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The status of photography as art is interpreted and passed on through different art
history, social history and cultural history of each country in each region. Liz Wells
once states that the tension between the photograph as document and the personal
expressivity of art has been at the heart of debates as to the status of photographer as
art since 19th and 20th century. There are also debates in definition and conclusion in
each context. m Western art, the debates never end but they depart to another territory
including Southeast Asia, a sub-region of Asia with most intense cultural diversity.
Therefore, there are diverse details of ‘thingness’ in photography that are beyond the
common significance of photography as visual communication. ‘things' in this region
can be seen as similarity and difference. Within this region, there are light layers among

them interchanging between similarity and difference.

PAUSE, a contemporary photography exhibition, is a part of PhotoBangkok festival 2015
with the support of Bangkok Art Cultural Centre. The artists in the exhibition are
Ang Song Nian, Bui Huu Phuoc, Jed Escueta, Kim Hak, May Co Naing, MES 56,
Minstrel Kuik Ching Chieh, Naruebes Vadvaree, Nazaruddin Abdul Hamed, Phan Quang,
Prateep Suthathongthai, Robert Zhao Renhui, Sophal Neak, Souliya Phoumivong and
Yason Banal.

This contemporary photography exhibition, PAUSE, introduces a sketch or a collage of
stories and issues of the region through the artists’ critical point of views without any
conclusion. All exhibited artworks do not come from single disciplinary. They reflect
visions and opinions that are re-contextualizing through photography in various medias

in order to open our mind for new realities from our neighborhood.
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MAY CO NAING
(Born 1984, Myanmar)
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Like our parents, the younger generation in
Myanmar still feel that we are kind of survivors.
It is so hard to breathe in our society, just like
underwater. Everybody's dream is directly re-
lated to the political situation and the coming
elections in November. Shall we be able to
take a big breath soon? After photographing
a series of young people looking at life from
underwater, | asked them what it meant for
them, what they felt. They talked about their
frustrations, about being jobless after studying
sometimes a decade, about having to leave
abroad to have a chance to succeed, about having
to shut up and refrain to tell the truths.
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YASON BANAL
(Born 1972, Philippines)

Yason Banal's work is drawn to the deep
structure of the global image, the kind that
circulates translocally and survives translation,
and so is misrecognized as coherent, or coher-
ently universal. It is not, however, the image
in the fullness of its conceit that intrigues; it
is how it is made to cohere, to come together
through bits and pieces of its inevitable
but repressed dispersal, in other words, the
abstraction of its nature as thing, its motif,
the reductive condition of its appearance, and
the instances or the intervals at which it fails
to hold and therefore exfoliates like design so
sleek it belies its surplus.

Patrick Flores, All of the Form
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ANGSONGNIAN
(Born 1983, Singapore)
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Sidewalk Easement is a photographic record of the improvised living spaces of the average Singa-
porean settlers in the local apartments also referred to as the Housing Development Block (HDB)
flat. Many of these are a direct consequence of the local government's systematic city planning
and development that began in the early 1980s, a time where the economic progression was at
its rapidly growing stage in the country’s young history. Over the years of settlement, these HDB
apartments are adorned with a revealing clutter of functional, decorative, and personal objects.
The facade of these flats are gradually integrating into the urban environment, camouflaged with
surrounding trees, rubbish dumps, makeshift religious spots and living spaces. The images invite
speculation about who could possibly be living in these spaces and why. i this series, the ideal of
freedom from constraints rubs up against the practicalities of subsistence living. Putting a focus
on impermanence, on ideals modified by reality, on marks left by human activity, and perhaps
most importantly on how we shape and customize the environments in which we live.
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KIM HAK
(Born 1981, Cambodia)

"ALIVE” is my personal concept to reveal the
intimate memory of old photos and usual objects
entrusted to me by local Cambodian families,

forty years after the Khmer Rouge regime.

Since | was a young boy, in Cambodia, | have
often listened to my parents, siblings, and
relatives as they shared their past and painful
experiences. In 1975, during the fall of the
Lon Nol regime, my parents, as well as families
threw away many old pictures and identity
cards in order to hide their backgrounds. If
not, they would have been killed immediately
for being educated. However some people took
great risks to keep photographs to remember
their loved ones and objects, which represented

something important to them.

| started the series "ALIVE" from my personal
family's memory, but my purpose is to expand
the project to other families throughout Cam-
bodia. It is now a race against the clock, as

living witnesses are gradually disappearing.

... All these photographs and objects are deeply
significant. They are evidence of the past time
in history. War can kill victims, but it cannot kill
memory of the survivors. The memory should
be alive, known and shared for the current re-
search of human beings, and the preservation

of heritage for the next generations...

*Note: It is a work in progress for my next photo book

publication.
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PHAN QUANG
(Born 1976, Vietnam)
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284 Tapnweneuiisztsesaaimsutaionssninafesfumuuniasiuian sl sseunaua s gie
uazfsauveaivaum vhutinauesanulasfessuaseaumasidiudhvesrudhfuannfiinnduaumn siun
awiisanindaunisimltinsrienudufuanueds wufelumwuinuainssudsiaiudu (Binh Dinh)
usithatiuviiinuagiaueylulediuidd vhudemsnuiveswsuiauiniihsawitenududouazauun

A Farmer’s Diary is a photographic project begun by Phan in 2009. Images of both the countryside
and city pervade his work. Attempting to reconcile urban and rural divides and highlight Vietnam's
accelerated socio-economic development; Phan presents a body of work that weaves his personal
experiences with fictive scenarios. The resulting images oscillate between dreamscapes and
reality. Born in the farming community of Binh Dinh but now living and working in Ho Chi Minh City,
Phan is the embodiment of the blurred boundaries between the city and the countryside.
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ROBERT ZHAO RENHUI
(Born 1983, Singapore)
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Developed for naturalists by The Institute of Critical Zoologists, The Blind is a camouflage
cloak that works on the principle that an object vanishes from sight if light rays striking it are
not reflected, but are instead forced to flow around it as if it was not there. This series of images

documents the cloak being tested in nature reserves, grasslands and urban environments.
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MINSTREL KUIK CHING CHIEH
(Born 1976, Malaysia)
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Row, row, row your boat,
Gently down the stream.
Merrily, merrily, merrily, merrily,

Life is but a dream.

One year after my return from France to
Malaysia in 2007, the photographic series came
about when | started to feel more comfortable
and rooted in the new cultural and political

environment.

Living with my brother and his family at Kuala
Lumpur, | grew closer with my 4-year old niece
Hao-ming. When Hao-ming started to learn
English, we often sang an English nursery
rhyme called "Row, Row, Row Your Boat"
during the long car trip between my hometown
Pantai Remis and Kuala Lumpur. We had so
much fun by repeating the song on the seem-
ingly endless highway and traffic jams.

Looking back now, Mer.rily, Mer.rily, Mer.rily,
Mer.rily is essentially a time and place-based
work, structured in a way to narrate a story of
making home and preserving dream.
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SOPHAL NEAK
(Born 1989, Cambodia)

"

Neak Sophal is seriously pursuing her explo-
ration of contemporary Cambodian society.
After a series of pictures in the countryside,
in which she used the leaves of plants and
tree to create portraits without faces in the
landscape, she is now working in the city.
Always putting the question of identity at the

Each one loses his or her identity behind
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NAZARUDDIN ABDUL HAMED
(Born 1971, Malaysia)
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X marked the spot! ¢ E Spooner designed this
facility based on an iconic form of a man sur-
rendering while spreading both his legs and
arm thus resemble the letter X. Consists of
two segments, the architectural shots of the
facility representing the physical form of man;
aged and marred by time, silent and numb yet
majestic while the wall writings embodies a
dynamic yet generic sampling of what make us;
US - emotions - rage, repent, sadness, of hope
and desire; it is an organise way of dehumanis-

ing the inmates.

Denying the one major needs, socialising. That
was the REAL punishment. This series is an
expression of that situation, a convergence
between time and reality, PAUSED in frames,
so that the echoes of voices from distant can
be heard. Like in an adventure books where X
marked the treasure, this place offers far more

values that linger and alter your perception.
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BUI HUU PHUOC
(Born, 1976, Vietnam)

Afew years ago, Phuoc worked as an identity card
photographer. He decided that in addition to the
“official" photo taken from the shoulders up, he
would take a second picture (unbeknownst to
the subjects) that revealed their entire seated
bodies. The results were revelatory, and speak
volumes about how much of our identities is
produced through style, and how much gets
hidden away when we are asked to produce
ourselves “officially.” In all of the identity card
photos, the impression we get of the subject’s
personality from the top up is belied by what
they did not think would be photographed from

below.

It is an ironic gesture for an identity card pho-
tograph to say that photographs cannot always
capture identity, that identity is looser and wid-
er than what a picture can give US. If widening
the field of vision shows US this much, Phuoc
seems to say, what about what we cannot see?
Phuoc shows us photography’s limitations at
the same time that he shows US that the visible
can nevertheless tell US a lot: long, witchy look-
ing nails on a hyper-masculine looking man

show his poetic and mysterious side.

Text by Barbara Herman
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NARUEBES VADVAREE
(Born 1990, Thailand)
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Since my grandmother, one of the
closest persons in my life has started
to show symptoms of Alzheimer, her
loss of memory has made me aware
of a gradual change in our relationship
It is a change that a close family

disappearing from my grandmother's

preserve and keep records of what |
have done with my grandmother in
the days when her memory is still
quite intact, before the disease would
take all her memory, including the
memory of me.

Apart from being the medium to

record our everyday life and special

017

weaves our stories together

even though those pictures may come
from different photographers. | spent

almost half a year working in this

photography project with my grandmother,
beginning with cooking and

seen in still life photo | took from

around the house. Grandmother's
arrangement of things begins to show
some incongruous logic. And finally,

in the latest group of photos, the
conversation | have with my grandmother
takes the role in creating fake memory

of objects, stories, places, and even

me myself. | have eventually found

that these photos are combinations of

representation of memory whey we take reality, unreality, memory, and total

turns in taking pictures of our
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PRATEEP SUTHATHONGTHAI
(Born 1980, Thailand)
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Film is the trace of time that, at the same time,
shows the continuity and discontinuity. | inten-
tionally interweave this imperfection to be a
unity. The myth is reflected through the body
posture in the position of holding against the
gravity, discontinuing and pausing during the

dancing time.
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SOULIYA PHOUMIVONG
(Born 1983, Laos)

To the world we maybe a little one, if we
have ambition, belief and dare to present our
thought, we will find out that we are also unique
which can be shine to the world. This is an ini-
tial idea for my work 'big world’ or Somsai's
world (photos and stop motion). This concept
based on my experience when | was in Tokyo
- the big and high tech city. People in the big
city look like machine that never stop which
make me feel invisible. However, it is a good
opportunity for me to learn new experiences
and prove them that a small stone like me is

valuable and be able to shine in the big world.
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MES 56
(Founded 2002, Indonesia)

MES 56 iluesdnsi inanavnm lanedslanaudaduludn.a. 2545 fidesonunmem imhiiwvdendusies
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MES 56 is a non-profit institution, which was established in Jogja in 2002 by a group of artists,
and function itself as a production laboratory and idea dissemination of photo-based art, which
emphasizes in the exploratory and experimental approach, conceptually and contextually. With
mission to develop contemporary art discourse and visual culture, while also optimize art network
in the South East Asia region through several programs and activities such as residency, presen-

tation/ discussion, exhibition, and inter-disciplinary art projects.
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This is an analogy: If a gallery is a house, works
of art are the windows and doors, while the
artist can be positioned as the host of "certain
time". From a house terrace, we'll see other
buildings or houses, a place of neighbors who
are physically close but in fact, far in our daily

life.

In this series, | invited and asked some neigh-
bors to take a photo session inside Semarang
Gallery. Three days after the shooting, | printed
and framed the photos, gave them to the neigh-
bors, helped them install in their home, then
photographed again in a place where the pic-
tures were placed. It's predictable that every-

one has a different response on that process.

New questions arise after the project and
| don't have the answer but at least | tried to

break the ice that obviously has been existed.
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JED ESCUETA
(Born 1981, Philippines)
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Buried deep in our lizard brains is an inherent connection with these archetypal creatures. Perhaps
it is the way they evoke child-like awe and wonder that some of US cannot outgrow, and the feeling
of fright not just because of their huge teeth, long necks, teeth claws horns and spikes, but more so
because we may never see them alive, even if we wanted to.

Our only clue as to what these creatures are and how they lived comes from their bones, preserved
foot-prints and dung turned to stone. | see the same way we digest photographs, fantastic yet dead
and can only be re-animated in our imaginations.

And if this can be the unifying factor between prehistoric bones and photographs, then in biological
terms photography is synonymous to exoskeleton. An external support system, a sort of shell, out-
er-lining for the bone therefore it gains added strength and fortification. An added attribute to the
otherwise general lack of tenderness of bones, and in effect they will have something that will take
the role of “giver” whenever two hard surfaces collide.

This process is comparable to a broken-hearted person cutting up a former lover wallet portrait size.
From one truth to the next, a truth that has yet to be.

My wife and our two year old daughter, cannabis flowers, Brazilian Jiu-Jitsu black belt promotions,
my best friend smoking, blurred photos of trees, trunks with spikes, the Simpsons going to hell, kimo-
nos, my mother-in-laws 87th birthday party, tips of film, all to make a new creature, in pain. Pain not
from falling apart but from coming together, from integration, crisis to be known noticed appreciated.
Long live the Thundersaurs!, a fantastic new creature never as alive as now and yet, once gone forever.
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CREDIT

Guest Curator
Ark Fongsmut

Assistant curator

Anothai Oupkum

Translator

Monvilai Rojanatanti

Graphic Designer
Rujee-Lawan Chandhorn

Exhibition Coordinators
Kanchanapawan Chaiviriyanont
Patthira Krongrat

Activity and education

Krissana Hatta-Atcharakun

Exhibition Design
PRACTICAL Design Studio
Kanoknuch Sillapawisawakul
Santi Lawrachawee

Woramet Chamnandontree

Exhibition Installers
Keystone Studio
Boonma Sanwongsa

Tamsit Tiachareon

Communication
Thanakorn Younghaiphol
Suwatcharee Udomphat
Kith & Kin and Consultant

Video and Photo Recording
The Third Sound

Wachara Kanha

Sittidech Nuhoung
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