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FOREWORDS

T i is the unique ivearti fali
in installation. The five artists - Montien Boonma, Vichoke Mukdamanee and Kamol
i from Thailand, and Joan G: Noelene Lucas from Australia - have

come to know and respect each other's work through institutional and personal contact
in Australia and Thailand over several years.

Both the ian artists were artists-i id at Bangkoks Silpakom
University (Joan Grounds in 1989 and Noelene in 1991), while Montien Boonma
participated in the 8th Biennale of Sydney in 1990 and the First Asia-Pacific Triennial
of Contemporary Art held in Brisbane in 1993. Vichoke Mukdamanes and Kamol
Phaosavasdi visited Australia in 1992 as exhibitors in ARX 3 (Artists' Regional Ex-
change), while Kamol returned in 1993 to participate in the Brisbane Triennial.

Allfive artists joined together in an exhibition at the National Gallery, Bangkok,
inMay 1993, and held in Chiang Mai in October of the same year. Both
these shows were also entitled Thai-Australian Cultural Space as they too were but
components of a continuing dialogue by the artists across different cultural, physical
anc pal Itis the il and indeed i offered by such
dynamics and cultural sensitivities that st d e e

Tlustrations of the artists' Thai mmm m
aimough as Julie Ewington says in her very pertinent essay, no second-degree

of :

is possible. are ‘as as tributes at
‘wayside shrines'- the heart and soul of i ionliesin

exits of each visitor, in every personal response’.

The installations the artists do in Sydney will be poignantly transient; site-
specific works, sensitive explorations of cultural difference. 1am pleased that this
Gallery is host to the artists' on-going dialogue across different cultural spaces, and I
wouldlike to thank them as well as Julie Ewington; the show's two curaters, Sompom
Rodboon and Jackie Menzies; the Australian Embassy, Bangkok, and all others
involved in this important interaction between Thailand and Australia. I wish too to
thank the two main sponsors of this exhibition - the Visual Arts/Crafts Board of the
Australia Council and the Intemational Gultural Relations Branch of the Department of
Foreign Affairs and Trade who financed Thai-Australian Cultural Space in both its
Thai and Australian forms.

Edmund Capon
Director

rt Museum

Participating in the series of exchanges and interactions that have resulted in
Thai-Australian Cultural Space has been a rewarding experience for both of us as
curators of this exhibition. The five artists in the show articulate in their own individual
way the experience of living in the last decade of the twentieth century in a specific
p ith aparticular cultural heri setofideas - ideas, however, thatare being

and i under the impact of new knowledge, new
insights md d.xfferent ways of Lhmhng, seeing and doing. Ahove all, they articulate,

spacethat

exists between ourselves and many others, ies are dissolved,
enhanced.

Much that is new and different is the product of modem technology : new
materials, telecommunications, industrial pollution. The impact of technology is an
implicit theme of this show : tha artists' concern with the degradation of the env:!mnA
mentis balanced wif ion ofthe benefits of Modem’
hrightly coloured artificial plastics, aluminjum moulds, and cement - are juxtaposed

with wood, textured Thai sa paper and living plants and flowers. The reconciliation of
vik res is another concem explored in this
mﬁ jaction to Australian Aboriginal culture and

Montien's lynca:l allusions to Buddhism.

Installationis an ideal means of
bombarded by new methodclogles as well as new technologies, vet raised on the

of instant ifi is relevant, yet

1: it is an with which each viewer will interact

differentlyatdif i Assuch,ani different
times in different moods.

i these
artists, who mesh the particularity of their own i and ions with the
‘milieu of their hcst r.'ultu.!e, lead us as viewers into unexplored realms. Through their

paces, both, ltural meartm:sanm.h
all ourlives. i i

and space give us new insights into our own surroundings, and resonate with a
universal relevance that is an affirmation of the creative potential of negotiating new:
cultural spaces:

Somporn Rodboon Jackie Menzies
Director, Curator of Asian Art
Silpakom University Art Gallery Art Gallery of New South Wales



AN ART OF HERE AND NOW

Thinking about Thai-Australian Cultural Space
after Bangkok, before Sydney

To install : to establish in an indi Pplace, ition, or status; to set
up for use or service
(From Webster's Ninth New Collegiate Dictionary).

Installa tiou a recently-evolved three dimensional art, of g1eat intemna-
tional signif istically using found
objects, and the ambience of particular physical locations, to create works
which defy documentation, and crucially depend on the personal involve-
nment of each viewer.

(A i ion, pending i ion in a dictionary)

his is the historical moment of instant-

um'cations and greatest

Rama |IX Art Museum FoungaliEi. e

logue takes place immediately

across immense distances. If [ want to

speak to colleagues in Bangkok I telephone, and

they areas present tomeasif they wereinthenext

room; or we Fax, and across invisible and appar-

ently irrelevant barriers of time and space ideas

and proposals almost miraculously appear in my

hands. The flow of ideas and information is fast
and fluid, seemingly without any impediment.

My world is different from my grandmother's.
Within half a day I can be in another country,
plunged into a completely different everyday life.
Global tele-communications networks - the BBC
and CNN - show me not only what they deem
newsworthy, but also that hundreds of millions
are seeing and hearing exactly what I am, in the
same moment. In the d\zzymg exclmment ofsuch
rapidity, an
itatively new modes of ‘one
way to think of Postmodernity is precisely as
pammpatlnn in this expanded network of global
which is subjec-
tively so as to make strange surroundings appear
familiar, Communication is not new, but it is
always reconfigured in new modalities.




1 am writing this essay in December 1993 in the
northern in cit ‘Baguioin
thinking about the first part of Thai-Australian
Cultural Space in Bangkok in May 1993 whilst
Preparing for the project's exhibition in Sydney in
March 1894. This is an opportunity 10 pause, to
take stock of the flux we inhabit, to consider the
ioning of i ion art in the

Artists are voyagers. Perhaps they always have
been. But earlier and more arducus travel has
given way to international jets. Travelling to
study, or to exchange ideas with colleagues, art-
ists are better informed today about the great
diversity of contemporary art than any previous
generation. This is a position of privilege. But of

cultural Asia and Australia

all the d of global

and the relationships which are growing between
them, This essay does not define installation in

. learning to value the particular-
ity of one's own culture is perhaps the most sur-
prising. For in exploring the culture of others, one

the region. Instead, these notes offer P

and isi markers, si Tegister-
ing the impulses and effects of the moment which
will be gone tomorrow, and, hopefully, inviting
alternative and contradictory accounts

Rosy bricks tumbled in lovely dilapidation, like
a fragmentary Ayuthaya brought to Bangkok.
Entering Joan Grounds' installation at the Na-
tional Gallery permitted body and imagination
to wander over centuries and landscapes long
abandoned, except by the future, except for the
natural elements. A grand historical Scope was
invoked, a sense of the broad landscape of hu-
man potential, but this was Doetry in fine detail
too: tiny keys locked inside the terraria, the
solution to a puzzle clearly visible only if you
searched forit. Thus the i inatiy

learns abx own, the basis forall comparison.
And in valuing their own cultures, travellers also
insist on the precious specificity of every other
language and culture,

Monti i

working with
the images, traditions and materials of contem-
porary Thailand. He has used images of the
sacred lotus flower and the lowly mud from
which it rises, the pottery alms bowls of Bud-
dhist monks, gold leaf temple offerings; but also

togra ind toel n'ﬁ
bttt ey olgdrireard | LI S 2
passing of traditional Thai society nor attempt

to reinstate past custom. But Montien's work
has gently insisted on the contemporary co-
existence in Thailand of images, impulses, and

demanded by contemporary issues were sug-
gested, framing devices for questions that will
not submit to established forms of analysis but
insist on fresh ways of seeing, at once local and
global, wide in scope yet in extreme close-up.

Since ancient times Southeast Asia haswitnessed
great movements of people, individual adventur-
ers and entire populations. Today people, goods
and ideasstill roam Testlessly across international
boundaries, for reasens social scientists cannot

and the textures and predicaments born of mod-
e Thai society.

This emphasis on the particular exists in tension
with contemporary trends towards the
globalisation of culture. Against the apparently
homogenising effects of the global culture of tel-
evision, film, advertising, and worldwide market-
ing, th i i ili 7
In societies still modernising, like the rapidly-
developing countries of Southeast Asia, govern-

and in di ing to na-  ment and non-government organisations are ex-
tional governments. In the 1l e used to protect the , develop
for millennia families, even whole villages, mi- indigenous skills and industries, and ensure that
grate within the region. or in ion make h rather than troys the
i . C rights and livelih of millions. Moreover, in-
of i ication and  side many states ethnic groups demanding inde-

comfortable travel, these voyages are at best un-
atworst perilous, and thei

pendence are fiercely convinced of the value of
their own it In Western ies since

always uncertain.

the 1960s, the Counter-Culture has matured into

diverse movements for social justice, environmen-
tal sanity, and for values radically different from

internationally, From its origins in sculpture, in-
stallation has taken on the principles of . collage of
E e e

the ct ist norms of modern life. Dis) i
scattered, ofter poorly and , using objects and representations
ignifi these allthatis  together as part of its repertoire of effects. Instal-

local, speaks of indigenous custom, is community-

Iation is at once catholic, resistant to definition,

based, and derives from indivi

Thus the

the most open-ended of
all contemporary artistic practices, perhaps even

of revised of many 1o the li order. In installa-
cultures is emerging from the social, politicaland  tion one finds analogues for the coincidences and.
intellectual labours of artists, ity organis-  disj f i travel, for the unpre-

ers, musicians, indigenous peoples, and even from
ecotourism. Importantly, these perspectives do
not exist in ignorance of the power and efficacy of
Postmodern communications, nor are they lacking
in appreciation of them : indeed, they exist in part
precisely because global communications have
brought them into contact with similar initiatives.

0
dictable subjectivity left at the end of a day span-
ning two time zones, a polyphony of languages,

cultures. But i ion also chal-
lenges the transient yet seductively immediate
character of Postmodern communications. When
all else is mobile, installation stays still. It is an
arena of stubbom resistance to the technologies

These are positions hasising and

of Even when

cultural rather than h
inthe Postmodern era, looking to what one theorist

of global e hascalled"...thg diversity, variety
B e ainl) T
u raclise lichlr

systemicity and order."t

Water from the great and beautiful rivers of
Thailand has been Kamol Phaosavasdi's recent

these are utilised, installation art is stubbornly
located in one particular physical location in the
present tense, in the here and now. This artistic
form insists on the ancient confidence in direct
experience and personal communication.

Vichoke Mukdamanee deals in urban detritus:
aluminium, textile scraps, rubbish from the
present tense. His works in Bangkok recalled
collages from the 1920s, not in form

concern. E:
faced by the entire globe, he has spoken to con-
cermned public opinion in Thailand and other de-
veloping countries. In the process of industriali-
sation clean water has become a threatened
resource. What was previously plentiful is now

but in effect, dialogues between development
and destruction, between harmonious beauty

vibrant combinations and high hues spoke im-
mediately of a different culture. The question

to obtain. thestateof wasbegged: "Howis this Thai?" Vichoke's works
Thai rivers is both an indi of i speak to Thai i who are
and demographic growth and a reproach for vio- i with
lating the traditional Buddhist insistence on colour and material. To Australians Vichoke
harmony. Natural faith, th i f reveals the ity of Thai
an individual, the implied call to social action: life, using a language of significations, feelings
each of Kamol's installations has been a micro- i inati learned
cosm of iotis i ipsbetweenthe here.

social and natural worlds.

Thei 3 Thai-A
participate in this aspect of contemporary life.
They are associated with all that is more valuable
for being ephemeral. Inrecent years extraordinary
developments have taken place in installation art

Artists travel, but installations do not. We must
visit the sites they choose. The works in Thai-
Australian Cultural Space in Sydney are not those
presented at the National Art Gallery, Bangkok in
May 1993 but entirely new works. No installation
can be duplicated exactly, nor need be: a new



moment permits fresh ideas, another context sug-
gestsdifferentresponses. Indeed, the final form of
the installations for Sydney will depend on the
exactresponse each artist makes to the spaces at
the Art Gallery of New South Wales. Thus instal-
lation encourages on-going dialogue between
artists and makes a space for communication
between artists and their i Nor is a

Montien Boonma, Joan Grounds, Noelene Lucas,
Vichoke and Kamul

shareadeep i
of objects in their own cultures, for the complex
references that are their medium, and for unique
character of each site. Yet they participate in the
Postmodern ﬂux of constant change, which has

second-degree experience of installation possi-
ble. Photographic documentation may be made,
but the heart and soul of installation lies in the
unrecorded entrances and exits of each visitor, in
every personal msponse These meetings are a
matterof callingon memory,

contact between artists in
the Southeast Asian region, *...trzansnational in-
tellectuals” who are not mere cosmopolitans but
artistic experimenters who “...seek out and adopt
a reflexive, metacultural or aesthetic stance to
divergent cultural experiences."? Each artist is

on the senses, and on intimate knowledges usu-
ally left to lie sleeping.

Installations are therefore quite as ephemeral as
tributes at wayside shrines or the cloth wound
around the sacred Bodhi tree, poignantly insub-

to dialogue across cultural
difference, and for this reason each personally
installed their works in Bangkok, and will meet in
Sydney in March to engage again in the slow
learning process of exchange across cultures.

Flying over the great mlsuallan spaces to Thai-

stantial, yet powerful because of the i

land, Noelene L anew:

address made to each individual. I do not invoke
these comparisons lightly: inrecentyears installa-
tion has emerged as the most successful artistic
form right across Southeast Asia. Artists and
critics in many Soulheast Asian countries are con-
vinced that i is more

b AR us et

whexe she is placed, of the constant search for
nomatter how pi

adapted to their cultural milieux than painting or
sculpture ever was. They cite temple offerings,
the materials of everyday life, the Persistence of

or fragile. Th: i i of this
inquiry took firmer form m the markets of
Bangkok. On bakers' patty tins the shifting
sands of South Australia were drawn, a delicate

tribal and religious customs, as with across.

installation's forms, and point out that in the last three-dimensional objects. Certainty and
decade the i use of i cultural i ility: all grid: y the tension of
forms ha the uni i western  this conceptual potentiality. Thus Presence of

art practices which characterised the earlier flow-
ering of Asian modern art in the 19605 Installa-
tions summon from mute and humble objects a
music always grounded in one culture but in-
flected by borrowings from the currency of inter-
national artistic rends. Insmnauon is stulLane-
ously a ) of deep

cultural meulses throughout the region, and an
extremely significant instance of the tendency in
allcultures to i i unpmed d

the Centre precisely dramatised the new per-
spectives on life and land that travelling to
another country demands. One neverreturns as
one departed, and home is forever changed.

These five artists from two very different cultures
share an increasingly powerful desire: to contrib-
ute to the development of contemporary art inde-
pendent of the ruling canons of 'International art,

tion that Westam

Thust ifi ‘Thaiand

installation is, paradoxically, part of a wider inter-
national current.

for forms of
are necessarily different in Thailand and Australia
in almost every motive and nuance. Yet in Thai-

land, Australia, and. thought
peripheral to the centres of cultural influence, a
new contidence and vibrancy is to befound in the
visual arts. The Japanese curator [

Notes:

Masahiro wrote in a recent catalogue essay that
"The core of Southeast Asian modern art is the
awareness of the gulf inside us and the journey of
exploration forthe self. The maturity derived from.
the exploration is now bringing about new
possibilites for Southeast Asian art."* Similarly,
Australian artists are engaged on a voyage with-
out end, not only within our own country but in
concert with our colleagues in this region. With
every year, the experience of others' ‘cultural
spaces, away from the hallowed Euro-American
sltes of modern art, seems increasingly valuble.

1. Mike “An . pp- 1-14, in
Featherstone (ed) Giobal Culture: Nationalism, Globalization
and Modemity, Londen: Sage Publications, 1990, p. 2

2. See for example Alice Guillermo, *The Development of
Philippine Art”, p. 81 and Apinan Poshyananda, * The Futute:
Post Cold War, Postmodernism, Postmarginalia (Playing with
Slippery Lubricants)*, p. 11, in Caroline Turer (ed) Tradition
and Ghange: Contemporary Art in Asia and the Pacific, Uni-
versity of Queensland Press, 1993, In May, 1993, an ASEAN
Workshop on Indigenous Materials in Art was held in Manila,
organised by the Cultural Center of the Philippines for the
ASEAN Secretariat.

3 op.cit,p.9

histories, contexts, sub-
1ecuvmes and judgements are invoked, as the
world grows wider.

In recen’r. years contacts between Thai and Aus-

rtist

4. Ushiroshoji Masahiro, “The Labyrinthine Search for Self-
Identity - The Art of Southeast Asia from the 1980s to the
1990s", New Art From Southeast Asia 1992, The Japan
Foundation ASEAN Culture Center, Tokyo, 1992, p. 24

i Eodeaatien

tween them and a powerful reciprocal curiosity
‘has flowered. Presenting this exhibition together
continues a dialogue which takes place through
speech, through physical entities and through the
insubstantial flash-fire of the imagination. This
could not have been realised without modern and
Postmodern communications, yet the outcome is
to strengthen :he value ehhe persona] and1i mxme—
diate,

ymoment. (I.!ony
always flows in two directions at once, doubling
back on itself.)

‘Through Thai-Australian Cultural Space the art-
ists show that we are richer for greater under-
standing between our cultures. Yet let us not
assume that we know each other. Rather, that we
are beginning to know and to enjoy our differ-
ences. Thai-Australian Cultural Space is thus a
precisely descriptive title for this project. Itis an
open space for dialogue, for negotiation, for play,
and for friendship.

Julie Ewington
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