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Preface

If Pan-Austro-Nesian Arts Festival can be viewed as an expedition about to embark,
this PAN zine in your hand might serve as a guide to help you navigate among
the various issues and artworks, allowing you to detect your own unique and
meaningful trail in the exhibition.

First, what is PAN? The concept originates from three English words:

Pan — expansive, all-inclusive visions that transcend boundaries.
Austro — plural, non-center-constrained perspectives from the South.
Nesian — multi-lateral oceanic connections.

“Pan” implies transcending blood ties, languages, ethnic groups and national
boundaries, and the concepts of “Austro” and “Nesian” convey fluidity and
dissociation, an idea of “openness” opposite to mainstream cultures. In other
words, Pan-Austro-Nesian embodies broader perspectives and possibilities. It
departs from solely focusing on Austronesian cultures and also challenges the
public to become more flexible in interpreting the world from perspectives other
than the dominant western narrative. What we care about is how contemporary
ideas may mingle and intersect with memories, beliefs and traditions of the local
land, including the use of ocean as a metaphor to create linkages and foster
communications. Taking a southern perspective that reflects upon linearity and
centralization, we attempt to build new paradigms that are no longer dominated by
modern consumption and industrial civilization. Meanwhile, we pay close attention
to the encounters, contacts and conflicts of different scenarios and possibilities, as
well as the exchanges of pluralistic cultures.

Extending from the aforementioned ideas, PAN zine focuses on three main themes,
attempting to respond and question through proposed artworks. The first theme
“From Known to Unknown” explores how people or species define their own world
view through interpersonal contacts, exchanges and conflicts, and thus open up
or block their perspectives. In the “Dark Islands” theme, we touch upon the dark
colonial past of the Pacific region, looking into how artists understand and comb
through the past histories, and even mend memories with the present reality. Finally,
the “Circle of Life” theme proposes new possibilities for mankind and nature, as
well as within mankind, to reconstruct their relations.
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Why so many Walls?

Keynote Speech by Wesley Enoch’

Thank you. Worimi Ngani.

As | look out at this gathering and see the great wisdom in this room, | notice the telltale
signs of the wise — the greying hair, the colored hair, and the absence of hair, these signs
that tell me we are a gathering of wise, well-worn souls who gather here to add to our
wisdom and pass on our experiences.

| am then enticed into an understanding of the walls that hold us, both new and old: the
sandstone cladding and the more modern concrete and steel, the twentieth- and twenty-first
centuries meeting in argument and conference to express a cultural ambition for the future.
Of loud voices of art that ask for over attentive senses — for listening eyes and watching
ears — these artistic calls and responses within that argue and confer through these walls
with the memories of long-forgotten measurements and navigation, of views out to the
maritime edges of the world, and telescopic eyes cast further a field to ports of imagination
and hopes.

1. This text is abridged from Wesley Enoch’s keynote speech at “The 21st Century Art Museum: Is
Context Everything?” CIMAM 2019 Annual Conference, Sydney, Australia. To watch the complete speech,
please visit https://cimam.org/digital-resources/cimam-tv-ok/sydney-2019/wesley-enoch/

For many here, your homes lay there; places where you dream. A listening building
of silent reflection and ambition.

I now feel my way down the walls into the foundations and try to feel the building’s
footprint. These base rocks that once groaned under the weight of stock and
grain and lumber and steel. Of provisions that fed the colonial narratives and their
storytellers. The rocks have memories they may never tell, on which all stories
are formed. The stony footings on which we balance today have been here for
millennia. With each turning of a sod, each stone on stone, each building on
building on building — the wise people, in the listening walls sitting on the groaning
stones of history. | am struck quiet as the rocks grind and groan their story to me.

| 'am now drawn beyond the walls to this extraor-dinary vista that seems clearer
today than the past few days. Smoke clearing. Harbor breathing. | am excited
by the blue skies and the reflective shimmer of the water. And | am caught in a
memory of sorts.

The image of women balancing on their nawis, a child on their breast, a toddler
teetering too close to the edge, as the women catch fish and cook them out on the
water. The burning embers of a fire held in clay pans at the front of each canoe for
warmth and cooking. Their song wafting back to shore on the waves. The waves,
the flames, the song, the fish, the laughter of children, and the gentle breeze.

This is not my memory exactly but a layering of time that co-exists with now. Watkin
Tench wrote about this image in his 1793 publication Sydney’s First Four Years. A
book where he laid out the dramatic and triumphant stories of this place in which
we now sit close to 230 years later. Joined by other diarists they document the
smallpox epidemics that wiped out huge populations, stories of early exchanges
with Eora, of personalities, expansion, starvation, and failed farming. Neglected
knowledges and suppressed truths.

There is a story of how, in the early days of the colony when the fish were plentiful,
the over- zealous colonists netted 4,000 fish, far more than the colony could eat
or preserve. A sign of fear, ill faith, and over-consumption. Four thousand fish
removed from the waters because they could, not because they had a need to
feed more hungry mouths. Four thousand fish that would not go on to breed, an
unimaginable greed the likes of which the Eora could not fathom. The story goes
that these unfortunate fishermen then preceded to offer the fish to the Eora men,
hence undermining the dominance and economy of the women, their fishing, and
their family. The colony faced starvation at many points in those first few years
because they could not read the landscape or trust the natural rhythms of the fish
and eels and wattle blooms. These nervous sunburnt childlike men and women
who whipped their own and had no ears to hear the story of the stones, no way to
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witness the wonder of the waters, and who go on to put rock upon rock and never go home
from whence they came.

I'd like to add my acknowledgement of the Gadigal people of the Eora, the men and women
who are the traditional custodians of these lands and waters and pay respects to their
survival. Their knowledge and unbroken connection to these unceded territories

Worimi Ngani — is hello and greetings in the Sydney languages of the people from this
place. Worimi Ngani.

Welcome to Country is an important ceremony that says to the spirits and stories of a place
that these people, these visitors are welcomed and pose no threat, should move safely
through the landscape to undertake their business. When a clan or group of travelers were
moving through a territory that was not their own they would seek the blessing of those
who had ceremonial custodianship of a place. Ownership is a not an accurate description
of the relationship between land and people. Uncle Bob Randall Yankunytjatjara, elder
and a traditional owner of Uluru, says: “We don’'t own the Land. The Land owns us.” Which
means the way we navigate the landscape is as custodians for this moment in time. We are
charged with the preservation of the stories of a place, the meaning-making that explains
the unfolding of history, and looking after the land for future generations. Unlike the colonists
who thought of the land as a commaodity to clear and fence, to call your own, and do with as
you wish, the First Australians like many First Peoples across the globe found sustainable
ways of living in a mutually beneficial relationship with the Land. More about this later.

Ownership is really connected to stories and familial bonds to landscape. There would be
no need to wage war against another clan/tribe/language group to conquer and acquire
their lands as you had no story of that place. The stories of creation, stories that bonded you
into relationships with place, the story of the river, mountain range, valleys are all a way of
understanding survival in that place and helps you care for it and connect deeply to it. Not
that the First Australians never fought or had wars... it's just that these acts of war or violence
would not be about Land. More likely there would be retribution for acts of transgression like
coming onto your country without permission or a Welcome to Country.

We should be grateful for Yvonne for giving us that welcome this morning.

Deficit Models

There is a deep need to change the narratives around Indigenous Peoples from one of
disadvantage and deficit to one of knowledge and sharing wisdom.

History has created a situation across the globe where colonial privilege has led Indigenous
People into disadvantage. The massive disruption brought about by the British colonial
project in North America, New Zealand, and Australia, though different in structure and
timing, has brought about systemic disadvantage and we can see uniform patterns of

20

outcomes in health, poverty, and incarceration.

In New Zealand, Maori represent 50.7% of prison populations whilst only making up
15% of the overall country population. 57% of white New Zealand’s own their own
home, while only 28% of Maori do so, and Maori children are twice as likely to live
in poverty.

In Canada, First Peoples make up 4% of the population but 25% of the prison
population and 40% of the juvenile detention population. In Australia, we make
up close to 3% of the population but 27% of the prison population and close to
60% of those in juvenile detention. In the child welfare system, both in Canada
and Australia, roughly 50% of those involved are Aboriginal Peoples. In all three
countries, life expectancy is between 8-12 years less than non-First Nations
Peoples. Employment, health outcomes, suicide rates, education... you get the
picture.

The overturning of traditional subsistence economies and wealth modeling and the
disallowing of access for Australian First Nations People into the colonial power
sharing for at least two centuries have embedded disadvantage. But this has led
us to a situation where the disadvantage has been used as the dominant narrative
around Indigenous Peoples.

In this country we have the Closing The Gap program that has been used to
monitor and address this disadvantage. Over recent years, we have not seen a
uniform improvement of outcomes for Aboriginal People and in fact there has been
a decrease in an allocation of funds and services.

We understand where the disadvantage comes from but | put forward that we are
dealing with symptoms rather than the root cause of the disease. Engaging with
these root causes is the clearest way to change the discussion.

First Nations Peoples are the originators and prototypes for living in this landscape.
The model for many of the things we are facing as a society can be found in
Indigenous community structures — arts and culture as the center of a society,
caring for the elderly and the young, over consumption, farming techniques,
land management and land care, water care, and disaster mitigation in terms of
flooding, storms, and fire.

Tom Simonite talks about the stories from First Nations Peoples of North America
that mapped out the Cascadia subduction zone or fault line that runs from
Vancouver into California. This traditional story was knowledge that was ignored in
the building of the cities of Vancouver, Seattle, San Francisco, and other places.

Architect Peter Myers writes about the third city of Sydney. The first city being the
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natural city that was dictated to by the natural flow of seasons, animal rhythms, plants,
and waterways, that was consumed and affected through the actions of the Aboriginal
inhabitants to create the second city of middens, path ways, fire farming. Aboriginal people
modifying behavior in response to the actions of the first city. Fishing at different places,
feasting and creating middens of discarded shells and bones, carving into the stone the
shapes of fish and animals that a particular site as sign of plentiful hunting. Then there is
the coming of the colony and the sense that they consumed the second city by copying the
pathways and tracks that would become George St., Pitt St., and Oxford St., and literally the
consumption of the middens of decarded shells and bones to be burned down to create the
lime mortar that bound the Sydney sandstone into the first colonial buildings. The modern
city of Sydney is in the shape of the Aboriginal city in many ways because the relationship
with the landscape was already mapped out. We are walking in ignorance of the 1,000
footfalls already preceding our time here.

The stories of cultural burning like the one my father told me. Too often the living knowledge
of the land is ignored and dismissed due to the prevalence of the disadvantage narrative.
A general sense that First Peoples are unsuccessful people in the modern world and our
knowledges and insights are best relegated to a long dead “stone age time.” This is not
true.

We are here and we have knowledge of how to step forward. We can share with you so
much that can help you understand the world differently and potentially save you. But it
might mean letting go of a few things you hold dear.

Story — all the stories in the world being created in the time before time, laid out in the
landscape and there needing to be an act of remembering rather than creation, New
dreaming to explain the world around us.

Detritus

The power of storytelling is built into the landscape and the biggest set of concerns |
have within the gallery and museum world when it comes to promulgating Indigenous
perspectives is the search for permanence and collection over the deeper engagement of
story and practice. In this world, | see the desperate need to hold on to time through objects
or the awarding of status and financial reward for the permanent over the ephemeral and
transitory.

By the very nature of erecting a museum, you are saying that what is inside the walls is
collectable and what finds itself outside is not. What happens when you accept that art/
object is the detritus of culture not the embodiment of it? That the things left behind are
a cultural memory of an action, a practice, a ceremony that has been designed to be
discarded and disposed of, having fulfilled its purpose, rather than collected to adorn the
walls. This is an Indigenous perspective.

The walls attempt to make things solid and impermeable when a lived culture is malleable
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and ephemeral. The walls set out to control and protect moments in time so that
the future can glimpse the past, but they can also hold us back. Museums create
anchor points to tie down with a weight something that floats and these anchor
points, these fragments of culture we call art/object are meaningless without the
song that forged them, the dance that animated them, the story that connected
them, and the place that created them.

| am reminded of the history of bark painting that was one response to the need of
anthropologists and their like to find a way of permanently recording the body art
and sand paintings that might be used in a ceremony. This then led to an economy
of exchange and recompense for providing more and more permanent records of
designs that were traditionally worn to tell particular stories and then discarded or
allowed to wear away on the body or ground. This has created a huge international
art market. | am not saying that this should not have happened but more a sense
that there has been a transition in the purpose of some of these works. Some
are work for ceremony and others work for money. Accepting that these are not
mutually exclusive. Often there is a very clear distinction in the minds of the makers
of the work, but | am not so certain that the viewer can distinguish the nuanced
understanding of the role the work and the processes that sit behind its making.
How can we instill more of this understanding beyond the more informed and
educated people within these walls? How can we counteract many of the powerful
assump- tions and public narratives that wish to put more stock in collections and
these historical reference points rather than conceding that true authority and
sovereignty for Indigenous Peoples lies with the people.

Celebrated Canadian First Nations artist Beau Dick famously retrieved almost 40
masks from an exhibition and destroyed them in a ritual burning to help create
a new process of creation and remembering in a community of carvers. These
masks, which are regarded as sentient beings with lives and spirit, were carved by
Beau Dick and his collaborators for the purpose of keeping alive culture through
dance and ceremony. Dick recounted this story to me saying he felt that the masks
had lost their spirit, effectively died through too much exhibition and in fact neglect
from the community. The masks had not been danced or “fed” through the cultural
processes. Candice Hopkins writes: “Dick’s actions were a means to short circuit
the commodification of Northwest Coast ceremonial objects, preventing them
from becoming fetishes in the service not of ritual but of capital.” Keeping the
culture and the processes of making alive was seen as important for Dick and his
community, challenging the community to remake afresh the masks from memory
rather than salvishly copying what had gone before.

Indigenous perspectives are often focused on these processes, skills development,

and reclamation. Seeing the object or art piece as a transitory manifes- tation
of spirit, not something to be collected or maintained, but rather something that
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has it's time and can then recede into memory, to be re-manifest in a different shape if the
community needs it.

The need to record, study and collect could be seen as a corruption of the intent of the
work and nonacceptance of the true purpose and process of its making. Robyn Archer in
her 2005 essay “The Myth of the Mainstream” outlines her detritus theory where she speaks
of the end result of what artists do as the detritus of the creative process: we misread this
detritus as the point of importance, overlooking the process that went into making it. Though
Archer is talking about all artistic practice, | think it has even more relevance for Indigenous
Peoples.

At times, collected objects and records can have an ossifying effect on dynamic cultures,
creating reference points that go on to be used as the authority by anthropologists and
the like, pointing to historical collections to judge the validity of contemporary cultural
expression as more or less authentic.

Making external judgements that insist Indigenous cultures remain within a tightly held frame
of what was collected decades earlier using the detritus, the things we would throw away,
discard, or modify for the Western gaze as the new norm. Instead of fully comprehending
the making process and the room for innovation and new dreaming.

The use of these collections as the true and valid record of culture does not take into
account the use of humor and sarcasm and the subtle forms of subversion that First Nations
can enact instead of trusting the lived experiences of the members of that culture.

But in contrast, what has been seen on multiple occasions is the use of historical records
to assist in the reclamation of cultural expression. Language, iconography, context, and
recorded stories have been relied on by many communities to counteract the effects of
colonialism and to help piece together the fragments from shattered histories but | argue we
should not be seduced into ceding our cultural authority to objects and historical reference
points alone. We should be keeping alive and adapting the cultural practices and exciting
them to manifest in new and different ways.

Story — Jonathan Jones’s Barrangal Dyara project, Garden Palace, completed in 1879.
This edifice of culture burned down in 1882 and with it much of the collection of Indigenous
artefacts and objects from South East Australia. The removal of these objects from the
collective settler memory has does much to feed a myth that “real” Aboriginal culture was
from somewhere else because of the lack of material evidence on display in museums and
galleries.

The walls were removed and people found it hard accept the people as evidence of

their own existence. W.E. Stanner in his 1968 Boyer Lectures coined the phrase “The
Great Forgetting” when referring to this country’s understanding of Indigenous peoples'
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perspectives and history. That the country has a vested interest in forgetting and
denying our dynamism as a culture or if there is an acceptance of our history and
presence there can only be a narrow range in which our authority can be recog-
nized. From skin color, the color palette, materials, technologies, geography,
education levels, and political beliefs are just a few ways in which historical
collections can be used to attempt to invalid contemporary cultural practice —
referencing the things that were collected to place inside the walls.

Wiradjuri artists like Jonathan Jones, Brook Andrew, Larissa Behrendt, Anita
Heiss, or artists further afield like REA, Julie Gough, Megan Cope, and more have
found ways of navigating the disjuncture of historical collections and records and
contemporary life.

Walls And Museum Cultures

Let no one say the past is dead.

The past is all about us and within.
Haunted by tribal memories, I know
This little now, this accidental present
Is not the all of me, whose long making

Is so much of the past.

But a thousand thousand camp fires

In the forest

Are in my Blood.

Let none tell me the past is wholly gone.
Now is such a small a part of time,

so small a part

Of all the race years that have moulded me.

— Oodgeroo Noonuccal

Oodgeroo Noonuccal, who is, in fact, my great aunt, wrote this poem as a sense of
the time that we need to make for ourselves to connect our past and our present on
our terms.

Gregory Philips says: “First Peoples are not a cohort, we are a paradigm.” To think
in the ways of our expression and to give us a sense of the future, beyond the rigid
walls of galleries and museums.

And to end, I'll leave you with a quote by David Suzuki: “We need to have a
paradigm shift; to me the paradigm shift is that we have to see the world as
indigenous people see it... It's urgent that we empower Indigenous people
everywhere to look to their leadership and into the future.”

Thank you very much.
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An octopus, a wave

Written by Lisa Wilkie'

In a new long-term project, interdisciplinary artist Yuki Kihara draws on the traditional knowledges pounded
into Samoan barkcloth and the rich symbolism of kimono. Lisa Wilkie discusses the visual metaphors and

complex materiality of Kiharas first five ‘siapo kimono’

Yuki Kihara’s grandmother Masako Kihara stands by her suited husband, dressed for a
family wedding in the most formal of kimono-wear: a crested tomesode in black silk crépe
with ornate dye-work and embroidery along the lower half. However, it was not the elegant
ensemble in this photograph that planted the seed for Kihara's latest project, - €7D S /=
(Samoa no uta) A Song About Samoa, but a brown everyday kimono she discovered packed
away in storage. When Kihara found this kimono, the first thing that struck her was its colour.
Rather than the bright colours often associated with kimono, the hue of the silk was more
akin to those produced by the natural dyes used in siapo, or Sa'moan barkcloth. If a kimono
could be brown, why could it not be made from siapo as well? The merging of two distinct
textile traditions was the next logical step for the Samoan-Japanese artist.

Kihara expects to roll out o - & 77 @ S 7Tz (Samoa no uta) A Song About Samoa over
five years. Eventually comprising 20 siapo kimono, it will also include multimedia and
performance works by the artist. The expansive project is underpinned by two years’
research into topics including ethnobotany, textile conservation and social anthropology.
Its title is drawn from the lyrics of a popular Japanese song used in primary schools which,
Kihara notes, propagates enduring Orientalist and Romantic tropes of ‘noble savages’

1. This article was first published in Art News New Zealand Autumn 2020 artnews.co.nz.
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living in an untouched Pacific paradise. Kihara views the synthesis of Samoan
and Japanese textile traditions as an authentic expression of her lived Samoan-
Japanese experience. She uses her personal history as a lens through which to (re)
consider conversations about cultural myths, transPacific connections and cultural
translations.

While Kihara speaks of cultural translation, she is quick to emphasise that this is
not a one-way process but rather many acts of negotiation and compromise. Each
time Kihara chooses a motif to include, she sacrifices others; the artist is keenly
aware that she is selecting not only which stories are told and left untold, but how
the chosen stories are performed. The centuries-old histories of kimono and siapo
are rich with cultural memory and generational knowledge, and each occupies a
central role in the narratives of its culture.

The item recognised today as a kimono has its roots in the kosode (ko-sode, small-
sleeved), an undergarment worn beneath layered robes and over hakama (trousers).
At first influenced by Chinese dress traditions, Japanese dress began to develop
its own aesthetic voice during the Heian period in the 9th to late 12th centuries.
Complex dress codes at the Japanese imperial court governed what styles, colours
and fabrics could be worn by whom, and outfits were regulated according to
specific events, months and seasons. Court-dwellers would don numerous under
and over-garments to create layered compositions of hue and texture that were
closely linked to the cycles of the natural world.

The colour combinations and fabric choices (different weights of silk, hemp, cotton)
selected by an individual transmitted detailed information about the wearer’s
personality, social status and aesthetic sensibilities — or the lack thereof. Glimpses
of these sartorial rules can be found in a guide written for the Senior Grand
Empress Tashi in the late 12th century, as quoted in Liz Dalby’s Kimono: Fashioning
Culture. For instance, Minamoto Masasuke, a senior master of court ceremony,
recommended that the following ensemble, called “Azalea (tsutsuji)”, be worn at
the time of the Kamo Festival in early summer: “The top three robes are graduated
shades of scarlet-pink in the order dark, medium, light. The remaining two robes
are deep blue-green and pale blue-green. The chemise is either white or scarlet-
pink.”

This recommendation was accompanied by personal notes (believed by some
to be those of the empress), which reveal room for individual preference when
selecting an outfit: “With lined garments in the fourth lunar month, it is always
preferable to wear a chemise of raw white silk. After the Kamo Festival, when one
wears robes of raw silk, then it is fine to wear a pink chemise. | think that when the
lined garments are coloured, the chemise ought to be white.”

33



anem e ‘sndojoo uy

Over the next thousand years, kimono retained and developed its rich visual language
— those who choose to wear it today still send numerous messages with their choice of
pattern, colour, cloth, obi-style and sleeve length. A married woman would not be seen
in the bright colours and long, swinging sleeves of a furisode (a kimono worn by young,
unmarried women), nor would cherry-blossom prints be appropriate for viewing maple trees
in autumn.

Like kimono, siapo also possesses and displays forms of knowledge that may be ‘read’ by
those familiar with its cultural language. Siapo is made from the bark of the paper-mulberry
tree, cuttings of which were brought to the Pacific from Southeast Asia thousands of years
ago. Traditionally, the trees are tended by men, while clothmaking is the domain of women.
As clothing, siapo was reserved for those of noble lineage but the fabric also had a range
of utilitarian uses in the home, was used for shrouds and as a commodity when exchanging
gifts, or paying taxes and tribute. The cloth takes on a performative role, presenting and re-
presenting customs and histories to a variety of audiences, a textural (and textual) parallel
to the performance of oratory revered in Sa moan culture. As Nikau Gabrielle Hindin writes
in the recent book Crafting Aotearoa, “Barkcloth’s intertwined fibres are loaded with ancestry;
it was pounded with song and storytelling and decorated by the earth.”

- 77 D S fz (Samoa no uta) A Song About Samoa shines a light on past and present
intersections between these Samoan/Japanese/Pacific social structures and systems of
knowledge. Kihara positions herself as a literal embodiment of one such intersection, and
in creating the siapo kimono she has established a new site for knowledge exchange and
transformation. Collaboration is integral to both the conceptual and material production
of the project and the acts of collaborating are real-time performances of the cultural
translations that Kihara is interested in. The community of experts and makers involved with
the siapo kimono — researchers, artisans, designers, technicians, family members — extends
across the Pacific from Japan and New Zealand to Sa'moa in an interactive, generative web
of knowledge and skill.

Siapo producers and sisters Ambronesia and Sylvia Hanipale are two of the artisans
integral to Kihara’s collaborative artwork. Despite coming from a line of siapo makers,
their mother and grandmother originally discouraged the Hanipale sisters from following
in the family footsteps, preferring that they look for ‘real’ career opportunities. Ignoring this
advice, the women, both in their early 30s, have embraced their role as siapo-makers and
created the 60 metres of cloth needed for the kimono. Graphic designers and a nihonga
illustrator helped Kihara finalise the composition of the mural design, and printing experts
experimented with dye and printing techniques to achieve the saturated colour seen in
the finished objects. Members of Kihara’'s extended ‘a’iga collected shells and seed pods,
embroidered and stitched beadwork to produce the surface embellishment that brings
the painted images to life. Each step in the process of making (from investigation, cloth
production and illustration to stitching and mending) produces and re-produces individual
and communal knowledge, in new and changing forms.
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Like a living creature, siapo shrinks and expands with changes in humidity and
temperature; those stitching on the garments would find that their beading had
shifted overnight or that previously straight seams and flat surfaces had warped
and waved. The weight of applied shells would tear the cloth, requiring traditional
patching methods. The artworks continue to evolve through time, recalling the
Sa'moan notion of walking backwards into the future: engagement with the time-
honoured skills and stories of the ancestors ensures their presence in the here-and-
now and informs innovation and the shape of stories to come.

Seen in isolation, each of Kihara's siapo kimono is in and of itself an artwork that
draws on traditions of sculpture, textile art and illustration. Considering the works
as singular art objects, however, is to miss their broader conceptual framework.
Kihara’'s oceanscape extends across all five kimono and the form of its waves is
distinctively Japanese, recalling Hokusai's Great Wave. Interspersed with traditional
siapo patterns, the semicircular seigaiha, representing wave crests, reinforces the
omnipresence and importance of the ocean, as do the far-reaching tentacles of the
nihonga-styled fe'e, or octopus. The Pacific Ocean, or Moana, or Vasa, is figured as
a space that embraces both Japan and the many islands of Micronesia, Polynesia
and Melanesia: it is a relational space rather than a divisive one. In her conception
of an ocean that encompasses rather than divides, Kihara draws on writer Albert
Wendt’'s description of Samoan ‘va’ and the Japanese ‘ma’. Both these spatial
concepts allow separate things to exist together, lying between them and uniting
them.

In this unifying space between lie Masako Kihara's unassuming brown kimono and
the siapo created by generations of Hanipale women. With cultural information
embedded in their fibres and memories written in their hand-worked stitching, the
siapo kimono of t - £77M S fz (Samoa no uta) A Song About Samoa explore how
visual metaphor and materiality can be used to interpret myth, connection and
narrative across space and over time. Multiple knowledges and truths intersect
in the project and, as they do, narrative meanings shift and are regenerated. With
15 more kimono planned, Kihara will be negotiating the va/ma - the in-between

spaces — for some time to come.
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Art under the New Ecology, or, Artistic
Expression during the “Dithering” Age

Written by Hasegawa Yuko'
Abstract by Andrea Jung-An Liu

We now live in a world in which global warming, abnormal weather, immigration issues,
economic disparities, and global pandemics are no longer impendent threats but the reality.
In this ever-changing world, what kind of expressions can arts have? What is the role of
art? What are the curatorial prospects? In this essay, Hasegawa Yuko, chief curator of the
Museum of Contemporary Art, Tokyo, investigates the artistic and curatorial possibilities of
our current ecological field and presents some of her fieldwork and interviews with experts
at the Amazonian forests.

First, Hasegawa sets up the problematics we face in understanding the world we are
currently inhabiting. Human activities and the development of Capitalism have damaged the
ecological system on such a colossal scale that the current geological epoch has often been
referred to as the “Anthropocene” or the “Capitalocene.” These concepts have prompted us
to acknowledge the indivisibility between human and nature, the fact that this “default” is set
by the 1% who holds power and capital, and to think beyond the traditional model of human
subjectivity as self-contained and independent from the surrounding environment. More

1. This article is first published in the June 2020 issue of Bjjutsutecho ( EffiF s ).
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than ever, we need a new conceptual framework to consider our relationship with
nature as coexisting and interdependent, and to sharpen our senses to respond
appropriately to the external world on a macro-level.

What is the role of arts and the artists in this increasingly intertwined world then?
One of the artist’s tasks, Hasegawa contends, is to translate, share, and empathize
with intricately entangled objects and phenomena through visual and audio forms.
Artistic perception, as have argued by the French philosopher and psychoanalyst
Félix Guatarri in Three Ecologies, is crucial in the production of subjectivity, as it “is
the act of tearing a piece of reality out of an established context, deterritorializing it,
and creating a partial act of expression.” Art's unique function and power, therefore,
lies in the fact that it disconnects the forms and meanings that prevail in society.
Through the very act of deterritorialization and re-creation, works of art reshape the
subjectivity of the artist as well as that of the audience—the “consumer.”

Compared to music or film, contemporary art’s effect on ecology is indeed
slow. Moreover, works that respond to the new ecology often feature complex
representations that reflect the artist’s intelligence and awareness of issues and
are therefore highly context-dependent. Here, Hasegawa maintains, it is the
effectiveness of the “translation” that determines a work. The art museum, unlike
other commercial or entertainment venues, is the place where difficult conversations
regarding the intricacy of the personal, collective, and ecological could take place.
Hasegawa thus argues that “art can be acknowledged as one of the potential topos
of cross-disciplinary and flexible acceptance of the complexity of the situation.”

The new awareness of our surroundings has led to searches for new humanities
and aesthetics that includes both the human and non-humans, by both artists
and theorists. Among the various strands of thinking Hasegawa mentions
(“multinaturalism” by Eduardo Viveiros de Castro, “ecotechnics” Jean-Luc Nancy,
and “ANT” by Bruno Latour, to name a few), the author pays special attention
to Emmanuel Coccia. A fierce critic of human-centered ontology, Coccia’s book
The Life of Plant: A Metaphysics of Mixture (2008) calls to revise the Western
philosophical tradition from the plants’ perspective. Having no selective relation
to the surroundings, the absolute continuity and total communion with the
environment of a plant’s life, a life of complete exposure, opens new perspectives in
investigating what the world is. The interconnectedness and immersion of different
species and perspectives to understand the world results in abolishing the idea
of posthuman and transhuman. Hasegawa notes that this horizontal dispersal
of thought resonates with Donna Haraway’s famous declaration, “Make Kin Not
Babies!” Instead of thinking of human development as a break from nature and
other species, these thinkers, along with artists like Joseca and David OReilly,
made the “continuity” between human and non-human world intellectually and
emotionally comprehensible.
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Hasegawa is a strong advocate for the collaboration between artists, scientists, and various
agents of knowledge under our current environmental exigency in order to speculate
a possible future. In 2019, Hasegawa joined as a guest curator at “LABVERDE,” an art
immersion program that gathers artists and researchers from around the world to the
Amazon once a year to develop nature and ecology critical thinking. While one tends to
think of advanced technology as the primary tool, or “mediator,” in the study of the Amazon,
Hasegawa has pointed out that in the study of biodiversity, detailed drawings of plants are
more effective at discovering differences than photos taken with macro lenses. Diversity is
discovered through the ultimate analog technique of researcher’s eyes and hand-drawings.
Furthermore, artists’ ability to give materiality and form to the collected, digital data permits
meanings to go beyond mere information transmission but arouse emotions that affect the
psychologies of the parties involved and potentially stimulate real actions onto the world.

In response to the lockdowns and ongoing pandemic, Hasegawa urges us to revisit the
notion of “isolation,” “disconnection,” “relationships,” “networks,” and “diversity.” “Solitary,”
she writes, “is not a disconnect from the world”. Contrary to the common notion that diversity
is created through massive mobilization and the influx of exchanges, Hasegawa, once
again draws from her interviews with experts at Amazon, makes a case that immobility and
solidarity do not reduce biological diversity; rather, in the spirit of organism, the environment
generates diversity when isolation is in place. Hasegawa calls this new ecology as formed
by “being immobile.” The pandemic and our inability can perhaps be seen as an opportunity
to explore the new ecology where even the concept of “capital” is changing.

The “Dithering Age” in the essay’s title refers to Haraway’s gestures to Kim Stanley
Robinson’s science fiction 2372, which describes our current moment as “Dithering...
A state of indecisive agitation.” Art not only stimulates, reshapes our perceptions, but it
also provides a discursive field for trials and errors of our responses and actions to avert
catastrophes.

What is the future of arts and exhibitions? In her concluding remarks, Hasegawa posits that
there are still many curatorial possibilities in this new era of ecology. As translator, editor,
and content provider, artists and curators’ roles will overlap; exhibition sites will not only
be limited to traditional venues but also expand everywhere to respond to the changes.
Scientists, gardeners, anthropologists, and various others (including non-humans) will also
become involved in curating acts so that we can dream of the world and conjure a possible
future together.
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Susan Schuppli, “Trace Evidence", 2016.

53 mins. Courtesy: Susan Schuppli.

HD video, colour with 4-channel sound,
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