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리차드 스트라잇매터-트랑은 지난 시기 미디어아트와 퍼포먼스에 집중하면서 과학사와 예술사의 관계에 

대해 관심을 기울여왔다. 그의 관심은 무엇보다 연금술과 같은 의사과학과 과학혁명기의 근대과학의 관

계, 전쟁기술과 예술작품의 제작기법의 관계가 생각보다 밀접하며 그리 멀리 떨어져 있지 않다는 점에 주

목한다. 일반적으로 하나의 물질이 같은 시간에 다른 장소에 동시에 존재할 수는 없다. 그러나 소립자의 

세계에서는 이야기가 달라진다. 소립자의 세계에서는 가능하다는 주장이 힘을 얻고 있다. 인간의 눈으로 

볼 수 없는 차원에서 벌어지는 소립자의 존재와 운동은 예술적 영감의 원천이 되기도 한다. 왜냐하면 예

술의 세계 또한 소립자의 세계 이상으로 불가능한 현상과 운동이 가능하기 때문이다.

우리는 우리가 보는 대로 보지 않는다. 우리는 우리의 정신에 이미 자리 잡은 기억과 경험, 인식에 기초

해 세계를 본다. 기존에 존재하지 않았던 형태와 운동이 보여주는 복잡성과 우연성을 특징으로 하는 분야

일수록 선입견은 더욱 큰 힘을 발휘한다. 우리의 감각기관으로서 시각은 그 직접성과 구체성 이상으로 오

류와 모호성을 띠기 마련이다. 그러므로 작가의 이번 개인전에서 직접 접촉하는 물질과 질료로 돌아가기

는 시사적이다. 작가는 급속히 확대되는 스펙타클 사회의 현대미술에서 어떤 결핍과 허무를 본다. 현대미

술의 개념과 표현형식은 역사적이며 동시에 가변적이다. 충돌하며 갈등하는 수많은 예술적 입장들에도 불

구하고 그럼에도 많은 사람들이 보편적으로 동의하는 것은 현대미술이 한 개인의 너무도 개별적인 경험과 

표현에 근거한다는 기초적 전제의 미덕(美德)이다. 

한 개인에게 있어서 처음 예술의 이름으로 조우한 세상에 대해 취했던 태도와 행위가 더 이상 무의미해지

고 그 인상과 영감을 느끼지 못하게 되었을 때 그는 무엇을 할 수 있으며, 무엇을 해야 하는가.

전시를 준비하는 동안 작가는 아트스페이스 휴 전시장을 스튜디오로 설정하고 다양한 재표들, 흙, 돌, 나

무와 천을 다듬고 부수고 조립하고 반죽하며 무언가 형태를 만든다. 베트남에서 온 라이스페이퍼는 투명

최초의 접촉, 실재(Reality)로 돌아가기

김노암(아트스페이스 휴 운영위원)



하고 가벼운 (인간의)신체로 변하고, 연탄을 재료로 한 사람의 검은 두상이 연탄더미 위에 올려져있다. 

진흙으로 만든 동물과 인체가 두서없이 놓여있다. 작가의 손을 거쳐 어떤 형상이 만들어지는 과정이 이번 

개인전의 주제이다. 그 결과는 부대 효과이다. 

작가는 마치 원초적 몰입 속에서 물질과 융합한다. 샤먼의 눈으로 본 세상은, 사물은 유기체적 사물이다. 

세계를 구성하는 만물은 모두 영적 존재이며 어떤 신비한 운동체이다. 미시의 세계는 동시에 거대한 세계

이고 인드라망(indramang)처럼 인식된다. 세계를 연결하는 그물은 무한히 넓고 그물의 이음새마다 무

수한 구슬이 있어서 이 구슬들은 서로를 반영하며 연결되어 있다. 무한히 자유로우면 동시에 무한히 연결

되어 있기에 절대적 법칙 속에 운동한다. 과거와 현재와 미래가 연결되고, 이곳과 저곳, 이 별과 저 별, 

이 우주와 저 우주가 밀접하게 연결된다. 나와 너가 연결되고 개인과 개인, 사회와 자연이 연결된다. 이 

무한한 관계와 연결 속에 사물을 지각하고 접촉한다. 과학혁명 이전의 원시적 유물론의 세계는 형이상학

과 형이하학의 경계가 모호하며 상호 침투적이다. 작가의 작업은 예술의 기원과 그 가능성의 기본전제를 

다시 경험하게 하는 것처럼 보인다. 이번 전시는 작가의 세계관과 예술관이 기묘하게 뒤엉킨 물질적 상징

과 은유로 넘쳐난다. 그것은 다시금 실재(Reality)로 돌아가려는 어떤 조짐처럼 보인다. 

리처드 스트라잇매터-트랑은 2004년 아트스페이스 휴를 비롯해 홍대 앞에서 열렸던 국제퍼포먼스아트

콩그레에 초대받아 인상 깊은 퍼포먼스를 펼쳤다. 그로부터 10년이 훌쩍 지났다. 작가는 카셀도큐멘터를 

비롯한 세계의 주요 아트프로젝트에 참여했고 다양한 전시를 통해 동남아를 대표하는 완숙한 현대미술가

가 되었다. 이번 아트스페이스 휴와 함께 전시를 준비하면서 작가와 우리 모두는 깊은 감회 속에 작가의 

변화된 관심사와 표현을 보게 되었다. 이번 전시는 작가 자신 만큼이나 대안공간 아트스페이스 휴의 지난 

역사를 되돌아보는 기회가 된다.



The First Contact, Returning Back to Reality

Richard Streitmatter-Tran has focused his attention in the history of science and art during the 
period in which he majorly concentrated on performance and media art. He is interested in the 
fact that the relationship between medical science which mimics ways of alchemy and modern 
science in the transitional period, and that between war technology and technology involved in the 
production of art are closely related to one another as opposed to being a distant entity to each 
other. In general, a mass of certain material cannot exist in more than two difference places at 
the same time. However, the world of elementary particles casts a different story. The argument 
that this is possible for elementary particles is gaining plausibility. The existence and movements 
of elementary particles which cannot be seen by a man’s bear eyes can offer source of artistic 
inspiration as the world of art also functions in an inexplicable ways of the elementary particles. 

We do not see what we see. The way we interpret the world is influenced by memories, 
experience, and thoughts that are already occupying our mind. This tendency is more dominant 
in the field where forms do not exist and movements show complexity and randomness. Our 
visual senses are bound to perceive it as something full of errors and ambiguity – something 
which is beyond directness and specificity. Hence the artist is skeptical about going back to the 
materials that can be directly experienced. He sees a kind of lack and a void in contemporary 
art of the society of spectacles which expands rapidly. The concept and mode of representation 
of contemporary art is also subject to historical influences and dynamic. Despite the massive 
diversity of artistic clashes and stances in the world art, the premise which allows people to have 
a universal agreement lies on the basis that contemporary art is based upon individual’s different 
experiences and mode of expressions. 

What can one resort to when one’s feelings and attitude that came about when he first when 
through experiencing art is no longer relevant nor recurring? 

During the installation of the show in Art Space Hue, the artist kept fiddling on various material 
indices, soil, rock, wood, and clothes, turning the space into a studio. The translucent and light 
rice-paper from Vietnam transformed into human bodies, and a black human head made of 
briquette is placed on top. Human and animal forms made of clay is scattered about everywhere. 

Noam Kim (Operation Committee Member of Art Space Hue)



The process of a certain form becoming complete is the theme of this solo exhibition. The result 
of this process is a mere collateral effect. 

The artist fuses with the material while being primitively immersed. The world looked upon by a 
shaman’s eye is one where things are organic. Everything that makes up the world is a spiritual 
being, a kind of mysterious movements. The world of the invisible is a vast world, and at the same 
time, it is perceived as an indramang. The net that connects the world infinitely stretches and 
is forged with infinite number of beads reflecting each other. They move in accordance with an 
absolute law as they are free and connected without any limit imposed on. The past, the present, 
and the future, various places, different stars, different universes become all closely connected. 
Individuals become connected to each other, and culture and nature become connected to each 
other. In this infinite relationship, the objects continue the activity of perceiving and contacting. 
The primitive materialism before the scientific revolution casts an ambiguous boundary between 
metaphysics and concrete science. The artist’s work seems to reveal and allow the experience 
of the origin of art and the infinite possibility it enables. This exhibition is overflowing with 
materials, symbols, and metaphors forged by the artist’s view and artistic stance. This looks like 
a sign of an attempt to return to reality once again. 

Richard Streitmatter-Tran made a brilliant performance art in 2004 at Art Space Hue and at the 
International Performance Art Congress (Seoul, Korea, 2004) near Hongik University. Ten years 
flew by since. The artist has participated in world’s major art projects such as the 52nd Venice 
Biennale, and through various exhibitions became a mature contemporary artist representing 
Southeast Asia. During the preparation of this exhibition, we were able to witness the change that 
took place in the artist’s interest and mode expression. This show provides an opportunity to not 
only experience the change that took place in the artist’s art world, but also the historical phases 
Art Space Hue went through. 
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Material Turn

나는 이번 전시의 타이틀인 <Material Turn>은 여러 가지 이유로 선택하게 되었다. 개념과 화두를 바

탕으로 했던 나의 기존 작업은 최근 몇 년간 물질과 과학, 수작업을 통해 탐구하는 방향으로 옮겨왔다. 주

로 미디어 아트와 퍼포먼스 작업에 전념했던 지난 작업들은 이제 작업실에서 조각과 도자, 드로잉 혹은 

또 다른 창조적 형식의 생산을 실험하는 방식으로 변화되었다.

나는 또한 지난 몇 년간 과학의 철학이 그것의 역사와 예술의 역사 사이의 평행점에 관심을 두고 있다는 

점에 주목해 조사를 진행하고 있었다. 아이작 뉴턴의 물리학에 대한 학술이 연금술에 대한 의사과학으로

부터 멀리 놓여있지 않았을 수 있는지, 또는 다비치의 예술작품이 그의 전쟁기계의 디자인에 대한 집착으

로부터 멀리 떨어져 있지 않을 수 있는지에 대한 명백한 차이점이 과연 존재하는 것일까?

나는 나의 작업이 기술을 넘어 개념의 가치를 중시하는 현대미술 교육의 한 징후라고 느꼈다. 우리는 세

상에서 가장 출중한 예술가들에게서 계약기반, 공장식 생산의 발흥을 보았다. 평론가와 저술가들은 이

미 독립적인 개인 예술가들의 작업의 종말을 선언했다. 예술 생산의 방식은 니콜라 부리오의 책 Post-

Production (Nicolas Bourriaud: Postproduction: Culture as Screenplay: how Art 

Reprograms the Worl) 에서 영화산업에 빗대어 언급되었고, 그리고 정반대의 의미에서 “만들지 

않는 예술” (The Art of Not Making: The New Artist/Artisan Relationship/ Michael 

Petry) 에서 역시 설명되었다. 약 십 년 전쯤, 나는 미대 학생으로서 분석과 논쟁에 집중하는 이론과목

을 수강하는 가운데, 두서 없는 워크숍은 피하고자 했었다. 지금도 여전히 그런 대화들을 좋아하지만, 그

것이 내가 무언가를 창조하고 싶다는 느낌을 불러오지는 않는다. 나는 기술이 강력한 질문이 되어 그 의

도를 넘어서는 미디어아트의 스펙타클함에 실망했다. 나는 대부분의 나의 경험, 때로는 다른 이들의 그러

한 작업들로부터 약간의 공허함을 느꼈다.

예측하건데, 다음 철학파의 새로운 사조는 사변적인 실제론자들에 의해 종종 언급되는 현상/운동일 것이

다. 하이데거나 들뢰즈의 사상을 물려받은 이 새로운 사상가들은 지질연대의 깊은 역사를 추적하는 마누

엘 데 란다(Manuel DeLanda )와 같은 담론가들과 함께 두 부류로 나뉜다. 나는 최근에 인류의 역사 

전반을 다루는  “시대에 따른 예술적 색채” 라는 도표를 보게 되었는데, 놀라웠던 점은 과학에서의 인류

의 지식, 특히 빛의 물리학과 화학의 이해를 인류가 이용한 이 색과 바로 연관 지은 것이다. 황토의 시대

에서부터 눈부신 카드뮴의 부흥. 이 차트에 의하면, 구석기 시대의 인류에게는 오직 세 가지 색만 주어졌

다. 붉은 흙, 누런 흙 그리고 카본블랙. 다시 말하자면 흙. 그리고 그 흙으로부터는 한 종(種)이 머지않아 

탄생시킬 ‘인류세’라 부르는 지질학 시대가 가장 놀라운 업적이 되어 나타났다. 우리는 이미 돌이킬 수 없

이 물질적 리얼리티와 또 어떤 면에서는 완전히 바뀐 자연의 개념을 변화시켰다. 지구의 지층들에 속해지

는 것은 인간의 창조적 결과물을 합한 역사와 오랜 시간과 같다. 이번 전시는 이러한 역사적/실질적인 측

면에서 접근한다. 

 

<Material Turn>전는 위에 말한 과학/철학/긴 시간/예술의 역사의 개념에서 발현된 나의 전환점을 반

영한다. 그리고 실질적인 작업의 재료는 숯/점토/식재료가 될 것이다. 지난 시간 해왔던 것처럼 수축된 

작업과정을 거치는 것이 아닌, 작업실에서 나의 손과 능력에 의지해 다시 시작해야 한다. 아트스페이스 

휴에서의 전시는 잠시 동안 베트남에 있는 나의 작업장을 확장시킨 공간이 될 것이다. 같은 과정을 복제

하면서 내가 바라는 호흡과 결과물들은 나의 작가로서의 궤적에 중요한 지점을 그릴 것이다. 

2013. 리차드 스트라잇메터-트랑





Material Turn

I’ve chosen the title of this exhibition, Material Turn, for a number of reasons. Over the past 
several years I’ve found my arts practice shift from conceptual and issue-based works towards 
an exploration in craft, material and science. I’ve realigned my studio for the experimentation in 
sculpture, ceramics, drawing and other forms of creative production with long and deep histories 
at the expense of my training, which is primarily media art and performance.

I’ve also been conducting research over the last years in the history and philosophy of science 
and have been intrigued by the parallels between the history of science and the history of art. 
How the distinction between Isaac Newton’s scientific works in physics did not lay far from his 
pseudo-scientific work in alchemy. Or how Da Vinci’s artistic production did not remain far from 
his preoccupations with the design of war machines.

I feel that my practice so far has been a manifestation of primarily my education, that is, the 
contemporary art values of concept over craft. We’ve seen the rise of the factory and contract-
based production in the world’s most pre-eminent artists. Critics and writers have proclaimed 
the death of the individual artist studio. Modes of artistic production have been explained in term 
of film (read: Baurriaud’s “Post-Production) and in terms of negation, “The Art of Not-Making.” 
Over a decade ago as an art student, I eschewed the workshop for the discursive, enrolling in 
theory courses heavy on analysis and argument. I still very much enjoy these conversations but 
I’ve rarely been felt compelled to make something from them. I’ve been disappointed in terms of 
my own encounters with the spectacle of media art where the technology has become the driving 
question over the intent.  Much of my experience lacked tangibility, or, materiality.

What some forecast as the next new school of philosophical thought is the movement sometimes 
referred to as the Speculative Realists. These new thinkers inherit a legacy of Heidegger and 
Deleuze, almost separated by two generations with interlocutors such as Manuel De Landa 
who traces deep histories in geological time. I recently saw a chart on “artistic colors through 
time” and the amazing thing was the colors correlated directly to our human knowledge in the 
sciences, notably the p hysics of light and the understanding of chemistry. The rise of the brilliant 
cadmiums from the centuries of ochres. On this chart, listed Paleolithic man with only four colors 
at his disposal: Red Earth, Yellow Earth, Chalk White and Carbon Black. In other words, dirt. 
And from dirt came the most amazing work of a species that would soon spawn it’s own geologic 
era, the Anthropocene. We’ve irreversibly changed the material reality and in some ways forever 
altered the idea of the natural. Embedded in the strata of the earth is deep time and the history 
of the sum of human creative output. It is from this idea, both historically and substantially that I 
come to this exhibition.

The Material Turn reflects the shift in my production, from the ideas that inform it (science , 
philosophy, deep time, art history) and the substance I’ve chosen to work with (charcoal, clay, 
and food). I’ve had to start anew, relying on my own hands and abilities in a studio environment 
to create the work rather than having contracted production (which I’ve so often done in the 
past). The exhibition space at Art Space Hue has for a short time become a direct extension of my 
studio in Vietnam. Replicating the same process, pace and production for what I hope will mark a 
significant point in my trajectory as an artist.

2013. Richard Streitmatter-Tran
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Dura Mater (2013). Vietnamese rice paper used for spring rolls called Banh Trang
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Vile Rat_Unfired clay, Armature, Incense Sticks_2013
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The Ancients-Hydrocephalus_Resin_H 25cm_2013
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Plank Constant_Unfired Clay, wood, armature, nails_2013
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Stick Figure 1_Unfired clay, sticks, armature, metal supports one nail and lens_2013



25

Stick Figure 1_Unfired clay, sticks, armature, metal supports one nail and lens_2013
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Stick Figure 1 (detail)
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Stick Figure 2_Unfired clay, sticks, armature, bees wax_2013
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Stick Figure 2 (detail)
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Form Studies _Banh trang (Vietnamese rice paper)_h50cm_2013
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Form Studies_Banh trang (Vietnamese rice paper)_2013
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Form Studies_Banh trang (Vietnamese rice paper)_2013
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Form Studies_Banh trang (Vietnamese rice paper)_2013
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Form Studies_Banh trang (Vietnamese rice paper)_2013
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Form Studies_Banh trang (Vietnamese rice paper)_2013
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Form Studies_Banh trang (Vietnamese rice paper)_2013
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Material and Matter_Wood, Burlap, C-clamps_2013
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Six Figure Studies while considering Bacon, Schiele, Modigliani, Saville and Zhang Huan_2013
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Six Figure Studies while considering Bacon, Schiele, Modigliani, Saville and Zhang Huan_2013
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Six Figure Studies while considering Bacon, Schiele, Modigliani, Saville and Zhang Huan_2013
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Six Figure Studies while considering Bacon, Schiele, Modigliani, Saville and Zhang Huan_2013
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Six Figure Studies while considering Bacon, Schiele, Modigliani, Saville and Zhang Huan_2013
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Six Figure Studies while considering Bacon, Schiele, Modigliani, Saville and Zhang Huan_2013
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Dura Mater. Skulls_Banh trang (Vietnamese rice paper)_2013
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Dura Mater. Skulls_Banh trang (Vietnamese rice paper)_2013
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The Anthropocene_Sculpture, Charcoal bricks, unfired clay, steel armature, rubber bowl_2013
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The Anthropocene (detail)
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Charcoal drawings - Form studies _2013
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Charcoal drawings - Form studies _2013
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Charcoal drawings - Form studies _2013
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CATEGORY VIOLATION

R. Steitmatter-Tran and Le Tuong Vi
Ho Chi Minh City, 2011

“I, too, have ropes around my neck. I have them to this day, pulling me this way and that, East and 
West, the nooses tightening, commanding, choose, choose. I buck, I snort, I whinny, I rear, I kick. 
Ropes, I do not choose between you. Lassoes, lariats, I choose neither of you, and both. Do you 
hear? I refuse to choose.” - Salman Rushdie 1

RST: East, West can be seen as binaries and are not necessarily linked to geography. As such, 
we can expand this into new territories of difference and similitude. Or, as Rushdie himself 
remarked, that he felt he was neither of the two, but the comma between.

LTV: Comma is derived from the Greek word Komma meaning "something cut off". However in 
contemporary English usage, comma is a concatenation notation separating entities that share 
common traits and belong to one distinct inventory. To be a comma is to be a fissure on the totality 
of the East<comma>West body, a cleavage sculpted into the geodisiac bosom.However, to indicate 
the relation as binary/dyadic is to restrict the dyad within the subset of the Cartesian product, for 
cultural hybridity has given emergence to triads, midpoints and counterpoints.

RST: I think this is right, to speak of multiplicities. All of these points forms patterns that can be 
seen as trajectories. I was thinking today about that word, trajectory, and the root, “-ject” which 
I haven’t looked up. But it’s obvious from this we have several everyday words that we use: eject, 
reject, subject, object and of course, for the artist, the project.

Intuitively, I would say that it has something to do with motion, focus or directionality. The project 
is related to the projectile. The firing of an idea into the world.Sometimes so violent leaving a 
wake of turbulence behind. The artist and the project, at least to me, requires that it disturbs 
or disrupts. This disruption (also going back to what you’ve just said about fissures, which are 
connected to ruptures) does not need to be seen negatively. It creates movement on the surface 
of still water. It opens up spaces to be seen in relief. It provides difference and becomes a direct 
challenge to complacency. And it is this challenge that I consider the defining characteristic of 
the contemporary arts practice - and to it’s counterpoint, the machine of complacency - mass 
production.

LTV: The projectile or firing of an idea into the world reminds me of Leonard Susskind’s, our “God 
Plumber”, theory of Holographic Principle. The theory tells us that what we perceive as the third 
dimension is merely an illusion created by a hologram at the event horizon that is being projected 
onto our world. Let’s not go into the fiendish mathematical proof for this theory. What would be 
interesting for us is the idea that what we perceive is not the information but the projection of 
that information. Our perceptions are not of the hologram but of its projection through the space 
between the earth and the event horizon. We do not know what is the definite, the defined. The 
only thing we know is the in-between-ness. The space between the earth and the event horizon is 
not void but full of other entities that can distort and reconstruct what we consider as “reality”. 
The in-between-ness of reality gives us both monsters and wonders. 



RST: Right. I like your point about the in-between, and what I would like to use it as a 
repositioning of identity. Rather than identity being a static and fixed location we see it through 
the process of identification. That is, something that is in a state of change and transition. 
Identification as something that one identifies with at a particular moment but always in the state 
of causation. I’m glad you brought this up, because we’ve nailed another word on the conference 
title. By restricting identity to the usual suspects (nationality, gender, sexuality, race, religion) we 
negate the most fundamental law of nature, that is the tendency for change. If arts are to remain 
relevant, they must be agile and equipped to respond to this change and thus providing the space 
for new identities to emerge, however temporary and fleeting they may be.

LTV: This can problematize our tendency to categorize Fiction/Non-Fiction, Real/Unreal or Real/
Nominal. What we consider as Real is merely another Unreal. What we consider as contradiction 
is merely difference. Category violation is always already in existence with categories. I can go so 
far as saying by initiating the process of categorizing, we simultaneously violate the categories.

RST: The title of this collaborative investigation, we agreed, is Category Violation. We wanted this 
conversation to somehow speak about issues we were interested now and not feel constrained 
by what I actually spoke about at the conference. To be honest, what I had spoken about at the 
conference wasn’t even what I had hoped to speak about - an argument against the noose-like 
strangulation of using nationalism as the starting point for art discourse. But category violation is 
defined quite specifically in scientific discourses...

LTV: I have no idea how “category violation” is defined in scientific discourses. But here is my 
own definition: Categories are lines of arbitrary inventions and conventions that tear through 
the continuity of juxt-a-position. To violate categories is to recreate this continuity through 
transforming the Tear into the Fold. Category violation is the area which corresponds to 
the presumably blank spaces between categories, the area where similitude becomes both 
contiguous and contagious, the fold which is weaved right into the very fabric it is unweaving.

RST: Fabric is also interesting. To fabricate, like you say, is to invent. Fabricating fictions, 
fabricating objects. 

LTV: Yes, the fabric/fabricate connection is brilliant! Both words imply the act of construction, or 
as you just said, invention.

RST: We might also look to fabric’s close cousin, the textile. Their relationship is interesting.  
Of course, the significance of textile is rooted to the notion of the text, from which we also get 
texture and thus the tactile. And tactility is again that crucial difference. The ability to detect the 
contrast, in those valleys and ridges, folds. Those surfaces with sometimes double upon them 
selves. Of course, the imagery is absolutely sensational.

LTV: Like Taste?

RST: Yes, recalling our research last year about taste and how at one point in time the two 



sensations of taste and touch were not distinguished, both having the linguistic DNA of the Latin 
taxtare. I’m glad you brought this up. I would love to talk about this and distance right now, 
but I wonder, if we should migrate back toward the issue of categories and taxonomies? In our 
discussions you’ve brought up a lot of interesting observations about categories from Foucault’s 
Order of Things and if I remember anything about Kant, it was the categorical imperative. I feel 
we need to discuss the idea of category further to flesh out our decision to title this submission in 
the way we did. 

“There is a continuity produced by fusion in which all generality is nominal.” 
(Foucault, The Order Of Things, p. 160) 2

RST: The Nominal is the named. It’s rather to difficult to name the unknown, the unsensible. 
Throughout human history, we’ve had this difficulty of defining the absence even when we’ve 
been confronted with it face-to-face, look at how long the notion of “zero” took to gain currency 
in mathematics. The Romans simply had no way of incorporating it into their numeric symbology. 
Giving name to the void. But it’s precisely this giving form/label/name to the formless that brings 
it out of the void and allows us to speculate. The exposition (read: the exposing) is also like the 
showing, which is precisely the monster, from which we get the word demonstration.

LTV: In economics, the Nominal is actually more real than the Real, since the Real value is 
inflation-adjusted based on the Nominal value. Real values therefore need to be evaluated based 
on a specific timescale. The Real value is actually not real, but a representation of the Nominal 
value in terms of purchasing power.

RST: Perhaps the discrepancy between the nominal (named) and the Real is the monster. I don’t 
know so much about economics, but I’m confident that anyone that suffered from the recent 
derivatives implosion would agree that the classification system for rating bonds based on 
fabrications of compounded voids were monstrous. I wonder, if we see bonds as relationships 
(however real or unreal), we discover they exist everywhere both intangible and physical, we 
might transition to the notion of bonds in chemistry? It’s not so far-fetched, people often say they 
have a “chemical attraction”.

LTV: If we think about atoms that are attracted/connected to each other through chemical bonds, 
these bonds are electromagnetic force between opposite charges. In Chemistry, the number of 
bonds formed by an atom of a given element is called valence. In Logics, we have the semantic 
principle called Bivalence which states that every proposition is either true or false. Similarly, 
the principle of Contravalence states that no proposition is both true and false. We can see the 
connections being drawn here where validity is determined through the bond. For a proposition to 
be considered valid, Uni-valence is required.

What is remarkable is that bonds do not simply connect, they can also generate. For example, 
hydrogen and oxygen, each one of them is a combustible gas. However when bonded together, 
we can get water H20 which is an electronically neutral compound that has an emergent property 
totally different from the properties of its constituent elements: it can extinguish the fire induced 
by its "ingredients". Continue on this path, now that we have water H20 H-O-H, if we add in one 
more oxygen atom, we have hydrogen peroxide H202 H-O-O-H  which is an oxidizer that is often 
used as antiseptic. But here comes an interesting issue: if molecular hydrogen and oxygen can 
combine and react together to produce either H2O or H2O2, either water or antiseptic, why is 
there a stronger tendency for water to be produced instead of hydrogen peroxide? I believe this 
tendency is determined by stability. 



Now speaking of stability, it also reminds me of our earlier discussion on tranquility and 
boredom. What are the factors that differentiate one from another, that contribute to our different 
perceptions of the same objective conditions. According to your observation, it was stability. 
Tranquility is stable since we have the desire to remain in that state, while boredom is a state 
from which we try to break away and is thus unstable. What I said earlier about “tendency” can be 
explained in what you referred to here as “desire”: the desire/tendency to attach vs. the desire/
tendency to detach. 

Tendency is also De Landa’s interpretation of Deleuze’s “singularity”. De Landa has the tendency 
to use “tendency” and “singularity” interchangeably.3

RST: Yes, but we should be mindful about De Landa’s use of the word tendency, and note in 
particular that tendencies are an argument against essences. And this, at least to me, overlaps 
with how we’ve just defined identity - that identity cannot be distilled by essential qualities but 
as shifting relationships. Now to bring this connection back to De Landa’s notion of singularities 
(which are not essences) and tendencies. To start off with, De Landa is using an entirely different 
model of looking at reality here, moving away from the familiar geometries of Descartes and 
Fermat of three dimensionality (length, width, depth) and looking at what is known as differential 
geometry (aligned with Friedrich Gauss and Bernhard Riemann) which is based on the idea of 
manifolds (which is a term in the mathematics of topology). De Landa gives of the example of the 
soap bubble and why it is shaped so. The soap bubble has a spherical shape because its tendency 
is to seek a point of minimal free energy and minimal surface tension, as opposed to the salt 
crystal which is a cube because of the tendency of minimizing bond energy. Identities here are 
based on topological form, which are driven by relationships, or tendencies.

LTV: I love soap bubbles. Unless there are adhering liquid drops, they are always spherical. The 
sphere has the minimum curvature among all convex solids with the same surface area. They 
are like spherical bastards to borrow the term from CalTech astrophysicist Fritz Zwicky, who said 
“They are bastards no matter which way you look at them.”

Regarding degrees of freedom, I remember De Landa explained that the pendulum has two 
degrees of freedom (position and momentum). However momentum is actually mass multiplied 
by velocity. So I wonder why De Landa chose to stay at molecular level did not break it down 
further. Velocity also encapsulates position and direction.

RST: Because perhaps beneath the molecular level, certain particles have speed but no mass, 
thus no velocity?

LTV: No, I was speaking of “molecular” in a metaphorical way. I meant to say that momentum can 
be broken further into mass and velocity. By that reasoning, does it mean that at a microscopic 
level, things can have more degrees of freedom? And then when you talk about “position”, you 
also need to mention the frames of reference, ie. the position of an object in relative to which 
origin and which axes.

RST: No, because that is putting the object in a Cartesian space. In differential geometry we 
exchange the precision of space for the complexity of multi-dimensionality. “As with any model, 
there is a trade-off here: we exchange the complexity of the object’s changes of state for the 
complexity of the modelling space.” We can read about this later..you will understand it better 
than I, but I recall this part in the book....

LTV: Degrees of freedom, as I remember, is the number of levels in which an object can change. 



RST: Yes, but here is the trick. EACH of those changes requires it’s OWN dimension in the 
topological model...

LTV: A pendulum can change its position which consequently change its kinetic and potential 
energy.

RST: We’re not talking about energy here though, but defining it topologically. Degrees of freedom 
is based on the manifold and how many pivots so to speak. A human-sized bike has ten, a 
microscopic bike would also have ten, though the masses are different.

LTV: I know energy isn’t a matter of concern here. I just brought it in since it’s one of the 
hypothetical consequences when a pendulum changes its position. Now back to my argument 
about momentum vs. velocity, momentum and velocity are both vector quantities which means 
they both have direction. Because the mass of the pendulum remains unchanged and momentum 
= mass x velocity, wouldn’t it be more precise to speak of velocity instead of momentum?

RST: Perhaps, but the position of “what”, which requires mass. Isn’t this a Foucault’s pendulum 
trick question or something.

LTV: Oh it’s the other Foucault! Foucault the physicist, not the philosopher. Leon Foucault’s 
pendulum was used to demonstrate the earth’s rotation.

RST: Well, that was a detour. But it’s relevant. Moving from spheres/spherical bastards to form 
and motion. Speaking of bastards, a term I personally don’t find offence to, it is usually used in 
reference to relationships that fall outside of the norm. A bastard is the offspring of an unmarried 
couple, and that offspring is perceived as “abnormal”.  This brings us to the issue of monsters.

Very often we we speak of monsters we think of the combination of the familiar (familial) and 
strange. Something truly alien is not as disturbing as the mixture. We find this phobia in all sorts 
of fields, from sociology (racism) to biology. In fact, the mixture or remix seems to be one of the 
defining hallmarks of the postmodern. I don’t really want to go into a discussion about the remix 
but would like to look more closely at the idea of the mutation, which is one of the keywords in the 
title of this conference, along with movement. Would you agree that movement and mutation are 
not so different?

LTV: Mutation and movement reminds me of a debate which I read a while ago about whether 
natural selection is a force. Since a force in physics is represented by a vector which indicates 
movement and directionality, I think the notion of movement is self-inherent to mutation, as 
suggested by the title of this conference: Moved, Mutated, and Disturbed Identities.

Speaking of Mutation and mutare (to change), I would also like to bring in permutation which 
etymologically means "thorough change" (per : thoroughly). One form of permutation is anagrams 
- a favorite sport of ours. Palindromes are in fact also a type of anagram in which only identical 
elements are allowed to swap positions.

RST: Um, continuing on with word-play, the final word we’ve yet to touch directly upon is 
disturbed, which must have a connection to turbulence and I think this also relates to change. 
That specific phase transition from order to chaos. Do we consider order and chaos to be two 
different sides of the same coin or is it a continuum? I don’t have the answer here, but it seems in 
that phase transition we have a critical point (or singularity) where conditions are such that things 



change without gradation. 

LTV: Did you know that the Greek root for cosmos (kosmos) means “order”?

RST: No, I didn’t. 

LTV: We can also have different orders for the same set of things (hence, Foucault’s “The Order 
Of Things”). Permutations are different orders of exactly the same elements. On the other hand, 
order, as opposed to Chaos, implies a state of stability and predictability, a state of reasonable 
categorization. The word “order” itself comes from the Latin root ordinem which originally means 
“a row of threads in a loom”. This brings us back to our earlier discussion on weaving and fabric. 
One of my favorite word is “primordial” which integrates primus (first) and ordiri (to begin to 
weave). Now you can see the connection between Order and Ordiri, consequently between Order 
and Pattern, Order and Entwinement.

I would also like to elaborate upon this point and suggest that Chaos is not necessarily the 
opposite of Order but a higher form of Order. Think of when Entwinement becomes Entanglement. 
Entanglement is not the opposite but a more complex level/form of Entwinement. It is when 
the threads are so tightly knit that a knot can emerge. Take a look at the text written for this 
conference: “disturbed identities give way to new, sometimes knotty, relationships with the 
Other.”

RST: Oh man, you are bringing up the game! As you know, knots have been one of those 
areas we’ve developed a particular fondness for. Knots have attracted significant attention in 
mathematical topology communities. But the text that you cite from the conference brochure 
somehow says it all. Identities as evolving relationship with the other, rather than intrinsically 
defined by essential qualities, and in that entanglement (or entwinement) new forms of criticality 
can emerge. Let’s leave it here, as a knot of entangled disciplines and see how it unravels.

LTV: Ravel and Unravel have the same meanings. Is it paradoxical? Perhaps it is a perfect 
example for the idea that un-X is not necessarily the opposite of X. In this case, it reaches the 
extreme where un-X is identical as X. Remember what I said earlier about the Real vs. the Unreal 
and what we consider as contradiction is actually difference. In this case, Ravel = unRavel, what 
we consider as contradiction is repetition. 

RST: Not all apparent repetitions are the same either. Under certain conditions 360 degrees is 
not the same as 720 degrees rotation. This relates to the concept of symmetries - the required 
number of rotations an electron needs to make to return to its original state. A rotation 360 
degrees, what we would normally believe to be a full cycle or turn isn’t actually so, but requires 
another 360 degrees for a full reset. 

LTV: We tend to intuitively believe that a rotation by 360 degrees is the same as a rotation by 0 
degree and therefore always restores the thing back to its initial/original state. This is referred 
to, as you have already mentioned, symmetry. It is when the transformed is identical to the initial/
original. When something remains the same after a 360-degree rotation, we call it rotational 
symmetry. Some geometrical shapes can be more symmetrical than others, which means that 
they can have rotational symmetry at other rotational angles less than 360 degrees. 

What you just mentioned about the difference between 360-degree and 720-degree rotations is 
also built into the idea of symmetry. The reason why a 360-degree rotation does not restore an 
object to its initial/original state can be explained by breaking the 360-degree rotation into four 



constituent rotations, each one is 90 degrees. The process can be illustrated as follows:
Assuming the initial state is: spin up {↑}
{↑}   ⇒   {→}   ⇒   {↓}   ⇒  - {←}   ⇒  - {↑}
Therefore, what you end up with after a 360-degree rotation is not the original state but the 
inverse reflection of the original, the -{original}.

RST: Like ravel, un-ravel?

LTV: Exactly! Unravel is the -{ravel}. However, although ravel means the same thing as unravel, 
the original and the -{original} are totally different. The minus sign here is critical.

RST: This also relates to topology as well. Think of a cube. Rotate on one axis 360 degree and if 
you didn’t see it spin, you would say that it hasn’t moved. It has a certain degree of freedom based 
on it’s symmetry. 

LTV: I think a cube has rotational symmetry at 90 degrees. 

RST: A sphere then would have a rotational symmetry of any degree?

LTV: That’s right. A sphere is rotationally invariant: it remains the same at any direction or angle 
of rotation. 

I also want to elaborate further and draw another connection, between symmetry and 
impossibility: The idea of symmetry is actually based on impossibility: the impossibility to tell 
the difference between the original and the transformed. In mathematics, the possibility can be 
validated through the impossibility. This is called proof by contradiction, reductio ad absurdum. 
All right, that has been a detour. Back to the rotation thing.

RST: When we speak of rotation, as a movement, and that there is extreme complexity if 
apparently simple movements, should we also see the inverse, perhaps the simplicity of 
entanglement? 

LTV: No, entanglement is not equivalent to the rotational symmetry thing. I talked about 
entanglement earlier, but was trying to avoid touching on quantum entanglement (which is the 
same as non-locality). I guess we cannot avoid the quantum now.

RST: Non-locality, to borrow this term out of context, would be perfect also to speak about the 
need defining through fixed identities. As I understand this concept, objects can have direct 
influences on other instantaneously or can be in two places at once?

Some materials that have a schizophrenic complex, like glass - unable to decide whether to be a 
solid or a liquid (which I believe is the definition for a gel, or, a state of matter between a gas and 
a solid - an aerosol).

LTV: Those must be matters that are undergoing “identity crisis”.

RST: Ha ha, fantastic! Which brings us to the nice quote below you have about mixtures...

"Wonder was moreover associated with paradox, coincidence of opposites; one finds mira 
(marvelous) again and again in the texts alongside mixta (mixed or composite things), a word that 
evokes the hybrids and monsters also found in the literature of entertainment" (Caroline Walker 



Bynum, Metamorphosis and Identity,p.43)4

LTV: We can see that the mira/mixtacan only be found in this fold of category violation. Along 
the interstices of the existing and prevailing norms are not void but the potentiality for new 
norms. These arteries of potentiality make it possible for the modular pulsation to be measured, 
for an active system is a system that can generate/ferment errors. Given the right proportion/
combination of yeast and bacteria, the monstremixtabecomes the miramixta, the zymurgical 
becomes the zymagical.

RST: WTF is zymurgical?

LTV: Fermentation. Sort of related to fermentation. And “zymagical” is the mixta, if you know what 
I mean.

On the rhetorical plane of existence, if there is a gap between two beings A and B, what causes 
A to be A and B to be B, or in other words, what causes A not to be B and B not to be A? The 
hypothetical gap therefore gives rise to the need of making leaps (saltus). The saltationist 
mechanism requires single-step speciation during which an entirely new category emerges. 
Stephen Jay Gould and Niles Eldredgehas a gradualist theory that explains evolution as long 
segments of stasis that is punctuated by phenotypic deviations. However phenotypes are not 
distinct and independent sets of properties. They are interactions between the genotypes and 
the environment, in the same way as physical mass is generated, as Richard Feynman put it: "All 
mass is interaction.” 5

RST: Ah, my favorite term of the day, Punctuated Equilibrium, from Stephen Jay Gould. I just 
saw a documentary on the largest cave in the world, which is actually in Vietnam. There are 
areas of the cave where the ceilings have collapsed and sunlight is able to penetrate. Because 
the cave system was so isolated, researchers were hoping to find entirely new species in these 
areas isolated for thousands of years. But what they discovered were flora and fauna that were 
phenotypically altered but retained the exact DNA of animals outside of the cave. Trees would 
grow shorter to account for the lack of sunlight but were not a genotypically different species. 

Surely, this was a very strange way of addressing some of issues at the center of this conference 
and on the surface in many ways eluded the sphere of contemporary arts completely. But 
dialogue, at least for me, speaks directly to the direction I believe the contemporary arts practice 
can go. Not necessarily toward the science, but “in other directions”. To defy categories based 
on media, identity politics, nation. To accept duplicity, apparent contradiction, and to discover the 
link between violate, volatile, and volition.

I’d like to thank BiljanaCiric for having the patience to see this conversation, however 
odd, published and for the support of Casino Luxembourg and Ministère de la Culture/
Le Gouvernement du Grand-Duché de Luxembourg, the Asia-Europe Foundation and the 
DDM Warehouse in providing the forum for the artist residencies and symposium. I need to 
acknowledge a comment Sylvie Blocher made to me after my presentation encouraging me to 
be experimental. And foremost, for the extensive conversations, some of which are documented 
here, with Le TuongVi which occurred over the last several months in Ho Chi Minh City.
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Fragments for a Future Present
Richard Streitmatter-Tran

Will a preoccupation with national identity be replaced by spheres of influence? Who controls 
these spheres and who are the challengers?

If the production of knowledge and access to it continue to expand, which will be the right 
approach: the generalist or the specialist? I believe in the generalist.

All generalists are necessarily hybrids. Some are useful: artist-critics, curator-historians, 
dealer-consultants, others are monstrosities.

Does archeology look forward or behind? That it shares the same root with archive, how will we 
examine, interrogate the objects and documents of the old?

In ParagKhanna’s book, The Second World, he predicts that the near future will 
hold the world controlled by three spheres of influence: The United States, Europe 
and China – each competing with the empire of the other, and yet entirely reliant 
on the other for its own survival. Perhaps this is the final age of empire. A category 
of a second world emerges of those countries with marketable commodities and 
resources that shift alliances to different spheres based on immediate and strategic 
opportunism. I begin to consider artists and those who work with them. Will artists 
of tomorrow operate as the Second World or Second Life? Will the cultural empires 
be institutions, the market and resistance, or other configurations? 

When I was younger, my image of a curator was confused with a conservator. 
Individuals of particular specialization that had expert reign over an esoteric period 
or concern all looked liked librarians. It didn’t occur to me then that librarians are 
among the greatest generalists around. They make information accessible and 
sometimes even palatable. I suppose curators are like that too and the curators 
of the future will have to deal with the problem of knowledge and maybe a loss of 
mystery. 

Just as librarians have in ways been forced to become equally competent 
technologists, curators will also need to adapt at the expense of distraction. I see a 
plausible possibility that new art professions may emerge to specifically support the 
curatorial practice. Galleries invent new roles when required, perhaps the curators 
of the future will too, and it may be a good thing. I hope the curator resists the pull 
towards public relations and advertising at the expense of curiosity. Monstrosity and 
demonstration share the same root, as do exhibition and inhibition, they all arrive at 
the question: to show or not to show.

Especially when the old is interesting for only so long before it is remixed/revised to 
the new. Becoming old is a natural process and in that span, things are lost in order 
to make room for the new. Can the archeological/archival forgive or even encourage 
loss?



The rivers that have been dammed have changed ecologies and economies.

Information and intellectual property is an area I am both attracted to and repulsed by. I want to 
be both optimistic and naïve.
History looks to the artist. The artist always owes something to the scientist. In this respect, 
I always find a conversation about “the smith” in Nomadology2 always a relevant and new 
conversation.

Curators work together through online social networks to flesh out ideas. Communications 
technologies will always provide avenues for artistic exploration, the question is, will they ever 
possess the emotion often lacking in new media work?

David Attenborough would have been a fantastic curator. Anyone, from a child to an adult, 
watching one of his productions on the natural world is entirely engaged. I think we can all learn 
something from his approach.

Speed can be creativity’s most dangerous enemy. I feel it now. Maybe duration is the best thing for 
curatorial exploration of the future.

The most exciting possibilities may exist in urban planning and design. 

Anxiety is the first lesson in art school. It breeds it. Competition is the second and the last. 

Legitimacy may be a cousin.

There will be something interesting to be said about pirates and art.

The saddest places on earth are reservations, they are dying exhibitions.

Notes
        1. ParagKhanna, The Second World. (New York: Random House, 2008)
        2. Gilles Deleuze, Felix Guattari. Nomadology: The War Machine. 
                    (New York: Semiotext(e), 1986)

Originally published in:
Who Cares? 16 Essays on Curating in Asia. Michael Lee (ed). Singapore: Studio Biblioteque, 2010.

By rivers I mean to evoke flow of information and by dams I mean a method to 
regulate: surveillance, censorship, and intellectual rights/property. I feel that 
curators are the cartographers and the artists are the navigators.

The smith lies between the smooth space of the nomad and the striated space of 
the state. He obtains resources from the nomadic space and sells finished products 
to the state. How does the curator operate between the artist and the institution? If 
anything, the curator of the future and the curator of the present is a negotiator.
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CRITICAL LOAD

WHAT IS IT TO FAIL?

We noticed that you felt the need to put failed in quotes regarding working relationships.  Perhaps 
we should give the same broad readings to “collaboration”. In the development of our persona, 
VILE/RATS, the distinction between collaborator and assistant is as of yet resolved.

Failure has been sorted into four categories2: 1) Dissatisfaction and Rejection, 2) Idealism and 
Doubt 3) Error and Incompetence and 4) Experiment and Progress. Our collaboration to date has 
tasted each of the four categories. It is likely that if category 4 is intrinsic to failure, it is also 
intrinsic to the creative practice itself.

“To be an artist is to fail as not other dare to fail” 
- Samuel Beckett, Three Dialogues with Georges Duthuit, 1949 3

Category 3 deals with error. In collaborations, error is usually associated with fault. One 
interpretation is the interpersonal - who is to blame. In another reading, we can see error and 
fault as necessary to all change (from genetic mutations to plate tectonics).

Failure is symptomatic of a fault. A fault may be present from the start and may lead to failure 
under certain operating conditions but may not under different conditions. Alternatively, failure 
is one of the many suggestive symptoms of faults. Failure does not indicate that there has been a 
fault in the first place.

The four manifestations of failure are: elastic deformation, plastic deformation, rupture or 
fracture, material change (metallurgical, chemical, nuclear). The four failure-inducing agents 
include force, time, temperature, reactive environment. It is precisely within the extremes of 
one or more of these failure-inducing agents that any new element can be created. The bastard 
child was bred from collisions, accidents and detours. Its monstrous growth is fueled by endless 
disputes and confusion. Each supplementation carries it nearer to the state of combustion rather 
than completion. Failures are often characterized by deformation. Yet deformity is exemplary and 
the moment of failure is often interpreted as the interruption of the totality of knowledge.

1



THE POINT OF FAILURE, TO WHAT EXTENT DOES ONE FAIL?

“To do justice to the figure of Kafka in its purity and its peculiar beauty one must never lose sight 
of one thing: it is the purity and beauty of a failure. The circumstances of this failure are manifold. 
One is tempted to say: once he was certain of eventual failure, everything worked out for him en 
route as in a dream.”
Walter Benjamin’s letter to Gerhard Scholem4

Brinelling is a failure mode that occurs when a permanent discontinuity occurs in one or both 
mating members as a result of static forces between two curved surfaces in contact. Not to be 
mistaken for false brinelling that occurs when vibrating contacting bodies in the presence of very 
small loads pushes the lubricant out of the surface area.

The Theory of Failure (aka, Failure Criteria or Mohr’s Law) basically asks at one point does 
one yield? Metallurgists have long known that if you hammer the shit out of certain metals the 
crystalline structures realign - this process is called work hardening. The metaphor works for us.

THE FAILURE

VILE/RATS arose through several conversations at dia/projects at the fault lines of science, 
art and philosophy. Over several months of investigation, banter, distraction, we’ve amassed a 
sizable collection of collaborative google documents ranging from lists, grievances, and amazon 
wish-lists. We dream of failure and we dream of Kafka.

----

1. Critical Load is defined as the maximum axial load that a column (mechanical, architectural, or 
possibly literary) can carry and still remain straight (without deformation).

2. Le Feuvre, Lisa. Failure (Documents of Contemporary Art). Cambridge: The MIT Press, 2010. 

3  Astro, Alan. Understanding Samuel Beckett. Columbia: Univ. of South Carolina Press, 1990.

4  Benjamin, Walter and Adorno, Theodor. The correspondence of Walter Benjamin, 1910-1940. 
Chicago: University of Chicago Press, 1994.

Figure 6. The model of the scientist in ‘technical proficiency-enthusiasm-achievement’ space. 
From Catastrophe Theory, by Vladimir I. Arnold, Heidelberg: Springer-Verlag, 1992.
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THE TEXTS

THANK YOU

Research has always been central to my practice as an artists and those concerns have allowed 

me to engage in a number of different investigations over the past decade that have included 

curatorial, criticism, education and publishing. I've decided to include a few texts/projects that 

still have some resonance with me today and that have yet to offer some future relevance to 

my practice as it exists now. Notably, many relate to my interests in the natural history and 

philosophy of science. For the past three years, I've formed an investigative persona with Le 

Tuong Vi called Vile/Rats to, in someways, compartmentalise this aspect of my practice. Included 

here are three texts collaboratively conceived and written: Critical Load and Category Violation.

For one text that still defines my direction almost four years later is Fragments for a Future 

Present, originally a forecast for the future of curating in Asia. For me, it's as much more a text 

about my artistic practice.

There are too many people to thank over the past ten years, so I will limit here to those people 

that feature prominently in the content of this catalog and exhibition. For her tireless efforts 

in ensuring that this exhibition was as much as success as it was a pleasure creating: Hyewon 

Yoon; as well as Kim No-Am for his exhibition text and being a part of my early career and all the 

artists in residence and staff at Art Space Hue. For my collaborators and partners for this project, 

in particular I'd like to acknowledge Chaw Ei Thein being the better half of perhaps our most 

recognised work to date, September Sweetness at the 2008 Singapore Biennale; Mai Tung who 

has for years been my right hand man overseeing most of my works from sketch to final work and 

Le Tuong Vi, my collaborator in Vile/Rats whose influence is very much evident in shifts that occur 

in Material Turn.
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