundant rainforests and mangrove swamps, all in just
one trip. It is the place where art, culture, and tradition
coexist within the community. It is where people from
different countries and religions live together in harmony.
It is also the battlefield between nature and the tourist
industry. Learning from Phuket, the nearby province, Krabi
is standing at the edge and trying to balance how to serve
various needs of international tourists and at the same time
maintain its own identity.

Kamol Tassananchalee, Thailand National Artist, creates
artworks in various media to represent the relationships
between life, experience, cultures, environment, and art.
Many of Tassananchalee’s works are commissioned for
public spaces. Responding to the concept 'Edge of the
Wonderland' of Thailand Biennale 2018, Tassananchalee
creates a large-scale sculpture inspired by the shape of
two magnifying glasses and installed it on the bank of
Krabi River in the heart of Krabi Town Centre. Facing the
beautiful Khao Kanab Nam, a pair of 100 - metre-high
limestone rocks located on each side of Krabi River,
the artist urges the audience to explore the magnificent,
natural view of Krabi City’s key scenery. In addition, he also
positions the mirror to reflect images of the audience
and pictures of underwater scenes on the LED screen
attached at the base of the artwork.

Two Visions of the Wonderland, Krabi 2018 positions
itself as the tool to reconnect audiences with these various
aspects of Krabi. The artwork’s location is exactly at
the edge, between the city and nature; between new life
styles and old legends and mythology. The artwork links
the audience to the mixture of multiple visions of the
wonderland; visions of the surrounding spaces’ realities,
the vision to see the audience themselves surrounded
by Krabi’s environment, and the vision that contains the
unreal experience of the underwater world. VM

THAILAND NATIONAL ARTIST
Bangkok / Los Angeles

Ns:OADAUINUUKAISSE 081111353 1TUIAKUIEVDINTS
VioJigdAuaIISNSUSUETUAUDIEIMASULIKAITKA IUdUNS)
Aadsu nIVIRUYUAUEUR=E) lunazUisneiauianuanysad
MakunauisnannuulslunsiBumaiweasaiGes 1Juaniui
BiAaU: Sruusssu lasUsswiinauwauagluguou Aord AU
1NIBIFHIIMautogsounula nazluvousiedAuAoaulusu
ASSSUBTAMAIINS YU AUIMATKNSSUNTSUDIINEI NS:DIZBUS
NNIWoUTIUADTIKSANIAMIZIWEI8TIUAS1IAUAATUNISWIUU
MUIDI IWONMOUAUDINMOVDISHNSDIKIIY INTNMDIIAEIKT
Ussiva iiluvousifgdAusio Jauisnsnusmanuniviolduval
supIlkIvunvaTluwsounu

ARaUUIK IO NUa AAUIYDE ad13assAnaluAal=ando
SukaINKay IWoIIan J10oNHIANUAUWUSSIK31IBIM Uszaunmsal
SMUUSSSU AJIDAFDU 1azuAaU: wasufuduuinvainuailduns
asvassanadasiluwuraisisus SSulnssanis Thailand
Biennale 2018 nuaad11assAWaUuImanoUlangvoITnssANTS
Ao 'anvouwWllKiAuNnUUIEAIssY (Edge of the Wonderland)'
Tngvhnulasiasiausssuinssuvuinluey asumsalasuisiduma
3 NI3uve1ga0IsuidouiuAu WaunnaasInsu gt
ns:0 USDugulANa1a100a AalumnAsInauliEuKGIvIK
AaiAUSuInIuvadivivuiu 5JG§num:|ﬂuﬁaquQU
vunlkngganst 100 1Ums a0JfouU EIms:xuDgSua0 Il IIuG
ns:0 wanufau:zdiduuigiwonsiulkourRanulaginmi I
ANuAaNUVaIsssutIRSUITUFyAnunivoIsdIbol uannd
NUagIlAFARINSTININD A IDUNTWYDIWTU 1azNIWIAd AU
IHioinzianateWiuio LED vulaluod USIDUIIUvVaIWaiiu
Ussiuinssy

Two Visions of the Wonderland, Krabi 2018 1Jsgulaidou
1ndoabionidouluIfouviAuIiuuSuUKaINKa1evoIboins:D
FIKUIRABTINAIIUDEMSIAINAIWDFSIU31IITDINATSSSUBTF
MAIsI3ATIMATIKUAURUIAUIKIFUTUIAzANUIBDTUSI U
WaJIULIUNAUDYUUDIIBINAUWATUVDIAUINUUIAAISSY 6N
LUUDIKDAMUITUISIVDISSSUDIRBISIOADUDYSDURD YUUDJ
Ao WAz DoUVDIFINOUIDIRDYMIUNAIIFININADUVDI
IDo3ns:0 nazyuuoiralanliioinziasulwidinnuidnna:
Jszaumsodintond1uas)
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Two Visions of the Wonderland, 2018
Stainless steel, mirror, and LED screen



Two Visions of the Wonderland, 2018
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Panya VIJINTHANASARN

THAILAND NATIONAL ARTIST

Neo Centipedian Animal Non-Discovery / an3luAgluwu Bangkok

Environmental issues happening in Krabi inspired
Panya Vijinthanasarn to create artwork for Thailand Biennale
2018. As one of the fastest growing tourist destinations
in Thailand, Krabi is coping with many problems such as
water pollution, waste from tourism, deforestation, and loss
of its wetlands and mangroves. Since there are more tourists
coming to Krabi every year, the city must keep growing
and humans continue to destroy nature. Populations continue
to knowingly do things that can lead to many of the earth’s
crises. People choose to think that everything is still fine
although there have already been many seriously alarming
signals from nature. Individuals deny the facts and choose
to live in the imaginative world.

The artist then decided to bring a creature from
his imagination into actuality. Vijinthanasarn created
a large-scale assemblage installation that is developed
from the characteristics of spiders and centipedes using
old car parts as the main materials. The viewers are able
to touch the work and feel the texture of the actual objects.
The work is installed next to a gigantic tree located along
the Krabi River bank near the town centre, where nature
merges with the city.

Neo Centipedian Animal Non-Discovery reflects how
the environmental changes created by humans affect the
existence of all lives. The new species conveys a message
from the artist who sees industrialisation and modern
society as the invasion of nature. Multiples shiny oval shapes,
that are half-buried in the ground, can be interpreted as
the eggs. They symbolise how the creature is going to
multiply and spread out into the world without control. The
artist uses his artwork to tell the audience that humans
must admit that man-made environments have already
consumed more than the nature can give, and the world
has already lost its balance forever. Mankind is stepping
into the real wonderland, that is a land where humans
can no longer live. It is so wonderful that no living creature
can survive. What will be left is a world that is machine
made of industrial waste. Once this scene only appeared in
the movies. Presently, one may not be able to call it
someone’s fantasy anymore. VM

UsziiunazainadouluTindans:tidunsidumalidiAny
lumsaswassAnuAalvvoidoyndr S3usuals SmSulmnssAnis
Thailand Biennale 2018 TugiuzaniuiroJIAe AIFUTMIS
Aannkindivoiuszsivalne MlKns=0Masndyutiinud oy
F3DAFOULINLIY 15U UaNMILT VEIINssAINISHOIIRY)
n1ssinli1ateU naznisgyidewuindioioiau 13usu
isitiosnngidhiuoudniodidedwuuinvunng U ns:03aso)
FUTMYU 1ISUIRedAULUBERAIRDIa1usssSUBIRoYHoll
Ia:g1A N AIRISIEI:tB ameusaulaniul 1sudonizAnd
MNog1IgI0g R DINU1:0F0YYIUIFoUUINUIEIINSSSUDTH
Fyunbuis1isidgiasaniulsiiasdonogorfalulaniKkiiumuinis

Faduissinaulaiia0s5miuiuruinisoonuiglan
AWITUAS) JrynyiasiiassAanaliuindavuinunglngweuun
sUMsIuIIINIUILUNamvau Tneldsudrusnsuridudanuan
TUMSKINU BoUAISNAURABUIU 1A:53NBIWURDASIVD AR
walunnans 3 AuiuliTud Avuogsud anudins:olng
TanaribosduiduwundisssusimlawaiussuauauIduibo

Neo Centipedian Animal Non-Discovery / n3IuunAéilu
wu asiounisilagunlalvalsssuoifinianvulneiibouyue
SUAINANSMUBKDFIDTIMUNTTURN FMIWUSIKLUDNIAEDIS1991N
Aatunlyuuainanaunssulazgiavadsluuiduasianlasy
ANVAUIIMSNIDISSSUBIR SUMSINAUERDTUMTIuduUINARNil]
ASIKTIogTURUADIVVDIFIDTIMWUSTIKL A=liDUAUKLIBYD]
nisiwswusoanluagilsnisadouau AadusionsiduAauziwo
FoasAuou31 BInamdc AU aluausususilsusinaias
15Us=lo5U1NssSUBIAIUNSAIIAUYATIAAASSSUBIRAIUISD
Whsile naslanlagryiduaunaldndrogsluomanily 1siiiasnin
IAZRUIAUURAISSORINASI Adamuidiuuusluauisnogolfy
oguulanAolnolINsMMINVEVDINATKNSSU Q1NIUUTAS]
wdaipousinglumweurs 15118 IJ330uIs1AITUAILISNNA1II
1$9351363na110uIWsIANUIWORUVDIlAsUIAUTABNKDTU
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Neo Centipedian Animal Non-Discovery, 2018

Metal, wire, string, and fibreglass
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WANG Yuyang
Gone with Wind

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

Beijing

Wang Yuyang Tgummenazaisdinans=muvolinalulad
WoBd3mUs:315u nazluiiudud Yuyang Asowudundu
81nd1U1NvoIIU Thailand Biennale 2018 ASJisn 102331N
WURinOnssAn1se1d 4 1houtiJuwuinaianisiokun Tng
ASDUAAUWURBINKEIDoIsululUIudIin1si1ay Aadusndu
B0 IUSUIKIVIAUNSTUTTWWATS KEoWURTUSU HAzARIUINT]
Aau:luly szk31IwWadnogTuTandnns=0 IVIZIINKMAIIUISIVDY
aulazndIDANEAdaInaIatiiaus 1azusweInssssuoIRan )
o81IAWSoUTEUMADAIDATAADINIBUKHUTUNISWEUIUTIUIUTI
vtuamvm||a:msimuamwamuvajm Gone with Wind J71U3n21J
lawiswuitUs:nousemalulagadelkl 1asdunisdisaindnu
WulUlntuouramvoinisinnaninaldniineldiuaiwaiinum)
FonAtinauudd s iDosuAmAuLIR anTUsEvad 100 ana:
aogvulUuuoina nagiuiouus:menaikaind neluanidl
Fvidiraaniraonlw LED ndiutaDusihlkiaiains isianids
atluIA DA UWIABIAGU JuTa1IT0nalnaslszuuiidu
FAKUAFNAzAIANIVDIgNTUI 2813IISNADSIUUIINIWAIITU
13IDMMEAANIAUWSIIUNNIAINAAIAAUSDULIRNADASU
Bi0wasionuadavolanivs Biazavinnlsuin anldIA8Ia31]
Sns:uuilumsidauiwnogmnaoninalaznsdITuANUIAZoUTKD
voianlUimnnauwn BIAUISIVDIAUIANISIAZDUAZUITD]
voloJAUs:nounldasunaudulazidusinikundvoianidl
IMazan villikaon LED namidnkainkalgnnaininazixdol
[UAuBsEwWsounazIiveIruIsIauiazAduIsIVaIANUIAZDUTKD
voianlly anldsasgogiutowunsiigndnl3quwulzvgulu
MuauagIaUNaUIUIARIKTDUAzagDDNTU ITUTAIIKAINET
awsnglarounalIAudonNUaNIU AU UNATDISUAIVU
ANUIUIVRIaNnTUIAUAMUAI IS KéasUanunianlanazUou
wainubdoiassluanubanazvidiauldndg 16inyg mnmn:3o
TUAuAd UUIUs:na nlavoldmivasull TuveuznAsnala
IWARIWAUAUAAUTsIUUANADNAIIE09137 nanldadusos
anivaulumuaisausouy udaldeddu winduforndu
FamMuvaIiionaliwigdaduniloniavainisagsonisuifed
AuUdszn1A1s NUTAIAUSIUSIRIUIMATNIa:AUSENVDl
IS17AD38N1sHIAINILIEDIAWTUFSIvDIBIMIazvalaniuul
o1sunivuaniarbdindniuiduluolumudaemeuonlsite
1BuIRedAUFdIsT 83lUn310u Audouluovosanldidiazviou
Jrymisolannndounazanudidululanvalisidnade nisld
MSWEINSSSSUBIATUNISWARWAINWNTEIUTA1ITa51 1A
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by a gentle breeze. At the same time, like lighthouses, the

balloons could embody any port in a storm, a possible
salvation. The installation, insinuating itself into one’s
consciousness and feelings, is a humorous way to address
the ephemerality of one’s life and world. The light balloons,
like visitors, are easily conditioned by external agents;
moreover, their sensitivity also echoes world sustainability
and environmental issues. By using natural sources to
produce energy, the installation raises an awareness

towards ecosystems and the urgency to take action. FM
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Gone with Wind, 2018

Mixed media



Gone with Wind, 2018




YANG Zhenzhong

To be or not to be

Located on the lawn beside the pathway of Kong
Ka Pier, Yang Zhenzhong’s imposing installation tests the
laws of nature. To be or not to be comprises ten banyan
trees planted upside down in a straight line. The artist
initially thought to pick a tree that would immediately
relate to Thailand, like rubber trees. Rubber trees are
very common in Thailand, and they represent one of the
major economic sources. However, he soon abandoned
this idea and decided to deploy Banyan trees instead. This
kind of tree does not have any particular function, but it
has big roots that create an intricate design. During the
installation week before the opening, the trees were
unearthed from the ground and turned upside down.
The tree branches and trunk were planted back into
the soil, leaving the bare roots exposed. Tourists
and locals passing by these trees might notice the
difference with the rest of the trees along the pathway.
The naked and entwined roots contradict the natural
foliage normally found on tree branches and the typical
lush vegetation of Thailand. The unusual view instils curiosity
and doubts: it introduces the question of what kind of plant
it is and whether man has altered the natural condition of
these trees. This is not the artwork’s only paradox. The artist
digs the trees from the soil, subverts them and plants them
in the ground again to challenge and probe the capability
of both nature and plants to nourish themselves in
extreme and abnormal conditions. Will the trees survive
and even grow? Not even the artist can predict the answer.
The beauty of the installation liesin its transience: the artwork
is free to develop or implode throughout the four months of
the exhibition. The results may become a scene of desolation.
However, this is highly unlikely, especially because some
buds and leaves have recently appeared on the subverted
trees. The logic of the work operates beyond the actual
reality to provide a parallel land where buried trees and
intricate root leafage constitute the quotidian landscape.
It also tackles the actual reality where man and technologies
are becoming so omnipresent that it becomes difficult to
distinguish the real from the artificial, and to find a natural
element intact. FM
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To be or not to be, 2018

Dimensions variable

Photographed on 4" November 2018
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To be or not to be, 2018
(Photographed on 4" 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.
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Dusadee HUNTRAKUL

I’m waiting on for the future of more water to come

Sitting atop an abandoned structure, higher than ten
metres from the ground, Dusadee Huntrakul’s I'm waiting
on for the future of more water to come is, in a normal
sense, invisible to the human field of vision. Then as one
starts to look up, one notices a peculiar sight, a diving board.

As the viewer initially experiences the work as
a humourous encounter. However, the artist planted
a deeper meaning than the sheer absurdity of its existence.
The title, I'm waiting on for the future of more water to
come hints at future predictions of rising sea levels in
relation to climate change. It is imbued with a sense of
anticipation towards the coming future in an almost
nihilistic way. A statement that is paradoxical in itself,
as, if the anticipated event were to happen, it would mean
a total catastrophe for mankind.

According to the artist, the sculpture acts as
a “monument”, not in a remembrance sense, but rather
as a starting point for a dialogue on this imminent and
precarious situation society is facing. Also, it serves as
a metaphor as it could be interpreted as a “fall”; humanity
falling on its own face, as a reflection of our involvement
and failure to prevent climate change. Alternatively, it could
be something more positive and hopeful, the sculpture as
a bridge/plank heading towards a possible salvation.

Huntrakul’s placement of the sculpture also highlights
the existence of the desolated structure and the sculpture
itself as an object. As an architecture of necessity, the
structure, used to host a water tank, but is rendered
useless by the lack of one, was reconditioned into a new
objective by the springboard. It acts as a vehicle for the
springboard to become a work of art. Simutaneously,
the objective of the springboard is stripped as it is installed
on the structure and would only be revived again as
the rising of sea level has passed its critical point. In this
work, the artist has established an interplay between the
readymade, the conceptualisation of an artwork, the context
and the environment in which it exists. PV
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I’m waiting on for the future of more water to come, 2018

Abandoned structure, diving board, steel ladder
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LUXURYLOGICO

Voyage in Time

Thailand, known for its tropical beaches and golden
temples, often evokes dreams of a peaceful and idyllic
land. LuxurylLogico created their installation Voyage in Time
as a self-reflexive exploration of the mesmerising sceneries
across the region of Krabi. Located on the seashore
at Thara Park, the work consists of a wooden boat of
approximately twenty-six meters, ornamented with
various decorations. This is an enlargement and distortion
of traditional boat called Long Tail Boat, which is the most
common means of transport to hop from one island to
another. This was also the way LuxurylLogico travelled
during their visit to Krabi. Although not as beautiful as
the surrounding paradise, the boats constituted an element
of interest for the artists, who recollect the boats’ look
and noise with a vivid description.

“All boats at the wharf looked pretty much the same
[...] Only the decorative paint and the bright ribbons tied to
the sides of the boats could help us differentiate the boats
[...] Each boat had a motor at its stern and a long iron-pipe
oar, which had a motorized turbine on one end [...] The noise
from the machine overpowered our ears.”

Their voyage provided them with fertile ground
to create this final piece. The more they thought about
this experience, the more they found allegories with
a Song dynasty poem by Chinese poet Su Dongpo. While
wandering around the spectacular mountains of Lushan,
the poet cannot find the exact words to describe the beauty
and the truthful shape of the surroundings. Soon, he realises
that it is because of his own positionality: he is, himself,
in the mountains, thus he cannot be completely objective.
Similarly, LuxurylLogico arrived at Krabi as tourists, and
immersed themselves in this environment. They all
ended up remembering it differently, and could not
recognise its true shape. Their memories might be filled
with laughter, daring ideas, pouring rain or sizzling
heat. According to the artists, ‘nature always reveals
a sense of balance in reality, and our interpretation of it is
a combination of past history and our own experience,’

Taipei
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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
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Voyage in time, 2018
Wood and steel, 2830 x180 x 365 cm
(Approximate size)



Voyage in time, 2018
Photograph courtesy of the artist
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MAYRHOFER-OHATA
Nobody Nose : Based on a Fake Story

Playful and intelligent, mixed with a bit of mystery,
such are the qualities with which one might be able to decipher
a few secrets of the surreal pink nose floating in a state of
weightlessness on the green surface of Thara Park’s pond
in Krabi Town. At first glance, the large-scale nose-sculpture
seems to be a charming joke, a nonsense mutation, profoundly
rooted in the curious conditions of the Wonderland. One may
imagine a sleeping giant, perhaps a ghost, or even Nature
itself taking a deep breath. Whatever anyone may imagine,
the logic of this piece is only provisional.

Collaborating since 2014, the artist duo, Mayrhofer-
Ohata, continues innovative interrogation of the concepts
of fiction and reality. They patiently explore its enigmatic
meaning through installations, video performances and
books. Their new insitu installation for this first Thailand
Biennale also stages an ambiguous situation between
the factual and fictional in order to play with the search
for information and the ethics implicated. The myth-making
object provokes circumstances in which the visitors
are confronted with unvoiced presence. With its evocative
power, the pink nose urges the attention of the viewers to
explore the artwork as a placeholder for a story-yet-to-come.

The artists played with this 'helpless situation' and found
somewhere between fiction and reality, storytellers who wrote
personal letters, addressing the nose itself in their epic
quest about the scent of life and information. They all try to
give voice to the nose through their own experiences. Meaning
is connection, and to fully understand this work in its actual
effects, it needs to take into account its conceptual dimension
as well. Writing is the medium in which the visual work
is extended and continued. Sayaka and Joseph constantly
question the connection between art, illusion, and reality,
and their work relies to a great degree on the imaginative
capabilities of the spectators. In the catalogue you can
now explore all the micro-narratives which snapshot
a kind of second reality of the work in which speculators,
erupting from all directions, contaminate the work by
shape-shifting its meaning and perception. After all, would
one believe that this is a fiction based on a true story? Follow

one’s nose, the inverse is true. HJ

Vienna / Tokyo
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Nobody Nose: Based on a Fake Story, 2018
Fibreglass sculpture, 120 x 220 x 150 cm

Photograph courtesy of the aritsts
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Nobody Nose: Based on a Fake Story, 2018
Text performance

Courtesy of the aritsts
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Vichoke MUKDAMANEE
Story of Love

Vichoke Mukdamanee, Thailand National Artist, is
inspired by a famous local folk tale about the love story between
a Naga, the mythical creature that has the form of a great
snake, a giant, and a human. The story has been described
in several different versions, but most of them end with the
tragedy, for on the day of the wedding all the characters
fought and then they died. Locals believe that bodies, houses,
and objects used as part of the wedding ceremony were
transformed into landmarks and islands in Krabi and nearby
provinces. Mukdamanee created semi-abstract metal
sculptures and shapes inspired by the objects used in
traditional Thai wedding ceremonies. To imitate a ceremony
or ritual the artist lined up multiple sculptures on the sandy
river banks of the Krabi River. This is where the artist
envisions the connecting space between water and land,
imaginative world and reality, nature and human.

Mukdamanee transformed a local popular story into
abstract forms and structures. Story of Love no longer
represents any narrative from the wedding ceremony. The
artist only borrows some aspects of the groom’s parade of
gifts and money brought to the bride’s parents that often
appears in the Thai wedding ceremony as the foundation
of the conceptual design. The sculptural work is made of
10 separated pillars. Each one has a different symbolic
shape attached to the the top of a four-meters high metal
pole. In the middle of the poles, the artist adds metal
structures that work like big trays to display multiple
abstract shapes and forms created from readymade
objects. These ten structures and all of the attached elements
are coated in vivid colours, mainly in tones of red, pink, and
orange. The high contrast of colour between the sculptures
and the surrounding environment make the work clearly
visible, even from the other side of the river.

The location of the work is very close to the pier where
locals take boats to cross the river. It is the area of transition
between water and the land, as well as between one side
of the river, which is the village, to another side, which is
the city. The artwork lined up along the edge of the sandy
bank has transformed the place into a meeting and sharing
space for everyone to enjoy. Story of Love brings audiences

THAILAND NATIONAL ARTIST
Bangkok
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back to the local narratives and recalls the harmonious

feeling of love among people, no matter how different
they are. VM
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Story of Love, 2018
Metal and fibreglass



Story of Love, 2018
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Chong Boon POK
Wandering at the Edge of the Wonderland

Wandering at the Edge of the Wonderland is inspired
by the jetties of fishing villages commonly found in some
of the areas in Southeast Asia, including Krabi. The idea
of a jetty implies an inner and outer connections of a family
living in the fishing village of this kind, bringing them closer
to the sea where they find their livelihood. It also bridges
family to family, family to community, as well as family
to the world.

Constructed from reclaimed timber, local woods and
bamboo, Wandering at the Edge of the Wonderland observes
the dramatic transformation of rural landscape, culture
and everyday life in the area. The maze is positioned in Thara
Park in Krabi City, right by the shore of a big lagoon
that leads to the sea. The location is opposite Khlong Prasong
sub district which is where one of the fishing villages is
situated.

Chong Boon Pok magnifies the idea into a jetty maze,
carefully designing it to enhance a unique experience.
Viewers are invited to experience the piece by walking in it.
From the maze, local residents may gain new perceptions
of their area; others gain an understand of the natural
setting and of the co existence of the fishing village and
nature. By wandering around, exploring, and sometimes
realising the frustration of getting lost in the maze can
also lead to a self-searching process.

On one hand this piece invites participants to consider
memory, social and economic changes and observes
the agitation and contradictory experiences due to
progression and modernisation. The work may be considered
as a way to celebrate the traditional while standing at
the edge of the newly built wonderland. On the other hand,
from a lighter perspective, it may also serve as a leisure
space where members of the public can sit, meet, eat,
chat and have fun. The physical outcome of the work may
be equally meaningful, amusing and aesthetically pleasing.
The narrative of the connections as well as juxtaposition
of inside and outside, urban and rural has become clearer.
H)

Kuala Lumpur
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Wandering at the Edge of the Wonderland, 2018
(above) Photograph courtesy of the artist
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Chemi ROSADO-SEIJO

San Juan

Krabi Skateboarchitecture Plaza Project from The History on Wheels seires

History on Wheels, started in 1999, is an ongoing series
of works by artist Chemi Rosado-Seijo aiming to, “... establish
a parallelism between Contemporary Art History and the
History of Skateboarding.” The artist has observed the
correlation in modes of thinking between the practice of
making art and skateboarding. The series also bridges his
community-based art practice with skateboarding. One
example of the works in this series is La Perla Bowl! in San
Juan, Puerto Rico, where the artist, in collaboration with
Roberto ‘Boly’ Cortés, a veteran skateboarder and the La
Perla community, built a multi-purpose sculpture that could
be used either as skateboarding ramp or as a pool. In due
process, it created a common space for people and
rejuvenate the community which is known as one of the
most underprivileged in San Juan.

In this first Thailand Biennale, the series continues with
“Krabi Skateboarchitecture Plaza Project”. Prior to his first
visit to Krabi, Rosado-Seijo did research online about the
skateboarding scene in Krabi and found a group that skates
in front of Wat Kaew Korawaram in the city-centre, a small
marginalised group of skaters striving against the lack of a
proper skating plaza and resources. They produce their own
grind rail and other equipment, and also offer lessons to
enthusiastic kids. After making an acquaintance with them,
the artist planned an installation that would also work as a
skate plaza, using the occasion and resources from the
biennale to form a functional space, an infrastructure for
these skateboarders to use and to develop their community
in the future.

With support from local authorities, a space was
assigned for the project; an unfinished and deserted
playground inside the city’s Thara Park. By reappropriating
the existing architecture, Rosado-Seijo turns an obsolete
readymade space with a history into art. With help from
Bigboom, a local skateboarder, the artist devised a strategic
renovation plan that resulted in a fully equipped skate plaza,
designed by the artist and constructed by the municipality.

Prior to the opening of the biennale, floors were
renovated and metal ledges were installed to renovate the
space for skateboarding. A simple act that resonates with
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Krabi on Wheels (study), 2018
Digital collage Digital collage

Study of Bowl on Site, 2018

Courtesy of the artist and Embajada Courtesy of the artist and Embajada

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

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

VDVDUALU Mary Jane Jacob, Natalia Martinez, Manuela Paz & Christopher Rivera 3110 Embajada Gallery, Unyu 390 filog
nazwUoJ1annuosnoIsias1dons=umnimiu
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Krabi Skateboarchitecture Plaza Project from The History on Wheels series, 2018

Deserted playground and various building materials
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Vladimir ARKHIPOV
The Museum of Other Things

For the Museum of Other Things, Vladimir Arkhipov
looks for “invisible” homemade, functional items. Utilitarian
items that people make for themselves. However, the artist
sees them as sculptures and as subjects for research.

Arkhipov feels that these objects have never been
commodities. They have never been copied, however they
have their authors, and their creation is acknowledged.
These objects were not created as artworks; therefore
they amaze with frankness. They are not a creator’s aesthetic
reflection; the designers are ordinary people who succeed
inexplicably in finding admirable art forms with no
presupposed artistic tasks. The items Arkhipov selected
have DIY quality. They are very unique examples of hidden
creativity reflecting the ideas of the creators.

Part of the Museum of Other Things includes interacting
with crafts-persons, recording interviews for the archives
and exhibiting those objects, their masterpieces. Vladimir
is convinced that the paradigm “I am an artist” soon will be
replaced by another paradigm “He is an artist”. The
inexhaustible art resources are taking this new direction,
where one artist recognises another artist in someone
who remains unknown and issues from another social world,
an appropriation somehow.

The results of his research are always unpredictable
and random, all depending on Arkhipov’s artistic impression.
Usually, after the exhibition, the exhibit items are returned
to their original makers. Thus, these homemade, utilitarian
objects change their status twice; from household items to
art sculptures and back to their original utilitarian statuses.
Thisidea challenges the debate on art commodity, ownership,
and the art market. It also questions the rightful owner of
the piece, the creativity within the object, or the creativity
of the reconception, or if creativity really matters at all.

“There is nothing more interesting than creativity of
people, even if it stimulated creativity, born out of necessity.”
H)

Moscow
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futiuadanumsslumnsaudusiula wonuululdasiousatou
151qumndesvolnaind wsiasiidouidunusssuniiuszau
A2WAISIng1Tluo1rosuelalunmsAuwusdiuuvolfmad=au
UrBuounluFodindinmniidal=lag Smodiviiionuir1io
AuauUFIuUYDIMIDI IlIAUARaS1IassA Tiondnund na:
FVDUNUDANVDINASI

#>untiavel Museum of Other Things AomMsOURSUWUS
AUKRASI NISSOUSIVUMFUMUNIIAzInIANISMNIKaITU Bai0u
WaJIUBUIDNVDIWINIVA Viadimir 15031 TuludinszusuniaAd
731 “auduAatu” gnimuilnednnszuduiadinsn “ividu
Aalu” nuainswernsuiAal=nludsununlzndulludama
T 10oRaluAUKTIAMSKNGIBuTuTIUAa0UT Tnod
uanao1TulasAlUS nazunlanMIIFIAUIAZIDAIDIBWI
nmnritsoonlU

wanisAauA3volsvignidulunvugdunazamainluls 33
d>uvuogiumwusziiumiAalzvol Arkhipov Tnsunfing
SMounaulnnnainaulugigasiikaiaudunssanis fadu
Smnldassmhvuludiuinaiisildsuaniuzaainss 11n5mnlu
AsScISouldgds=RuinssuAau: nazianiuzAduAnuUAoUlINaug
Auidudnniunsiisou maoniuildunaiAadzvol Arkhipov
AverslkdVuidosy IUdANGINA1IRANAUNISOAUSIEIED]
InAdturiAad: AnIduriivol nazyaAlumnain viginssuaANy
AnIsoIAUITUITIVaINaIIulngoDUSSSU ADIUASIIASSA
meludnn usondiuasiiassAvoinisasiivluvaulud Ko
ANuasiassAtuduasfidunialy

*TydoslsuraulansiAoiuasiiassavoiau solKkidu
ANWas1IassARnNIAUDNUINAIINAMUSNTUAKMIL”
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Thanks to Chuan Phukaoluan, Siwaporn Boonruang, and Firdaw Arwae
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7 Tne a1 Buoy Stool by Kang

7970848-85 66+ 7970848-85 66+

ru gusuvIdIa U1uAadJILdg, 2558 At Ban Khlong Muang Fishing Community, 2015
voisutiol5ivino:ls What is this thing for?

\Turds 1138 U nawviiuuiosouu | use it for sitting when making or fixing fishing nets.
Tevosdudurnniuu Where did you get it from?
vajﬁuﬁqmuVTJTJ‘Eumammuwuumnﬁa Araginuul | found it abandoned years ago, so | took it.
founktnt voidulAoo:Ts What was it originally?
WuassthildynraduiBus:o: 4 kassiutioR>duwonany It was a buoy that had been used to indicate a safe
vsgUuilaonneg swimming area.
nailuiaimandaifiuidonualuuiiiistsoy What is the purpose of putting a caster
A=ndNKoNsKU PaARDIMIKKEDBDUIK and rope on the stool?

It's easy to work with when | make or fix fishing nets.

The Museum of Other Things, 2018
The Museum of Other Things, 2018 Photograph and dialogue courtesy of the artist
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A K DOLVEN

did you leave your island

Raised between islands at the end of Noppharat Thara
beach, did you leave your island invites visitors to step inside
a blue wooden house. Upon entering, visitors immediately
hear voices, each voice emitting from speakers visibly placed
around the space. Speaking in Thai, English and Norwegian,
their accents echo diverse origins, while the difficulty in
pronunciation suggests, for some, that the languages are
not really their own.

The voices interlace multiple reflections, including the
artist’s personal experiences, on leaving a place, an ‘island’,
why they left, what was risked, sacrificed and hoped for in
a new place where they currently live. Utterances follow
one after another as fragments, collected from personal
conversations that took place at different times. The sun-
bleached, bamboo bed by the large window is there for us
tositupon, to take the time to listen, as phrases are repeated
in other languages and circulating back to add new layers
of meaning to itself, to what came before and what follows.

Looking out from inside the house through four
windows facing Krabi, one sees the world outside, a rock
shrouded with greenery, and the horizon of the calm sea.
While looking out to the open horizon and contemplating
what lies beyond, the visitors’ experience of their
surroundings is filtered through the personal memories of
others recorded in a foreign land. The sound of the waves
outside permeates through the floorboards giving the sense
of constant movement while grounding one to the immediate
surroundings. A K Dolven explores how the natural
environment is represented through individual perceptions
and the connections that link inner and outer realities.

Dolven took inspiration for the blue house from the
sea nomads or the ‘lay people’ in Krabi when she visited for
the first time in 2017. Like their namesake, sea nomads
transition from island to island; their way of life is
reconfigured each time they settle in a new place, while
carrying with them memories imbued with the sense of the
places they left behind. The blue house is not built to last,
but provides a temporary shelter. Although did you leave
your island may have been first realised in Krabi, its universal

voice can be transitioned into a new ’island’ to resonate

Oslo

NAJIUBUTFIDgRUSIdDUIVIATUKU DY GaUalgnin
uwsmUs1s1 did you leave your island 132130ylkiUEDUATD
WATUTUGIUTIEWY 1021vaTundd 1s13:ld8uiFeadaioonuiinn
Arlwansiazsuroulkifuogsoury wuid 10uFeswnniuine
Sinnu nazuoseludntoiriiyg nasiouruiduKkalnkale
InoiAUeINd1uInTuNIsooNIZUIVOINWAUIIAUUIUDNIT
MuaGullIsmMsnbvoIwe

1Fuoikarduoniandoisouatsrkain soufiuszaunisad
FyusidpvosAatlulunisooninaniuikiiy Aboidu ‘1IN vod
WoNIVI AKKAT AWIFSI MsiFeaas nazanurdsluaniuiiuu
Awoniviorfeogludaidu iMasideadivusion auldududou
1509 WSOUSIULIITNUMAUMUNAIUSTIAIARVUTUT DDA
INHIAU REIITTNADNIAIIANFDIIUTAVIIFIDEVIIK K]
vuinluedAoanrisiaiuisniialnaswiidesnnansiy lunay
M nasnunauu il IwaIwuduvainuKuIsTkFdTUIDI
FIAUIADU 1A:FIRMTIUUL

iWauaioanluanlusiuiu is1azulanmguaniuK gl
FUURITAZTIKSANS:0 TvaRuRDIuNIbIVE 03U 1Az AUV ]
Vioiuziasuaiull Uszaumsaiidisidroaniwinusaunusiiu
TUsrmuANUMSITIAIUSOVDIAUDU ¥ nUuNIINIaulna vousi
Is1uaJoonlUgID W ITRldJIWDlAsSAS YR IFIHDgInasonlU
1Foavoladusiuuaninsnduniuwuly K tnvoiniiu
in3ouludIARVUDE1IKDITDI VIUARNSIIS1DgAUANTWIDAEDU
Ingsou AK Dolven 153338 U11AUDSSSUTIFINAFDURNIUYULUD]
voJJaan naznsidounoszk313anuiduisinieluiaznisusn
IV1028AU

Dolven lassgumaliadiusuthuawinnodialuiiudans:o
lunisutidouuszinalneiBuasinsnlud 2017 s1d1aIGEUMII
NNINKTITUGIBNINKTI 3AT3mMvoIwdnivinnasiluunnasy
ne1elUnlud Tnergaifuiornduusifimideussedidnvol
anuirwonIvinal310ouds Grudwluldnnasiavuuiimo
WnsaglinaonlU isidanuouzsBunwiingrns1d did you leave
your island o13nnvvuidunsinsnludakinns:0 1wiFel
sutduainavoiguauisndiniulugs ‘in1z ikaluld nazmousu
AUUSUMAUBAANUAAAINNMIIDDNTUDE1IFUIBITR

mslawWai1Feanazuoioonldanlusi>diuuauvurou
Mo mUamenandouloius:aunisai@usidIiRudAuNISWanaU
azNIsSWIUas
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did you leave your island, 2018

with an entirely different set of contexts and sets of
associations. Wooden house, solar-powered sound system, voices

Listening and looking out from the inside of the house,
these simple gestures unfold and connects personal
experiences of exile and errantry. PA

In collaboration with Bancha Ma (Architect), Bang Nu (Builder) and Jorma Saarikko
Supported by OCA, office of Contemporary Art

souJunu Unyol s (andin) Uaud (Wasiiiou) na: Jjorma Saarikko
aduayulme OCA, Office of Contemporary Art Norway
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AK
did you leave your island
1

T
quuInuIy

ERISAERSEIED!

tisalunau Alusiosulisendulig

[I came with my mam

my band had success

If you do not return you are not my son|
Il

AK

I have an island already

would you like to come to my place
did you leave

I

B

jeg er postbud nd
JuivIIAKUIYLINADUE

[l bring the mail now]

I had a pair of embroidered shoes
why did | leave

1

S

its cold

its not so warm
no

yes yes

1J [no]

5 18 [yes yes]
I

A
for travel yes, maybe
/1

T
Juldeinuiniag

[It was very hard to go]
Il

A
| got used to being here
we come from the south
Il

N
do you want to leave the place
Il

A
there were lots of mangrove forests then
Il

T

nisoouINnuloAN3Y 1so3:lUMDIKMDINIDI

AsIBoluIKsoN

[If you want ice cream you will not que for

half an hour)
I

A

some pick up bad habits
do you live here

1!

B
| don’t want to leave
Il

S
why do they do so
I

AK
did you ever leave the island
Il

S

the houses are very close

the people are very close

touching you with snow on my fingertip
do you want to leave the place

I have an island already

1l

T
AUDDNAININIzLIKSDIUAT
aurnaulainalulduson

[did you leave the island

| could not decide over myself]
I

N

did you leave

my parents were born her
Il

AK

my sister died after 7 days

my brother died when he was 34
my husband died when he was 42
I' want to live really long

I

182

T
JuidunmsaunaoJlnius
[I play guitar and drums]
Il

S
| am happy to be on your island
Il

A
| want to return soon
1

N
will you leave
new opportunities

I

A K

she took a flight with all her books
hun tok et fly med alle bgkene

Il

A

some parents want to protect their child
from pollution

1

S

its protected now anyway
AUDDNIININIVRIANULIKSDIUAT
[did you leave your island]
forlot du @ya di

| prefer local vegetable soup
1NJ13gd [Keang Liang]

1

B

here the family take such a good care
what about the lay people

Il

A

where is you family

| want the people of the world to think
positive

1

did you leave your island, 2018
Excerpt of script
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Rania HO

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-
year history, men's suits have evolved to signify conformity,
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.
The business suits are 1960s style men's suits made of
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
by nature's whims.

The suits’ representations are inspired by Rania Ho's
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.
His job consisted of sending customer's measurements
(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. H)

Beijing / San Francisco

MasnIuIISoUWSHUSISAB TN 1AYIVUISaTUS )
winmznauareluiiudans:o Aaduasiiongnauanlkianuyous
\Duniavinaninamanazraiau 10uindsinnlkidmusurinidon
vodikulansiina snguiuumsSunnfAaiFornadeluunuuumsu
Awulsnnikiuulan maonUs=SAmans 400 U guvolinorsls
WruuvuunduindoluidnismousuAuAtEUNISIAU UTeU
amus 1a=a1u13 IngiinginouzioududouvoIN1sgDUMIUVUU
VoIFIAUIATBUBU

A Formation UnauaUszifiuidailaniAsnu UssSamans
NOMans nisidiod nazwadsidoJwaAfI8MAnls3InNuIAISW
anguiutidugnalmanadsssin 60 innluasuinusionts
dnvan 1boauwn guizversluivuaindruviudvuinluodin
imnri1IAuoonll 10us1ilsAsumnazlsiiinwolguidus:u:
aonUszauAUMIUS1INDT1AVDISSSUDIR UUIAKauiuiIZe)
AuDg

mstiauagnantlsinsigumalinnus:aumsaiarusiova )
Rania Ho I0aifiau 60 Unou aival Ho nnuaanlkifumiy
1ndoinildigosuliwoRnuidoiwneg 1ianitefsiosluim
5SAINITUIFOINEIASIY KAV IIVIADMISAIVUIAFIIVDIZNAT
(ArulundiDunmisoiudauius=hogluigosud) WIKE1IsnIFD
51250303 nasinmisanFoiiiasndonaun GRoUssSHmans
BosiauauSuniHIUssIfutoInTmansmsiiol wasnmidinu
naziasyInalan SIUIWSoUAUIZDISIIAIURMIVDINISOWE W
g190U NISUSURD 1asnisogson Ao8M1iKu s v li
A Formation FaAduKuUIg20nU 0815115 1DoAURIAUNIU
aA10IsnikuuIno1IRglanIRed Tl IsINa U1IASISSSUTIR
usomwaufudnwernsails iskatensIATnAnIaTUTs
Faavdoi0uinsosbonanimilkarusutidusuidusiavuun
DNYMDAWSIVDISSSUTTRAVAITIAUIINTIUIVDIUUUE
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Thanks to Fowsee Salae

vavaUuAm W13 anas
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A Formation, 2018
Rip-stop nylon and plastic tubing, dimensions variable
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A Formation, 2018
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Bharti KHER

The Intermediaries

The Intermediaries suggest a familial life: a melange of
unconventionality, ancestral complexity, and diasporic identity.
One that brings with it both geographical and psychosocial
dissonances. Bharti Kher describes The Intermediaries in
her own words as, “... a family of in-betweens. They are the
outsiders, the self-created and the djinns, they are ur-halfs,
crossbreeds and half-bloods. They are the alchemists who
mix elixirs to change you and they are the magicians who
disappear at will. They summon into being your trickster,
your enchantress and the shaman in you.” Consciously defiant
of specific religiosity and situated within a practice of
activating materials that often contradict themselves, these
“half-spectral things,” fit and indeed, add to Kher’s work
of narrative building for hybrid beings. For an oeuvre that
repeatedly provokes linguistic pirouettes, Kher is concerned
not with identifying the disparate figures that form The
Intermediaries series, but rather with positing them as
accumulated warnings for the indifferent. NwW

London / New Delhi

The Intermediaries ZoB133mlunsaunsd B31TuNISHAL
WATUAIUIKNADN AIUBUSauRAIKIUAUTUASDUASY l1a:
smanunivaiauwannu 1Juwanuniidinnuliasnndol
MIM1INDMARSIasin3me  Bharti Kher na1dfiwaliu
The Intermediaries 310U “AsoUASIVOIKADENSINATI WINIVI
1Gunuuan 1Juyidasiosuios 1Gugnd woniviiGuanwau
Viuagwusiavivaigidon  wanviAadnidunsiuss1sanau
thounmlkacu nazidudnuiginadmiesilssala waniviaznauna
AuAn steuussianou nazsidukuoFNIusHA” Adensliunanifil
ANUIBouImMauinog1313lassI0g uuiuomIlunsidimnngu
ATNDANUYANSITUEDIDI “FI0B3MAISYYIU” IKA1TMDUSU
nazveruani3oliarluwaliuval Kher n31682931085manwau
AwmSuwanurnsssulkIAANISKLUYVDINMWIBT 7 Kher TUldaula
1891N155:USMANUNI VD IFdAzASAINKMIID81IFUIB I TuWaIU
um The Intermediaries iiaulainisIasnkuIIAIRVD IWINTU
IWoF1aUAIFDUIAYIAUAIIUIWNIAYVD IUUYE
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Thanks to Visarnsak Savangkaew
veavauA 3Mafna a3131Md
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The Intermediaries, 2018

Unfired clay, wood brranches, water-based colour paint
(Photographed on 4" December 2018)



The Intermediaries, 2018
(Photographed on 4" January 2019)

The Intermediaries, 2018
(Photographed on 2" November 2018)
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Alicja KWADE

View-Review

Alicja Kwade’s work questions abstract concepts
such as the nature of time, space and light, the laws of
physics and everyday social conventions that are foundational
to one’s perception of reality. Taking shape in sculpture,
but often straying to photography and video, she creates
powerful landscapes consisting of familiar objects, natural
and manmade. These are sometimes doubled and warped,
thus stripped of their usual function and imbued with
new qualities and values.

For Thailand Biennale Krabi 2018, concrete walls, steel
frames, and reflecting panels of mirrors build the basic
structure of Kwade’s beach installation. It transforms
the space into different dimensions and extends the limits
of observable reality.

A boulder from the limestone quarry, regionally found
in Krabi, is part of the installation. It is 3D-scanned on site,
digitally flipped 180° and cast in aluminum to reproduce
amirror copy of the real object. Both versions of the object,
the found original and its mirrored copy, are connected
by mirrors that enable the installation to meld with the
surrounding. It seems like the real and the unreal object
perfectly overlap. Whenever a viewer passes by, the objects
seem to be transforming into the opposing materiality,
illustrating an alchemistic process, another version of reality.

The concrete walls symbolise the human aspect of
“building”, representing an urban and very common element.
They are blocking the view depending on the viewer’s
position. Furthermore, as viewers circle the work, they
become part of the installation, adding a performative
dimension. The installation presents a framework that
illustrates and challenges viewers’ understanding of their
surroundings, emphasising the subjectivity of perception
and thus reality. PA

Berlin

WaJiuvoJ Alicja Kwade FIFNUIRedAUUTUTAUUIUSSSY
1BU SSSUTTRAVDIINAT WURA 1a511d) NAWANANATVUUMIIFIAL
udsmUs=915uduidusingiulunissusnd1ulsivolist Aadu
ISUMUAINIUUSERUINSSU IHATNTNsISsUngnas3nlong
UouAsy Kwade as1vialoniwdunsiwdinus:nouse3mn
AUMT 1IINSSSUBIFRIAzIINATouULs U1IASIATNISKIE
K30UAsUSIIIMNIKAITAUFIFuAUALTRTUNSISIUNUUIRU
nazlancuauUAauAcuAliky IVaTUnvui

A4S0 Thailand Biennale Krabi 2018 Kwade [§riiwJ
AouN$m TAsIIKEN nazns=aniundulAsIadIwuTIuY0IUTAI
VUK Bandsamwwurlina1eJulfsu 1azvergvouIve
AnLIduIsIANMIRU

FuitnikbolruluIandans:=0 10udsrunktaluaiuinoid
AoukunnNUILIANNUATUER Kaoad82:30ITsU 1azNaur1u 180°
IWDAS1INWINADUVDISMNISI SMNIMIADIINDSEU KIVDIAE)
lazvolfianiaziou 1douriofunIUNS=ININAMTKIIUTAII
kaoussuIAuamwlnesould nasImnrianindufgaziiudou
AUDE1IAIND WUDIAIAUKIUASENIIMNIUsanwlugdanuidu
SHMOAIUMSIAUVIL 1anITKIAUNSIUOUNISIUUNISIAUNSIUSSTH]
Sududninossuntiovoinduisl

Awinoundsmbudnyanunivol “Nisnodsiy” voiuyusd
1TusIMUYVoIB3mluloiazoAUs:nouAWUTATU fMinwada:
JIQUUDIUIIAIU VUDEAURIKLUIVDIKUDI udNNNT 1D0K|UDI
IHUDUSDUKNAIU WINIVIAzNa181TuZuKtiovoinuinonilusidg
Bo10unisiwubFTuninisianalidusizau Juinouddiaus
nsoUARKMeMaAIAiIMEAUINVATIRUDIDMDaNWIDAEDU
1iugnnudusdmidevoimssudnazaduiduisy
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View-Review, 2018

Stone, concrete, steel frames, and mirrors

Dimensions variable



THAILAND BIENNALE, KRABI 2018

EDGE OF THE WONDERLAND

View-Review, 2018

5
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MAP OFFICE
Ghost Island

Map Office’s projects always happen at the inter-
sections between architecture, landscape, environment
and technologies. Having been based in Hong Kong for
decades, Laurent Gutierrez and Valérie Portefaix developed
a critical practice that deals with how humans subvert
and appropriate space in both urban and natural settings.
One of their continuing obsessions is the relationship
between human, ocean and islands. The artistic duo developed
research to create a cartography of the archipelagic
community in the Andaman sea where Krabi is located.

Krabi Province is renowned for its unique island karst
landscape and sparkling waters. Beyond the valued tourist
destinations, the sea in the region also supports numerous
fishing activities, invisible stories, and multiple cultures.
An invisible sign of those activities is the growing number
of abandoned or lost fishing nets hurting the marine
environment and entangling turtles and fishes. The nets
automatically accumulate and consume everything they
can catch and develop themselves into autonomic gigan-
tic masses under the water. This activity is being known
as ‘ghost fishing’. The artists, who have been spending
their time with a local diving community in Hong Kong
extracting those masses out of the water, discovered that it
is also happening under Krabi’s beautiful sea scape.

Inspired by the status quo of the Andaman sea,
Ghost Island is a six-meter pile of an example of ghost
fishing nets that are left behind in the sea around Krabi and
in the Andaman ocean. The artists collaborated with
the community of local divers who had been voluntarily
collecting ghost nets in the area. The artists also collected
some old fish nets from the fishing community that
potentially could become future ghost nets. The archipelago
is created using a bamboo structure to make visible
the invisible topography of the ghost nets usually found
on the sea’s floor. The artwork makes visible another
geography,cartography, and collection of mythic stories
which inlanders once failed to recognise. It recalls the
particular geology of the surrounding islands formed by
the accumulation and stratification of numerous distinct
layers.

Hong Kong

TAsINIsval MAP Office JnIANVURINFASIKIT]
amUmonssu QAU Z30ndou nasialulad Laurent
Gutierrez 1a: Valérie Portefaix ii1ulugoiniuiuaig nasssy
IAzWHIUNIIUIMIIIBISWINUAIAI838n1sAuU g atglas
Saoswurmluibonalusssuo Ussifuntaiviaoinallua
UIUTUADAIUEUWUSSIKINIUUGE UKIAUNS 1azKL1IN=61I1
AaluAKIAWIIUIIIUSTE A W8I0 A1 IINURTUT UKL 1N
TunziadumguswduisIvoITak3ans:0

F3u5anss0vuBaidoaiatdyniwyalkyinizAu i
Tans=31J uanaINNIsIuNKAIMDIIMYIYARTUKIAANED KzIa
TUQDmﬂdﬂj|'fJuamuVia°m§uv‘|’1msUs:UJ 1$03513nuIlUIRU
1A3FUUSSSUSUKAINKATY 0YYIUKTIVDIAINSSUIKATTU
Aomviganuaiinniiindogumednwusiuouvuitosy
asvuanuidgmislkinisiinazlal naiiatganiwinndoumid
nzia MIVIgIKATda=auIuouvUNazNAUAUMNDE1IAIVILT
Finiu Aoulznateiduudadas:vuingnsoglsith Aanssutidu
nsinludo ‘nisUstuli’ Aaduniaodineldinaiiugusu
dnshidiiosaulugoinilunisdvesikaitooniaindl nas
WUNAIRIAUTMENANVUMETEiATMWIDINEa5UINITU
voIns:U

shgnsigumalainaniwnziasuniuludlidu Ghost
Island QNa$1331NNDJIDOUR dJ 6 1ums nonnal3lunziasour
ns:zdnazmziasunidu Aaduscunudneidiviosnuinoral
AMIVIgIKATTVULT 13:5352USOURIVIEanUalin1iold
natgiUuodurluoulAmIINgUOUBIdUSEUI KYIN1zON
as1vulnelslasiasalilhimoasiuniwikuioduRInwU
ogiAuMIa Az likAd9AZIAUKLYINADESDU AI8N1SINI
ViudoufuKatuy du

uga30ussAn1s Wouawisnivagnmeluinizla nuiava
Faluny ‘1o:uz 3nTundulivurnannldiveumiosuTiu
uéovowslusrusssugUu BIkouldiveunduusisnu
MouK1auMs J1uBUTNaniniiAl WU nazgnidodian
Tusiurus1dInNzinsduiFoul Migidnauaussfuidol
nisiaveslumzia naz3inindusioiiuwountolasnndou
vosisianganduidasnisifAdudu
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During the exhibition period, the audience is
welcomed to enter the island through the opening.
The artists leave an ‘ema’ for viewers to write their wishes
for the ocean. An ema is a small wooden plaque used to
write prayers or wishes in the Japanese culture. The instal-
lation addresses waste at sea, and the difficult but necessary
labour needed to protect our environment. VP
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Ghost Island, 2018
Bamboo, fishing net, additional materials

Thank to Piyasak Chantarangsi and Bambugu team, Apiyot Phaitoon from Local Diving and Jabkung Changnam from a fisherman village

vavauam Ugfng Jumsig naziuiiu Bambugu onga lwyse 11nlaAa InwWid nazjund 31301 912U0s:u3nnuyuiiusinia
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Ghost Island, 2018
Photographs courtesy
of the artist

Removing ghost fishing nets

from Krabi National Park
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Ghost Island, 2018
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Jedsada TANGTRAKULWONG

Twilight / j3i0J

Krabi is a province that is rich in nature and a variety
of landscapes can be found there. Inspired by various
sources and usually working site-specifically, Jedsada
Tangtrakulwong chose three of the following Thailand
Biennale sites for their conceptual essence and connects
them: Tha Pom Khlong Song Nam (Two Water Canal), the
Small Bat Cave at Khao Khanab Nam and Noppharat Thara
Beach. The artist researched these three places for each
of their distinctive characteristics; Khao Khanab Nam
for its quietness, the serendipity, Tha Pom Khlong Song Nam
for the richness of nature, and Noppharat Thara Beach
noted as a port opened to sea where conveyances are
located.

For Twilight, he carefully edited various soundtracks
into several tracks and installed them along with three
shiny, metallic rubber tree sculptures on a long-tailed boat.
Thus, creating a juxtaposition of experiences, for pleasure
and for thought. The work is driven with sound, enriched
by the surroundings.

Flying in and out of the cave an hour each day at
Khao Khanab Nam, the pattern of the bats’ movements and
their flight rhythms are syncronised with the recorded
sounds of birds, animals, insects, rain, wind and local
residents of Tha Pom Khlong Song Nam. All can be deemed
as a natural orchestra. The duration of each audio track
is based on the lunar cycle of the recorded day, signifying
the uniqueness of nature.

The sound output is heard on a long-tailed boat
from Nopparat Thara Beach. The long-tailed boats act as
a moveable concert hall allowing the passengers to hear
the sounds of birds and insects instigated by the rhythms
of bat movements. Together with the rubber tree sculptures,
the whole experience reflects the edginess of the bats'
habitat and the outside world. It also creates the alienated
and contradicting experience: the visible versus the invisible,
planning versus improvisation, and technology versus
nature. H)

Chiang Mai
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Twilight, 2018
Site-specific installation (sound art and sculpture)

Photograph courtesy of the artist

Thank to Kornkaew Nokkaew (Co Ordinator), Watcharin Khwanmuang (Technichian), Suphan Rachakhan (officer at Tha Pom Khlong
Song Nam), Somchai Sreemad (Boat owner), and Abdullah Songphang (Boat Driver)

vavauamu nsiAd unidd ({Usza1uau) 3os5ums vingiDod (313mAta) awsscu s1on1s (I5ktAiiuou Aaolaaat)

ausig AsSKUIR (1I71voJd130) 1a: dunalaizk aoJwJd (AURUISD)
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Twilight, 2018

Photographs courtesy of the artist
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Ayse ERKMEN
PD/MGRTT

Drawing inspiration from quotidian objects and existing
situations, Ayse Erkmen’s practice unties the original and
physical meanings attached to her subject by transposing it
into different contexts. Engaging, and yet disengaging, with
the specificity of a site, Erkmen often creates ambiguous
spaces where misunderstanding and confusion speak for the
complexity of her work. For the first Thailand Biennale, the
artist deploys her distinctive practice to play with the
concept of ‘Edge of the Wonderland’. Her initial proposal
reimagines one of Krabi’s landmarks, Poda Island, through
the installation of a Hollywood-like sign spelling the name
‘Magritte’ on top of the rock. The reason for such a homage
to the Belgian artist, René Magritte, can be found in the
similarity between the surrealist practice of Magritte and
Erkmen’s; both of them interrupt the original meaning of
an object and create an enigmatic work. In addition, the
massive rock in the masterpiece The Castle of the Pyrenees
(1959), echoes Poda Island, which emerges from the ocean
dominating the surroundings with its striking appearance.
The installation transforms a touristic attraction into a
‘cultural” site, and at the same time, critiques the
commercialisation of art. The stunning landscape becomes
a means for the audience to question and reassess their
knowledge about Thailand.

Erkmen herself went through such a process. As one
of the few artists who did not join the site visit in Krabi, she
developed her proposal and extended the concept of
wonderland through online images and her own imagination.
Interweaving the digital resources with her own insights on
the region and its exotic features, she proposed a work to
encourage the production of individual narratives about
Thailand which defy the dominating touristic and exotic
myths. However, due to safety and environmental reasons,
it was not possible to realise the installation in situ.

The impossible materialisation of the artwork was the
starting point for the artist to paradoxically revisit her idea
and present a computer-generated image on billboards in
Krabi. Marking the invisibility of the unrealisable installation,
her new work initiates a new adventure to test and
conceptualise the artistic idea in our contemporary society.

Istanbul / Berlin

soonsigumalinnimniazaniunisaisiiig uddmus=915u
Nuvas Ayse Erkmen 10UMSIENAMUKUIEAIIFIUIBINIENTWA
Tv10gAUKdIZ0I00NWT Na:thUTATUUS UMAIRINENIDDNTU Erkmen
JNas1IWURAZUIASDMAIIAEIVDINAFINVIATINANTURBIVDIIIU
as13AnuIVATARAIAAIUFUAURIANIAIUSUSDUVDIFDIIU
A145u Thailand Biennale ASJisn AaUuldiuonMiziawizso
TumsiauAuuluiAdisos FAvoUWIIKIAUIAULKAISSS’ 1L
1U035iuvo Erkmen AoN1sas1inIwvolamuinaAnyikktove
nss0VULIlKY BaAADINIUoR: WiumsInothesanuysndie
U1e Hollywood HaznniJufin ‘Magritte’ TSuusoniiu nisli
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tinBainzUon=AUs1INQVUIINUKIAUMS 1AsBTIMSEHI1UIKT D
VAtonMwauy 2813a:nnm uIndadiusaniwinuoJidedl
natwiduaniui ‘massuusssy’ nazlupanaedAufidunisswing
SNsaimsiiilikAauznareiTuauAndIwiios  BoAUsUINIIY
naneiBugoanmalioulasiAmnmunasussuaNuSAnuDIRgdTU
Jssmalna i Falsy

Erkmen 12JAIAgWIUNSIUdUNISAINAIUNIBUNU TngisD
DuntluAatuluAAuRTUTAIVISIUMISIEDuamuAluIIKkInns:0
HATWBUUTIIUOMIIADUIBUS VO JIAUUKAISSEVUAINSUNTW
oouladnazauxmuinisvalrdiod Ingnistnmavoyaniiavinu
AMUIVATIEURIRYIAUNTNIAIAzDIAUS:NDUSUIUANRIVD ]
AliwoUauawas uiznssulKIANN1Sas1IunISDI1A1dIUBd
IMgdAUUs:MATMERIziIMIguIgIARVoINIsUDIInedTU
fanm:=3uson M3AIYIKNWARIUAIIUUADAAYIAZZININADU
vlkAatuluamuisnasiinuinoiluaniuiisals

UA2InISURUMNTIKAATUMUMOUIUIARYDIFDIDITKY N1a:
tiausmwidldaouwoimasasiivuuunduthovuiniunluiiuia
nssGimu wasulkunanifanmsludsingvolanuindanluona
vvuldassdu 19umsunitnmiswacyAslulAssnnaounazass
vluAdvalnudAnuIIAaUzluFiAus uadeisivuul Tounni
Usinnoagrdunuuniivunnutiovuialudiazuuuiiiedl
1s1lUo1InTGwWUId U To1uAIURU ADTUUSISOUT dDRINSN
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AAzAVUN3UAL K$DNIWAdIMMVDIIAUAISSA U1uvol Erkmen
saogluiiaiiuu: s:u313mINauutudlinalabol nazgnu
U IEITunwdnvoigioss Thailand Biennale 1dud Juindu
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The all-pervasive and inescapable advertisements in the
visual forms of billboards and screens define dreams,
insinuate desires, and expand our expectations of a better
tomorrow, or illusions of a wonderland. Erkmen’s billboard,
ideally located on the way from the airport to the city centre
and used as the cover of this Thailand Biennale catalogue,
will be the first artwork visitors see. Its controversial high
visibility and physical absence blur the line between real and
fictional, and question our understanding of authenticity
in artistic practices. FM

NuAadssunsniiis1Alaizu mwlnainuirmnuaAuliDogas)

MINYNTWYDIWNAITUDUUMNIKIUNUISEAI131SDIASINUISD NN
Ws10d IazlIAINILMoANMUIVIIAIAYIAUADIUUIBDHDVD]
JiuAau:

PD/MGRTT, 2018
Site-specific installation, billboards
(rendering)
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Ignas KRUNGLEVICIUS

Visions

In lgnas Krunglevicius's Visions, the voices speak;
some monotonous, robotic-like and of undefinable age,
some with humanoid quality, and some like a whisper of
an invisible spectre. They talk in local Southern Thai dialect
and in English, a common language of temporary visitors.
The voices reveal themselves on the celebrated, yet
isolated, Poda island in the Krabi archipelago and deep
inside the twisting labyrinthine trail of Than Bok Khorani
waterfall. The voices narrate contrasting stories about
the forgotten men of an isolated, primitive island and of
an urban futuristic dystopian nightmare. Accompanying
the narratives, according to each of the site, is a set
of ambient sounds composed by the artist. Krunglevicius
creates a site-specific sound installation that operates
simultaneously in a completely different setting, nonetheless
conceptually intertwined in a gravitational juxtaposition.

For Vision No.1, The artist appropriates narrative
material from the last scene in Werner Herzog’s 1976 film
Heart of Glass (Herz aus Glas). In the film, a shepherd
(who is visibly under a trance since the actors were
hypnotised during filming) delivers a parable about a group
of primitive men on an isolated island. Believing that the
world is flat, they set sail to see what lies beyond the
edge of the world. The story ends with a hopeful note as
these men were followed by a pack of birds, a sign that
the horizon they saw continues, and does not a fall into
a deep abyss as they believed. The narrative curiously
parallels the geographical reality of the island on which
the work is situated. The accompanying track also reflects
the sublime and transcendental influence of German
romanticism in Herzog’s film.

The installation reverberates through an abstract
geometric shaped sculpture, constructed from non-reflective
steel that stands against the tropical landscape of the island.
The sculpture itself is so alien and obscure that it serves
as a reminiscence of the monolith from Kubrick’s 2001:
A Space Odyssey. Inside, it is equipped with audio transducers
that vibrate and convert the sculpture into a sound source.
The audience can experience the installation by listening
from a distance or by touching, a tactile method to feel

Oslo

Tuwaau Visions voJ Ignas Krunglevicius 138 Jwnisioon
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NuInTlAInemswinssoslinausolnunisfura 310u
38FuNanauiFesndiniudssiuinssy Mlkouaiuisnd
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W3 IWadu Vision No.2 UGS UNUURIUs2IT8 1sidu
1Feanuailuaoonuiiindilwinaranisiuountinsouaglu
iFumasssuoisimelutdinn idumaddidounnissiwaniumu
Fuvivolwikuyu WiuIWuKUIAU ssh31IMIsInu Woudslngu
\F83v0IAITTEIMUsINMEIN VaIFeIKavoITnIu 1Fe1500vo0:0

212

8107 19VYd "FTIVNNIIG ANVIIVHL

ANVIY3IANOM IHL 40 3903

the sound waves propagating through the sculpture, adding
another layer of physical confrontation to the otherwise
invisible and intangible aural work.

Vision No.2, however, does not manifest itself
physically, instead the voices emanate from a series of
outdoor speakers, hidden throughout a nature trail. The
trail leads audiences from the main waterfall basin, following
the ridges of a stark limestone cliff, and passing through
the dense rainforest. During the walk, audience will hear
noises made by the constant buzzing of cicadas, the cries
of gibbons and other fauna serving as a background and
a sonic companion for this second sound installation. In
Vision No.2, the voices describe a scene of a post-apocalyptic
world where humans have succumbed to the sophistication
of technologies. A portrait of a surveillance regime,
in a desert, their sky-high tower equipped with screens
and artificial intelligence; while the post-human, the “other”
forgotten men survive by scavenging for “trashed nutrients,
body parts and expired stimulants.” The narrative itself is
eerily prophetic in the context of modern society
as a warning towards a descent into chaos with the repletion
of resources while permanently infusing technology into
human life. Complete with a low-humming and droning
ambient track, the installation provides a disconcerting
experience in an almost “pre-human” environment. PV

nazi@givoliamionuinuigagluainkal nasduidgsdsznouiiu

JA1213838uiRa0al U Vision No.2 13Iwnosu18a1nvol
Tankassulanm3sua ilauyugiuurionnusudauvalimalulad
iumwikouvoJlszuounisunAsoliuuaondol lunziansiy
21A1sgFuAWIDKIIRRIogWSouTryry1UssAiuT Vousi
vuusTwar3duu uyugrnNau “3nwan” 118sonTnuN1s
AoIVoul “1AuvY: 01INAW 81R0JAKUADIE” 13031410
mbouweinsaindivuaniuusumnvoidiaudiidu nazidu
fIAFoURUDNEINISIVIFNAgARNSWEINSADYY KUATU
nazivplulagnareiudrudAnyludinmuuuse UaMendg1dg)
Sustiy nuunouIBeur hlkauInoaduoudsaunisaisu
U1BnanidgouluaniwinndouiifouizFnsfiussw

Krunglevicius's work can also be found in
Than Bok Khorani National Park (p.258)

Vision No.1, 2018
Site-specific sound installation
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Vision No.1, 2018
Poda island, Krabi
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Vision No.2, 2018

Than Bok Khorani National Park, Krabi

Thanks to Ajjana Waijdee, Hasan Somtad, Rachel and Ruby Dagnall | Supported by OCA, Office of Contemporary Art Norway
VDVDUAL 93U1 2530 KAU dUVn IS1Da nasso ninua | waﬂu'(n;'s'umsaﬁuaqufmu OCA, Office of Contemporary Art Norway




LEUNG Chi Wo

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
like a sculpture, chiseled by time 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
desire to communicate, the urge to be “present” and “active”
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

Hong Kong
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Leung’s work can also be found in
Than Bok Khorani National Park (p.258)
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Monuments for Solitude, 2018
Site-specific installation: phone booths, petrified wood
Poda Island, Krabi



Monuments for Solitude, 2018

(left page) Than Bok Khorani National Park, Krabi

(right page) Poda Island, Krabi




Camille NORMENT

pulse - Formations

Camille Norment is a multi-media artist who utilises
the notion of ‘cultural psychoacoustics’ as both an aesthetic
and conceptual framework. She defines this term as
investigating socio-cultural phenomena through sound
and music — particularly instances of sonic and social
dissonance. Her works employ sound as a force over
the body, mind, and society. Working through a range
of artistic forms including recorded sound, installation,
drawing, and live performance, she applies this concept
towards creating critical artworks that are preoccupied
with the way in which form, space, and the body of
the viewer create experiences that are both somatic
and cognitive.

Camille Norment’s site-specific work on Poda Island
strikes a sense of surrealistic wonder. A cluster of wooden
installations emerge through the ground, interspersed
between the lines of young pine trees next to the beach.
This installation consists of eight pieces of individual work
that are shaped as giant drumsticks, like fallen trees affected
by wind and time. At first glance, they seem to be part
of the woods, but somehow distinctive, in different colours,
or left as natural wood, and more importantly, they are
broken. The growth of a tree occurs over a long period
of time. It is considered stead fast and enduring. While
the dramatic sight of the drumsticks elicits the site of
trees that have been felled by the wind, striking awe in
the belief that some invisible and unknown force could
be so strong, the appearance of drumsticks and their
historical association to power structures amplify this
sense of chaos.

Drums have also been long related to power structures.
Yet, in Norment’s work, the drumsticks are disabled,
immobilised, powerless, and no longer functional for chasing
the rhythms of excitement. In the global anxiety of today,
the surreal and wondrous appearance of the installation
resonates with today’s bewildering sense of change, as well
as the planet’s ever so fragile and volatile conditions.

The work was produced locally with resources and
craftsmanship available. PA

Oslo

Camille Norment AoAaluZowaunldiudAni$al ‘Amasu
mansImusssy’ 10unsouAnriluidigunisznazuluriad
Norment Go1uf103110unIsmsI1a00Us1INONISOINIIFIAU
nasSmusssuWIUIFgInazaumns Tngiawizidosvaindaiuly
Uszanuvolideanazdinu nazldizeilumuzwainosnswaiuiio
$13M1e 3M3 nazdiau Norment viatuAuAad=katgivul 1su
iFoI0urin J1UTn013 Mwaa 1asnisianian Tnelduluiadd
Tunisas1iiiuAau=sudIAnyy M1 28anBuINISASUMS]
WU 135510018V INUDIATUISNASIIUSIAUNISOURDNAN O
MIS1IMEIAZNSIUIUADIUAR

JNuIaWEWURVDJ Camille Norment dimizUan:liiAc1us3En
VOIFIUKAISSEINUUIKEDISI J1UuTn21Inadunollidwavuu
NNWURUNS:EDgMUIUINUAURSITUTMIRUASUKIA 1DDUDJ
disn wongugiubouidudsruntivoill ikAglnainus o
IINEI Nasid AN TuADMsAwINTUITUTAEN J1uTn01IT
Usznousuwanuinednladurdsusiaiubaulinasivuingny
AgIkDauruTuATAUIWSIzIIsIaunazn1anal HulisuKtiso 1Ay
paruulumsiFuTs ITUFIAKINUIIUIAZMUMIU VEUsANTWYDJ
WnaoirnAdesuliduasisnnusinsum:31 HoAn3 WSl
vogsIuaIlUikuassunsIlAdIWead nazanmwvoslinas)
AuAdTUAUWUSM1ITASIASIISUNIBIUSSRmMans ABIs e
iwuanuianduloud

naoJbANuidauluiAulasiadiidiunivnduuiu isluiu
voJ Norment TinaaJsagluanwdisa il [§was nasluaiuasn
VsUAlamuTInossudisiusiulayg  MiunaliAduKIudmni
iAnvurdlaniudiqdu mwanuniniutioissnaiiaiuvaiiu
Jno1lasioudesariinvosaduilasunlaldusouduau
MaonIuaN1I=aUIUSIzUIINAsUROUVaIlaniuuiAlbinsDuIAou
wanudubvivuluvioinu Tneldnswernsias1uiDoluwuii
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Alfredo & Isabel AQUILIZAN

Brisbane

Here, There, Everywhere: Project Another Country - Krabi

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
anetwork of public art forms that associate less with the fixed
identities and more toward fluctuate renegotiable ones. VP

JUvDl Alfredo n1a: Isabel Aquilizan 8aTusgAUIUIAR
i$oImsagunuAISIUAUKSonIsS VoAU Tnedasuinsinisi
IRYIVDIAUTUBU llazkdokao a8 FuUWUSKIUNsTUSzauN1sai
$HuAU ARATUTTNKIUIaW AN URTneNsSTAIUSIUAUANIUT
gusu nasunaumelEusumtuy  1AsINIsuIAdIKTIAWIN
vahuImasnawliKIuuIluanIuisiiag AounIuAIREUR
as1vuininnauawuluwui nazdiuiooniuuluukidu
1ASIAS1IIUSEFUINSSU IBUIREINUITUAIDIAELVDIASI JluAau:
a1t mduamd 1Tusidnats nasdusidsisuluTIusw U
vadsaulkaulduIwus UFdAUNA:DUGSUWUS AUSIANIUN
HUMlkamurinounaeiBuindovisndiiey (Wuinidiau)
vidlan

FWSUTIndans:0 ARadurianisounufususuauhi$alu
U1UAa0ISIANERNIZ0MINILIKA18TISU  WAGWEVDIN1SAST
TAsIMsAIBUFUNNIIUR Do MUTMTAIAR “3UNIREL” 1IUU
T3u3ans:0 BaUsznousdeiiuassth 3 su isazsubisorolnald
vuInIan 5 81 dusznauAuidusunaniu 1asmnisifera nonll
nazvolmnikiduy nAaduwulumainluWuruunyaziiu
DnwanwosulkauvuluIdITuWuRGIAUIATWURWNKDU $1331U
nnvugenInziasnounalsAuiwo i lul3ninaulus1dlsiady
s1gdoundelvaku nazouAaiuIsngWalIuIINKUINIIng
fwszu13udovadssranum I Ald

Tnsanistidumsihidilasinis Satellite RAAUUIASIUIUAU
s1Rbos:auvininulumndUiniBenazoodirnsids di0ANUIGoulel
AUBAWAIIUAIZENIT Another Country B31TUIUS=UTUBUR
RaUUISMNaUAURMDAadIaWI=WURTUY GO81KK T MUATDIRBU
Tuns:U3a1BousioAuaundideuduy nolkianduindovie
JIUAAUEAISISUERFUWUS AUSMANUAIAIUAgUIIUAINATUROU
Tiu1nn313:1TuFIAsNsH
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Here, There, Everywhere: Project Another Country - Krabi, 2018

Hua Thong wooden boats, woods, fabrics, additional materials



2018

Krabi,

Here, There, Everywhere: Project Another Country
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Aram BARTHOLL
The Perfect Beach

The Perfect Beach refers to the cliché and dream
of the perfect tropical beach as the ultimate exotic place
for recreation and vacation. It certainly represents
a form of paradise in Western cultures.

The performance The Perfect Beach comprises a set
of large prints displaying different tropical beaches which
are carried around by two performers on Ao Phra Nang
Beach of Railay, Krabi. Visitors of the Biennale and tourists
are invited to pose and take photographs in front of these
prototypical beach pictures, while actually being on Krabi’s
beautiful beach. These beach pictures are derived from
those found as screensavers or desktop backgrounds on
computer screens. They often have a very specific set of
rules such as extremely saturated colour or having at least
a few palm trees next to the water. Often these pictures
are photoshopped to ‘improve’ the landscape and make
the beach look like the ultimate ‘perfect beach’. Tourists in
Krabi may have chosen to be there based on these internet
images. They came to Krabi to take more perfect pictures
to post online. Other tourists come to Krabi from those
images and the cycle goes on living, the cycle of internet
beaches.

Bartholl also puts words, appearing like watermarks,
in each of the prints, signifying the question of authorship
towards images, the original and the edited, from the
internet, The words he uses are from sentences or statements
involving the negative impacts of tourists. He also uses
text concerning people’s demands on the environment
including power plants, carbon footprints, and the closure
of Maya Beach. All of the texts are from the internet.
This work is the perfect portrayal of the high-definition
beach found on the internet and the high-definition beach
as experienced through one’s eyes and mind.

The ‘holiday snapshot’ entrapped in a beach on
beach is self-referenced and questions today's perception
of what is real in the current time of monopolised social
media norms. Is this really the ‘ultimate beach’? H)

Berlin

The Perfect Beach Zofnudandioiniuadulidluii
semnIvRsauiauysaituuluTuzaniudaamsiadkinulna
FmSunIsWnWouaiolined 3I0NauasUIUUVDIIAUAISSA
UAIUKLIEVDISFUUSSSUMEIURN

nisiiand The Perfect Beach Us:nousd8ynniwwuw
vuinlkaddnaninmwagsinivasouisiag Ineddnianiaoinu
nunlUsauy KINS1dWS=UNI TIK3aNs:0 WudaulnssAnisia:
dnrodidedauIsniesUKiiNIWoIg KIS UIUUIKATD VOusiA
DY UUKINSUAIVITUVDIAZIVDITIKSANS:T SUNMWBIIKIAIKETT
UINnIwWRAUToUISITuniwaniurowinosuioalnuaikui
1DADUWIINDS BIUNDINcurIawIzIR1:3] 18U Fi0IInian
u$orolbrulAuaDIAUKRUGAIINMEIA Ud8ASIANMWIKATON
WisSaUIWo “Wruur riAadoniw nasihliuingikbou ‘Kini
auysaiiuu’ dnuodidedins:ologrtuldiwsizizunmwwond
uusumasian widinsztiwaniusululwaritulanaoulad
1d>dnuadinesAusion IUA:UNGouns:CiwsiFusUkatu 1Tu
SnansisntusolUineo1AgKInUUBUIMDSIOR

Bartholl §ulavoanuigiibouatsthasluuumwisiazniw
FoduAmuiAgIAUAUITUITIVaISUNIWAINEUIMDSIGK
AmTuriuaduAuaIAlasunIsUsIney AAvalal3Tuniwuian
UssluArudainainisniingdAuKWans:MuUIB JauvaInisioidgdia:
AUKDINISVDIUULERDNMDAIINNEDU 15U TsIIWWA souivi
AISUDU MSTUAKIAUIKET MIKUAAIUDAUIINBUINDSIGN
WAJUBUTMENOANTWBIIKINANUAZIBYAFIUUBUIMDSITNIA:
SIMINANDAzIBINZIRUSINAMD A EIazog TUAIUAAYDIIST
[GISBERRG

“sUme3ukg RN ogIUKINUUKIABTIAINIUIRYIAUNISSU
sTinisalugpadonkisssuitouloiBeatifonuuwnvin Ao
ANYDATITKINAIISITSKEDTU”
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THE PERFECT BEACH PERFORMANCE TIME

The Perfect Beach, 2018

Nov 2", 2018 - Feb 28", 2019 10:00 | 13:00 | 15:00 )
Two performers, aluminum frames

Wednesdays, Thursdays, Saturdays and Sundays printed tarpaulin, 250 x 440 cm
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THAILAND

BIENNALE,

KRABI 201

8 | EDGE OF THE WONDERLAND

The Perfect Beach, 2018

Photographs courtesy of the aritst
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Vong PHAOPHANIT & Claire OBOUSSIER London

Gilding the Border

Vong Phaophanit and Claire Oboussier have
collaborated on many socially engaged public commissions
in the form of large-scale installations and sculptural works.
Their collective work explores issues of deterritorialisation
and forms of meaning-making that exceed national, cultural
and social borders. For Thailand Biennale 2018, Phaophanit
and Oboussier generate a partly-performative installation
work which covers the rock surface of a small island,
located in front of the famous Ao Phra Nang Beach in
Krabi, with real gold. The gilding starts from the base of
the island and extends up for two metres in diminishing
gradations until it seems to diffuse entirely into the rock
surface. This creates a golden threshold between land
and sea, in a natural margin that is ultimately always in a
transition towards disappearance.

Gilding the Border uses gold as the symbol of
sacredness and abundance, and also as an object with
high monetary value. The work urges people to think of
Mother Nature as the centre of lives, spirituality, rituals,
and religions, and at the same time as a great resource
used to generate income. In Southeast Asia, and especially
in Thailand, gold not only appears in religious contexts,
such as the golden Buddha images or the golden Buddhist
pagoda, but has also been widely used as the material
for making jewellery and objects to represent wealth.
It is also used to signify the higher ranking in royal and
bureaucratic systems. Its associations range from those
of mystical illumination to financial investment, from
imperishability to merit accumulation.

Gilding the Border uses more than 0.9 kilograms
of pure gold bar transformed into thin sheets of gold
leaf. The area covered with gold is more than 140
squaremeters. Pure gold’s unique characteristic is the
durability, flexibility, and the bright shiny surface that
does not oxidise. One great challenge of realising Gilding
the Border for Thailand Biennale 2018, was to install
the gold leaf without damaging the surface of the island,
as the work must be completely removed from the natural
site after the exhibition period. Through a discussion with
Thai technicians and local gold gilding experts, the artists

Vong Phaophanit n1a: Claire Oboussier as1iassA
WaJ1USO UAUKa18BUTUSUNUUYVDIUSIRUINSSUIIAzNAIIU
AauzInonavuinalunyluwuiaisiseus Tneitou11$os1d
UNIREIVDIAUNISANAIIUKLIBIAZAIIUAAYVDIWSUIIAU
MaonIUNISHUUNTEIUTKUAAIVILIFUIUIAVIIIAUKSD
IUINENIBOD1R SMUUSSSU 1A:FIAULUBEDDNIINAU d14SU
Thailand Biennale 2018 Phaophanit 11az Oboussier 1au»
INUNISASIIASSANAIUTAI Tn8MISAaUWURDVDIINEIENT
AFI06USIDUMUKIIVDIKIND1IWS:UISUDTBDIF8IVDINS:D
F812IFUSans NMsUnnalfaInadyaidulurusduvaU
f1ua1avadiniziktoszauvalRotmzia 1d>0anaslavuun
M1IsuuUIdUAIUE] 2 IuRsAoudizAoeY nAuKieTAu
\Uou 1IMUIVoIRalUADKDINISAS1IVOUIFUFNDIANAT1]
USIDEUSDEMOSUIINKULIARUAIU doawauIDuNudIREd AU
IVHIIAUMIUSSSUDIRTUADIFUVOUWIBIMDAE1IIUAN AL

Gilding the Border 18noJf1vialulivoldoydnuaiiga
AIUANAANEIAZEINUVDISMNATYAASUZIA] WAITUNSEHU
uLJuaJvaJuuua’ﬁ'Gm'asssumﬁﬁﬂuznu:qusinaunmjﬁz‘sim
IM30YnIU WENSSU AIUIBD ADIUASMST Nazlugiuzvol
IkdInswernssumsinuArtiudaidniiuuuima lunbnia
IBun=3unonidelln lngiawizuszimalng nolAluiwed
nnuuldluusumvosmaul msasiisuinsw uSonisdszau
MnisImauaniu ixginnidog1siwsuarelunisiiingod
Usz6Tu V1ovoainodld nanifiosiuul sudu ussmAnm
||a:31u:5udjﬁj

Gilding the Border 18uaJifusausiiuinni
0.9 Alansu BipndwrAdunduiuuuly Aosulzthluusznu
ToudoUWURIVDIADURU VUIAVDIIWUMD IFIMIKUADUINNGT
140 m1s1310ms woJAntulakzimmiein UANAUTHWIAY
HAdUAIMU AUEAKYU 1azAUTU1Y TUMUARSEAU
oondiau lhuuodnazlyiluatuAuoinia Gilding the Border
Waidszn1edvod a31ianla ndilouoiuiinninizUon:i
ogiK130onTUlnan3 5 Alaiums Ingiaw1zo1unDIAIUSANS
NS=MUAUIAIOUIBU INaidukdolosiuaniavudnzadived
usNradyNUUUsAUTA IDo a1t VuifiuvouvadiFuna e
ImsaAuszauRotiwaiuwad Mlkuaigiudauiniziant
M&a085d08na130101A 1A3IAF1IAIAIsK31ITaNIK
AUAsINazlaniumuiInis

AU eid AnyiOuag118aluwaiu Gilding the
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decided to gild the gold leaf onto aluminum sheets, which

were later installed on the surface of the rock. To avoid
drilling holes, the technicians used small pieces of wood
stuck into the cracks of the rock as the foundations to
hold the aluminum sheets. The final process was to push
and nudge the aluminum sheets to fit closely with the rock
surface as much as possible. There were more than ten
technicians working at the site for four weeks, in order
to complete the whole installation process and to reach

“

the expected quality of the artist, “... to let the natural
objective quality of the stone reveal itself through the texture
and characteristic of pure gold”.

The illumination of pure gold from Gilding the Border
can even be seen from Poda Island, located more than
five kilometres away from the artwork. When the gold
captures the sunlight, especially during the late afternoon,
its reflection on the emerald green colour of the water
surface creates an unforgettable, sublime landscape that
echoes the harmonies of nature. During high tide, when the
gilded area perfectly meets the water level and creates the
prefect threshold between the land and the sea, the small
island almost looks like it is floating in the air. It is the
moment when the work is really standing at the edge
between the real and unreal. VM

Gilding the Border, 2018
Gold leaf and aluminium
(unfinished)

courtery of the aritst

Border Aomatnalunisfinsikunolfinelyialowuid
voJiniz 1oJinWanuAausHaiaiuisngnnonnauaan
1NSSSUBIRKAIIINGIIDAVDINISHANITMUSSANIS I1NNTS
KW1SoAMUITUIUTAMIIY SOUAUBIWSIUIYNISo1Ing Aatu
HaaullEN1sURINUMDIAIUSANEAaIUUIWUD=aTITIUUN]
Aouriztiuo:abIteuaINaURAGTIUUGDIN: D1FAEUTd
gainviluTusoakuriiag iwaldidumiulumsinsialasiasia
voJllWuo:alitGaoulamnoiAl nasigivatnnisynuln
INUD:a0IT8UINUUBATUAURURIVSVS:VDIADURU 38N1s
fINa12001A8AUIULINNAST 10 336 KuUISsUAuKIITU
Na13i1dJ Maosnsze:za1n313a0MK IWalkwaudonnany
AuAdusalavosAaluuiniign Gufo “misuanddosli
SSSUBFVOIADURUTANARIFIIMUKIUNURINASUNSIVD]
NNUMDIAT"

133a31IV0IMDIFIUSANEIINKWAIIU Gilding the Border
awuisnuodiFuldnsiinninizUon: WEJogK1IINKAIIU
n31 5 Alaiums Wovalriainaioing tngiawilugriung
1voduazasioualuuRodivesusnm AalkiAngDviAU
Aazviouncunaunaulusssusifog11inAsa 1I0umwinliona
duiFou Tugrohvu iDowuranosogluszuiuidedaussauih
1235131 FUIUISUAIBISIUIINWUAUAUMEIA 1M=EnY 14T
3:Rs1dAvADIanuaglusIma 1JudavruzinauAaU=Fiog
UUIAUVDUSIKIT1IADTUASIAUIUKMUINISDEIINIAASY
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Chusak SRIKWAN

PHRA-NANG / ws: - u1J

“The story began with one family. Ta Yom
Dueng wanted to have a child so he went to
ask for help from the Naga, the mythological
creature that has the form of the giant snake.
The Naga agreed to help but asked the family
that if the child was a girl, she must marry
the son of the Naga. Later, Ta Yom Dueng had
a daughter named Nang, who had grown up
and fell in love with a local man named Boon.
Although Ta Yom Dueng did not want to, he
had to allow Nang and Boon to get married.
The Naga found out and was very angry. On
the wedding day, the Naga transformed into
human and destroyed the ceremony. A hermit
came to help but could not stop the fight, so
the hermit cast a spell and made everyone
turn into stone. The house of Nang and Boon
became Phra Nang Cave. The sticky rice served
at the ceremony became the Fossil Shell Beach.
Objects used in the wedding became Koh-Moh
(Pot Island), Koh-Tup (Ladle Island), and many
other islands in the nearby area. The Naga
turned into Kao-Hang-Nak (The Mountain of
Naga's Tail).”

The natural beauty of Phra Nang Cave and the local
folk tale that explains how Phra Nang Cave was created
fascinates Chusak Srikwan. Although there are many
versions the story, Srikwan decided to create several
three-dimensional characters of the Naga, seashells,
a crocodile, and a house of the hermit as his way of
representing the story. All elements are installed along
the walkway at the side of Phra Nang Cave. The house
of hermit is at the center of the installation, with the
other characters being hidden in small caves or stuck in
the cracks of stone. The artworks themselves intertwine
with the objective characteristics of the natural surroundings.
In the afternoon, when the sun lights up the space, the
background of the limestone cliffs turns into a theatre
hosting the characters. The characters are ready to take the

Nakhon Pathom

“SUIUISUFUYUIINASOUASIMIEURISDINIS
Oanisludiouvaldwryriuiads=miugnld woyiuin
MounnalnkAssioulviiuinasouASINEUEID
anaid3zsiollfIKIIIUAUgNYIgVOINU N1aKDUT
AsouASIseURITgnavndudsisnunugnain
Fo31 ‘v’ wFVIRVUIULIARAIIUSAMIUUSEAT
KUUAIAUZNTIBVDIASOUASI M1USIU 8231 'Ury’
ludanAsoUASIMIYURINAzASOUASINIIIUSIU
Fu0usiosinsrunsisuld AUUIINnazy Iy
AlUIGiuTa DownyiuralausiuvidAlnssiAui
AsoUASIMEUAIIUSNI Ay Y1 Tududiunriiiiu
wry1u1AFI31a0uuyugiviolamDinngiginoull
MEsI0NWrymUzaglfoonukuUswnsAluIduna
aniien)Gilaardynogulinareiduisu 13oumno
nare10u 'miwszu1s’ Visikdeonounateidu
‘gaiunog’ viovoasiay natgidu Im=kdo 1n1=1uw'
nasim:zduyluvmlndifes @uwryiuialsnatedu
‘wisuA' ludajou”

9Nk ASVI0Y TASUNSITUMATINNAIILIIUMIUSSSUDIR
voIrws:u1J asi$oiavinJauIREIAURUMITAVDIM WS U1
BaiU313:0n1sia1sosplukatgsunuudisneiigu gang
iFonMizasiinannuaubmidusuwoiuia UAonKoe stV
1Az AsUVDIWs=018 1TusIMulunisiarisoasiiuiumiu
MsFiAdIUVDIARATU IIKasdudduvoInasiunnansialusu
IUIMIIIFUUSIDUEIUVIIVOIDIWSEUTI D1ASUVDIWS:N]E
siagidugugnaly s1edauddusinazasduy U1igndaulilu
g150Y G1IBARAIVIAUSO8INNVDIADUAUUUKUTNI WAJIU
Aalzwauwaruviduarunklivolwunsssuois lugiuuile
IDoNaIoinea1nao0IaiunluusDURNINAITU WUKIIVD]
utwiuuUsaniwnatgidulsiazas MedazAsK1IY wioua:
dwigoudounaulddlanuidizumnuins

gAnaUnasuassAnanulnulasunsIgumalinnkil
M:aIvalInuMAiUs:IMATng 1a:UnKBUBUANUUzEdazAS
uodanvoinklim=aiurdsuldlunisasiiassAawaliuAau:
$Huade isluuKnssy Thailand Biennale 2018 1JuASJisn
AadulliauoimadnaluuluiiuasisassAvolrulod WajluAau:
nnUsulikogludnuuzaluifog1fiusuiuu nazsnsluwui
nadl Aaduldpakatvifoulumsunanidanikainualg
vld wanamn K1 1azikan AoulizvudInauuIgIwui
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audience back into the imaginative world of local belief.

Srikwan’s artistic practice has always involved the
tradition of shadow puppets found in the southern part
of Thailand. The artist often uses the characteristics and
materials of shadow puppets as part of his contemporary
artistic creations. However, in Thailand Biennale 2018, it is
the first time that the artist introduces new techniques
into his practice. The work is completely transformed
into three-dimensional work located in an outdoor space.
The artist spent several months in the studio experimenting
with various kinds of materials, including wood, plastic,
fabric, and metal, before the pieces were moved to the
installation site. The association with local puppetry
traditions has taken a new form.

Each element in PHRA — NANG is made in different
colours. Some are very colourful and clearly visible while
some are made in darker shades and might be difficult to
notice at first glance. The colourfulness of the work adds
a layer of playful feeling to the myth, as well as to the
installation space. Some characters are displayed right
in front of the audience while some are hidden behind
the cave wall. The intention of the artist is to welcome
viewers to spend time searching for his artworks. All
elements are connected, not only to each other, but also to
their surrounding environment. The beauty, belief, love story,
and mystery are presented in the space that exists in both
the actual and mythical worlds. VP

1anianu Anuidoulelfuussiwdioiaunnusuilasuliioy
TusUnuunmnsiioanld

Istazdrulsznouvolwaliu PHRA — NANG DF&un
INNEIAU uBuFguanlanazuosiuldogiSaiau u1IBuU
Faubausdunazeiniazuoaizulunsiisn Fgunanlatsoe
Wuiyusuaunauuldausiuiunaswuis asanaulu
wsou AU FazAsUIIFINNTAITMsIKtIRouTuy Ui
UIEHONUTUSo U MUKEINTIM IUs:aIAADIWDITYDIU
WouldnatAuninanuaal: unasuvolnaliuinnisul
OAuidouleadadunaznu TUIWeIIksmK31IFIBUIURAadU
asvassAvuiiidu nsKkuiesIuTUBInUFUWUS AUWURA
1anJlngsou AU ANWIBD 1301510AUSN 13:ATUANGU
ikuannuniauas uAuluWui 3I5I08RINa1IsK31]
vstiauvoladtuidulsanasianngisiiuiudsuds

PHRA - NANG / ws: —u1J, 2018
Mixed media, dimensions variable
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Tori WRANES
NAAM YAI

NAAM YAI literally translates to ‘big water’ in Thai.
But in the local dialect of Krabi, fishermen refers to the
moon phase when, in one day, the difference between
high tide and low tide is at its biggest. Tori Wranes takes
this natural phenomenon, so familiar in the reality of those
who live by the sea, and injects it with her wild sense
of imagination. For the locals and the Oslo-based artist, the
latter whose practice is engaged with expanding physical
and imaginary limits, NAAM YA[ offers a time and space
for an infinite spectrum of possibilities.

For the opening performance, a dozen of long-tail
boats flocked to where the locals of Railay beach called
'Happy Island’ The limestone cliffs that form the island were
tinted amber and contoured by the crepuscular hour,
revealing each crack and crevice morphed by time. Strange
shapes were sleeping on the lower edge of the cliff while
several more were scattered near the water, perched on
surrounding boulders. Their entire body is covered in reddish
brown fur and the back of its head is partially covered with
bald patches. Their hands and feet are amphibious,
shimmering with iridescent purple like that of fish skin.
Wréanes imagined these creatures as indigenous to the
mountains of Krabi; their hunched postures droop like
the limestones that were surrounding them, as if they were
born out of the dripping tears of the mountain. These physical
signs of adaptation and evolution can suggests their existence
from the past, but also hint towards the future of a possible
intertwinement with the planet’s existing species.

For a brief, eerie moment, all was quiet but the
incessant crashing of waves onto the mountains which
seemed to breathe simultaneously with the bodies of the
creatures. Humans and creatures alike experienced
a sense of being together in this small, hidden universe -
acrevice in time. The performance began with a Pi’s guttural
drone that soared through the air, played by one of
the creatures. Two more creatures responded with their
Pis before evolving into a slow-moving chorus. Wranes,
who took part in the performance as one of the Krabi
creatures, enacted a vocal response in a high-pitched
and pre-linguistic quality, for the expressions of these

Oslo

NAAM YA Ao ‘diiucg’ TunmunTneGuidusninau
foUszuIluTIKIANS01ENA1HIRAVINIITUMS BDUMSIAU
divuautastundasubanuimnsiaduuinian Tori Wranes
d1Us1NONISAisSSUBIRRAUNDIAEDE AUMzIaAUIAY RIS
NazaonIMsNEDEIUNUINSOUNININU - duSusIdUIUnazAatu
Nnooala (Wa§1IWanui3 1678 MIsveI8vauIVEMIINIgNTWIIAS
JuMuINs) NAAM YAI driauapatiazaniunainsuanuidulu
Tauinugduatius

TumsianaUa 1$0u1I810UFUY 1U1SOUSTIAU (U IR
aulumnlsiaiien3t ‘Happy Island’ WikuyuAnosUiduim=nkid
3oFNnIszidovolnalomng g1uidunineliikunnsagimn
Sufuwanuvaimanal 2035msUs1Uany Kduoguuvauw
Suds na:nssinnssneoglindmoth vukudoulundsouy 1IN
volJuunaaualevuEiimannd 1azikaskobnuidukgouy
wongubDonaziiniuudnsazidudiaziduun G1aiidoizuod
wDouRoUal Wranes 3umuinis3nai083miuariAonogo1fe
Wuiloavoinivaluns:0 uairouy voiwanduliuaiunulou
Ruyuiagsauy sAUIARNTINKEIAUMIVDINIVI S0yryItuNTs
USUBFIAz3360UINISIBINMENMWIKATT013 T IWe IF0 8 11156115
ogvoiwonguluonm 15gIuonlUiINISNAUNAIUMIIAIEWUS
rshssoguulanluounam

Tudovruzduy AOUsseIMALIVUAN UNFI38uain gnidu
iFIAAURSAlvaRuDEIMaItDd s1PAUNIVIAAIKETAlUWSDUY
AUFITFIMIKATT 1A5IUUBEDE1IWINISTAZWINTURTRSURATU
A1tinvainisogsouduluinsialany nsouaglusogiunval
manar msianiisusiunnlasutivoldios3msoulinassvull
UUWY F0B3M3nanlsdmouauaIAulvalsidioinaulwiuuill
d1383Us=auluIno=519 Wranes noasussulunisiandiduzs
U33mKUINDUSURAI8IZEIZIIUNMHILUIRNY fY8ANUANIK
VoIFITBIMKATIUTR0Iva I UG URLIWSDUAUS:UUNIUNG

Wranes $5ununuldnaumiiaifuagilnddanoumsiany
IWoUs:WUSAUMSANNAUSIHIIAURSWUUIUVDIIneAudtinua
aumsTUIUUVDIIsDID] MSIFWIIWAIVDIFITEIMWINTDAM UL
Us=iulao813n83 81330an151MsMouauaImIoIsuailusiaisy
o1y rnislaguiaziiwondudalneldnouidnuinniinisis
AUIVITA

1FuidrFovol NAAM YAl dilnasonlUBsaunlulsiuig
FOUMBIUIDI 130I519VOIAIOWUSTKUAIWIAUWUTAIWS A=W
na=wruurTUIT Ui uIuTUU ANAUWAIUBTI 1D JIVIAUIURIUINAS
WANWAUNAUURAISSSVDIIBiazAU
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NAAM YAI, 2018, Performance
Photograph courtesy of the artist

creatures operate beyond the hierarchy so embedded in
the systems of language.

Wrénes worked closely with local musicians prior to
the performance to compose an organic hybrid between
traditional Thai tones with her own musical sensibility.
Witnessing the creatures’ song is profoundly moving. Perhaps
it was the act of receiving, of feeling instead of comprehending
what they are conveying, that might be stirring all these
emotional responses.

The reverberations of NAAM YAI's opening performance
were instantaneous beyond those who witnessed it
first-hand. The story of this newly discovered species
will circulate and evolve into new myths, hybridising
itself with the weird and wonderful imagination that each
individual brings with them. PA

NAAM YA|I PERFORMANCE TIME 2018

Oct 31 : Meet at Ao Phra Nang Beach 16:45,  Performance starts 17:15
Nov 1 : Meet at Ao Phra Nang Beach 13:30, Performance starts 14:00
Nov 2" : Meet at Ao Phra Nang Beach 16:45,  Performance starts 17:15

245



NAAM YAl 2018




NAAM YAI, 2018
(work in progess)

Supported by Arts Council Norway, Performing Arts Hub Norway, Music Norway and OCA, Office of Contemporary Art Norway.

and Bhu Nga Thani Resort and Spa | Thanks to Tone Kittelsen, Emnet Kebreab, Monika Lyko, Antti Bjgrn, Nicholas Khandji,

Anirut Kuwalairat, Santisuk Anantasiri, Kunlawat Loedbanchong, and Kirada Pipattanamongkol.

aduayulag Arts Council Norway, Performing Arts Hub Norway, Music Norway, OCA, Office of Contemporary Art Norway.
lazyKI1s10 3aosu ous all | vovauaru Tone Kittelsen Emnet Kebreab Monika Lyko Antti Bjgrn Nicholas olsua nadusmd

aurav oUUMAS NAadK 1aAUSSAI 1azNSN1 WWKIUIUIAA
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Jana WINDEREN

Through the bones / Wiuns:gn

“Listening through the surface with a wooden oar
to the head from the Arctic to the Tropic,
connected by the Ocean.”

Jana Winderen have been listening to the health
of rivers through the sounds of the underwater insects, as
she has for several years listened to the health of a coral
reefs through inhabiting crustacea, fish and mammals.
In November 2017, she travelled along Pali river guided
by a local fisherman of Tha Pom community in Krabi. This
journey is wholly dependent on the tide: boats cannot
depart or return if the tide is too low and the time of
which this occurs changes with the moon phase each day
- only through lived experience can this window of time
be accessed. Enveloped in a green tunnel of mangroves,
eyes gliding over the infinite complex of roots which reflect
back the sharp echoes of the engine, the boats steer pass
a small fishing village of Khlong Kruad and several fish
farms before reaching the river mouth. Agape with stillness,
the mouth stretches into a horizon dotted with islets
in darker shades of blue.

The local fishermen demonstrated the ways of listening
to locate fish below the surface by putting a wooden oar
tothe head, a technique passed down from their grandparents’
generation. Through bone conduction - a hearing mechanism
that humans also share with marine mammals and fish - wood
connects the body and the world below, transmitting
the sonic presence of underwater creatures to the human
skull and directly into the inner ear. Corals, fish, crustacea
and mammals are just as audible in the belly of the
fishermen’s long-tail wooden boat, acting like a large,
organic amplifier for the soundscape below to resonate
above the surface.

The ear-like, long-tail boat is a space where many
stories and knowledge are exchanged. One of which is
the knowledge of the tide: during ‘big water’, which happens
twice a month according to the moon phase, there occurs
a phenomenal stir in the tide movement, fusing the water

Oslo
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with torrents of new salinity and temperature. It is a time  1dg3lUwSounu
for immense activity for creatures and, indeed, of sounds.
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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
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Through the bones,
Pratuang Jakkaew (Us:zifiod 3nsino)

Photo by | mwnslne Lena Winderen
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Through the bones
The listening platform

Photo by | mwnslne Jana Winderen
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In collaboration with Palin Ansusinha, Supan Rachakan, Usen Sumalee, Saman Samanbut, Pratuang Jakkaew, Yo Mukura, Supod Jakkaew,
Suwiwat Wongkanjananukul and Gai with signage designed by Philip Marshall | Thanks to Rungrueng Ramanyah (Bang Nee) |
Supported by OCA, Office of Contemporary Art Norway

SOUIUAU UNAU SIAAIKA GWSStU S10N1S Qlau aula aulu ardeyyms Ussidod InsiAd 191z YAs: awid Insind 330U 2JAN10YIUIUNa Nas
(1) with signage designed by Philip Marshall | vovauaru $31307 szuUues (030) | atGuauulne OCA, Office of Contemporary Art Norway

255



Through the bones,
Saman Samanbut (AUTU AW YUKS)

Photo by | mwmglng Jana Winderen

Through the bones

Suphan Rachakhan (gwsscu s15n01s)

Photo by | mwnglne Lena Winderen

Through the bones
Ajjana Wajidee (53u1 2:33)

Photo by | mwnslne Palin Ansusinha

Through the bones
Yo Mukura (181= JAs:)

Photo by | mwniglne Lena Winderen

Through the bones
The listening platform

Photo by | mwniglne Jana Winderen
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Amber GINSBURG, Sara BLACK & Charlie VINZ Chicago

Le Musée du Grand Dehors (The Museum of the Great Outdoors) : WWsnrurinkilanniguan

A 100 foot or 30 meter long commercial rubber tree
is felled and sectioned. Then a portion of the tree is
transformed from wood into charcoal, or pure carbon, in
charcoal kilns just a few kilometres away from the site, Than
Bok Khorani National Park. 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.

This Museum uses the conventions of museums and
park systems, and the trees’ forms as a conceptual lens to
expand the way humans inscribe meaning onto the nonhuman
world, including the phenomenon called “Nature”. The title,
Le Museé du Grand Dehors (The Museum of the Great
Outdoors), is drawn from the work of the French philosopher
Quentin Meillassoux of the speculative realism movement.
He refers to le grand dehors, or the great outdoors, as that
which is outside of possible human perception or knowledge.
There is a Western philosophical viewpoint that asserts that
human language and thought produce an inescapable lens
for humans to perceive the world. If this is true, humans are
necessarily limited in accessing the nonhuman world.

The carbon cycle is the system where all planetary
carbon is stored whether in living beings, the ground, the
water or the air. Humans are also comprised of elemental
carbon. This work offers a glimpse beyond the edges of
human knowledge and into deep time, which can be
understood as being on the scale of geologic time periods,
rather than a human generational scale. The pure carbon of
this charcoalised tree section, now sequestered for up to
2000 years, is held like a long breath, within the larger
planetary carbon respiratory cycle.

Fragments of thoughts, philosophy and poetry in the
form of the national park’s signage encircle the site,
demarcating the conceptual edges and sediments of human
language and knowledge. The exterior of the Museum is
covered in locally produced rubber sheets that visibly
transform with time. The semi-porous, metamorphosing
walls of the Museum - a living and breathing structure -
initiates a shift in one’s perceptions when crossed. Designed

FUg1IM0A2UZIUSIUICU 100 WH 48951 30 1umsnnlAu
nassiniOuviou Huntinnirldndsanmwinnidlknate Dumuuio
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aukieladue1duIUKIIKGI neludginsmiskielavoiuda
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SudHUMIIANUAR USBry1 azumn3Usinnogsauaniui
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Le Museé du Grand Dehors wsouriouSumnau Tuigiou

UNSIAL 2019 WWsArUAIAIU ‘Forest University’ MIBryoou
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Le Musée du Grand Dehors (The Museum of the Great Outdoors), 2018

Carbon, commercial rubber tree, rubber, various construction materials, signage

to direct natural light from outside to subtly illuminate the
carbon within, this all carbon interior suggests “the great
outdoors.”

Le Museé du Grand Dehors welcomes all. In January
2019, the Museum hosts a ‘Forest University’ where thinkers,
activists, and visitors are included an open dialogue, which
takes place regularly and spontaneously. PA

(work in progress)

a1dnAn UNAInssu nazyuldoulikivisounisaumuiiuuidn
Firznnvuidudssnatlngsssuoim

Thanks to Paramatta Chuaykarn, Peerapol Ngiampaisan, Krabi Charcoal Factory and Than Bok Korani National Park
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Le Musée du Grand Dehors (The Museum of the Great Outdoors), 2018




Richard STREITMATTER-TRAN
& Visarnsak SAVANGKAEW

Anima

Richard Streitmatter-Tran has a wide-range of practices
but his recent focus involves the investigation of materials
through sculpture, painting, installation, and drawing.
Continuing with his previous exploration of the complexity
and excitement of natural materials, Streitmatter-Tran
brought to Krabi a strong vision of a deep forest where
animals exist. As part of an arrangement by the Thailand
Biennale to connect artists with local residents, Streitmatter-
Tran made a strong connection for a collaboration with
Visarnsak Savangkaew. Visarnsak Savangkaew, a Krabi-
based sculptor, has been making Thai traditional religious
sculptures for temples for more than ten years. The two
artists decided to install their collaborative work at
the base of the beautiful waterfall in Than Bok Khorani
National Park. Over the course of six months, the two
worked together from Streitmatter-Tran's initial sketch
and discussed how to build an artwork at the site. Their
discussion included how to respect the natural scenery
and how to comply with the nature conservation
and protection rules set by the National Park.

Inspired by the mythologies of Manohara- the Kinnari
(half woman, half bird) heroine in Jataka tales, Streitmatter-
Tran and Savangkaew created Anima, a group of nesting
sculptures in the shape of various animals with a core
inside that are figurines of the Kinnari goddesses and
mythical creatures from the legend of Manohara. Anima
comes from the Latin word for "breath, soul, spirit or vital
force". It is also used by Carl Jung to indicate binaries of
males and females. These human/animal hybrids from folklore
reflect the important yet fragile relationships between
humans and the animal world. As the sculptures stand by
the waterfall of Krabi for the duration of the Biennale, the
outer layer of the sculptures is expected to eventually
decompose under the rain, wind, and sunlight, to reveal the

mythical Kinnari inside. NW

Ho Chi Minh City & Krabi

Richard Streitmatter-Tran WarJlukainualg ix3ngJidu
voliviDoluuuuGAons&15333an 137 WiuJuUssfuInNssu
IMSNSSU N1STAD1I 1AzIIUNA WAJIUVDIASIT Streitmatter-
Tran AiluziZuitoinniudouKtn nividisrInnuBUSoUNa:
uraulaiinsmnausssusid lunisiiorulul1Znntans
01A80g lazUoldwuiuAUWDIAUAMII Thailand Biennale
TRUnuUI8TK Streitmatter-Tran AgEnBIAMUIBoUTYIVDIIVA
AUUs:FUINSDE1I3Mafnm a3131Ad Kas1i31uls=Fuinssy
mamaulkauiluTaxinns:0uruunzut AaluniidoIfinau
[MausIuAU U auatunkisImsIstunysl Maons=ez12a1nin
6 15U WINIVIKIIIUSIUAUIINNIWS1IVDJ Streitmatter-Tran
lask1301R89AU3Ea$1INUTURUREINE19SIUAU Biunaunud
$HUTURINMSTAADILIATSWAURIVAURNIUSSSUBIR lazsz1T8un1s
VOIAMEIUIKITIFNAI8NISOUSNUAIINNADU

Richard Streitmatter-Tran nas3mafna a31ndd 16
issgumalivinsuiuulusii uéoaus (Fi033mAdiAunsiun)
TussstuAd nazwanivifasty Anima 3310usuUssAuINSSUR
Soufuaoisulusuvoldnssiay Tnedaudnazansluriuiu
134 NnshuuulusIKogMsINall A131 Anima U131INNIEIaTFU
Biuureiy “aur1ell INIYYIU SynyInu KowaIBIM”
nazduAi Carl Jung 18TUNISEDHIMIN1:VDIIWADIYIIAZA Y
Zambuanwaundiaunsianssubaumelavolsiiuiudazasi
A9FUWUS R AN K IUsIzUIszud1ITanvalAunazams
sz14313UMnssANTs Thailand Biennale Aadumnndisnlnsiasis
MYUDNYDIINURFIDEVIIUIMNTIzADYY KanaonoonIDo
Tnuau Wu udonasonmmy nazidaiwslkiFuauinognislu
Tuinan
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Anima, 2018

Unfired clay, coconut fiber, cement, iron rod

Thanks to Amornsilp Thongpeng

vavauaw ousAald noJiwg Site-specific installation, Than Bok Khorani National Park, Krabi
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Rikuo UEDA
Letter

Rikuo Ueda is interested in the forces of nature and
the cosmic view of the world, especially in the secret of
the world that quantum mechanics offers. Throughout his
career, the artist is known for his unique practice of
‘wind drawing’. He sets up a very simple mechanism which
allows nature to create a drawing. On some occasions,
the wind carries along with it a message. He said there
seems to be no difference between life and death in
quantum mechanics, which shares the same viewpoint
as the Buddhist and Vedic’s philosophies from thousand
years ago. In the artist’s perspective, the contact point
between the ancient philosophy and the contemporary
scientific theory is the ‘edge’ in which opens him to the
wonderland.

During the site visit in 2017, the artist set up a simple
mechanism to draw a postcard using a garden leaf
and the wind in Krabi. He sent the postcard to his wife
who had passed away. He has been waiting for her
reply ever since then. In Thailand Biennale a year after,
Ueda sets up a wooden frame in the form of a house
in one of the ponds at the Than Bok Korani waterfalls.
If the water level is just right, the house, which is
supported by scaffolding, gives the effect of floating
on a pond. The house has a pair of long white wings
created from wooden branches Ueda collected outside
of the national park and the white fabric he brought
from Osaka. Assembling them with a special mechanism
he made from his studio and river stones, the wings
become a medium that helps in writing a reply message
from the sky.

Alongside the wings house, the artist created an Orion
constellation around the work. The project consists of
seven metal plates, each of them representing an individual
star which is combined to form the constellation. The
constellation function as a guide post similar to the
original Orion constellation which is utilised as an aid to
locate other stars. In front of the artwork, the artist also
displays an acrylic sign on which a poem is engraved that
describes a journey taken in his early years. Combining every

element of the work, Letter should perhaps be viewed as

Osaka

Rikuo Ueda auldisoiwdisssuoifinazyuuainalan
Tunisnsmaa Tnglawizidoincuiuvallanisliiinnamans
AYDURL Maoa3imniskiatuvalivl Aaduiduisinain
‘mis>mniwan’ nluikboulas davaldnissianalnites i
:ddosliksssuomidusiassaniwoaliidive usasIaw
:U1a1SU1I081IU1AD8 1VIUDNIUNAMAKNSAIDUNL 3O
1azA UM enMulUIMNMIIAU IUDARTDINSOUAUUST YT
wusmaulazws:puibouatowuUnou luyuualvaiAalu
IFoUNMDSIK31IUSTYIlUSIUAUMO BRI NI MAaRSSIu ATy
Ao ‘o1uvoU’ MIBoUBDSU31IIVIAUIAUUKAISSE

ssu313Msundouanunlut 2017 Fadud1inalnitey
iwod1nluanmisalneldlulinazauvoliiuinns:d 1v1d]
TUanmsalulknsseinariau 1azginsonssounduduissudu
Tu Thailand Biennale kUJUTKKAI Ueda asiilasildsuuiu
vulutodniandandimnsislunvsd Tnsagiulbdgnogiu
duswu MlkgiubourhadsassogluvoiBossaudiinuizau
GrubUnzvidaAutiniiannaslilaeldnalnwiAuiiviviii
awslona:oru g UnnaneidudonalkiCosuuiveuvoniu
sounauls

usNNNUUTTNIEY AAUUSIAS1INAUADUNEWSIUVUSDUY
Susiu lasimistusznoudduiwanlau: 7 u idazlunnu
AdIBazAdIrs uAuIdundund Saihuiniiduinkanadiy
AUNAUATIUIEWSIUVDIASIUUWIRTNDNISTUNISAUKIATD
n235uy AatugaiUioozAsanadnumnndionl3uinduiiu
Ingusse19dIN1sIAUMIITUTIISIUUUYD IV IDDWAUKAIU
MNoJAUSINDUIVIADEAUNAD Letter o13fio1tuAIU=UN
NAz3NINANISAUMUT MadnlNnssANS 4 15ou Un3zlnsSuay
ndimniazlautuiveudimouiinnsseivolAaduallu
NS=MBINKUIE WD AUIFEIVoIAUERMaIKuonigAulUsde
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an instruction and a stage where the communication

happens. During the four months of the exhibition, the wings
will receive wind from the waterfall and use it to draw
a reply from the artist’s wife on letter paper. It will be
written with the sound of Kinnaree plays. VP
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Letter, 2018

Wood, stone, metal and paper
140 x 190 x 220 cm

Photograph courtesy of the aritst



Letter, 2018

Photograph courtesy of the artist




Letter, 2018
Photograph courtesy of the aritst

Letter, 2018
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VERTICAL SUBMARINE

Singapore

Mirrors and copulation are abominable, since they both multiply the numbers of men...

One of the aspects that is prominent in Vertical
Submarine’s practice is their interest in creating concep-
tual and visual interventions that shift the perspective of
the viewers. Their works vary and include installations,
drawings, and paintings. The collective has been actively
working in Singapore and beyond. They are interested
in engaging with the given context or site-specificity
with an element of textual analysis, storytelling and a sense
of humour. Mirrors and copulation are abominable, since
they both multiply the numbers of men... is conceptualised
as a labyrinth without physical walls or boundaries.
The artists take inspiration from the diverse pathways
the visitors can take to reach the Than Bok Khorani
waterfalls. To make use of the unique setting in the
national park, the artists create a sense of déja vu using
their artistic intervention. Due to their primary interest,
the artworks are products of reflective visual mediation.
To achieve the effect, the artists thoroughly explore
the national trail leading to the waterfall. Responding to
the experience of walking in the area, they later create
two wooden, abandoned stairways that are identical.
The artists intentionally manipulate the bridges to make
them larger than usual size in order to create a sense
of wonder. They carefully choose two different locations
for their stairways. One is located at the east-end of
the trail. The other is at the opposite end. One stairway
is facing the audience although it was a bit further
away from the walkway. The other one turns its back
to the audience. The viewers encounter two similar
abandoned bridges in seemingly identical settings and
space. Through these repetitious encounters, the viewers
would experience a sense of déja vu, questioning if they
had returned to where they were earlier. It can be said
that the project is thoroughly related to the theme of the
biennale; the two artworks are sitting at the ‘edge’ of the
trail waiting for the audience to discover. VP

niyuKtanianisuluiiuval Vertical Submarine AoAdU
aularwonividsionisasianmisimsnio iz vluiadiasFoviau
A3HUROULUUDIVOINTL WaJIUVDIWINIVIDHIIMITUTAINI
TUauBsamsnssu AaUundulinehnunludialusiazuszimasun
woniviaulalunis0a us uAuUSUMATASUKED I UIaWI=ANTUR
M02IAUS=NDUVDINISIIASIZKIBIFUM NISIA1130] 1azo1suAIvU
Mirrors and copulation are abominable, since they both
multiply the numbers of men... nn>13uTuriAUlKIduUIVIDINGK
s iannmiwakdoiFundlag Aatulansigunialinnidum)
vinueiuldouauisnidoniwonsilugsdimnsisiunvsd
Fatuldainuasinauwiavluaveiunkisisiunisasiodidn
nuuininRlneldnisinsnioiniiAadzvoiwonivl JIufad:zAo
wawanvainistasAsIyisoInwluizidiasizksuiduanuaula
Kanvoiwdnivl iwalikussawal Aaduarams:oudumiadisin
TuaMETUIKIDF aziauiizasgulalbnisudikbouduvuu
aoJduiwaldunismouausiUszaunisaidlfAsulIINNIsIAU
Tuwui wonivisaladgandalazwiulkbvuinlungnunsiwo
a$138410nvoIAMUWAI MIF31E0NEIKUIVDITUTRADIIK Y
28 IWAWNU Suklisiognanuatolim:Susonvalldumiy
3N3UBIEAAMINSIAUVIL TUlASUKTIKUKIVIKIE DU 1031
g i1IoonlUANmisiauiandoy d2udnNoukuKkalliiou
Woualdwuauawius1InAd e auaIinsioglusiuuIno
aNKaIAAEAZIAU B3 IKouldlus:aunisaiAuncudEn
IUUINANY 133389318 101AUdUNFULIAIRIsNKéaTU uaniIn
T TasinstgalasunsooniuulkFUWUSAUIAUVDITNSSANTS
NuAaU=a0IBuURIogR ‘Trevau’ 1Fuml solklAuLIAUWU

276

810C 19vYY "ITVNNIIG ANVIIVHL

ANVIY43IANOM IHL 40 3503

277

Mirrors and copulation are abominable,

since they both multiply the numbers of men..., 2018
Mixed media installation
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WANG Sishun
Apocalypse

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 facade 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 aresult, 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

Beijing

UssRiuinssuiudnvol Wang Sishun 51308 AM1I1IVIVO IW U
aunkikdiluiandnns:o GuAoaneuniioimsislunysd wo
wssouUveovanduifiuinidag1aiasiaziunnsunou K1ilna
1NTIKO=IUGIsTAIAzIUN8VDIBIMUS=15U 1dumiidinay
AW U USNEIKIT TKATABUBURAIWIIKaURU
AUsUTGIMIAvuiauEuIdnAau siulnanmaiiuintudnnlanssag
ANMUAIUSUIBUTAAULIFSIE1IY 0onTU s1AUNaTubUKynTl
$ITUSUMS USTRUINSSUMKADUSIUIVIAUANTWIDAEDUSSSUDIR
suiisuaiulnesoutiDumsasiikurasuikadfounlivuuiluy
uumdiauRuvsvs: Inegidudruntslugawaiiu Apocalypse
ARatuIsUMIDaU 2015 MasaKa1wUAKIULY IVIIAUA=AURU
wa1u$o8iouINdDMNYLIAN KITINWURKIIY MADAIUBUBIFIA
SMaNUNMKaINKa1y I1NDEMIAzIINDUIAK Wang 13131
RUIKA1T019 701 0UNMWIKDDURSIUSIU IM30YYIUVOIUYBE
flasssu ASUST o=MINSSU nazAUAMEluULBENAL’ BI8IKNT
VUIR SUMSI ZFU IA5WURDAIANMIIAUVDIKUWINTI3Tuauun
voJadltuKuainualtsnazaduidudiianvoluyuyd 0g13lsAR
ISANYIAULUUE AIBINEIAUINYSINTIU VOUsABIMUULE tulUIs)
KulaWiunszuduNIsMIssaidneInatgsSouaul nNANIBIEIA:
nosulneoiNiAiazNIanal Wang 1auo3101¢0udug1dvoiiku
o 1KloUUVE 081IFUITI 1Aaza1UISNHUTUT IUKINIWE 11
UssSAAIansIazosmINssuvoIuyue AUMIYIUW GOUIKKT
gnaaufouRuvoIvVIIIdIAUDUIIABFERDAILITUUS AU
NaziAuaKgIR) JuRonsiUnINgUIIDE1IMUBD Apocalypse
311t AN UIBouleaduws:AUASTUITaludduRIEdI8NS
vareawlan JuAdiu1InA131 apokaluptein Tuniyinin
Bauwrets ‘msiUaldy 1a: ‘msidaing’ lunudul qikdoud
RaduizsouanInNuUKUIBTIvIsIsAU 10U Apocalypse Tugius
NsiUnINeVoIWsIguyuseoIfiKiunisasislan Uss3smans
nazé1tnvoiuusd  GI0uU USsRUINSSURMIIIVIQUETUIKIDF
Fn0uialoudweinsaikionisiUnINg MIUNATISSSUBIR
BaUszamauiariig Uan31IVunammsskInGIzanndouuinvu
NuasikuKasukadliZoIBrylkIsIEISIAFIDINAIAINWY
AUDEAM aulAn nazUajuuvalst TnerAatuflusrsonsiisia:
TAwuIauDRAIssSKSDIURMNIWYDISUFUTaN

280

810C 19vYY "ITVNNIIG ANVIIVHL

ANVIY43IANOM IHL 40 3503

at the entrance of the national park is a kind of prophecy,

a revelation. Immersed in nature, where senses are
extended and become more aware of the surroundings,
this reproduction of a molten rock invites the visitors to
explore themselves and question their past, future and
present. Whether one will find a wonderland or an apocalyptic
vision the artist does not know. FM
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Apocalypse, 2018
Metal sculpture
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ZHENG Bo

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 “Life is hard. Why do we make it so easy?”
is modified from Jon Jandai’s famous talk “Life is easy.
Why do we make it so hard?”. Jon Jandai is a farmer from
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

Hong Kong

Zheng Bo 10ufalu Univeu 1azo131s8 WUguas1iassa
JuAaUsmAes g AUUsIAUMIIFIAUIAzS:UUTINA Aadu
gaxwaulilas$iAudAuaRmiazIunuInIsiilanauiAnKiu
YUUDJIVDIWOWSSUSSSUBIFIa=dfo1gvou

dwmsunuumrnssuAadzuiunofisznulan Thailand Biennale
Krabi 2018 A31T AaUUDIAsIMswazidesalannuidiwnnumans
NnWusWorausnifulmionulfnalIoIMA naAaRIWautU
vMiunalsussginmasuivedvinelugueiunkisiisisiunvsd
QU VOUEAE1IA1908 UUIAUMIA1SIAsSSUTIRATANA1IQueTU
nvnuNdoulzwuauAidg wnlesoguuriuly 1d>33A0uN
$ouseifourua1dudualannudinadluinan

TuiiouwnAInIuu 2017 Aiuwl Aatublomaidiou3auna
gusulanndelivioiduniinyilus1dt lusnos13n audn
ns=0 athlnsueaudAng Uiuuny utaluAlnssuvaindufanisth
wusnaseliiosaudruntmwizwusldnauAugdr niswuu:
waAuASIduhikRadusinaulavuindoudtuRad=voaivisoufiu
nduruaniaeandeliio Bunkil 1duous31 WUSWoRwINIV]
1FonlslunisasisassAiiunsid AowusnasreliWolnu 15U
IVIND1I80U IVUNIER 1A:150313uKkad] Bioonnonluddinalfed
AuluuKnssuAau:AsIT

alannu “d3mduegrn virluisiioiilfduiire” anndal
UINNdAAUKANA1TRgTIU Fuln W31 “FImdunauite Wiluist
failiuein” Tau Juln 1Bus1dlsiaztinAinssuiwoAMUGITU
HAoMIAUEWUWSSIU - IUSAWUSIKIBSM uonand vigaidu
Was13nsIvuindoudrAngvoinmsadsiuauludssvalne3nsoy
AatduanilalFinanvollau Juln iwolaua3nnmvolsuu
GoaludniuuKds 100331n33muulanty1aINGyud1Au
MiAdMugIgnazeme - suldnasisiuiawusualodiuiuia
Maono1yvVe IMIWYIILENIRLIAITUTRDESDOAIUATUISTIFIUTH
WUl — vousiGednu UyBgISTUIIAUNAUIATIAD I
AMUemelunstsdinuiniAuly AU lF3EvoIFI083mK1IY
TU3=0unusddoauipiniaasswdinsuy wnwunusivasuld
Juna1giduziennidu
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Life is hard why do we make it so easy, 2018

Site-specific installation of orchids on bamboo structures, dimensions variable
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JIANDYIN

Ratchaburi

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

01WAMEIAS [Ns:=U: HUNUUGUBUWAIIIUFIVED]

Krabiis 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
Community] 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

ns:010usnubaamuiiodinudidoIFusuiniianias
DundaluTIn3nnoams1n1sIAsyIRUIMgIRanvaiuszimalng
FI8MAURFAAMINEINN B18KIARVIDADIN Movikuduiau
msskdu naztiusuanuauysd Mkns=00ANuNIWingI8 ]
TumssigadnioaidesnnrsludssimAassuszna TUsII
nsinauIuuuIuo Fibol 2549 F1uduIdedTuIINK1I
US:II/IFTI\T\IIUU'IHVEUI/MU Buidedauiiuoulsansuidnluui
MOUSUMUAIIUNDINISAFIVU NISWSUUISUSIAISIFINATD
F10113:s0mi5AaulUuSuurIAu nolKIAnAUEULD
TuUs=IBuTyK1130IFIN0AEDU AINIUIAZVDAIIAUINUIY
IAAVUIRDAUKI3EUNTDIAUIUSIEUIIVDIS:UUTIDARUUYE
FDJoFOWIW ]

Free Sun Days [Krabi: Model Study for Green Energy
Community] 10ulasimsAal=iduausinuAatun Jiandyin
TUANUUEVDIAINSSUMIIAAUADAIILUIRYIVDIAUTIAL
gidwsuielumsanasuiiikunanudriAcyvoiwaliumaidon
Jiandyin as1iadovigAduS UTovoIAuMeluWURNS:T 3 Ndu
ToviA simMuRUsznounIswaliiumididon lngiawizwaiiu
NNNFIDIANEY FINMUTUSUATUADD12UN] —snlnga1sarsiscus
312U13 1amnIswu 95nabe Gudinmd nduauikatidu
120813V IAulUBUBURESIBIMagTUBIOVOUIIKINISWED U
voJououIlol AdNduAURWEIEIUSNSNANUAIVDIgUDU
D& UnronuTuAI-GIBUVDINISWEIUT nazluvruzifedfu
FDINISIASNIWIAzAIUIATIASUTUNISIVITINISWEUUIAINATD
Jiandyin a$13asSANAIIUSIUAUAUMIATUNAUIWND NS UAIL
$HubanaznisdarussuvaiauluNURAISIS Uz

RadufinsiissuuwasiunaloringlSuusnineals
a5z BIA:3I0USDUBDITDIMUUNEIUBIINAINAISUIRD
INUWAaIIU 1a>3:0nu UISTumisiknasainivoinaonlw LED
nasUas:uuiFuIaundnfnsilsuusneusibosnnoniiluion
TUWURIANI19a1Na1AU s:UUNISHIITUVDINAIINAzIFY ]
1Bouroluius:fivinssuluWunaisisuz3idog s iGulu
INIDASNNANIINU WOUATUISNFUNARIUSAUINSSUIWD
IUns:uuazNssuNIsMIIUVDINAINazdsd MNAUMSIUAUG
Maons:uzidalkaleauUsiwaiiumiaidondusslgoulunis
grusnusssuoimvoslanlul iKduiIudigirdulandging
WIwawdinunnidoiwaiwoasaiduuan Free Sun Days
[Krabi: Model Study for Green Energy Community] nnaoniiuu
Wolanilkikusiwainumaiianaiuisniviusulslstu
FImUs=A13U IrroIo1flgAIUSIUDDVDIMNAU gusuluaiuisn
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Field research for Free Sun Days
[Krabi: Model Study for
Community Green Energy], 2018
Courtesy of the aritst

Field research for Free Sun Days
[Krabi: Model Study for
Community Green Energy], 2018
Photo by Yu Ping Chang

on the fossil fuel. To save the planet, communities have to

wWruvuinaosuldviantikinaulnusonaulnluguounnuoJ

start with themselves and be inclusive. The purpose of  ViUK3DKAJAU
creating Free Sun Days [Krabi: Model Study for Green Energy
Community] is to show that alternative energy can be
adapted to daily lives. Alternative energy is easy, practical,
and available for everyone. VM
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Free Sun Days [Krabi: Model Study for Green Energy Community], 2018
LED strips, sound, active speakers, electronic circuit, microcontroller

conductive paint boards, plastic tube, public motor tricycles, public mini-bus

In collaboration with: Mawee Talayluek, Atone Talayluek, Chit Talayluek, Weerapat Talayluek, Weerasak Talayluek, Wilawan Chanthong,
Anan Nutaes, Somkiet Sainui, Kanokorn Senchoo, Siwanut Boonsripornchai, Helmi Hardian, Prof. Somchai Chayabutr, Paranut Chuengsa-ard
and Krisnurak Chapakdee Contributed institutions: WAFTLAB, U Rak La Voy (Orang Laut)'s Rammana band from Sang Ga Au village,
Tricycle Club Auonang, Pichet Transport Co. Ltd., South Solar Cell Co. Ltd., Maharaj Motorcylcle Ltd. Partnership and Department of

Electrical Power Krabi Technical College | Artist Assistants: Pawarut Promkaew, Sunisa Nuampeuag | Project Manager: Aticha Suttiwerawat
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LU Pingyuan

Medicine

In a touristic and tropical destination like Thailand, the
local culture, food, people, as well as daily life and legends
fascinate the multitude of foreigners visiting the region
every year. In Medicine, Lu Pingyuan looks at the country’s
uniqueness and exoticness to create an adventure
novel that is inspired by his experience in Thailand.
Due to the nature of his work, Lu Pingyuan is one of the very
few artists who visited the site twice. His novel is not just
set in Krabi, but it examines the multifaceted surroundings,
including people, culture, food, as well as flora and fauna.
The individuals and sites the artist encountered during his
two trips to Thailand in the last year are brilliantly woven
together to create a captivating plot. Initially, Lu Pingyuan
suggested creating an adventurous narrative with two
characters, an archaeologist and Indiana Jones. Later,
the work developed into a dynamic story whose
protagonist is the unfathomable Professor O.). The rhythm
of the narration is driven by the mysterious protagonist’s
urge to find a special medicine that is not available on
the island. In order to produce this drug, Professor O.].
invites ten experts in different disciplines to find the
necessary rare ingredients. The bizarre and unusual
components include the reflection of the moon on the
water, one grain of sand, a gust of wind, as well as a sound.
Each specialist needs to comb the region of Krabi, follow
the hints they find on their paths and finally find the yearned
ingredient. The book, consisting of eight chapters,
dedicates each section to one of the individual experts
and their ‘treasure hunt’. Questioning the concepts of
spatial materiality and physicality, the artist plays with
imagination. He is fascinated by experiences in unfamiliar
spaces, where the unknown invites our mind’s creativity to
interact with the surroundings to make sense of them.
In our modern world where distances have shortened, and
boundaries have blurred due to globalisation and technologies,
there is an expansion in the imagination. It is capable of
originating parallel and rhizomatic realities for every individual
to find their own place. In this context, the story merges
physical existence and fiction to narrate a Thailand that is

different from the accepted touristic and exotic narrative. FM

Shanghai
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Medicine, 2018
Book publication and dissemination (rendering)



Medicine, 2018
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ZHAO Zhao
Pineapple

Zhao Zhao explores Thai quotidian rhythms and
rich culture through his site visit in Krabi and his final
daring installation. Fascinated by the untouched landscapes,
the artist discloses their beauty and insinuates in them
a disruptive element to question the liminality between
reality and fantasy. Zhao addresses this blurry boundary
through his site-specific installation. Suspended somewhere
on a natural site in Krabi, a tightrope divides the sky and
fractures the uncontaminated natural scenery. In the shape
of a pineapple, his gilded sculpture is hanging from the rope.
Floating in the air, with an idyllic background and sparkling
under the bright sun, the work evokes parallel realms
where actuality and fictionality merge together. Bright light
blue sky, lush trees, blooming tropical flowers and crystal-
line waves breaking on white beaches easily transports one
to a wonderland where physical existence blurs with
imagination. The pineapple, levitating above the sea,
surprises viewers with its absurdity and invites them to
explain such a vision by creating individual narratives.
The sweet fruit is not only a catalyst for multiple and
simultaneous worlds, but it stands for Thai people, culture,
and everyday life. Pineapple is a very common food in
Thailand, consumed fresh as a snack or as juice. It is
also used in delicious desserts or to counterbalance
the spiciness of some savoury dishes. Here, the exotic fruit,
displayed in every local market, is coated in shining gold
that elevates it to a desired object. Not only is it very shiny,
but it is also beyond reach, thus very attractive to people
for its symbolic value. Hanging in the sky, it will be possible
to spot it throughout the exhibition period. Nevertheless, the
golden pineapple might disappear all of a sudden. The work
initiates a treasure hunt, suggesting and marking the invisible
presence of the precious fruit now lost. The absent object
interrupts the tranquillity and dilated rhythm of everyday
life in Krabi and invites the audience to bring it back to light.
Will it lead beyond the edge of this wonderland? And what
will be discovered beyond? FM

Beijing
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Pineapple, 2018,
Gold (rendering)



Pineapple, 2018

Gold

photograph courtesy of the aritst

Pineapple, 2018, Gold

(rendering)
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ARTISTS BIOGRAPHIES

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 11a: Isabel AQUILIZAN innluwadUuanazorAgogluusaiuunuant an 5 Au
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AuUssifukatlnelddsana-smnmduriuusssunatiei5i3135lunuaUuIdus usmUs=5uvoIuuue
Vaa0JIAgIVISIUIDE UL ANA:OMSSANISS=AUAINALINLIY SOURJ Sharjah Biennale (2013) Asia Pacific Triennale
(ooaimside, 2009) Singapore Biennale (2008) Biennale of Sydney (2006) Third Echigo-Tsumari Triennale
(2006) Gwangju Biennale (2004) La Biennale di Venezia (2003) na:3nuinuig

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 Russia, Red October gallery (Moscow, 2012); and “Post Folk Archive”, Ikon-gallery (Birmingham,
2002). Notable group shows he's been included are Trienniale of the Russian Contemporary Art, Museum
“Garage” (Moscow, 2017); “Prototypology: An Index of Process and Mutation”, Gagosian Gallery

(Rome, 2015); and Ostalgia, 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 1fin73u5u UszinAsSaidy J330ulddsmogiuoaln Arkhipov 1IDURATURANUIFIEMUID]
nasdWUTIUAIUIAINSSUIANISADA$1) IviAsiesUIsnIassukallkaluUsing nIsain1aIsuusss oKl
JuAomsasiavoslslutuinldanslsiass GrssAnisinadnSIgAtYT voliva Tdid Post Folk Archive / Maastricht,
Bonnefantenmuseum (U1ansou 2014) Home made Russia, Red October gallery (unaln 2012) naz “Post Folk
Archive” i lkon-gallery (1Ua$TaoU 2002) @>ulinssAnsnaunsIgANAIvIIAsTaIUSIU TiA Trienniale of
the Russian Contemporary Art, Museum “Garage” (Uoaln 2017) “Prototypology: An Index of Process

and Mutation”, Gagosian Gallery (Isu 2015) na: Ostalgia, New Museum of Contemporary Art (Gogosn 2011)
uon¥nd Arkhipov gainghmiuvoyauuSulesiRedAUINOToRIEUTH35) www.folkforms.ru n1as

www.otherthingsmuseum.com

Aram BARTHOLL Born in Bremen, Germany, Aram Bartholl lives and works in Berlin. His artwork
creates an interplay between the internet, culture and reality. He questions how taken-for-granted
communication channels influence us. Not only does Bartholl asks what humans are doing with media,
but what media is doing with humans. The tensions between public and private, online and offline,
techno-lust and everyday life are at the core of his work. Bartholl’s public interventions and installations,
often entail surprisingly physical manifestations of the digital world that challenge one’s concepts of
reality and incorporeality. His notable group and solo exhibitions include: Talk to Me, MOMA Museum of
Modern Art (NY, 2011); Dead Drops at Palais de Tokyo, Palais de Tokyo (Paris, 2011); Hyperpavillion,

La Biennale di Venezia, official extended program, BoCA Biennial of Contemporary Arts, Lisboa & Porto,
Portugal; Skulptur Projekte Munster (Munster, 2017); and Festival of Futurenows, Hamburger Bahnhof

(Berlin, 2017). In addition, he also conducts countless international workshops, talks and performances.
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nazuaush souladiusowlad malulagiadinds=$15u mukunddoudundukantunannuvoliva soUE.
NuimuluWuaisIscus BiussasidntndainaimsaiizineniwvailanfidiaduintionnunaKuIy
vimeuTuiatiEoAnUITUASIIAzAIUUSSSUVD VY TUSSANISNAUNAzIREIRAANY TaiA Talk to Me, MoMA
Museum of Modern Art (Towosn 2011) Dead Drops at Palais de Tokyo, Palais de Tokyo (U134 2011)
Hyperpavillion, Venice Biennale, official extended program, BoCA Biennial of Contemporary Arts, Lisboa &
Porto, Portugal; Skulptur Projekte Mlnster (Juaivos 2017) na: Festival of Futurenows, Hamburger Bahnhof

(1uDsau 2017) uonANT IVIGITnIrsAToU Julad U nazmsianiluszauainauinastunsiloou

Lucy BEECH (born in 1985) lives and works in London and Berlin. Her films are often situated between
documentary and fiction and engage with communities of marginalised women, structures of care

and wellbeing and the economies deployed around these themes. She has explored how contexts such as
biomedicine, death, wellness, diagnosis and illness are framed, and linked to the production of visibility in
relation to the female body. Beech has recently presented exhibitions and performances at: Tramway,
Glasgow, UK, De La Warr Pavilion, Bexhill, UK, Lafayette Anticipations, Fondation d’entreprise Galeries
Lafayette, Paris, Tate Britain, London (2017); the Liverpool Biennale (2016); Maureen Paley, London (2016);
Site Gallery, Sheffield (2016); Lisson Gallery London, Frieze Live, London; James Fuentes, New York (2016).
Alongside her solo practice Beech has worked with Edward Thomasson (since 2007), with whom

she develops choreographies that involve the live construction of sound, together they were

the recipients of the Paul Hamlyn Award UK, 2016.
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Félix BLUME is a sound artist and sound engineer. He was born in France in 1984. He currently works and
lives between Mexico and France. His work is focused on listening, it invites us to live sonic experiences that
enable a different perception of the surrounding. He uses sound as a basic material in sound pieces, videos,
actions and installations. His process is often collaborative, working with communities, using public space as
the context within which he explores and presents his works. He is interested in myths and their contempo-
rary interpretation, in human dialogues both with inhabited natural and urban contexts, in what voices can
tell beyond words. His sound pieces have been broadcasted in radios from all over the world and also in
different places such as Centre Pompidou and Musée d'Orsay (France). He has been awarded with the
“soundscape” prize for his last video-piece Curupira, creature of the wood and the “Pierre Schaeffer” prize
for his work Los Gritos de México at the Phonurgia Nova Awards. He has participated in international
festivals and exhibitions as LOOP Barcelona (2015), CCCB Barcelona (2015), Tsonami Arte Sonoro Chile
(2015, 2018), Fonoteca Nacional Mexico (2016), Ex Teresa Mexico (2016), CENTEX Chile (2017),

CTM Berlin (2017), Belluard Festival (2018), Arts Santa Monica Barcelona (2018), Museo Carrillo Gil (2019)
and Berlinale Exhibition (2019) among others.
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AUMUNSIKI1IUULE F3DRd0U 1asgusuIbol BaFuiauisndoarslduinn3idl wanudeivoaivigniiluiionon
TugI3myazaniuisiiyg vidlan 15U Centre Pompidou l1az Musée d’Orsay UssiAWSIIAG walu3aloduaian
vDJIVY Curupira, creature of the wood [6Sus133a “soundscape” Nlaz Los Gritos de México [nSus1ida Pierre
Schaeffer Tusiu Phonurgia Nova Awards IVilalIVISOUIMANAaUIUIBIsIaztnssanis [aiin LOOP Barcelona
(2015), CCCB Barcelona (2015), Tsonami Arte Sonoro Chile (2015, 2018), Fonoteca Nacional Mexico (2016),
Ex Teresa Mexico (2016), CENTEX Chile (2017), CTM Berlin (2017), Belluard Festival (2018), Arts Santa
Monica Barcelona (2018), Museo Carrillo Gil (2019) 11a: Berlinale Exhibition (2019)

Born in Oslo in 1953, A K DOLVEN lives and works in Oslo and Lofoten, Norway. Dolven’s practice
spans a variety of mediums, such as painting, sculpture, photography, performance, installation, film and
sound. Her work alternates between the monumental and the minimal, the universal and the intimate,
resonating with concepts and structures beyond the confines of any particular piece. Interpersonal
relations and interactions are central to her practice, and many of her performance-based works involve
collaborations with other people. Dolven has exhibited extensively internationally at a wide range of
institutions and gallerie sincluding: Kunsthalle Bern (2001, 2007); Hamburger Bahnhof, Berlin (2004,
2007); IKON Gallery, Birmingham(2015); Platform China, Beijing (2010); The National Museum of Art,
Oslo; KIASMA, Helsinki (2001, 2007); Nordnorsk Kunstmuseum, Tromse (2009); CCC Tours, France

and Louisiana Museum of Modern Art (2012). Her work is included in over thirty international private
and public collections, including the Art Institute of Chicago, the Philadelphia Museum of Art,

Louisiana Museum of Modern Art in Denmark,the Hoffmann Collection and Sammlung Goetz

in Germany
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naznuiFes JuvolisoidunisduildsuluuiszuduFiungnduaing Fiainan3ulucdfuEIddudousipuinyg
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S:4313UAAAITUINUNATIVDIIIUISD IAzJ1UIWaSWaSIUUBYDIIsoF1uduuInfTuiuiisouAuAu3U Dolven
IdipgianinulussauuiunsAuIIEuInuIemluanduiainaandkainualy 15U Kunsthalle 1GSU (2001, 2007):
Hamburger Bahnhof, 1U9S$aU (2004, 2007); IKON Gallery, 1Uas03nau (2015); Platform China, UnaJ (2010);
The National Museum of Art, 0oala; KIASMA, 15a53A (2001, 2007); Nordnorsk Kunstmuseum, nsouls (2009);
CCC Tours, W3JiAa 11a: Louisiana Museum of Modern Art (2012) J1uvaJisooglunoalanduadusidiazalsiscus
N31 30 ADaIARBU 13U Art Institute of Chicago, Philadelphia Museum of Art, Louisiana Museum of Modern Art

nminuuisn, Hoffmann Collection n1az Sammlung Goetz rigosul

Saravudth DUANGJUMPA a Thai sculptor, lives and works in Bangkok, Thailand. He has been trained as
a sculptor and has worked for five decades attaining numerous commissions and has worked in national
and international permanent collections. Duangjumpa does not rely on one material, but explores the
possibility of both traditional materials and found objects that are generally of an ecological nature.
Some of his works investigate the spontaneity of the locale and become site-specific installations. His
recent international exhibitions include: Exhibition of International Sculpture Symposium, Culture Center
Gallery (Bor, 2011); Korean - Thai Hybrid Project (Bangkok 2008); and International Symposium of Stone
Sculpture (Friuli-Venezia Giulia, 2007). Duangjumpa recently receive the honour of being named a Thai

National Artist, discipline of Visual Arts, sculpture, in 2017.
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WAJIUUNIAIUVDIIVIADEY KADUSIUAUWURA Nna1e1Dunuinosiawi=wuiluian Gussanss:auaInalloisoy o
voJIva [eliiA Exhibition of International Sculpture Symposium, Culture Center Gallery (Uos 2011) Korean -
Thai Hybrid Project (nsJimwd 2008) 11a: International Symposium of Stone Sculpture (W3ga-1010m13u3138

2007) As1sIwIlAsUsMIKUIAa0UNKIRVDIUsziATngaviiauAadiazus=iuinssulut 2017

Born in Istanbul, Ayse ERKMEN lives and works in Berlin and Istanbul. Erkmen’s works have been
exhibited in many international exhibitions including the Istanbul Biennials (1989, 1991 and 2013),
the Turkish Pavilion at the Biennale di Venezia (2011), Munster Sculpture Project (1997 and 2017),
and Shanghai, Berlin, Kwangju, Sharjah and Scape biennials, Manifesta 1 and Folkestone and
EchigoTsumari triennials. Some of the recent exhibitions she presented are Strange Pilgrims,
Austin Contemporary, VAC (Austin, 2015); A (with Ann Veronica Jannsens), SMAK(Gent, Belgium, 2015);
International Canakkale Biennial (2014); Une Histoire: Art, Architecture, Design des Annes 1980

a nos Jours, Centre Pompidou(Paris, 2014); Ayse Erkmen: Intervals, the Curve Barbican Centre
(London, 2013); Uncertain States, Akademie der Kunste (Berlin, 2016); Art Projects at 8 Shrines
and Temples, Saidaiji Temple (Nara, Japan, 2016); Art and Alphabeth, Hamburger Kunsthalle
(Hamburg, 2017); and Displacements / Entortungen, Museum der Bildenden Kunste (Leipzig, 2017)

Ayse ERKMEN 1Anisasiuya ixisold83miasinuriiiiuasaunasaasiuya uval Erkmen nninnanilu
NunanIFal=uunsIfiKankaty 13U Istanbul Biennials (1989, 1991 na: 2013), Turkish Pavilion 7 Biennale
di Venezia (2011), Munster Sculpture Project (1997 1a= 2017), Sharjah and Scape Biennials, Manifesta 1,
Folkestone and Echigo Tsumari Triennials soUBJABeIIS 1U0SAU 14:15133 NudisalUTananabaliuud
18U Strange Pilgrims, Austin Contemporary, VAC (20a5, 2015); A (SOUU Ann Veronica Jannsens),

SMAK (Inuu, 1vaiggu, 2015); International Canakkale Biennial (2014); Une Histoire: Art, Architecture,
Design des Annes 1980 a nos Jours, Centre Pompidou (U3, 2014); Ayse Erkmen: Intervals, Curve Barbican
Centre (aoumou, 2013); Uncertain States, Akademie der Kunste (1udSau, 2016); Art Projects at

8 Shrines and Temples, Saidaiji Temple (U1s1, [GUU, 2016); Art and Alphabeth, Hamburger Kunsthalle
(1owi1Tsn, 2017); 11a: Displacements / Entortungen, Museum der Bildenden Kunste (Iaddn, 2017)

Born in Yamanashi, Takafumi FUKASAWA is currently based in Sapporo. The artist is known from his
projects that usually collaborate with local people, children and handicapped people. His art work is
practice on pluralities of reality. Most of his practice has been grounded in a history of the sites, its
culture, ritual and everydayness. He exhibits widely in Japan, including Sapporo International Art Festival
(2014), Echigo Tsumari Art Triennale (Niigata, 2015 and 2017), Kenpoku Art (Ibaraki, 2016) and
Okunoto International Art Festival (Ishikawa). He had a solo exhibition titled, Unkofumifumitakafumi

culture centre (Shizuoka, 2010). Thailand Biennale is his first international participation.



Takafumi FUKASAWA 1An7i023e1u1und J330udifeagin sullls matduiduisininlasinissiidy dividnih
$ouAUAUTUMDIAU 1819TU 1ATWAS MSKIUAAUVDIIVIIAEIITDIAUWKWALVDIANUITUISI 1uddulkndvol
NVATNIREIAUUSFMARNS SeUUSssU WENSSU 1a:3IAIANTUSIMUS=1TUVDIWURTUY IVITAIANITMSSANISDE1]
n31avorstulssmaddu sourii Sapporo International Art Festival (2014), Echigo Tsumari Art Triennale
(U=, 2015 n1az 2017), Kenpoku Art (Ibaraki, 2016) 11az Okunoto International Art Festival (33n12z).

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.
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WaIU 15DIUMSANUISTUUSYEUTNAIN School of the Art Institute of Chicago 1azJ330uaaungit Department of
Visual Arts uu13e1383mIn IIUTAINUUIONALYVDIISORDWUTIULINNMSSTLISTANAMIIAWW S AU IazINaIa0s
UINWIE 13U Museum of Contemporary Art, A1ln; The Soap Factory, Minneapolis, Dullon; The Society for
Contemporary Craft, WndiGsn, iwuga>te; World Ceramic Biennale, 1n14d; KunstTREFFpunkt, n1SuUasinu,

19osuT; Artsonje, loa, INKA, the Bristol Biennial, aus13010u13Ns 11a:dUY SNUINUIY

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.
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WnnsulSAmend> Wowmenibiowiau Sannoas 1as3anldudrduy 1soldaiuatiwoasiinuimeliiius
FAavosnasaugnivoulesl3aulantseAuognls Binuvaaisofnimnannsounsinnudiiailanvoiau
idogiauoonlu Black 3UANKaNgMs MFA 110 Department of Visual Arts i University of Chicago U113oT 2006
nasuudenismnAausii Antioch College 53IMU 2010 B30 2014 nazsoulisoiJuKEIEMARNSINSY

fMuUs=AuINSsui School of the Art Institute of Chicago J1uvaJisannInianiluszausIfIass=uUIUIoF
1BUii 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, Eyebeam,

Boston’s Tuft University Gallery, Minneapolis’ Soap Factory Ha:ﬁlun dnuINUIY

Charile VINZ is an architect living and working in Chicago, USA. In 2004, Vinz received a Bachelor

of Architecture from Illinois Institute of Technology College of Architecture, Chicago and was awarded
a grant for extended studies at the Bauhaus University in Weimar, Germany in 2002. His work has been
exhibited in group shows including: Making Chances, Gallery 400, Chicago IL (2014); Versionfest 14,
Chicago IL (2014); More Love Hours Than Can Ever Be Repaid, EXPO Chicago (2013); and Spontaneous
Interventions, Venice Architecture Biennale, Venice, Italy (2012); Foreclosed: Rehousing the American
Dream, Museum of Modern Art, New York NY (2011). Since 2014 to present, Vinz is a guest critic

at Illinois Institute of Technogy and was invited as guest instructor, lecturer, critic and speaker at
School of the Art Institute of Chicago (2015), University of Chicago (2014), Washington University
(2011), to name a few.
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Born in San Francisco, Rania HO lives and works between Beijing and San Francisco. She is a multidisci-
plinary artist working in installation and performance. Ho often employs a humorous, unexpected
approach to everyday objects and situations in her works, often considering ‘users’ in response to

their surrounding environment. Ho’s works sometimes resemble games that often carry socially critical
observations that are produced or reproduced through the performative action of the viewer. She has
held solo shows such as at Verduodus Suburbanus Bucolia, Luggage Store Gallery (SF, 2018); Fountain IX,
Meta Gallery (Shanghai, 2015); and Infinite Loop, Observation Society (Guangzhou, 2013). Selected
group shows include Scraggly Beard Grandpa, Capsule Gallery (Shanghai, 2017); A Beautiful Disorder,
CASS Sculpture Foundation (Chichester, 2016); Topophilia, BANK (Shanghai, 2014); Steep Trail,

St. Andrews Museum (Fife, 2013); The Couple Show, Shanghai Gallery of Art (Shanghai, 2011);

Fountain V, Collective Gallery (Edinburgh,2011); Swell Times, San-Art (Ho Chi Minh City, 2010);

and Building Code Violations, Long March Space (Beijing, 2008). She is a co-founder of Arrow Factory
(www.arrowfactory.org.cn) an independently run, alternative, storefront art space in the center of
Beijing. Ho is also a member of the Survival Project collective (survivalproject.net), an ongoing

multifaceted exploration of food, community and resilience during extreme times
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UnssANs The Couple Show 7 Shanghai Gallery of Art (188313, 2011); GussANS Fountain V, i Collective
Gallery (196uIT$N, 2011); GussaAns Swell Times, 7 San-Art (uAsToATUK, 2010); 1a:GussANs Building Code
Violations, i Long March Space (nsidnfJ, 2008). 1s210U$O U Arrow Factory (www.arrowfacory.org.cn)
ANUAINNARNINANURUSKISUDE1I5AS: FuoglanatinsidnAl uanan 1sadaduaudnvaindu Survival

Project (survivalproject.net) IFNW151UDIAIS YUBU AzANUEAKEUTUANMAUVUKIUDFEIIY

Dusadee HUNTRAKUL was born in Bangkok, Thailand in 1978. He currently lives and works

in Bangkok. He received his MFA from University of California, Berkeley in 2013. The artist uses various
medium to create works that combine a wide range of subject from personal life story to anthropology,
archaeology and history. His solo exhibition has been held at Chulalongkorn Art Center, Thailand;
Chan+ Hori Contemporary, Singapore and 100 Tonson Gallery, Thailand. His work has been included

in numerous group exhibitions such as SUNSHOWER: Contemporary Art from Southeast Asia 1980s

to Now at Mori Art Museum, Japan (2017); Beneath the Moon/Sous la lune at ICA Lasalle organised

by Palais de Tokyo in Singapore (2015) Fertile Ground: Art and Community in California at Oakland

Art Museum co-organized by SFMOMA, USA (2014) and Singapore Biennale, Singapore (2013);

AUl Sums:na IAnANsIMwe Ussinalie Tul 1978 n1883miazinulunsiimwa vIlaUSyyI3In University
of California 10sAIAgUITUT 2013 IViTEAauainkatslumsadINuriasuwaunus:AuTuBIMAdUsHIUIUE)
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wiainsniuKw1IdMends Uszimalneg, Chan+ Hori Contemporary UszinAaiAlus 11az 100 Tonson Gallery
UssimAalue uanaindaiuvosvigaldnnsouluiiunanindudnalswe 15u SUNSHOWER: Contemporary Art
from Southeast Asia 1980s to Now 7 Mori Art Museum, r\]Uu (2017); Beneath the Moon/Sous la lune i
ICA Lasalle 333nlne Palais de Tokyo nainlUs (2015) Fertile Ground: Art and Community in California

7 Oakland Art Museum 313asoulng SFMOMA, aks3oIusN1 (2014) N1a: Singapore Biennale, 3A1US (2013)

Aki INOMATA lives and works in Tokyo, Japan. Besides being an artist, she also works as a part time
lecturer at Tama Art University and also a visiting researcher at Waseda University. The artist explores
the relationships between human and animals through various kinds of artworks such as installations,
sculptural forms, and performances. Her major artworks include Why Not Hand Over a “Shelter” to
Hermit Crabs?, in which she created city-like shells for hermit crabs. In 2017, she received the Fellowship
Grant from the Asian Cultural Council to do the residency in New York. Recently, she was just awarded
the Special Prize at Asian Art Award 2018, supported by Warehouse Terrada. Her solo exhibitions have
been held in many renowned venues, such as Musée d’arts de Nantes (2018), NTT - Inter Communication
Center [ICC], Tokyo (2015), FRISE Gallery, Hamburg (2014). Notable group exhibitions include

Coming of Age, Sector 2337, Chicago (2017), ECO EXPANDED CITY 201é, Poland, KENPOKU ART 2016,
Out of Hand: Materilsing the Digital Museum of Applied Arts & Sciences, Sydney (2016), and Ars
Electronica Festival 2014, Austria (2014).
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Special Prize 7 Asian Art Award 2018 Baldsunisaduayulne Warehouse Terrada Dn1sIAIUNAAIIRIVDIISD
TurnaninuAau=3omiuinuie 18U Musée d'arts de Nantes (2018), NTT - Inter Communication Center [ICC],
Ay (2015), FRISE Gallery, Su1Gsn (2014) 1uiisalUsounaninuunauiiisius 18U Coming of Age, Sector
2337, 3min (2017), ECO EXPANDED CITY 2016, Tniausi, KENPOKU ART 2016, Out of Hand: Materilsing the
Digital Museum of Applied Arts & Sciences, Tald (2016), and Ars Electronica Festival 2014, 00dI138 (2014).

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 " 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); ‘GSK Contemporary — Aware: Art Fashion Identity’, 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.
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Art Gallery iioJjusaluu UszivAooainsidy 11a: Singapore Art Museum

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 5" Indonesia International Video Festival
(2011), the 9" 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
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roruwaudaln wonivigaingTusouaui International Studio and Curatorial Program (ISCP) iWTdg2sn (2010),
Treasure Hill Artist Village iluiU (2012) nas Lichtenberg Studios Muasau 19osud (2013) UsNINTWINIVA
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Valentina KARGA, born in Chalkidiki, Greece, is an artist and architect based in Berlin. Karga’s projects
encourage engagement and participation, facilitate practices of commoning and are concerned with
sustainability. Working across different media and often inviting the public or community groups

to complete the work, one can say that Karga’s work lies somewhere between conceptual art, design
and socially engaged practice. She is a founding member of Collective Disaster, an interdisciplinary group
that works in the interstices of architecture and the social realm. Among others, her work has been
shown at the National Museum of Contemporary Art in Athens (2013), the transmediale festival

(Berlin, 2016), the Athens Biennial (2013), the Moscow Biennial for Young Arts, the Kiasma museum
(Helsinki, 2016), and a major exhibition curated by Whitechapel Gallery (London, 2014).

Valentina is also a professor for initiation to artistic work in Design in HFBK Hamburg since 2018

Valentina KARGA ifiniionadnn n$s yniulisaiduAaluna:anidiniiiuiiuasau 1uvad Karga atduauul
IANNISDAUSIY azweng1us U ANUazAINTKDTMSIiMEWeINs$IUAUDEISITU Isavhuluaswndona:
N8B YaIsISUBUKSDNAUYUTULISIUNINUTKAISA 1IS19133:wownlA3131UVDd Karga ogs:431IAouIdUvda
21$K J1UDDNIUU Ha:MsURURMSIVURZIALDAIUSOL 1so1Tuauidnnosiivos Collective Disaster 310U
NAUAKIMEINISAKIITUUUSDENDISNY voIAMUNENSSUIAZWURMIIZIAU J1UVDIIsanNTAIAnIA National
Museum of Contemporary Art Iaisud (2013), Transmediale Festival (1US3aU, 2016), Athens Biennial (2013),
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Yuree KENSAKU (b.1979) is a Bangkok-based multidisciplinary artist whose works are known for their
electrifying colours, rich sense of humour, and candy coated cartoon characters with a dark twist. Wildly
entertaining at first glance, Yuree’s works persistently present bold, critical commentary on society, as
well as intimate introspection on her personal life as a female artist. Yuree’s works has featured in
numerous solo and group exhibitions both regionally and internationally including The Adventure of
Momotaro Girl, Artist in Yokohama Museum of Art (2007); Kuandu Biennale “Memories and Beyond”,
Kuandu Museum of Fine Arts, Taipei, Taiwan (2010); The 4" Moscow International Biennale for Young
Art “A Time for Dreams”, Museum of Moscow, Russia (2014); When the Elephants Fight, the Grass Gets
Trampled, Art Basel Hong Kong (2015); Imaginarium: Over the Ocean, Under the Sea, 8Q, Singapore Art
Museum, Singapore (2016); and Thailand Biennale “Edge of the Wonderland”, Krabi (2018). Her works
are included in permanent collections of Mori Art Museum, Singapore Art Museum,Yokohama Museum of

Art, and MAIIAM Contemporary Art Museum, as well as many high profile private collections.
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Bharti KHER was born in 1969, in London. She currently lives in New Delhi, India. She studied painting
in Newcastle Polytechnic. In 1992 she travelled to India, deciding to live there in 1993. Kher’s way of
working is radically heterogeneous, encompassing painting, sculpture, text and installation. Central
themes within her work include the notion of the self as formed by multiple and interlocking relation-
ships with human and animal bodies, places and readymade objects. She creates forms of hybridity in an
unpredictably evolving oeuvre that pushes materials into being “something that they may not quite want
to be”. She links the abstraction of her paintings to psychosocial figurations in her sculpture, and this

dissonance focuses the contradictions in a series of increasingly disparate unions. Kher’s work has been

compared to a field of psychic disorganization in which all references begin with an act of refusal, not to
“accept things as they are, a desire to interfere with their stability — textual, or iconographic, their use
or their location.” Recent solo exhibitions: Chimeras, Centre Pasqu’Art, Biel (2018), Dark Matter,
Museum Frieder Burda, Berlin, (2017), This Breathing House, Freud Museum, London (2016), Matter,
Vancouver Art Gallery, Vancouver, (2016), In Her Own Language, Lawrence Wilson Art Gallery, The
University of Western Australia, Perth (2016), Misdemeanours, Rockbund Art Museum, Shanghai (2014).
Recent group exhibitions: Facing India, Kunstmuseum Wolfsburg, Wolfsburg (2018), Like Life: Sculpture,
Colour and the Body (1300-Now), The Metropolitan Museum, New York (2018).
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Ignas KRUNGLEVICIUS (b. Kaunas, Lithuania), lives and works in Oslo, Norway. His installations,
videos, and sculpture often combine sound, and text, where he explores the intermix between the agency
of power, economy, nature and existential realities generated by global technological development.
Since 2001, Krunglevicius has exhibited in numerous solo and group exhibitions at the Museum of
Contemporary Art in Krakow, Kunstnernes Hus in Oslo, the Contemporary Art Centre in Vilnius,

HKW in Berlin, Oslo Kunstforening in Norway, and the taznia Centre for Contemporary Art in Gdansk.
In 2009, Krunglevi¢ius participated in the 26" Kassel Documentary Film and Video Art Festival, where he
received a Special Mention Prize, and also at the DnB NOR stipend exhibition in Oslo Kunstforening,
where he was awarded the main prize. In 2010 he was nominated for the Nam June Paik Award.
Recently, he has been invited to participate in many major international art venues, such as Aichi
Triennale (2016) in Nagoya, Japan, ICA Philadelphia in USA (2017), the 6" Moscow International
Biennale for Young Artists (2018), Nam June Paik Art Center in South Korea (2018).
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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), Out of Ousia, Kunsthal Charlottenberg (Copenhagen, 2018), TunnelTeller, Castle Hill on the
Crane Estate (Ipswich, MA, 2018), Entitas, St. Agnes, KONIG Galerie (Berlin, 2018) and “Being...”, Neuer
Berliner Kunstverein (Berlin, 2018). In 2017, she participated in the 57" Biennale di Venezia ‘Viva Arte Viva
and in the Aros Triennale The Garden - End of Times; Beginning of Times, #3 The Future in Aarhus.
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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 Manchen; and the Massachusetts Museum of Contemporary Art, North Adams.
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Kamin LERTCHAIPRASERT has worked in a variety of media including painting, installation,
printmaking, and sculpture. His practice has been centred around question of truth and meaning of life.
Notable group exhibitions include the Sydney Biennial (1993 and 2012); Utopia Station, Biennale

di Venezia (2003); Busan Biennial (2008); Meta-question: Back to the Museum Per Se, Guangzhou
Triennial (2011); Negotiating Home, History and Nation: Two Decades of Contemporary Art in
Southeast Asia 1991-2011, Singapore Art Museum (Singapore, 2011) and Secret Archipelago,

Palais de Tokyo (France, 2015). Lertchaiprasert has had solo exhibitions at the Numthong Gallery
(Bangkok, 2000-2017); Art U-Room (Tokyo, 2002-2014). MAIIAM Contemporary Art Museum,

(Chiang Mai, 2016). Lertchaiprasert’s interest in collaborative art led him to cofound the land foundation
(1998)—which involved the conversion of rice fields into a place for artistic engagement. He found

the 31" Century Museum of Contemporary Spirit (2008)—which involved the conversion of body

and mind into a place for artistic engagement (our body is our museum and spirit is art).
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Suriya UMPANSIRIRATANA is an architect based in Bangkok. He has been known from his works

for Buddhist monasteries that informed by mediation practice, childhood memories and nature.

He also interested in collaborating with experts from different fields. He received notable awards

such as Slipatorn Award by Ministry of Culture, Thailand (2014), and Global Award For Sustainable
Architecture from Locus Foundation under the Patronage of UNESCO, France (2012). Umpansiriratana’s
work has been featured in several international exhibitions including; The 15 and 16" International
Architecture Exhibition in Venice (2016, 2018).
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LEUNG Chi Wo was born in Hong Kong in 1968 and currently lives and works in Hong Kong.

His reflective practice combines historical exploration with conceptual inquiry within a contemporary
urban landscape. Ranging from photography and video to text, performance and installation,

he is concerned with the undetermined relationship between conception, perception and understanding,
especially in relation to site and history within cultural/political frameworks. His practice always involves
research into different contexts and situations, and the artistic outcomes linked to the hidden
relationships of various subjects. His site-specific project was featured in the first Hong Kong pavilion
at the Venice Biennale in 2001. His works have been exhibited in major international museums

and institutions including Tate Modern in London, NRW Forum in Dusseldorf, Museu da Imagem e do
Som in Sao Paulo and biennales in Shanghai, Busan and Manchester, among others. He had his

first survey exhibition at OCT Contemporary Art Terminal in Shenzhen in 2015. He teaches in the
School of Creative Media, City University of Hong Kong.
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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.

For a few years, Lu Pingyuan concentrated his practice on the writing of “stories” as a unique type

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 Hermes,
Shanghai, China, 2018; James Stanley-The Seventh Earl of Derby, Center for Chinese Contemporary Art,
United Kingdom, 2016; ON KAWARA, Madeln Gallery, Shanghai, China, 2016; He participated in
numerous group shows among which are As We May Think: Feedforward, The 6" Guangzhou Triennial,
Guangdong Museum of Art, Guangzhou, China, 2018; The Artist is present, Yuz Museum, Shanghai,
China, 2018; ZHONGGUO 2185, Sadie Coles HQ, London, UK, 2017; 11" Shanghai Biennale, Power
Station of Art, Shanghai, China, 2016; 9" Liverpool Biennale, Liverpool, United Kingdom, 2016 etc.

In 2015, he was nominated at the 4" Art Sanya for the Young Chinese Artists Award and the First

Porsche “Young Chinese Artist of the Year” programme.
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LUXURYLOGICO Based on the concept of “hybrid,” LuxurylLogico is created by four contemporary
artists born in the 1980s: Chih-chien Chen, Kun-ying Lin, Keng-hau Chang, Geng-hwa Chang, known

by their lighthearted style that centres on the idea of “DELIGHTFUL WEIRD-LAND.” Inspired by natural
environment, tackling thoughts and ideas that filled the spectacles of contemporary society, integrating
modern technology and cultivation of humanities, representing their ideas via “music,” “visuality,”
“installation,” and “text,” their works of fantasies manifest in various forms and genres, including
drama, movies, dance, architecture, pop music and economic behavior. Given force by the unceasing

integration, LuxurylLogico comes into being.
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MAP OFFICE is a multidisciplinary platform devised Laurent Gutierrez from Morocco and Valérie
Portefaix from France. This duo of artist/architect has been based in Hong Kong since 1996, working on
physical and imaginary territories using varied means of expression including drawing, photography,
video, installations, performance, and literary and theoretical texts. Their entire project forms a critique
of spatio-temporal anomalies and documents how human beings subvert and appropriate space.

Humor, games, and fiction are also part of their approach, in the form of small publications

providing a further format for disseminating their work. They have participated over 40 international
biennial and triennial including 50" Venice Art Biennale (2003); 2™ Guangzhou Triennial (2005);

1*" Paris Triennial (2006); 1°* New Orleans Biennale (2008) 6" Singapore Biennale (2016) and

6" Yokohama Triennale (2017). Laurent Gutierrez is Professor at the School of Design,

The Hong Kong Polytechnic University
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Mayrhofer-Ohata is an artist and a poet, - a duo -, freely changing roles and rules since 2014.

The collaboration of Sayaka Ohata (Japan) and Joseph Mayrhofer-Ohata (Austria), is based on a nomadic,
project-oriented practice mainly focused on the boundaries of reality and fiction, engaging in a playful
way with society and its representations. A selection of the most recent exhibitions includes: Salon De
Montrouge, curated by Ami Barak and Marie Gautier at the Beffroi Gallery, Paris, (France 2018);

You Are The Sunshine Of My Life, curated by Wu Dar-Kuen and I-Hua Lee at Treasure Hill Artist Village,
Taipei, (Taiwan 2017); Words Beyond Grammar, curated by Claire Bushby, at Spectrum Space, Perth
(Australia 2016); Grounds, Maps, And Birdhouses, curated by Pauli Sivonen and Laura Kuurne at the
Aleksanterin Linna Space, Serlachius Museum, Mantté, (Finland 2016); Art Normal Il, curated by
Wasinburee Supanichvoraparch and Grace Supphakarn Wongkaew, Ratchaburi, (Thailand 2016);
Reported To Exist, curated by Henry Tan and Noll Khunkitti, at Kmutt Art Space, Ratchaburi, (Thailand
2015); Speech Bubbles, curated by Incheon Art Platform, Incheon, (South Korea 2015).
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Dane MITCHELL is a contemporary artist based in Auckland, New Zealand/Aotearoa. His practice is
predominantly concerned with the physical properties of the intangible and visible manifestations

of unseen dimensions. His work teases out the potential for objects and ideas to appear and disappear,
speculating on objecthood and the signals they produce. Mitchell’s has participated in a number of
biennales, including Biennale of Sydney (2016); Gwangju Biennale (2012); Liverpool Biennial (2012);
Singapore Biennale (2011); Ljubljana Biennale (2011); Busan Biennale (2010) and the Tarrawara Biennial
(2008). He has held 30 solo exhibitions and participated in more than 50 group exhibitions since 2008.
He has presented exhibitions in institutions in New Zealand, France, Japan, Germany, The Netherlands,
Switzerland, Australia and the United States. Dane Mitchell will represent New Zealand at the

58" Biennale di Venezia in 2019.
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Vichoke MUKDAMANEE National Artist of Thailand, lives and works in Bangkok. Mukdamanee creates
paintings, collages, assemblages, sculptures, and installations by collaborating with industrial materials
and found objects. His concept has developed from the awareness of modernist affect to environmental
issues, the existence of local traditions, relationship between people, and religions. Mukdamanee was
awarded the World Master in Art and Culture from International Cultural Organization, South Korea, in
2011, The Pollock-Krasner Foundation Grant in 1996, and many medals in Painting, Ceramic Art, and
Mixed Media from the National Exhibition of Thailand during 1984 — 1996. Besides many solo exhibitions
in the National Gallery Bangkok, Thailand Cultural Centre, and private galleries in Thailand, he exhibited
a solo show at Yokohama Museum of Arts, Japan (1996). Mukdamanee has participated in many
international exhibitions, such as The Middle Way and Art in Box at the Center of Contemporary Art,
Christchurch, New Zealand (2003), We Marriage, at The Molen van Sloten, Amsterdam (2001),

Bangkok Meets Cologne, at Kunst Werk, Cologne (2001), Thai Contemporary Art 2000, at California
Polytechnic State University, ARX3 Contemporary Art Exhibition, Perth, Australia (1992), 1%, 2", 3"
Yomiuri Shimbun International Cartoon Contest, Tokyo (1980-1982), and Children’s Picture Book
lllustration, Czechoslovakia (1979).
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Camille NORMENT was born and educated in the U.S. before relocating to Oslo, Norway where she
now lives and works. Norment’s work utilises the notion of cultural psychoacoustics as both an aesthetic
and conceptual framework. She defines this term as the investigation of socio-cultural phenomena
through sound and music - particularly instances of sonic and social dissonance, and works through
sound as a force over the body, mind, and society. Camille Norment’s highlights include representing
Norway in the 56 Venice Biennial of Art (2015), performances with Ryuichi Sakamoto in Japan (2017) and
New York (2018), commissioned performance with pianist Craig Taborn at the Armory in New York (2016),
both performances and exhibitions at the San Francisco Museum of Art (SFMOMA) (2017-8), the Pushkin
Museum in Moscow (2016), and the Festspillene Festival in Bergen, Norway (2016), solo exhibitions

in Norway (2017) and Ireland (2017), and participation in the Lyon Biennial (2017-8), Montréal Biennial
(2016), and the Kochi-Muziris Biennial in India (2016).
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Donna ONG lives and works in Singapore. She is known for her evocative and thought-provoking
environments made from furniture, found objects and original artwork. The artist has won several
awards, including Singapore’s Young Artist Award and Prudential Eye award for Best Emerging Artist
Using Installation. She has participated in a number of biennales, including Moscow Biennale for

Young Art (2014); Jakarta Biennale (2009); Kwandu Biennale (2008), and Singapore Biennale, Singapore
(2006). Her selected solo exhibitions are My Forest Has No Name, FOST Gallery (Singapore, 2016);
The Forest Speaks Back, Kunstlerhaus Bethanien (Berlin, 2014); and Palace of Dreams, The Arts House
at the OId Parliament (Singapore 2004)
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Born in Garessio, Giuseppe PENONE lives and works in Turin. In his sculptures and installations, the creation
process is an integral part of the work itself and establishes the dialectical relationship between the actions
taken by the artist and the nature; it gives form to a material, every time differently, and reveals nature’s
terrific and magical essence. Since the seventies, Penone reflects on the principles of identity, and boundary,
contemplating the action of contact. As a leading figure of the Arte Povera and contemporary art, he has
exhibited internationally. Between 1968 and 1969, he held his first solo exhibition at Deposito d’Arte
Presente and at Galleria Sperone, Turin. Later solo shows include Giuseppe Penone. Béume Augen Haare
Weinde Tongefdiss, Kunstmuseum (Luzern, 1977); Penone. Rétrospective at the Centre Georges Pompidou
(Paris, 2004); Giuseppe Penone. A tree in the wood, Yorkshire Sculpture Park (Wakefield, 2018-2019).
Among the many important group exhibitions, the artist participated Information, MOMA The Museum of
Modern Art (New York, 1970); Identité Italienne. L’art en Italie depuis 1959, Musée National d’Art modern
Centre Georges Pompidou (Paris, 1981); and Italian Art Now, An American Perspective, The Solomon R.

Guggenheim Museum (New York, 1982).
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Vong PHAOPHANIT was born in 1961 in Laos. Claire OBOUSSIER was born in 1963 in London. They have
worked collaboratively for over 25 years. Their collective work encompasses large-scale installations and
sculptural works, films, books, and socially engaged public commissions. In 1993 Phaophanit was nominat-
ed for the Turner Prize and took part in the Venice Biennale in the same year. The duo relocated to Berlin
in 1996 as part of the DAAD fellowship and created the book ‘Atopid’. In 2004 they created the video work
‘All that’s solid melts into air (Karl Marx)’ (collection of the TATE), part of ‘The Quiet in the Land’, a
pioneering transnational arts project in Luang Prabang, Lao PDR. Phaophanit and Oboussier have produced
a number of groundbreaking public commissions including ‘Mute Meadow’ on the banks of the River Foyle in
Derry~Londonderry, Northern Ireland. Recent public works include ‘Dream House’ (2015, Toronto), and ‘In
Other Words’ (2018, Cambridge University). They are currently working on a major 4-part video work ‘The
Call of Things’ for the City of London and ‘Borderless’ a stone carved work for Grosvenor Place, London.
Phaophanit and Oboussier exhibit internationally at venues including Tate Britain, Martin-Gropius-Bau,
Berlin, Block 336, London, Triangle Space, London, Iziko National Gallery, Cape Town.
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Chong Boon POK, lives and works in Kuala Lumpur, Malaysia. After completed his PhD practice-led
fine art research at the London Metropolitan University in 2011, he started to lecture at Dasein
Academy of Art, Kuala Lumpur. Pok specialises in cross-disciplinary art practice includes sculpture,
installation and audience interactive performance art. His selected group exhibitions include Prudential
Malaysian Eye, Whitebox & Blackbox (Publika, Kuala Lumpur, 2014); Home and Away, ISE Cultural
Foundation, (New York, 2011); and | am Solitary, | am an Army (20 Emergence Contemporary Artists),
Surface Gallery (Nottingham, 2010). He also held his solo exhibitions such as My World Through Your
World (Kuala Lumpur, 2018); A Mazing News, Wolo (Kuala Lumpur 2014); Contemplating the Everyday,
London Metropolitan University (London, 2011); and Strange/Familiar, Dasein Academy of Art (Kuala
Lumpur, 2009). Apart from artistic practice and teaching. Pok has contributed his writings to several
publications including Huang Yao: the Remarkable Guest of Malaya (Balai, 2014) and Choong Kam Kow:
Cross Culture/Trans Era (Balai, 2015). He has a major involvement in Kuala Lumpur art scene as the

co-founders of Studios SamaSama (2017) and the local art collectives called Artsemble (2015)
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Ben RIVERS is an artist and filmmaker represented by Kate MacGarry Gallery in London. Rivers recently
won the second EYE Art Film Prize 2016, as well as the FIPRESCI International Critics Prize, 68" Venice
Film Festival for his first feature film Two Years At Seaq; Baloise Art Prize, Art Basel 42, for Sack Barrow;
Paul Hamlyn Foundation Award for Artists, 2010. Recent solo shows include Phantoms, Triennale (Milan);
Urth, The Renaissance Society, (Chicago); Islands, Kunstverein of Hamburg (Germany); Earth Needs More
Magicians, Camden Arts Centre, (London); The Two Eyes Are Not Brothers, Artangel, (London) and
Whitworth Museum, (Manchester). His most recent feature film, The Sky Trembles and the Earth

is Afraid and the Two Eyes Are Not Brothers, premiered in the main competition at Locarno International

Film Festival.
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Anocha SUWICHAKORNPONG Born in Thailand, Anocha Suwichakornpong graduated from Columbia
University. Her thesis film, Graceland, was selected by Cannes. Mundane History, her first feature, won
numerous awards including the Tiger Award at Rotterdam. Anocha’s second feature, By the Time It Gets
Dark, premiered in Locarno and visited Toronto, Viennale, and Rotterdam, etc. The film won three
Thailand National Film Awards, chosen as Thailand’s Oscar entry for Best Foreign Language Film.
Anocha co-founded Purin Pictures, a film fund that supports independent cinema in Southeast Asia. She

is currently a visiting lecturer at Harvard University.
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Chemi ROSADO-SEIJO was born in Vega Alta, Puerto Rico, in 1973 and currently living and working

in San Juan, Puerto Rico. His work consists of community-based interventions which linked to the site
where they have been developed. Mostly, reflects the artist’s interest in socially engaged art and
collaborations by juxtaposing architecture with the urban landscape, art with social action, and art with

its history. He has participated in numerous international exhibition such as the Prague Biennial in 2005; the
International Painting Biennial in Cuenca, Ecuador, in 2004; and the Whitney Biennial in New York in 2002
and 2017. His work is in the collection of international art institution such as Museo de Arte de Puerto Rico;
RISD Museum; Daros Collection; Artists Pension Trust Collection.
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Chusak SRIKWAN was born in Songkhla, and now lives and works in Nakorn Pathom, Thailand. He is also

a lecturer at Department of Thai Art, Silpakorn University. Srikwan creates installations, paintings, sculptural
projects, and performances that receive great inspiration from the local shadow puppets found in the southern
provinces of Thailand. In 2006, the artist was awarded the International Culture of Peace: Voices of Youth in
Peace Activities by UNESCO and ESCAP. In 2007, he was awarded the Bronze Medal from the 53" National
Exhibition of Thailand. Besides his solo exhibitions in many renowned galleries in Thailand, Srikwan has been
invited to a number of international art exhibitions such as Pochon Asia Biennale 2007 in South Korea,
Animamix Biennial at the Museum of Contemporary Art, Taipei (2009), 26" Asian Contemporary Art Exhibition
at Hangaram Art Museum, Seoul Art Center, and Jeonbuk Province Museum of Art (2011), China International
Gallery Exposition 2011, Beijing, Thai Sensation at Belvedere Gallery, Rio de Janeiro (2011), Festival Cultural
Thailand 2071 at Muzeul National al Satului, Dimitrie Gusti, Romania, Art Stage Singapore 2012, and

Thai Transience at Singapore Art Museum (2013)
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Richard STREITMATTER-TRAN was born in Bien Hoa, Vietnam in 1972 and currently living and working
in Ho Chi Minh City. He graduated from the Studio for Interrelated Media program at the Massachusetts
College of Art in Boston, U.S. Streitmatter-Tran’s current focus involves the investigation of materials
through sculpture, painting, installation, and drawing. He has joined the Singapore Biennale (2006, 2008),
and the 52" Biennale di Venezia (2007) Shenzhen and Hong Kong Bi-city Biennale (2007), the 4™
Guangzhou Triennale (2011), the 2™ Asia Triennial in Manchester (2014), and the 4" Jakarta
Contemporary Ceramics Biennale (2016). Streitmatter-Tran’s major solo exhibitions include

The Reconstruction at the Bangkok University Gallery (Bangkok, 2018), Departures at De Sarthe Gallery
(Hong Kong, 2017), and A Material History of Man and Animal at Dia Projects (Ho Chi Minh City, 2017).
Richard is currently represented by the de Sarthe Gallery in Hong Kong and Beijing.
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Jedsada TANGTRAKULWONG currently lives and works in Chiang Mai, Thailand. With his art
education background from San Francisco Art Institute, USA and the Slade School of Fine Art in London,
his art practice often focuses on site-specific and he undertakes extensive research before articulating
the format and concept, with inspirations drawn from multiple sources. One work builds on another as
he tries to formulate his ideas more fully, and he frequently reuses materials to achieve greater
sustainability. Tangtrakulwong’s known group exhibitions include Ties of History: Art in Southeast
Asia,Metropolitan Museum of Manila, Yuchengco Museum and University of the Philippines Vargas
Museum (Manila, 2018); Continuum: Acculturating, The Art Center, Chulalongkorn University (Bangkok,
2016); Secret Archipelago, Palais de Tokyo (Paris, 2015). Selected solo exhibitions of his are Eclipse,

H Gallery, (Bangkok, 2017); Adjust, La Chambre Blanche (Quebec, 2016); and Downfall (2013), Bangkok
University Gallery (Bangkok, 2013)
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National Artist of Thailand, Kamol TASSANANCHALEE lives and works in Los Angeles, and Bangkok.

The artist creates abstract paintings, printmaking, and sculptural work, exhibited in both inside and outside
the gallery spaces. Tassananchalee’s creative processes explore the overlapping and intertwining of Thai
culture, Buddhist philosophy, and his own artistic journey, through the mixture of art materials and various
found objects. Among many awards and honors the artist has received include Grand Purchase Prize

from Southern California Print and Drawing Exhibition (1977), Annual Artist Award from Oakland Museum
(1980), Asian Art Now by Las Vegas Art Museum (2001-2003), Annual Award by LA ARTCORE (2002).

The artist has also exhibited in many internationally renowned venues, such as the 1 — 4" Contemporary Art
of Thailand Exhibition at Pacific Asia Museum, Pasadena(1982-1989), Lowie Museum of Anthropology,

CA (1991), The Art Museum of Arizona State University,and Elvehjem Museum of Art University of Wisconsin
(1992), Jewish Museum, CA, and the Bowers Museum, CA (1993), International Art Festival at

LA ARTCORE (1997), Nagasaki Museum of Art (1998-2000), and Asian Art Now at Las Vegas Art Museum
(2001-2004). He is also the first Thai artist to publish artworks in the American textbook on

the history of art titled Gardner’s Art through the Ages, 11" edition.
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TRAN Luong was born in Hanoi, Vietnam in 1960. Tran graduated from the Hanoi Fine Arts University
in 1983. Among one of the first artists who explored performance art and video art in Vietnam, Tran’s
artwork is grounded in the locale experience and the internalization of political repressions and ideology
onto one’s body. Tran has joined the Sunshower at Mori Art Museum (Tokyo, 2017), Taipei Biennial (2016),
No Country: Contemporary Art for South and Southeast Asia, the Guggenheim Museum (New York, 2013,
Singapore, 2014), the Havana Biennale (2009), and Busan Biennale (2004). Tran's recent exhibitions
include Chancing Modern / Gang of Five Group Show, National Film Studio - Hanoi (2017), Club Monster,
Asia Culture Center /Asia Culture Institute (Gwangju, 2016), Fragile Body - Material Body, the 3" Venice
International Performance Art Week (Venice, 2016), Secret Archipelago — SEA Rare Art Scene, Palais de
Tokyo (Paris, 2015), and Welcome to the Jungle, Yokohama Museum of Art (Yokohama, 2013). Tran was
also a member of the renown ‘Gang of Five’, an artist collective formed in Hanoi (1983-1997). He also
co-founded Nha San Studio (1998-2011) and curates exhibitions that bring visibility to young artists in

Vietnam.
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Ila: Busan Biennale (2004) DI/ISSFTmSIljDI;D'] Gvos Tran DUt Chancing Modern / Gang of Five Group Show,
National Film Studio — o1ua® (2017) Club Monster, Asia Culture Center / Asia Culture Institute (n2133, 2016)
Fragile Body - Material Body, Venice International Performance Art Week ASIT 3 (1>Ta, 2016) Secret
Archipelago — SEA Rare Art Scene, Palais de Tokyo (U134, 2015) 1az Welcome to the jungle, Yokohama
Museum of Art (Tlna1uz, 2013) uonand Tran 310uaLIBN ‘Gang of Five’ 3ulfuds du0unduAalurnomIVU
Tusuos(1983-1997) 113G1$50Ro6I Nha San Studio (1998-2011) nazMAUTKXSSANISUINLIBIRDN1SAIASURATU
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Born in Taiwan in 1969, TU Wei-cheng lives in Taipei. He currently works as assistant professor at
Taipei National University of the Arts. He has participated in many biennials including Shanghai Biennale
(2006), Taiwan Biennial (2010), Guangzhou Triennial (2010) and Gwangju Biennial (2010). He has also
exhibited in important international exhibitions such as Footsteps into the Future — Contemporary Art
from Taiwan, Palazzo delle Arti Napoli (Napoli, 2007); Reason’s Clue, Queens Museum of Art (New York,
2008); By Day, By Night, or Some (Special) Things A Museum Can Do, Rockbund Art Museum (Shanghai,
2010); Nostalgia, East Asia Contemporary Art Exhibition, Korea Foundation Cultural Center (Seoul,
2011); Weight of History, Singapore Art Museum (Singapore, 2013); Jie: Contemporary Art from Taiwan,
Herbert F. Johnson Museum of Art, Cornell University (Ithaca, 2014); (In)visible: The Spiritual World of
Taiwan Through Contemporary Art (Vancouver, 2015); A Beautiful Disorder: Exhibition of Contemporary
Greater Chinese Artists, Cass Sculpture Foundation (Chichester, 2016); and Collecting Europe, Victoria &
Albert Museum (London, 2017).

TU Wei-cheng 1An7lsik3ulul 1969 nazorfvaglulmu Jaqduivishinuiduorisgsrgi Taipei National
University of the Arts IviingIv1soudnssAnsikads UINUIg 13U Shanghai Biennale (2006) Taiwan Biennial
(2010) Guangzhou Triennial (2010) na: Gwangju Biennial (2010) WIgsTnnaninaiululnssANSS:aUAING
AaAKaEASI 15U Footsteps into the Future — Contemporary Art from Taiwan, Palazzo delle Arti Napoli
(lurdad, 2007) Reason’s Clue, Queens Museum of Art (Gd80sn, 2008) By Day, By Night, or Some (Special)
Things A Museum Can Do, Rockbund Art Museum (\5&15, 2010) Nostalgia, East Asia Contemporary Art
Exhibition, Korea Foundation Cultural Center (loa, 2011) Weight of History, Singapore Art Museum (ZAlJs,
2013) Jie: Contemporary Art from Taiwan, Herbert F. Johnson Museum of Art, Cornell University (35101, 2014)
(In)visible: The Spiritual World of Taiwan Through Contemporary Art (10UfI20S, 2015) A Beautiful Disorder:
Exhibition of Contemporary Greater Chinese Artists, Cass Sculpture Foundation (33airnos, 2016) la:
Collecting Europe, Victoria & Albert Museum (aounou, 2017)

Rikuo UEDA is a contemporary artist from Osaka. He has been known as an artist who use wind

to draw on surfaces such as paper and canvas,utilising his unique self-invented techniques.The artist
has been exhibiting widely in Asia, Americas and Europe. His recent solo exhibition was letter,
Kunst-Station Sankt Peter K&In (2018) and everything connects to each other, Gallery Rostrum (Malmo,
2016). He has been featured in several international group exhibitions, including After nature material,
shape, structure (Museum Sinclair House,2017); The Art of Drawing for the 21st Century (Kupfers-
tich-Kabinett Dresden, 2015); The Fourth Guangzhou Triennial (2012) and Osaka Triennale (2011)
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T Letter, Kunst-Station Sankt Peter (1nlary 2018) n1a: everything connects to each other, Gallery Rostrum
(alu, 2016) wanuvosviiAgUsINOoglulnSSANSNAUSUAINAKABASI 18U After nature material, shape,
structure (Museum Sinclair House, 2017); The Art of Drawing for the 21° Century (Kupferstich-Kabinett
Dresden, 2015); The Fourth Guangzhou Triennial (2012) 11az Osaka Triennale (2011)



Many may recognise the work by Panya VIJINTHANASARN, National Artist of Thailand, as
“Neo-Traditionalism”. He often creates paintings and sculptures by combining his own designs, forms,
and materials that are inspired by, or found in, situations and stories happening nowadays, with
narratives and styles developed from Thai traditional paintings and murals. Among his early work is
the mural created during 1984-1992 that he collaborated with several Thai young artists at The
Buddhapadipa Temple in Wimbledon, London. Vijinthanasarn received awards from Thailand’s major art
competitions, such as Bualuang Painting Competition (1980), and the National Exhibition (1980).

His works have been widely exhibited both in Thailand and abroad, including Christies Gallery, London
(1984), The Spirit of Thai Modern Art, San Francisco (1987), Les Peintres Thailandias Traditionnels et
Contemporary, L’espace Pierre Cardin, Paris (1989), Change and Modernism in Thai Art at Canberra
Contemporary Art Space (1990), and Asian Heart and Form, Hiroshima (1993). In 1988 Vijinthanasarn
represented Thailand at the SPAFA ASEAN Art Conference at Jakarta. He also painted murals for

Thai Pavilion at Expo’88 at Brisbane, Expo’92 at Seville, as well as the mural at Siam Commercial Bank,
Bangkok Headquarter (1995).
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VERTICAL SUBMARINE is an art collective from Singapore. Their cross-disciplinary projects, which
incorporate theatre and curating, explore methods of storytelling and narrative via words and images .
The group has received accolades such as The President’s Young Talents Award (Singapore, 2009),

The Celeste Prize (New York, 2011), and Finalist for Sovereign Asian Art Prize (Hong Kong, 2015).

In 2010, VS was appointed the Associate Director of TheatreWorks (Singapore, 2010-13), and part of
the Associate Artist Research Programme at The Substation (Singapore, 2011 -13). Apart from art fairs
and gallery shows, they have participated in projects such as Kuandu Biennale (2010), Roundtable:
Gwangju Biennale (2012) and The Roving Eye: Contemporary Art from Southeast Asia, ARTER (Istanbul/
2014 and CCC: Jogjakarta organised by Bangkok Arts and Cultural Centre (2016). In 2017, vertical
submarine was engaged as art director by ZARCH Collaboratives for SGIO-Sydney organized by
Singapore Tourism Board
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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); A Beautiful Disorder, Cass Sculpture Foundation(
Britain,2016); You may say | am a dreamer, VM Gallery, Cabassi (Pakistan,2016); The 3" 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, Madeln 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); Moving Image in China 1988 — 2011,
Luigi Pecci Center for Contemporary Art (Prato, 2012); ON/OFF: China’s Young Artists in Concept

& Practice, Ullens Center for Contemporary Art (Beijing, 2013); Essential Matters, Borusan Contemporary
(Istanbul, 2015); Inventing Ritual, Kunsthaus Graz (Vienna, 2015); On Curbstone Jewels and Cobblestones,
Daimler Contemporary Berlin (Berlin, 2015).

WANG Sishun ifinrucunaigiJe Ussimaiulut 1979 1833mnasinundnng Tt 2008 viaudSoyry1lv 310 Fine Arts
Sculpture Department i Central Academy of Fine Arts IVil6iIVA$oU Echigo-Tsumari Art Triennale, ([GUu, 2018);
The Second Yinchuan Biennale, MOCA Yinchuan (3u,2018); Frontier, OCAT (188315 ,2017); Romanian Biennale,
Timisoara & Arad (Isunlg, 2017); Constellation, Georgian National Gallery, Tbilisi (30S138), 2017); A Beautiful
Disorder, Cass Sculpture Foundation (aus1s010u13ns, 2016); You may say | am a dreamer, VM Gallery, Cabassi
(U1Aian1u,2016); The 3™ Ural Industrial Biennial of Contemporary Art, Yekaterinburg (Sa18e, 2015); CAFAM
Biennale: The Invisible Hand, CAFA Art Museum (UnﬁJ, 2014); and Asia Triennial Manchester: Harmonious
Society (IIWUIBAINDS, 2014). WANUIAAIIRYIVDIIVI 18U Truth, Fondation Salomon, Annecy (H3J1Ad,2018);
Apocalypse, Long March Space (JnfJ, 2016); Truth, Madeln Gallery (Shanghai, 2014); Top of Dopamine, Taikang
Space (UnfJ, 2010). valsianilussuULIUIDIE 18U Reflection of Minds, MoCA Shanghai (139313, 2010); Image
History Existence, National Art Museum of China (Unﬁj, 2011); Moving Image in China 1988 — 2011, Luigi Pecci
Center for Contemporary Art (Us1lw, 2012); ON/OFF: China’s Young Artists in Concept & Practice, Ullens Center
for Contemporary Art (UnfJ, 2013); Essential Matters, Borusan Contemporary (3asiuya, 2015); Inventing Ritual,
Kunsthaus Graz (13guun, 2015); On Curbstone Jewels and Cobblestones, Daimler Contemporary Berlin (1udsau,
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 12" International Architecture Exhibition, La Biennale di Venazia (Venice, 2010 ): The Real Thing :
Contemporary Art From China, Tate Liverpool (Liverpool, 2007 ); and Beyond: The Second Guangzhou
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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2017); GussAnis Pavilion of China at 12" International Architecture Exhibition, La Biennale di Venazia
(1>Ta, 2010 ); The Real Thing : Contemporary Art From China, Tate Liverpool (ainoswa, 2007 ); l1az
Beyond: The Second Guangzhou Triennial, Guangdong Museum of Art (N313573, 2005). UdNINTEITHTA
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A Wall on the Wall A Floor on the Floor, Magician Space (Unﬁj, 2012); na: Historic Residence,

Space Station (JnfJ, 2009).

WANG Yuyang, born in Harbin, graduated from China Central Academy of Drama and the Central
Academy of Fine Arts. He currently lives in Beijing, where he has been teaching at the School of
Experiment Art at the Central Academy of Fine Arts since 2008. He has exhibited worldwide and
participated in biennials and triennials including Nanjing Triennial (2008), CAFAM Biennale (Beijing,
2011), Guangzhou Triennial (2012), Shanghai Biennial (2012), Thingworld International Triennial of
New Media Art (Beijing, 2014) and Asia Triennial Manchester (2014). His solo shows have been displayed
in various international venues such as Dust is Dust, CPU 798 (Beijing, 2008); A Painting, Art Museum of
Central Academy of Fine Arts (Beijing, 2009); WormHole, Perth Horse Cross (Perth, 2010); Tonight

I shall meditate on that which | am, Long Museum West Bund (Shanghai, 2015), and Singularity, Hedar
Aliyev Centre (Baku, 2018). He has exhibited in major group exhibitions, including Coming from Life,
CAFA Art Museum (Beijing, 2006); First White Rabbit Show, White Rabbit Gallery (Sydney, 2009); Real
Realm-Freakishness, Modern Art Gallery (Taipei, 2009); Reflections of Minds — MoCA Shanghai Envisage
11, MoCA Shanghai (Shanghai, 2010); and ON/OFF: China’s Young Artists in Concept & Practice, Ullens
Center for Contemporary Art (Beijing, 2013).
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Biennale (UnAJ 2011) Guangzhou Triennial (2012) Shanghai Biennial (2012) Thingworld International Triennial
of New Media Art (JnfiJ, 2014) 1a: Asia Triennial Manchester (2014) TGussAnisiagdvolivaldsunIsInnanJ
MAUANURAKII 7 13U Dust is Dust, CPU 798 (UnfJ, 2008) A Painting, Art Museum of Central Academy of Fine
Arts UnfJ, 2009) WormHole, Perth Horse Cross (IWss, 2010) Tonight | shall meditate on that which | am,
Long Museum West Bund (139313, 2015) 11a: Singularity, Hedar Aliyev Centre (U7, 2018) IVIAYTANANINAIIU
TuGunssANISNAURAAY 18U Coming from Life, CAFA Art Museum (UnfJ, 2006): First White Rabbit Show,
White Rabbit Gallery (Gndg, 2009); Real Realm Freakishness, Modern Art Gallery (Inid, 2009); Reflections of
Minds — MoCA Shanghai Envisage Ill, MoCA Shanghai (189313, 2010); and ON/OFF: China’s Young Artists in
Concept & Practice, Ullens Center for Contemporary Art (Jnﬁj, 2013).

Born in Bodg, Jana WINDEREN lives and works in Oslo, Norway. She focuses on audio environments
and ecosystems which are hard for humans to access, both physically and aurally, deep under water,
inside ice or in frequency areas inaudible for humans. Amongst her activities are immersive multi-
channel sound installations and concerts which have been exhibited and performed internationally in
major institutions and public spaces. Recent works include the multi channel audio installation “bdra”,
a commission by TBA21 Academy, shown at the exhibition OCEANS. Imagining a Tidalectic Worldview,
Dubrovnik Museum of Modern Art (2018), at Le Fresnoy, France (2018), and in Tidalectics at Augarten
in Vienna (2017), “Rats - secret soundscapes of the city”, commissioned by the Munchmuseum on the
move / NyMusikk in Oslo (2017); “Transmission” commissioned by the V-A-C foundation for Geometry
of Now, Moscow (2017); “Spring Bloom in the Marginal Ice Zone” for the Sonic Acts festival, Amsterdam
(2017). Earlier works includes the large multichannel installation “DIVE” in Park Avenue Tunnel, for
New York Department of Transportation, “Ultrafield” for MoMA in New York and “Watersignal” for
Guggenheim Museum/Unsound festival. Recent releases include “Spring Bloom in the Marginal Ice Zone”
(2018). Jana Winderen releases her audiovisual work on Touch (UK) In 2011 she won the Golden

Nica, Ars Electronica, for Digital Musics & Sound Art.
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Tori WRANES s a vocalist and artist, and has a trans medial artistic practice, which unfolds

as performance, sculptures, videos or installations. Her use of sounds, musical instruments, costumes,
props, architecture and sculptures deforms her appearance and creates new rituals and dreamlike
constellations. Her recent solo shows are HANDMADE ACOUSTICS at Ujazdowski Castle for
Contemporary Art in Warszawa (2018), Hot Pocket at Museum of Contemporary Art, Oslo (2017);
Aldgammel Baby / Ancient Baby, Kunsthal Charlottenborg Denmark (2017); FLUTE WARRIORS, / Red
Comunitaria Trans, Bogota, Colombia (2017); DRASTIC PANTS, Carl Freedman Gallery London (2016).
Bigger performances include STONE and SINGER commissioned by the 19" Biennale of Sydney (2014); YES
NIX, commissioned by PERFORMA 13 New York; Colombo Art Biennale, Sri Lanka (2010); Dhaka Art
Seminars, Dhaka Bangladesh (2015); CCA Lagos, Nigeria; The Eccentrics, Sculpture Center, New York
(2016). Recently, she developed a new score for Dakar Biennale Senegal in collaboration with Ayodeji
Adewale Yaro and a commissioned sound piece for opera festival PROTOTYPE in New York. Wrénes is

represented by Carl Freedman Gallery, London.
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Born in Hangzhou, YANG Zhenzhong has been living and working in Shanghai for more than

20 years with a career closely related to the development of new media art. His works strengthen
the contradictions and disorders within the society through a cynical attitude; moreover, they engage
with issues of life and death, and use the perception of the space politically and psychologically.
Important solo exhibitions include: YANG ZHENZHONG, Ikon Gallery (Birmingham, 2006); Don't Move,
Yang Zhengzhong Solo Exhibition, ShanghART (Beijing, 2011); and Trespassing, YANG Zhenzhong

Solo Exhibition, OCT Contemporary Art Terminal (Shanghai, 2013). He has also participated in

major biennials such as Biennale di Venezia (2007), Guangzhou Triennial (2012), La Biennale de Lyon
(2013), and Shanghai Biennale (2016). He has exhibited internationally at different shows including
Light As Fuck!, BizArt (Shanghai, 2002); Global Cities, Turbine Hall, Tate Modern (London, 2007);
Consumer, Salon 1.618, Palais de Tokyo (Paris, 2009); Our Bright Future: Cybernetics Fantasy,

Nam June Paik Art Center (Yongin-si, 2017); and Art and China after 1989: Theater of the World,
Solomon R. Guggenheim Museum (New York, 2017). He won prizes including Italy Ermanno Casoli
Foundation Prize and AVIFF Art Film Festival Honor Award Jury.

YANG Zhenzhong 1fin#r13131883mIuiBalduiuiunst 20 U naz0AnuduwusiuwsuuimsaauzdoUssinulug
wanuvaIvIIdugANLYagJnazAcuIs:uussTouludiAuruRRARIUUIZDAZ MITIM8UsuIdoId5mas
ADIUMY ||a:ms§u§VT7uVimesxGaJHa:mﬁmimm GussAnIsIRedRAAYvoIIvl Tl YANG ZHENZHONG,
lkon Gallery (1upsDinau, 2006) Don't Move, Yang Zhengzhong Solo Exhibition, ShanghART (JnfAJ, 2011) na:
Trespassing, YANG Zhenzhong Solo Exhibition, OCT Contemporary Art Terminal (188313, 2013) 1IV1§31V1$5U
lumanadiAcyy o813 Biennale di Venezia (2007) Guangzhou Triennial (2012) La Biennale de Lyon (2013)

la= Shanghai Biennale (2016) VA INTMSSANTSSEAULNUIBIFTUIURIIY 1SU Light As Fuckl, BizArt (159313,
2002) Global Cities, Turbine Hall, Tate Modern (aoumou, 2007) Consumer, Salon 1.618, Palais de Tokyo (U134,
2009); Our Bright Future: Cybernetics Fantasy, Nam June Paik Art Center (832U, 2017) naz Art and China after
1989: Theater of the World, Solomon R. Guggenheim Museum (Tog2sn, 2017) viliisus1iSauinuig 1su Italy

Ermanno Casoli Foundation Prize 11az AVIFF Art Film Festival Honor Award Jury

ZHANG Peili was born in Hangzhou, where he currently lives and works. He graduated from the
Department of Qil Painting at Zhejiang Academy of Fine Arts (now China Academy of Art) in 1984,
where he is now a professor. He is also the executive director of OCAT Shanghai. In 1985 and 1986,
he organized and participated in the ‘85 New Space exhibition and artist collective Pond Society
activities. His major works include Rest, X? series, 30 x 30, Water: Standard Version from Cihai
Dictionary, Document on Hygiene No.3, Last Words, A Gust of Wind and Collision of Harmonies

Zhang is mainly engaged with video, text, sound installation, mechanical installation and photography,
along with art education and administration. Zhang has held solo exhibitions at renowned institutions
such as Art Institute of Chicago (2017); Museum of Modern Art New York (1998); and Biennale di
Venezia (1993, 1999, 2003). His works are shown in important international exhibitions such as Lyon
Biennale (1997), Sydney Biennale (1998), Gwangju Biennale (2002), Guangzhou Triennial (2003) and

Shanghai Biennale (2000, 2012). Zhang’s works have been collected by prominent institutions
such as MoMA New York, Guggenheim Museum, Art Institute of Chicago, Tate Modern and

Centre Georges Pompidou

ZHANG Peili 1inAu13130 AAVAIEE3miasihulunoud IvVIIunIsANuNIA3IIMsnssuFiTu

31N Zhejiang Academy of Fine Arts (J330ufo China Academy of Art) TuU 1984 nazU3jguniduoiinse
AU uoNNNTIVIFIFISIFIIKUINSSUMISUSIKISVD OCAT midealsd viDurinnazdasusoulutussanis

'85 New Space 11a=AInssuvaInaufatu Pond Society TuT 1985 1Az 1986 WaUBUAIACYVDIIVISIUR]
Rest, X? series, 30x30, Water: Standard Version from Cihai Dictionary, Document on Hygiene No.3,

Last Words, A Gust of Wind and Collision of Harmonies na:3ur Ingauluny ividnidourio3alo, voadu,
sound installation, mechanical installation nazniwnie TAIVInuMIsAnwmMuUAaUziaznIsInnNIsiauozZhang
IYNAAITNSSANISMUANTTURDB0IF0I61IY UMEIUA18ASI D17 Art Institute of Chicago (2017); Museum
of Modern Art New York (1998); 1azuunssufau: Venice Biennale (1993, 1999, 2003). waJiuvoJivilasu
MIsIn1anIIUTMSSANSS=TULUTIRSUAIANYKA1BASI 017 Lyon Biennale (1997), Sydney Biennale (1998),
Gwangju Biennale (2002), Guangzhou Triennial (2003) 11a: Shanghai Biennale

(2000, 2012) nazandubdoiFeasiigidwanuvaivilislunaaiandusizs 01 MoMA New York,
Guggenheim Museum, Art Institute of Chicago, Tate Modern 1a: Centre Georges Pompidou

Born in Xinjiang, ZHAO Zhao lives and works in Beijing. His sculptures, paintings and installations examine
the power of individual free will and the dynamics of state control. He has had solo shows in international
galleries such as CAAW (Beijing, 2008); Alexander Ochs Galleries (Berlin, 2011 and 2013); Carl Kostyal
foundation (Stockholm, 2015); Roberts & Tilton (Los Angeles, 2015); Chambers Fine Art (New York, 2013 and
2015); Lin & Lin Gallery (Taipei, 2017); and Tang Contemporary Art (Beijing, 2018). He has exhibited in many
important art institutions including Fuck Off I, Groningen Museum (Groningen, 2013); Individual Growth:
Motive Power of Contemporary Art, Tianjin Art Museum (Tianjin, 2013); Humboldt Lab Dahlem, Museum of
Art (Berlin, 2013); Time Is A Saw: Established and Emerging Contemporary Chinese Artists, Crossman Gallery
(Whitewater, 2014); Zero Tolerance, MoMa PS1 (New York, 2014); and JingShen: the Act of Painting in
Contemporary China, Padiglione d’arte Contemporanea (Milan, 2016). His Project Taklamakan was selected
as the background picture of 2017 Yokohama Triennale poster and catalogue. He was appraised as

Top 10 Chinese artist by CoBo and obtained the award nomination of Chinese annual young artist in

11" Award of Art China, and of Modern Painters “25 Artists to Watch”

ZHAO Zhao 1iniduides Jiqduaifeagludnni UssRuinssy 3msnssy 1a:1un213valiviidunisdisa
WaJIvoJdiniudasvoidiarkniazwadsvoinisAduAUVDIST VvadaussaMsiedlunoAaUszaUAINAKATYIIA]
13U CAAW (UnAJ, 2008) Alexander Ochs Galleries (1UpSAU, 2011 1Az 2013) yalis Carl Kostyal (afionlaau,
2015) Roberts & Tilton (aoanouiiaa, 2015) Chambers Fine Art (TGogosn, 2013 1a: 2015) Lin & Lin Gallery
(U, 2017) 11a: Tang Contemporary Art (JnAJ, 2018) viipgintussanisluanguAal:sutinarsnil

18U Fuck Off Il, Groningen Museum (InsUJ13u, 2013) Individual Growth: Motive Power of Contemporary Art,
Tianjin Art Museum (IMgu3u, 2013) Humboldt Lab Dahlem, Museum of Art (1luosau, 2013) Time Is A Saw:
Established and Emerging Contemporary Chinese Artists, Crossman Gallery (101101105, 2014) Zero Tolerance,
MoMa PS1 (Gd80sn, 2014) 11a: JingShen: the Act of Painting in Contemporary China, Padiglione d’arte
Contemporanea (Ja1u, 2016) 1Asinis Taklamakan voJivilasuidoniumwainuaivoiluaimosiaziiAnsaon
11U Yokohama Triennale U 2017 na:lssunmisinsuauidurtilu 10 angonAaduvaiiulny CoBo nalasums
1FuaBoIiBIsii3araluIuntiniuuus:T10Tu Award of Art China ASIA 11 Ia:AASUGAU 25 AaUuAUITUBNUDI”

voJ Modern Painters



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 marginalized communities and marginalized plants.
He is learning to cultivate ecological wisdom for a Good Anthropocene. He has worked with a number of
museums and art spaces in Asia and Europe, most recently Parco Arte Vivente (Turin), TheCube Project Space
(Taipei), Villa Vassilieff (Paris), Cass Sculpture Foundation (Goodwood), Sifang Art Museum (Nanjing), and
Hong Kong Museum of Art. In 2018 his works have been included in Manifesta 12, Cosmopolis #1.5,

the 11" Taipei Biennial, the 2" Yinchuan Biennial, and the 1 Thailand Biennale. He taught at China Academy
of Art from 2010 to 2013, and currently teaches at the School of Creative Media, City University of Hong
Kong. In 2016, he received Commendation for outstanding achievements in the development of arts and

culture from Secretary for Home Affairs, Hong Kong SAR Government.

ZHENG Bo 1JuRatu dniveu 1a:0111s8 §UITUaSIASSANAIIUAIREITDIAUAIAUIAAIINAZDU IVILIAISIA
DRMANIULT 1A5TURUINISTIDUIAMVIIKINKIUYUUDIVDITUTUBIEVOU 1AzAAUNSWSSUBIUBIOVOU IVIISOUS
USoru1INsssUBIRIW0as13assALALIYBEINETAR IVIIASKIUSIUAURWSAUA 1asWUAMIIAAUAA8 1A
valuoiBunazulsu a1anfio Parco Arte Vivente (55U), TheCube Project Space (Iniu), Villa Vassilieff (U13a).
CASS Sculpture Foundation (ausioo10u1ins), Sifang Art Museum (KU1U3J) 13z Hong Kong Museum of Art
Tud 2018 wanuvasvilsmidudsurtivoiiu Manifesta 12, Cosmopolis #1.5, Taipei Biennial ASI7 11,

Yinchuan Biennial ASJi4 2 1a: Thailand biennale
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Palin ANSUSINHA (PA) was born in Bangkok, 1995. She is a writer and curator living in Bangkok, Thailand. Selected writings
include Touching, Receiving: Relating Through Sound (2018) for Teleaesthetics e-magazine; Live, but dirtier (2018) co-written
with Jennifer Boyd and Katharina Joy Book in Critical Interruptions Vol. 1 published by Live Art Development Agency, London;
and Critical Interruptions (2016), a multi-authored live publication as part of the Steakhouse Festival, London. Together with
Estelle Pandao and Jeanne Penjan Lassus, she co-founded Moom Mong Collective in 2017 and co-curated their first project,
The House of Flowing Reflections as part of Bangkok Biennial 2018. She graduated from King's College London in 2017

with a BA (First Class Honours) in English Literature.

U1au 53a734 1ARANsIMwukiuAs Ul 1995 1TudniVeunaziumsnya1Auaginsamwa uIveuiiZonasslain Touching,
Receiving: Relating Through Sound (2018) Anidonnazfiwuwlng Teleaesthetics e-magazine; Live, but dirtier (2018) IVguUsIUAU
Jennifer Boyd n1a: Katharina Joy Book Anidonnazfiwuwliu Critical Interruptions Vol. 1 Ing@dnwuw Live Art Development
Agency asunau; aziduliniVeussulu Critical Interruptions (2016) 3310ulAsimsiVounafiwuwanlumaniafau:

Msianian Steakhouse Live Festival aounou Ul 2017 isarosi) Moom Mong Collective $3UfTU Estelle Pandao na:

Jeanne Penjan Lassus iaz10uficumsnysoululasinis The House of Flowing Reflections mduasunklivaiiiuimaAniafaus
Bangkok Biennial 2018 1s23unisANIS=AUUSYYIMS (IRUsATOUSUTUKTI) fudssunssuSInnuan King's College London

Haisang JAVANALIKHIKARA (H]J) was born in Bangkok, 1987, She completed BA in Media Arts from Royal Holloway,
University of London and received her MLitt in Modern and Contemporary Art focusing on curatorial practice from Christie’s
Education, University of Glasgow. She started her art and cultural career at Bangkok Art and Culture Centre as a project
manager and assistant curator, handling exhibitions and programmes nationally and internationally. Haisang is currently doing
DFA at Chulalongkorn University, creating a website called teleaesthetics.net along with giving lectures on art, aesthetics, and
visual cultures. She is also working freelance on art and culture projects in various positions.

Tknas souzavns iAnRnsamMwukiuas Wl 1987 umsAnuUSyryIrs Media Arts 310 Royal Holloway, University of London
nazlsisu MLitt Tu Modern and Contemporary Art IGUTUAURURNIsAUnISNEA1n Christie’s Education, University of Glasgow
150lAISUDIBWFTUAAUNAIFUUSSSUMKDAAUSFUIUSSSUIKINSIIMWUKIUASAIUKINTAR TR N1sTASINIS Az B uAunISny
quatussamsiazinsimsiolulssmanazuiuoii J1oulinasfmaAnumaalnssumansauiUun o 3wiainsniuuisnede
asisuTormanIsAnuAo teleaesthetics.net UDNIINTUTISUUSSEIUMILUKIINEIFLNAzANTTUNIIY KOVDIREITDIAUAAU:
auudgmans nasssuusssumausn souluiaioudastulasinisifudAuAalznasSsuusssulushiuuinkainkale

JIANG Jiehong, is curator, writer and Professor of Art at Birmingham City University. Jiang has extensive research and curatori-
al experiences in contemporary art and visual culture. Amongst many influential projects internationally, he has curated
Guangzhou Triennial: the Unseen (2012), Asia Triennial Manchester: Harmonious Society (2014), The Shadow Never Lies
(Shanghai, 2016), and This Is Shanghai (Liverpool, 2018). Jiang’s book publications include The Revolution Continues: New Art
from China (2008), Red: China’s Cultural Revolution (2010)and An Era without Memories: Chinese Contemporary Photography on
Urban Transformation (2015),and he is Principal Editor of the journal of Contemporary Chinese Art (Intellect).

[ [3e53 10UAUMSNG TNITeU 13:01s8 ALK 3NN 1UDSDINBUTH 1001USTIIoU UssMAars15010u1Tns Mansiasgioalaiu
53gmuAal=souatyuIuINUIg Wwaulussuuiuiss [ain Guangzhou Triennial: the Unseen (2012), Asia Triennial Manchester:
Harmonious Society (2014),The Shadow Never Lies (Shanghai, 2016), and This Is Shanghai (Liverpool, 2018).
JUIVgUVDIMAans1sei3es [ain The Revolution Continues: New Art from China (2008), Red: China’s Cultural Revolution (2010)

1az An Era without Memorsies: Chinese Contemporary Photography on Urban Transformation (2015) uanN NG Mans1se 3ol

g310uussuIsnIsvod Journal of Contemporary Chinese Art 3n6ide



FEDERICA Mirra (FM) is a postgraduate research student at Birmingham City University (BCU) where she holds

a Midlands3Cities AHRC Doctoral Studentship Award. Her research investigates contemporary Chinese artistic responses

to the unprecedented urbanization in China in order to raise awareness of this phenomenon’s social implications. In September
2018, she completed her MA Contemporary Arts China at Birmingham City University with distinction. Before joining BCU,
she obtained her BA in Chinese Studies from Ca’ Foscari University of Venice, Italy (2015), and pursed an MA in East Asian
Studies, Specialisation Chinese at Leiden University, The Netherlands (2016).

Federica Mirra 10UUNANWNSTORUKIIMETUIUDSTINOUTH 100J1UDSTINOU aus1o010U1INs Mirra [65Us135a Midlands3Cities

AHRC Doctoral Studentship Award 11u338vaJ Mirra AnwidolAausssuadsluaisisusus-s1ouiuinouauaisionisilagunlal
1udsAuiloavolusziva |Waiq:a§ums§u§|Fiwﬁudsmgmsnjﬁllﬁm% 5ﬂlﬂtjL]EJI/I'IJﬁJFWLJVDJUSWHQOWSFUﬁJnéWD Tuiiounueigu 2018
Mirra UNIsANMAAUMAaRNSUKT AR avi3o1Aal:$ouadoiu NNUKIMTEa8IUaSTINIoUTH 10031U0S0II5U USHINAARS15113NS [de
WanzuugaAIBoy ssauAaUMARSTUAN 1ISD3UNISANWATVISBIIUANY 31 Ca’ Foscari University 10031504 Us:IvASHIE

nazAadmMansukIdouaizn a1v1538110138mM3udonNfny IHUas1suSIUS=31BUIU 310 Leiden University UszimAiuisosiaus (ut 2016

Vichaya MUKDAMANEE (VM), is an artist and lecturer in fine art at Silpakorn University in Thailand. His work

explores the idea of re-constructing relationships between lives and urban environments through found and readymade objects.
Mukdamanee's recent solo exhibitions include Becoming (Un)conditioned at Suan-Mokha Bangkok and Ratchadamnoen
Contemporary Art Centre, Bangkok (2016), and Strive to Fail at the National Gallery, Bangkok (2017). He also participated

in numbers of international group exhibitions, such as Diverse Harmony at The Art House, Singapore (2010), 26" Asian
International Art Exhibition at Seoul Art Centre (2011), and Cut Thru: The view on 21" Century Thai Contemporary Art

at LASALLE, Singapore (2011).

>u0y yneU 1DuAalunaz:sInsgasuAaU=AuKIMIdoAalIns WaluAau:voI3yDiudANUANIUNSANBIAMIUTUWUSSEA31)
F3mnazaanndouluibol Invianioonwiusaniudaldia-sand115isu GUssANISIRYIVDISBUANIULIENEIDE1IBU F(15)an1d: :
Becoming (Un)conditioned cu @aulunvnsiinw nazuofadsouadoesioandu (2016) 1a: auanAanAaiu : Strive to Fail cu WwsAtunaniu
143077 woAaul nsamwe (2017) 3oy Gal6INVISIUIENITUSSANISNAUAAAYTUSERUUIUIBIE 18U Diverse Harmony tu The Art House
a1nlUs (2010) 26" Asian International Art Exhibition ru Seoul Art Centre (2011) n1az Cut Thru: The view on 21° Century

Thai Contemporary Art tu LASALLE Zialds (2011) 10uriu

Vipash PURICHANONT (VP), is an independent curator and a co-founder of Waiting You Curator Lab, a curatorial collective
based in Chiang Mai. He received his doctoral degree in Curatorial / Knowledge from the Department of Visual Cultures,
Goldsmiths, University of London in 2018. Purichanont is shortlisted for the ICI Gerrit Lansing Independent Vision Curatorial
Award in the same year. He is currently a lecturer at the department of Art History, Faculty of Archaeology,

Silpakorn University, Bangkok.

5ms v 10UAUMSNESas: nasisounasty Waiting You Curator Lab 33iJundudurmsnsluTiuinidealuy 3nmoiunisAnuss:au
nuRUUANAIU Curatorial/Knowledge 31n Department of Visual Cultures, Goldsmiths, University of London 150U 2018 na=lgisu
Anidontkilurivasou (shortlist) s135a ICI Gerrit Lansing Independent Vision Curatorial Award Tutifigaau U3jgu 3nmoiduoiinseg
AnAso1UssSRmansaal: acuslusiuns uKsMedsAalins

Panatchakorn Viratmalee (PV) was born in Bangkok, 1993. She is a writer, artist and curator, currently lives and works in
Bangkok, Thailand. She received a BA in Communication Design from Chulalongkorn University in 2015 and had experience
in art administration, working as a gallery coordinator at 100 Tonson Gallery, Bangkok from 2016 - 2017. Her recent
projects are, 454/278-281 as part of Bangkok Biennial 2018 (curated and exhibited), Fatima, A Foot Play, Fatima (2018)

as part of Interjection Calendar project, commissioned and published by Montez Press

wiisns 35mUuia InnnnsImwurkiuasiul 1993 10udniVou Aadu nazAunsny JiqduarAsnasiniuaglunsimwe k31an
JUMsANUSsAUUSyyImsaumsoonivutimaaadliniwiainsaiuridvenas Ul 2015 TaDUszaunmsninmisiiaiulusu
MsUSKISIANISAAU: 7 100 FUAU 11Na1a5 s=k3130 2016 - 2017 WUsiAnEaanTsina GussAns 454/278-281 (2018) WIDuAIUKT
voJimamaaau: Bangkok Biennial 2018 (Adisunazlodwaliu) naziuiveu Fatima, A Foot Play, Fatima (2018)

TulUsianei Interjection Calendar, Anidonnazsiwuwlnad1inWuw Montez Press

Ajjana WAJIDEE (AW) is bubbly, energetic and unique. She was born in Krabi and graduated from Prince of

Songkla University, Pattani Campus. She is currently working as a freelance translator and copy writer. Being unbounded
allows her to complete several kind of tasks; namely being a narrator for documentaries, a youth camp director,

an editor as well as a curatorial assistant of Thailand Biennale 2018. As a curatorial assistant based in Krabi,

she did research, provided useful information and form supportive local network for the curatorial team and artists.

She has a plan to make a creative space in her own community in Krabi.

531 2538 10uAUSISINALTA ns=Fio$osu 1AzITUBHVEIFIDI ISDIANKIIKSIANS:DIIAzIUNSANLINNUKIIMEIGUAIVATUASUNS
Snonvedned J3i0u isavinududnilanaziniveuridas: msinuilunfinogauilanihliisoblomaashinukainuals
sUINUU aazidgaaisad WiiAeie1dou ussandns souluBaUszaunuicumsnévollasinis Thailand Biennale 2018
TumusUs=auNUAUMSNERUs:108 U Taudnns:0 Isoaswuilukalsouou assuivoyandulsdeod soulugaas
InsoVriDIRUTKAUMIALAUMSNGIa:Aa0U TuauAnSUINAT 1soDIWURA=IlaWUAas1IassAluguB UMD IR UV JIsaluTIKIANS:D

Nhung WALSH (NW) curator from Vietnam and director of IAP, a non-profit organization that connects Vietnamese and
American artist communities. Her curatorial projects are clusters of collaborative research and exhibitions that enable
multiple paths of exploration. Nhung's recent exhibitions include Siggraph Asia (2015, 2017), Mind-Body Dualism (2017-18),
History of Now (2017), Saigon Blueprint (2016-17), and the First Thailand Biennale (2018, asst. curator). Nhung holds masters
degrees in international studies (Tokyo University of Foreign Studies), history (University of Alabama), and art administration
and policy (School of the Art Institute of Chicago). She creates N&i Projects and Vietnam Artists Book Projects as platforms
to connect artists and incubate ideas for research and exhibitions.

Nhung WALSH 13uftumsnydani3enuiu 1azi31ud8nisval IAP aiansluiadiuinaiilsiidouriogusufalzi3gnuiunazansioiusni
NuAM3SNYVIIsabIINIs3Tuiuubdsussunazinssanmsailiinansigumalinuainiats Gussanisvol Nhung Ao Siggraph Asia
(2015, 2017), Mind-Body Dualism (2017-18), History of Now (2017), Saigon Blueprint (2016-17), n1az Thailand Biennale (2018,
WEduAuMSNY) Nhung 1aSuUStyeIumkIdouzin avaiuiunoisane (Tokyo University of Foreign Studies) Uss3fimans (University of
Alabama) na: Aad=Uszarumanina:zulsuie (School of the Art Institute of Chicago) 1soasiiinsinis N&i n1as Vietnam Artists

Book Projects 3310uniiridourioAatlu naziuWnaANUANZIKSUNISIToNazanssANTS



Consultants / ﬁ:l]§nu1 Rong Phukaoluan President, Thai Hotels Association (Krabi)
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