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Available at sanitary ware shops and construction material suppliers all over Thailand.
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artliid+ BANGKOK CRYSTAL

BANGKOK CRYSTAL
EXPERIMENTAL DESIGN COMPETITION 2018

Bangkok Crystal Company Limited (Chang Kaew) in collaboration with art4d
has organized a design competition which brings about ideas from the younger
generation of designers about how to redefine the notion of ‘Glass Blocks’ under
the theme ‘PLAY’
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Bangkok Crystal Company Limited (Chang
Kaew) together with art4d Magazine co-
hosts a design competition, ‘Bangkok
Crystal Experimental Design Competi-
tion 2018."' The topic, ‘PLAY’ is open to
all techniques and ideas that challenge
conventional perspectives and the pre-
conceived notions people have about
‘glass blocks. The submitted works show-
case an incredibly diverse nature, from
architecture to various fields of design
be they interior, product or graphic design.
The final round competition and awards
ceremony was held on the 17t" November
2018 at the W District and creativity filled
the air. The audience was left inspired by
the 10 final projects from the young con-
testants whose experiences of joining
the competition included constructive
critiques from the judging panels of
highly talented individuals such as As-
sistant Professor Boonserm Premthada
of Bangkok Project Studio, Savinee Bura-
nasilapin of Thingsmatter, Pirak Anurak-
yawachon, architecture photographer and
founder of Spaceshift Studio, Mongkon
Ponganutree, Managing Director of
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Corporation 4d Limited (art4d) and Wee-
rayot Julagate, Sales and Marketing
Manager of Bangkok Crystal Company
Limited.

From over 200 entries, only 10 projects
were chosen as the finalists. Before the
final round of the competition, the 10
teams of students were given the op-
portunity to participate in a workshop held
at Bangkok Crystal Company Limited’s
factory in Rayong province of Thailand
where they learned about the manufac-
turing process and installation techniques
including different applications of glass
blocks. The experience enabled them to
further develop their works as they pre-
pared for the final stage of the competi-
tion. There were four works that brought
home awards from the Bangkok Crystal
Experimental Design Competition 2018
by Bangkok Crystal Company Limited.
The winner of the Popular Vote, who gar-
nered the most votes from art4d's Face-
book page and was also granted a 5,000
THB prize was a team of architecture
students from the Faculty of Architecture,
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Chulalongkorn University, Napassorn
Soontornnont, Sirin Prakalpawong and
Warittha Lertkantapong with their work,
‘Yaowarach Pave.' The second runner-up
title and 10,000 THB in prize money that
came with it went to ‘Icicle Block’ by
Angkhana Daowsri from the Faculty of
Architecture and Design, Rajamangala
University of Technology Rattanakosin.
The work reinterprets the decorative and
safety purpose of broken pieces of glass
on the walls of Thai people’s homes with
the design of a glass block whose phy-
sical shape mimics the form of icicles.
In addition to the functionality and ap-
pearance that offer greater security for a
person’'s home, the material also stands
out for its beauty achieved by the physi-
cal characteristics of glass blocks.

‘Breath Block’ by Thossapon Youngyu
from the Faculty of Arts and Architecture,
Rajamangala University of Technology
Lanna is selected as the first runner-up
with THB 15,000 prize money. The work
involves improving one of the glass block’s
lacked property of ventilation by taking its
idea from stacking of leaves and apply
it by drilling holes into the two opposite
sides of the block’s corners. One side of
the block is also sandblasted in order to
reduce its transparency and thereby
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gives out more comfortable light shades.
It also enables different ways of block
placement that will create different
lighting dimensions and adding some
gimmick to the space.

The winner of the first prize and 30,000
THB in prize money is ‘Braille Glass Block’
by Wirunya Pongraveevongsa, Pornchrist
Kiatsrichart and Patthapol Tantiyapinant
from the Faculty of Architecture, King
Mongkut's Institute of Technology Ladkra-
bang. As a reinterpretation and redesign
of Braille blocks for the visually impaired
and glass blocks as a decorative con-
struction material, the work redefines
the limitations of the two objects from a
new perspective. The transparent quality
of glass blocks and the guiding ability
of Braille blocks are combined into the
Braille Glass Block. The work presents
itself as an alternative material for uni-
versal design with the illuminating and
glittering effects that will expand the
functional limitations and serve as the
‘guiding light in darkness and in light’
for both the visually impaired and normal
users.

From what they have achieved with Bang-
kok Crystal Experimental Design Com-
petition 2018, we cannot wait to see what
Bangkok Crystal Company Limited will
bring to the table in what we believe will
be an inspiring future to come. For more
updates and information about activities
from Chang Kaew, visit the company's
Facebook page, bccchangkaew and
website, bangkokcrystal.com

510109

CHANG KAEW
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EDITORIAL

WHICH SIDE ARE YOUON ?
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In the recent protest in France, more than 100,000 demonstrators took
to the streets. The protest was caused by the raising of oil taxes by the
government who claimed their rationale was to reduce oil consumption
and persuade people to use clean-energy cars. While this policy of Emma-
nuel Macron goes hand-in-hand with the aim of curtailing global-warm-
ing, people also deem it as being ignorant toward the quality of life of
lower-income people. The protest, just as many others around the world,
including those in Thailand, turned violent due to the fact that such gains
more attention from the public when compared to peaceful demonstra-
tions. This indeed bears resemblance to the French Revolution, of which
people often quote Marie Antoinette who, when told that people couldn't
afford bread, simply said: “Let them eat cake...”

Around the same time, Taiwanese Premier Tsai Ing-wen announced her
resignation from the Democratic Progressive Party (DPP)’s leadership
position as an act of responsibility following the party’s major defeat in
the local election campaign. The result indicated that the Taiwanese care
more for their country’s overall interests than independence.

After a long halt, the new election season is also coming to Thailand.
However, Thai-style politics are still in the same old state as before:
irrational and ignorant to the facts with loathsome smearing of the
opposite sides.

Pichet Klunchun has just recently exhibited his ‘Bogus Seance version
Bangkok 4.0," which is a part of the Bangkok Art Biennale 2018 being held
at ChangChui. The show was a grand one, with many parts of it depicting
famous events that have occurred over the past 4 years. Klunchun “pos-
sessed” himself with Thai, Chinese, and Indian deities, Black Panther,
Goddess Nang Non, The Moo Pa (Wild Boars) football team, Toon Bodyslam,
superheroes, and many others. The show also featured local hit songs,
ranging from ‘Moan My Name' to ‘My Country’s Got (Prathet Ku Mee).’ It
depicted things such as death, beliefs, and obsessions that have already
become an intrinsic part of Thai society and the way of life. Surrounded
by the chaos in Thailand and around the world, what we should do is just
understand that everything we perceive always has 3 sides: theirs, ours,
and truth.
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Celebrating
Design
Excellence

DFA Awards 2018 Winners

Organised by Hong Kong Design Centre, and with Create Hong Kong

of the Hong Kong Special Administrative Region Government as
major sponsor, the DFA Awards aims to celebrate design excellence
and acknowledge outstanding designs and designers with Asian
perspectives through five major award programmes -

DFA Lifetime Achievement Award, DFA Design Leadership Award,
DFA World’s Outstanding Chinese Designer, DFA Design for Asia
Awards and DFA Hong Kong Young Design Talent Award.

www.hkdesigncentre.org www.dfaawards.com

Organiser: Major Sponsor:

hkﬁé DFA Y CREATEHK

Hong Kong Design Centre AWARDS
BEEEED

DFA Design for Asia Awards

Grand Award
01 &(Ando)
UA architects, Japan
02 aibo
Sony Corporation, Japan

03 DESCRY TAIWAN-ALISHAN
APEX LIN, PANG-SOONG X MOUNTAIN ALI TEA NO.35
I'DER Visual Image Design, Taiwan

04 Fuzhou Jin Niu Shan
Trans-Urban Connector (Fudao)
LOOK Architects Pte Ltd, Singapore

05 gunti -Luxury floating hotel-
Yasushi Horibe Architect & Associates, Japan
06 PMQ Taste Academy
PMQ Management Co. Ltd., Hong Kong
07 Shin-toyosu Brillia Running Stadium
E.P.A Environmental Protection Architectural Institute, Japan
08 Starfield Library
Shinsegae Property & Cenoplan, South Korea

09 Tai Kwun
The Jockey Club CPS Limited, Hong Kong
Grand Award, Grand Award for Culture

10 The Textile Atlas
Narrative Made, Hong Kong

Grand Award for Sustainability
11 Wild Coast Tented Lodge
Nomadic Resorts, The Netherlands

Grand Award for Technology

12 Dyson Supersonic™
Dyson Singapore Pte. Ltd., Singapore

Disclaimer : The Government of the Hong Kong Special Administrative Region provides funding support to the project only, and does not otherwise take part in the
project. Any opinions, findings, conclusions or recommendations expressed in these materials /events (or by members of the project team) are those of the project
organizers only and do not reflect the views of the Government of the Hong Kong Special Administrative Region, the Communications and Creative Industries Branch
of the Commerce and Economic Development Bureau, Create Hong Kong, the CreateSmart Initiative Secretariat or the CreateSmart Initiative Vetting Committee.
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THE GOLDEN PIN DESIGN AWARD 2018 ANNOUNCES

697 DESIGN MARK, 34 BEST DESIGN,
AND 3 SPECIAL ANNUAL AWARD WINNERS.
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THE POSSIBLE ISLAND?

MAI (Marina Abramovi¢ Institute)
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It is known that in this Bangkok Art Biennale 2018, one of the artists that
came to exhibit her work is the grandmother of performance art, Marina
Abramovic¢ herself, as well as members of MAI (Marina Abramovic Institute).
At the time of this writing, 8 members are performing daily for 8 hours a day
at the Bangkok Art and Culture Centre (BACC)'s 8" floor. The performances
are scheduled to be held for 3 weeks, from the 18" of October to the 11" of
November, 2018.

Each of the works stems from the artists’ own questions, which they will
strive to answer through their long-duration performances which will, in turn,
communicate those experiences to the audience. One of the interesting art-
ists in this group is the sole Thai member, Taweesak Molsawat. His work,
The Gardener (2018), involves the artist walking 21 kilometers a day, from
his residence to the BACC, while also carrying along with him soil taken
from his home. The soil will be used to plant fake flowers in plastic jars. The
4-hour walk is broadcasted live on the exhibition space’s screen. It seems
that the message is one of questioning the changes in culture and our fast
and ever-moving world. The performance also highlights the changes in the
ways of life of those living in urban areas, as well as individuality.

Apart from the performances from the artists, MAI also showcases the
Abramovi¢ Method. This involves inviting the audience to explore their inner
thoughts through various methods used by Marina Abramovic herself.
In other words, the event not only allows for the audience to witness the
performances but also lets them actually do something themselves and
provides them with a new experience.

bkkartbiennale.com
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UPDATE

PHOTO COURTESY OF NATIONAL KAOHSIUNG
CENTRE FOR THE ARTS except As NOTED

NATIONAL KAOHSIUNG CENTRE FOR THE ARTS

Mecanoo Architecten
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Lately, the Delft-based architecture firm, Mecanoo, has been quite active
in Asia with projects popping up here and there and especially in Taiwan.
One of their projects, the National Kaohsiung Centre for the Arts, or Wei-
wuying officially opened in mid-October last year and is now ranking as the
world's largest performing arts center. The massive piece of architecture is
the result of the unified masses of a Concert Hall, Opera House, Playhouse,
Recital Hall and Outdoor Theater. The programs stretch under the vast,
undulating structure that is partially elevated to blanket the theaters with
parts being intentionally curved toward the ground where the green scape
and entrances are located. The 5-meter-high ceiling of the ground floor
serves as a spacious and nicely sheltered public space, ideal for the semi-
tropical climate of the island while enabling the clash between the casual
and more formal activities of the center. Architect Francine Houben explained
that the design of the architecture takes its inspiration from the iconic shape
of the Banyan trees and the ways that the people of Kaohsiung have used
and interacted with the space under these local evergreens. The construc-
tion of the 140,000-square-meter building was brought about through the
architect’s collaboration with a local shipbuilder where they materialized
the curved plane resembling the wall of a large cargo ship. Weiwuying has
enabled interesting interactions and connections between cultural perfor-
mances and the locals, facilitating and delivering site-specific experiences
that no mobile phone screen or VR headset could capture.

npac-weiwuying.org
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HIDE&SEEK AT THE FLOWER MARKET
TEDxBangkok Adventure 2018

“ulfiiinna watinviasifignmaunansaaain where is the flower market” Sfudaud
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Hide&Seek at The Flower Market / aauldinidinaass ufanssuriugsie
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“The merchants were stunned when travelers asked, ‘Where is the flower
market?"” Ever since the footpath cleanup earlier this year by the Bangkok
Metropolitan Administration, the merchants were forced to move their stalls
from the footpaths to inside the market. This led to a quieter atmosphere
as compared to the past — a consequence directly contrasting with the
intentions of the Bangkok Metropolitan Administration that aimed to make
the Flower Market serve as a new tourist attraction in the Rattanakosin area.

Hide&Seek at The Flower Market is an activity that seeks to explore the
current situation of the Flower Market. Under the concept of design inter-
vention, the art installation by six designers in collaboration with the vendors
and surrounding community seamlessly blends into the market environment
and aims to revitalize and generate more circulation within the market.
An example of the work includes large leaves installed by small/is/cool
and sea.monkey.coconut. The said leaves are molded from resin and are
arranged and hung side by side in order to show the different amounts of
air and water kept in them, while at the same time do not seem out of place.
Another example is PHKA's Lost and Found, in which flowers of different
types and colors are arranged vertically and wrapped in newspaper-covered
polycarbonate sheets in order to symbolize the unique way of selling fresh
flowers wrapped in pieces of newspaper. The sheer structure can also be
walked through, allowing for the audience to reach inside the installation
and symbolizing the atmosphere of the market, which although seemingly
quiet from the outside, is still bustling with many flowers.

fb.com/manuspakkhlong
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Exclusive Pre-Sales
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KHAI MAEW X : KALALAND
Khai Maew
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One of the things that gives the famous political satire cartoon page, Khai
Maew its unique quality is its symbol-laden jokes that allow for various
interpretations. This allowance for the audience’s interpretation indeed
reflects the individual's freedom of thought, one that is free of restraints
from any political system. Last November, Khai Maew broke out from his
usual, online exhibition space into his first solo exhibition Khai Maew X:
Kalaland, in which he collaborated with ARTIST+RUN Gallery.

This exhibition felt a bit retrospective, as it showed his older online works.
Still, also featured was his new three-meter canvas painting, figures and
mascots of his three main characters, Tarsai, Jack-Maew, and Uncle Khai,
as well as a gashapon, the last of which added some fun dimension to his
otherwise familiar works (which did not give out a new kind of experience
already felt when watching his online works). Another interesting work
shown in this exhibition was a large “Kala” (coconut shell) hung upside down
at the gallery's entrance. From a perspective, it was a mere prop for the
exhibition. From another perspective, though, it was an interesting self-
censored introduction to the exhibition’s theme of “Kalaland,” as it told the
audience that the depicted satire comes not from mere imagination, but
infers to them that whatever they are doing, their own “safety” must come first.

fb.com/cartooneggcatx

20



Millistone

Natural Stone Veneer
NUSSSUBADIUYS

(=
Lﬂu&lfl Ngern Ma Business Co.,Ltd. 48 Soi Ramintra 12 Tarang, Bangkhen, Bangkok 10220 Thailand
Ngern Ma Tel : 0-2943-6661 Email : ngmb@truemail.com




TEXT: PAPHOP KERDSUP

UPDATE

PHOTO COURTESY OF
THE ORGANIZERS

ARCHITECT EXPO(S)

Various Organizers

LIVINE GREEN
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Thailand suddenly gets to welcome six art festivals that took place almost
serendipitously in one year. No matter what the background stories of these
festivals are and whether they originated from each organizer's exploding
aspiration and attempt to contribute something as a reciprocation to the
artistic conversations that have been filling the air, it is now undeniable
that 2018 is the golden year of Thailand’s art scene (read more about the six
festivals in this issue of art4d). With 2019 approaching, the busy schedule
continues for Thailand with two imminent architecture festivals that are about
to take place in the upcoming year. We don't exactly know the reason or
inspiration behind this simultaneity but to clear all the confusion, we take
this chance to explain to you about these two different but confusingly
similar festivals.

The first one is Architect 19, popularly known as ASA Expo, which doesn't
require that much of an explanation considering the fact that it's an annual
event that has been hosted consecutively by the Association of Siamese
Architects under Royal Patronage since 1986 (except a brief discontinuation
in 1990). Themed ‘Living Green,’ Architect '19 will take us to explore the
concepts of Smart City, Green City and Sustainable City (which kind of
make us wonder about the difference between the three with Dr. Acharawan
Chutarat as the Chairperson of the working committee. Architect 19 will be
held between the 30t of April and the 5™ of May at Challenger Hall 1-3,
IMPACT Muang Thong Thani.

Another event within pretty much the same genre is Architect Forum '19 that
has the Architect Council of Thailand as the organizer and Prakit Phana-
nuratana sitting as the Chairperson of the working committee. The event
is set to take place between the 14" and 17" of November at Challenger Hall
3, IMPACT Muang Thong Thani. This is probably the first time that other
fields of architecture, be they urban architecture, landscape architecture or
interior architecture and decorative art, will have their own platform where
academic conversations about their own body of knowledge and profession
can properly take place. While the ASA and the ACT each have their own
separate roles and responsibilities, the two events that will happen in 2019
will probably be interestingly similar and different at the same time. While
we are eagerly anticipating the list of speakers who will be attending the
two events, if this turns out to be a constructive competition, the people
who will benefit the most by what the two events have to offer are no one
but us, viewers, and that is never a bad thing.

architectexpo.com
architectforumexpo.com
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ALEXANDER LAMONT

Let’s have a look at the biggest flagship store of Alexander Lamont
at Gaysorn Village, a place where the dialogue between meticulously
crafted products and spatial experience resonate

Alexander Lamont is a British designer
who grew up in a family whose business
was importing antique furniture and
decorative, indigenous objects from dif-
ferent regions around the world. As the
family's business ran through the '70s
and the '90s, Lamont's experiences in-
cluded extensive travel to Africa, South
America and Asia, including Thailand. The
experience exposed him to Thailand's
handicraft products from the ancient
eras of Chiang Saen, Sukhothai and
Ayutthaya. Throughout the course of his-
tory, people’s skills and abilities to use
materials have evolved and continuously
developed. Created as a result are com-
munities of skillful and knowledgeable
individuals with a true and comprehen-
sive understanding of the way crafts are
created. Such skills are manifested in
the works, materials and details of every
single work. Throughout his life, he has
learned, experienced and passionately
strived for creative developments, all
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collectively merged into the journey
that eventually led to the birthing of the
brand ‘Alexander Lamont.’

The tactility, touch and sensory percep-
tion of surfaces, varying temperatures
of materials, all are experiences that
have been translated into the brand’s
concept. Presented and projected are
not only modern production methods
or materials but also the brand'’s deep
association with the past and people.
There is the creative force that has been
transmitted through each and every
work, and following is the possibility to
create intriguing artistic works from
the grounds of local wisdoms and in-
teresting or even unprecedented uses
of materials.

With three shops in Bangkok and one
in Phuket, Alexander Lamont's flagship
store at Gaysorn Village is the brand'’s
biggest branch to date. The scale of the
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shop offers the opportunity to experi-
ment with different approaches toward
product display and spatial experiences.
The space is designed to physically
resonate with the concept of both the
brand and the products. The quality of
the space is interesting in its own right,
with great natural light that allows for
the program to be adaptable to the dif-
ferent ways in which the products are
displayed. The installation of each series
of products is realized to reveal the hid-
den details, particularly the terrazzo
floor, which was chosen for its ability to
bring some interesting elements to the
space. The patterns of the brass inlay,
as well as those of the exhibited objects
and tools, all the way to organic forms of
seashells and leaves including the ob-
jects resembling antique Chinese jade,
collectively complement the presence of
terrazzo and decorative attributes of the
intentionally crafted pattern and surface
of the walls.

ASsuuazng u?awﬁaﬁmwﬁﬁwma—
mﬂamﬂumﬂwm maa"nﬂamam Wi
PDITINTIUAZ NI ma‘lmﬂasmaas
mamnumum:"muunnLLamaaﬂm"Lm
amamwm mauv\ Lﬂumifﬁwmmaum
sz memswaaﬂﬂimaulum@
ANz Nad IanntdaensTayin
WNNFESINITUEAIDDNVDINRAFA DT
PRGN m‘lmuuawaawummwmu
LU‘NVL@‘YNI‘E’JiNLLa Lmaaaﬂunmmmnu

mﬂﬁv'mm"?iﬂdnmﬁu ‘Alexander Lamont’
mmmu,auaLiaasnwmau‘hmumssus
MIFNAR NINBLTY m@mm Lwa'l,mm
mwumLLawﬁwavLamwnauaﬂ‘lu’nmm
e ‘ﬂmunxmumsNamlmmauuumau
wsauaamimmmnmamaainaaﬂm

mmﬂvl,mmmuas’luwummuum U389
"meaamas] masLu"Lﬂwumuummﬂw

fumaulauaznanadulszsunsoifiden
2EUUUDY

25

From the ideas he has for his products
to the architecture of the brand's retail
space, Lamont's aesthetic perception
has been materialistically derived. Cre-
ated for the product and architectural
space are different roles that do not
overlap nor are they overshadowed. The
materials used within the space, there-
fore, cannot be found used with any
displayed products. One can sense the
simplicity of the smooth and vast surface
of terrazzo or the patterned grayish wall
as the collective setting. The visually
soothing color palette, surfaces of the
walls and floor enable the charm of the
furniture and decorative items to be
even more discernible. It's an interesting
and successful attempt to bring about
a balance between the space and per-
fectly arranged elements as architecture
serves to complement the products’
existence while the space seems to be
visually maximized and simultaneously
functions as both the brand's showroom
and a gallery.

Alexander Lamont continues its journey
in telling intriguing stories through hu-
man perception and tactility. Here, ob-
jects are physically experienced as one
touches surfaces and realizes details
hidden in the works, each a result of in-
tricate and meaningful creation, and
each with its own story to tell. At the
space of Alexander Lamont, memorable
and valuable experiences are waiting
to be discovered and mesmerized.

alexanderlamont.com
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THE WORKS OF ALEXANDER
LAMONT ARE DISPLAYED IN
DIFFERENT PLACES TO BRING
OUT THE UNIQUE QUALITIES
OF THE MATERIALS



SPECIFIC
SITUATION

The off-biennale exhibition, ‘This page is intentionally left blank’ by Pratchaya Phinthong, is simply a showcase
of the National Gallery's logbooks displayed alongside some other works (?). Having looked into the
displayed documents, the date goes back to 1991, a period contemporary with the National Peace Keeping
Council (NPKC), as the coup-makers, who took over political power from the government of General
Chatchai Choonhawan, the Prime Minister at the time.

The details of the logbook are repetitive—open the exhibition rooms, lunch break, close the exhibition rooms.
In the following year, in the midst of the Black May incident whose epicenter took place just a few steps
away from the National Gallery with the protest and deadly military crackdown that ensued, leading to
deaths, disappearances and injuries of countless people, the logbook of the National Gallery continued
its course, ‘regularly.’

The seemingly perpetual regularity inside the National Gallery goes on uninterruptedly to the point where
one cannot help but wonder how disconnected from the outside world the place has been.

In the past year, we've witnessed the public's interest and eagerness in the art world with the catalysts
being the six art festivals, which happened to take place throughout 2018 from the Bangkok Art Biennale
2018, Thailand Biennale Krabi 2018, Bangkok Biennial 2018 to Ghost:2561, Painnale 2018 in Chiang Mai
and Khonkaen Manifesto 2018 in Khon Kaen. Surely, each of these art festivals is not everyone's cup
of tea. The curators’ artistic tastes, themes as well as the locations of these festivals, by themselves,
set their own targeted audience. But it is still undeniable that the vigorous emergence of all these art
festivals offers viewers the opportunity to choose what best fit their interests and tastes. And for those
who are not familiar with these weirdly spelled events, having seen artworks and installations popping up
in their neighborhoods can be an interesting experience that allows for them to see what the shows have
to offer (how they will feel about it is, however, another story).
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Apart from the avid interest from the media outlets, particularly the online ones, another thing that can be
used as a legitimate indication if not confirmation that the general public is really becoming interested
in the art world is the vast number of images being shared through social media. The updated number
(on the day this article is being written) of the images with a #bangkokartbiennale2018 hashtag has
almost reached 18,000 within the span of only three months while Thailand Biennale Krabi 2018 and its
#thailandbiennalekrabi2018 hashtag is catching up with 1,800 images being published within the one
month period since the event kicked off.

For most people, these hashtags are great clues for their hunt for some snaps with the cool looking art
pieces. For the festival organizers, they are a tool that can be used to measure the level of ‘interaction’
from festival goers in the most tangible way there has ever been. What these hashtags offer is a glimpse
at the identity of users that is way more accurate than most questionnaires could provide and a way of
knowing the headcount of the number of viewers who actually show up at the festivals. Additionally,
they serve as an effective public relations method that creates a sense of a ‘word of mouth’ nature for the
events, which is more appealing than official coverage through different media outlets and platforms.

This isn't the first time in history for Thailand to have hosted art festivals of such a large number and
scale. We have seen events of a similar nature whether it be Chiang Mai Social Installation that took
place between 1992 and 1998, Cities on the Move 6 held back in 1999, Here and Now in 2004 or Art Normal
held in Ratchaburi in 2011 and 2016. But with the number of 6 festivals, and the fact that they all happened
in 2018, not to mention the excitement from the public they have caused, it wouldn’t be too much of an
overstatement to call what happened in 2018 a special situation in Thailand's art scene. Nevertheless,
with the word ‘special’ attached to it, the question that follows is how many more years can this 'special-
ness' be sustained? How many of these biennales will be able to survive in the next couple of years?
The future is uncertain and we definitely should not bluntly interpret the number of hashtagged images
on social media as an indication that art has become an integral part of Thai people’s ways of lives,
especially when some of these images are the result of the organizers’ promotional activities that try

to get their festivals to go viral as much as possible.

With concern over the unlikelihood of Thailand witnessing this kind of phenomenon again in the future,
art4d’s last issue of 2018 brings you all six art festivals that the country has welcomed, as we explore
the varying characteristics of these biennales from their geneses, concepts, work processes and objec-
tives. Also featured is our special coverage on Biennale Architettura 2018 held earlier in Venice that
looks into the places of Thailand and other Asian countries through this premier international architec-
ture event.
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BANGKOK ART BIENNALE 2018

THROUGH THE LEADERSHIP OF PROMINENT THAI CURATOR APINAN POSHYANANDA, THE
FIRST EDITION OF BANGKOK ART BIENNALE CAN BE SEEN AS AN ATTEMPT TO DEVELOP
THE INFRASTRUCTURE OF THAILAND'S ART SCENE FOR THE LONG-TERM

TEXT: ADULAYA HOONTRAKUL
PHOTO: KETSIREE WONGWAN
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The Bangkok Art Biennale successfully launched its inaugural
large-scale exhibition at over 20 locations this past October,
despite current questions about the over-saturation of biennales
being held around the world.

Many seminars and articles have discussed the impasse that
today's art biennales face, from curatorial fails to bankrupted
biennales. However, in spite of all of this, Thailand actually
became home to three biennales this year, all organized by
different groups hungry for a large-scale contemporary art
platform. There was ‘Beyond Bliss’ by Bangkok Art Biennale,
the un-themed ‘anonymous’ Bangkok Biennial, and the Thailand
Biennale which hosted site-specific art installations amongst
the nature of Krabi under the theme ‘Edge of the Wonderland.'

It was the Bangkok Art Biennale perhaps that caught the most
local and international attention, with its curatorial team headed
by none other than Thailand’s Prof. Dr. Apinan Poshyananda.
His team consisted of Southeast Asia’s leading figures in art
academics such as Former Director of Bangkok Art and Culture
Centre (BACC), Luckana Kunavichayanont; Dr. Adele Tan,
currently a Senior Curator at the National Gallery of Singapore;
Prof. Patrick D. Flores of the University of the Philippines; Asst.
Prof. Sansern Milindasuta from Bangkok University; and Asst.
Prof. Wutigorn Kongka from King Mongkut's Institute of Tech-
nology Ladkrabang.
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IT WAS A GOOD TIME TO LAUNCH THE
EVENT IN THAILAND, PARTLY BECAUSE
OF THE COUNTRY'S CONTROL IN TERMS
OF GOVERNANCE AND ECONOMICS

2 YinashunihvefadJausssuwisngamwamuns wanulassa$slidll Ligature Iy nda Things-
matter Uaz Asian Workers Covered lag Ralf Tooten 3 Tape Bangkok amaumﬂaaLa'uumﬂmﬁﬂiovlﬂu
2110110 H39I1UBINGN Numen For Use Design Collective naLﬂuaﬂ’uuamﬂ"lmumwuuﬂumnnauwﬁu
2l 4 Moving System Pavilion (f1a1w193) lag 35 Buriufis waz Az llweuun WONINHANUTY
fhantoouitidlinuisu 8 vosmadaliausTsuwiinianwamuerligdsumn visnfansy
Tae Marina Abramovié Institute aua3'li uumnmﬂmLﬂuIﬂNasnaLunﬂsvmﬂﬂnnlm‘lwmm] 172
Tama 5 Basket Tower Iae Choi Jeong Hwa amuamwaﬁaﬂamuﬁssmmansamwumum

2 'LIGATURE’ BAMBOO STRUCTURE BY THINGSMATTER AND "ASIAN WORKERS COVERED’ BY RALF TOOTEN EXHIBITED
IN FRONT OF THE BANGKOK ART AND CULTURE CENTRE 3 ‘TAPE BANGKOK’ A LARGE COCOON-SHAPED INSTAL-
LATION PIECE MADE FROM ADHESIVE TAPE BY NUMEN FOR USE DESIGN COLLECTIVE IS ONE OF THE ARTWORKS
THAT RECEIVED ATTENTION FROM THE GENERAL PUBLIC 4 'MOVING SYSTEM PAVILLION’ BY VIRA INPUNTUNG AND
PICH POSHYANANDA. THIS WOODEN STRUCTURE NOT ONLY HELPS BRING MORE LIVELINESS TO THE 8™ FLOOR
OF BACC AFTER THE END OF THE ACTIVITIES BY MARINA ABRAMOVIC INSTITUTE, BUT IT ALSO CAN BE UTILIZED
AS A MULTI-FUNCTIONAL STRUCTURE ON MANY OCCASIONS 5 CHOI JEONG HWA'S 'BASKET TOWER’ AT BACC

BAB_art4d265.indd 30

30

Many asked why Bangkok suddenly wanted to host its own biennale and
the Artistic Director himself, Dr. Apinan Poshyananda said it was a good
time to launch the event in Thailand, partly because of the country’s control
in terms of governance and economics. There have been multiple attempts
over the years but only now has a long-term financial plan been agreed
upon by supporting parties. Clearly, content and artist participation was
never an issue but the literal million dollar issue got in the way. Privately
funded and supported by a few of Thailand'’s biggest corporations, the
Bangkok Art Biennale seems to have received only little governmental help
in terms of logistics and location by comparison.

The disappointment in the lack of governmental interest in contemporary
art development is not a surprising one since there is currently no dedi-
cated national museum in Thailand for contemporary art, let alone modern
art, when since the 1920s, Thailand has had multiple seminal modern and
contemporary artists exhibiting around the world. Plans of building one
have been delayed for many years and the country is still waiting. In fact,
multiple scandals of art funding being cut nationally throughout the past
decades go quietly unnoticed and most recently with the threat of closure
of the Bangkok Art and Culture Centre (BACC), the capital city finds itself
embroiled in a Mexican stand-off between the very art community that pro-
tested for its establishment as an art center in the first place, the appointed
Bangkok governor who wants to take over the BACC, and of course the
public. Hence the idea of an art biennale definitely is more proactive and
productive, regardless of the tired attitude the large-scale art exhibition
has garnered over the years.
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In the present day, there are around 250 art biennales globally listed with
the Biennial Foundation, each competing for most impressive setting or
pavilion design, catering and parties, cashing in on the experience economy.
Many have criticized the biennale structure for scrambling the consump-
tion of culture and luring the audience's focus away to adopt a capitalistic
approach. Art experience debate aside, it is, however, noteworthy to men-
tion that these large-scale exhibitions do provide infrastructure for artists
to be able to host their artistic ambitions where galleries or museums fail
to offer, albeit it being temporal.




THESE LARGE-SCALE EXHIBITIONS
DO PROVIDE INFRASTRUCTURE
FOR ARTISTS TO BE ABLE TO HOST
THEIR ARTISTIC AMBITIONS WHERE
GALLERIES OR MUSEUMS FAIL

TO OFFER, ALBEIT IT BEING
TEMPORAL
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Alas, despite both international and local challenges, hosting

a large-scale art exhibition like a biennale so late in the race,
gives the opportunity for both audience and artist to define what
a biennale can be for their country, especially when there are no
other institutions like a national museum to be compared with.

It is also important to not homogenize the biennale concept
whilst attaching it to a dominant culture but instead observe the
impact that exhibitions like these can have on the art community
as a group with a local sensitivity. Thailand will hopefully then
stop being seen as part of a wider ‘Southeast Asia the Con-
cept,’ and instead have its own identity with a modern narrative
reaching a wider audience.




THE REAL TEST FOR
ITS LONG-TERM
SIGNIFICANCE,
HOWEVER, WILL BE
HOW THE BANGKOK
ART BIENNALE'S
MANAGEMENT
TEAM CAN SUSTAIN
IT, ESPECIALLY IN
TERMS OF FUNDING
AND AUDIENCE
ENGAGEMENT
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It has been largely a public effort in driving Thailand's
contemporary art growth. Galleries and private col-
lector's museums have established themselves to
act as a support system. Whilst there have been
other great art festivals around the country through-
out the years, the Bangkok Art Biennale does un-
deniably add a certain caliber to the country’s con-
temporary art landscape. Its curatorial prowess in
attracting big local and international names to par-
ticipate and create site-specific works for the show
sets them apart from the rest. However, the most
interesting part for all the senses and the art of art
experience that makes Bangkok a unique backdrop
for a biennale is probably the artworks located at
some of the country’s most sacred ancient sites. The
curatorial team had access to three of Bangkok’s
most visited royal temples; Wat Phra Chetuphon
or colloquially known as Wat Pho, Wat Arun Ratcha-
wararam and Wat Prayurawongsawat, otherwise
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known as Wat Prayoon. Site-specific contemporary art installations were
placed within the holy grounds, all spread out in different corners. It may
seem obvious to have art within the gates of great monuments as many
host cities do incorporate such into their religious buildings but for Thai-
land, where these temples are fiercely protected by both the Sangha and
the public, it was definitely interesting to see how the curators worked with
much sensitivity towards the location and the physical structures of each
temple. Not an eye-sore in sight, over 30 different works of art communi-
cated with the environment and history, giving the audience both easily
digested pieces and conceptually layered works.

With the launch of such event, not only does the biennale create jobs and
work experience in the arts for Thailand, where such is already so far and
few between, but featured local artists can also benefit from having a home
turf to show their artistic creations via such a large international stage.
‘Beyond Bliss’ certainly opened with voice and is appropriate for testing
the waters. Whilst politics and culture are complicatedly linked, the artistic
autonomy is hopefully here to stay and will develop over the years to come.

The real test for its long-term significance, however, will be how the Bang-
kok Art Biennale's management team can sustain it, especially in terms of
funding and audience engagement. Perhaps if the biennale can prove its
influence on the national GDP, then maybe more channels can be created,
for art and culture is so highly in demand, yet only a few support it finan-
cially. So here's hoping.

bkkartbiennale.com

9-10 What Will You Leave Behind? Hasusifiniiiernguiingnanndt 100,000 51 vuiumadussiissnalos il ;3zyes Jausesniadszygs9mnaisinig 11 Zodiac Houses Uszfiunnssulay
NnAET Y T0uReINTALIZTNMNEITIMNT 12 91uFnTNR (Across the Universe and Beyond) Mufiadzianviewiziunuas ailiiend dzfiuiiiadsd Jousaininaiunmnnmunmsuming

9-10 NINO SARABUTRA'S ‘WHAT WILL YOU LEAVE BEHIND?’ IS COMPRISED OF MORE THAN 100,000 PIECES OF WHITE CERAMIC SKULLS PLACED ON WAT PRAYURAWONGSAWAT WORAWIHAN’S CURVED-ROOF FLOOR 11
MONTIEN BOONMA'S SCULPTURE ‘ZODIAC HOUSES’ AT WAT PRAYURAWONGSAWAT WORAWIHAN 12 SANITAS PRADITTASNEE'S SITE-SPECIFIC INSTALLATION ‘ACROSS THE UNIVERSE AND BEYOND’ AT WAT ARUN RATCHA-

WARARAM RATCHAWARAMAHAWIHAN
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BANGKOK BIENNIAL 2018

WITHOUT THE CONVENTIONAL STRUCTURE OF A BIENNALE — SPONSORS, ARTISTIC
DIRECTOR, CURATORIAL TEAM AND THEME, THE FIRST EDITION OF BANGKOK BIENNIAL
HAS PROVED THAT THERE'S ANOTHER WAY TO ORGANIZE AN ART FESTIVAL

TEXT: PIMPAKAPORN PORNPENG
PHOTO COURTESY OF THE PHOTOGRAPHERS
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N PHASIN SUDJAI

2018 was a great year for the people of Bangkok with the city welcoming
two major art festivals held almost simultaneously. And despite having
similar names that confused audiences as to if these were the same event
or not, Bangkok Art Biennale and Bangkok Biennial barely had anything
in common.

Compared to other festivals of a similar nature, Bangkok Biennial is a
world of true artistic freedom. The intention behind its conception is to
allow for Bangkok Biennial to exist free from all rules brought about by
the power structures and norms that other art festivals have conformed to.
Such structure, which is normally made up of investors, sponsors, insti-
tutes, a chief curator and curatorial team, is made absent to allay the top-
down creative control. The role of the organizer, apart from the opening
event that took place under Rama VIl Bridge, was to be a hub providing
information about all the pavilions participating in the event (with a plat-
form that works similar to Wikipedia where each pavilion contributes its
own content). A compact-sized guidebook was also created for festival-
goers to use as they roamed the art spaces emerging scattered across
Bangkok.

Such approach resulted in Bangkok Biennial being the international art
festival with the largest number of participating artists. 249 artists from
26 countries brought their works to 73 pavilions where each operated
independently under its own creative and artistic control. They were free
to put together exhibitions wherever they wanted and talk about whatever
issues they wanted through their works of art. The upside that ensued
was that the event worked like a magic pill getting people in the art world
going, organizing art exhibitions all over Bangkok, from inside and outside
of art galleries, at public spaces and in temples to more private spaces
such as the artists’ own homes and studios, which were turned into semi-
public venues (advance appointments were needed for a visit). The other
good thing was how Bangkok Biennial worked pretty much like a ‘field-
work’ that allowed for artists to engage in the entire process of their ex-
hibitions, from finding the venue, writing a budget proposal, installing
the works, managing the exhibition all the way to preparing welcoming
goody bags for the opening day. This led to another advantage that the
event has brought because exhibition openings became a platform that
brought artists, writers, art students and interested individuals together.
The greater the frequency of exhibition openings, the stronger and more
extensive the artistic network will become.

In this article, art4d brings you intros to art pavilions that exhibited some
interesting interactions with their surrounding contexts, from Charoen
Contemporaries Pavilion, 454/278-281, and The House of Flowing Re-
flection to RE/FORM/ING PATANI, which took place in Pattani province
of Thailand.

1 usssnmealuidamania Bangkok Biennial 2018 2 Bangkok Biennial Guidebook 3 ussenmanisidiunalsdnluludameaniafizzwunszsin 8

1 THE ATMOSPHERE ON THE OPENING DAY OF THE BANGKOK BIENNIAL 2018 2 GUIDEBOOK FOR THE BANGKOK BIENNIAL 3 AEROBIC DANCING UNDER RAMA VIII BRIDGE ON THE BIENNIAL'S OPENING DAY
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DESPITE HAVING SIMILAR NAMES THAT
CONFUSED AUDIENCES AS TO IF THESE
WERE THE SAME EVENT OR NOT, BANGKOK
ART BIENNALE AND BANGKOK BIENNIAL
BARELY HAD ANYTHING IN COMMON

& MITI RUANGKRITYA

Charoen Contemporaries ﬂijuﬁﬂﬂf]ﬁ@miﬁaﬂ:‘ﬂad i3
FIgITIE Wala BRTTUNA NS Taunaala weensal
aufias uaz Abhijan Gupta 18 lUsatisnans Huiida
AN3ANT PostScrips ‘v1ﬁamnmmsﬁgﬂLﬂﬁﬂumﬂ%mu
AMANEAS Lauﬁﬁugﬂa%n"ﬁvmﬂummﬁwaaﬂuﬁ@mu
1:75 vavenant lWawndid Insimauvisnanaedineg (ﬁgﬂ“qu
wemIawaznunIzdning) 1wl w.e. 2546 douaz
Qn‘lﬁﬂuﬁﬁﬁﬁmeﬁmiﬁami"l,ﬂmn‘iﬁé?amiﬂ W.¢1. 2552
LLa:Qﬂﬁa%wiunm@iam aunszmanaenduniadion
144 Bangkok Biennial ﬂ%@ﬁ

“Monument of Time” aawdUduasnIn daunuiuiuANN
i “ayartiamuuiimanan” vedllsatineswaduwed
Gaugithe'lW ‘A Monument to Taste. A Monument to Heritage’
(2018) 71 36 Sa9ngaen wlfaunuithe lsedbiau
wihmadh ‘usiar (2018) law Aadgan Uuwsy fe

Charoen Contemporaries is an art collective whose
members, Nut Srisuwan, Pojai Akratanakul, Napat
Vatanakuljaras, Pongsakorn Yananissorn and Abhijan
Gupta, used the ‘Praisaneeyakarn’ building as the
venue for their PostScripts exhibition. The building
has accommodated a number of functionalities. It
was originally built as a 1:75 model of Thailand'’s
first Mail & Telegraph Office building (demolished
as aresult of Phra Pok Klao Bridge) in 2003 and
later used as the Museum of Postal Affairs in 2009
before it was left unoccupied untilits latest role
acting as the venue of one of Bangkok Biennial's
pavilions.

‘Monument of Time,’ the concept of PostScripts
exhibition resonated with the ‘Monument of Time’
status of the Praisaneeyakarn building, from the illu-
minated sign ‘A Monument to Taste, A Monument
to Heritage' (2018) that Miti Ruangkritya used to
replace the postal building's original sign to ‘Time
Freezer' (2018) by Kansuda Panprom, a fridge in-
stalled inside the building amidst the echoing sounds
of utensils, cars honking, etc. as if the space was
still occupied. The artist linked the functionalities
of a paper and the fridge together, viewing this
household appliance as a tool that ‘extends time’

4 Charoen Contemporaries Pavilion 5 uiitaa (2018) lag ﬁa?jijm thuwsa 6 F1luaa1w Golden Hour: from 8 minutes ago to what is yet to come (2018)

4 CHAROEN CONTEMPORARIES’ PAVILION 5 ‘TIME FREEZER’ (2018) BY KANSUDA PANPROM 6 A CANVAS OF ‘GOLDEN HOUR: FROM 8 MINUTES AGO TO WHAT IS YET TO COME’ (2018)
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(in this case, the process of food preservation), which bears no difference
from the documentation of something on a piece of paper or through the
construction of a monument, which all serve as reminders of things. ‘Golden
Hour: from 8 minutes ago to what is yet to come’ (2018) by Sornrapat
Patharakorn is situated outside of the building. This particular large mirror
doesn’t seem to have any specific functionality until the right time comes
and it begins to reflect the sunlight coming through the building’'s windows.
The light window then appears on the canvas set up at the back of the
building. The location of the canvas is where the annex is going to be built
while the artist grants viewers freedom of interpretation about the future
image that will happen for only 10 minutes each day.
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Another old building turned alternative art space is The House of Flowing
Reflections by Moom Mong Collective. A building named ‘Eah Seng’ on
Charoen Krung Road, the designated venue of the pavilion, was awarded
the ASA Architectural Conservation Award by the Association of Siamese
Architects for its preserved architectural compositions inspired by the
shape of the Chinese junk ship. ‘Flow’ (2018) by Jeanne Penjan Lassus
takes inspiration from the way of life of people in the area surrounding
the building. The footage of water hyacinths floating on streaming water
projected on the exposed concrete wall on the third floor of the building
reminds one of the time when the area below Thanon Mangkon was still
a waterway before it was turned into a road in the reign of King Rama VI,
resonating with the Chinese letters symbolizing the message of the over-
seas Chinese immigrants who migrated to the Southeast Asian region.
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THERE IS ALSO A SENSE OF OBSCURITY WITH
THE MESSAGES ON THE PAPERS AS VIEWERS
ARE LEFT TO PONDER WHETHER THOSE STORIES
ARE REAL OR FABRICATED BY THE ARTIST
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NAPAT CHARITBUTRA
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454/278-281 Pavilion is more private than most spaces.
Punch Viratmalee, the exhibition’s curator, turned her
old house into an exhibition space, causing its unoccu-
pied space to regain its status as a home. ‘Notes on
Matriarch’ (2017) features photographs of Komtouch
Napattaloong displayed at the landing of the house’s
staircase. Suspended at the center of the house is ‘Klok-
kestreng (We gonna treat the backside as important as
the front side)’ (2018), a bell that Danielle Brown created
out of fabric. ‘Dusk’ (2018) is Pam Virada's video of clothes
displayed on the clothesline out at the terrace. Within
the same space, one can also see 'J288x431-04443.
jpg’ (2018), a fragment of photographs taken 10 years
ago salvaged from Miti Ruangkritya's hard disk. ‘And
how should | start telling you about the place | left
behind’ (2018) by Punch Viratmalee, an installation of
different pieces of paper, each with a message onit,
found throughout the space The work tells the stories
of incidents and periods of time that get viewers to con-
template the people who used to live in the house. Every
exhibited work brings a sense of space back to the house.
There is also a sense of obscurity with the messages
on the papers as viewers are left to ponder whether
those stories are real or fabricated by the artist.

7 Flow (2018) ey Jeanne Penjan Lassus 8 House of Flowing Reflections Pavilion 9 454/278-281 Pavilion 10 Dusk (2018) lag Pam Virada

7 'FLOW’ (2018) BY JEANNE PENJAN LASSUS 8 HOUSE OF FLOWING REFLECTIONS’ PAVILION 9 454/278-281 PAVILION 10 'DUSK’ (2018) BY PAM VIRADA
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THE WORK IS AN ANTI-
BANGKOK ESTABLISHED
DISCOURSE THAT
PRESENT THE OTHER
AND ‘REAL’ SIDE OF
THE PATTANI WHERE
THE WAY OF LIFE IS
SIMPLE AND DEEPLY
ASSOCIATED WITH

THE SEA
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Apart from the pavilions in Bangkok, the festival
has made its way to other provinces of Thailand.
RE/FORM/ING PATANI was held at three different
art spaces in Pattani, attracting art enthusiasts down
to the three southern provinces that have long been
trapped in an insurgency. The birth of RE/FORM/
ING PATANI Pavilion reflects an interesting point

of view from the role of a discourse generator that
doesn't necessarily have to answer to Bangkok as
aresult of the country’s over-centralization of power.
The voices of the Malay population are expressed
into the work ‘Untitled’ (2018) by Sopida Ratta, who
tied up countless pieces of cloth into an expansive
net that is laid over the white sand of Datok Beach.
The installation piece invites people to participate
and expand the size of the net to be even larger and
longer. The work is an anti-Bangkok established
discourse that has long diminished the identity of
the three provinces only to ‘violence,’ presenting
the other and ‘real’ side of the Pattani where the way
of life is simple and deeply associated with the sea.

Apart from the opening of Bangkok Biennial, which
took place almost seamlessly alongside the daily
aerobic activity under Rama VIl Bridge and success-
fully integrated ordinary evening exercise into a part
of the Contemporary art festival, it's undeniable that
throughout the three-month duration of the festival,
the participation of the general public has still been
rather minimal. Perhaps it's the locations of the
pavilions that are not public enough for most peo-
ple to access or maybe it's the works that are not
visually appealing enough for an Instagram snap,
but it seems like the viewers of Bangkok Biennial
haven't really been ‘anybody’ like the way the opening
had managed to attract. Nevertheless, the issue
over the diversity of viewers can become Bangkok
Biennial's strength because it can simply mean that
the number of viewers is not an important enough
factor that will affect the artistic freedom of artists,
artistic processes and the direction of the festival
after all.

bangkokbiennial.com

11 Untitled (2018) Tae Tafien Sam 12 usstnmiaiudlaiinysenis RE/FORM/ING PATANI fimiamanlae

MUHAIMEN E-TAELA

11 ‘UNTITLED’ (2018) BY SOPIDA RATTA 12 ATMOSPHERE OF RE/FORM/ING PATANI'S OPENING DAY AT DATOK BEACH
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THAILAND BIENNALE,
KRABI 2018

INTRODUCING THE ART BIENNALE SUPPORTED BY THE TAXES OF THAI CITIZENS WHERE
YOU CAN FIND CONTEMPORARY ART HIDING AMONG THE GREAT NATURE

TEXT & PHOTO: NAPAT CHARITBUTRA




1 Vision (2018) Ty Ignas Krunglevicius Wa91% sound installation uuinzila@s 2 Pulse - Formation (2018) lag Camille Norment uwinzilany
3 Nobody Nose : Based on Fake Story (2018) lagl Mayrhofer-Ohata fia@dfiRaua 513Uz

1 'VISION’ (2018) BY IGNAS KRUNGLEVICIUS SOUND INSTALLATION ART AT PODA ISLAND 2 'PULSE - FORMATION’ (2018) BY CAMILLE NORMENT AT PODA ISLAND
3 'NOBODY NOSE : BASED ON FAKE STORY’ (2018) BY MAYRHOFER-OHATA AT THARA PARK
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4 No Sunrise No Sunset (2018) lasaniiu idaduisziaty uazgios SuRuATION fad
ﬁﬂixﬂlﬂiaa%ﬂ 5 Here, There, Everywhere: Project Another Country - Krabi (2018) Tag
Alfredo & Isabel Aquilizan U%nmﬁ?‘v\lixma 6 Voyage in Time (2018) Tae Luxurylogico
fadInmuamIMEmT 7 W nnnanuiinssd (2018) lagyT inuag 808
VINUNALIIRIVLAUD

4 ‘NO SUNRISE NO SUNSET’ (2018) BY SURIYA UMPANSIRIRATANA AT KRABI RESORT

5 'HERE, THERE, EVERYWHERE: PROJECT ANOTHER COUNTRY - KRABI' (2018) BY ALFREDO
& ISABEL AQUILIZAN AT PHRA NANG CAVE 6 VOYAGE IN TIME’ (2018) BY LUXURYLOGICO AT
THARA PARK 7 ‘NAGABI TRANSFERRY’ (2018) BY YUREE KENSAKU AT KRABI TOWN (NORTH)



& THAI

Smooth as silk

8 Monument for Solitude (2018) Tagl Leung Chi Wo uwimzilaas 9 Gliding the Border (2018) lag Vong Phaophanit uag Claire
Oboussier UMMAT31a8 10 Ghost Island (2018) las Map Office ngufaTluaNgaIng AaasuTmmauniatio

8 'MONUMENT FOR SOLITUDE’ (2018) BY LEUNG CHI WO AT PODA ISLAND 9 ‘GLIDING THE BORDER’ (2018) BY VONG PHAOPHANIT AND CLAIRE
OBOUSSIER AT RAILAY BEACH 10 ‘GHOST ISLAND’ (2018) BY MAP OFFICE, HONG KONG COLLECTIVE ARTIST AT NOPPHARAT THARA BEACH

47



IF THE MINISTRY OF CULTURE COULD
SPARE A SUM OF BUDGET SPENT ON
THE MAKING OF TENS OF FILMS TO
PROMOTE A NATIONALISTIC BELIEF
REGARDING AN ART FESTIVAL OF
SUCH INTERPRETATIVE CONTENT,
THAILAND BIENNALE, KRABI 2018 IS
WORTH ALL THE SUPPORT

Thailand Biennale, Krabi 2018 #fiinNuAaLIAIUETTNIINRNE NTTNTIINUTITH
uazdowiansed Wwdhmwiaanm Teg'ld Jiang Jiehong ilnAsnasanasnems
Nudialsn 50 Tu gmw"lﬂmmgmme] YassmIanssd Bumudnulszhiannysy
mnﬁaﬂuﬁaaﬁuﬁnxmﬁ(ﬁ'sasi'laaﬁwmuua'mamuﬁumumaij’m‘?@nnﬁﬁaﬁmﬁm
snuivasigImanzandn qﬂmuuﬁa“mam@uw%ﬁmﬁ -ugm’l:ﬁﬁ AL
aonsxd Weufiesslunasdl uasunssrionfisnfnmsisnmdasevidanasas
7091897 1# Thailand Biennale nansandwdsuwisusnlulnsfanufisanu
Fanuauinfina1auds 100%
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Thailand Biennale, Krabi 2018 co-hosted by the Office of Contemporary Art
and Culture, Ministry of Culture and Krabi province with Jiang Jiehong as the
chief curator, brings over 50 art pieces to various venues of the seafront
town. The works range from sculptures by local artists scattered on both
sides of the road from Krabi International Airport to the city center, instal-
lations at Noppharat Thara Beach - Phi Phi Islands National Park, to areas
in Krabi Town, Than Bok Khorani National Park and other ecotourism desti-
nations like Tha Pom Khlong Song Nam. This makes Thailand Biennale the
first biennale in Thailand with 100% outdoor exhibition venues.

The question that follows is whether Krabi is ready to host an international
art festival of such scale. Choosing Krabi as the debut venue isn't something
that came out of nowhere. Looking back, we've seen an attempt to advocate
Krabi to become an art city for quite some time, whether it's the financial
support coming from five Andaman provinces for the establishment of
Andaman Cultural Center or the endeavor to bring a creative atmosphere
to the area with sculptures being placed in different spots in the city center.
Everything is intended to promote the province's tourism industry, which is
something along the same lines as the objective of this biennale. In terms of
the city's infrastructure, there has been continual development invested in
the improvement of Krabi International Airport and while the public transpor-
tation system isn't exactly the most ideal, the commute to see the artworks
(both inland and at sea) is surprisingly convenient.

While the way has been paved, the genesis of this biennale is quite different
from its precedents. The homework that the organizer had to work out was
how to educate people in the city about what exactly Contemporary art is.
Such preparation is not just simply checking things off the list of how and
what art can do to a community, and certainly persuading the local com-
munity to believe that bringing artists into the area can potentially generate
more income for the locals wouldn't be enough. Why would Krabi need art
when its magical nature alone can attract travelers from around the world
anyway?

One of Thailand Biennale's promotional videos tells the story of a little girl
who finds out that one day the city of Krabi is full of all these signs promoting
an art festival whose name is difficult to pronounce (her father reads it out
as a-be-le). She meets a foreigner who calls himself ‘Atit’ (Thai word for the
sun) who takes his camera everywhere he goes as he follows her around to
different places. Bewildered and a bit annoyed by how excited he seems to
be by these local cultures she sees every day, from tying the head of a local
fisherman boat with a piece of fabric for good luck to Batik textile making or
even a buffalo in a rice paddy field, everything seems mesmerizing to him.
The man found her again at a beach and while he was doodling with colors
on a frame of canvas, she decides to ask him about his purpose coming here
(using Google Translate, of course), and Mr. Atit replied that he was looking
for inspiration before finally revealing that the name Atit she constantly calls
him is actually ‘artist.’

Although it's pretty clear that the video aims to promote the festival to reach a
wider audience group, it is undeniably obvious that it is communicating with
the locals with the girl representing the Krabi residents who may have never
heard about an art festival of such name. The scene where the foreign man
shows her the images in his camera is pretty much a look into the outsider’s
perspective and how the local way of life that seems mundane for the locals
is just as valuable as the beautiful nature the province is known for.

What the organizer is trying to say through this video isn't the answer to the
‘What is Contemporary art?’ question but more of an introduction of ‘art and
cultural tourism,” which corresponds with the province's objective that aims
for the art festival to serve as a reminder for the locals to be more appre-
ciative of their culture. Nevertheless, the use of art festival as a tool to
attract tourists doesn’t go quite as planned and the irony here is that it isn't
exactly the result of the quality of the biennale itself (although insufficient
promotion can be one of the reasons), but something that has more to do
with the boat accident in Phuket, which took place earlier in July of 2018.
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Back to the artworks featured in the first Thailand Biennale. The limitation of
transportation has become a condition that forces the artists to work with
local builders and people, causing the production of almost every work of art
in this festival to be done by Krabi locals. One interesting example is ‘Coming
Community’ (2018) by Valentina Karga. Created from a collaboration between
the artist and the local community who share a space where they together
document stories happening in their everyday lives, including history and
beliefs, on a number of bricks. The bricks are later constructed into an unusual
looking pillar standing on the eastern end of the beach on Klang Island. In
addition to its role as a conversation stimulator among community members,
the emergence of this Contemporary art piece has brought the area back to life
with the locals taking better care of the beach than they had been previously.

The theme ‘Edge of the Wonderland' may sound a bit dreamy and could ea-
sily get people expecting this art biennale to be like a walk through Disneyland.
One of the artists who plays with the context of Krabi quite well is AK. Dolven.
He interprets the word ‘island’ in a rather sad and isolating tone with ‘Did you
leave your Island’ (2018), a sound installation piece inside a seaside wooden
house (built by local architect Bancha Ma and builder, Bang Nu). Viewers
hear the sounds of a reciprocating conversation about adjusting to life in
a foreign land. Stories from the three people are scattered and non-linear
with spoken words like “I'm happy with my work,” “The people are very close.
They share their dinner,” “When | come to this island. | come for holiday”,
“I don't know what my neighbor's name is,” “Where's your family,” and “Did
you leave your island? | come for Holiday" are incoherently woven, creating a
feeling that traveling to and being stuck somewhere for an extended period
of time is not always a happy experience. ‘Did you leave your island’ can be
found at the end of Noppharat Thara Beach. This violet house is completely
disconnected from the outside world and transformed into an island once
the water levelrises.

It's a surprising consequence to see sound art pieces work this well with
outdoor spaces. In addition to the earlier mentioned ‘Did you leave your
island,’ ‘Visions' (2018), a sound installation by Ignas Krunglevi¢us installed
on Poda Island and Than Bok Khorani National Park is another work that
impressively engages its surrounding nature to the point where we don't
even have to hear the exact words that are being said, yet we are able to
easily sense something from the sounds and images we're experiencing
(imagine walking on a long isolated path in the middle of the jungle with the
sound of monks chanting coming from a small speaker).

Apart from ‘Rubber Life’, (2018) by Saravudth Duangjumpa, which is installed
quite a distance from the main exhibition venue, and certain limitations that
caused some of the works to be unbuildable (particularly on Poda Island),
and the news about the banning of some of the works, the grouping of works
in each venue is executed quite impressively. The way the works are put in
different clusters also makes each trip more satisfying for festival goers. The
interesting thing is the installation of works inside Than Bok Khorani National
Park, which in a way, can be a challenge, whether for the transportation of
sizable art pieces through a narrow path, or the maintenance of the works
under the extremely unpredictable island climate where stormy rain switches
to unbelievably sunny skies within the span of 10 minutes. Nevertheless, such
limitations have become strong points in the way the exhibition’s narrative
has developed. The physical boundary of a national park becomes a perimeter
while the curated routes of Than Bok Khorani National Park serve as circu-
lation and a hierarchy in which each of the works is experienced.

To think that if the Ministry of Culture could spare something from a substantial
sum of budget spent on the making of tens of films to promote a nationalistic
belief regarding an art festival of such open-ended and interpretative content,
Thailand Biennale, Krabi 2018 is worth all the support. No matter what the
next destination will be for Thailand Biennale (we heard word that Nakhon
Ratchasima may be chosen as the next venue), or what theme it will be held
under, we wish for nothing but a long and lasting future for Thailand Biennale.

thailandbiennale.org
thaiairways.com



KHONKAEN MANIFESTO 2018

INSTEAD OF USING THE WORD ‘BIENNALE,” KHONKAEN MANIFESTO POINTS OUT
THAT THE ROLE OF ART MUST BE SOMETHING BEYOND AESTHETIC EXPRESSION

INTERVIEWED BY REBECCA VICKERS
PHOTO COURTESY OF KHONKAEN MANIFESTO excepT As NOTED
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Art and activism share a common adeptness at
eliciting dialog with the very audiences for whom
they are rendered, and are equally described by the
responses they provoke as they are by the objects,
actions or words they embody. Creating a public
space for discourse through art (let alone activism)
is, however, also the privilege of a life lived where
such rights exist. art4d spoke with Thanom Chapakdee,
Artistic Director and Curator of Khonkaen Manifesto
2018, an alternative art festival exploring “community
art and a participatory perspective” about the impor-
tance of calling upon creative practice as a means to
develop a relationship with those whom we speak not
at, or to, but with. When it comes to works and words
of aesthetic resistance, perhaps it is the pairing of
where such interchange is spoken and with whom
that grants real meaning — as our actions and our art
create a space that both embodies its beliefs, and
invites others to do the same.
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1 ‘SLIDER’ (2018) BY ADISAK PHUPA
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art4d: The term ‘manifesto’ evokes a feeling of the
Khonkaen Manifesto event being a start of some-
thing rather than a presentation of or reflection upon
that which has already been created and achieved.

| like the energy that comes with that word. Why did
you choose the term ‘manifesto’?

Thanom Chapakdee: For this exhibition | wanted some-
thing that was anti the idea of a biennale or an art
festival, because | am thinking that art, in our time, is
not just only visual art but it can also be about ordinary
people and everyone can be manifested themselves,
as art. When the Communists used the term manifesto
in 1847, that was about the society, politics and the
people. | am using the term manifesto because during
the 1930s or 1940s, Khon Kaen was used as a model
and a base to announce the plan to develop the region
around this area of Thailand, including the development
of Khon Kaen University and Chiang Mai University. It
reminded me of when a dictator announces their plan
for development so why not use that word, manifesto,
instead of biennale? | use it for the idea of acting as
an art and an activist movement.

art4d: Is this also why you chose Khon Kaen? Was it
this history of the city that called for the event to be
staged there?

TC: Yes. Field Marshal Sarit Thanarat used Khon Kaen
as a model to mobilize and modernize Thailand's north-
eastern Isaan region and at that time he cooperated with
the government to develop Mittraphap Road running
from Saraburi to Nong Khai, just in front of the GF
Building. There were many changes for the people in
Isaan and it was also at that time that people began
setting up against the Thai state as well.

art4d: Do the results of those efforts remain visible

in Khon Kaen today?

TC: It is quite relevant and quite visible. When this plan
was announced it created separation between the Com-
munist party and the people. Next year | want to launch
the manifesto project in Nakhon Phanom province be-
cause that was where the Communist project launched
their first use of guns against the State on the 7" of
August. | want to visit the site and the people there
who joined the Communist party. They are still alive
and still remember what that day was like. | want to
bring up this history that the state has tried to delete.

art4d: Could you talk about the significance of the
exhibition space? | understand that the project aims
to bring to light the ways in which economic expan-
sion and development has suppressed the local com-
munity. Why did you feel the GF Building was the
most fitting space within this community to house
dialog around such predicaments brought about by
“progress”?

TC: The GF Building itself housed a financial company
during the 90s. For me, it is a kind of metaphor for the
making of a gap between people and people themselves.
When the roads and modernization came, many things
changed. The poor people were pushed out of the way
of the city and another class of people were created
within, which created a gap between rich and poor. The
GF Building collapsed during the Tom Yum Kung crisis
and the middle class people in Isaan lost everything.
The aim of the manifesto is to let ordinary people have
a voice by using their art. The people in the community
around there said that this building is normally a white-
collar working building and ordinary people cannot
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get in or be involved; it is like a strange place for them. When we opened this
building they just came and could see what happened and wonder, why could
we never get in here before”? People from around Khon Kaen came to visit
the site not just only for the art, but also for the building itself. Of course, for the
first time, it was also a kind of survey to see how we could deal with the people,
and how we could ask them to join.

art4d: Could we talk a bit about the events that unfolded on the opening day?
TC: On the 6™ we planned to march at 10 AM from Democracy Monument in
Khon Kaen to the Field Marshal Sarit Thanarat monument, and then walk to Huak
Society and back to YMD Art Space, [two other art venues exhibiting work as

a part of the manifesto], lastly gathering together at the GF Building around 3
o'clock. The military security told me that if we were walking with more than five
people, that would be illegal and in Khon Kaen they are also still using Article
44. The military security visited me on the 2™, 3, 4" and 5" of October when
we were preparing to install. On the 2™ of October they asked me what we
were going to do. | said that we were creating an art exhibition and they asked
me why we were not using a gallery or a museum in Khon Kaen. | told them
that we asked the museum in Khon Kaen but they would not allow us to show
there, which is why we were in this abandoned building. On the 3™ they came
again and they asked me about the details and the concept of the work. | said
it was protesting things about the environment such as the dam and the river.
At 2 o'clock they came again and they wanted to see the work that we were
showing. | said that it was not nearly finished because the artists had not come
to install yet. At 4 o'clock they came again and they said that some of the work
was quite sensitive. They asked me not to show work about Pai Dao Din, 112
and the monarchy or about Prayut Chan-o-cha; they banned these three topics
from this show. So, | had to take out the works that focused on these subjects.
A lot of people were concerned and working with the image of Pai Dao Din.

art4d: Do you feel the attention from the military may have succeeded in
contributing to the relevance of, and perhaps urgency and/or necessity for,
the event?

TC: In some ways, yes. But the legality they push on is that if | show this then |
want to separate the state, another is that it is against the monarchy. But | want
to make this manifesto move on and not just be stuck in one way, or in one
work.

art4d: Many of the works included in the exhibition were performative and
installation-based works, both of which evoke a feeling of the artist's goals
being realized in the here and now alongside the audience’s presence. What
were some of the common qualities you were looking for in the works of
those artists invited to contribute to the exhibition?

2 nuew TANG 3 Field Marshal Sarit Thanarat’s wording (2018) lag 1szfil gomasing 4 Fandamdans (2018) lasineTas vaud
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Blueprint (Portrait,Pha-Ang-Grid,House and VS (2018) Iaa fiwut lawnsfinae uaz 13972 Townsfine

2 THANOM CHAPAKDEE 3 "FIELD MARSHAL SARIT THANARAT'S WORDING' (2018) BY PRATEEP SUTHATHONGTHAI 4 ‘JUNTA CONNECTION’ (2018) BY GUERRILLA BOYS
5 ‘BLUEPRINT (PORTRAIT, PHA-ANG-GRID, HOUSE AND VS’ (2018) BY NIPAN ORANNIWESNA IN COLLABORATION WITH RYO ORANNIWESNA
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TC: My priority when | was planning to do this manifesto was that | was asking
the artists to show their consciousness and their ideas about the aesthetics
of resistance. To go against the mainstream, to go against the state or to go
against many things that they had never done before. That is why the work is
kind of spontaneous. When they saw the building, the space, they had to run
with it.

art4d: Art, and actions, often require context and prior knowledge of the his-
tories in which they are formed to fully resonate. What are some of the ways
in which the work called upon the community itself to give volume to the
messages it wished to speak and how did you support their ability to do so?
TC: One is by bringing a sense of culture shock to the community. They had
never been to something like this, a place with this contemporary idea of using
art in a space and they had never even visited a gallery or a museum. So, when
they came to visit the first thing they would feel is shock — This is art? Why?

| wanted to pose the statement as a question for them first, and then make a
memory. The second was to use the space itself so that people could realize
that art can be everywhere. | wanted to create public awareness about using art
and using the space, which can occur anywhere.

art4d: There were more than 50 artists involved. Were there a few whose
works you felt most strongly realized the manifesto’s intentions?

TC: A very provocative one was Nutdanai Jitbunjong's work that used a tama-
rind chair to refer to the October 6" incident; | would say that this work was

a landmark of the exhibition. Another was the text-based work on the wall by
Jedsada Tangtrakulwong. When we look in the direction of his work we can
see the hospital. He conducted research talking with the people in the hospital
and the patients spoke about how there is no money and that is why they had
to stay in these non air-conditioned rooms. On another side he also spoke with
the Burmese laborers. It is illegal for them to be working in Khon Kaen and this
means that these Burmese are everywhere in Thailand, not just only in Bangkok.
This work is very challenging and was very conceptualized. Another was the
map of the BTS and the camouflaged flags of the soldiers hanging just oppo-
site. The BTS map is of Ratchaprasong and Siam stations which was where the
snipers were that shot people in Wat Pathum Wanaram. Another room was like
a closed room housing an installation called 'Hong Mai Mii Phu Chai’ which
means in English ‘there is no man in this room." It is a metaphor for the fact that
Field Marshal Sarit Thanarat had many, many 100s of wives and when he died
his wives became widows. There is also the work by Pisitakun Kuntalang which
is a very detailed huge drawing about the history of the coup d'etat in Thailand.
It is drawn at a very small scale; if you do not get close you cannot see but it
has a very strong sense.

art4d: Could you talk about Khonkaen Manifesto's celebration of the lively
spirit of Mor-lam music? How did the evenings concert contribute to the
overall intentions of the event?

TC: Mor-lam is the spirit of the people of Isaan. Historically, Mor-lam has
represented the lyrics of fighting because during the reigns of King Rama |lI

6 Widow Town (2018) lae o fisu@s 7 Molam (2018) Tag Molam Bus and All Thidsa Band 8 A Massacre (2018) lag nigatis 3adu33a9
9 Performance with the work of I love you in my heart (2018) las@atluwanasunwt Ia17a8 1Toimas usrdusaantulas iwsuan Insund

6 ‘WIDOW TOWN’ (2018) BY DOME THANGDANG 7 ‘MOLAM’ (2018) BY MOLAM BUS AND ALL THIDSA BAND 8 ‘A MASSACRE’ (2018) BY NUTDANAI JITBUNJONG
9 ‘PERFORMANCE WITH THE WORK OF | LOVE YOU IN MY HEART' (2018) BY PERFORMANCE ARTIST WILAWAN WIANGTHONG AND INSTALLATION BY SERMSIN PHAIRIN
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and IV, they banned all Mor-lam music. No one could
sing Mor-lam. So Mor-lam is the instrument of ordinary
people who fight and that is why | wanted to use this.

art4d: Artists often use their works to speak for margi-
nalized and or underrepresented voices, both their
own and those of others. In your opinion, as artists or
curators, is using one's creative practice to move to-
ward civic engagement a responsibility that we have?
TC: 1 believe in that. | believe that art should be a kind
of method of engagement. It is a way to engage with
the people. It is not just about showing in the museum
like, well anyway like BAB. | think it is too much for the
artist to make their autonomies in a space like a mu-
seum. Some say that what | am doing is taking art to be
concerned with politics but for me political art is more
important. And every work of art is a kind of politics in
itself. You cannot verify any object without the politics
or society, so why not?

art4d: Some may suggest that art and activism share
a common sense of commitment to somehow extend
beyond the production of the object or an individual
gesture made in the public sphere. Artists want for
their work to elicit something more. This goes back
to my original question as to why you chose the word
‘manifesto’ to title the project. What is the ‘more’ that
you hope for the event to bring about?

TC: We are doing this to provoke society to think that
art can be everywhere and people can speak out through
their work. It is not just about putting or installing an
object but it is about the activism itself. People can
share our experience. People ask why | do this type of
sensitive work, where one leg is in the jail and one leg
is out. Well, if we are not doing that, there is no one
there to do it.

khonkaenmanifesto.art
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WE ARE DOING THIS TO
PROVOKE SOCIETY TO
THINK THAT ART CAN
BE EVERYWHERE AND
PEOPLE CAN SPEAK
OUT THROUGH THEIR
WORK




PAINNALE 2018

WITHIN THE COURSE OF SOCIO-POLITICAL INSTABILITY, THE VOICES FROM A ‘NETWORK'
OF ARTISTS AND INDIVIDUALS UP NORTH ENCOURAGE PEOPLE TO EXERCISE THEIR
RIGHTS AND ARTISTIC AUTONOMY

TEXT: TUNYAPORN HONGTHONG
PHOTO COURTESY OF PAINNALE
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PAIN IS OUR PAIN THAT STEMS FROM THE POLITICAL
AND SOCIAL STATE IN WHICH WE'RE LIVING. THIS LED
TO OUR WORDPLAY WITH THE TERM ‘BIENNALE’

1 Bangkok Art Biennale Aameanmiadadsszaulsananla
FunmssiusyunmMaizuazngunuunalng Painnale
Aavazdnagluinnsiwadmuds iwnzlilsuddunu
M390914 Painnale azagfmanwiiu laidumsasiui
fasTenianguEian Ui udlilamvesnudalnie
A A A &< '
LEAINRDATTIZNANADLMILGOU AINd 27 aaaw - 25
WOAINMBU 2561 enuiundatls / oI 30699 lu
A a @ . A a A o
Wandtssludilahadgillemvasnudarznnmaizlu
ﬂaﬁ;ﬂuamﬂﬁ]xaﬁuméumﬂs

“a;m‘%u&umm Painnale 9399 AaiENannUIuNMINIdias
algi5as09fa1s” so9aNnBN21N Painnale Organization
ananuiludiunungy Wdayady artdd uummensiiies
flnhAdeamumstimeFiaumadosuazarughaves
Ussnafimnanaeshiiuuesiilifymanniudes s “lu
auzdeInu Aadeluinusnungeld1d0d uaindadzdin
wnldlduanisndassnvesdiaumaiiiosnnnriiiagg
fowhild 70-80% fazaglugluuuidng g E]%J;LLﬂ'L%iEN
AD3515W make peace not war Fadumiauiumsuduas
Atz

If Bangkok Art Biennale is a national-level art exhibi-
tion that gets its support from the government and
large capital groups, Painnale can be deemed as
its polar opposite. Not only in terms of the budget
which is limited to around a few ten thousand baht,
but also in terms of its content as well. Painnale,
various art exhibitions that were held from the 27t
of October to the 25" of November 2018 in public
spaces and galleries, were indeed of the type that
the current government would likely not love to sup-
port.

“The original context of the Painnale is actually that of
politics and not art,” said two representing members
from Piannale’s team to art4d. They pointed out that,
nowadays, we're living in Thailand during the era of
the worst social, political and economic problems.
“While the Thai art scene is still going strong, most
of the art pieces do not portray social and political
issues as much as they should. Around 70-80 percent
of them are still portraying the same corruption and
concept of making peace, not war things, these
issues of which are merely an art trend.”

Both members, as well as their friends whom they
call “network” often come together to exchange
their opinions on these issues. The members of the
said network include artists, activists, members of
political and social movements, and lawyers. Appar-
ently, they oppose the 2014 coup d'etat as well as
the military regime, the latter of which resulted in
restriction of the citizens' freedom and rights as well

1 11w 345 bkk_7116 (2018) ayasti fyyzihda hemannsaiugaisluiioves wiunes Iwsiad snudasdudnyrusaduacliindmivndasaund
. a a 1} d a
2-3 Driod v.044 (2018) Uszfisniswayaniiddszmidlasuuinvusuaidualonentiin wasnuvas Tuszaud duen

1'% 345 BKK_7116’ (2018) BY ANUSORN TUNYAPALIT. DISPLAYED NUAMTHONG PRAIWAN'S LAST LETTER THAT WAS CONVERTED INTO BRAILLE FORMAT AND
MUSICAL NOTES PLAYED BY A MUSIC BOX 2-3 ‘DRIOD V.044' (2018) BY PRAICHAYON PUNDA, A SCULPTURE OF DEMOCRACY MONUMENT WITH SHAKY ROBOTIC LEGS
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as many other issues. This prompted them to think about holding some
activities. Moreover, by accident, there are three biennale art exhibitions
being simultaneously held in Thailand. This led to their activity taking
shape in the form of Painnale, the name of which is a wordplay on the
term biennale. “Pain is our pain that stems from the political and social state
in which we're living. This led to our wordplay with the term ‘biennale.’
But we do not specifically intend to hold it bi-annually. We can hold it any
time we wish to if we have something to say.”

Painnale’s exhibition was organized and held as two separate parts. The
first is Painnale A, which talked intensely about society and politics.
Another was Painnale B, which was held in the organizers’ own space for
exhibition management and direction control and was not necessarily re-
lated to society and politics like the Painnale A.

Since Painnale A placed emphasis solely on society and politics, such as
the inefficient Thai democracy, lacking of transparency in the judicial
process, coup d'etat, etc., the exhibited works were not necessarily done
by artists or done perfectly. What they were looking for was “good content,”
they said. “Actually, is it even better if the works were not done by artists.
That is what we wanted. This is because artists already have many spaces
to express their opinion. So what we wanted was someone who could
send the message of the period in which they are living.”

Although they said the Painnale’s works did not need to be an art piece or
high-quality work, some of the works were interesting. An example that
we saw as a piece that talks about society and politics in a more symbolic
way and still possess artistic beauty was ‘bkk_71116" (2018) by Anusorn
Tunyapalit. The artist turned Nuamthong Praiwan (the taxi driver who
rammedhis car into a tank as a symbolic way to protest the 2006 military
coup)’s suicide letter into Braille format to show how people were blinded.
The alphabets were then turned into musical notes for a music box to play.
(It was performed in one of the department stores in Chiang Mai). Conse-
quently, since the exhibition involved political issues, some of the works
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were inevitably requested to be removed by govern-
ment officials soon after the Painnale A was opened.
An example of that was a work by a lawyer, which
exhibited letters written by a political prisoner to his
family.

“Censoring is a normal thing for a dictator. We see
this positively, though, since it reminds us of how
many rights we have in their perspective. When we
are censored, we know that we crossed their line.
When we have no idea of how many rights we have,
we will limit our own line. We wanted to persuade
people that, although it is difficult to talk about poli-
tics, we have to do it. If possible, we wish more peo-
ple would join us in the next exhibition. Someone
might already have a place to share his voice, but
we see this as an individual and non-united voice.
Contrary to this, if we come together and act to-
gether, our voice will be louder and would be open
for greater interpretation.

As for the question regarding if and when Painnale’s
next edition will be, they said: “If there's no election,

there will be more.”

fb.com/painnale

WE WANTED TO
PERSUADE PEOPLE
THAT, ALTHOUGH IT IS
DIFFICULT TO TALK
ABOUT POLITICS,

WE HAVE TO DO IT.

IF WE COME TOGETHER
AND ACT TOGETHER,
OUR VOICE WILL BE
LOUDER AND WOULD
BE OPEN FOR GREATER
INTERPRETATION

4 Some death can’t be buried (2018) T Viertle LATHFIRT 5 FMIUNIAUAAINUNANYBI Painnale A daagluiunvasiIrTINGUM
uwisnisvaadeslnd Nusnisuduiidasnmsnudazansielslunde

4 ‘SOME DEATH CAN'T BE BURIED’ (2018) BY THASNAI SETHASEREE 5 PAINNALE A'S MAIN EXHIBITION SPACE, WHICH WAS LOCATED IN A CHIANG MAI
DEPARTMENT STORE. AT FIRST, THE STORE WANTED TO PROMOTE ITSELF BY HOLDING AN ART EXHIBITION
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GHOST : 2561

THIS FIRST EDITION OF THE VIDEO AND PERFORMANCE ART SERIES IN BANGKOK IS NOT
ONLY A PLATFORM WHERE THE WORKS OF INTERNATIONALLY ACCLAIMED ARTISTS ARE
HOSTED BUT ALSO A PLACE BY WHICH THE SPIRITS OF '‘GHOSTS' AND ‘TECHNOLOGY'

ARE CELEBRATED

TEXT: RAWIRUJ SURADIN
PHOTO COURTESY OF THE ARTIST AND GHOST FOUNDATION
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The space automatically masterminded by invisible
technology. It replaces the process or tactility of
objects with information dispersed in the atmosphere,
relying solely on the right frequency in order to be
received and reciprocated.

With ‘Information Skies’ (2017) by Metahaven, we are
brought back to the radio frequency and the space
in-between cramped with disturbing signals, as we
imagine the image of a human sitting on a vast field
of grass wearing a set of dark black equipment over
the head and the upper part of the face. He or she,
so it seems, sits with eyes all shut, and appear to be
in a meditative state. The knowing and perception
is achieved via a gadget, serving as a mediator that

leads the person to the state of meditative absorption.

Different cuts from one physical space to another
gradually reveal human'’s incapability to understand
the truth behind the tangible flesh and projected
images, but it is with this skin that the perceived
reality is able to exist and on these physical surfaces,
the essence of one’s understanding of ontology is
conceived.

STORIES ARE ALL
AROUND US, JUST
LIKE THE AIR WE
BREATHE IN

1 NIURA Untitled Lipsync: gana (For Alice) Tas boychild 5@LLaﬂdﬁ Imagimax 2 Information Skies (2017) Ta® Metahaven %’ml,am‘ﬁ‘ S.A.C. Subhashok The Arts Centre

1 ‘UNTITLED LIPSYNC: GANA (FOR ALICE), A PERFORMANCE BY BOYCHILD WHICH WAS HELD AT THE IMAGIMAX 2 ‘INFORMATION SKIES’ (2017), A VIDEO BY METAHAVEN SCREENED AT S.A.C. SUBHASHOK THE ARTS CENTRE
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‘Golden Spiral’ (2018) by Chulayarnnon Siriphol depicts a series
of narratives about the same thing in different times and spaces.
The skip between narratives can organically lead to the birthing
of a new ecological system of narratives, revealing the process
of storytelling and its impact that has far surpassed the story
itself. Found footage retrieved from mediums people encounter in
everyday life such as comics, television dramas, YouTube videos,
etc. and the presentation style, which is an interesting satire of
documentary genre, highlights the perception of how mundane
and superficial things that are relatable to human'’s emotions and
senses in a deeper and more profound level than the so-called
high art whose conception and existence aren't even able to
scratch the surface.

‘We Are the World, As Performed by the Hong Kong Federation
of Trade Unions Choir’ (2017) by Samson Young brings a vintage
seat from a theater and the status of a choir to discuss the politi-
cal, cultural and identity issues. The noise one hears is only the
sound of air passing through, expressing the trauma. It resonates
with the idea Slavoj Zizek has for Less Than Nothing, which
revolves around the abnormality that deviates the way the story
about a trauma is told. In this particular work, Young presents it
in an entirely opposite way with the content of the story that is
pleasant and joyous while the storyteller plays the active role, not
the other way around.

3 Golden Spiral (2018) lag a!wmu'lmuuﬁ F51A SAURAIT Doxza Art Lab

4 We Are the World, As Performed by the Hong Kong Federation of Trade Unions Choir (2017) Tas Samson Young 3auaadfl ARTIST+RUN

3 'GOLDEN SPIRAL’ (2018), A VIDEO INSTALLATION BY CHULAYARNNON SIRIPHOL EXHIBITED AT DOXZA ART LAB
4 'WE ARE THE WORLD, AS PERFORMED BY THE HONG KONG FEDERATION OF TRADE UNIONS CHOIR’ (2017), A VIDEO INSTALLATION BY SAMSON YOUNG SCREENED AT ARTIST+RUN
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With Zero-player game being something that is
conceived from the interactions of the sub-units’
compliance to the given rules, Conway’s Game of
Life enables the study of the way patterns are formed
from simple operations of the sub-units, which leads
to the complex final results that become the genesis
of Al. Over half a century has passed, and Al's poten-
tial has been developed to the point where it's being
questioned. lan Cheng with his ‘Emissary Sunsets
the Self' (2017) simulates Al in the ecosystem of a 3D
virtual world where time progresses infinitely. This
sub-unitin this space moves and evolves as time not
only serves indefinite changes but questions human’s
definition of time itself, looking at its endlessness
through the eye of a living creature whose existence
faces an inevitable ending. What does a human being
imagine about the realm that is far beyond his/her
imagination?

For Ghost:2561, a series of videos and works of per-
formance art exhibited in Bangkok with Korakrit
Arunanondchai as a co-founder and debut curator,
ghost possesses a different image. It is not presented
in a physical form. The curator emphasizes the hori-
zontal rather than vertical attributes of the unseen,
lingering mass of air surrounding us. Air and things
of similar forms are constantly cited in Storytellers
Before Dawn: An Anthology, a book of essays that
has Judha Su and Mi You as editors. Air was once
acknowledged as the thing that unites humans to
other things, before it was neglected, and remaining
is only a blank space; an emptiness whose existence
is no longer recognized.

In addition to the stories told through works of art,
Classroom of Storytellers is a workshop held to se-
lect and train the storytellers who are neither the ‘ex-

5 Emissary Sunsets the Self (2017) Tag lan Cheng $auaaafi BANGKOK CITYCITY GALLERY 6 n3nne aynnuuYiFe AnInsves Ghost:2561

5 EMISSARY SUNSETS THE SELF (2017), A VIDEO BY IAN CHENG EXHIBITED AT BANGKOK CITYCITY GALLERY 6 KORAKRIT ARUNANONDCHAI, THE CURATOR OF GHOST:2561
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FOR GHOST:2561, GHOST POSSESSES A DIFFERENT
IMAGE. IT IS NOT PRESENTED IN A PHYSICAL FORM. THE
CURATOR EMPHASIZES THE HORIZONTAL RATHER THAN
VERTICAL ATTRIBUTES OF THE UNSEEN, LINGERING
MASS OF AIR SURROUNDING US
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hibition’s tour guides nor a teaching machine,’ which
is regarded as a factor supporting each audience’s
formation of the next story. The collective subjectivity
created between each individual becomes the ground
where each story grows from, circulates and changes.
It can be the superimposition of the blurred boundaries
between | and we, causing new stories to be born and
grow endlessly.

Stories are all around us, just like the air we breathe
in. And at this very space, the center of collision be-
tween opposite ends of the spectrum, of the rationally
and technologically driven West and the East whose
association to the mind and spiritual beliefs are
deeply rooted, the difference may lie in the impartial
position and the view on storytelling as just a series
of fluid movements that exist on their own, equally
interconnecting the past, present and future, nothing
is superior or inferior.

All of this is the space of endlessly circulating, changing
and moving stories.

Ghost belongs to us all.

ghost2561.com
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7 Storytellers Before Dawn MR TINUNANNAAFTILAY I FITIUAIAR WAz & ¢ 8 Classroom of Storytellers HaaFoutiniaied iiadunanasasismiasnsnudalziuinaizes
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7 STORYTELLERS BEFORE DAWN, AN ANTHOLOGY EDITED BY JUDHA SU AND MI YOU 8 THE PURPOSE OF THE ‘CLASSROOM OF STORYTELLERS" WORKSHOP WAS TO EXPERIMENT WITH METHODS OF ART
NARRATION THROUGH FACILITATION OF DIALOGUE BETWEEN STORYTELLERS AND PEOPLE WITH THEIR OWN MEMORIES AND EXPERIENCES
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BIENNALE
ARCHITETTURA 2018

ASIAN LANDSCAPE IN ‘LA BIENNALE DI VENEZIA
-16™ INTERNATIONAL ARCHITECTURE EXHIBITION 2018’

TEXT: KANOKWAN TRAKULYINGCHAROEN
PHOTO COURTESY OF LA BIENNALE DI VENEZIA
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TWISTING ANGLES

JmBanhinaestiang (Jealdsuazing) usswilaanisUnases (8a9ne) 9w
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At the press preview of La Biennale di Venezia — 16" International Architec-
ture Exhibition, there was a heated argument about the weakness of the
somewhat to vague and open ‘Freespace’ theme, which resulted in the rather
obscured structure and overall content of the Biennale. But within the great
magnitude of the diverse directions and contents of the works, the land-
scape of architectural narrative from several Asian countries has inspired
some very fresh and different if not unprecedented ideas.

This year, the quality of the contents’ structure and presentation brought
about by each participating country, particularly those from almost all
Southeast Asian nations, has been mesmerizing. With no prior agreed upon
agenda or discussion, the narratives coming from Asia this year are incredibly
diverse with the ending kept open for viewers to linger on the experience
more constructively and inspiringly than ever. The highlight has been put on
the fundamental issues that one should know and understand. The distinc-
tiveness of each pavilion is therefore expressed through the way stories and
issues boil down to who is able to persuade and stimulate viewers to agree
with and contemplate the proposed ideas further.

TWISTING ANGLES

Stories from two countries (Singapore and Thailand) and one Special Ad-
ministrative Region (Hong Kong) are told. Singapore twists the keyword
‘Freespace’ to ‘No More Free Space?’ by depicting the picture of individual
working processes that resonate with the ministate’s policy directions
through the 12 different projects being exhibited. The exhibition attempts
to play with the way the Singapore experience is perceived and interacted
with by the viewers. The space at the center welcomes spectators to browse
information on the selected projects while the sensory experiences are
provided in the form of visuals and smells. “l really hope one day we can
define property not in terms of per square foot but in terms of per volume,
and in terms of other measures that are not so tangible but can really uplift

a person’s life,” said Chang Yong Ter, an architect from Singapore.

1 SINGAPORE PAVILION'S COMMON SPACE CONNECTS EACH CASE STUDY IN THE SURROUNDING MONITORS AND HELPS THE AUDIENCE TO PROCESS THE OVERALL PICTURE WHILE CREATING A SENSE OF PARTICIPATION
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Thailand's ‘Blissfully Yours' comes with the diversity of the conceptual issues
that can be further explored in so many directions. The presentation of urban
spaces exhibits the transitioning city center of Bangkok’s old town quarter
such as New World Department Store or the Tom Yam Kung crisis’s un-
official memorial like Sathorn Unique building, all the way to the use of space
in everyday life and the interesting impacts created in the aspect of urbanism
at Rom Hoob Market. Everything leads up to the question and future con-
templation about how the things we have become familiar with can help us
realize something about the city more. The contents can be roughly divided
into four different directions: urbanism, architecture, public space design
and photography. Such presentation enables the diversity of the content in
which viewers gradually discover the story displayed on each of the screens.
In the meantime, such presentation method doesn't exactly enable the
content to be communicated to the audience as effectively as it should be.
The additional elements help link the activities going on at the center of the
lounging area at the middle of the exhibition to the contents displayed on the
10 screens. This, in a way, enhances the effectiveness of the communication,
especially within the context where viewers are constrained by a limited
amount of time for each pavilion as they try to see as many exhibitions as
they can. With this method, the contents are exhibited in a more concise and
comprehensive presentation.

While the first two countries bring forward what's happening right in front of
them with a view on the quality of life in the more imminent and better future,
the Special Administrative Region such as Hong Kong chooses to present
the possibility of what has not yet happened. Under the topic ‘Vertical Fabric:
density in landscape,’ a series of imagined images is intended to play with the
search for Freespace emerging within the typology of skyscrapers, fittingly
depicting the representation of the island’s cityscape. Weijen Wang, the
pavilion's curator, invites 100 architects from around the world to present
their own imagination of the extreme height of Hong Kong's skyscrapers. The
superlative proportion of the building (2-meters height on the 360-square-
millimeter base) is created to serve as a framework where the architects’
understanding of the potential of space is tested. In this exhibition, a parade
of white models makes an appearance in a court, which flows inside and
outside of the building, allowing viewers to journey into the mesmerizing
possibilities brought about by different methods of experimentation. The
interpretations are done, not only by architects from Hong Kong but many
other different countries such as Winy Maas, Reiser + Umemoto, Jun Igarashi
and Boonserm Premthada.

Walking among these one hundred ideas, the quantity plays an important
part in the way viewers are taken into the imagined future vertical city, in the
time when buildings are becoming objectified and the only kind of nature
available is manmade. If that is the case, what will the relationship between
humans and nature be like in the world where technology is enabling buildings
to be physically higher?
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Tuazduavad Architectural Ethnography Hhundasaasmdlnauazuivsene

2 RECREATIONAL SPACE IN THE MIDDLE OF THE THAILAND PAVILION REFLECTS THE FREEDOM OF USERS IN MANAGING THEIR OWN USE OF THE SPACE 3 HONG KONG PAVILION SHOWS 3D IMAGES OF
LIVING IN HIGH-RISE BUILDINGS, WHICH GIVES THE AUDIENCE A GLIMPSE AT THE POTENTIAL FUTURE THAT A TECHNOLOGICAL CULTURE COULD GIVE THEM 4-5 JAPAN PAVILION COMES WITH THE GIMMICK
OF ENABLING THE AUDIENCE TO SEE THE DETAILS OF ARCHITECTURAL ETHNOGRAPHY THROUGH TELESCOPES AND MAGNIFYING GLASSES
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LEARNING FROM THE CONTEMPORANEITY
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LEARNING FROM THE CONTEMPORANEITY

If we were to count Japan, China and India as Southeast Asia’s points of
cultural references, the surprising thing is India has never once participated
in the Venice Biennale, while Japan comes with its presentation of a thinking
tool that proposes itself as a way of trying to understand architecture through
a learning tool called Architectural Ethnography. “These drawings illustrate
buildings that change in response to changes in the way people live. One
way to depict this idea of architecture as an extension of human life is to
draw details of the elements surrounding the building,” said Momoyo Kaijima,
the architect of Atelier Bow-Wow, the curator of this year's pavilion.

Architectural Ethnography is a methodology in which architecture can

be understood through the documentation of the relationship between a
building and the ecology surrounding it. Today, such methodology attempts
to develop a new perspective that includes all things human and non-human
based on the philosophy behind Jakob von Uexkiill's Umwelt. The exhibition
is a collection of 42 research works and drawings that depict the overall
evolution of the work being developed and executed under this concept,
encompassing the time period from the late 1990s to present.



THIS YEAR'S VENICE
ARCHITECTURE BIENNALE
OPENS A NEW PERSPECTIVE
FOR ONE TO SEE THAT THE
INTERACTION BETWEEN THE
CONCEPTUAL CURRENTS
FROM THE WEST AND THE
EAST CAN TAKE PLACE
ALONGSIDE EACH OTHER
WITH SPORADIC CLASHING
POINTS AND MUTATIONS
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While Japan proposes Architectural Ethnography as a tool to communicate
the understanding of architecture that integrates life and the ecosystem into
the thought process, The People’s Republic of China joins the Biennale with
‘Building a Future Countryside.’ The exhibition portrays a hopeful perspective
about the better future, with a more open-minded attitude about the changes
that technology will bring alongside an attempt to find a place for the values
of traditional culture and new possibilities that have not yet been acknow-
ledged. The China Pavilion this year is, therefore, an attempt to express the
country’s journey to a point of equilibrium between the modernization and
old traditions. The process allows people in the community to be a part of the
change with a question ‘How do you visualize the life in a future countryside?’
left for viewers to contemplate the answers.
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6-7 CHINA PAVILION’S EXPERIMENT WITH CONNECTING VARIOUS IDEAS TO FIND A NEW BALANCE FOR THE COUNTRY’S FUTURE RURAL AREAS 8 TAIWAN PAVILION’S MAIN HALL DEPICTING ITS CENTRAL
EXHIBITION THEME OF THE STORIES OF PEOPLE, CULTURE, AND NATURE 9 A MODEL THAT FIELDOFFICE ARCHITECTS USED AS A MEANS TO COMMUNICATE AND CONVERSE WITH THE COMMUNITY




DIFFERENT WAY OF LIVING WITH NATURE
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DIFFERENT WAYS OF LIVING WITH NATURE

Taiwan'’s ‘Living with Sky, Water and Mountain: Making Places in Yilan' is the
exhibition of Fieldoffice Architects’ projects that showcase some interesting
viewpoints about the way ‘freedom’ can be interpreted as a process in which
spaces are created for people in the society and through collaborations with
local communities and contexts, which should be an open-ended process
that grows organically. The collaborative process between architects and
communities takes place through the use of models as a communication
tool. The model, in this case, reflects the open thought process that is adapt-
able to changing times and conditions instead of being merely a represen-
tation of a finalized idea that we may familiarize ourselves with. As a result,
Sheng-Yuan Huang's direction enables us to think further about the collabo-
ration with the local community in Yilan, a secondary city only one hour away
from Taipei. The integration of the knowledge existing in the old traditions
and norms to the architectural concept that is open to possible interpreta-
tions of ‘nature’ whose origin and existence has pretty much evolved by
humans has created a working process that questions how future steps can
be taken alongside technological changes.
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ANOTHER VERSION OF HISTORICIZATION
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ANOTHER VERSION OF HISTORICIZATION

The Republic of Korea and the Philippines present their own recollection of
the past through a recount of history that breaks away from the mainstream
tradition. South Korea takes the pluralist approach in the interpretation of the
term ‘avant-garde’ with the ‘Spectres of the State Avant-garde’ exhibition.
The Philippines proposes the pluralist identity originated from the cross-
cultural context of the society driven by the spirit of technology with ‘The City
Who Had Two Navels,’ while Indonesia’s ‘Sunyata: The Poetic of Emptiness’
exhibition tells the story of ‘Sunyata’ or ‘emptiness’ by creating a conversa-
tion for us viewers to question the conventional method in the way emptiness
is imagined and whether we have satisfyingly integrated our existing know-
ledge and experience into the stream of knowledge coming from the modern
world. It's a shame that the content included in the catalog is not featured or
introduced in the pavilion as much as it should have been.

The exhibitions by the three aforementioned countries appear to be influ-
enced but vigorously expressive about the attempt to create a new channel
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10-11 SOUTH KOREA PAVILION’S SPACE ALLOWS FOR THE AUDIENCE TO REST THEIR EYES AFTER MOVING THROUGH THE EXHIBITION PACKED FULL OF INFORMATION
12-13 THE CENTRAL IDEA OF THE EXHIBITION FROM THE PHILIPPINES PAVILION IS SHOWN THROUGH THE USE OF DIFFERENT SHAPES AND MEDIUMS 14-15 A SCALE OF LARGE PAPERS

STANDS IN CONTRAST WITH SECTION MODELS OF DIFFERENT BUILDINGS OF INDONESIAN ARCHITECTURE



ARCHITECTURE IS A FIELD THAT
IS CONSTANTLY EXPANDING,
TRANSFORMING AND RENEWING
ITSELF
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PAVILION AS A MEDIUM FOR CRITICAL DIALOGUE
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to serve the diversity of ideas from both western and eastern culture. They
pose one question, how much have we tried to go beyond the importation
and reproduction of the knowledge that is circulating in the world? The way
knowledge is taken and embraced is not, per se, right or wrong, but the point
perhaps lies in how dimensional and sophisticated can we be as we play
with the contemporary trends or conditions.

PAVILION AS A MEDIUM FOR CRITICAL DIALOGUE

Another pavilion that we cannot fail to mention for its unorthodox interpreta-
tion of ‘Freespace’ through the interconnection of the younger generation
population from around the world to visit and engage in the Biennale is the
Turkey Pavilion, ‘Vardiya (the Shift),’ which comes with a platform that is
created for new interactions and innovations to be made. Vardiya organizes
an activity every other week throughout the 26-week duration, welcoming
122 architecture students selected from over 500 entries from 16 countries
around the world submitted through an open call with the support from
Istanbul Foundation for Culture and Arts (the same institution that supports
Istanbul Design Biennale).

The selected students are able to visit the Venice Biennale and participate in
the workshop where they take part in a discussion about ideas and critical
arguments around the current status quo of architectural ideas with artists,
academics, and architects such as Eva Franch i Gilabert, Nadine Botha,
Juhani Pallasmaa, Refik Anadol, etc. The participants are encouraged to
change or design the white canvas, which is one of the installations in the
pavilion's exhibition space as they wish. This causes the pavilion to be
altered by new ideas emerging from the 13 workshops and 50 online con-
ferences. This is probably the most spirited and lively pavilion of the Bien-
nale. “Architecture is a field that is constantly expanding, transforming and
renewing itself,” said Kreme Piker, the curator of Vardiya.

In the big picture, this year's Venice Architecture Biennale depicts the syn-
thesized influences from different cultures that emerge as parts of the globali-
zation phenomenon in Asia. It opens a new perspective for one to see that
the interaction between the conceptual currents from the West and the East
can take place alongside each other with sporadic clashing points and
mutations. It becomes more of a negotiation rather than a domination where
one solely conquers and dominates the narrative. An open system, which
does not claim the completed narrative, serves as a powerful tool with
enough flexibility to respond to the conditions that the flow of the modern
Asian hybrid society has created. It is interesting to see what these pavilions
will bring to the table in the next two years for us viewers to eagerly discuss
over a fine cup of coffee.

labiennale.org/architecture

73

16 nudusaesatumsmwlunihindnmandasnisufidaniwiiefelluwiafsuasgsni
ndalemaliauinlnadldralsinnniimstugagvng

16 THE INSTALLATION PIECE FROM TURKEY PAVILION SHOWS THE FACES OF ARCHITECTURE STUDENTS
PARTICIPATING IN ITS WORKSHOP THAT OFFERED THE AUDIENCE A GREATER CHANCE TO TAKE PART IN THE
PAVILION’S ACTIVITIES
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This book written by Léa-Catherine Szacka introduces the reader to the historically
important architecture exhibition ‘The Presence of the Past’ or ‘La Strada Novissima,’
one of the first events of the 1980’s Venice Architecture Biennale which was curated
by the architect, Paolo Portoghesi. It is indeed an essential read for anyone interested
in Postmodern Architecture.

Using ‘The Presence of the Past’ as the central piece of narrative, Szacka takes
us to the history of that period in the first part of the book, ‘The Biennale is Dead,
Long Live the Biennale!' by depicting different aspects of history and the origin of
both the Venice Biennale and Milan Triennale, as well as many political upheavals
and conflicts and debates during the 1960s and 70s in Italy. The second part,
‘Addressing the Exhibition Paradox’ primarily considers arguments regarding
curatorial techniques, which is the book’s central theme, and through which the
book depicts one of its main contents of narrating the exhibitions’ history. It also
addresses the question of how an architecture exhibition should be, as well as
how it relates to politics. The last section, ‘The Beginning of the End and the End
of the Beginning,’ attempts to explain the exhibition as a medium that shows the
development of Postmodernism in architecture, as well as the discussions sur-
rounding the formalization of the architectural history of the period.

Recently in 2017, Exhibiting the Postmodern: The 1980 Venice Architecture Biennale
received the Alice Davis Hitchcock Medallion from The Society of Architectural
Historians of Great Britain (SAHGB), which is the award given in recognition of each
year's interesting literary works or books on architectural history.

marsilioeditori.it
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BIENNIALS, TRIENNIALS, AND DOCUMENTA:

MEDIA

THE EXHIBITIONS THAT CREATED
CONTEMPORARY ART

Charles Green and Anthony Gardner
Wiley Blackwell, 2016

Paperback, 304 pages, 15.2 x 22.9 cm
ISBN 978-1-44433- 665-8
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Apart from the two books in the Exhibitions that Made
Art History series by Bruce Altshuler and the 600-
page-long The Biennial Reader that has Elena
Filipovic, Marieke van Hal and Solveig @vstebg as
the editors, Biennials, Triennials, and documenta
is probably another publication that every art buff
and reader who are interested in art history as told
and studied through exhibitions (simply called exhibi-
tion history) must have on their bookshelves. The great
distinction between Green and Gardner's works and
the other aforementioned books is the presentational
method that instead of examining the emergence
and growing popularity of large -scale international
art festivals through surveys and chronological
depictions, 'Biennials, Triennials, and documenta’
focuses on historical milestones created by different
art festivals, both the internationally popular and
more domain-specific ones.

The content of Biennials, Triennials, and documenta
is divided into three main parts; The Second Wave,
The Politics of Legitimacy, and Hegemony or a New
Canon with the conclusion recounting the continual
and intensifying biennialization phenomenon in the
art world since the mid 1950s to present (the level of
intensity is going nowhere but up with currently
over 200 art festivals being listed in the Biennial
Foundation’s website) including Green and Gardner's
debate over ‘What was the impact of biennials on
contemporary art?’ and ‘How did biennials change
in the course of the appearance of contemporary
art?’ that is brought up throughout the book. The
fourth chapter, 1989: Asian Biennialization’ under
The Politics of Legitimacy topic of the book perfectly
reflects the role of art festivals in the Asian Pacific
region through case studies such as Asian Art Show
(1979), Asia-Pacific Triennial (1993), Gwangju Bien-
nale (1995) and Shanghai Biennale (2000), depicting
them as both the byproducts of social and political
changes in the region’s post-Cold War era as well as
the resistance to western-defined artistic paradigms,
and put the focus more on the ‘region’ (the authors
use the term ‘aesthetics of regionalism’). In addition
to the analyses featured in the book, for those who
are interested to look further into the the bienniali-
zation phenomenon in Asia, especially in this past
decade, check out the ‘What does a biennial do?’
lecture that Anthony Gardner did back in July of 2018
on Asia Art Archive's website.

wiley.com
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MATERIALS

SYNCHRONOUS PANEL

Particle Panel
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The construction and design industry has
been a vigorous user of wood, whether it's
for large-scale structures or as an element
in interior spaces and furniture design.
Such popularity is one of the main reasons
why a number of manufacturers have been
developing wood and wood substitute
products to fulfill the seemingly perpetual
demand for wood. In the past recent years,
wood substitute materials have become
increasingly popular for their qualities that
are equivalent or even superior to that of
wood. Wood substitute materials are de-
signed to provide answers and solutions
to all the limitations of real wood, from
the color, surface, size and strength to
durability including a variety of applica-
tions including floors, walls, structures or
components in specific functional spaces.

‘Synchronous Panel’ is a new innovative
interior design material. Developed by
Panel Plus, the material is manufactured

using modern surfacing technology that
utilizes the pressing and synchronization
of a wood pattern. Created as a result of

PHOTO COURTESY OF PANEL PLUS

that innovative manufacturing process is

a wood substitute material with a naturally
beautiful and synchronized pattern of
wood. Such technology allows for the
natural characteristics of wood to be ex-
pressed. Synchronous Panel offers aes-
thetic qualities and surfaces that are equi-
valent to real wood or veneer with on-point
details of natural wood grains and surfaces
that are resistant to scratches and water
absorption. The material itself is easy to
install with more convenient and less time-
consuming maintenance, enabling a shorter
construction period.

Synchronous Panel comes with three
different patterns and colors (Terra Wal-
nut, Forest Oak, Swiss Elm) and a size of
1,830 x 2,440 millimeters or 6 x 8 feet. With
comprehensive aesthetic and functional
qualities, the product presents itself as
another ideal alternative that can bring an
interesting and beautiful dimension to any
project.

panelplus.co.th
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FORMICA INFINITI®
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It's been over 100 years since Herbert A.
Faber and Daniel J. O'Connor co-founded

Formica in 1913. The two founders tran-
spired their intent in the development of
laminate board innovations, causing
Formica to become one of the leading
companies in the industry.

Every product line developed and manu-
factured by Formica is guaranteed for its
standardized process of production and
use of quality materials that is able to serve
all functional and aesthetic demands.
‘Formica Infiniti® follows the same standard
with qualities that go beyond beauty, en-
compassing all the expected functionali-
ties and required longevity.

PHOTO COURTESY OF FORMICA

The collection stands for not only its du-
rability and strength but also its surface
that can prevent fingerprint stains caused
by humidity and maintains the ability to
effectively control bacteria, enabling
greater maintenance convenience. Addi-
tionally, ‘Formica Infiniti® was developed
to have a surface that can be restored when
damaged with mild scratches through

the use of heat.

In terms of aesthetic quality, Formica
Infiniti® blends well with smooth surfaces
and comes in a variety of designs that
can fulfill the creativity and imagination of
architects, designers and project owners.
Beyond functional demands, Formica
Infiniti® allows for design inspirations

to be materialized without any limita-
tions and serves as an ideal choice for
projects of various kinds, from residential
to commercial, offices, restaurants and
public space.

formica.com
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Heritage
Protection:
The Asian
Experience

ARCHITECTURE

HERITAGE PROTECTION: THE ASIAN EXPERIENCE

Heritage Protection:
The Asian Experience

25 - 26 JANUARY 2019
THE SIAM SOCIETY UNDER
ROYAL PATRONAGE
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This architectural conference will con-
cern the exploration and discussion of
various aspects of cultural heritage
protection in the Asian context. The
conference will be divided into 4 sec-
tions: Heritage is the Living Present of
the Past, People Taking Ownership of
Heritage, How to Put Law to Work on
Behalf of Heritage Protection?, and How
Can Entrepreneurial Energies Comple-
ment Heritage Protection?. The con-
ference will feature subject-related

experts from more than 12 Asian countries.

conference2019.siam-
society.org

2019 Skyscraper
Competition

DEADLINE SUBMISSION
29 JANUARY 2019
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The awards for this competition are one
of the world’s most prestigious. The com-
petition seeks to redefine skyscraper
design both by implementation of various
construction aspects and studies of
various social aspects. It is also a
forum that explores the relationship of
skyscrapers to the natural world, city,
and community, as well as the role of

humans in building those structures.

evolo.us/registration-2019-
skyscraper-competition

78

DESIGN

Bangkok Design Week
2019

26 JANUARY -

3 FEBRUARY 2019
CHAROENKRUNG DISTRICT
AND VARIOUS VENUES

ndvsnuefifiaessminu Bangkok Design
Week TaglunSsiisatunmelddn “Fusing
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Showcase & Exhibition, Talk & Workshop,
Event & Program, Creative Market L8z Creative

District

This year's Bangkok Design Week under
the theme ‘Fusing Forward’ will feature
the design products and services created
through knowledge of various disciplines.
The event, held in different areas of
Bangkok,will include 5 key activities:
Showcase & Exhibition, Talk & Workshop,
Event & Program, Creative Market, and

the Creative District Project

bangkokdesignweek.com

INVISIBLE THINGS

24 NOVEMBER 2018
- 28 FEBRUARY 2019
TCDC CHIANG MAI
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This exhibition, co-hosted by the Goethe
Institute and TCDC Chiang Mai, will
examine questions regarding perceived
‘Thainess’ and ‘Germanness’ by dis-
playing various everyday objects com-
plemented by photos of middle-class
families. The displayed objects and
photographs will reveal different as-
pects of the perceived identities of Thais
and Germans. Short films by Thai and
German students will also be shown in
order to examine how they perceive
one another’s identities. Lastly, there
will be a guestbook for the audience to

leave their comments.

tb.com/TCDCChiangMai

INVISIBLE THINGS
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CALENDAR

SINGAPORE ART WEEK

Singapore Art Week 2019

19 - 27 JANUARY 2019
VARIOUS LOCATIONS IN
SINGAPORE
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This visual art event, held for the 7" time,
will take place at various sites and
spaces across Singapore. The event
will not only feature an art exhibition,
but also various aspects related to it,
including fairs, gallery openings, lifestyle
events, art walks, and discussions on
art and culture. The purposes of this
event lie not only in promoting art appre-
ciation, but also stimulating the art
section to create more art and lifestyle
concepts and events in conjunction
with it.

artweek.sg
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BANGKOK CITYCITY GALLERY
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This solo exhibition of Pratchaya Phin-
thong will offer the audience a rare
chance to see his works in Thailand.
The exhibited logbook will examine the
relationship between the objects and
the artist’s critical idea. Apart from this,
the curator, Thanavi Chotpradit will
examine the various aspects of exhibition
-making itself, as well as the question
of “what makes art art?” The exhibition
will also hold various sections of public
and closed programs and workshops
from various subject-related experts.

bangkokeitycity.com
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Performance Art Festival
2019 Open Call

DEADLINE SUBMISSION
31 JANUARY 2018
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BACC launches an open call for per-
formance artists to participate in its
2019's Performance Art Festival, with
the purpose of supporting performance
artists, both group and solo, of all types.
The festival will be comprised of various
performance events including ASIA-
TOPIA, Bangkok Theatre Festival,
International Dance Festival, and the
International Butoh Festival. Some of
the requirements needed for submitted
proposal are that they provide a positive
contribution to the society and art scene,
and are centered around the theme of
‘Art For Disability.’

bacc.or.th/event/2132.html
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Kusama: Infinity

FEBRUARY 2019
BANGKOK SCREENING ROOM
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This film explores the life of the pres-
tigious artist, Yayoi Kusama, who
although famously renowned, had to
overcome many hardships in her life.
This film follows her years from her
traumatic childhood in the WWII period,
the obstacles she faced both in her
family and among the art scene, the
period of mentalillness, to her devotion
for creating art despite being almost
in her 90s.

bkksr.com

ow -
KUSAaMA

b PN T Y

Z
c
=z
<
>
P4
(%)
2
<



OPINION

BIENNALE ?
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TASTEFUL DECORATION
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