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EAP > Welcome, everyone, to 100 Tonson Gallery.
One month has passed, criginally with white walls
and scattered drawings; now we have four walls
filled with dense charred images. This exhibition
has sparked many discussions, many thoughts, and

a lot of published reviews. To quote one journalist’s
written comments, “Rirkrit Tiravanija’s decision to
land his first solo show in Thailand after all these
years is undeniably a defining moment in the history
of contemporary Thai art” [Rathsaran Sireskan,
“Making Art Useful,” Bangkok Post, 19 Aug 2010].

So we want to share this special moment of “history
in the making” with all of you here, with & special
thanks to the artist and today’s distinguished panelists.
| will now turn today’s program over to Dr. Gregory
Galligan, who initiated this roundtable and will be its
moderator.

GG > Thank you, Khun Aey. | think perhaps the
best way to begin a conversation asbout this event—
and Rirkrit's show is truly an event as well as an
exhibition—is to consider the way hig installation has
changed over the past few weeks, or since it opened
in early August.

We can immediately see here certain qualities that
are unigue to Rirkrit's work, or at least rather
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characieristic of it from the start of his career to
today. For one thing, this is a time-based show that
started in @ particular form and, several weexs
Later, ended up Looking quite different. So this is a
show that develops over time; it evolves, it grows,
it changes. If anybody were fortunate to return to
the gallery after an early viewing, they would have
been able to observe that change, or evolution, on
an almest daily basis. In fact, Rirkrit had some of
his assistants add elements almost daily to the four
dense murals that now constitute this show.

So in this sense, (who's afraid of red, yellow, and
green) is an ephemeral event. There will be nothing
In existence from this show after it closes tomorrow
afternoon—all of the elements that we see here today
will have passed into history, so to speah.

Another important aspect of the show, but one we
dan’t readily see here today (the gallery has
temporarily condensed them in one corner of the
room in order to accommaodate our roundtable) is the
usual array of Rirkrit’s cooking materials, items that
virtually make for a leitmotif in his work, or an
element returning periodically in different shows and
in different contexts. This cooking compenent will
return today after the conclusion of our discussion,
just as it has been an integral part of this show,
throughout its run since early August.

Also representative of Rirkrit's work in general is the
nomadic potential of this show. These elements could
be, at least to some extent, reproduced slsewhere.
Much of this show is conceptual, thought out, and
finally created over & given time span. An audience
may interact with these elemsnts. And it's possible
for Rirkrit to re-conceive the format of this show

for ancther site. So this show is both adaptable to
other contexts, but also, in another important sense,
It is guite site-specific—as we may see in the subject
matter of the murals themselves,

One might even think of (who's afraid of red. yellow,
and green) as a kind of palimpsest. This show has
many layers; some of the early elements in the
murals, for example, have been covered over by
new additions aver time (in an earlier portion of the
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show’s run, the public was even invited to add their
own drawing to these walls). A good example of this
layering—and the intermittent erasure, or occlusion
of former drawing— is the representation of the
crowd assembled around Democracy Monument

[in Rattanakosin, Bangkok's historic district along
Ratchadamnoen Avenue]. If you were at the show's
opening, you may remember that we could initially
observe all the figures in the immense crowd; many
have since been covered over by a phantom-like
apparition subsequently added by tamin Lertchaiprasert
[Thai artist and co-founder with Rirkrit Tiravanija

of The Land Foundation, Chiang Mai]. So there are
many layers to this work, which also notably speaks
to the show's time-based quality.

Rirkrit, it seems to me that in some ways (who's
afraid of red, yellow, and green) marks a kind of
“anniversary” for you. It has been about 20 years
since you made your entry into the global art world.
in New York, in roughly 1989 to 1990, after migrating
there from Toronto in 1982 and gradually becoming
part of the New York art scene. You eventually
made your solo debut around 1989, Was that when
you first began to cook pad thal in an art gallery?

RT > The first show was at Scott Hanson Gallery,
In 1983. That was a group show in which | cooked,
but they were curries, and they were never intended
to be eaten by visitors. | simply left the curries on
pedestals for viewing. Somebody liked the work and
said, “Oh, maybe you would like to do another show,”
which led to my first New York solo show, where |
cooked pad thai, st the Paula Allen Gallery, in 1990.

GG > So the cogking element in your work began
as early as your first show, a greup show.

RR > Yes: the show at the Scott Hansen Gallery
was the first “official” show. | had previously shown
work at the Art Institute of Chicago [hereafter, “Art
Institute™]; the work had roots in food. but that was
guite different. At that time | was interested in seeing
Thai objects in the collections of the Art Institute
returned to Thailand. My questioning about the
“reading of culture” had a lot to do with my own
guestioning of self-identity. | was calling it “cultural
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retrieval.” Ths Art Institute would exhibit Thai
Buddhas, Thai pots, stc., and while Looking at this,

| would say to myself, “well, something’s missing...”
—which was the usual life around the objects.

GG > In other words, the objects were decontex-
tualized... If | remember correctly, that was a big
issue at the time, especially in the United States, as
in the Primitivism [in 20" Century Art] shaw at the
Museum of Madern Art [1984], which was widely
criticized for the way cultural objects were displayed
primarily for their assthetic gualities as art waorks, or
decontextualized from their cultural use or function.

AT > | think, through those elements, of trying to
retrieve the idea of “life” back. and of course this
applies to all historical, or art historical moments.
Then | came to the point where | basically took the
pot out of the case in the museum and cooked curry
in it; and that was the group exhibition. In that case,
it was still an idea of one culture considering another
culture, and | was trying to find some way to pull
the life back. From that point to today, we've come
a long way...

GG > But | think a lot of those themes still survive
In your work, such as your use of objects of a
culture and returning to them a sense of utility, or
having what you do enter into the everyday world
in some way—often by way of the work’s interaction
with a local audience. This is cbviously true of
[who’s afraid of red, yellow, and green). How did you
coneelve of this show, and why did this particular
farmat strike you as something to be done now, at
this time?

Rirkrit > Well, | think some of the background to
this idea of “drawing” has come from about 10 years
of my collections of imagery, which some years ago

| turned into @ project with younger artists here in
Bangkok. | think it was a moment when George W.
Bush was getting elected to office and | was primarily
in the United States. There was a widespread sense,
in @ way, of helplessness in terms of the political
situation. So a lot of people were caming out to
protest against certain things; this applied to many
different fssues. At the same time, | was Interested
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in the idea of the collective, or how when people
came together they created a kind of energy, or a
kind of voice. That was, | think, something quite
important to me, or something | was always interested
in. Then we started to make this series of drawings,

and we have continued to the present.

GG > These are your “demanstration drawings?”
RT > Yes, these are the “demonstration drawings.”

GG > Yes, when | came to the opening of (who's
afraid of red, yellow, and green) a few weeks ago,
| was immediately struck by the relationship of this
installation with the one you installed two years ago
at the Drawing Center, in New York [2008]. There
were 200 drawings. | think, in that exhibition. The

room was about double the size of this one, and

you hung two layers of drawings around the entire
gallery, each measuring about the size of a large
newspaper photograph. They were all drawings of
political demonstrations from all over the world,
were they not? And they were all derived from the
International Herald Tribuns?

AT > They were mastly from the |nternational
Herald Tribune, which is the newspaper that | read.

GG > Did you, yourself, draw them?

RT > No, ne, from the beginning, | think, the process
of drawing shifted from person to person, always
somebody here in Bangkok, and it was a kind of true,
“two-way” project. For one thing, | was interested

in collecting this kind of imagery; in another way,

| wanted to create a little economic structure for
some of these younger artists. [t was a project
where they could work on art that would help them
sustain themselves, while continuing to make their
own work. And another intention was that when these
drawings would be sold to collectors or others, the
maney would go to the [Land] Foundation in Chiang Mai.

So the money was also funding another thing. The

whole thing was a way of creating what | was
interested in as “work,” while also being an economy
for others.
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GG > This goes back to what you were saying
about taking a pot from the museum and cooking

in it. Through your work, you are in some ways
affecting a distant context with an event at a remote
site. There's remote possibility, or potential impact,
in what you're daing locally. | mean, there is a kind
of two-way relationship there.

Your demonstration drawings, | understand, were
shown even earlier by a gallery in Los Angeles—was
it @ series in 20067 How far back do they go, then,
and is this a recurring concern of yours?

RT > Probably as far back as 2002.
GG > Is this something that will cantinue in your work?

RT > Yes: | mean in the case of (who’s afraid of
red, yellow, and green), the concept of demonstration”
has a Lot to do with what’s been going on all around
us recently. | think that, for me, it has the good and
the bad, but it’s also a lot closer to me. It's also a
way for me to address some of my frustration over
what’s going on—in the sense that I'm not a “colorist”
[in the political sense of the term].

GG > You don’t worry about what color you're
putting on in the morning in Thailand?

AT > No, it’s not about that. It's certainly about
feelings, and it’s certainly about our social structures.
It's also certainly about aur future, | felt there was
some moment when you have to do something. This
is the context I'm in, and this [show] is something

| hope has some relevance.

GG > Some people would say that having a show
in an art gallery doesn’t affect many people at all.
How do you see (who’s afraid of red, yellow, and
green) as having relevance, or in some way reaching
out and involving others? | know this 1S & recurring
concept behind your wark in general, the idea of
creating an interaction with & given audience.
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To the audience >

As many of you may know, Rirkrit has been part of
a larger art movement over the past 15 years or So,
which the French curator and art theorist, Nicolas
Bourriaud, has given the name, relational aesthetics.
This refers to a general, widespread development
among a new generation of artists who came of age
in the mid 1990s toward developing art works, or
art events, that very much incorporate audience
participation. Such work tends to be time-based and
elicits interaction of some kind from a given viewer.

To Rirkrit >

This seems to be what you’re referring to in terms of
your own work. | assume you'rg not preoccupied with
theory all the time, but many artists today speak, for
instance, of their wark as a "project.” They don’t say,
“I'm working on this painting,” or “I’'m working on this
installation.” They say, “I'm working en this “project.”
That word has struck me recently as being a very
important art historical term now; “project” is very
characteristic of new generation.
speaking to that, at least to some extent.
like having & show that has some kind of effect on
a local audience. lIs that overstating it?

You seem to be
You feel

RT > | would just say, in a way, my mother made
the curry paste for the first pot of curry.

GG > For this show?

RT > Yes, for this show.
my mother what | did.
level, with this show | finally got to show my mother
what | do. We might not think that’s a big thing, but
the people next to you may not really understand you
completely, and | think there is some effect in being
able to convince my mother to make the curry paste
for our cooking here.

I've never eéxplained to
| think that on a very basic

GG > She was probably worried! She knew you’d
have to make a certain guantity...

BT > “Oh. no, don’t buy the market thing! It’s not

going to taste as good!” | would say the effect starts
very close, and very small. My cousins came today.
and they'd never seen anything I'd done, and so | had
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to explain to them what | thought that was. These are
things that are slightly already outside of my usual
waorld, which is the art world, So it's the little things.
Even the fact that my mother may have different
ideas about potitics—not to say that | necessarily
have different ideas from her—but | certainly don’t
think about things the same way she doss. So the
show may become a discussion about politics, a
subject already outside this particular space. |'d
like to think that is true, anyway, even in this little
corner, in a little part of thig big place. far me,
those little moments are important.

GG > Ann, when we got together in the gallery
recently. you were very excited about this show in
many ways. What are some of the things you see
in (wha’s afraid of red, yellow, and green), or what
about this particular show has made such an impact
on you?

PP > It's very interesting in terms of its audience.
I've seen his work many times, and when his work
comes back to Thailand, where it's viewed in a
context very different from his previous work, it i1s
gspecially interesting to see the way people react.
Particularly at the opening, | saw & Lot of people
coming In from fields very different from “art.”

Of course many come to see him, the celebrity, and
that's certainly one of the interesting reactions of
peaple wno come to see the show. At the same
time, 've seen a Lot of his artist fellows come to
come to see the show and help each other cook,
and to see how Rirkrit works. Also, when | asked
his peers abaut his mom (as | talked about with

his cousin, Nok), it's clear his mom worried about
her preparations, or what people were going to feel.
and whether it would be good enough. It all feels
so personal. It's about the “don’t even think about
me” aspect of his projects. [What’s most important]
15 the experience, and then the memory of his work.

GG > | think you speak to how unigue this show
is in Rirkrit’s body of work to date; it's very site-
specific. By contrast, the “Demanstration Drawings”
show at the Drawing Center, in 2008, in the middle
of New York's SoHo district, didn’t have that
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immediate resonance. Here, in downtown Bangkok,
In late August of 2010, we are a block or two
away from the “ground zero” of the widespread
Thai political pretests of last April and May. In that
sanse, Rirkrit, this show’s themes must be much
mare visceral for yau, and maybe less conceptual,
than usual. (whao’s afraid of red, vellow, and green)
seems to have intense resonance for you on a

personal, or “self-identity” level—as you were saying

of your concerns of a much earlier moment of your
Life. Does this concern your sense of self-identity,
and the identity of your country?

BT > | would say that | feel | can speak s bit more
about what | think in this instance, than what | could
against George Bush. Because George Bush is George
Bush... | dan’t have to deal personally with George.

| do, however, have to deal with sverybody here.

| think that what has happened already, in the past,
and what will happen in the future, has an effect on
me, and it's sbout my Life. 3o, yes, it's very personal,
but at the same time, | would like to cresie a space
that can also “open up” the persanal in some way.

GG > Well, (who's afraid of red, yellow, and green)
is such a space for me, In that open sense. | don't
find that the imagery, as emotionally charged,
dramatic, or in some instances tragic it may be,
ever approaches propaganda; rather, it remainsg
very open.. | don't find & fixed message hers,
perhaps other than a very humanitarian appeal to
our senses. | think that remains true to your
senaibility..as in the past. for instance. you haven’t
ususlly talked a lot about your work ahead of its
installation. My understanding is that you don't
want to predeterming the outceme of your work
[in regard to audience reaction]. Yet you speak
of its being very “personal”™; is there any specific
“message” to be had from this show?

AT > Ha, ha... Pier Luigl will answer that!
GG > Pier Luigi, you saw the show for the first time

recently, 1s that correct? You've been busy with
the Aichi Triennial, and you have just returned to

2angkok. How did this show strike you upon your

return, especially considering your familiarity with
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Rirarit's former work? 0Oh, and | alsc understand
you recently curated a shaw at his Gallery Ver?

PLT > Yes, and | was an occasional resident “user”
of the gallery, which is, as you know, was a very
open resource for everyone in the cld Location
[across the river]. | haven't yet heen to the new
location. This particular show also reminds me very
much of Rirkrit’s “demonstration drawings.”

GG > But here they have expanded to the walls
themselves, How do you see that change in relation
to the earlier series of demonstration drawings,
which in some ways are more object-like?

PLT > Yes, but what always interested me In
Rirkrit’s art was the fact that he was naver really
offering something to Look at, but he was creating
a space for an experience, and this is the big issue
in hig art. For me, Rirkrit has been one of the four
or five artists who opened up the art world at the
end of the 1980s and early 90s, and they changed,
in a way, history, the history of art. We farang
[“Western foreigners’] are obsessed by history...

| got acquainted with his art in the mid 1990°s.
Before him, aven from Asia, the Japangse artist
Tadashi Kawamata signaled a big change. especially
with the projects he realized in the West—mainly
Canada and Europe. You no longer faced the work
of art, and there was no longer distance between
you and the work of art, you were na more in front
of a work of art, but ingside it. And that happened
at the end of 1380s.

Rirkrit's art is a step forward: it is about mobility;
it's about experiencing an exchange [with others]..
something is happening in his work. Ffood, for
instance, is & tool of something that is shared.

GG > |Is food, or the process of coecking it, a kind
of “enging” in Rirkrit's space? Is it something that
actually—without meaning to be corny about this—stirs
or activates space, or creates the sense of something

happening In that space?
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PLT > Better to think of the prepared piano of
Jonn Cage: a pianc was maodified in order to create
other sounds. The artist is in the art work, he’s not
outside it. The fantastic thing about Rirkrit is that he
is not the performer, and not even the hast. He is

a sort of discreet magician, setting up the ambience
where you may have a live experience. The set is
very important, and the layout is guite important, in
gther words, how the space is organized, structured,
articulated and formalized.

ey

GG > |Is this aesthetic in some way “theatrical?”

PLT > | don't think so. In theater you have always
a sacred space, the stage or the space of the
performance. For Rirkrit there is no such distinction
oetween the sacred and the un-sacred. There's no
“sacred” space that is divided from you: you are in,
totally in, like we are now. This “now” is different
from yesterday’s; yesterday we had a meeting with
some school students, and at the beginning of that
meeting our positions were the same it they are now,
in other words, the two of Uus before the students,
the two sides face to face. After awhile we got tired.
So someone said, ‘Let’s take a seat,” and we all

sal down. In that moment, the work of art started
to function: we were not looking at it anymaore.
We were exchanging opinions, guestions, answers,
and we were completely inside the art work.

| happen to be very familiar with many of the images
reprodueed by these drawings, because some of the
events depicted in them occurred very close to where
| Lived a few months ago. So | know them; but we
are herg, now. [t's like a sort of lightness that art
can give to the world without being afraid of any colors,
of any reality—as dramatic as it might be ocutside.
The drawings of here, made by others than Rirkrit in
accordance with his project, ang while reflecting that
reality on the outside, they also reflect their own making.

GG > This is the gesture of art...

PLT > And that is very Light. We have not to be
afraid.

GG > So, In that sense of the space and the
magician, it's a space that is both referring to the
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world “out there,” but at the same time, it’s a space
of & very different kind of experience from what
we may have been engaged in, cut there, during
the actual political protests. | think we allL have
strang feelings about things that were happening
at the time, and in that sense, (who’s afraid of red,
yellow, and green) is both somewnhat distanced from
that everyday space, and yet at the same time very
related to its context.

PLT > One of the facts in Rirkrit’s art is that he
leaves a Lot of open space, a lot of freedom. There
Is nothing here referring directly to propaganda,
even If the scurces for many of these drawings are
propaganda.

GG > | agres. In a sense Rirkrit invests the same
imagery with a new potential for experience. He
could even take an image that was propaganda in
the cortext “out there,” and transform it In some
way, ar ogen It up.

PLT > Yes, like In the caves of Lascaux and Altamira
in. the beginning of the history of art, where the
animals represented in the cave were referring to
the hunt, but, also to something else: they were
part of a ritual that was taking place inside, &nd not
lust mere representations of the outside. But at the
same time there is a continuous relationship between
outside and inside. So these things are not abstract.
When we goe out of this roem, the world is made of
these things represented here, so there is a continuous
exchange between inside and cutside.

GG > It's atl an interactive, and intercannected process.
PLT > More or less so, if you want...

GG > Dr. Apinan, I've recently enjoyed your show
Imagine Peace, &t the Bangkok Art and Culture Centre
[25 June-22 Aug 2010], which you co-curated with
Rirkrit. | understand from recent conversations with
colleagues here that you were an early champion of
Rirkrit, bringing his work to others’ attention at a
fairly early moment in his career. Could you share
with us some of your feelings about this show, and
how you see |t relating te the current socio-political
moment, as well as his larger body of wark?




15‘” AUGUST 2010

| 21 avcust zom |






| oz 1snony ez |

F

ke

/
f4

fous



ﬁ'ﬁqﬁ’iﬂaL‘LJ5}*1mmffuﬁaﬂmﬂﬁ'ﬂﬂimmm\mﬂﬂ Wgitil
idalafwowaey! Tunoudy uuudidednesandu
avsintas  ulddunuwafafeaduen  wulved
wafiazilonaldwuiudaiuvatony  wurdsmium
Aathilnouweululicsedn etradu dsedd @wady
wazandy BafulsaaisfiiossBunnounie s
wivinazlaguniwellsidse andln (Robert Longo) uaz
insAwy Luwmed (Gretchen Bender) wmwadtiudau
uiynfsAadufiinaulanunds arugndond

m@uﬁuwuﬁugmqnﬁqwﬁﬁmﬂﬂmwmaa Futlszvuenwng
Faufy wiafuandnefuill wwuiudnaddunsemmlu
afwilifienduundading  seufiwnedsevdnnisidu
el Bumuny  AugrdgrBliuafithuressy suweny
asdninguauiaalas kasvinluwnfiguraulamioifiu
wdawanmaud  dsafaerlugnuzdnuinina
dniauusulssns uazauvinawns  uidufiaeundn A
wAdlu@Aa Wauwanaund! wadauaunInlunnTeusy
95090 uasdAnnuanunsafiazqnaslsuneatnefivinli
wrlpwiu dushuasiies [ugndons

nussINIsUanWINAuBIyLLauanT taus fuuitugag
Funaasss 1990 1syafedngsdnas Primitivism 7
MoMA  uslisnfiunesynfeiingsanis Magiciens de la
Terre [Magicians of the Earth] Adnassiaazasd -
BUUTH WATUAY (Jean-Hubert Martin) ﬁ.ﬁwuﬁﬁﬁﬂzﬂauﬂa
(Centre Pompidou) Tutlawfiet] 2532 fivnfmnatiag
ghthushsufusniumladuanavdnusssy  Asts
fugsgnanlivautulufunudaonssy  uasidladuf
ralifraruadlslulssfiuSasaududuy (the other)
TudazAuun Aefalsfagiurey dumuufuaButiuaes
Lﬂué‘wuumuﬁﬁqlmﬂﬁuwv t.wiﬁ]mﬂﬂ“émféaﬁﬁu Tulan
aedusn Wilwade wudadadnensdudidelanmali
wildudafin Inaewietnifimdsnmanisalssiaef
AFadeudumdulud 2532 MiiliRstuad Tr 1y 1
(Cal Guo-Qlang)., &1 uad T (Huang Yong Ping) uas
Audulfifintunn... wansdvandlfdelifnaruauls
safalsiuailueds Tnaawizatngds Aassouads
CRMECIV T

asinalsfiany  luwansse 1990 Allarqududndunis

B, =5 = ¥ = sy i

wufu  Aentsuatuunseseifalugrusquildiunafitiiivg)
= - = o ¥ [

aaResAtLasUUIUUTINOATY  WanwRaInNnsa:

AP > Well, first of all, | wouldn't call myself &
“champion” of Rirkrit. | was fortunate enough ta have
an experience with him at his Manhattan apartment
in 1988, when | was writing and wandering around
New York City. This must be going back some 22
years, before he made his show Pad Thai [1990].

| recall very well how, that day. he mentioned ta me
something about cultural imperialism, how America
collects and rejects things from other cultures.
He spoke of wanting to “fulfill” the empty cbjects by
putting certain things in them. But | didnt understand
what he was saying! | was just enjoying the food!

| had heard about this guy, and at that time | was
fortunate enough to meet many artists, and | was
searching for some Thai artists in New York. such as
Prawat Laccharaen and tamin Lertchaiprasert, who
had just arrived. | was hoping to interview Robert
Longo and Gretchen Bender, and then they mentioned
this very interesting artist called Rirkrit.

So Rirkrit and | just chatted, ate, and departed. We
met again in Bangkok on one of his trips back when
he was on his way to Vietnam, and he came to my
house. For a time it was this kind of on-and-off
relationship. | was trying to pinpoint who this guy
was, and why he was so interesting. And now we
tslk about him as a magician, as an alchemist, s

a cook, but he's a strategist—it’s his ability to plan
things, &nd pinpoint things in such & way that, | think,
that makes him so unigue, so “Rirkrit.”

I'd Like to share with you & little perspective on the
garly 1990s. We mentioned the Primitivism show at
MoMA; but we should alsa mention Jean-Hubert
Martin's Magiciens de la Terre [Magicians of the
Earth, Pompidou Center, Parig, 1982], in which
everything was joined together in a great melting pot.
*High” art was mixed with “Folk” art, and one suddenly
became the interest of the aother. There was a sudden
interest in the “other”™ art, in the “periphery,” in Asia,
the “undiscovered land.” But Rirkrit was there, in
the West, not In Asla. | think this provided him with
an oppartunity to rise. Especislly after the Tiananmen
[Sguare] protests of 1989, the likes of Cai Guo-Qiang,
Huang yong Ping and others arose...There was 8
sudden interest in Asian contemporary art, especially
in the context of Chinese art.
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But also in the 1990°s there was this dream, this
want, of having Asia emerge as & superpower. There
was the growing presence of Australis ang Japan,
and they wanted to create their own nodal points
wheraby they could compete with the biennales and
triennales of the West.

| think, in that way, strange names bacome exotic,
whether “Rir-krit” or “Rirk-rit,” or “Tiravanich” or
“Tiravani-jah,” | think it's an exotic name. In that way
Rirkrit fit rignt into the times. | think, as a strategist,
he planned, and he Knew very well what his position
was—so In that way—for instance, at the Whitney
Biennial [1898], where he stirred some things by
playing drums—he created interest wherever he went,
or wherever he showed. | recall that | bumped inta
him again in Stackholm in 1994, and this guy was
cooking for hundreds of people, and they still dign’t
exactly understand what he was doing, but they
enjoyed the food...

Then came the Late 1990s; Rirkrit came back and
went to Chiang Mal. There we crossed paths again.
There was an art conference organized by Toshiba.
Rirkrit was there, Chalermchai [Kositpipat] was there,
and a lot of the critics werg there. There was a
discussion about this guy’s cooking, whether it was
art or not, and in the context of “Thal,” where should
he be placed? | recall very well that & lot of revered
Thai artists who were there said, “If this is Art... man,
then my wife is a great artist!” So in that way there
was a big stir about where to put this guy, a guy
who has become very well known internationally. but
is he “Thal,” or is he using culinary art as a kind of
“exoticization” of himself?

So there was & debate when, in another conference,
things got even hotter. The highly revered critic,
Dr. Chetana Nagavajara, openly said, “No way! Thig
I5 not Art.” In the Thai context, then, these critics
were uncomfortable with Rirkrit’s art. | thought that
this was great, because there was this guestioning of
the ephemeral art, and the ephemeral artist. “Ephemeral
artist,” because Rirkrit is never here!l We talk about
him...the ghost of Rirkrit is always in Thailand, and
that makes everything all the more exciting.

Then came 2003, which to me was a very, very
Important year—and | thank him, in front of everyone
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here—because we were suddenly concerned with
Thailand’s participation that year in the 507 Venice
Biennale, directed Francesco Bonami. Curator Hou
Hanru included [Thai artist] Surasi Kusolwong in his
own roster, and Hans-Ulrich Obrist, Mally Nesbit,
and Rirkrit, who co-curated the installation, “Utopia

tation,” invited [Thai artist] Kamin Lertchaiprasart.
Before the show came about, | took a boat across
the Chaophraya River to Rirkrit’'s “Gallery Ver™ to
talk about the opportunity. Rirkrit sald, “Go for it,
and try to make a Thai pavilion!™ | said, “We have 3
months Left! How can we do it? No money...no nothing”™
Rirkrit said, “Just do it.” So we mads it, even though
it was Like a poor man’s pavilion, nomadic artists
traveling to Vepice. Rirkrit actually managed to get
uUs a space near the pier, an cutdoor spsce, but he
couldn’t get us a room to show works. It was virtually
nothing, a park near the Giardini, but very accessible
to the viewers. Kaew, Rirkrit's assistant, was there
and he helped us. There were seven artists, including
the Thai art photographer, Manit Sriwanichpoom. Talk
about alchemists! Manit became both artist and
builder; he actually built the pavilien.

Why mention all this? Because Rirkrit has helped to
put Thailand on the internabional map. In that way,

| think it’s good te talk about the current show,
"wha's afraid of red, yellow, and green,” as it’s a
kind of offering. In context, Rirkrit is ane of the most
seminal art figures in the world, as we know, but

he's also a great contributor to the Thai contemporary
art scene, and many people don’t realize that. People
don't reatize how much he's dene through the Land
Foundation, or in supporting the young Thai artists to
make the “As Yet Unnamed” group. In this way he
deservingly received the Silpatharn Art Award from
the Ministry of Culture in 2007. He's a cultural
ambassador for Thalland. What he’s doing here, and
what’s being reviewed and published, is creating for
Thailand a good image.

On a more persanal level, when we came on the
opening day, it was therapeutic to me. It was a
release. We didn't even have to understand what
Rirkrit was doing; no matter what, it was a release
of what we've been facing a Lot, this bottleneck of
pressure. Thig is what we hoped to accomplish
at the Imagine Peace exhibition [Bangkok Art and
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souffudud-ga5a Tausavl (Hans-Ulrich Obrist) uaz

Culture Centre], in which 80 artists participated,
including Rirkrit. We just wanted 1o lend space for
artists and creative thinkers to say something—
whether it be through food, paint, or charcoal—and
to say it confidently, that is, iIn a8 way that involved
na politically-inflected “color preferences.”

Thailand has to accept the fact that we're in a real

mess, and what Rirkrit is speaking to in this case is
the danger of collective amnesia. Amnesia..the urge
to forget, the urge to “return to normal,” and such—
which is bullshit. There’s no way that we as & people .
can ge back to being the same again. But to face the

differences, to face the cracks..The reality is already

cracked, so the real guestions are, “How can we live

with this, and how shall we get along together?”

These murals are a reminder of the cataclysmic
events in recent Thal history—the bloody student
uprising of 1876 at Thammasat University. the May
Massacre of 1922, and the recent evenis of April
and May 2010. This is a mélange, a mélange of
images that collectively tell one story. Rirkrit says
we are going nowhere; like, “Hello/ We're going
nowhere!” This is how art contributes toward making
us think. At the opening, | wished very much that
some of our current politicians—somes of them depicted
on the walls here—could have come. Art has
importance, and while people criticize the Thai
government for supporting events like this—supposedly
because it's like supporting propaganda to enable

an artist to do an event like this—| totslly disagree.

IR

| think (who’s afraid of red, yellow, and green) is a -
chance for an artist to say something. A show like
this is a big force, and | think this is our opportunity
to say something. We're not standing on the fence. 3
We’re not standing on any political side. This is the

army of artists, and Rirkrit is one of our leaders.

GG > Thinking back to the recent succession of
Venice Biennales over the last decade, | have also
been impressed by your own achievement, as you
were instrumental in bringing Thai contemparary
art to the Venice Biennale four times, successively,
to date—2003, 2005, 2007, and 2009—another
waonderful aschievement.

Rirkrit, can you talk a bit about “Utopia Station.” your
curatorial contribution to the 2003 Venice Biennale
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with co-curators Hans Ulrich Obrist and Molly Nesbit?
| find that in somg ways that project relates to what
you’re doing here—perhaps in an indirect way, but
Nonetheless suggesting, at least to my mind, that
(who's afraid of red, yellow, and green) constitutes
another kind of “Utopia Station” in itself,

AT >
discussion of Utopia. The concept of “Utopia” in the
Western context, the formatism of Utopia, has its

| remember the that project centering on a

prablems, its fzilures, and its limitations, as does the
waord itself. In 2003, in the aftermath of 9/11 and
many things that have recently shaped the larger
warld, we felt it was time 10 re-discuss this Idea,
and to rethink what is possible. So, the collective
installation, “Utopia Station,” wasn’t so much about
trying to make & utopian structure, but to rethink
what that is. | think each of us has an idea of what
Utopia I8, and that was the part of the discussion.

s

This concerned the idea of creating a platform of
different opinions, and a platform of failures and
possibilities. In some ways, it's a discussion of social
relationships, and although it was an exhibition with
actual objects, | think it's becoming an important
discussion in terms of an idea, In itself, so the
“Utopia Station” project continues to the present.
It's not just one moment in Venice; rather, it's a
continuation, and we move the idea into different
spaces, giving it different forms, and there is a
collective of people and artists who have come and
gane, and athers joining over time.

GG > So when you talk about “Utopia Station” as
an installation within the 2003 Venice Biennsale, you
speak of it a5 & kind of “platform.” That was also,
| understand, part of your originsl idea for Namdee
Station, to create a "platform,” of sorts, here in

et i ——

Bangkok in 2000. Ann, you were a participant in
that original circle discussing what Namdee Station
should become, along with, | understand, Rirkrit and
Chitti Kasemkitvatana [an independent curator who
subsagquanily went into the Buddhist monkhood].

PP > Rirkrit foundsd The Land [with Kamin Lertchai-
prasert], in Chiang Mai, in 1888, and the subseguent
idea for Namdee Station originated with him in 2000,
We called it a “platform.” By that time he had been
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coming back to Thailand quiet often, and he had

an exhibition with [Thal artist] Navin Rawanchaikul,
In Navin's “Tax| Gallery.” When | interviewed the
audience of that show, people said Rirkrit was “No. 1.7
because he provided a Lot of opportunities in the taxi,
such as his film, free drinks, stc., for a lot of people.

| met Rirkrit at About Café, and he talked about how
he wanted to set up some kind of office nere, where
he could try to make things happen here. He saw

a lot of Thai artists, young Thai artists, and he had

a Lot of energy to do things. At that time, an
especially important develapment in the Thai art
scene was that many young people, among others,
guestioned the widespread notion that Bangkok should
build its own modern and contemparary art museum.
Rirkrit suggested that maybe it was best for us not
to have such a museum; in that context, we might
remain mare experimental.

I 2000 Rirkrit set up the office; we also had with

us Chitti Kasemkitvatana, who was just back from

Australia and working at About Café, where he pushed

emerging artists (this was about 19S87). These [
artists have recently renamed themselves “As Yet

Unnamed”; also, many of them assist Rirkrit. So we |
founded Namdee Staticn. As for myself, | had planned |
to set up a sort of archive. Having traveled and

sesn so many exhibitions, | just wanted to place at

Namdee certain exhibition catalogs, notes. and

textbooks for the “kids.” That idea came from friends.

Rirkrit’s friends also came to my place, and we

cooked together. He sometimes borrowed a book, and

we talked about things. Once we had Namdee, we

started the magazine, Ver, for which | acted as the

publisher: Chitti was the desk editor. and Rirkrit the

editor from outside. Rirkrit had a lot of contact with

artists around the world, and he invited them to do

projects with the magazine. Chitti and | would function

at Namdee as the producers and coordinators. These

days, we tend to forget to mention our sound editor,

Tul Waitoonkiat, from [the new rock band]. “Apartment

Khunpa” [founded 2001]. We did a project called

“About Magazine,” and it was the first audio magazine

that we recorded. Artists sent us the sounds and

images. We also assigned artists to do projects about
everything...everything...
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nnsAuLTUnU [Nico Dockx & Rirkrit Tiravanija, erasing
22°09” (unfinished), 24/05/2010, wnaiaad g,

29 FAY — 16 nanRl 2553]

GG > So, Namdee Station was a place, or a platform,
where peoble could come together to brainstorm, sa
to speak, new projects, or new kinds of art.

PP > It was not only the magazine, Namdee was
like a factory, like Andy Warhol's Factory at that
time. But this is especially interesting...when Rirkrit
had a project, he would toss it in and let us find
artists who were practicing related things. He alsa
produced artwork from friends, and then he expand-
ed this approach to other people...

GG > Rirkrit would, then, sometimes conceive a
project of some sort?

AT > Nao, there were other artist friends who were
making things, and they would say something Llike,

“| need to build a car,” and of course you can’t just
build a car anywhere in the world. But it happens
that you're able to do it here—you can make anything
here, really!—and that would become a project.

GG > Namdee wag an open resource...
RT > | mean, it still continues today, in its own way.

GG > This eventually evolved into—at least to some
extent—your Gallery Ver, which only months ago
moved to a new site in [Bangkok's historic district, ]
Rattanakeosin. In fact, tomorrow you will open there &
new show of yeur current work with [Belgian artist]
Nico Dockx, a show that also deals with concepts of
drawing and erasure [Nice Dockx & Rirkrit Tiravanija,
erasing 22'02” (unfinished), 24/05/2010, Gallery
Ver, 29 Aug—16 Oct 2010, Bangkok].
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Question & Answer Session with Members
of the Audience

LILLLLSLILLLS S LLLLLL LTSI LT LIPS 7777
GG > | think we should now welcome questions
from the audience; you're certainly welcome to
converse in Thai as well as In €nglish, which—my
apologies!—| meant to convey from the beginning of
this event.

AM/1 > | apologize for my €nglish. | didn’t come
to the opening, but | later came to the exhibition and
saw the wark and the curries cooking [in the center
of the recom]. I've heard that someone does the
caoking for you every day. Is this true?

EAP > That waould be me!

AM/1 > On the day | visited the show, | didn't want
to taste the curry, because | wanted to taste it from
Rirkrit. On the opening night, everyone wanted to
taste your curry, right? With this kind of art, | think
the most important thing is the idea [behind it], but
everyone likes to taste your cocking. Comparing the
other day to the opening. which is more important

to you? If | didn’t come to the opening event, | can’t
taste the “real” art of you. Which part of this show
is more important, the maker or the concept?

AT > | think you raise an important guestion. I'd
say the show is more important when I'm noet there.
It's not about me cooking, actually. | find it funny, of
course, that people think I'm a good cook, because
it’s never been about me cooking. It's bean about
other people. It's been asbout us eating, but it’s never
about me, cooking. In a similar sense, I'd say it’s not
me drawing. | think this is guite an important issue,
and | think I've tried very hard. in the many years of
my werking at this, to shift the attention from myself
to the fact of the work. I've often said that it’s not
important for me to be there..If Dr. Apinan says, for
instance, that I'm so important, blah, blah, blah...well,
that's a problem for me; it's not that | want it to be
what everyone expects it to be.

| think it’s normal for more people to come to the
opening [to see me); that’s & normal habit, But | do
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shows in places | never go. | do shows where

| know | wouldn’t go, because people expect me to
be there. So it’s not a guestion of whether | am
there. On the other hand, sometimes it's important
to me [to be there] for other reasons, as | like to
be here to answer questions from my cousins who've
never seen the work, or work of this kind. I’'m more
interested in being here to talk to people, not really
to cook. Today [the gallery] wanted me to cook again,
but | didn't cook.

AM/1 > You didn’t cook?

AT > No: my assistant, Kaew, is cooking, and | must
say, it will probably taste better than my cooking! Yes,
there's food [in my work], but it’s not about the cook.

GG > This is interesting to me, because your answer
speaks to the fundamental difference between your
work and the “happenings” of the 1960s, where a
show was a kind of performance for which the artist
had to be physically present [for its execution]. I've
never really thought about that in relation to your
work, In other words, that you show in places you
won't go to, or don’t plan to go to, for whatever
You'll still do a show there... | don't know
many artists who work that way, or who don't care

| don’t mean to make it sound
personal, but you simply don't have to be present for

reason.

about “showing up.”

your show to be successful, or fully realized.
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RT > | think, for example, that for me to go to
England now, I'd have to go and get a visa. I'd have
to Une up and wait for three months to get a visa,
and | must say, | have no interest in Uning up to get
a visa, but that’s the reality. On the other hand.

it's an interesting part of the work to deal with that
situation—to be conscious about the condition you're in.
So it's never been about me being there. But of
course because we're dealing with art and with things,
the “author” of the idea is always very much the
object of focus. So when [Dr. Apinan] says I'm a bit
invisible, that’s part of my trying to deal with the
question just asked by this audience member, to turn
things around a bit. When people came to the opening
[of this show], | was certainly cooking: but there were
also three or four other people cooking with me. In
other contexts, people don’t really know which “ong”
is Rirkrit. Any guy who Looks “oriental” will gqualify.
So there have been times when | sent somebody else
to appear for me—not to appear as me, but just to
appear so that people may have a relationship with

a person. | think that’s interesting.

For example, | had a friend go to cook for me in
some other place—he's half my height, and he's more
handsome!—and a year or two later, a group of
Japanese women came up to me (in another place)
to say it was reslly great to meet me and be at
that place—and it wasn't me! It was him [Thai artist
Udomsak Krisanamis]! once they had established a
relationship to that person, they thought it had to have
been me, even though it hadn't been. This guestion of
authorship and identity is' an important part of what
we betieve in, ar what we want to believe in. In some
ways we want heraes, too. I'm happy to do things,
but | don't Uke being & hero. | think it's important—
at least for me—not to have to think about that. I'm
very censcious that you come, and I'm not cooking.

| think that’s important, and | think it’s more important
than my being at the opening.

AM/2 [paraphrased] > I'd like to comment that |

lave this show, first because what’s interesting Is
that it's not about propaganda, but, rather, it's an
interesting mixture of drawing and the Thai food of the
street—the food that is delicious and a very intimate
part of Thai experience—and cooking, itself, which
together fulfill & natural human need. | think there’s




:
L

gr . = - =@ o ' @ a = =
I mil!uuﬁm‘muummnmunf)':%mﬁ'i‘«)ﬂ')ﬂuﬂﬁﬂmﬂaauu

Tumeuiuilildadsannuuansisusiatndda dwiunuudn
wnampaseilsngegiitgumisussuansniasadiusu
Fistustssaiosnnsnalufsaulng nnsdediRedy

T mnauatsaslafy

AM/3 >  nsinudnied@lutielinssans Asuns 1wARl
ganifinn Adorvasqmunuiufimvisuiedndsuanday
gRaRuBuarAsy

AT > mauusniavesiivssentade who's afraid of the
red, yellow, and blue Tawfleaduud® [dnnsdnade
Wfadmnssuunusssuaasundida danyu (Barnett
Newman) [snanuAsofARLEingg wanilillifandas
fugalslfiaue wassirnulnadauluadnllfuatny
Fuwusau ndnagu FAmlszanTufld Fedsenisudsias
fududeinuauts atndsis Tulufiunihitu... wudedn
watswatdidoaiuluniund  snfdovunefaals
aulisnfusasynasnun

[Enmsuanufuuiuseninsgwenasay auvdadurin
e Bamdnatudinnsnsvglafinsoifatiulng
vinamiluindefifuadasfumanisaldfdanudndyaing
wnsavamsiouaday  WUARIAILRIFIABNLN
e 91 nomuauiiegundng uasagfdududiunn
yasgninvatuanoyuyedludesdefatiuvdeld uas
uansenufifraunisialslufiosiiudon  giednaunds
Aldnaunduunfa uie aiandend Aafluniwdng
wnamdn fiansaldulilisudayaias duiistoudn
Aatlulvefvinsruuazenduadludadmuvanuaufiyafs
Usmiuinuasfusiuilunudats unfimedudn Suwne
waniwnegludadng wanufiealduiisn)

AT > uugwnazARdmmadii 61 dn.. winufidnd
WuaruaiauiuiifAatulnasusuuaniiviia iy
Uszifumand anasshuitintefiunndnsiusani s
Aulasuasuaulafugsundadumenzdnuudun
uazpfidusuiitne: “Wiayg” agiaua  nufndudumee
gnvevovuadunas  wiludndounids  wuAndaeusin
Qnssansinmsinauegit sudufauiusiudedngg
wani wuagfiiuinndnditasy An  wAnuAgeuun
fanfud (Hauvdl

a grest parallel between this natural need and [your
own] “feeding art” to the people.

AM/3 > Why did you choose to stop at 1973 in
depicting [past Thai civil conflicts]?

AT > | was alive in 1973, and thus “in” the event;
even though | wasn't & direct witness, | knew some-
thing important had happened (it didn’t really matter
that | was too voung to know the full significance of
the event itself). To me, all these things depicted
nere seem very related to a continuous struggle in
Thailand toc demand what | think everyone should have.

AM/3 > When you refer, in the title of the show,
to “red, yellow, and green,” do you mean the green
of the army or the environmentalist—and also, what
about blug?

RT > Well, the original title was (who’s afraid of
red, yellow, and blue), which was about primary
colors [in lose reference to the late series of
abstract paintings by Barnett Newman (1905-1870)].
We can always Interpret these things in relation to
art, or we can also interpret them according to an-
other relationship [in everyday lfe], and that’s what |
was quite interested in. There’s no blue curry so..

| think when we say “green,” we know its meanings
[in this context]; | don’t want to have to say.

[An exchange between two members of the asudience
takes place, in which one (a “farang,” or “Caucasian
foreigner™) asks why there are so few local Thai
artists dealing with these important social and political
issues, and he wonders aloud whether Rirkrit’s usual
distance. overseas, has contributed to his perspective,
as well as his considerable influence, on the local scene.
Another member of the audience—renowned Thai
contemporary art photographer, Manit Sriwanichpoom—
counters that the commentator is “uninfarmed,” and
that, in fact, many Thai artists who live and work in
Thailand are addressing similar issues in their work.
He adds that ‘it is only because they are in Thailand
that they are unknown.”]

BT > Well, I'd like to think that I'm here..ha, ha...
but | think it’s true that there are a lot of [Thai] artists
dealing with these issues, and probably in very different
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ways. I'm paid attention to partly because it’s me,
and part of the attention on me is because I've been
“away.” | think there are all those reasons. On the
other hand, | do think | did this show because I'm
here, and | have a relationship to [things here]. I'm
a Lot more “here” than people realize, but I'm happy
to be a ghost, belisve mel

AM/4 [paraphrased] > | would like to ask you
about your work in relation to this concept of “Utopia.”
Do you think this show Is for people who do not
want to face what s happening out there?

BT: > | think that, at Least for me, Utopia is chaos;
is anarchy; is eating in the street. Utopia is about

a certain kind of reality which we're in every day;
it's just whether we accept it or not. Even to not
accept it is, | think, important. For me. Utopia is

not & nice-looking thing. It's not a “good order.” it's
not 3 “good life.” W’s just “life.” I'd say | look at it
very differently [from others], and I'm very happy to
be in a place that has all these things. | have my
own definition of Utopia because | come from a place
that has its own reasons ta be [the way it ig], so |
don’t look at these things the way someone else, in
another place, might see them.

AM/5 > You've been talking about amnesia, but
part of your project [is eventually to paint over
this installation. But wouldn’t it be a shame to
have this work go back to darkness? Would you be
interested in having prints made from this; if not,
can we convince you otherwise?

AT > No, | think we know the images, and many
can actually say which image is from where, and
when, and so forth. Sa, | think it’s memory that's
important. When Dr. Apinan talked about amnesia,

| thought, “Sure there’s a great sense, maybe there’s
a great Thai sense to forgst things, to say “mai pen
ral” [“it doesn’t matter,” or “no problem”]. These
kinds of things are a part of us, but on the other
hand we also know it’s there. Sa, | think it’s
interesting to have it all come into a place, and to
be... But [ultimately] | think this is about memory;
it's about remembering. You can paint over it now,
and maybe just the people who are here, right now,

will remember it.
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AM/5 (again) > lsn’t it selfish not to preserve this
for the next gsneration?

GG > If | might interject, this show will be docurnented
tharoughly in a catalog produced by the gallery, with
many photos. But in some ways the experience to be
had here is almost intensified by the act of memory.
[t's like anything that we may lose and want to
remember, or remain (without meaning to be melo-
dramatic about this). So in some ways, there is a
more lasting effect to be had, here, in that it won't
last forever as an object that we can hold on to.

AP [addressing Rirkrit] > Are you a Buddnist?
AT > Yes, I'm a Buddhist.

AP > I he is, [Buddhists] talk about “the imperma-
nence, the suffering, and the ne-self”..It’s very much
like eating; before you know it, the food’s inside you.
It makes me think also of [Piera] Manzoni, you know,
the “theught can”.. But with this, there is a time. of
the now, and a selflessness, rather than selfishness,
because we share it, for the moment, and we have it.
If we choose to have it, te remember it, it will be
there, and there’s no commodification invaolved, even
through prints. It will be documented, sure, but 'm
sure he’s not selling it as prints or postcards. So

| think the object and the purpose of cooking and
making this is the same. There's a Limit to it...

AM/6 > Pardon me for coming in late, and | may
have missed this, but can you tell us what is your
most pronounced dissatisfaction with the emerging,
international Left, and if you fave that, or can
articulate that, or will say that, how dao you think
your work corresponds to that dissatisfaction?

RT > Anhhnhhh... | would say less talk, more work,
or action. Ha, ha... | don't know; | don't know if | can
answer that...

GG > Something we talked about earlier was that
Birkrit wants to be very open in his work and not
venture into the realm of a political camp, a movement,
or a statement, per se. We even spoke of how some
of the images drawn In charcoal on these walls may
have originated in propaganda. But even if they were
originally propaganda, within this installation,

this mélange, as Dr. Apinan called it, they are
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transformed somehow, they open onto other visiens,
other interpretations, other ways of seeing, which

go very much to the heart of Rirkrit’s aesthetic, in
other words his artistic sensioility, indeed all the way
back to his beginnings. This is an openness and an
attempt to stir things up, to the extent that people
might think more for themselves, or to see things
differently. In some ways this goes back, for me, to
the Russian formalist concept of ostranenie, or the
artist’s (or art work’s) “making strange” of the familiar,
or the everyday, so we see it in a new light, and we
suddenly have to rethink our usual familiarity with
the object and our habitual orientation to it

AM/7 [paraphrased] > What in your opinian are the
strengihs and weaknesses of the Thai contemporary
art scene?

RT > The strength is that we have a lot of very
good artists, very interesting artists. The weakness
is we don’t have people to support them. Simple.
The eavernmeant should buy the art, they shouldn’t
just ask for it. They should buy it. They should
collect it. We've talked about this. Not anly would
this development be important for the artists, it
wauld be important for everyone in this country

to be able to have, and see, and learn from what
artists in Thailand think, and do. We don't need a
museum. We need a collection.

GG > | find that statement especially interesting,
and if | may take this opportunity to add something
here, one of the things the Thal Art Archives will
hope to do is collect and preserve more of what is
currently being lost—artists” documents, notebooks,
sketchbooks, photography—all the things that come
from the studio and are otherwise never preserved.
There will soon be & new effert to preserve and
document that history. I'm sure new efforts at
collecting will grow over time, and in fact there
are already very important buyers, and private art
collectors in Thailand who have made great strides
in that direction—and a new archives will hape to
camplement that developrent.




Closing remarks included thanks to Artscenetv for providing complimentary video-recording of the event,
and the Nation television station for jts attendance and recording of the event: additional thants were
extended to all participants of the panel, especially to Rirkrit Tiravaija himself, and to Ek-Anong (Aey)
Phanachet, for 100 Tonsen's gracious co-hosting of the event with the Thai Art Archives.

—Adapted, condensed, and edited for print from the live video/audio recording provided compliments of
Artscenetv, by Gregory Galligan, Sept 2010—

PANELISTS —Accompanying Rirkrit Tiravanija—

Ek-Anong (Aey) Phanachet, founder and director of 100 Tonson Gallery, Bangkok (2003-), originally

trained for a career in finance at Chulalongkorn University (Bangkok) and the University of Hawaii
at Manoa (MBA) where she was the Thai recipient of the Fujitsu Scholarship. She completed her

studies at the Kellogg School of Management (University of Chicago) and the Japanese Management
Program at Japan-America Institute of Management Science (Honolulu). Phanachet led the team to

receive the 2002 “Most Innovative Deal of the Year” award, given by the Thai Bond Dealing Center
(Bangkok), while enjoying & thirteen-year career in investment banking in Bangkok, Hong Kong,

New York, and Takyo.

Currently celebrating her 8" year as Managing Director of 100 Tonson Gallery, Phanachet has
hosted and coordinated over 70 exhibitions locally and internationally, representing both regional

and global masters. Within just a few years of its founding, 100 Tonson was listed among the
top 50 emerging gslleries from around the world by Contemporary magazine's 2007 Almanac.
The Gallery and its artists regularly participate In the world’s majer art fairs and biennials, most
recently Art Hong Kong, the Sydney Biennale, VOLTA Basel, ShContemporary, Art Dubai, and CIGE,
among others.

Dr. Prof. Apinan Poshyananda was trained as a fine artist and art historian at Edinburgh University,
before completing doctoral studies at Cornell University in 1889, He has taught extensively at
Chulalengkarn University (Bangkok) and is the author of two scholarly art-historical studies, Modern
Art in Thailand (1992) and Western-Style Painting and Sculpture in the Royal Thal Court (1893).
A frequent contributor to art historical journals worldwide, his collected writings have recently
been published in Behind Thai Smiles: Apinan Poshyananda, 19812007 (2007). Dr. Apinan is also
a widely accomplished curator, having organized and contributed to numerous biennales and triennales
worldwide since the early 1990s, among them at Liverpool, Kwangju, Johannesburg, Istanbul, Sao
Paulo, Havana, and Yokohama. His groundbreaking travelling exhibitions, Contemporary Art in Asia:
Traditions/Tensions (1896), and Montien Boonma: Temple of the Mind (2003), originating at the Asia
Saciety, New York, have been widely acclaimed worldwide for introeducing Western audiences to
some of the most pregressive currents in Southeast Asian modern and contemparary art.

Dr. Apinan is a fregquent lecturer at major museums and universities worldwide; partly in recognition
of his global reach, he was appointed in 2003 first Director-General of the Office of Contemporary Art
and Culture (OCAC), of the recently revived culture ministry, where he originated new exhibitions
and programs supporting the contemporary artistic community of Thailand; he has also extensively
promoted Thai contemporary art in the world’s major biennials. such as the consecutive Venice
Blennales of 2003, 2005, 2007, and 2002. In recognition of his success in fostering cultural
exchange between Italy and Thailand, Dr. Apinan received the Wnighthood of the Order of the Star



of Italian Solidarity from the Italian government in 2009; that same year he was promoied to
Deputy Permanent Secretary of the Ministry of Culture. Dr. Apinan is also currently 3 member of
the global “think tank,” the Asian Art Council, of the Solomon R. Guggenheim Museum, New York.

Pier Luigi Tazzi is a critic, columnist, teacher, and curator, currently based in Capalle (Florence)
and Bangkok. Among others, he was curator at the XL/ Esposizicne Internazionale d’Arte: La
Biennale di Venezia (1988); co-director of DOCUMENTA X, in Kassel (1992): co-curator of
Wounds: Between Democracy and Redemption in Contemporary Art, the inaugural exhibition of
the new building of the Moderna Museet, Stockholm (1998); and co-curator of Happiness: &
Survival Guide for Art and Life, the inaugural exhibition of the Mori Art Museum, Tokyo (2003).
Tazzi is chairman of the Fondazione Lanfranco Baldi Onlus, Pelago (since 1998); a permanent
curator of Spread in Prato, Prato (since 2002), and currently a guest curator for the Afch
Triennial 2010, in Nagoya, Japan.

Phatarawadee (Ann) Phataranawik has been an art critic and editor for the major Banghkok
business daily, The Nation, since 1993, for which she has covered—for over 17 years—the Thai
contemporary art scene, both regionally and globally. She was co-founder with Rirkrit Tiravanija
and Chitti Kasemkitvatana of the artists’ alternative platform, Namdee Station (2000), which Led
directly to the founding of its attendant artists’ journal, oVER; she is also co-author, with Jonathan
Watkins, of Every Day, the catalogue of the 11" Sydney Biennale (1998), and more recantly she
has reported on the Yokohama Triennales of 2005 and 2008, as well as the Venice Biennale of
2009, As part of her ongoing interest in alternative art movements worldwide, Khun Phatarawadee
has conducted firsthand research on the nen-profit art spaces of major cities In Australia and
Fintand; in 1999, she coordinated the site-specific installations in the Nation’s pages for the major
traveling, multi-platform exhibition, Cities on the Move, curated by Hans Ulrich Obrist and Hou Hanru.
From the late 1990s to the present, Phataranawik has been a frequent commentator on the often
politically and socially controversial development of the Bangkok Art and Culture Centre.

Dr. Gregory Galligan is an art historian, educater, editor, critic, independent curator, and consultant
based in New York (since 1882) and Bangkok (2008-). Originally trained as a classical pianist,
Galligan completed his doctoral studies at the Institute of Fine Arts, of New York University, in
2007. He has enjoyed a career as & New York-based critic and essayist since the mid 1880s,
publishing widely in Arts Magazine, The Art Bulletin, Art International, Art on Paper, ArtAsiaFacific,
and Art in America. He has lectured at New York University and Hunter College (City University
of New York); more recently, he directed the Morgan Russell Archives and Collection €nhancement
Project, 2004-2006, for the Montclair Art Museum (NJ). Galligan has also contributed ressarch to
The Third Mind: American Artists Cantemplate Asia, 1860-1989, for the Solomen R. Guggenheim
Museum (New York), and he continues to write for the educational website pages of the Parrish
Art Museum [New Yark).

A Fulbright Senior Research Fellow to Thailand (Bangkok), Galligan is the founding and advisory
director of the Thal Art Archives, the nation’s first repository and research “hub” for Thai modern
and contemporary art launched in early 2010 in collaboration with the Faculty of Painting,
Sculpture and Graphic Arts, Silpakern University. He has recently published “Banghkok Report:

In the New Siam,” in Art in America (June/July 2010). On the launch of the research component
of the Thai Art Archives, Galligan will direct a collabarative investigation into Montien Boonma
while completing a book on the slternative art movements of Thailand since the mid 1980s.
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Artist Profiles :

Rirkrit Tiravanija has transformed the constant movement and cultural interaction of his own Llife into an engaged canceptual
art practice. Born in Buenos Aires in 1961, of Thai origin, he had been raised in Thailand, Ethiopia and Canada and sducated in

Chicago and New York. He now lives betwesn Berlin, New York and Chiang Mai.

Tiravanija’s work has been preserted widely at museums and galleries throughout the world including solo exhibitions at MOCA
Miami, Florida (2008), Musée d’Art Moderne de la Ville de Paris (2005), Serpentine Gallery, London (2005), Secession,

Vienna (2002), and The Museum of Modern Art (MOMA), New York (1997) etc. And notable group exhibitions such as, the
Sharjah Biennial 8, United Arab Emirates (2007). 27" Sao Paulo Biennial, Brazil (2006), Whitney Biennial 2008, Day for
Night, New York (2005), and the 50" Venice Biennale (2003) where he participated as co-curator for Utopia Station, ete.

He was awarded the Hugo Boss Prize by the Guggenheim Museum “in recognition of hig profound contribution to contemporary
art” In 2004. And lately in 2008 he was an artistic director of the rock opera “The Ramakien: A Rak Opera”, & contemporary

performance at the Lincoln Centre Festival, New York, USA. The current exhibition at Bangkok Art and Cultural Center,
“Imagining Peace” is also partly curated by Tiravania.

Tlravanij_a's works are part of several public collections such as

Queensland Art Gallery, Brisbane, Australia, Astrup Fearnley Museum of Modern Art, Oslo, Norway, Bangkok Art and Cultural
Center, Banghkok, Thailand, Museum of Modern Art, New York, USA, Fond National d’Art Contemporain, France, Fondazione
Sandretto Re Rebaudengo, Turin, ltaly, Fundacion Tantica, Buenos Aires, Argentina, Migros Museum, Zurich, Switzerland,
Museo de Arte Contemporaneo de Castilla y Leon, Leon, Spain and Sammlung der BRD, Berlin, Germany.

Y e PR L L I I L e it did

100 Tonson Gallery is dedicated to the profiling of contemporary art. Working across national and international boundaries, 100 Tonson Gatlery
has proven itself to be a preeminent force for the showcasing and consideration of global art practices.

Nared after its street address, 100 Tonson Gallery is Located in the dynamic city of Bangkok, in @ beautiful minimalist space, designed by
Christian Liaigre. Since opening in 2003, the gallery’s program has included many renowned artists Yayoi Kusama, Damien Hirst, Lauise
Bourgeois, Araya Rasdjarmrearnsook, Chatchai Puipia, Kamin Lertchaiprasert, Pinaree Sanpitak and Sakarin Krue-On, just to name a few.

Selected in 2007 to list among the top 50 emerging galleries from arcund the world by Contemporary Art magazing(Londen), 100 Tonson
gallery actively promotes its artists and supports development of the arts In contemporary context. lts selection of emerging artists is
another testimony of the gallery’s success, with Yuree Kensaku, Porntaweesak Rimsakul and Wit Pimkanchanapong being among its many
flourishing artists whose works became part of International museums’s caollections.

For this very special exhibition which IS in co-operation with Gallery Ver, we thank our sponsors, Oriental Residence (www.oriental-residence.com).
& residential project in our neighborhood, Han Nefkens whose consistent extensions of support to important art projects, particularty in
Thailand has always been appreciated and Boonrawd Brewery for beverage sponsorship provided. We alsa would Llike to thank all the
panelists st the Roundtable and most of all, our appreciation to Rirkrit Tiravanija.
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