So Fow, So Right

2017.12.29 - 2018.02.25
EIEIEEMAS BEEME —1EREE
1F, Kuandu Museum of Fine Arts, TNUA



SR

EFL

—EIRR R EE R

PEE LEATRENMENERUE  SHFNERAEZNEAREER
EAEE UL THAER ) ARBAFEENREAEGEHR  EEEBEAIR
R BREMARMNER  URHENBEFMNAERMNKRE
1 - FARIEM N BUEENNERBERER  EALGEENRITHR -

(EFRL) SFENBBRENRTEUAZRIRENZIEEERRIR - 518
EBIENERREEMERR L EMIRAVIRE  ERERDRAR  ERANEE
SERARREG HIRH-EBERENTE MBS -RHNESRENE -

DoRrE g EREEMANBAIERRFATRRE  HAEKE
BEBZEENEESHAE  EEAAERT A ENEEMERERS
BH - ESEFAEXRERPHELEENAG R EHEEEEHA
BEHEHHE BREL  BERBRAEZEFREIELEFE - URINEE
PN B [ I U A5 7 Bk B B SR A ) 2 BB AUAS - HpfERE AT e Rt &L
BB RELENAE -

BB BRI R RN A E 2t - WRR—EARSRE LN ERER
ZBTHEE  RMBEHRERT —BIRMNERE  —EEUERETE
EEREETHS Bt ZAEERENESE - FINEEIRH—ER
EHEERNOES  NE—EINEEFINNE—RMNBER —EHBERE
NERMEREGEERIING - ETEHESEBELAENESR -

TEA



S0 Far, So Right

A Study of Reforms and Transitions Across Borders

Since the balance of power shifted after the Cold War, a new proposal for
global governance has been in the making. In the name of a new framework,
this proposal is conceived by emerging great powers, where the alliance of
startups across countries, the reconstruction of transnational resources
and logistics systems, as well as the acquisition of new management
technologies such as information technology, together allow the new
governing powers to transcend borders and enter the realm of biopolitics
all the more efficiently.

Project So Far, So Right is based on the concept of deforming and how it
osmoses into the given framework of global governance. The project
unfolds from the investigation and delineation of two post-communist
narratives as well as their metamorphoses, interweaving relations, and
tensions, proposing a possible method to re-entangle their histories and
imagined futures, thus launching a new life story.

Set against the backdrop of two former socialist blocs and their political
geography in the past, the project delves into the history of the trade and
labor alliance of the Council for Mutual Economic Assistance, the gradual
process of the communist system partially or entirely transitioning into the
market system, and how these countries transform into emerging
economies on a global scale. The project also investigates the
transmutations and contradictions in the ways marketization,
democratization, and the construction of national identity confront these
regions during their political and economic transition, as well as how they
grapple with the regional political and economic alliance of which it is part,
the delicate relations between great powers, and the undercurrents and
volatile states of the individual, the collective, and society.

Through the manifestation and aestheticization of diaspora and
cross-border experiences, portraying a unique state of passing through and
interfering with conceptual or physical borders, this project attempts to
trace a back-and-forth history of connection, a biohistory that transcends
the governance of national planned economy and all-encompassing
marketization and technologization. As we examine the biohistory from an
external vantage point — whether it's the bridging of political fault lines, or
the tenacious force that resists and wrestles outside the system — we
witness an opposition to the framework of national power and capitalist
deployment, defying the governing force of the economization of life.

Fang Yen Hsiang
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Imperativ pfedki pfenddeny do budoucnosti pomoci biopolitiky.

LOVE FOR LOVE

The imperative of itted to the future with the help of bio-politics.

{B54% & Contingent Propositions
2015 | 283 I@H (I HBEZ 2 E Installation of 283 digital collages | 25 cm x 71 m |

Courtesy of the artist



Zybnek Baladran's creative practice uses anthropological and ethnographic methods to
archetype theories and ideas in a poetic and fictional way. Reconstructing a vision of groups,

social systems, political systems, the big picture of human collective and its future.

10 Anarcho-communist minutes is a series of industrial teaching manuals on foundry and
sand molding. With a series of questions in a monologue regarding basic issues of living and
working together. Similar to Libertarian socialist tone of the different dialogues between
individuals and groups. Preliminary report/ Case study is from the 1895 Studies on Hysteria
by Sigmund Freud and Josef Breuer. Through the use of a series of visuals including a mine
labor, the symbol of labor in the socialist era, a photograph of industrialization, and a case
study of a 40 year-old women with symptoms of hysteria all presented in a duo-channel form.
Through this simple reorganization of visual it explores the collective symptoms of
modernity. Contingent Propositions consisted of newspaper clippings from the communist
daily Rudé pravo (1971-1989) and the post-revolutionary liberal daily Lidové noviny (1989-2008).
These local Czech newspaper sources maps the demise of the two dominant ideological

monsters of the 20th century, sketching out the coordinates of an undisclosed global future.

Zbynék Baladran, born 1973 in Czechoslovakia, lives and works in Prague

+REFFHEEEFELE 10 Anarcho-communist minutes

2013 | B AR L  FEBERR ~ 58 « #E%2 45T EH Digital print on paper, nylon, clips, plumb Unique |
10 x 380 cm | Courtesy of the artist and Galerie Jocelyn Wolff
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GastARTbeiter is an alternative artist chronicle, that tracks down a decade of financial
trends from the commission and sponsorship from western art institutions for Luchezar
Boyadiiev’s participation after the fall of the Bulgarian Community Party. Yet none of the
money is directly owned by the individual artist or his family, thus the artist acts only as an
ephemeral agent for the movement and transition of capital. The flow of capital shows a state
of the art economic cycle, how money flows between nations, institutions and companies. In
addition questioning how this flow promotes the possible growth in communication and

creativity.

The artist sees himself as a valuable commodity in this capitalist art economy. This
self-portrait is a sign of a change from a person in “society” to “economy”. Traces of cultural
activity go from personal to artistic sponsor to economist, shows how contemporary artists
strive to survive in an international economy and globalized society through self-exploitation.

The artist criticises the capitalization of artistic activities monopolized by the economy.

Luchezar Boyadiiev, born 1975 in Bulgaria, lives and works in Sofia
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Z1ij¥2 T GastARTbeiter
2000-2007 | BfrEH A Digital print on fine-grain vinyl | 220 x 520 cm | Courtesy of the artist
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3% Afterform

2013 | HD$%1% ~ B « ZHIZRIR R « HDIRFH ~ ITBEEMIN\ HD Video, plinth, tripod projection screen
(white, 120 inch diagonal 16:9), HD projector, stereo speakers | 20.3 x 792.5 x 487.7 cm (plinth) | Courtesy

of the artist and Metro Pictures, New York



In Afterform , David Maljkovié manages to portray a situation in which differing perspectives
on modernity are reconciled. “Afterform” could be taken to mean “according to form”, which
would be a reference to the formalist tradition: reducing form to its constituent elements
while excluding any other notion, either psychological, social or political. “Afterform” can also
be construed as “after form”, a title in the form of an injunction as an alternative to the

formalist legacy.

In this animated film, David Maljkovié recycles humoristic cartoons published in a
Yugoslavian architecture magazine from the 1960s. The architecture of collective housing is
featured, as well as checkerboard urbanism and technocrats in suits. These drawings
constitute an absurd and ironic portrayal of modernism, its architecture and its urban
planning. It reflects the interactional relationship between the development of aesthetics

and the ideology in Yugoslavia's history.

The film and its installation are made up of heterogeneous historical elements. The screen
mounted on a tripod is evocative of analogical projection techniques, but its 16:9 aspect ratio
is characteristic of the digital age. Afterform juxtaposes magazine cartoons and
reproductions of the artist's work. A liveried waiter brings in a tower building on a tray
followed by a liquid crystal alarm clock. Due to their digital nature, the visual and sound
effects contrast with the historical subject and prolong in turn the irony of the original
illustrations. By integrating his own works, David Maljkovié becomes a contradictor as much

as making himself the object of criticism.

David Malikovi€, born 1973 in Croatia, lives and works in Zagreb

Courtesy of the artist and Metro Pictures, New York
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The Heavenly Bodies, Once Thrown into a Certain Definite Motion, Always Repeat
2013 | $4% + #A& pencil on paper | 100 x 75 cm (each) | Installation view at Gemak, The Hague,

Netherlands | Photo credit: Hannah Dawn Henderson



The title for the work, The Heavenly Bodies, Once Thrown into a Certain Definite Motion,
Always Repeat, is quote referencing “Chapter 25: A General Law of Capitalist Accumulation”
in Volume | of Karl Marx’s Capital. The specific passage analyzes the process of capital
increase and expansion, and the simultaneous production of surplus labors that lead to the
periodic expansions and contractions that have become a condition of production and life of

modern industry.

This series of collected still-life drawings relates to various understandings of time, history,
labor, and exchange. The works depict: the hand-cranked pleasure wheel, documented to
have originated in Bulgaria during the Ottoman Empire, embodies a direct and unadorned
transformation from manual labor to joy; a concept wheel-less vehicle developed by Ford
Motor Company in 1950 imagines transportation that overcomes the obstacles and the
limitations of roadways. An idea that has always been present but has never realized in
human history; the Soviet Calendar used from 1929 to 1940, which was subsequently
declared a failure - unlike the Gregorian calendar, the Soviet Calendar experimented with a
five day week and a six day week to calibrate life’'s weekly work cycle; a popular commodity in
the 16th century, the color variations in the rarest and prized tulip bulbs were the result of a
viral infection, reflecting the pathological characteristics of economic activity; the 100 Leva
note, issued when the Bulgarian communist party dissolved, marked economical and
ideological reform and transformation, this new currency with an image of “The Wheel of
Life,” was unable to withstand the impact of drastic inflation, and was pulled from circulation
after a few short years; the first bicycle messenger service in New York which launched in
1970 to transport canisters for the film industry, this collaboration between the labor network
and image transmission was a brief chapter in the history of logistics. These six item
documents the path of six capitalist operations and the special relationship of conversion
between goods and labor which existed in a specific moment and are described as the

motion of heavenly bodies.

Kosta Tonev, born 1980 in Bulgaria, lives and works in Plovdiv and Vienna
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A moving narration of “Made in China”, “Processed in Taiwan”, “Assembled in Vietnam” draws
trilateral links creating a world factory. The artist transported an ordinary park bench from
Guangdong China to Taiwan via online shopping. Then embedding several paragraphs of text with
the traditional woodshop technique of raden in Taiwan before privately transporting the processed
wood into Vietnam for reassembly as part of a public space in Hanoi. These statements enter the
different context and environments, continuing the dialogue that it by evoke, or be immediately
dismantled from the country where the inspection is conducted. This act of smuggling not only
refers to the relationship between the competition and the successive replacement in the timber
industry in the three locations, but also the transfer of industries into norms in the regional economy
and the rise and fall of Taiwan's traditional processing industries. Although this is the process of
inputting a series of processed products, the underlying message is a political messages that
seeks to integrate into the popular political propaganda slogans in Hanoi. The work mirrors the
relationship between production, output and input of a desire. The former "state of trauma" has now
become a nation of visions projecting the global vision of a dream country. How people have moved

their hopes into this international deployment of processing, assembly and distribution system.

Syu Jia-dhen, born 1989 in Taiwan, lives and works in Taipei and Changhua

AHETH) Public Tailor

2017 | A8~ H# » #% Wood, shells, photography | R~ &5 E
Dimension variable | Courtesy of the artist
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Courtesy of the artist and Tanya Leighton, Berlin

yu, the Internet country code top-level domain (ccTLD) of Socialist Federal Republic of
Yugoslavia (SFRY), was first registered and assigned to Yugoslavia in 1989. The registration
made the SFRY the first socialist state that joined the Internet. The original registrants of .yu
were located in Ljublijana, Slovenia. As the SFRY dissolved, Slovenia and Croatia registered
their own domain name. The domain name .yu was failed to hand over to the State Union of
Serbia and Montenegro under the international sanction for ongoing Yugoslav wars. After
Serbia and Montenegro formed a Federal Republic of Yugoslavia (FRY), they each acquired
their own ccTLD .rs and .me in 2007. During the transition period, the old .yu ccTLD was still in
use until it was expired in 2010. The history of .yu domain reflected that of the Post-Yugoslavia,
and the site .yu temporarily existed as an internet-based virtual state of the collapsed

Socialist Federal Republic of Yugoslavia.

Aleksandra Domanovié names the series after “The Mother of Domain” to expand the
discussion of Cyber-feminism in geopolitical history. Through focusing on the important roles
women play—which are often neglected—in the history of media and technology, the video
addresses two female computer scientists, Borka Jerman BlaZi¢, a Slovenian Internet
science pioneer who registered .yu domain in 1984, and Mirjana Tasi¢, a former domain
administrator who took over the handover of .yu to Federal Republic of Yugoslavia in 1994
their autobiographies, the history of .yu domain, and the contemporary unsettled political
environment. Via the video, Aleksandra reveals a big picture of history from an

anti-patriarchal perspective.

Aleksandra Domanovic, born 1981in Novi Sad, former Yugoslavia, lives and works in Berlin
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The railway system connecting northern and southern Vietnam covers 1,726 kilometers. The
trip from Hanoi to Saigon (Ho Chi Minh City) takes 38 hours on the local train. The train, Théng
Nhat 1 (Reunification), was hamed to commemorate the 1975 reunification of Vietnam and
carries the national ideology. It crosses several historical periods: from its completion during
the French colonial period, connecting northern and southern Vietnam; to being severed into
two disconnected lines due to separatist north-south politics and the Vietham War. Then
reconnected again when the northern and southern Vietnam were reunified after the war.

Today, it remains a main artery of transport in the daily lives of the people.

Vietnamese performance group The Appendix (Phu Luc) has continuously focused their
performances in the quotidian realm. They create a site-specific theatrical moment using
their bodies, objects, and routine everyday behaviors to discuss issues such as that of labor,
identity, historicity, and current life situations. In 2016, they decided to choose this historically
symbolic arena as a backdrop for a behavioral journey from Hanoi in the north to Saigon in the
south. They each selected and cataloged several household items and daily necessities
purchased second-hand or from traditional markets. Before departing from the Nha San
Collective art space in Hanoi on this long journey that would take over two nights before
arriving in the lobby of the Ho Chi Minh City train station. Without an actual theatrical
performance, what you witness in this process is a dramatically accelerated urban and rural
landscape, the contrast, healing, vitality, development, loss and renewal, all blending into the

context of modernization and the global marketplace.

Phu Luc (The Appendix), founded in 2010 by six artists, the Ha NOi-based performance art group.
Currently made up of four core members: Nguyén Huy An, Vit BUc Toan, Nguyén Song and Ngo

Thanh Bac
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BFRISEAESZ Time Boomerang

2014- | [f¥8 « RIEN RS - Efth Sculpture, performance video, etc. | RT &5 %E Dimension variable |
Installation view: SUNSHOWER: Contemporary Art from Southeast Asia 1980s to Now, The National
Art Center, Tokyo, 2017 | Photo: Ueno Norihiro | Courtesy of The National Art Center, Tokyo



Photo: Tran Luong

China’s bold move to claim the contentious “cow’s tongue” (or “Nine-Dash Line”) and all the
islands which also claimed by the Philippines, Indonesia, Vietham, Brunei, Malaysia and
Taiwan in the South China Seaq, this tension made the artist rethink the concept of measuring
and it's relationship with the territory. Especially when the real distance of things being
measured is not necessarily scientific, especially when it is influenced by desire, belief, and

national interest.

From childhood experiences, measuring things with our fingers: the primal act of almost pure
measuring. The project Time Boomerang conveys a mythological imagination of giant
touching the Earth with its fingers. The artist cast his hand in metal, fingers fully outstretched
in his childhood measuring gesture. When it was completed, he cut off the five fingertips, and
moved them away from the hand, placing the fingertips in oceans in five different continents.
The artist symbolically extending his ability to measure and mark new territories. Through
this gesture, reopening the discussion of today's international border conflicts and the
irrational aspects of international politics, hoping to elevate a regional conflict into a vast

time and space where meditated dialogues can take place.

UuDam Tran Nguyen, born 1985 in Vietnam, lives and works in Ho Chi Minh City

Time Boomerang project presents phase #1, two parts of phase #2, and phase #4.

Phase #1: The Real Distances of Things Measured
Phase #2: The New Conqueror with a Good Passport, 2 parts out of 5
Phase #4: Cartography 101: Creating the New Freaking World Order
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From looking up “political border” on the news and collecting the different images that
reporters have captured. Then deciding on the frontier event is as if reconstructing the
borders through the lens of the reporters. The artist compares how countries map political
border to the traditional aboriginal Australian use of singline to negotiate borders. Through the
changes in the song during migration the song informs the land and all living being including
the plants, people and their ancestors. This work attempts to explain the captured images
from the news but without the people, objects or sounds. Abstracting from the element of time
presenting a continuous timeline without an explanation of history or its geographical
location. With no structural framework presenting depictions of people and their conscious
understanding of borders. Then reconstructing those readings of relations and the passage

to negotiating borders, thus creating an original outlook to the archetype of negotiation.

Chen Szu-Han, born 1981 in Taiwan, lives and works in Taipei

#%:%AEE! How to Stage an Archetype of Negotiation?
2017 | & Installation | R<FK#ZATME Dimension variable | Courtesy of the artist
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Phuong Linh Nguyen focuses on the condition of human experiences in the disjunction
among environment, geography, tradition, and history. By addressing Vietnamese historical
experiences and the cultural context, she tackles the emotional depth of unspeakable,
unconscious and vague memories, and reconstructs them into reachable and sensual
forms of communication. For this project, Nguyen spent a long time staying in a manicure
and makeup salons ran by Viethamese immigrants and gradually learned how to give a
manicure: a physical practice of touching, shaping, exhibiting, and socializing. The
highly-intimated physical labor work that connects hard work, self-appreciation and

aesthetics is then transformed to a humble and reverential gesture.

Phuong Linh Nguyen, born 1985 in Vietnam, currently lives and works in Hanoi

E#HTE White Mist in Foreign Country
2017 | #8588 Digital print on PVC | RFKIZATMZE Dimension variable | Courtesy of the artist
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Gall-Peters projection corrects the distortion of magnified high latitude countries from
Mercator projection. This modification is a concern of political attempt as the visual
adjustment to return the underprivileged low latitude countries with an alternative way of
viewing. Balancing the visible inequality by representing its proper dimensions. Consequent-
ly it creates another distortion of stretching the low latitude countries in order to present a

politically correct amendment.

Wu Chi-Yu’s works mainly focus on provoking the scenery system of globalisation and intend
to form an authority machine in order to gain the knowledge of the world methodology.
Throughout the video montage with the heteroglossic market in Kota Bharu (located in
Kelantan, Malaysia), the street vendors who attract people by showing their pythons and the
left-wing independent book stands. Fabricating a narrative through various contexts of
image segments, such as market trades or knowledge exchanges, a path that leads to the
reality is reconstructed by the relationship between seeing and listening. With the limited
comprehension in globalisation and the dealable or undealable in the existing political

reality, as a result, it discloses the contrasts between the local and the global to us.

Wu Chi-Yu, born 1986 in Taiwan, lives and works in Taipei

&5 8 Reading List

2017 | $%184¢ 8 Video installation | RHM&IBATMIE Dimension variable |
Courtesy of the artist
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“Dashed line” illustrates the non-material boundary with its penetrable duo-sided form
revealing the uncertainty of power. It predicts a demand for integrality and a direction leading
out the fully scheme - even there is impossible yet unnecessary to be connected among the
lines. Therefore it is a sandbagging politics claiming to leave the debates while reaching the

commons.

It can be found in the Dash Line that is composed of two disappearing line segments between
Eleven-Dash Line and Nine-Dash Line. It depicts the history between Taiwan and China and
providing the symbolic debates with “One-China Policy” from both sides. Though the transit of
power from the Republic of China to the People's Republic of China as well as the
China-Vietnam Friendship diplomacy, these two disappeared line segments are meant to be
sealed as their absences. They are deleted in the history and merely exist in a virtual image

during certain moments as a solid shaped ghost.

Regarding Gestalt’s point of view, it is somehow a type of politics either the lines achieve the
connection or not. “One China with respective interpretations” seems to be seen as a full-length
dashed line reached each ends. However “One country, two systems” implies the gaps between
the dashes to be the separated parts within a whole. Perhaps exercising to see and not to see

can be a way to learn Gestalt dashed politics among China, Hong Kong and Taiwan.

Due to the historical measurement, a dashed line is hanging by a moment. The still of the

current political situation nowadays spreads between our political life and daily politics.

Morgan Wong, born 1984 in Hong Kong, lives and works in Hong Kong



%2#(-10 Dash Line -10
2016 | SEfiF M E Oil on linen | 150 x 150 cm | Courtesy of the artist and A* Contemporary

#WiEEE R Proposed Boundary
2017 | B48iE#% & Single channel video | HD, stereo, color | 5 mins | Courtesy of the artist
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