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Appendix 2a. 1

CONSCIOUS REALITIES
A series of discursive encounters

Ini$ated and organized by Sàn Art, Ho Chi Minh City, Vietnam
Supported by a Prince Claus Fund Network Partnership, The Netherlands
Co-hosted in Ho Chi Minh City, Vietnam with University of Social Sciences and
Humani$es; Trí Việt Centre for Social and Educa$onal Studies; Royal Melbourne
Ins$tute of Technology; Hoa Sen University.

‘Conscious Reali$es’ sought to s$mulate crea$ve ac$vity in Vietnam, engaging
differing ideas of contemporary ar$s$c process.

‘Conscious Reali$es’ took place between 2013-2016, encompassing dialogue carried
out through lectures, workshops and a residency program, invi$ng intellectuals,
ar$sts, writers and other cross-disciplinary culture workers to Ho Chi Minh City. This
dialogue focused on the shared histories of the Global South, engaging the divergent
reac$ons to those histories and the lessons to be learned in thinking laterally across
these communi$es. These necessary dialogues are too oWen overshadowed by the
ver$cal discourse in which cultural work from formerly colonized peoples is posited
in rela$on to former colonial powers -- therefore ‘Conscious Reali$es’ imagined the
primacy of lateral dialogues between South East Asia, South Asia, La$n America and
Africa.

In Vietnam, there are few opportuni$es to engage with art historical or philosophical
narra$ves due to a combina$on of lack of resources, infrastructure and strict
government regula$on. Despite this lack of educa$onal access there is a growing
crea$ve community seeking knowledge and opportunity. Non-government
organiza$ons offer interna$onal pathways of knowledge exchange, and though these
opportuni$es are valued, they largely echo colonial rela$ons or diploma$c concerns,

‘Conscious Realities’ is made possible
by a network partnership between
Sàn Art and the Prince Claus Fund

This report was completed in 2016.
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failing to provide an encounter with prac$$oners that hail from social and cultural histories analogous to the context of Vietnam.
‘Conscious Reali$es’ sought to address this lack.

In the Global South, a diverse region predominantly imagined and constructed by colonial empire, there are countless hidden histories not
taught that illustrate a world of vastly different social rela$ons and influences - the complicated journey of Indonesian ba$k techniques,
through Dutch capital and industrializa$on to the markets of West Africa; or the way that Sanskrit func$oned as a lingua franca across
great parts of Asia, South East Asia and South Asia, crea$ng a common root for widely diverse cultures. Such compara$ve histories
illuminate and complicate the presumed borders of na$on, ideas of cultural iden$ty, the inten$on of history, ritual and custom, or reasons
behind ethnic migra$on and economic trade. While acknowledging the paradox of colonial geographies, in which the very borders were
tools of subjuga$on, ‘Conscious Reali$es’ seeks to engage crea$ve interdisciplinary prac$$oners in a South-to-South rela$on, in an
a_empt to create alternate networks of knowledge exchange.

Tradi$onal no$ons of center and periphery are outdated, par$cularly considering China and India are now global economic powerhouses;
while former colonies like Angola are now providing aid and opportuni$es to their previous colonial powers. Thus, ‘Conscious Reali$es’ re-
-imagined geography as a visual/intellectual/cultural construct, seeking to define these new spaces through analysis of cultural produc$on
u$lized through tropes of mythology, social science and the movement of material resources and human ingenuity/labor.

PROGRAM STRUCTURE

Encounter
Through exchange in dialogue, ‘Encounter’ sought the shared space of experience and exper$se via lecture and informal discussion. 
Crea$ve thinkers, from interdisciplinary backgrounds such as art, theory, architecture, literature, music or new media were invited to visit 
Ho Chi Minh City for a two week period. During this $me, each thinker provided public lecture/s, sharing personal exper$se and
experience, in addi$on to two informal workshops with select par$cipants. Par$cipants (cross-disciplinary in study) were selected via an 
Open Call process across Vietnam and expected to a_end all aspects of ‘Encounter’ each year. A local board of advisors adjudicated this 
Open Call and a new intake of par$cipants were sought each year. Public lectures took place at co-host venues, while informal ac$vi$es 
took place predominantly at San Art, or other external venue where audience numbers demanded.

The ‘Encounter’ lecture series was presented in partnership with ‘Trí Việt Centre for Social and Educa>onal Studies’, Ho Chi Minh City
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Prod/Ponder
The space of production in a lived and shared environment can be one of the most dynamic and intimate forms of artistic collaboration,
enabling a challenge of conceptual and technical ideas. For ‘Prod/Ponder’, six participants (visual artists/curators) were invited to undertake a
one-month residency in Ho Chi Minh City, as part of ‘Sàn Art Laboratory’ – Vietnam’s first homegrown studio/residency program. Each guest
was expected to collaborate in some way with the artistic community in Ho Chi Minh City (eg. co-produce new work; workshop; performance;
film screening etc.) with final showcase of work/ideas/challenges at Sàn Art.

Other events
Four visual art exhibitions, one online video-art festival and one publication, were also realized in association with ‘Conscious Realities’,
curated by San Art.
1. ‘Unconditional Belief’ by Art Labor
2. ‘Conjuring Capital’ : a group show of 6 artists
3. ‘Dislocate’ by Bùi Công Khánh
4. ‘Sketching Vietnamese History’ by Quách Phong
5. ‘Embedded South(s)’ : online video-art festival, featuring 30 artists and 14 hosts, from across the Global South
6. Conscious Realities reader : co-published with Hoa Sen University Press

PROGRAM THEMATICS AND PARTICIPANTS
‘Conscious Realities’ was composed of three subject areas:

To examine the role and transformation of mythology, as an institutionalized form of spiritual guidance (such as Islam or Buddhism); as
popularized contemporary phenomena (such as Bollywood); as a system of language constructed to signify meaning and value, exploring how
creative visual vehicles utilize and reference historical narrative to speak about the complexities of contemporary life.

To examine the artistic employment of social science methodologies in contemporary visual culture, exploring the diverse and often traumatic
impact of colonial histories, urbanization, racial formations and the consequence of ideology and armed conflict on the creation of collective
memory and cultural archive.

To examine the origin and history of use of material resource, considering the migration of raw materials and human ingenuity/labor and
how they have become key components employed and questioned within artistic practice. The creative innovation of natural and man-made
materials as local symbol and the origin and subsequent conflict in international trade of goods (eg. coltan, a rare mineral, found in the
Democratic Republic of the Congo, Brazil, among others) were also artistically explored.
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CURATORIAL ADVISORS
N’Gone Fall (Curator and writer, Dakar, Senegal)
Gridthiya Gaeweewong (Curator; Artistic Director, Jim Thompson House, Bangkok, Thailand)
Christopher Myers (Artist and Writer, New York, USA)
Hammad Naser (Curator and Critic; Head of Research and Programs, Asia Art Archive, Hong Kong, P.R. China)
Sharmini Periera (Writer and Founder, Raking Leaves Publishing, Colombo, Sri Lanka)
Jose Roca (Curator and Co--Founder, FLORA, Bogota, Colombia; Adjunct Curator, Latin American Art, TATE Modern, London, UK)
Kate Fowle (Director at Large, Independent Curators International, New York)

GOALS & OBJECTIVES

To create a critical platform of contemporary interdisciplinary artistic exchange in Vietnam between local, regional and international
creative thinkers from South East Asia, South Asia, Latin America and Africa, encouraging awareness in Vietnam that their cultural and
social histories carry great similarity with these regions.

To acknowledge that structures of value in cultural capital must be innovated, that creative producers rejuvenating historical pathways of
knowledge and exchange will create new economic opportunities for the future

To use knowledge, dialogue and creative production, specifically relating to historical narratives as a crucial and constitutive part of the
progress and innovation within a social community

To re-establish the primacy of creative thinking in the understanding of history, especially in contexts where archives must be read across
purposes. For example in resurrecting colonial documentation to understand the lives of those for whom such documents were primarily
tools of subjugation, or in contemporary politically repressive contexts, in which history itself can function as a closely guarded state
secret.

To nurture the growth of an interdisciplinary creative community in Vietnam - artistic producers, facilitators and audiences - towards a
more informed awareness of how individual action and innovation of concept, material and interpretation empowers meaningful change
in social life

To create a new set of cultural pathways in exchange and dialogue in South East Asia, between this region and South Asia, Africa and
Latin America, so as to encourage greater educational and economical ties for the betterment of cultural organization and individual
growth
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*With thanks to the following ‘Encounter’ workshop participants: 

2013-2014:

Archie Pizzini
Đỗ Tường Linh
Ed Weinberg
Hanoi Untitled Collective (Lê Giang, Ngọc Nâu)
Khôi Trần
Lâm Lệ Thanh
Lys Bui
Phạm Diệu Quyên
Phan Thảo Nguyên
Phương Phan
Quang Lâm
Rachael Carson
Rich Streitmatter-Tran
Sita Raiter
Trương Công Tùng
Tu Manh Ky

2014-2015:

Phạm Diệu Quyên
Lê Ngọc Chi
Fabiola Bucheler
Phan Trọng Nghĩa
Nguyễn Văn Đủ
Hoàng Minh Phúc
Hai Minh Nguyen
Lê Phi Long
Jessica Lu
Nhung Đinh
Sita Raiter
Rosanna Li_ooij
Quyên Hoàng
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GUEST SPEAKERS / ARTISTS

ENCOUNTER

Ngô Bảo Châu Trương Thị Kim     Inrasara David Teh Nalini Malani
Chuyên

Thanes Prasenjit Ute Meta Bauer Chitra Ganesh Kidlat Tahimik
Wongyannava Duara
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GUEST SPEAKERS / ARTISTS

ENCOUNTER

Ravid Sundaram N’Tone Edjabe N’Gone Fall Marco 
Kusumawijaya
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GUEST SPEAKERS / ARTISTS

PROD/PONDER

Jompet Khadim Ali Than Sok Arin Rungjang
Kuswinandanto

Lena Copangbang Adriana Bustos Karen Fiss Lê Giang Art Labor
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ENCOUNTER
LECTURE AND WORKSHOP PROGRAM
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NGÔ BẢO CHÂU

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Event 1: Public lecture

Dura$on of stay:
August 21, 2013

Ngô Bảo Châu is a mathema$cian who is best known for his proof of
the Fundamental Lemma, an intricate problem in number theory. He
was awarded the Fields Medal in 2010, which is generally regarded as
the highest dis$nc$on in mathema$cs. He teaches at the University of
Chicago and also serves as the scien$fic director of the Vietnam
Ins$tute for Advanced Study in Mathema$cs. He is an editor of
"Inven$ones Mathema$cae", one of the best mathema$cal journals.

Event 1 (public lecture)
‘Hidden Symmetries’ - inaugural ‘Encounter’ lecture
August 21, 2013 @6PM @ Auditorium D, University of Social Sciences
& Humanity
Audience numbers: 503
Co-hosted with Tri Viet Center for Social & Educa$onal Research
Translator: Chân Thiện Mỹ Transla$on & Consul$ng | Facilitator: Trà
Nguyễn & Tôn Nữ Thị Ninh
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NGÔ BẢO CHÂU

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Professor Ngô Bảo Châu discussed the common ground between an
ar$st and a scien$st. He addressed how he perceives ar$sts as seeking
rigor in their work in a fashion equal to scien$sts, especially
mathema$cians, who similarly look for ideas of beauty. Discussing the
role of perspec$val composi$on in the development of a picture plane
in art – looking at the likes of Leonardo da Vinci and Edvard Munch –
Bảo Châu drew mathema$cal inspira$on from such visual thinkers who
were equally a_emp$ng to understand the world in which they lived.
Ngô Bảo Châu is a celebrity and thus drew a large number of
Vietnamese as audience, mostly students and young people, who
admire his intelligence, achievements and cri$cal opinions about
Vietnamese poli$cs, culture and educa$on. The Q&A session was
successfully conducted, with facilita$on of Mrs. Tôn Nữ Thị Ninh from
Trí Việt Center, former Vietnamese ambassador to the EU and a key
figure in Vietnamese society, who advocates for innova$on,
crea$veness and support of educa$on and culture. An official dinner
was held following this inaugural lecture, hosted by Mrs. Tôn Nữ Thị
Ninh with department heads from the Vietnamese Ministries of
Educa$on; Informa$on & Communica$on; Culture, Sport & Tourism.
The President of the Prince Claus Fund, Ms Christa Meindersma was
also in a_endance with the Sàn Art Board, its staff and of course the
guest of honour – Ngô Bảo Châu . This dinner was the first $me Sàn Art
had personally met these government department heads.

KEY CONCEPTS DISCUSSED:
Plato’s five solids; Metaphysical meaning in philosophy of five Platonic
solids; Cosmos; Symmetry vs. Asymmetry; Beauty of mathema$cs;
Symmetric percep$on through sub-consciousness
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UTE META BAUER

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Audience giving questions to Prof. Ute Meta Bauer 

Duration of stay:
November 2-5, 2013

Ute Meta Bauer is working as a curator of exhibitions and presentations
on contemporary art, film, video, and sound, with a focus on
transdisciplinary formats. Bauer was co-director with Hou Hanru of the
World Biennial Forum No. 1, Gwangju, South Korea, 2012; curator of
The Future Archive, Neuer Berliner Kunstverein (n.b.k.), Berlin, 2012;
Artistic Director of the 3rd Berlin Biennale for Contemporary Art, Berlin,
2004; and Co-Curator of dOCUMENTA 11 (2001–2002). She is Associate
Professor at the Massachusetts Institute of Technology, Cambridge,
USA where she served as the Founding Director of the Program in Art,
Culture, and Technology (ACT) at MIT’s School of Architecture and
Planning (2009–2012) and as Director of the MIT Visual Arts Program
(2005– 2009). From 2012–2013 she was Dean of Fine Art at the Royal
College of Art, London. Her most recent publications are World
Biennale Forum No 1 – Shifting Gravity (co-edited with Hou Hanru) and
AR – Artistic Research (co-edited with Thomas D. Trummer), both in
2013.
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UTE META BAUER

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Lecture hall seen from outside

Event 2: private workshop

Event 1 (Public Lecture)
'Other Knowledges’
November 2, 2013 @ 6PM @ Room D404, University of Social Sciences 
& Humanity, HCMC 
Co-hosted with Goethe Institut
Audience numbers: 198
Translator: Phương Nguyễn | Facilitator: Trà Nguyễn
Artistic practice has gone through significant changes in the last
century. Today, the arts articulate themselves less through mastering
skills, moving more towards a practice of reviewing and rewriting
history as a way to reflect on todays societies through artistic
expression and their means. As with the knowledge produced by
scientists, artists contribute to our understanding of the complexities of
an ever changing world. Developing their own methodologies and
language, artists contribute in a different but nevertheless substantial
way to the global production of knowledge. This presentation
introduced a range of recent examples of artists whose projects invest
in transdisciplinary research and collaboration.

Event 2 (2 day private Workshop)
'Other Knowledges’
November 3 & 4, 2013 @ 10AM-3PM @ SaigonHub
Audience numbers: 17 
Translators: Lêna Bùi, Phan Thảo Nguyên, Arlette Quỳnh-Anh Trần
Facilitator: Zoe Butt 
Nov 3 - Ute Meta Bauer presented and discussed with participants the 
various forms and disciplines, which can be utilized and collaborated 
within visual art, such as theater, film, dance, architecture. 
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UTE META BAUER

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Nov 4: Each par$cipant gave a short 7-minute presenta$on about their
keyword, which related or summed up their interest and concern,
which could be also linked to the topics that Ute men$oned in the first
workshop

OBSERVATIONS (Zoe Bu_):
Ute Meta Bauer’s exper$se as firstly an ar$st, and secondly as a
teacher, was instrumental in kicking off the ‘Encounter’ workshop
series. Her perspec$ve on the need for interdisciplinary thinking in the
visual arts and how important this is for the university program was
par$cularly noted. One lecturer of Vietnam Na$onal University in the
audience made a personal comment on how much he loved the
program of MIT Boston and asked how such a program might happen in
Vietnam. Ute answered immediately and very simply - ‘The students
must demand it’. The whole audience went very quiet, followed by loud
applause.

KEY CONCEPTS DISCUSSED:
Ar$s$c research as social science; Biennale and its alterna$ve; Public
space; Collabora$on between sciences and visual arts; Technology
cul$vated for art’s sake and community service; Heidegger’s concept of
‘thea’: theatricality and theory; Foucault’s concept of ‘heterutopia’;
Ritual; Choreography; Theatrical field

PARTICIPANTS’ GLOSSARY:
Magic; Seeing; Condi$on; Right; Originality; Energy; Heritage; Arrival;
Peace; Placelessness; Rhythm; Sickness; Traces; Collec$vity; Post-
Trauma; Loss & Gain; Saigon; Between/Space
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TRƯƠNG THỊ KIM 
CHUYÊN

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Event 1: Public lecture

Dura$on of stay:
(local speaker)

Trương Thị Kim Chuyên obtained her PhD in Economic Geography at
Saint Petersburg University, Russia (1992). Having been the Vice Rector
from 2007-2012, she is the current Senior Lecturer in the Geography
department at the University of Social Sciences and Humani$es,
Vietnam. Previously, she was a visi$ng scholar at Harvard University
(2001-2002), a Fulbright scholar at California State University Fullerton
(2005) and an exchange scholar at Millikin University (2007). Her
research focuses on human geography and development studies,
especially on gender and poverty reduc$on. She has been involved in
different projects related to gender and poverty reduc$on funded by
UNDP, CIDA and SIDA. In various NGO projects, she has par$cipated as
a researcher, consultant, coordinator and facilitator. She is the author
of several papers and chapters on sustainable development and social
issues in Vietnam.

Event 1 (Public Lecture):
‘Reviving and Nourishing Material Culture for Crea>ve Purpose’
November 8, 2013 @ 6.30PM @ RMIT, Phạm Ngọc Thạch campus
Audience numbers: 60
Translator: Arle_e Qùynh-Anh Trần | Facilitator:Trà Nguyên
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TRƯƠNG THỊ KIM CHUYÊN

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Event 1: Public Lecture

Event 2: Workshop

Originality and crea$vity are crucial a_ributes that encourage
establishment and development of a locality’s material culture. Through
analysis of a par$cular material – here with the rare black silk from Tân
Châu, An Giang Province - Dr. Chuyên discussed how to maintain and
renew tradi$on by examining the crucial rela$onship between loca$on,
community, material and crea$ve reality. Dr. Chuyên considers the
challenges in nourishing and reviving local material culture, in the
context of a society where there is strong interest in imported products.
She provided example of how to nurture and sustain crea$ve innova$on
in cultural material and object in order to encourage learning of their
meaning and appropria$on in modern life.

Event 2 (Private Workshop)
‘Reviving and Nourishing Material Culture for Crea>ve Purpose’
November 11, 2013 @ 10AM-3PM @ Sàn Art Laboratory
Audience numbers: 11
Translator: Mifa, Trà Nguyễn | Facilitator: Zoe Bu_

Par$cipants were given the introduc$on of ‘6-thinking-hat’ methodology
of Edward de Bono, which describes a tool for group discussion and
individual thinking involving six colored hats: Informa$on (White),
Emo$ons (Red), Discernment (Black), Op$mis$c response (Yellow),
Crea$vity (Green) and The sixth meta thinking (Blue). Using this method,
each group discussed and debated one cultural – poli$cal – social issue
in Vietnam, under analysis of these 6 colored perspec$ves, in order to
find solu$ons, which could help reviving and preserving the material
culture.
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TRƯƠNG THỊ KIM CHUYÊN

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Par$cular discussion surrounding the ideas of Edward de Bono as
outdated in method was par$cularly instruc$ve, crea$ng heated
debate about the impact of such profiling on human character and how
such pigeon-holing of personality and acumen follows a Colonial rubric
of control.

KEY CONCEPTS DISCUSSED:
Globaliza$on; Originality; Material culture = material + its meaning /
markers; Ethnocentrism; Xenocentrism; McDonaldiza$on; 6 thinking-
hat method of Edward de Bono
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NALINI MALANI

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Duration of stay:
December 9-19, 2013 

Nalini Malani (b. Karachi (undivided India), 1946) is the recipient of the
2013 Fukuoka Art & Culture Prize. As a multimedia artist whose
practice encompasses drawing, painting, projected animation, video
and film, she is committed to the role of the artist as social activist. Her
work is often based on the stories of those that have been ignored,
forgotten or marginalized by history. Since 1995 she has participated
regularly in international biennales including dOCUMENTA 13. Nalini
has had several solo museum exhibitions: The New Museum, New York
(2002), Peabody Essex Museum, Salem (2005), The Irish Museum of
Modern Art, Dublin (2007), Musée des Beaux-Arts, Lausanne (2010),
Gallery of New South Wales, Sydney (2012). Her works are in various
museum collections: Museum of Modern Art, New York; British
Museum, London; Centre Pompidou, Paris.

Event 1 (1/2 Public Lecture)
‘Global Parasites’
December 10, 2013 @ 6PM @ Hoa Sen University, Nguyên Văn Tráng
Campus
Audience numbers: 86
Translator: Lêna Bùi | Facilitator: Trà Nguyễn
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NALINI MALANI

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

'In order to speak about Global Parasites, I would like to give an
example from nature. There are certain families of wasps, that lay their
eggs on or inside the living creatures like caterpillars that feed on
spiders. Simultaneously the wasps inject the toxin into their vic$ms
which paralyses them but does not kill. When the eggs hatch, the
larvae feed on the living prey, consuming the non-vital parts like fat and
diges$ve organs first, keeping the vital items like the heart and central
nerve system for the very last in order to prolong the $me for which
their food remains fresh. We may try to console ourselves that such
gruesome behavior is limited to the lower creatures. But an analogous
process of draining the substance from human communi$es has been
refined to a conscious built-in device for subsis$ng and prospering at
the expense of others, leaving the prey depleted, exhausted and
impoverished. The powerful parasi$cal and predatory culture of global
capitalism has preyed across the world of the last few decades. In the
process, it has sought to devour all other cultures and civiliza$ons,
expropria$ng their substance, draining their wealth in order that it
makes itself grow in comfort and opulence. The toxin that is used to
mentally paralyze its vic$ms is acclaim of universality, unique validity
and exclusiveness. At the same $me, it has endeavored to teach some
of its vic$ms the art of survival, in imita$on of its own impera$ves.
These are the capitalist elites, the internal kind of parasites who prey
on their own fellow species.’’ (Nalini Malani promo$onal statement for
this event).

This was the first of two lectures with Nalini discussing her performance
work, beginning with her documentary film CASSANDRA'S GIFT’.
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NALINI MALANI

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Event 2: Public Lecture

Event 3: Workshop and visiting Museum of Southern Women

Event 2 (1/2: Private Workshop)
‘Global Parasites’
December 11, 2013 @ 10AM-3PM @ San Art Laboratory
Audience numbers: 17
Translator: Lêna Bùi | Facilitator: Zoe Bu_
Unpacking the term ‘Global Parasites’ with par$cular examples of
Nalini’s artworks, her research process and the documentary ‘The
World according to Monsanto’; followed by a visit to the Museum of
Southern Women

Event 3 (2/2: Public Lecture)
December 13, 2013 @ 6PM @ Hoa Sen University, Nguyên Văn Tráng
Campus
Audience numbers: 71
Translator: Lêna Bùi | Facilitator: Trà Nguyễn
This was Nalini’s final public lecture, discussing the impact of research
for ‘Global Parasite’ on her prac$ce, par$cularly focusing on the related
subjects in her pain$ngs

Event 4 (2/2: Private Workshop)
December 14, 2013 @ 10AM-3PM @ San Art Laboratory
Audience numbers: 9
Translator: Lêna Bùi | Facilitator: Zoe Bu_
By reviewing the visit to Museum of Southern Women, Nalini and the
par$cipants discussed the role of women in Vietnamese society
throughout history, in comparison to Indian society, focusing on gender
equality
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NALINI MALANI

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Event 4: Workshop

OBSERVATIONS (Nalini Malani)
‘It was enriching because I think it is important to connect Asian
countries especially those that have undergone traumas like
colonization and then of course the revolutionary spirit that is so much
part and parcel of our histories. Although very different in Vietnam and
much more traumatic than India. I was very happy to meet people at
the university where I gave 2 talks and to have an exchange with young
professionals and professors, and also the time at Sàn Art studio was
very intimate. We had a very close encounter and very intense meeting
of minds. This was especially the case because the people who were
part of the workshop were themselves very well versed with their own
subjects and they came with their own histories to the workshop,
which became then an area of exchange, trying out our ideas and
speaking about things that we ourselves have experienced in our
professional fields’.

KEY CONCEPTS DISCUSSED:
Hysteria; Collective unconsciousness; Monsanto’s bio-chemical 
corporation; Global parasites; Spirituality; Suffering; Mural painting; 
Drawing as performance; Vanished history 
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THANES WONGYANNAVA

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Duration of stay:             
January 15-22, 2014

Thanes Wongyannava (b. 1957), Associate Professor of Political Science,
and sociologist by training from Chulalongkorn University, Thailand;
University of Wisconsin Madison, USA; and University of Cambridge, UK.
He has been teaching politics and philosophy at the Faculty of Political
Science, Thammasat University for the past three decades. Apart from
writing (predominantly in Thai) on social and political theory of the
twentieth and twenty-first century, he has also covered other diverse
topics such as social history, Italian food in Bangkok and film critique on
weekly newspapers. Thanes has also written articles for Thai artists,
including Araya Rasdjarmrearnsook and Natee Utarit.

Event 1 (Public Lecture)
“The art of Buddhocentrism”
January 16, 2014 @ 6.30PM @ Hoa Sen University, Nguyên Văn Tráng
Campus
Audience number: 103
Translator: Lêna Bùi | Facilitator: Trà Nguyễn

Thanes discussed his ideas concerning ‘Buddhocentrism’, which embraced
the idea of Buddhism as a system of ideas in contemporary life that has
moved away from a focus on ‘enlightenment’ towards a belief in

Event 1: Public lecture 
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THANES WONGYANNAVA

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Event 2 & 3: Workshop

all things ‘delightful’ – meaning a focus on anything that entertains,
satiates desire and is popularly in demand. He looked at how visual
art illustrates such attitude, including an examination of how we
understand the ‘self’ and ‘truth’ within such society.

Event 2 (1/2: Private Workshop):  
‘Buddhocentrism’
January 18, 2014 @ 10AM-3PM @ San Art Laboratory
Audience number: 13
Translator: Lêna Bùi, Trà Nguyễn | Facilitator: Zoe Butt

The concept of 'polizei' as an idea of how the modern state
manipulates and controls its citizens (Thanes states that polizei was
actually meaning something utterly different to the concept of 'police'
as we know today)

Event 3 (2/2: Private Workshop):
January 19, 2014 @ 10AM-3PM @ San Art Laboratory
Audience number: 12
Translator: Lêna Bùi, Trà Nguyễn | Facilitator: Zoe Butt

What would happen to an art world if its objects are without name?
Thanes referred to Las Meninas by Velazquez, an artwork that was
named many years after the artist died.
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THANES WONGYANNAVA

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Event 4: Public lecture 

Event 4 (Public Lecture): : “Truth, Self and Buddhocentrism”
January 21, 2014 @ 6.30PM @ Hoa Sen University, Nguyên Văn Tráng
Campus
Audience number: 81
Translator: Lêna Bùi | Facilitator: Trà Nguyễn

Thanes continued his first lecture discussion on ideas concerning
‘Buddhocentrism’, which embraced the idea of Buddhism as a system
of ideas in contemporary life that has moved away from a focus on
‘enlightenment’ towards a belief in all things ‘delightful’ – meaning a
focus on anything that entertains, satiates desire and is popularly in
demand. He looked at how visual art illustrates such attitude,
including an examination of how we understand the ‘self’ and ‘truth’
within such society.

KEY CONCEPTS DISCUSSED:
Buddhocentrism; Thai aristocrats and their crisis; Mind-Body binary;
Usage of Buddhism by nationalists; Usage of Buddhism by British
colony to define India and Asia; Joy and Religion; Polizei (control from
top to bottom) vs. Rule of law (nomology) (control from bottom to
top); Civil society; War making vs. State making; The relation between
habitus from every day's life and taste.
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Dura$on of stay:     
February 25 – March 4, 2014

Prasenjit Duara is the Raffles Professor of Humani$es, Director, Asia
Research Ins$tute, and Director of Research in Humani$es and Social
Sciences at Na$onal University of Singapore. He is a historian of China
and more broadly of Asia in the twen$eth century. Duara also writes on
historical thought and historiography. Previously he was Professor and
Chair of the Department of History and of the Commi_ee on Chinese
Studies at the University of Chicago. In 1988, he published ‘Culture,
Power and the State: Rural North China’, 1900-1942 (Stanford
University Press), which won the Fairbank Prize of the AHA and the
Levenson Prize of the AAS, USA.

Event 1 (Public Lecture)
‘Asia as network: futures of the past’
February 26, 2014 @ 6.30PM @ University of Social Science and
Humani$es
Audience number: 154
Translator: Phương Nguyễn | Facilitator: Trà Nguyễn

‘Historically this region known as Asia had no strict boundaries, it was
densely interconnected by trade and religion, evidenced in
cultural prac$ce (their rituals, arts and craWs). These informal networks
had profound implica$ons on the rela$onship between culture and
society across this region. Today, there is an emerging consensus that
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con$nuing our pursuit of exis$ng modes of produc$on, consump$on
and the poli$cal economic arrangements that underpin them will
endanger planetary sustainability sooner than we realize’ states
Professor Duara, who in this lecture demonstrated how the intersec$on
of differing cultural ideas can provide an alternate framework to
rethinking the future of this regions’ cultural cosmopolitanism.

Event 2 (Private Workshop)
‘Asia as network: futures of the past’
February 28, 2014 @ 10AM-3PM @ San Art Laboratory
Audience number: 19
Translator: Lêna Bùi, Trà Nguyễn | Facilitator: Zoe Bu_

Circular versus Compe$$ve Histories: History is not only the history of
na$ons and civiliza$ons and History is not tunneled and bounded by
the na$on. Since the earliest $mes, events have had their impact far
across the borders of their loca$on. Duara raised the following
ques$ons: How can we understand this other view of history, which in
some ways, existed before the modern era? What are the implica$ons
for understanding history in this way for an inter-dependent and
sustainable planet?

Event 2: Workshop
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Event 3 (Private Workshop): 
‘Asia as network: futures of the past’
March 1st, 2014 @ 10AM-3PM @ Sàn Art Laboratory
Audience number: 21
Translator: Lêna Bùi, Trà Nguyễn | Facilitator: Zoe Butt

Focusing on sustainability and the ‘Crisis of Transcendence: The Long
View from Asia’, Prasenjit introduced how the majority of scientists
believe we are in the Anthropocene, when human activity on the
planet shapes it more than any other force. Some believe it is already
too late to do something about climate change. But humans cannot live
without hope. This workshop looked at the social, political and
economic forces that have brought about this situation over the last
several hundred years, the role and position of Asian powers in it, and
the social responses to it within Asia.

KEY CONCEPTS DISCUSSED:
Circular transformation; Disenchantment; Figures of authenticity;
Propaganda; Asian Maritime Technology; Universalism;
Cosmopolitanism; Transcendence; Great Leap Forward; 
Win-Win Proposal; National Mitigation Obligation; 
Bio-diversity; Anthropocene

Event 3: Workshop
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Duration of stay:
April 8 – 13, 2014

Inrasara (b. 1957, Ninh Thuận province, Chaklen village, the oldest
village of the Cham. He started writing poems and collecting traditional
literature since high school, and published his first research ‘Cham
Literature Outline’ (Sorbonne CHCPI Award), as well as his first poetry
collection “The tower of sunlight” (1996, Vietnam Poets Union Award)
in his 40s. He also works with several intellectuals to publish ‘Tagalau’,
a unique publication comprised of writing and research on the Cham
people and their traditions. After 12 years in circulation, ‘Tagalau’ has
brought many new writers to the national literature forum. While
Inrasara works primarily with poetry, in recent years he has taken up
essay and literature critique. To him, the purpose of such endeavour is
to demolish the wall between literature’s ‘external’ genres at its core,
fighting for the vocation of all genres for their rightful position in
Literature.

Event 1: Public lecture
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Event 1 (Public Lecture)
‘The mystery of Cham, an ancient journey’
April 8, 2014 @ 6.30PM @ Venue: Hoa Sen University, Nguyên Văn
Tráng Campus
Audience number: 92
Translator: Inra Jaka, Trà Nguyễn | Facilitator: Trà Nguyễn

Inrasara unpacked the history of the three ancient kingdoms of
Vietnam, to remark on why history must acknowledge not only the
dominant narra$ves of the past, but also the smaller, ethnic narra$ves
that are equally significant to the union of a people, of a community, of
a na$on. There are plenty of myths about Vietnam, historical and
literary. A myth makes its home between an event and a dream,
some$mes an exaggerated fact that lacks evidence. The myths of the
Cham people – an ethnic group who today can be found in Vietnam,
Cambodia and Thailand – hold many stories not shared in history
books. For this lecture, Inrasara shared his research, such as the
contribu$on of the Cham to Vietnamese culture from ancient marine
culture during the Champa Kingdom (c. 2nd Century - 1832), which
gives brilliant illustra$on of these regions connec$ons to present day
Japan and Malaysia; to the moral tales of Chế Bồng Nga and Harok Kah
whose folklore to this day provide cau$on against greed and self-
indulgence, to name but a few tales. For Inrasara, uncovering myths
and the integrity of literature, is not a process of destruc$on (eg. a
readers desire to break down its facts), but to recognize their value in
providing meaning and guidance to contemporary life.

Event 1: Public lecture
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Event 2 (Public Lecture)
‘Open spirit – The Bini of Cham in Vietnam’
April 10, 2014 @ 6.30PM @ Venue: Hoa Sen University, Nguyên Văn
Tráng Campus
Audience number: 82
Translator: Trà Nguyễn | Facilitator: Trà Nguyễn

The Champa Kingdom (c. 2nd Century - 1832) expressed great
harmony between different faith and peoples. This kingdom was one
of three ancient kingdoms in Vietnam, though it is sadly oWen
overlooked for its significance to contemporary understandings of
this country. Under the Cham, Vedic Brahmanism (ancient Hinduism),
Buddhist and Islamic faith lived together, par$cularly evident in the
architecture of its $me. In this lecture, Inrasara focused on the role of
Islam in the open ethos of the Cham, par$cularly how its beliefs
provided means for openness towards difference. He shared the
stories of ancient trade of the gypsies; the rela$onship between
architecture and human behavior; ques$oning also why the Cham
were so efficient at business and yet so markedly humble with their
profits.
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Event 3: (private workshop)
April 12, 2014 @ 10AM-3PM @ Venue: San Art Laboratory
Audience number: 20
Translator: Lêna Bùi, Trà Nguyễn | Facilitator: Zoe Bu_

Inrasara unpacked the relevancy of minority ethnic culture to
Vietnam today and then also went into the issues facing the
sustainability of Cham culture today.

Event 4: (private workshop)
April 13, 2014 @ 10AM-3PM @ San Art Laboratory
Audience number: 22
Translator: Lêna Bùi, Trà Nguyễn | Facilitator: Zoe Bu_

The difference between Cham culture in Vietnam and that in other
SEA countries, illustrated by performances and folk art.

KEY CONCEPTS DISCUSSED:
Marine culture; Nuclear power plants; Sacred sights; Bini;
Brahmins; Crisis; Open spirit; Preserving and Restoring; Destroying
and Crea$ng

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

INRASARA

Event 3 & 4: Workshop
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Event 1: Public lecture

Dura$on of stay:      
May 21 - 28, 2014

David Teh works at the Na$onal University of Singapore in the fields of
cri$cal theory and visual culture. His research centres on contemporary
art in Southeast Asia. From 2005-09, he was an independent cri$c and
curator based in Bangkok, where his curatorial projects
included PlaXorm (The Queen’s Gallery and The Art Center,
Chulalongkorn University, 2006) and The More Things Change… (5th
Bangkok Experimental Film Fes$val, 2008). More recently David was co-
curator with Gridthiya Gaweewong of Unreal Asia (55th Interna$onale
Kurzfilmtage Oberhausen, Germany, 2009) and the convenor of Video
Vortex #7 (Yogyakarta, Indonesia, 2011). His latest
exhibi$on, TRANSMISSION, is currently on show at the Jim Thompson
Art Center, Bangkok (through August 2014). David’s wri$ngs have
appeared in LEAP magazine, Art Asia Pacific, ar�orum.com, Art &
Australia and The Bangkok Post. His recent scholarly essays have been
published in Third Text and Aberall Journal. David is also a director
of Future Perfect, a new gallery and project pla�orm in Singapore’s
Gillman Barracks precinct.

Event 1 (Public Lecture)
‘What is an animate image?’
May 22, 2014 @ 6.30PM @ RMIT University, District 7, Ho Chi Minh City
Audience number: 79
Translator: Phương Nguyễn | Facilitator: Trà Nguyễn
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“This lecture is about the poetics of mediation. It proposes a theory of
the ‘animate image’ - an image that moves, that breathes, that
remembers. I begin by considering the encounter between
contemporary art and an older, ‘traditional’ kind of image, at an animist
festival in Thailand’s northeast. The encounter serves as an entry-point
into some of the challenges I have faced as a curator and a theorist,
doing research on contemporary visual art in Southeast Asia. In
Western scholarship, histories of media tend to be linear and
teleological, each medium given a time and a place in a succession,
before becoming obsolete; media theories tend to be techno-centric
and determinist – media technology is thought to shape society more
than society shapes it. But we know that these media are not the same
everywhere. And in the art of Southeast Asia, we may be struck by a
general disregard for formal limits or specifications, and by the general
ease with which new, electronic media are integrated with what
Rosalind Morris has called “indigenous technologies of transmission”.
Photographs can have ritual functions, and accumulate ‘aura’; video
gives rise to new kinds of performance and new connections with the
past. As producers, critics or students of visual culture, how do we
make sense of a contemporary image that mobilizes all the powers of
mechanical reproduction, yet without surrendering a much older
valence, grounded in local attitudes and practices? This challenge
demands the revision of our basic media vocabulary – value, repetition,
the archive, perhaps the very concept of the medium itself – but while
the tide of images swells around us, locally informed art theory is hard
to find. Fortunately, artists and anthropologists offer us some answers

Event 1: Public lecture
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Event 2: Public film screening

and I shall introduce several who have guided my own thinking. Along
with better description of Southeast Asian art, their insights provide
critical perspectives on how the ‘animate image’ is framed and
assimilated under the would-be global rubric of ‘the contemporary’.
With reference to some recent, large-scale international exhibitions, I
will challenge popular curatorial assumptions about how artworks
exercise their claims on the past” (Promotional summary by David Teh)

Event 2 (Public film screening followed by Q&A)
May 27, 2014 @ 6.30PM @ Hoa Sen University, Nguyên Văn Tráng
Campus
Audience number: 87
Translator: Trà Nguyễn | Facilitator: Zoe Butt

Film screening of Joshua Oppenheimer’s award winning film
documentary ‘The Act of Killing’ (Duration: 115mins). Considered one
of the most ethically challenging documentaries to have been produced
in recent history, ‘The Act of Killing’ tells the harrowing story of the
thousands who died in Indonesia in 1965 as part of an anti-Communist
purge. Anwar Congo and his friends re-enact the violence they
perpetrated on the innocent, their use of Hollywood and popular
Indonesian musical genre to re-tell their crimes creating an
uncomfortable sense of fiction and distance from reality. These once
theatre ticket sellers who became gangster death-squad leaders lead us
on a personal journey, carefully orchestrated by Joshua Oppenheimer.
Over several months, Oppenheimer undertook extensive fieldwork
across Indonesia in order to find, record and better reflect the tales of
frail heroism that is controversially attached to local histories of
genocide and reconciliation. Men like Anwar Congo are still feared to
this day in Indonesia.
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Discussion over a meal

OBSERVATIONS:
(Zoe Bu_)
Dr David Teh is one of the most dynamic and personable lecturers to
have par$cipated in the program to date. He is a senior lecturer at NUS
and it was evident that he is thus very familiar with the method of
inquiry of young minds and is sensi$ve to their lack of familiarity with
ideas, concepts and terminologies. He is an excellent lecturer and thus
par$cipants found his material really accessible, interes$ng and
provoca$ve. The screening of ‘The Act of Killing’ at Hoa Sen University
saw the President of Hoa Sen stay for the en$re film, including Q&A.
She approached me at the close of the event and congratulated Sàn Art
on its program and was adamant she was looking forward to a
con$nued collabora$on. She stated ‘We need more of these kinds of
events in Vietnam’. For Sàn Art it was also interes$ng to see collectors
turn up to join our educa$onal events…. An increasing and much
desired occurrence. (Zoe Bu_)

(David Teh)
‘I was very impressed by the Sàn Art team, and the program. It was also
great that so many people in Saigon are willing to come to such events
– there seems to be a real appe$te there for new ideas, and I sensed
this amongst young ar$sts in par$cular. There are few organiza$ons in
the region providing these sorts of opportuni$es for cri$cal exchange
and dialogue. One of the most encouraging things is the level of
investment that past Sàn Art Laboratory residents and mentors of that
program seem to be making – this is a sign that the value of the
program is clear to all involved’
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Event 3: Workshop

Event 3 (Private Workshop): 
The animate image in The Act of Killing
May 27, 2014 @ 8.30 – 10.30PM @ local restaurant over dinner
Audience number:  20   
Translator: Lêna Bùi, Trà Nguyễn | Facilitator: Zoe Bu_

In discussing ‘The Act of Killing’ and its usage of the ‘animate image’,
much of this open and organic discussion centered on the ethical
responsibili$es of the director in collabora$on with people who are
the perpetrators of violence. Dr Teh referred par$cularly to the
advent of cinema across South East Asia where it is anchored in ideas
of performance – in Thai ‘Krea’ means ‘movies to sell medicine’ – the
idea of watching a film was a cathar$c and mobile process where
film was watched with the aid of mobile equipment which would
travel from rural town and village. In Southeast Asia, movies are
performances whereas in the west a movie is a commodity. David
asked the workshop par$cipants to examine Nam June Paik’s ‘TV
Buddha’, to tell him what media can they see in the work in order to
understand what kind of ‘animate’ images are being played out in
the piece.
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Event 4 (Private Workshop): 
‘What is an animate image?’ 
May 24, 2014 @ 10AM-3PM @ RMIT, Phạm Ngọc Thạch Campus
Audience number:  20   
Translator: Lêna Bùi, Trà Nguyễn | Facilitator: Zoe Bu_

Unpacking the meaning of what David Teh describes as an ‘animate’
image in the contemporary art and culture of South East Asian new
media and film prac$ce. He broke down in very succinct and clear
words why it is important to think about an image as something that
carries its own sense of history and $me and usage. In a very useful and
easy to understand fashion, he broke down Walter Benjamin’s ideas of
art in the mechanical age of reproduc$on, which he further related to
Marxist terminologies of exchange value, exhibi$on value and secular
purposes of art making. He ques$oned what is an ‘aura’ in a cultural
object, sta$ng that Benjamin argued its presence as something that is
unique, as something that is not reproducible. For David, he is
interested in challenging Benjamin on this point, by outlining how
South East Asia presents special case study where the spirit world is s$ll
to this today heavily present in contemporary life, in the tools that
digitally reproduce.

KEY CONCEPTS DISCUSSED:
Sculpture; Video (Live); CCTV; Installa$on; Icon; Photo; Performance;
Light; Ambient sound; Space (Gallery) and Time; Plinth; Electricity
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Duration of stay: 
June 19-26, 2014

Chitra Ganesh is a Brooklyn based artist currently living and working in
Delhi. Her drawing, installation, text-based work, and collaborations
seek to excavate and circulate buried narratives typically excluded from
official canons of history, literature, and art. Ganesh graduated from
Brown University with a BA in Comparative Literature and Art-
Semiotics, and received her MFA from Columbia University in 2002.
Ganesh's work has been widely exhibited at venues including the
Museum of Contemporary Art (Shanghai), Devi Art Foundation (New
Delhi), Brooklyn Museum of Art, Museum voor Moderne Kunst
(Netherlands), ZKM (Germany), Royal College of Art (London), Prince of
Wales Museum (Mumbai), and Kunsthalle Exnergrasse
(Norway). Ganesh has had solo exhibitions at Gallery Espace (New
Delhi), Gallery Wendi Norris (San Francisco), Tilton Gallery (New York),
Nature Morte Berlin, Chatterjee & Lal (Mumbai), & Thomas Erben
Gallery (New York). Ganesh is the recipient of numerous awards and
fellowships, including a 2012 John Simon Guggenheim Memorial
Foundation Fellowship in the Creative Arts. In September of 2014
Ganesh will be the first Kirloskar Visiting Scholar at the Rhode Island
School of Design.

Event 1 (Public Lecture)
Architectures of myth: the future is the past
June 20, 2014 @ 6.30PM @ Hoa Sen University, Nguyên Văn Tráng
Campus
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Event 1: Public lecture

Audience number: 62
Translator: Lêna Bùi | Facilitator: Trà Nguyễn

‘In this lecture I will explore the power of key visual and storytelling
devices central to mythological narra$ve and their par$cular ongoing
legacy in contemporary visual and popular culture, looking at the
architecture of the grand epics of classical Eastern and Western
tradi$ons, such as Homer's Odyssey, the Ramayana and the Monkey
King story. Using such epics as lens, I will elaborate upon why and how
par$cular mythologies focus on ero$cism and violence, analyzing
constructs of $me and arrangements of power. I will offer examples
drawn from my own ar$s$c prac$ce, while also sharing works of other
contemporary ar$sts to illuminate how ar$sts respond to, and at $mes
challenge aspects of mythic story structures in their own work. I will
also look at images drawn from contemporary modes of storytelling to
illuminate how ancient mythic architectures persist in the language of
comics and graphic novels and how they are transformed in
contemporary visual forms, examining such examples as the Amar
Chitra Katha and Raj comics origina$ng in India, Neil Gaiman's Sandman
series and the graffi$ and science fic$onal tales such as Ba_lestar
Galac$ca’ (promo$onal statement by Chitra Ganesh)

KEY CONCEPTS DISCUSSED:
The hero’s journey, or mono myth
In Media Res – literally, “in the middle of things”
The flexible story
Myth, the body, and excess
Female figures in myth: catalysts, not protagonists
myth as instruc$on, maintaining social codes
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Event 2 (Public Lecture)
Visualizing Absence
June 24, 2014 @ 6.30PM @ Hoa Sen University, Nguyên Văn Tráng
Campus
Audience number: 51
Translator: Lêna Bùi | Facilitator: Zoe Butt

‘This lecture will consider how contemporary art practices take up the
problem of visualizing absence by archiving and creating around social
and political erasure. As artists and thinkers, how do we identify and
respond to stories, social histories, and conflicts which we experience
as crucial to our understanding of our own history, nation, or family,
but yet seem difficult to extract from the public domain, or remain
mysteriously absent from official records? What are the limits and
possibilities of counter narratives and radical archiving practices that
might enable us to give material form to that which has disappeared?
Questions at the core of this problem include: what unique role might
contemporary art practices such as discursive platforms, site-specific
installation, and web-based archives play in a project of archiving
around erasure and absence? What is the role and responsibility of the
artist in citing or documenting source imagery in the process of
producing a counter-archive? How might we use specific visual
platforms to collectively imagine a set of alternate histories, which are
submerged in governmental histories and records? I will frame this
discussion via projects, challenges and key questions that animate
‘Index of the Disappeared’, a ten year collaborative project that is both
a visual practice and discursive platform that foregrounds

Event 2: Public lecture
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the difficult histories of immigrant, ‘Other’, and dissen$ng communi$es
in the United States since September 11, 2001 - including a rapidly
changing rela$onship to surveillance, illegal imprisonment and
targe$ng extra-judicial killings. Through official documents, secondary
literature, images, and personal narra$ves, we trace the ways in which
censorship and data blackouts are part of a discursive shiW to secrecy.’
(promo$onal statement by Chitra Ganesh)

Event 3 (Private Workshop)
‘Visualizing Absence as Image or Archive’
June 21 & 22, 2014 @ 10AM-3PM @ RMIT, Phạm Ngọc Thạch Campus
Audience number: Day 1: 18 ; Day 2: 12
Translator: Trà Nguyễn | Facilitator: Zoe Bu_

Chitra gave clear and succinct subjects of influence on her art prac$ce,
using contextual imagery from her childhood, images of journalis$c
culture that impacted her understanding of race, images of cultural
myth from India that made her ques$on what her own rituals and
symbols were - such things were great to hear from an ar$st walking
through the process of inspira$on. In her workshops she also very
clearly unpacked Michel Foucault’s ’Archeology of Knowledge’ and
Rummana Hussein’s ‘Is it what you think?’. Chitra also asked each
par$cipant to present their own kinds of archives or images of absence.

KEY CONCEPTS DISCUSSED:
Visualizing Absence, or towards a visual language of disappearance;
Personal, social, official dimensions of the archive and its gaps; Seeing,
or remembering, the unseeable; Archive as fragment, the archive, a
constella$on; Embodying / performing disappearance

Event 3: Workshop
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Event 1: Public Lecture: The audience taking a look 
at the materials

Dura$on of stay:
November 18-24, 2014

Kidlat Tahimik (b. 1942, Baguio City, The Philippines) is a pioneer of
experimental film in Asia, prac$cing as a film director, writer and actor.
His films are commonly associated with the Third Cinema movement –
a film movement begun in the 1960s-70s in La$n America that
denounced neocolonialism, the capitalist system and the Hollywood
model of cinema as mere entertainment to make money. He is
considered the Father of Philippine Independent Cinema, entering the
interna$onal stage in the late 1970s with ‘Perfumed Nightmare’, a
release enabled with the support of filmmakers Werner Herzog and
Francis Ford Coppola. Tahimik’s work embraces the essayist form. He is
considered a magician of the fragment with an aesthe$c oWen
described as whimsical, poli$cally incisive and with a third-world self-
consciousness.

As an obsessive cultural observer, Kidlat has been exploring his inner
cultural contradic$ons by making his non-commercial films since 1975.
Born Eric Oteyza de Guia in Baguio City, he was raised in this American
enclave resort town, situated in the heart of the tribal highlands of
Igorot Culture. Three decades ago, he began ques$oning his American
educa$on, (a.k.a “my benevolent assimila$on”). This had begun with
his Maryknoll nuns in primary school; followed by further immersion in
high schools in The Philippines with US curricula, ending up in America
for a graduate degree (Wharton School MBA). AWer five years as an
economist in Paris, he tore up his MBA diploma in 1972, tuned-in to
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commune-culture lifestyle, and embraced an anti-Hollywood school of
filmmaking. As a self-taught filmmaker, his works are recognized at
home and abroad for their unique style and for their humorous
deconstruction of his American education. In Baguio, he is an active
artist (film, video-installation, performance), supporting the
process/viewpoint of the ‘undiploma-ed’ artists. In 1997, his Sunflower
Film Collective embarked on a project to share user-friendly video
technology with tribal people, with the aim that responsibility for
cultural documentation rests in their own hands.

EVENT SCHEDULE:
Event 1 (Public Film Screening)
Perfumed Nightmare
November 19, 2014 @ 6.30PM @ Hoa Sen University, Nguyên Văn
Tráng Campus
Audience number: 33
Translator: Trâm Lương | Facilitator: Zoe Butt & Trà Nguyễn

This film is Kidlat Tahimik’s most renown essay film, whose release in
1978 was made possible with the assistance of Werner Herzog and
Francis Ford Coppola. After a lifetime in his somewhat backward
hometown, Tahimik travels to Paris. His trip is motivated by his
fascination with American technology (though this film does not see
him go to America, which he claims typical of the spontaneous nature
of the storyline). Once in the City of Light, Tahimik is both fascinated by
and disillusioned with the “wonders” of the modern world. The film has
a delightfully home-movie quality – literally so, since it was filmed in
Super 8mm on a budget of less than $10,000. The screening was
followed with Q&A session.
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Event 2: Public Lecture

KEY CONCEPTS OF DISCUSSION
Experimental film, non-linear narra$ve, post-colonialism, indigenous
wisdom, Americaniza$on, urbaniza$on, moderniza$on

Event 2 (Public lecture):
Presen>ng Kidlat Tahimik
21 November, 2014 @ 7PM @ Hoa Sen University, Nguyên Văn Tráng
Campus
Audience number: 57
Translator: Trâm Lương

It was an extremely rare opportunity to hear one of the world’s most
under-recognized Third Cinema Movement prac$$oners speak about
his films – his mo$va$ons, choice of style, his influences and method of
prac$ce. His an$-colonial gaze, evident in his commentary and choice
of subject, embraces a love of his culture and the importance of the
local who he believes must not be goaded into the global race for
‘uniformity’ of value.

Event 3 (Private Workshop): 
‘Duwende’ and its importance in storytelling
November 22 & 23, 2014 @ 10:00AM – 3:00PM @ Hoa Sen University, 
Nguyên Văn Tráng Campus
Audience number: 20 
Translator: Lêna Bùi | Facilitator: Zoe Bu_

Kidlat put aside his reputa$on as filmmaker, and put on the hat of a 
spectator and a storyteller in this workshop. Engaging the par$cipants 
in a myriad of visual scenes from his video diary ‘Orbit 50’, 
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Event 3: Workshop 

Kidlat discussed the concept of cinematography as a personal play with
films and a diaris$c method to train oneself on catching daily images, in
a spontaneous manner, as opposed to the planned script in big
Hollywood movies. He juxtaposed two styles of movie making,
highligh$ng the video diary method’s flexibility to capture, frame, and
explore the local and in$mate experiences of everyday life. As he
shared his experience of making his autobiographical ‘Orbit 50’, he
introduced the par$cipants to his own transi$on in technological
choices, filming techniques, philosophical ponderings, and his
undisciplined interac$ons with the ‘ac$ng characters’ on-film. Towards
the end of the workshop, Kidlat brought our a_en$on to the concept of
duwende: a Filipino indigenous concept that celebrates a unique spirit
inside us that guides us to tell our story. Formed by the personal
growing-up experiences and the cultural context that one matures in,
our individual duwende molds our viewpoints of the world and filters
the images that get incorporated into our story. Kidlat advised the
par$cipants to analyze a filmmaker’s duwende and explore life from
their perspec$ves before passing judgment on their films. Through
piquing ques$ons and ini$a$ng open-ended discussions on duwende
and the ethos of storytelling via films, Kidlat reminded the par$cipants
that they should allow their duwende to draw from their experiences
and form the narra$ve naturally and spontaneously in their work,
instead of insis$ng on the heavily scripted blockbuster filming style that
is born out of lucra$ve mo$va$ons.
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Event 4: Public Film screening

Event 4 (Public Film Screening)
December 27, 2014 @3PM @ Saigon Ranger, Nguyễn Siêu, Dist. 1

3PM:
‘Why is Yellow the Middle of the Rainbow’ (174mins) by Kidlat Tahimik

Tahimik’s virtually unknown masterpiece chronicles Tahimik and his
young son’s lives as they traverse the tumultuous 1980s and early
1990s in The Philippines—a great democratic revolution deposes a
dictator; a massive volcanic eruption covers the world in ash—to ask
how one might build a new and better future out of disaster.
Language: English

7PM:
‘Far from Vietnam’ (115mins) by Chris Marker

This epic 1967 collaboration between cinema greats Chris Marker, Jean-
Luc Godard, Joris Ivens, William Klein, Claude Lelouch and Alain Resnais
was made in protest of American military involvement in Vietnam “to
affirm, by the exercise of their craft, their solidarity with the
Vietnamese people in struggle against aggression (Marker). ” This
essayist film includes documentary footage in a fictional vignette with
monologue that dramatizes the self-interrogation of European
intellectuals; including interviews with Fidel Castro and Anne Morrison
amongst others.
Language: French with English subtitle



Appendix 2a. 47

N’TONE EDJABE

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Event 1:Public Lecture

Dura$on of stay:
April 9-13, 2015

N’tone Edjabe is a writer, journalist and DJ from Cameroon, who
currently lives and works in Cape Town, South Africa. In 2002, he
founded ‘Chimurenga’ (which means ‘revolu$onary struggle’), an
award-winning pan-African literary pla�orm that addresses and
embraces the con$nent’s complexi$es. He is also the curator of the
series of publica$ons ‘African Ci$es Reader’ and co-presenter of
influen$al radio programs in Cape Town. He is currently the curator of
PASS (Pan African Space Sta$on) and contributes to such publica$ons
as ‘Poli$que Africaine’, L’Autre Afrique and BBC Focus on Africa.

Event 1 (Public Lecture)
Diagnosing the Chimurenga Chronic
April 9, 2015 @ 6.30PM @ Hoa Sen University, Nguyên Văn Tráng
Campus
Audience number: 54
Translator: Hoàng Trần Bảo Quyên | Facilitator: Zoe Bu_

N’tone spoke of his role in establishing and direc$ng the print and
online pan-African pla�orm called ‘Chimurenga’, which showcases art,
society and culture. His presenta$on focused on Chimurenga’s latest
editorial project, ‘The Chimurenga Chronic’, which began as a one-off
edi$on of a fic$onal newspaper published in October 2011, but back-
dated to the week of 18-24 May 2008. This one-off edi$on of the
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Event 1_Public Lecture

Event 2: Public Music event

Chronic was a social sculpture that embraced the newspaper as a
popular medium that raises the perennial ques$on of news and
newness, of how we define both the now and history. It invited its
editors, writers, ar$sts and readers to take it seriously as a $me
machine; to re-consider the past as a territory to explore, and the
present as a precarious and elusive entry-point through which,
hopefully, a radically different future might make its appearance. This
fic$onal newspaper has since become a reality, as a quarterly
publica$on which is distributed across the con$nent’s main ci$es and
further afield, and while con$nually exploring the possibili$es of this
old technology – the newspaper as art object, as curriculum, as
cartography, and more.

Event 2 (Public Music event)
The Beats of Africa with N’Tone Edjabe
April 10, 2015 @ 11.30PM @ The Observatory, Nguyễn Tất Thành, Dist.
4
Audience number: 150

The Observatory, a local bar on Saigon’s port, hosted this unique event,
which featured a bonanza of African sounds brought to the dance floor
by one of the highest specialists in the field, who also specializes in
African music in all of its vastly divergent inflec$ons – from tradi$onal
percussion-focused rhythms to home-grown house. N’Tone has co-
hosted the Soul Makossa programme on Bush Radio in South Africa and
is considered a defini$ve authority on African culture and poli$cs. The
collec$on he has in his bag covers mul$ple regions of the vast African
soundscape, an audio safari through past & present, urban & rural,
tradi$onal & avant-garde music from across the con$nent.



Appendix 2a. 49

N’TONE EDJABE

ENCOUNTER LECTURE AND WORKSHOP PROGRAM

Event 3: Workshop

Event 3 (Private Workshop): 
Regaining collective agency via conscientized publication
April 12 & 13, 2015 @ 10AM – 3PM @ Sàn Art
Audience number: 25 
Translator: Dương Mạnh Hùng | Facilitator: Zoe Butt

N’Tone began the discussion by sharing the colonial experiences of
people in Cameroon (and Africa at large) that sets the context for the
purpose of Chimurenga. He described the method in which the colonial
power structure abolished indigenous beliefs by imposing the Western
standards of ‘becoming’ human onto the natives, thus effectively
reducing the mass of African people to the status of objects and
annihilating their sense of self. N’Tone wanted his publication to
decolonize the mind of this faceless mass and to help them regain their
agency: essentially to learn to speak again and shift the hegemonic
paradigm of society. He asked workshop participants to think about
cartography and how classic approaches to map-making could
perpetuate assumptions and stereotypes created by dominant powers.
Discrediting traditional maps at best as subjective, ideological
constructions based on a set of certain logic and at worst
fundamentally anti-scientific creations serving a political agenda,
N’Tone contested the belief of cartography as scientific, objective, and
exact by engaging the participants with reinvented maps from his
publication Chimurenga. He raised important questions about how we
should incorporate human experiences such as emotions, sensations,
sensibility, fear, and memories as cartographic data. The group reached
the conclusion that cartography as ethnography is no longer desirable
and artists as map-makers needed to produce rigorous and
individualized methods to break down expectations of countries and
visualize people’s experiences in their publication.
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Event 3: Workshop

The group attempted to define the concept of agency as collective
freedom and not only as an individual quest. As a group, we defined
agency as a philosophical space in which we assert and validate our
existence: a space of control that is invisible to anyone outside of that
space. The group discussed different ways to create collective agency,
mainly to realize that collective agency was manifested by creating
parallel structures to the visible dominant ones: looking at the Black
consciousness and feminist movements to simple daily experiences,
such as posting on a bullet board or speaking about politics in a coffee
shop in Vietnam. In the end, collective agency became how we
navigated and negotiated our situations, exploring how we are
connected in and through particular conditions. Finally, N’Tone
engaged us all in the experiment of imagining a publication in which
the collective agency of Vietnamese artists can be empowered to
discuss issues in the country using Vietnamese as the dominant
language instead of English.
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Dura$on of stay: 
June 23-27, 2015

Marco Kusumawijaya is an Indonesian architect and urbanist. He
studied at Parahyangan University in Bandung (Indonesia), and at the
University of Leuven (Belgium). He co-founded the Rujak Center for
Urban Studies (RCUS) in 2010 and has been its director since. RCUS
mission is to assist ci$es and regions to change towards ecological
sustainability, based on co-produc$on of knowledge. RCUS undertakes
research, policy advocacy, as well as concrete projects in the field. Since
2013, RCUS owns and co-manages a sustainability learning center ‘Bumi
Pemuda Rahayu’ in Yogyakarta. This facility runs programmes that
intersects art, community and ecology. Personally, he works also as
consultant for architectural designers, urban and rural planning, and
development projects with emphasis on community par$cipa$on,
ecological sustainability and crea$ve engagement. He has been
involved with the arts as producer and curator, previously Chair and
Director of Jakarta Arts Council (July 2006 – January 2010). He ac$vely
writes and talks on most issues related to urbanism.

Event 1 (Public Lecture)
Community as an Alterna>ve way of Life
23 June, 2015 @ 6.30PM @ Hoa Sen University, Nguyên Văn Tráng
Campus
Audience number: 62
Translator: Hoàng Trần Bảo Quyên | Facilitator: Zoe Bu_

Event 1: Public lecture
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Can community be a viable alternative way of life, economy and desire?
A community is where certain commons are truly shared. Its advantage
is in providing bounds that can be immediately and concretely felt by
the individual and sensed by the state. But modern states and
economies treat people as individual citizens and consumers: they call
forth the modern idea of individual freedom, through a critique of
‘oppressive’ traditional communities. Nowadays an ecological
consciousness — of limited resources and other species – is rising, it
brings about the awareness and necessity of bounds. Can it lead to real
changes towards sustainability? This lecture argued the emerging value
of community in the context of urbanized environments, particularly in
developing Southeast Asian countries.

Event 2 (Public Lecture)
Arts and Community: What’s next?
June 25, 2015 @ 6.30PM @ Hoa Sen University, Nguyên Văn Tráng
Campus
Audience number: 42
Translator: Hoàng Trần Bảo Quyên | Facilitator: Zoe Butt

Communities provide materials, inspiration, reason and worthy
audience. Over the last few decades, from rural to urban contexts,
artistic experiments with communities have been intensifying and
spreading. An artist’s engagement in a community can be as simple as
serving community members. Environmental concerns are often
important reasons for artists interaction in the community. How can we
evaluate these concerns, and what lessons are to be learned for the
future, aesthetically, ethically and politically? How are they related to

Event 2: Public lecture
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the idea of community? This lecture presented various successful
projects ini$ated by Indonesian ar$sts, collec$ves, art spaces and
cultural workers who inspire, and receive inspira$on from, living
community.

Event 3 and 4 (Private Workshop)
Community-based arts and the role of ar>sts as engineers of human
rela>ons
June 27 & 28, 2015 @ 10AM – 3PM @ Sàn Art
Audience number: 25
Translator: Hoàng Trần Bảo Quyên| Facilitator: Zoe Bu_

Marco con$nued to elaborate on his concept of ‘commons’, whether it
is ‘natural’ commons or ‘ar$ficial’ commons. Commons are believed to
take on the form of shared commodi$es, values, and ideas in a
community. The agent of media$on in the commons is a group of
people who are in control of events in their community and some$mes
create their own rules of engagement inside that space. Using different
examples of urban issues in a city, Marco and par$cipants analyzed
how ci$zens of a city delegate the upkeep and development of public
spaces (commons) to the state. As a result, they become dependent on
the state’s authority and forget their own capacity to prac$ce their
agency as individuals or as community. The conversa$on then
progressed to the ques$on of how these ideologies and discussion
affect an ar$st’s work and thinking as a cultural producer. How do
ar$sts respond to the socio-poli$cal atmosphere of their na$on, their
communi$es? Should they follow the regula$ons of the State or follow
what they think? As contemporary art becomes more intertwined with
the community, ar$sts are realizing their agency to voice opinions
about issues, to start a community to do something about it. Event 2: Public lecture
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The participants discussed how an artist could try to elevate the
community by sharing his or her skills and sense of aesthetics, to
develop a community’s sensitivity toward the arts. Artists are often
detached from community because community doesn’t understand
their art. So in order to be understood, artists must share their
knowledge and aesthetics with all their integrity. This act of sharing is
considered a service to the community, elevating their sense of beauty
and ethics. In order to effectively carry out this service, artists must
balance between their aesthetics and ethics, while adjusting their
attitude and sensitivity. That’s when a community-based arts can take
shape. The 2-day workshop ended with a series of proposals for a
project concept to engage community from the participants. A $500-
grant from Marco was awarded to the best ideas presented and
implemented with the support of Sàn Art.

Event 3 & 4: Workshop
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Duration of stay: 
August 27-30, 2015

N’Goné Fall is a Senegalese independent curator, an essayist and a
consultant in cultural policies who graduated with distinction from the
École Spéciale d’Architecture in Paris. She has been the editorial director
of the Paris-based contemporary African art magazine ‘Revue Noire’
from 1994 to 2001. She edits books on contemporary visual arts and
photography in Africa including: An Anthology of African Art: The
Twentieth Century (Ed. DAP New York, 2002), Photographers from
Kinshasa (Ed. Revue Noire Paris 2001), Anthology of African and Indian
Ocean Photography: a century of African photographers (Ed. Revue Noire
Paris 1998). Fall has curated numerous exhibitions in Africa, Europe and
the USA. As a consultant in cultural policies she is the author of strategic
plans, orientation programs and evaluation reports for national and
international cultural institutions. Fall is an associate professor at the
Senghor University in Alexandria, Egypt (Masters Department of Creative
Industries). She is also a founding member of the Dakar-based collective
‘GawLab’, a platform of research and production of art in public spaces
and technology applied to artistic creativity.

Event 1 (Public Lecture)
Pan African Dream
August 27, 2015 @ 6.30PM @ Hoa Sen University, Nguyên Văn Tráng
Campus
Audience number: 48

Event 1: Public lecture & N’Gone visiting artist studios of 
‘San Art Laboratory’
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Translator: Dương Mạnh Hùng | Facilitator: Zoe Bu_

N’Goné described the culture and contemporary art of Africa through
the dream of an integrated con$nent, ‘a site of nego$a$on’, for
various, complex cultures. Africa has 54 countries, all but Ethiopia have
suffered from long-term colonial domina$on. AWer mul$ple
annexa$ons by colonial powers, Africa has undergone geographical
fragmenta$on, its countries using art and culture as a tool for na$on
building and con$nental integra$on. Many intellectuals have been
implemen$ng the Pan-African ideology in their ar$s$c produc$ons –
the intercon$nental ideology and movement within Africa. From such
inspira$on, N’Goné presented emblema$c ar$sts who use Pan
Africanism as a concept, in addi$on to sharing art projects that she and
her colleagues have realised in Dakar to look at the countries and the
con$nent through the prism of history, geography and poli$cs.

Event 2 (Public Lecture)
Exploring African History, Geography and Poli>cs through art projects
August 28, 2015 @ 6.30PM @ Hoa Sen University, Nguyên Văn Tráng
Campus
Audience number: 45
Translator: Dương Mạnh Hùng | Facilitator: Zoe Bu_

N’Goné shared the antecedents, challenges, and stakes of African
contemporary art. The con$nent’s culture has always been viewed
under an “African stereotype”, especially those imposed from Western
perspec$ves. This obsolete “heritage” burdens and hinders living

Event 1: Public lecture
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ar$s$c and cultural producers. Then what should they do? N’Goné
presented a series of profound and interes$ng examples by ar$sts from
diverse African countries, ones who reflect the history, the present and
the future of Africa through visual art. Their projects are not confined
within the boundaries of modernism but live, move, and breath with
contemporaneity.

Event 3 (Private Workshop)
State power, na>on branding, na>onal-cultural representa>ons and an
ar>st’s cri>cal role
August 29 & 30, 2015 @ 10AM – 3PM @ Sàn Art
Audience number: 25
Translator: Dương Mạnh Hùng | Facilitator: Zoe Bu_

N’Goné openly reflected on her decision to become a curator. She
argued that the countries of the Global South need to prevent its
history and knowledge from being sidelined in Western-dominated
global discourse by ac$vely talking about it, and engaging with it. Her
art produc$ons aim to show how much the Global South intellect
contributes ar$s$cally and intellectually to world history and culture.
She urged the par$cipants to detach themselves from Western-centric
perspec$ves and decide for themselves who they are and what they
stand for, as we need “more curators, writers, and art historians from
our countries to talk about ourselves to ourselves”.

The conversa$on then expanded to focus on three ques$ons. The first
ques$on analyzed the rela$onship between na$on branding, state
power, and cultural representa$on, and whether these three elements

Event 3: Workshop
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cement a nation. The participants dissected different national symbols
as state-promoted cultural representations of Vietnam in nation
branding strategies, and discussed how these symbols play a role in
solidifying the state’s economic and political power as well as
assimilating the nation’s minority groups into the majority. The
participants came to the conclusion that nation branding is failing as
the state is failing as structural support for its economy, and rejected
the idea that they were mono-cultural within their nation.

The second and third questions dived further into the contentious topic
of state-commissioned art and the role of artist-led independent
projects in public urban space. Various examples of ‘good’ or ‘bad’
state-commissioned public art were presented and analyzed to
understand how they influence the public’s conceptualization of
contemporary art: from state-sanctioned performance pieces during
public Tết shows in Vietnam to the African Renaissance Monument in
Senegal that exemplifies all the racist stereotypes against black people.
The participants then discussed with N’Goné their personal ideas about
mediums of presenting their art works to public space that evade
censorship and still deliver a strong message to contemporary social
issues.

Event 3: Workshop
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Dura$on of stay: 
December 17-21, 2015

Ravi Sundaram is a Professor at the Centre for the Study of Developing
Socie$es (CSDS), Delhi. In 2000 he founded the Sarai programme along
with Monica Narula, Jeebesh Bagchi, Ravi Vasudevan and Shuddhabrata
Sengupta. Sundaram has co-edited the Sarai Reader series, The Public
Domain (2001), The Ci>es of Everyday Life (2002), Shaping Technologies
(2003), Crisis Media (2004), and Fron>ers (2007). He is the author of
Pirate Modernity: Media Urbanism in Delhi (Routledge, London 2009)
and the edited collec$on No Limits: Media Studies fromIndia (Oxford
University Press, 2013). His wri$ngs have been translated into many
languages. Sundaram’s current work is on contemporary fear aWer
media modernity. Ravi is Visi$ng Professor at the School of Architecture
and Planning, Delhi, Princeton University, Johns Hopkins University,
University of Michigan, Ann Arbor, and the University of Oxford.

Event 1 (Public Lecture)
Culture, Infrastructure, and the Digital
December 17, 2015 @ 6.30PM @ Hoa Sen University, Nguyên Văn
Tráng Campus
Audience number: 46
Translator: Lêna Bùi | Facilitator: Zoe Bu_

Visiting art studios at ‘San Art Laboratory’ & 
Event 1: Public lecture
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This lecture explored infrastructures as material forms that connect
populations, regions, and economies. Infrastructures of transport and
communication for instance are crucial for the circulation of both
economies and cultures. Infrastructures are at the center of media
circulation by way of entangling people, objects, ideas and
technologies. Digital infrastructures are dynamic environments; they
break down, collapse and suddenly multiply in new ways through
circulation and collaboration. In non-Western environments like Asia,
infrastructures have a distinct ‘poetics’, with aesthetic and radical
possibilities. This poetics is a significant part of Asia’s move to the
digital, with emerging cultural practices, and new cultural institutions.

Event 2 (Public Lecture):
Memory, Circulation, and the Digital Archive
December 18, 2015 @ 6.30PM @ Hoa Sen University, Nguyên Văn
Tráng Campus
Audience number: 36
Translator: Lêna Bùi | Facilitator: Zoe Butt

This lecture discussed how images, sounds, and videos are being
produced in contemporary Asia, more than ever in the past. People
with smart phones and low cost gadgets take millions of images,
sounds and videos and share them with friends on online networks.
Our memories seem expanded exponentially, as we are now aided by
digital storage on our media devices. New, digitally enabled archives of
the past have burst into prominence, giving them a new life, and
opening access to many. What are the consequences of enhancing our
memories with artificial, digital aids? Is memory more enhanced or
fragile, a fading glow as we rush to capture everything that exists with
digital cameras?

Event 2: Public lecture
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Event 3 (Private Workshop)
December 19 & 20 2015 @ 10AM-3PM @ Sàn Art
Audience number: 25
Translator: Lêna Bùi | Facilitator: Zoe Butt

The final workshop of Conscious Realities became a space of dialogue
about media, the public, and the aesthetics of contemporary social life.
Media is defined here as a condition of mediation, an interactive space,
a new language, a form of storage. Thus, media are materials that
connect humans and objects meaningfully. The important question
then is how artists, writers, and researchers produce a set of
connections to the public using a body of diverse media. The
conversation then proceeded to deconstruct important concepts about
media from Ravi’s two lectures using the Internet – one of the biggest
forms of media created. With its ability to generate, spread, track, and
store materials, the Internet has infiltrated the walls of private life and
allows information there to leak into the public. Thus, it interferes with
the sovereignty of state censorship. The Internet as well as other social
media nowadays enables agency: it allows marginalized people to
gather as a collective and comes up with creative strategies to take
over the public sphere. Participants discussed different examples of
where they have gone public with their opinions about social issues,
the repercussions of their actions, and strategies to mobilize using
Internet.

Event 3: Workshop
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The second day focused on the poe$cs and aesthe$cs of digital media
in a contemporary context. Poe$cs of digital media is understood as its
ability to help the marginalized people tell and record their own stories,
without a researcher being present. This prompted the ar$sts and
par$cipants to rethink how they would interact with their materials,
people or objects, in the digital age. Par$cipants agreed that ar$sts
must match their aesthe$cs with the context of their materials to
produce works that are socially relevant and cri$cal. The rest of the
discussion was spent discussing strategies for ar$sts to be the
engineers who curate and scaffold communi$es in craWing their arts
and narra$ves. This is how aesthe$cs of digital media produce
condi$ons for infrastructure.
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Dura$on of stay:
May 1-30, 2013

Jompet is a visual ar$st from Yogyarkarta, Indonesia. He studied
Communica$on at Faculty of Social and Poli$cal Science of GadjahMada
University, Yogyakarta, trained by his local art community to be a visual
ar$st in both tradi$onal and contemporary forms. Besides working as a
solo ar$st, he collaborates with ‘TeaterGarasi’, a Yogyakarta based
contemporary theater group. His interest in theatre and music has
contributed to an ar$s$c prac$ce largely inspired by the re-discovery of
cultural historical texts. In much of his work, the idea of the ghost as a
forgo_en memory or haun$ng social presence has given birth to kine$c
installa$ons where symbols such as military costume come alive with
sound and light. His recent solo exhibi$ons include On Asphalt, Project
Fulfil Art Space, Taipei; Third Realm, Parasite Hong Kong and as
Independent project at 54th Venice Biennale; Java’s Machine:
Phantasmagoria, Ceme$ Art House, Yogyakarta and Osage Gallery in
Singapore and Hong Kong. Jompet’s works also featured in Taipei
Biennale 2012; Phantoms of Asia, Asian Art Museum in San Francisco;
Jakarta Biennale 2011; Global Contemporary, Art Movement Since
1989, ZKM Karlsruhe, Germany; Nego$a$ng home, Na$on and History,
Singapore Art Museum; Lyon Biennale 2009; Yokohama Triennale 2008.
Jompet was selected as finalist for Lecturis Award 2011, Art
Amsterdam; Asia Art Award 2010, Loop Gallery Seoul and Academic Art
Award 2008, Yogyakarta Ins$tute of Art.
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Event 1 (Workshop):
'Ghost' in mythology, history, culture and contemporary art’
May 25 & 26, 2013 @ 2-7PM @ Sàn Art
Collaborator: Nguyễn Tiến Văn (literature historian) & Inra Jaka
(Performer)
Translator: Trần Minh Đức, Trà Nguyễn, Arle_e Quỳnh-Anh Trần
Facilitator: Zoe Bu_
Audience numbers: 20

In his one-month residency with Sàn Art, Jompet has con$nued his
fascina$on with ghosts, with an intrigue for the historical Vietnamese
stories such as Truyền Kì Mạn Lục and The Case of Lychee Garden.
Par$cipants were invited to hear more of Jompet’s overall ar$s$c
prac$ce; with guidance from Nguyễn Tiến Văn (translator, writer and
literature cri$c) who gave insight into the role of mythology in
Vietnam. Following this, an actor read a version of these historical
texts, then invi$ng the audience to help the ar$st unpack its meaning
and relevance to contemporary society today (interna$onal ar$st
liaison, Trần Minh Đức)
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Event 2 (Artist’s Talk):
Nguyễn Mạnh Hùng & Jompet Kuswidananto
May 29, 2013 @ 6.30PM @ San Art
Collaborator: Nguyễn Mạnh Hùng
Translator: Arlette Quỳnh-Anh Trần | Facilitator: Zoe Butt
Audience numbers: 20

Over the past month, Hùng and Jompet have spent time together
discussing their individual art practices and interests. They both
realized they have an interest in the idea of ghosts as mythical
presences that can reveal the past, but also as social symbols that
have become lost tools who have forgotten their purpose.
At this event, they spoke of their individual practice and concluded by
sharing how their mutual fascination for the 'ghost' has taken new
perspective over their last one month of discussion.’
(international artist liaison, Trần Minh Đức)
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SUMMARY OF OBSERVATIONS: (internaAonal arAst liaison, Trần
Minh Đức)

Although Jompet Kuswidananto and Nguyễn Mạnh Hùng could not
realize a concrete collabora$ve outcome (ini$ally desiring to work
together during Jompet’s residency), their limited $me together
nevertheless produced successful results. At this talk, Vietnamese
audiences learned more about Indonesian contemporary art,
especially the method of narra$ng alterna$ve history via performing
theater, dance and visual arts. They also had a great lesson in re-
discovering Vietnamese historic texts and myths, which hid rich layers
of differing cultural values. Jompet and Hùng confronted the challenge
of immersing themselves in curiosity, then researching and u$lizing
history in their ar$s$c prac$ces. The more ar$sts are curious about
history, the more relevant and insigh�ul their artworks can become.
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Dura$on of stay:
November 14  – December 9, 2013 

‘The Weather Bureau is a social architecture and engineering
conglomerate that designs proposi$onary structures and condi$ons in
the idealized state of utopia. Founded in 2010 by Lena Cobangbang and
Mike Crisostomo, their vision as ‘The Weather Bureau’ is to picture
essences of the ideal as inherently dictated by the constraints of the
form, illustra$ng perhaps an ideology in plas$city. Lena Cobangbang
graduated from the University of the Philippines with a degree in Fine
Arts. Her work is broad-ranging, moving across video, installa$on, and
found objects to embroidery, cookery, performance and photography,
in acts that are obsessive-compulsive, and at turns celebratory and
macabre. She recently completed an ar$st/curator research residency
exchange between Green Papaya Art Projects and Pekarna
Magdalenske Mreze in Maribor, Slovenia in 2010. In 2005, she was
nominated for the 3rd Ateneo Art Awards. She received the Cultural
Center of the Philippines Thirteen Ar$sts Award in 2006 and was one of
the par$cipa$ng ar$sts in the 2008 Singapore Biennale. Mike
Crisostomo (b.1975, Manila) studied Fine Arts at The University of The
Philippines and was into corporate managerial work before doing
produc$on design and graphics design which eventually lead to
focusing on art whose themes revolve around sublima$ng Sci-Fi
utopian/dystopian visions through pain$ng and photography.’
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Event 2: pop-up exhibition

Event 1: artist talk

Event 1 (Ar\st Talk)
The Weather Bureau
November 30, 2013 @ 4.30-7PM @ Sàn Art Laboratory
Translator: Phan Thảo Nguyên
Facilitator: Zoe Bu_ | Audience numbers: 20
‘The Weather Bureau’ is prompted by the recent ravage of the Southern
islands of Visayas in The Philippines. Lena Cobangbang represented ‘The
Weather Bureau’ sharing their projects inspired by the overwhelming
call for interna$onal awareness in coping with climate change and the
everyday struggle one faces amidst the crisis brought on by natural
disasters and social weathering (wars, economic embargos, economic
policies).

Event 2: Pop-up exhibi>on
November 30, 2013 @ 6:30PM @ Sàn Art Laboratory studio
Facilitator: Trần Minh Đức, Zoe Bu_
Audience numbers: 15
‘The Weather Bureau’ decided to make an installa$on that refers to the
tenuous rela$onship between concepts of survival, preserva$on and
consump$on. In this installa$on the refrigerator is used as a
metaphorical and visual pla�orm for their objects and tableaus.
Composed of jars of preserved and fermented vegetables and fruits,
carved and composed as idyllic postcard rural landscapes; apocalyp$c
scenarios of cooked food (but sealed in the freezer compartment) - all is
sealed in posterity for their picturesqueness or kept for future
consump$on. The wealth and diversity of the food culture of Vietnam
provided a veritable source for explora$on for this ar$s$c duo.
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SUMMARY OF OBSERVATIONS: international artist liaison, Trần Minh
Đức

Lena Cobangbang at first found it difficult being in a foreign country
with language and atmosphere differences but later she also figured
out the best way to build the work within her research for idea
development as well as neighborhood’s acquaintance. One month is
quite a short time for any better results, but the outcome was good.
The number of people who stayed really enjoyed the discussions,
questions and exchange. Lena regretted a longer residency was not
possible, so that she could discuss deeper thoughts and social
references - exploration of the city, art scene and social situations.
According to Lena, the residency provided a veritable learning
experience, being a source of practical education and introspection in
the making and thinking of art contextually set in a place like Saigon.
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PROD/PONDER ARTIST-IN-RESIDENCY PROGRAM

Dura$on of stay:     
April 7-23, 2014

Khadim Ali is an Afghani Hazara (b. 1978 Que_a, Pakistan). From 1998–
99, he studied mural pain$ng and calligraphy in Tehran, Iran. He earned
a BFA at the Na$onal College of Arts, Lahore, Pakistan (2003), where he
studied tradi$onal miniature pain$ng. Having moved to Sydney in
2010, he earned an MFA at the College of Fine Arts, University of New
South Wales (2012). Ali now lives and works in Sydney, Que_a, and
Kabul.

Event 1 (Ar$st talk)
April 12, 2014 @ 4.30 - 6.30PM @ Sàn Art Laboratory
Audience number: 28
Translator: Lêna Bùi | Facilitator: Trà Nguyễn

Khadim’s study of the art of the Persian miniature focuses on his re-
reading of the ‘Book of Kings’, otherwise referred as the ‘Shahnameh’
(the epic book of poems by Abul Qasim Ferdowsi c. 977-1010 CE). In
this literary masterpiece of Persian literature, the hero named ‘Rustam’
represents the good of the people who always overcomes evil in the
world, including many demons during his reign of 300 years.
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Both this hero-god and the demons he chases fascinate Khadim
par$cularly because today, Rustam is an icon used to support the
mission of armed religion (ie. the Taliban) and the ethnic cleansing of
the Hazara community (an ethnic minority of whom Khadim Ali is a
part). His re-reading of this epic is visualized in large-scale me$culous
pain$ngs innova$ng the art of the ‘miniature’ style; through video, and
in woven tapestries of a style tradi$onal to Afghanistan.

SUMMARY OF OBSERVATIONS: interna$onal ar$st liaison, Trần Minh
Đức

Khadim was very generous with his $me during his residency, spending
$me with local ar$sts such as Le Hoang Bich Phuong (a silk painter)
sharing how his personal journey informs his cultural a_achment to the
skill of silk and miniature work (gold leaf applica$on). As a result of this
$me both have used each other’s techniques in their new projects.
While Khadim was in Saigon he produced 2 new pain$ngs taking
influence from Cham stone statuary and its Islamic connec$ons as
reference to his own histories as a Hazara. These pain$ngs he
subsequently donated to Sàn Art’s online auc$on which have
significantly raised money for our future programming. Khadim also
brought an assistant with him from Afghanistan to Saigon for the
month, collec$ng photography and film footage of religious prac$ce in
Saigon, in addi$on to co-producing, with local Vietnamese ar$sts, a
mural for Sàn Art’s courtyard. It was great that Khadim was here for the
lecture of Inrasara, a Cham poet. Inrasara’s stories of his people were
of great interest to Khadim.
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Event 1_ Artist talk

Duration of stay:      
March 6 – April 1, 2014

Adriana Bustos was born in Córdoba in 1965, and currently lives and
works in Buenos Aires, Argentina. She is a graduate of the School of Fine
Arts Figueroa Alcorta and Psychology at National University of Córdoba.
The investigative and documentary nature of her work consists of
photography, video and drawing. She has participated in many
residencies all over the world: Colombia, Argentina, Brazil, the UK,
France to name but a few; and more recently has done solo projects in
ARCO, Madrid; Frieze New York and University of Alaska, USA

Event 1 (Artist Talk)
‘An Artist’s Method’
March 16, 2014 @ 6.30PM @ Sàn Art Laboratory
Audience number: 41
Translator: Lêna Bùi Facilitator: Trà Nguyễn

Adriana talked about her drawing, photography and video practice
engaging investigative and documentary methods of research, evident
in ‘Proyecto 4x4’ which looks at the lives of horses that belong to people
who recycle cardboard in Argentina; to ‘Anthropology of the Mule’
which draws on the parallel stories of commercial colonial routes of
trade and the drug trafficking routes in Latin America.
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Since 2012, she has been working on a project consis$ng of a series of
maps $tled ‘Imago Mundi’. In her ar$st presenta$on, Adriana shared
the process of her research and produc$on, with a par$cular focus on
how her methods help shiW her prac$ce from one media/perspec$ve to
another.

Event 2 (Exhibi$on):
Adriana Bustos was an ar$st par$cipant in the ‘Conscious Reali$es’
associated exhibi$on $tled ‘Conjuring Capital’ (see Appendix 2.96-97)

SUMMARY OF OBSERVATIONS: Zoe Bu_
Adriana Bustos is one of Argen$na’s most prominent female ar$sts
today, one of the rare producers working across the social sciences and
the visual arts. She is an incredibly maternal and generous thinker who
connected immediately to the ar$sts at our ‘Sàn Art Laboratory’, eager
to share ideas, par$cularly with Lại Thị Diệu Hà from Hanoi whose
artwork engaged psychological means of trea$ng clinical depression
and personality disorder. Adriana also has a background in psychology
and so these two ar$sts par$cularly hit it off.
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Duration of stay: 
(local residents of Saigon)

Art Labor consists of visual artists Trương Công Tùng and Phan Thảo
Nguyên, with curator/ writer Arlette Quỳnh-Anh Trần. They work
between the visual arts and the social/life sciences in order to produce
alternative non-formal knowledge via artistic and cultural activities.
They live and work in Saigon. Art Labor = art + laboratory = art +
workforce. http://www.artlaborcollective.com/

Event 1 (Art class)
Exploring Art with Eyes & Colors
Every Thursday between July 17 – Aug 21, 2014 @ 9-10 AM @
HCMC Eye Hospital 280 Điện Biên Phủ, District 3, Ho Chi Minh City

Audience number: 15 to 30 children (patients) each class, plus some of
their parents.
Facilitator: Art Labor

Within the exhibition project ‘Unconditional Belief’ (see Appendix 2.91-
93), Art Labor organized the program ‘Exploring Art with Eyes & Colors’
at HCMC Eye Hospital. This series of art classes, designed specifically for
children inpatients in the Pediatrics Department, where inpatients are
under the age of 15 who are operated, treated and cared for at the
hospital within 3-5 days.
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Having decreased vision, these children observe their surroundings and
objects differently from normal kids; therefore their ability to perceive
color, shape, and line is also different. The program provided these
young inpatients an opportunity to discover the art world in their
unique way. Weaker vision does not mean their world is somber.
Actually, they can acquire an artistic capacity that is even more liberal
and eccentric, since their imagination is not limited in the things seen
by normal eyes. Art Labor hoped to stimulate a belief in a colorful and
inspirational world from these children inpatients.

‘Exploring Art with Eyes & Colors’ is the first step towards a bigger
public artwork, which Art Labor produced at HCMC Eye Hospital. Art
Labor took inspiration from these inpatient’s artworks, re-designing the
interior of the Pediatrics Department, to make the patient reception
area and treatment rooms more artistic and lively. If sickness is a
burden causing people to lose faith, art may help re-fill their faith
almost without any conditions, nurtured with an open-minded
imagination.

This project forms part of the exhibition ‘Unconditional Belief’, a
‘Prod/Ponder: Conscious Realities’ project (See Appendix 2.91-93)

Event 2 (Workshop):
Visual symbols in art, anthropology and other sciences
December 9 & 16, 2013 @ 9-10AM @ University of Social Sciences and
Humanities, HCMC
Audience number: Between 15 to 30
Facilitator: Art Labor
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Taking cue from the artworks produced for the project ‘Uncondi$onal
Belief’, which examined people’s belief in both modern medicine and
ideas of the supernatural simultaneously, Trương Công Tùng and Phan
Thảo Nguyên showcased how social, religious, scien$fic and linguis$c
icons are transformed and interpreted in their art projects. The first day
focused on visual symbols and their various disciplinary meaning. The
second day focused on how par$cipants can employ/combine such
symbols, with their own knowledge and experience as students of
anthropology and sociology. Group discussion was integral to collec$ve
reflec$on in these gatherings, where Art Labor shared their research
process in crea$ng the artworks that illuminated how the social
sciences were of great source for ar$s$c and curatorial research. With
thanks to Dr Linh Trung for her hos$ng of this workshop in her classes.

Event 3 (Ar$st Talk)
April 24, 2013 @ 6PM @ Sàn Art
Audience number: 31

Art Labor shared how their exhibi$on, ‘Uncondi$onal Belief’ (see
Appendix 2.91-93) started as a kind of laboratory of ideas that began
with a par$cular hypotheses about simultaneous belief in modern
medicine and spiritual healing. They shared how their original
hypotheses changed as a result of undertaking research into such
things as ophthalmology; the story of illiteracy in Vietnam; and the
crea$on of a Vietnamese modern alphabe$c script. This was compared
to the occurrence of the ‘Magic Garden’ in Long An Province where
people gather to heal their illness. Their research was an a_empt to
be_er understand the anthropological concept of ‘suffering’ in
rela$onship to animist belief.
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Art Labor also talked about their own collective’s methodology — how
their ‘idea- laboratory’ works as a think-tank, in which critical theorists
and scientists are invited to consult, challenge and question their
research. Such collaborations reflect how an artist’s practice is akin to
other interdisciplinary forms of enquiry such as anthropology, history,
architecture and medicine, which critically contributes to progressive
ideas of social value in everyday life. The crossover dialog between art
and science within the methods of Art Labor seeks to reaffirm that
artistic production and practice is not limited by the white-cube gallery
context. Indeed their practice demonstrates that such a nexus of minds
is actually functional, educational, and a catalyst that can connect
various publics to enact social change.

SUMMARY OF OBSERVATIONS: Zoe Butt
I was very impressed by what Art Labor has achieved as a result of their
participation in ‘Prod/Ponder’. Beyond the production of new artwork;
the staging of an exhibition at Sàn Art; the organization and initiation of
workshops at the University of Social Sciences and Humanities – they in
addition produced a journal; were invited to teach regularly at the Art
Design and Creativity Academy, teaching art history and
interdisciplinary thinking. Trương Công Tùng’s work was also invited to
participate in the ‘Media City Seoul’ exhibition of 2014. Their journal
was also featured at a book fair in Germany. This collective I have high
hopes will continue to do great work.
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Performance by Than Sok 
following his artist presentation

Dura$on of stay:  
August 4 – September 4, 2014

Than Sok (born 1984, Takeo, Cambodia) inves$gates religious and
spiritual beliefs, materials and rituals through sculpture, installa$on,
video and performance. Than graduated from Reyum Art School in
2005 and Reyum Workshop in 2007, and is currently studying
architecture at Norton University, Phnom Penh. Group exhibi$ons
include Phnom Penh: Rescue Archaeology, ifa, Berlin + Stu_gart (2013),
Video: An Art, A History, Singapore Art Museum (2011). Than was a
resident with Lower Manha_an Cultural Council, NYC (2013), and S-AIR,
Sapporo (2011). Than's work has been collected by the Singapore Art
Museum.

Event 1 (Ar$st Talk)
August 30, 2014 @ 4pm @ Sàn Art Laboratory Studios
Audience number: 31
Fascinated by spiritual ritual, its structures and meanings, wary of how
contemporary social a£tude is changing understandings of what it
means to ‘believe’, Than Sok unpacked his ar$s$c prac$ce that
encompasses installa$on, drawing, performance, video and sculpture.
He also shared his experiences of his past month residency in Saigon, to
finally conclude his presenta$on with a special performance.
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Event 2 (Exhibition): 
Than Sok was an artist participant in the ‘Conscious Realities’ 
associated exhibition titled ‘Conjuring Capital’ (see Appendix 2.98)

SUMMARY OF OBSERVATIONS: Zoe Butt
Than Sok’s original idea was to work with the Cambodian community
here in Saigon, to better understand their relationship to their faith
(Buddhism) within the Vietnamese context. However he realized that
the Cambodian community here is quite different to what it is back
home as they must deal with cultural prejudice on a daily basis. He
worked with one generous Cambodian who has lived and worked in
Vietnam for years and speaks fluent Vietnamese – he helped Than Sok
try to engage this diasporic community but few were willing to go on
camera or have performances about Cambodia take place outside their
homes. It shed interesting light on the cultural stigma that continues to
exacerbate cultural exchange between Vietnam and Cambodia.
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Dura$on of stay: 
January 5 – February 6, 2015

Karen Fiss is a writer, curator, and professor of visual studies at the
California College of the Arts in San Francisco. Her current research
examines the impact of na$on branding on the visual produc$on of
ci$zenship and collec$ve memory in the wake of poli$cal trauma and
na$onal “unifica$on.”

Event 1 (Lecture)
‘Brand the Beloved Country: Naviga>ng global economies in
contemporary South African art’
January 10, 2015 @ 4.30PM @ Sàn Art Laboratory
Translator: Trâm Lương

Karen Fiss shared her current book project on ‘na$on branding’,
engaging postcolonial ideas and cri$ques of how a ‘na$on’ is formed
alongside an investment in integra$ng differing communi$es of people
with vast networks of informa$on technology and interna$onal
trade. ‘My book examines the impact of government branding In many
respects, the book cri$ques the way in which globaliza$on has been
conceived within the dominant (oWen neocolonial) paradigms of the art
world, and seeks to iden$fy alterna$ve frameworks with which to
understand these mechanisms of exhibi$on, exchange, and cultural
representa$on.
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While my book considers a wide range of examples, my research
abroad has concentrated on South Africa. AWer spending my last
sabba$cal there, I realized that current cultural prac$ces in Vietnam
would be a highly relevant and interes$ng compara$ve direc$on to
take my research – hence my interest in Sàn Art’.

Event 2 (Workshop)
January 11, 2015; 10AM- 3PM
Sàn Art Laboratory
Translator: Trâm Lương

In this one-day workshop, Karen further expanded on her research
concerning postcolonial frameworks for defining na$on and culture,
looking at how the circula$on of art operates in a system governed by
the desires of a globalizing market. She looked at the role of cultural
memory and the processes that determine the wri$ng of histories,
examining terms such as ‘transparency’, ‘knowability’, and ‘resistance’
in modes of social representa$on, par$cularly looking at the cultural
economy of art biennials, Global south/Euro-US artworlds and
curatorial exhibi$on frameworks. She par$cularly focused on the
campaigns on concep$ons of ci$zenship and the construc$on
of historical narra$ves, par$cularly in the wake of poli$cal conflict and
trauma. Karen states, ‘I place these “top-down” efforts in tension with
the work of ar$sts’ collec$ves and alterna$ve spaces that offer
compe$ng ways of imagining “collec$ve memory” and iden$ty
within local, na$onal, and global contexts wri$ng of two important
postcolonial theorists – Edouard Gllissant and Homi Bhabha – in an
a_empt to give window to how these prominent thinkers are offering
unique insight into the dilemma of contemporary ar$s$c
representa$ons of history and na$on.’
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SUMMARY OF OBSERVATIONS: Zoe Butt
It was a unique opportunity to have an academic researcher who
specializes in South Africa choosing to spend a month in Saigon
because she considers their ‘nation-branding’ to be of critical
comparative study. For Vietnamese artists to have such expertise
present in their residency space, whose care for artists in compromised
contexts exuded generosity and interest (so many intimate and
informal conversations), San Art was grateful for her political mind
attuned to artistic values, giving time to asking questions of what artists
were working on and why.

*Karen Fiss, as an American researcher. was not applicable for financial
support from Sàn Art’s Prince Claus funds. Karen thus paid her own
expenses. Zoe Butt decided to invite her to take part in ‘Conscious
Realities’ for her research was utterly relevant to the geographies
under discussion.
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Duration of residency: 
August 1-31, 2015

Arin Rungjang (born 1974) lives and works in Bangkok. His artistic
practice involves different media, mainly video and site-specific
installations. As he dives into the depths of history and day-to-day
experiences, he skillfully dissects his material to propose a
reinterpretation of major events, seen through the prism of more
minor ones. By multiplying temporal and spatial references, he expects
his public to reconstitute these different layers.

Event 1 (Artist Talk):
August 8, 2015 @ 4PM @ Sàn Art Laboratory
Translator: Dương Mạnh Hùng

Arin Rungjang introduced two of his most recent works Golden
teardrop 2013 and Mongkut 2015. Golden teardrop is a work composed
of a video and an intricate sculptural installation of teardrop-shaped
brass, loosely but carefully, it layers the history of the sugar trade and
personal narratives of Thai, Greek, Portuguese, and Japanese
individuals in the fifteenth, seventeenth, twentieth, and twenty-first
centuries, with the traditional Thai egg-yolk dessert thong yod (literally,
golden drops) as the starting point, presenting a reexamination of
collective histories and memories and their formation. Mongkut puts
one of Thailand’s cherished symbolic forms, the crown, at the axis of
Rungjang’s inquiry. Rungjang’s research recalls Franco-Thai relations

ARIN RUNGJANG

PROD/PONDER ARTIST-IN-RESIDENCY PROGRAM
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during the parallel reigns of King Rama IV (1851–68) and Napoleon III
(1852–70), a period marked by the expansion of the European colonial
enterprise in much of the geographic region known today as Southeast
Asia. In this video installa$on and sculpture work, he uses the present
as a context for reopening a li_le-known history concerning Siam’s
rela$ve sovereignty. (Note: Siam is the old name of now-Thailand)

Event 2 (Workshop):
August 12, 2015 @ 3PM @ Sàn Art
Conducted in English (with transla$on assistance from par$cipants)

Arin asked par$cipants to share their opinions and stories of the
Vietnam War, encouraged to also share their rela$ve's perspec$ves.
Arin, as ar$st, par$cipated as a listener. There were 2 cameras and 1
sound recorder set up to document. Footage of this talk will be used as
materials to develop Arin's new art project about South East Asia.
Noteworthy par$cipants were Mariam B. Lam, Associate Professor at
University of California; Nguyễn Mạnh Hùng, Saigon based ar$st; Trần
Minh Đức, Saigon based ar$st; Yoko Sakoda, Nagasaki - Sasebo Art
Project, Japan coordinator; and Dang Bui, Saigoneer online magazine
editor. Ar$st Nguyễn Mạnh Hùng, with his works very much related to
his family background and father who served in the North Vietnam
Army as an air force colonel, talked about his experiences growing up in
the family and also in the Kim Lien neighborhood of veterans. Trần
Minh Đức, Saigon based ar$st, was born in a family of naval engineer
parents who also served the army during the war. Đức’s artworks takes
his memory and stories told by his parents as inspira$on, which he
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shared in the workshop. Arin’s impression of being in Saigon were
heightened by Đức’s narration of the city’s changes recalled as
childhood memories linked to specific site (e.g Bason Shipyard) – such
stories added a special mark to Arin’s note for future research. Mariam
B. Lam gave perspective as a Việt Kiều Asian Studies Associate
Professor. From her professional point of view, the workshop had a
voice from the Vietnamese diaspora in U.S, which balanced out the
discussion and gave useful counter, from ‘the others’ side’ that is
always cut down in official documents in Vietnam. Yoko Sakoda, born
Nagasaki and based Saigon, made her opinions and comparisons of the
involvement of US in Japan and Vietnam, and how the remnants (e.g US
Naval Base in Sasebo Nagasaki) is still a wound affecting the country.

OBSERVATIONS (Zoe Butt):
Arin is a fantastic story teller. With his global study of Thai history, his
desiring to place himself in the shoes of another’s gaze on his own
country’s history (his tales told through the lens of a great number of
folk story) gave Vietnamese artists exposure to alternate means of
engaging and narrating complex histories of little knowledge. It was
also a coup to have somone so generous and caring of the next
generation, eager to listen and give feedback, demonstrating his own
research methods that enable his artistic pratice. His workshop was
particularly productive as Arin’s gathering of minds to discuss the
perspectives of the Vietnam War are recollections not possible for
discussion in Vietnam’s public sphere.

ARIN RUNGJANG

PROD/PONDER ARTIST-IN-RESIDENCY PROGRAM
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Duration of stay: 
September 1-30, 2015

Lê Giang was born in Hà Nội in 1988. She earned her BA in Art
Education at Vietnam Fine Art University and MA in Fine Art at
University of the Arts London. Lê Giang’s point of departure is the
question of the role of humans in nature and social structure. Intrigued
by the concept of utopia, her practice is an attempt to research and
depict how nature would react to the disappearance of humanity, what
legacy would humans leave behind and what life form would take place
henceforth.

Lê Giang’s residency took place in Manila, in collaboration with
98BCollaboratory, in The Philippines. 98B’s Project and Research
Residency is an independent residency program geared towards
establishing a creative network. It endeavors to assist and collaborate
with artists, gallery and art managers, cultural workers and curators in
the course of their research, project, presentation or production. The
program aims to build a meaningful and multi-layered cultural
exchange where an individual can explore his/her practice in a different
environment with an uncommon set of resources. The residency is
customized to their purposes, needs and requirements. Lê Giang’s
exhibition took place at the premises of 98B, First United Building,
Escolta, Manila.

LÊ GIANG

PROD/PONDER ARTIST-IN-RESIDENCY PROGRAM
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Project:
Lê Giang’s current prac$ce is based on the prospect of humankind’s
non-existence and nature’s adapta$on based on this absence as
depicted in Alan Weisman’s book ‘The World Without Us’. Fascinated
by the idea of a Utopia without the human race, her works probe
nature’s possible modes of adjustment if humanity is suddenly taken
out of the picture; what legacy would man leave behind and what
species would advance. For her residency at 98B, Giang inves$gated
the rela$onship between nature and man and the connec$ons of raw
materials and manmade materials. She also looked into the mys$cal
objects of The Philippines, most especially the natural ones. She was
intrigued by how these ancient myths are s$ll prevalent even today.
Giang was drawn to par$cular reali$es, of how people exploit raw
materials from nature to serve as their protec$on and personal desires
while natural disasters occur constantly in this country. “Nostalgia is
not the opposite of utopia, but, as a form of memory, always
implicated, even produc$ve in it.” – Andreas Huyssen, ‘Memories of
Utopia’

Her exhibi$on ‘Nostalgia from Nature’ presented the sculptures as
artefacts from her encounters in Mount Banahaw. ‘Nuno sa Punso’ is
an object that implores respect for the land from its people. Mutya –
the spirit of nature’s light is a coconut shell, without germina$on pores,
commonly referred to as “blind coconuts.” This is considered a valuable
amulet or “an$ng-an$ng” for its specific loca$on can only be revealed
in one’s dreams. The posts are ves$ges of a house ruined by a recent
storm, found next to Banahaw’s Jesu Salem. As theorist Ruth Levitas
wrote “Representa$ons of future utopias are always simultaneously
dependent on the exis$ng cultural resources.”

LÊ GIANG

PROD/PONDER ARTIST-IN-RESIDENCY PROGRAM
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The installations in the First United Building imply a Utopia or more
accurately a heterotopia, where realities are divergent and with no
apparent connection, yet implying relics of correlations that have been
cast and molded through time. (Curatorial statement by 98B)

LÊ GIANG

PROD/PONDER ARTIST-IN-RESIDENCY PROGRAM



Appendix 2a. 90
ASSOCIATED

EXHIBITIONS



Appendix 2a. 91

An exhibiAon by ‘Art Labor’
27 February – 29 April, 2014 @ San Art
(See associated programs: Appendix 2.75-78)

EXHIBITION STATEMENT

“The tradi>onal analysis of knowledge […] takes knowledge to be a
species of belief—specifically, jus>fied true belief.” (Eric Schwitzgebel)*

“[…] (dominant among psychologists and psychiatrists), delusions are
belief states – it is an important diagnos>c feature of delusions that
they can lead to ac>on and that they can be reported with convic>on,
and thus that they behave as typical beliefs.” (Lisa Bortolot)**

Belief has been one of the broadest and most debatable topics of the
study of humanity. Belief as a philosophical enquiry or a psychiatric
study oWen employs the empirical sciences as a way to prove that
belief’s validity or impact. Belief is also a manipula$ve vehicle oWen
u$lized for poli$cal propaganda or in par$cular contexts seen as a
threat to authority. ‘Uncondi$onal Belief’ is an exhibi$on by collec$ve
‘Art Labor’ (Trương Công Tùng, Phan Thảo Nguyên, Arle_e Quỳnh-Anh
Trần), who imagina$vely explores the concept of ‘belief’ in Vietnam by
examining par$cular site and historical account. The exhibi$on surveys
different layers of belief – from human dependence on spiritual power
or sacred object in healing sickness, to the usage of educa$on to
disseminate religious ideas.

UNCONDITIONAL BELIEF

EXHIBITION
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Trương Công Tùng studies Vietnamese people’s belief in suffering, fate
and ideas of the supernatural. Like an anthropologist, he carried out
field trips and research in ‘Magic Garden’ in Long An Province (a
private garden open to the public believed to have healing powers),
where he looked into people’s spiritual beliefs and rituals, prac$ces
yet to be verified by science as a cure. In his research, he discovered
belief, or rather delusion is like dream and used as an effec$ve tool to
treat pa$ents by psychiatrists. Công Tùng also expands his research to
rituals of worshipping sacred objects believed to grant people wishes.
His half-fic$onal, half-documentary artworks reveal layers of belief
resul$ng from collec$ve suffering or individual misery.

Phan Thảo Nguyên uses religious belief as a star$ng point to trace the
history of modern Vietnamese script, a Romanized alphabet system
supposedly first introduced in the 17th century by Alexandre de Rhodes
– a French Jesuit missionary – as an alterna$ve wri$ng system to the
tradi$onal pictographic character. Thảo Nguyên creates her own
imagined school named aWer de Rhodes, of which the curriculum is a
place to experiment with the belief: in the un-seeable, the poe$c and
the beau$ful. In this obscure school, where everyone is blindfolded,
she showcases blindness and illiteracy as the real obstacles of learning
for pupil and teacher. She asks what jus$fies belief when there is no
literacy and knowledge, but only poetry and beauty?

Selec$ng each project’s theme, curator Arle_e Quỳnh-Anh Trần invites
scien$sts from interdisciplinary fields to be collaborators and
consultants for Art Labor. Their research process takes place like a
laboratory of knowledge and ar$s$c experiments. Besides organizing

UNCONDITIONAL BELIEF
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and designing art exhibi$ons, as collec$ve curator, Arle_e helps
conduct educa$onal workshops between the ar$sts, and scien$sts
with different kinds of public, from academic students to hospital
pa$ents and bringing art projects to unconven$onal spaces such as
hospitals or universi$es. Consequently, with such curatorial and
research approach, Uncondi>onal Belief is not simply an artwork
display; it also experiments with the possibility of reading an exhibi$on
as an ar$s$c research book. Entering this book / exhibi$on, the
viewers can walk in, touch, see and read; they will encounter turning
points of the ar$sts’ inves$ga$ons, traces of their references from
academic sciences, hints to decode the artworks and even the
collec$ve’s plan for future projects. Art Labor’s ar$s$c produc$ons
for Uncondi>onal Belief include artworks, texts, objects appearing in
the exhibi$on, such as research materials and architectural, visual and
audio sensa$ons. Each of those elements contributes to the core
concept of Uncondi>onal Belief: the tension between belief,
knowledge and delusion.

Wri_en by Arle_e Quỳnh-Anh Trần

*Schwitzgebel, Eric, “Belief”, The Stanford Encyclopedia of Philosophy 
(Spring 2014 Edi>on), Edward N. Zalta (ed.), forthcoming URL = 
<h}p://plato.stanford.edu/archives/spr2014/entries/belief/>
**Bortolot, Lisa, “Delusion”, The Stanford Encyclopedia of Philosophy 
(Winter 2013 Edi>on), Edward N. Zalta (ed.), URL = 
<h}p://plato.stanford.edu/arc

UNCONDITIONAL BELIEF
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August 8 – October 30, 2014 @ San Art
Par$cipa$ng ar$sts: Adriana Bustos (Argen$na), Christopher Myers
and Hank Willis Thomas (USA), Nguyễn Hồng Ngọc (Vietnam),
Sudarshan She_y (India) and Than Sok (Cambodia)
Curated by Zoe Bu_

This exhibi>on would not have been possible without the addi>onal
support from Gallery SKE, New Delhi, India; Sa Sa Bassac, Phnom Penh,
Cambodia; Ignacio Liprandi Arte Contemporáneo, Buenos Aires,
Argen>na.

EXHIBITION STATEMENT
The dominant economy with which we operate today is a system that
fails to see the value in profit-less opera$ons. The focus on economic
growth, as opposed to the intangible benefits of giving, is the
presumed driver of our industrial age. The lack of human and
environmental ethical concern for the impact of today’s system of
accrual, profit and waste is exemplified in the mercan$le expansion of
empire in the 1600s and the violent assump$on of race and class to
occupy, divide and enslave foreign land and its peoples. Many of these
colonized communi$es previously thrived as giW-giving socie$es,
where the economic system was a reciprocal process founded on
symbolic exchange. For example, in what is known as ‘potlatch’ to the
Northwest American Indian community, they recognized that wealth
was to be given and annihilated (sacrificed and thus destroyed).
Wealth was not to be possessed (1). How are ideas of wealth manifest
in contemporary society today? What are the systems that exploit
human labor for be_erment of those with power? What kinds of
ins$tu$ons take part in the corrup$on and abuse of human dignity and
cultural tradi$on in their desire for efficiency and influence?

CONJURING CAPITAL

EXHIBITION

Christopher Myers & Hank Willis Thomas, ‘Am I Going Too Fast?’ 
(still) 2014; Than Sok with his work ’To Give is to Receive I’ 2012
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More importantly, how can an artist’s perspective provoke reflection
on these issues? In this exhibition a select number of artists reveal five
social contexts from the Global South (Cambodia, Kenya, India,
Argentina and Vietnam), illustrating numerous dilemmas in the
unequal social landscape of producing and consuming ‘capital’.

What, exactly is ‘capital’? Capital is considered wealth in the form of
money or assets, which is socially taken as a sign of financial strength
of an individual, organization or nation and assumed available for
development of investment (2). According to economic theory,
‘capital’ is an exchangeable resource produced by human labor. Karl
Marx in his landmark text ‘Capital: Critique of Political Economy’
critically outlines how the capitalist system argues a commodity’s
value according to its ‘exchange-value’ which is measured by how
much labor power went in to its production. Marx specifically reveals
the level of human exploitation incurred under such a system, arguing
that the worker becomes a measured unit of energy where the idea of
‘usefulness’ is no longer about quality and skill, but about time.

Time becomes socially coded, constructed and controlled by how
much labor can be quantifiably measured where profit is prioritized
over need. Such an intangible system of control over resources – not
only human labor but also the materials excavated, exhumed and
melded as its task – is often an ethical challenge to the sustainability of
our environment, cultural rituals and beliefs. Today, those who control
and disseminate capital circulate the stories that they want its future
labor force to hear.

CONJURING CAPITAL

EXHIBITION

Than Sok installation his ‘To Give is to Receive I’ 2012; Sudarshan 
Shetty, ‘Waiting for Others to Arrive’ (installation still) 2013
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We enter the exhibition ‘Conjuring Capital’, via the small library of Sàn
Art, and we can hear the voice of artist Adriana Bustos as she sits
within a whole other kind of collection. She sits behind glass as part of
a diorama representative of the Salta jungle within a natural science
museum in Argentina, near the border with Bolivia. Adriana is
recounting the words of German writer Sabine Kuchler who poetically
describes the mood of this jungle and its wounds as rotten, crumbling
pieces of wood, where there is a deep absence of animal and human,
where the trees seem tired of trying to reach for the sun. Such
descriptions are in stark contrast to the myriad animals that lie
physically poised and still around Adriana, where lush green
vegetation in dappled light gives the mood of abundance. Adriana’s
choice of text metaphorically refers to the Argentinian government of
the early 1800s who invited German scientists to document and
catalog Argentina’s natural environment. Their research effectively
erased much indigenous local knowledge of flora and fauna, their
categorizations becoming the basis of educational curricula across the
country.

What is of particular interest to Adriana is that this jungle extends
across the mountains of the Andes in Latin America and is the home of
the coca leaf - that prized yet deadly plant that human greed distills
into cocaine powder. Much of Adriana’s research focuses on the
motivations, systems of control and affect of cocaine production and
consumption; her early paintings, photographs and collaborative
installations exploring the exploitation of humans as ‘mules’ to carry
this exorbitantly pricey white substance illegally across national
borders (See Appendix 2.73 for Adriana’s participation in ‘Prod
Ponder’).

CONJURING CAPITAL
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Adriana Bustos, ‘Landscapes of the Soul’ (still) 2011; 
Reading Room of Sàn Art
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‘Landscapes of the Soul’ takes place inside a museum, we can hear the
guard admonishing a child for touching the exhibit and perhaps as
viewers we wonder what is alive and what is dead, what is fact or part
of the ar$sts’ illusion. Adriana a_empts to make us think about how
history presents par$cular images of the past that overlook the truth.
This jungle infers great fear across La$n America today for the
thousands of vic$ms who con$nue to fall prey to drug cartels that
demand their bodies as machines, in oWen-deadly missions, to deliver
cocaine for a black market economy (3). Like the German scien$sts
who re-categorized the flora and fauna of Argen$na, similarly the drug
mafia took over the wonder of this jungle again - she wonders if the
museum curator understands their par$cipa$on in this control of
nature and culture by their failure to acknowledge this turbulent
history in their display.

In the work of ar$st Than Sok, such a ques$on of conscience is
challenged through the religious prac$ce of giving alms. ‘To Give is to
Receive I’ is a reconfigura$on of objects used in ritualis$c prac$ce
between Buddhist monks and laity in Cambodia. A large radial LED disc
represen$ng the halo of Buddha is placed in the West corner of the
gallery – in Cambodian temples, Buddha is always facing east towards
the sun. In front of this mul$colored light rests seven small mounds of
sand on the floor. In each mound of sand the ar$st has placed several
Cambodian riel – a common prac$ce in Khmer Buddhist temples as a
prayer ritual to release bad luck. Central to this installa$on is Sok’s
considera$on of ‘giving’ as an act that expects to thus receive in
return. He is cri$cal of the ins$tu$onaliza$on of religion and how
Buddhist spiritual founda$ons of giving alms today have shiWed into a
non-spiritual labour. Tradi$onally, the more alms the laity gives to the

CONJURING CAPITAL
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Installation view: Adriana Bustos, ‘Landscapes of the Soul’ (still) 2011
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monk, the more wealth the layperson is said to receive. This definition
of ‘wealth’ is a spiritual value that heralds generosity, humbleness and
respect desiring a higher reincarnation in the next life towards
Nirvana. The halo of Buddha spins in a mesmerizing whirl in front of
the viewer, the aura of divinity enshrined in technology. It is ironic to
know that the giving of money at Buddhist holidays is considered good
karma, as if the act of giving money alone is a ‘good’ enough deed,
instead of attention to due diligence with an ethical character. Like the
placing of a coin in a slot machine at a casino, faith in wealth is
considered a hopeful act of chance, an opportunity to shift into a
better cycle.

In a country where many young men from the countryside migrate to
the urban centers, becoming monks as a way of earning an extra sum
towards their future, the giving of alms has become a highly contested
practice, a conjuring of wealth from faith that denigrates the principles
of Buddhist thinking as something purchasable and thus expendable. If
karma is considered the sum of a person’s good deeds towards the
next life, Than Sok queries the social architecture of contemporary life
where the short sightedness of instant gratification fails to provide for
future generations to come. (See Appendix 2.79 for Sok’s participation
in ‘Prod Ponder’).

In northern Vietnam, the insatiable desire by the French and Chinese
for natural resources during the 1900s has left an indelible mark on
the local community of artist Nguyễn Hồng Ngọc‘s hometown of Thai
Nguyen. It was in 1910, during French occupation, that the French
began mining coal in this area that by 1960 was fueling the nearby
Chinese iron factory.

CONJURING CAPITAL
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Than Sok ’To Give is to Receive I’ (detail) 2012
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Needless to say this tiny village began to suffer the environmental
impact of such industry and today is sadly a landscape of unusable
coal, where massive mounds of black rubble rise behind domestic
homes that were once an expanse of green. On a recent visit, Nguyễn
discovered a derelict building with drawings of snakes on its inner
walls and she was struck by the ominous portent it voiced by its
presence – the snake as a symbol of a life force, of rebirth but also as a
marker of darkness and vengefulness.

While Than Sok’s Buddhist halo sits in warning of the gesture of giving,
Nguyen’s snake straddles the dualism of death and mortality, where
coal as capital may bring warmth, light and energy it also consumes
and emits a waste that cannot be recycled. In ‘Sign of Reincarnation’,
Nguyen has drawn a series of images in charcoal where the snake
weaves in and out. A sketch of an open-air coal-mining pit hovers in
outline above the concentric circles of the ‘wheel of becoming’ or,
‘wheel of life’ according to Buddhist thanka paintings. This ‘wheel of
life’ has numerous layers of meaning, its traditional inner hub
representing the three poisons of ignorance, attachment and aversion
its second layer representing karma, while the ferocious figure that
typically holds this wheel together represents impermanence.

For Nguyễn, whose emerging practice has often employed and
referenced coal as material and symbol, she is drawn to the fact that
coal is a fossilized decomposition of living matter, that it is part of the
cycle of living things and yet the systems of industrialized society have
become so dependent on this substance that the ‘wheel of life’ has
lost its balance. Nguyễn’s project highlights how local economies
become dependent on these destructive industries because an income
must be generated to survive.

CONJURING CAPITAL
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Nguyen Hong Ngoc, ‘Sign of Reincarnation’ 2014
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She points to the value of belief and tradi$on in providing hope and
explana$on for the impermanent world in which we live, the thanka
cycles defying human idleness, that the only constant is change.

It is this hope that must be nurtured in the coal mining towns in
remote areas of Vietnam and China, where the women above-ground
living in squalor and immense air degrada$on work the coal-mining
machines, organizing family and food in their make-shiW steel shacks
wai$ng for their men to re-surface from the priva$zed coal pits below.
It is this same principle of hope that finds itself in another form in
Kenya, as this na$on a_empts to innovate their access and distribu$on
of income through mpesa, a microfinancing service that uses mobile
phone technology to enable the transfer of funds easily from urban to
rural communi$es. In the short film ‘Am I going too fast?’ Hank Willis
Thomas and Christopher Myers focus on the ci$es of Nairobi and
Nakuru where mpesa aids local forms of trade.

‘We were tasked with making a film about people overcoming poverty.
We wanted to stress that poverty isn’t idle…. We were really devoted
to showing people at work and in mo$on in Africa…. We wanted to
show a ‘normalcy’ instead of an exo$c. We were also interested in
showing a complex story, a tapestry of converging lives, agendas,
industries and technologies. Images of modern African metropolises
are so few and far between.’ (4) In this short film we see sleuth metal
craWsman sculpt animals of myth and fantasy; we see immigrant
families from India nego$ate trade in tradi$onal tex$les through cross-
con$nental family networks; we hear the observa$ons and dreams of
the local businessman who comment that their workforce is bigger
than China, bigger than India; they speak of the revolu$on that mpesa,
this informal banking system, has brought to their country and how it
has enabled their own means of conjuring capital.

CONJURING CAPITAL

EXHIBITION
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‘Am I going too fast?’ speaks of the difference between percep$on and
reality, begging the world to look at the transforma$on that is
happening on the ground, to move beyond the persis$ng stereotypes of
color and class to focus on the wonder of their historical context. Both
Hank Willis Thomas and Christopher Myers are visual ar$sts commi_ed
to troubling the image of the African-American, in turn examining how
cultural a£tude and social forms of memory are condi$oned by the
turbulent history of enslavement and occupa$on, desiring a recogni$on
of how cri$cal it is to insert new images and narra$ves of their people’s
past into the popular visual psyche of the next genera$on - to
encourage them to challenge and rise up against the systems of power
that presumes its control of representa$ons of race, class, na$on as
capital.

In thinking of how images and objects are used as forms of capital to
speak about our reali$es beyond our life$me, Sudarshan She_y
presents ‘Wai$ng for others to arrive’, a single channel video work that
focuses on the Tuslidas Kunwarji chawl in Mumbai. A ‘chawl’ is a type of
building found in India and literally means ‘rooms’ on each floor. The
Tusildas Kunwarji chawl is named in memory of its benefactor whose act
of philanthropy in the construc$on of this site assisted hundreds of poor
migrant traders seeking to make a be_er life in Mumbai. During the
19th and 20th Century, such charity greatly contributed to Indian urban
development. Sadly this chawl is to be demolished, its occupants to be
rese_led by the developer who bought the land.

In ‘Wai$ng for others to arrive’, She_y provides three separate tableau:
the interior of the chawl, its hallways, followed by its exterior. The
sound of the sarangi, an ancient instrument of India, threads its

CONJURING CAPITAL
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2014
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presence with a ‘raga’ through all three sites – its mournful voice a
reflection of the player’s emotional state. It appears as if the musician
is expectant of a guest as the cup and saucer edge closer and closer to
the edge of the table in lieu of their arrival until it smashes to the floor
– perhaps an omen of the community that will soon be thrown into
fragments with the destruction of this building. The sound of this video
is integral to the work and meant to be heard before it is seen. Hearing
the montage of time through traditional instrument; the smashing of
porcelain followed by the sound of the jackhammer in the rear alludes
to the fragility of cultural and material capital, a fitting piece to
conclude this exhibition for the video is placed on constant loop,
reaffirming the cycle of creation and destruction. Sudarshan Shetty’s
art often conjures incongruous relationships between material and
subject, where bathtubs lie water-filled containing clicking scissors or
dinosaur bones are placed in replica like a rocking horse. His art
poetically challenges the space between life and death, creating a
space where the categories of reality and value are magically defied,
where the realm of fiction allows for new readings of our world and its
systems.

‘Conjuring Capital’ was inspired by the resourcefulness of these
contemporary artists who challenge the notion that time invested in
labor is an exchange value that can justify and determine wealth.
These voices come from the Global South, a complex yet problematic
set of geographies that endure the residual affect of coloniality and its
current neoliberal face.

CONJURING CAPITAL
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Such a Global South is here desired as a social architecture with
cultural, social and poli$cal historical pla�orms of similari$es – a
central focus of the 3-year San Art endeavor called ‘Conscious
Reali$es’ to which this exhibi$on forms a part. What connects the
ar$sts in this exhibi$on are their sharp observa$ons of the designed
circula$ons of wealth – be they colonial, religious, capitalis$c,
entrepreneurial or cultural – bringing to light the smaller human tales
of drug mules; monks as traders; coal landslides as residen$al back
yards; the upward mobility of life amongst seeming poverty and the
psychological affect of rese_lement within urban gentrifica$on. Their
study of social systems and its symbolic languages are provoca$ve
statements that pose counter-memory to the official record.

Zoe Bu_, July 2014.

(1) Georges Bataille ‘The Accursed Share: Volume 1’ (trans. Robert
Hurley), Zone Books, New York, 1991, pg. 67
h_p://www.businessdic$onary.com/defini$on/capital.html
(2) h_p://www.businessdic$onary.com/defini$on/capital.html
(3) Interview between author and Adriana Bustos, March, 2014.
(4) Email interview between author and Hank Willis Thomas, 7 July
2014

CONJURING CAPITAL
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A solo exhibition by Bùi Công Khánh
Organized by San Art. Curated by Zoe Butt
June 21 – August 21, 2016 @ The Factory Contemporary Arts Centre

‘Dislocate’ by Bùi Công Khánh, is his largest and most ambitious art
installation to date. Walk into the world of ‘Dislocate’ and the wood of
the jackfruit tree springs to life referencing a myriad of social and
cultural histories concerning Vietnam in style and subject. A stunningly
carved fortress sits center-stage; its beams, decorative panels and
windows recalling the magnificent architectural traditions of Hue (the
ancient capital of Vietnam). Surrounding this fortress stand four
spiritual ‘guards’ miniature pagoda ensconced within bonsai
representing the cycle of the seasons.

Working with a team of senior expert wood carvers and carpenters
from Hoi An over a two year period, ‘Dislocate’ embraces a complex
interwoven set of narratives that pivots around this ancient city on the
central coast of Vietnam a city at the heart of Bùi Công Khánh’s
practice and family history.

‘I grew up in Hoi An, in the central coast of Vietnam, which was built
by Chinese migrants in the seventeenth century. They arrived in Hoi An
as political refugees. As a child I considered myself Vietnamese, until I
turned 20, when my father revealed my true origins: my great-great-
grandfather was from Fujian, China. Considering the ongoing political
tension between China and Vietnam, I began to ask: Which place do I
belong?

DISLOCATE

EXHIBITION



Appendix 2a.
105

‘Dislocate’ is an architectural installa$on made from the wood of the
jackfruit tree – a species common across South East Asia. It is both a
home and a fortress; a bunker and a shrine. It celebrates my family’s
carpentry skills from Fujian, whose exquisite stylis$c contours have
been combined with the local cultural iden$ty of the central
Vietnamese region, crea$ng a dis$nc$ve art and architecture for Hoi
An. It also hints at the religious and military mechanisms of Vietnam
today, systems in part inherited from China, to reveal the complexity
behind not only my own cultural iden$ty, but that of my country. We
may want to look at our reflec$on and see a ‘Vietnam’ but we must
acknowledge how many differing narra$ves compose the idea of this
na$on.’

Bùi Công Khánh is an ar$st deeply fascinated with social assump$ons
of authen$city and cultural heritage. As one of the first local ar$sts to
gain an interna$onal reputa$on in the 1990s, with his performances
ques$oning restric$ons of individual expression in Vietnam, Bùi’s
mul$farious prac$ce has since embraced pain$ng, sculpture,
installa$on, video and drawing with successful showcase across the
South East Asian region and beyond.

‘Dislocate’ is curated by Zoe Bu_, Execu$ve Director and Curator, Sàn
Art. This exhibi$on forms parts of a larger ar$s$c endeavor called
‘Conscious Reali$es’, ini$ated and organized by San Art in partnership
with the Prince Clause Fund. San Art is pleased to cooperate with The
Factory Contemporary Arts Centre in Ho Chi Minh City in the showcase
of this significant work, which will next be showcased in the
forthcoming Singapore Biennale 2016.

(Press release by Zoe Bu_)
*A full color catalog was produced for this project.

DISLOCATE
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Solo exhibition by artist Quách Phong
July 9, 2016 @ 6pm @ Ho Chi Minh City Fine Arts Museum
Curated by Đinh Q Lê, Zoe Butt, Trà Nguyễn

This exhibition showcases the remarkable ambition of a man who, as an
artist, has witnessed major scenes of war; endured the struggle of a
nation in its Communist cause; and assisted the growth of artistic
networks between North, Central and South Vietnam – all of which he
has drawn and painted, eventually becoming one of the first government
arts administrators in post-war South Vietnam.

Born in 1938 in Vĩnh Long, in the Mekong Delta region of Southern
Vietnam, Quách Phong was trained in the early 1950s at Gia Đình Fine
Arts and in the 1960s at the Hanoi University of Fine Arts, majoring in Oil
Painting. Quách Phong subsequently followed Việt Minh soldiers along
the frontlines, depicting their everyday life of battle. Determined to
witness the ‘Liberation of Saigon’, Quách returned South, whereupon he
was eventually tasked to help establish the Ho Chi Minh City-base for the
National Fine Arts Association. While Quách Phong has been celebrated
as a painter and war-sketch artist, his most recent undertaking celebrates
the art of lacquer in a most ambitious manner.

SKETCHING VIETNAMESE HISTORY

EXHIBITION
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A project already 2 years in produc$on, ‘Sketching Vietnamese History’
showcases but a frac$on of what Quách Phong dreams this en$re
endeavor to be. On view you will find two paper scrolls, each between
50 - 70 meters long, with gouache sketch of events, beginning with the
legendary era of Hung Kings 2000.BC un$l the early Lê Trung Hưng era
in the 1500s. This exhibi$on will also include the first 12 lacquer panels
that bring these scroll-sketches to life, alongside an extensive video
interview with the ar$st sharing his mo$va$ons. This ongoing labor of
love is envisaged to eventually depict the history of Vietnam to the
present day, determined to produce these images in lacquer as a
major public art piece – as a monument to Vietnam.

‘The history of a na>on is cri>cal to shape its culture. History is culture.
If you don’t know your country’s history, you will fail to understand your
country’s culture. The history could serve as your compass. It allows you
to know your origin, and thus would lead you on to the right direc>on.
In this way I think it is important that we study our history. This country
has entered a peace era and is changing from agricultural and manual
labor to industrial manufacturing and automa>on. 80-90% of the rural
areas have been industrialized. We are developing really fast. I say that
before you welcome the guests into your house, we had be}er check if
we are presentable. It’s >me that we take a look at ourselves as a
na>on in order to go far’. (Quách Phong, from an interview with San
Art, May 2016)

Believing in the power of the visual in the telling of history, this
extensive body of work will portray the major ba_les of Vietnamese
history; the key innova$ons of Vietnamese folk arts and culture;
Vietnam’s agricultural and urban developments; while also conveying
the role of educa$on in this country’s growth.

SKETCHING VIETNAMESE HISTORY
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While the brightly colored scroll-sketches are near calligraphic in
technique and style, Quách has taken great lengths to research and
study the various facts and costuming pertinent to each event and its
era, with a style in lacquer hovering between social realism in figure,
with a depth of field akin to traditional ink painting.

This small showcase of the beginning of ‘Sketching Vietnamese
History’ is also a call for support for the project’s final realization.
Quách Phong dreams it to have its own public dedicated space, or, to
be spread out as a series of mural, across the cities of Vietnam where
the depicted events have historical relevance. The exhibition, in
collaboration with the Ho Chi Minh City Fine Arts Association, is part of
a larger endeavor called ‘Conscious Realities’, initiated and organized
by Sàn Art and sponsored by the Prince Claus Network Partnership
with Sàn Art. This exhibition would not be possible without the facility
support by the Ho Chi Minh City Museum of Fine Arts.

Quách Phong (b. 1938, Vinh Long, Vietnam) attended Gia Dinh Fine
Arts School (1953- 1954) and Vietnam College of Fine Arts (1960-
1062); he has been a member of Vietnam Fine Arts Association since
1973. He participated in the revolution waves as part of the student
activism and went to different battlefields to sketch until 1975. He
used to be the General Secretary of Ho Chi Minh City Fine Arts
Association. He has received numerous accolades from the
government for his service, his contribution to the Vietnamese
Literature and the Arts, Fine Arts, Culture, and the Youth development.
Many of his sketches and lacquer works are in the permanent
collection of the Ho Chi Minh City Museum of Fine Arts and Vietnam
Fine Arts Museum.
*Text from press release written by Tra Nguyen

SKETCHING VIETNAMESE HISTORY

EXHIBITION



Appendix 2a.
109

EXHIBITION

See ‘Appendix 2a’ 
for full program 
details



Appendix 2a.
110ASSOCIATED

PUBLICATION



Appendix 2a.
111

CONSCIOUS REALITIES – READER 1
The ‘Conscious Realities Reader’ aimed to be a two volume tome, each
tome a record of ‘Encounter’ lectures and workshops that took place
in 2014 and 2015 respectively. The Reader became critical to try and
realize in knowing how little reference material was available in
Vietnamese, on the topics engaged by our guest speakers – writers
and theorists essential to understanding the post-modern, post-
colonial human condition. Sàn Art thus put together a careful editorial,
selecting key texts nominated/written by participating speakers. In
2015, the ‘Conscious Realities Reader #1’ (A5, 360 pages, in color,
1000 print run) was finalized in terms of content and translators (many
of them high profile academics from across the world, who were very
happy to work on this project at a much reduced fee than normal due
to their knowing how important such texts needed to be translated
into Vietnamese). The following texts were selected for re-print and
translation:

1. Prasenjit Duara ‘Asia Redux: Conceptualizing a Region for Our
Times’

2. David Teh ‘What is an Animate Image?’
3. Walter Benjamin ‘The Work of Art in the Age of Mechanical

Reproduction’
4. Andreas Huyssen ‘Shadow Play as Medium of Memory’
5. Michel Foucault ‘Archeology of Knowledge’
6. Claude Levi-Strauss ‘When myth becomes History’
7. Inrasara ‘Literature of the Periphery / Literature of the Center –

From a Viewpoint’

PUBLICATION
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This 1st reader would not have been possible without Sàn Art’s
‘Conscious Realities’ collaboration with Hoa Sen University Press. In
2016, The ‘Conscious Realities Reader #1’ was printed, with license,
and national distribution across Vietnam (thanks to the tenacity of
San Art staff to send boxes to various cooperative book stores across
Vietnam).

Regrettably, the ‘Conscious Realities Reader #2’, which aimed to
translate research material shared by guest participants in 2015,
remains unfinished due to San Art’s unfortunate enforced hibernation
in 2016 (due to government interference), which saw many staff
depart Sàn Art (including Zoe Butt). Hoa Sen University Press also
underwent significant government scrutiny since the departure of its
founding president, thus lack of publishing partner has thrown
significant obstacle to the securing of sufficient translators to
complete the outstanding necessary tasks.

CONSCIOUS REALITIES – READER 1

PUBLICATION
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Embedded South(s)�LV�DQ�RQOLQH�H[KLELWLRQ�RI�PRYLQJ�LPDJHV�E\�DUWLVWV��VKRUW�ȴOP��GRFXPHQWDU\�DQG�YLGHR�DUW��WKDW�
SURYLGHV�D�ZLQGRZ�RQWR�SDUWLFXODU�VKDUHG�UHDOLWLHV�ZLWKLQ�DQ�embedded�VRXWK�Ȃ�VXFK�D�FRQWH[W�LPEXHG�ZLWK�D�VHW�
RI�DWWLWXGHV�DQG�EHOLHIV�WKDW�LQWHJUDOO\�LQWHUZHDYH��UHVSRQG�DQG�FOLQJ�WR�SDUWLFXODU�PXWXDO�H[SHULHQFH�DQG�YDOXH�
�WKH�ZRUG�ȆHPEHGGHGȇ�EHLQJ�DOVR�D�UHIHUHQFH�WR�ȴOP�ZKHUH�LPDJHV�DUH�VWUXQJ�WRJHWKHU�DQG�FRQWDLQHG���%\�FRQWH[W�
LW�UHIHUV�WR�FRPPXQLWLHV�SUHYLRXVO\�FRORQL]HG��XQGHUVWDQGLQJ�WKDW�WKHLU�IRUFHG�DQG�YROXQWDU\�MRXUQH\V�RI�PLJUDWLRQ�
WRGD\�FRQWULEXWH�WR�YDVW�PRELOH�GLDVSRUD�ZKRVH�WDOHV�GLVWXUE�WKH�DVVXPSWLRQ�RI�D�ȆVRXWKȇ�DV�PHUH�JHRJUDSKLFDO�RU�
HFRQRPLF�FRRUGLQDWHV��

7KLV�RQOLQH�H[KLELWLRQ�HQJDJHV����SHUVSHFWLYHV�FRQFHUQLQJ�6RXWK�$VLD��6RXWK�(DVW�$VLD��/DWLQ�$PHULFD�DQG�$IULFD��
YLD����ZRUNV��VFUHHQHG�RYHU�WKH�FRXUVH�RI�IRXU�FRQVHFXWLYH�HYHQLQJV��IURP�����1RYHPEHU�������(DFK�HYHQLQJ�LV�
FXUDWHG�DFFRUGLQJ�WR�D�SDUWLFXODU�WKHPH��H[SODLQHG�IXUWKHU�RQ���HDFK�WKHPH�EHLQJ�FHQWUDO�WR�&RQVFLRXV�5HDOLWLHV��
WKH�RYHUDUFKLQJ�HQGHDYRU�WKDW�HPEUDFHV�WKLV�RQOLQH�H[KLELWLRQ�DV�EXW�RQH�RI�QXPHURXV�SURJUDPV�RUJDQLVHG�E\�
6¢Q�$UW�RYHU�WKH�FRXUVH�RI�WKH�ODVW�WKUHH�\HDUV��

ΖQLWLDWHG�E\�6¢Q�$UW�LQ�������&RQVFLRXV�5HDOLWLHV�LV�FRPSRVHG�RI�SUHGRPLQDQWO\�GLVFXUVLYH�HQFRXQWHUV�FDUULHG�RXW�
WKURXJK�OHFWXUHV��ZRUNVKRSV��H[KLELWLRQV�DQG�DQ�DUWLVW�LQ�UHVLGHQF\�SURJUDP�LQ�+R�&KL�0LQK�&LW\��9LHWQDP��ΖQYLWLQJ�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG3



DUWLVWV��MRXUQDOLVWV��PXVLFLDQV��XUEDQ�SODQQHUV��ȴOPPDNHUV��FXUDWRUV��KLVWRULDQV��WKHRULVWV��SRHWV�DQG�VFLHQWLVWV�IURP�
WKH�Ȇ*OREDO�6RXWKȇ�WR�HQJDJH�WKH�FHQWUDO�WKHPHV�RI�WKH�HQGHDYRU�ZLWK�6¢Q�$UWȇV�ORFDO�DUWLVWLF�DQG�FXOWXUDO�FRPPXQLW\��
(DFK�JXHVW�FKDOOHQJHG�WKH�XQGHUVWDQGLQJ�RI�ORFDOLW\��RI�WLPH��RI�VSDFH��RI�SDUWLFLSDQWV�UHODWLRQ�WR�+LVWRU\��H[SDQGLQJ�
WKH�FRQFHSW�RI�ȆUHJLRQDOLW\ȇ[1]��EULQJLQJ�GL΍HULQJ�UHIHUHQFH�SRLQWV�WR�ZKDW�ZDV�RUGLQDULO\�FLUFXODWLQJ�9LHWQDPȇV�RɝFLDO�
FXOWXUDO�DJHQGD��R΍HULQJ�DQ�DOWHUQDWLYH�QDUUDWLYH�WR�GRPLQDQW�SURSDJDQGLVW�RU�QHRFRORQLDO�PDQGDWH�LQVWLWXWHG�E\�
JRYHUQPHQW�DQG�GLSORPDWLF�HQWLWLHV��*RHWKH�ΖQVWLWXWH��$OOLDQFH�)UDQFDLVH�DPRQJ�RWKHUV���

6R�ZK\�Ȇ*OREDO�6RXWKȇ"�ΖQ�������6¢Q�$UW�IHOW�LW�PRUH�SROLWLFDOO\�FRUUHFW�D�WHUP�WR�XVH�WKDQ�WKH�RXWGDWHG�Ȇ7KLUG�:RUOGȇ�
RU�ȆGHYHORSLQJ�FRXQWULHVȇ�ODEHO��LW�VHHPHG�ȴWWLQJ�VRFLR�HFRQRPLFDOO\�LQ�LWV�JURXSLQJ�RI�JHRJUDSKLHV�OHVV�GHYHORSHG��
IRU�LW�ZDV�FRQVLGHUHG�RQH�ZD\�WR�EHWWHU�XQGHUVWDQG�RWKHU�FXOWXUDO�FRQWH[WV�DV�DNLQ�WR�LWV�RZQ�Ȃ�SROLWLFDOO\�IUDJLOH��
VSLULWXDOO\�LQ�UHSDLU��VRFLDOO\�WUDXPDWL]HG�DQG�HFRQRPLFDOO\�VWUXJJOLQJ��

+RZHYHU�RYHU�WKH�FRXUVH�RI�VSHQGLQJ�WLPH�ZLWK�WKH�PDQ\�YDULHG�LQWHOOLJHQFH�WKURXJKRXW�&RQVFLRXV�5HDOLWLHV��ZKR�
ZHUH� LQFUHGLEO\�SDWLHQW�DQG�JHQHURXV�ZLWK�WKH�SDUWLFLSDQWVȇ� ODFN�RI� IDPLOLDULW\��6¢Q�$UW� OHDUQW�ZHUH�UHPLQGHG�RI�
KRZ�FULWLFDO� LW� LV�WR�XVH�ZRUGV�DQG�SHUFHSWLRQV�FDUHIXOO\�DQG�ZLVHO\�� ΖW�EHFDPH�XWWHUO\�FOHDU�WKDW�WKLV�QRWLRQ�RI�D�
Ȇ*OREDOȇ�6RXWK�RQO\�VHUYHG�WR�UH�HPSKDVL]H�WKH�KDYH�QRWV�DJDLQVW�WKH�KDYHV��WKDW�VXFK�D�GXDOLVP�ZDV�QRW�DW�DOO�LQ�
WKH�VSLULW�RI�WKH�SURMHFW�ZKLFK�VRXJKW�WR�UHYHDO�PXOWLSOH�PXWXDOLW\�DQG�UHOLDQFH�LQ�PRWLRQ[2]��

>�@Ʌ5HIHUULQJ� WR� ȆUHJLRQDOLVPȇ� Ȃ� WKH� WKHRU\� RU� SUDFWLFH� RI� UHJLRQDO� UDWKHU� WKDQ� FHQWUDO� V\VWHPV�RI� DGPLQLVWUDWLRQ�RU� HFRQRPLF�� FXOWXUDO�� RU� SROLWLFDO�
DɝOLDWLRQ�

>�@Ʌ)RU�IXUWKHU�UHDGLQJ��VHH�7KRPDV�+\OODQG�(ULNVHQ�Ȇ:KDWȇV�ZURQJ�ZLWK�WKH�*OREDO�1RUWK�DQG�WKH�*OREDO�6RXWK"ȇ�KWWS���JVVF�XQL�NRHOQ�GH�QRGH����
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7KXV�Embedded South(s)�� LQ� LWV�YHU\�QDPLQJ��FHOHEUDWHV�WKH�SK\VLFDO��SKLORVRSKLFDO�DQG�FROODERUDWLYH�WUDMHFWRULHV�
RI�DUWLVWV�ZKRVH�ZRUN�FKDOOHQJHV�WKH�SUHVXPSWLRQ�RI�LGHQWLW\��ULWXDO��FXVWRP�DQG�EHOLHI�LQ�LWV�H[LVWHQFH��YDOXH�DQG�
UHOHYDQFH�WRGD\��ΖW�KLJKOLJKWV�WKH�WHQVLRQ�LQ�VXVWDLQLQJ�WUDGLWLRQDO�ZD\V�RI�FXOWXUDO�OLIH�LQ�WKH�IDFH�RI�LQGXVWULDOL]LQJ�
VRFLHWLHV��LW�UHYHDOV�WKH�RQJRLQJ�WUDXPD�RI�EHLQJ�VSRNHQ�IRU�DQG�FDWHJRUL]HG��QRW�RQO\�IURP�FRORQLDO�UHVLGXDO�KDELWV�
EXW�DOVR�WKH�PLOLWDU\�UHJLPHV�OHIW�LQ�LWV�ZDNH��LW�KLJKOLJKWV�WKH�DEXVH�RI�SRZHU�LQ�WDNLQJ�DEXQGDQFH�RI�UHVRXUFH�IRU�
JUDQWHG��UHYHDOLQJ�WKH�IUDJLOLW\�EHWZHHQ�WKH�SULYLOHJHG�HOLWH�DQG�WKH�VWUXJJOLQJ�UHVRXUFH�GHSHQGHQW�Ȃ�DQG�LW�GRHV�
VR�E\�JLYLQJ�HDFK�HYHQLQJȇV�VFUHHQLQJ�WKH�FHQWUDO�WKHPDWLF�RI�&RQVFLRXV�5HDOLWLHV��QDPHO\��Mythology��Social Science 

and Collective Memory��DQG�Materiality�

Ȑ��

ΖQ�FRQFOXVLRQ��LW�LV�LPSRUWDQW�WR�VKDUH�WKDW�Embedded South(s)�LV�D�FROOHFWLRQ�RI�VWRULHV�FXUDWHG�LQLWLDOO\�IRU�D�KRSHIXO�
SXEOLF� DXGLHQFH� LQ� 9LHWQDP�� +RZHYHU� GXH� WR� FRPSOLFDWHG� DQG� UHVWULFWLYH� JRYHUQPHQW� UHJXODWLRQV� RQ� ȴOP� DQG�
IRUHLJQ�FRQWHQW��ZH��WKH�FXUDWRUV��GHFLGHG�WKDW�UDWKHU�WKDQ�OHW�WKLV�GHIHDW�RXU�PRWLYDWLRQV���ZH�ZRXOG�ȴQG�DOWHUQDWH�
PHDQV�RI�VKDULQJ��

7KXV�Embedded South(s)� EHFDPH�DQ�RQOLQH�H[KLELWLRQ��ZLWK� WKH�DGGHG�DQG�PXFK�GHVLUHG�DELOLW\� WR� VLJQLȴFDQWO\�
LQFUHDVH�RXU�DXGLHQFHV�E\�VHHNLQJ�OLNH�PLQGHG�FRPPXQLWLHV�DFURVV�WKLV�ȆVRXWK�V�ȇ�WR�FR�KRVW�WKH�HYHQW��)URP�-D΍QD�
WR�6¥R�3DXOR��IURP�0XPEDL�WR�0DQLOD��IURP�3KQRP�3HQK�WR�&DOL�WR�.DPSDOD�DQG�PRUH��ZH�DUH�HYHU�JUDWHIXO�WR�WKHVH�
LQGHSHQGHQW�DQG�JUDVV�URRW�RUJDQL]DWLRQV�ZKR�DOO�WRR�ZHOO�LGHQWLI\�DQG�FHOHEUDWH�WKH�PRWLYDWLRQV�DQG�WKHPDWLFV�
of this Embedded South(s)��

k�=RH�%XWW��8\HQ�/H�	�*DEULHOD�6DOJDGR�������

curatorial text continues along respective themes
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FOUR CONSECUTIVE EVENINGS
PRoGRAMs

AVAILABLE FROM ANYWHERE 
IN THE WORLD 

LOOKING FOR YOUR LOCAL SCREENING TIME?

STEP1:  
CHOOSE THE SCREENING TIME
OF THE CITY THAT IS CLOSEST TO YOU

STEP 2: 
CONVERT IT INTO YOUR LOCAL TIME 
BY USING ONLINE TIME ZONE CONVERTER
(e.g. http://greenwichmeantime.com/time-gadgets/time-zone-converter)

NOVEMBER 

SATURDAY

5
THURSDAY

3
FRIDAY

4SAIGON, VIETNAM 
19:30

KAMPALA, UGANDA
17:00

SÃO PAULO, BRAZIL
19:30

6
SUNDAY

SCREENINGS START AT 3 TIMES EACH DAY
SPECIFIED HEREUNDER:
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Ȋ2QH�RI�WKH�DFKLHYHPHQWV�RI�LPSHULDO�UHDVRQ�ZDV�WR�DɝUP�LWVHOI�DV�D�VXSHULRU�LGHQWLW\�E\�FRQVWUXFWLQJ�LQIHULRU�HQWLWLHV��UDFLDO��QDWLRQDO��UHOLJLRXV��VH[XDO��
JHQGHU���DQG�H[SHOOLQJ�WKHP�WR�WKH�RXWVLGH�RI�WKH�QRUPDWLYH�VSKHUH�RI�ȊWKH�UHDO�ȋ
 

Ζ�DJUHH�WKDW�WRGD\�WKHUH�LV�QR�RXWVLGH�RI�WKH�V\VWHP��EXW�WKHUH�DUH�PDQ\�H[WHULRULWLHV��WKDW�LV��WKH�RXWVLGH�FRQVWUXFWHG�IURP�WKH�LQVLGH�LQ�RUGHU�WR�FOHDQ�DQG�
PDLQWDLQ�LWV�LPSHULDO�VSDFH��ΖW�LV�IURP�WKH�H[WHULRULW\��WKH�SOXUL�YHUVDO�H[WHULRULWLHV�WKDW�VXUURXQG�:HVWHUQ�LPSHULDO�PRGHUQLW\�WKDW�GH�FRORQLDO�RSWLRQV�KDYH�
EHHQ�UHSRVLWLRQHG�DQG�HPHUJHG�ZLWK�IRUFH�

� � � � � � � � � � � � � � � � � � ��������:DOWHU�0LJQROR[1]

7KH�QRWLRQ�RI�FRQVFLRXV�UHDOLWLHV�HYRNHV�D�VHQVH�RI�UHFRYHU\��D�UH�DSSURSULDWLRQ�RI�ZKDW�ZDV�SUHYLRXVO\�SHUFHLYHG�DV�ȵHHWLQJ�SKHQRPHQD��OLYHG�ZLWKRXW�
WKH�DOORZDQFH�IRU�GHHS�H[DPLQDWLRQ��7KURXJK�VXFK�SURFHVV�RI�UHFRYHU\�ZH�DUH�LQYLWHG�WR�FRQVLGHU��DVSHFWV�RI�UHDOLW\�WKDW�KDG�EHHQ�VXEPHUJHG�RU�GHQLHG�
LQ�EHQHȴW�RI�RWKHU�YHUVLRQV�SUHVHQWHG�DV�SUH�SDFNHG�WUXWKV��&RORQLVHG�SHRSOH�RI�WKH�ZRUOG�XQGHUVWDQG�VXFK�SUHGLFDPHQW��ZKLFK�XQLWHV�D�GLYHUVLW\�RI�
FXOWXUHV�XQGHU�D�VLPLODU�KLVWRULFDO�SDUDGLJP�

>�@Ʌ:DOWHU�0LJQROR��(SLVWHPLF�'LVREHGLHQFH��7KH�'H�&RORQLDO�2SWLRQ�DQG�WKH�0HDQLQJ�RI�ΖGHQWLW\�Ζ1�3ROLWLFV���'XNH�8QLYHUVLW\�DQG�8QLYHUVLGDG�$QGLQD�6LPµQ�
%ROLYDU������

continued from curatorial text

Mythology
7+(0(�

Thursday, 3 November 2016

PLEASE FOLLOW THE SCREENING TIME OF 
THE CITY THAT IS CLOSEST TO YOU. PLEASE 
NOTE THESE SCREENING TIMES ARE FIXED. 
YOU MUST BEGIN WATCHING AT THE TIMES 
SPECIFIED PER TIMEZONE. THANK YOU

SAIGON, VIETNAM 
19:30

KAMPALA, UGANDA
17:00

SÃO PAULO, BRAZIL
19:30
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Thursday, 3 November 2016

PLEASE FOLLOW THE SCREENING TIME OF 
THE CITY THAT IS CLOSEST TO YOU. PLEASE 
NOTE THESE SCREENING TIMES ARE FIXED. 
YOU MUST BEGIN WATCHING AT THE TIMES 
SPECIFIED PER TIMEZONE. THANK YOU

SAIGON, VIETNAM 
19:30

KAMPALA, UGANDA
17:00

SÃO PAULO, BRAZIL
19:30

Mythology
7+(0(�

ΖQ�RUGHU�WR�LOOXPLQDWH�DUHDV�RI�KXPDQ�H[SHULHQFH�WKDW�KDYH�EHHQ�REVFXUHG�E\�LPSRVHG�QDUUDWLYHV��KXPDQV�VHHN�UHIXJH�LQ�LPPDWHULDO�OHJDFLHV�VXFK�DV�
ULWXDO��ODQJXDJH�DQG�SUDFWLFHV�KDQGHG�GRZQ�E\�RUDO�WUDQVPLVVLRQ�

7KURXJKRXW�KLVWRU\��P\WKRORJLHV�DQG�RWKHU�NQRZOHGJH�V\VWHPV�KDYH�XQHTXLYRFDOO\�EHHQ�DW�ULVN�RI�H[WLQFWLRQ�GXULQJ�FRORQLDO�SURFHVVHV��VR�WKH�DUWLFXODWLRQ�
RI� OLIHȇV�P\VWHULHV�DQG�WKH�WUDQVPLVVLRQ�RI�DQFHVWUDO�EHOLHIV� LQ�FHUHPRQLDO�SHUIRUPDQFH�QHHG�WR�EH�SUHVHUYHG�DV�KLGGHQ�WUHDVXUHV��)XUWKHUPRUH�� LQ�
SRSXODU�FXOWXUH��P\WKRORJLHV�DUH�VDIHJXDUGHG�DQG�HPHUJH�RIWHQ�DV�VXEWOH�PHPHQWRV��IUHTXHQWO\�PHUJLQJ�ZLWK�HOHPHQWV�DGRSWHG�IURP�WKH�RSSUHVVRUȇV�
FXOWXUHV��DV�VHHQ�LQ�WKH�ȴOP�Some Dead Don’t Make a Sound�E\�&ODXGLD�-RVNRZLF]��ΖQ�6RXWK�$PHULFD��D�PRYH�WR�WKH�FHQWUH�OHIW�WRRN�SODFH�IURP�WKH�VWDUW�
RI� WKH� ��VW� FHQWXU\� HVWDEOLVKLQJ� QHZ� SROLFLHV� WKDW� UHȵHFW� GH�FRORQLDO� UH�YDORUL]DWLRQ� RI� DQFHVWUDO� LQGLJHQRXV� NQRZOHGJH� V\VWHPV�� $PRQJ� WKH�PRVW�
UHPDUNDEOH�H[DPSOHV�RI�VXFK�HSLVWHPRORJLFDO�PRYHV�ZDV�WKH�LQFOXVLRQ�RI�WKH�ULJKWV�RI�WKH�HDUWK�LQ�WKH�%ROLYLDQ�FRQVWLWXWLRQ�LQ�ZKLFK�HPHUJHG���IURP�WKH�
FRQFHSW�RI�sumac kawsay �ZHOO�EHLQJ��D�KROLVWLF�SKLORVRSK\�WKDW�GHȴQHV�WKH�LQWHUFRQQHFWHGQHVV�RI�DOO�PHPEHUV�RI�D�FRPPXQLW\�DQG�WKH�HQYLURQPHQW��

ΖQ�%UD]LO�D�SURFHVV�RI�UH�HWKQL]DWLRQ���DV�H[SUHVVHG�E\�DQWKURSRORJLVW�5LWD�6HUDWR���UHGHȴQHG�WKH�QDWLRQDO�SDUDGLJP�E\�UHKDELOLWDWLQJ�QHZ�LQFOXVLRQ�SROLFLHV�
EDVHG�RQ�GLVFRXUVHV�RQ�LGHQWLW\�WKDW�TXHVWLRQ�WKH�RQHV�LQKHULWHG�IURP�WKH�FUHROH�HOLWHV�RI�WKH���WK�FHQWXU\�GXULQJ�WKH�SRVW�FRORQLDO�SHULRG��ΖQ�UHODWLRQ�
WR�WKHVH�VRFLDO�DQG�LQWHOOHFWXDO�VKLIWV��WKH�ȴOPV Iemanjá�E\�5HQDWD�3DGRYDQ�DQG�FunFun�E\�$\UVRQ�+HU£FOLWR�IRFXV�RQ�VSLULWXDO�SUDFWLFHV�RI�$IULFDQ�PDWUL[�
LQ�%UD]LO��ZKLOH�Umaturka�E\�*LRYDQQD�0LUDOOHV�REVHUYHV�WKH�DQFHVWUDO�SUDFWLFH�RI�FDOOLQJ�IRU�ZDWHU��WUDGLWLRQDOO\�SUDFWLFHG�E\�WKH�$\PDUD�FRPPXQLWLHV�RI�
WKH�$QGHV��DQG�LWV�UHODWLRQ�WR�UHFHQW�GHVHUWLȴFDWLRQ�LQ�OLJKW�RI�FOLPDWH�FKDQJH��$V�VHHQ�LQ�$QGUHZ�(VLHERȇV�ZRUN�&UD]\�:RUOG�&UD]\�)DLWK�DQG�/£]DUD�5RVHOO�
$OEHDU�DQG�6DPP\�%DORML� ȆV�FROODERUDWLYH�ZRUN�%DUH�)DFHG�� WKH�WUDQVQDWLRQDO�FRQQHFWLRQV�DFWLYDWHG�E\�ERWK�RUJDQL]HG�UHOLJLRQ�DQG�V\QFUHWLF�VSLULWXDO�
SUDFWLFHV�GHVWDELOLVHV�WKH�PRGHUQ�FRQFHSW�RI�FXOWXUH��LGHQWLW\�DQG�WHUULWRU\�LQ�IDYRXU�RI�D�KLJKO\�FRPSOH[�JOREDO�SKHQRPHQRQ��

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG8



$ 5 7 Ζ 6 7 6 � ) Ζ / 0 6 � '85$7Ζ21��mins�

1*8<́1�75Ζ1+�7+Ζ �9Ζ(71$0� Letters From Panduranga �����

SASHA HUBER �+$Ζ7Ζ��6:Ζ7=(5/$1'� KaRaKia - The Resetting Ceremony �����

BANI ABIDI �3$.Ζ67$1� Death at a 30 Degree angle �����

RENATA PADOVAN �%5$=Ζ/� iemanjá ����

75ɡɟ1*�&�1*�7�1* �9Ζ(71$0� Magical Garden ����

$<5621�+(5�&/Ζ72 �%5$=Ζ/� Funfun ����

LAZARA ROSELL ALBEAR / SAMMY BALOJI
�&8%$��'5�&21*2�

Bare-Faced �����

&+8/$<$5121�6Ζ5Ζ3+2/��7+$Ζ/$1'� Planking/Blinding ����

ANDREW ESIEBO �1Ζ*(5Ζ$� Crazy World Crazy Faith ����

&/$8'Ζ$�-26.2:Ζ&= �%2/Ζ9Ζ$���86� Hay Muertos Que No Hacen Ruido
[Some Dead Don’t Make a Sound]

�����

%$.$5<�'Ζ$//2 �0$/Ζ� Dankumba �����

1*8<́1�7+Ω�7+$1+�0$Ζ��9Ζ(71$0� Day by Day �����

O R D E R  O F  S C R E E N i N G

Mythology
7+(0(�

Thursday, 3 November 2016

PLEASE FOLLOW THE SCREENING TIME OF 
THE CITY THAT IS CLOSEST TO YOU. PLEASE 
NOTE THESE SCREENING TIMES ARE FIXED. 
YOU MUST BEGIN WATCHING AT THE TIMES 
SPECIFIED PER TIMEZONE. THANK YOU

SAIGON, VIETNAM 
19:30

KAMPALA, UGANDA
17:00

SÃO PAULO, BRAZIL
19:30

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG9



(PLOH�'XUNKHLPȇV�LQȵXHQWLDO�SKLORVRSKLFDO�WKLQNLQJ��D�VRFLRORJLVW�RI�WKH�ODWH���WK�&HQWXU\���FODLPHG�PHPRU\�DV�D�PDWWHU�RI�KRZ�PLQGV�ZRUN�WRJHWKHU�
LQ�VRFLHW\�EDVHG�RQ�D�XQLȴHG�FRPPLWPHQW�WR�D�FRPPRQ�REMHFWLYH�� ȆFROOHFWLYH�PHPRU\ȇ�VXEVHTXHQWO\�EHFRPLQJ�D�FUXFLDO�VWXG\�RI�WKH�VRFLDO�VFLHQFHV��
OHDGLQJ�WR�VXFK�WHUPV�DV�ȆKLVWRULFDO�PHPRU\ȇ��ȆKLVWRULFDO�FRQVFLRXVQHVVȇ�RU�ȆFROOHFWLYH�SV\FKRORJ\ȇ��ΖW�LV�SHUKDSV�QRW�FRLQFLGHQWDO�WKDW�'XUNKHLPȇV�VWXG\�
URVH�LQ�WDQGHP�ZLWK�WKH�JUHDW�HFRQRPLF�H[SDQVLRQ�RI�WKH�&RORQLDO�(PSLUH��ZKHUH�WKH�YDOXH�V\VWHPV�RI�WKH�:HVW��LWV�XQGHUVWDQGLQJ�RI�PRUDOLW\��GHYLDQFH��
FODVV��UHOLJLRQ��ȴOLDO�SLHW\�HJ���ZHUH�DVVXPHG�VXSHULRU�DQG�WKXV�IRUFHG�RQWR�WKH�FRORQL]HG�ZKRVH�OLYHOLKRRG��UHVRXUFHV�DQG�GLJQLW\�WKH\�VWULSSHG��7KHVH�
FRORQL]HG�ZHUH�SUHVHQWHG�DV�DOLHQ�DQG� ȆRWKHUȇ� �WR�HYHQWXDOO\�EHFRPH�FLWL]HQV�RI� WKH� Ȇ7KLUG�:RUOGȇ��RI� WKH�QHZO\� LQGHSHQGHQW� ȆGHYHORSLQJȇ�QDWLRQV�RI�
WKH�6RXWK���ZKRVH�JHRJUDSK\��FXVWRPV��EHOLHIV�DQG�YDOXH�V\VWHPV�ZHUH�VXEVHTXHQWO\�FROOHFWHG��UHFRUGHG��DQDO\]HG��ZULWWHQ�DQG�VSRNHQ�IRU��YLVXDOO\�
UHSUHVHQWHG��VKRZFDVHG�DQG�XOWLPDWHO\�MXGJHG�DQG�WKHQ�JRYHUQHG�ZLWKLQ�D�SDUWLFXODUO\�GHQLJUDWLQJ�V\VWHP�RI�FDWHJRUL]DWLRQ�

6LQFH�WKH�FROODSVH�RI�WKH�FRORQLDO�UXEULF��DUWLVWV�KDYH�EHHQ�FUXFLDO�LQ�UHQGHULQJ�WKH�FROOHFWLYH�PHPRU\�RI�WKLV�ȆVRXWKȇ��LOOXVWUDWLQJ�WKH�SHUVLVWHQFH�RI�ORFDO�
V\VWHPV�RI�FXOWXUH��ZKLOH�DOVR�JLYLQJ�YRLFH�WR�WKH�RQJRLQJ�WHQVLRQ�EHWZHHQ�LQGXVWULDOL]DWLRQ�DQG�WKH�GHVLUH�WR�UHQHZ�UHWXUQ�UHPHPEHU�WUDGLWLRQDO�ZD\V�
RI�OLIH��WKRXJK�VXFK�UHWXUQ�LV�RIWHQ�PHW�ZLWK�XQHDVH�LQ�FRPPXQLWLHV�ZKHUH�WUDGLWLRQ�LV�VR�RɝFLDO�FXOWXUDOO\�LQFXOFDWHG�WKDW�LW�LV�YHU\�GLɝFXOW�WR�FKDOOHQJH��
DV�VHHQ� LQ� WKH�ZRUN�RI�1JX\͂Q�+ɢɠQJ�7U¢���7KHVH�DUWLVWV�RIWHQ� LOOXVWUDWH�XVLQJ� WKH�VW\OH�RI�GRFXPHQWDU\� �*LRYDQQD�0LUDOOHV��1JX\͂Q�7ULQK�7KL��DQG�

Social science 
and collective memory

7+(0(�

Friday, 4 November 2016

continued from curatorial text

PLEASE FOLLOW THE SCREENING TIME OF 
THE CITY THAT IS CLOSEST TO YOU. PLEASE 
NOTE THESE SCREENING TIMES ARE FIXED. 
YOU MUST BEGIN WATCHING AT THE TIMES 
SPECIFIED PER TIMEZONE. THANK YOU

SAIGON, VIETNAM 
19:30

KAMPALA, UGANDA
17:00

SÃO PAULO, BRAZIL
19:30

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG10



PRQWDJH��0LNKDLO�.DULNLV���DW�WLPHV�PDQLSXODWLQJ�DQDORJ��.LGODW�7DKLPLN��DQG�GLJLWDO��$PDU�.DQZDU��WHFKQLTXHV�RI�ȴOP�WR�JLYH�FRQWUDVW�RU�IRFXV�WR�IDFW�RU�
SHUKDSV�LWV�ȴFWLRQ��$W�RWKHU�WLPHV��WKH�FDPHUD�VWDQGV�LQ�DV�RUDWRU�DQG�WKXV�WKH�YLHZHU�VWDQGV�LQ�WKH�WUDXPDWLF�SODFH�RI�WKH�DUWLVW��9DQG\�5DWWDQD���RU�WKH�
XVH�RI�VRXQG�FRQQHFWV�KLVWRULFDO�IRRWDJH�ZLWK�WKDW�RI�WRGD\��5HQDWD�3DGRYDQ���

:KDW�FRQQHFWV�WKLV�VHOHFWLRQ�RI�DUWLVWV��ZLWKLQ�WKLV�WKHPDWLF��LV�QRW�RQO\�WKHLU�VNLOO�LQ�FUDIWLQJ�QDUUDWLYH��EXW�WKHLU�QHDU�HWKQRJUDSKLF�PHWKRGRORJLHV�RI�
VRFLDO�DQG�DUWLVWLF�LQYHVWLJDWLRQ��DW�WLPHV�ZLWK�JUHDW�SHUVRQDO�ULVN���RIWHQ�ZRUNLQJ�ZLWK�ORFDO�FRPPXQLWLHV�ZKRVH�ULWXDOV�DQG�PHPRULHV�KDYH�WDNHQ�JUHDW�
GHWHFWLYH�ZRUN�WR�ORFDWH��VSHQGLQJ�H[WUDRUGLQDU\�DPRXQWV�RI�WLPH�WR�JDLQ�WKHLU�WUXVW�DQG�FRQȴGHQFH�VR�DV�WR�EH�JUDQWHG�SHUPLVVLRQ�WR�UHFRUG�ZKDW�WKH\�
KDYH�ZLWQHVVHG��HQGXUHG�RU�VXVSHFWHG��

7KHVH� DUWLVWV� DVN� IURP�ZKHUH� GRHV� WKH� VFLHQFH� RI� WKH� VRFLDO� UHVLVW� RU� VXEYHUW� WKH� RɝFLDO� DUFKLYH�� FDQ� WKH� DUWLVW� SURYLGH� DOWHUQDWH� DUWLFXODWLRQ� RU�
WUDQVODWLRQ"��DQG�IRU�ZKRP"�ΖURQLF��SOD\IXO�DQG�SRHWLF�DQVZHUV�PD\�EH�IRXQG�LQ�WKH�VKRZFDVH�DQG�GLVWULEXWLRQ�RI�WKHVH�ȴOPLF�WHVWDPHQWV��ZKHUH�WKH�
FRQWH[WV�RI�%ROLYLD��.RUHD�DQG�%UD]LO�UHPHPEHU�FXOWXUDO�ULWXDOV�UHVSHFWLQJ�ZDWHU�DQG�LWV�ERXQW\��ZKHUH�WKH�WDOH�RI�D�)LOLSLQR�VODYH�LV�WKH�PHPRU\�WKDW�
ZULWHV�WKH�KLVWRU\�RI�KLV�FRXQWU\ȇV�FRORQL]DWLRQ��ZKHUH�D�GHPRFUDWLF�ΖQGLD�LURQLFDOO\�LQYLWHV�D�*HQHUDO�RI�WKH�%XUPHVH�PLOLWDU\�MXQWD�WR�SD\�UHVSHFWV�WR�
*DQGKL��ZKHUH�LVVXHV�RI�JHQGHU�DQG�VH[XDOLW\�VWUXJJOH�LQ�WKH�IDFH�RI�FXVWRP�DQG�LGHRORJ\�LQ�9LHWQDP��ZKHUH�LQ�&DPERGLD�FROOHFWLYH�PHPRU\�KDV�EHHQ�
VR�GHVWUR\HG�E\�WKH�.KPHU�5RXJH�WKDW�KXPDQLW\�DSSHDUV�WR�PHUHO\�SHUVLVW��LQ�DPQHVLD�

Social science 
and collective memory

7+(0(�

Friday, 4 November 2016

PLEASE FOLLOW THE SCREENING TIME OF 
THE CITY THAT IS CLOSEST TO YOU. PLEASE 
NOTE THESE SCREENING TIMES ARE FIXED. 
YOU MUST BEGIN WATCHING AT THE TIMES 
SPECIFIED PER TIMEZONE. THANK YOU

SAIGON, VIETNAM 
19:30

KAMPALA, UGANDA
17:00

SÃO PAULO, BRAZIL
19:30

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG11



O R D E R  O F  S C R E E N i N G

$57Ζ676� )Ζ/06� '85$7Ζ21��mins��

GIOVANMNA MIRALLES �%2/Ζ9Ζ$�8.� UMaTURKa The Call of the Water �����

0Ζ.+$Ζ/�.$5Ζ.Ζ6��*5((&(�8.� SeaWomen �����

RENATA PADOVAN �%5$=Ζ/� aral Mermaid ����

.Ζ'/$7�7$+Ζ0Ζ.��3+Ζ/Ζ33Ζ1(6� Memories of Overdevelopment Redux i �����

VANDY RATTANA (&$0%2'Ζ$� Monologue �����

$0$5�.$1:$5��Ζ1'Ζ$� The Face ����

1*8<́1�+ɡɟ1*�75���9Ζ(71$0� Marriage Prayer ����

1*8<́1�75Ζ1+�7+Ζ��9Ζ(71$0� Love Man, Love Woman �����

Social science 
and collective memory

7+(0(�

Friday, 4 November 2016

PLEASE FOLLOW THE SCREENING TIME OF 
THE CITY THAT IS CLOSEST TO YOU. PLEASE 
NOTE THESE SCREENING TIMES ARE FIXED. 
YOU MUST BEGIN WATCHING AT THE TIMES 
SPECIFIED PER TIMEZONE. THANK YOU

SAIGON, VIETNAM 
19:30

KAMPALA, UGANDA
17:00

SÃO PAULO, BRAZIL
19:30

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG12



Ȇ0DWHULDOȇ�LV�FRPPRQO\�XQGHUVWRRG�DV�WKH�SK\VLFDO�DVSHFW�RI�WKLQJV��\HW�WKHUH�DUH�DOWHUQDWLYHV�WR�XQGHUVWDQGLQJ�WKH�QRWLRQ�RI�ȆPDWHULDOȇ��0DUWLQ�+HLGHJJHU��
LQ�KLV�HVVD\�Ȇ7KH�WKLQJȇ��DUJXHV�WKDW�PDWHULDOV�DOVR�JR�EH\RQG�REMHFWKRRG��7KH\�DUH�DV�PXFK�LPPDWHULDO�DV�WKH\�DUH�PDWHULDO��DV�PXFK�KRZ�WKH\�LQWHUDFW�
ZLWK�WKHLU�HQYLURQPHQW��DQG�UHDFW�WR�WKHLU�VRFLDO�FRQWH[W��WR�FRQWLQXRXVO\�UHGHȴQH�WKHLU�RZQ�YDOXHV�DV�WKH\�DUH�DOORFDWHG�D�IXQFWLRQ��D�PHDQLQJ��7KLV�
PXOWLYDOHQFH�RI�PDWHULDO�LQ�PRGHUQ�FXOWXUH�LV�FKDUJHG�LQ�WKH�WHUP�Ȇmateriality ȇ��ZKLFK�EHDUV�SKLORVRSKLFDO��SROLWLFDO��V\PEROLF�DQG�DHVWKHWLF�LPSOLFDWLRQV��
+RZ�GR�DUWLVWV�H[SORUH�DQG�TXHVWLRQ�LGHDV�RI�WKH�PDWHULDO��materiality���LQ�SODFHV�ZKHUH�UHVRXUFHV�ERWK�UDZ�DQG�ODERULRXV�LQ�H[WUDFWLRQ�DUH�NQRZQ�WR�
EH�]RQHV�RI�VRFLR�SROLWLFDO�FRQȵLFW"
 
Materiality� KDV� ORQJ� EHHQ� FHQWUH� VWDJH� LQ� YDULRXV� DUPV� RI� FRQȵLFW�� EH� LW� D� WXVVOH� IRU� FRQWURO� EHWZHHQ� LQGLYLGXDO� DQG� DXWKRULW\�� LQGXVWULDO� SURJUHVV�
DQG�QDWXUH�� ORFDO�JRYHUQDQFH�DQG�JOREDO�VWUDWHJLHV��7HQVLRQ�EHWZHHQ� LQGLYLGXDO�YV��DXWKRULW\� LV� LOOXPLQDWHG�WKURXJK�DUWLVWVȇ�H[DPLQDWLRQ�RI�SK\VLFDO�
PDWHULDOV�DV�V\PEROV�IRU�WKH�UHVLOLHQFH��DQG�EUDYHU\��RI�LQGLYLGXDO�SHUVRQV�HQGXULQJ�JRYHUQPHQW�QHJOLJHQFH��DV�VHHQ�LQ�.DQQDQ�$UXQDVDODPȇV�Kerosene 
GRFXPHQWDU\�IURP�6UL�/DQND��7KH�QHHG�IRU�UDZ�PDWHULDOV�LV�DOO�WRR�RIWHQ�D�WDOH�RI�H[SORLWDWLRQ�ZLWK�GDPDJLQJ�H΍HFW�RQ�ORFDO�OLYLQJ�FRQGLWLRQV��HYLGHQW�LQ�
3KDQ�7K̠R�1JX\¬QȇV�UHIHUHQFH�WR�WKH�MXWH�SODQW��XVXUSLQJ�ULFH�FURSV��FDXVLQJ�JUHDW�IDPLQH��GXULQJ�WKH�-DSDQHVH�RFFXSDWLRQ�RI�9LHWQDP����ZKLOH�LQ�RWKHU�
FLUFXPVWDQFHV�� LWV�DEXQGDQFH�DLGV�FRPPXQLWLHV�LQ�QHHG��DV�VHHQ�LQ�7L΍DQ\�&KXQJȇV�GRFXPHQWDU\�VKDULQJ�ȴUVW�KDQG�H[SHULHQFH�HQGXULQJ�9LHWQDPȇV�
UDWLRQHG�HFRQRP\�IROORZLQJ�WKH�9LHWQDP�:DU��
 

Materiality
7+(0(�

Saturday, 5 November 2016

continued from curatorial text

PLEASE FOLLOW THE SCREENING TIME OF 
THE CITY THAT IS CLOSEST TO YOU. PLEASE 
NOTE THESE SCREENING TIMES ARE FIXED. 
YOU MUST BEGIN WATCHING AT THE TIMES 
SPECIFIED PER TIMEZONE. THANK YOU

SAIGON, VIETNAM 
19:30

KAMPALA, UGANDA
17:00

SÃO PAULO, BRAZIL
19:30

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG13



$IWHU�:RUOG�:DU� ΖΖ��D�QHZ�ZRUOG�RUGHU�ZDV�HVWDEOLVKHG��ZKLFK�VDZ�WKH�IRUPDWLRQ�RI�QHZ�QDWLRQ�VWDWHV�VWUXJJOH�WR�FRQWURO� ORFDO�DQG�IRUHLJQ�WUDGH� LQ�
UHVRXUFHV��SUHGRPLQDQWO\�DFTXLHVFLQJ�WR�JOREDO�PDUNHW�GHPDQG�IRU�WKHLU�VRFLHWLHV�WR�PRGHUQL]H�WKHLU�HFRQRP\��XOWLPDWHO\�RI�PXOWLQDWLRQDO�FRPSDQ\�
JDLQ��7KLV�VWUDWHJ\�KDV�UHVXOWHG�LQ�IDU�UHDFKLQJ�H΍HFWV�RQ�WKH�QDWXUDO�KDELWDW�RI�PDQ\�VDQFWXDULHV�DQG�VRFLHWLHV��PDGH�YLVLEOH�LQ�WKH�ZRUN�RI��5HQDWD�
3DGRYDQ�DQG�6XWWKLUDW�6XSDSDULQ\D��LOOXVWUDWLQJ�WKH�LUUHSDUDEOH�HYLFWHG�ULYHUVFDSHV�FDXVHG�E\�WKH�EXLOGLQJ�RI�SRZHU�SODQWV�WR�IHHG�LWV�FRXQWU\ȇV�HQHUJ\�
GHPDQG�RQ�WKH�;LQJX�5LYHU�LQ�%UD]LO�DQG�3LQJ�5LYHU�LQ�7KDLODQG�UHVSHFWLYHO\���
 
Materiality�LV�DOVR�UHIHUUHG�WR�LQ�WKLV�VHOHFWLRQ�RI�PRYLQJ�LPDJHV�DV�FULWLFDO�FRPPHQWDU\�RQ�WKH�GLVWXUEDQFH�RI�ORFDO�VRFLDO�VWUXFWXUHV�E\�H[WHUQDO�SROLWLFDO�
IRUFHV��VXFK�DV�IRUPHU�FRORQLDO�SRZHUV��WHUURU�XQLWV��JXHUULOOD�DUPLHV�VHHNLQJ�WR�H[SDQG�WKHLU�WHUULWRULDO�LQȵXHQFH�WKURXJK�WKH�YHLO�RI�WUDGH�RU�DVVXPHG�
FXOWXUDO�VXSHULRULW\���7KLV�LV�HYLGHQW�LQ�'RXJODV�17�HPSOR\PHQW�RI�ȴFWLRQDO�QDUUDWLYH�LQ�KLV�GRFXPHQWDU\�VW\OHG�ȴOP�Mines de Rien�IROORZLQJ�WKH�IRRWVWHSV�
RI�XQGHU�DJHG��FRQWDPLQDWLRQ�H[SRVHG�FREDOW�PLQHUV�LQ�WKH�&RQJR��DQG�6KDQDND�*DODJRGDȇV�3RVVHVVLRQ��ZKHUH�WKH�WRROV�RI�D�MRXUQDOLVW�DQG�D�PLOLWLDPHQ�
DUH�GDQJHURXVO\�SHUFHLYHG�DV�LQWHUFKDQJHDEOH�LQ�WKH�ZDNH�RI�6UL�/DQNDȇV�FLYLO�ZDU�

Materiality
7+(0(�

Saturday, 5 November 2016

PLEASE FOLLOW THE SCREENING TIME OF 
THE CITY THAT IS CLOSEST TO YOU. PLEASE 
NOTE THESE SCREENING TIMES ARE FIXED. 
YOU MUST BEGIN WATCHING AT THE TIMES 
SPECIFIED PER TIMEZONE. THANK YOU

SAIGON, VIETNAM 
19:30

KAMPALA, UGANDA
17:00

SÃO PAULO, BRAZIL
19:30

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG14
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-203(7�.86:Ζ'$1$172��Ζ1'21(6Ζ$� War of Java, Do you Remember? #2 ����

.$11$1�$581$6$/$0��65Ζ�/$1.$� Kerosene �����

RENATA PADOVAN��%5$=Ζ/� The Scale of the Disaster ����

SUTTHIRAT SUPAPARINYA��7+$Ζ/$1'� My Grandpa’s Route Has Been Forever Blocked �����

3+$1�7+̟2�1*8<�1��9Ζ(71$0� Uproot rice grow jute ����

FERNANDO ARIAS��&2/20%Ζ$� Enjoy Your Meal �����

7Ζ))$1<�&+81*��9Ζ(71$0� Recipes of necessity �����

DOUGLAS NT��'5�&21*2� Mines de Rien [Mines of Nothing] �����

6+$1$.$�*$/$*2'$��65Ζ�/$1.$� The Possession ����

O R D E R  O F  S C R E E N i N G

Materiality
7+(0(�

Saturday, 5 November 2016

PLEASE FOLLOW THE SCREENING TIME OF 
THE CITY THAT IS CLOSEST TO YOU. PLEASE 
NOTE THESE SCREENING TIMES ARE FIXED. 
YOU MUST BEGIN WATCHING AT THE TIMES 
SPECIFIED PER TIMEZONE. THANK YOU

SAIGON, VIETNAM 
19:30

KAMPALA, UGANDA
17:00

SÃO PAULO, BRAZIL
19:30

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG15



Special Feature: Vietnam
7+(0(�

Sunday, 6 November 2016

7KLV�VSHFLDO�IHDWXUH�LV�XQLTXH�WR�Embedded South(s)��DQ�DGGLWLRQDO�VXSSOHPHQW�WR�&RQVFLRXV�5HDOLWLHV�WKHPDWLFV��FXUDWHG�WR�JLYH�XQIDPLOLDU�DXGLHQFHV�D�
ZLGHU�SHUVSHFWLYH�RI�DQ�DUWLVWȇV�UROH�LQ�VRFLHW\�LQ�9LHWQDP��

ΖQ�9LHWQDP��D�QDWLRQ�WKDW�KDV�XQGHUJRQH�D�P\ULDG�RI�LQWHUZHDYLQJ�VRFLR�SROLWLFDO�VKLIWV�DQG�FXOWXUDO�LQȵXHQFHV��)UHQFK�FRORQLDO�RFFXSDWLRQ��9LHWQDP�
:DU��HVWDEOLVKPHQW�RI�WKH�6RFLDOLVW�5HSXEOLF�RI�9LHWQDP�LQ������HJ����ZKHUH�LWV�DUWLVWV�KDYH�HQGXUHG�DQG�ZLWQHVVHG�WKH�JUHDW�LPSDFW�RI�SROLWLFDO�XSKHDYDO�
RQ�WKH�PRWLYDWLRQ��GHȴQLWLRQ�DQG�YDOXH�RI�DUWLVWLF�SURGXFWLRQ���D�KLVWRU\�WKDW�FRQWLQXHV�WR�GHWHUPLQH�DQG�FRQWURO�RɝFLDO�9LHWQDPHVH�XQGHUVWDQGLQJV�
RI�DUW�WRGD\�

This Special Feature�R΍HUV�D�FKURQRORJ\�RI�WKH�GHYHORSPHQW�RI�D�PRGHUQ�DQG�FRQWHPSRUDU\�9LHWQDPHVH�DUW��WKURXJK�WKH�OHQV�RI�GRFXPHQWDU\�DQG�
PRQWDJH��E\�WZR�UHQRZQHG�FRQWHPSRUDU\�9LHWQDPHVH�DUWLVWV��7KUHH�ZRUNV�HDFK�H[DPLQH�WKUHH�GL΍HULQJ�WLPH�SHULRGV��WKH�ZDU�DJDLQVW�WKH�)UHQFK�
������������ZKHQ�DUWLVWV�ZHUH�DOVR�VHHQ�DV�VROGLHUV� LQ�WKH�EDWWOHȴHOG�RI�VRFLDOLVW� LGHRORJLHV��XSOLIWLQJ�WKH�QDWLRQDOLVW�DQG�DQWL�LPSHULDOLVW�VSLULW�ZLWK�

continued from curatorial text

PLEASE FOLLOW THE SCREENING TIME OF 
THE CITY THAT IS CLOSEST TO YOU. PLEASE 
NOTE THESE SCREENING TIMES ARE FIXED. 
YOU MUST BEGIN WATCHING AT THE TIMES 
SPECIFIED PER TIMEZONE. THANK YOU

SAIGON, VIETNAM 
19:30

KAMPALA, UGANDA
17:00

SÃO PAULO, BRAZIL
19:30

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG16



VNHWFKHV�RI�QRQ�YLROHQFH��VHHQ�LQ�/LJKW�DQG�%HOLHI��9RLFHV�DQG�6NHWFKHV�RI�/LIH�IURP�WKH�9LHWQDP�:DU�E\�'LQK�4�/¬���WKH�GLOHPPD�RI�D�QHZO\�LQGHSHQGHQW�
VWDWH�SRVW� ������ZKHQ�DUWLVWV� VWUXJJOHG� WR� UHFRQFLOH� WKHLU� FUHDWLYH�PLQGV�ZLWK� DQ�HQFURDFKLQJ� FRPPXQLVW� SDUW\� FRQWURO� RI� IUHHGRP�RI� H[SUHVVLRQ�
�H[HPSOLȴHG�LQ�Vision and Darkness: Tran Trung Tin�E\�'LQK�4�/¬���DQG�ȴQDOO\�WKH�DIWHUPDWK�RI�'RL�0RL��HFRQRPLF�UHIRUPV�LQVWLWXWHG�LQ�������ZKHQ�DUWLVWV�
EHJDQ�WR�H[SHULPHQW�ZLWK�D�FRPPXQLW\�RULHQWHG�DSSURDFK�WR�DUWLVWLF�ZRUN��WR�TXHVWLRQ�WKH�VWDWHȇV�IDEULFDWHG�KLVWRULFDO�QDUUDWLYH��EOHQGLQJ�ERWK�UHDOLVP�
DQG�DEVWUDFWLRQ��DQDO\]HG�LQ�0̞R�.K¬�&RDO�0LQH�3URMHFW�E\�7ṲQ�/ɢɠQJ����ΖW�LV�LPSRUWDQW�WR�SURYLGH�WKH�DUWLVWLF�SHUVSHFWLYHV�IURP�ERWK�1RUWK��7ṲQ�/ɢɠQJ��
DQG�6RXWK��'LQK�4�/¬��9LHWQDP��WZR�GLVWLQFWO\�GL΍HUHQW�DUWLVWLF�FRPPXQLWLHV�DV�D�FRQVHTXHQFH�RI�KLVWRULFDO�SROLWLFDO�GLYLGH��EXW�SDUWLFXODUO\�EHWZHHQ�
WKHVH�WZR�DUWLVWV��VKRZFDVLQJ�WKH�LQGHOLEOH�LPSULQW�RI�WKHLU�SHUVRQDO�H[SHULHQFHV���RI�RQH�ZKR�UHPDLQHG�LQ�9LHWQDP�IROORZLQJ�WKH�9LHWQDP�:DU��7ṲQ�
/ɢɠQJ��DQG�RI�DQRWKHU�ZKR�ȵHG�DV�D�ERDW�UHIXJHH��'LQK�4�/¬��

Special Feature: Vietnam
7+(0(�

Sunday, 6 November 2016

PLEASE FOLLOW THE SCREENING TIME OF 
THE CITY THAT IS CLOSEST TO YOU. PLEASE 
NOTE THESE SCREENING TIMES ARE FIXED. 
YOU MUST BEGIN WATCHING AT THE TIMES 
SPECIFIED PER TIMEZONE. THANK YOU

SAIGON, VIETNAM 
19:30

KAMPALA, UGANDA
17:00

SÃO PAULO, BRAZIL
19:30

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG17



$57Ζ676� )Ζ/06� '85$7Ζ21��PLQV��

'Ζ1+�4�/���9Ζ(71$0� Light and Belief: Voices and Sketches of Life from the Vietnam War �����

'Ζ1+�4�/���9Ζ(71$0� Vision in Darkness: Tran Trung Tin �����

75̣1�/ɡɟ1*��9Ζ(71$0� 0̞R�.K¬�&RDO�0LQH�3URMHFW �����

O R D E R  O F  S C R E E N i N G

Special Feature: Vietnam
7+(0(�

Sunday, 6 November 2016

PLEASE FOLLOW THE SCREENING TIME OF 
THE CITY THAT IS CLOSEST TO YOU. PLEASE 
NOTE THESE SCREENING TIMES ARE FIXED. 
YOU MUST BEGIN WATCHING AT THE TIMES 
SPECIFIED PER TIMEZONE. THANK YOU

SAIGON, VIETNAM 
19:30

KAMPALA, UGANDA
17:00

SÃO PAULO, BRAZIL
19:30

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG18



Artist(s) & film(s)

$0$5�.$1:$5

)Ζ/06�

Theme: 6RFLDO�6FLHQFH�DQG�&ROOHFWLYH�0HPRU\ Year: ����
Friday, 4 November 2016 Duration (mins): ����

”7KH�)DFH�MXJJOHV��GLVVHFWV��DQG�DFFHOHUDWHV�LPDJHV�RI�*HQHUDO�7KDQ�6KZH��WKH�6XSUHPH�+HDG�RI�WKH�%XUPHVH�PLOLWDU\�GLFWDWRUVKLS��DV�KH�WRVVHV�URVH�SHWDOV�DQ�H[WUD�WLPH�IRU�WKH�SUHVV�
SKRWRJUDSKHUV�DW�WKH�FUHPDWLRQ�PHPRULDO�VLWH�RI�*DQGKL�LQ�'HOKL��)RRWDJH�IRU�WKLV�ȴOP�ZDV�FODQGHVWLQHO\�VKRW�DW�WKH�FHUHPRQ\�DW�5DMJKDW�RQ�WKH���WK�RI�2FWREHU�������7KH�*HQHUDO�
KDG�EHHQ�LQYLWHG�E\�WKH�ΖQGLDQ�JRYHUQPHQW�DQG�ZDV�RQ�D�VWDWH�YLVLW�WR�ΖQGLD��7KH�ȴOP�OLWHUDOO\�XQYHLOV�ȆWKH�IDFHȇ�RI�PLOLWDU\�UHSUHVHQWDWLRQ�E\�]RRPLQJ�LQ�RQ�WKH�IHDWXUHV�RI�WKH�*HQHUDO�
ZKR�LV�NQRZQ�IRU�WKH�GLVWDQFH�KH�NHHSV�IURP�FDPHUDV��7KH�PDQLF�UHSHWLWLRQ�RI�WKH�JHQHUDOȇV�SRVH�LQ�IURQW�RI�WKH�PHGLD�UHYHDOV�WKH�WUDJLF�OXGLFURXVQHVV�RI�WKH�DFW�DV�LW�FULWLTXHV�WKH�
VXSSRUW�RI�WKH�ΖQGLDQ�*RYHUQPHQW�WR�WKH�%XUPHVH�PLOLWDU\�ȋ

�E\�$PDU�.DQZDU�

---
Country:�ΖQGLD��Language:�(QJOLVK��CREW: Production:�$PDU�.DQZDU��Cinematography and Camera:�$PDU�.DQZDU��Editor:�$QXSDPD�&KDQGUD

amar Kanwar �E��������1HZ�'HOKL��ΖQGLD��LV�D�ȴOPPDNHU�DQG�DUWLVW�ZLWK�D�GHHS�VRFLDO�FRQVFLHQFH��+LV�ZRUN��ERWK�DFWLYLVW�DQG�SRHW�LQ�QDWXUH��FRPSHOOHG�WR�WHOO�VWRULHV�WKDW�UHYHDO�WKH�
FRPSOH[�DQG�FRQWUDGLFWRU\�WHUUDLQ�RI�SROLWLFDO�LQMXVWLFH��UHOLJLRXV�IXQGDPHQWDOLVP��HFRORJLFDO�QHJOLJHQFH��LQGLJHQRXV�ULJKWV��DQG�JHQGHU�GLVFULPLQDWLRQ��:RUNLQJ�DFURVV�SKRWRJUDSK\��
LQVWDOODWLRQ��YLGHR�DQG�VRXQG��.DQZDUȇV�PRVW�UHFHQW�DUWLVWLF�SUDFWLFH�LQYROYHV�ZRUNLQJ�ZLWK�SDUWLFXODU�GLVHQIUDQFKLVHG�FRPPXQLWLHV�RI�2GLVKD��KLV�DUW�VHUYLQJ�DV�WHVWDPHQW�DQG�
PHPRULDO�WR�WKRVH�ZKRVH�ODQG�ULJKWV�KDYH�EHHQ�LJQRUHG�

.DQZDU�VWXGLHG�DW� WKH�'HSDUWPHQW�RI�+LVWRU\��5DPMDV�&ROOHJH��'HOKL�8QLYHUVLW\� �������������DQG�DW� WKH�0DVV�&RPPXQLFDWLRQ�5HVHDUFK�&HQWHU�� -DPLD�0LOOLD� ΖVODPLD��1HZ�'HOKL�
�����Ȃ����

$PDU�.DQZDU�FRQWLQXHV�WR�OLYH�DQG�ZRUN�LQ�1HZ�'HOKL�

---
DPDUNDQZDU�FRP

AMAR KANWAR  �Ζ1'Ζ$�

THE FaCE

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG19



Artist(s) & film(s)

annalisa Butticci�LV�$VVLVWDQW�3URIHVVRU�RI�&XOWXUDO�$QWKURSRORJ\�DW�WKH�8QLYHUVLW\�RI�8WUHFKW��WKH�1HWKHUODQGV��6KH�UHFHLYHG�KHU�0$�IURP�WKH�8QLYHUVLW\�RI�3DGXD��DQG�KHU�3K'�
IURP�WKH�&DWKROLF�8QLYHUVLW\�RI�0LODQ��ΖWDO\��+HU�DUHDV�RI�UHVHDUFK�LQFOXGH�YLVXDO�DQG�PDWHULDO�FXOWXUH�RI�UHOLJLRQV��UHOLJLRXV�DHVWKHWLFV�DQG�SROLWLFV��UHOLJLRQV�DQG�VRFLHWLHV�RI�:HVW�
$IULFD�DQG�$IULFDQ�GLDVSRUDV��ZLWK�D�VSHFLDO�IRFXV�RQ�*KDQD�DQG�1LJHULD���DQG�PHWKRGRORJ\�IRU�VRFLDO�VFLHQFH�UHVHDUFK�HVSHFLDOO\�TXDOLWDWLYH�PHWKRGV�

ANNALISA BUTTICCI �7+(�1(7+(5/$1'6�

)Ζ/06�

Theme: 0\WKRORJ\ Year: ����
Thursday, 3 November 2016 Duration (mins): �����

$Q�HYDQJHOLFDO�FKXUFK�LQ�/DJRV��1LJHULD�LV�WKH�VHW�ZKHUH�PDQ\�LQWHUFRQQHFWHG�QDUUDWLYHV�XQIROG��DV�WKH�EHOLHYHUV�WDNH�SDUW�LQ�D�JLJDQWLF�FROOHFWLYH�ULWXDO��2QFH�D�PRQWK��DW�
WKH�0RXQWDLQ�RI�)LUH�DQG�0LUDFOHV�3UD\HU�&LW\��WKH�VSHFLDO�VHUYLFH�Ȇ3RZHU�0XVW�&KDQJH�+DQGVȇ�Ȃ�SRSXODUO\�NQRZQ�WR�/DJRVLDQV�DV�30&+�Ȃ�SURPLVHV�VDOYDWLRQ��FOHDQVLQJ��
DQG�DERYH�DOO��PDWHULDO�SURVSHULW\��6XFK�GHOLYHUDQFH�DSSHDUV�WR�EH�LQWULQVLFDOO\�OLQNHG�WR�D�PRQHWDU\�H[FKDQJH�SHUIRUPHG�E\�WKH�SULHVWV��ZKR�RUFKHVWUDWH�WKH�H[FKDQJH�
RI�VSLULWXDO�VDOYDWLRQ�IRU�PRQH\�ZLWK�WKH�VXSSRUW�RI�WKH�DOLPRQ\�FROOHFWRUV�

7KH� VKRUW� ȴOP� LV� VWUXFWXUHG�DV� VHTXHQFHV� WKDW� VKRZ�D�QXPEHU�RI� WUDQFH�OLNH�HSLVRGHV��:H�ZLWQHVV�SULYDWH�PRPHQWV�RI� HQOLJKWHQPHQW�DQG� VXUUHQGHU� WR� WKH� IDLWK��
DORQJVLGH�LQWHQVH�FKDQWLQJ�DQG�GDQFLQJ��ERXQFLQJ�DQG�RFFDVLRQDO�IDLQWLQJ��6DOYDWLRQ�LV�OLQNHG�WR�WKH�ORJLF�RI�YDOXH�H[FKDQJH��DV�VDFULȴFH�DQG�JRRG�ZLOO�EHFRPH�WKH�UKHWRULF�
WKDW�IHHGV�WKH�ZHOO�RLOHG�PDFKLQHU\�RI�3HQWHFRVWDO�FKXUFKHV�DQG�WKHLU�PDVVLYH�VSUHDG�WKURXJKRXW�$IULFD�DQG�/DWLQ�$PHULFD�ZKHUH�WKH\�KROG�PXOWL�PLOOLRQ�EXVLQHVVHV��
ΖQ�LUUHYHUVLEOH�GHWULPHQW�RI�RWKHU�HSLVWHPRORJLHV��WKH�HYDQJHOLFDO�H[SDQVLRQ�LV�LQYHVWHG�LQ�WKH�GHPROLWLRQ�RI�DQFLHQW�EHOLHI�V\VWHPV��KHDYLO\�FRQGHPQHG�DV�IHWLVKLVP�E\�
QHZ�ERUQ�&KULVWLDQV�RQ�ERWK�VLGHV�RI�WKH�$WODQWLF�

7R� UHDFK� D�ZLGHU� DXGLHQFH� DQG� JDLQ� IROORZHUV� EH\RQG�1LJHULD�� 30&+� LV� DOVR� EURDGFDVW� OLYH� RQ� VDWHOOLWH� 79� DQG� RYHU� WKH� ΖQWHUQHW�� 7KH� LQFLGHQFH� RI� WKH� HYDQJHOLFDO�
SKHQRPHQRQ�EHFNRQV�DQ�XSGDWHG�YHUVLRQ�RI�WKH�ROG�PLVVLRQDU\�FRORQLVDWLRQ�SDUDGLJP�DV�FRUSRUDWH�RUJDQLVHG�UHOLJLRQ�LQ�WKH���VW�FHQWXU\�

---
Country:�1LJHULD��Genre: UHOLJLRQ�VSLULWXDOLW\��Language: <RUXED�(QJOLVK

CRazY WORLD, CRazY FaiTH

andrew Esiebo��E��������/DJRV��1LJHULD��VWDUWHG�RXW�LQ�SKRWRJUDSK\�E\�FKURQLFOLQJ�WKH�UDSLG�GHYHORSPHQW�RI�XUEDQ�1LJHULD�DV�ZHOO�DV�WKH�FRXQWU\ȇV�ULFK�FXOWXUH�DQG�KHULWDJH��6RRQ��
KH�EHJDQ�LQWHJUDWLQJ�PXOWLPHGLD�SUDFWLFH�WR�SXUVXH�WKH�LQYHVWLJDWLRQ�RI�VH[XDOLW\��JHQGHU�SROLWLFV��IRRWEDOO��SRSXODU�FXOWXUH��PLJUDWLRQ��UHOLJLRQ��DQG�VSLULWXDOLW\��5HFHQWO\��KLV�ZRUN�
KDV�HYROYHG�EH\RQG�IUHHODQFH�SKRWRJUDSK\�DQG�EHJXQ�H[SORULQJ�YLGHR�DQG�PXOWLPHGLD�ZRUN

(VLHER�HDUQHG�KLV�'LSORPD�LQ�-RXUQDOLVP�DW�WKH�ΖQWHUQDWLRQDO�ΖQVWLWXWH�RI�-RXUQDOLVP��ΖEDGDQ��1LJHULD�LQ�������+H�LV�FXUUHQWO\�EDVHG�LQ�/DJRV��1LJHULD�IURP�ZKHUH�KH�ZRUNV�DURXQG�
WKH�ZRUOG�

---
ZZZ�DQGUHZHVLHER�FRP

ANDREW ESIEBO �1Ζ*(5Ζ$�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG20



Artist(s) & film(s)

)Ζ/06�

Theme: 0\WKRORJ\ Year: ����
Thursday, 3 November 2016 Duration (mins): ����

Funfun�LV�D�UHTXLHP�EDVHG�RQ�VKRWV�IURP�WKH�ZDNH�IRU�(VWHOLWD�GH�6RX]D�6DQWDQD��OLIHWLPH�OHDGHU�RI�WKH�6LVWHUKRRG�RI�2XU�/DG\�RI�WKH�*RRG�'HDWK�IURP�&DFKRHLUD��%DKLD��
ZKR�SDVVHG�DZD\�DW�WKH�DJH�RI�����

ΖQ�WKH�WZR�FKDQQHO�YLGHR�LQVWDOODWLRQ��WKH�LPDJHȇV�GRXEOH�QDWXUH�LV�IDU�PRUH�WKDQ�DQ�DHVWKHWLF�FKRLFH��LW�REH\V�VLJQLȴFDQW�FRQFHSWV�WKDW�HPHUJH�IURP�$\UVRQ�+HU£FOLWRȇV�
DUWLVWLF�DQG�VSLULWXDO�SUDFWLFHV��7KH�DUWLVWȇV�UHFXUUHQW�HPSOR\PHQW�RI�SDLUV�JHQHUDWHV�V\PEROLF�DVVRFLDWLRQV�WKURXJK�VSOLW�VFUHHQV��SKRWRJUDSKLF�GLSW\FKV��DQG�PLUURU�
LPDJHV��ΖQ�WKH�ȴOP�Funfun��VXFK�VWUDWHJ\�PDWHULDOL]HV�LQ�WKH�NDOHLGRVFRSLF�HGLWLQJ�RI�WKH�LPDJH��UHYHDOLQJ�D�FRQQHFWLRQ�EHWZHHQ�WKH�KHURQV�DQG�WKH�EODFN�SULHVWHVVHV�DV�
LQVSLUHG�E\�D�ORFDO�P\WK�

7KH�LPDJHU\�LV�HPEHGGHG�LQ�WKH�V\PERORJ\�RI�WKH�FRORXU�ZKLWH��IXQIXQ�LQ�<RUXED�ODQJXDJH���FRPPRQO\�DVVRFLDWHG�ZLWK�SXULW\��PDWXULW\��DQG�ZLVGRP��DQG�SUHVHQW�LQ�WKH�
JDUPHQWV�ZRUQ�E\�WKH�EODFN�JRG�2EDWDO£��ZKR�UHLJQV�RYHU�WKH�<RUXED�GHLWLHVȇ�SDQWKHRQ�

2XW�RI� D�SURIXVLRQ�RI� V\PEROV� DQG� VLJQLȴHUV�GHHSO\� URRWHG� LQ� WKH� FXOWXUH�RI�%DKLD�� WKH� DVVRFLDWLRQ�RI�ZKLWH�EHDGV� DQG� WKH� OLQH�RI� WKH�KRUL]RQ�EHFRPH� WKH�SRHWLF�
H[SUHVVLRQ�RI�WKH�DUWLVWȇV�RZQ�IXQHUDO�ULWH�

---
Country:�%UD]LO��Genre:�9LGHR�LQVWDOODWLRQ��CREW: Production:�$\UVRQ�+HU£FOLWR��Cinematography and Camera:�$\UVRQ�+HU£FOLWR��Edition: $\UVRQ�+HU£FOLWR��Music:�-R¥R�2PDU��
Soundtrack mix:�-R¥R�2PDU��image post-production: $\UVRQ�+HU£FOLWR��Coordination of post-production:�$\UVRQ�+HU£FOLWR� Graphic Design��$\UVRQ�+HU£FOLWR

FUNFUN

$<5621�+(5�&/Ζ72

ayrson Heráclito��E��������0DFD¼EDV��%DKLD��%UD]LO��LV�DQ�DUWLVW��FXUDWRU��DQG�SURIHVVRU�ZKR�GHDOV�ZLWK�HOHPHQWV�RI�$IUR�%UD]LOLDQ�FXOWXUH�LQ�LQVWDOODWLRQ��SHUIRUPDQFH��SKRWRJUDSK\��
DQG�YLGHR��+H�RIWHQ�LQFRUSRUDWHV�FXOLQDU\�HOHPHQWV�ZLWK�ORFDO�VLJQLȴFDQFH�WR�UHIHUHQFH�%DKLDȇV�UHJLRQDO�KLVWRU\�DQG�PDNHV�WUDQVQDWLRQDO�UHIHUHQFHV�WR�$IULFD�DQG�LWV�LQȵXHQFHV�RQ�
%UD]LOLDQ�VRFLHW\�WKURXJK�KLV�XVH�RI�SDOP�RLO��VXJDU��DQG�GULHG�EHHI��7KURXJK�KLV�LQVWDOODWLRQV�DQG�SHUIRUPDQFHV��+HU£FOLWR�GUDZV�IURP�PDQ\�RI�WKH�IDPLOLDU�VLJQV�DQG�WKHPHV�RI�WKH�
$IUR�%UD]LOLDQ�UHOLJLRQ�&DQGRPEO«��ZKLOH�WDNLQJ�D�PRUH�FRQFHSWXDO�DSSURDFK�WR�WKH�VXEMHFW�PDWWHU�

+HU£FOLWR�REWDLQHG�D�0DVWHU�LQ�9LVXDO�$UWV�DW�WKH�8QLYHUVLGDGH�)HGHUDO�GD�%DKLD��8)%$���6DOYDGRU�DQG�3K'�LQ�&RPPXQLFDWLRQ�DQG�6HPLRWLFV�DW�WKH�3RQWLI¯FLD�8QLYHUVLGDGH�&DWµOLFD�
GH�6¥R�3DXOR��38&�63���%UD]LO�

+HU£FOLWR�OLYHV�DQG�ZRUNV�EHWZHHQ�&DFKRHLUD�DQG�6DOYDGRU��%DKLD��%UD]LO�

AYRSON HERáCLITO  �%5$=Ζ/�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG21



Artist(s) & film(s)

)Ζ/06�

Theme: 0\WKRORJ\ Year: ����
Thursday, 3 November 2016 Duration (mins): �����

”0\�LQWHUHVW�LQ�WKH�VXEMHFW�RI�VXSHUVWLWLRQ�WKDW�HPHUJHV�LQ�WKH�ȴOP�LV�UHODWHG�WR�WKH�IDFW�WKDW�Ζ�FRPH�IURP�D�FXOWXUH�ZKHUH�WKH�EHOLHI�LQ�P\VWLFDO�SKHQRPHQD�LV�FXOWXUDOO\�DQG�GHHSO\�
SUHVHQW��:KDW�LV�WKH�UROH�RI�WKH�VXSHUVWLWLRQ�DV�D�SKHQRPHQRQ�LQKHUHQW�WR�VRFLHW\"ȋ

Ȃ�IURP�%DNDU\�'LDOORȇV�DUWLVW�VWDWHPHQW

7KH�ȴOP�Dankumba� LV�D�PLQLPDOLVW� WDOH�RI� VPDOO�JHVWXUHV��ZKLFK�FRQYH\� WKH�FRQQHFWLRQ�EHWZHHQ� WKH�YLVLEOH�ZRUOG�DQG� WKH� LQYLVLEOH�HQHUJLHV� WKDW� OLH�EHQHDWK�� ΖQ� LWV�
SRHWLFDOO\�FUDIWHG�VFHQHV��ZH�ZLWQHVV�KRZ�VSLULWXDO�SUDFWLFHV�DQFKRUHG�LQ�DQFLHQW�EHOLHI�V\VWHPV�PDNH�WKH�PHHWLQJ�RI�WKH�WZR�ZRUOGV�SRVVLEOH���7KH�ȴOPLF�VHTXHQFHV�
H[XGH�D�ULFK�YLVXDO�DUUD\�RI�UHIHUHQFHV�WR�WKH�V\PEROLF�XQLYHUVH�RI�ULWXDO��ZKLOH�WKH�QDUUDWLYHȇV�VORZ�WHPSR�VHHPV�WR�SD\�KRPDJH�WR�VWLOO�SKRWRJUDSK\��D�JUHDWO\�GHYHORSHG�
IRUP�RI�H[SUHVVLRQ�LQ�WKH�DUWLVWȇV�QDWLYH�0DOL�

6XUIDFHV�DQG�WH[WXUHV�DSSHDU�LQ�VKDUS�IRFXV�LQ�D�UK\WKPLF�VHTXHQFH�RI�FDPHUD�DQJOHV�DQG�VHGXFWLYH�FORVH�XSV�WKDW�WDNH�XV�IURP�PXQGDQH�URXWLQHV�LQ�D�0DOLDQ�YLOODJH�WR�
D�PXOWLWXGH�RI�PLQLDWXUH�IUDJPHQWV��2FFDVLRQDOO\��WKH�FDPHUD�JRHV�FORVH�WR�WKH�JURXQG�WR�GHOLYHU�LQVHFW�YLHZV�DQG�UHFRUG�VXFFXOHQW�VRXQGV�WKDW�FDSWXUH�WKH�VORZ�SDFH�
RI�YLOODJH�OLIH��UHQGHULQJ�D�ZRUOG�RI�KXPDQV�LQ�FORVH�FRQWDFW�ZLWK�QDWXUH��ZKHUH�WKH�VDFUHG�LV�DOORZHG�WR�HPHUJH��$V�LQ�RWKHU�ȴOPV�E\�%DNDU\�'LDOOR��ULWXDOV�DQG�RPHQV�DUH�
RIWHQ�SHUIRUPHG�VLOHQWO\��DPLGVW�D�VXFFHVVLRQ�RI�TXRWLGLDQ�JHVWXUHV�WKDW�H[LVW�DORQJVLGH�D�GHHS�VHQVH�RI�P\VWHU\�

---
Country:�0DOL

DaNKUMBa

%$.$5<�'Ζ$//2�

Bakary Diallo� �E��������.DWL��0DOL��G��������HQJDJHG�ZLWK�YDULRXV�VRFLR�SROLWLFDO�WKHPHV�VXFK�DV�VXSHUVWLWLRQ�DQG�WKH�P\VWHU\�RI�IDLWK��YLROHQFH�DQG�FRQIXVLRQ�RI�ZDU��DQG�WKH�
PRYHPHQW�IRU�GHPRFUDF\�LQ�:HVW�$IULFD��DV�ZHOO�DV�KLV�QDWLYH�0DOL��+LV�FLQHPDWRJUDSKLF�ZRUNV�WRRN�D�V\PEROLF�DSSURDFK�WR�GDLO\�OLIH�REMHFWV�DQG�YLHZHG�WKHP�DV�EXLOGLQJ�EORFNV�
IRU�QDUUDWLYHV��:LWK�HPRWLYH�DQG�SUHFLVH�IRRWDJH��'LDOORȇV�VWRULHV�ERDVWHG�D�SURIRXQG�\HW�VLPSOLȴHG�ORJLF�LQ�WKHLU�VWUXFWXUH�E\�VHL]LQJ�WKH�HVVHQWLDO�PRPHQW�ZKHQ�DFWLRQV�RFFXU��ΖW�
ZDV�WKLV�VWULFW�UHGXFWLRQ�RI�WKH�VWRU\��VRPHWLPHV�WR�DQ�DEVWUDFW�RU�HQLJPDWLF�OHYHO��WKDW�JDYH�KLV�ZRUNV�DQ�RULJLQDO�QDUUDWLRQ�

'LDOOR�VWXGLHG�9LVXDO�$UWV�DQG�)LOP�DW�WKH�&RQVHUYDWRU\�RI�$UWV�DQG�0XOWLPHGLD�%DOOD�.RX\DWH�)DVVHNH�LQ�%DPDNR��0DOL��ΖQ�-XO\�������KH�SDVVHG�DZD\�LQ�WKH�$LU�$OJHULH�SODQH�FUDVK�
ZKLOH�WUDYHOLQJ�WR�6DOYDGRU��%UD]LO�IRU�D�UHVLGHQF\�ZLWK�9LGHREUDVLO�

BAKARY DIALLO �0$/Ζ�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG22



Artist(s) & film(s)

)Ζ/06�

Theme: 0\WKRORJ\ Year: ����
Thursday, 3 November 2016 Duration (mins): �����

”'HDWK�DW�D����'HJUHH�$QJOH�LV�D�ZRUN�DERXW�WKH�FRPPLVVLRQLQJ�RI�D�PRQXPHQWDO�VWDWXH�E\�D�VPDOO�WLPH�SROLWLFLDQ��/RFDWHG�LQ�SUHVHQW�GD\�ΖQGLD��WKH�ȴOP�LV�VKRW�LQ�WKH�DWHOLHU�RI�
D�VFXOSWRU�ZKR�LV�UHQRZQHG�IRU�ODUJH�VWDWXHV�RI�SROLWLFLDQV�DQG�QDWLRQDO�KHURHV��7KH�SROLWLFLDQ��DORQJ�ZLWK�KLV�FURQLHV��H[SHULPHQWV�ZLWK�D�YDULHW\�RI�FRVWXPHV�DQG�SRVHV��DFWLYHO\�
SDUWLFLSDWLQJ�LQ�WKH�ZULWLQJ�RI�KLV�RZQ�PHPRU\�DQG�P\WK�PDNLQJ�

'HDWK�DW�D����'HJUHH�DQJOH�LV�D�UHȵHFWLRQ�RQ�VHOI�SRUWUDLWXUH��PHJDORPDQLD��DQG�PRQXPHQWDOLW\��7RGD\��VWDWXHV�RI�HUVWZKLOH�OHDGHUV��UXOHUV��DQG�KHURHV�OLH�VFDWWHUHG�LQ�JUDYH\DUGV�
DQG�SXEOLF�VTXDUHV�DOO�RYHU�WKH�ZRUOG��&RPPXQLVW�OHDGHUV�RI�DOO�VL]HV��FRORQLDO�H[SORUHUV�ZLWK�KDQGV�WKUXVW�IRUZDUG�LQ�ULJKWHRXV�PRWLYDWLRQ��JORZHULQJ�IDFVLPLOHV�RI�$IULFDQ�GLFWDWRUV�
PDGH�LQ�.RUHD��ȴVWV��ERRWV��GLVHPERGLHG�KHDGV��DOO�OLH�UHOHJDWHG�WR�UHPRWH�WRXULVW�SDUNV�RU�WR�RYHUJURZQ�EDFN\DUGV�RI�SDODFH�PXVHXPV��7KHVH�DUH�REMHFWV�WKDW�RQFH�FRQWUROOHG�DQG�
LPSUHVVHG�XSRQ�SXEOLF�VSDFH�DQG�LPDJLQDWLRQ��EXW�RYHUQLJKW�EHFDPH�PHUH�SUR[LHV��VXEMHFWHG�WR�WRUWXUH��ULGLFXOH��DQG�SXEOLF�YHQJHDQFH�ȋ 

�E\�%DQL�$ELGL�

---
Country:�3DNLVWDQ

DEaTH aT a 30 DEGREE aNGLE

%$1Ζ�$%Ζ'Ζ�

Bani abidi��E��������.DUDFKL��3DNLVWDQ��LV�D�YLVXDO�DUWLVW�ZKRVH�SUDFWLFH�UHYHOV�LQ�WKH�DUW�RI�WKH�ȆVWDJHȇ�EHWZHHQ�IDFW�DQG�ȴFWLRQ��SOD\LQJ�ZLWK�SROLWLFDO�UHSUHVHQWDWLRQV�RI�VSDFH�DQG�
EHKDYLRU�WKDW�H[DFHUEDWH�SRZHU�UHODWLRQV�EHWZHHQ�ZKDW� LV�GLDVSRULF��SRSXODU��RU�QDWLRQDOL]HG� LQ�FKDUDFWHU��8WLOL]LQJ�KXPRU��$ELGLȇV�SUHGRPLQDQW�H[SHULPHQWDWLRQ� LQ�YLGHR�DQG�
SKRWRJUDSK\�RIWHQ�SUHVHQWV�DEVXUG�YLJQHWWHV�WKDW�MDU�ZLWK�LGHDV�RI�VRFLDO�QRUPDOF\�

$ELGL�JUDGXDWHG�LQ������ZLWK�D�%DFKHORU�RI�)LQH�$UWV�IURP�1DWLRQDO�&ROOHJH�RI�$UW��/DKRUH��ΖQ�������VKH�FRPSOHWHG�D�0DVWHU�RI�)LQH�$UWV�IURP�WKH�6FKRRO�RI�WKH�$UW�ΖQVWLWXWH��&KLFDJR�

%DQL�$ELGL�FXUUHQWO\�OLYHV�EHWZHHQ�%HUOLQ�DQG�.DUDFKL�

---
KWWS���ZZZ�EDQLDELGL�FRP

BANI ABIDI  �3$.Ζ67$1�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG23



Artist(s) & film(s)

)Ζ/06�

Theme: 0\WKRORJ\ Year: ���������
Thursday, 3 November 2016 Duration (mins): ����

ΖQ�7KDLODQG�WRGD\��LW�LV�SURKLELWLYH�WR�FULWLFL]H�WKH�7KDL�UR\DO�IDPLO\��$Q\�VXFK�DFW��RQ�RU�R΍�OLQH��LV�SXQLVKDEOH�E\�LPSULVRQPHQW��D�UXOLQJ�ZLWK�SURPRWLRQDO�PHGLD�FDPSDLJQV�
DFURVV�WKH�FRXQWU\�ZKLFK�VWDWH�Ȇ:RUVKLS��SURWHFW��DQG�XSKROG�WKH�PRQDUFK\ȇ�

2Q����0D\�������WKH�5R\DO�7KDL�$UPHG�)RUFHV�ODXQFKHG�D�FRXS�GȇHWDW�DJDLQVW�WKH�FDUHWDNHU�JRYHUQPHQW�WKDW�KDG�EHHQ�FUHDWHG�LQ�WKH�ZDNH�RI�<LQJOXFN�6KLQDZDWUDȇV�IDLOHG�
JHQHUDO�HOHFWLRQ��$�PLOLWDU\�MXQWD�ZDV�IRUPHG��FDOOHG�WKH�Ȇ1DWLRQDO�&RXQFLO�IRU�3HDFH�DQG�2UGHUȇ��GHFODULQJ�PDUWLDO�ODZ��DUUHVWLQJ�QXPHURXV�SROLWLFLDQV��WDNLQJ�FRQWURO�RI�
WKH�PHGLD�DQG�FHQVRULQJ�WKH�ΖQWHUQHW��FLWLQJ�WKH�YLROHQFH�RQ�WKH�VWUHHWV�DV�JUDYH�FDXVH�IRU�WKHLU�DFWLRQV��3HRSOH�ZHUH�QRW�DOORZHG�WR�JDWKHU�LQ�SXEOLF�DUHDV�GXULQJ�WKH�
HQIRUFHG�FXUIHZ����SP�Ȃ��DP��

ΖQ�WKLV�ZRUN��WKH�ULJKW�KDQG�VFUHHQ�Ȃ�Ȇ%OLQGLQJȇ�Ȃ�VKRZV�WKH�DUWLVW�ZLWK�KLV�RZQ�SXEOLF�LQWHUYHQWLRQ�GXULQJ�WKLV�FXUIHZ��7KH�OHIW�KDQG�VFUHHQ�Ȃ�Ȇ3ODQNLQJȇ�Ȃ�LV�DQRWKHU�SXEOLF�
LQWHUYHQWLRQ�RI�WKH�DUWLVW��SHUIRUPHG�LQ������GXULQJ�WKH�GDLO\��DP�DQG��SP�SXEOLF�EURDGFDVW�RI�WKH�7KDL�QDWLRQDO�DQWKHP��LURQLFDOO\�VXFK�YHUVH�PHQWLRQV�QRWKLQJ�RI�WKH�
.LQJ���ZKHQ�SHRSOH�DUH�H[SHFWHG�WR�VWDQG�VWLOO��XQLWHG�IRU�WKHLU�FRXQWU\��ΖQ�WKLV�ZRUN��6LULSKRO�VXEWO\�UHIHUV�WR�WKH�DEVXUGLW\�RI�KXPDQ�EHKDYLRU��LQ�LWV�QHDU�EOLQG�IROORZLQJ�
RI�WKH�PDVVHV�LQ�WKH�P\WK�RI�ZKDW�LV�GHPDQGHG�E\�LWV�QDWLRQDO�QDUUDWLYHV��XVLQJ�YLGHR�DV�D�GLVFUHWH�GRFXPHQWDU\�WRRO�

The artist states ȊΖQ�7KDLODQG��RXU�JRYHUQPHQW�KDV�SUHYLRXVO\�WULHG�WR�FUHDWH�D�VLQJOH�ΖQWHUQHW�JDWHZD\�V\VWHP�WR�FRQWURO�SHRSOHȇ�DFWLYLW\��7KDW�LV�ZK\�ZH�KDYH�WR�ȴQG�GL΍HUHQW�ZD\V�
WR�VSHDN�RXW�ZKHQ�ZH�GRQȇW�DJUHH�ZLWK�WKHP��)RU�PH��DUW�LV�D�WRRO�WR�VD\�VRPHWKLQJ�LQGLUHFWO\�ZKHQ�ZH�KDYH�OLPLWHG�IUHHGRP�RI�VSHHFK��3ODQNLQJ�%OLQGLQJ�LV�D�NLQG�RI�SURWHVW�DFWLRQ�ȋ

---
Country: 7KDLODQG��Genre: 9LGHR�$UW��CREW: Production:�&KXOD\DUQQRQ�6LULSKRO��Cinematography and Camera: &KXOD\DUQQRQ�6LULSKRO��:DFKDUD�.DQKD�
Edition:�&KXOD\DUQQRQ�6LULSKRO��image post-production:�&KXOD\DUQQRQ�6LULSKRO

PLaNKiNG / BLiNDiNG

&+8/$<$51121�
6Ζ5Ζ3+2/�

Chulayarnnon Siriphol �E��������%DQJNRN��7KDLODQG��LV�D�ȴOPPDNHU�DQG�YLVXDO�DUWLVW��([SHULPHQWLQJ�ZLWK�WKH�PRYLQJ�LPDJH�DV�YLGHR�LQVWDOODWLRQ��VKRUW�ȴOP��DQG�GRFXPHQWDU\��
6LULSKRO�LV�DQ�XUEDQ�YR\HXU�FDSWXULQJ�KXPDQ�EHKDYLRU�DV�ERWK�DEVXUG�DQG�ZRQGURXV��GUDZQ�WR�FROOHFWLYH�P\WKV�DV�IUDJLOH�IDFWV�WKDW�DUH�EOLQGO\�HQIRUFHG�DQG�IROORZHG�

6LULSKRO�KDV�ZRQ�PDQ\�VKRUW�ȴOP�LQWHUQDWLRQDO�DZDUGV��ΖQ�������KH�JUDGXDWHG�IURP�.LQJ�0RQJNXW�ΖQVWLWXWH�RI�7HFKQRORJ\�/DGNUDEDQJ��%DQJNRN�ZLWK�D�%DFKHORU�RI�)LQH�DQG�$SSOLHG�
$UWV��)LOP�DQG�9LGHR���ΖQ�������KH�FRPSOHWHG�D�0DVWHUV�RI�)LQH�$UWV��9LVXDO��IURP�6LOSDNRUQ�8QLYHUVLW\��%DQJNRN�

+H�FXUUHQWO\�OLYHV�DQG�ZRUNV�LQ�%DQJNRN�

---
ZZZ�FKXOD\DUQQRQ�FRP

CHULAYARNNON SIRIPHOL  �7+$Ζ/$1'�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG24



Artist(s) & film(s)

)Ζ/06�

Theme: 0\WKRORJ\ Year: ����
Thursday, 3 November 2016 Duration (mins): �����

&ODXGLD� -RVNRZLF]ȇV� ZRUN� ORRNV� DW� KLVWRU\� DQG� LWV� UHSHUFXVVLRQV� RQ� ODQGVFDSH�� ΖQ� KHU� YLGHRV� DQG� LQVWDOODWLRQV�� KLVWRULF� HYHQWV� DQG� SHUVRQDO� VWRULHV�ZLWK� D� KLVWRULF�
GLPHQVLRQ�DUH�UHYLVLWHG�DQG�DQFKRUHG�LQ�KHU�QDWLYH�/DWLQ�$PHULFDQ�ODQGVFDSH��2Q�WKH�ZKROH��KHU�ZRUN�DGGUHVVHV�WKH�ZD\�WHFKQRORJ\�PHGLDWHV�DQG�UHGHȴQHV�FRQFHSWV�
OLNH�KLVWRU\�DQG�PHPRU\�

+D\�PXHUWRV�TXH�QR�KDFHQ�UXLGR [Some Dead Don’t Make a Sound@��XVHV�WKH�0H[LFDQ�OHJHQG�RI�WKH�:HHSLQJ�:RPDQ��Ȇ/D�/ORURQDȇ��DV�D�PHWDSKRU�IRU�D�QDWLRQ�LQ�PRXUQLQJ�

7KH�:HHSLQJ�:RPDQ� LV�D�EURNHQ�V\PERO��D�PHODQJH�RI�SUH�+LVSDQLF�P\WKV�DQG�YDULRXV� UHSUHVHQWDWLRQV�RI�PRWKHU�JRGGHVVHV�� ΖQ� LWV�GL΍HUHQW�YHUVLRQV�� WKH� OHJHQG�
SUHVHUYHV�HOHPHQWV�RI�LWV�LQGLJHQRXV�HVVHQFH�DQG�UHSUHVHQWV�WLPH��WKH�URDG�WR�WKH�XQGHUZRUOG��GHDWK�LQ�WKH�VXSHUQDWXUDO��DQG�KRSHOHVVQHVV�LQ�WKH�HYHU\GD\��7KHUHIRUH��
VKH�LV�HPEOHPDWLF�RI�WKH�GHVSDLU�RI�D�QDWLRQ��ΖQ�WKH�ODVW�VFHQH��WKH�YRLFHV�HPHUJLQJ�IURP�WKH�UDGLR�GHOLYHU�WKH�KDUVK�UHDOLW\�RI�FROOHFWLYH�PRXUQLQJ�DV�ZH�KHDU�DQ�LQWHUYLHZ�
ZLWK�WKH�SDUHQWV�RI�WKH����GLVDSSHDUHG�VWXGHQWV�RI�$\RW]LQDSD�

5HJLVWHULQJ�VKRWV�RI�HYHU\GD\�OLIH�RI�WKH�FLW\�RI�2D[DFD�DQG�MX[WDSRVLQJ�WKH�PXQGDQH�ZLWK�WKH�P\VWLFDO��WKLV�YLGHR�FDSWXUHV�WKH�PHVV\�UHDOLW\�RI�XUEDQ�OLIH�UHȵHFWHG�LQ�WKH�
PHGLD��ZKLFK�XVHG�WR�WULYLDOL]H�LW�

---
Country: 0«[LFR��*HQUH��9LGHR�$UW��Language:�6SDQLVK��CREW: Production:�/$5$�������DQ�$6Ζ$&Ζ7Ζ�75867�3URMHFW��Cast: 5RVDULR�2UGµ³H]�)XHQWHV�DQG�&KULVWLDQ�5DVJDGR��
Cinematography:�$QWRQLR�7XURN��Camera:�%HQMDP¯Q�&DEUDO��Photography assistant: �QJHO�-DUD�7DERDGD��Editor:�&ODXGLD�-RVNRZLF]��Director’s assistant:�$OHMDQGUR�5H\QDXG��
Production assistant:�%UXQR�9DUHOD��Grip and Dolly: *XVWDYR�0RUD�DQG�)UHG\�5XELR��Music:��6WHIDQR�6FRGDQLEELR��&DQ]RQLHUH�PHVVLFDQR���&DQ]RQH�SRSRODUH��/D�OORURQD��4XDUWHWWR�
3URPHWHR��(0&�1(:�������/RV�6OHHSHUV��$O�ULWPR�GH�OD�OOXYLD��3HHUOHVV��������Radio:�5DGLR�3ODQWµQ��2D[DFD��0«[LFR��������Ventana Pública:�(QWHUYLVWD�D�SDGUHV�\�HVWXGLDQWHV�GH�
$\RW]LQDSD��ZZZ�HVNXFKDUDGLR�FRP�P[���1RYHPEHU��������

HaY MUERTOS QUE NO HaCEN RUiDO  [SOME DEaD DON’T MaKE a SOUND]

&/$8'Ζ$�-26.2:Ζ&=�

Claudia Joskowicz �E��������6DQWD�&UX]�GH�OD�6LHUD��%ROLYLD��PDNHV�SRLJQDQW�DQG�XQVHWWOLQJ�YLGHR�ZRUNV�WKDW�IRUP�D�SDOLPSVHVW�RI�SXEOLF�DQG�SULYDWH�KLVWRULHV��%OHQGLQJ�GRFXPHQWDU\�
ZLWK�ȴFWLRQDO�QDUUDWLYH�� -RVNRZLF]� UHFUHDWHV�HSLVRGHV�RI�YLROHQFHȃERWK� ODWHQW�DQG�HUXSWLYHȃH[FDYDWHG� IURP�%ROLYLDȇV�SDVW� WR� UHYHDO�KLGGHQ� WUDXPDV�DQG� WHQWDWLYHO\�R΍HU� WKH�
SRVVLELOLW\�RI�FDWKDUVLV��2Q�WKH�ZKROH��KHU�ZRUN�DGGUHVVHV�WKH�ZD\�WHFKQRORJ\�PHGLDWHV�DQG�UHGHȴQHV�FRQFHSWV�OLNH�KLVWRU\�DQG�PHPRU\�

-RVNRZLF]�UHFHLYHG�D�%DFKHORU�RI�$UFKLWHFWXUH�IURP�WKH�8QLYHUVLW\�RI�+RXVWRQ��7H[DV�LQ������DQG�DQ�0)$�LQ�VWXGLR�DUWV�IURP�1HZ�<RUN�8QLYHUVLW\�LQ�������

6KH�OLYHV�DQG�ZRUNV�EHWZHHQ�1HZ�<RUN��86$�DQG�6DQWD�&UX]��%ROLYLD�

---
ZZZ�MRVNRZLF]�FRP

CLAUDIA JOSKOWICZ  �%2/Ζ9Ζ$��86$�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG25



Artist(s) & film(s)

'Ζ1+�4�/�

)Ζ/06�

Theme: 6SHFLDO�)HDWXUH��9LHWQDP Year: ����
Sunday, 6 November 2016 Duration (mins): �����

ȋ$UWV�DQG�FXOWXUH�DOVR�IRUP�D�EDWWOHȴHOG��$QG�DUWLVWV�DUH�WKH�ZDUULRUV�LQ�WKDW�EDWWOH��/LNH�DQ\�RWKHU�ZDUULRUV��DUWLVWV�KDYH�VSHFLȴF�UHVSRQVLELOLWLHV��QDPHO\��WR�VHUYH�WKH�UHYROXWLRQ��WR�
VHUYH�WKH�1DWLRQ��DQG�WR�VHUYH�WKH�SHRSOH��KHUH�PHDQV�WKH�VROGLHUV��WKH�IDUPHUV��DQG�WKH�LQGXVWULDO�ZRUNHUV�>Ȑ@�$UWV�DQG�FXOWXUH��OLNH�DQ\�RWKHU�DFWLYLWLHV��FDQQRW�VHSDUDWH�IURP�EXW�
PXVW�LQWHJUDWH�LQWR�HFRQRPLFV�DQG�SROLWLFV�ȋ

7KRVH�DUH�WKH�ZRUGV�RI�+R�&KL�0LQK�LQ�KLV� OHWWHU�WR�9LHWQDPHVH�DUWLVWV�GXULQJ�WKH�)LQH�$UW�([KLELWLRQ�LQ�������7DNLQJ�KLV�DGYLFH�WR�KHDUW��PDQ\�DUWLVWV�IURP�GL΍HUHQW�
EDFNJURXQGV�HQWHUHG�WKH�ZDU�WR�EHFRPH�VROGLHUV�RQ�WKH�ȴHOG�RI�FXOWXUH�DQG�LGHRORJ\��8VLQJ�WKHLU�SHQFLOV��FRORUV��DQG�DUWLVWLF�WDOHQW�DV�ZHDSRQV��WKH\�DUGXRXVO\�UHFRUGHG�
WKH�ZDU�VFHQHV��WKH�EDWWOHV��WKH�DUWLOOHU\��DQG�WKH�HYHU\GD\�OLIH�RI�SHRSOH�LQ�WKH�ZDU��Light and Belief�WDNHV�XV�WKURXJK�D�MRXUQH\�ZLWK�QDUUDWLYHV�IURP�VHQLRU�DUWLVW�VROGLHUV��
EHDXWLIXOO\�HPEHOOLVKHG�ZLWK�WKHLU�DQLPDWHG�VNHWFKHV�IURP�ZDUWLPH�WR�VKHG�OLJKW�RQ�D�GLɝFXOW�DQG�KDXQWLQJ�SHULRG�RI�D�FRXQWU\�LQ�WUDQVLWLRQ�WRZDUGV�LQGHSHQGHQFH�

'LQK�4�/¬�KDV�GHOLFDWHO\�OHG�WKH�FRQYHUVDWLRQV�ZLWK�WKH�VHQLRUV�DUWLVWV�DERXW�WKHLU�H[SHULHQFHV�ZLWQHVVLQJ�WKH�IDWH�RI�WKH�9LHWQDPHVH�SHRSOH�ZKR�HQWHUHG�WKH�ZDU�ZLWK�
GHWHUPLQDWLRQ�DQG�EUDYHU\��7KH�DUWLVWV�VKDUHG�ZLWK�/¬� WKHLU�SURFHVV�RI�GHSLFWLQJ� OLIH�GXULQJ�EDWWOHV� �JULHYLQJ�DQG�DFNQRZOHGJLQJ� WKH�SDLQ��EXW�FKRRVLQJ� WR� IRFXV�RQ�
SRVLWLYH�VFHQHV�LQVWHDG��DQG�WKHLU�VHQVH�RI�UHVSRQVLELOLWLHV�LQ�XSOLIWLQJ�WKH�VSLULW�RI�VROGLHUV��YLD�ERWK�KHDUWIHOW�FRQYHUVDWLRQV�DQG�SURSDJDQGLF�DUWV���0RVW�LPSRUWDQWO\��
PDQ\�DUWLVWV�H[SUHVVHG�WKHLU�DQ[LHW\�DERXW�KLVWRULHV�EHLQJ�ORVW�DV�WKH\�JURZ�ROGHU�DQG�WKHLU�VNHWFKHV�GHWHULRUDWH��7R�WKHP��WKHVH�ZDU�VNHWFKHV�DUH�D�ZD\�WR�GRFXPHQW�
KLVWRULHV�Ȃ�WKH�HYHQWV�DQG�SHRSOH�WKDW�FRQWULEXWHG�WR�WKH�OLEHUDWLRQ�RI�9LHWQDP��/¬�KDV�EOHQGHG�VFHQHV�RI�WKH�VHQLRU�DUWLVWV�WKHPVHOYHV�EHFRPLQJ�DQLPDWHG�VNHWFKHV�LQ�
EHWZHHQ�LQWHUYLHZV��WR�FRQYH\�WKH�PHVVDJH�WKDW�WKH�DUWLVWV�DUH�KLVWRU\�ZHDYHUV�Ȃ�D�JHQHUDWLRQ�WKDW�VLOHQWO\�FRQWULEXWHG�WR�WKHLU�FRXQWU\��7KH�VWRU\�RI�/H�'X\�8QJ��WKH�
YROXQWHHU�DUWLVW�ZKR�ZDV�EOLQGHG�ZKLOH�UHFRUGLQJ�VNHWFKHV�RQ�EDWWOHV��UHYHUEHUDWHV�WKURXJK�WKH�ȴOP�DV�D�WHVWLPRQ\�WR�WKH�DUWLVWVȇ�VDFULȴFHV�

Light and Belief�LV�D�GRFXPHQWDU\�RI�D�FKDSWHU�LQ�9LHWQDPHVH�DUW�KLVWRU\Ȃ�ZKHUH�DUWV�LQWHUWZLQH�ZLWK�VRFLR�SROLWLFDO�DQG�KLVWRULFDO�KDSSHQLQJV�WR�WHOO�WKH�VWRU\�RI�D�QDWLRQ�
DQG�LWV�SHRSOH��ZKR�KDYH�VX΍HUHG�EXW�VWLOO�VWDQG�ȴUPO\�WR�KRSH�DQG�UHDFK�WRZDUGV�D�EHWWHU�IXWXUH�

---
Country:�9LHWQDP��Genre:�'RFXPHQWDU\� Language: 9LHWQDPHVH��(QJOLVK��CREW: Producer:�7X̢Q�$QGUHZ�1JX\͂Q��Executive producers: 'LQK�4�/¬��6KRVKDQD�:D\QH�*DOOHU\�����
&KDQFHU\�/DQH�*DOOHU\��6KHUPDQ�&RQWHPSRUDU\�$UW�)RXQGDWLRQ��Unit production manager: 1JX\͂Q�+R¢QJ�4X¤Q��Research and interviews:�/¬QD�%»L��'LQK�4�/¬��Director of 
photography:�3KXQDP��Camera operators:�3KXQDP��0DWW�/XFHUR��1JX\͂Q�1K̪W�1DP��7X̢Q�$QGUHZ�1JX\͂Q��Editor:�7X̢Q�$QGUHZ�1JX\͂Q�Color grading and Online: 3KXQDP��
animation supervisor:�6XQKD�<RRQ�6DOD΍��$QLPDWLRQ��6XQKD�<RRQ�6DOD΍��$QGUHV�6DOD΍��(VWKHU�6KLQ��(GGLH�0RUHQR��0HOYLQD�:RQJ�� -RVKXD�'RWVRQ��Score: 5LFKDUG�+RURZLW]��Re-
recording mixer and Dialogue editor: *OHQ�$OJHU�6FKULFNHU��Production assistant:�+XȁQK�1J¶�9¤Q�$QK��Post-production assistant:�1JX\͂Q�%¯FK�7U¢��$UWLVWV��/¬�/DP��3KDQ�
2£QK��1JX\͂Q�7K͢��7UɢɠQJ�+L̼X��'ɢɠQJ��QK��1JX\͂Q�7R¢Q�7KL��.LP�7L̼Q��9ī�*L£QJ�+ɢɠQJ��4X£FK�3KRQJ��+XȁQK�3KɢɠQJ�Ò¶QJ��0LQK�3KɢɠQJ��artworks by: 'ɢɠQJ��QK��.LP�7L̼Q��
+XȁQK�3KɢɠQJ�Ò¶QJ��/¬�/DP��0LQK�3KɢɠQJ��1JX\͂Q�7R¢Q�7KL��3KDQ�2£QK��3KDQ�7KDQK�&K¤X��4X£FK�3KRQJ��4XDQJ�7K͊��7UɢɠQJ�+L̼X��9ī�*L£QJ�+ɢɠQJ

LiGHT aND BELiEF 

'LQK�4�/¬��E��������+D�7LHQ��9LHWQDP��SRVVHVVHV�D�GLYHUVH�SUDFWLFH�WKDW�LV�PLQGIXO�RI�WKH�FRPSOH[�LQWHUZHDYLQJ�RI�RɝFLDO�DQG�QRQ�RɝFLDO�KLVWRULHV��SDUWLFXODUO\�LQ�WKH�PLQGV�RI�
WKRVH�ZKR�KDYH�XQGHUJRQH�HYHQWV�ZKRVH�IDFWV�DUH�JLYHQ�OLWWOH�KXPDQLW\��+H�LV�FRQFHUQHG�ZLWK�KRZ�KLVWRU\�LV�UHFRUGHG�DQG�LQVWLWXWLRQDOL]HG��KRZ�WKHVH�DUFKLYHV�IDLO�LQ�WKH�WHOOLQJ�
RI�SDLQ�DQG�ORVV��RI�WKH�HQVXLQJ�DEVHQFH�IHOW�QRW�RQO\�LQ�WKH�SK\VLFDO�GHVWUXFWLRQ�RI�REMHFW�DQG�SODFH��EXW�DOVR�LQ�WKH�SV\FKRORJLFDO�EDWWOH�RI�WKH�H[LOH��WKH�UHIXJHH�RU�WKH�DV\OXP�
VHHNHU��/¬ȇV�ZRUN�FKDOOHQJHV�WKH�GLJLWDO�DJH�LQ�LWV�VXUSOXV�RI�UHSUHVHQWDWLRQDO�GDWD��XVLQJ�KLV�DUW�WR�SUHVV�SDXVH�RQ�LWV�PLQHȴHOG�RI�LPDJHV�WR�IRUFH��H[SDQG��DQG�UHȵHFW�XSRQ�WKH�
VLJQLȴFDQFH�RI�HDFK�LQGLYLGXDO�LPDJH�

/¬�UHFHLYHG�KLV�%$�LQ�$UW�VWXGLR�DW�8&�6DQWD�%DUEDUD�LQ������DQG�KLV�0)$�LQ�3KRWRJUDSK\�DQG�5HODWHG�0HGLD�DW�7KH�6FKRRO�RI�9LVXDO�$UWV�LQ�1HZ�<RUN�&LW\�LQ�������ΖQ�������/¬�
FR�IRXQGHG�6¢Q�$UW��DORQJVLGH�7XDQ�$QGUHZ�1JX\HQ��3KX�1DP�7KXF�+D��DQG�7L΍DQ\�&KXQJ���7KLV�QRQ�SURȴW�DUW�RUJDQL]DWLRQ�UHPDLQV�FRPPLWWHG�WR�IXUWKHULQJ�GLDORJ��H[SHUWLVH��
SURGXFWLRQ�DQG�VKRZFDVH�RI�FULWLFDO�H[SHULPHQWDWLRQV�LQ�FRQWHPSRUDU\�DUW�IURP�9LHWQDP�DQG�DEURDG�
'LQK�4�/¬�LV�FRQVLGHUHG�RQH�RI�9LHWQDPȇV�PRVW�HVWDEOLVKHG�DUWLVWV�ZKRVH�SUDFWLFH�KDV�DQ�H[WHQVLYH�H[KLELWLRQ�KLVWRU\�ZRUOGZLGH��+H�OLYHV�DQG�ZRUNV�LQ�+R�&KL�0LQK�&LW\��9LHWQDP�

DINH Q Lê �9Ζ(71$0�
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Artist(s) & film(s)

)Ζ/06�

ViSiON iN DaRKNESS: TRaN TRUNG TiN 

Theme: 6SHFLDO�)HDWXUH��9LHWQDP Year: ����
Sunday, 6 November 2016 Duration (mins): �����

Vision in Darkness UHYHDOV�WKH�OLIH�DQG�ZRUN�RI�9LHWQDPHVH�DUWLVW��7UDQ�7UXQJ�7LQ��������������D�VKRUW�ȴOP�WKDW�EHJLQV�ZLWK�7UDQȇV�EROG�SXEOLF�DQQRXQFHPHQW�IURP�WKH�
+DQRL�)LOP�6WXGLR�LQ�������YLD�WHOHJUDP��ȆΖ�ZLWKGUDZ�IURP�WKH�VWDWH�RɝFLDO�ZRUNIRUFH��Ζ�ZLWKGUDZ�IURP�WKH�&RPPXQLVW�3DUW\ȇ��%RUQ�LQ�6DLJRQ�DORQJ�WKH�0HNRQJ�'HOWD��7UDQȇV�
XQLTXH�OLIH�MRXUQH\�WUDYHUVHV�KLV�WULDOV�DQG�WULEXODWLRQV�DV�VROGLHU��DFWRU��&RPPXQLVW�3DUW\�6HFUHWDU\��DQG�DUWLVW��ZKRVH�PRYHPHQW�IURP�6RXWK�WR�1RUWK�9LHWQDP��DQG�EDFN��
ZDV�GHHSO\�DQG�WUDXPDWLFDOO\�FRORUHG�E\�ȴUVWO\�KLV�SDVVLRQ��GLVLOOXVLRQ��DQG�HYHQWXDO�UHVLJQDWLRQ�ZLWK�DQG�IURP�WKH�&RPPXQLVW�FDXVH�

$V�GLUHFWRU��'LQK�4�/¬�LQWHUYLHZV�VHYHUDO�LQGLYLGXDOV�LQ�WKLV�GRFXPHQWDU\�Ȃ�LQWHOOHFWXDOV��IHOORZ�FROOHDJXHV�IURP�WKH�ȴOP�LQGXVWU\��DUW�KLVWRULDQV��DQG�7UDQ�7UXQJ�7LQȇV�ZLGRZ�
Ȃ�ZKR�UHYHDO�7UDQ�DV�D�FKDUDFWHU�RI�SULQFLSOH��ZKR�ZDV�QRW�RQO\�VRFLDOO\�RVWUDFL]HG�IURP�IDPLO\�DQG�IULHQGV�IRU�KLV�GLVDYRZDO�RI�9LHWQDPȇV�GRPLQDWLQJ�SROLWLFDO�LGHRORJ\��EXW�
DOVR�ZDV�QHYHU�DFFHSWHG�DV�DQ�DUWLVW�E\�KLV�DUWLVWLF�FRPPXQLW\�GXH�WR�KLV�UHYHOU\�LQ�DEVWUDFWLRQ��DQ�H[SHULPHQWDWLRQ�WKH\�EODPHG�RQ�KLV�ODFN�RI�D�IRUPDO�DUW�HGXFDWLRQ��

7KURXJKRXW�WKLV�VKRUW�ȴOP��/¬�LQWHUZHDYHV�LPDJHV�RI�7UDQȇV�DUW�Ȃ�SDLQWHG�DEVWUDFWLRQV�RIWHQ�RQ�QHZVSDSHU�Ȃ�WKHVH�KHDY\�JHVWXUDO�ZRUNV�VXJJHVWLYH�RI�KXPDQ�ȴJXUHV�LQ�
WRUPHQW�ZKHUH�EROG�VZDWKHV�RI�FRORU�HPRWLYHO\�UHYHDO�WKH�PHGLXP�DV�7UDQȇV�RQO\�IUHHGRP�RI�H[SUHVVLRQ��'XULQJ�7UDQȇV�HUD��WKH�RɝFLDO�DUW�HVWDEOLVKPHQW�RI�9LHWQDP�GLG�
QRW�SHUPLW�H[SHULPHQWDWLRQ�LQ�DEVWUDFWLRQ�RU�QXGLW\��LQVWHDG�GHPDQGLQJ�WKDW�DUWLVWV�IROORZ�ȆVRFLDO�UHDOLVWȇ�PRWLYDWLRQ�DQG�WHFKQLTXH�WR�VHUYH�WKH�FRXQWU\ȇV�SURSDJDQGD�
PDFKLQH�� ΖW�ZDV�7UDQȇV� IUXVWUDWLRQ�ZLWK�WKLV�FRQWURO�RI�DUWLVWLF�H[SUHVVLRQ�DQG�SURGXFWLRQ�� LWV� ODFN�RI� WUXWK� LQ�UHȵHFWLQJ�WKH�GLOHPPDȇV�RI� WKH�9LHWQDPHVH�SHRSOH�� WKDW�
HPEROGHQHG�KLV� LPPHUVLRQ� LQ�DEVWUDFWLRQ�Ȃ�D�SUDFWLFH� WRGD\�DUJXDEO\�ȴQDOO\� UHFRJQL]HG�DV�DQ� LQȵXHQWLDO�SUHFXUVRU� WR� WKH�JURZWK�RI�FRQFHSWXDO�H[SHULPHQWDWLRQ� LQ�
9LHWQDPHVH�SRVW�ZDU�SDLQWLQJ�

---
Country: 9LHWQDP��Genre: 'RFXPHQWDU\�� Language: 9LHWQDPHVH�� (QJOLVK��CREW: Production:� 7X̢Q� $QGUHZ� 1JX\͂Q� Ȃ� 7$14V� 6WXGLR�� Line producer: 1JX\͂Q� ;X¤Q� 3KɢɠQJ��
Cinematography and Camera: 3KXQDP� audio Recorder: +͐�+X\��Ò͔�9ī��(GLWLRQ��(ULN�7UXRQJ��7X̢Q�$QGUHZ�1JX\͂Q��Music: %®QK�$Q�7̢W��Soundtrack mix:�7ṲQ�0̞QK�+R¢QJ��
2WKHUZRUOG�6RXQG��3K»�+R¢QJ�4X¤Q��&RORU�DQG�(΍HFWV��(ULN�7UXRQJ��(QJOLVK�6XEWLWOHV��7$14�6WXGLR��Production asistants:�1JX\͂Q�7KXͰ�'L͂P��+XȁQK�1J¶�9¤Q�$QK�
artists:�7ṲQ�7K͈�+XȁQK�1JD��7U͈QK�7¼��7U͈QK�7K£L��7ͮ�+X\��3K̞P�7R¢Q��6KHUU\�%XFKDQDQ��/¬�7KL̼W�&ɢɠQJ��%»L�1Kɢ�+ɢɠQJ

DINH Q Lê �9Ζ(71$0�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG27



Artist(s) & film(s)

)Ζ/06�

Theme: 0DWHULDOLW\ Year: ���� 

Saturday, 5 November 2016 Duration (mins): �����

ΖQ�WKH�HDVWHUQ�UHJLRQ�RI�.DWDQJD�LQ�'HPRFUDWLF�5HSXEOLF��'5��RI�&RQJR��WKRXVDQGV�RI�FKLOGUHQ�WRLO�DZD\�LQ�LWV�FREDOW�DQG�FRSSHU�GHSRVLWV�Ȃ�WKH�ȆEORRG�PLQHUDOVȇ�FHQWUDO�
WR�WKH�PDQXIDFWXUH�RI�FHOO�SKRQHV�DQG�FRPSXWHU�FRPSRQHQWV��'DYLG�'RXJODV�0DVDPXQD�1WLPDVLHPL�EHJLQV�Mines de Rien�ZLWK�D�QDPLQJ�H[HUFLVH�WKURXJK�ZKLFK�WKH�
FKLOGUHQ�EHFRPH�UHDO��LQGLYLGXDOV�VXEPLWWHG�WR�D�WHUULEOH�IDWH��IRU�RQFH�QRW�D�QXPEHU�DPRQJ�IDFHOHVV�PDVVHV��RU�TXHVWLRQ�PDUNV�LQ�YDJXH�1*2�GHFODUDWLRQV�RI�SULQFLSOHV��
6KRUWO\�DIWHU��ZH�KHDU�RQH�RI�WKH�FKLOGUHQ�PDNLQJ�ZLVKHV�IRU�D�SRVVLEOH�IXWXUH��H[SUHVVLQJ�D�GHYDVWDWLQJ�LQVHFXULW\�RQ�KLV�ULJKW�WR�OLYH��6L�MH�JUDQGLVȐȇΖI�Ζ�JURZ�XSȐȇ

6FHQHV�RI�WKH�FKLOGUHQ�ZRUNLQJ�RQ�WKH�PLQHV�DUH�EOHQGHG�ZLWK�DODUPLQJ�VWDWLVWLFV�DERXW�WKHLU�OLYLQJ�FRQGLWLRQ��2ɝFLDO�UHFRUGV�HVWDEOLVK�WKDW�����RI�WKH�FKLOGUHQ�SRSXODWLRQ�
LQ�.DWDQJD�SURYLQFH�ZRUNV�WKH�PLQHV��(DFK�DQG�HYHU\�RQH�DPRQJ�WKHP�LV�GDLO\�H[SRVHG�WR�LOOQHVV�IURP�FRQWDPLQDWLRQ��IDWDO�DFFLGHQWV��DQG�HYHQ�GHDWK��7KH�FKLOGUHQ�LQ�
WKH�ȴOP�WHOO�XV�WKDW�WKH\�PXVW�ZRUN�D�PLQLPXP�RI�WHQ�KRXUV�SHU�GD\��PDQXDOO\�FUDFNLQJ�VPDOO�VWRQHV�DQG�FROOHFWLQJ�FREDOW�DQG�FRSSHU�UHVLGXHV�E\�WKHLU�QDNHG�KDQGV�LQ�
DFLG�LQIHVWHG�ZDWHUV��7KHLU�GDLO\�ZDJH�LV���86�GROODUV�

1WLPDVLHPLȇV�ȴOP�EULQJV�D� UHDOLVWLF�SHUVSHFWLYH� LQWR� WKH�KHJHPRQLF� UHODWLRQVKLS�EHWZHHQ� IRUHLJQ�FRPSDQLHV�� VRFLHW\ȇV� WKLUVW� IRU� WHFKQRORJ\��DQG�YLRODWLRQ�RI�KXPDQ�
ULJKWV�� HVSHFLDOO\� FKLOGUHQȇV�� 6RFLHW\ȇV� KLJK�GHPDQGV� IRU�PRGHUQ� WHFKQRORJ\�KDYH�SXVKHG� FRPSDQLHV� WR� H[SDQG� WKHLU� VHDUFK� IRU� FKHDS� ODERU� DQG�PDWHULDOV�� ΖQ� WKLV�
VTXDQGHULQJ�SURFHVV��FKLOGUHQ�EHFRPH�H[SORLWHG�DQG�WKHLU�GUHDPV�VDFULȴFHG�IRU�WKH�ZRUOGȇV�ODWHVW�SKRQH�EUDQG��7KH�LVVXHV�RI�PLQLQJ�LQ�'5�&RQJR�KDYH�EHFRPH�SDUW�RI�
HQYLURQPHQWDOLVW�DQG�SROLWLFDO�DFWLYLVWV�DJHQGDV�LQ�WKH�ODVW�\HDUV��+RZHYHU��KRZ�PXFK�RI�WKH�FRQYHUVDWLRQ�LV�WXUQHG�LQWR�UHDO�DFWLRQ�LV�GXELRXVȐ

---
Country: '5�&RQJR��Language: )UHQFK��CREW: Thanks to:�'DOO\�������&KDGUDFN�������0HVKDN�������-HQRYLF�������$ULVWRWHOH�������*LUHVVH�������&KULVWLDQ�����Ȃ�ZKR�KDYH�DJUHHG�WR�VKDUH�
WKHLU�GDLO\�OLIH�ZLWK�XV��idea by: *DEULHOH�6DOPL��a Production of:�$OED�2QXV��Coordination Technique:�'/�0XOWLP«GLD��ΖQ�FROODERUDWLRQ�ZLWK��81Ζ&()��)UDPHZRUN�IRU�&RQVXOWDWLRQ�
DQG�&RPPXQLW\�6XSHUYLVLRQ�RI�.LSXVKL� With the participation of:�.DWDQJD�'LPDQFKH�3URGXFWLRQ��Camera: 'RXJODV�1W��*XOGD�(O�0DJDPER��Sound:�%ODLVH�3HORV�0XVDND��
Montage: 6DP�1ND\D��'RXJODV�1W��Executive Production:�'RXJODV�1W��*DEULHOH�6DOPL��&DULQH�.DOXQJD��Music: 0DMH�DQG�&KULVWHOOH��Production: $/%$�2186��.DWDQJD�'LPDQFKH��
'/�0XOWLP«GLD��Equipments:�'/�0XOWLP«GLD��(O�-DK�3HDFH�DQG�:RUN�6WXGLR��'RVVLH�'HVLJQ��Narrated by:�7LP�0DVDPXQD��/LRQQHO�0DJDPER��&KULV�0DVDPXQD��1DRPLH�%LQWL��5RVH�
0DVDPXQD��a Special Thank to:�)UDPHZRUN�IRU�&RQVXOWDWLRQ�DQG�&RPPXQLW\�6XSHUYLVLRQ�RI�.LSXVKL

MiNES DE RiEN [MiNES OF NOTHiNG]

David-Douglas Masamuna Ntimasiemi �E�������/XEXPEDVKL��'HPRFUDWLF�5HSXEOLF�RI�&RQJR��GLVFRYHUHG�WKH�DUWV�RI�PRYLQJ� LPDJH�WKURXJK�FRPLFV�DQG�DQLPDWLRQ��$IWHU�KH�
ȴQLVKHG�KLV�VWXGLHV�LQ�HFRQRPLFV��1WLPDVLHPL�UHWXUQHG�WR�FRQWLQXH�KLV�H[SORUDWLRQ�DQG�H[SHULPHQWDWLRQ�ZLWK�YLGHRV�DQG�WKH�SHUIRUPLQJ�DUWV��+H�WKHQ�GHYRWHG�KLV�SUDFWLFH�WR�
GRFXPHQWDULHV��RFFDVLRQDOO\�SURGXFLQJ�ȴFWLRQ�ȴOPV��+LV�FRXQWU\�'5�&RQJR�UHPDLQV�KLV�VRXUFH�RI�LQVSLUDWLRQ�DQG�WKH�VXEMHFW�PDWWHU�RI�KLV�ZRUNV��ZKLFK�RFFDVLRQDOO\�SRVVHVV�VDWLUH�
DQG�PHWDSKRU�RYHUWRQHV�

1WLPDVLHPL�OLYHV�DQG�ZRUNV�LQ�'5�&RQJR�

DAVID-DOUGLAS MASAMUNA NTIMASIEMI �'5�&21*2�

'$9Ζ'�'28*/$6�
0$6$081$�17Ζ0$6Ζ(0Ζ

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG28



Artist(s) & film(s)

)Ζ/06�

Theme: 0DWHULDOLW\ Year: ����
Saturday, 5 November 2016 Duration (mins): �����

7KH�VRXQG�RI�D�ZHVWHUQ�UHVWDXUDQW�ZLWK�LWV�VRIW�PXUPXU�RI�VRFLDOL]LQJ�DQG�HDWLQJ�LV�IROORZHG�E\�WKH�YLHZ�RI�D�WUDZOHUȇV�URSHV�GUDJJLQJ�LWV�QHWV�DORQJ�DQ�RFHDQ�EHG��7KH�
VFHQH�WKHQ�VZLWFKHV�WR�D�ORFDO�ȴVKHUPDQ�QDPHG�0DJLYHU�WHDFKLQJ�KLV�\RXWKV�KRZ�WR�FDUYH�DQ�HVVHQWLDO�WRRO�WR�NHHS�WKHP�DOLYH�Ȃ�D�ZRRGHQ�ȴVKLQJ�FDQRH��0HDQZKLOH��
DQRWKHU�ORFDO�ȴVKHUPDQ�DUULYHV�DW�WKH�WUDZOHUȇV�VLGH�RQ�KLV�FDUYHG�FDQRH��R΍HULQJ�EDQDQDV�LQ�UHWXUQ�IRU�SUDZQV��RU�SHUKDSV�VHDUFKLQJ�IRU�ZRUN��2Q�WKH�WUDZOHU��WKH�FDWFK�
LV�ODQGHG�DQG�D�PRXQWDLQ�RI�VTXLUPLQJ�OLIH�IDOOV�RQ�GHFN��7KH�FUHZ�EHJLQV�WKHLU�WDVN�RI�VRUWLQJ�WKURXJK�WKH�EHVW�SUDZQV��7KH\�DUH�WKHQ�ZHLJKHG��ER[HG��DQG�SODFHG�LQ�D�
IUHH]HU�URRP��ZDLWLQJ�WR�EH�VKLSSHG�R΍�WR�$�&RUXQD�LQ�QRUWKHUQ�6SDLQ�

Enjoy Your Meal�H[SORUHV�WKUHH�LQWHUODFLQJ�QDUUDWLYHV� LQ�WKH�JOREDO�IRRG�FKDLQ�� LQGXVWULDO�ȴVKLQJ�RI�SUDZQV�GHVWLQHG�IRU�(XURSH��GHSOHWLRQ�RI�VHD�FUHDWXUHV�FDXVHG�E\�
WUDZOLQJ��DQG�WKH�VWUXJJOH�RI�LQGLJHQRXV�ȴVKLQJ�FRPPXQLWLHV�ZLWKLQ�WKH�FKDLQ��7KH�UHVWDXUDQWȇV�FRQVXPHUV��LQ�WKHLU�RZQ�ZD\��DUH�EOLQG�WR�WKH�UHDOLW\�RI�KRZ�WKH�IRRG�
DUULYHV�DW�WKHLU�WDEOHV��$V�WKH\�VDWLVI\�WKHLU�KXQJHU��WKH�ORFDO�ȴVKHUPHQ�FRQWLQXH�VX΍HULQJ�DV�WKH�RFHDQ�JUDGXDOO\�EHFRPHV�YRLG�RI�UHVRXUFHV��)HUQDQGR�$ULDV�FRPELQHV�
IRRWDJHV�IURP�&RTXL�YLOODJH��&RORPELD��DQG�LWV�3DFLȴF�FRDVW�WR�JLYH�XV�D�JOLPSVH�LQWR�WKH�UHSHUFXVVLRQV�RI�WKH�GHYHORSHG�ZRUOGȇV�FUDYLQJ�WR�HDW�ZKDWHYHU�LW�ZDQWV�ZKHQHYHU�
LW�ZDQWV�LW�

$ULDVȇ�VKRUW�SRHWLF�GRFXPHQWDU\�R΍HUV�KLV�FRQWHPSODWLRQ�RQ�WKH�VHDUFK�IRU�IRRG�DQG�WKH�DUGXRXV�WDVNV�LQYROYHG�LQ�UHWULHYLQJ�LW��7KLV�SRHWLF�UXPLQDWLRQ�RI�LPDJH�DQG�
VRXQG�UHYHDOV�WKH�PHDQV�E\�ZKLFK�IRRG�UHDFKHV�RXU�WDEOH�DQG�WKH�VRFLDO�DQG�KXPDQ�LPSDFW�RI�VXFK�HFRQRPLF�SUDFWLFHV��+LV�GRFXPHQWDU\�LV�D�IRUHERGLQJ�PHVVDJH�DERXW�
D�IUDJLOH�HFRV\VWHP��PLQHG�IRU�LWV�ULFKHV��LV�RQ�WKH�FXVS�RI�LUUHYHUVLEOH�FKDQJH�

---
Country:�&RORPELD��Genre: (QYLURQPHQWDO�ȴOP��Crew: Director, Camera, & Edition:�)HUQDQGR�$ULDV� Crew & Translator:�-RQDWKDQ�&ROLQ

ENJOY YOUR MEaL

)(51$1'2�$5Ζ$6�

Fernando arias��E�������$UPHQLD��&RORPELD��H[SORUHV�WKH�KXPDQ�FRQGLWLRQ�WKURXJK�YLGHR��SKRWRJUDSK\��LQVWDOODWLRQ��DQG�DFWLRQV��5HFXUULQJ�WKHPHV�LQFOXGH�VRFLDO�DQG�HQYLURQPHQWDO�
LVVXHV��FRQȵLFW��SROLWLFV��VH[XDOLW\��DQG�UHOLJLRQ��ΖQ�DGGLWLRQ�WR�KLV�SHUVRQDO�SUDFWLFH��$ULDV�LQYROYHV�RWKHU�DUWLVWV�DQG�SURIHVVLRQDOV�RQ�SURMHFWV�WKURXJK�KLV�)RXQGDWLRQ�0£V�$UWH�0£V�
$FFLµQ��0RUH�$UW�0RUH�$FWLRQ���+HUH��$ULDV�GHYLVHV�LQWHUGLVFLSOLQDU\�SURMHFWV�WR�H[SORUH�FKDOOHQJLQJ�VRFLDO�DQG�HQYLURQPHQWDO� LVVXHV��7KH�IRXQGDWLRQ�JHQHUDWHV�FULWLFDO�WKLQNLQJ�
WKURXJK�FXOWXUDO�H[FKDQJHV�

$ULDV�UHFHLYHG�KLV�%$�LQ�&UHDWLYH�3XEOLVKLQJ�IURP�8QLYHUVLW\�RI�%RJRW£�-RUJH�7DGHR�/R]DQR�LQ�������IROORZHG�E\�D�0DVWHU�LQ�*UDSKLF�'HVLJQ�IURP�WKH�&LW\�RI�/RQGRQ�3RO\WHFKQLF��QRZ�
/RQGRQ�0HWURSROLWDQ�8QLYHUVLW\��LQ�������+H�ZRUNV�EHWZHHQ�%RJRW£�DQG�WKH�UHPRWH�&RORPELDQ�3DFLȴF�FRDVW�RI�&KRFµ�

FERNANDO ARIAS  �&2/20%Ζ$�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG29



Artist(s) & film(s)

)Ζ/06�

Theme:�6RFLDO�6FLHQFH�DQG�&ROOHFWLYH�0HPRU\ Year: ����
Friday, 4 November 2016 Duration (mins): �����

ΖQ�WKH�UDSLGO\�FKDQJLQJ�HQYLURQPHQW�RI�WKH�DULG�%ROLYLDQ�$QGHDQ�SODWHDX��80$785.$�7KH�&DOO�RI�7KH�:DWHU��IROORZV�D�FRPPXQLW\�ZKR�FDOO�IRU�WKH�FORXGV�WR�UHWXUQ��IRU�UDLQ��
IRU�VXUYLYDO��(YHU\�\HDU�WKH�SHRSOH�RI�WKH�WRZQ�RI�4XLOODFDV�FHOHEUDWH�WKH�WUDGLWLRQ�RI�WKH�Umaturka�WR�FDOO�IRU�FORXGV�DQG�UDLQ��7KH�DQFLHQW�ULWXDOV�DUH�SHUIRUPHG�WR�NHHS�
WKH�GHOLFDWH�EDODQFH�EHWZHHQ�OLIH�DQG�HQYLURQPHQW��LQ�D�PHWDSKRU�RI�KXPDQLW\ȇV�VXUYLYDO��ZKHUH�OLIH�GHSHQGV�RQ�ZDWHU�

7KH�GRFXPHQWDU\�GHSLFWV�WKH�UHDOLW\�RI�D�FRPPXQLW\ȇV�FRQWLQXDWLRQ�RI�WKHLU�WUDGLWLRQ�LQ�D�PRGHUQ�ZRUOG��7KURXJK�WKHLU�RZQ�YRLFHV�ZH�SHQHWUDWH�WKH�LGHQWLW\�DQG�FXOWXUH�
RI�RQH�RI�WKH�ROGHVW�HWKQLF�JURXSV�WKDW�LQKDELW�WKH�$QGHV��WR�XQGHUVWDQG�WKHLU�EHOLHIV�DQG�WKH�LPSRUWDQFH�WR�FRQWLQXH�ZLWK�WKHLU�WUDGLWLRQ�DQG�ZD\�RI�OLIH��:H�VKDUH�WKH�
GLɝFXOWLHV�WKDW�DULVH�DW�WKH�WLPH�RI�HOHFWLQJ�D�QHZ�3DVDQWH��D�SHUVRQ�WR�WDNH�FKDUJH�RI�WKH�IHVWLYLW\�LQ�WKH�FRPLQJ�\HDU��:KR�ZLOO�WDNH�WKH�SOHGJH�DQG�WKH�ȵDJ"�:KR�ZLOO�
FRQWLQXH�WKH�WUDGLWLRQ�IRU�WKH�UDLQ�WR�FRPH"

---
Country:�%ROLYLD�8.��Language:�6SDQLVK�DQG�$\PDUD��Crew: Directed and Written by�*LRYDQQD�0LUDOOHV��Produced by�3HWHU�:LONLQ�	�*LRYDQQD�0LUDOOHV��Music:�/X]PLOD�&DUSLR��
Cinematography and Camera:�3HWHU�:LONLQ��Edition:�5RVD�6RSKLD�5RGU¯JXH]��Soundtrack Mix:�0DQXHO�+HUQDQGH]��image Post-production:�/XLV�2FKRD���
Coordination of Post-production:�$OYDUR�&DUUDQ]D� auxiliar Materials: 7KHREDOG�:LONLQ�0LUDOOHV��Graphic Design: $QGU«V�0DUTX¯QH]�&DVDV

UMaTURKa THE CaLL OF THE WaTER

*Ζ29$11$�0Ζ5$//(6

Giovanna Miralles �E��2UXUR��%ROLYLD�� LV�DQ�DUWLVW��ZULWHU�DQG� LQGHSHQGHQW�ȴOPPDNHU�ZKR�VWXGLHG�ȴOP�DW�WKH�ΖQWHUQDWLRQDO�6FKRRO�RI�)LOP�RI�6DQ�$QWRQLR�GH� ORV�%D³RV��(Ζ&79��
&XED��6KH�KDV�ZRUNHG�LQ�GLYHUVH�DUHDV�RI�ȴOPPDNLQJ��OHDUQLQJ�KHU�FUDIW�IURP�-RUJH�5XL]��SLRQHHU�GRFXPHQWDU\�ȴOPPDNHU�IRU�LQGLJHQRXV�WKHPHV�LQ�/DWLQ�$PHULFD�DQG�ZLWK�%ROLYLDQ�
GLUHFWRU�-RUJH�6DQMLQ«V��7KHVH�H[SHULHQFHV�OHG�KHU�WR�LPPHUVH�KHUVHOI�LQ�WKH�LQGLJHQRXV�ZRUOG��OLYLQJ�IRU�WKUHH�\HDUV�LQ�*XDWHPDOD�DV�DQ�DSSUHQWLFH�RI�WKH�0D\DQ�(OGHU�&LULOR�3HUH]��
WR�OHDUQ�WKH�RUDO�WUDGLWLRQ�DQG�ULWXDOV�RI�WKH�0D\DQ�SHRSOH�DQG�EHFRPLQJ�DQ�$MȇTXLMDEȇ��ȆWKH�EHDUHU�RI�WLPHȇ�RU�0D\DQ�SULHVWHVV�

6KH�KDV�GLUHFWHG�GRFXPHQWDULHV�DQG�RUJDQLVHG�ZRUNVKRSV�IRU�PHPEHUV�RI�LQGLJHQRXV�FRPPXQLWLHV�DQG�XQLYHUVLW\�VWXGHQWV�LQ�*XDWHPDOD�DQG�%ROLYLD��*LRYDQQD�DOVR�ZRUNV�DV�D�
SHUIRUPDQFH�DUWLVW�LQ�ULWXDO�FHUHPRQLHV�WKDW�OLQN�WR�KHU�H[SUHVVLRQ�LQ�FRQWHPSRUDU\�DUW�

*LRYDQQD�0LUDOOHV�FXUUHQWO\�OLYHV�DQG�ZRUNV�LQ�WKH�8.�

GIOVANNA MIRALLES  �%2/Ζ9Ζ$�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG30



Artist(s) & film(s)

)Ζ/06�

Theme: 0DWHULDOLW\ Year: ����
Saturday, 5 November 2016 Duration (mins): ����

ΖQ�WKLV�ZRUN��VKRW�LQ�EODFN�DQG�ZKLWH��D�PDQ�SHUIRUPV�WKH�-DWKLODQ�GDQFH�Ȃ�DQ�ΖQGRQHVLDQ�WUDQFH�RI�IRON�RULJLQ�WKDW�LQYLWHV�WKH�DQFHVWRU�VSLULWV�WR�HQWHU�WKH�ERG\�RI�WKH�
GDQFHU�DQG�RFFXS\�KLV�FRQVFLRXVQHVV��ΖW�LV�VDLG�WKDW�WKH�SRZHU�RI�GDQFH�DQG�PXVLF�DUH�XVHG�LQ�WKH�MDWKLODQ�WR�FKDQQHO�SRZHUIXO��VRPHWLPHV�WHUULI\LQJ��IRUFHV�

6KRW�RQ�WKH�LVODQG�RI�-DYD�ZLWKLQ�DQ�ROG�VXJDU�FDQH�IDFWRU\��WKLV�GDQFHU�PRYHV�EHWZHHQ�KXJH�LURQ�PDFKLQHV�Ȃ�WKH�ȴUVW��LW�LV�VDLG��WKDW�EHJDQ�ΖQGRQHVLDȇV�PRGHUQ�LQGXVWULDO�
HUD��7KH�MDWKLODQ�GDQFHU�SUHVHQWV�D�GL΍HUHQW�NLQG�RI�RUGHU�IURP�WKH�VSLULWXDO�ZRUOG��ZKLFK�DSSHDUV�DW�RGGV�ZLWK�WKH�VL]H�DQG�VRXQG�RI�WKH�FRQWUDSWLRQV�VXUURXQGLQJ�KLP�
Ȃ�D�FKLOOLQJ�UHPLQGHU�RI�WKH�KXPDQ�FRVW�RI�LQGXVWULDOL]DWLRQ�

)URP�WKH�HDUO\�����V��WKH�'XWFK�(DVW� ΖQGLD�&RPSDQ\�PRQRSROL]HG�WKH�VXJDU�WUDGH�LQ� -DYD��XQWLO� WKH�'XWFK�FURZQ�LQ�WKH�ODWH�����V�FODLPHG�FRORQLDO�ULJKW�WR�UXOH�WKH�
LQGXVWU\��7KH�WHFKQRORJ\�RI�LURQ�LPSRUWV�WR�-DYD�FRQVHTXHQWLDOO\�DFFRXQWHG�IRU�UDSLG�JURZWK�LQ�VXJDU�SURGXFWLRQ�Ȃ�D�VXFFHVV�WKDW�UHOLHG�RQ�HQIRUFHG�ODERU�XQGHU�WKH�
'XWFK�LPSRVHG� Ȇ&XOWLYDWLRQ�6\VWHPȇ
�� ΖQ�SUH�FRORQLDO� -DYD��WKRVH�ZKR�ZRUNHG� LURQ�ZHUH�FRQVLGHUHG�SHRSOH�ZLWK�PDJLFDO�SRZHUV��7KH�YRLFH�RYHU�QDUUDWLRQ�UHFDOOV�WKH�
'XWFK�LPSRUWDWLRQ�RI�LURQ��LQWHUVSHUVHG�ZLWK�DQ�DQFLHQW�-DYDQHVH�VSHOO�

Ȇ7R�WKRVH�ZKR�FRPH�WR�VWULNH��FKDQJH�WR�D�JHQHURXV�RQH
7R�WKRVH�ZKR�KDYH�EDG�LQWHQWLRQ��VWD\�DIDU
7R�WKRVH�ZKR�FUHDWH�KXQJHU��PDNH�LQWR�VWDWH�RI�SURSHU
7R�WKRVH�ZKR�FDUU\�SRYHUW\��EH�D�ZHOIDUH�FDUULHU
7R�WKRVH�ZKR�EULQJ�VLQ��EH�RI�D�EHQHȴW
7R�WKRVH�ZKR�EULQJ�ZDU��EH�D�SHDFH�PDNHUȇ
�H[FHUSW�IURP�WKH�Ȇ.DODFDNUDȇ�VSHOO�DGGUHVVHG�WR�.DOD�Ȃ�WKH�JRG�RI�WLPH�LQ�-DYDQHVH�P\WK�

---
1RWH�� 
7KH� FXOWLYDWLRQ� V\VWHP�ZDV�SULPDULO\� LPSOHPHQWHG� LQ� -DYD�� WKH� FHQWHU� RI� WKH� FRORQLDO� VWDWH�� ΖQVWHDG�RI� ODQG� WD[HV�� ����RI� YLOODJH� ODQG�KDG� WR�EH�GHYRWHG� WR�
JRYHUQPHQW�FURSV�IRU�H[SRUW��$OWHUQDWLYHO\��SHDVDQWV�KDG�WR�ZRUN�LQ�JRYHUQPHQW�RZQHG�SODQWDWLRQV�IRU����GD\V�RI�WKH�\HDU��7R�DOORZ�WKH�HQIRUFHPHQW�RI�WKHVH�SROLFLHV��
-DYDQHVH�YLOODJHUV�ZHUH�PRUH�IRUPDOO\�OLQNHG�WR�WKHLU�YLOODJHV�DQG�ZHUH�VRPHWLPHV�SUHYHQWHG�IURP�WUDYHOOLQJ�IUHHO\�DURXQG�WKH�LVODQG�ZLWKRXW�SHUPLVVLRQ��$V�D�UHVXOW�RI�
WKLV�SROLF\��PXFK�RI�-DYD�EHFDPH�D�'XWFK�SODQWDWLRQ�

---
Country:�ΖQGRQHVLD��Language:�-DYDQHVH��(QJOLVK��CREW: Cinematography and Camera:�-DPDOOXGLQ�/DWLHI��Edition: -RPSHW�.XVZLGDQDQWR��Soundtrack mix: -RPSHW�.XVZLGDQDQWR��
image post-production:�-RPSHW�.XVZLGDQDQWR��Coordination of post-production: -RPSHW�.XVZLGDQDQWR

WaR OF JaVa, DO YOU REMEMBER? #2 -203(7�
.86:Ζ'$1$172

Jompet Kuswidananto��E��������<RJ\DNDUWD��ΖQGRQHVLD��LV�D�YLVXDO�DUWLVW�ȴUVW�WUDLQHG�DV�D�PXVLFLDQ��+H�LV�ZHOO�NQRZQ�IRU�KLV�PHFKDQL]HG�WKHDWULFDO�LQVWDOODWLRQV��RIWHQ�LQFRUSRUDWLQJ�
YLGHR�DQG�VRXQG��-RPSHWȇV�GLYHUVH�DUW�SOD\IXOO\�UHVSRQGV�WR�WKH�PHPRU\�DQG�FHUHPRQ\�RI�D�QDWLRQ��RIWHQ�XWLOL]LQJ�OLWWOH�NQRZQ�KLVWRULFDO�WH[WV�WR�SURYRNH�UHSUHVHQWDWLRQV�RI�VRFLDO�
FRQWURO�DV�D�PLOLWDUL]HG��UHOLJLRXV��DQG�FXOWXUDOO\�UHVWULFWLYH�SKHQRPHQRQ�

-RPSHW�VWXGLHG�&RPPXQLFDWLRQV�DW�*DGMDK�0DGD�8QLYHUVLW\�LQ�<RJ\DNDUWD�ZLWK�WKH�)DFXOW\�RI�6RFLDO�DQG�3ROLWLFDO�6FLHQFH��6LQFH�������KH�KDV�EHHQ�D�PHPEHU�RI�Ȇ7HDWHU�*DUDVLȇ��
DQ�LQWHUGLVFLSOLQDU\�SHUIRUPDQFH�FROOHFWLYH�EXLOW�RQ�WKH�EHOLHI�WKDW�WKH�SHUIRUPLQJ�DUWV�LV�D�ZD\�WR�SURFHVV�DQG�SURGXFH�NQRZOHGJH�WKDW�GLDOHFWLFDOO\�HQJDJHV�LWV�VRFLDO�SROLWLFDO�
HQYLURQPHQW��-RPSHW�FXUUHQWO\�OLYHV�DQG�ZRUNV�LQ�<RJ\DNDUWD��ΖQGRQHVLD�

JOMPET KUSWIDANANTO  �Ζ1'21(6Ζ$�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG31



Artist(s) & film(s)

)Ζ/06�

Theme: 0DWHULDOLW\ Year: ����
Saturday, 5 November 2016 Duration (mins): �����

”ΖQ�WKH�����V��WKH�6UL�/DQNDQ�JRYHUQPHQWȇV�HPEDUJRHV�RQ�IXHO��PHGLFLQHV��DQG�IRRG�LWHPV�LQ�WKH�QRUWK�DQG�HDVW�RI�6UL�/DQND��LQ�DQ�H΍RUW�WR�IUXVWUDWH�WKH�RSHUDWLRQV�RI�D�VHSDUDWLVW�
PLOLWDQW�JURXS�NQRZQ�DV�WKH�7DPLO�7LJHUV��UHDFKHG�WKHLU�SHDN��ΖQ�WKH�IDFH�RI�GHDUWK�DQG�KDUGVKLS��WKH�ORFDOV�UHVRUWHG�WR�LQFUHDVLQJO\�LQYHQWLYH�ZD\V�RI�PDNLQJ�GR�ȋ

$QG�WKXV�$UXQDVDODP�RSHQV�D�ȴOPLF�ZLQGRZ�RQWR�WKH�OLYHV�RI�GHGLFDWHG�PHFKDQLFV�DQG�SXEOLVKHUV�LQ�-D΍QD��ZKRVH�LQJHQLRXV�VWUDWHJLHV�RI�VXUYLYDO�UHPDLQ�WKH�IRFXV�RI�
Kerosene�� ΖQ�WKLV�VKRUW�GRFXPHQWDU\��WKH�DXWRPRELOH�DQG�WKH�SULQWLQJ�SUHVV�EHFRPH�LQVWUXPHQWV�RI�HQGXUDQFH��PDFKLQHV�WKDW�SHUVLVW�WKURXJK�KXPDQLW\ȇV�JUHHG�DQG�
QHJOHFW��$V�HQJLQHV�DUH�UHFRQȴJXUHG�WR�UXQ�RQ�FRRNLQJ�RLO�DQG�LQN�LV�FDMROHG�RQWR�H[HUFLVH�SDSHU��$UXQDVDODPȇV�HPRWLYHO\�IUDPHG�OHQV�FDUHIXOO\�SDQV�LQ�DQG�RXW�RI�IRFXV��
FDUHVVLQJ�REMHFWV�DQG�SHRSOH��JLYLQJ�DQ�HYHU\GD\�SHUVSHFWLYH�WR�D�PHPRU\�RI�FRQȵLFW�WKDW�SHUVLVWV�VWLOO�WRGD\�

Ȋ7KHVH�VWRULHV�RI�HYHU\GD\��XWLOLWDULDQ�DVSHFWV�RI�D�VXUYLYRUȇV�OLIH�DUH�LQ�IDFW�QDUUDWLYHV�WKDW�GULYH�KRPH�WKH�QDWXUH�DQG�H[SHULHQFH�RI�ZDU��0\�ȴOP��VXSSRUWHG�E\�*URXQGYLHZV��D�ȆFLWL]HQ�
MRXUQDOLVPȇ�ZHEVLWH��ZHUH�DOO�VKRW�LQ�-D΍QD��ZKHUH�WKH�FXUUHQW�SROLWLFDO�FOLPDWH�DQG�UHVWULFWLRQV�RQ�WKH�PHGLD�PDGH�ȴOPLQJ�D�FKDOOHQJH��6R�Ζ�GHFLGHG�WR�XVH�D�VPDOOHU�FDPHUD�DQG�D�
ȆJXHUULOODȇ�VW\OH�DSSURDFK�WR�ȴOP�PDNLQJ��NHHSLQJ�D�ORZ�SURȴOHȐ��$W�LWV�FRUH�LV�DQ�DFFHSWDQFH�RI�WKH�GDQJHUV�WKDW�FRPHV�IURP�OLYLQJ�LQ�D�FRQȵLFW�]RQH��DQG�D�GHHS�URRWHG�FRQYLFWLRQ�
WR�UHPDLQ�WKHUH��'HVSLWH�WKH�IHDU�DQG�LQVHFXULW\�WKDW�OHG�RWKHUV�WR�HPLJUDWH�WR�MRLQ�WKH�JURZLQJ�7DPLO�GLDVSRUD��WKH\�FKRVH�WR�UHPDLQ��Ζ�ZDV�ERUQ�LQ�-D΍QD�EXW�JUHZ�XS�LQ�(QJODQG��
VLQFH�WKH�DJH�RI�VL[��6R�IRU�PH��P\�MRXUQH\�LQ�PDNLQJ�WKHVH�YLGHR�SRUWUDLWV�IHOW�DOPRVW�OLNH�D�WULEXWH�WR�WKRVH�ZKR�FRQWLQXH�WR�GHGLFDWH�WKHLU�OLYHV�WR�-D΍QD�ZKHQ�VR�PDQ\�RWKHUV�KDYH�
OHIW�IRU�VDIH�KDYHQV�DEURDG�ȋ

 �E\�.DQQDQ�$UXQDVDODP�

���
Country:�6UL�/DQND��Genre:�'RFXPHQWDU\� Language: (QJOLVK��7DPLO��Crew: Cinematography and Camera: .DQQDQ�$UXQDVDODP��Editor:�.DQQDQ�$UXQDVDODP��
Soundtrack mix: -HUHP\�+RJJ� image post-production: -HUHP\�+RJJ

KEROSENE

.$11$1�
$581$6$/$0

Kannan arunasalam �E��������-D΍QD��6UL�/DQND��LV�D�ȴOPPDNHU�ZKR�XVHV�GRFXPHQWDU\��SKRWRJUDSK\��DQG�PXOWLPHGLD�IRUPV�RI�VWRU\WHOOLQJ��+H�SRVVHVVHV�H[WHQVLYH�H[SHULHQFH�
RI�ZRUNLQJ�LQ�PHGLD�UHVWULFWLYH��FRQȵLFW�DQG�SRVW�FRQȵLFW�HQYLURQPHQWV��GXULQJ�ZKLFK�KH�FRQFHSWXDOL]HG�DQG�GHYHORSHG�DZDUG�ZLQQLQJ�GRFXPHQWDU\�DQG�QHZ�PHGLD�QDUUDWLYH�
SURMHFWV�

$UXQDVDODP�VWXGLHG�SV\FKRORJ\�DW�WKH�8QLYHUVLW\�RI�&DPEULGJH��DQG�ΖQWHUQDWLRQDO�+XPDQ�5LJKWV�DW�WKH�8QLYHUVLW\�RI�2[IRUG��8.�

.DQQDQ�$UXQDVDODP�FXUUHQWO\�OLYHV�DQG�ZRUNV�LQ�&RORPER��6UL�/DQND�

---
NDQQDQDUXQDVDODP�FRP

KANNAN ARUNASALAM  �65Ζ�/$1.$�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG32



Artist(s) & film(s)

)Ζ/06�

Theme: 6RFLDO�6FLHQFH�DQG�&ROOHFWLYH�0HPRU\ Year: ����
Friday, 4 November 2016 Duration (mins): �����

Memories of Overdevelopment Redux I�LV�DQ�RQJRLQJ�ȴOP�SURMHFW�WKDW�EHJDQ�RYHU����\HDUV�DJR��6KRW�LQLWLDOO\�RQ���PP�ȴOP��LW�LPDJLQDWLYHO\�HPEHOOLVKHV�WKH�WUXH�OLIH�WDOH�RI�
(QULTXH��WKH�)LOLSLQR�VODYH�RI�3RUWXJXHVH�H[SORUHU��)HUGLQDQG�0DJHOODQ��F������������ZKR�ZDV�WKH�ȴUVW�WR�FLUFXPQDYLJDWH�WKH�(DUWK��%RXJKW�LQ�0DODFFD�DQG�WDNHQ�WR�WKH�
6SDQLVK�FRXUW��(QULTXH�EHFRPHV�WKH�IDYRUHG�REMHFW�RI�3ULQFHVV�ΖVDEHOOD��WKHLU�LQWLPDWH�OLDLVRQ�XOWLPDWHO\�VLJQLQJ�(QULTXHȇV�UHWXUQ�WR�WKH�3KLOLSSLQH�LVODQGV��7DKLPLNȇV�YRLFH�
VKDUHV�(QULTXHȇV�ȆPHPRULHV�RI�RYHUGHYHORSPHQWȇ�DV�KH�UHWXUQV�WR�KLV�KRPHWRZQ�LQ�7KH�3KLOLSSLQHV�ZLWK�KLV�FROOHFWLRQ�RI�(XURSHDQ�VRXYHQLUV�

7DKLPLN�FDVWV�KLPVHOI�DV�(QULTXH��WKURXJK�D�PRQWDJH�RI�DQDORJ�DQG�GLJLWDO�WHFKQLTXHV�RI�UHFRUGLQJ�VRXQG�DQG�LPDJH��ZKHUH�WKH�VHW�GHVLJQ�DQG�QDUUDWLRQ�LV�D�VSRQWDQHRXV�
DVVHPEODJH�RI�KLVWRULFDO�DUWLIDFW��DUWLVWLF�SURS��DQG�DQHFGRWDO� UHȵHFWLRQ��7KLV�VKRUW�ȴOP�VSOLFHV� WKH�SURFHVV�RI�PHPRU\�EHWZHHQ� WKH�VWDJH�DQG�HYHU\GD\� OLIH��ZKHUH�
7DKLPLNȇV�IDPLO\�RIWHQ�VWDQGV�LQ�IRU�GL΍HULQJ�FKDUDFWHUV�

7KLV�VKRUW�ȴOP�LV�D�XQLTXH�ZLQGRZ�RQWR�LQGLJHQRXV�)LOLSLQR�OLIH�DQG�EHOLHI��ZKLOH�DOVR�D�FOHYHU�DQG�KXPRURXV�SURYRFDWLRQ�RI�+LVWRU\��ZKHUH�WKH�FRORQL]HG�VXEMHFW�LV�ZLWK�
SRZHU�WR�UH�GHȴQH�DQG�YLVXDOL]H�KLV�H[SHULHQFH�DV�D�UH�WHOOLQJ�RI�WKH�SURJUHVV�DQG�YDOXH�RI�(PSLUH�

Memories of Overdevelopment Redux I��DV�LW�LV�VKRZQ�KHUH��LV�D�VWXQQLQJ�PLQLDWXUH�WDOH�WKDW�LV�RQJRLQJ�DQG�FRQWLQXHV�WR�EH�HODERUDWHG��H[WHQGHG�DQG�UH�ZRUNHG�Ȃ�VXFK�D�
SURFHVV�EHLQJ�D�VLJQDWXUH�RI�.LGODW�7DKLPLNȇV�RHXYUH�

---
Country:�3KLOLSSLQHV

MEMORiES OF OVERDEVELOPMENT REDUX i

Kidlat Tahimik��E��������%DJXLR�&LW\��7KH�3KLOLSSLQHV��LV�D�SLRQHHU�RI�H[SHULPHQWDO�ȴOP�LQ�$VLD��SUDFWLFLQJ�DV�D�ȴOP�GLUHFWRU��ZULWHU��DQG�DFWRU��+LV�ȴOPV�DUH�FRPPRQO\�DVVRFLDWHG�
ZLWK�WKH�7KLUG�&LQHPD�PRYHPHQW�Ȃ�D�ȴOP�PRYHPHQW�EHJXQ�LQ�WKH�����V���V�LQ�/DWLQ�$PHULFD�WKDW�GHQRXQFHG�QHRFRORQLDOLVP��WKH�FDSLWDOLVW�V\VWHP��DQG�WKH�+ROO\ZRRG�PRGHO�RI�
FLQHPD�DV�PHUH�HQWHUWDLQPHQW�WR�PDNH�PRQH\��+H�LV�FRQVLGHUHG�WKH�)DWKHU�RI�3KLOLSSLQH�ΖQGHSHQGHQW�&LQHPD��HQWHULQJ�WKH�LQWHUQDWLRQDO�VWDJH�LQ�WKH�ODWH�����V�ZLWK�3HUIXPHG�
1LJKWPDUH��D�UHOHDVH�HQDEOHG�ZLWK�WKH�VXSSRUW�RI�ȴOPPDNHUV�:HUQHU�+HU]RJ�DQG�)UDQFLV�)RUG�&RSSROD�

7DKLPLNȇV�ZRUN�HPEUDFHV�WKH�HVVD\LVW�IRUP��+H�LV�FRQVLGHUHG�D�PDJLFLDQ�RI�WKH�IUDJPHQW�ZLWK�DQ�DHVWKHWLF�RIWHQ�GHVFULEHG�DV�ZKLPVLFDO��SROLWLFDOO\�LQFLVLYH��DQG�ZLWK�D�WKLUG�ZRUOG�
VHOI�FRQVFLRXVQHVV�

.LGODW�7DKLPLN�OLYHV�DQG�ZRUNV�LQ�%DJXLR�

KIDLAT TAHIMIK  �3+Ζ/Ζ33Ζ1(6�

.Ζ'/$7�7$+Ζ0Ζ.

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG33



Artist(s) & film(s)

Lázara Rosell albear �E��������&XED��LV�D�&XEDQ�%HOJLDQ�DUWLVW�ZLWK�D�FURVV�PHGLDO�SUDFWLFH��UDQJLQJ�IURP�WKH�UHVHDUFK�RI�VRXQG�DQG�SHUIRUPDQFH�WR�WKH�SURGXFWLRQ�RI�HYHQWV�
DQG�ȴOPV��6KH�H[SORUHV�PRYHPHQW��PLJUDWLRQ��WUDQVIRUPDWLRQ��LQWHUDFWLYLW\�DQG�LWV�H΍HFWV�RQ�WKH�KXPDQ�FRQGLWLRQ�WKURXJK�D�PL[�PHGLD�DSSURDFK�XVLQJ�GDQFH��PXVLF��DQG�WKHDWHU��
$OEHDU�VWULYHV�IRU�D�FRQWUDSXQWDO�WRJHWKHUQHVV�DQG�WRWDO�LPPHUVLRQ�LQ�KHU�SHUIRUPDQFHV�Ȃ�ERWK�RQ�WKH�LQVLGH�DQG�RXWVLGH�

ΖQ�������$OEHDU�UHFHLYHG�D�0DVWHU�LQ�0HGLXP�)LOP�IURP�WKH�6FKRRO�RI�$UWV��.$6.��DW�8QLYHUVLW\�&ROOHJH�*HQW�LQ�WKH�1HWKHUODQGV��6KH�FXUUHQWO\�OLYHV�DQG�ZRUNV�LQ�%UXVVHOV�

LáZARA ROSELL ALBEAR �&8%$�

)Ζ/06�

Theme: 0\WKRORJ\ Year: ����
Thursday, 3 November 2016 Duration (mins): �����

�%DUH�)DFHG�LV�D�WUDQVGLVFLSOLQDU\�WKUHH�SDUW�SURMHFW�FRQVLVWLQJ�RI�H[SHULPHQWDO�YLGHR��SKRWRJUDSK\��DQG�SHUIRUPDQFH���6DPP\�%DORML�	�/£]DUD�5RVHOO�$OEHDUȇV�FROODERUDWLRQ�
PDUNV� DQ�DWWHPSW� WR�RYHUFRPH� WKH�GLYLVLRQV� LPSRVHG�E\� FRORQLDO� KLVWRU\��ZKLFK�REVFXUHV� WKH� LQWULQVLF� FRQQHFWLRQ�EHWZHHQ�SHRSOHV�RI� WKH�$IULFDQ�GLDVSRUD� LQ� WKH�
$PHULFDV�DQG�WKH�URRW�FXOWXUHV�WKH\�HPHUJHG�IURP��6WDUWHG�LQ�������WKHLU�MRLQW�SURMHFW�VLJQLȴHV�D�IUXLWIXO�PHHWLQJ�RI�WZR�DUWLVWV�IURP�WKH�'HPRFUDWLF�5HSXEOLF�RI�&RQJR�
DQG�&XED�LQ�VHDUFK�RI�D�FRPPRQ�KLVWRU\�DQG�LWV�LPSULQW�LQ�FRQWHPSRUDU\�FXOWXUH�

7KH� ȴOP� EHJLQV�ZLWK� WKH� YRLFH� RYHU� RI� D� KLVWRULDQ� GHOLYHULQJ� DQ� DQWKURSRORJLFDO� UHFRUG�� ZKLFK� UHIHUV� WR� WKH� LVVXH� RI� UHVWLWXWLRQ� RI� UHOLFV� Ȃ� SDUWLFXODUO\� WKH� VNXOO� RI�
&RQJROHVH�FKLHI�/XVLQJD�&RQJR�Ȃ�DQG�ODUJHO\�DGGUHVVHV�%HOJLDQ�FRORQL]HUVȇ�FUXHOW\�DQG�LWV�OLQN�WR�PXVHXP�FROOHFWLRQV�EXLOW�IURP�ERXQWLHV�DSSURSULDWHG�GXULQJ�PDVVDFUHV��
&RQVWUXFWHG�DV�D�FROODJH��WKH�QDUUDWLYH�DVVHPEOHV�KLVWRULFDO�HYLGHQFH�ZLWK�SHUVRQDO�PHPRU\�WR�GLVHQWDQJOH�WKH�:HVW�$IULFDQ�VSLULWXDO�KHULWDJH�NHSW�DOLYH�LQ�5RVHOO�$OEHDUȇV�
&XEDQ�IDPLO\�HQYLURQPHQW��ΖQ�D�6N\SH�FDOO�EHWZHHQ�&XED�DQG�%HOJLXP��WKH�DUWLVW�TXHULHV�KHU�PRWKHU�DERXW�WKH�WUDGLWLRQ�RI�3DOR�0RQWH�Ȃ�DQ�H[FOXVLYHO\�PDOH�UHOLJLRQ�
RULJLQDWHG�LQ�&RQJR�FDOOHG�3DOR�0D\RPEH��0RWKHU�DQG�GDXJKWHU�VKDUH�GHWDLOV�RI�WKH�ULWXDOV�SHUIRUPHG�E\�IDPLO\�PHPEHUV��VSDQQLQJ�IURP�FRPPDQGV�WR�VFDULȴFDWLRQ�Ȃ�D�
VXEMHFW�FHQWUDO�WR�6DPP\�%DORMLȇV�DUFKLYDO�UHVHDUFK��)URP�WKH�PRWKHUȇV�DFFRXQW��ZKLFK�LQFDUQDWHV�WKH�UHSRVLWRU\�RI�WUDGLWLRQ�DQG�PHPRU\��WKH�SUDFWLFH�LV�NHSW�DOLYH�WR�WKH�
SUHVHQW�GHVSLWH�ȴQDQFLDO�DQG�JHQGHU�FRQVWUDLQWV�

7KURXJK�SHUIRUPDWLYH�DFWLRQ��WKH�ȴOP�DOVR�PHWDSKRULFDOO\�HQDFWV�KLVWRULFDO�PRPHQWV�LQ�WKH�FUHDWLRQ�RI�EULGJHV�EHWZHHQ�WKH�$PHULFDQ�GLDVSRUD�DQG�$IULFD��6XFK�LV�D�
V\PEROLF�UHHQDFWPHQW�RI�WKH�PHJD�HYHQW�Ȇ7KH�5XPEOH�RI�WKH�-XQJOHȇ��RUJDQL]HG�E\�SURPRWHU�'RQ�.LQJ�LQ�.LQVKDVD�RQ�WKH�RFFDVLRQ�RI�KHDY\ZHLJKWV�0XKDPPDG�$OL�YV�
*HRUJHV�)RUHPDQ�ER[LQJ�PDWFK�XQGHU�0REXWX�LQ�������7KH�FRQFXUUHQW�FRQFHUW�SUHVHQWHG�WKH�OLNHV�RI�VXSHU�VWDU�&XEDQ�SHUIRUPHUV�&HOLD�&UX]�DQG�)DQLD�$OO�6WDUV�DQG�
3XHUWR�5LFDQ�VLQJHU�+HFWRU�/DYRH��DORQJVLGH�-DPHV�%URZQ�DQG�RWKHU�$IULFDQ�$PHULFDQ�EDQGV�LQ�D�PHPRUDEOH�DWWHPSW�WR�UHFRQFLOH�KLVWRULFDO�UHODWLRQV�RWKHUZLVH�WLQWHG�
E\�0REXWXȇV�WRWDOLWDULDQ�UXOH��$GGLWLRQDOO\��WKH�ȴOP�LQFOXGHV�D�SHUIRUPDQFH�FRPSRVHG�RI�D�YLGHR�VFUHHQLQJ�RI�&RQJROHVH�GDQFHUV�VNHWFKLQJ�PRPHQWV�RI�WUDQFH��DORQJVLGH�
WKH�DUWLVWȇV�LQWHQVH�GUXPPLQJ�VHVVLRQ�

---
Country:�'HPRFUDWLF�5HSXEOLF�RI�&RQJR���&XED

BaRE-FaCED 

Sammy Baloji��E��������/XEXPEDVKL��'HPRFUDWLF�5HSXEOLF�RI�&RQJR��LV�D�FRQFHSWXDO�SKRWRJUDSKHU�ZKRVH�ZRUNV�H[SORUH�WKH�FXOWXUH��DUFKLWHFWXUH��DQG�WKH�PDWHULDO�KHULWDJH�RI�
WKH�.DWDQJD�UHJLRQ�RI�'5&��TXHVWLRQLQJ�WKH�QDUUDWLYHV�RI�FRORQLDOLVP�E\�H[SORULQJ�DUFKLYHV��DPRQJ�WKHP�DW�WKH�0XV«H�UR\DO�GH�Oȇ$IULTXH�FHQWUDOH�LQ�7HUYXUHQ��+LV�HPSOR\PHQW�RI�
SKRWRJUDSKLF�GRFXPHQWDWLRQ�LQ�KLV�FHOHEUDWHG�VHULHV�RI�SKRWRPRQWDJHV�KDV�JDLQHG�KLP�ZLGHVSUHDG�LQWHUQDWLRQDO�UHFRJQLWLRQ�

%DORML�UHFHLYHG�D�%DFKHORU�GHJUHH�LQ�/LWHUDWXUH�DQG�+XPDQ�VFLHQFH�DW�WKH�8QLYHUVLW\�RI�/XEXPEDVKL��6LQFH�WKH�EHJLQQLQJ�RI�KLV�VWXGLHV��KH�KDV�EHHQ�LQWHUHVWHG�LQ�ȴOP��/DWHU�RQ��KH�
DFWLYHO\�GHGLFDWHG�KLPVHOI�WR�SKRWRJUDSK\�DQG�ȴOP�

%DORML�OLYHV�DQG�ZRUNV�EHWZHHQ�/XEXPEDVKL�DQG�%UXVVHOV�

SAMMY BALOJI �'5�&21*2�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG34



Artist(s) & film(s)

0Ζ.+$Ζ/�.$5Ζ.Ζ6

)Ζ/06�

Theme: 6RFLDO�6FLHQFH�DQG�&ROOHFWLYH�0HPRU\ Year: ����
Friday, 4 November 2016 Duration (mins): �����

0LNKDLO�.DULNLVȇV�6HD:RPHQ�IRFXVHV�RQ�D�IDVW�YDQLVKLQJ�FRPPXQLW\�RI�HOGHUO\�IHPDOH�VHD�ZRUNHUV�OLYLQJ�RQ�WKH�1RUWK�3DFLȴF�LVODQG�RI�-HMX�Ȃ�D�MDJJHG�SDWFK�RI�EODFN�YROFDQLF�
URFN�ZKLFK�EHORQJV�WR�6RXWK�.RUHD�DQG�ȵRDWV�EHWZHHQ�-DSDQ�DQG�&KLQD��ΖW�REVHUYHV�D�JURXS�RI�ZRPHQ�FDOOHG�KDHQ\HR��VHD�ZRPHQ���QRZ�LQ�WKHLU�ODWH���V�DQG���V��ZKR�
GLYH�WR�JUHDW�GHSWKV�ZLWK�QR�R[\JHQ�VXSSO\�WR�ȴQG�SHDUOV�DQG�FDWFK�VHDIRRG�

7KLV�DQFLHQW�IHPDOH�SURIHVVLRQ�EHFDPH�WKH�GRPLQDQW�HFRQRPLF�IRUFH�RQ�WKH�LVODQG�E\�WKH�����V��HVWDEOLVKLQJ�D�PDWULDUFKDO�V\VWHP�LQ�DQ�RWKHUZLVH�PDOH�GRPLQDWHG�
&RQIXFLDQ�VRFLHW\�

7KH�ȴOP�IROORZV�WKH�ROG�ZRPHQȇV�ZRUN��GLYLQJ�GHHS�IURP�WKH�URFNV��JRLQJ�RXW�WR�VHD�RQ�ERDWV�LQ�VWRUP\�ZHDWKHU��VHOOLQJ�DQG�VKDULQJ�WKHLU�FDWFK��UHWXUQLQJ�IURP�WKH�GHSWKV�
WR�WKHLU�FRDVWDO�EDVH�DQG�VRUWLQJ�WKHLU�QHWV��DQG�YHQGLQJ�VHDIRRG�RQ�WKH�FOL΍V�

$PLG�WKH�QRLVH�RI�WKH�VHD��6HD:RPHQ�UHFRUGV�WKH�XQLTXH�VRXQG�VXEFXOWXUH�RI�WKLV�FRPPXQLW\��:H�KHDU�WKH�ZRPHQȇV�UK\WKPLF�ZRUN�VRQJV��WKH�UHYHUEHUDQW�KXEEXE�
RI� WKHLU�FRPPXQDO�EDWKV�DQG�WKH�VWULNLQJ�KLJK�SLWFKHG�DQG�GROSKLQ�OLNH�ZKLVWOLQJ�QRLVHV�RI� WKH�GLYLQJ�ZRPHQȇV� WUDGLWLRQDO�EUHDWKLQJ� WHFKQLTXH� �WKH�sumbisori��ZKLFK�
KDYH�EHHQ�UHFRUGHG�IRU�WKH�ȴUVW�WLPH�IRU�WKLV�ZRUN��$W�RQFH�DODUPLQJ�DQG�MR\RXV��WKH sumbisori�SXQFWXDWHV�HDFK�GLYH�DQG�PDUNV�WKH�KRUL]RQ�EHWZHHQ�OLIH�DQG�GHDWK��
RIWHQ�PLVWDNHQ�IRU�QRLVHV�SURGXFHG�E\�VHD�PDPPDOV��WKLV�XQLTXH�EUHDWKLQJ�WHFKQLTXH�LV�D�WUDQV�JHQHUDWLRQDO�VNLOO�WUDQVPLWWHG�IURP�PRWKHU�WR�GDXJKWHU�ZKHQ�D�QHZ� 
SHDUO�GLYHU�EHJDQ�KHU�WUDLQLQJ�DW�WKH�DJH�RI�HLJKW�

7KLV� VRXQGVFDSH�� DORQJ�ZLWK� WKH�ZRPHQȇV� SURIHVVLRQ� DUH� RQ� WKH� YHUJH� RI� GLVDSSHDUDQFH�� 6HD:RPHQ� ZLWQHVVHV� WKH� GLYLQJ�ZRPHQȇV� LQVLVWHQFH� RQ� VXVWDLQDEOH� HFR�
IHPLQLVW�ZRUN�SUDFWLFHV�RSHUDWLQJ�RXWVLGH�WKH�WUHQG�RI�LQGXVWULDOL]DWLRQ��ΖW�REVHUYHV�WKH�UHYHUVDO�RI�WUDGLWLRQDO�JHQGHU�UROHV��WKH�ZRPHQȇV�GHHS�VHQVH�RI�FRPPXQLW\�DQG�
HJDOLWDULDQLVP��WKHLU�FROOHFWLYH�HFRQRPLFV��DQG�WKHLU�VHQVH�RI�SURIHVVLRQDO�LGHQWLW\��SXUSRVH��IXQ�DQG�LQGHSHQGHQFH�LQ�ODWHU�DJH�

---
Country:� 6RXWK� .RUHD� DQG� (QJODQG�� Genre:� 9LGHR� $UW�� Language:� .RUHDQ�� CREW: Director: 0LNKDLO� .DULNLV� Production:� 0LNKDLO� .DULNLV�� +\XQ� 'RQJ+DN� DQG� $KQ� +\H.\RXQJ��
Cinematography and Camera:�0LNKDLO�.DULNLV��Edition:����Soundtrack Mix:�0LNKDLO�.DULNLV��image Post-production:�6WRUP�+'

SEaWOMEN

Mikhail Karikis�LV�D�*UHHN�%ULWLVK�DUWLVW��+LV�ZRUNV�HPEUDFH�PRYLQJ�LPDJH��VRXQG��SHUIRUPDQFH�DQG�RWKHU�PHGLD��DQG�HPHUJH�IURP�KLV�ORQJ�VWDQGLQJ�LQYHVWLJDWLRQ�RI�WKH�YRLFH�DV�
D�VFXOSWXUDO�PDWHULDO�DQG�D�VRFLR�SROLWLFDO�DJHQW��+LV�SURMHFWV�H[SORUH�WKH�HQHUJLHV�WKDW�FUHDWH�FROOHFWLYLVW�G\QDPLFV�ZKLOH�UHVRQDWLQJ�SHRSOHȇV�HFRQRPLF��FXOWXUDO�DQG�SV\FKRORJLFDO�
FLUFXPVWDQFHV��.DULNLV�RIWHQ�FROODERUDWHV�ZLWK�FRPPXQLWLHV�ZLWK�ZKRP�KH�FUHDWHV�VLWH�VSHFLȴF�SHUIRUPDQFHV�WR�FDPHUD��ZKLFK�KLJKOLJKW�DOWHUQDWLYH�PRGHV�RI�KXPDQ�H[LVWHQFH�
DQG�DFWLRQ�

.DULNLV�UHFHLYHG�KLV�%$�LQ�$UFKLWHFWXUH�IURP�%DUWOHWW�6FKRRO�RI�$UFKLWHFWXUH��8QLYHUVLW\�&ROOHJH�/RQGRQ��8&/��LQ�������WKHQ�ZHQW�RQ�WR�DFKLHYH�KLV�0$��������DQG�3K'��������LQ�$UW�
DW�WKH�6ODGH�6FKRRO�RI�$UW��8&/��+H�LV�FXUUHQWO\�EDVHG�LQ�/RQGRQ�DQG�ZRUNV�LQWHUQDWLRQDOO\�

---
ZZZ�PLNKDLONDULNLV�FRP

MIKHAIL KARIKIS �*5((&(�8.�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG35



Artist(s) & film(s)

1*8<́1�+ɡɟ1*�75�

)Ζ/06�

Theme: 6RFLDO�6FLHQFH�DQG�&ROOHFWLYH�0HPRU\ Year: ����
Friday, 4 November 2016 Duration (mins): ����

0DUULDJH�3UD\HU� LV�D� VKRUW�ȴOP�DERXW� WKH�H[SHFWDWLRQ�RI�PDUULDJH� LPSRVHG�XSRQ�9LHWQDPHVH�ZRPHQ�� ΖQ�PDQ\�FXOWXUHV�� LQFOXGLQJ�9LHWQDP�� WKH� LGHD�RI�KDSSLQHVV� LV�
DWWDFKHG�WR�KDYLQJ�D�IDPLO\�RI�RQHȇV�RZQ��$V�D�PDWWHU�RI�IDFW��PDUULDJH�LV�D�IUDPH�WKURXJK�ZKLFK�ZRPHQ�DUH�ȆPHDVXUHGȇ�DQG�ȆGHȴQHGȇ�LQ�WKH�VRFLDO�VSKHUH�

7KH�ȴOP�IROORZV�D�IHPDOH�FKDUDFWHU�DQG�KHU�GDLO\�HQFRXQWHUV�ZLWK�IDPLO\ȇV�H[SHFWDWLRQV�RI�ȴQGLQJ�D�KXVEDQG��IURP�OLVWHQLQJ�WR�KHU�UHODWLYHVȇ�DGYLFH�RQ�GDWLQJ�WR�VXEMHFWLQJ�
KHUVHOI�WR�D�VKDPDQȇV�PDUULDJH�ULWXDO��7KH�VFHQHV�DUH�GRPLQDWHG�E\�WZR�VWULQJV�RI�WKRXJKWV��RQH�VKRZV�WKH�SHUVRQDO�FRQWHPSODWLRQ�ZKHUH�WKH�ZRPDQ�LV�E\�KHUVHOI��ZKLOH�
WKH�RWKHU�VSHDNV�RI�WKH�XQQHFHVVDU\�DQG�LQWHQVH�VRFLDO�SUHVVXUH�WKDW�VKH�KDV�WR�XQGHUJR��'HVSLWH�WKH�ZRPDQȇV�UHOXFWDQFH�WR�UXVK�LQWR�PDUULDJH��WKH�UHOHQWOHVV�SUHVVXUH�
IURP�KHU�VXUURXQGLQJV�FUHHSV�LQ��PDNLQJ�WKH�PDLQ�FKDUDFWHU�TXHVWLRQ�KHU�RZQ�RSLQLRQ�RQ�WKH�PDWWHU��7KURXJK�WKH�SURWDJRQLVW��DOVR�SOD\HG�E\�WKH�GLUHFWRU���1JX\͂Q�
+ɢɠQJ�7U¢�H[SRVHV�WKH�PLFUR�DJJUHVVLRQ�IRLVWHG�RQ�9LHWQDPHVH�ZRPHQ�DQG�VWDNHV�RXW�D�SHUVRQDO�VSDFH�ZKHUH�KHU�RSLQLRQV�DERXW�PDUULDJH�DQG�KDSSLQHVV�FDQ�EH�
KHDUG�

7KLV�ZRUN�ZDV�WKH�UHVXOW�RI�DWWHQGLQJ�'RFODEȇV�ȴOPPDNLQJ�FRXUVH��'RFODE�LV�WKH�FHQWUH�IRU�GRFXPHQWDU\�DQG�H[SHULPHQWDO�ȴOPV�DQG�YLGHR�DUW�EDVHG�LQ�+DQRL���KWWS���
ZZZ�KDQRLGRFODE�RUJ�

---
Country:�9LHWQDP��Genre:�6KRUW�)LOP��Language:�9LHWQDPHVH��CREW: Director and Writer: 1JX\͂Q�+ɢɠQJ�7U¢� Producer:�'RFODE�
Cinematography and Camera:�3K̞P�7KX�+̮QJ�DQG�1JX\͂Q�+ɢɠQJ�7U¢��Edition:�1JX\͂Q�+ɢɠQJ�7U¢��image Post-production:�3K̞P�7KX�+̮QJ��
Coordination of Post-production:�3KDQ�7K̠R�1JX\¬Q��Company Credits:�'RFODE

MaRRiaGE PRaYER

1JX\͂Q�+ɢɠQJ�7U¢��E��������+DQRL��9LHWQDP� ZDV�D�IRUPHU�VWXGHQW�DW�+DQRL�'RFODE��D�FHQWHU�ODE�IRU�GRFXPHQWDU\�ȴOPPDNLQJ�DQG�YLGHR�DUW�EDVHG�DW�WKH�*RHWKH�ΖQVWLWXWH�LQ�
+DQRL���7UD�JUDGXDWHG�IURP�WKH�9LHWQDP�1DWLRQDO�8QLYHUVLW\�Ȃ�6FKRRO�RI�/DQJXDJHV�LQ������DQG�FRQWLQXHG�KHU�VWXGLHV�ZLWKLQ�WKH�XQLYHUVLW\�LQ�WKH�6FKRRO�RI�6RFLDO�VFLHQFHV�DQG�
+XPDQLWLHV��UHVHDUFKLQJ�9LHWQDPHVH�FLQHPD�

1*8<́1�+ɡɟ1*�75���9Ζ(71$0�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG36



Artist(s) & film(s)

1*8<́1�7+Ω�7+$1+�0$Ζ

)Ζ/06�

Theme: 0\WKRORJ\ Year: ���������
Thursday, 3 November 2016 Duration (mins): �����

:KDW�PDNHV�D�FRPPXQLW\�OHDYH�HYHU\WKLQJ�EHKLQG�LQ�VHDUFK�RI�D�QHZ�ODQG"�ΖV�LW�WKH�SHUSHWXDO�KRSH�IRU�D�EHWWHU�OLIH"�7KHVH�DUH�TXHVWLRQV�WKDW�1JX\͂Q�7K͈�7KDQK�0DL�
ZLVKHV�WR�H[SORUH�LQ�KHU�ȴOP�Day by Day��

ΖQ�������3RO�3RWȇV�.KPHU�5RXJH�DUP\�PDUFKHG�LQWR�3KQRP�3HQK�DQG�H΍HFWLYHO\�VHL]HG�FRQWURO�RI�&DPERGLD��0DQ\�9LHWQDPHVH�SHRSOH�ZKR�UHVLGHG�LQ�&DPERGLD�XS�XQWLO�
WKDW�SRLQW�GHFLGHG�WR�ȵHH�WKH�RSSUHVVLYH�UHJLPH�DQG�UHWXUQ�WR�9LHWQDP��GHFLGLQJ�WR�UHWXUQ�DIWHU�3RO�3RW�ZDV�GHSRVHG�LQ�������6XFK�ERUGHU�FURVVLQJ��WDNLQJ�SODFH�ZLWKRXW�
RɝFLDO�SDSHUZRUN��EHFRPHV�WKH�FHQWUDO�WKHPH�RI�WKH�OLYHV�RI�WKHVH�FRPPXQLWLHV��DQG�ZLWK�LW�FRPHV�XQIRUHVHHQ�FRQVHTXHQFHV��DEVHQFH�RI�JRYHUQPHQWDO�VXSSRUW�DQG�
WKXV�ODFN�RI�LGHQWLW\�SDSHUV��XQVWDEOH�OLYHOLKRRG��DQG�D�EOHDN�IXWXUH�IRU�WKHLU�XQGRFXPHQWHG��XQHGXFDWHG�FKLOGUHQ��Day by Day�LV�D�SKUDVH�WKDW�1JX\͂Q�7K͈�7KDQK�0DL�
KHDUG�HYHU\GD\�IURP�WKH�YLOODJHUV�ZKLOH�XQGHUWDNLQJ�KHU�H[WHQVLYH�UHVHDUFK�LQ�WKH�WZR�9LHWQDPHVH�FRPPXQLWLHV�LQ�7RQOH�6DS�/DNH��&DPERGLD�DQG�/RQJ�$Q�SURYLQFH��
9LHWQDP��ΖW�GUDZV�WKH�SLFWXUH�RI�WKHLU�SUHFDULRXV�IXWXUH��ZRUNLQJ�KDUG�RQO\�ZLWK�WKH�JRDO�RI�VXUYLYLQJ�XQWLO�WKH�QH[W�GD\��

:KLOH�WKH�ȴOP�SUHVHQWV�D�VHW�RI�FLUFXPVWDQFHV�WKDW�DUH�VSHFLȴF�WR�WKH�RQJRLQJ�SROLWLFDO�WHQVLRQV�EHWZHHQ�9LHWQDP�DQG�&DPERGLD��LW�DOVR�LQWHUVHFWV�ZLWK�EURDGHU��PRUH�
XQLYHUVDO��FRQFHSWV�RI�QDWLRQ�VWDWH�ERXQGDU\��SRZHU�RI�FLWL]HQVKLS��DQG�LPSDFW�RI�KXPDQ�PLJUDWLRQ���DOO�PHODQFKROLFDOO\�SRUWUD\HG�WKURXJK�WKH�DUWLVWȇV�V\PSDWKHWLF�OHQV��

---
Country:�9LHWQDP�&DPERGLD��Genre:�'RFXPHQWDU\��Language:�9LHWQDPHVH�ZLWK�(QJOLVK�DQG�.KPHU�VXEWLWOHV��CREW: Writer, Director, Producer: 1JX\͂Q�7K͈�7KDQK�0DL� 
Director of Photography, Editor:�7̞�0LQK�ÒͦF��Technical Specs:������[�����

DaY BY DaY

1JX\͂Q�7K͈�7KDQK�0DL ȇV��E��������+DQRL��9LHWQDP��SUDFWLFH�IRFXVHV�RQ�LVVXHV�RI�WKH�IHPDOH�ERG\��VH[��DQG�FRQVWUXFWHG�VRFLDO�YDOXHV�WKDW�D΍HFW�ZRPHQ��1JX\͂QȇV�ZRUNV�FKDOOHQJH�
DQG�RSHQ�XS�WKHVH�LVVXHV��FRQIURQWLQJ�WKH�SRZHU�UHODWLRQV�EHWZHHQ�IHDU��DQG�GHVLUH��WKURXJK�H[SHULPHQWDWLRQV�ZLWK�SDUWLFXODU�PDWHULDO�DQG��WKH�HYRFDWLRQ�RI�ERGLO\�WUDQVJUHVVLRQ��
0RVW�UHFHQWO\��KHU�LQWHUHVWV�KDYH�VKLIWHG�WR�H[DPLQH�WKH�FDXVH�DQG�D΍HFW�RI�KXPDQ�PLJUDWLRQ�DQG�VWDWHOHVVQHVV�

1JX\͂Q�LV�D�JUDGXDWH�RI�+XH�&ROOHJH�RI�$UWV��+XH�8QLYHUVLW\���������ΖQ�������VKH�HDUQHG�D�0$�LQ�9LVXDO�$UW�IURP�0DKDVDUDNKDP�8QLYHUVLW\��7KDLODQG�

1JX\͂Q�LV�FXUUHQWO\�OLYLQJ�DQG�ZRUNLQJ�LQ�+XH��9LHWQDP�

1*8<́1�7+Ω�7+$1+�0$Ζ��9Ζ(71$0�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG37



Artist(s) & film(s)

1*8<́1�75Ζ1+�7+Ζ

)Ζ/06�

Theme: 0\WKRORJ\ Year: ����
Thursday, 3 November 2016 Duration (mins): �����

ΖQ�������3DQGXUDQJD��WKH�ODVW�UHPDLQLQJ�WHUULWRU\�RI�WKH�&KDPSD�NLQJGRP��ZDV�DQQH[HG�E\�HPSHURU�0LQK�0DQJ�RI�'DL�9LHW��DQFLHQW�9LHWQDP���1RZ�UHQDPHG�1LQK�7KXDQ�
SURYLQFH��WKH�VSLULWXDO�KHDUW�RI�WKLV�WZR�WKRXVDQG�\HDU�PDWULDUFKDO�+LQGX�FXOWXUH�LV�DJDLQ�IDFLQJ�H[LVWHQWLDO�WKUHDWV�DV�WKH�9LHWQDPHVH�JRYHUQPHQW�SODQV�WR�EXLOG�WKH�
FRXQWU\ȇV�ȴUVW�WZR�QXFOHDU�SRZHU�SODQWV�RQ�LWV�VLWH��/HWWHUV�IURP�3DQGXUDQJD��UHȵHFWLQJ�WKH�IRUP�RI�D�OHWWHU�H[FKDQJH�EHWZHHQ�D�PDQ�DQG�D�ZRPDQ��UHVSRQGV�WR�WKH�SOLJKW�
RI�WKH�&KDP�SHRSOH��DQ�HWKQLF�PLQRULW\�FXOWXUDOO\�VWUXJJOLQJ�XQGHU�D�JRYHUQPHQW�WKDW�UHIXVHV�WR�DFNQRZOHGJH�DQG�UHVSHFW�LWV�OHJLWLPDWLRQ��

7KH�VLOHQW��FDSWXUHG�LPDJHV�RI�WKH�&KDP�SHRSOH�FDUU\�D�SRZHUIXO�GHVLUH�IRU�DQ�RSHQ�GLVFRXUVH�DERXW�SRZHU�DQG�FRQȵLFWLQJ�LGHRORJLHV�LQ�WKH�HYHU\GD\��1DUUDWHG�LQ�WKH�
YRLFH�RI�WZR�RXWVLGHUV��ERWK�DUH�.LQK�SHRSOH��WKH�GRPLQDQW�YRLFH�RI�SUHVHQW�GD\�9LHWQDP���WKH�ȴOP�DOVR�UDLVHV�WKH�FUXFLDO�TXHVWLRQ�RI�ZKR�LV�DXWKRUL]HG�WR�WHOO�WKH�VWRULHV�
RI�D�FRPPXQLW\"�7KH�SDUWLFLSDQW��REVHUYHU��RU�FRQTXHURU"�

7KLV�ȴOP�VKLIWV�EHWZHHQ�GRFXPHQWDU\�DQG�ȴFWLRQ��FDUU\LQJ�DXGLHQFHȇV�DWWHQWLRQ�IURP�IRUHJURXQG�WR�EDFNJURXQG��EHWZHHQ�LQWLPDWH�SRUWUDLWV�DQG�GLVWDQW�ODQGVFDSHV��%\�
LPSOHPHQWLQJ�DQ�HWKQRJUDSKLF�JD]H�LQ�KHU�ȴOP��HYLGHQW�LQ�WKH�SRUWUDLW�RULHQWHG�GRFXPHQWDWLYH�WHFKQLTXHV��1JX\͂Q�7ULQK�7KL�R΍HUV�UHȵHFWLRQV�DURXQG�WKH�LQWHUFRQQHFWHG�
UHODWLRQVKLS�EHWZHHQ�VFLHQWLȴF�ȴHOGZRUN�DQG�DUW��ZKLOH�DOVR�HPSKDVL]LQJ�WKH�UROH�RI�WKH�DUWLVW�LQ�WKHLU�FDSDFLW\�WR�SURYLGH�LPSRUWDQW�SHUVSHFWLYH�RQ�YXOQHUDEOH�FRPPXQLWLHV�

---
Country:�9LHWQDP��Genre:�'RFXPHQWDU\�)LFWLRQ��Language:�9LHWQDPHVH

LETTERS FROM PaNDURaNGa

1JX\͂Q�7ULQK�7KL��E��������+DQRL��9LHWQDP��LV�DQ�DUWLVW��ȴOPPDNHU��DQG�GRFXPHQWDULDQ��+HU�GLYHUVH�SUDFWLFH�KDV�FRQVLVWHQWO\�LQYHVWLJDWHG�WKH�UROH�RI�PHPRU\�LQ�WKH�QHFHVVDU\�
XQYHLOLQJ�RI�KLGGHQ��GLVSODFHG�RU�PLVLQWHUSUHWHG�KLVWRULHV��RIWHQ�PDNLQJ�XVH�RI�RULJLQDO�GRFXPHQWDU\�IRRWDJH�RU�XQGHUWDNLQJ�H[WHQVLYH�LQYHVWLJDWLYH�ȴHOG�ZRUN��+HU�PRYLQJ�LPDJH�
ZRUN�LV�GLYHUVH��PRYLQJ�EHWZHHQ�GRFXPHQWDU\�DQG�H[SHULPHQWDO�ȴOP��DORQJVLGH�PXOWL�FKDQQHO�LQVWDOODWLRQV�DQG�SHUIRUPDQFH��

1JX\HQ�7ULQK�7KL�VWXGLHG� MRXUQDOLVP��SKRWRJUDSK\�� LQWHUQDWLRQDO�UHODWLRQV�DQG�HWKQRJUDSKLF�ȴOPV� LQ�WKH�8QLWHG�6WDWHV��6KH�JUDGXDWHG�ZLWK�D�%$� LQ�5XVVLDQ�DQG�(QJOLVK��+DQRL�
)RUHLJQ�6WXGLHV�&ROOHJH��+DQRL���������D�0DVWHU�LQ�3URIHVVLRQDO�-RXUQDOLVP��8QLYHUVLW\�RI�ΖRZD��ΖRZD���������DQG�D�0DVWHU�RI�3DFLȴF�ΖQWHUQDWLRQDO�$΍DLUV��8QLYHUVLW\�RI�&DOLIRUQLD��6DQ�
'LHJR��������

%DVHG�LQ�+DQRL��VKH�IRXQGHG�DQG�GLUHFWV�+DQRL�'2&/$%��D�FHQWHU�IRU�GRFXPHQWDU\�ȴOPV�DQG�WKH�PRYLQJ�LPDJH�VLQFH��������

---
ZZZ�KDQRLGRFODE�RUJ

1*8<́1�75Ζ1+�7+Ζ��9Ζ(71$0�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG38



Artist(s) & film(s)

)Ζ/06�

Theme: 6RFLDO�6FLHQFH�DQG�&ROOHFWLYH�0HPRU\ Year: ����
Friday, 4 November 2016 Duration (mins): �����

1JX\͂Q�7ULQK�7KLȇV�GRFXPHQWDU\�/RYH�0DQ�� /RYH�:RPDQ� LV� DERXW� WKH� OLYHV�RI� JD\�PHQ� LQ�9LHWQDP��ZLWK� IRFXV�RQ� UHSUHVVLRQ�RI� LGHQWLW\� LQ� VRFLHW\�� 7KH�ȴOP�SRUWUD\V�+DQRLDQ�PDVWHU�
/ɢX�1J͊F�ÒͦF��D�IDPRXV�VSLULW�PHGLXP�RI�WKH�LQGLJHQRXV�UHOLJLRQ�'DR�0DX��0RWKHU�*RGGHVV��LQ�9LHWQDP��ZKRVH�FRPPXQLWLHV�R΍HU�D�KDYHQ�WR�PDQ\�JD\�9LHWQDPHVH��+HUH��WKH�VKDPDQV��
WLWOHG�ȆGRQJ�FRȇ��SHUIRUP�ULWHV�DQG�ULWXDOV�WKDW�LQFOXGH�PDQ\�FHOHEUDWRU\�HOHPHQWV�VXFK�DV�GD]]OLQJ�DOWDUV��ȵDPER\DQW�FRVWXPHV��DQG�VXPSWXRXV�ULWXDOV�ZLWK�FDQGOHV��LQFHQVH��VHTXLQV�DQG�
IHDWKHUV�

1JX\͂QȇV�GRFXPHQWDU\�VKHGV�D�OLJKW�RQ�D�YHU\�XQLTXH�JURXS�RI�UHOLJLRXV�SUDFWLWLRQHUV�ZKRVH�JHQGHU�DQG�VH[XDO�LGHQWLWLHV�GRQȇW�DGKHUH�WR�VRFLHW\ȇV�ELQDU\�VWDQGDUGV��/LNH�VKDPDQ�ÒͦF��
PDQ\�JD\�PHQ�WXUQ�WR�WKH�0DX�UHOLJLRQ�DV�D�WROHUDQW�VSDFH�ZKHUH�WKH\�FDQ�OLYH�WUXH�WR�WKHPVHOYHV�DQG�DSSHDVH�WKHLU�GDLO\�JULHI�DQG�VWUXJJOH�E\�VHUYLQJ�DV�PHGLXP�EHWZHHQ�WKH�0DX�GHLWLHV�
DQG�WKHLU�IROORZHUV��$V�1JX\͂Q�IROORZHG�WKH�HYHU\GD\�OLIH�HYHQWV�RI�VKDPDQ�ÒͦF��KH�VKDUHG�ZLWK�KHU�KLV�XQGHUVWDQGLQJ�RI�WKH�0DX�UHOLJLRQ�DQG�RI�KLPVHOI�DV�D�JD\�PDQ�LQ�9LHWQDPHVH�
VRFLHW\��D�VRPHZKDW�VRPEHU�H[LVWHQFH��DOZD\V�EXUQLQJ�ZLWK� WKH�GHVLUH� WR�ȴQG� ORYH�DQG� IDPLO\��ZKLOH� UHVLJQLQJ�KLPVHOI� WR�D�VROLWDU\� IDWH��6KDPDQ�ÒͦF�DFNQRZOHGJHV�KLV� ȆGL΍HUHQFHVȇ��
EHPRDQLQJ�WKHP�ZKLOH�WDNLQJ�SULGH�LQ�WKHP�DW�WKH�VDPH�WLPH��+LV�SHUVSHFWLYHV�RQ�LQGLYLGXDO�LGHQWLWLHV�DQG�H[SUHVVLRQV�RSHQV�XS�GLVFXVVLRQV�DERXW�KRZ�9LHWQDPHVH�VRFLHW\�DGKHUHV�WR�
GRPLQDQW�DQG�PDLQVWUHDP�VRFLDO�H[SHFWDWLRQV�IRU�PHQ�DQG�ZRPHQ�WR�SHUIRUP��UHYHDOLQJ�KRZ�LQGLJHQRXV�UHOLJLRQV�FDQ�DOOHYLDWH�VXFK�QRUPV�ZLWK�DOWHUQDWH�VSDFH�RI�PHDQLQJ�

---
Country:� 9LHWQDP��Genre:� 'RFXPHQWDU\��Language:� 9LHWQDPHVH��Production: 1JX\͂Q� 7ULQK� 7KL� Cinematography and Camera:� 1JX\͂Q� 7ULQK� 7KL� DQG� -DPLH�0D[WRQH�*UDKDP��
Edition:�1JX\͂Q�7ULQK�7KL��Soundtrack Mix:�1JX\͂Q�7ULQK�7KL��image Post-production:�1JX\͂Q�7ULQK�7KL��Coordination of Post-production:�1JX\͂Q�7ULQK�7KL��
Graphic Design: 1JX\͂Q�7ULQK�7KL

LOVE MaN, LOVE WOMaN

1*8<́1�75Ζ1+�7+Ζ��9Ζ(71$0�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG39



Artist(s) & film(s)

3+$1�7+̟2�1*8<�1

)Ζ/06�

Theme: 0DWHULDOLW\ Year: ����
Saturday, 5 November 2016 Duration (mins): ����

&XUYH�RI�WKH�+RUL]RQ�LQWHUSUHWV�WKH�UHFXUULQJ�WUDJHG\�RI�D�9LHWQDPHVH�SKHQRPHQRQ��WKURXJK�WKH�V\PEROLF�SKUDVH�ȆXSURRW�ULFH�JURZ�MXWHȇ��7KLV�SKUDVH�UHIHUV�WR�D�FDPSDLJQ�
E\�WKH�-DSDQHVH�GXULQJ�WKHLU�RFFXSDWLRQ�RI�ΖQGRFKLQD�������Ȃ��������-XWH�ZDV�XVHG�WR�PDNH�VDFNV�DQG�FORWKLQJ�IRU�WKH�DUPHG�IRUFH��D�FUXFLDO�PDWHULDO�IRU�WKH�-DSDQHVH�
ZDU� LQGXVWU\��'XULQJ� -DSDQHVH�RFFXSDWLRQ�� WKH� MXWH� VXSSO\� IURP� ΖQGLD�ZDV� LQWHUUXSWHG�� OHDGLQJ� WR� WKH� IRUFHG� UHSODFHPHQW�RI� ULFH�ZLWK� MXWH� LQ�9LHWQDP��7KLV�DFW�ZDV�
SDUWLDOO\�EODPHG�IRU�FDXVLQJ�D�VHYHUH�IDPLQH�WKDW�WRRN�DZD\�WKH�OLYHV�RI�QHDUO\�WZR�PLOOLRQ�9LHWQDPHVH��$OPRVW����\HDUV�ODWHU��KLVWRU\�UHSHDWHG�LQ�WKH�6RXWK�RI�9LHWQDP��
/RFDO�IDUPHU�RQFH�DJDLQ�XSURRWHG�ULFH�WR�JURZ�MXWH��KRSLQJ�WR�IHHG�WKH�GHPDQG�RI�D�SODQQHG�IDFWRU\�LQ�/RQJ�$Q�SURYLQFH��VRXWKHUQ�9LHWQDP���$�PDFKLQHU\�GHIHFW�LQ�WKH�
SURGXFWLRQ�OLQH�UHVXOWHG�LQ�WKH�GLVFRQWLQXDWLRQ�RI�SURGXFWLRQ�DQG�WKH�IDFWRU\ȇV�LQDELOLW\�WR�EX\�MXWH�IURP�IDUPHUV���

)LOPHG�LQ�/RQJ�$Q�SURYLQFH�LQ������DW�DQ�XQ�KDUYHVWHG�MXWH�ȴHOG��WKH�DUWLVW�FUHDWHG�D�SLHFH�RI�ODQG�DUW�E\�EHQGLQJ�HDFK�MXWH�SODQW�WR�IRUP�D�FXUYH��DQ�LPDJH�HYRFDWLYH�RI�
D�ERZLQJ�JHVWXUH���D�V\PERO�RI�UHVSHFW��SROLWHQHVV�DQG�REHGLHQFH�LQ�PDQ\�(DVW�$VLDQ�FRXQWULHV��SURPLQHQW�LQ�&KLQD��-DSDQ��7KDLODQG��9LHWQDP��.RUHD��7DLZDQ���-XWH�LQ�WKH�
9LHWQDPHVH�FRQWH[W�LV�D�V\PEROLF�ZLWQHVV�WR�WKH�WUDJHG\�RI�SDVW�DQG�SUHVHQW��WKH�FXUYH�RI�WKH�MXWH�D�PHWDSKRU�IRU�WKH�SDVVLYH�SRVLWLRQ�RI�WKH�IDUPHU���

---
Country:�9LHWQDP��Genre:�9LGHR�$UW��Language:�9LHWQDPHVH��Production:�3KDQ�7K̠R�1JX\¬Q��Camera:�7UɢɠQJ�&¶QJ�7»QJ��Editor:�3KDQ�7K̠R�1JX\¬Q��Music:�$QWRQ�:HEHUQ��
Sound:�3KDQ�7K̠R�1JX\¬Q��image Post-production:�3KDQ�7K̠R�1JX\¬Q��Coordination of Post-production:�3KDQ�7K̠R�1JX\¬Q��Graphics: 3KDQ�7K̠R�1JX\¬Q

CURVE OF THE HORizON

3KDQ�7K̠R�1JX\¬Q��E��������+R�&KL�0LQK�&LW\��9LHWQDP���LV�D�PXOWLPHGLD�DUWLVW�ZKR�XVHV�SDLQWLQJ��LQVWDOODWLRQ��YLGHR�DQG�SHUIRUPDQFH�WR�SURYLGH�DOWHUQDWH�UHDGLQJV�RI�WUDGLWLRQDO�
DQG�FRQWHPSRUDU\�KXPDQ�EHKDYLRU��7KURXJK�D�VWXG\�RI�OLWHUDWXUH��SKLORVRSK\�DQG�REVHUYLQJ�GDLO\�OLIH��3KDQȇV�DUW�UHYHOV�LQ�H[SORULQJ�WKH�REOLTXH�WHQVLRQ�EHWZHHQ�VRFLDO�FRQYHQWLRQ�
DQG�DHVWKHWLF�QDUUDWLYH��VHHNLQJ�WR�GLVWXUE�WKH�SUHVXPSWLRQ�RI�+LVWRU\�DV�D�VLQJOH�WDOH�RI�WUXWK��

3KDQ�7K̠R�1JX\¬Q�JUDGXDWHG�ZLWK�D�%DFKHORU�RI�)LQH�$UWV�IURP�/DVDOOH�&ROOHJH�RI�$UWV�LQ������DQG�REWDLQHG�KHU�0DVWHU�RI�)LQH�$UWV�DW�WKH�$UW�ΖQVWLWXWH�RI�&KLFDJR�LQ������

3KDQ�7K̠R�1JX\¬Q�LV�D�PHPEHU�RI�WKH�FROOHFWLYH�$UW�/DERU��6KH�FXUUHQWO\�OLYHV�DQG�ZRUNV�LQ�+R�&KL�0LQK�&LW\��

---
ZZZ�WKDRQJX\HQSKDQ�FRP

3+$1�7+̟2�1*8<�1��9Ζ(71$0�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG40



Artist(s) & film(s)

5(1$7$�3$'29$1

)Ζ/06�

Theme: 0\WKRORJ\ Year: ����
Thursday, 3 November 2016 Duration (mins): ����

(YHU\�\HDU�RQ�WKH��QG�RI�)HEUXDU\��WKRXVDQGV�RI�SHRSOH�PDNH�R΍HUV�WR�WKH�VHD�JRGGHVV�ΖHPDQM£
��E\�OLJKWLQJ�FDQGOHV�DQG�WDNLQJ�R΍HUV�RI�IRRG�DQG�ȵRZHUV�WR�WKH�VKRUHV��
$OWKRXJK�PRVW�FXOWXUHV�SRVVHVV�D�SDQWKHRQ�RI�HQWLWLHV�UHSUHVHQWLQJ�WKH�QDWXUDO�IRUFHV��D�UHPDUNDEO\�FRPSOH[�H[DPSOH�RI�D�VSLULWXDO�V\VWHP�FDQ�EH�IRXQG�DPRQJ�WKH�
<RUXED�RI�:HVW�$IULFD��7KH�<RUXED�SHRSOH�DUULYHG�LQ�WKH�$PHULFDV�GXULQJ�WKH�LQIDPRXV�VODYH�WUDGH�WKDW�IROORZHG�FRORQL]DWLRQ��ΖQ�%UD]LO��WKH�<RUXED�FXOW�RI�WKH�RUL[£V�Ȃ�
VDFUHG�UHSUHVHQWDWLRQV�RI�SULPDO�QDWXUDO�HOHPHQWV�Ȃ�WRRN�URRW�VWURQJO\�LQ�WKH�FLW\�RI�6DOYDGRU��ZKHUH�JUHDW�QXPEHUV�RI�IROORZHUV�SD\�KRPDJH�WR�WKH�JRGGHVV�RI�WKH�VHD�
RQ�KHU�GD\�

Iemanjá�LV�D�YLVXDO�DOOHJRU\�RI�WKH�FRPPHPRUDWLRQ�RI�WKH�VHD�HQWLW\�ΖHPDQM£��DQ�LPSRUWDQW�FXOWXUDO�HYHQW�LQ�%UD]LO��DQG�SDUWLFXODUO\�LQ�WKH�QRUWKHDVWHUQ�HVWDWH�RI�%DKLD��
ΖHPDQM£� LV�D� IHPDOH�HQWLW\�� UHSUHVHQWHG�E\� WKH�FRORU�EOXH��ZRUQ� LQ� WKH�EHDGV�GRQQHG�E\�KHU� IROORZHUV��:LWKLQ� WKH�RUL[£V�EHOLHI�V\VWHP�� WKH�HQWLW\� LV�D�PRWKHUO\�DQG�
SURWHFWLYH�IRUFH�WKDW�ORYLQJO\�ORRNV�DIWHU�KHU�FKLOGUHQ��DQG�OLNH�WKH�RFHDQ��LV�D�SURYLGHU�RI�OLIH�

5HQDWD�3DGRYDQȇV�ȴOP�ZDV�FDSWXUHG�ZLWK�KHU�PRELOH�SKRQH�FDPHUD�GXULQJ�WKH�IHVWLYDO�LQ�%DKLD��6KH�IRFXVHV�RQ�WKH�V\PEROLF�PDWHULDOV�DQG�WKH�ERG\�PRYHPHQW�RI�WKH�
ZRPHQ�SDUWLFLSDWLQJ�LQ�WKH�FHOHEUDWLRQ��ZKLWH�UREHV�DQG�FRORUIXO�EHDGV�DUH�DW�WKH�FHQWHU�RI�WKH�LPDJHV��EULQJLQJ�WR�PLQG�$IULFDQ�DQG�$UDE�LQȵXHQFHV��%RWK�WKH�DHVWKHWLF�
V\QWKHVLV�DFKLHYHG�WKURXJK�D�VHOHFWLRQ�RI�IHZ�FRPSRVLWLRQ�HOHPHQWV�DQG�WKH�VRXQGV�WDNHQ�IURP�WKH�SHUFXVVLRQ�WUDFN�DUH�VORZHG�GRZQ�WR�UHȵHFW�WKH�LQWHQVLW\�RI�WKH�
PRPHQW��HYRNLQJ�WKH�VSHOO�RI�HFVWDV\��5K\WKPLF�FLUFXODU�PRYHPHQWV�SHUIRUPHG�E\�WKH�ZRPHQ�LQGXFH�DQ�LQFDQWDWLRQ�DQG�UHYHUHQFH�WKDW�DUH�DW�WKH�FRUH�RI�WKH�DQQXDO�
ULWXDO��ZKHUH�SHRSOH�KRQRU�WKH�VHD�LQ�JUDWLWXGH��VXUSDVVLQJ�FODVV��HWKQLFLW\��DQG�DJH�GLYLVLRQV��7KH�V\QFUHWLF�FHOHEUDWLRQ�KLJKOLJKWV�WKH�FRH[LVWHQFH�RI�D�PXOWLWXGH�RI�EHOLHI�
V\VWHPV��ZKLFK�HQFRPSDVV�&DWKROLFLVP��8PEDQGD��DQG�&DQGRPEO«�

---
1RWH��
2QH�RI�WKH�RUL[£V�RI�WKH�<RUXED�SDQWKHRQ��ΖHPDQM£�LV�7KH�Ȇ0RWKHUȇ��WKH�Ȇ4XHHQ�RI�WKH�2FHDQȇ�LQ�8PEDQGD�UHOLJLRQ�

---
Country:�%UD]LO��Genre:�9LGHR�$UW

iEMaNJá

Renata Padovan��6¥R�3DXOR��%UD]LO��LV�D�%UD]LOLDQ�DUWLVW�OLYLQJ�DQG�ZRUNLQJ�LQ�6¥R�3DXOR�

*UDGXDWHG�ZLWK�D�%$�GHJUHH�LQ�6RFLDO�&RPPXQLFDWLRQV�IURP�)$$3�6¥R�3DXOR��ODWHU�IROORZHG�E\�DQ�0$�LQ�)LQH�$UW�IURP�&KHOVHD�&ROOHJH�RI�$UW�DQG�'HVLJQ�LQ�/RQGRQ���������VKH�KDV�
SDUWLFLSDWHG�LQ�VHYHUDO�DUWLVWV�LQ�UHVLGHQF\�SURJUDPV�DQG�LQ�H[KLELWLRQV�ZRUOGZLGH�

3DGRYDQ�OLYHV�DQG�ZRUNV�LQ�6¥R�3DXOR��%UD]LO

---
ZZZ�UHQDWDSDGRYDQ�PH

RENATA PADOVAN �%5$=Ζ/�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG41



Artist(s) & film(s)

)Ζ/06�

Theme: 6RFLDO�6FLHQFH�DQG�&ROOHFWLYH�0HPRU\ Year: ����
Friday, 4 November 2016 Duration (mins): ����

”'XULQJ�D�YLVLW�WR�8]EHNLVWDQ��LQ�&HQWUDO�$VLD�Ζ�ZHQW�WR�YLVLW�ZKDW�LV�OHIW�RI�WKH�$UDO�6HD��Ζ�ZDV�JUHDWO\�D΍HFWHG�E\�WKH�GHVRODWHG�ODQGVFDSH��RQH�RI�WKH�ELJJHVW�HFRORJLFDO�GLVDVWHUV�FDXVHG�
E\�WKH�HTXLYRFDO�LGHDV�RI�SURJUHVV�DQG�HFRQRPLF�GHYHORSPHQW�ȋ

$UDO�0HUPDLG�LV�D�VKRUW�SRHWLF�GRFXPHQWDU\�DVVHPEOHG�ZLWK�VWLOO�LPDJHV��YLGHR�IRRWDJH�DQG�KLVWRULFDO�IRRWDJH��ΖW�UHIHUV�WR�WKH�VRFLDO�DQG�HFRORJLFDO�GHJUDGDWLRQ�FDXVHG�
E\�WKH�6RYLHW�H[FHVVLYH�LPSOHPHQWDWLRQ�RI�FRWWRQ�PRQRFXOWXUH�LQ�WKH�DUHD�

---
Country:�8]EHNLVWDQ�%UD]LO��Genre:�9LGHR�$UW��Language:�(QJOLVK��Director and Writer: 5HQDWD�3DGRYDQ� CREW: Production:�5HQDWD�3DGRYDQ�DQG�2WDYLR�0DFKDGR��
Cinematography and Camera:�5HQDWD�3DGRYDQ��Edition:�5HQDWD�3DGRYDQ��Voice-over:�&ODLUH�5LJE\��Soundtrack Mix:�5HQDWD�3DGRYDQ

aRaL MERMaiD

)Ζ/06�

Theme: 0DWHULDOLW\ Year: ����
Saturday, 5 November 2016 Duration (mins): ����

”7UDYHOLQJ�DORQJ�WKH�;LQJX�5LYHU�LQ�WKH�QRUWKHUQ�HVWDWH�RI�3DU£�LQ�%UD]LO��Ζ�ZDV�YHU\�LPSUHVVHG�ZLWK�WKH�JUDQGHXU�RI�QDWXUH�ZKLOH��DW�WKH�VDPH�WLPH��EHZLOGHUHG�E\�WKH�IDFW�WKDW�ZLWKRXW�
D�UHIHUHQFH�WKH�VHQVH�RI�VFDOH�LV�FRPSOHWHO\�ORVW��ΖW�ZDV�RQO\�ZKHQ�Ζ�DSSURDFKHG�WKH�FRQVWUXFWLRQ�RI�WKH�%HOR�0RQWH�SRZHU�SODQW�WKDW�WKH�UHDO�VFDOH�RI�QDWXUH�EHFDPH�FOHDU�WR�PH��
%DVHG�RQ�WKH�VL]HV�RI�PHQ�DQG�PDFKLQHU\��WKH�LPPHQVLW\�RI�WKH�IRUHVW�EHFDPH�HYLGHQW�

7KH�SURFHVV�RI�GHVWUXFWLRQ�RI�D�SUHYLRXVO\�XQWRXFKHG�UHJLRQ�RI�WKH�%UD]LOLDQ�IRUHVW�LQ�WKH�QDPH�RI�D�GRXEWIXO�SURJUHVV�PDNHV�XV�DZDUH�RI�WKH�UHDO�VFDOH�RI�ZKDW�LV�EHLQJ�ORVW�IRUHYHU�ȋ

�E\�5HQDWD�3DGRYDQ�

---
Country:�%UD]LO��Genre:�9LGHR�$UW��CREW: Production: 5HQDWD�3DGRYDQ�DQG�2WDYLR�0DFKDGR� Cinematography and Camera:�5HQDWD�3DGRYDQ�DQG�2WDYLR�0DFKDGR��Edition:�5HQDWD�
3DGRYDQ��Music:�&KDQWV�E\�0XUDNDZD�UHFRUGHG�DW�WKH�PDUJLQV�RI�;LQJX�ULYHU�DW�.ZDWLQHPX�9LOODJH��Soundtrack Mix:�5HQDWD�3DGRYDQ�

THE SCaLE OF DiSaSTER

RENATA PADOVAN �%5$=Ζ/�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG42



Artist(s) & film(s)

6$6+$�+8%(5

)Ζ/06�

Theme: 0\WKRORJ\ Year: ����
Thursday, 3 November 2016 Duration (mins): ����

8VLQJ�KHU�YRLFH�DQG�ERG\�WR�PHGLDWH�WKH�XQȴQLVKHG�EXVLQHVV�RI�KLVWRU\��+XEHUȇV�ZRUN�DWWHPSWV�WR�KHDO�HQYLURQPHQWDO�UXSWXUHV�FDXVHG�E\�FRORQLDO�LQKHULWDQFH��+HU�ORQJ�
WHUP�SURMHFW�Ȋ'HPRXQWLQJ�/RXLV�$JDVVL]ȋ�LV�DLPHG�DW�UHPRYLQJ�QLQHWHHQWK�FHQWXU\�6ZLVV�ERUQ�QDWXUDOLVW�DQG�JODFLRORJLVW�/RXLV�$JDVVL]ȇV
�QDPH�IURP�D�QXPEHU�RI�VLWHV�
DURXQG�WKH�ZRUOG��7KH�LQLWLDO�SURMHFW�RI�D�ZRUOGZLGH�FDPSDLJQ�FRQVLVWHG�RI�WKH�RɝFLDO�UHQDPLQJ�RI�WKH�6ZLVV�$OSV�SHDN�$JDVVL]KRUQ��DV�5HQW\KRUQ��LQ�WULEXWH�WR�5HQW\��DQ�
HQVODYHG�SHUVRQ�IURP�WKH�&RQJR�ZKRP�$JDVVL]�SKRWRJUDSKHG�LQ������

7KH�ȴOP�.$5$.Ζ$�Ȃ�7KH�5HVHWWLQJ�&HUHPRQ\�LV�SDUW�RI�VXFK�VHULHV�RI�ZRUNV�LQ�GL΍HUHQW�PHGLD�WKDW�DGGUHVV�UHQDPLQJ�VLWHV�DV�D�GHFRORQLDO�DFW��7KH�ZRUN�ZDV�VSHFLȴFDOO\�
PDGH�WR�UHFRUG�D�FOHDQVLQJ�ULWXDO�FRQGXFWHG�E\�0ÃRUL�FKLHI�-H΍�0DKXLND�LQ�-XQH�������DW�WKH�7H�0RHND�2�7XDZH��)R[�*ODFLHU���LQ�6RXWK�ΖVODQG��1HZ�=HDODQG��ΖQ�WKH�ȴOP��ZH�
VHH�+XEHU�DQG�-H΍�ZDONLQJ�WRZDUGV�$JDVVL]�JODFLHU��VR�QDPHG�E\�*HUPDQ�JHRORJLVW�VLU�-RKDQQ�)UDQ]�Ȇ-XOLXVȇ�YRQ�+DDVW�LQ�DQ�DWWHPSW�WR�ORFDWH�1HZ�=HDODQG�ZLWKLQ�ZKLWH�
(XURSHDQ�FXOWXUH�ZKLOH�LJQRULQJ�WKH�0ÃRUL�SHUVSHFWLYH��8SRQ�DUULYDO�WR�WKH�VLWH��-H΍�0DKXLND�R΍HUV�D�.DUDNLD�EOHVVLQJ�WR�V\PEROLFDOO\�XQ�QDPH�WKH�JODFLHU��WKXV�IUHHLQJ�LW�
IURP�LWV�DVVRFLDWLRQ�ZLWK�$JDVVL]�DQG�KLV�UDFLVP�

+HUH�� WKH�DUWLVW�� LQ�FROODERUDWLRQ�ZLWK�D�PHPEHU�RI� WKH�FRPPXQLW\��SHUIRUPV�ULWXDO�FOHDQVLQJ�DV�DQ�DFW�RI�DSSURSULDWLRQ�RI� WKH�ZRXQGHG� ODQG��ZKLOH�XQHDUWKLQJ�DQG�
UHGUHVVLQJ�WKH�OLWWOH�NQRZQ�KLVWRU\�RI�WKH�6ZLVV�ERUQ�QDWXUDOLVW�DQG�JODFLRORJLVW�/RXLV�$JDVVL]��+XEHUȇV�UHVHDUFK�IRU�WKH�ȴOP�ZDV�GRQH�LQ�FROODERUDWLRQ�ZLWK�7H�5ĭQDQJD�R�
1JÃL�7DKX�RɝFLDOV��ZKR�SURSRVHG�QHZ�DQG�DSSURSULDWH�0ÃRUL�SODFH�QDPHV�IRU�WKH�Ȋ$JDVVL]�*ODFLHUȋ�DQG�DQRWKHU�6RXWK�ΖVODQG�IHDWXUH��WKH�Ȋ$JDVVL]�5DQJHȋ��DV�WKHUH�DUH�
FXUUHQWO\�QR�NQRZQ�1JÃL�7DKX�QDPHV�IRU�WKHVH�ODQGPDUNV�

---

$JDVVL]�ZDV�DQ�LQȵXHQWLDO�SURSRQHQW�RI�VFLHQWLȴF�UDFLVP�ZKR�DGYRFDWHG�IRU�VHJUHJDWLRQ�DQG�ȊUDFLDO�K\JLHQHȋ�Ȃ�D�VHW�RI�VWDWH�VDQFWLRQHG�SROLFLHV�LQ�WKH�HDUO\�WZHQWLHWK�
FHQWXU\�E\�ZKLFK�FHUWDLQ�JURXSV�RI�LQGLYLGXDOV�ZHUH�DOORZHG�WR�SURFUHDWH�DQG�RWKHUV�QRW��ZLWK�WKH�H[SUHVVHG�SXUSRVH�RI�SURPRWLQJ�FKDUDFWHULVWLFV�GHHPHG�GHVLUDEOH��
7KH�PRVW�H[WHQVLYH�LPSOHPHQWDWLRQ�RI�VXFK�SROLFLHV�RFFXUUHG�LQ�1D]L�*HUPDQ\��EXW�VLPLODU�SROLFLHV�ZHUH�LPSOHPHQWHG�WKURXJKRXW�(XURSH��1RUWK�$PHULFD��DQG�VRXWKHUQ�
$IULFD�

---
Country:�1HZ�=HDODQG���Genre:�(QYLURQPHQWDO�LVVXHV��%RG\�LPDJH�DQG�FXOWXUH��Language:�0ÃRUL��Writer: -H΍�0DKXLND��Production: 6DVKD�+XEHU��
Cinematography and Camera:�0D[�%HOODP\�DQG�3HWUL�6DDULNNR��image Post-production:�7DP�:HEVWHU��Coordination of Post-production:�7DP�:HEVWHU��
Graphic Design: 6DVKD�+XEHU

KaRaKia - THE RESETTiNG CEREMONY

Sasha Huber �E��������=XULFK��6ZLW]HUODQG��LV�D�YLVXDO�DUWLVW�RI�6ZLVV�+DLWLDQ�KHULWDJH��+HU�ZRUN�LV�SULPDULO\�FRQFHUQHG�ZLWK�WKH�SROLWLFV�RI�PHPRU\�DQG�EHORQJLQJ��SDUWLFXODUO\�LQ�
UHODWLRQ�WR�FRORQLDO�UHVLGXHV�OHIW�LQ�WKH�HQYLURQPHQW��6HQVLWLYH�WR�WKH�VXEWOH�WKUHDGV�FRQQHFWLQJ�KLVWRU\�DQG�WKH�SUHVHQW��VKH�XVHV�DQG�UHVSRQGV�WR�DUFKLYDO�PDWHULDO�ZLWKLQ�D�OD\HUHG�
FUHDWLYH�SUDFWLFH�WKDW�HQFRPSDVVHV�YLGHR��SKRWRJUDSK\��FROODERUDWLRQV�ZLWK�UHVHDUFKHUV��DQG�SHUIRUPDQFH�EDVHG�LQWHUYHQWLRQV�

+XEHU�KROGV�DQ�0$�IURP�WKH�8QLYHUVLW\�RI�$UW�DQG�'HVLJQ�+HOVLQNL��DQG�LV�FXUUHQWO\�XQGHUWDNLQJ�GRFWRUDO�UHVHDUFK�RQ�UDFLVP�WKURXJK�WKH�OHQV�RI�DUW�DW�WKH�'HSDUWPHQW�RI�$UW�DW�
$DOWR�8QLYHUVLW\��+HOVLQNL��)LQODQG�

+XEHU�FXUUHQWO\�OLYHV�DQG�ZRUNV�LQ�+HOVLQNL��)LQODQG��

---
VDVKDKXEHU�FRP

SASHA HUBER �+$Ζ7Ζ�6:Ζ7=(5/$1'�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG43



Artist(s) & film(s)

6+$1$.$�*$/$*2'$

)Ζ/06�

Theme: 0DWHULDOLW\� Year: ����
Saturday, 5 November 2016 Duration (mins):�����

$�UHSRUWHU�DQG�KHU�FDPHUDPDQ��VWUDQGHG�E\�WKH�URDGVLGH�DIWHU�WKHLU�YDQ�EURNH�GRZQ��DUH�JLYHQ�D�ULGH�E\�D�SDVVLQJ�PLOLWDU\�WUDFWRU��$V�WKH\�PDNH�WKHLU� MRXUQH\��WKH�
FDPDUDGHULH�WKDW�GHYHORSV�EHWZHHQ�WKH�WZR�SDUWLHV�HQGV�LQ�WKH�H[FKDQJH�RI�WKHLU�ȆWRROVȇ�Ȃ�LQVWUXPHQWV�RI�REYLRXV�H[FLWDEOH�LQWHUHVW�GHVSLWH�WKHLU�FDSDFLW\�WR�PDQLSXODWH��
FRQWURO��DQG�GHVWUR\��7KLV�VKRUW�ȴOP�H[DPLQHV�KRZ�WKH�H[FKDQJH�RI�WKH�PDWHULDOV�RI�HDFK�SHUVRQȇV�WUDGH�UHYHDOV�WKHLU�GL΍HUHQFHV�LQ�VRFLHWDO�DQG�GRFWULQDO�DWWLWXGHV��KHUH�
PRVW�KDXQWLQJO\�LOOXVWUDWLQJ�WKH�KXPDQ�JOHH�IRU�PDFKLQHV�UHJDUGOHVV�RI�KRZ�WKH\�DUH�XWLOL]HG�

7KH�6UL�/DQNDQ�&LYLO�:DU�������������ZDV�D����\HDU�PLOLWDU\�FDPSDLJQ�WKDW�FDXVHG�WUHPHQGRXV�KXPDQ�DQG�HQYLURQPHQWDO�GHYDVWDWLRQ��8SRQ�HQFRXQWHULQJ�D�6UL�/DQNDQ�
MRXUQDOLVW�UHFRXQWLQJ�ZLWK�JUHDW�H[FLWHPHQW�KLV�KROGLQJ�RI�D�JXQ�ZKLOH�WUDYHOLQJ�ZLWK�D�PLOLWDU\�VTXDG��*DODJRGD�ZDV�GHHSO\�XQQHUYHG��GLVPD\HG�DW�KRZ�PDWHULDOV�FDQ�
ȆSRVVHVVȇ�KXPDQ�EHLQJV��7KLV�H[SHULHQFH�PRWLYDWHG�KLP�WR�FUHDWH�WKLV�GHEXW�ȴOP��VHOHFWHG�IRU�)HVWLYDO�GH�&DQQHV�LQ�������

---
Country:�6UL�/DQND��Genre:�6RFLDO�'UDPD��Language:�6LQKDOD��CREW: Producer:�6KDQDND�*DODJRGD�DQG�3UDVDQQD�.LWKDODJDPD��Cast:�6DQMHHZD�8SHQGUD��0D\XUD�3HUHUD��DQG�7UDF\�
-D\DVLQJKH��Cinematography and Camera:�3UL\DQWKD�0DODZLJH��Edition:�5DQJDQD�6LQKDUDJH��Music:�1LVKR�)HUQDQGR��Soundtrack Mix:�+DVLWKD�0DGXUDQJD�:HGDJH��
image Post-production:�5RVKDQ�(GZDUG��Coordination of Post-production:�;WHQ�3RVW��Graphic Design: 0DGKXND�*XQDVHNDUD�DQG�&KDPLVKND�*DPDJH��Company Credits:�;WHQ�
3URGXFWLRQV���/DZ�DQG�6RFLHW\�7UXVW�6UL�/DQND��

THE POSSESSiON

Shanaka Galagoda� �6UL�/DQND�� LV�DQ�HPHUJLQJ�VHOI�WDXJKW�ȴOPPDNHU�� ΖQ�6UL�/DQND��WKH�DEVHQFH�RI�ȴOP�VFKRROV�PHDQV�WR� OHDUQ�WKH� LQGXVWU\�\RX�PXVW�JDLQ�NQRZOHGJH�WKURXJK�
SUDFWLFH��DQG�IRU�*DODJRGD�WKDW�ZDV�RQ�VHW�ZRUNLQJ�DV�D�FRPPHUFLDO�WHOHYLVLRQ�GLUHFWRU�VLQFH�������6HQVLWLYH�WR�WKH�VRFLDO�DQG�SROLWLFDO�FKDQJHV�RI�KLV�FRXQWU\�DQG�WKH�PLUURULQJ�RI�
LWV�XSKHDYDO�DFURVV�WKH�ZRUOG��*DODJRGD�WXUQV�WR�ȴOP�DV�D�OHQV�WR�UHYHDO�WKH�FRPSOH[LW\�RI�WKH�KXPDQ�FRQGLWLRQ��FRPSHOOHG�WR�GRFXPHQW�LWV�FKDUDFWHU��ZKLFK�ERWK�DVWRXQGV�DQG�
HQGHDUV�

6KDQDND�*DODJRGD�FXUUHQWO\�OLYHV�DQG�ZRUNV�LQ�&RORPER��6UL�/DQND�

SHANAKA GALAGODA �65Ζ�/$1.$�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG44



Artist(s) & film(s)

6877+Ζ5$7 
683$3$5Ζ1<$�

)Ζ/06�

Theme: 0DWHULDOLW\� Year: ����
Saturday, 5 November 2016 Duration (mins): �����

”7KH�3LQJ�5LYHU�LV�D�KLVWRULF�URXWH�IRU�WHDNZRRG�H[SRUWV��6LDPHVH�(XURSHDQ�WUDGH��DQG�DOVR�DQ�LPSRUWDQW�SDUW�RI�P\�IDPLO\ȇV�KLVWRU\��0\�JUDQGSDUHQWV�OLYHG�DORQJ�WKH�3LQJ�5LYHU��
ΖW�ZDV�WKHLU�KRPHWRZQ��WKHLU�ZRUN�DQG�WKHLU�OLIH��0\�PDWHUQDO�JUDQGIDWKHU�RQFH�ZDV�D�FDUJR�ERDW�WUDGHU�RQ�WKLV�URXWH��+LV�OLIH�ZDV�P\VWHULRXV�WR�XV��VLQFH�KH�RIWHQ�WUDYHOHG�DZD\�
IURP�KRPH��Ζ�KDYH�IROORZHG�P\�JUDQGIDWKHUȇV�URXWH��XQWLO�RQO\�XSVWUHDP�IURP�WKH�%KXPLERO�'DP�LQ�WKH�7DN��XQWLO�/DPSKXQ�DQG�&KLDQJ�0DL�SURYLQFHV��+RZHYHU��VLQFH�WKH�%KXPLERO�
'DP�ZDV�EXLOW�LQ������DV�ZHOO�DV�WKH�H[SDQVLRQ�RI�WKH�URDG�QHWZRUN��WKH�3LQJ�ULYHU�ZDV�EORFNHG��+HQFH��WKH�ULYHU�VFDSH�LQ�KLV�WLPH�DQG�PLQH�DUH�FRPSOHWHO\�GL΍HUHQW��7KH�MRXUQH\�
DORQJ��DQG�RQ��WKH�3LQJ�5LYHU�KHOSHG�PH�WR�XQGHUVWDQG�ZKDW�P\�JUDQGIDWKHU�KDG�H[SHULHQFHG��DW�WKH�VDPH�WLPH�Ζ�FRXOG�REVHUYH�RWKHU�LVVXHV�WKDW�KDYH�DULVHQ�LQ�P\�WLPH�Ȃ�VXFK�DV�
WKH�LPSDFW�RI�HOHFWULFLW\�JHQHUDWLRQ�RQ�UXUDO�FRPPXQLWLHV�ȋ

�E\�6XWWKLUDW�6XSDSDULQ\D�

In 0\�*UDQGSDȇV�5RXWH�+DV�%HHQ�)RUHYHU�%ORFNHG��WKH�VFUHHQ�RQ�WKH�OHIW�LQYLWHV�YLHZHUV�WR�UHȵHFW�RQ�VPDOO�ZHLUV��ȵRRGJDWHV��DQG�GLNHV�O\LQJ�VHTXHQWLDOO\�IURP�WKH�VRXUFH�RI�
WKH�ULYHU�WR�WKH�%KXPLERO�'DP��:KLOH�WKH�VFUHHQ�RQ�WKH�ULJKW�GRFXPHQWV�D�ORFDO�FUXLVH�RSHUDWRU�RQ�WKH�VXEVHTXHQW�UHVHUYRLU�RI�3LQJ�5LYHU��%KXPLERO�'DP��Ȃ�WKH�FUHDWLRQ�
RI�WKLV�KXJH�ODNH�VDZ�D�YDVW�VWUHWFK�RI�WHDN�IRUHVW�VXEPHUJHG�XQGHU�ZDWHU�IRUHYHU�

ΖQ�������DQ�HQRUPRXV�DPRXQW�RI�ZDWHU�ZDV�UHOHDVHG�IURP�WKH�GDP��FRPSRXQGHG�E\�WKH�XUJHQF\�RI�WURSLFDO�VWRUPV���ZKLFK�UHVXOWHG� LQ�GHYDVWDWLQJ�ȵRRGV� LQ�FHQWUDO�
7KDLODQG��DQG�%DQJNRN��7KLV�KXPDQ�PLVPDQDJHPHQW�ZDV�DQ�XQIRUJHWWDEOH�ZDWHU�GLVDVWHU�LQ�7KDLODQG�

---
Country:�7KDLODQG��Genre:�'RFXPHQWDU\��Language:�7KDL��CREW: Production:�5LYHUVFDSH�Ζ1�)/8;��*RHWKH�ΖQVWLWXW�%DQJNRN��Cinematography and Camera:�&KDWFKDL�6XEDQ��
Edition:�6XWWKLUDW�6XSDSDULQ\D��Music:�1DNDULQ�5RGSXW��Soundtrack Mix:�1DNDULQ�5RGSXW��image Post-production:�6XWWKLUDW�6XSDSDULQ\D

MY GRaNDPa’S ROUTE HaS BEEN FOREVER BLOCKED 

Sutthirat Supaparinya� �6RP�� �E�������&KLDQJ�0DL��7KDLODQG�� LV�D�YLVXDO�DUWLVW�DQG�ZULWHU�ZRUNLQJ� LQ�D�ZLGH�YDULHW\�RI�PHGLXPV�HQFRPSDVVLQJ� LQVWDOODWLRQ��SKRWRJUDSK\��YLGHR�
DQG�VFXOSWXUH��7KURXJK�KHU�ZRUN�VKH�TXHVWLRQV�WKH�LQWHUSUHWDWLRQ�RI�LPDJHV��WH[W�DQG�VRXQG��HQDEOHG�DQG�\HW�DOVR�EXUGHQHG�E\�RXU�WHFKQRORJLFDO��PHGLD�RULHQWHG�HQYLURQPHQW��
4XHVWLRQLQJ�KRZ�ZH�YDOXH�ZKDW�LV�ȆQDWXUDOȇ�RU�ȆPDQ�PDGHȇ��RI�ZKDW�LV�ȆWUXWKȇ�RU�ȆȴFWLRQȇ��KHU�PRVW�UHFHQW�SURMHFWV�VWXG\�WKH�VRFLDO�DQG�HQYLURQPHQWDO�LPSDFW�RI�LQGXVWULDO�DFWLYLW\�DQG�
JRYHUQPHQWDO�FRQWURO�LQ�7KDLODQG�

6RP�LV�D�IRXQGLQJ�PHPEHU�RI�Ȇ&KLDQJPDL�$UW�&RQYHUVDWLRQȇ��HVWDEOLVKHG�LQ������WR�SURPRWH�FRQWHPSRUDU\�DUW�LQ�&KLDQJ�0DL��KWWS���ZZZ�FDF�DUW�LQIR���6KH�HDUQHG�D�%)$�LQ�SDLQWLQJ�
IURP�WKH�)DFXOW\�RI�)LQH�$UWV��&KLDQJ�0DL�8QLYHUVLW\���������DQG�LV�D�SRVW�JUDGXDWH�LQ�0HGLD�$UWV�IURP�+RFKVFKXOH�)XHU�*UDȴN�XQG�%XFKNXQVW��/HLS]LJ��*HUPDQ\��������

6XWWKLUDW�6XSDSDULQ\D�FXUUHQWO\�OLYHV�DQG�ZRUNV�LQ�&KLDQJ�0DL��7KDLODQG�

---
ZZZ�DWHOLHURUDQJH�LQIR

SUTTHIRAT SUPAPARINYA �7+$Ζ/$1'�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG45



Artist(s) & film(s)

7Ζ))$1<�&+81*

)Ζ/06�

Theme: 0DWHULDOLW\ Year: ����
Saturday, 5 November 2016 Duration (mins): �����

Recipes of necessity�EHJLQV�ZLWK�PHPEHUV�RI�7L΍DQ\�&KXQJȇV�FRPPXQLW\�VLWWLQJ�DURXQG�D�W\SLFDO�GLQQHU�WDEOH��VKDULQJ�WKHLU�OLYHV�GXULQJ�WKH�6XEVLG\�SHULRG�������Ȃ�������
Ȃ� D�SHULRG� WKDW�ZLWQHVVHG�DPELWLRXV�HFRQRPLF� UHIRUPV�E\� WKH�9LHWQDPHVH�&RPPXQLVW�3DUW\� WR�EXLOG� ȆD� VRFLDOLVW� HFRQRP\�XQGHU� FRPPXQLVW�SULQFLSOHVȇ��1R�SULYDWH�
HQWHUSULVHV�ZHUH�DOORZHG��ZKLOH�DOO�QDWLRQDO�SURGXFWLRQ�ZDV�FHQWUDOL]HG�DQG�GLVVHPLQDWHG�E\�WKH�VWDWH��ΖQ�WKH�UHDOL]DWLRQ�RI�WKLV�VKRUW�ȴOP��WKH�SDUWLFLSDQWV�VKDUH�WKHLU�
WHDUIXO�DQG�KXPRURXV�VWRULHV�DERXW�ZD\V�WR�PDNH�ERWK�HQGV�PHHW��VXFK�DV��LPSURYLVHG�UHFLSHV�ZLWK�FDVVDYD�URRWV��WKH�VWDSOH�VWDUFK�DW�WKDW�WLPH�GXH�WR�WKH�ODFN�RI�ULFH���
QDYLJDWLRQ�ZLWKLQ�EODFN�PDUNHWV�WR�VHOO�DQG�EX\�JRRGV��GXH�WR�ODFN�RI�MREV�DQG�EDVLF�QHFHVVLWLHV���RU�WKH�ZRUWKOHVVQHVV�RI�PRQH\�LQ�D�V\VWHP�ZKHUH�FXUUHQF\�FKDQJHG�
RYHUQLJKW�DQG�HYHU\WKLQJ�ZDV�VROG�ZLWK�UDWLRQHG�VWDPSV���

7KH�ȴOP�VKDUHV�PHPRULHV�RI�GDLO\�QDYLJDWLRQ�RI�ERWK�1RUWKHUQ�DQG�6RXWKHUQ�9LHWQDPHVH�LQ�DQ�HFRQRPLFDOO\�VWUXJJOLQJ�FRXQWU\�LQ�SROLWLFDO�WXUPRLO��7KH�VFUHHQ�LV�VSOLW�
LQWR�WZR�FKDQQHOV��RQH�IRFXVHV�RQ�WKH�FRPPXQLW\ȇV�SRLJQDQW�WHVWLPRQ\�RI�WKHLU�FRQVWDQW�KXQJHU��IUXVWUDWLRQ�ZLWK�WKH�V\VWHP��DQG�FRQIXVLRQ�DERXW�WKHLU�IXWXUH��WKH�RWKHU�
GLVSOD\V�VHTXHQFHV�RI�D�GDQFH��GLUHFWHG�E\�&KXQJ��LQVSLUHG�E\�WKH�VWRULHV�WKH\�VKDUHG��

7L΍DQ\�&KXQJ�FDSWXUHV�WKH�UHVLOLHQFH�RI�KHU�FRPPXQLW\��FDXJKW�LQ�WKH�PLGVW�RI�D�ULVLQJ�QDWLRQDOLVP�WKDW�LV�EOLQGHG�E\�DQ�LGHRORJLFDO�GUHDP�

---
Country:�9LHWQDP��Language:�9LHWQDPHVH�ZLWK�(QJOLVK�VXEWLWOHV��CREW: Producer:�7L΍DQ\�&KXQJ��Line Producer:�1JX\͂Q�7ÅQJ�0LQK��Camera:�1JX\͂Q�ÒͦF�7¼��1JX\͂Q�9ÅQ�&KXQJ��
3KDQ�7X̢Q�.KRD�DQG�7ṲQ�4XDQ�7KDQK��Editors:�1JX\͂Q�ÒͦF�7¼�DQG�1JX\͂Q�1J͊F�ÒͦF��Production coordinator: 1JX\͂Q�.LP�7͎�/DQ��assistants:�1JX\͂Q�+ɢQJ�1DP�DQG�7UɢɠQJ�7X̢Q�
.L̈́W��Transcriptionists: /¬�1J͊F�&KL��/ɢX�7K¼\�1J¤Q��1JX\͂Q�.LP�7͎�/DQ��Participants:�Ò̴QJ��L�/̈́��Ò̴QJ�7K͈�.L¬P��+XȁQK�7K͈�7KX�7Kͤ\��/ɢX�ÒͦF�/͖F��1JX\͂Q�&K¯�&¶QJ��1JX\͂Q�7K͈�'XQJ��
0LNH�1JX\͂Q��1JX\͂Q�+ͬX�1JKëD��1JX\͂Q�Ò̴QJ�0LQK�3KɢɠQJ��1JX\͂Q�7K͈�.LP�7͎��1JX\͂Q�7X\̼W�7ULQK��3K̞P�7KDQK�9¤Q��7L¬X�/͖F��7ṲQ�7K͈�1Kɢ�7X\̼W��DQG�7UɢɠQJ�&¶QJ�7»QJ

RECiPES OF NECESSiTY

7L΍DQ\�&KXQJ��E��������'D�1DQJ��9LHWQDP��LV�LQWHUQDWLRQDOO\�QRWHG�IRU�KHU�H[TXLVLWH�FDUWRJUDSKLF�GUDZLQJV�DQG�LQVWDOODWLRQV�WKDW�H[DPLQH�FRQȵLFW��PLJUDWLRQ��GLVSODFHPHQW��XUEDQ�
SURJUHVV�DQG�WUDQVIRUPDWLRQ� LQ�UHODWLRQ�WR�KLVWRU\�DQG�FXOWXUDO�PHPRU\��&RQGXFWLQJ� LQWHQVLYH�VWXGLHV�RQ�WKH� LPSDFWV�RI�JHRJUDSKLFDO�VKLIWV�DQG� LPSRVHG�SROLWLFDO�ERUGHUV�RQ�
GL΍HUHQW�JURXSV�RI�KXPDQ�SRSXODWLRQV��&KXQJȇV�ZRUN�H[FDYDWHV�OD\HUV�RI�KLVWRU\��UH�ZULWHV�FKURQLFOHV�RI�SODFHV��DQG�FUHDWHV�LQWHUYHQWLRQV�LQWR�WKH�VSDWLDO�DQG�SROLWLFDO�QDUUDWLYHV�
SURGXFHG�WKURXJK�VWDWHFUDIW��

&KXQJ�KROGV�DQ�0)$� IURP�8QLYHUVLW\�RI�&DOLIRUQLD��6DQWD�%DUEDUD� �������DQG�D�%)$� IURP�&DOLIRUQLD�6WDWH�8QLYHUVLW\��/RQJ�%HDFK� ��������&KXQJ� LV�D�FR�IRXQGHU�RI�6¢Q�$UW��DQ�
LQGHSHQGHQW��DUWLVW�LQLWLDWHG�JDOOHU\�VSDFH�DQG�UHDGLQJ�URRP�LQ�+R�&KL�0LQK�&LW\��WKDW�LV�FRPPLWWHG�WR�IXUWKHULQJ�WKH�GHYHORSPHQW�RI�FRQWHPSRUDU\�DUWV�DQG�DUWLVWV�LQ�9LHWQDP�
WKURXJK�YDULRXV�SXEOLF�SURJUDPV��

7L΍DQ\�&KXQJ�FXUUHQWO\�OLYHV�DQG�ZRUNV�LQ�+R�&KL�0LQK�&LW\��9LHWQDP�

TIFFANY CHUNG �9Ζ(71$0�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG46



Artist(s) & film(s)

75̣1�/ɡɟ1*

)Ζ/06�

Theme: 6SHFLDO�)HDWXUH��9LHWQDP� Year: ���������
Sunday, 6 November 2016 Duration (mins): �����

0̞R�.K¬�&RDO�0LQH�3URMHFW�GRFXPHQWV�D�FUHDWLYH�FDPS�LQLWLDWHG�E\�7ṲQ�/ɢɠQJ�LQ�������ZKHUH�KH�LQYLWHG����YLVXDO�DUWLVWV�IURP�+DQRL�WR�SDUWLFLSDWH��ΖQ�UHVSRQVH�WR�WKH�
PDQ\�FRVWO\�DQG�VXSHUȴFLDO�ȆȴHOG�WULSV�WR�PDNH�DUWZRUNȇ�RUJDQL]HG�E\�SXEOLF�VWDWH�LQVWLWXWLRQV��0̞R�.K¬�SURMHFW�ZDV�D�UHDFWLRQ�WR�WKH�EXUHDXFUDF\�WKDW�KDG�LQFUHDVHG�LQ�
WKH�ORFDO�DUW�VFHQH��$FFRUGLQJ�WR�WKH�DUWLVW��Ȋ$IWHU�WKH�ZDU��JRYHUQPHQWDO�VXEVLGL]HG�ȴHOG�WULSV�ZHUH�PRUH�RU�OHVV�SLFQLFV�IRU�OD]\�DUWLVWV�RQ�VRFLDO�FDUH��%HLQJ�FDOOHG�ȆȴHOG�WULSVȇ��WKH\�
ZHUH�QR�GL΍HUHQW�IURP�VLWWLQJ�LQ�WKH�DUWLVWVȇ�VWXGLRV��PDNLQJ�XS�WKH�ZRUNV�EHFDXVH�ȆȴHOG�WULSȇ�RU�ȆUHDOLW\ȇ�ZDV�FHQVRUHGȇ��7KXV��DOPRVW�DOO�ZRUNV�ZHUH�FUHDWHG�LQ�D�URV\�GLUHFWLRQ��WKH�WUXH�
EUHDWK�RI�OLIH�QRW�UHȵHFWHG�LQ�DUW�DQG�FXOWXUH�”

7KLV�YLGHR�IROORZV�WKH�DUWLVWVȇ�WZR�ZHHN�ORQJ�MRXUQH\��ZKHUH�WKH\�OLYHG�DQG�ZRUNHG�XQGHU�WKH�VDPH�FRQGLWLRQV�DV�WKH�FRDO�PLQHUV�LQ�4XDQJ�1LQK�SURYLQFH��7ZR�FKDQQHOV�
MX[WDSRVH�WZR�VWUHDPV�RI�QDUUDWLYHV��SDVW�YV��SUHVHQW��WKH�KDUVK�ZRUNLQJ�FRQGLWLRQV�YV��WKH�RSWLPLVWLF�VSLULWV�RI�WKH�FRDO�PLQHUV��WKH�VHULRXV��QHUYRXV�PLQHU�DUWLVWV�YV��WKH�
IXQ�ORYLQJ��SDVVLRQDWH�DUWLVWV��8VLQJ�RQ�VLWH�UHFRUGLQJ�IRRWDJH�DQG�SHUVRQDO�LQWHUYLHZV��0̞R�.K¬�&RDO�0LQH�3URMHFW�EULQJV�WR�OLIH�D�ȴHOG�WULS��RIWHQ�FDOOHG�DOVR�FUHDWLYH�FDPS��
ZKHUH�DUWLVWV�WRRN�DUW�RXWVLGH�RI�LWV�WUDGLWLRQDO�H[KLELWLRQ�URRP�EXEEOH��EULQJLQJ�DUW�WR�WKH�OHVV�SULYLOHJHG��WKHUHIRUH�JHQHUDWLQJ�GHEDWH�RQ�ZD\V�RI�OLYLQJ�DQG�PDNLQJ�DUW��

---
Country: 9LHWQDP. Language: 9LHWQDPHVH��CREW: Project Curator, Editor: 7ṲQ�/ɢɠQJ� Camera:�7UL̈́X�0LQK�+̠L��7ṲQ�/ɢɠQJ��1JX\͂Q�7U¯�0̞QK��9ī�7KXͰ��/¬�9ī��
Technical assistant: 7UL̈́X�0LQK�+̠L��artist Participants: ÒLQK�&¶QJ�Ò̞W��/¬�4X̠QJ�+¢��+¢�7U¯�+L̼X��Ò¢R�$QK�.K£QK��7ṲQ�/ɢɠQJ��3K̞P�1J͊F�0LQK��1JX\͂Q�7U¯�0̞QK��ÒLQK�4X¤Q��/¬�
+͐QJ�7K£L��1JX\͂Q�%̠R�7R¢Q��/¬�9ī��English Subtitle:�/¬�7KX̪Q�8\¬Q��Music: 0DU\DQQH�$PDFKHU��7ṲQ�/ɢɠQJ

0̝2�.+��&2$/�0Ζ1(�352-(&7

7ṲQ�/ɢɠQJ��E�������LQ�+DQRL��9LHWQDP��LV�D�SHUIRUPDQFH�DQG�YLVXDO�DUWLVW��LQGHSHQGHQW�FXUDWRU��DQG�PDMRU�ȴJXUH�LQ�FUHDWLQJ�VSDFH�IRU�FULWLFDO�FRQWHPSRUDU\�DUW�LQ�1RUWK�9LHWQDP��
$PRQJ�WKH�ȴUVW�ORFDO�DUWLVWV�WR�H[SHULPHQW�ZLWK�SHUIRUPDQFH�DQG�YLGHR��KLV�DUWZRUN�LV�JURXQGHG�LQ�ORFDO�H[SHULHQFH��&KDOOHQJLQJ�VRFLR�SROLWLFDO�OHJDFLHV�DQG�SROLFLHV�WKDW�UHSUHVV�
LQGLYLGXDO�H[SUHVVLRQ��KLV�ZRUN�R΍HULQJ�PRYLQJ�UHȵHFWLRQV�RQ�WKH�LPSDFW�RI�LGHRORJ\�RQ�WKH�ERG\��SDUWLFXODUO\�WKH�LQWHUQDOL]DWLRQ�RI�SROLWLFDO�UHSUHVVLRQ�DW�D�\RXQJ�DJH�
 
$FWLYH�LQ�PDNLQJ�RSSRUWXQLWLHV�IRU�DUWLVWV��7ṲQ�FR�IRXQGHG�WKH�*DQJ�RI�)LYH��������������ZKLFK�RUJDQL]HG�PRQWKO\�H[KLELWLRQV�LQ�DOWHUQDWLYH�VSDFHV��ΖQ�������KH�FR�IRXQGHG�1K¢�
6¢Q�6WXGLR��WKH�FRXQWU\ȇV�ȴUVW�DUWLVW�OHG��H[SHULPHQWDO�DUW�VSDFH��DQG�FXUDWHG�WKH�PDMRULW\�RI�LWV�H[KLELWLRQV�LQ�WKH�LQLWLDO�IRXU�\HDUV��+H�ZDV�)RXQGLQJ�'LUHFWRU�RI�WKH�1DWLRQDO�+DQRL�
&RQWHPSRUDU\�$UW�&HQWUH�LQ�������KH�UHVLJQHG�LQ������LQ�SURWHVW�DW�JRYHUQPHQW�FRUUXSWLRQ�

7ṲQ�/ɢɠQJ�JUDGXDWHG�IURP�WKH�9LHWQDP�8QLYHUVLW\�RI�)LQH�$UWV�LQ�������+H�FXUUHQWO\�OLYHV�DQG�ZRUNV�LQ�+DQRL��9LHWQDP��

75̣1�/ɡɟ1*��9Ζ(71$0�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG47



Artist(s) & film(s)

75ɡɟ1*�&�1*�7�1*

)Ζ/06�

Theme: 0\WKRORJ\� Year: ���������
Thursday, 3 November 2016 Duration (mins): ����

7KLV�YLGHR�SUHVHQWV�DQ�XQXVXDO�SKHQRPHQRQ�DW�WKH�ȊPDJLFDO�JDUGHQȋ�LQ�/RQJ�$Q�SURYLQFH��D�SURYLQFH�LQ�WKH�0HNRQJ�'HOWD�UHJLRQ�RI�VRXWKHUQ�9LHWQDP��7KLV�JDUGHQ�LV�VDLG�
WR�SRVVHVV�KHDOLQJ�SRZHU�IRU�WKH�VLFN��ZKR�YLVLW�DQG�EDWKH�LQ�LWV�SRQG��ΖW�ZDV�VR�SRSXODU�LQ������WKDW�WKRXVDQGV�RI�SHRSOH�ZHUH�YLVLWLQJ�SHU�GD\��IRUFLQJ�ORFDO�DXWKRULWLHV�
WR�LQWHUYHQH�WR�FRQWURO�WKH�FURZG�DQG�UHVWRUH�RUGHU�

7UɢɠQJ�&¶QJ�7»QJ�FROOHFWHG�YLGHRV�WDNHQ�E\�YLVLWRUV�WR�WKH�JDUGHQ��ZKR�EHOLHYH�WKH\�FDQ�FDSWXUH�WKH�UDLQERZ�DQG�WKH�KHDYHQO\�KDOR�DV�WKHLU�HQHUJ\�LQFUHDVHV�DFFRUGLQJ�
WR�WKHLU�OHQJWK�RI�VWD\�LQ�WKH�PDJLFDO�SODFH��WR�FUHDWH�D�VHPL�ȴFWLRQDO�GRFXPHQWDWLRQ�RI�WKH�RFFXUUHQFH��$FFRUGLQJ�WR�WKH�DUWLVW��KH�Ȋcould not take pictures nor videos with the 

VDPH�UDLQERZ�H΍HFWV��7KH\��SDWLHQWV�DQG�EHOLHYHUV��VDLG�WKDW�RQO\�SHRSOH�ZLWK�EHOLHI�FRXOG�FDSWXUH�WKRVH�H΍HFWV�ȋ�ΖQ�0DJLFDO�*DUGHQ��7UɢɠQJ�OLYHG�DQG�ZRUNHG�RQ�VLWH�IRU�VHYHUDO�
ZHHNV�LQ�RUGHU�WR�VWXG\�WKH�YLVLWRUV�DQG�WKH�RZQHU�RI�WKH�JDUGHQ��WKXV�SUHVHQWLQJ�KLV�RZQ�SHUVSHFWLYHV�RQWR�WKHVH�SHRSOHȇV�XQFRQGLWLRQDO�EHOLHI�

ΖQ�WKH�YLGHR��ULWXDO�JHVWXUHV�LQ�WKH�ZDWHU��SHUIRUPHG�E\�WKH�JDUGHQ�RZQHU��OLHV�LQ�DHVWKHWLF�FRQWUDVW�ZLWK�WKH�VKDN\�IRRWDJH�RI�WKH�DPDWHXU�KDQG�RI�WKH�SDWLHQWV��ZKRVH�
OHQV�VHHPV�DEOH�WR�PDJLFDOO\�FDSWXUH�WKH�OLJKW�DV�D�UDLQERZ��7UɢɠQJȇV�ZRUN�VXEWO\�UHIHUV�WR�WKH�FROOHFWLYH�ZLVK�WR�ȴQG�D�VRXUFH�RI�DVVXUDQFH�LQ�KXPDQ�ZHOO�EHLQJ�

---
Country:�9LHWQDP��Genre:�9LGHR�$UW��Language:�9LHWQDPHVH��Cinematography and Camera:�&ROOHFWHG�IRRWDJHV�IURP�YLVLWRUV�DW�WKH�0DJLFDO�*DUGHQ��
Graphic Design: 7UɢɠQJ�&¶QJ�7»QJ�DQG�3KDQ�7K̠R�1JX\¬Q

MaGiCaL GaRDEN

7UɢɠQJ�&¶QJ�7»QJ��E��������'DN�/DN��9LHWQDP��LV�D�YLVXDO�DUWLVW��ZLWK�SUDFWLFH�VSDQQLQJ�SDLQWLQJ��YLGHR�DQG�LQVWDOODWLRQ��ΖQWULJXHG�E\�XQH[SODLQDEOH�RFFXUUHQFHV�LQ�VRFLHW\�DQG�
QDWXUH��7UɢɠQJ�GUDZV�D�ORW�RI�KLV�LQVSLUDWLRQ�IURP�VSLULWXDO�FXOWXUH��RUDO�KLVWRU\��DQG�WKH�VPDOOHU�KLVWRULHV�XQNQRZQ��EULQJLQJ�WKHP�LQWR�KLV�DUW�WR�FRQWLQXRXVO\�H[SORUH�WKHPHV�VXFK�
DV�VRFLDO�FKDQJH��HWKQLFLW\��DQG�UHOLJLRQ��

7UɢɠQJ�JUDGXDWHG�IURP�WKH�+R�&KL�0LQK�&LW\�8QLYHUVLW\�RI�)LQH�$UWV�LQ������ZLWK�D�GHJUHH�LQ�ODFTXHU�SDLQWLQJ��

+H�LV�D�PHPEHU�RI�WKH�FROOHFWLYH�$UW�/DERU��DQG�FXUUHQWO\�OLYHV�DQG�ZRUNV�LQ�+R�&KL�0LQK�&LW\��

---
ZZZ�WUXRQJFRQJWXQJ�WXPEOU�FRP

75ɡɟ1*�&�1*�7�1*��9Ζ(71$0�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG48



Artist(s) & film(s)

9$1'<�5$77$1$

)Ζ/06�

Theme: 6RFLDO�6FLHQFH�DQG�&ROOHFWLYH�0HPRU\� Year: ����
Friday, 4 November 2016 Duration (mins): �����

In Monologue�� WKH�RQO\� VRXQG� Ȃ� WKH� DUWLVWȇV� YRLFH� Ȃ� LV� GLUHFWHG� WRZDUG�KLV� VLVWHU�ZKRP�KH�KDV�QHYHU�PHW�� .LOOHG�GXULQJ� WKH� ȆFXOWXUDOȇ� FOHDQVLQJ�RI� WKH�.KPHU�5RXJH�
�����Ȃ������VKH�UHVWV�VRPHZKHUH�EHQHDWK�D�VPDOO�PHDVXUHG�SORW�RI�ODQG�DORQJVLGH�KLV�JUDQGPRWKHU�DQG�ȴYH�WKRXVDQG�&DPERGLDQV��PDUNHG�E\�WZR�3XP�6HQ�PDQJR�
WUHHV��$V�KH�YLVLWV�WKHLU�JUDYHVLWH��WKH�PRQRORJXH�QDUUDWLRQ�VKLIWV�EHWZHHQ�H[SHULHQFHV�RI�KLV�IDPLO\�GXULQJ�WKH�3RO�3RW
�JHQRFLGH�WR�KLV�DOPRVW�WUDQFHOLNH�PXUPXU�RI�WKH�
ZRXQGV�WKDW�LW�OHIW�EHKLQG��

3LHFLQJ�WRJHWKHU�SHUVRQDO�QDUUDWLYH�DQG�KLVWRULFDO�UHFRUG��5DWWDQDȇV�ȴOP�LV�D�WULEXWH�WR�WKH�YLFWLPV�RI�D�SROLWLFDO�FDWDVWURSKH��+LV�VLVWHUȇV�JUDYH�UHVHPEOHV�WKRXVDQGV�RI�
RWKHUV�DFURVV�WKH�FRXQWU\��XQPDUNHG��IHUWLOH�DJULFXOWXUDO� ODQG��$V�&DPERGLD�VWUXJJOHV�DV�D�GHYHORSLQJ�HFRQRP\�DIWHU�WKH�.KPHU�5RXJH�UHJLPH��WKH�UHPQDQWV�RI�WKH�
YLFWLPV�EHFRPH�EXW�D�IDLQW�HFKR�RI�WKH�SDVW��VORZO\�GLVDSSHDULQJ�ZLWKRXW�DQ\�GRFXPHQWDWLRQ��7KH�WRZHULQJ�PDQJR�WUHHV�V\PEROL]H�SRVW�JHQRFLGH�&DPERGLD��VORZO\�
JDLQLQJ�QXWULHQWV�IURP�EORRG�VRDNHG�VRLO��LWV�IROLDJH�FRYHULQJ�D�GDUN�SDWFK�RI�&DPERGLDQ�KLVWRU\��

Monologue� LV�5DWWDQDȇV�DFW�RI�ZLWQHVV�� DQG�VXEYHUVLYH� WHVWLPRQLDO� DJDLQVW� WKH�FRUURVLYH� WLGH�RI�QDWLRQDO�GHYHORSPHQW�DQG�KXPDQ� IRUJHWIXOQHVV�� 7KH�ȴOP� LQYLWHV� WKH�
DXGLHQFH�WR�MRLQ�D�FRQYHUVDWLRQ�DERXW�WKH�QHHG�IRU�KLVWRULFDO�GRFXPHQWDWLRQ�DQG�FROOHFWLYH�KHDOLQJ�LQ�D�SRVW�WUDXPDWLF�FRPPXQLW\���

---
1RWH��
3RO�3RW�������Ȃ��������ERUQ�6DORWK�6DU��ZDV�WKH�OHDGHU�RI�WKH�.KPHU�5RXJH�Ȃ�WKH�&RPPXQLVW�SDUW\�RI�&DPERGLD��8QGHU�KLV�WRWDOLWDULDQ�GLFWDWRUVKLS��KLV�JRYHUQPHQW�IRUFHG�XUEDQ�
GZHOOHUV�WR�ZRUN�LQ�FROOHFWLYH�IDUPV�DQG�ODERU�SURMHFWV�LQ�WKH�FRXQWU\VLGH��7KH�FRPELQHG�H΍HFWV�RI�H[HFXWLRQV��VWUHQXRXV�ZRUNLQJ�FRQGLWLRQV��PDOQXWULWLRQ��DQG�SRRU�PHGLFDO�FDUH�FDXVHG�
WKH�GHDWKV�RI�DSSUR[LPDWHO\����SHUFHQW�RI�WKH�&DPERGLDQ�SRSXODWLRQ�GXULQJ�KLV�VKRUW���\HDUV�LQ�SRZHU�

---
Country:�&DPERGLD��Genre:�)LFWLRQ��Language:�.KPHU��Co-Production: -HX�GH�3DXPH�DQG�&$3&�0XV«H�GȇDUW�FRQWHPSRUDLQ�GH�%RUGHDX[��Cinematography: 9DQG\�5DWWDQD��
Camera: <LQ�7RXFKPRQ\��image Post-production:�9DQG\�5DWWDQD��Coordination of Post-production:�9DQG\�5DWWDQD

MONOLOGUE

Vandy Rattana��E��������3KQRP�3HQK��&DPERGLD��EHJDQ�KLV�SKRWRJUDSK\�SUDFWLFH�LQ������FRQFHUQHG�ZLWK�WKH�ODFN�RI�SK\VLFDO�GRFXPHQWDWLRQ�DFFRXQWLQJ�IRU�WKH�VWRULHV��WUDLWV��
DQG�PRQXPHQWV�XQLTXH�WR�KLV�FXOWXUH��+LV�VHULDO�ZRUN�HPSOR\HG�D�UDQJH�RI�DQDORJ�FDPHUDV�DQG�IRUPDWV��VWUDGGOLQJ�WKH�OLQH�EHWZHHQ�VWULFW�SKRWRMRXUQDOLVP�DQG�DUWLVWLF�SUDFWLFH��
5DWWDQD�LV�LQWHUHVWHG�LQ�ȴOPPDNLQJ�DV�D�PHWKRG�RI�KLVWRULFDO�GRFXPHQWDWLRQ��

ΖQ�������KH�FR�IRXQGHG�3RQOHX�$VVRFLDWLRQ��ZKLFK�DLPV�WR�SURYLGH�DFFHVV�WR�LQWHUQDWLRQDO�UHIHUHQFH�ERRNV��WKURXJK�WKHLU�WUDQVODWLRQ�DQG�SXEOLFDWLRQ�LQ�.KPHU��ΖW�DOVR�SXEOLVKHV�LWV�
RZQ�ERRNV��IRFXVLQJ�RQ�YDULRXV�ȴHOGV�RI�NQRZOHGJH��SKLORVRSK\��OLWHUDWXUH��VFLHQFH��HWF���KWWS���SRQOHX�RUJ�HQ�

ΖQ�������KH�FR�IRXQGHG�6D�6D�$UW�*DOOHU\��ΖQ�������KH�KHOSHG�HVWDEOLVK�6$�6$�%$66$&��WKH�ȴUVW�GHGLFDWHG�H[KLELWLRQ�VSDFHV�IRU�FRQWHPSRUDU\�DUW�LQ�&DPERGLD��
KWWS���VDVDEDVVDF�FRP�

9DQG\�5DWWDQD�OLYHV�DQG�ZRUNV�EHWZHHQ�3KQRP�3HQK�DQG�7RN\R�

VANDY RATTANA �&$0%2'Ζ$���-$3$1�

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG49



UYEN LE 
�9Ζ(71$0�

/¬� 7KX̪Q� 8\¬Q� LV� DQ� LQGHSHQGHQW� UHVHDUFKHU� DQG�
FXUDWRU��6KH�VSHQW���\HDUV�LQ�WKH�8.��ZKHUH�VKH�REWDLQHG�
KHU�%$�LQ�3ROLWLFV�IURP�WKH�8QLYHUVLW\�RI�<RUN�DQG�KHU�0$�
LQ�&XOWXUDO� DQG�&UHDWLYH� ΖQGXVWULHV� IURP�.LQJȇV�&ROOHJH�
/RQGRQ��ZKLOH�VLPXOWDQHRXVO\�ZRUNLQJ�LQ�DUW�IXQGUDLVLQJ�
DW�WKH�%ULWLVK�0XVHXP�DQG�%DUELFDQ�$UW�&HQWUH�

&DSWLYDWHG� E\� FULWLFDO� DQG� HYRFDWLYH� DUWZRUNV� E\� ORFDO�
9LHWQDPHVH� DUWLVWV� XSRQ� KHU� UHWXUQ� WR� 9L̈́W� 1DP� LQ�
������8\¬Q�VWDUWHG�ZRUNLQJ� LQ� WKH�DUWLVWLF� FRPPXQLW\��
HQJDJLQJ�DV�DQ�DUW�DGPLQLVWUDWRU��FXUDWRU�DQG�DUFKLYLVW��
6KH� KDV� ZRUNHG� IRU� D� EURDG� UDQJH� RI� FXUDWRULDO�
SURMHFWV� LQFOXGLQJ� 0L̾Q� 0«R� 0L̈́QJ� �8PHD�� 6ZHGHQ��
������� 6N\OLQHV� ZLWK� ȵ\LQJ� SHRSOH� �� �+DQRL�� �������
&RQGLWLRQ�5HSRUW�� -DUNDUWD���������DQG�WKH�*DQJ�RI�)LYH�
UHWURVSHFWLYH�H[KLELWLRQ� �+DQRL�� �������8\¬Q� LV� DQ�$&&�
�$VLDQ�&XOWXUDO�&RXQFLO��JUDQWHH�

8\¬Q�OLYHV�DQG�ZRUNV�LQ�+DQRL�

Curators 

ZOE BUTT 
�9Ζ(71$0�

=RH�%XWW�LV�D�FXUDWRU�DQG�ZULWHU��&XUUHQWO\�VKH�LV�([HFXWLYH�
'LUHFWRU�DQG�&XUDWRU�RI�6¢Q�$UW��9LHWQDPȇV�PRVW�DFWLYH�
LQGHSHQGHQW� FRQWHPSRUDU\� DUW� VSDFH� LQ� +R� &KL� 0LQK�
&LW\�� )URP� ���������� VKH� ZDV� 'LUHFWRU�� ΖQWHUQDWLRQDO�
3URJUDPV�� /RQJ� 0DUFK� 3URMHFW�� %HLMLQJ�� &KLQD�� � )URP�
���������� VKH� ZDV� $VVLVWDQW� &XUDWRU�� &RQWHPSRUDU\�
$VLDQ� $UW�� 4XHHQVODQG� $UW� *DOOHU\�� %ULVEDQH�� $XVWUDOLD�
ZKHUH�VKH�DVVLVWHG�LQ�WKH�GHYHORSPHQW�RI�WKH�$VLD�3DFLȴF�
7ULHQQLDO� RI� &RQWHPSRUDU\� $UW� �$37��� NH\� DFTXLVLWLRQV�
IRU� WKH� &RQWHPSRUDU\� $VLDQ� DUW� FROOHFWLRQ�� DQG� RWKHU�
DVVRFLDWHG� JDOOHU\� SURJUDPV�� +HU� FXUDWRULDO� UHIHUUDO�
ZRUN� LV�SDQ�$VLDQ��ZRUNLQJ�ZLWK�SULYDWH�FROOHFWRUV�DQG�
UHVHDUFKHUV��LQGHSHQGHQW�FXUDWRUV�DQG�PDMRU�PXVHXPV�
JOREDOO\�

=RH� SRVVHVVHV� D� %DFKHORU� LQ� $UW� +LVWRU\� DQG� 7KHRU\�
IURP�8QLYHUVLW\� RI� 1HZ� 6RXWK�:DOHV�� $XVWUDOLD�� 6KH� LV�
D� PHPEHU� RI� WKH� $VLDQ� $UW� &RXQFLO� IRU� WKH� 6RORPRQ�
5�*XJJHQKHLP�� 1<&�� D� PHPEHU� RI� Ȇ$VLD� ��� <RXQJ�
/HDGHUVȇ�RI� WKH�$VLD�6RFLHW\��1<&�DQG� LQ������EHFDPH�
D�<RXQJ�*OREDO�/HDGHU�RI�WKH�:RUOG�(FRQRPLF�)RUXP�

%HJLQQLQJ� )HEUXDU\� ������ =RH� ZLOO� EHFRPH� $UWLVWLF�
'LUHFWRU� RI� Ȇ7KH� )DFWRU\� &RQWHPSRUDU\� $UWV� &HQWUHȇ�� D�
SULYDWH�VRFLDO�HQWHUSULVH�LQ�'LVWULFW����6DLJRQ�Ȃ�9LHWQDPȇV�
ȴUVW�SXUSRVH�EXLOW�VSDFH�IRU�FRQWHPSRUDU\�DUW�

GABRIELA SALGADO 
�8.�

*DEULHOD� 6DOJDGR� LV� DQ� $UJHQWLQH�ERUQ� FXUDWRU� EDVHG�
LQ� /RQGRQ�� ZKHUH� VKH� REWDLQHG� DQ� 0$� LQ� &XUDWLQJ�
&RQWHPSRUDU\�$UW�IURP�WKH�5R\DO�&ROOHJH�RI�$UW��6KH�KDV�
FXUDWHG�D�ODUJH�QXPEHU�RI�H[KLELWLRQV�DQG�KDV�OHFWXUHG�
LQ�RYHU�WZHQW\�FRXQWULHV�

6KH�VSHFLDOL]HG�LQ�/DWLQ�$PHULFDQ�DUW�DV�&XUDWRU�RI�WKH�
&ROOHFWLRQ� RI� /DWLQ� $PHULFDQ� $UW� DW� (VVH[� 8QLYHUVLW\��
8(&/$$� ������������ DQG� ZDV� FXUDWRU� RI� 3XEOLF�
3URJUDPPHV�DW�7DWH�0RGHUQ�������������

6KH�FXUDWHG�/D�2WUD�%LHQDO� LQ�%RJRW£��&RORPELD��������
DQG�WKH��QG�%LHQQDOH�RI�7KHVVDORQLNL��*UHHFH��������

6KH� ZRUNV� LQWHUQDWLRQDOO\� DV� FXUDWRU� DQG� FRQVXOWDQW�
DQG� LV� FXUUHQWO\� GLUHFWLQJ� D� SURJUDPPH� RI� H[FKDQJHV�
EHWZHHQ�$IULFDQ�DQG�/DWLQ�$PHULFDQ�DUWLVWV�

ZZZ�JDEULHODVDOJDGR�FR�XN

REGISTER AT: WWW.EMBEDDEDSOUTHS.ORG50
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98BCOLLaBoratory and Los Otros��0DQLOD��7KH�3KLOLSSLQHV���New zero art Space��<DQJRQ��0\DQPDU���
32 Degrees East��.DPSDOD��8JDQGD���Lugar a Dudas��&DOL��&RORPELD���Videobrasil �6¥R�3DXOR��%UD]LO���Sa Sa 
Bassac��3KQRP�3HQK��&DPERGLD���Sri Lanka archive of Contemporary art, architecture and Design 
� -D΍QD��6UL�/DQND���Clarkhouse initiative��0XPEDL��ΖQGLD��� ‘asia Culture Station’ �&KLDQJ�0DL��7KDLODQG��� 
Sinema Kolekan�� -DNDUWD��ΖQGRQHVLD�

7KH� FXUDWRUV�ZLVK� WR� WKDQN� WKH� IROORZLQJ� DUWLVWV�� LQGLYLGXDOV� DQG�RUJDQL]DWLRQV�ZKRVH�KHOS� DQG� VXSSRUW�
KDYH�PDGH�WKLV�SURMHFW�SRVVLEOH��$UWLVWV��%DQL�$ELGL��)HUQDQGR�$ULDV��.DQQDQ�$UXQDVDODP��6DPP\�%DORML��
/D]DUD� 5RVHOO� $OEHDU�� 7L΍DQ\� &KXQJ�� %DNDU\� 'LDOOR�� $QGUHZ� (VLHER�$QQDOLVD� %XWWLFFL�� 6KDQDND�*DODJRGD��
$\UVRQ�+HU£FOLWR�� 6DVKD�+XEHU�� &ODXGLD� -RVNRZLF]�� $PDU� .DQZDU��0LNKDLO� .DULNLV�� -RPSHW� .XVZLGDQDQWR��
'LQK�4�/H��*LRYDQQD�0LUDOOHV��1JX\HQ�+XRQJ�7UD��1JX\HQ�7KL�7KDQK�0DL��1JX\HQ�7ULQK�7KL��'DYLG�'RXJODV�
0DVDPXQD�1WLPDVLHPL��3KDQ�7KDR�1JX\HQ��5HQDWD�3DGRYDQ��&KXOD\DUQQRQ�6LULSKRO��6XWWKLUDW�6XSDSDULQ\D��
.LGODW�7DKLPLN��7UDQ�/XRQJ��7UXRQJ�&RQJ�7XQJ��9DQG\�5DWWDQD��7KH�6DQ�$UW�7HDP���'ɢɠQJ�0̞QK�+»QJ��Ò̴QJ�
7K͈�1K¥��Ò͔�7K͈�1J͊F�7U¤P��/¬�;X¤Q�+͐QJ�1KXQJ��1JX\͂Q�%¯FK�7U¢��1K̪W�4��9·��7X\̼Q�%»L��&KRX�/¬��WLNLXEL��
1JX\͂Q�+R¢QJ�7KL¬Q�1J¤Q��DQG�6KDUPLQL�3HUHLUD��6UL�/DQND�$UFKLYH�RI�&RQWHPSRUDU\�$UW��$UFKLWHFWXUH�DQG�
'HVLJQ��-D΍QD���1DOLQL�0DODQL��3UDWHHN�5DMD��([SHULPHQWD��.RONDWD���0DULD�$EHJDLO�/DUD��7\OHU�5ROOLQV��1HZ�<RUN��
(VWHOOH�/DFDLOOH��*HUJHV�6HQJD��0DULDP�.RQH��1DWDOLD�7UHELN��1JX\͂Q�4X͎F�7K¢QK��*HV\DGD�$QQLVD�1DPRUD�
6LUHJDU��1RUEHUWR�5ROGDQ�DQG�0HUY�(VSLQD��*UHHQ�3DSD\D��0DQLOD���(ULQ�*OHHVRQ�DQG�%HQ�9H��6D�6D�%DVVDF��
3KQRP�3HQK���6XPHVKZDU�6KDUPD�DQG�<RJHVK�%DUYH��&ODUNKRXVH�ΖQWLWLDWLYH��0XPEDL���6DOO\�0L]UDFKL��/XJDU�
D�'XGDV��&DOL���$QD�3DXOD�9DUJDV��9LGHREUDVLO��6DR�3DXOR���7HHVD�%DKDQD�����'HJUHHV�(DVW��.DPSDOD���6KLUHHQ�
6HQR��/RV�2WURV��0DQLOD���0DULND�&RQVWDQWLQR����%���+D\PDQQ�2R��1HZ�=HUR�$UW�6SDFH��<DQJRQ�

aBOUT THE SPONSORS
6¢Q�$UW��ZZZ�VDQ�DUW�RUJ�� LV�DQ�DUWLVW� LQLWLDWHG��QRQ�SURȴW��FRQWHPSRUDU\�DUW�RUJDQL]DWLRQ�LQ�+R�&KL�0LQK�
&LW\��9LHWQDP��FRPPLWWHG�WR�WKH�H[FKDQJH�DQG�H[FDYDWLRQ�RI�FXOWXUDO�NQRZOHGJH�ZLWKLQ�DQ�LQWHUGLVFLSOLQDU\�
FRPPXQLW\��6¢Q�$UW�LV�WKH�PRVW�DFWLYH�LQGHSHQGHQW�DUWV�RUJDQL]DWLRQ�LQ�9LHWQDP�GHGLFDWHG�WR�SURPRWLQJ��
IDFLOLWDWLQJ�DQG�VKRZFDVLQJ�FRQWHPSRUDU\�DUW�WKURXJK�SURGXFWLRQ��H[KLELWLRQ��GLVFRXUVH�DQG�HGXFDWLRQ�
ZZZ�VDQ�DUW�RUJ

ΖQ�������6¢Q�$UW�LQLWLDWHG�Ȇ&RQVFLRXV�5HDOLWLHVȇ��D�VHULHV�RI�OHFWXUHV��ZRUNVKRSV��H[KLELWLRQV��SXEOLFDWLRQV�DQG�
DQ�DUWLVW�LQ�UHVLGHQF\�SURJUDP��LQYLWLQJ�FURVV�GLVFLSOLQDU\�FXOWXUDO�ZRUNHUV�WR�+R�&KL�0LQK�&LW\��IURP�6RXWK�
$VLD��6RXWK�(DVW�$VLD��/DWLQ�$PHULFD�DQG�$IULFD��LQ�DQ�DWWHPSW�WR�HQJDJH�ZKDW�D�Ȇ*OREDOȇ�6RXWK�PHDQV�IURP�
WKH�SHUVSHFWLYH�RI�9LHWQDP��KWWS���VDQ�DUW�RUJ�FRQVFLRXV�UHDOLWLHV�

Ȇ&RQVFLRXV�5HDOLWLHVȇ�LV�PDGH�SRVVLEOH�WKURXJK�6¢Q�$UWȇV�1HWZRUN�3DUWQHUVKLS�ZLWK�WKH�3ULQFH�&ODXV�)XQG��
%DVHG�RQ�WKH�SULQFLSOH�WKDW�FXOWXUH�LV�D�EDVLF�QHHG��WKH�3ULQFH�&ODXV�)XQGȇV�PLVVLRQ�LV�WR�DFWLYHO\�VHHN�FXOWXUDO�
FROODERUDWLRQV�IRXQGHG�RQ�HTXDOLW\�DQG�WUXVW��ZLWK�SDUWQHUV�RI�H[FHOOHQFH��LQ�VSDFHV�ZKHUH�UHVRXUFHV�DQG�
RSSRUWXQLWLHV� IRU�FXOWXUDO�H[SUHVVLRQ��FUHDWLYH�SURGXFWLRQ�DQG�UHVHDUFK�DUH� OLPLWHG�DQG�FXOWXUDO�KHULWDJH�
LV� WKUHDWHQHG��7KH�3ULQFH�&ODXV�)XQG� LV�EDVHG� LQ�$PVWHUGDP�DQG� LV�VXSSRUWHG�E\� WKH�'XWFK�0LQLVWU\�RI�
)RUHLJQ�$΍DLUV�DQG�WKH�'XWFK�3RVWFRGH�/RWWHU\��KWWS���ZZZ�SULQFHFODXVIXQG�RUJ
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What is ‘Pollination’? 
BACKGROUND
In Southeast Asia we possess a dynamic indpenedent landspace of artistic iniiatives, the majority of
contemporary art acitivty occuring outside of state-sponsored cultural institutions. Also, within our
region, the role and understanding of ‘curatorial’ work is varied and often misrepresented (eg. Most state
institutions are yet to employ curatorial staff and there are only few tertiary programs that offer any study
of curatorial practice). Since the late 1990s, curatorial practices and exhibition-making in the region have
mostly developed outside traditional institutional museum frameworks. Contributions from artist-cum-
curators as well as artist-run initiatives have also been central in this particular development, including
the emergence of a new generation of curators as a result of different projects offering internships, as
well as one-on-one mentorships.

On the one hand, the particularity of the art world’s infrastructure in Southeast Asia has diversified
curatorial methodology in the region with unique individual practices. On the other, ‘curating’ remains
largely misunderstood as the majority of general audiences have insufficient exposure and understanding
of the differences and complexities of contemporary art in the region. Over the last decade there have
been numerous attempts by foreign art and diplomatic institutions to better ‘network’ emerging curators
from Southeast Asia. While these have been productive in introducing these players to one another’s work,
there has been little further practical and phsyically realizable collaborations between them. ‘Polination, a
residnecy and project-driven program for emerging curators and artists of Southeast Asia, attempts to
address this lack of opportunity, in providing organizational collaborative platforms with which emerging
curators of the region can continue to network, produce and contribute.

Aiming to set up a regional community of producers linking talent to network, space and opportunity,
‘Pollination’ seeks to nurture artistic practice via curatorial enquiry, with the view that deeper connections
between artists and curators enable critical reflection, writing and dialog – a discourse greatly needed as
an intra-regional comparable accessible resource. ‘Pollination’ is envisaged as a long-term collaborative
exercise between different institutions/community groups across Southeast Asia, with the aim of offering
emerging curatorial and artistic talent the chance to work with other like-minded entities in their region.
As on of the first private/non-governmental initiatives of tis kind, ‘Pollination’ aims to develop and nurture
the skills and relationships between artists and curators interested in working (and questioning)
institutional structures of display in Southeast Asia.
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‘POLLINATION’
‘Pollination’ is a platform that attempts to address this lack of opportunity in providing collaborative
platforms for emerging curators and artists of this region to learn, and work, each other’s networks at an
organizational / institutional level. For each edition, a new set of funders, hosts, advisors are sought in
which participants curators and artists are nominated and secured. ‘Pollination’ aims to develop and
nurture the skills and relationships between emerging artists and emerging curators interested in working
/ re-modelling institutional structures of display in Southeast Asia.

Initiated by The Factory Contemporary Arts Centre, in Ho Chi Minh City, the inaugural edition in 2018 was
co-developed and co-sponsored with SAM Fund for Arts and Ecology (Jakarta). The second edition was co-
developed and co-sponsored with ILHAM Gallery (Kuala Lumpur). The third edition was co-developed and
co-sponsored with SAM Fund for Arts and Ecology and MAIIAM Contemporary Art Museum Chiang Mai).

CONDITIONS OF PROJECT
Each chosen curator is to select an artist and curatorial model that suits the nature of this opportunity and
involved contexts, taking into consideration practicalities of working at a distance, time limits for
production, with the intention to spend at least 4 weeks in each other’s contexts so as to learn each other’s
respective art scenes

Chosen curators must understand the focus of this project is the nurturing of artistic practice towards the
realization of a specific output (eg. Exhibition, publication, performance, event), and that this journey of
making necessarily focuses on artistic methods of research to which a subject of synergy is found
between each context (as opposed to subject of interrogation following curator’s individual area of study).

Chosen curators and artists must be willing to share their process of generating their project with their
Curatorial Advisors and staff/funders of ‘Pollination’ on a regular basis. These meetings are crucial to the
shared learning of practice and motivations, aimed to hone the articulation of creative intent and the
theoretical, cultural and artistic underpinnings of the investigation.

An average budget of USD20-30,000 is sought for the realization of each edition. This budget is to cover
the following: Research Travel and Accommodation | Artist and Curator Fee | Artwork production | Shipping
and Crating | Publication (writing fee, printing costs, copyright etc) | Installation and deinstallation labor
and fit out for exhibition | Support material (books, archival material etc) | Equipment (audio visual or
others) | Promotion (and its design) | Opening Night | Public programs (speaker fee, translator fee, venue
hire) | Photography (documentation) | Security | License requirements (if necessary) | General
administration
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WHO IS INVOLVED

ORGANIZER
The Factory Contemporary Arts Centre, Ho Chi Minh City, Vietnam

FUNDERS (past and present)
The Factory Contemporary Arts Centre (Ho Chi Minh City), SAM Fund for Arts and Ecology (Jakarta), ILHAM
Gallery (Kuala Lumpur)

CURATORIAL ADVISORS
Vipash Purichanont (Bangkok), Rahel Joseph (Kuala Lumpur), Agung Hujatnikajennong (Bandung), Zoe Butt
(Ho Chi Minh City)

HOST INSTITUTIONS (past and present)
The Factory Contemporary Arts Centre (Ho Chi Minh City), Galerie Lorong (Yogyakarta), Cemeti Institute for
Art and Society (Yoyakarta), ILHAM Gallery (Kuala Lumpur), Selasar Sunaryo Art Space (Bandung), MAIIAM
Contemporary Art Museum (Chiang Mai), Grey Centre for Arts and Enquiry, University of Chicago (Chicago)

PARTICIPATING CURATORS (past and present)
Grace Samboh (Yogyakarta), Bill Long Nguyen (Ho Chi Minh City), Khatijah Rahmat (Kuala Lumpur), Le
Thuan Uyen (Hanoi), LIR (Mira Asriningtyas and Dito Yuwono, Yogyakarta), Kittima Chareeprasit (Chiang
Mai)

PARTICIPATING ARTISTS (past and present)
Julia Sarisetiati (Jakarta), Vicky Do (Ho Chi Minh City), Izat Arif (Kuala Lumpur), Hoang Minh Duc
(Melbourne/Hanoi), Maryanto (Yogyakarta), Ruangsak Anuwatwimon (Bangkok)
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INDEX
Project summary: ‘Of Hunters and Gatherers’
Full programs
Project participants (with bio)
Project motivation
Project documentation (research)
Project documentation (final ‘works’)
Public programs (online and offline)
Promotion (audience attendance, media reportage)
Sponsorship

Reflection (Success and Failure, what could be improved for next time?, what have you learned from the
process of Pollination?)

Of Hunters & Gatherers
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Project Summary
The third edition of ‘Pollination’ curated by LIR and Kittima Chareeprasit, titled ‘Of Hunters and Gatherers’,
is composed of an exhibition, symposia and dedicated website.

‘The Hunters’, is an exhibition featuring the work of artists Maryanto (Yogyakarta) and Ruangsak
Anuwatwimon (Bangkok), which took place firstly at MAIIAM Contemporary Art Museum,Chiang Mai, (19
March to 30 June 2021), and then toured to MAIELIE Art Space (Khon Kaen, late 2021); resulting from
extensive collaborative research undertaken from March, 2020 to May, 2021. Traveling beneath the
volcanic activity of Mount Merapi, Yogyakarta and along the increasingly dammed river routes of the lower
Mekong, on the border between Thailand and Laos.

As the curators walked with the artists, they found themselves recalling specific artists, artworks,
performances and social research that are as equally concerned with their local environmental
degradation, due to realities of government oversight, colonial extraction and corporate greed. Thus they
explored relatable scientific findings and ideas of ‘local embodied knowledge’ (folktales, mythologies,
bedtime stories and local methods of ecological survival), the curators realizing a need to listen from not
only one side of a story, but a need to listen to more than ‘one site’ of a story. These different bodies of
lore are presented as online symposia from 28-30 May 2021, titled ‘The Gatherers’, hosted by Selasar
Sunaryo Art Space (Bandung).

The symposia marks the launch of this dedicated website ‘www.ofhuntersandgatherers.com’. Ranging
from newly written contributions to republished existing texts; from exhibition documentation to video
interview, this site aims to prompt alternate study of ‘local embodied knowledge’ and its relevance in re-
thinking ecological sustainability. Featuring interdisciplinary contribution by LIR (Mira Asriningtyas & Dito
Yuwono), Kittima Chareeprasit, Ruangsak Anuwatwimon, Maryanto, Prilla Tania, The Forest Curriculum,
Elizabeth D.Inandiak, Wut Chalanant , JJ Rizal, Tita Salina, Napak Serirak, Sutthirat Supaparinya. Edited by
Zoe Butt and Lee Weng Choy. Designed by Rukpong Raimaturapong and Yonaz Kristy Sanjaya.

A series of public programs were conceived to build bridges between ‘The Hunters’ and ‘The Gatherers’
programs in April 2021;including ‘The Plus Partnership Series’ hosted by Art Curator Grid titled “Curator
Conversation: Of Hunters and Gatherers” on 1 April 2021; in addition to participating in the ‘FarBar’ series
hosted by The Gray Centre for Arts and Inquiry (University of Chicago), titled “Land, River, and Sea: The
Moving Landscape ‘Of Hunters and Gatherers’” consisting of a 3 week screening program, featuring the
work of Maryanto, Nontawat Numbenchapol, Prilla Tania, Tita Salina, and Wut Chalanant (21 April – 12 May
2021), with online discussion on 28 April 2021.
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Full Programs
Onsite Curatorial Meeting: Bandung, 3 - 6 March 2020
Research phase: March 2020 - January 2021

Exhibition: “The Hunters” at MAIIAM Contemporary Art Museum - Chiang Mai featuring Maryanto and 
Ruangsak Anuwatwimon | March 19 - June 30 2021 → The exhibition will travel to MAIELIE Art Space in 
Khon Kaen | in 19 September - 28 November 2021

Symposium: “The Gatherers: Online Pollination Symposium” hosted by Selasar Sunaryo Art Space -
Bandung | May 28 - 30 2021 

Dedicated Website: www.ofhuntersandgatherers.com (with commissioned essays by Adam Bobbette, 
Elizabeth D. Inandiak, JJ. Rizal, Kittima Chareeprasit, Mira Asriningtyas, Napak Serirak, Prilla Tania, 
Sutthirat Supaparinya, The Forest Curriculum, Tita Salina, and Wut Chalanant. 

Public Programs:

1. “Curator Conversation: Of Hunters and Gatherers” hosted by Art Curator Grid featuring conversation 
between Zoe Butt, Kittima Chareeprasit, and LIR (Mira Asriningtyas and Dito Yuwono) | April 1 2021 

1. ‘FarBar’ series hosted by The Gray Centre for Arts and Inquiry (University of Chicago) titled “Land, 
River, and Sea: The Moving Landscape ‘Of Hunters and Gatherers’”, consisting of:

a. Screening program, featuring the work of Maryanto, Nontawat Numbenchapol, Prilla Tania, 
Tita Salina, and Wut Chalanant (21 April – 30 May 2021)

b. Online discussion on 28 April 2021 
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CURATORS
Kittima Chareeprasit (THAI)
Kittima Chareeprasit received her MA in Curating and Collections from Chelsea College of Arts and is currently 
curator at MAIIAM Contemporary Art Museum in Chiang Mai, Thailand. In 2016, she co-founded the Waiting You 
Curator Lab, focusing on curatorial approaches within contemporary art practices. Her interest lies mainly in 
contemporary art and culture that revolve around critical history, social and political issues. She has worked on 
numerous projects with both emerging and established artists within the realm of Southeast Asian Art and its 
cultural context. Her recent curatorial work includes ‘House Calls: Pinaree Sanpitak’, 100 Tonson Foundation (2020); 
‘Breast Stupa Cookery: the world turns upside down’, Nova Contemporary (2020); ‘Temporal Topography: MAIIAM’s 
New Acquisitions; from 2010 to Present’, MAIIAM Contemporary Art Museum (2019); ‘In search of other times: 
reminiscence of things collected’, JWD Art Space Bangkok (2019); ;Occasionally Utility’, Gallery VER, Bangkok (2017); 
‘The Thing That Takes Us Apart’, Gallery Seescape, Chiang Mai (2017).

LIR (INDONESIA)
LIR (Yogyakarta) is an art institution cum curator collective consisting of Mira Asriningtyas (b. 1986. based in 
Yogyakarta) and Dito Yuwono (b. 1985. based in Yogyakarta). Since 2011, LIR’s program ranges from exhibition 
laboratories and research-based art projects to public programs, residencies, and alternative art education 
platforms. LIR’s projects are characterized by multidisciplinary collaboration and often performative exhibitions; 
fostering continuous transgenerational transmission of knowledge, memory, and history. LIR’s most recent projects 
including “Curated by LIR” exhibition series (KKF – Yogyakarta, 2018 – 2020); “Transient Museum of a Thousand 
Conversations” (ISCP – New York, 2020); and “900mdpl” (Kaliurang – 2017, 2019, & 2021), a long-term site-specific 
project in Kaliurang, Indonesia—an aging resort village under an active volcano—with the aim of preserving collective 
memory of the space.

Project Participants
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ARTISTS
Maryanto (ID)
Maryanto creates evocative, black and white paintings, drawings, and installations that undermine the 
romantic language of traditional landscape painting to examine socio-political structures in the physical 
sites that he situated his works. Through fable-like and theatrical settings, these landscapes are subjected 
to the whim of colonizers and capitalists through technological development, industrialization, pollution of 
the land and exploitation of its natural resources. Maryanto graduated from the Faculty of Fine Art, 
Indonesia Institute of the Art, Yogyakarta in 2005, and completed a residency at the Rijksakademie in 
Amsterdam in 2013. Recent notable exhibitions include ‘Permanent Osmosis’, LIR Space, Yogyakarta (2019, 
solo); ‘A Journey of Forking Paths’, Yeo Workshop, Singapore (2019, solo); ‘On the Shoulders of Fallen Giants: 
2nd Industrial Art Biennial’, Labin, Croatia (2018); ‘Behind the Terrain’, Koganei Art Spot Chateau, Tokyo 
(2018). Maryanto was born in Jakarta. He now lives and works in Yogyakarta.

Ruangsak Anuwatwimon (TH)
Ruangsak Anuwatwimon is a Bangkok native and resident, driven and inspired by political issues and social 
situations that he has experienced in his own life. His artistic practice investigates the protagonist’s 
relationship humans have with the natural world. Employing diverse media which challenge the parameters 
of what constitutes an ‘artwork’, Ruangsak’s conceptual projects explore the social, cultural, and moral 
grounds of human societies. Notable recent projects include ‘Monstrous Phenomenon’, 1Projects, Bangkok 
(2019, solo); ‘Temporal Topography: MAIIAM New Acquisitions from 2010 to Present’, MAIIAM Contemporary 
Art Museum, Chiang Mai (2019/2020); ‘Every Step in the Right Direction – Singapore Biennale’ 2019, 
Singapore (2019); ‘Post-Nature – A Museum as an Ecosystem: 11th Taipei Biennial’, Taipei (2018). In 2020, 
Ruangsak will participate in the Bangkok Art Biennale.

Project Participants
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ESSAY CONTRIBUTORS
Adam Bobbette
Adam Bobbette is a geographer and research fellow in the New Earth Histories research program,
University of New South Wales, Sydney.

Elizabeth D. Inandiak
Writer, translator and public servant; born in France. From the age of 19, she began traveling the world as a
journalist, writing several literary books, including the life story of Marceline Loridan Ivens, a Jewish
woman who had been exiled in the Auschwitz-Birkenau camp during the second world war, and various film
scenarios, including “A Tale of the Wind”, with Dutch documentary director Joris Ivens (Indonesian Calling).
In 1989 she settled in Yogyakarta. She recompiled Serat Centhini, a great Javanese literary work, into a
21st century version entitled “Kekasih yang Tersembunyi”. After the earthquake on 27 May 2006, she built
the Giri Gino Guno studio in Bebekan, Bantul (DIY). During the eruption of Mount Merapi on October 26,
2010, she collaborated with the Al Qodir Islamic Boarding School to accompany the residents of Kinahrejo
until they got back on their feet. From the experiences of these two natural disasters, the story of “Babad
Ngalor-Ngidul” was born with illustrations by artist Heri Dono— a continuation of the book Lahirnya Kembali
Beringin Putih (1999). Her latest work titled “Mimpi-Mimpi dari Pulau Emas”, was produced together with the
people of Muara Jambi Village, in Sumatra, who used local wisdom, fairy tales, and the third eye as a means
of excavating this extraordinary Buddhist ancient site. There, with them, she built a house of wisdom and
peace: Rumah Menapo.

JJ Rizal
JJ Rizal is an academic, historian, and founder of Penerbit Komunitas Bambu, a publishing house
specializing in humaniora, history, and culture. His research is focusing on the history of Batavia-Betawi-
Jakarta and his research has been published extensively in MOESSON Het Indisch Maandblad (2001-2006)
magazine based in Netherlands. In 2009, he received the DKI Jakarta Governor Cultural Award. His writings
about Junghuhn in National Geographic Indonesia were selected as “The Best International 2010” by
National Geographic International Magazine, setting aside hundreds of articles from 36 National
Geographic magazines outside of America. In 2011, he received the Jakarta Book Awards IKAPI (Indonesian
Publisher Association) Jakarta for being considered to have “shared knowledge and change lives through
books”. Some of his published books are “Politik Kota Kita” (2006); “Onze Ong: Onghokham dalam Kenangan”
(2007); “Sejarah yang Memihak: Mengenang Sartono Kartodirdjo” (2008); and “Raden Saleh: Anak Belanda,
Mooi Indie dan Nasionalisme”.

Project Participants
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Napak Serirak
Napak Serirak received his BA in Economics and MA in Anthropology from Thammasat University. Drawing
from the history of sexuality, medical anthropology and linguistic anthropology, he wrote extensively on the
cultural history of sexology in Thai society. In addition, his interests include colonial scientific expedition
writing on Southeast Asia as well as environmental history and political ecology of nature conservation
in/of the region, amongst others. He was a lecturer in Sociology and Anthropology at the Faculty of
Humanities and Social Sciences, Prince of Songkla University, Pattani Campus from 2013 to 2017. Napak is
currently an independent researcher.

Prilla Tania
Prilla Tania is a multi-disciplinary artist whose works include soft sculpture, installations, videos and
photos. Prilla’s works are influenced by the idea of food sovereignty and the sustainable relationship
between humans and nature. Recent notable exhibitions include ‘In To The Future’, National Gallery of
Indonesia, Jakarta (2019); ‘Jogja Biennale XII: Not A Dead End’, Yogyakarta (2013); ‘E’, Selasar Sunaryo Art
Space, Bandung (2013, solo). Currently she is managing a garden called Leuwigoeng in Bandung focusing on
organic farming and sustainable living.

Sutthirat Supaparinya
Working across media, Sutthirat Supaparinya (Som)’s artistic practice questions and interprets public
information with a focus on the impact of human activities on other humans and the landscape. Through
her works, she questions and interprets public information and reveals or questions what’s structure
affects her/us as a national/ global citizen. Sutthirat seeks to cultivate freedom of expression through her
art practice.

Project Participants
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The Forest Curriculum
The Forest Curriculum (Bangkok/Yogyakarta/Manila/Seoul/Berlin/Santa Barbara) is an itinerant and
nomadic platform for interdisciplinary research and mutual co-learning, based in Southeast Asia, and
operating internationally. Founded and co-directed by curators Abhijan Toto and Pujita Guha, and with
Rosalia Namsai Engchuan, it works with artists, collectives, researchers, indigenous organizations and
thinkers, musicians, and activists, to assemble a located critique of the Anthropocene via the
naturecultures of Zomia, the forested belt that connects South and Southeast Asia. The Forest Curriculum
organizes exhibitions, public programs, performances, video and multimedia projects, as well as an annual
intensive in a different location around the region, which gathers practitioners from all over the world to
engage in collective research and shared methodologies: The Forest And The School, Bangkok (2019); The
Forest Is In The City Is In The Forest I, Manila (2020) and II, Online (2020-2021). The platform collaborates
with institutions and organizations internationally, including Savvy Contemporary, Berlin; Ideas City, the
New Museum, NTU CCA, Singapore, Nomina Nuda, Los Baños, and GAMeC, Bergamo among others.

Tita Salina
In Tita Salina’s practice, intervention, installation and moving image come together in response to site-
specific issues that have global resonance. 1001st island – the most sustainable island in archipelago 2015
explores transnational issues of community disenfranchisement, environmental pollution and government
corruption as they manifest within the Indonesian government’s grand plan for the restoration and
redevelopment of Jakarta Bay. Recent notable exhibitions include ‘Bangkok Art Biennale’, Bangkok Art and
Culture Center, Bangkok (2020); The Coming World: Ecology as the New Politics 2030–2100, Garage
Museum of Contemporary Art ,Moscow, Russia (2019); Irwan Ahmett and Tita Salina: The Ring of Fire (2014 –
ongoing), NTU Centre for Contemporary Art Singapore, Singapore, Singapore (2019); From Bandung to
Berlin: If all of the moons aligned, SAVVY Contemporary, Berlin, Germany (2016), among others.

Wut Chalanant
Wut Chalanant’s artistic approach involves research into the historic, political and economic based
activities and a physical exploration of these spaces on the edge of the normal experience, and he is
working around the theme on the relationship between humans and space in the modern age. He is also
interested by the ideology of urban development and how it alters space. Transformation of the land,
through the shifting demands of the global economy, creates a void of context and opens up room for new
interpretations. In order to search for the statement of our trace, he captures elements of the realities,
which are later reconstructed.
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EDITOR
Lee Weng Choy
Lee Weng Choy is an independent art critic and consultant. He has done project work with various arts
organizations, including Ilham Gallery and A+ Works of Art, both in Kuala Lumpur, as well as the NTU Centre
for Contemporary Art Singapore and the National Gallery Singapore. He writes on contemporary art and
culture in Southeast Asia, and his essays have appeared in journals such as Afterall and anthologies such as
Modern and Contemporary Southeast Asian Art, Over Here: International Perspectives on Art and Culture
and Theory in Contemporary Art since 1985. Lee is the president of the Singapore Section of the
International Association of Art Critics. Previously, he was Artistic Co-Director of The Substation in
Singapore. He has taught at the School of the Art Institute of Chicago, Chinese University of Hong Kong and
Sotheby’s Institute of Art, Singapore.

Zoe Butt
(BIO ON NEXT PAGE)

Project Participants
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CURATORIAL ADVISORS
Agung Hujatnika
Dr. Agung Hujatnika, aka Agung Hujatnikajennong, is a freelance curator and full-time lecturer at the Faculty of Art
and Design, Bandung Institute of Technology (ITB). Amongst other exhibitions he has curated are ‘Fluid Zones,
Jakarta Biennale ARENA’ (2009); ‘Exquisite Corpse’, Bandung Pavilion for the Shanghai Biennale (2012); ‘Not a Dead
End’, Jogja Biennale – Equator #2 (2013); ‘Passion/ Possession’ (2014), and; Tintin Wulia’s solo project, ‘1001 Martian
Homes’, for Indonesian Pavilion at Venice Biennale (2017). He was the initiator and artistic director for ‘Instrumenta’,
an international media arts festival in Jakarta (2018-2019). Agung has been involved in several research projects on
Indonesian and Southeast Asian art, including ‘Ambitious Alignments’ (2013- 2015), and ‘Shaping Indonesian
Contemporary Arts – Role of the Institutions’ (2014-2017). His book, ‘Kurasi dan Kuasa’, on curatorial practice and
power relations in the Indonesian art world, was published by Jakarta Arts Council (2015).

Vipash Purichanont
Vipash Purichanont is a curator based in Bangkok. He is a lecturer at the department of Art History at the faculty of
Archeology, Silpakorn University. His curatorial projects include ‘Kamin Lertchaiprasert: 31st Century Museum of
Contemporary Spirit’ (Chicago, 2011), ‘Tawatchai Puntusawasdi: Superfold’ (Kuala Lumpur, 2019) and ‘Concept Context
Contestation: Art and the Collective in Southeast Asia’ (Bangkok, Yogyakarta, Hanoi, Yangon, 2013-2019). He was an
assistant curator for the first Thailand Biennale (Krabi, 2018), a curator of Singapore Biennale 2019 (Singapore, 2019),
and a co-curator of the second Thailand Biennale (Korat, 2021). He is a co-founder of Waiting You Curator Lab, a
curatorial collective based in Chiangmai.

Zoe Butt
Zoe Butt is a curator and writer who lives in Vietnam. Her curatorial practice centres on building critically thinking
and historically conscious artistic communities, fostering dialogue among countries of the global south. Currently
Artistic Director of the Factory Contemporary Arts Centre, Ho Chi Minh City, Vietnam’s first purpose-built space for
contemporary art, Zoe formerly served as Executive Director and Curator, Sàn Art, Ho Chi Minh City (2009–2016);
Director, International Programs, Long March Project, Beijing (2007–2009); and Assistant Curator, Contemporary
Asian Art, Queensland Art Gallery, Brisbane (2001–2007) – this latter post particularly focused on the development of
its Asia-Pacific Triennial of Contemporary Art. Her work has been published by Hatje Cantz; ArtReview; Independent
Curators International; ArtAsiaPacific; Printed Project; Lalit Kala Akademi; JRP-Ringier; Routledge; and Sternberg
Press, among others. Her curatorial projects include interdisciplinary dialogue platforms such as Conscious
Realities (2013-2016); the online exhibition Embedded South(s) (2016); and group exhibitions of Vietnamese and
international artists at various international venues. Recent exhibitions include Sharjah Biennial 14: Leaving the Echo
Chamber – Journey Beyond The Arrow, (2019); Empty Forest: Tuan Andrew Nguyen (2018); Spirit of Friendship and
Poetic Amnesia: Phan Thao Nguyen (both 2017); Dislocate: Bui Cong Khanh (2016), Conjuring Capital (2015). Zoe is a
2021 MoMA International Curatorial Fellow; a member of the Asian Art Council for the Solomon R. Guggenheim
Museum in New York and in 2015 was named a Young Global Leader of the World Economic Forum.
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On the day when our first in-situ meeting for Pollination #3 started, the first Covid-19 case in Indonesia was
announced. In Thailand, it was announced a few weeks before. The crisis escalated to a global pandemic status
and a global collective experience, highlighting the performance of a system and governments’ capability in
facing critical moments. At the same time, the pandemic cannot be separated from the environmental crisis of
the earth. As borders close and lockdowns are imposed, mobility is restricted for a better cause. Instead of
widening the geographical scope of our research, we try to dig deeper and primarily focus on ‘local embodied
knowledge’ and how to balance human desire with its object that measures impact sustainably to both human
and non-human alike. Instead of flying across the sea and widening the geographical scope of our research, we
follow local trails of rivers and mountains, sinking island and backyard cemetery, to the home garden and
deforestation cases across South East Asia, and other environmental issues closer to home.

Our curatorial method for this project is to exploring relatable scientific findings and ideas of ‘local embodied
knowledge’ (folktales, mythologies, bedtime stories and local methods of ecological survival), the curators
realized a need to listen from not only one side of a story, but a need to listen to more than ‘one site’ of a story.
Thus, this symposium will gather brilliant minds living in from Indonesia and, Thailand , India, (artists, historians,
filmmakers, curators, writers, social scientists and more) to share their work and opinions, expanding what it
means to ‘hunt’ for our needs, taking the time to ‘gather’ differing perspectives in order to better guide a future
forward. This project is an opportunity to learn and exchange experience about various cultural and social
context in other places within the region.

Project Motivation



‘Curator on-site Meeting: Bandung’
physical meeting and studio visit with artists in Bandung

Reflection:

We did this meeting before the borders are closed and this became the only physical meeting that the
curators did during the year-long project. In our preliminary meeting, we were discussing the possibilities to
create a platform of long-distance residency and online residency platform during the research period. It is
also crucial to do the meeting to get to know each other better and to become friend.In time of COVID-19 and
during the time when cross-nation mobility is limited, we try to rethink about the idea of an on-site visit and
whether it is essential to do amidst the pandemic or is there an alternative to that. The goals of the research
on-site is more to engage with the local scene in each city and it is possible to do it during the preparation of
the exhibition.

That is when we decided to use two channels for knowledge and experience exchanges:
1. Internal use: Google Drive working folder, skype meeting, whatsapp group.
2. External (open access): daily durational exchange via social media platform (following the intended

duration of the residency) → Pollination PENPAL-20

Date: 3 - 6 March 2020 | Location:  Bandung
Number of participants: 3
Target audience: Bandung Artscene
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On-site Meeting: Bandung (3 - 6 March 2020)

Project Documentation

We took a day tour to the KAA museum. KAA (Asia 
Africa Conference) was the first large-scale meeting of 
Asian and African states, most of which were newly 
independent, which took place on 18–24 April 1955 in 
Bandung, Indonesia. The conference was an important 
step towards the eventual creation of the Non-Aligned 
Movement.
.
The museum is located in a historical building at a 
beautifully preserved old town. This museum is filled 
with spirits of solidarity and autonomy. We left the 
building with a mix feeling but we will leave you a 
quote of Indonesian 1st president Soekarno's inagural 
speech of the conference that inspired us a lot.

"In your deliberations, Sisters and Brothers, I beg of 
you, do not be guided by these fears, because fear is 
an acid which etches man's actions into curious 
patterns. Be guided by hopes and determination, be 
guided by ideals, and, yes, be guided by dreams! .
.
We are of many different nations, we are of many 
different social backgrounds and cultural patterns. 
Our ways of life are different. Our national characters, 
or colours or motifs - call it what you will - are 
different. Our racial stock is different, and even the 
colour of our skin is different. But what does that 
matter? .
.
Mankind is united or divided by considerations other 
than these. Conflict comes not from variety of skins, 
nor from variety of religion, but from variety of desires. 
All of us, I am certain, are united by more important 
things than those which superficially divide us."
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On-site Meeting: Bandung (3 - 6 March 2020)

Project Documentation

Our first studio visit is with Muhammad Akbar, a video-artist from Bandung. We know him personally since 2012, 
when he had a solo exhibition in Selasar Sunaryo Art Space in Bandung. Before that, we only knew Akbar by his 
reputation as one of the co-founder of VideoLab in Bandung.

After that, we decided to meet Deni Ramdani (Ackay Deni) in a restaurant that is not so far from the high school 
where he teaches. We were very impressed by his practice and his persistence in not only addressing the 
environmental issues at his neighborhood in collaboration with local people, but also how his environment 
activism practice is deeply rooted in local belief and wisdom. As a result, his artwork not only presented as an 
object but often as performances and a form of protest.

The first meeting with the curatorial advisor of The Pollination #3, Agung Hujatnika in Selasar Sunaryo Art 
Space.



Date: September - October 2020
Location: three villages under Mt.Merapi
Number of participants: 5 
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‘Research: Merapi’
several walks under the active volcano: Mt.Merapi

Reflection:

In Indonesia, we took the trail down the active stratovolcano, the forest, the sacred water source, the sand mining industry, and the
different tourism sites under an active stratovolcano, Mt.Merapi in Yogyakarta. Local people believe that they are sharing the living
space with not only animals and plants but also with the ancestor spirits, deities, and supernatural beings and protectors of nature.
Living side by side, it is important to respect and protect each other to keep balance and reciprocity. Every volcanic eruption,
earthquake, natural disaster, and pandemic is suggesting a new equilibrium is being scaled and through the stories passed down
between generations, the world is resistant and humans have the tendency to try to conquer.

One of our field research under the volcano took us to the forest that got struck with pyroclastic flow ten years ago in one of the
biggest Mt.Merapi eruptions. There, we found how tree trunks were burnt and the tree fell but the roots are resilient and growing—
some, horizontally before going up to find more sun. After awhile, the landscape changed. We arrived at an open field that leads to a
pasturage. There we found a big tree on the ground. The old white bark was like that of an elephant’s wrinkled skin. It reminds us of
the story of Barata the elephant hunter and it intrigued us. It is difficult to imagine that once upon a time, in the very same island
now home to over 148 million people and considered as the world's most-populous island, elephants run free. It is unsettled when
did the Javan elephant (Elephas maximus sondaicus) were extinct but their presence was described in the carving of Borobudur and
in the semi-fictional book, Merapi Omahku (Merapi My Home) written by Elizabeth Inandiak. For the research, we went on three
different walks under Mt.Merapi: to the forest, to two different villages and sand mining industry, and to the ancient water source.
The story of Barata becomes a cue and starting point of this research; following the shifting idea of a ‘hunter’ which initially pointed
to the figure of "Barata the elephant hunter" to the different figures of ‘the hunter’ today: from the water company, tourism
industry, to illegal sand mining industry depicted in Maryanto’s landscape painting.
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RESEARCH: MERAPI

Project Documentation
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RESEARCH: MERAPI

Project Documentation

LINK TO RESEARCH REPORT:
https://drive.google.com/file/d/1iG6uUD5UXzbyEGwSHFq5StCx1Pdmd_ZC/view
?usp=drivesdk
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RESEARCH: MERAPI

Project Documentation
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RESEARCH: MERAPI

Project Documentation
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RESEARCH: MERAPI

Project Documentation
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RESEARCH: MERAPI

Project Documentation



‘Research: Mekong’
Road trip along the Mekong river

Date: early July 2021 | Location: Loei province - Bueng Kan province, 
thailand
Number of participants: 1 artist, 1 curator, 1 assistant, 2 followers
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reflection:
In Thailand, we follow the natural trail to the majestic streams of the Mekong River where a watercourse is being developed, along
with numerous dams constructed throughout the length of the river, with additional plans to blast rocky outcrops to facilitate
transport of commodities, agricultural uses, as well as using the river as a power supply. The rapid rate of industrialization for the
purpose of economic gain has unfortunately led to the neglect of ecological conditions, however, with myriad organisms now
facing the threat of mass extinction. Ruangsak uses the story of Ta Jung Khung Dang Daeng - a hunter from the local folklore of the
Chiang Khan district who destroyed the natural splendour of his local river by blocking off its flow-- as an allegory for the various
forms of natural exploitation seen today. The construction of dams for the purposes of agriculture and power generation have
become new forms of hunting, bringing with them the rapid and unchecked overexploitation of natural resources, causing the
imbalance in the natural order and disruption of thousands of lives that rely on it.

This disruption in the natural process led to a phenomenon known as ‘hungry water’, where the color of the Mekong river turned
blue as a result of the lack of minerals and silt. The newly-operational dam isn’t the only factor influencing the Mekong, with 11
more dams located upstream in China, which have affected the water’s flow for the past decade. In July of 2020, we were able to
travel to the site of the Ta Jung Kung Dang Daeng folktale, to see with our own eyes the changes that are occurring, looking to
Google Earth for our next destination. From the site of the myth’s origins to what is considered to be the deepest segment of the
Mekong - known locally as ‘Mekong’s Belly Button’ - in the Bueng Kan province. Many areas we observed have become utterly
transformed compared to the satellite images, with testimony from the local populace as a testament to the changes that are
merely beginning, with an endpoint no one can predict. The construction of the dam is therefore an example of the mass-
exploitation of nature that has been perpetuated by humans as ‘hunters'.
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RESEARCH: MEKONG

Project Documentation

LINK TO RESEARCH REPORT:
https://ofhuntersandgatherers.com/wp-
content/uploads/2021/02/OFHUNTER_visual-journal-EN-R3-2.pdf
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RESEARCH: MEKONG

Project Documentation
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RESEARCH: MEKONG

Project Documentation
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RESEARCH: MEKONG
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RESEARCH: MEKONG

Project Documentation



APPENDIX 3.32

THE FACTORY CONTEMPORARY ART CENTRE

RESEARCH: MEKONG
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‘The Hunters’
the exhibition

Date:  19th March 2021 | Location: MAIIAM Contemporary Art 
Museum, Chiang Mai, Thailand 
Number of participants: 2 artists, 3 curators 
Visitor: 869 
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reflection:

This year long project allow us to have good amount of time to develop the project together, the artist and curator
can work on the concrete exhibition layout that make the exhibition process went well. Restriction due to COVID-19
unable us to travel and even after every project, it makes project feels like it’s not enough. This feeling of ‘not
enough’ requires a proper closure in the form of a final exhibition and as a moment of celebration at the opening.

However, It is hard to have an exhibition opening during the pandemic time, since there are a lot of restriction and
the museum have to close after the exhibition had been open for 2 weeks. Even the exhibition period had extended,
not so many people can visit the show during the exhibition period.
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EXHIBITION VIEW: THE HUNTERS - MARYANTO

Project Documentation
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EXHIBITION VIEW: THE HUNTERS - MARYANTO

Project Documentation
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EXHIBITION: THE HUNTERS - MARYANTO

Project Documentation
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EXHIBITION: THE HUNTERS - MARYANTO

Project Documentation
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EXHIBITION VIEW: THE HUNTERS - RUANGSAK ANUWATWIMON

Project Documentation
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EXHIBITION VIEW: THE HUNTERS - RUANGSAK ANUWATWIMON

Project Documentation
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Project Documentation
EXHIBITION: THE HUNTERS - RUANGSAK ANUWATWIMON
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EXHIBITION: THE HUNTERS - RUANGSAK ANUWATWIMON

Project Documentation
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EXHIBITION: THE HUNTERS - READING ROOM

Project Documentation
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EXHIBITION: THE HUNTERS - READING ROOM

LINK TO READING MATERIAL: https://ofhuntersandgatherers.com/research-materials-of-hunters-and-the-
gatherers/

Project Documentation
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EXHIBITION: THE HUNTERS - RESEARCH AREA

Project Documentation



APPENDIX 3.45 

THE FACTORY CONTEMPORARY ART CENTRE

EXHIBITION: THE HUNTERS - RESEARCH AREA

LINK TO RESEARCH VIDEO:
https://drive.google.com/folderview?id=11N2bEyGX4B8T-inPESJnpZ4Ciy8wx1MX

Project Documentation
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THE HUNTERS: EXHIBITION - THE BRIDGE

LINK TO VIDEO CONVERSATION: https://www.youtube.com/watch?v=p4hv_iEPVzE
LINK TO VIDEO CONVERSATION (WITH INDONESIAN TRANSLATION):
https://drive.google.com/file/d/1yfYxmfzlBOPv3X-5ijSAXI8sbzKyQ15E/view?usp=drivesdk

Project Documentation



‘The Gatherers’
the online symposia
Date: 28 - 30 May 2021 | Location: online 
Number of participants: 248 audience on YouTube Live & 
165 audience on Zoom for 3 days
Target audience: the general public
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Reflection:

Several technical issues occurred throughout the symposia, but all was descriptively handled well.
The audience who registered proactively reply our reminder emails during the preceding event but at
the same time, people more comfortable to join via Youtube Live than Zoom platform or people might
find it easier to access Youtube rather than to sign up for the Zoom session; accessibility and ability
to be casual viewers. Zoom fatigue might also be a factor that makes less people join the online
symposium because by the time we have the symposium, it’s already a year after the pandemic
where a lot of art activity migrate online.

Since the event happened in English, for Thai audience, they may find it difficulty with the languages.
The curators were suppose to give an introduction of the pollination project and shall give an
conclusion of each day discussion, however since the event is live it make us feel nervous and forget
to cover some details.
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THE GATHERERS: PRE- SYMPOSIUM (DINNER GATHERING)

LINK TO PDF (SYMPOSIUM SCHEDULE AND INFO): https://drive.google.com/drive/folders/1fK2x-0F-
IJtOeZD7JoR3U4KqMhxb8TAK?usp=sharing

LINK TO OTHERS:
http://LINKTR.EE/POLLINATION3

Project Documentation
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THE GATHERERS: SYMPOSIUM DAY 1

LINK TO VIDEO RECORDING: DAY 1 https://www.youtube.com/watch?v=hfTABSgpp28

STATISTICS (YOUTUBE VIEWS)

Project Documentation
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THE GATHERERS: SYMPOSIUM DAY 2

LINK TO VIDEO RECORDING: DAY 2 https://www.youtube.com/watch?v=QKDkSoBDfPc

STATISTICS (YOUTUBE VIEWS)

Project Documentation
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THE GATHERERS: SYMPOSIUM DAY 3

LINK TO VIDEO RECORDING: DAY 3 https://www.youtube.com/watch?v=nwnmEOOjyUs

STATISTICS (YOUTUBE VIEWS)

Project Documentation



‘www.ofhuntersandgatherers.com’
the online publication

Date: Launched on May 2021 | Location: online 
Number of participants: 15 (artist+curator+writer+editor)
Target audience: the general public
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Reflection:

Easier to disseminate the knowledge. Nice to have discursive text about our own context written by
writers from Southeast Asia and those who are well familiar with the context. It is also a good thing to
make it accessible to everyone by having three different languages and having it online, even with freely
downloadable PDF shall anyone wants to print the text. The website also allows us to archive the whole
projects from beginning to end and compile everything from the exhibition, online presentations,
symposia, and text contribution.

Working with for unfamiliar languages for the graphic designer, could be difficult and took longer time
than usual. Also with writer, translator and editor require a lot of trust, when your text has been translated
to others. This is a good exercise for us as well.
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WEBSITE: WWW.OFHUNTERSANDGATHERERES.COM

Project Documentation
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WEBSITE: WWW.OFHUNTERSANDGATHERERES.COM

Project Documentation
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WEBSITE: WWW.OFHUNTERSANDGATHERERES.COM
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THE FACTORY CONTEMPORARY ART CENTRE

WEBSITE: WWW.OFHUNTERSANDGATHERERES.COM

Project Documentation



‘The Plus Partnership: ArtCuratorGrid’
Curator talk

Date:  April 1, 2021
Location: Art Curator Grid Online Platform
Number of participants: 100 attendance sign up for ZOOM
Target audience: General Public

APPENDIX 3.57

THE FACTORY CONTEMPORARY ART CENTRE

reflection:

This was our very 1st public talk where we can present about the curatorial platform and field research--
combined with Zoe’s critical questions, this make the talk become a rich, exciting, and stimulating. By far,
this is our favorite public talk. It helps us to rethink our process and the progress. In the other platform, we
talk less about the behind the scene but this platform allows us to share the curatorial behind the scene of
the whole project, on why we come up with everything.
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THE FACTORY CONTEMPORARY ART CENTRE

ART CURATOR GRID

Public Program
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THE FACTORY CONTEMPORARY ART CENTRE

ART CURATOR GRID

LINK TO VIDEO DOCUMENTATION
STATISTIC:

Public Program



‘FAR/BAR’
Online Video Screening

Date: 21st April - 30th May 2021
Number of participants: 5
Target audience: General Public 

APPENDIX 3.60

THE FACTORY CONTEMPORARY ART CENTRE

Reflection:

This screening program investigates the ecology of land, water and community, drawn to the plurality of
knowledge in local experience, particularly the depth of memory such wisdom affords in the face of
change. Featuring artists/filmmakers Tita Salina, Prilla Tania, Wut Chalanant, Nontawat Numbenchapol
and Maryanto. It is also good to use the Gray Center platform to widen the outreach of the audience.



‘FAR/BAR’
Artist & Curator Conversation

Date: 28th April 2021
Number of participants:6
Target audience: General Public

APPENDIX 3.61

THE FACTORY CONTEMPORARY ART CENTRE

reflection:

It allows us to reflect on other outputs on the discourse of ecology, not only from the invited artist for
Pollination #3 ‘The Hunter’ exhibition but also the thinkers and videomakers who are part of the
symposium and ‘The Gatherers’ as well as those who have been research and working on the topic of
ecology issue for the longtime in Southeast asia.
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THE FACTORY CONTEMPORARY ART CENTRE

Gray Centre - Screening

LINK TO THE EVENT:
https://graycenter.uchicago.edu/events/farbar-zoe-butt-with-pollination-curators-kittima-chareeprasit-
and-lir-mira-asriningtyas-and-dito-yuwuno

Public Program
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THE FACTORY CONTEMPORARY ART CENTRE

Audience attendance: described on each events above.

Media reportage:
Art Curator Grid blog:
ExpediOon art: three curators, two arOsts and the search for modern hunters In South-East Asia

Zoe’s text in Terremoto:
hQps://terremoto.mx/revista/encontrar-espiritus-afines-mas-alla-de-la-sangre-o-la-frontera/

In Thailand, the news about the exhibiOon including the interview with curators was featured on local media such as
BOTS word, Chiang Mai City life and Stay Happening .

Promotion
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THE FACTORY CONTEMPORARY ART CENTRE

Sponsorship
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THE FACTORY CONTEMPORARY ART CENTRE

Success
1/ Being super curator in Southeast Asia. 
Although we learn it the hard way, we learned to balance between managerial and intellectual skills at once: working
on curatorial notes and shipping/ display while being the liaison agent to other organisation and contributors, while
conducting research with artist and accompany their art making process and also create our personal essays and
check other people’s essays, all at the same time. Being curators in this country means working with everything
ourselves but we learned a lot in the process.

2/ Opportunity to support the local art ecosystem especially during pandemic.
Able to create work, employ people who recently lost jobs during pandemic and financially support artists,
academics, rent art space for the exhibition opening that look for a way to extend their rent → possible due to
availability of funding.

Failure
One contributor bailed (Ackay Deni) and one speaker (JJ Rizal) bailed at the last minute. Ackay Deni was ghosting us
for 2 months before he finally canceled the contribution due to personal reasons (moving city, the pandemic, etc).
But in the case of JJ Rizal, he managed to create a last-minute video presentation.

What have you learned on the process
1/ The Mentors/ Advisor
The criticality of our mentors made us feel like we are going back to school and it shaped us in a way that only an
education can do. It was a valuable lesson.

2/ Although it is slightly overwhelming, the many platforms of the project provide opportunities to learn from
different ways, and connect to different organisations. Learn how to have different types of platforms (exhibition,
essay commissioning, symposium) and different online presentations and articulation (conversational, panel style,
presentation, etc); different ways of connecting with different organizations, and we have to be concerned about
different types of audiences from different localities/ context and background.

Reflection
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SPIRIT OF FRIENDSHIP
29 September – 26 November, 2017
Curated by Zoe Bu:, Bill Nguyễn, Lê Thiền Bảo | Organized and hosted by The Factory Contemporary Arts Centre, Ho Chi Minh City
www.spiritoffriendship.org

‘Spirit of Friendship’ seeks to highlight the role and contribuSon of arSst friendships in furthering the development of experimental
languages in Vietnam, since 1975. As an educaSonal display, it gives recogniSon to how ‘friendship’ conSnues to further the tesSng and
encouraging of ideas among arSsts, beyond what was officially understood, taught, or predominantly exhibited in Vietnam at that Sme,
believing their arSsSc pracSces as more than catering to ideological/formal and tourisSc (commercial) demand. Conceived as an ’educaSonal
display’ as introducSon, it commands the ground floor galleries of The Factory, providing a general map of acSvity outlining 22 arSst groups,
from across Vietnam, focusing primarily on the visual arts. This endeavour was iniSated parScularly for the local audiences of The Factory,
aware that access to the history of contemporary art in this country is incredibly limited, due to Vietnam’s lack of diversity in cultural
infrastructure operaSng with comparaSve and interdisciplinary experience and experSse.

‘Spirit of Friendship’ as an ‘educaSonal display’ is divided into four parts. A Smeline mapping the establishment of relevant arSst groups;
‘Leaving a Mark’ highlighSng four arSst groups who have significantly shaped the development of experimental arSsSc thinking; ‘Strategies
of Survival’ sharing the various ways arSsts have fought for space and means to share their ideas; and ‘ArSsts looking at ArSsts’, a program
of documentary film illustraSng how arSsts invesSgate and respond to the history of their arSsSc community.
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This exhibition is by no means comprehensive of the breadth of such artistic activity across Vietnam, rather it is conceived as the first
chapter of an ongoing research project of The Factory (with dedicated website: www.spiritoffriendship.org), desiring a deeper and broader
exploration of this country’s art history, so as to better understand from whence we come and from here, where and why do we move
forward.

*Please note the introductory wall text in Vietnamese did not mention the word ‘exhibition’ in its explanation for reasons of license approval
(See Chapter 4). Please note all text included in this document are the wall texts that were found within the physical display. For in-depth
analysis of this entire undertaking please see Appendix 6.

SPIRIT OF FRIENDSHIP
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CURATORIAL DEVELOPMENT

QUESTIONNAIRE TO ARTIST-GROUPS
The following quesSonnaire was sent to all known arSst-groups across Vietnam so as to finalize selecSon of parScipaSon in ‘Spirit of 
Friendship’. Answers to these quesSons followed specific curatorial criteria (see next slide)
……

*Please note that your responses will be kept confidenSal. Should any of your answers be sought for publicaSon on an exhibiSon wall, or 
inside a published text, we will make sure to ask your permission first. 

Your answers to the below we consider preliminary research towards the exhibiSon ‘Spirit of Friendship’. Your answers will help prompt how 
to best curate and display the subjects, people and objects concerning the journey of Vietnamese contemporary art. Feel free to answer any 
of the quesSons with imagery if you like!!

1.  When was your group founded? If your group is no longer operaSng, when did it end?

2. Who were the members of your group at its founding? (Please also indicate any new members since then)

3. Did you have a physical locaSon for your group? If yes, please state the founding address..

4. Was ‘friendship’ crucial to your creaSon / sustaining of your group? Please elaborate on why your group formed

5. Describe a scene (eg. object, room, acSvity) that best represents/represented the energy of your group?  

6. What was the most memorable event you organized that was of parScular significance? Explain why

7. What was the key event (either private or public, most damaging occurrence or inspiring development) that happened to or within your 
group that was the ‘game-changer’ for how you pracSced as a group, or caused things to move backwards or forwards? (This is a quesSon 
seeking to know more about the working methods of your group…)

8. Did you collaborate with any other arSst group in Vietnam? (Collaborate could mean hanging out, send art or communicaSon between 
Saigon and Hanoi, or work on a specific project together?)
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CURATORIAL DEVELOPMENT

This criteria was made publicly known within the educational display of ‘Spirit of Friendship’ and on the project’s dedicated
website: www.spiritoffriendship.org 
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EXHIBITION SECTION 1:

A timeline mapping the establishment of relevant artist groups

SPIRIT OF FRIENDSHIP

Par1cipa1ng ar1st groups: Gang of Five (Hanoi); Group of 10 (Saigon); Salon Natasha (Hanoi); Hanoi Triad (Hanoi); Nha San + Nha San 
CollecSve (Hanoi); a li:le blah blah (Saigon); Wonderful District (Saigon); Zenei Gang of Five (Hanoi); The Propeller Group (Saigon); Hanoilink
(Hanoi); San Art (Saigon); OM (Hanoi); New Space Arts FoundaSon (Hue); Hanoi Doclab (Hanoi); Hanoi Saigon Sculpture Group (Hanoi/Saigon); 
Phu Luc (Hanoi); Chaap CollecSve (Hanoi); Then Group (Hue); XEM (Saigon); Sao La (Saigon); Chaosdowntown (Saigon)

All artist stories and the historical timeline can be found 
here: www.spiritoffriendship.org 
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EXHIBITION SECTION 1 (DETAIL):

A timeline mapping the establishment of relevant artist groups
*Please note, perspex shelves beneath each artist-group held translations in English
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EXHIBITION SECTION 1 (DETAIL):

A timeline mapping the establishment of relevant artist groups
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GANGOF FIVE
Hanoi
Established 1983
Disbanded 1997
Members: Hồng Việt Dũng, Phạm Quang Vinh, Đặng
Xuân Hoà, Hà Trí Hiếu, Trần Lương

‘As members we are almost the same age, and have
known each other for a very long time, ever since we
applied to go to the University of Fine Arts. And
because of that, establishing the group was really
honestly based on friendship. After we graduated,
we realized how rough and cramped the conditions
were for making art. So we decided to start the
group with a simple reason which was to nourish our
desire to create. The other way was to quit art and
go to Eastern Europe (which was the most promising
place for those who wanted to escape from poverty
and war. Western Europe was riskier and more
expensive since you had to travel by ship). The group
met up, drank tea and wine almost daily, we also
went on picnics, visited some studios and went
dancing! (which was illegal at that time)’.

Trân Lương

EXHIBITION SECTION 1 (DETAIL):

A timeline mapping the establishment of relevant artist groups

Gang of Five: Party at 
Đỗ Dũng's house, Hanoi, 1992 
(Photograph courtesy of Gerhard 
Joren)

Gang of Five in 1992
(Photograph courtesy of Gerhard 
Joren)
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EXHIBITION SECTION 2:

LEAVING A MARK

SPIRIT OF FRIENDSHIP

NHÀ SÀN COLLECTIVE: CURATING AS ARTISTS
Over the last two decades, Nhà Sàn (established 1998, Hanoi) has expanded the scope of art and artists, encouraging an address of the
specificity and obstacles of the social and educational contexts of North Vietnam, thus challenging the practice of curating and
documenting art history. This domestic kitchen table belongs to Mẹ Lương (Mother Luong) who regularly cooked meals for artists when
they gathered to discuss and display at the traditional stilt home of Nhà Sàn.
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EXHIBITION SECTION 2:

LEAVING A MARK

SPIRIT OF FRIENDSHIP

GROUP OF 10: THINKING IN NONFORM(AL)
‘Group of 10’ (established 1989, Saigon) was a community of arSsts who pioneered abstracSon as a valid arSsSc language in the art scene
of South Vietnam in the 1990s, predominantly researching and working on abstract painSngs (an aestheSc style iniSally not acknowledged
within the local art educaSon system at the Sme); members included Nguyễn Trung, Ca Lê Thắng, Đào Minh Tri, Nguyễn Tấn Cương,
Nguyễn Thanh Bình, Hứa Thanh Bình, Nguyễn Trung Tín, Đỗ Hoàng Tường, Trần Văn Thảo and Vũ Hà Nam.
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SALON NATASHA: INDEPENDENT EXCHANGE
Salon Natasha (1990-2005, Hanoi) is arguably the first to iniSate independent arSsSc exchange and collaboraSon, working with limited
funds to realize projects locally and abroad, between Vietnamese and foreign arSsts. Founded by Vu Dan Tan and his wife Natasha
Kraevskia, acSviSes were held in their street-facing lounge room on Hang Bong Street in the centre of Hanoi.

SPIRIT OF FRIENDSHIP

EXHIBITION SECTION 2:

LEAVING A MARK
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SÀN ART LABORATORY: ARTISTS DEVELOPING ARTISTS
Sàn Art was the first organizaSon in Vietnam to independently organize and manage an arSst-in-residence program. ‘Sàn Art Laboratory’
(2012-2016) generated an acSve community of arSsts, curators and interdisciplinary thinkers from across South East Asia, each resident
paired with a ‘talking-partner’ in our local community, whose experSse was of relevance to the arSsSc research at hand. Comprised of 3
residents on a rotaSon every 6 months, each worked towards a final exhibiSon at San Art of new work. In this display Session 1 is re-enacted,
with artworks by Tuấn Mami, Nguyễn Thị Thanh Mai, Trương Công Tùng.

SPIRIT OF FRIENDSHIP

EXHIBITION SECTION 2:

LEAVING A MARK
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All over the world arSsts seek audiences for their art, their experiments o�en coming alive when placed in space that a public can observe,
interact, learn and comment. Their desire to know that someone is listening and needing their art is akin to a designer in need of a client, or a
doctor responding to a paSent, or a guide in need of a tourist. But what do you do when you cannot find the space to speak to your
community when there are no adverSsing agencies, clinics or tours? You create your own!

In Vietnam, where there are very few museums and galleries catering for contemporary art, there have been innovaSve soluSons undertaken
by arSsts creaSng specific space to display and engage their art. Whether it was due to limited funds (‘Atelier Wonderful’ by Wonderful
District); a criScal need to engage public community spaces (a li:le blah blah); a desire to create a ‘journey’ in the experience of art (Sao La’s
‘Art Walk’); the partnering with foreign government iniSaSve in an effort to maintain arSsSc experimental autonomy (Nhà Sàn’s ‘occupaSon’
of the Japan FoundaSon with ‘Skylines With Flying People 2’, 2012); or the conversion of a hostel’s lobby into a gallery space
(Chaosdowntown) - such arSsSc strategies (without commercial imperaSve) arise in response to a broader social scene’s unawareness of the
existence and value of such creaSve spirit, this experimental community with next to no promoSonal space in the public eye.

SPIRIT OF FRIENDSHIP

EXHIBITION SECTION 3:

STRATEGIES OF SURVIVAL
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In a community that does not possess public archive of its arSsSc history, with a lack of insStuSons that criScally collect and catalogue arSsSc
producSon (the result of ideological and economic limitaSons), whereby access to living experSse and experience is also limited (a
consequence of post-war migraSon); it is increasingly prevalent that creaSve talent has sought to research and document influenSal figures of
Vietnam’s past and present arSsSc landscape. In this educaSonal zone, various documentaries are shared:

EXHIBITION SECTION 4:

ARTISTS LOOKING AT ARTISTS

SPIRIT OF FRIENDSHIP
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Nguyễn Trung
By Trần Mỹ Hà – Đỗ HoàngTường
2017, 28mins
This documentary, 3 years in development, reveals the pracSce, personality, and life
of arSst Nguyễn Trung through candid discussions, spontaneous moments captured
in his daily life via mulSfaceted interviews about his legacy with Ca Lê Thắng, Lương
Xuân Đòan, Trịnh Cung, Trần Văn Thảo, Đỗ Hoàng Tường and Phạm Phương Cúc
(CUC Gallery).

The Essence of Spring
By Trần Mỹ Hà
1996, 27:53mins
Realizing the lack of acknowledgement and record of arSsts working in Saigon since
1975, film maker Trần Mỹ Hà made this documentary to showcase the art scene of
the South following Đổi Mới, featuring painters: Diệp Minh Châu, Cổ Tấn Long Châu,
Đỗ Quang Em, Nguyễn Trung, Nguyễn Lâm, Hồ Hữ Thủ, Trần Trung Tín, Ca Lê Thắng,
Đào Minh Tri, Trần Văn Thảo, Nguyễn Tấn Cương, Đỗ Hoàng Tương, Huỳnh Phương
Đông: sculptors Nguyễn Hải, Phan Gia Hương and Nguyễn Hải Nguyễn.

EXHIBITION SECTION 4:

ARTISTS LOOKING AT ARTISTS

SPIRIT OF FRIENDSHIP
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Le soir est tout soupirs
By Nguyễn Quang Huy
2005, 30mins (in French and Vietnamese only)
Video experimentaSons by Nguyễn Quang Huy exploring the legendary poet
Dương Tường’s creaSve processes of performing, wriSng and translaSng poetry.
Originally shown as part of the group exhibiSon ‘Le soi rest tout soupirs’ (L’Espace,
Hanoi, 2005) with poems by Dương Tường, music improvised by Vũ Dân Tân,
clothes by Trương Tân, and sculptures and installaSon by Nguyễn Minh Thành.

15+
By Tạ Minh Đúc, commissioned by Nhà Sàn
2013, 46mín
The ups and downs of Nhà Sàn, told from the perspecSve of its co-founders and
generaSons of arSsts, partakers and supporters. This documentary was made on
the occasion of Nhà Sàn’s 15th anniversary (2013), including interviews and rare
footage of early exhibiSons, events and gatherings.

Viet Nam TheWorld Tour with El Mac
By The Propeller Group
2013, 11:17mins
El Mac shares his personal inspiraSon for creaSng art, and along the way, we get to
see him doing what he does best in public, working with local Vietnamese graffiS
arSsts, mutually learning new techniques in Vietnam.

SPIRIT OF FRIENDSHIP

EXHIBITION SECTION 4:

ARTISTS LOOKING AT ARTISTS
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This series of panel discussions engaged the landscape of experimental contemporary art practice in Vietnam, since 1975, inviting key figures
from across the country – artists, art dealers, collectors and arts workers – to share their experience and motivation, to further unpack the
ongoing dilemmas faced in Vietnam, which sorely lacks supportive cultural infrastructure.

Recordings of proceedings can be found here: https://factoryartscentre.com/en/event/spirit-of-friendship-a-talk-fest

SPIRIT OF FRIENDSHIP

PUBLIC PROGRAM

Spirit of friendship: A Talk - fest
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PUBLIC PROGRAM

Spirit of friendship: A Talk - fest
VIETNAM IN THE LATE 1990S: DISCOVERING NEW MEDIA, NEW BODIES, NEW SPACE

Speakers: Trần Thị Huỳnh Nga, Ly Hoàng Ly, Richard Streitma:er-Trần
Moderated by Bill Nguyễn
November 4, 2017 @ 10-11.30am
---
What was it like to be an arSst in late 1990s Southern Vietnam? What were the catalysts for thinking ‘experimentally’? How did arSsts
support each other in their desire to work with new media, their own bodies and the creaSon of space for such art? How has the landscape
changed – are we now with a more open and criScally-thinking arSsSc community that supports experimental pracSce? What are we sSll
lacking?
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PUBLIC PROGRAM

Spirit of friendship: A Talk - fest
I’M AN ARTIST AND I CURATE

Speakers: Trần Lương, Trương Quế Chi and Nguyễn Mạnh Hùng
Moderated by Arle:e Quỳnh-Anh Trần
4 November 4, 2017 @ 11.45am – 1.15pm
---
The concept of ‘curaSng’ manifested in North Vietnam, largely through the acSviSes of Nhà Sàn – arSsts in Hanoi working together to create
events that are o�en conceptual experiments, working with visual arSsts, musicians, filmmakers, literary wonders and much more. Nhà Sàn
Studio became Nhà Sàn CollecSve, and a second generaSon of this community took the helm. What are the intergeneraSonal differences in
approach with the telling of such stories inside Nhà Sàn? What triggered the need to ‘curate’? Can we consider ‘curaSng’ a ‘medium’ for
arSsts (in the same way we might refer to sculpture or painSng)?
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PUBLIC PROGRAM

Spirit of friendship: A Talk - fest
CAN COMMERCIALISM SUPPORT EXPERIMENTATION?

Suzanne Lecht, Quỳnh Phạm and Tuấn Andrew Nguyễn
Moderated by Zoe Bu:
November 4, 2017 @ 2.30 – 4pm
---
Has the market for art in Vietnam been a posiSve influence on its development? What is the responsibility of the art dealer to the arSst when
it comes to experimentaSon within an arSst’s pracSce? What are some of the dilemmas dealers face in supporSng arSsts with the lack of
cultural infrastructure in Vietnam?
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PUBLIC PROGRAM

Spirit of friendship: A Talk - fest
DOES VIETNAM CARE ABOUT AUDIENCES FOR ART?
Speakers: Trần Lương, Natasha Kraevskaia and Nguyễn Thế Thanh
Moderated by Zoe Bu:
November 4, 2017 @ 4.15 – 5.30pm
---
Do arSsts care about their art having an audience? Is exhibiSon-making necessary or are there other ways of an arSst becoming ‘visible’? Is it
important to have established spaces for culture as a part of contemporary society? What legacies of friendship exist, who think and act as
entrepreneurs in the creaSon of formal autonomous enSSes, who have successfully bridged the divide between public and private domains
of art?
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PUBLIC PROGRAM

Spirit of friendship: A Talk - fest
SUMMARY REFLECTIONS OF THE DAY
Speaker: Lee Weng-Choy
November 4, 2017 @ 5.30 – 6.00pm



Spirit of Friendship: Artist Groups in Vietnam Since 1975 
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Spirit of Friendship:
Artist Groups in Vietnam Since 1975

ZOE BUTT, with the assistance of BILL NGUYỄN and LÊ THIÊN BẢO
Translated to Vietnamese by Dương Mạnh Hùng, and available at 
http://www.spiritoffriendship.org/resource
September 2017

Abstract

This curatorial text was written to accompany an exhibition of the same name, 
which also launched an online timeline and resource platform, and ongoing 
research project. The focus of this text and its associated projects is “artist groups” 
in Vietnam since 1975. The authors and curators emphasise friendship between 
individuals in the formation and functioning of these “artist groups”, and note 
that many were not officially recognised or named as ‘”collectives”. Notions of 
experimentation and independence in artistic practice are emphasised, as these 
demonstrate how these artist groups extended the possibilities for contemporary 
art in Vietnam beyond what was taught or officially endorsed by state institutions, 
and also by the emergence of a tourist-oriented market. “Spirit of Friendship” is 
presented here as a resource for further research.

This curatorial text, and the exhibition it accompanied (held at The Factory 
Contemporary Arts Centre in Ho Chi Minh City from 29 September to 26 
November 2017), seeks to highlight the role and contribution of artist friend-
ships in furthering the development of experimental languages in Vietnam, 
since 1975. As an educational display, the exhibition gave recognition to how 
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“friendship” continues to further the testing and encouraging of ideas among 
artists, beyond what was officially understood, taught or predominantly 
exhibited in Vietnam in the years following 1975. As curators and researchers, 
we believe these artists’ works to be worthy of more than catering to 
ideological/formal and touristic (commercial) demand.
	 Conceived as an introduction, this text (like the exhibition it accompanied) 
provides a general map of activity outlining 22 artist groups1 from across 
Vietnam, focusing primarily on the visual arts. This endeavour was initiated 
particularly for the local audiences of The Factory Contemporary Arts Centre 
in Ho Chi Minh City, aware that their access to the history of contemporary 
art in this country is incredibly limited, due to Vietnam’s lack of diversity 
in cultural infrastructure operating with comparative and interdisciplinary 
experience and expertise.
	 Beginning with the Gang of Five 2 who started working together in the 
1980s (arguably the first example of artist friendships mutually identifying 
themselves as driven by shared motivation in the post-American War era), 
this exhibition’s chronology charts until 2017, and provides a diverse range 
of evidence—such as quoted testimonials, documentary photographs and 
videos, exhibition catalogues and artworks from the artist groups themselves 
—illustrating the rise of independent3 artistic activity across the country.
	 From the utilisation of domestic living rooms to the reappropriation of 
traditional architecture; from public activation of artists’ studio space to the 
phenomenon of the bar-cum-studio; from the hostel as art host to the occu-
pation of diplomatic zones as sites of artistic production—what we observe in 
this landscape is an entrepreneurial flair for strategic survival as artists strive 
to be heard in a community greatly underestimating their role in society. 
In addition to highlighting such “do it yourself” pro-activism in locating space 
and means, the Spirit of Friendship project shares how artists pay homage 
to the lives of artists before them, as a means of learning, and remembering 
their legacy. We focus on the practices of four artist groups—Salon Natasha, 
Nhà Sàn, Group of 10 and Sàn Art—for their facilitation of differing means 
and modes of making, thinking, talking and disseminating artistic ideas, 
thus influencing their community’s capacity to participate and understand 
the experience of art as a conduit for grappling with differing perceptions of 
contemporary life.
	 Sustaining a shared feeling of motivation for a mutual contribution as a 
group of friends labouring together is not easy, however, and when the finan-
cial realities and career opportunities of life become all too overwhelming, 
it is often only friendship that fires the tendrils of collective endurance, 
and even then it can be fraught with differing levels of commitment and 
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belief. The Spirit of Friendship exhibition visually focused on the memorable 
moments of kindling trusting friendships through art; while its associated 
public programme, a one-day symposium held on 4 November 2017 at The 
Factory Contemporary Arts Centre, sought critical reflections and observations 
of the struggles of sustaining such grassroots infrastructure. In that event, 
we created a constructive discursive space where enduring dilemmas were 
shared, debated and hopefully given insight for creative improvement.
	 Spirit of Friendship is by no means comprehensive; rather, it is conceived 
as the first chapter of an ongoing research project (with a dedicated website: 
www.spiritoffriendship.org), which desires a deeper and broader exploration 
of Vietnam’s art history, in order to better understand from whence we come 
—and from here, where and why do we move forward.
	 As a research and archive programme, it celebrates the Vietnamese artistic 
community’s resilient ingenuity, which has sought innovative means of 
building audiences for art within a socio-political context that clandestinely 
monitors their public (and at times private) activity. The project is marked by 
individual reflections of collective artistic labour and its supportive networks. 
This in turn evidences how these perspectives are propelled by—and operate 
in response to—the tensions between internal and external social assump-
tions, between those who remained and those who fled, between honesty and 
(self) censorship, between ambition and earning a livelihood: these being 
but a few of the persistent dilemmas that continue to characterise Vietnam’s 
experimental art scene today.

Conjuring “Spirit”

As members we are almost the same age, and have known each 
other for a very long time, ever since we applied to go to art school. 
And because of that, establishing the group was really honestly 
based on friendship. After we graduated, we realized how rough and 
cramped the conditions were for making art. So we decided to start 
the group with a simple reason, which was to nourish our desire 
to create. The other way was to quit art and go to Eastern Europe 
(which was the most promising place for those who wanted to 
escape from poverty and war; Western Europe was riskier and more 
expensive since you had to travel by ship). The group met up, drank 
tea and wine almost daily, we also went on picnics, visited some 
studios and went dancing! (which was illegal at that time)

—Trần Lương, Gang of Five4
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These were the early days of the Gang of Five. Gazing at a black-and-white 
photograph that Trần Lương has shared of that moment (top), observing as 
youthful glee dances beneath arms raised, eyes drawn excitedly towards a 
camera overhead, it is striking to recall that this was a group of artists who 
had survived a protracted ideological war.
	 In another image (p. 149), we see a staged group portrait of five handsome 
young men dressed in black, all looking away from the lens, except Lương, 
who is armed with his signature stare that, to this day, continues to challenge 
assumed understandings of power. Much of the photographic documentation 
featured within the bilingual chronology of the Spirit of Friendship exhibition 
and website is similarly confident and celebratory in tone. From the openings 
of events that approximated “exhibitions”, to the processes of collaborative 
artistic production; from impromptu gatherings in song, to artists gathering 
and engaging in pointed group critique: what these small windows offer is 
but a glimpse into what might be similar experiences anywhere in the world’s 
diverse landscape of artistic communities.
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	 In Vietnam, however, these artists who were and are committed to pushing 
differing modes and concepts of art-making beyond official or commercial 
dictates, continue to endure a landscape in which government and influential 
figures of wealth perceive such experimentation as suspicious for its cultural 
subversion, or as not a socially palatable economic investment. As a conse-
quence, Vietnam today does not possess museums, libraries or universities 
with critical comparative expertise and resources on the history of art, either 
local or international. Thus, for better or worse, there are very few experienced 
curators, dealers, collectors and scholars who can readily argue for the validity 
and value of the experimental pioneers of Vietnamese art.
	 Given these circumstances, just how do these artists survive, and what 
motivates them to continue their work?
	 In an attempt to answer these questions, it is necessary to share a little 
background on the social and historical specificity of this country’s experi-
mental artistic landscape, and perceptions of it. As Trần Lương alludes to 
above, escaping poverty and war was the ultimate dream for a survivor who 
endured the international conflict between 1955 and 1975 (the collapse of the 
French Empire and the ensuing bloodbath that gave way to the establishment 
of the Communist State of Vietnam). Whether living in the north or south 
of the country, all artists faced some kind of battle of conscience with their 
ideas following the end of the American War. After 21 years of partition,5 there 
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were stark differences in artistic leanings between the divided communities 
of north and south. North Vietnam had been ensconced in socialist realism 
since 1945,6 as a vehicle to serve the ideology of Marxism and the growing 
dialogue with international communism. In the south, however, up until 1975, 
the extensive contact with American culture, the remnants of French philo-
sophical attitudes in the translation of existential European thinkers (such 
Jean Paul Sartre, Albert Camus and Friedrich Nietzsche), and the proliferation 
of printing houses (particularly in Saigon), all meant that southern artists were 
more exposed to western art movements, playing with form and composition 
in ways that were not permitted for their northern counterparts. In 1966, 
the first Fine Art Museum in Vietnam was established in Hanoi, but only 
after museums addressing political issues had been first set up, such as the 
Museum of Revolution, in 1959. It is revealing that northern artists who had 
relocated to South Vietnam, following the ousting of the French at the Battle 
of Dien Bien Phu in 1954, were no longer considered worthy of its halls.7

	 With the Fall of Saigon in 1975 came the move towards “re-education”, 
which saw the artistic communities of the south conscripted into the armed 
forces by the Fine Art Association (Hoi My Thuat), often to violently detri-
mental ends.8 For the first decade of Vietnam as a one-party state, life was 
incredibly tumultuous for artists. Friendships were integral to propelling 
commitment to artistic experimentation. The members of the Gang of Five in 
Hanoi felt compelled to work off the official grid, exploring a life of art beyond 
the socialist realist official dictum, and feeling an urgent need to conceptually 
and critically reflect on the nature of their everyday. Other groups of artists 
in the renamed southern city of Ho Chi Minh (formerly Saigon) were living 
amongst northern artists whose belief in the nationalist (and thus communist) 
cause had awarded them senior positions in the newly established Ho Chi 
Minh City Fine Art Association (Hoi My Thuat Thanh Pho Ho Chi Minh). 
In the early 1990s, the Group of 109 found themselves friends under such 
circumstances precisely because of their commitment to art (particularly to 
the language of abstraction, which was not officially accepted at the time), 
despite their differing political attitudes, which will be discussed in more detail 
below. While the political ideology of the state may be a key influence in the 
generation of an artistic aesthetic, also of critical importance for mutually 
motivated experimentation in art in post-1975 Vietnam was the introduction 
of national economic reforms in 1986. Following what is locally referred as 
Doi Moi,10 artists found increasing access to technology and international 
opportunity, thus fragmenting the dominance of a socialist worldview about 
the purposes, materials and meanings of art. Artist and filmmaker Nguyễn 
Trinh Thi (founder of Hanoi Doclab) says of this time:
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until the early 2000s, artists mainly used video as an additional 
element to art installations or documentation of performances (in 
much the same way that video entered China in the early 1990s, 
where video art was first seen as a social tool of documentation, 
as opposed to an exploration of the form itself). In the 1990s, and 
even to this day, knowledge of the conceptual history of art and 
the exploration of abstraction beyond the “Abstract Expressionists” 
is not found in universities. Thus it was due to the popularity of 
television and film that artists studying and working in Vietnam 
were introduced to the potential of video as an artistic medium, 
largely drawn to its artistic potential as opposed to its structural 
capabilities.11

	 From the early 2000s, the artist’s toolbox began to engage the digital 
realm.12 Digital cameras (still or moving) became a more affordable medium 
that immediately captured a “truth”, which questioned the role of artists and 
the purpose of their expression in society. An example is the establishment of 
HanoiLink in 2006.13 The questioning of the construct of “truth” was further 
deepened with access to the World Wide Web,14 enabling comparative thinking 
on issues such as identity (thus explorations of sexuality in the subversive 
installations and performances of Trương Tân and Nguyễn Minh Thành); 
the role of spirituality (in dialogue with questions of ideological belief, as 
evidenced in the work of Trần Lương, Nguyễn Quang Huy and Nguyễn Minh 
Phước); or the prevalence of social corruption and immorality (illustrated 
in the graphic figurative work of such artists as Nguyễn Văn Cường and Lê 
Quảng Hà). It is important to note that, even today, still none of these critical 
experimental (and conceptual) art histories are taught in the secondary or 
tertiary levels of education in Vietnam.
	 The economic reforms of Doi Moi did, however, afford educational 
exchange opportunities. In 1987, artist Vũ Dân Tân found himself with the 
offer of study abroad, first in the Soviet Union and then Cuba. He was drawn 
to the compositional quality of music and the art of the stage, and succumbed 
to the thrall of animation, eventually returning to Hanoi with his Russian 
wife, Natasha Kraevskaia. Emboldened by the spirit of Perestroika and the 
way artists in the USSR had removed the ideological shackles from their 
artistic energies and outputs, Salon Natasha was born in 1990 (essentially the 
front room of Tân and Kraevskaia’s family home15), within which a multitude 
of music nights and “salon”-style exhibitions of local artist friends began to 
regularly occur.
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	 Around that same time in Ho Chi Minh City, the Group of 10 (a group of 
artist friends who were also teachers and students) began to embrace abstract 
ideas in painting, demonstrating a mutual desire to technically and concep-
tually explore the painterly surface beyond the limited scope of the plastic arts 
schooling inherited from the French, and the heavy-handed dictum of socialist 
realism. Members of this group were to become instrumental in arguing 
to the cultural authorities for the need to officially approve such abstract 
artistic language.16 In the 1990s, the trickle of foreign curators, dealers and 
collectors with interest in Vietnamese art slowly turned into a steady stream, 
introducing the lucrative idea that being an artist could be a “career” or a form 
of livelihood (as opposed to a professed tool of the state). This shift also had 
a fundamental effect on the development of contemporary art. A private and 
commercial landscape for art began to flourish, where the apprehension of 
tourist demand—a desire for something “Vietnamese”—particularly pushed a 
language of art, opportunistically supported by the Vietnamese government, 
as a series of undebated cultural stereotypes propped up as national symbols 
of culture (such as the conical hat, the ao dai dress, the lacquer box or the 
lotus flower).
	 It was in 1994 that American art dealer Suzanne Lecht decided to establish 
her commercial gallery Art Vietnam in Hanoi, initially drawn to the inexpli-
cable energy of the individual projects realised by the artists within Gang 
of Five, and also the artists who would eventually be regarded as the Avant 
Garde Calligrapher Group (locally referred to as the Zenei Gang of Five17). 
Art Vietnam was a commercial initiative with productive collector networks 
beyond Asia, thus increasing recognition of these experimental pioneers, 
supporting the production of artworks and organising exhibitions by such 
artists whose aesthetic language extended beyond the stereotypes made for 
the growing tourist market. This support of experimental artists was furthered 
that same year by the arrival of German artist Veronica Radulovic, who came 
to Vietnam to study lacquer art, becoming the first international lecturer 
since 1975 to be employed at the Hanoi University of Fine Art, supported by 
the German Academic Exchange Service. Artist Nguyễn Minh Thành, from 
Hanoi Triad,18 comments:

At that time, seeing Trương Tân’s novel and daring paintings, looking 
at artworks of Veronika Radulovic, along with foreign books and 
videos on contemporary art that she brought to Vietnam, and 
engaging in discussions and talks—all of these were inspirations 
for us to practice drawing and creating art. At that time, we were 
tired of the formal education at school and had started slacking.19
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	 With Doi Moi also came a stronger and more active cultural diplomacy 
between Vietnam and foreign governments, with Alliance Français (later 
renamed L’Espace), Goethe Institut, British Council, Japan Foundation 
and, later, the Cultural Development Exchange Fund (CDEF) of the Danish 
government (mainly operating in Hanoi), all evidencing strong advocacy of 
experimental art practice in Vietnam. These foreign-funded initiatives pre-
dominantly demanded that Vietnamese artists engaged or collaborated with 
an artistic expertise from their respective country, however, and thus directed 
(and limited) the cultural and historical directions of artistic enquiry by 
Vietnamese artists.20

	 It is instructive to glance in comparison at Ho Chi Minh City in the early 
1990s: a city whose intellectual and creative intelligentsia had largely fled 
in 1975, following the communist stitching of the country into one. In the 
early 1990s, Ho Chi Minh City was considerably quieter than Hanoi, devoid 
of any foreign NGOs or cultural diplomacy programmes. However, in 1995, 
this slowly began to change, as Vietnam and the USA restored diplomatic 
relations, with Vietnam also becoming a full member of the Association of 
Southeast Asian Nations (ASEAN) in the same year. These political shifts 
proved to be significant, for they opened the door for Vietnamese artistic 
exchange with the Southeast Asian region, and even more critically for the 
former South Vietnam, the chance for those who had fled to return home.
	 The return of artists who are celebrated today, such as Đinh Q. Lê (who 
was one of the first artists to relocate in 1996 from the USA to Ho Chi Minh 
City), was indicative of a growing wave of Viet Kieu,21 determined to return 
and contribute to the competitive growth of Vietnam’s financial, social and 
cultural platforms. It was also in 1996 that Trần Thị Huỳnh Nga decided 
to establish Blue Space Contemporary Arts Centre within the grounds of 
the Ho Chi Minh City Fine Art Museum. This little gallery, nestled within 
the decaying ground floor of a state institution, was the first space in the 
former South Vietnam to gather a network of an array of artists from across 
the country, indeed the Southeast Asian region, in Ho Chi Minh City. It was 
through the artistic gatherings at Blue Space that artistic friendships were 
furthered beyond the local, at times inspiring initiatives to do something on 
their own.22

	 A unique character of Ho Chi Minh City, differing greatly from Hanoi, was 
the mingling of Viet Kieu, foreign and local artist communities.23 The social 
tensions between these groups manifested in particularly fraught relation-
ships. For example, the assumption that Viet Kieu had access to wealth and 
mobility functioned as a prime source of social stigma at the local level.24 
Thus such artist initiatives as “a little blah blah”25 (formed 2004), Wonderful 
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District 26 (formed 2006) and Sàn Art (formed 2007) were influential amalgama-
tions of friendships that effectively bridged such social divide, demonstrating 
the beneficial networks afforded from such partnerships (results also reflected 
in the growing private business sector).
	 The growth in such artist-friendship activity was arguably also spurred 
by the growing international attention afforded to Vietnamese art. Major 
exhibition platforms associated with museum collections in the 1990s, such 
as the Fukuoka Asian Art Triennial (since 1979, previously referred as the 
Asian Art Show); and the Queensland Art Gallery’s Asia-Pacific Triennial of 
Contemporary Art (established 1991) were engaging curatorial research into 
Vietnamese experimental pioneers, and acquiring their artworks. Similarly, 
art dealers (such as Plum Blossom Gallery in Hong Kong27) and freelance 
curators (such as Sherry Buchanan, the first curator to give recognition to 
the work of Trần Trung Tín28) were actively pushing Vietnamese experimental 
practices abroad.
	 Alongside these efforts, within Vietnam collectors such as Lê Thái Sơn, 
Adrian Jones (Witness’ Collection, formed in 2002); Dominic Scriven (DOGMA 
Collection and Art Prize, formed in 2009), and Post Vidai (a group of three 
collectors, formed in 1993) were vital in their support of experimental ex-
plorations by Vietnamese artists. By the early 2000s, Hanoi and Ho Chi Minh 
City possessed a heady number of commercial galleries (predominantly 
tourist-focused), though glaringly few were willing (and equipped with neces-
sary collector and exhibition networks) to represent artists of this experi-
mental scene.
	 While financial instability is a reality faced by experimental artists all 
over the world, a crucial concern for the sustainability of experimental art 
practices in Vietnam is the urgent need for reform of its educational curricula 
and expertise. Vietnam inherited an Ècole des Beaux Arts system of studying 
the Plastic Arts, introduced by the French in 1925, with a curriculum that, 
since the 1950s, has had little innovation, and lacks any critical comparative 
engagement of local or foreign developments in aesthetic ideas and theories. 
Thus, artists who seek to successfully engage with international markets must 
be incredibly proactive and strategic (similarly to this country’s economic 
and tourist industries). Addressing the lack of educational opportunities for 
artists is especially central to the activities of artist groups such as Nhà Sàn 
in Hanoi and Sàn Art in Ho Chi Minh City. Their projects not only challenge 
themselves with historical and conceptual approaches to art-making, but 
also engage in critical dialogue between local and non-local forms of inter-
disciplinary cultural knowledge.29



		  Spirit of Friendship	 155    

	 It is in acknowledging this complicated and socio-politically nuanced 
artistic landscape that the curating of this exhibition was physically divided 
into four sections on the gallery floor of The Factory Contemporary Arts 
Centre. The first section—also replicated on the project website at www.
spiritoffriendship.org/artists—comprised a lengthy timeline, which attempts 
to provide a basic map of this experimental artistic landscape, noting parti-
cular social, economic and cultural milestones within and beyond Vietnam. 
The exhibition’s second section, Leaving a Mark—Finding the Way Forward, 
presented four mini-exhibitions dedicated to specific artist-friendship groups 
whose projects left indelible marks on the development of an experimental 
artistic thinking in Vietnam. Strategies of Survival, the third section, focused 
on how particular artist groups have innovated the use and access to space, 
in order to display and share their art, despite financial or political limits. 
Finally, a section titled Artists Looking at Artists consisted of a screening 
programme of moving image works, including documentaries, short films 
and videos. In these films, artists examine the lives and methods of other 
artists, not only in an act of memorial, but also as a means of recording—
and thus providing access to—the legacy of art and artists to be remembered 
by a broader community.

figure 1: “Leaving A Mark”, installation shot from Spirit of Friendship exhibition, 2017, 
The Factory Contemporary Arts Centre, Ho Chi Minh City, Vietnam. Photograph courtesy of 
Phan Quang 
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	 The following sections of this curatorial text expand on these various 
sections of the Spirit of Friendship exhibition.

Leaving a Mark—Finding the Way Forward

Situated at the spatial centre of this exhibition was a focus on the work of the 
Group of 10, Salon Natasha, Nhà Sàn and Sàn Art, four artist groups specifi-
cally chosen for their demonstration of how artist friendships have addressed 
the lack of networked support, opportunity, expertise and educational 
resources available for artists in Vietnam, through unique means of artistic 
exchange and production, exhibition making and the creation of dynamic 
learning environments.
	 Group of 10 (as they came to be named)30 was a unique group of artists 
who, beginning in 1989, started to exhibit in the ground-floor offices of the 
newspaper Van Nghe, gathering together as friends in Ho Chi Minh City over 
a table, ten chairs, a few bottles of vodka and a sardine box. This scene was 
soon enriched by leaflets about their annual group exhibitions, and recent 
issues of My Thuat, a magazine on fine art published by the Ho Chi Minh 
Fine Art Association, which two of the Group of 10 members, Ca Lê Thắng and 

figure 2: A part of Group of 10 in an exhibition in Hanoi, 1993. From left to right: Nguyễn Tấn 
Cương, Đỗ Hoàng Tường, Nguyễn Trung, Ca Lê Thắng, Đào Minh Tri, Trần Văn Thảo. 
Photo courtesy of artist Nguyễn Tấn Cương and Ngyễn Kim Tố
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Nguyễn Trung, were partly responsible for publishing. This was an unusual 
yet significant group of people, for its members hailed from both North and 
South Vietnam, making Group of 10 arguably the first group of artists to work 
together across this previous ideological divide.31 This was partly a conse-
quence of the communist-appointed Fine Art Association forming national 
membership, and in the process sending significant artistic talents south 
to lead its initiatives. But it also reflected the artists thinking practically 
about the chances of a better livelihood.32 Leaving aside their ideological 
leanings and (perhaps intimidating) official appointments,33 these artists came 
together in the spirit of art, particularly for an exploration of abstraction: a 
mode of painting not officially permitted (and thus not taught or supported) 
at the time. Their first group show in 1989 came to be an annual event in 
Ho Chi Minh City, and the January 1992 edition was recognised as the first to 
display abstract art in the country.34

	 Within the Spirit of Friendship exhibition, nine paintings are on view, 
representative of the Group of 10 artists’ practice from the 1990s, and demon-
strating their abstract explorations. Đỗ Hoàng Tường remembers,

In 1993, the exhibition ‘Tac Pham Moi’ [Recent Works] at 29 Hang 
Bai, marked a grand introduction of Saigonese artists in Hanoi, 

figure 3: A corner of the exhibition The Recent Works (1990) at the gallery room of Văn Nghệ 
newspaper, 462 Xo Viet Nghe Tinh Street, 1990. Photograph courtesy of artist Nguyễn Tấn 
Cương and Nguyễn Kim Tố 
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proposing a different perspective on art practice at the time. This 
pioneering encounter formed many friendships and collegial con-
nections between North and South (such as our information and 
art discussion exchange with the ‘Gang Of Five’)’35.

In Hanoi, Salon Natasha was also a scene of exchange and community support 
in the 1990s, with evenings often given over to improvisational experimental 
performances between poets, musicians and visual artists (amongst others). 
Natasha Kraevskaia recalls a visit by artist Bonny Bombach (co-founder of the 
Community Printmakers Murwillumbah or CPM in Australia), who stumbled 
into the street-front studio of Salon Natasha in 1996 while holidaying in 
Hanoi. He happened to catch a glimpse of a recently arrived letter from the 
Queensland Art Gallery, which was an invitation for Vũ Dân Tân to participate 
in the forthcoming Second Asia-Pacific Triennial of Contemporary Art, 
a national flagship exhibition in Australia, not far from where Bombach 
lived. Excited by the prospect of meeting again, Bombach, Vũ Dân Tân and 
Kraevskaia promised to get in contact if and when they came to Brisbane. 
This meeting spurred the creation of Crosscurrents, a project in which single 
artworks by multiple authors were created across two continents between 
artist-friends of Salon Natasha and CPM. Artworks in ink, watercolour or 
acrylic on paper were sent back and forth between Vietnam and Australia by 
mail, with the receiver embellishing and reinterpreting what they were sent 
with their own response. Sometimes, the artwork would travel back and forth 
more than twice.
	 In the Spirit of Friendship exhibition, a dedicated room presented a selec-
tion of these artworks and documentation from this exchange, with the 
Crosscurrents project illustrating the pre-digital era of envelopes, letters and 
printed photographs that enabled the process. Kraevskaia comments, “It is 
worth a mention that the Hanoi Post office was very supportive, they let the 
project go on, satisfied by my explanation that it was just a children’s game 
instead of demanding official authorization for posting artworks, as was 
determined by law at the time.”36 The fact that a private initiative between 
two individuals, beginning as a kind of friendship, a game of exchange and 
exploration could result in a collaborative exhibition attracting support for 
its showcase in Hanoi (27 March–8 April 1998) and a regional touring show 
throughout New South Wales, Australia (1998–2000) demonstrates the power 
of commitment between artists to share their experimentation despite the 
limits of finance and the significant geographical distance between them.
	 The year 1998 was significant for the local art scene in Hanoi, as it 
marked the birth of one of Vietnam’s most resilient independent art spaces—
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figure 4: “Salon Natasha”, installation shot from Spririt of Friendship exhibition, 2017, The 
Factory Contemporary Arts Centre, Ho Chi Minh City, Vietnam. Photo courtesy of Phan Quang

figure 5: Vũ Dân Tân and Natasha Kraevskaia sitting in the front gallery space of Salon 
Natasha, 1998. Photograph courtesy of Salon Natasha 
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Nhà Sàn.37 Over the last two decades, Nhà Sàn has initiated and staged some 
of Vietnam’s most critical experimental projects, having nurtured generations 
of artists, while always keeping its doors (and minds) open to those curious 
enough to step in. Aware that the status of art and artists in Vietnam conti-
nued to be officially challenged, and that more artists were responding to 
contentious historical issues in their work, Nhà Sàn understood early on the 
necessity of thinking like a “curator”. This was a role that was little under-
stood or practised in Vietnam at the time, and not found in any of its state 
institutions. In Vietnam, a curator takes on myriad other roles besides an 
“exhibition maker”, often working as a study partner who shares knowledge, 
researches and debates with artists; and as a mediator who negotiates and 
connects artists with the public, the authorities and other agents in the 
cultural field.
	 Nhà Sàn perceived that it was no longer a question of what or who to 
curate, but rather, how to curate. Nhà Sàn continue to take the multiple 
roles and functions of a curator in Vietnam as the starting point for their 
curatorial approach and artistic work. They offer different ways to think 
about the longevity and sustainability of an art space: relocating four times 

figure 6: Sound performance by Vũ Dân Tân, Lê Hồng Thái and Vũ Thị Nhusha, at the 
opening of the exhibition Thanh Sac, 4 March 2000. Photograph courtesy of Salon Natasha
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in nearly 20 years and overcoming financial limitations by securing spon-
sorship from the business sector whilst continuously challenging the nature 
of curating and documenting art history. 	
	 For Spirit of Friendship, Nhà Sàn Collective proposes a different look into 
their history by presenting one of the often little-discussed micro-histories 
of a woman named Lê Thị Lương and widely known as Mẹ Lương, the wife 
of Nguyễn Mạnh Đức (one of the co-founders of Nhà Sàn Studio), and her 
kitchen space. Lovingly called “mẹ” (“mother”) by all, Mẹ Lương welcomes, 
cooks and tends to all artists, visitors or any passers-by, her motherly 
presence maintaining the organic and family-oriented environment of Nhà 
Sàn. Located on the ground floor, beneath the living room, her kitchen space 
opens up an additional meeting point within the architecture of Nhà Sàn 
Studio itself, enabling for the more private and humble but no less significant 
chit-chat to take place. Inviting Mẹ Lương to represent the space and the 
group, and using her kitchen space and self-curated cookbook as source 
materials, Nhà Sàn Collective metaphorically points to—and to a certain 
extent reiterates—what it means to make art and to be artists in the context 
of Vietnam today.
	 The final project exhibited in the Leaving a Mark section of the exhibition 
was Sàn Art Laboratory (2012–16), which was the first independent and locally 

figure 7: “Nhà Sàn Collective”,  installation shot from Spririt of Friendship exhibition, 2017, 
The Factory Contemporary Arts Centre, Ho Chi Minh City, Vietnam. Photograph courtesy of 
Phan Quang
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driven artist-in-residence programme in Vietnam, initiated and organised 
by Sàn Art in Ho Chi Minh City.38  With a focus on the production of art as a 
space of knowledge creation via talking, the Sàn Art Laboratory programme 
ultimately responded to Vietnam’s education system and its lack of encour-
agement for critically sharing artistic ideas via comparative reading, writing 
and speaking. The first session of Sàn Art Laboratory took place in 2012, with 
artists Tuấn Mami (Hanoi), Nguyễn Thị Thanh Mai (Hue) and Trương Công 
Tùng (Ho Chi Minh City) as “residents” of the lab (as they locally came to be 
called). They met their nominated “talking-partner” at least twice a month: 
Mami with artist collective The Propeller Group; Mai with artist Tammy 
Nguyễn; and Tùng with artist/designer/writer Sita Raiter. In addition to these 
conversations with assigned “talking partners”, the “lab” residents carried out 
artist talks, open studio gatherings, group critique and a final group exhibition 
at Sàn Art. Many impromptu parties were had at the lab, with a constant flow 
of visitors (resident artists, visiting guests from out of town and the local 
community) also spending time at the main gallery space and reading room 
of Sàn Art.
	 Through an open call process of application, the focus of the lab was 
initially Vietnamese artistic production; however, by 2014, it was extended 
to artists across Southeast Asia. Assessed by an international jury, applicants 

figure 8: Artist Lại Thị Diệu Hà performing “Flying Up” in IN:ACT international Performance Art 
Festival, 2010, Nhà Sàn studio, Hanoi, Vietnam. Photograph courtesy of Phan Quang
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under 35 who had portfolios which demonstrated their commitment to 
experimentation with ideas and materials in their practice were considered 
—particularly those willing to take part in critique and discussion. Sàn Art 
Laboratory consequently generated an active community of artists, curators 
and interdisciplinary thinkers who came together with the pointed pur-
pose of learning from each other’s experience and expertise. Trương Công 
Tùng shares:

In the Lab, while other artist residents were focused on developing 
their personal projects into full-fledged exhibitions, I was going 
from one experiment to another with various materials: from 
painting with powdered paint, video art, sculpture using polyester, 
to artworks that are induced from field-work method. Troubled by 
my confusion, I feared that I could not form a stable approach 
for myself. But after the Lab ended, it dawned on me that the Lab 
environment had provided us with an opportunity to experience 
new media, materials, and art forms—a counter-curriculum to 
what was being taught at the Fine Art University. It also taught us 
to be unafraid and pursue our postponed ideas.39

figure 9: “The Lab”, installation shot 
from Spirit of Friendship exhibition, 
2017, The Factory Contemporary 
Arts Centre, Ho Chi Minh City, 
Vietnam. Photo courtesy of Phan 
Quang
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Inside the Spirit of Friendship exhibition, a dedicated room showcased three 
artworks that these artists from Session 1 of the “lab” consider “transitional” 
for their practice, sharing how their methods and approach to art-making 
has changed since their “lab” residency. Interestingly, all three artists have 
since engaged with the impact of context on behaviour, whether it is human 
or animal in nature, a characteristic also present in their group exhibition 
realised in 2012. Like many of the 24 alumni of Sàn Art Laboratory, Tuấn 
Mami, Nguyễn Thị Thanh Mai and Trương Công Tùng have gone on to do 
significant projects with international presence and critical acclaim.

Strategies Of Survival

… We formed through a combination of frustration, vision, passion, 
excitement, democratic openness and tact. a little blah blah’s 
program was increasingly dedicated to the powerful ‘friction zone’ 
created by: art  and public space; or whacky, unexpected space; or 
engaging the unlikely public and everyday people directly. There 
was a tremendous amount of energy in that. You have to remember 
how groaningly dusty institutional art was in Vietnam at the time.

Sue Hajdu, “a little blah blah”, Ho Chi Minh City

figure 10: Sàn Art lab #4 group critique in 2014. Photograph courtesy of Sàn Art
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We were renting this small apartment on Nguyen Trai (District 1) 
and we built a mezzanine for our bed and let the rest be totally 
empty. It was here that Atelier Wonderful was born … We had no 
incomes at all … We had big pots of white paint and every week we 
would repaint the apartment. Everyone coming from a mix of the 
creative communities of architects, designers, composers, artists, 
art students understood that we were doing this for the community 
and that we had no money.

Sandrine Llouquet, Atelier Wonderful, Ho Chi Minh City

Throughout the world, cultural expression—its objects and rituals—is expe-
rienced via particular social gatherings, and the transference of so-called 
traditional languages into contemporary modes of being has given rise to 
some of the most dynamic artistic production in the 20th century, particularly 
(such as the influence of wayang puppetry on the art of Indonesian artist 
Heri Dono and the re-engagement of Ming Dynasty architectural techniques 
in the art of Chinese artist Ai Weiwei). In tandem with this transfiguration of 
tradition (particularly across the Asian region from the 1970s onwards) was a 
grappling with the socio-political changes of the time as the industrialisation 
of economy wrought tension with understandings of cultural identity and 
its representation. Thus, for example, following the demise of the Cultural 
Revolution in China where visual art was largely a propagandist vehicle, 
“Apartment Art”40 became a trend whereby experimental artists took to 
turning their domestic spaces into one-night exhibition spaces. Elsewhere, 
such as in Indonesia, artists were inspired by the New Order regime’s propa-
gandist cinema sites which they turned into their own artistic zones, such 
as Ruangrupa’s public programme “The Gerobak Bioskop (Cinema Cart) 
Network”41 in 2013. Such strategies of survival are what energise cultural 
languages, reminding us that “tradition” is an evolving language, its transfor-
mation into contemporary modes (such as through usage of contemporary 
media and subjects) one means of ensuring, and testing, its social relevance.42

	 Thus it is not surprising that artistic communities in Vietnam which do not 
satisfy the criteria for commercial or official opportunities—and thus often 
feel very much the minority in a society that largely does not acknowledge 
their creative worth—have similarly striven for strategies to remain visible 
to a dedicated few. This has been partly in order to give hope and purpose to 
their need to be artists; partly, also, it reflects a belief that their ideal commu-
nity can be found—and many of them did succeed in finding or creating this 
community, anchored in spaces that were unconventional and unexpected. 
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As Sue Hajdu and Sandrine Llouquet describe above, their desire to create 
their respective entities/projects was in response to having identified a collec-
tive need for it.
	 In the Strategies of Survival section of the Spirit of Friendship exhibition, 
a collection of documentary material lines one wall. Including photographs, 
video, a website blog and a printed handmade book, this display shares 
candid shots and, at times, humorous footage of artists daring to challenge 
the definition of “public” through the repurposing of domestic, commercial 
and spiritual spaces.
	 Whether it was due to limited funds (as in the case of the Atelier Wonderful 
project of Wonderful District), a critical need to engage public community 
spaces (as for “a little blah blah”); a desire to create a “journey” in the expe-
rience of art (as in the Art Walk project by Sao La43); the partnering with 
foreign government initiatives in an effort to maintain artistic experimental 
autonomy (via the “occupation” of the Japan Foundation by Nhà Sàn Collec-
tive with the festival of exhibitions and other projects titled “Skylines With 
Flying People 2”, 2012); or the conversion of a hostel lobby into a gallery 
space (as with the project and group Chaosdowntown44): these are artistic 
strategies without commercial imperative. They are strategies that have arisen 

figure 11: Artists participated in March: Art Walk, 2015. Photograph taken after a screening 
session at studio #1 Lê Công Kiều, D.1, Ho Chi Minh City, one of the public programmes 
associated with the exhibitions. Photograph courtesy of Sao La 
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in response to a broader social scene’s unawareness of the existence and value 
of such innovative creative spirit, this experimental community with next to 
no promotional space in the public eye.45 Thus rental of property continues to 
predominantly cater to commercial purposes, with minimal private invest-
ment in culture (a situation made all the more complicated by an official 
landscape that is suspicious of independent non-commercial activity). Whilst 
there have been commissioned reports and forums46 aimed to encourage 
public debate of the positive and lucrative value of culture to economy, 
Vietnam is yet to see sustained and committed interest in alternative models 
of support for experimental contemporary art.

Artists Looking at Artists

In a community with few art historical archives, suffering a lack of institutions 
critically collecting and cataloguing artistic production47—a result of political 
instability, economic limitations and ideological directives—whereby access 
to living expertise and experience is limited due to the dispersal of much of 
this intelligence in 1954, and then in 1975, it is increasingly prevalent that 
independent creative talents have sought to research and document influen-
tial figures of Vietnam’s past and present artistic landscape. In the Artists 
Looking at Artists section of the Spirit of Friendship exhibition, a select 

figure 12: Guests and artists Nguyễn Phương Linh (in white hat) and Tuấn Mami (in pink top) 
inside Tuấn Mami’s MAC-Hanoi (Mobile Art Center), as part of Skylines With Flying People 2, 
Japan Foundation, Hanoi (December 2012) 
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figure 13: An artist talk by Tuan Andrew Nguyễn about graffiti art during a weekend dedicated to graffiti. 
Photograph courtesy of Atelier Wonderful 
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number of films were screened in a loop, showcasing particular artistic com-
munities and individuals of notable aesthetic impact. The Propeller Group48 
provided a documentary (2013) on the graffiti scene of Ho Chi Minh City via 
the perspective of American graffiti extraordinaire El Mac, whose visits to 
Vietnam have been of mutual influence. Nguyễn Quang Huy (of Hanoi Triad) 
explores the legendary poet Dương Tường’s creative processes of performing, 
writing and translating poetry in the experimental video “Le soir est tout 
soupirs” (2005). The young filmmaker Tạ Minh Đức traces the history and 
celebrates the pioneering spirit of Nhà Sàn in the documentary 15+, made on 
the occasion of the 15th anniversary of Nhà Sàn in 2013. Also included was 
Essence of Spring (1996), a documentary by filmmaker Trần Mỹ Hà, showcasing 
the art scene of South Vietnam in the 1990s after Doi Moi. As a complement, 
this exhibition premiered the filmic documentary Nguyễn Trung (2017), also 
by Trần Mỹ Hà, revealing the art practice and life of artist Nguyễn Trung, 
an influential figure within Group of 10 who is increasingly attributed as the 
leading pioneer of abstract painting in South Vietnam.

Concluding Remarks

The attempt in this text, and in the exhibition that it accompanied, to collate, 
notate, reflect and archive the history of artistic friendships as “group” 
activity across Vietnam would not be considered credible were we not also 
attempting to provide access to these unique facts, thus a dedicated bilingual 
website has been created—www.spiritoffriendship.org—which offers the 
beginnings of an archive documenting the artistic friendships presented 
within this physical exhibition, and which is also envisaged as an ongoing 
curatorial platform for The Factory Contemporary Arts Centre, whereby 
future projects related to the memory of this experimental community are 
commissioned and recorded.
	 To accompany this exhibition which inaugurates the ongoing “Spirit of 
Friendship” project, an essay by art historian and critic Lee Weng Choy has 
been commissioned, which shares his perspectives on the role and process 
of friendship as an influential negotiation in the frame of artistic production. 
Moreover, curator and researcher Đỗ Tường Linh has written a personal letter 
to an alter ego, reflecting on her own involvement in and observation of the 
local art scene of Hanoi. Finally, Zoe Butt offers a philosophical pondering 
on the nature of “friendship” in the structure of the global art world today, 
questioning the level of curatorial care for motivation, method and means 
behind artistic production today.
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	 It must be reiterated that our ambitious desire to create an exhibition 
as a window onto this landscape of friendship in the experimental arts of 
Vietnam constitutes the first attempt by any institution or individual in this 
country. It is motivated by a sense of responsibility, on the part of The Factory 
Contemporary Arts Centre, as the first purpose-built space for contemporary 
art, to raise public awareness about the significance of this artistic commu-
nity. The decision to include these 22 “artist groups” was based on a particular 
set of questions we posed to each group, seeking personal reflections on the 
kinds of spaces and activities they created, and their acknowledgment of 
friendship as the basis of their mutual encouragement of artistic production.
	 While other recent exhibitions held in the region, such as Concept, Context, 
Contestation (hosted and commissioned by Bangkok Art and Culture Centre, 
2014) and Sunshower: Contemporary Art from Southeast Asia 1980s to Now 
(organised by the Japan Foundation and ASEAN in 2017, and hosted by Mori 
Art Museum and National Art Centre, Tokyo) have (partly) focused on the 
idea of the “collective” in contemporary artistic production of Southeast Asia, 
the term “collective” is deliberately not used for Spirit of Friendship, as many 
of the participants included in this exhibition and referred to in this text 
did not conceive themselves as a branded group identity. For example, the 
Gang of Five came to be referred as such due to the reviews and critical 
support of art historian Nguyễn Quân while the artists of Then Group in Hue 
have suggested that the promotion of a collective independent identity as 
experimental artists would draw unwanted official scrutiny of their activities, 
and thus they are promoted as a business.
	 By providing a threshold into this landscape, it is hoped that “Spirit of 
Friendship” brings greater awareness of the particularities of artistic rela-
tionships, and their impact on furthering the development of experimental 
artistic thinking in Vietnam. The exhibition and text do not, however, have 
the capacity to do justice to the immense labour, commitment and contri-
bution of the diverse set of players involved. “Spirit of Friendship” seeks to 
highlight the role of friendship as a space of trust, in which artistic integrity 
is cultivated and nourished, despite a political environment that stifles diver-
sity in creative expression. We have conducted this research, mounted this 
exhibition and written this text with a spirit of respect and awe at the growth 
of experimental thinking that has arisen as a dynamic, and increasingly 
internationally recognised, scene in Vietnam. The support between friends 
has motivated the conception, production, display and distribution of these 
experimental practices. It is in this community that the methodologies of 
artists stand as a particular framework with which to re-categorise and re-
interpret an art history for Vietnam.
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NOTES

1	 This article was commissioned for the Spirit of Friendship exhibition, which 
was organised by, and held at, The Factory Contemporary Arts Centre, Ho Chi 
Minh City, Vietnam, from 29 Sept. to 26 Nov. 2017. For more on The Factory 
Contemporary Arts Centre, see www.factoryartscentre.com.

		  This text was first published as part of the Resource library of the Spirit of 
Friendship online platform, an ongoing programme and research website initiated 
in 2017 by The Factory Contemporary Arts Centre, at www.spiritoffriendship.org. 

	 The text has since been edited by the editorial collective of Southeast of Now: 
Directions in Contemporary and Modern Art in Asia. Its authors submitted the text 
for publication in order to reach a wider international audience, and also in the 
interests of posterity, so that this text and the materials it refers to may be more 
readily available as a resource for further research in future. Diacritics have been 
used for names of people only. Should you have any enquiry regarding this project 
and its research or activities, please contact: info@factoryartscentre.com.

		  We refer to “artist groups”, as opposed to “collectives”, as we recognise that 
many artists who gathered to work together in Vietnam (particularly in the 1980s 
and 1990s) did not label themselves with a specific name, mission or vocalised 
purpose. Rather, we chose to acknowledge how friendship was what brought about 
a furthering of testing and encouraging ideas. Where possible, in this curatorial 
text we will indicate how an artist group came to be given an actual name.

2	 This group of artists—Hồng Việt Dũng (b. 1961), Phạm Quang Vinh (b. 1960), 
	 Đặng Xuân Hoà (b. 1959), Hà Trí Hiếu (b. 1959) and Trần Lương (b. 1960)—came to 

be known as the Gang of Five, named by supporters (and friends) Dương Tường, 
Thái Bá Vân and Nguyễn Quân who encouraged their practice at that time. From 
e-mail conversation between Lê Thuận Uyên, a researcher of Gang of Five, and 
Zoe Butt, July 2017.

3	 The use of the word “independent” in this endeavour refers to artists who sought to 
challenge their ideas and concepts beyond the national educational curriculum: 

	 an inherited interpretation of the “plastic arts” from the French colonial era 
(1887–1954) that was then fortified as an ideological vehicle (which continues to 
prevail today), with the establishment of the entire country as a communist state 
in 1975. Nora A. Taylor comments on the colonial education system of Vietnam:

The EBAI [Ecole des Beaux-Arts de l’Indochine] officially opened 

in 1925 … [This institution] had helped to base France’s presence 

in Indochina not only on economic and administrative authority 

but on educational and cultural interest. Through [this institution], 

France convinced itself that it cared for the education of the local 

Indochinese and for the preservation of the cultural heritage of 
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ancient Indochina. At the time of the EBAI’s inauguration, the policy 

that the colonial administration adopted toward the school fell along 

those lines and was known as the policy of association. In spite of 

some reluctance on the part of more conservative colonial officials, 

the administration believed that in building an art school it would 

help local “artisans” become educated in the “fine arts”… The school 

curriculum followed that of l’École nationale supérieure des beaux-

arts, founded in Paris in 1973, and included classes in anatomy, 

composition, life drawing, and art history. The course load was 

rigorous, with classes being conducted over the course of a forty-hour 

week … The choice of subjects varied depending on the interest of 

both the students and the teachers, but predominant themes included 

peasant women, farmers at work, village temples, and rice fields.

	 See Taylor, Chapter 2, “Orientalists or Occidentalists? ‘Indochinese’ Artists under 
Colonialism” in Painters in Hanoi. An Ethnography of Vietnamese Art (Singapore: 
NUS Press, 2009), pp. 27–9.

4	 Interview between Trần Lương and Zoe Butt, June 2017.
5	 On 27 Apr. 1954, the Geneva Agreement was signed, with the French relinquishing 

any claim to territory in the Indochina peninsula. Vietnam was divided into 
northern and southern zones into which opposing forces were to withdraw. 
Elections in 1956 were supposed to take place to unify the country; however, this 
never occurred, with the divide between north and south instead exacerbating 
ideological tensions and ultimately giving way to civil strife that became 
internationally known as the Vietnam War. Within Vietnam, it is referred to as the 
American War.

6	 With the closing of World War II and the weakening power of France in Indochina, 
Hồ Chí Minh’s Democratic Republic of Vietnam (DRVN) seized power in North 
Vietnam in 1945. With his Viet Minh army (formally known as the Vietnam 
Independence League: a coalition of communist and Vietnamese nationalists), 

	 a socialist society was thus adopted. South Vietnam remained under French 
control.

7	 “Rarely were the works of artists who fled to the South … selected and hung, 
particularly during the second Indochina war. The history, as well as the art 
history is written for the ‘just cause’.” See Bội Trân Huynh-Beattie, Chapter 3, 
“Vietnamese Socialist Realism: The Arts of the Democratic Republic of Vietnam 
(The North) 1945–1975)” in “Vietnamese Aesthetics 1925 Onwards”, unpublished 
PhD thesis, (Sydney: University of Sydney, 2005), p. 175.

8	 “… artist-lecturers were removed from teaching and detained in camps for two 
or three years. Upon release, many found it difficult to recommence creative 
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activities …” See Bội Trân Huynh-Beattie, Chapter 5, “The Construction and 
De-Construction of Vietnamese Aesthetics of the Post-War Period 1975–1990)” in 
“Vietnamese Aesthetics 1925 Onwards” unpublished thesis (Sydney: University of 
Sydney, 2005), pp. 274–6.

 9	 The Group of 10 comprised: Nguyễn Trung (b. 1940), Ca Lê Thắng (b. 1949), Đào 
Minh Tri (b. 1950), Nguyễn Tấn Cương (b. 1953), Nguyễn Thanh Bình (b. 1954), 
Hứa Thanh Bình (b. 1957), Nguyễn Trung Tín (b. 1956), Đỗ Hoàng Tường (b. 1960), 
Trần Văn Thảo (b. 1961) and Vũ Hà Nam (b. 1962).

10	 … when the country faced economic crisis, at the 6th Congress of 

the Vietnamese Communist Party in December 1986 the Vietnamese 

government launched a bold new policy of social, economic and 

political reform under the rubric of doi moi (“renovation”), aimed at 

transforming the old command economy into a market-based one. 

Since that time free enterprise has been encouraged and foreign 

investment and dollar-spending tourists welcomed …

	 See Tim Doling, “Arts Management Curriculum Development: A Case Study of 
	 Viet Nam in a Market Economy”, Asia Pacific Journal of Arts and Cultural 

Management 1, 1 (Dec. 2003), University of South Australia International Graduate 
School of Management, p. 35.

11	 Nguyễn Trinh Thi, “Discourse on the Moving Image in Vietnam in the 21st 
Century”, in Moving on Asia, ed. Jinsuk Suh (Seoul: Alternative Space Loop, 2013), 
pp. 414–9.

12	 Hoa Nguyễn (co-founder of HanoiLink) recalls acquiring her first digital device in 
2002—the Panasonic Lumix F150 (2.0 megapixel)—with such machinery being a 
particularly important (and affordable) tool for experimental artists in Hanoi at 
that time. Conversation between Hoa Nguyễn and Bill Nguyễn, July 2017.

13	 HanoiLink was established in 2006 with Hoa Nguyễn, Nguyễn Hoài Văn, Nguyễn 
Trần Nam, Trương Thiện and Nguyễn Ban Ga as its core members.

14	 In 1997, Internet access was enabled in Vietnam (as comparison, it arrived in 
Japan in 1984), an era when Chinese contemporary artists were particularly 
gaining international attention (Harold Szeeman curating 20 Chinese artists 
in his 48th Venice Biennale in 1999—one of the first curators to give art of 
contemporary Asia such prominence). The engagement of conceptual ideas of 
chance, exploration of existential questions of mortality through material, and the 
usage of the body as site of resistance (of reference to the work of artists Xu Bing 
and Zhang Huan and in turn their looking towards the art movements of Fluxus 
and Dadaism through such work as Joseph Beuys and Marcel Duchamp) deserves 
more research of its impact on the development of conceptual art practice in 
Vietnam in the early 2000s.
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15	 Vũ Dân Tân’s father Vũ Đình Long was a well-known playwright and translator 
and, already during his time, the front room of this house had been a popular 
“hangout” for intellectuals in Hanoi.

16	 The first official abstraction exhibition was organised at Hong Hac gallery, 20–31 
May 1992 (No. 2 Le Duan Street, District 1, Ho Chi Minh City) inside the South 
East Armed Forces Museum, organised by the Ho Chi Minh City Department of 
Culture & Information, Ho Chi Minh City Fine Art Association and South East 
Armed Forces Museum—a conversation largely facilitated by Colonel Phan Oánh, 
art historian Nguyễn Quân and Group of 10 artist members Ca Lê Thắng and Đào 
Minh Tri. Interview between artist Nguyễn Trung Tín and Lê Thiên Bảo, July 2017.

17	 Established in 2006 by artists/Nom scholars Trần Trọng Dương, Nguyễn Đức 
Dũng, Nguyễn Quang Thắng, Phạm Văn Tuấn and Lê Quốc Việt. Nom is the 
system of writing Vietnamese using Chinese characters, which was starting to be 
replaced by the modern system of romanisation in the early 1900s.

18	 Established in 1993, Hanoi Triad comprises of Nguyễn Minh Thành, Nguyễn 
Quang Huy and Nguyễn Văn Cường.

19	 Interview between Nguyễn Minh Thành and Bill Nguyễn, June 2017.
20	 These foreign NGO cultural institutes should not be underestimated for their 

role in furthering experimental concepts of art-making in Vietnam. As foreign 
government entities, they were able to host activities of a more challenging 
nature (that is, an “eased” license process with the Vietnamese Ministry of 
Culture) and thus stand-out initiatives occurred such as the renowned group 
show Green - Red - Yellow (Goethe Institut Hanoi, 2003), celebrating the works of 
16 artists who were said to have marked the transformation of art from modern 
to contemporary; the series of seminars, workshops and performances in Open 
Academy (curated by Veronika Radulovic and Andres Schmid, in collaboration 
with Goethe Institut Hanoi, 2010–11); the first performance art festival Lim Dim 
(co-organised by the British Council, Goethe Institut Hanoi and Nhà Sàn Studio, 
2004–05); and the Performance Art Young Talent Prize (initiated by Cultural 
Development and Exchange Fund, 2008) to name but a few.

21	 The term “Viet Kieu” literally means “Vietnamese sojourner” or “overseas 
Vietnamese” and, in the 1990s, when the term was first in usage, it referred 
primarily to the Vietnamese community of boat refugees. Today it is a regularly 
used phrase with differing connotations: from those who lived outside Vietnam 
before 1975, to those who fled after 1975, and to those who studied/worked abroad 
and returned. For further information, see https://www.asialifemagazine.com/
vietnam/face-face-viet-kieu/ [accessed Jan. 2018].

22	 For example, the performance-based artist group Project One by Ly Hoàng Ly, 
	 Ngô Thái Uyên, Bùi Công Khánh, Richard Streitmatter-Trần and Nguyễn Phạm 

Trung Hậu was formed in 2003 as the result of the project “Pushing through 
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Borders” (initiated by Anida Yoeu Esguerra [now Anida Yoeu Ali] and Ly Hoàng Ly, 
hosted by the Blue Space Contemporary Art Centre). The group disbanded in 

	 2005.
23	 The majority of overseas Vietnamese returning to Saigon had been “boat refugees” 

from South Vietnam, thus it is to the former south that these “Viet Kieu” returned 
home.

24	 For further reading see Việt Lê, “Many Returns: Contemporary Vietnamese 
Diasporic Artists-Organizers in Ho Chi Minh City”, in Modern and Contemporary 
Southeast Asian Art: An Anthology, ed. Nora A. Taylor and Boreth Ly (Ithaca, NY: 
Southeast Asia Program Publications, Cornell University, 2012), pp. 85–115.

25	 Originally launched by three artists, “a little blah blah” was directed by Sue Hajdu 
and Motoko Uda through its most active years.

26	 Wonderful District was co-founded by Sandrine Llouquet and Bertrand Peret.
27	 Plum Blossoms Gallery organised the group exhibition Uncorked Souls in 1991 

in Hong Kong, featuring the work of 15 Vietnamese artists. One of the first 
international showcases of Vietnamese contemporary art to take place in a non-
communist country, it included works by Bùi Xuân Phái, Nguyễn Tư Nghiêm, 

	 Lê Công Thành, Phạm Việt Hải, Trần Lưu Hậu, Trịnh Cung, Nguyễn Trung, 
	 Hoàng Đăng Nhuận, Đỗ Thị Ninh, Bửu Chi, Nguyễn Quân, Nguyễn Thân, 
	 Bùi Suối Hoa, Đặng Xuân Hoà and Trần Trọng Vũ. See Jeffrey Hantover, Uncorked 

Souls: Contemporary Art from Vietnam, exh. cat. (Hong Kong: Plum Blossoms 
Gallery, 1991), http://catalogue.nla.gov.au/Record/586406 [accessed Jan. 2018].

28	 For further information, see the video installation by artist Đinh Q Lê, “Vision in 
Darkness: Trần Trung Tín” (2015), featuring an interview with Sherry Buchanan.

29	 See the ongoing series of workshops and group exhibitions for young emerging 
artists and students organised by Nhà Sàn; and the Sàn Art Laboratory 
residency programme (2012–16) and Conscious Realities series of talks and other 
programmes (2013–16) organised by Sàn Art.

30	 In 1992, Nguyễn Tấn Cương designed the catalogue cover for the third Recent 
Works exhibition by the Group of 10 Artists. Since then, the community called 
them Group of 10 and they took it as official name for the group with ten core 
members: Nguyễn Trung, Ca Lê Thắng, Ngô Đồng (who withdrew from the group 
in 1993 and was replaced by Đào Minh Tri), Nguyễn Tấn Cương, Nguyễn Thanh 
Bình, Hứa Thanh Bình, Nguyễn Trung Tín, Đỗ Hoàng Tường, Trần Văn Thảo and 
Vũ Hà Nam. Other artists known to subsequently exhibit with them were Bùi Suối 
Hoa, Kim Bạch, Hoàng Minh Hằng, Phan Gia Hương, Quỳnh Hương, Hồ Hữu Thủ 
and Lê Kim Thư.

31	 Ca Lê Thắng and Đào Minh Tri were part of the Red Seed movement (they were 
educated in Hanoi before 1975, and appointed to come south post-1975 to teach 
at the Ho Chi Minh City Fine Art University). In contrast, Nguyễn Thanh Bình, 
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Nguyễn Trung Tín and Vũ Hà Nam were born in the north, moving to Ho Chi 
Minh City for living and to complete their studies; while Nguyễn Trung, Nguyễn 
Tấn Cương, Hứa Thanh Bình, Đỗ Hoàng Tường and Trần Văn Thảo all grew up 
and studied in the south.

32	 It is important to remember that, since 1954, the Communist Viet Minh 
dominated the north, while the south was precariously controlled by French 
and American backing of Ngô Đình Diệm’s Republic of Vietnam. Artistic 
communities of north and south were thus in little contact in the 21 years before 
1975. Additionally, the influence and presence of French and American political 
ambitions brought economic openness to the south, thus greater employment 
opportunities. Art historian Bội Trân Huynh-Beattie states,

While southern artists put up with losing the war, northern artists, 

especially in Hanoi, benefited from reunification … Northern artists 

appointed to administrate culture in the South, were fascinated 

by the expressive vitality and variety of southern arts … These 

friendships [eg. Ca Lê Thắng, Đào Minh Tri as members of the 

‘Group of 10’] and the social context of de-colonization of the South 

influenced art practices.

	 See Bội Trân Huynh-Beattie, Chapter 5, “The Construction and De-construction 
of Vietnamese Aesthetics of the Post-War Period (1975–1990)”, in “Vietnamese 
Aesthetics 1925 Onwards”, unpublished PhD thesis (Sydney: University of Sydney, 
2005), pp. 284–7.

33	 For example, Ca Lê Thắng was appointed Deputy General Secretary of the Ho Chi 
Minh City Fine Art Association (1988–2000). Interview between Ca Lê Thắng and 
Lê Thiên Bảo, July 2017.

34	 See Nguyễn Trung Tín, “Trừu tượng trên đất Sài Gòn” [Abstraction in Saigon], 
	 The Fine Art Information (Ho Chi Minh City University of Fine Art, Sept. 2010), pp. 

17–8.
35	 Interview between Đỗ Hoàng Tường and Lê Thiên Bảo, June 2017.
36	 Interview between Natasha Kraevskaia and Zoe Butt, June 2017.
37	 The name Nhà Sàn (which translates as “stilt house”) refers to a group of artists 

who originated from, and have forged close connections with, Nhà Sàn Studio 
and Nhà Sàn Collective. Simultaneously, it refers to an actual space for artists to 
gather, labour and exhibit over the last 20 years at the private home of Nguyễn 
Mạnh Đức (who, together with Trần Lương, founded Nhà Sàn Studio in 1998 at 
Buoi Street, Hanoi). In the minds of many, Nhà Sàn Đức is the original name 
of Nhà Sàn Studio. Continuing the spirit of Nhà Sàn Studio, the young artists 
associated with it founded Nhà Sàn Collective in 2013, co-run by a community 
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of Nhà Sàn Collective supporters’ including managers, assistants and volunteers. 
The collective rented a space at Zone 9 (Tran Thanh Tong street), relocated in 2014 
to LACA–Ly Quoc Su Art and Culture Area (Ly Quoc Su street) and, since Aug. 2015, 
has been based at Hanoi Creative City (Luong Yen street), Hà Nội.

38	 Sàn Art was co-founded in 2007 by artists Đinh Q. Lê, Tuấn Andrew Nguyễn, 
Tiffany Chung and Phunam. Zoe Butt was Executive Director and Curator from 
2009 until 2016.

39	 Trương Công Tùng’s e-mail response with Bill Nguyễn, June 2017.
40	 For further information see Minglu Gao, “Apartment Art”, in Total Modernity and 

the Avant-Garde in Twentieth-Century Chinese Art, Minglu Gao (Cambridge, MA: 
MIT Press, 2011), pp. 269–310.

41	 See https://www.youtube.com/watch?v=P-jyE0qDPiw [accessed Dec. 2017].
42	 See Apinan Poshyananda, ed., Traditions/Tensions: Contemporary Art in Asia, exh. 

cat. (New York, NY: Asia Society Galleries, 2003).
43	 Sao La was founded in 2014 with the sponsorship of Galerie Quỳnh; its original 

core members include artists Tùng Mai and Nguyễn Kim Tố Lan; later the group 
extended to include Nguyễn Đức Đạt, Đỗ Thanh Lãng, Đỗ Sỹ Tùng, Đào Duy 
Tùng, Ngô Đình Bảo Châu and Trần Phương Thảo (Sunny).

44	 Chaosdowntown was established by Thanh (Nu) Mai and Xuân Hạ in 2016.
45	 Across Vietnam today, there is no regular print or online magazine, newspaper 

or journal that caters to critical comparative writing and review on experimental 
contemporary art in Vietnam. The official My Thuat magazine, published 

	 bi-monthly by the Vietnam Fine Art Association, covers a limited range of practices 
	 with next to no international perspectives on the history of art. Credit should, 

however, be given to the influential online platform www.talawas.org [published 
2001–10, accessed Dec. 2017], which published articles and discussions on the 
arts, culture and politics of Vietnam, including contributions by well-known 
Vietnamese and foreign authors, writers, researchers and scholars from inside 
and outside the country. Credit is also due to www.soi.today [published 2010–17, 
accessed Dec. 2017], who attempted to translate select foreign materials and 
provide some critical reviews of local artistic practice.

46	 See the British Council’s commissioned reports from 2014 to 2017 on the creative 
industry of Vietnam: https://www.britishcouncil.vn/en/arts/resources [accessed 
Dec. 2017].

47	 Vietnam is yet to possess a museum with purview to critically collect the diversity 
of Vietnamese contemporary art.

48	 The Propeller Group was established in 2006 by Phunam, Matt Lucero and Tuấn 
Andrew Nguyễn.
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Visiting the Ho Chi Minh City Fine Arts University is like walking into 
a dilapidated and forgotten cemetery. The rituals of its departments 
remain—the students attending class, the teachers diligently attend-
ing their meetings—but the purpose of the rituals are lost (classrooms 
have no teachers, teachers fail to institute critical curricula). These 
departments have become mere tombs that have lost their family, 
memories lost in an unfortunate tide of indifference. This universi-
ty has become a re-purposed gravesite for the Communist State to 
demonstrate its disregard, for that’s the thorn in its side, it seems—
Culture—its activators today can want to re-visit the past in order to 
move forward. Alas, this country’s troubled socialist economy can’t 
afford such a critical gaze, for there are too many ghosts vying for 
justice, too much apathy depended upon to feed the country’s hood-
winked materialistic gaze. No, this state wants its robots (its people) to 
flood the market with formulae, to march onwards, and thus Vietnam 
is dangerously becoming the treasure trove of all things success-
fully mass produced. Sadly too many artists here graduate with the 
“repeat” button (artists who repeat the motif of what sold, or at times 
the successful motif of others) as the green light of success—and thus 
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by an “Exhibition”
                History 
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analogy for, just as cemeteries are at times visibly overlooked (unkempt 
or evicted), similarly the cultural bodies of Vietnam—its artists, their 
art, their galleries, writers, critics, museums and libraries—are de-
nied visible cultural respect. Such “bodies” (alive or dead) possess the 
desire to speak and to act, to provoke experimentation, which smacks 
of a critical individuality that raises the alarm bells of the Vietnamese 
Ministry of Culture—this Ministry’s lack of understanding and regard 
for contemporary art a product of ideological fear, suffering a clergy 
of administrators who care naught for the history or livelihood of art 
and its authors, considering their job more surveillance than innovative 
development (and perhaps the savior to this death malady is the art 
market, for without it, ironically, I do fear that we would have no “visi-
ble” artists to speak of, for yes of course, this Ministry does understand 
the neoliberal motivation of money, but I’m sorry, pardon? you are pri-
oritizing your story behind your art? You don’t care about profit? Ah so 
there must be something that you are saying that we must monitor . . .). 

So . . . to answer that aforementioned question . . . why is it a chal-
lenge for an artist in Vietnam to think and work beyond the visible giv-
en? It is precisely because we have so little tended infrastructure to beg 
an artist to reconsider their path. Our museum collections are rotting, 
their spaces largely for hire; our universities grossly under-funded and 
without expertise; our Ministry of Culture in bureaucratic ignorance 
and quagmire; our landscape of “gallerists” predominantly hawking the 
power of exoticism in tourism and making unregulated millions (and 
that’s not hard with the Vietnamese dong). 

In a society with a fear of individuality, that prefers the formula to 
the deviation, Art sadly becomes art (decoration)—thus losing its fam-
ily, its historical lineage, its disciplinary memory, its cultural valency. 
Now this may again appear/sound all rather glib—but actually this is 
where the point of this essay gets rather interesting, for if we consider 
the world of the visible in the sphere of “Art” (the above-ground ritual 
to continue the mortuary metaphor)—particularly the “exhibition” 
as the historic marker/maker of an artist and curator’s international 
success—I think it is crucial to ask about what we cannot see (what is 
“underground,” private, not publicized, catering for a very particular 
niche community) to beg a consideration of how this hidden landscape 
motivates, and thus re-defines, artistic and curatorial production, 
hence contributing to the construction of society for the individual.1 

there are so many copycats that the State is now in fear of its people 
infringing on copyright to the point that students can no longer enter 
their Fine Arts Museum to sketch what is (moulding and) on view. 
This described context is relevant as I’ve arrived to meet with a senior 
lecturer in the Drawing Department upon the advice of a colleague 
who says he has hidden gems. Ever eager to find more local talent 
I’ve come to his “studio” (aka his office). What I’m shown however is 
rather typical of the popular tourist shops on the main streets of Hanoi 
and Ho Chi Minh City—images of traditional architecture with street 
vendors in conical hats; women in classical ao dai lounging seductively 
under a window—I nearly give up if not for a set of drawings at the 
very back of a cupboard that peek out at me, that he is very reluctant 
to share. I prod and cajole—just a look . . . please?—and with a glance 
of near shame they are unearthed and lo! Their line work was loose, 
their abstraction of human feature intriguing! Now this reticence to 
share may sound like a standard experience for any curator visiting 
a young artist’s studio; however this is a senior lecturer whose sense 
of pride insisted these were just sketches, not “art,” gesturing proudly 
towards his mastering of the painterly national stereotype. I departed 
with a familiar disappointment in realizing that as a curator, I had no 
ability to sway a man who believed his skill to be something other than 
what he thought. But this now requires a bit of contextual background. 
For surely you might say—why not? 

In order to answer this question, let’s take a look at what typically 
motivates an artist (and thus in turn, the curator) when it comes to the 
fruits of their labor.

In a well tended cemetery there are caretakers and gardeners, 
there may be a mortuary and priest (and a catalog that plots which 
grave belongs to whom), there may be a plot of land dedicated to a par-
ticular family (whose descendants attend to the upkeep of their graves), 
there may be a plot of land dedicated as memorial to a particular tragic 
event (which prompts annual remembrance by way of public gathering 
each year). These are visible public moments and monuments with 
symbolic and ritualized collective value and respect—memorials of 
destination, the final resting place for the mortal remains of a lifetime 
of achievement, often with/in memory of their commitment to a cause.

Cemeteries may be rather a morbid comparison to the system-
atization of art, however in Vietnam I find it a pertinent (yet a sad) 
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word “exhibition” in the Vietnamese lexicon, which is “triʒn lãm”:

triʒn—to open, to lay out.
lãm—something close to peruse, to look fully, to watch.
triʒn lãm—also invariably means to dominate, to occupy or have 
something in its totality.8

What strikes me with this definition is the conjunction of these 
two words as domination and totality—concepts of command (almost 
militaristic in tone) that when in the hands of the people, without the 
governance and dictation of the State, is thus perceived as a threat to 
the ruling order—and it must be reminded that the Ministry of Cul-
ture is a descendant of the Ministry of Propaganda in Vietnam. Such 
politicization of the “exhibition” somewhat resonates with Christophe 
Cherix’s statement that “Exhibitions are the primary site of exchange 
in the political economy of art, where signification is constructed, 
maintained, and occasionally deconstructed. Part spectacle, part 
socio-historical event, part structuring device, exhibitions – especially 
exhibitions of contemporary art – establish and administer the cultural 
meanings of art.”9 Cherix largely defines the presence of the exhibition 
in the context of Western modernist histories and their infrastructural 
connections to expertise (the curator, dealer, museum director, critic, 
collector); and while such networks are instrumental to the historical 
memory of the “exhibition” according to the Western art historical can-
on, I am aware that this contextualized definition sits at odds with my 

The growth and development of contemporary art in Vietnam has 
depended upon independent collective activity, the majority of this 
without accessible public identity, and thus to chart exhibition making 
as the barometer of that collective activity is to deny the labor behind 
countless gatherings offline and out of sight that have had crucial 
impact on an artist and curator’s ability to commit to their practice. For 
example, the staging of a solo show for three days in a soon-to-be-de-
molished house;2 the staging of protest in a remote monastery for the 
clandestine honoring of books of history;3 the performance of protest 
in the wearing of fish masks in defiance of State neglect of the local en-
vironment;4 the group critiques within friendship networks;5 the “open 
studios” for private Facebook communities;6 the “internal” presenta-
tions by international guests to select local community of influence.7 
Perhaps all such forms sound typical of much artistic production glob-
ally, but here in Vietnam, such activity is deemed potentially illegal due 
to official sensitivity towards the content under discussion. Thus it is 
fear of visibility that sets the scales of ambition. Such a statement is not 
only directed at artists, but also to the hosts of art, its curators, dealers, 
museum directors, for in Vietnam it is the host who is interrogated and 
held responsible for potential illegimitate action (not the artist, despite 
their authorship). This surveillance and oppression quite obviously hin-
ders and marginalizes the growth and relevance of artistic production 
to a local community. 

To better understand the Vietnamese government’s attitude 
towards the visual arts, let’s take a look at the literal translation of the 

Taiwan-owned steel company Formosa was eventually held responsible.
First staged by San Art, as part of San Art Laboratory residency program, and now a 
regular feature across Saigon’s artistic community today.
As part of San Art Laboratory, San Art held “Open Studios,” a gathering point for 
established artists to interact with emerging talent to showcase and share their ob-
servations and ideas. It was also where local and foreign academia often met; sadly 
it also came to be an event monitored by the Vietnamese Cultural Police.
Much of Saigon’s artistic community has grown from these “word-of-mouth” an-
nouncements of intimate gatherings of friends who came to listen to international 
expertise (often visiting town on holidays) who generously (continue to) share their 
ideas with our eager thirsty locals.
With thanks to artist and translator Luong Ngoc Tram, Ho Chi Minh City, 2019.
“Christophe Cheriz,” in Hans Ulrich Obrist, A Brief History of Curating (Zurich: JRP 
Ringier, 2008), 7. 

“Individuation is not opposed to society, but only develops through it. One does not 
need a desert island to become an individual, but, on the contrary, an entire city.” 
Jason Read, “The Individuation of The Common,” in “The Commons / Undercom-
mons in Art, Education, Work,” TkH, Journal for Performing Arts Theory 23 (April 
2016): 26.
In 2017, Saigon artist Phan Anh held a solo show for one week, called Museum of 
Mind, in a dilapidated and soon-to-be-demolished domestic home in District Binh 
Thanh in Ho Chi Minh City.
In 2008, Hanoi artist collective Zenei Gang of Five realized their installation Book 
Grave in a remote Buddhist temple outside of Hanoi, bemoaning Vietnam’s frag-
mented and suspicious relationship with literature.
In 2016, Hue artist Tran Tuan distributed pollution masks with a printed stamp of 
a fish on each, asking artist friends to help distribute them across Vietnam, in pro-
vocative protest at the marine-life disaster in 2016, which saw tons of ocean life die, 
subsequently severely jeopardizing the livelihood of the country’s fisher-folk. The 

5.

6.

7.

8.
9.

1.

2.

3.

4.
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son Vietnam’s cultural sector is doggedly suspicious of foreign-funded 
exhibitions/projects/organizations and continues to squander progress 
with ideological fear and economic woe, stuck in a mental pathology of 
coloniality, more determined to prevent than to build, to defend rather 
than lead, instead prioritizing aesthetics as dictated by the consumer 
class (a rather laughable communism with capitalist characteristics).

So to return to this “burden” of visibility, you might ask why an 
artist/curator would want to endure such a context? Quite simply, for 
most they have little choice, but for me, as a privileged invited individ-
ual with choice, to endure in tandem (to collaboratively prod, corral, 
nurture, and listen) in such conditions offers unique learning, every 
day, a questioning of methodology and terminology for the survival of 
culture in such a society. I am struck (and thus inspired) by just how 
many communities across the Global South contend with a similar 
degree of this reality (Cambodia, Senegal, Nigeria, Malaysia, Ecuador, 
Iraq, Afghanistan, and so many more), compelled by how little our 
distributable books surveying the industry of art picture and theoret-
ically engage with their brilliance in surviving today’s socio-political 
upheavals and uneven social values. If I believe in building communi-
ties for art (which I do), then I must understand that there can be no 
uniformity to this artistic production (in just the same way that we 
cannot expect humanity to operate culturally in the same way). I thus 
hope, in the future, for an expansion of study of artistic and curato-
rial careers beyond the notches of curriculum vitae that focus on an 
exhibition history, award accolades and art-fair participation. What I 
would like to see, side by side with these achievements (for I acknowl-
edge we must not dismiss the relevance of such accomplishment), is 
a celebrated awareness of what is not publicly visible in artistic and 
curatorial labor, to acknowledge in our exhibitions and texts that there 
is differing pledge in the process of making art when artists are com-
mitted to consistent showcase in a prohibitive local community—the 
negotiations we undertake to gain safe access to subjects and people; 
the political relationships we must delicately maintain in order to keep 
our businesses registered; the private mentoring we personally nurture 
with emerging community; the lobbying we muster towards potential 
supportive donors; the emotional counseling we take on in order to 
encourage practice; the business partnerships we enter in the hope of 
sustainability; the educational access programs we devise in the hope 

experience in Vietnam and its triʒn lãm (and dare I say much of South-
east Asia particularly). Alternatively, I’m drawn to the writing of Gao 
Minglu on the receding of Chinese artists from the public eye following 
the Tiananmen Square massacres in China, who under great political 
discrimination had to retreat to the confined spaces of their homes to 
create and share their work. Gao termed this “Apartment Art (gongyu 
yishu)” or “Proposal Art (fangan yishu),” whereby artists turned to the 
everyday materials at hand, in the spaces of domesticity, in order to 
continue their artistic practices. For these artists (think Zhang Huan, 
Song Dong and Yin Xiuzhen), this was about reconnecting with a social 
realm: “In this way, their unsellable and unexhibitable works mirror 
the social environment and constitute a close investigation of society.”10

In synergy I similarly recall the early pioneering work of Vietnam-
ese artists Tran Luong (Mao Khe Art Project, 2001), Truong Tan (Hidden 
Beauty, 2007) and Nguyen Minh Phuoc (Unhappy Dragon, 2007), who in 
the 2000s in Hanoi were working with disenfranchised communities 
or particular social forms of discrimination, creating artworks deemed 
at the time beyond marketability (and showing them privately); their 
sculptures, videos, and installations reflections of the social order at the 
time, their “art” first becoming known as banned or politically conten-
tious activism. While it is grossly unfair to juxtapose the developmental 
histories of art of China and Vietnam, for quite simply their artistic 
communities are so vastly different in scale, ideology, and training, 
what is stunningly different is that these early stories of resistance to 
the political and market-driven ends of artistic production in China 
and Vietnam have moved in quite opposite directions today. While Chi-
na capitalized on the early-2000s love affair with the West and the en-
suing swathe of international survey shows on Chinese contemporary 
art that followed (a landscape today composed of a competitive and 
diverse art scene with public and private, local and international in-
vestment in the construction of museums and cultural centers, replete 
with fine art universities with international exchange and dialog and 
critical awards, possessing a significant global commercial art market—
all with its own complexity of official red tape of course). In compari-

Gao Minglu, Total Modernity and the Avant-Garde in Twentieth-Century Chinese Art 
(London: MIT Press, 2011), 7.

10.
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of building criticality . . . and I could go on. Again such a catalog might 
sound like a given for the culturally serviced and networked part of 
the world, but here again I must reiterate that undertaking such labor 
in disenfranchised contexts of political poverty is a teetering between 
legitimate and illegitimate action, between vague guidelines of official 
access and social expectation, between personal relationships of trust 
and obligation.  

If there is anything that I have learnt 
from living this brilliant diversity of a decol-
onizing society, it is the resilience of cultural 
and spiritual ritual, of the deep respect for 
social codes of conduct between the living 
and the dead, and to that end I do hope that 
we soon, in Vietnam, possess leaders who 
understand it is better to live with ghosts 
culturally reconciled than ghosts multiply-
ing in defiance.

Âʠ Thu Vân, New Lunar Year 2019 at Thái Bình Hamlet Cemetery in 
North Vietnam.
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ABSTRACT 
 

This experiential, self-reflexive study of the curatorial advocates the response-ability of 

curatorial labour in the nurturing of artistic practice, particularly in socio-political restrictive 

contexts of cultural and educational disenfranchisement. Such advocation is given context in 

the portfolio of this PhD by Published Works —consisting of four texts and three curatorial 

projects — where the struggle of Vietnam’s independent art scene is of study, a fragile 

community whose resilient friendships have given birth to a tenuous arts infrastructure, 

historically shaped by its endurance of oppressive ideological realities and its ensuing 

regulation, surveillance and at times, denial, of artistic visibility.   

 

In my living, working and caring for this community, via my directing of two artist-initiated 

organizations in Ho Chi Minh City, it examines how Vietnamese artists have sustained their 

commitment to practice amidst conditions of censorship, lack of comparative education and 

economic support by asking: What is curatorial labour in such affective conditions? How can 

curatorial strategy benefit from the study of artistic method in such context? Why do such 

circumstances demand scrutiny of the privileging of the visible within the global 

systematization of art? What parallel models, to the global exchange ecology of art, can be 

thus proposed? 

 

This commentary critically responds to such enquiry by exploring my portfolio as a dialogical, 

situated and relational curatorial practice, facilitating the knowledge within artistic 

production, building supportive community from its trusted networks, designing the 

collective individuation of artistic intent. This is where artists and curators interlocate their 

meaning and purpose, together, towards an artwork being made visible, understanding an 

artist’s context may possess socio-political paradigms with political repercussion to their 

artwork’s display. Such ethos is demonstrated via collaborative projects and their associated 

texts, which sought to alleviate, and give map to, the affective symptoms of such context, 

illustrating how this community’s bonds of friendship sustain commitment to practice beyond 

the public eye; of the collective impact of curatorial invitation to artists (near and far) to share 

their interdisciplinary, intergenerational memory in private spaces of trust; where the mutual 
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learning of a local embodied knowledge between artists and curators instigates social agency 

with which artistic communities can thrive and survive.  

 

This PhD by Published Works argues curatorial labour not only be measured by the 

conventional appraise of a ‘final object’ for exhibition, but by its capacity to network the 

intangible capital of its artistic production, nurturing the social transmission of lived historical 

consciousness on the terms of its makers, towards the creation of a sustainable and 

responsive arts ecology. Such motivation is given comparative example, from across much of 

the Global South, where educational systems and cultural infrastructure are similarly mired 

by political restriction, acknowledging how such border dwelling affords unique opportunity 

with which to engage, and thus challenge, the hegemonic valuing of art, by being present with 

what we cannot see.  
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PREFACE 
A window on context 
 

It is the morning of the opening of Phan Quang’s exhibition in Saigon1 at Sàn Art and 
the show is fully installed. The bamboo cage is his signature motif, appearing not only 
in the suite of photographs where classrooms and car showrooms are staged under 
bamboo ‘prison’, but also architecturally - with the entire building of Sàn Art encased 
in a bamboo cage. Typically, we have just received word from the Vietnamese Ministry 
of Culture that we are only allowed to show one photograph of the 11 submitted. Sàn 
Art decides to take a risk. We remove the censored photos, placing signs in their stead 
stating ‘Not allowed for exhibition’. We open to a curious public accustomed to political 
interference, who think nothing of the fact that the image of being caged is prohibited 
– but the experience of entering one is not. The next day, artist and staff are 
interrogated by Cultural Police. San Art is fined and its business license nearly revoked 
because we made public the official (censoring) license of the show. (2011) 

 

A group of artists and interdisciplinary thinkers have gathered for a private group 
critique for an emerging artist at ‘Sàn Art Laboratory’, our artist-in-residency program. 
Artist Nguyễn Kim Tố Lan turns up late. She has been under house-arrest and wasn’t 
sure she would be able to attend. The cultural police are suspicious of her involvement 
in the dissemination of ‘fish masks’ designed by local artists in Huế, in protest of the 
recent environmental catastrophe at the negligent hands of Taiwanese/Chinese steel 
industries whose toxic run-off had caused tons of dead sea-life across Vietnam’s vast 
coastline. Such group critique is always invitation only – comparative critique on a 
public scale Sàn Art knows draws unwanted official attention; but on this day, the 
Cultural Police are lured by Tố Lan. They wait for her downstairs. They then ask Sàn Art 
for the list of foreigners who have attended this private event. (2015) 
 
Đạt Vũ is an artist with a candid eye photographically capturing the ritualistic habits of 
Vietnam – both spiritual and psychological. One image, from 60, is integral for him. It 
shows a typical Vietnamese countryside, refuse burning in front of a painted 
propaganda image on a crumbling brick wall. The photo has been shot as if the 
message of the State is what is burning – cunningly ‘framed’ as rubbish. This image was 
deliberately left out of the exhibition’s official license request. But Đạt is pleading with 
me. Just the opening night. Please. It’s a small image. As curator/director I acquiesce. 
The morning after the opening, the Cultural Police turn up, with Public Security officials, 
demanding to see the business owner of The Factory – not the artist. A new law is in 
place. The host is responsible for artwork content, not the artist. (2017) 
 
I’ve been invited to attend a student group ‘critique’ of the Painting department of the 
Ho Chi Minh City Fine Arts University. Paintings of repetitive imagery are set up on 
easels around the disheveled room. Landscapes and domestic interiors abound in 
different sticky texture and hue. I ask a student, whose annotated photographs are 

 
1 ‘Saigon’ became ‘Ho Chi Minh City’ in 1975. Today, the Vietnamese people continue to refer to their city as 
‘Saigon’. In this commentary, ‘Saigon’ is used unless referring to legal title.  
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strewn across his ‘space’, why he does not include the photograph as an element in his 
work. His eyes side-glance his teacher, his head cast down in silence. The teacher neatly 
moves on without answer. One of my staff whispers ‘Students are forbidden from 
working in any medium other than oil or acrylic’. Teachers emphasize technique over 
concept. Any artist daring to be critical or experimental with their imagery will not find 
faculty support. (2019) 

 
 

These are just a few of my experiences that inform the portfolio of this ‘PhD by Published 

Works’. They illuminate my directing artist-driven, artist-initiated organizations in Saigon, for 

living and working the Communist context of Vietnam, as an individual seeking to question 

reality and experiment with ideas and concepts, is like enduring a never-ending dodge ball 

game2. In Vietnam, to want to make and publicly speak/showcase necessitates strategic 

thinking at every move for its government arbitrarily violates civil and political rights3. In the 

arts, particular topics are deemed taboo though there is no official guideline – such as the 

questioning of political governance/policy and State historical narrative (particularly the life 

of Ho Chi Minh), religion, sexuality, ethnic discrimination and much more. Public gatherings of 

more than five must be approved by the State, which include such activities as exhibitions, 

talks, workshops, screenings and performances. Any material to be released to national press 

must be vetted, while online networks of public debate are closely surveilled, with the visual 

arts sitting experientially third in line to firstly film and secondly literature, in suffering State 

scrutiny. Within this monopolized bureaucracy, arts university curricula deem comparative 

histories as politically sensitive with the government openly acknowledging their tertiary 

institutions are without ‘contemporary’ art expertise, where foreign employees are forbidden 

(requiring official permission to be even guest on site). There are no State or private museums 

dedicated to acquiring, critically engaging/displaying and disseminating comparative ideas of 

contemporary art to the general public, while commercial gallerists predominantly attend to 

 
2 This dodge-ball game is informed by my curatorial journey, which is elucidated throughout this commentary. 
3 See ‘US Department of State 2020 Country Report on Human Rights Practices in Vietnam’, 
https://www.state.gov/reports/2020-country-reports-on-human-rights-practices/vietnam/; Thomas A. Bass, 
Censorship in Vietnam : Brave New World (Amherst: University of Massachusetts Press, 2017), Kindle.; Syme 
de Leon Manojna Yeluri, Gabriel Fine, Frances Rudgard, and Julie Trébault, Arresting Art: Repression, 
Censorship, and Artistic Freedom in Asia (PEN America’s Artists at Risk Connection (ARC), Mekong Cultural Hub 
(MCH), and Asian Forum for Human Rights and Development (FORUM- ASIA), 2021).; Nora A. Taylor, 
"Sedimented Acts: Performing History and Historicizing Performance in Vietnam, Myanmar and Singapore," 
Southeast of Now: Directions in Contemporary and Modern Art in Asia 6, no. 1 (2022), 
https://dx.doi.org/https://doi.org/10.1353/sen.2022.0001.; Samantha Libby, "The Art of Censorship in 
Vietnam," Journal of International Affairs 65, no. 1 (Fall/Winter, 2011), 
https://www.jstor.org/stable/24388192. 
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the tourist (profit) market, encouraging artists repeat successful (saleable) motif. As a 

consequence of such disenfranchisement of the arts, the role of the curator is little 

understood, thus little employed.  Collectors are few and the majority prefer what is 

decorative rather than provocative, where funding support towards nurturing expertise and 

ambitious experimental artistic production relies on private initiative – to which there is a 

small, yet significant, growing community. Ultimately, to be publicly critical, comparative, or 

analytical, is to ignite official suspicion, such insidiousness a near impenetrable prison on the 

conscience of many Vietnamese who seek reform of their reality. For artists and curators, this 

incurs a complex web of metaphorical references in the dance between uttering criticism and 

reflection.  
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INTRODUCTION 
 
To be present with what we cannot see is a study that examines the nature of curatorial 

labour in a context where the ability of an artist to produce, and share their work publicly, 

cannot be assumed. My living and working the ideological context of Vietnam (since 2007) is 

critical to this commentary’s determination of curatorial labour - a vocation little understood 

in the cultural landscape of Vietnam – a career that has fundamentally sought ways to nurture 

artistic commitment to practice in the face of educational neglect, nascent and inexperienced 

arts infrastructure, a lack of financial support and, most insidiously, socio-political 

surveillance. This commentary’s accompanying portfolio of published works embraces four 

texts and three curatorial projects, realized between 2013 and 2021, during my employ in 

curatorial/directorial roles with artist-driven initiatives, firstly ‘Sàn Art’ and ‘The Factory 

Contemporary Arts Centre’, both in Saigon.  

 

At the heart of this commentary is the question of curatorial response-ability in enabling 

historical consciousness as an embodied sensorial knowledge. My prompting of artists in how 

and why the historical privileging of the visible has eluded the interconnectedness of the 

tangible and intangible, is informed by Donna Haraway in her ‘situated knowing’, that we need 

to ‘learn in our bodies… to attach the objective to our theoretical and political scanners in 

order to name where we are and are not…’4. Such approach has been crucial in my easing 

artistic participation in the globality of the art world’s disciplinary exhibitionary complex, 

which ‘… has woven itself over the past two centuries through such massive vehicles as 

international expositions, department stores, and museums’5, dominating the determination 

of how we value artistic and curatorial practice. My conundrum?  Such visibility is politically 

compromised for my community, where subjects of artistic narratives are often officially 

restricted by the State, where artists often employ materials of little symbolic or historical 

learning; thus, their participation in this globality often entranced with unfair judgement for 

their assumed naivete. 

 

 
4 Donna Haraway, "Situated Knowledges: The Science Question in Feminism and the Privilege of Partial 
Perspective," Feminist studies 14, no. 3 (1988): 582, https://www.jstor.org/stable/3178066. 
5 Terry Smith Maria Lind, "Stirring the Smooth Surfaces of the World: The Curatorial and the Translocal," in 
Talking Contemporary Curating, ed. Terry Smith (New York: Independent Curators International, 2015), 326.  
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‘… to communicate to the world, was a must for the art community in Vietnam’6, shares 

Vietnamese art historian Boitran Huynh Beattie, commenting on post- Đổi Mới7 Vietnam and 

its flowering commercial landscape that gave ground for artistic expression beyond 

propagandized exhibitions of the State. However, the impact of the market (its art fairs and 

galleries which continue to feed the ‘biennale’ frenzy of art) on not only Vietnam, but a great 

many artistic community in the Global South, suffering a lack of educational and 

infrastructural support, has created an overly exotified (or entirely absent) artistic context in 

the presentation of its contemporary art abroad,8 whereby the sustainability and competency 

of its artistic sites of production – the very community that motivates and inspires their 

artwork’s birthing – remains largely marginalized and overlooked9. Such extractivist processes 

of the international art world is a purchasing that mirrors the accrual of colonial wealth, now 

capitalistically systematized in our neo-liberalizing global economy, which rarely institutes 

curating with deep conscience of its organization and claims of representation10.  

 

My perspectives arise from first-hand experience. As an Australian of Chinese/British ancestry, 

whose Chinese family lineage is dotted with the consequences and experiences of political 

exile and social alienation as refugee, I have been long compelled by the legacy of cultural 

material in sharing the little-known histories and contexts of those who must choose to flee 

or fight. As an Art History student, I became quickly frustrated however, at the lack of 

representation and context of Australia’s multicultural community in its museums and 

educational curricula. In 2000, I joined the curatorial team of the ‘Asia-Pacific Triennial of 

Contemporary Art’ with great zeal and anticipation, this flag-ship event of the Queensland Art 

 
6 Boitran Huynh Beattie, “Vietnamese Aesthetics from 1925 Onwards” (PhD diss, University of Sydney, 2005), 
324-25, unpublished. 
7 Đổi Mới ("renovation" or "innovation") is the name given to the economic reforms initiated in Vietnam in 
1986.  
8 See Erin Gleeson, Mutualism for the Future, Who Cares? 16 Essays on Curating in Asia (Hong Kong: Parasite, 
2010).; Elizabeth Dee, "Context Collapse Is Threatening the Future of Big Art Fairs. Here’s Why We Should Be 
Very Concerned," Artnet, August 26, 2019, https://news.artnet.com/opinion/context-collapse-ruining-art-fairs-
heres-us-art-business-concerned-1633852. 
9 See Zoe Butt, "Practicing Friendship: Respecting Time as a Curator," in South East Asia Spaces of the 
Curatorial, ed. Ute Meta Bauer Brigitte Oetker (Berlin: Sternberg Press, 2016), 209. 
10 Such extractivism given innumerable case study in Tom Holert, Knowledge Beside Itself : Contemporary Art's 
Epistemic Politics (Berlin: Sternberg Press, 2020).; T. J. Demos, Beyond the World's End : Arts of Living at the 
Crossing (Durham: Duke University Press, 2020), Kindle. 
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Gallery (QAG)11 with international recognition for its historical provocations of what can be 

defined as ‘contemporary’ art, excited to be a part of an institution whose commitment to the 

context and expertise of the Asian region was critically lauded.  

 

During seven years of employment, I was given unique opportunity to learn the diverse 

political context of great bearing on the motivations of innumerable artistic pioneer, 

undertaking field-work towards major commissions of art with various communities across 

the Asia-Pacific region (much of which was subsequently acquired by the QAG). I became 

greatly concerned however, by the lack of depth to context we were permitted to 

communicate and record our research. Exhibition audiences were given highly filtered context 

of an artwork’s birthing, while collection records were with debilitating digital word count. I 

found myself in ethical conflict with the commission and acquisition process, which engaged 

deeply personal and highly traumatic historically-hidden occurrences, whose showcase was 

rarely seen by the communities whose context gave birth to such critically important cultural 

memory. To what extent was I, as a curator, responsible for the writing of History and the 

circulation of its perspectives? I could not shake the feeling that I was contributing to an Art 

History that remained colonized by museological systems of categorize, display and collect. 

This extractivist attitude – a lack of care for our impact on their world - is what ultimately 

prompted my decision to accept the artistic invitation by artists in Saigon, Vietnam (‘San Art’) 

to assist their dreams in building their own artistic infrastructure12.  

 

In my commitment to further the artistic showcase of their community to local and foreign 

audiences - working with innumerable foreign institution, biennial, university, art fair, gallery 

across the globe – I became viscerally aware of the impact of such project’s foreign 

interpretation (and thus valuing) of my adopted local, witnessing how their words, definitions, 

research methods and display requirements, were rarely seeking local validation 

 
11 In 2006, the Queensland Art Gallery opened an additional new building, inaugurated by the ‘5th Asia-Pacific 
Triennial of Contemporary Art’. It subsequently changed its institutional name to the ‘Queensland Gallery of 
Modern Art’. 
12 At the opening of the 5th Asia-Pacific Triennial of Contemporary Art’ (2006), I was invited to co-direct the 
building of ‘San Art’ in Saigon, an invitation arising from over 2 years of curatorial liaison with artists Dinh Q Le 
and Tuan Andrew Nguyen in the commissioning of new work for this exhibition. This invitation was not the 
only one however. The ‘Long March Project’ in Beijing were also eager to have me as their Director of 
International Programs. I thus lived between Beijing and Saigon from 2007-2009 (committing fully to ‘San Art’, 
as its Executive Director, from 2009). 
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(contribution?) and respect. Engaging international networks of display, while struggling with 

artists in the building of arts infrastructure in the politically compromised sites of their 

production, continues to greatly re-align my curatorial compass in what matters with my work. 

 

Curating in the contemporary 

So, what does ‘curating’, today, mean? Maria Lind is particularly instructive in her 

conversation with Terry Smith, where she states,  

‘… “Curating” encompasses the technical side of things, and can take different shapes 
and forms: making an exhibition, commissioning an individual artwork, organizing a 
screening or seminar series, a workshop etc. But “working curatorially” implies doing 
these things with a sensibility and urgency as to why they are being done precisely this 
way, precisely right now in relation to this art and the questions that it raises or 
proposes. And it is based on an ambition to go beyond the status quo.’13 

 

Such technical application of ‘curating’ informs a nefarious list of popular terms positing 

curators as ‘medium, midwife, DJ, agent, manager, platform provider, self-promoter and 

scout…’14, monikers that are dressed in the assumed business of ‘post-production’15, arguing 

what art ‘is’ in the display of the final object in the public sphere. However, the curatorial 

‘precision’ that Lind goes on to refer, which this commentary commits, is anchored in the 

informal and private spaces of artistic production, studying the ‘who, what, where, when, why, 

how’ of the collective formulation of artistic intent, gearing towards Irit Rogoff’s claim, that  

curating is an expansion of knowledge-nodes in community. Such practice (ie. the curating of 

minds and memory in the germination of an artistic work) understands curating as seeking to 

make a contribution, rather than enact representation, ‘… not to conclude or to act, but rather 

to speculate and to draw a new set of relations …’ supporting a realm of the curatorial that 

does not evince theory, philosophy or history, but rather how these ‘… arenas could greatly 

benefit from the modes of assemblage which make up the curatorial at its best, when it is 

attempting to enact the event of knowledge rather than to illustrate those knowledges’16. 

 
13 Maria Lind with Terry Smith, “Stirring the Smooth Surfaces of the World: The Curatorial and the Translocal,” 
in Talking Contemporary Curating: ICI Perspectives in Curating No. 2, ed. Terry Smith (New York: Independent 
Curators International, 2015), 321. 
14 Paul O'Neill, "Introduction," in Curating Subjects, ed. Paul O'Neill (London: Open Editions, 2011), 13.  
15 Maria Lind, "Performing the Curatorial: An Introduction," in Performing the Curatorial: Within and Beyond 
Art, ed. Maria Lind (New York: Sternberg Press, 2012), 12.  
16 Irit Rogoff, The Expanding Field, The Curatorial: A Philosophy of Curating (London: Bloomsbury Academic, 
2015), 45. 
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Again, however, the context of my conundrum looms large. By curatorially investing in 

knowledge-nodes of artistic relations it is absolutely crucial, as N’Gone Fall explicates while 

taking part in ‘Conscious Realities’ (See Appendix 2a.55-58), that such investment gives agency 

to their desire to be represented on their own terms. But how? It is not that my local 

community are utterly rendered void in their politically restricted public sphere, but to 

officially publicize their desire to experiment means to self-censor — or be doctored, 

monitored and cajoled into compromise. 

 

In knowing how Vietnam’s affective economy conjures a crisis in sustaining critical knowledge 

relations (see Chapter 2), evidenced in the lack of engaged institutional interdisciplinarity 

typically advocated by the museum, the university, the library, in a social landscape where its 

local cultural memory is buried or hidden, Irit Rogoff concurs that such absence of disciplinary 

knowledge systems can offer opportunity for alternate means of artistic learning, but that ‘… 

while such absences allow for a flexibility of operating and for the possibility of considerable 

invention, be it of archives or subjects or methodologies – there is an ongoing demand for an 

end product that coheres around an exhibition, around the act of revealing and concretizing, 

and that belies all the loosening that had gone into its curatorial operations.17’ In addressing 

this, what she refers as an opportune ‘epistemological crisis’, she argues curatorial labour can 

‘… rethink the very notion of platform and protocol… to further the shift from representation 

to investigation…. To rethink the relations between resources and manifestations’18.  

 

It is precisely this ‘epistemological crisis’ that motivates the heart of what makes this curatorial 

portfolio tick - the realm of the dialogical - in the excavation of integrity in artistic production 

and its situated knowledges. If artists are affectively hindered in the making and showing of 

their art, then I believe curators must nurture the intentions and ideas of artists towards 

strategizing solutions to perceived invisibility (such solution ranging from the installation of an 

exhibition that is on display for private audience only; the careful narrativization/collage of 

metaphor and poetry in an artwork’s content so as to elude the censors; or the classification 

of objects as ‘documentation’ and not ‘Art’, thus not requiring official license approval). Such 

curatorial address crucially explores what Glissant refers as ‘relation’, a process of change in 

 
17 Ibid. 
18 Ibid. 47. 



 
 

17 

imagination via a generosity in perception, an ‘errantry’ that is not about aimlessly wandering 

the world, but a knowing that we know why and where we are in the world, a (conceptual or 

physical) movement that is perhaps motivated by survival, but also a desire to go against 

expected norms, such ‘… duality of self-perception (one is citizen or foreigner) has 

repercussions on one’s idea of the Other (one is visitor or visited; one goes or stays, one 

conquers or is conquered). Thought of the Other cannot escape its own dualism until the time 

when differences become acknowledged’19. Engaging such difference in the context of this 

commentary necessitates creation of a dialogical space of ‘interlocation’ and ‘collective 

individuation’, following the respective thinking of Mikhail Bakhtin and Gilbert Simondon (See 

Chapter 2), which is powerfully activated in curatorial design of predominantly private and 

informal spaces of trust in speech, within listening, in silence, as witness. It is a collective space 

of learning, of locating one’s self in the embodied presence of another, situated in particular 

place and time. It is a collective realm of engaged invited community, from all manner of 

human worlds, in the building of trust in imagination that hones artistic argument towards 

that final representation of an artist’s intent – the artwork20.  

 

Such curatorial mode of facilitating the relation of artists - reminding my adopted local of their 

need to recall the immense comparative depth of their historical consciousness - has been 

crucial in the development of my curatorial practice. It is via my participation in, and critical 

contribution (as a Western museum-trained curator) towards the production and display of 

art by my local artistic scene in Saigon, that my internationally networked practice has re-

assessed its defaults of what constitutes curatorial labour, compelled by the resilience of 

artists, in continuing to want to challenge what can be displayed, under such socio-political 

restriction.  

 

 
19 Édouard Glissant, and Betsy Wing, Poetics of Relation (Ann Arbor: University of Michigan Press, 1997), 17. 
Publisher description http://www.loc.gov/catdir/description/umich051/97006997.html. 
20 Whilst it perhaps obvious that artistic practice has greatly contributed to the pedagogical realm of 
the history of art education (think the influence of ‘Black Mountain College’ as one of the first liberal 
arts institutions in the USA; or Rabindrananth Tagore’s ‘Santiniketan’ school in India as the first in Asia 
to re-assess the impact of colonial structures of education on the arts in the instituting of a practice-
based relationship to land and rurality); this commentary however, is anchored in the sphere of the 
curatorial and the impact artistic method engineers on its labor, rather than an exploration of artistic 
educational disciplinary method per se - though a study of curatorial labor as pedagogical instruction is 
worthy of further study, particularly from zones of political poverty.  
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Art ecology as border thinking 

In commenting on the birthing of curating in Southeast Asia (c. 1970s) and the socio-political 

moments these newly independent economies faced in their striving to articulate the ‘nation’ 

(which often instrumentalized the space of the museum), Patrick Flores notes the power of 

curatorial intervention, 

‘The issue in the case of curatorial history is that the modes of display constitute the 
artifice itself, with the curator as site of artistic agency. “Display” or the act of making 
art visible, therefore, becomes a context, not only because it is the environment within 
which art makes sense; but also because it enables the social practice of art to be a 
communicative event, to assume sensible sociality’21 

 

It is this nebulous zone of ‘sensible sociality’ that this commentary specifically addresses, 

experientially aware that such ‘making art visible’ to an unknown public in Vietnam, demands 

particular political strategy and foresight. Flores further notes, 

 
‘Curatorial agents emerge within interesting contexts of social unrest arising from 
tension between citizens and authoritarian regimes, largely a turning away from 
institutional habits and a moving towards a conception of an alternative creative 
sphere at the frictive fringes of law and freedom’22 

 

It is to this historical phenomenon of curatorial emergence on such ‘frictive fringe’ that this 

commentary is anchored, seeking to deepen the purview of what that creative sphere is 

motivated by, and must undertake, in order to survive. It is a sphere that in its local may be 

determined alternative (operating with its own value system outside the official 

governmentality of art), however I would argue their initiatives a parallel ecosystem to the 

dominant hegemonic systems of the globality of art — for they continue to seek validity by re-

linking to its dominant gaze. Walter Mignolo speaks of the necessity to ‘de-link’ from the 

injustice of the narratives that control our reality (eg. Capitalism, Communism), that we must 

‘re-exist’ by finding our own place in our own local histories that have been disavowed, and 

that then we must ‘re-link’ with the ‘…legacies one wants to preserve in order to engage in 

modes of existence with which one wants to engage’23. Such decolonial method (See Chapter 

 
21 Patrick D. Flores, Past Peripheral : Curation in Southeast Asia (Singapore: NUS Museum, 2008), 25. 
22 Ibid, 180.  
23 Walter D. Mignolo, "Coloniality Is Far from over, and So Must Be Decoloniality," Afterall Journal 43 (2017), 
https://www.afterall.org/article/coloniality-is-far-from-over-and-so-must-be-decoloniality. 
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3) ‘… focuses on changing the terms of the conversation and not only its content’24, thus, the 

urgency to collectively form art ecologies that are dialogical in recall of their historical 

consciousness, in order to nurture agency in the crafting of appropriate signs and symbols that 

dignify such artistic representation.  

 

This follows what Mignolo terms ‘border thinking’, embracing the struggle of dwelling in the 

presumed margins of the ‘colonial matrix of power’25, as the necessary epistemological 

challenge of hegemony – in my case, the lived wrestle between a perceived ‘lack’ and 

‘abundance’; setting up different coordinates of default in cultural comparison that 

complicate the presumed cause and effect of our current social worlds; towards a 

redetermination of purpose (and thus labour) in the sharing (and inheritance) of cultural 

memory and its myriad materiality. But this troubling of ‘default’ as a museum-trained 

curator, in the context of Art and its insatiable global circulation, is with innumerable pot-hole 

(ie. such ‘default’ often relegating comparison to what is known, as opposed to unknown; 

demanding comparative gaze in a direction that satisfies the market, the funder and so on). I 

wonder how the dwelling of such infrastructural fragility can offer practicable insight 

(solution?) to the vast differences between facilitating and connecting, an ‘upstairs’ and a 

‘downstairs’ (See Chapter 4). For the value systems of aesthetic judgement in the world of Art 

are still led by the financial infrastructures of the colonial matrix - its museums, universities, 

benefactors, foundations, collectors, biennales - predominantly holding the trump cards of an 

artist’s road map to success.  

 

And what is this success? This is success built upon such edifice of ecology and its gatekeeping 

of access to visibility. To be an artist that is extensively exhibited (ie. within art institutions of 

Western repute), critically discussed in written and spoken form (ie. in English), collected by 

public collections (ie. museums) is the dominant art world’s value assessment of international 

success; which is in tandem, tethered to an increase in market price (ie. a complex network of 

vying commercial gallery where local expertise usually always lucks out to the foreign blue-

 
24 Walter D. Mignolo, "Geopolitics of Sensing and Knowing: On (De)Coloniality, Border Thinking and Epistemic 
Disobedience," Postcolonial Studies 14, no. 3 (2011): 275, 
https://dx.doi.org/https://doi.org/10.1080/13688790.2011.613105. 
25 Walter Mignolo, The Darker Side of Western Modernity : Global Futures, Decolonial Options, Latin America 
Otherwise: Languages, Empires, Nations (Durham: Duke University Press, 2011), 16-17. 
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chip). For the aforementioned geographies that I am situated and care about the most, such 

success, such visibility, is accrued far-far-away from the lived realities of its sites of artistic 

production. 

 

Questions 

This commentary, via study of my Vietnamese artistic community, thus asks: 

+ What is curatorial labour within communities whose histories/beliefs/identities are officially 

repressed? 

+ What lessons can curators learn from studying artistic methodologies within such a context? 

+ Why do such circumstances demand scrutiny of the privileging of the visible within the global 

systemization of Art and its value judgements? 

+ What innovations, or parallel models, to the global exchange ecology of Art, can be thus 

proposed? 

 

Chapter 1 gives insight to the birthing of a contemporary art landscape in Vietnam and the 

impetus of its independent art scene (ie. operating outside the official regulations of the 

Vietnamese Ministry of Culture), outlining the advantages and disadvantages of public and 

private spheres of cultural activity under ideological imprimatur; with reference to David Teh 

and Patrick Flores amongst others, on how artists (often wearing the hat of curator) have 

created space for experimental thinking, working with specific artistic strategy: explored via 

the essay ‘The Collective Development of Contemporary Art in Vietnam: A Critical Struggle to 

be Independent’ (See Appendix 1). 

 

Chapter 2 unpacks the impact of socio-political restriction on the production and display of 

artistic practice as an affective landscape, informed by Sara Ahmed, giving insight to what such 

context looks and feels like for my community. It outlines an alleviation of symptoms via 

specific curatorial interactive design of intelligence, following Mikhail Bakhtin and Gilbert 

Simondon’s respective ‘dialogical’ and ‘collective individuation’ theories of human 

subjectivity, where private activities relied on the collective talking and listening and ‘inter-

locating’ of historical consciousness: explored via the international curatorial project 

‘Conscious Realities’ (See Appendix 2, 2a). 
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Chapter 3 gives outline to the implications/instrumentalization of an artwork’s 

institutionalized interpretative display, what Tom Holert asserts as art’s shaping of the 

‘political economy of knowledge’, in comparison to the dialogical excavation of an artist’s lived 

experience, exploring how their methodologies evince what Patrick Flores infers as ‘non-

knowledge’, or what curators LIR (Indonesia) and Kittima Chareeprasit  (Thailand) alternatively 

define as ‘local embodied knowledge’ – a situated multiplicity of belief, language and memory 

in particular time and place that challenges hierarchical scientific discipline. Such slippage 

between perceptions of the real and the fictive/spiritual/folkloric in artistic production is 

curatorially highlighted as a localized political imagination, its activation a building of effective 

translocal terminology and intelligence as responsive soft-infrastructure for the arts: explored 

via ‘Pollination’ (See Appendix 3). 

 

Chapter 4 highlights the intangible labour of artists, conveyed in their dialogical re-assessment 

of the communities, histories and objects they collect and care for, impressing the mode of 

friendship as key resilience that binds and sustains artistic methods, particularly in sites of 

political poverty. Such ethos is demonstrated in the development of contemporary art in 

Vietnam, since 1975, challenging the writing of an art history according to an artist’s exhibition 

history, as opposed to the history of artistic exchange in practice, art historically supported by 

Roger Nelson: explored via the essay ‘Practicing Friendship: Respecting Time as a Curator, and 

the curatorial project and accompanying essay, ‘Spirit of Friendship’, surveying 22 artist-

groups in Vietnam (See Appendix 4a, 4b, 4c). Such responsive curatorial praxis to the limits of 

artistic visibility in such clime is mapped as not only pivotal to my work, but also my peers in 

the Global South, who similarly endure socio-political limits in the generative building of a 

social and cultural ecology for the arts that critically nurtures networked intelligence of artistic 

methodology: explored via ‘The burden (?) of artistic visibility in Vietnam today: The dilemma 

in measuring artistic and curatorial success by an exhibition history’ (See Appendix 4d). 

 

In concluding this commentary, I argue why it is necessary to ask of where an artwork begins 

and ends in the interest of building transnationally translocal sustainable arts infrastructure 

that ethically connects and cares for the diversity of its producers and their non-uniform 

contexts of production, thus challenging the privileging of the visible in the global 

systematization of Art.  
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CHAPTER ONE 
SUSTAINING CONTEMPORARY ARTISTIC PRACTICE - THE SIGNIFICANCE OF INDEPENDENT 
ARTIST-INITIATIVES IN VIETNAM 
(See Appendix 1) 
 
The ethical deliberation of artistic production and its display has taught me much, learning 

greatly from the artistic resilience in my midst, inspired by how artists problem-solve the 

innumerable obstacles that arise in their desire to be aesthetically critical with their social-

political historical realities. In Vietnam, I argue this has taken great collective work to ensure 

‘the fragmentation of artistic motivations from ideological purpose to commercial output’26 

does not erase individual motivations of what it means to be an artist.  

 

In ‘The Collective Development of Contemporary Art in Vietnam: A Critical Struggle to be 

Independent’ (See Appendix 1) I outline how, for a small yet significant artistic community in 

Vietnam, the desire to create in response to lived experience27 has fueled the artistic 

determination to build supportive independent arts infrastructure for experimental artistic 

practice in Vietnam; to which artist-initiated entities ‘Nhà Sàn Đức’ or Nha Sàn Studio, in Hanoi 

(now known as ‘Nhà Sàn Collective’, established 1998) and ‘Sàn Art’ in Saigon (established 

2007) are particularly emblematic with differing approach. I emphasize the term 

‘independent’ in this essay, referring to a fragile art scene who understands ‘… any form of 

experimentation with concepts and mediums (is) deemed an exploration of an independent 

spirit and thus, above all… deemed counterproductive to the realization of a unified 

Vietnam.’28 When I first started researching the Vietnamese art scene in 2004, I was struck by 

the number of artists who introduced themselves as ‘independent’ artists, their email 

signatures (and occasionally name cards) proud of such claim. Upon questioning such title, 

they explained they are experimental artists who seek to explore beyond what is officially 

taught and touristically marketed. To be ‘independent’ was to embrace the conceptual realm 

of such mediums as installation, performance, video, or new media (not taught within official 

 
26 Zoe Butt, "The Collective Development of Contemporary Art in Vietnam: A Critical Struggle to Be 
Independent," in After Darkness Comes the Light: Art in the Wake of History (New York: Asia Society, 2017), 66. 
27 Artist/co-founder of Nhà Sàn, Trần Lương shares: ‘After the war, government-subsidized field trips on social 
care were more or less picnics for lazy artists… (called) ‘field trips’, they were no different from sitting in the 
artist’s studios, making up the works because ‘reality’ was censored. Almost all works were optimistic and the 
true breath of life was not reflected in art and culture’. Ibid. 65 
28 Ibid. 66 
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arts educational curricula) with many choosing to discuss topics considered sensitive by the 

State such as sexuality, religion or revisionist histories, to name but a few. 

 

Independence and the private sphere 

Thinking comparably within the region, David Teh refers to the ‘autonomous’ status of 

Ruangrupa29 (an influential artist collective in Jakarta established in 2000, also curators of 

dOCUMENTA15) as championing the artistic space beyond the confines of local collecting 

institutions and commercial rubrics30. However, within Vietnam, such infrastructure remains 

nascent, thus to be considered autonomous as an artist (framed in the Vietnamese context as 

‘independent’) is an entirely other kind of politics, which Nora Taylor alludes flourished in ‘… 

private homes … free of the requirements set forth by the government that permitted 

exhibitions only with the government’s authorization’31.  

 

The historical site of independent artistic experimentation in Vietnam is predominantly the 

informal gatherings of makers in residential spaces legally categorized as ‘private’. Such 

gatherings are invitation-only (extended via social media, printed invitation, text message) 

within like-minded known community, with no announcement of such gathering on official 

media (ie. organizational website; online or offline news agency, television or radio). In 

contrast, where public events were/are desired with audiences not known, where official 

media is utilized/sought for promotional purpose (ie. seeking more than five people on a single 

premise, whose host is a private citizen or a commercially registered entity), a government 

license is required whereby all content (textual, visual, artistic) must be detailed in size, design, 

concept, alongside the activity’s purpose, location, schedule, participants, duration and 

promotion – all of which must be submitted for approval, in Vietnamese, to the Ministry of 

Culture / Information & Communication. To be public is to be seeking the attention of the 

masses, and under such rubric, terms such as ‘exhibition’, ‘lecture’, ‘artwork’ are of particular 

 
29 "Ruangrupa," accessed 24 August, 2022, https://ruangrupa.id/en/  
30 See David Teh, "Who Cares a Lot? Ruangrupa as Curatorship," Afterall: A Journal of Art, Context and Enquiry 
Afterall: A Journal of Art, Context and Enquiry 30 (2012). See David Teh, Where Monsoons Meet: Curatorial 
Currents in Southeast Asia, Afterall: Artist as Curator Symposium (Central St. Martins, London: 
https://www.afterall.org/article/artist-as-curator-symposium-where-monsoons-meet-curatorial-currents-in-
southeast-asia-by-d, 2013).  
31 Pamela N. Corey Nora A. Taylor, "Doi Moi and the Globalization of Vietnamese Art," Journal of Vietnamese 
Studies 14, no. 1 (2019): 11, https://dx.doi.org/https://doi.org/10.1525/vs.2019.14.1.1. 
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scrutiny in the visual arts (such mode deemed sensitive for their ability to spread information 

that may potentially misrepresent the State to the People). What is most critical to consider 

in light of this commentary is precisely how this understanding of ‘private’ space as site for 

conceptual artistic experiments in Vietnam – acts organized as ‘independent’ – continues to 

struggle in its quest to re-assess lived experience. 

 

In ‘The Collective Development of Contemporary Art in Vietnam’ I give window onto this 

‘how’, giving outline to the impact of two particular artist-initiatives and their collective 

strategies in sustaining Vietnam’s artistic community (since the early 2000s) in the face of 

educational lack and government interference - such independent spirit evident in Nhà Sàn 

Đức choosing to predominantly nurture the practices of its artist members, keeping a private, 

flexible, and un-official status of organization in its delivery of local and foreign cultural 

practice (not registering as a business with the Vietnamese authorities, its activities running 

on a volunteer basis). Whilst on the other hand, Sàn Art sought to publicly express their desire 

as Việt Kiều32, to connect and deepen their shared historical memory with their Saigonese 

community in its delivery of also, international comparative cultural practice (thus officially 

registering their activities with business license and legally employing its staff). These two 

particular entities demonstrate a commitment to artists in purpose and mission, for building 

general public appreciation for art under such political surveillance and economic 

circumstances was not of priority, rather the nurturing of artistic practice and its commitment 

to self-critical / cultural / historical reflection was of prime concern. The facilitation of such 

consciousness was achieved by artists supporting artists, individuals stepping in as curators 

and art infrastructure builders in an attempt to sustain and argue their cultural and social 

relevance.  

 

The artist as curator/infrastructure builder in Southeast Asia 

The phenomenon of the ‘artist -curator’ holds particular historical significance in Southeast 

Asia for its contribution to the development of a contemporary art across the region, what 

 
32 ‘… at the time this term [Việt Kiều) for overseas Vietnamese had a derogative connotation, implying that 
they were traitors – was a particularly alienating and awkward social identity…’ See Butt. ‘The Collective 
Development of Contemporary Art in Vietnam’, 67-68. 
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David Teh describes as the ‘… professional norm, rather than hybrid exception33’. Seminal 

artist/curators of the 1990s, such as Roberto Chabet in The Philippines; Apinan Poshyananda 

in Thailand and Jim Supangkat in Indonesia were critical figures in activating/historicizing the 

characteristics of a ‘contemporary’ art in their locale (indeed, to some extent, that of the 

region) via curated projects for university/foundation/publishing infrastructures34. In Vietnam 

however, while the artist was similarly responsible for facilitating an awareness of the 

’contemporary’, it was a curatorial mode given capacity not via such official spaces, but rather 

via singular artists taking on curatorial responsibilities in generating experimental exhibitions 

within the informal operations and spaces of independent artist initiatives35.  

 

How such individuals and initiatives gave capacity to the curatorial mode is of central concern 

here. In the case of Nhà Sàn Đức, they officially declared their activities as ‘art in process’36, 

as opposed to generators of ‘exhibitions’. While such terminology was a means of deterring 

government scrutiny, it was not by any means a misnomer - mentoring artistic experiments in 

the process of production being a core signature of their activities. For example, artist and co-

founder of Nhà Sàn Đức, Trần Lương, is well-known for his coaching of artists in the production 

process of art, encouraging articulation of the conceptual link between idea and material, 

engaging comparative expertise/example in demonstrating the relevance and impact of site 

specificity in the staging of contemporary art, whilst encouraging artists in their excavation of 

local historical memory/ritual/belief – such teaching not present in State arts educational 

curricula. 

 

 
33 See Teh. ‘Where Monsoons Meet: Curatorial Currents in Southeast Asia”.  
34 See the Roberto Chabet Archive which holds Chabet’s writings, exhibition notes and personal photographs, 
since the 1960s, reflecting his influence as artist/lecturer/curator at the University of the Philippines College of 
Fine Arts: Roberto Chabet Archive (https://aaa.org.hk/en/collections/search/archive/roberto-chabet-archive: 
Asia Art Archive).; Asia Society Galleries Apinan Poshyananda, Contemporary Art in Asia : Traditions, Tensions : 
India, Indonesia, Philippines, South Korea, Thailand (New York: Asia Society Galleries, 1996).; Jim Supangkat, 
Indonesian Modern Art and Beyond (Jakarta, Indonesia: Indonesia Fine Arts Foundation, 1997). 
35 Artist Trần Lương became well known as the organizer/leader of much of Nha Sàn Đức’s first decade of 
exhibition activities (to which his own work formed part); while at Sàn Art each artist-founder curated-in-turn 
exhibitions of local artists (which did not include the art of the curator). It is worth pointing out that much of 
Nha Sàn’s history of exhibitions is without critical written reflection, a direct consequence of artists curating 
artists (thus their ‘speech’ utilizes the visual as opposed to the textual). 
36 Bui Kim Dinh highlights the Vietnamese Ministry of Culture’s differentiation between the terms ‘exhibition’ 
and ‘display’, pointing out Nha Sàn Đức’s claiming of ‘art in process’ as a means of deterring official scrutiny. 
See Ian Tee, "Conversation with Vietnamese Curator Bui Kim Dinh," Art and Market (Singapore)2020, 
https://www.artandmarket.net/dialogues/2020/9/18/conversation-with-vietnamese-curator-bui-kim-dinh.  
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  #1 

  #2 

Figure 1: Trần Lương (artist/curator, Nhà Sàn Đức) leading an artist workshop at Nha Sàn Đức, Hanoi. 2009 © 
Nhà Sàn Collective 
Figure 2:  Jay Koh (artist/curator, Myanmar) sharing his artistic strategies of ‘artist-led participatory process’ with 
artists of the Nha Sàn Collective community, Hanoi, 2018. © Nhà Sàn Collective 
 
 
Nhà Sàn’s predominantly successful deterring of official attention by laying claim to their work 

as ‘process’, lies in stark differentiation to the mandate of Sàn Art, to which I claim its ‘… 

organizational stance would have significant impact on its sustainable operations…’37. In ‘The 

Collective Development of Contemporary art in Vietnam’, I underscore the advantages and 

disadvantages of Sàn Art’s making official (and thus visible) its engagement with foreign ideas 

and funds, believing the only way to reform government perspectives on what ‘contemporary’ 

art can be is by directly engaging their systems38, to which I argue ‘one key disadvantage being 

 
37 Butt. ‘The Collective Development of Contemporary Art in Vietnam’, 69. 
38 Sàn Art insists on not participating in the practice of bribery, a common syndrome across the country when 
engaging all levels of government. This refusal would also prove difficult in San Art’s seeking official approval 
for various artistic forms of expression not applicable to government systems of the categorization of art. 
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increased visibility of Sàn Art’s programs – our talks, artist critiques, exhibitions, and reading 

room – becoming targets for the Cultural Police’.39  

 

#3 

 #4 

Figure 3: ‘Pupils’ 2011 by artist Phan Quang. One of 11 of 13 photographs censored for his ‘Space/Limit’ solo 
show, Sàn Art, HCMC, 2013. ©Phan Quang 
Figure 4:  The government permitted the bamboo cage that was built around the internal and external gallery 
spaces of Sàn Art. Ironically the audience experience of being ‘caged’ was allowed, but not the representation of 
its occurrence. © Sàn Art 
 

The socio-political consequences of making the work of artists ‘visible’ in Vietnam prompted 

the biggest shift in my understanding of what it means to curate. In departing employ of public 

state institution, where my labour was consumed by the research, receipt and display of an 

artwork; to leading artist-driven independent infrastructure in a politically-compromised 

context with no comparative arts educational curricula, it became crucial to attend to the 

nurturing of artistic practice and its vocation, which in turn compelled my closer study of the 

purpose, role and agency of the practice of curators as facilitators of such labour.  

 
39 Butt, "The Collective Development of Contemporary Art in Vietnam: A Critical Struggle to Be Independent," 
in After Darkness Comes the Light: Art in the Wake of History, 71. 
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CHAPTER TWO 
THE AFFECTIVE ECONOMY OF ART — EMBODYING THE DIALOGIC 
(See Appendix 2a, 2b) 
 
Living and working in Vietnam has made the struggles artists face in their chosen sites of 

production particularly apparent, often as consequence of their address of specific histories, 

or phenomena, that are of great political sensitivity – such as the destructive famine of 

Northern Vietnam (1944-45) during Japanese occupation (evidenced in the work of Thao 

Nguyen Phan40) and the plight of Vietnamese wives left in the wake of their exodus (Phan 

Quang41); the role and presence of the boat-refugee generation in defining a Vietnamese 

national identity (Ly Hoang Ly42); the state-less, post-war Vietnamese community floating on 

Cambodia’s Tonle Sap (Nguyen Thi Thanh Mai43); or the clandestine exploitation of 

endangered animals for the sake of spiritual reincarnation despite ideological prohibition 

(Tuan Andrew Nguyen44), to name but a few. Such artistic re-assessment requires great 

courage, which often incurs anxiety, fear, anger, doubt and at times, trauma, in their artistic 

deliberation of what can be presented as fact or fiction. For the public realm of Vietnam, such 

art is often self-censored; at worst, resulting in the official display of compromised artworks 

(and even on occasion consequentially followed by personal prolonged political surveillance 

by the Cultural Police).  

 

Such disenfranchised socio-political context has deepened my awareness of the habitual ways 

emotion is embedded in the relationships we assume with power and authority, that such an 

affected landscape is reliant on the repetitive circulation of potential harm, a fear of personal 

reprise hinged on the penalties others have faced for their picturing / vocalizing / performing 

a challenge to the official status quo. Sara Ahmed in her study of emotion speaks of the 

necessity to understand the ‘reading’ of ‘contact’ between object and subject: our attribution 

of feeling to an object (the ‘reading’) as dependent on the nature of our encounter (the 

‘contact’) with that object and the impression it leaves of it, and of ourselves. She highlights 

 
40 "Mute Grain," Thao Nguyen Phan, accessed 22 August, 2022, http://www.thaonguyenphan.com/mute-grain. 
41 "Re/Cover," Phan Quang, accessed 22 August, 2022, phanquangartist.com/re-cover/. 
42 "Boat Home Boat," Ly Hoang Ly, accessed 22 August, 2022, http://www.lyhoangly.com/boat-home-
boatpublic-art/. 
43 Nguyen Thi Thanh Mai, "Day by Day," Vietnam Art Archive, accessed 22 August, 2022, 
https://vietnamartarchive.vn/artworks/day-by-day-project/. 
44 "My Ailing Beliefs Can Cure Your Wretched Desires," Tuan Andrew Nguyen, accessed 22 August, 2002, 
https://www.tuanandrewnguyen.com/myailingbeliefs.  
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the phenomenon of affect as psychologically and cognitively experienced, observed, 

instructed and not an innate state of being (a child is not born knowing to fear a bear), stating 

‘Fear shapes the surfaces of bodies in relation to objects’, that such impressions are 

‘dependent on histories that remain alive insofar as they have already left their impressions’45. 

For example, in the opening preface, I share how Đạt Vũ pleaded with me for the inclusion of 

one of his 60 photographs (see Fig. 5) that was deliberately omitted from the license request 

for approval, as we were both aware of the sanctity of the propagandist message in this 

photographed scene. 

  

 #5 
 
Figure 5: Đạt Vũ ‘Untitled 39’ from ‘Muted Conversations’ (2016 – ongoing). Inkjet print on paper. Dimensions 
variable. The message of the propaganda poster in the rear of this photograph reads: ‘Toàn Đảng, toàn dân, toàn 
quân thi đua lập thành tích chào mừng cuộc bầu cử đại biểu Quốc hội khóa XIV và đại biểu Hội đồng nhân dân 
các cấp nhiệm kỳ 2016-2020! (The entire Party, people and army are emulating to celebrate the election of 
deputies to the 14th National Assembly and People's Councils at all levels for the 2016-2020 term!) © Đạt Vũ 
 
In this image taken in a rural locale, a Communist government poster in social-realist style sits 

in the rear. Its ideological slogan heralds the union of the people, the Party and its army, in 

celebrating the ‘election of deputies to the 14th National Assembly and People’s Councils’. It 

is a message found illustrated across the country’s metropole and rural village every five years, 

rallying the nation to election46. To craft a photograph that hints such system is not only 

burning, but that it is akin to a pile of garbage is a dangerous rebellious message, and my own 

 
45 Sara Ahmed, The Cultural Politics of Emotion (New York: Routledge, 2015), 8. 
46 The 2021 term uses similar language: ‘Guidelines on propaganda for the election of deputies to the 15th 
National Assembly and People's Councils at all levels for the 2021-2026 term’. See https://tuyengiao.vn/tu-
lieu/huong-dan-tuyen-truyen-cuoc-bau-cu-dai-bieu-quoc-hoi-khoa-xv-va-dai-bieu-hoi-dong-nhan-dan-cac-cap-
nhiem-ky-131814 
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fear in being personally and professionally associated with such attitude arose not only 

because of my staff’s anxieties, but that I understood such ideological ethos as governmentally 

instrumentalized as a form of social control and that its perpetual circulation infers its political 

importance (even the roaming community radio on the streets of the country blast such 

Communist message near daily at this time). Following Ahmed, the ‘object’ here is not only 

the artwork, but the poster it inflames; my ‘contact’ with official online news media 

particularly insidious for their denigrating crimes against the State by various blogger, law-

maker, journalist for their daring to proffer differing perception of government regulation, 

highlighting the ensuing surveillance their families suffered47 (thus I was incredibly wary of the 

impact such showcase would have on the The Factory and its community; indeed the arrival 

of the Cultural Police with officials from the Department of Public Security, the morning 

following this exhibitions’ opening, alarmingly revealed to me that not only was my Founder 

being interrogated, but also her husband, a prominent Vietnamese banker, was also 

consequently under scrutiny). Ahmed refers to such circulation of emotion as an ‘affective 

economy’,  

 

‘… insofar as psychoanalysis is a theory of the subject as lacking in the present, it offers 

a theory of emotion as economy, as involving relationships of difference and 

displacement without positive value. That is, emotions work as a form of capital: affect 

does not reside positively in the sign or commodity, but is produced as an effect of its 

circulation.’48 

 

So, what does this affective economy look and feel like within my Vietnamese artistic 

community? It is a landscape of hesitation with artistic intent, a debilitating subconscious 

denial (fear?) towards knowledge making - a consequence of not being encouraged to critically 

explore one’s relationship to reality, where fear of the State and its wariness of individual 

opinion thus wields control via propagandizing social norms. 

 

 
47 See Vietnam Department of Public Security, "Detention of Blogger ‘Mother Mushroom’," 10 October, 2016, 
accessed 22 August 2022, https://vietnamnet.vn/bat-tam-giam-blogger-me-nam-333295.html.; Danh Trọng, 
"Pham Thi Doan Trang Was Sentenced to 9 Years in Prison," 14 December, 2021, accessed 22 August 2022, 
https://tuoitre.vn/ba-pham-thi-doan-trang-bi-tuyen-phat-9-nam-tu-20211214151051676.htm.   
48 Ahmed, 45. 
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Such ‘affective economy’ of the arts in Vietnam is controlled by a complex web of polite and 

in-direct social discernment. For example, in an artistic landscape with few spaces to 

experiment, pro-active artists and curators often approach private enterprise for support, and 

while interest may be gauged, few are willing to sponsor/host anything beyond what is 

decorative in subject-matter, for fear they may jeopardize their reputation/community 

relations. If you seek to independently publish (eg. a zine, a personally designed book, a 

community gazette), increasingly private printers will refuse to accept the job for fear of 

government fine for printing what is not licensed. As a moving-image maker seeking to shoot 

a location in a rural or urban locale, a government license must be sought detailing purpose, 

subject and means of distribution ensuing content; while the prominence of the art market is 

extolled in State media as the benchmark value of an artistic practice, whereby value is far too 

often determined by domestic sale price point alone, rather than an artist’s message-making. 

In the popular realm of cultural tourism, if you fly Vietnam Airlines, you will find its in-flight 

‘Heritage’ magazine repetitively celebrating the eternal in its features on Vietnam’s natural 

and cultural wonders49; its fashion industry extolling femininity as decorative (ie. passive) via 

the timelessness of the country’s national dress - the áo dài50. Questioning how ‘heritage’ or 

‘fashion’, engages the contemporary from a global comparative perspective is difficult to find 

(at times controversial51) in the cultural and educational realm (eg. ‘Fine Art’ university 

departments are licensed as ‘technical’ institutions, the teaching of comparative history – thus 

concept – not permitted).  

 

Conversely, this ‘affective economy’ is wielded by the control of social memory as a fixed, even 

absent state: evidenced in the eviction of Cham burial sites (left unmarked); the violent impact 

of famine as a result of Japanese occupation in the 1940s (not taught in educational curricula); 

the unrecognized population of Vietnamese women who married French/Senegalese soldiers 

during French occupation (whose children find themselves with descendants in Dakar); the 

 
49 See "Heritage," Vietnam Airlines, accessed 22 August 2022, 
https://heritagevietnamairlines.com/en/puplications/. https://heritagevietnamairlines.com/en/publications/ 
50"Ao Dai Week 2022 to Take Place from March 1-8," The Voice of Vietnam, 3 March, 2022, accessed 22 August 
2022, http://vwu.vn/tin-chi-tiet/-/chi-tiet/-034-ao-dai-week-034-year-2022-to-take-place-from-march-1-8-
45025-4807.html.  
51 Fashion designer Thuỷ Nguyễn was criticized for her design of an off the shoulder aodai, showcased at a 
Vietnam Culture Day in Rome in 2015. See "Dolla Merrillees in Conversation with Thuy Nguyen," in Thuy 
Nguyen: An Everyday Dream (Forthcoming), ed. Zoe Butt Le Thuan Uyen (Ho Chi Minh City: The Factory 
Contemporary Arts Centre, 2022).  
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lack of written context of artwork in museum display (due to lack of scholarly expertise and 

permitted comparative study); the absence of magazine or journal of cultural editorial critique 

(thus rendering invisible experimental art forms that dare to question cultural traditions - a 

political ploy to limit critical public debate) where publicly-accessible/university library rarely 

holds comparative text on the humanities (and particularly not in Vietnamese). 

 

I am compelled by the implications of such an affectual landscape on an artist’s ability to 

sustain and speak of a historical consciousness, aware that my own curatorial situatedness 

within such an oppressed cultural context must dialog (often also whilst self-censoring) with 

this ideologically governed society whose officials deem the narrativizing effect of an artwork 

(no matter how ephemeral or abstract) a ‘contact’ that must be closely monitored for its 

perceived ability to galvanize social change.  Such affective economy posits the ‘independent’ 

artist and its supportive community as the Other, a presence to be suspicious of for their 

potential challenge of State control, thus the surveillance of civilian clothed ‘Cultural Police’ - 

the watch-dog of the Ministry of Culture (previously titled the ‘Ministry of Propaganda’). For 

the independent artist, their ensuing fear of the State inculcates social isolation and alienation 

with their artistic practices – by daring to add collage to the image and memory of their 

culture, are they automatically considered a pariah of the nation by Vietnamese society at 

large? To what end can they effectively intervene in the binding of bodies in fear as the mode 

to which ideas of the nation are wrought? 

 

Dialogically re-connecting historical consciousness 

In light of this highly surveilled and affected visible landscape, I conceived the multi-

dimensional project ‘Conscious Realities’ (2013-2016) (See Appendix 2a, 2b) with Sàn Art, 

which took the discursive format as its modus operandi. Knowing that funders require public 

promotion of sponsored programs, in addition to understanding the Cultural Police would be 

looking to the Ministry of Culture to confirm our current (thus licensed) activities, a curated 

series of public and private activities were realized - these private undertakings being of 

particular study in this commentary for they sought artistic proximity with the doubt and fear 

in how we do things, why we do things, where we do things; engaging the emotively subjective 

realm in the production of art as a critical site of experimentation in motivation, ideas, attitude 

and form.  
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Collaborating with various local organization as hosts - composed of guest lectures, 

workshops, a residency program, group critiques, a publication, three public exhibitions and 

an online video-art festival – ‘Conscious Realities’ unpacked Vietnam’s presence in the 

histories and contexts of the globalizing souths52. Taking place in Saigon, inviting key 

intellectuals and artists of diverse interdisciplinary backgrounds from this previously colonized 

geography, Sàn Art and select core participants53 spent time talking, listening and making, 

undertaking particular reading in preparation for workshop discussions, recording words and 

concepts in the critical re-assessment of three themes surrounding: 1) the role of mythmaking 

in art; 2) the impact of the social sciences in historical readings of culture; and 3) the 

motivations of movement in materiality and peoples across this diverse geography. The space 

of informal dialog – the university performance theatre, the gallery-cum-seminar room, the 

residency studio, the lounge-room, the downtown bar, amongst others - were all utilised in a 

casual atmosphere, with the majority of this discussion taking place privately, working across 

at least two languages (predominantly Vietnamese and English).  

 

In inviting artists near and far, to share their methodologies, mentally walking the journey of 

their tussling with concepts, materials, techniques and historical/theoretical concerns, I 

witnessed how such a dynamic oral space with such guests, in conversation with invited 

community, can build and activate what Karl-Ernst Jeismann defines as ‘historical 

consciousness’, ‘… the relationship between our interpretation of the past, understanding of 

the present and perspectives on the future’ whereby ‘historical consciousness is what we use  

to create meaning in history’54.  

 
52 Within ‘Conscious Realities’, the term ‘globalizing souths’ embraced Latin America, Africa and Asia (though 
the Middle East and Oceania are also deserving of such study). My phrasing ‘globalizing souths’ is an attempt 
to embrace the diaspora of peoples hailing from predominantly previously colonized geographies 
acknowledging the deterritorialization of geo-political divides in today’s era of mass enforced migration; 
extending Anne Garland Mahler’s thinking ‘… the Global South may productively be considered a direct 
response to the category of postcoloniality in that it captures both a political collectivity and ideological 
formulation that arises from lateral solidarities among the world’s multiple Souths and moved beyond the 
analysis of the operation of power through colonial difference towards networked theories of power within 
contemporary global capitalism’. See Ann Garland Mahler, "Global South," Oxford Bibliographies, accessed 
October 25, 2017, https://www.oxfordbibliographies.com/view/document/obo-9780190221911/obo-
9780190221911-0055.xml?rskey=eMzKAW&result=16. 
53 An annual ‘Open Call’ across Vietnam sought up to 15 participants for ‘Encounter’, a two-year program of 
guest lectures and workshops as part of ‘Conscious Realities’. Participants hailed from across the country and 
consisted of not only artists, but social workers, architects, designers, historians, writers and more.  
54 See R. Thorp, "Deconstructing Karlsson, Part 1: Historical Consciousness," Hist. Encounters Historical 
Encounters 4, no. 2 (2017): 2-3, 
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I am particularly compelled by Klas-Göran Karlsson’s reading of Jeismann’s work who states 

‘Through our historical consciousness we gain an insight that we are part of social and cultural 

communities with historical dimensions and that we have a role to play in these communities’ 

whereby historical consciousness is ‘… the basis of orientation, sense-making, and identity 

construction’55. 

 

What I learnt from ‘Conscious Realities’ was the power of artists (not just their artwork) in 

transmitting such historical consciousness – a lived experience that was emotively attune, 

anchored to site/s, comparably sensitive to the differing social clime of past and present. In a 

landscape of little individualized introspection on artistic motivation and purpose, my 

Vietnamese audiences were in wonder, a consequence of our guests sharing how and why 

they work, their power being the contextualized navigation of knowledge on their own terms, 

respectful of their own communities. Their informal ruminations on their own practices – a 

deeply personal and often at times, emotional connection to a cultural landscape - was in stark 

contrast to my institutionalized exhibition experiences of their artworks abroad, to which the 

curatorial practice of the standard word-restricted art label, curatorial essay, or curatorial 

tour, seemed to greatly lack the experiential realm of historical context in comparison. Social 

anthropologist, Alfred Gell, may agree such museum formulae equates to the ‘abduction’ of 

an artwork’s agency (its social world) via predominant rhetorical explanation of its ‘authored’ 

form and concept56.  

 

The ’dialogic’ as curatorial intervention 

Popular mainstream critics today may rightly bemoan the expectations of the artist to 

‘represent’ and ‘explain’ their work57, arguing the creative right for visual intuition, beyond 

language. I am wary however, of the showmanship behind a great many ‘blue-chip’ artists 

 
https://www.researchgate.net/publication/315459207_Deconstructing_Karlsson_Part_1_Historical_Conscious
ness. 
55 Ibid. 
56 ‘I propose that ‘art-like situations’ can be discriminated as those in which the material ‘index’ (the visible, 
physical, ‘thing’) permits a particular cognitive operation which I identify as the abduction of agency’. Alfred 
Gell, Art and Agency : An Anthropological Theory (Oxford ; New York: Clarendon Press, 1998), 13.  
57 See Christopher P. Jones, "What Artists Talk About When They Talk About Their Art," Medium, August 24, 
2019, https://christopherpjones.medium.com/what-artists-talk-about-when-they-talk-about-their-art-
14373a87b452. 
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today, whose ‘pitch’ to commercial gallerists comes glistening with all manner of trend. 

Conversely, in ruminating on the art world assumptions that it is the duty of the curator to 

explain (value) the reception of a work of art, I agree with Mark Hutchinson who states:  

'The problem with curation is not that it mediates the reception of art (how could the 
reception of art not be mediated?) but that it so often adopts a position of expertise 
in a way that implicitly asserts an authority over art. This is the assigned position of 
curation within the dominant modes of distribution for art: a practice that deals with 
cultural capital. But it is not the only possibility for curation.... A critically self-aware 
curation would have to enter into a mutual and dialogical relationship with artists. It 
might not even be clear that such a practice was curation at all. Such a practice would 
have to live with doubt and conflict.'58 

 

It is my entering into a mutual and critically self-aware curatorial relationship with my artistic 

community that I advocate for the artist’s sincerity and vulnerability in the dialogical 

transmission of their uncovering of historical consciousness. This is an explorative experiential 

memory that is spoken, written, with silence, listened to, annotated, rehearsed, performed, 

narrativized, constantly in a process of translation (both in-person and online), read and re-

read and re-phrased: it is a space of testing ideas between curators and artists and other forms 

of knowledge in the wrestling of individual artistic intention, towards the collation of 

experience, information, opinion in the conceiving of an art object.  

 

Such theory of the ‘dialogical’ follows Mikhail Bakhtin and his study of human subjectivity and 

the unique situatedness of one’s perceptions that can only be understood as whole once one’s 

perceptions are understood from another’s perspective. He draws distinction between 

experience, and the reflection of experience, that we must simultaneously assess ‘things’ and 

the relations between them - ‘We not only interrogate eachother, we interlocate each 

other’59. Bakhtin is compelled by the architectonics of perception (the ‘ordering of meaning’), 

which he deems the activity of relations between entities (material and immaterial) and how 

they are built, perceived and articulated, believing the conceptual whole of a text (or an 

artwork, for example), must be inclusive of what the artist does not render as part of the 

artwork itself because the interlocation that informs its existence – the ‘dialogic’ – is a form 

of labour that has enabled that ‘whole’, that ‘text’. The curation of ‘interlocation’ proved 

 
58 "Dave Beech Mark Hutchinson," in Curating Subjects, ed. Paul O'Neill (London: Open Editions, 2011), 57. 
59 M. M. Bakhtin, Michael Holquist, and Vadim Liapunov, Art and Answerability : Early Philosophical Essays, 1st 
ed., University of Texas Press Slavic Series, vol. no 9 (Austin: University of Texas Press, 1990), xxvi. 
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crucial to the success of ‘Conscious Realities’, inviting a complementary match of passions, 

expertise and personal experiences in the creation of predominantly private spaces of trust 

that attempted to dialogically ease the conditions of this invisible affective economy. For 

example, the one-month residency of ‘Conscious Realities’ artist, Adriana Bustos (see 

Appendix 2a.73-74), was deliberately timed to coincide with the residency of Vietnamese 

artist Lại Thị Diệu Hà (who was participating in a parallel program called ‘Sàn Art 

Laboratory’60). Both artists I was aware came from complex personal histories of violence, 

both queer artists with problematic love-lives (Vietnam not quite tolerant of homosexuality in 

mainstream society); both with artistic practices rooted in a fascination with scientific 

evidence (though from opposite spectrums in content). I was particularly aware that Diệu Hà 

was having a hard time, psychologically, as a single mum, whilst also seeking validity as an 

independent artist in Hanoi.   

#6

 #7 

Figure 6 and 7:  Group critique with Adriana Bustos, participants of Sàn Art Laboratory and select community. 
Lounge room and studios of ‘Sàn Art Laboratory’, HCMC, 2014. © Sàn Art. 

 
60 ‘Sàn Art Laboratory’ (2012-2016) was a 6-month artist-in-residency program I co-founded, which focused on 
artist mentoring towards realization of new work for exhibition, each participant paired with a ‘talking partner’ 
of relevant expertise to the artist’s subjects of interest (this ‘talking partner’ a member of Sàn Art’s creative 
local community, online or in person). Offered via Open Call across initially Vietnam, and then Southeast Asia; 
taking place every 6 months (3 artists for each session), providing accommodation, studio and modest funds 
for production and living. It came to be dubbed the Mini MA of Vietnam. See here for more information: 
https://san-art.org/programs/san-art-laboratory/ 
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Both Adriana and Diệu Hà were given living quarters and studio in the same buildings in 

Saigon, and numerous private discussions were arranged between the three of us and in group 

critique with our local artistic community, where the sharing of their life and method and 

reason was a central talking point of their past artworks and those currently in motion. Adriana 

(born 1965) hailing from Cordoba (Argentina), with a background in psychology, detailed 

drawings launching from the history of colonisation on the gendering of History from the 

perspective of Latin America; and Diệu Hà (born 1976) hailing from Hanoi, her performative-

sculptural art engaging the gendered realm of healing, exploring ‘psychodrama’ therapy as 

means of reconciling her past. They openly shared their anxieties, deemed mistakes and 

consequent traumas (which at times brought tears and visible wariness/doubt, both having 

endured sexual acts that were not of their own volition, suffering clinical forms of depression 

as a consequence of judgmental and exploitative social brutality). Adriana’s projects explored 

the repetitive violence of the colonial regime on women in Latin America (turning much of her 

research into her own kind of cartography); while Diệu Hà was questioning the world of 

science and the primacy of the digital in deciphering fear on the brain. Though they both came 

from very differing subject orientations, both were concerned with the way modern science 

(ethnography for Adriana and the medical sciences for Diệu Hà) continues to govern their 

societies, particularly sensitive to male understandings of a woman’s place in the world; our 

conversations not only engaging the historical context of such subjects between Argentina 

and Vietnam, but also engaging the symbolic representation that each area of science relied, 

and thus controlling its subjects – ie. the cartographic map of the colonial era for Adriana / the 

scientific x-ray for Diệu Hà.  

 #8    



 
 

38 

Figure 8: Adriana Bustos ‘Official Territory 2018’ from ‘Vision Machine’ 2019. Acrylic, graphite, silver leaf on 
canvas. 180 x 180cm. © Adriana Bustos.  

 #9 
Figure 9: Installation view of Lại Thị Diệu Hà in ‘Mind, Flesh, Matter: Session 4 – San Art Laboratory’. 13 May – 31 
July, 2014, Sàn Art. © Sàn Art 

 

As a consequence of witnessing and participating in their sharing of such vulnerabilities, I was 

afforded unique introspection of their chosen subjects and methods, not to mention a 

pyschogeographical insight into their intangible cultural contexts. Whilst their ensuing 

artworks gave but a fraction of visibility to the depth of discussions afforded, what was most 

valuable to me as a marker of success was a) the ensuing confidence in Diệu Hà towards her 

artistic practice, b) unique observational data with which to curatorially give meaning and 

relevance to their respective practice; and c) the friendship that bloomed between Diệu Hà 

and Adriana - a space of trust and continuing mentorship, which I witnessed between many 

participants of ‘Conscious Realities’ and my community.  

 

Such qualities of presence - seeing oneself through the interlocation of another - can inform 

motivations of not only how and why an artistic practice remains committed to particular 

subject or form, but also provide an understanding of the terms with which identity is meted 

through an object’s materiality – ‘Are you the artist who created this painting? Why do you 

place this text beside this image?’. In contexts like Vietnam, when authorities ask such 

question, it is rarely posed out of a desire to learn about art, but rather to place your identity 

as friend or foe. It is thus incredibly valuable to nurture the dialogical mode of artistic intent 

so as to nurture confident preparedness in publicizing connection between author and 

subject/object, particularly in the face of potential governmental coercion/cultural protocol 

(evident in ‘Pollination’, see Chapter 3).  
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The concept of the ’dialogic’ in contemporary art 

The concept of the ‘dialogic’ in contemporary art has been historically argued in firstly survey 

of the practice of artists, and secondly within institutionalized forms of curating (as opposed 

to the independent nature of arts practice and infrastructure focused in this commentary) 

from predominantly two differing perspectives. Firstly, an examination of the shifting role of 

the artist as authorial power to a figure of collaborative social agency, utilizing the ‘dialogic’ 

as artistic medium of institutional critique in what is termed a ‘socially-engaged’ artistic 

practice, where, as Grant Kester argues ‘… artists are ‘context providers’ rather than content 

providers’61; and secondly, the role of the ‘dialogic’ as the curatorial devising of 

institutionalized activity/event so as to better educate, inform, diversify visiting public 

understanding of a displayed/collected work of art as discussed by Scott Marsden62 and 

Leanne Unruh63.  

 

Much ‘socially-engaged’ artistic practice arose in the late 1990s64, in response to avant-gardist 

determinations of Art abhorring the instrumentalization of its materiality, a position ironically 

paving the way for the conceptual reification of the art object to an extent of institutionalized 

market excess. The elitism of this art world prompted a retaliative, and often collaborative, 

‘social’ turn, in art, the political activism of artists engaging public critique of the hegemony of 

not only the art market and its nepotistic institutions, but also the larger social structures of 

power determining civic and labour rights, sovereignty, gender equality, thus empowering an 

art ‘at work’, as a space of collective social justice.  

 

 
61 Grant Kester, "Conversation Pieces: The Role of Dialogue in Socially-Engaged Art," in Theory in Contemporary 
Art since 1985, ed. Zoya; Leung Kocur, Simon (Chichester: Wiley-Blackwell, 2013), 153. 
62 Scott Marsden, "An Insurgent Curatorial Strategy Using Dialogue and Collaboration to Create Meaning in 
Public Art Galleries and Museums," International journal of lifelong education 2018 (2018): 134-36. 
63 Leanne Unruh, "Dialogical Curating: Towards Aboriginal Self-Representation in Museums," CURA Curator: 
The Museum Journal 58, no. 1 (2015): 77-89. 
64 ‘It is tempting to date the rise in visibility of these practices to the early 1990s, when the fall of Communism 
deprived the Left of the last vestiges of the revolution that had once linked political and aesthetic radicalism’. 
Claire Bishop, "The Social Turn Collaboration and Its Discontents," Artforum international  (2006), accessed 22 
August 2022, https://www.artforum.com/print/200602/the-social-turn-collaboration-and-its-discontents-
10274. 
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While I agree with Kester in his deference to artist’s employment of the dialogical that favours 

the locally responsive as opposed to the universal human condition, whereby ‘… discourse is 

not simply a tool to be used to communicate an a priori ‘content’ with other already formed 

subjects, but is itself intended to model subjectivity… ’65, his determination of a socially-

engaged ‘dialogical’ art assumes visible engagement of a public sphere as a critical part of the 

work of art – indeed this process often conceived as its aesthetic medium.  

 

The context of this commentary however argues the curatorial benefits of dialogical practices 

engaging the process of artistic production. This is a non-public space that cares for privacy 

within select collective community – towards the wrestling of intentionality in artistic practice, 

learning from relatable knowledge systems in and beyond its community, that contribute to 

the shape of an artwork’s materiality, as it unfolds towards its negotiated showcase. Such 

dialogic practice is necessary precisely because of how much the public sphere is denied to 

the artist, that it is the often-times prohibition of being visible that this artistic community 

must thus devise and strategize collaborative space with which to critically learn from, and 

support each other, in order to sustain and commit to their practice (as made particularly 

evident in ‘Spirit of Friendship’, see Chapter 4).  

 

Collective individuation 

Curating within such milieu demands nurturing the ‘becoming’ of artists as individuals towards 

a collective consciousness, a belonging that recognizes their experiences, their knowledge as 

an inherent interdependent element of their community relation to the world, and that such 

‘collective individuation’ (the necessity to give space to the transformation of the self through 

its relation to the collective) as Gilbert Simondon infers, is a networked knowing relative to 

the times in which we live, for it ‘… is not perception but affectivity which permits a true 

appreciation of how the relationship between the consciousness and the individual comes 

about’66. Simondon asks that we ‘… bypass the question of social as a question of form, which 

 
65 Kester,  in Theory in Contemporary Art since 1985. 157. 
66 David Scott, Gilbert Simondon's Psychic and Collective Individuation : A Critical Introduction and Guide 
(Edinburgh: Edinburgh University Press, 2014), 66.  
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is also a question of norms, and consider it as dynamics of energy distribution’67, that we 

understand the elements of the world not as fixed singularities, but in disparation - as starting 

points of relation to other differing relations in infinitum. ‘For true change to occur it is less a 

matter of bodies acting on other bodies than it is a reformulation of matter along the lines of 

a constellation of information68’, thus in light of this commentary, such approach empowers 

the curator to conceive an environment of information that transforms the artist’s anxiety in 

the prohibition of self-expression as a social finality, towards a relation of such control as one 

of many, thus giving hope (agency) to the seeking of alternate visibilities. The participation of 

writer/editor/cultural commentator/DJ, N’Tone Edjabe (Douala, now Cape Town), in 

Conscious Realities is particularly instructive in this regard. N’Tone delivered a public lecture 

and three-day workshop engaging the purpose of his publishing platform ‘Chimurenga’ and 

the motivations behind its various editorial initiatives (see Appendix 2a.47-50).  

 
67 Yuk Hui, "Collective Individuation: A New Theoretical Foundation for Social Networks," CCCBLAB Cultural 
Research and Innovation, last modified 21 June 2011, 2011, accessed 17 August, 2022, 
https://lab.cccb.org/en/collective-individuation-a-new-theoretical-foundation-for-social-networks/. 
68 Andrew Iliadis, "A New Individuation: Deleuze’s Simondon Connection," MediaTropes eJournal IV, no. 1 
(2013): 94, https://mediatropes.com/index.php/Mediatropes/article/view/20385. 
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#10

 #11 

Figure 10: N’Tone Edjabe (‘Encounter: Conscious Realities’) delivering ‘Diagnosing the Chimurenga Chronic’ 
workshop at Sàn Art, April, 2015. © Sàn Art 
Figure 11: N’Tone Edjabe (‘Encounter: Conscious Realities’) on stage for the official public event, ‘The Beats of 
Africa’ at The Observatory, HCMC Port, April, 2015. © Sàn Art 
 

For the workshop N’Tone emphasised his desire for Chimurenga to offer a differing pictorial 

and textual cartography of an ‘Africa’ than what Empire’s notions of ‘exactitude’ had created, 

believing it imperative that the human experiences of emotion, sensation, sensibility, even 

fear, are treated and considered elements worthy of being ‘mapped’. Edouard Glissant and 

his concepts of opacity and transparency were also engaged - which was overall, a particularly 

challenging, yet incredibly rewarding experience, for the majority of participants had never 

studied Glissant, let alone the history of Empire, or any postcolonial or decolonial theory. We 

tussled between French, English and Vietnamese, as N’Tone anchored his own words in his 

own experiences, attempting to open up this intimate audience’s understanding of the impact 

of coloniality and the power in collective agency in overturning social and cultural 
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assumptions. As a group activity, N’Tone asked participants to conceive their own Vietnamese 

publication to demonstrate their own collective agency towards particular local cause or issue.  

 

There were moments during N’Tone’s workshop where tears were shared, frustration burst 

forth, with great confusion on the part of the participants whose desire to grasp such concepts 

was not easy as the Vietnamese language is with little expertise in translating such conceptual 

thinking, an unease that N’Tone reveled for its demonstration of Glissant’s insistence on the 

wonder of ‘opacity’, to embrace what we don’t understand in our own way. These participants 

had also never before been asked to conceive such a collective task, let alone think individually 

of their own agency in this regard. What emotionally saved the day was N’Tone’s vinyl decks 

of Pan-African beat, which he played to packed fan-fare, in a downtown port dive-bar in Saigon 

(See Appendix 2a.48). After a night of dizzying foot-work, dancing the rhythm and struggles of 

many other colonized landscapes, my Vietnamese audiences came to understand the 

multiplicity of relations, beyond the world of orality, attune to sensing with their bodies (and 

not just their minds).   
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CHAPTER THREE 

WHERE LIVED EXPERIENCE AND LOCAL EMBODIED KNOWLEDGE INFORMS METHODOLOGY 

(See Appendix 2a and 3) 
 

My curatorial efforts to alleviate the fear, doubt and insecurity in my artistic community took 

great inspiration from what is physically experienced by artists, rather than what is 

textually/visually/theoretically evidential, attempting to balance the academic/art industry 

default in prioritizing the final representation of an artist’s ideas (the artwork), to rather give 

emphasis to the embodied experience of an artwork’s physical and conceptual birthing and 

production via dialogical engagement. 

 

In prioritizing the dialogical realm within ‘Conscious Realities’, guest artists revealed a self-

criticality in their methodologies, honed via study of lived memory, evident in the concepts 

and strategies they employ. For example Khadim Ali shared how he worked with particular 

government agents in Bamiyan to secure collaboration with secondary girl’s schools (Bamiyan 

being the only province in Afghanistan at the time supporting education for women) 

demonstrating the tenacity of artists in engaging hidden/overlooked realities of social impact 

(see Appendix 2a.71-72); Than Sok went to great length to engage Cambodian immigrants in 

Saigon however few were willing to put experience to camera, indicative of unreconciled 

historical trauma between these two neighbouring communities, highlighting the people 

artists struggle to collaborate in an effort to re-write assumptions (see Appendix 2a.79-80); 

Trương Công Tùng spent months with inhabitants of Long An’s ‘Magic Garden’, believed to 

hold healing powers, which he managed to capture, with permission, on film, demonstrating 

how the materials artist’s experiment often require the permission of particular social worlds  

(see Appendix 2a.91-93); Bùi Công Khấnh needed to wait for the spirit of a jackfruit tree to 

give permission for its wood to be used for his sculpture, revealing the religious/cultural codes 

that artists adhere to so as to respect particular community  (see Appendix 2a.104-105). 

 
The uncovering of such relation via dialogical activities sought not to address our perceived 

lack of information access to a hierarchical study of textual academic citation, but rather 

through the situated relation of people whose creative practices are committed to what 

knowledge may be absent and in need of localized response. As protocol ‘Conscious Realities’ 
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asked for time, openness, and reciprocity. This was not about usurping the physical visual 

representation of artistic ideas into mere prisms of immaterial social-engagement (as Kester 

extrapolates); this was about working towards a more nuanced and rigorous artistic 

representation of ideas that can stand up with critical local awareness of its potential impact 

- a generative process of thinking and making that is historically conscious of the relations 

between resource and manifestation, and that relaying such consciousness can be a powerful 

and infective collective experience.  

 

‘Conscious Realities’ exposed disparate artistic resilience engaging varying social worlds 

beyond the contractable and the regulated world of economic/political transaction. What was 

ultimately made clear for me is the depth of knowledge afforded in expanding my definition 

of an artistic practice beyond its displayed objecthood, towards the experiential embrace of 

its intangible labour, to learn from artist’s networks, which connect, collect and transmit 

disparate human and non-human knowledge and experience. 

 

  #12 
 
Figure 12: Jompet Kuswidananto (‘Prod/Ponder: Conscious Realities’) discussing with Vietnamese artists his 
research into the ‘ghost’ in mythology, history and contemporary culture, in discussion with Nguyễn Tiến Văn 
(writer, translator, Vietnam). Sàn Art, HCMC, 2013. © Sàn Art 
 
Taking a historical glance at the impact of curatorial focus on the reception of art as expertise 

of an object, as opposed to the critical self-awareness that Hutchinson entails as curatorially 

dialogical between curator and artist, Patrick Flores explores the dilemma of the 

‘exhibitionary’ complex via the seminal work of Filipino artist, Roberto Feleo. Feleo’s artistic 

practice has crossed the international prisms of biennale, museum exhibition and government 

endorsed shows since the 1990s, Flores reveals how these various sites of display 

circumvented his identity through concepts of nationhood, contemporaneity and tradition. 
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He gleans much from the curatorial/art historical writings that exist on Feleo’s exhibition 

history, describing the inclusion of Feleo’s ‘Shiva Doing The Twist’ in the Third Asia-Pacific 

Triennial of Contemporary Art: 

 

‘In acknowledging Feleo’s practice, curators almost by default name the work 
installation. He, however, prefers to call it tao-tau, a secondary funerary vessel made 
in the pre-colonial locale to be later named the Philippines, to reference an animist 
medium of collective memory…’69 

 

While this short vignette can hardly stand in for the extent of Feleo’s relation to his culture, 

what strikes me is how different the history of ‘installation’ might have been written and 

categorized in Southeast Asia had the artist been dialogically sought and respected in the 

determination of his historical memory. In this vein I recall Filipino filmmaker/artist Kidlat 

Tahimik who was invited to participate in ‘Conscious Realities’ to share his journey as ‘Third 

Cinema’ man, whose study of Economics in America drove him back to The Philippines in 

search of the images that Hollywood had successfully driven away from his people. After 

sharing his epic essay films ingrained with the narrative of the slave as the voice who can write 

History, he deftly delivered a lecture where he wove (performed) the story of his ‘duwende’, 

his inner spirit, which he relayed holds him to account for why it is important that we tell our 

own stories, our own lived experiences, rather than capitulate to the blockbuster formulae of 

the movie script for lucrative purpose (See Appendix 2a.42-46). 

 

 #13 

Figure 13: Kidlat Tahimik (‘Encounter: Conscious Realities’) surprising his audience with a performative response 
to audience questions during his lecture, hosted  by Hoa Sen University, HCMC, 2014. © Sàn Art 
 

 
69 Patrick Flores, "The Exhibition Problematic and the Asian Dislocal," in From a History of Exhibitions Towards 
a Future of Exhibition-Making : China and Southeast Asia, ed. Biljana Ciric (Berlin: Sternberg Press, 2020), 351.  
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  #14 

Figure 14: Khadim Ali (‘Prod/Ponder: Conscious Realities’) sharing his past and current projects in Afghanistan 
with Sàn Art’s artistic community in the lounge room of ‘Sàn Art Laboratory’ – an ‘artist-in-residence’ program, 
HCMC, 2014. © Sàn Art 
 

I also recall the visit of Afghani artist Khadim Ali for ‘Conscious Realities’ (see Appendix 2a.71-

72), whose people – the Hazara – have been persecuted for millennia due to their ethnicity 

and Zoroastrian faith. Khadim compelled us with his paintings, embroideries and sculptures 

containing stories of the god Rustam, espoused as both benevolent but also as victim. In the 

‘Shahnameh’ (the Persian ‘Book of Kings’), Rustam champions the people, but today his 

symbolic image has been usurped and armed by the Taliban, their propaganda claiming 

Rustam their hero and thus terror has become synonymous with fortitude for the Afghan 

people.  

 

I wonder what might our art history hold in its linguistic structuring of an imagination if words 

such as ‘duwende’ and ‘propaganda’ could be curatorially inserted/inflected with such lived 

experience. While particular glossary/anthology has been commissioned/created in the last 

two decades in an attempt to expand the purview of Art and the discourse of our diverse social 

worlds –  such as L’Internationale’s ‘Glossary of Common Knowledge’70; Roger Nelson’s 

‘Modern Art of Southeast Asia: Introductions from A to Z71’; Lee Weng Choy’s ‘Comparative 

Contemporaries72’; not to mention the numerous artistic projects that have explored the need 

 
70 Glossary of Common Knowledge, https://www.internationaleonline.org/glossary/ (Ljubljana: Moderna 
galerija, 2018).  
71 Roger Nelson, Modern Art of Southeast Asia: Introductions from a to Z (Singapore: National Gallery 
Singapore, 2019). 
72 "Comparative Contemporaries - a Web Anthologies Project," Asia Art Archive, accessed 22 August, 2022, 
https://aaa.org.hk/en/programmes/programmes/comparative-contemporaries-a-web-anthologies-project. 
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to re-determine the words that describe time and peoples, such as Ho Tzu Nyen’s ‘The Critical 

Dictionary of South East Asia’ (2012-ongoing)73; N’Tone Edjabe’s ‘Chimurenga Chronic’ (2002-

ongoing)74; Erika Tan’s ‘Repatriating the Object with No Shadow: along, against, within and 

through’ (2013)75 or DAAR’s ‘Permanent Temporariness’76 – my point here being that while 

such ‘documents’ are crucial, they sadly too often remain ‘objects’ without social 

interpolation.  

 

I think it thus incredibly useful to curatorially attend to the knowledge within zones of artistic 

production (which embraces the terms with which artists identify their work) as a collective 

sociality with which to leverage historical consciousness, particularly in politically fragile 

contexts that lack a competent and critical ecology of art.  

 

Knowledge and lived experience 

Tom Holert has written much on contemporary art’s ‘… active role in the shaping of the 

political economy of knowledge’, he asserts the necessity ‘… to ask in which terms and 

discursive frameworks contemporary art and artists are implicated, ideologically and 

materially, in the “production of life” and the “collective brain activity” of the knowledge-

based polis’77. While much of his thinking circles the impact of ‘cognitive capitalism’ and its 

digital infrastructures on artistic valorization of knowledge by users and consumers of art, his 

predominant focus is that of artists and the ‘performativity of artistic research’ in an artwork’s 

display, calling for ‘a type of critique that effectively addresses the epistemic prowess (or lack 

thereof) present in specific works and practices’.78  

 

While Holert is ultimately concerned with how such knowledge can be prevented from serving 

hegemonic systems of global knowledge markets in the public sphere, he grants cursory 

mention of the role and responsiveness of the curator in this prevention, his extrapolation of 

 
73 Ho Tzu Nyen, "Critical Dictionary of South East Asia," 2017 ongoing, accessed 22 August, 2022, 
https://cdosea.org. 
74 "Chimurenga Chronic," Chimurenga, accessed 22 August, 2022, https://chimurengachronic.co.za/. 
75 Erika Tan. "Repatriating the Object with No Shadow: Along, against, within and Through", 2013, Accessed 22 
August 2022, https://vimeo.com/85377549. 
76 Permanent Temporariness, ed. Sandi Hilal Alessandro Petti (Stockholm: Art & Theory, Royal Institute of Art, 
2018). 
77 Holert, 39. 
78 Ibid. 27. 
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‘knowledge’ (the artistic application and representation of collation and analysis) emphasized 

as being often instrumentalized by those who commission, host, or purchase.  

 

He makes particular reference to Catherine David’s international multiple-venue, touring 

expose ‘Contemporary Arab Representations’ (2002-2006), to which ‘knowledge’ of the 

Middle East was made accessible via ‘representations’ which require its images and texts be 

decoded in order to be made intelligible for the foreign spectator. He goes on to quote curator 

Pablo Lafuente who states ‘… there is a gap between what an artist from Cairo is expected to 

produce and what an artist from Cairo actually produces… (art is) not really a knowledge, in 

the strong sense of the word, but something closer to fiction that is in conflict with the 

dominant representation’.79  

 

It is indeed this gap between what has been produced and what is displayed that is of concern 

(but also fascination) to me, having had first-hand experience that what an artist institutionally 

presents as the representation of their ‘research’, is barely given just consideration of its 

limited embrace of the complex material recorded, collected, intuited, made manifest80. My 

concern not only arises in knowing the fallibility of the system of artistic visibility that Holert 

focuses his predominant study (eg. the compromise placed upon artists by museums, 

galleries, funders that exploit an artist’s need to be made visible by them), but is also triggered 

by the ethical dilemmas in making artistic ‘research’ visible in contexts where artworks are 

conceived with differing versions for local and international audiences, so as to combat 

government censors. Thus, the representation of an artist’s ‘knowledge’ hedges between the 

real and the fictive in their dance between legitimate and illegitimate action, to which a 

critique, were Holert seeking to make one, would find a markedly different ‘prowess’ in its 

epistemology, embracing a collage of the mythic and the folkloric within the spiritual and 

superstitious realms of life. 

 
79 Ibid. 236. 
80 ‘With the current speed of the global systematization of art, and its palate to collect and showcase the 
‘global’ within museum and biennial platforms, I think it crucial that such systems care about the impact of its 
tourism on local communities struggling to sustain criticality with their own cultural knowledge’. Butt, 
"Practicing Friendship: Respecting Time as a Curator," in South East Asia Spaces of the Curatorial, 209. 
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Via the sharings of ‘Conscious Realities’ artists, this differing prowess was significant; such as 

Arin Rungjang who divulged folkloric tales of the exploited sugar trade in Thailand, embracing 

Thai, Greek, Portuguese and Japanese traders since the 15th Century (see Appendix 2a.84-86); 

Chitra Ganesh questioning how we archive absence in an era of surveillance, illegal 

imprisonment and extra-judicial killings, asking what is the role of the artist in creating 

counter-archive through comic caricature (see Appendix 2a.38-41); Jompet Kuswidandanto 

and his reliance on the stories of ghosts as a means of learning residual social traumas today 

(see Appendix 2a.64-67); or Bùi Công Khánh and his fengshui fortress, sharing discovery of his 

Chinese roots via concealed Buddhist shrine, hidden from him by his father who feared social 

persecution (see Appendix 2a.104-105) – here political narrative is embedded within artistic 

method caring for traditional skill, cultural knowledge and social memory, where the 

realization of that tangible artwork is hinged on a great many interpretation of intangible 

folklore, spiritual tradition and anecdote, such ‘fiction’ being a crucial means of articulating a 

historical consciousness on their own terms, in their own ways.  

Curator Chuz Martinez is instructive in this regard who shares,  

‘Sustaining… that meaning emerges from fiction implies realizing that it is not 
philosophy that makes an emancipated viewer possible, but rather an artistic practice 
that has made an unprecedented effort to understand itself before the figure of the 
viewer… That is what artistic research consists of, and that is why an institution that 
wants to think through, rather than from, art, is now inconceivable. The production of 
space is an art of trust, of future-ness’81.   

 

This space of trust is crucial. As is the understanding that ‘from’ art can we, as curators, truly 

facilitate an artwork, meaning to address and care for its birthing, its social index, its sites of 

production. Such care would then acknowledge the obstacles an artist faces in attempting to 

‘understand itself’, that such a process of excavation and access may socially rely on the mode 

of fiction as relay of truth, for otherwise their art may present personal undue harm.   

 

It is in this vein of creating space for an encounter, or a provocation, with knowledge as lived 

experience that curatorially prompted my invitation to Kidlat and Khadim (amongst others) to 

articulate their own cultural memory (which they chose to perform and visualize). Their 

 
81 Chuz Martinez, “Clandestine Happiness: What we mean by Artistic Research?”. index magazine by MACBA 
(Autumn, 2019): 13, https://issuu.com/macba_publicacions/docs/01_index_eng/1. 
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tenacity gave wonder to the hardships of cultural alienation and ethnic violence, opening a 

window for my Vietnamese artist community to contemplate how they can empower their 

own histories. It was also an incredibly useful set of deliberations (for there were many more) 

as these invited speakers were somewhat ‘guests’ in their chosen homes (Kidlat Tahimik from 

Manila now living as adopted member of the Ifugao in Baguio; Khadim Ali an exiled Hazara 

descendent of Bamiyan, refugee from Quetta, now living in Sydney; N’Tone Edjabe from 

D’oula now living in Cape Town).This was a particularly pertinent errantry and hospitality to 

explicate in the context of Vietnam whose cultural attitude towards ‘Việt Kiều’, alongside their 

derision towards ‘người nước ngoài’ (foreigners), was often a divisive factor in the fabric of 

Vietnam’s social life. While the distilling of such terms into discriminatory judgement can 

hardly be remonstrated considering the great lack of public and educational debate permitted 

in Vietnam’s assessment of their colonially conflicted, war-torn past; what is important to note 

here is the power of shared artistic reflection in creating space for such dialog from broader 

cultural diaspora, on their own experiential terms.  

 

The power of such situated knowledge, anchored in the lived understanding of particular 

space and time, echoes Glissant and his poetics of Relation which ‘… remains forever 

conjectural and presupposes no ideological stability. It is against the comfortable assurances 

linked to the supposed excellence of language. A poetics that is latent, open, multilingual in 

intention, directly in contact with everything possible. Theoretician thought, focused on the 

basic and fundamental, and allying these with what is true, shies away from these uncertain 

paths’82. My curatorial desire to build trust in this community, to seek those ‘uncertain paths’, 

to explore the depths of an artist’s situatedness is in order to generate collective learning, to 

move beyond the prism of nation, race and faith as origin, in order to create a dialogical space 

that Alfred Gell would recall as an artwork’s ‘index’ – the intangible social worlds of its birthing, 

to which ‘... is itself seen as the outcome, and/or the instrument of social agency’.83  

 

 

 

 
82 Glissant, and Wing, 32. 
83 Gell. 15. 
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Such situated study of historical consciousness via artistic method as curatorial imperative is 

similarly present in the practice of my peers; such as Erin Gleeson, whose ‘Sa Sa Bassac’ gallery 

in Phnom Penh was instrumental in nurturing artistic commitment to practice, creating 

informal meetings with artist/s in discussion (often in historical sites of trauma), and at times, 

co-producing artist’s works in Cambodia. Similarly, the practice of Jose Roca, whose ‘FLORA 

Ars+Natura’ outside of Bogota, Columbia gave social and intellectual capacity to innumerable 

emerging Latin American artist examining the relationship between art and nature, exploring 

the realm of the residency as situated space for thinking and making, together, in a rural 

locale. While the influential work of Christine Tohme as founder and director of Ashkal Alwan 

in Beirut with her ‘Home Works Forum’ program has greatly empowered her local artistic 

community in generating political awareness of local terms for local causes that are informed 

by an interdisciplinary regional body of cultural expertise via discursive activities embracing 

the lecture, the performance, the theatre and more84. These initiatives are examples of 

curatorial kindred spirits, where the space of the dialogical was/is sought as a means of 

building trust and social agency, where the curatorial nurturing of an artist’s commitment to 

their practice seeks their methodology as space of collective instruction.  

 

It is telling that such curatorial practices are also, as am I, greatly responding to compromised 

political histories in our local, whereby support of culture, particularly experimental voices, 

remains incredibly fragile. It is also crucial to note that a great amount of this curatorial labour 

does not focus on the stereotypical valuing of an artist’s visibility – the display of their artwork 

within an ‘exhibition’ – but rather stirs the mentoring of artists and curators in comparative 

historical consciousness, from a localized interdisciplinary perspective, as key task. Such mode 

and exploration is a central commissioning mechanism of the ‘Pollination’ platform (see 

Appendix 3), that I initiated and organized with The Factory Contemporary Arts Centre. It 

collaborates with a rotation of independent art institutions/organizations in Southeast Asia, 

as funders and hosts, who are similarly invested in nurturing ‘… artistic practice via curatorial 

enquiry, with the view that deeper connections between artists and curators enable critical 

 
84 ‘Sa Sa Bassac’ (operated 2011-2018) and ‘FLORA ars+natura’ (operated 2013-2019) - sadly, both these 
entities have respectively closed/currently dormant. ‘Ashkal Alwan : The Lebanese Association for Plastic Arts’, 
was founded 1993. See: "Sa Sa Bassac," accessed 24 August, 2022, http://sasabassac.com/index.htm.; "Ashkal 
Alwan," accessed 24 August, 2022, https://www.ashkalalwan.org/. 
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reflection, writing and dialog – a discourse greatly needed as an intra-regional comparable 

accessible resource’, addressing the uneven understanding of curatorial labour within 

institutional formats of artwork display in the region85 (thus their little competent and 

competitive employment by museum and gallery).  

 

The dialogic and translocal relations/connections 

‘Pollination’ is a unique ongoing curatorial model of collaboration within Southeast Asia, which 

aims to build a more robust working relationship between artist, curator and host, believing 

such embodied research and dialogical production enables political awareness of regional 

historical consciousness, engineering localized terminologies of curatorial interpretation and 

necessary supportive translocal intelligence as infrastructure. 

 

For each edition, ‘Pollination’ connects emerging artists and curators working across two 

different cities within Southeast Asia in a joint year-long study of a subject in synergy, critically 

challenging site, choice of material and interpretative outputs (the resulting outcome 

deliberately left open in form for participants to decide). Each undertaking is mentored by 

select established regional curators who (virtually) dialogically connect/observe participant 

travel to each other’s locale, visiting relevant site and community, undertaking innumerable 

formal and informal, collective and private in-person meetings; while audio-visual 

documentation, critical essays, creative presentations, new artwork and endless online and 

in-person conversations are generated in critical assessment of production and display.  

 

The curators of the third edition of Pollination (2020-2021), titled ‘Of Hunters & Gatherers’ 

(See Appendix 3 & https://ofhuntersandgatherers.com/) – namely LIR (curator/artist duo, 

Mira Asriningtyas and Dito Yuwono, Yogyakarta) and Kittima Chareeprasit (curator, Chiang 

Mai) –  deepened their existing respective study of their community, reflecting what they refer 

as a ‘local embodied knowledge’, a cultural space of respect and assurance in the guiding of 

society’s relationship to the external world. They adopt this term as a loose translation of 

 
85 June Yap, "Curatorial Connections, Southeast Asia: Three Panels, Two Books," IDEAS Journal, Asia Art Archive  
(April 2009), https://aaa.org.hk/en/ideas-journal/ideas-journal/curatorial-connections-southeast-asia-three-
panels-two-books. 
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‘kearifan lokal’ and ‘ภมูปัิญญาทอ้งถิ.น’, in the Indonesian and Thai languages respectively, which 

they describe as a ‘… practice of learning, whereby the body receives ‘practice’ in specific sites, 

with specific rituals. It is understood that the experiential knowing of knowledge and its 

continuous presence in community – via oral storytelling, spiritual or religious ritual, folkloric 

superstition – are undervalued or little taught within the dominant cultural memory of both 

countries.’ 86 Social scientist, Muhammad Obie Lahaji refers it as ‘local wisdom’, which ‘… can 

manifest in various forms such as ideas, values, norms, and rules in the realm of culture, while 

in social life can be in the form of religious systems, social systems and organizations, 

knowledge systems, livelihood systems, and systems of technology and equipment’87. 

 

 #15 

Figure 15: Artist Maryanto and LIR trailed a near erupting Mount Merapi, a volcanic haven for illegal sand mining 
exacerbated by governmental corruption, learning from local villagers of the ghosts and animal spirits who guard 
this volcano, collecting oral histories as sound and image recordings along the way. © Pollination 
 

 
86 Dito Yuwono Mira Asriningtyas, Kittima Chareeprasit, "Of Hunters and Gatherers: Pollination #3," The 
Factory Contemporary Arts Centre, 2021, accessed July 21, 2022, 
https://ofhuntersandgatherers.com/thegatherers/.  
87 Obie Muhammad Lahaji, "Local Wisdom of the Bajo Tribe and Its Acculturation on Islamic Sharia: A Case in 
Tomini Bayindonesia," HSSR Humanities & Social Sciences Reviews 8, no. 1 (2020): 814-20. 
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 #16 

Figure 16: Artist Ruangsak Anuwatwimon and Kittima combed the depleting shores of the Lower Mekong (the 
border between Thailand and Laos), spending time with local fisherfolk who shared their woe of livelihood as the 
balance of the river spirits had been endangered due to Chinese damming projects, collecting animal carcass and 
dying plant life along the way. © Pollination 
 

During much of the COVID-laced germination period of this third edition, artistic research with 

site and community was hindered, but thankfully not halted. Innumerable online meetings 

were held (a format already in place with prior editions) between artists, curators, advisors 

and hosts. These discussions arranged to variably discuss and mentor curatorial and artistic 

strategy, engaging critical assessment of artistic methodologies, the dilemmas with site(s), 

sharing of issues with community liaison, historical narratives of local synergy, logistical 

nightmares of material resource and shipments, and the unpacking of individual 

vulnerabilities and doubts concerning the comparative conceiving of ideas and their 

visual/textual delivery.  

 

Despite the imposed distances enforced under a global pandemic, these conversations gave 

birth to commissioned texts and field reports, in addition to online collaborative presentations 

with ‘Art Curator Grid’ in Lisbon (See Appendix 3.57-59); ‘The Gatherers’ event in Bandung 

(See Appendix 3.47-56); ‘Far Bar’ with the Grey Centre for Arts and Enquiry at the University 

of Chicago (See Appendix 3.60-62); It also fine-tuned the strategizing of promotional and 

curatorial analysis — the wording of press release between local and international audiences, 

the theoretical terms of the curatorial essay, or the translation of public presentation and 

consideration of which research materials to display. Such critical dialogical reflexivity gave 
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armor to the articulation of motivation and purpose with not only the work at hand, but the 

situated practices of all involved, improving writing and speaking skills and depth of 

comparative research.  

 

Most telling was that such situated experiential focus on a local embodied knowledge revealed 

a ‘translocal’ social network, which offered a differing political imagination anchored in a lived 

historical consciousness, in synergy with Ulrike Freitag and Achim Von Oppen, who identify 

‘translocality’ as ‘… a more open and less linear view on the manifold ways in which the global 

world is constituted: through the trans-gression of boundaries between spaces of very 

different scale and type as well as through the (re-)creation of ‘local’ distinctions between 

those spaces’88. Such translocality connecting cultural memory beyond the learned borders of 

nation, race and faith, embracing ritual and folkloric/spiritualistic belief as key guide in the 

face of corporate greed and political corruption, mapping a sustainability of not only 

community, but environment. In this latter regard, by focusing on such intangible networks of 

artistic production wrought the worked experience of a social map that politically leveraged 

and gave access to restricted site and subject, the team wary of their collaborators hesitancy 

in sharing their realities due to fear of governmental reprisal, the undertaking of their research 

demanding particular sensitivity as to who was involved, respecting local power structures in 

being granted access to place and community, knowing that the sites of their investigations 

were of great political volatility. For example, LIR and Maryanto sat with Merapi community 

to discuss ‘strategic invisibility’ in order to visit particular site, so as not to alert the authorities 

unnecessarily of their desire to document the damage being wrought by mafia control of illicit 

sand-mining. For both artistic projects, the treatment of the non-human landscape was also 

requiring careful consideration of the spirit worlds, understanding what is removed, displaced, 

or carried out in particular sacred spaces deserves respect, often with particular ritual.  

 
88 Ulrike Oppen Achim von Freitag, Translocality : The Study of Globalising Processes from a Southern 
Perspective (Leiden [The Netherlands]; Boston: Brill, 2010), 6. 
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Such deep comparative cultural awareness was similarly echoed in the commissioned texts of 

the project, such as Adam Bobette89 and Elizabeth N. Inandiak90, reflecting on their respective 

research on how the official care for heritage and environment has similarly learnt from ‘local 

embodied knowledge’.  

 

 #17 

 #18 

Figure 17: Sit under Maryanto’s tent-like installation and the ghost stories of the animal spirits of Mt Merapi can 
be heard, this tent covered in illustrations of these spiritual guardians. Installation view, MAIIAM Contemporary 
Art Museum © MAIIAM Contemporary Art Museum 
Figure 18: Walk beside Ruangsak’s suspension of a miniature Mekong, its bark body painted with a line of toxic 
blue, as animal carcass line its dwindling body. Installation view, MAIIAM Contemporary Art Museum © MAIIAM 
Contemporary Art Museum 
 

 

 

 
89 Adam Bobbette, "Fuck Your Culture: Nudes in Four Landscapes," The Factory Contemporary Arts Centre, 
2021, accessed July 21, 2021, https://ofhuntersandgatherers.com/fuck-your-culture-nudes-in-four-
landscapes/. 
90 Elizabeth D.Inandiak, "Rumah Menapo: The Refuge of the Deer During the Floods of the Batanghari River," 
The Factory Contemporary Arts Centre, 2021, accessed July 21, 2021, 
https://ofhuntersandgatherers.com/rumah-menapo/. 
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The curatorial and local embodied knowledge 

Curators LIR and Kittima Chareeeprasit explain, 

‘… how the practice of ‘local embodied knowledge’ seeks to balance human desire with 
awareness of repercussion, attempting to present ways in which the impact of human 
production can/should be measured sustainably… The question on how to cope with 
our ecological crisis might be hard to answer, but we must acknowledge it as a 
consequence of an accumulation of our extractive habits, our reliance on industrialized 
society deemed a fundamental element of modern life. How to cope may be answered 
by studying the multiplicity of context that we decided to leave in order to attain the 
singular concept and knowledge of modern living, this multiplicity of context, which 
we refer here as ‘local embodied knowledge’ becoming largely marginalized by the 
imposition of Western scientific thinking91’ 

 

Patrick Flores echoes their sentiments of multiplicity, speaking of the various localized 

characteristics of entering institutions of ‘so-called culture’ in Southeast Asia, where guests of 

the National Museum of Cambodia come not to see the art but to give offering to the Buddhist 

statuary, or the attending of a film screening in Thailand where audiences must stand to sing 

the King’s anthem before it begins: 

 

‘If we were to meditate on the constitution of knowledge, we might want to chart 
territories other than those cleared in exceptional ways by the likes of Foucault or 
Spivak or Bourdieu. We might want to move beyond the imbrication of knowing and 
naming in power and seek other speculations on knowledge. For instance, we might 
want to contemplate non-knowledge, or the ways in which the sensible slips away 
from discourse.’92 

 

What is particularly crucial to the success of the Pollination model is the role of dialog in 

revealing this ‘local embodied knowledge, or ‘non-knowledge’ as Flores surmises, as a ‘… 

desire for universality… related to the desire for culture and its particularity, giving rise to 

notions of the “transcultural”…’93. Such knowledge differentiates memory between lived 

experience and disciplinary hierarchies of sense and reason, empowering the slippage 

between systems of power and their often-failing stop-gaps of social control. Such slippage is 

a realm many artists revel for its giving agency to a re-alignment of the power-structures of 

 
91 Dito Yuwono, Mira Asriningtyas, Kittima Chareeprasit "Of Hunters and Gatherers: Pollination #3". 
92 Patrick D. Flores, “Within and Across: Troublesome Propositions,” in South East Asia: Spaces of the Curatorial 
ed. Oetker Brigitte Ute Meta Bauer (Berlin: Sternberg Press, 2016), 32. 
93 Flores,  in From a History of Exhibitions Towards a Future of Exhibition-Making : China and Southeast Asia, 
32.  
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the rationalized world, embracing the practice of things (eg. traditional skill, cultural 

knowledge, social memory) as an interdependent, responsive and situated occurrence. The 

artistic excavation of this ‘non/local embodied’ knowledge, builds a kind of political awareness 

between artists, curators, mentors and respective involved community in the mutual 

collective learning of historical consciousness, collapsing presumed borders of national divide 

in a multiplicity of time, language, belief and ritual. 

 

In Flores’ study of curatorial praxis in the history of Southeast Asia, he notes ‘a discernible 

obsession to effect an epistemic break from the “Western”’94, referring to particular artist-

groups in Thailand and Indonesia in the 1970s, his analysis via predominant historical study of 

artist manifesto (and the terms of their art’s textual interpolation into a written art history via 

the exhibition of their art). Such determination to break away from Western hierarchies of 

knowledge has eventuated in what Flores terms the ‘sociality’ of curating the contemporary 

today (its workshops, happenings, criticism and discourse) which he warns ‘The reification of 

process in the present may, in fact, be in cadence with the neoliberal impulse of production, 

the customization of preference, the privatization of the reciprocal…’95  

 

However, in the context of this commentary, I would argue that such processes of sociality 

situated in the production of a work of art, can excavate a ‘local embodied knowledge’ honed 

via a study of artistic methodology. Such social activation can be a crucible for the collective 

learning of a political imagination that can curatorially build a constructive and effective 

intelligence as responsive soft infrastructure for the arts (an understanding of who to turn to 

for advice and community leverage; the necessary governance required to legitimate your 

associations in speech and funding; the relationships required for access to cultural memory 

beyond the physical archive). Such focus on process creating unique productive relationships 

of depth and capacity between artist, curator and context, is evidenced in the ongoing projects  

of LIR carried out beneath Merapi for the ‘900mdpl biennial’ (to which the research accrued 

in Pollination was invaluable96). I would argue it is also evident in the historical mapping of the 

 
94 Ibid. 35. 
95 Ibid. 36. 
96 Mira Asriningtyas of LIR comments ‘900mdpl 3 aimed to centre around the idea of "local wisdom" but it 
wasn't until Pollination and its collaborative discussion did the concept sharpen to become “local embodied 
knowledge”. Pollination introduced us to the books surrounding this idea (whilst we were amazingly getting 
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artistic Vietnamese landscape within ‘Spirit of Friendship’ (See Appendix 4b), where 

independent spaces of artistic production not only contributed and sustained a social network 

of support for the arts, but also offered a differing art historical voice (which I discuss in the 

following chapter).  

 

Pamela N. Corey, in observing the role of metaphor in the thematic generation of regionally-

focused exhibitions in Southeast Asia, comments ‘With the shift towards project-based 

exhibitions, the focus on networking and social engagement via artistic production is further 

emphasized, and the exhibition as an art historical site appears less relevant. What we see a 

lot of now is the prioritizing of educational discursivity over exhibitionary objecthood, 

effectively situating the virtual archive or the exhibition Web site as the base for knowledge 

production and exchange’97. While I agree with Corey’s assessment of prioritizing educational 

discursivity and its resulting online focus, she does not outline why this shift has occurred. I 

would argue that due to the porosity of arts and educational infrastructure in this region (ie. 

its political and economic restrictions, in Vietnam particularly), its cultural ecology must thus 

adapt to the limits of its visibility, thus the primacy of the exhibition as physical site must be 

re-assessed (though not deleted) in order for artistic commitment to practice to be sustained.  

 

The unique impetus of ‘Pollination’ is its focus on embodied artistic process as motivation for 

curatorial dialogical enquiry (as opposed to an overarching thematic umbrella to which artists 

and their art must align), thus the characteristics of a translocality can be responsively 

determined. Dialogical praxis of enquiry connects the interpretation of art to the lived 

circumstances of an artwork’s birthing, such embodied memory informing/creating an 

intangible social infrastructure for the arts, across presumed borders, that I sincerely hope can 

aid the connective growth of responsive houses of culture that can be sustained by its local 

embodied knowledge, thus less reliant on foreign aid and its terms of participation.  

 
 

 
paid to do the reading and research) with access to critical mentoring and comparative conversation with our 
fellow curator, artists, advisors, that was especially useful in making our questions gain shape and sharpen.’ 
Whatsapp conversation between Mira Asriningtyas and Zoe Butt, 13 July, 2022. See "900mdpl," accessed 24 
August, 2022, http://www.900mdpl.com/p/900mdpl.html. 
97  Pamela N. Corey, "Metaphor as Method: Curating Regionalism in Mainland Southeast Asia," YISHU: Journal 
of Contemporary Chinese Art 13, no. 2 (March/April 2014): 82. 
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CHAPTER FOUR 
INTANGIBLE LABOR – CURATORIAL PRAXIS AS INFRASTRUCTURE BUILDING 
(See Appendix 4a, 4b, 4c, 4d) 
 
In the commissioned essay ‘Practicing Friendship: Respecting Time as a Curator’ (See Appendix 

4a) I celebrate my respect for this networked sphere of intangible labour with a focus on 

friendship in the arts in Vietnam, for its nurturing of creative intent in the face of political 

restriction particularly, ‘… to beg friendship to make introduction to discursiveness sturdier, 

to come up with a name that reflects the dreams inherent to its conjuring, to hope that its 

eventual interface does not enter the aesthetic regime with only one stride.’98 Here, I lament 

the vast distance between an artist’s local context and the hierarchical engine room of 

institutional international display that an artist is expected to attend in order to raise the bar 

of their artistic relevance, particularly noting that such display is rarely with expertise that 

understands its agency to broaden critical awareness of the complex intangible worlds that 

have helped give birth to the artwork in question, such benchmarking overlooking: the 

political ramifications of artist’s material usage or reference to site; the financial support via 

friendship required to ensure sustainable traditional craftmanship; the social risks behind 

commissioning particular subjects; the differing knowledge worlds of orality and 

performativity that have fed intellectual artistic sustenance in a landscape with differing 

indisciplinary archive, and more.  

 

It is this intangible context of artistic labour – the orated/performed expression of its journey, 

of its learning through movement, its errantry and relation to the world – that I learnt must 

be given agency (an activated presence) in my curatorial responsibility to making art with my 

community. Argentinian artist collective Colectivo Situaciones99 may refer such intangibility as 

experiencia, a Spanish term that loosely translates as an accumulation of knowledges 

anchored in experiment as practice. Susan Kelly interprets ‘This experiencia might involve 

pedagogical, institutional and structural experimentation of all kinds, linked to analysis that 

does not just look at what is said, but that takes up the forces that are at play in given 

situations in order to both trace and experiment with the subjective and affective conditions 

 
98 Zoe Butt, “Practicing Friendship: Respecting Time as a Curator”, 208. 
99 See Thom Donavan, “5 Questions with Colective Situaciones,” in Art 21 Magazine, March 16, 2011, 
http://magazine.art21.org/2011/03/16/5-questions-with-colectivo-situaciones/#.YrOwfexBw-Q. 
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at work’100. This situated proximity to materiality is powerful in how its existence matters to 

the artist, this experience (and thus relation), to space, place and people being a 

consciousness, that, as Alfred Gell would rouse ‘… is an activity, the deed of actively 

responding to others’ speech both in listening and in talking’101.  

 

Activating friendship as resilience 

Drawing on Spinozan ethics, Nick Montgomery and Carla Bergman ask ‘what are we capable 

of here and now, together at this time, in this place, amid the relations in which we are 

embedded?’ going on to speak of seeking kinship as a ‘precarious’ and ‘radical’ act in its 

creating ‘intergenerational webs of intimacy’. They anchor perspectives of care and friendship 

in resistance to the monolith of Empire and its insidious twin of Capital in its systematized 

control and determination of how we socially relate and value each other across physical and 

psychological divide; seeking a ‘relational freedom’ that is not about an absence of restriction 

but ‘… the capacity to become more active in shaping our attachments’102. 

The question of what sustains and stymies such radical ethos of ‘shaping our attachments’ in 

sites of political poverty is my primary concern in ‘Practicing Friendship’, advocating for 

greater curatorial attention to the intangible conditions of artistic production, to not extract, 

assume and categorize what we see, but rather to learn the differing entanglements of 

situated knowledge that is often endangered due to its lack of supportive infrastructure, 

sensitive content or relations with particular people/entities. ‘Forest Curriculum’ (Pujita Guha 

and Abhijan Toto) propose consideration of such artistic labour as ‘indisciplinary’,   

‘To move indisciplinarily is to move away from praxis; it is to shift towards the 
emergent. To move indisciplinarily is to move with the rhythms of the 
‘undercommons’; to not replicate their form into one that becomes governable, but 
rather to create situations of enactment and also of potentiality. It is here that we turn 
to forms of artistic research as a model for indisciplinary thought – to view these forms 
as not merely devices for the production of artworks, but rather as possible templates 
for collective speculation. It allows us to imagine expertise otherwise – no longer 
bound by inherited knowledges – and to recognize expertise in multiple registers, and 

 
100 Susan Kelly, “What does a Question Do? Micropolitics and Art Education,”, in The Curatorial: A Philosophy 
of Curating, ed. Jean-Paul Martinon. (London/New York: Bloomsbury, 2013); 141. 
101 Gell. xliv 
102 Carla Montgomery Nick Bergman, Joyful Militancy : Building Thriving Resistance in Toxic Times (Edinburgh: 
AK Press, 2018), 79. 
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in different forms – in care work, in indigenous knowledge, and embodied knowledge, 
amongst others’.103 

 

In believing the examination of an artwork’s index reveals its social agency, such 

‘indisciplinary’ valuing of artistic research empowers differing cultural networks of resilience 

- such shaping of attachments (ie. the dependency of artistic production on trust, on kinship, 

on lived experience, on political like-mindedness) being far too often sacrificed (ignored) in 

the instrumentalization of an artwork’s final form in order to be officially 

approved/internationally marketable. What gives capacity to such ‘indisciplinarity’ is crucial 

to understand and acknowledge, and in Vietnam I have learnt it is often via the prism of 

friendship that the ‘production of representation – the journey towards that final destination 

called an artwork by an artist… can provide political autonomy with a powerful organized 

presence’104.  

 

 #19 

Figure 19: Opening night of ‘Spirit of Friendship’ at The Factory Contemporary Arts Centre, HCMC, 2017. © The 
Factory Contemporary Arts Centre 
 

It is in following such frame that the curated platform ‘Spirit of Friendship’ was incubated in 

2017 (See Appendix 4b) in an attempt to give a historical view to the legacy of kinship in 

Vietnam’s intangible independent artistic community and their generative social practices 

enabling the development of contemporary artistic languages across the country. Under the 

 
103 Pujita Guha and Abhijan Toto for the Forest Curriculum. “Notes Towards Imagining a Univers(e)ity  
Otherwise,” in Institution as Praxis : New Curatorial Directions for Collaborative Research, ed. Bill Balaskas 
Carolina Rito (Berlin: Sternerg Press, 2021), 253. 
104 Zoe Butt, “Practicing Friendship: Respecting Time as a Curator”, 207-208. 
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aegis of The Factory Contemporary Arts Centre, ‘Spirit of Friendship’ was launched as an 

‘educational display’ (as opposed to the category of ‘exhibition’) so as to avoid official license 

scrutiny of this project’s necessary historical purview, introducing the history of artist-group 

activity across Vietnam, since the close of the Vietnam War (1975) to the present day, focusing 

on solidarity in friendship as the mode which had motivated artistic production in Vietnam, 

moving out of war-torn fatigue into an ideologically-governed social landscape. ‘Spirit of 

Friendship’ is also an on-going curatorial research program, replete with dedicated website 

(www.spiritoffriendship.com), continuing to archive the history of the development of this 

‘independent’ artistic scene; featuring public programs, essays, interviews and conversations 

that engage community memory and current explorations of what motivates and sustains 

artistic collaboration, with a predominant focus on Vietnam.  

 

#20

 #21 

Figure 20: Installation view of ‘Spirit of Friendship’, The Factory Contemporary Arts Centre, HCMC, 2017. © The 
Factory Contemporary Arts Centre 
Figure 21: Installation detail of ‘Spirit of Friendship’ chronological timeline of the emergence of artist groups (top 
wall register); with relevant socio-political events placed on particularly designed cards labelled by year (bottom 
wall register) © The Factory Contemporary Arts Centre 
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As an educational display, it featured 22 artist-groups from across Vietnam, seeking to give 

testament to the social bonds of resilience within friendship that generated new individual 

expressions of art, despite affective conditions of living official regulatory limitations in 

educational curricula and government license. It was an introductory survey of such 

landscape, where artists shared their stories rather than their artworks (See Appendix 4b.10), 

attempting to demonstrate to our audiences, particularly to our youth, of how previous 

generations collectively engineered new artistic phenomena under socio-political limits, to 

prompt how sharing critical ideas within bonds of trust had spurred differing understandings 

of how to be an artist (and that such innovation was with international recognition). In the 

accompanying curatorial essay, titled ‘Spirit of Friendship: Artist Groups in Vietnam since 

1975’105 (see Appendix 4c) the project is given historical context, alongside arguments behind 

the thematic divisions of the display – a chronological timeline of the emergence of these 

artist groups in conjunction with relevant socio-political events (see Appendix 4b.7-10); an 

examination of how artists refer to senior artists as mentors (see Appendix 4b.16-18); artistic 

strategies of garnering publics beyond State-sanctioned space (see Appendix 4b.15); and, the 

heart of the display, which highlighted four artist-groups whose influence on the development 

of an experimental art in Vietnam was deemed particularly significant. Here each artist-group 

was invited to show a project or object that best symbolized their mode of operation (see 

Appendix 4b.11-14). In the associated essay (written with the support of fellow curators Bill 

Nguyễn and Lê Thiên Bảo) I contextualize each group’s unique mode of operation that was 

highlighted within the exhibition – expressions of resilience via international exchange, 

residency or collaboration.  

 

My usage of the word ‘resilience’ here in ‘Spirit of Friendship’ (and within ‘The Collective 

Development of Contemporary Art in Vietnam’ and ‘Practicing Friendship’) resonates with  

Natasa Petresin-Bachelez in her call ‘For Slow Institutions’106, where creative community 

mutually rely on each other, in response to the crisis of their situated living, opening up the 

 
105 Bill Nguyễn Zoe Butt, Lê Thiền Bảo, "Spirit of Friendship: Artist Groups in Vietnam since 1975," Southeast of 
Now: Directions in Contemporary and Modern Art in Asia 2, no. 2 (2018). 
106 ‘Applied more narrowly in the sphere of cultural work, resilience is more than just the ability to adapt, as 
promoted by the concept of the flexible subject over the past two decades, which was adopted by corporate 
capitalism and neoliberalism and which triggered the mass movement of precarious labour. Resilience 
encompasses reciprocal dependence and the finding of one’s political and socio-ecological place in a world 
that is out of balance and that creates increasingly disadvantageous living conditions… Resilient thinking looks 
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presumption of an ‘institutional border’ for collective action, so as to better re-align artistic 

purpose in an international Art world detrimentally dominated by neoliberal, progress-driven 

imperatives of an ‘event economy’. I echo Petresin-Bachelez’s need to find sustainable 

sanctuary in what she refers as ‘commoning practices’ – ‘… community gardens, sharing of 

public space, new forms of crowdsourcing and new ways of collaborating …’ acknowledging 

how artists document the struggle of their humanity in the face of various localities in material 

scarcity, climate crisis and corruption. I would add however that such artistic ‘resilience’ is also 

about finding ways to nurture historical consciousness in the absence of knowledge systems 

suffering educational neglect/ideological restriction and that such resilience begs dialogical 

forms of indisciplinary, intergenerational, inter-class engagement as a means of building 

accessible knowledge in community.  

 

In this regard, one particular theme of ‘Spirit of Friendship’ is demonstrative. Titled ‘Artists 

Looking at Artists’ (see Appendix 4b.16-18), this dedicated space on the gallery floor screened 

a rotation of documentary films produced by Vietnamese artists/filmmakers, on other artists 

of historical influence in their artistic community. To paraphrase its wall text, 

 

‘In a community that does not possess public archive of its artistic history, with a lack 

of institutions that critically collect and catalogue artistic production (the result of 

ideological and economic limitations), whereby access to living expertise and 

experience is also limited (a consequence of post-war migration); it is increasingly 

prevalent that creative talent has sought to research and document influential figures 

of Vietnam’s past and present artistic landscape’. 

 

Demonstrating intergenerational reflection, DIY ethos and interdisciplinary collaboration, 

film-maker Trần Mỹ Hà and artist Đỗ Hoàng Tường (of the 1960s generation), reflect on the 

life and practice of pioneering abstract Saigonese painter Nguyễn Trung (b. 1940) via ‘candid 

discussion and spontaneous moments’; artist Nguyễn Quang Huy explored the ‘creative 

 
at the critical and dystopian near future; unable to anticipate or postpone it, it can only react by adapting to it’ 
See Natasa Petresin-Bachelez, "For Slow Institutions," e-flux journal 85 (October 2017), https://www.e-
flux.com/journal/85/155520/for-slow-institutions/. 
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processes of performing, writing and translating poetry’ of legend Hanoian Dương Tường (key 

collaborator of pioneer conceptualist Vũ Dân Tân and co-founder of ‘Salon Natasha’ (see 

Appendix 4b.13), amongst others. The majority of this moving image program sought the 

subject’s personal reflections and community member observations of influence, their stories 

giving rare insight into particular socio-political conditions of art historical significance little 

known to our local. The exposure of such historical consciousness is integral to the ‘Spirit of 

Friendship’ ongoing online platform, particularly in the ethos of community speaking of their 

community, within a dialogically reflexive mode (eg. the mode of ‘conversation’, as opposed 

to essay or historical review). 

 

Such artistic resilience, compelled by the lack of arts infrastructure addressing lived historical 

memory, is also found further afield in a plethora of artistic forms, such as CAMP (founded by 

artists Shaina Anand and Askok Sukumaran)107 in New Delhi, India, who create online 

productive archives of South Asian cinema – instructional spaces for the making of film online 

- many of these socio-political documentaries enabling critical interrogation of marginal issues 

in a cultural scene dominated by commercial regulation; or the artistic practice of Rahima 

Gambo and ‘A Walk Space’108 beginning in Abuja, Nigeria as a mobile ‘studio’ in initial 

collaboration with a school-group of young women who suffer surveillance of Boko Haram, 

this ‘walk space’ emphasizing the collaborative exchange of words in movement (resulting in 

videos and publications). 

 

To return to Rogoff’s acknowledgement of the hegemonic art world’s privileging of a final end 

product (ie. the exhibition) in its valuing of artistic practice, despite the immensity of artistic 

labour beyond its tangible commodification, I would argue that ‘Spirit of Friendship’ 

demonstrates curatorial responsibility in challenging the institutional presumptions of where 

such artistic practice begins and ends through such display. Roger Nelson highlights our 

curatorial efforts with ‘Spirit of Friendship’ in this regard as exemplary of an ‘expanded’ field 

of ‘scholar-curating’ in Southeast Asia particularly, noting our emphasis on practice as 

 
107 Askok Sukumaran Shaina Anand, "Camp," accessed 24 August, 2022, https://studio.camp/. 
108 Rahima Gambo, "A Walk Space," accessed 24 August, 2022, https://www.awalkspace.com/. 
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opposed to exhibition histories for each artist group109. His observation particularly 

responding to academic art historical opinion regarding the date with which arguably the first 

artist-group in Vietnam, the ‘Gang of Five’, were established in Hanoi, outlining the definitive 

claims of Nora Taylor and Pamela N. Corey that it was 1993 (the year of their first exhibition), 

rather than the year 1989 (the date the artists shared with us when this group of friendship 

began to make and play together110 – a date stated in the chronological timeline of the 

establishment of artist-groups in ‘Spirit of Friendship’, displayed along a continuous set of 

walls in the central ground floor gallery space – See Appendix 4b.10). Our curatorial argument 

was that the ‘Gang of Five’ were the first artist-group in the country to be working with 

abstract languages (State prohibited at the time) and were instrumental in influencing 

Southern Vietnamese artists via their friendship networks well before they began to exhibit 

their work in 1993. In our eyes, their practice and not their exhibition history prompted artistic 

innovation in the art scene of Vietnam.  

 

The curatorial research for ‘Spirit of Friendship’ was crucial in determining our emphasis on 

practice, as opposed to exhibition histories in acknowledging the contribution of artist-groups 

to the development of contemporary art in Vietnam.  Questionnaires (See Appendix 4b.5) 

were sent to all known artist-groups across the country, in order to seek satisfaction of key 

criteria we had set for the project (criteria which was publicly announced within the display 

and remains present on its dedicated website): 

 

 
109 Roger Nelson goes on to argue our strategies a direct challenge to academic perspectives of art historical 
value, noting our curatorial referral to literary tropes to define the shape and structure of the undertaking 
itself (indeed we referred to ‘Spirit of Friendship’ as an ‘educational display’, as opposed to declaring it an 
‘exhibition’; its key visual highlights claimed as sitting spatially ‘centre-fold'). See Roger Nelson, "Curating as 
(Expanded) Art History in Southeast Asia: Recent Independent Projects in Ho Chi Minh City, Luang Prabang, 
and Phnom Penh," ARTMargins 9, no. 2 (2020): 55-56.  
110 Ibid. 43. 
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Following the answers received, further interviews were conducted, which gave unique map 

of how artists across the country were aware, or even in collaborative conversation about 

artistic ideas and techniques. This emphasis on ‘a group who work, play and think together’ 

was deliberately conceived in knowing the obstacles artists face in staging their visibility – 

understanding the economic hardships, political ramifications and lack of available space with 

which to make their art visible continues to this day. 

 
The burden (?) of artistic visibility 
In ‘The Burden (?) of Artistic Visibility in Vietnam Today: The Dilemma in Measuring Artistic 

and Curatorial Success by an ‘Exhibition’ History’ (See Appendix 4d) my argument lies in how 

artists and curators are impacted by such impoverished and compromised arts infrastructure, 

whose labour, I thus argue, should not be thus solely measured by its compromised ‘exhibition 

history’, particularly highlighting that in Vietnam, a ‘triển lãm’ (‘exhibition’) infers a command 

to ‘dominate’, ‘to occupy or have something in its totality’ – a definition I argue prompts near 

militaristic surveillance for fear of any challenge to what can only be a State ‘totality’. Though 

this text recalls artistic strategies in defiance within Vietnam – gestures often without 

audience, existing online for friendship networks only, or staged in sites soon to be 

demolished (and thus with no eventual physical trace); the emphasis by extension here in this 

commentary is the impact of a disenfranchised socio-political context on the growth of an art 

ecology in general.  
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It is important to recognize that it is not just Vietnam that faces such oppressive conundrum 

in the face of governmental oversight, economic woe, or cultural 

instrumentalization/disenfranchisement, but an increasing number of art communities across 

the Global South, whose artists/creatives seek to strategize the sustainability of their local 

cultural memory. This is evidenced in the consequent innovations of artist/curatorial 

initiatives such as ‘Wekalet Behna’ in Alexandria, Egypt committed to art, music, translation 

and cinema, with their ‘Behna Study Program’ whose Visual Art workshops ‘consist of engaged 

discussions around readings, visual material, case studies, and field visits aimed to ask 

questions around the future of art spaces and artistic production through themes central to 

contemporary arts in Egypt and the world’111; ‘Raw Material Company: Center for Art, 

Knowledge and Society’ in Dakar, Senegal with their international ‘Akademie’ program which 

focuses on ‘off-the-beaten-track’ artistic and curatorial practice and thought, ‘dedicated to a 

dynamic reflection on artistic research, curatorial practice and critical writing’112; ‘Sa Sa Art 

Projects’ in Phnom Penh, Cambodia and their ‘Pisaot: Experimental Art Residency’ which 

focuses on regional dialog and a ‘two-way knowledge sharing’, asking residents (who do not 

have to make new work) to engage their artistic community via artist talks, workshops and 

skill-sharing113. Such independent peer initiatives, reliant on bonds of friendship, equally 

concerned with a comparative relationship between production and display, similarly tending 

to the nurturing of situated artistic and curatorial relation via dialogically anchored activities, 

have been instrumental in boosting my own respective team’s morale in knowing we are not 

the only organization struggling to devise programs that nourish and provoke our 

community’s commitment to a historical consciousness.  

 

Such programs by peers, alongside ‘Conscious Realities’ and ‘Spirit of Friendship’, 

demonstrates how nascent forms of artist/curator driven initiatives are attempting to 

challenge the interpretative systems of the dominant art world, by not only according value 

to the methodological strategies of their creative producers, but also undertaking the 

 
111 See "Behna Study Programme," Behna El Wekalah, accessed 13 July, 2022, 
https://www.behna.org/en/behna-study-programs.  
112 See "Raw Academie," RAW Center for Art, Knowledge and Society, accessed 13 July, 2022, 
http://www.rawmaterialcompany.org/_About_RAW_Academy?lang=en. 
113 See "Pisaot: Experimental Arts Residency," Sa Sa Art Projects, accessed 13 July, 2022, 
https://www.sasaart.info/pisaot.htm.  
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necessary tasks to enable and sustain such focus. Such responsive strategies acknowledged in 

‘The Burden (?) of Artistic Visibility in Vietnam Today’ as:  

‘… the negotiations we undertake to gain safe access to subjects and people; the 
political relationships we must delicately maintain in order to keep our businesses 
registered; the private mentoring we personally nurture with emerging community; 
the lobbying we muster towards potential supportive donors; the emotional 
counseling we take on in order to encourage practice; the risky business partnerships 
we enter in the hope of sustainability; the educational access programs we devise in 
the hope of building criticality…. Such a catalog might sound like a given for the 
culturally serviced and networked part of the world, but … undertaking such labour in 
disenfranchised contexts of political poverty is a teetering between legitimate and 
illegitimate action, between vague guidelines of official access and social expectation, 
between personal relationships of trust and obligation’.114  
 

N’Gone Fall further advocates such strategies, 

‘… new art protagonists from developing countries have created a salutary domino 
affect challenging the need for proper stages and keys to understand the mechanisms 
of artistic productions, the dynamics of the diverse art communities and more 
precisely, how contemporary visual arts from Africa, Asia, Latin America and Arab 
countries are resonating in the world’115 

 

Such challenge of ‘proper stages and keys’, is where I would argue Flores’ proposition of ‘non-

knowledge’ is of reliance, indeed a force within much curatorial labor in the fraying margins 

of globality, where artistic communities struggle to empower the demands of both local and 

international imperatives of display in knowledge-stricken, financially tenuous, culturally 

instrumentalized contexts. For in sites where what is visible is a potential political or social 

risk, it is not only imperative to ethically consider the ramifications of an artwork’s visibility on 

the artist’s civic rights, but also that of the community which supports it (eg. in Vietnam, it is 

the host of a public event - be it an exhibition or talk or screening - who is now held criminally 

responsible for content deemed prohibitive: not the artist/author). It thus becomes 

curatorially crucial to think strategically on how your actions and decisions are given picture 

in community and to what extent such ensuing visibility places you in infrastructural, or even 

personal, jeopardy (the Japan Foundation’s organization of the ASEAN project, titled 

 
114 With regard to legitimate and illegitimate action, many license applications from The Factory Contemporary 
Arts Centre were handled ‘back-door’ with a ‘friend’ of our lawyer who ‘advises’ on what his boss will say, this 
personal relationship maintained with innumerable dinners and drinks; whilst myriad artist will go to great risk 
to access, document and display forbidden site. 
115 N’Gone Fall ‘To the Danes’ in Curating Global Art : Positions and Voices : Essays and Art from Images 16 
(Copenhagen: Centre for Culture and Development (CKU)), 34. 
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‘Sunshower,’ hosted by the Mori Art Museum and the National Art Centre, Tokyo in 2017, 

mishandled the details of the Vietnamese shipment, prompting Vietnamese authorities to 

threaten diplomatic action if particular artworks were not removed from display, to name but 

one of many as example)116. 

 

Dispositions and their interplay 

The social architecture that sustains critical and experimental artistic visibility under such 

limitative social rubric must carefully strategize the pros and cons of artistic/curatorial 

endeavours – the political sensitivities of its subject (potential surveillance?); the impact of 

alliance in collaboration (personal relations and its consequent favours?); the sites with which 

materials are resourced (are they politically permitted to be accessed?); the communities that 

must be engaged for access to information (cultural hierarchical respect?); the emotional 

impact of financial requirements (does the artist’s family support their practice?) and so on. 

Navigating such a landscape is akin to what Keller Easterling refers as the dispositions117 

between activities and objects, understanding the agency in an ‘arrangement’ (eg. the varying 

materials and skills needed in developing and sustaining artistic projects within artist-initiated 

organizations), that it is through understanding the relations between dispositions that an 

artist/curator enables capacity/leverage/opportunity between objects, community, power 

structures, emotions and memory.  

 

Innovating creative potential for engagement in the arts, in contexts like Vietnam, demands 

activating dispositions as priority, evidenced in ‘Conscious Realities’ and ‘Pollination’, 

employing what Easterling would refer as their medium design, or ‘interplay’, engaging the ‘… 

 
116 Vietnamese artist Tiffany Chung had her ‘Vietnamese Exodus’ project censored by Vietnamese authorities 
due to mishandling of sensitive information by the Japan Foundation who were the organizers of this 
exhibition. Chung was consequently placed under surveillance. Further to this, Chung’s request that the 
artwork be removed from display in a particular way was ignored by the organizers. I am a close friend of 
Tiffany Chung and attended to her ensuing panic attacks and subsequent re-location to the US. This issue was 
raised at the CIMAM 2017 conference: See CIMAM, Cimam 2017 Annual Conference Report, CIMAM 2017 
Annual Conference: The Roles and Responsibilities of Museums in Civil Society (National Gallery Singapore), 71.  
117 ‘The chemist, cook, parent, dog, or urbanist is considering the activities and dispositions of objects, where 
‘disposition’ describes the agency or potential immanent in an arrangement – a property or propensity within 
a context or relationship. You might assess the disposition of someone’s personality over time or the 
disposition of a house in relation to the weather or landscape, just as you might describe the disposition of an 
organization’ Keller Easterling, Medium Design : Knowing How to Build the World (London/New York: Verso, 
2021), Preface, Kindle. 
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parameters for how things interact with each other’118; such curatorial models were/are 

careful assessments of particular dispositions, working between official and grass-root action, 

between government and private advocacy groups, not only concerning the impact of 

studying particular subject matter, but also the choosing of various individuals, organizations, 

sites of realization, scheduling and articulating purpose towards an effective and sustainable 

(political and financial) delivery of each project – such negotiation often requiring particular 

introduction, bribe, gift, meal, drink or favour (all of these actions anchored in differing 

utterance from the space of the official, the domestic, of entertainment or deemed 

‘professional’ in business).  

 

For example, ‘Conscious Realities’ could not have realized its dialogically-driven program 

(composed of a select number of public events, the majority of the program being invite-only) 

were it not officially inaugurated by the nationally-lauded scientist and Fields Medalist, 

Professor Ngô Bảo Châu, co-hosted with the Vietnam University of Social Sciences and 

Humanities and Hoa Sen University (such organizational hosts manoeuvred by Ngô Bảo Châu 

who is a popular ‘intellectual’ celebrity). His lecture was moderated by Madame Tôn Nữ Thị 

Ninh, founder of Conscious Realities co-host ‘Tri Viet Centre for Social and Educational Studies’ 

(Madame Ninh is a previous diplomat well-respected in Vietnam, her allegiance to Sàn Art 

anchored in our mutual need to raise the awareness of the Ministry of Culture in the social 

and intellectual role artists can play in contemporary society, a delicate suite of meetings and 

‘gifts’ enabling the process). In addition, an international advisory committee was set up to 

advise on the foreign intelligence invited to take part over the course of its four years of 

delivery, paid for by the Prince Claus Fund of The Netherlands, such financial capacity a rare 

coup for participating host universities to include international expertise within their student 

programming. Sàn Art knew that a project being launched by such individuals, with such 

institutions, was a coup for all involved and would ultimately mean Sàn Art’s granted access 

to their facilities (and thus their students) for the duration of the program. Most crucially, it 

also gave reasonable assurance that the Cultural Police would be more lenient towards our 

activities (though we knew, sadly, that launching ‘Conscious Realities’ did not mean these 

tertiary institutions continued intellectual engagement in the program – for indeed they 

 
118 Easterling. 10. 
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barely attended). I have learnt that the curatorial activation of dialogical space, expanding the 

political imagination of historical consciousness (as evidenced in ‘Conscious Realities’ and 

‘Pollination’), requires, to paraphrase Easterling, ‘… designing of interplay (so) as not to fix 

positions but to initiate interactivity – to disrupt loops and binaries. There may be no single 

new technology or magic bullet but rather a shift in the relationships between things… The 

designer is then temporarily manipulating the chemistries of assemblages and networks’119.  

 

Such interplay is an ethos similarly found in the variable scale of curatorial practices that 

are/have been greatly driven/informed by artists, such as: ‘Gudskul120’ (Jakarta); ‘Common 

Wealth121’ (Cardiff); ‘31st Century Museum of Contemporary Art122’ (Chiang Mai); ‘DAAR: 

Decolonizing Architecture Art Research123’ (Palestine/Stockholm); ‘MADEYOULOOK124’ 

(Johannesburg) including previously discussed organizations ‘Ashkal Alwan’ (Beirut); ‘Wekalet 

Bahna’ (Alexandria); ‘RAW Material Company’ (Dakar); ‘Sa Sa Art Projects’ & ‘Sa Sa Bassac’ 

(Phnom Penh); ‘FLORA ars+natura’ (Bogota) and ‘LIR’ (Yogjakarta); to name but a few. The 

common thread that these initiatives hold is a commitment to the responsive modeling of the 

relationship between art, society and the sustaining of historical consciousness, believing 

artists have crucial agency in holding accountable variable power structures who seek to 

benefit from societal control and regulation. Such institutional challenge to the theoretical 

 
119 Easterling. 10-11. 
120 ‘GUDKSUL’ in the devising of course curricula whereby all forms of human labour, from the garbage 
collector to the village chief to the local doctor, contribute to the worlding of artistic method and knowledge 
sustenance in re-distributing social forms of economy in the name of Art. See "Gudskul," accessed 24 August, 
2022, https://gudskul.art/en/beranda/. 
121 ‘Common Wealth’ in the working with disenfranchised communities whose traumatic experiences are 
globally repetitive, inviting experiential memory to contribute to the formation of a theatrical transformative 
production. See "Common Wealth ", accessed 24 August, 2022, https://commonwealththeatre.co.uk/). 
122 ‘31st Century Museum of Contemporary Art’ (https://31century.org/) in Kamin Lertchaiprasert’s relating of 
everyday perception of human habit as an aesthetic form that reveals contradiction/compassion, where an 
artistic object is but a memory prompt to such experience. See Kamin Lertchaiprasert, "31st Century Museum 
of Contemporary Art," accessed 24 August, 2022, https://31century.org/. 
123 ‘DAAR: Decolonizing Architecture Art Research’, founded by Sandi Hilal and Alessandro Petti , for their 
belief that architecture is socialized and thus built upon the rights of its human constituents, and thus their 
collaborative articulation of agency in light of the refugee camp, the detention centre, the stateless 
community. See Alessandro Petti  Sandi Hilal, "Daar: Decolonizing Architecture Art Research," accessed 24 
August, 2022, http://www.decolonizing.ps/site/. 
124 ‘MADEYOULOOK’, founded by Molemo Moiloa and Nare Mokgotho, re-observes and re-familiarizes the 
everyday in South Africa, questioning social relations in memorializing blackness, ‘… engaging hierarchies of 
knowledge creation and dissemination, and the socialities of land and relationships with plant life. 
MADEYOULOOK engages different approaches focused primarily on intertextual installations, gatherings, 
discursive programs, research, and publishing. See Nare Mokgotho Molemo Moiloa, "Madeyoulook," accessed 
24 August, 2022, http://www.made-you-look.net/. 
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valuing of a work of art can only be born from the margins of globality, what Walter Mignolo 

would embrace as aesthesis in ‘border-thinking’, embodying time as sensorial, rather than 

observing/analyzing documentation from afar. By such dwelling in the margins we can give 

agency to ‘… change the terms, not just the content of the conversation’125 of the hegemonic 

world (such words/concepts collected during ‘Conscious Realities’, and ‘Pollination’ as 

evidenced in ‘local embodied knowledge’), to which I agree with Mignolo’s irrevocable 

inscription of this as imbibed in the experience of colonial difference, which we must 

understand and hold to account. Mignolo vouches for pluriversality that can only inhabit the 

border, not just observing and describing it, but thinking in language as a reflexive praxis ‘… 

because the very education project is built on border epistemology’. He goes on to say, ‘Border 

thinking is taking the effort to combine the body with writing, writing with the body and not 

just in the body’, where the pluriverse is ‘convivial, dialogical’ and that ‘pluri and multi-verse 

exist independent of the state and the corporations and it is the work of the emerging global 

political society, eg. the sector of society organizing themselves around specific project one 

they/we realize that neither the state nor the corporations have room for multi- or 

pluriverses’126. 

 

I believe it crucial that curatorial praxis be responsive and embracive of artistic methodology 

in their endeavors to build appropriate intelligence as infrastructure, that it is an ethical 

imperative to understand the conditions of its artistic production and the ramifications of its 

visibility. Curators must challenge international institutionalized practices of artistic ‘display’, 

to resist the default to presumed (marketable) categories of (universal) definition in our 

decision to include and interpret an artwork’s significance, to rather better understand our 

own agency in evoking the critical role of an artwork’s index – the social worlds of its maker. 

While this responsiveness is tantamount in the consideration of care towards the livelihood 

of artists and their respective communities, it should also be an inclusive reciprocal translation 

of the local forms of intangible situated and embodied cultural knowledge — its rituals, 

 
125 Walter Mignolo, Local Histories/Global Designs : Coloniality, Subaltern Knowledges, and Border Thinking 
(Princeton / Oxford: Princeton University Press, 2017), Location 1965, Kindle. 
126 Walter Mignolo, "On Pluriversality," Walter Mignolo, accessed July 22, 2022, http://waltermignolo.com/on-
pluriversality/. 
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superstitions, spiritual practices, indigenous customs — that informs, substantiates and 

motivates artistic method. 
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CONCLUSION - WHERE DOES AN ARTWORK BEGIN AND END? 
 
In light of the fact my community continues to endure an affective landscape where artists are 

not encouraged to be critically responsive to their lived reality; where thinking with an 

individual opinion is with limited social support; where the ‘official’ landscape of education, 

resource and cultural display is governed by fear and ideological surveillance, where the 

parameters of what can be defined as ‘Art’ must meet the aesthetic determinations of the 

State (thus the courage to be ‘public’ with your ideas that may be daring and experimental 

can garner extreme anxiety and doubt, ultimately crippling comparative criticality) - why does 

such a context necessitate curatorial expansion of where an artwork begins and ends?  

By way of conclusion, I shall return to the four initial questions posed in my introduction, while 

also reminding the key theoretical and historical entanglements previously discussed, in order 

to answer this final query.  

 

Firstly, what is curatorial labor within communities whose histories/beliefs are officially 

contested? Curatorial labor, in such threatened context, is ethically compelled to explore 

responsive means of sustaining and nurturing artistic practice via the building of supportive 

human networks of intelligence, beyond the domain of the publicly visible. Such curatorial 

prompting of historical consciousness, via study of artistic methodology, as outlined in this 

commentary’s portfolio, propels that an artwork begins in sustaining via what Gilbert 

Simondon describes as the ‘collective individuation’ of artists and curators, via the shared 

learning of what it means to be a constantly transforming ‘individual’, to create the space of 

learning ourselves from another’s perspective, to provoke, explore and question ones’ 

relation to and with community, to question its environment, its structures and operations, 

asking ‘What if… we attempted to grasp individuation in the fullness of the unfolding of its 

reality?127, as opposed to presuming an individual (and their tangible labour) as fixed 

information. 

 

I have generated (and participated) in this collective individuation as an independent process 

of mutual sharing (outlined via ‘The Collective Development of Contemporary Art in Vietnam’, 

‘Conscious Realities’ and ‘Spirit of Friendship’) through private conversations between artist 

 
127 Scott, 5. 
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and curator relating intentionality behind a work of art, the debates/group critiques organized 

with particular invited relevant expertise that can expand pre-occupations of discipline with 

lived realities; the nurturing of mutual learning within artistic production in the 

rehearsing/testing/experimenting with bodies and theories and materials (eg. introductions 

to relevant research, archives, organizations) – such curated labour generating activities 

predominantly taking place privately towards the realization of an individual artistic 

object/creation and its interpretation, all holding one prime mode in common, what Mikhail 

Bakhtin refers as the ‘dialogical’128. This shared space of ‘interrogation’ and ‘interlocation’ of 

the self through language in its reflection of multiple imagination, is not only a pedagogical 

space of embodied performativity (for enunciation of words takes effort of mind and body), it 

is also what Donna Haraway refers as a highly situated129 space of trust and privacy, a learning 

in our bodies of how to navigate the various affective power structures in confrontation of 

fear, as Sara Ahmed infers, in order to create space that readies and strategizes all potential 

outcomes for an artistic imagination to be given physical entrance as artwork onto the ‘visible’ 

(public) stage of discernment.  

 

Secondly, what lessons can curators learn from studying artistic methodologies within such a 

context? In extending curatorial investment in an artwork’s display by valuing the social index 

of its birthing (its production), I have learnt how curators come to better intuit artist’s 

intentionality with their art, thus building a reciprocal space of mutual respect and trust in the 

critically generative task of curatorially interpreting their labour. I agree with Bakhtin, who 

determines ‘aesthetics’ as much more than form or composition of an ‘object’, arguing it a 

situated study of ethics and ontology, he goes further to speak of the relationship between an 

‘author’ (the ‘artist’) and his ‘hero’ (the ‘artwork’), as a need to fully understand the life-world 

of this relationship, that ‘… we evaluate ourselves from the standpoint of others, and through 

others we try to understand and take into account what is transgredient to our own 

consciousness’130.  

 

 
128 Bakhtin, Holquist, and Liapunov, xxvi.  
129 Haraway 582. 
130 Bakhtin, Holquist, and Liapunov, 15. 
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It is thus, in taking Bakhtin’s ideas on the dialogic further, that I see the benefits of this 

discursive space of sharing ideas and intentions as not only a necessary part of an artwork’s 

creation, but a necessary process in curatorially determining an artistic practice and the 

sustainability of its supportive (often intangible) infrastructure, what Edouard Glissant refers 

as its relation, its mondialité or worlding131. The curatorial projects I have conceived with my 

community, which form part of this commentary’s portfolio (eg. ‘Conscious Realities’, ‘Spirit 

of Friendship’, ‘Pollination’) have nurtured and engaged differing experience and expertise 

(eg. the shaman, the village elder, the journalist, the anthropologist, the family relative), 

inviting such local and global intelligence to a kind of ‘classroom’ not present in Vietnamese 

educational institutions, a critical space of imagination that connects a community’s ancestral 

ghosts with its living intergenerational memory. It is a translocal space that not only prompts 

useful artistic possibilities in ‘object-making’, it also deepens curatorial interpretation of 

artistic practice with greater clarity and introspection, a relation that can open up alternate 

narratives of site/sight beyond dominant hierarchical disciplinary understandings of Art and 

History (and its reliance on what is made visible), to encapsulate local forms of wisdom and 

sensorial understandings of cultural memory.  

 

Thirdly, why do such circumstances demand scrutiny of the privileging of the visible within the 

global systematization of Art and its value judgements? Official scrutiny of the visible in such 

contexts as Vietnam curatorially necessitates a hidden dialogical space that is networked with 

differing human production, affording the contextualization of mutual investment in careful 

hunting for verification of fact beyond what is officially displayed and archived (as outlined in 

‘Practicing Friendship’ and ‘The Burden (?) of Artistic Visibility’). I am crucially aware that many 

artists and curators in Vietnam are deeply wary of the violence of their ‘archives’ and cultural 

institutions in their blindness, historical linearity and teleological assumptions of what is 

predicated as past, present and ‘will be’ the future, aware such precepts serve mechanizations 

of power that insidiously hide, delete, or re-configure ‘fact’ for political benefit and 

governance of the status quo.  

 
131 See Manthia Diawara, "Edouard Glissant’s Worldmentality: An Introduction to One World in Relation," 
dOCUMENTA14  (2017), 
https://www.documenta14.de/en/south/34_edouard_glissant_s_worldmentality_an_introduction_to_one_w
orld_in_relation. 
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The historical implementation of curatorial strategies devising dialogic processes in their 

practices have been predominantly argued and carried out within the visible institutionalized 

public spaces of the Western Museum or gallery, the desire to engage conversation and 

debate between artists and audiences prompted by the educational impetus of an exhibition 

and its organizational mission to expand public awareness of the historical relevance of an 

artwork and its maker. However, in Vietnam (and to a great extent across the Global South), 

where public-facing institutions are predominantly politically instrumentalized, where 

‘curating’ is a little understood profession thus exhibition histories are with little accessible 

archive (as organizationally argued in the generation of ‘Pollination’) the few curators who 

subsist and persist suffer similar censorship syndrome to artists, in that most exhibitions 

showcasing contemporary art that is critical of its reality, is prohibitive. Exhibitions granted 

license come with a myriad of conditions that not only do not permit certain artworks for 

display, or an artwork must remove this or that image/word/material in order to be approved 

– but additionally a curator’s text cannot say this or that (eg. press release, curatorial essay, 

information sheets explaining works of art to a public). If historians, in the valuing of an artistic 

or curatorial practice, give primacy to an exhibition history, then in Vietnam they would be 

studying a history of artistic and curatorial intention under great duress (See ‘The Burden (?) 

of Artistic Visibility’). 

 

In analysing the dilemma art historians face in the great dearth of concrete documentation of 

exhibition histories (particularly referring to Southeast Asia), David Teh observes ‘For it is not 

exhibitions, but independent organizations that are the more significant and influential forms 

in the landscape. And it is the social architecture of those platforms, not the grammar of 

display – much less the postures of an authorial curator – that makes contemporary art’s local 

emergence visible…’132 

 

Fourthly, what innovations, or parallel models, to the global exchange ecology of Art, can be 

thus proposed? It is in the praxis of ‘local embodied knowledge’ or ‘non-knowledge’ as Patrick 

Flores infers that artists provide inspiration to curatorial processes of building community, and 

 
132 David Teh, "Obstacles to Exhibition History: Institutions, Curatorship and the Undead Nation-State," in The 
Curatorial Conundrum : What to Study? What to Research? What to Practice? (Pre-Publication Draft), ed. Mick 
Wilson Paul O'Neill, Lucy Steeds. (Cambridge: MIT Press, 2016). Unpaginated. 
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thus accordingly the networking of a soft infrastructure for the sustainability of historical 

consciousness. As highlighted throughout this commentary, the innumerable artistic 

initiatives across the Global South carry out much of their work through dialogical processes 

of recalling/re-valuing cultural memory, exploring an artist’s production processes as resilient 

in living and negotiating social/political inequity. Steinbock, Ieven and de Valck share,  

 

‘One way in which the arts build up civil resilience is through fostering our political 

imagination. Presenting us with alternative forms, practices and experiences, art (or 

more exactly the work or practice of artists) has the ability to stimulate our political 

imaginations and populate it with new, perhaps revolutionary ideas. Moreover, it 

tends to do so by explicitly or implicitly taking issue with the social, aesthetic, and civic 

context in which it situates itself, and as such it provides the viewer-participants an 

enriching starting point for their own reflection on the political and civic context133’ 

 

I would take such perspective on how the arts builds civil resilience further by emphasizing 

how critical the situatedness of curatorial/artistic practice is in giving agency to political 

imagination, for it can crucially re-network what Keller Easterling infers as its interplay of 

dispositions (its re-arrangement of knowledge, skill and access) seeking a localized and 

sustainable social infrastructure. Furthermore, I believe that were the purchasing power of 

the artworld to give recognition to an artwork’s value beginning with the dialogical birthing of 

its ideas and its interpolated contexts of production (in an attitude akin to how consumer 

conscience is sought today to consider their own support of how their desired products are 

produced - where, and by whom, do they, perhaps exploitatively, originate), we would then 

see a more ethical and sustained ecology for the Arts globally. Were curators able/willing to 

strategise the benefits of deep time in better facilitating (in ‘collective individuation’) with the 

immense wealth of intangible labor undertaken in the realization of an artwork, 

understanding such immensity is rarely with full inclusion in a final work of art that has been 

made visible, perhaps then we would find private and public collection more intimately 

connected, and thus caring, thus constantly re-assessing, the immateriality of cultural memory 

 
133 Eliza Ieven Bram Valck Marijke de Steinbock, Art and Activism in the Age of Systemic Crisis : Aesthetic 
Resilience (New York: Routledge, 2022), 3. 
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and context connected to their collections – thus an artwork’s social index pointed as not only 

its ‘beginning’ but also its ‘end’.   

 

Such dwelling in the intangible zones of artistic production, which acknowledges the 

constantly transforming self, is to be understanding the necessary pluriversality of our 

historical consciousness (as evidenced in ‘Conscious Realities’ and ‘Pollination’), dialogically 

unraveling our sensorial relation to fact and fiction, understanding that we may want to be 

read, to be visible with that ‘there’ in our art (seeking theoretical and historical inclusion in a 

dominant frame of exhibited value), but we are ‘here’ in what Akbar Abbas would infer as a 

culture of ‘disappearance’ (not an effacement, ‘but of replacement and substitution’). Such 

‘dislocation’, as Abbas infers, is the ‘transformation of place’. In speaking of such dislocation, 

Flores states ‘I am drawn to this idea of ‘the transformation of place’ and to the fact that these 

transformations may frustrate recognition, which instills doubt in the project of the exhibition 

itself’134.  

 

I would argue such doubt in the finality of an artwork’s display as crucial to the reconstitution 

of curatorial labour, especially in zones of socio-political disenfranchisement, where the 

building of our own historical consciousness must leverage its zones of intangibility, its social 

capital. Such doubt — as Okwui Enwezor phrases ‘creating a space of vulnerability’135 — is also 

crucial to the project of decolonizing our minds and questioning our representations, to which 

the primacy of the visual continues to be held hostage, isolated from its interdependent 

sensorium, in the value-making mechanisms of our global cognitive economy whose Art circles 

hinge on the disciplinary memory of its science.  

 

What this commentary and its associated portfolio reveals is the entangled capacity of 

embodied dialogical knowledge as a social software of support that is crucial to artistic 

production, an intangible practice (not a hardware) whose ‘Culture as resistance is the 

untamed force from the ocean of memory that erodes all constructions of education along 

 
134 Flores,  in From a History of Exhibitions Towards a Future of Exhibition-Making : China and Southeast Asia, 
337. 
135 Michael Brenson, "The Curator’s Moment," Art Journal 57, no. 4 (Winter 1998), 
http://www.jstor.org/stable/777925. 19. 
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the shore of knowledge’136, to quote Katrin de Guia, the long-time companion/collaborator of 

artist Kidlat Tahimik; to which I can hear Kidlat Tahimik chime in, ‘Whewwwww!!! Be gone! 

Let our homegrown heroes and heroines regreen our voices!’137.  

 
Knowing from whence you and your language (your perspective) derive is, I believe, a lifetime 

commitment; and it should go, hand-in-hand, with understanding how such language impacts 

the representation of our errantry – our speech, our thoughts, our writing, our principles, our 

ethics. And I hear Donna Haraway nodding in agreeance, relaying ‘It matters what worlds 

world worlds. It matters what stories tell stories.’138  As a curator, writer and speaker, I have 

come to consider it negligent if I cannot be critically comparative with my work, that the 

‘precision’ Maria Lind speaks of (as a curatorial urgency in understanding why we do, where 

we do) is still of great critical absence in the knowledge and ethical conduct of this profession. 

We, as curators, must address how our movements and actions across this vast globe – 

physically and intellectually – are of impact in an incredibly uneven social world, one that for 

many is violently inculcated as politicized defence of border, race, faith and more; and that 

above all, we must be present with what we cannot see.  

 
 
  

 
136 Katrin De Guia, Kapwa : The Self in the Other : Worldviews and Lifestyles of Filipino Culture-Bearers (Pasig 
City, Philippines: Anvil Pub., 2005), 84. 
137 Writes Kidlat Tahimik as he quotes his leading lady, Inhabian, the indigenous goddess, who is fighting 
Hollywood’s Marilyn M in his large-scale diorama installation Ang Ma-bagyong Sabungan ng 2 Bathala ng 
Hangin, A Stormy Clash between Two Goddesses of the Winds (WWWIII – the Protracted Kultur War) 2019. See 
Kidlat Tahimik, "Kidlat Tahimik," in Journey Beyond the Arrow : Sharjah Biennial 14 - Leaving the Echo 
Chamber, ed. Zoe Butt (Sharjah/London: Sharjah Art Foundation; Prestel Publishing, 2019), 146. 
138 Donna Jeanne Haraway, Staying with the Trouble : Making Kin in the Chthulucene (Durham (N.C.); London: 
Duke University Press, 2016), 35.  
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Nha Sàn Đức, Hanoi. 2009. © Nhà Sàn Collective       
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Figure 2:  Jay Koh (artist/curator, Myanmar) sharing his artistic strategies of ‘artist-led  
participatory process’ with artists of the Nhà Sàn Collective community, Hanoi, 2018. 
© Nhà Sàn Collective 
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Figure 3: ‘Pupils’ 2011 by artist Phan Quang. One of 11 of 13 photographs censored 
for his ‘Space/Limit’ solo show, Sàn Art, HCMC, 2013. ©Phan Quang 
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Figure 4:  The government permitted the bamboo cage that was built around the 
internal and external gallery spaces of Sàn Art. Ironically the audience experience of 
being ‘caged’ was allowed, but not the representation of its occurrence. © Sàn Art 
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Figure 5: Đạt Vũ ‘Untitled 39’ from ‘Muted Conversations’ (2016 – ongoing). Inkjet print on 
paper. Dimensions variable. The message of the propaganda poster in the rear of this 
photograph reads: ‘Toàn Đảng, toàn dân, toàn quân thi đua lập thành tích chào mừng cuộc 
bầu cử đại biểu Quốc hội khóa XIV và đại biểu Hội đồng nhân dân các cấp nhiệm kỳ 2016-2020! 
(The entire Party, people and army are emulating to celebrate the election of deputies to the 
14th National Assembly and People's Councils at all levels for the 2016-2020 term!) © Đạt Vũ 
 
PG. 36 
Figure 6 and 7:  Group critique with Adriana Bustos, participants of Sàn Art Laboratory 
and select community. Lounge room and studios of ‘Sàn Art Laboratory’, HCMC, 2014. 
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Figure 8: Adriana Bustos ‘Official Territory 2018’ from ‘Vision Machine’ 2019. Acrylic, graphite, 
silver leaf on canvas.  180 x 180cm. © Adriana Bustos.  
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Figure 9: Installation view of Lại Thị Diệu Hà in ‘Mind, Flesh, Matter: Session 4 – San 
Art Laboratory’. 13 May – 31 July, 2014, Sàn Art. © Sàn Art 
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Figure 10: N’Tone Edjabe (‘Encounter: Conscious Realities’) delivering ‘Diagnosing the 
Chimurenga Chronic’ workshop at Sàn Art, April, 2015. © Sàn Art 
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PG. 42 
Figure 11: N’Tone Edjabe (‘Encounter: Conscious Realities’) on stage for the official public 
event, ‘The Beats of Africa’ at The Observatory, HCMC Port, April, 2015. © Sàn Art 
 
PG. 45 
Figure 12: Jompet Kuswidananto (Indonesia) discussing with Vietnamese artists his research 
into the ‘ghost’ in mythology, history and contemporary culture, in discussion with Nguyễn 
Tiến Văn (writer, translator, Vietnam); as part of ‘Prod Ponder’ artist in residence program, 
as part of ‘Conscious Realities’. Sàn Art, HCMC, 2013. © Sàn Art 
 
PG. 46 
Figure 13: Kidlat Tahimik (‘Encounter: Conscious Realities’) surprising his audience with a 
performative response to audience questions during his lecture, hosted by Hoa Sen 
University, HCMC, 2014. © Sàn Art 
 
PG. 47 
Figure 14: Khadim Ali (‘Prod/Ponder: Conscious Realities’) sharing his past and current 
projects in Afghanistan with Sàn Art’s artistic community in the lounge room of ‘Sàn Art 
Laboratory’ – an ‘artist-in-residence’ program, HCMC, 2014. © San Art 
 
PG. 54 
Figure 15: Artist Maryanto and LIR trailed a near erupting Mount Merapi, a volcanic haven 
for illegal sand mining exacerbated by governmental corruption, learning from local villagers 
of the ghosts and animal spirits who guard this volcano, collecting oral histories as sound 
and image recordings along the way. © Pollination 
 
PG. 55 
Figure 16: Artist Ruangsak Anuwatwimon and Kittima combed the depleting shores of the 
Lower Mekong (the border between Thailand and Laos), spending time with local fisherfolk 
who shared their woe of livelihood as the balance of the river spirits had been endangered 
due to Chinese damming projects, collecting animal carcass and dying plant life along the 
way. © Pollination 
 
PG. 57 
Figure 17: Sit under Maryanto’s tent-like installation and the ghost stories of the animal spirits 
of Mt Merapi can be heard, this tent covered in illustrations of these spiritual guardians. 
Installation view, MAIIAM Contemporary Art Museum © MAIIAM Contemporary Art Museum 
 
PG. 57 
Figure 18: Walk beside Ruangsak’s suspension of a miniature Mekong, its bark body painted 
with a line of toxic blue, as animal carcass line its dwindling body. Installation view, MAIIAM 
Contemporary Art Museum © MAIIAM Contemporary Art Museum 
 
PG. 63 
Figure 19: Opening night of ‘Spirit of Friendship’ at The Factory Contemporary Arts Centre, 
HCMC, 2017. © The Factory Contemporary Arts Centre 
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PG. 64 
Figure 20: Installation view of ‘Spirit of Friendship’, The Factory Contemporary Arts Centre, 
HCMC, 2017. © The Factory Contemporary Arts Centre 
 
PG. 64 
Figure 21: Installation detail of ‘Spirit of Friendship’ chronological timeline of the emergence 
of artist groups (top wall register); with relevant socio-political events placed on particularly 
designed cards labelled by year (bottom wall register) © The Factory Contemporary Arts 
Centre 
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