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“Do you laugh, or do you cry? It’s one of those. Take your choice.”

—William Wright

Saul Appelbaum speaks with William Wright and Sara Lee Hantman on the occasion of 
Wright’s exhibit Standing on Fishes at Sea View Gallery in Los Angeles.
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William Wright (b.1971, London, UK) is a London-based artist who paints from memory and imagination, 
taking inspiration where personal life and studio practice intersect on a daily basis. Intimate in scale and 
muted in palette, Wright’s paintings evolve over several weeks and sometimes months through a 
repetitive reworking of the canvas through painting, sanding down, and re-painting. This meditative 
process imbues a unique sense of time, contemplation, and texture throughout the work. Wright has 
held solo exhibitions at Sea View, Los Angeles, CA (2024); Galerie Ariane C-Y, Paris, FR (2023); Seventh 
House Gallery, Los Angeles, CA (2022); Lyndsey Ingram, London, UK (2022); and The Art Stable, Dorset, 
UK (2019). 

Sara Lee Hantman is the founder and director of Sea View, a contemporary art gallery in Los Angeles, 
CA. Inviting intergenerational dialogues between artists and designers within an intimate, historical 
context, Hantman has curated exhibitions with emerging and established artists such as Etel Adnan, 
Kelly Akashi, Kathryn Bradford, Julie Curtiss, Jessie Homer French, Ana Mendieta, Jorge Pardo, Shio 
Kusaka, Salvo, Alison Saar and Frank Walter. Previously, Hantman moved from New York in 2014 to 
direct Venus Over Manhattan’s 14,000 sq. ft. satellite gallery space in Los Angeles, after which she 
became senior director of Various Small Fires for six years before opening her own gallery in Los 
Angeles.
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William Wright, Beethoven’s Skull, 2023, oil on canvas, 12 x 10 inches
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Saul Appelbaum: William, I love the title of your current exhibit, Standing on Fishes, after the Rilke 
poem Moving Forward. I read it several times, and the representation of the ebbs and flows of the 
creative process struck me.

The drama in the poem happens internally and could be anywhere, like in a forest, a home, or a 
rollercoaster. It is an excellent analogy for your practice, as if internal creative life can make prosaic 
settings into an epic drama or rollercoaster.

Your practice is uniquely situated in daily life, yet from some subjects; I feel there’s an intense emotion 
that “pours outward,” drawing from the dramatic language in the poem.

William Wright: The whole feeling behind the poem struck me. It’s called Moving Forward, which would 
make a good title for the show. I was at a point in my personal and professional life where I’d made 
significant decisions and took a leap of faith in my studio practice. A line in the poem says, “It seems 

William Wright, Goldfish, 2023, oil on canvas, 18 x 14 inches
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that things are more like me now.” And I thought, well, that’s true. Sometimes, things that don’t make 
sense can mean everything and nothing simultaneously. So that’s how that stuck.

S.A. Will you talk about your imagery? Does it tap into a historical lineage in painting? 

W.W. There are many references to other painters like Matisse and Picasso. When I paint flowers, I don’t 
overthink what they are. With the sunflowers in the current exhibition, there was something positive 
about them. And you can only take on that subject with the obvious association. I like that. But equally, 
it has the door in there. I was thinking of Dorothea Tanning—the painting where there’s the corridor with 
the sunflower. I’ve made paintings where the goldfish is another reference. Cézanne, he’s been in one or 
two. I’m having a little bit of fun with it. It’s nice to have that different tone to the work as well. There’s 
something slightly absurd in some of the choices. So it’s not all the same pace.

S.A. You have some Cézanne apples behind you.

W.W. Conquering Paris with an apple.

S.A. Conquer. That’s dramatic. What do you think about dramatic moments in the imagery?

W.W. Most artists are obsessed with death, which is a motivation, right? Turning fifty, losing both my 
parents, but having twins, and all these things happening within about five years sends you in a 
direction. But something like a skull, it’s also a positive image. In this exhibition, the painting 
Beethoven’s Skull was a fluke. I’ve kept a bit of newspaper with the headline “Beethoven’s Skull 
Returned to Vienna” [shows newspaper].

S.A. Are you okay with me taking a screenshot? Will you hold it up to the camera?
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W.W. I use a stack of newspapers to clean my brushes. That headline was a surprise while I was making 
the painting. So that’s where that title came from. It’s a neat reference. I was making a whole series of 
flowers around the time that my father died. I also wanted them to be tough images so they weren’t too 
pretty. It also relates to the garden. My garden at home was beneficial to me through that period. Once 
you start planting and growing, it connects you to something fundamental. Before that, I wasn’t too 
conscious of changing seasons. Things happen and continue, and suddenly, you feel things more 
intensely.

S.A. You said the skull is positive. How so?

W.W. Well, an image of a skull can remind you of death. But it also reminds you of the need to get on 
with things. You only have so much time to get things done. There’s something absurd in the image. Do 
you laugh, or do you cry? It’s one of those. Take your choice.

Saul Appelbaum, Narrative Fieldwork: William Wright, 2024
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S.A. Sara, why did you choose William for Sea View on a programmatic and personal level?

Sara Lee Hantman: I was always attracted to William’s work because the stillness resonated with me. 
Coming to Los Angeles from New York and seeing the landscape in this incredibly diverse and 
discordant city, I thought I had just left New York; why would I situate the gallery anywhere that 
resembles a city? There are mountains and incredible vistas here. I wanted to explore that. It was 
magnetic to me because of its meditative quality. And, of course, William’s work embraces that as well. 
In a sea of imagery online and all of the new galleries opening in the United States, I hadn’t seen 
anything so still and quiet in its delivery. It was so refreshing to come across his work.

On an even more personal level, they speak to me as someone who spends all her time working with 
artists. Creativity is sometimes challenging to find and keep up with. As someone who aspires to routine 
and has yet to achieve it ultimately, William’s paintings speak to this search for creativity through focus 
and repetition. All kinds of incredibly talented people have talked about this. 

Rick Rubin came out with a book on achieving greatness through routine and meditation, or routine as 
meditation. David Lynch talks a lot about distilling your day down to specific routines to charge them 
with this opportunity for magic. That fine line between the mundane and the magical attracted me to 
William’s work because it is universal and essential for all artists of any medium or background. It’s 
something that we need to be willing to channel as well. It requires an attention to detail to achieve.

I find that Sea View and the space embody that, whether showing works of a smaller scale or fine-tuning 
exhibitions to fit a particular type of space for a specific context. It’s about attention to a particular 
subject matter daily, relentlessly, for many years. That hit a personal chord.

S.A. I sometimes struggle with finding regularity and calm. I wonder if anyone ever has a clear-cut 
routine all the time, and it’s been helpful to accept things that are out of my control. I did a meditation 
retreat a while back in Northern Thailand. At the retreat, I couldn’t bring myself to sit in a meditation 
pose for a long period like the other, more disciplined people, and I felt a little bad about that. The 
monks encouraged walking meditation in the garden and forest paths instead. It was nice because 
you’re probably not going to reach a meditative state if you’re hitting yourself over the head that you’re 
not good at meditation. It helped me embrace the moments of regularity and calm however they come 
my way while easing into discipline.

S.L.H. I respect the people who achieve a daily commitment, like meditating thirty minutes a day, but I 
still need the capacity in my life. I have yet to get to that transcendent space. But when I look at 
William’s paintings, it’s like stopping to smell the roses, so to speak, where you take a moment of pause.

Installation view, William Wright, Standing on Fishes, Sea View, 2024
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S.A. Sara, what about drama in William’s paintings?

S.L.H. The dramas allow us to enter into subtle humor and humanity beyond the daily life we see 
through the paintings. Going back to the poetics of language, William’s work has a deeper interest in 
mortality. You do feel like you’re looking at his life through visual clues. That, too, is quite universal. It’s 
comforting to see it in the light of absurdity or humor, whether titled Beethoven’s Skull or a painting of 
tomatoes cut off the vine. There’s something funny about it because you know that all of these things 
don’t last, and for him to immortalize them through painting, there’s a nod to these art historical tropes. 
We cling to ideas, rework, and re-envision them. When I look at William’s work, I see philosophical 
grappling.

S.A. William, in art history writing, I came upon the Italian word ‘disegno’, which roughly means to invent 
or think while drawing, as if writing a poem. I understand that you sometimes sand down a painting 
before adding more layers. Sometimes, you paint over areas, building up impasto. What’s the design 
behind this, pun intended?

W.W. There is a natural build-up that I sometimes have to take back down. It’s also a way to disrupt 
something. There’s something tactile and satisfying about it. It gives you a different kind of surface to 
work on. When I’m working over things, the surface is often dry. They’ve been sitting for weeks. It’s like 
starting afresh. It’s a way of breathing life back into the surface. It’s a different practice to someone like 
Auerbach. His process is different because he takes everything back daily and scrapes off the wet paint. 
But my sanding process is not destructive in that way. That happens when I paint over things.

It’s about settling on an image. When a painting reaches a certain point, it becomes more about tiny 
adjustments. You’d be forgiven for not noticing the difference if you came from one day to the next. It 
can be a subtle shift or a change of warmth in a gray. I sometimes change relationships so minutely that 
it almost becomes ludicrous. But it’s knowing when to stop. It’s when you reach that point where 

Installation view, William Wright, Standing on Fishes, Sea View, 2024
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something takes the painting out of your hands, and you don’t feel you can take it any further. Even 
then, I may return to it and paint over it entirely. There are occasions where subjects reappear the other 
way around, like this show’s lemon and sardines painting. That was a painting of a fish and a plate. It 
had been a painting of a bowl of lemons. And then they both appeared together.

S.A. These formalities do make a huge difference in painting construction or design. Let’s reevaluate 
where we began, or language and poetics, in a different light. What about imagery, meaning, thinking, 
and drawing in the formal process? 

W.W. At that time, I was reading a poem by Frank O’Hara called Why I Am Not a Painter. The gist of the 
poem is it’s about creativity and how the subject of the work isn’t necessarily overt. The poet goes to 
visit a painter in his studio. He’s written SARDINES across an area of the painting because “it needed 
something there.” On another studio visit, the painter erased parts from the painting, leaving only letters. 

William Wright, Sardines, 2023, oil on canvas, 12 x 16 inches
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The poet says, “Where’s SARDINES?” At the same time, the poet is writing while thinking about the 
color orange, but he never mentions orange in the final poem, yet he titles it ORANGES. It’s this idea 
that things are happening, but you don’t have to be specific about them. I love that idea then with my 
sardines and the lemon. That became my reference point for the poem. It was an accidental way of 
falling upon something that has a kind of poetry to it. It gave it another unintentional and fortuitous layer, 
but it seemed to be what the painting was about. Although I don’t like to say things are about 
something, it sums up the finished painting well, including the three previous paintings buried beneath it.

Standing on Fishes
Sea View Gallery
Los Angeles
January 14—February 17, 2024

William Wright
@williamwrightpainter

Sea View Gallery
@seaviewla

Sara Lee Hantman
@saraleehantman

Saul Appelbaum
@saulappelbaum
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Saul Appelbaum is the Founding Director of The Pioneers. He holds a Bachelor of Fine Art from the 
School of the Art Institute of Chicago, a Master of Architecture from Cornell University, and a Master of 
Fine Art from the University of Chicago. Since 2001, he has worked with Harper’s Bazaar, Serpentine 
Gallery, ASICS Tiger, Elle, Petzel Gallery, FGP Atelier, The Scottsdale Museum of Contemporary Art, 
InStyle, the Ann Hamilton Studio, the Jewish Federation, Transfer Gallery, Heidi Klum LLC, de Sarthe 
Gallery, Snoop Dog, L’Officiel, Hirmer Verlag, Kids of Immigrants, the Columbus Museum of Art, Vogue, 
the Singapore Art Museum, Critical Inquiry, Perry Ellis America, and Numéro.

Cover photography courtesy of The Pioneers
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Publication: Curator // Gallery: Serpentine // Exhibit: Third World: The Bottom Dimension //

Interviewer: Saul Appelbaum // Interviewee: Tamar Clarke-Brown // September 2024

ACT 1: WORLD SETUP, Tamar’s World
Your team used digital communications technologies as tools for building dialogue, solidarity, a game, and

art objects for Third World: The Bottom Dimension. I’m curious to learn more about your background,

focus area(s) of study, significant people, platforms, and/or experiences professionally that prepared you

for this.

+ Significant moments in your background? Shout outs?

+ How did you come to use comms tech (like Discord) for curatorial ends, and what are

some of the processes, benefits, challenges, discoveries, etc.?

+ Are there ways you set up comms that act like a digital twin of the art world?1

PLOT POINT 1 / INCITING INCIDENT: Embedding World & Art World in Game World
In Third World, there’s two game levels, one authored by Castiel Vitorino Brasileiro and the other by

Novíssimo Edgar, both overseen by the artist Gabriel Massan, and LYZZA who brings the levels together

with sound design, as Massan mentioned in another interview. I imagine that the game was in

development during the exhibition development. It’s a compelling way to create meaningful dialogue

between artists’ oeuvres in a group exhibit within a virtual world, and then set designs, props, sculptures,

tapestries derived from this are in the outer areas of the exhibit floor plan. It’s much more integrative than

for example commissioning new works with a similar theme and bringing it all together with placards, an

exhibition catalog, etc.

+ What was your role or roles in the entire production? Curator? Producer? Continuity

Designer and editor (in film)? Off camera character delivering script dialogue? Narrator?

Artist-Curator? Creative Collaborator? Managing Integrator? Author?
Pushing on this further. In a film the narrator and/or characters sometimes move from a non-diegetic to

diegetic level, or metalepsis. I’ve always admired Documenta founder Arnold Bode for his positioning as a

curator, designer, educator, commentator, author, and character / persona / public figure.

1 Discord imagery / video & still screen grabs. This portion is not necessary, but if Tamar thinks she'd have
fun with it then let's do it. I'm after any a-ha moments in the thread when a casual group discourse
becomes central to the final collaborative expression. Could even point to relevant ideas that while not
expressed in the final are still very important. Also interested in how we move between so many different
platforms to develop things, zoom in and out of information with a finger pinch, scroll up - down, etc.
Video screenshots zooming into a single sentence, or even keyword, the user profile images / names, etc.
Discord UI moments are cool too. It can create texture for b-roll transitions, intro, outtro, etc. but also give
me some more insight into ways to moderate our interview / ask questions.

1
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+ Is Third World as a whole like scripting an Almost In Real Time game, documentary, or

un-scripted media series with artists and curator as actors / players?

+ Are we moving into an era of the Artist-Author-Narrator-Curator who’s the seam or

connector of stories, the world, art world, computer networks, platforms, games,

metaleptic levels, etc.? How?

+ How have Gabriel, Novissimo, Castiel, and LYZZA changed your world via building a

game together? Specific instances in gameplay that represent this change?2

ACT 2: CONFRONTATION, Infinite Regress
It’s fascinating that there’s this idea of an art world and the rest of the world. This structure acts like a

trope, for instance synecdoche where art pulls from, reflects on, and stands in for the rest of the world. If

an artwork per se is part of an interpretive field in the art world with its own use of visual tropes, the entire

endeavor moves into something like an embedded narrative or narratives. Multiply this by every museum,

gallery, project space, artist, author, etc., and it starts to feel like warping through a blackhole or infinite

regress. With all the buzz today about ‘worldbuilding’ and games it’s like we’ve taken this infinite regress

and made a digital twin.

+ Where does the madness end?

PLOT POINT 2: TBD

ACT 3: RESOLUTION, TBD
With an eye toward gaming, narrative, scripting, and making a throughline in almost real time, Nicolas and

I are talking about sequels for this interview, following up with Hans Ulrich Obrist and Bettina Korek about

2024 programming

+ Will you give Curator an exclusive juicy morsel or foreshadow what's to come with

Serpentine Arts Tech programming in 2024, ideally related to what we’ve discussed?3

3 If possible it’d be great to follow up with Tamar in 2024 while speaking with Bettina

2 incorporating these answers with feedback from Gabriel, Castiel, Novissimo, and LYZZA. The artists will
take video or still screen grabs in the game of significant moments. The moments will relate to the
exhibition premise that it's about their experiences in their environment, e.g. environmental exploitation.
They will also send me a cell phone photo, video, and/or some other digital object that's related to the
elements referenced in the game and tell me how it's related in a voice recording or 2-3 sentence text.
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Publication: Curator // Gallery: Serpentine // Exhibit: Third World: The Bottom Dimension //
Interviewer: Saul Appelbaum // Interviewee: Tamar Clarke-Brown // September 2024

ACT 1: WORLD SETUP, Tamar’s World
Your team used digital communications technologies as tools for building dialogue, solidarity, a game, and
art objects for Third World: The Bottom Dimension. I’m curious to learn more about your background,
focus area(s) of study, significant people, platforms, and/or experiences professionally that prepared you
for this.

+ Significant moments in your background? Shout outs?
+ How did you come to use comms tech (like Discord) for curatorial ends, and what are

some of the processes, benefits, challenges, discoveries, etc.?
+ Are there ways you set up comms that act like a digital twin of the art world?1

PLOT POINT 1 / INCITING INCIDENT: Embedding World & Art World in Game World
In Third World, there’s two game levels, one authored by Castiel Vitorino Brasileiro and the other by
Novíssimo Edgar, both overseen by the artist Gabriel Massan, and LYZZA who brings the levels together
with sound design, as Massan mentioned in another interview. I imagine that the game was in
development during the exhibition development. It’s a compelling way to create meaningful dialogue
between artists’ oeuvres in a group exhibit within a virtual world, and then set designs, props, sculptures,
tapestries derived from this are in the outer areas of the exhibit floor plan. It’s much more integrative than
for example commissioning new works with a similar theme and bringing it all together with placards, an
exhibition catalog, etc.

+ What was your role or roles in the entire production? Curator? Producer? Continuity
Designer and editor (in film)? Off camera character delivering script dialogue? Narrator?
Artist-Curator? Creative Collaborator? Managing Integrator? Author?

Pushing on this further. In a film the narrator and/or characters sometimes move from a non-diegetic to
diegetic level, or metalepsis. I’ve always admired Documenta founder Arnold Bode for his positioning as a
curator, designer, educator, commentator, author, and character / persona / public figure.

+ Is Third World as a whole like scripting an Almost In Real Time game, documentary, or
un-scripted media series with artists and curator as actors / players?

+ Are we moving into an era of the Artist-Author-Narrator-Curator who’s the seam or
connector of stories, the world, art world, computer networks, platforms, games,
metaleptic levels, etc.? How?

+ How have Gabriel, Novissimo, Castiel, and LYZZA changed your world via building a
game together? Specific instances in gameplay that represent this change?2

2 incorporating these answers with feedback from Gabriel, Castiel, Novissimo, and LYZZA. The artists will
take video or still screen grabs in the game of significant moments. The moments will relate to the
exhibition premise that it's about their experiences in their environment, e.g. environmental exploitation.

1 Discord imagery / video & still screen grabs. This portion is not necessary, but if Tamar thinks she'd have
fun with it then let's do it. I'm after any a-ha moments in the thread when a casual group discourse
becomes central to the final collaborative expression. Could even point to relevant ideas that while not
expressed in the final are still very important. Also interested in how we move between so many different
platforms to develop things, zoom in and out of information with a finger pinch, scroll up - down, etc.
Video screenshots zooming into a single sentence, or even keyword, the user profile images / names, etc.
Discord UI moments are cool too. It can create texture for b-roll transitions, intro, outtro, etc. but also give
me some more insight into ways to moderate our interview / ask questions.

1
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ACT 2: CONFRONTATION, Infinite Regress
It’s fascinating that there’s this idea of an art world and the rest of the world. This structure acts like a
trope, for instance synecdoche where art pulls from, reflects on, and stands in for the rest of the world. If
an artwork per se is part of an interpretive field in the art world with its own use of visual tropes, the entire
endeavor moves into something like an embedded narrative or narratives. Multiply this by every museum,
gallery, project space, artist, author, etc., and it starts to feel like warping through a blackhole or infinite
regress. With all the buzz today about ‘worldbuilding’ and games it’s like we’ve taken this infinite regress
and made a digital twin.3

+ Where does the madness end?
In the game players may record or capture gameplay and go through a process with Tezos to mint and
possess the art that’s driven by blockchain technology. Part of the game is about the exploitation of
natural resources, yet it feels less like a critique than putting forth a fact of industry where raw materials
are put to use.

+ Is there a latent critique about the exploitation of human creativity and the environment?
An attempt to find a positive exploitative act in art & commerce?

PLOT POINT 2: TBD

ACT 3: RESOLUTION, TBD
With an eye toward gaming, narrative, scripting, and making a throughline in almost real time, Nicolas and
I are taking about sequels for this interview, following up with Hans Ulrich Obrist and Bettina Korek about
2024 programming

+ Will you give Curator an exclusive juicy morsel or foreshadow what's to come with
Serpentine Arts Tech programming in 2024, ideally related to what we’ve discussed?4

4 If possible it’d be great to follow up with Tamar in 2024 while speaking with Bettina

3 Foreign Body / Outernet Arts video documentation mixed with exhibition footage, and the process of
minting with Tezos

They will also send me a cell phone photo, video, and/or some other digital object that's related to the
elements referenced in the game and tell me how it's related in a voice recording or 2-3 sentence text.

2



Vera Maurina Press
S.A.A. | 03.14

make it like home...anywhere?
             Thasnai Sethaseree

On the Critical Attitude

The critical attitude
Strikes many people as unfruitful
That is because they find the state
Impervious to their criticism
But what in this case is an unfruitful attitude
Is merely a feeble attitude.  Give criticism arms
And states can be demolished by it.

Canalising a river
Grafting a fruit tree
Educating a person
Transforming a state
These are instances of fruitful criticism
And at the same time instances of art.1

1 Bertolt Brecht, Poems, PoemHunter.com, 2012. 
1
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--------------------

I rarely repeat myself, however, and I throw away things after I’m done, so 
there’s really no option of showing my works for a second time. I discard 
and redo. I have nothing stored away for re-exhibition, save for my original 
calendar project, which I’ve kept for some time. It’s interesting to look 
back at the piece with some ten years of distance. 
...
But an overarching theme is the creation of complexity in temporal 
structures—creating confusion that will lead to a questioning of the 
structure of time itself, of how one exists in time. This idea exists in almost 
all of my projects, even if it is expressed in different forms. Sometimes it 
touches on themes of race, immigration, or cultural (mis)production. In 
truth, my basic rationale concerns the confusion of temporal structures to 
question how we inhabit them. So in almost every piece there must be a 
multiplicity of exhibition venues and a partitioning of gallery space in order 
to suggest this sense of time-out-of-joint.2

--------------------

Once those formal decisions are made, there are ethical issues to consider. 
If I truly “appropriate” this work, then I must faithfully copy/write every 
word of the newspaper. No matter how tempted I might be to alter the 
words of a disagreeable politician or film critic, I cannot do so without 
undermining the strict “wholes” that appropriation trucks in. My aim was to 
be as uncreative as possible; this was the hardest part of the task, for 
with every keystroke came the “creative” urge to fudge, skew, intervene. 
So, for a simple appropriation, it’s not so simple. There were as many 
decisions, moral quandaries, linguistic preferences, and philosophical 
dilemmas as there are in an original or collaged work. And yet I still trumpet 
the work’s “valuelessness,” its “nutritionlessness,” its lack of creativity and 
originality when clearly the opposite is true.3

     --------------------

Naturally, making art objects requires labor and work, but art does not 
exclusively belong to the realm of objects. For example, some years ago I 
was looking at Matisse paintings at the Metropolitan Museum of Art. As I 
was leaving the museum, I became aware of a residual sensation that 
looking at these paintings produced: for some time I was actually seeing 
things on the street according to the visual logic of the paintings. This 
made me think that this is exactly where the “art” of Matisse resides—in 
this ephemeral yet incredibly powerful effect that occurs when you are not 
looking at the paintings themselves. However, because these works are 

2 Thasnai Sethaseree, Make Form Not Fun, 2009,
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such expensive, sought-after objects, the museum frames the experience 
of encountering them as the veneration of fetish objects, where the 
emphasis is placed on the object itself rather than what it can trigger 
within the subject. This is very unfortunate. It seems to me that art 
resides within and in between subjects, and subjects don’t always require 
work to produce themselves. For example, falling in love, or having a 
religious or aesthetic experience does not require work, so why should art 
require work to come into being?4

For over two decades, Dr. Thasnai Sethaseree (Doctor of Philosophy, Social Science) made 
fruitful criticism through his political activist work with Chiang Mai Social Installation, organizing 
labor and leisure as neither artwork nor not art work, picture combinations and distributions of others’ 
touristic content (information and media distribution) where an ordering gesture makes an uncreative 
original , making stories and scripts, building stage-like-art-props, producing fast, cheap, and easy 5

copies of modern masterpieces , performing on and off stage, and integrating the Chiang Mai University, 6

Faculty of Fine Arts, Department of Media Arts and Design with scholars and activists in political 
science and sociology. 

If for many years, most of Sethaseree’s fruitful criticism was discarded and redone, to 
activate a sense of time-out-of-joint, and now Sethaseree is storing objects away for re-exhibition, 
then what is the purpose of his archival object in a temporal structure that still touches on race, 
immigration, or cultural (mis)production?  Is the temporal structure the same as before, requiring a 
multiplicity of exhibition venues?  If copying is essential to Sethaseree’s output, where can one locate 
originality, if at all?  If appropriation in art is either a literalist gesture against representation (collaging the 
thing itself into the work), or intellectual property infringement (blatantly using other authors’ images 
and/or text and calling it one’s own), then can one locate Sethaseree’s practice in the trajectory of 
appropriation, or do his reproductions operate in the realm of anamnesis and amnesia, where authorship 
is fuzzy if not non-existent?   If art is either with or without work, then what does one make of artwork 7

based on art without work? 
To scratch the surface of multiple location versus memory in situ, site-specific living versus 

effectively cancelling it through export, clear pictorial connectivity versus time-out-of-joint, archival 
objects versus art detritus, and appropriation versus bringing to mind and mindlessness, one must look 
to Sethaseree’s new body of drawings, paintings, and sculptures, including their unarchived foundation 
in a series called make it like home...anywhere?, beginning circa 2002.

Early in the series he focused on a common bond between people, an imaginative picture of 
what makes life better in another place, e.g. pecuniary opportunities.  Everyone’s immigration 

picture is different, yet the type is the same.  The common pictures operate within an exodus 
from one place (home) to an imaginary picture (not home).

Once immigration happens, people face challenges like feelings of uprootedness.  Many long for 
things left behind (nostalgia).  These things become another type of common picture, a picture of return 
to a place of origin.  The return picture has new types of missed opportunities outside of things like 

3
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3

pecuniary gain, e.g. a sense of belonging.  One collective action on this common picture is to build 
edifice or entire districts in cities based on return and belonging (China Town, Bangkok, Little Italy, 
New York City, Polish Downtown, Chicago).  This second home in a foreign place is one shaky or 
out-of-joint-foundation for make it like home...anywhere?  It is the uncanny sense of living in the 
present in a foreign place constructed from a previous time, with the hope of return to an origin in the 
future. 

With pictures of these pictures, times, and places in mind Sethaseree began creating 
picture-specific-event-structured-objects in what he called the three project rings of make it like 
home...anywhere?  The first project ring was events for Thai immigrants in Chicago, the second 
posters for the Utopia Station, Venice Biennale, and the third a picture-story in the serial fashion 
publication Image Magazine.  | 8 9

The first project ring started in his Chicago home in a Puerto Rican neighborhood in the 
South-Side of Chicago, home of the Black Renaissance.  Here, Sethaseree made a common garden 
and planted native Thai herbs with a Thai community.  Already, we have several 
cultural-temporal-immigration-migration-overlays, not to mention the time-out-of-joint in each 
individual’s return-home-picture.  While there is direct and tight correlation between the object (Thai 
herbs), a group from Thailand in a triply foreign land (Puerto Rican and Black heritage in America), and 
a return picture to Thailand, this multiple layering exasperates time-out-of-joint.

Further, the whole house became what Sethaseree called a ‘sanctuary’ for Thai people.  It 
provided a home for new and homeless Thai immigrants, a hangout for Thai students, and a site for what 
Sethaseree thought of as pre-research for a PhD in the History of Culture, at the University of Chicago10

.  With the expansion into an informal Thai cultural center, Sethaseree organized events like a field trip to 
go fishing with Thai immigrants on the Mississippi River.  The idea was that leisure time together allows 
Thai people to bond about the difficulties facing immigration, and makes time-out-of-joint sensibly 
concrete, at least for a moment.   Sethaseree did not think of any of this as an art project but rather as 11

cultural research into immigration and cultural overlays.  It was not until later that the art resid[ing] 
within and in between subjects became intersubjective art residing in an art object, with potential 
for seeing things on the street according to the visual logic of paintings. 

While there are remnants from these projects like low tech documentation  and publicity, there 12

are very few if any archival art objects.  Still, during the same period Sethaseree began a series of 
archival drawings using an encyclopedia as source material, and carbon paper as a reproductive 
technology.  These drawings are neither parallel nor oblique to make it like home...anywhere?, but are 
both, especially today.  Most of these drawings burnt in Dan Peterman’s studio fire in Chicago.  It is 
almost a blessing considering the smoke and mirrors, or temporal confusion this causes.  Yet the artist’s 
recollection of the drawings plays an essential role in make it like home...anywhere? 

8 make it like home…anywhere?, Garden activity/Site-Specific Conceptual Housing Project, Chicago, 
U.S.A., 2002; make it like home…anywhere?, Poster Project, Utopia Station at the Haus der Kurst, 
Munich, Gemany, 2003; make it like home…anywhere? (Excerpt), Italy, 2003; make it like 
home…anywhere?, Poster Project (Traveling Exhibition), Utopia Station at DasTAT, 2004.
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In post-concept, or rather by lacking a material record after instantiation, this missing series of 
drawings introduces a foreign element into the artist’s overall way of working around 2002.  If his 
overarching theme [was and] is the creation of complexity in temporal structure and suggesting a 
sense of time-out-of-joint, through geo-temporal-memorial-scattering of a project, then the artist 
intensifies time-out-of-joint by making archival and clearly sequential material as yet another 
non-sequitur.  Inserting a traditional art object into this period shakes the temporary foundation of make 
it like home...anywhere?, countering the fleeting qualities of a common garden, informal and temporary 
Thai cultural center, house for immigrants without a home, fishing trip, conceptual film not on film but in 
everyday-life (advertised in Venice but taking place in Chicago), and a serial fashion magazine 
ad-like-story-throwaway. 

In terms of the material-temporal-sequential base of the obliquely-parallel drawings, Sethaseree 
used carbon paper to think through encyclopedic order, knowledge systems, and copying.  He retraced 
all of the graphic symbols, lines, formatting, and words from ‘A’ to early ‘M’ in a first attempt to 
reproduce an entire encyclopedia.  One can imagine there were as many decisions, moral 
quandaries, linguistic preferences, and philosophical dilemmas as there are in an original or 
collaged work.  Notwithstanding the invaluable value of copying by a unique and formally well trained 
hand, the unoriginality of the content in these drawings indicates another way that Sethaseree confounds 
time through the thought of re-authoring and authorship oneself, and by others.

For one, after returing to Thailand in 2007, Sethaseree considered re-copying the same 
encyclopedia in the same series of drawings with his own hand and the hands of studio assistants.  While 
there is an immense amount of value and creative choice in how he copied the encyclopedia in Chicago, 
it opens up whether or not he could reproduce this work indefinitely with reprinted copies of the same 
encyclopedia.  Bringing to mind a previous work, recopying the thought of that work, with a copy of 
the same text copied, and asking others to do the same without the experience of the original copy is 
much more than a mise en abyme.  It is a veritable memory-time-labyrinth without beginning or end. 
For his current and ongoing series of carbon copy drawings for make it like home...anywhere? 
Sethaseree hires studio hands to produce some of the drawings.   Now the art object functions as a 13

screen through which one brings to mind an intersubjective experience, but one never gains access to 
the experience itself in producing or looking at the artwork. 

from Of Poor BB

Of those cities will remain what passed through them, the 
wind!

The house makes glad the eater: he clears it out.
We know that we’re the only tenants, provisional ones
And after us there will come: nothing worth talking about.14

--------------------
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"Do you know what Edvard Munch said about photography?" David 
Hockney asks me. "He said photography can never depict heaven or hell15

While the encyclopedia drawings were an outlier in make it like home...anywhere? circa 2002 
- 07, they are now central to the work-at-hand in 2014.  Before leaving Chicago for Chiang Mai in 
2007, Sethaseree talked with Thai immigrants about their ideal home.  He asked them to send pictures 
and drawings of this ideal to his new residence in Thailand.  These pictures came in many mediums 
including drawings, magazine and book cut outs, and texts. 

Instead of reproducing pages from an encyclopedia, Sethaseree’s current series in make it like 
home...anywhere? uses the same carbon copy process with these resources.  He imagines the 
indepictabily of immigrant return-home-pictures in a series of thirty blue carbon copy drawings paired 
with thirty brilliant blue copy carbon sheets (plates 1 - 10) , extending the series into thirty paintings 16

(plates 11 - 33),  and thirty stainless steel sculptures (plates 34 - 41).
Sethaseree enlarges the pictures from Thai immigrants in Chicago, puts them on top of carbon 

paper, on top of drawing paper, overlays a grid (not present in the original), and hand traces the picture 
with a pen.  The manual labor wears on his patience and muscle so while tracing he recalls 
conversations with the immigrants.  In the process he has no more interaction with the people who sent 
the resources so the imaginary picture of return to Thailand drops dead in the transfer to Thailand.  The 
grid holds perspectival bodies, memories, and returns in limbo.  Sometimes the grid becomes so dense 
that it almost completely suppresses recognition of the image.  Not only does the entire process screen 
anamnesis, but so too does the artist’s language and actions surrounding the drawings.  The house 
makes glad the eater: he clears it out | We know that we’re the only tenants, provisional ones | 
And after us there will come: nothing worth talking about.

Unlike the drawings in this series, Sethaseree’s paintings do not directly and physically trace a 
picture, but rather reconstruct it,  as if photographic processes can never depict heaven or hell.  The 
point here is not to harp on banal competitive arguments (reliant on a sense of self worth) between 
photographers and painters.  The point is that no heaven, hell, or immigrant-return-picture exists in any 
object.  They are from another place, from mind, and mind is fleeting.

If focusing on the word depict, delineation of mind becomes more restrictive of photography, 
because no matter how elaborate the set, costume, and make-up, the photograph is a much closer 
imprint of things that exist than any painting.  While paintings may represent people, places, and things, 
in the end, the shadow of these things are not inscribed with light into the painting surface..  They exist 
after perception, then in mind, then painting, then audience perception, and then mind.  The painting 
traces itself, or better yet it traces a mind.  Even if the painter stands right in front of the thing the 
paintings is of, the painting is of something else, other worldly, a material result of mind to be generous, 
or the profound foolish activity of someone that believes gooey paint-junk means something more than 
what it is.   To be sure, there are parts of photography that stand outside the direct 17

17 Gerhard Richter, The Daily Practice of Painting: Writings 1962 - 1993, MIT Press, 1995.
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material-light-chemical result, and perhaps these things are close to a depiction of heaven and hell, e.g. 
invisible meaning in the order of a series hanging on a wall.  

Either Sethaseree’s drawings approximate the photographic process insofar as the pen traces 
and imprints like light, or the drawings are of photographs.  Either way, in the paintings the brushwork 
becomes a subject in its own right, without necessarily referencing things Sethaseree looks at while 
painting, like a photograph.

 Unlike the drawings and paintings, Sethaseree’s sculptures pick an object out of a detail from 
the immigrant-return-home-picture. He then sculpts the detail with a plaster and sand mixture covered 
with wax for bronze casting, finally applying chrome plating to the bronze. The sculptures are currently in 
production. Sethaseree imagines arranging the sculptures around a grid on a platform or table. Coldness 
and reflection are the most noticeable surface qualities. The grid is no longer a screen obfuscating the 
picture. It is both a field for arranging objects, and a distorted reflection in the chrome sculptures. If the 
grid in the drawings and paintings stand in for a memory screen, denying full access to a conversation 
with immigrants about return to their homeland, distorting the conversation (time-out-of-joint), then the 
sculptures distort that very distorting mechanism itself (distortion of time-out-of-joint). The historical 
screen is illusory, in the grand tradition of painting, extended to sculpture times infinity. Further, the 
sculptures are both an abstraction from a picture, yet resist being part of it by becoming something else. 
They become a reflective surface in whatever display context one places them. In this regard, it is crucial 
to place them well, considering that any documentation will inscribe meaning into this body.

The paintings resist being part of the picture by blurring details with brush work.  The drawings 
resist being part of the picture (despite their more detailed treatment) by being two-times physically 
removed in the carbon process and several steps removed in their mental and physical origin. 
Regardless of all this remove, at the very least they are the closest to the thing to the artist himself.  Still, 
an audience does not necessarily have access to the artist, so a direct encounter is consistently denied at 
many different levels of depth.

This entire series obfuscates vision and communicability, and the artist intentionally denies the 
possibility of meaningful interaction.  Nevertheless, there are the pictures, standing right in front of us, 
grounding the un-grounded idea that we have access to others’ mental pictures through the eyes of the 
artist through time.  These layers project upward to the idea that we will never access mental pictures 
through multiple bodies and sites, let alone multiple sites in a singular exhibition.  As moving pictures 
pass into various states temporary feelings of understanding, communicability, and memory vacillate 
between misunderstanding, miscommunication, and time-out-of-joint.  While Sethaseree breaks his 
work into segments with semi-clear titles and dates, amnesia and anamnesis explode everything into a 
conundrum for historically clean narrative lineage.  This is an art almost as messy as life itself, 
understandably pointing to an immense unknown, and therefore not quite there.  Nice try but no cigar.

--------------------
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We are in the presence of amazing powers of memory. And, according to 
Cicero, these natural powers were indeed aided by training of the type 
described in Ad Herennium.

The specimen image just described was a 'memory for things' image; it was 
designed to recall the 'things' or facts of the case and the following loci of 
the system would presumably have held other 'memory for things', images, 
recording other facts about the case or arguments used in speeches by 
the defence or the prosecution. The other two specimen images given in 
Ad Herennium are 'memory for words' images.

The student wishing to acquire 'memory for words' begins in the same way 
as the 'memory for things' student; that is to say he memorises places 
which are to hold his images. But he is confronted with a harder task for 
far more places will be needed to memorise all the words of a speech than 
would be needed for its notions. The specimen images for 'memory for 
words' are of the same type as the 'memory for things' image, that is to 
say they represent human plates of a striking and unusual character and in 
striking dramatic situations-imagines agentes.

We are setting out to memorise this line of verse:
lam domum itionem reges Atridae parant

(And now their homecoming the kings, the sons of Atreus are making 
ready)

The line is found only in the quotation of it in Ad Herennium and was either 
invented by the author to exhibit his mnemonic technique or was taken for 
some lost work. It is to be memorised through two very extraordinary 
images.

One is 'Domitius raising his hands to heaven while he is slashed by the 
Marcii Reges'. The translator and editor of the text in the Loeb edition (H. 
Caplan) explains in a note that 'Rex was the name of one of the most 
distinguished families of the Marcian gens; the Domitian, of plebeian origin, 
was likewise a celebrated gens'. The image may reflect some street scene 
in which Domitius of the plebeian gens (perhaps bloodstained to make him 
more memorable) is being beaten up by some members of the distinguished 
Rex family. It was perhaps a scene which the author himself had 
witnessed. Or perhaps it was a scene in some play. It was a striking scene 
in every sense of the word and therefore suitable as a mnemonic image. It 
was put on a place for remembering this line. The vivid image immediately 
brought to mind 'Domitius-Reges' and this reminded by sound resemblance 
of 'domum itionem reges'. It thus exhibits the principles of a 'memory for 
words' image which brings to mind the words which the memory is seeking 
through their sound resemblance to the notion suggested by the image.

We all know how, when groping in memory for a word or a name, some 
quite absurd and random association, something which has 'stuck' in the 
memory, will help us to dredge it up. The classical art is systematising that 
process.

The other image for memorising the rest of the line is 'Aesopus and Cimber 
being dressed for the roles of Agamemnon and Menelaus in Iphigenaia'. 

8



Aesopus was a well-known tragic actor, a friend of Cicero; Cimber, 
evidently also an actor, is only mentioned in this text. The play in which 
they are preparing to act also does not exist. In the image these actors 
are being dressed to play the parts of the sons of Atreus (Agamemnon and 
Menelaus). I t is an exciting off-stage glimpse of two famous actors being 
made up (to smear an image with red paint makes it memorable according 
to the res) and dressed for their parts. Such a scene has all the elements 
of a good mnemonic image; we therefore use it to remember 'Atridae 
parant', the sons of Atreus are making ready. This image immediately gave 
the word 'Atridae' (though not by sound resemblance) and also suggested 
'making ready' for the home-coming through the actors making ready for 
the stage.

This method for memorising the verse will not work by itself, says the 
author of Ad Herenmum. We must go over the verse three or four times, 
that is learn it by heart in the usual way, and then represent the words by 
means of images. In this way art will supplement nature. For neither by 
itself will be strong enough, though we must note that theory and 
technique are much the more reliable. The fact that we have to learn the 
poem by heart as well, makes 'memory for words' a little less baffling.

Reflecting on the 'memory for words' images, we note that our author 
seems now concerned not with the rhetoric students' proper business of 
remembering a speech, but with memorising verse in poems or plays. To 
remember a whole poem or a whole play in this way one has to envisage 
'places' extending one might almost say for miles within the memory, 
'places' past which one moves in reciting, drawing from them the mnemonic 
cues. And perhaps that word 'cue' does give a clue to how the method 
might be workable. Did one really learn the poem by heart but set up some 
places with 'cue' images on them at strategic intervals?18
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seems now concerned not with the rhetoric students' proper business of 
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cues. And perhaps that word 'cue' does give a clue to how the method 
might be workable. Did one really learn the poem by heart but set up some 
places with 'cue' images on them at strategic intervals?18
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Franz West, Furniture, installation view, Gagosian Gallery, 2011

To my seed, may I lead you into no greed or evil
In the categories of stories I breed my sequel
- - Nas

Instead of using the Adaptives, you just sit around, talk, and think. Like                      
putting a dream on Earth. The Adaptives would be the dream and the chairs                        
and tables would be the Earth.
+ + Franz West

Design

design makes the rate of change seem OK.
wealth gap aside, it
doesn't mean to make You mine

nor be an early adopter of technology.
it would be a feat to do
what only a baby can do.
- - Adam Katz
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In my life the furniture eats me.
+ + William Carlos Williams

I begin and end with the raison d'être for an ‘I’.  I want to speak in the informal, personal, and
conversational tone with which Mit Jai Inn lives with his paintings.  Looking at his body of paintings over a
long period it is obvious that one may trace the compositional, technical(ogical), and abstract pictorial
developments in a consistent set, but looking at the use or ways the body performs and speaks, one may
diagram parallel and lightly-stylistic developments against the consistency of plastic form.  I use
‘lightly-stylistic’ to point toward the contingencies in life that form a painter’s personal vision yet do not
necessarily form the ways one paints.  It is compelling that one may complexify the textual diagram by
tracing a third line, or the more austere historical trajectory of abstraction itself.  Three of these
developments include anti-institutional notions about living art (or how a conventional past haunts the
present), anti-establishment action painting in Chiang Mai Social Installation (CMSI (the collective soul
of relational aesthetics in Thailand (or how an unsatisfactory political present segues into the ideal
future))), and now the mature solitude of painterly meditations free from the past and future (or Cézanne
the Buddhist).

Circa 1986 - 88 in Germany and 1988 - 1991 in Vienna Mit staged a series of exhibitions and
events in domestic spaces in Berlin and Vienna (see plates 1 - 9).  While there is little documentation of
the events that took place surrounding the objects, one can imagine the various modalities of art blending
with and standing out from life and societal norms.  One can also imagine the anti-institutional sentiments
that ran high during the prime of institutional critique, using the negative as an ever present positive, as
matter-of-fact as any material (exemplified well in Jan Hoet’s authoritative position and the suspension of
this authority in the co-authored and a-institutional exhibit Chambres d’Amis).

For a Secession exhibition, Mit will restage and celebrate the twenty-fifth anniversary of these
exhibition-events in domestic spaces.  Like Franz West and his living rooms for museums, Mit’s second
staging will reach a higher level of formalization, i.e. making the gesture strongly stylistic.  A stronger
stylistic form speaks to larger scale contingencies in the historical development of abstraction.  Since the
artist-curator and pictorial-performance are now part and parcel to formal developments and composition
in abstract painting , something Mit recognized for decades, it is a good lead in for framing two of his latest1

sets of paintings.

1 Stingel, Rudolf, Rudolf Stingel: MCA Chicago/Whitney New York, Hatje Cantz, 2009
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Gerhard Richter and Konrad Lueg, Life with Pop: A Demonstration for Capitalist                    
Realism, furniture store, Düsseldorf, 1963 (Gaussian blur & noise filters)

Blinky Palermo, Mural Drawing at the Franz Dahlem House, Darmstadt, 1971

The first set is from an ongoing series called Patchworks and will consist of four hundred 30 ½ x
30 ½ centimeter double-sided unstretched canvases that are geometrically broken up into four hard-edge
square color blocks (see plates 10 - 17).  Some have rectangular L-shape holes revolving around the
center; some are three prong rectangular, and some are crosses.  Some surfaces have a single cut from
the center running perpendicular to the edge.  These cuts allow one to sculpt (fold, drape, bend) the picture
according to structural characteristics internal to the surface.  It is less clear what exact external structural
characteristics should do the sculpting, i.e. similar to John Cage’s concept of ‘indeterminacy’ Mit does not
determine whether hands, a Buckminster Fuller space-frame, or a globe must sculpt the pictures.  The
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composition restrains potential, but without more instruction and/or material restraint, the potential is
unimaginably enormous.  One could train an eagle to pick up a painting, drop it on a spaceship going to
Mars, and tell an astronaut to release it in Earth’s orbit en route.  Therefore, a problem to solve in this
exhibit is how to minimize the number of possibilities, for the sake of letting the paintings function in a
meaningful way when they leave the hands of the artist (whether through gifting, entering collections, or
death).  Further, if Mit’s paintings layer moments he picks out from time, and layering stands in as a figure
for the potential of absolute stasis in mind, then fixing his pictures is a peaceful caesura defined against
worldly flux.  The painting is the ‘dream’ and the structural fixity is the ‘earth’.

With this in mind, Mit asked my studio Vera Maurina Press (VMP) to collaborate with him to
design and insert peace of mind in his paintings, using domestic spaces as part of the external structure.  In
this work, there will be no safe artistic remove from applied art via simile or metaphor, as in many
domestic installations in white cubes.  There will be no safe remove in the form of a rhetorical gesture set
against the commodification of art, as in Richter and Lueg’s insertion of art-that-is-not-art in a space of
more pure commerce.  The work will fully embrace domestic environments as they are, including their
sense of intimacy, more in line with Blinky Palermo and Louise Lawler.  This work will deploy ‘design that
makes the rate of change OK’.  In other words, the work will unabashedly design objects and interiors
with input from those that live in domestic spaces according to personal taste, inserting personality like a
gilded frame.  This formalizes the museum documentary idea of ‘provenance’ in the plastic form of
painting per se.

One major question is how to light the works.  In accord with the spirit of indeterminacy, one may
determine natural and artificial lighting conditions, e.g. a window lets natural light in to hit painting ‘x’ at ‘y’
wall angle during ‘z’ time of day, and a curtain has potential to regulate the light.  If the painting changes
location (either moving to another room or building) so too will the direction of the sun.  In
three-dimensional digital modeling, one may visualize a good cross-section of different lighting conditions
throughout the day in different regions to insure some aspects of the external structure will remain
consistent.

Chicago grey days are much different than Bangkok grey, and each influence the light of a
painting.  It is in these differences where atmospheric change becomes indelibly part of the provenance of
paintings, creating another indeterminate opening for a type of photography that is neither strictly
documentary and concerned with the veracity of pictures, nor strictly fine art and concerned with personal
vision on the verge of fiction .  Mit and I will collaborate with one or more photographers in this capacity.2

2 Stallabrass, Julian, Documentary, Documents of Contemporary Art, Whitechapel Gallery and MIT Press,
2013
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Mit and I

Louise Lawler, Chandelier, 2001/2005

 social sculpture -

…a conscious act of shaping, of bringing some aspect of the                  
environment--whether the political system, the economy, or a classroom--from a                 
chaotic state into a state of form, or structure.
...
In CMSI the social spatialization is quietly deformed, recast, and then                  
contested. It creates de-territorialization of objects, activities in space, where it                  
allows the possibility of asking questions. In this context the established social                     
order is altered, and somehow disrupted. As yet the social spatializations are                     
contested as new terrains of practice, the meaning of living in space is                      
re-mapped and re-imagined, and thus it causes the erosion and destabilizing of                     
authoritative and concrete quality of social control--namely it arouses some                
room for public intervention.
--Thasnai Sethaseree
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The second ‘I’ is my artist-curator response to the rise of curating as authorship and profession,
hand-in-hand with the group exhibition as a dialogical form .  While we learn many things from combining3

and recombining objects ad infinitum, and expand the potential of the culture industry (fine art included) to
support and give voice to more artists than ever, I cannot help but sense a loss of feeling, personal
engagement, and devotion to the complexities of personal relations or friendship in art and exhibition
production.  The form of the solo-exhibition and the long term relationship between gallerist and artist
approximate the kind of focus I desire, but I think the relationship can grow into a stronger sense of
devotion.  What if the figure of the artist-curator and a studio practice turn into an interior or institution for
honesty, loyalty, loving, and keeping/caring for/curating friends’ art over a lifetime?  It sounds like an
artist-collective, without a loss of individuality, voice, or authorship.  It is another curatorial and artistic
model centering on mutual performance and living together with objects.

Notwithstanding the reviews of some critics, Mit does not downplay authorship.  His life and work
express relationships he has when surrounded by common objects of affection.  The second one enters a
conversation about framing his art Mit’s personality informs the process.  Even stronger, the form of the
paintings bracket or insure definitive potentials, whether by size, scale, series, color, or composition.

If the first set of paintings will re-stage or formalize intimacy, interaction, and the design of
paintings in domestic spaces, and encourage spatio-temporal documentation with art photography
(personality and provenance (fiction and fact)), then the second set of paintings called Wallworks at 300 x
400 centimeters (see plates 18 - 24) will stage the beginning display of Mit’s mature work.  These are
works in progress.  They will ‘re-map’ a foreign sense of paint and light in a white cube in Vienna, not for
rhetorical reasons, but as painting for the sake of painting, painting for the sake of light, and light for the
sake of painting.

 What does a foreign sense of paint and light have to do with his earlier and more self-conscious
political work?  Is it a light-stylistic connection?  Given painting’s history, it is more than this.  While one
may diminish the importance of naive politics in Mondrian’s earlier socio-political and utopian writing about
equilibrium and form , and one may devalue the stoic remove of the white cube from living with art in a4

studio , one cannot deny the feeling of calm living in semi-pure abstract tropical color in Mit’s studio.  One5

3 O’Neill, Paul, The Culture of Curating and the Curating of Culture, MIT Press, 2012
4 Bois, Yves-Alain, Painting as Model, October Books, 1993
5 Buren, Daniel, Function of the Studio, October, 1979

While still very young-I was seventeen at the time-I undertook a study of Provencal                        
painting from Cezanne to Picasso with particular attention given to the influence of                      
geography on works of art. To accomplish my study, I not only traveled throughout                        
southeastern France but also visited a large number of artists, from the youngest to                        
the oldest, from the obscure to the famous. My visits afforded me the opportunity to                          
view their work in the context of their studios. What struck me about all their work was                              
first its diversity, then its quality and richness, especially the sense of reality, that is,                          
the "truth," that it possessed, whoever the artist and whatever his reputation. This                      

6



The second ‘I’ is my artist-curator response to the rise of curating as authorship and profession,
hand-in-hand with the group exhibition as a dialogical form .  While we learn many things from combining3

and recombining objects ad infinitum, and expand the potential of the culture industry (fine art included) to
support and give voice to more artists than ever, I cannot help but sense a loss of feeling, personal
engagement, and devotion to the complexities of personal relations or friendship in art and exhibition
production.  The form of the solo-exhibition and the long term relationship between gallerist and artist
approximate the kind of focus I desire, but I think the relationship can grow into a stronger sense of
devotion.  What if the figure of the artist-curator and a studio practice turn into an interior or institution for
honesty, loyalty, loving, and keeping/caring for/curating friends’ art over a lifetime?  It sounds like an
artist-collective, without a loss of individuality, voice, or authorship.  It is another curatorial and artistic
model centering on mutual performance and living together with objects.

Notwithstanding the reviews of some critics, Mit does not downplay authorship.  His life and work
express relationships he has when surrounded by common objects of affection.  The second one enters a
conversation about framing his art Mit’s personality informs the process.  Even stronger, the form of the
paintings bracket or insure definitive potentials, whether by size, scale, series, color, or composition.

If the first set of paintings will re-stage or formalize intimacy, interaction, and the design of
paintings in domestic spaces, and encourage spatio-temporal documentation with art photography
(personality and provenance (fiction and fact)), then the second set of paintings called Wallworks at 300 x
400 centimeters (see plates 18 - 24) will stage the beginning display of Mit’s mature work.  These are
works in progress.  They will ‘re-map’ a foreign sense of paint and light in a white cube in Vienna, not for
rhetorical reasons, but as painting for the sake of painting, painting for the sake of light, and light for the
sake of painting.

 What does a foreign sense of paint and light have to do with his earlier and more self-conscious
political work?  Is it a light-stylistic connection?  Given painting’s history, it is more than this.  While one
may diminish the importance of naive politics in Mondrian’s earlier socio-political and utopian writing about
equilibrium and form , and one may devalue the stoic remove of the white cube from living with art in a4

studio , one cannot deny the feeling of calm living in semi-pure abstract tropical color in Mit’s studio.  One5

3 O’Neill, Paul, The Culture of Curating and the Curating of Culture, MIT Press, 2012
4 Bois, Yves-Alain, Painting as Model, October Books, 1993
5 Buren, Daniel, Function of the Studio, October, 1979

While still very young-I was seventeen at the time-I undertook a study of Provencal                        
painting from Cezanne to Picasso with particular attention given to the influence of                      
geography on works of art. To accomplish my study, I not only traveled throughout                        
southeastern France but also visited a large number of artists, from the youngest to                        
the oldest, from the obscure to the famous. My visits afforded me the opportunity to                          
view their work in the context of their studios. What struck me about all their work was                              
first its diversity, then its quality and richness, especially the sense of reality, that is,                          
the "truth," that it possessed, whoever the artist and whatever his reputation. This                      

6

cannot deny the feeling of calm semi-nothingness when imagining this sensibility illuminating a white cube.
Both the studio and white cube offer different modalities of a socio-political space ‘with the possibility of
asking questions’, any questions, or no questions at all.  Both are a space of social-structural caesura.
Through a suspension of everything we think we know about ‘the political system, the economy, or the
classroom’ these spaces create indeterminacies for ‘re-mapping’ and ‘re-imagining’ at the very least the
(im)possibility of pure equality via purely balanced asymmetry and/or ‘repetition of difference’.

In an institutionally double reflexive gesture, either looking back out or deeper into, I ask how do
Mit and I deal with the question of abstract painting, the studio, and the white cube after Buren’s
single-reflex lens?  Are all white cubes the same?  There is a significant
spatio-temporal-socio-political-emotional difference between a white cube with a focus on commerce, and
a white cube with potential to stand in for advanced thought about light and color alone.  I feel cold and

"reality/truth" existed not only in terms of the artist and his work space but also in                            
relation to the environment, the landscape.
It was when I later visited, one after the other, the exhibitions of these artists that my                              

enthusiasm began to fade, and in some cases disappear, as if the works I had seen                            
were not these, nor even produced by the same hands. Torn from their context, their                          
"environment," they had lost their meaning and died, to be reborn as forgeries. I did                          
not immediately understand what had happened, nor why I felt so disillusioned. One                       
thing was clear, however: deception. More than once I revisited certain artists, and                      
each time the gap between studio and gallery widened, finally making it impossible for                        
me to continue my visits to either. Although the reasons were unclear, something had                        
irrevocably come to an end for me.
...
The only artist who has always seemed to me to exhibit real intelligence in his                          

dealings with the museum system and its consequences, and who moreover sought to                      
oppose it by not permitting his works to be fixed or even arranged according to the                            
whim of some departmental curator, is Constantin Brancusi. By disposing of a large                      
part of his work with the stipulation that it be preserved in the studio where it was                              
produced, Brancusi thwarted any attempt to disperse his work, frustrated speculative                  
ventures, and afforded every visitor the same perspective as himself at the moment of                        
creation. He is the only artist who, in order to preserve the relationship between the                          
work and its place of production, dared to present his work in the very place where it                              
first saw light, thereby short-circuiting the museum's desire to classify, to embellish,                    
and to select. The work is seen, for better or worse, as it was conceived. Thus,                            
Brancusi is also the only artist to preserve what the museum goes to great lengths to                            
conceal: the banality of the work.
It might also be said-but this requires a lengthy study of its own-that the way in                            

which the work is anchored in the studio has nothing whatsoever to do with the                          
"anchorage" to which the museum submits every work it exhibits. Brancusi also                    
demonstrates that the so-called purity of his works is no less beautiful or interesting                        
when seen amidst the museum's desire to classify, to embellish, and to select. The                        
work is seen, for better or worse, as it was conceived. Thus, Brancusi is also the only                              
artist to preserve what the museum goes to great lengths to conceal: the banality of                          
the work.
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unwelcome when walking into many commercial galleries.  I feel warm and welcome when walking into
the Renaissance Society.  Can a politics of painting really be this simple and personal?  If the answer is no,
then Mit’s earlier politics are lightly-stylistic remnants in the mature work and I would go on to frame the
work with no political commentary.  If the answer is yes, then this implies a closer study of more subtle
and quite socio-political modalities of light, color, and feeling in exhibition and interior(ity) of which this
exhibit can play a part.

In the end, scraping away quasi-technical catchphrases in the art/life binary, Mit’s mature
paintings allow us to ask more straight forward and thickly meaningful questions in the tradition of painting.
How is the studio setup for mixing color and light, and what are the mediums that naturally respond to
instinct?  What is the quality of internal light in Mit’s late abstractions?  How does line function against
shape and shade?  How does his open air studio structurally frame external light?  When is the studio
frame a structural support for Northern Thai light and by extension for the paintings?  Is it possible to
make a structural support for Northern Thai light in a Viennese interior?  Where and when did Mit first
internalize a sense for light in his paintings?  In childhood?  In books?  When did it change if ever?  Is
there a way to return to previous senses of light?  In these questions, I feel warm, good, ungrounded, open,
and indeterminate about the eternal return of radical painters to the conventions of painting itself.

Kazimir Malevich, Portrait of a Man, 1933
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 plate 1, Germany & Vienna, domestic installations views, c. 1986 - 91
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 plate 2, Germany & Vienna, domestic installations views, c. 1986 - 91
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 plate 2, Germany & Vienna, domestic installations views, c. 1986 - 91
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 plate 3, Germany & Vienna, domestic installations views, c. 1986 - 91
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plate 4, Germany & Vienna, domestic installations views, c. 1986 - 91

12



plate 4, Germany & Vienna, domestic installations views, c. 1986 - 91
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plate 5, Germany & Vienna, domestic installations views, c. 1986 - 91
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  plate 6, Germany & Vienna, domestic installations views, c. 1986 - 91
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  plate 6, Germany & Vienna, domestic installations views, c. 1986 - 91
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 plate 7, Germany & Vienna, domestic installations views, c. 1986 - 91
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 plate 8, Germany & Vienna, domestic installations views, c. 1986 - 91
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 plate 8, Germany & Vienna, domestic installations views, c. 1986 - 91
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  plate 9, Germany & Vienna, domestic installations views, c. 1986 - 91
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 plate 10, from Patchworks series, sculpted by hand, c. 2005 - present
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 plate 10, from Patchworks series, sculpted by hand, c. 2005 - present
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plate 11, from Patchworks series, sculpted by hand, c. 2005 - present
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plate 12, from Patchworks series, sculpted by hand, c. 2005 - present
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plate 12, from Patchworks series, sculpted by hand, c. 2005 - present
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plate 13, from Patchworks series, sculpted by hand & structurally holding
shape of its own will, c. 2005 - present
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plate 14, from Patchworks series, structurally holding shape of their own will, c.                      
2005 - present
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plate 14, from Patchworks series, structurally holding shape of their own will, c.                      
2005 - present
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plate 15, from Patchworks series, structurally holding shape of their own will,                    
c. 2005 - present

23



plate 16, from Patchworks series, structurally holding shape of their own will, c.                      
2005 - present
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plate 16, from Patchworks series, structurally holding shape of their own will, c.                      
2005 - present
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plate 17, from Patchworks series, structurally holding shape of their own will, c.
2005 - present
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plate 18, from Wallworks series, work in progress, c. 2003 - present
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plate 18, from Wallworks series, work in progress, c. 2003 - present
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plate 19, from Wallworks series, work in progress, c. 2003 - present
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 plate 20, from Wallworks series, work in progress, c. 2003 - present
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 plate 20, from Wallworks series, work in progress, c. 2003 - present
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plate 21, from Wallworks series, work in progress, c. 2003 - present
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plate 22, from Wallworks series, work in progress, c. 2003 - present
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plate 22, from Wallworks series, work in progress, c. 2003 - present
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plate 23, from Wallworks series, work in progress, c. 2003 - present
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plate 24, from Wallworks series, work in progress, c. 2003 - present

While I have not incorporated Mit’s sculptures with the text above, we are considering working with these
as well.
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plate 24, from Wallworks series, work in progress, c. 2003 - present

While I have not incorporated Mit’s sculptures with the text above, we are considering working with these
as well.

32

plate 25, from Sticks series, Oida Gallery installation view, 2012

33



plate 25, from Sticks series, Oida Gallery installation view, 2012
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plate 25, from Sticks series, Oida Gallery installation view, 2012
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Saul Aaron Appelbaum, Vera Maurina Press, 2015 

 

 

Nim Kruasaeng: against interpretation 

 

 

 

 

 

                        Nim Kruasaeng, ​Untitled ​, 2012, acrylic on canvas, 78.7 x 63 inches 

 

 

 

 

 

 

 

 



One centralizes marginalized places for modernist and contemporary art production by 

amassing many geographically distant places on the margin into one in­corporation or 

conglomerate for world­wide distribution, well encapsulated by the idea of the Global South 

including Thailand.  This distinction aspires to a position as strong as the East | West binary in 

the public and private imagination.  One doubles the binary in Thailand (albeit South­East | 

West) with a focus on Traditionalist (South­East) | Modernist (West) trajectories in this distinct 

place by putting emphasis on local contingencies, socio­political­religious or otherwise, in 

constant struggle with the ever­encroaching forces of Goliath Western Modernism.  While this 

line of inquiry is important it also pushes away from a close reading of more limited and abstract 

cases about modernist trajectories alone and their distribution around the globe through English 

text as the lingua franca today.  The Traditionalist | Modernist push happens with Nim 

Kruassaeng's artwork when her silence and abstraction merit analysis of text, authorship, object 

production, intentionality, and public/private passages in modernist ideas.   

Artists produce art with text cycling from studio to public space and back, creating an 

interface for external audiences to guide internal personal authorship.  The page (digital or not) 

becomes a place for artists to master the dramaturgy of a convincing argument (historical, 

theoretical, or otherwise) and a place to learn about things outside the solipsistic studio bubble. 

Here one may write about the groundlessness of material form in endlessly branching 

communications networks.  One may point to an anything goes materialization of art as the 

re­enactment and re­representation of the Tower of Babel.  Any discussion of 

(post)­medium­specificity becomes a moot point in the face of what David Joselit in ​After Art 

points to as a paradigm shift in the digital world.  Here visual art works best as networked 

information that moves through different "formats", downplaying the significance of "discrete" 

medium­bound "objects" in favor of the artist's powerful intentionality and control of the heading 

"image explosion".  Intentionality is front and center in this historian's sweeping and somewhat 

casual theoretical text.  1

Nim Kruassaeng makes discrete art objects and her complete silence about the work 

points to how an artwork can not only exist in the public realm, but also propel itself without any 

1 ​After Art​, David Joselit, Princeton University Press, 2012 
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1 ​After Art​, David Joselit, Princeton University Press, 2012 

1 

direct action, speech, or writing by the artist in the network.  This infers a functionally stable yet 

dynamic space for reading, writing, speaking, and material production without the artist’s direct 

control of a barrage of images and words.  It also suggests the power of silencing a noisy space. 

The silence of Kruassaeng gives renewed focus to intentionality as an important thread in private 

to public to private text feedback loops.  Granted Kruassaeng may be silent simply because she 

does not like speaking about her work.  Then silence becomes this author's agenda to make it 

into something more than it is with very little relation to the work itself.  The reason for her 

silence is neither here nor there.  The point is to see how silence itself moves through 

contemporary public and private channels, throwing light on the idea that an artist's intention and 

the public’s speculation about it matters.  In Kruassaeng's case, one can only guess about her 

intention, but this also reveals how multiple interpretations function in public discourses. 

It is common practice in art historical analyses to downplay the intention of the artist in 

favor of tracking the importance of their art based on reception and context, or things that 

influence the reading of the work where the artist acts as an unwitting participant, an idiot savant, 

or a soothsaying trance­channel for the divination of the present.  From this perspective Joselit is 

quite generous in giving up some of his authoritative voice to the intention of the artist. 

Duchamp on the other hand supports this authority (albeit in a cynical tone likening the process 

to luck) when he writes, 

 

I do not believe in painting per se ­ A painting is made not by the artist but by those who look                                           

at it and grant it their favors. In other words, no painter knows himself or what he is doing ­                                       

There is no outward sign explaining why a Fra Angelico and a Leonardo are equally                             

'recognized'. 

 

It all takes place at the level of our old friend luck ­ Artists, who in their own lifetime, have                                       

managed to get people to value their junk are excellent traveling salesmen, but there is no                               

guarantee as to the immortality of their work ­ And even posterity is just a slut that conjures                                   

some away and brings others back to life (El Greco), retaining the right to change her mind                                 

every 50 years or so.  2

2 ​Affectionately Marcel​, Marcel Duchamp, Ludion, 2000 
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In a later text Duchamp weakens this authority when he says,  

 

… in the chain of reactions accompanying the creative act, a link is missing. This gap,                               

representing the inability of the artist to express fully his intention, this difference between                           

what he intended to realize and did realize, is the personal ‘art coefficient’ contained in the                               

work… The creative act is not performed by the artist alone; the spectator brings the work in                                 

contact with the external world by deciphering and interpreting its inner qualifications and                         

thus adds his contribution to the creative act.  3

 

Duchamp's first statement supports a contextual art historical methodology that 

diminishes the interpretive ability and intentionality of the artist, where the artist's voice does not 

matter because an audience, historian, and posterity are going to do what they want with the 

work despite how loud the artist yells, kicks, and screams.  Duchamp effectively silences his own 

voice and it is a wonder that this text exists today.  Yet the second text ambiguously hovers 

between a place where the artist's voice matters but it is incomplete until the audience/historian 

impregnates an extra layer of interpretation in the work to "express fully [the artist's] intention". 

"This difference between what [the artist] intended to realize and did realize" still opens the 

possibility that an artist's intention may not matter in the public’s eyes. 

Duchamp accepts these terms and plays the field, yet his ready­mades throw a stick in the 

spokes grinding the wheels to a halt at intentionality.  His intention with the ready­mades was to 

confer the status of art on common objects that previously were not art.  To complete the magic 

trick the museum or institution of art must concur that a toilet belongs there as art.  This is the 

moment when a work of art gains its complete status as such, through an external layer of 

interpretation.  He knew exactly what he was doing, the external layer read it as such, and 

therefore it is possible for an artist to control the external textual layer through intention.  He 

even brings the successful external interpretation back into the studio for further elaboration in 

his mini­museum/suitcases containing best­hits of his internal/external control.   

3 ​The Creative Act​, Marcel Duchamp, first delivered as speech at the Convention of the American Federation of Arts 
in Houston, Texas, 1957, later published in ​The Essential Writings of Marcel Duchamp​, Thames and Hudson, 1975 
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He belittles intentionality, talks it back up with the ready­mades, and makes space for 

creative acts that are free from solid argumentation/strategic logic through the ambiguities of 

object/text channels.  Ambiguity clears out a space for surrealism, puns, cross­dressing, and 

sensuous materiality where the readability of the work matters less than its free play.  Further, 

after Duchamp one sees that the external public layer sometimes functions on its own accord and 

sometimes functions under the control of an artist's intention, creating a feedback interface for 

internal and external layers. 

If an artist explicitly attempts to control the deciphering, for instance by writing an 

accompanying text to their work that neatly ties the artwork to texts by others, then one gets 

closer to an "inner qualification" of the work with meaning also created by an audience.  This 

brings the intentionality of the artist back into a position of power that addresses an influential 

audience in the production of the artwork itself through text.  In other words for art today the 

additive power of the audience as author sets up a feedback loop into the material and textual 

production of the work by an individual artist in private.   

If an artist does not speak or write text at all then this slams the feedback standard into 

shaky ground because the interpreter has nothing authoritative or intentional to read and write 

about.  While the material form of artwork has credence as a kind of coded simile of text or as a 

material allegory, it is text that puts forth these codes.  Only text can directly address text, and 

only acting in public can address an audience.  Silence and inactivity ironically speak counter to 

deciphering and influencing the inner qualification of art.  Silence and inactivity speak counter to 

a verbose and active artist/audience member using a silent and inactive artist to pursue their own 

public presence.  Silence and inactivity speak counter to using any life contingency as a base to 

interpret works of art, including historical, biographical, and geographic evidence.  Silence and 

inactivity speak counter to formal and comparative analyses, and iconographic association. 

Silence and inactivity speak counter to text yet still speak. 

If an artist puts forth an art without text, public initiation, and explicit feedback then she 

obliterates the ground of interpretation, deciphering, inner qualification, intentionality, and 

public completion.  Her complete inactive silence, intentionally or not, speaks counter to the 

artist and audience binary and subsequent reversal of terms in modernism.  The above five 
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silences cannot break with their counterparts, but also perform a cancellation of opposites about 

artists speaking and acting privately and publicly.   

Silence and inactivity bring to the fore an audience that can completely write and speak 

on behalf of the work and an audience that more completely creates it, if art hinges on text for its 

existence.  In ​There Are No Visual Media​ by W.J.T. Mitchell he argues that no picture is void of 

text.   An allegorical ​Ovid​ scene by Claude Lorrain is one thing, while the text referent in 4

modernist abstraction is philosophy.  One finds a congruous argument in Arthur Danto's ​Beyond 

the Brillo Box​ with more focus on the onto­epistemological question how do we know what is art 

given a close to real simulation of everyday objects in art.   The resounding answer is that 5

replicas of Brillo boxes in a gallery refer to aesthetics, text, and other works of art and Brillo 

boxes in the grocery store do not.  Benjamin Buchloh likewise embeds art in text and vice versa 

with formal material allegories about the appropriation and subsequent negation of commercial 

products, processes, and text in montage and collage fragmentation.  These early modernist 

compositional devices extend into later anti­aesthetic and anti­compositional artists through the 

conversational function of art and protest against the re­commercialization and re­appropriation 

of this art and its compositional/technological advancements.  Text alone carries the torch from 

one generation to another, clearly exemplified by the loss of material qualification/composition.  6

Mitchell proceeds to outline a medium specific discourse of tainted qualities, i.e. picture / text 

ratios and recipes. 

One reads Nim Kruassaeng's work through creative transformations in text about art in 

Thailand, yet her silence cancels the question of an audience influencing inner qualification.  Her 

work weighs heavily on Mitchell’s picture end of the ratio, yet it almost too perfectly responds to 

a problematic stance toward Western modernities in Thailand, a discourse drawn out by text. 

Silpa Bhirasri represents the late­modern formulation that Thai artists must struggle between 

their own tradition outside and inside Western modernism.   This position climaxes in Montien 7

4 ​There are no visual media ​, W.J.T. MItchell, in ​Journal of Visual Culture​, 2005 
5 ​Beyond the Brillo Box: The Visual Arts in Post­Historical Perspective​, Arthur Danto, University of California 
Press, 1998 
6 ​Allegorical Procedures: Appropriation and Montage​, Benjamin Buchloh, in ​Artforum​, 1982 
7 ​Modern Art in Thailand: Nineteenth and Twentieth Centuries​, ​Apinan Poshyananda, ​Oxford University 
Press, 1992 
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5 ​Beyond the Brillo Box: The Visual Arts in Post­Historical Perspective​, Arthur Danto, University of California 
Press, 1998 
6 ​Allegorical Procedures: Appropriation and Montage​, Benjamin Buchloh, in ​Artforum​, 1982 
7 ​Modern Art in Thailand: Nineteenth and Twentieth Centuries​, ​Apinan Poshyananda, ​Oxford University 
Press, 1992 
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Boonma's melding of global international Western art strategies with Eastern Buddhist 

iconography.   It leads into Chiang Mai Social Installation and parallel work with institutional 8

critique and relational aesthetics imported in a large part by Rirkrit Tiravanija at the Land 

Foundation.   For now one caps this lineage with a more local discourse relying on 9

socio­political post­colonial regionalist studies of things germane to Southeast Asia alone, 

permeable to influence across immediate and sometimes less immediate borders, including an 

expansion into race and gender studies of form and signification, published and distributed 

through exhibitions globally.  10

Mysteriously, Kruassaeng’s work references all of this without her putting forth a single 

word or act in public.   How does such an array of words and acts attach to her work when she 11

does not speak or act publicly?  It happens because others speak and act by proxy.  She makes 

her work alone, others produce and distribute it and the surrounding text, and the artwork 

appears to accept the terms.  Even if Kruassaeng knows nothing of this text and production, her 

choice of people alone must say something, creating at least one act in her entry to the public 

realm through the artist's affiliations or biographical details.  Even if this one act gains meaning, 

it simultaneously loses it because the voice of the proxy author goes unauthorized when looking 

to the actualizing primary source for guidance in meaning and intention, Kruassaeng herself.   

She allows Rirkrit Tiravanija to act by proxy.  Tiravanija’s signature works involve 

cooking stereotypical Thai food in international galleries, complete with domestic stage props for 

audience use.  Their work together plays out in an artist book.   If the catalog of an exhibition or 12

body of artwork acts architectonically similar to an interior yet has a more strictly sequential 

order, then the book also represents the public and textual character of Tiravanija’s public 

gallery, private domestic staging, and informality.  The book intersperses Kruassaeng’s pictures 

with Tiravanija’s photographs of dead insects found in his new house.  In Pier Luigi Tazzi's 

8 ​ ​Distant Attunements​, Pier Luigi Tazzi, in ​Nim Kruasaeng, Trance­Formations​, Gallery VER, 2007. 
9 ​Thai Artists, Resisting the Age of Spectacle​, Sandra Cates, in ​Modern and Contemporary Southeast 
Asian Art: An Anthology​, Nora A. Taylor and Boreth Ly, Cornell University Press, 2012 
10  ​Pinaree Sanpitak: Cold Cuts​, Robert Nelson, Yavuz Fine Art, 2013.  
11 ​Kruassaeng’s life­partner was adamant that Kruassaeng does not speak about her work in private and 
public.  He also said that she prefers to serve drinks at her art openings to avoid conversation.  
12 ​Rirkrit Tiravanija, Nim Kruasaeng​, VER Editions, Bangkok, 2007 
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description of the book he suggests that Kruassaeng’s pictures represent something both 

"personal" and "collective", using her "experiences" to guide the hand, and this aligns with 

something both "ancient" and in the "present".  Tiravanija's photographs speak in the "primary 

medium of modernity, i.e. photography" (not ancient) yet also represent his personal experience 

in lived space in the present, 

 

result[ing] in a double vision which springs from the same cultural context and is, with no                               

mediation, contemporary: one part concerns time that is not just the time of the memory, but                               

also of tradition, of history and identity; the other one concerns space, the actual living space                               

with its presences and their traces.  13

 

Tiravanija's primary work happens in a highly visible public and institutional space. 

Inserting Kruassaeng into this context says more about the abutment of his private domesticity 

with formal galleries than it does about any internal qualification of Kruassaeng's pictures.  The 

book acts like a frame that has everything or nothing to do with her pictures.  One finds no 

assurance in an author/audience member’s claim that the work "springs from the same cultural", 

biographical, or geographic "context", for Kruassaeng may have something as abstract as the 

structure of West African polyrhythm in mind during the production of her work and may 

silently wonder why no one gets it.  After all "music envy is the mark of the abstractionist".  14

Her silence makes any representational claims a presumption.   

In terms of a formal and iconographic reading, the social space of a gallery and home 

says very little for instance about the picture of a grey­white irregular circle on a slightly darker 

grey­brown ground with subtle linear outlines, a more subtle linear subdivision inside the circle 

implying a hollow sphere that darkens from a gradient of grey­white to the ground color around 

its edges, bolstering the spherical reading, and titled ​Untitled​.  Another author/audience member 

opts to speak about her pictures in romantic terms to align them with an extant iconographic line 

in Thai modernist art, namely how tradition informs abstraction.  He writes that ​Kruassaeng​, 

13 Pier Luigi Tazzi, Art Agenda, 2007, accessed on August 4, 2015, 
www.art­agenda.com/shows/rirkrit­tiravanija­nim­kruasaeng­artists­book­release/ 
14 ​Some Questions about Modernism​, David Antin, in Occident, University of California Press, no. viii, 
Spring, 1974 
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mediation, contemporary: one part concerns time that is not just the time of the memory, but                               

also of tradition, of history and identity; the other one concerns space, the actual living space                               

with its presences and their traces.  13

 

Tiravanija's primary work happens in a highly visible public and institutional space. 

Inserting Kruassaeng into this context says more about the abutment of his private domesticity 

with formal galleries than it does about any internal qualification of Kruassaeng's pictures.  The 

book acts like a frame that has everything or nothing to do with her pictures.  One finds no 

assurance in an author/audience member’s claim that the work "springs from the same cultural", 

biographical, or geographic "context", for Kruassaeng may have something as abstract as the 

structure of West African polyrhythm in mind during the production of her work and may 

silently wonder why no one gets it.  After all "music envy is the mark of the abstractionist".  14

Her silence makes any representational claims a presumption.   

In terms of a formal and iconographic reading, the social space of a gallery and home 

says very little for instance about the picture of a grey­white irregular circle on a slightly darker 

grey­brown ground with subtle linear outlines, a more subtle linear subdivision inside the circle 

implying a hollow sphere that darkens from a gradient of grey­white to the ground color around 

its edges, bolstering the spherical reading, and titled ​Untitled​.  Another author/audience member 

opts to speak about her pictures in romantic terms to align them with an extant iconographic line 

in Thai modernist art, namely how tradition informs abstraction.  He writes that ​Kruassaeng​, 

13 Pier Luigi Tazzi, Art Agenda, 2007, accessed on August 4, 2015, 
www.art­agenda.com/shows/rirkrit­tiravanija­nim­kruasaeng­artists­book­release/ 
14 ​Some Questions about Modernism​, David Antin, in Occident, University of California Press, no. viii, 
Spring, 1974 
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… once mentored by Montien [Boonma], offers sublime, microcosmic impressions of the                       

world around her, summoning up from visual perception and memory the silhouette schemas                         

of rice baskets, alms bowls, and indeterminate forms, all of which hover silently and                           

indeterminately between abbreviated records of empirical inquiry, and visions of an oneiric,                       

internal camera obscura. Nim ultimately seems to capture projected, phantom profiles of light                         

and shadow, tracing them on a gossamer surface for contemplation well beyond their                         

temporal and ephemeral casting.  15

 

The author goes out on a limb with "oneiric summoning", coupled with dry "empiricism" 

no­less, and sees "alms bowls" and "rice baskets" in her formal vocabulary (things in 

Kruassaeng’s everyday life in Thailand).  As a hypothetical test, the present author sees none of 

this, but rather sees a sequential movement in her larger body of work through time that aligns 

more with a strictly Western modernist trajectory in abstract painting and not Bhirasri’s 

traditional and modernist binary.  Kruassaeng increasing removes figural elements, vacillates 

between depth and the flat surface, brings the rectangular support and the objective reality of the 

picture into question, smooths out the painted surface to a more technical, bare, and almost 

mechanically perfect product, contrasts smooth surface to more obviously hand painted passages, 

contrasting individual authorship with factory production, and finds a transparent honesty that 

reveals every layer in the work.  Her pictures then fall in line with Agnes Martin and certainly 

not abstractions of peasants carrying rice baskets while others make merit prostrate in front of 

Buddhist monks with alms bowls along the Chao Phraya River.  At least the word 

"indeterminacy" has legs  in the first author’s creative writing.  If the production of shape, line, 

and color proverbially speak it is precisely these gaps, ambiguities, readings, misreadings, and 

indeterminacies that give the work lasting value as a source of text and conversation, fitting snug 

into fashionable shifts in text while taking a position of remove and speaking without words. 

The point here is not to privilege one reading but to put forth that both sit in the same space of 

unauthorized intentionality until the artist herself sways the text in one direction or another.  If 

15 ​Thresholds: Contemporary Thai Art​, Gregory Galligan, Sudaram Tagore Gallery, 2012 
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her voice is not present the work loses a layer of meaning.  Loss is not necessarily bad because 

one regains meaning in the paradox of the silent voice.   

In the next silencing act Pier Luigi Tazzi gives a reading of Kruassaeng’s work in 

comparison to Blinky Palermo, expanding into a category or type of artist, a more stable motif in 

art historical and contextual text.  He writes,   

 

Just how this state is comparable to the conditions in which I have described the works of                                 

Nim is, all considered, somewhat difficult to explain. To better understand this association I                           

wish to compare the work of the other artists in which, this time consciously, I recognise a                                 

certain resonance with the work of Nim. In particular, Montien Boonma and Palermo. 

... 

And then, the actual system of Western art of which Palermo was, in the years between the                                 

second half of the 60s and the first half of the 70s, one of the most sensitive exponents, given                                     

his individualistic position – one cannot say that he belonged to any specific trend – and                               

which ended up emphasizing one of the characteristic traits of this art: individual solipsism.  16

 

This "individual solipsism" perfectly describes how even if an artist eludes current trends 

in text through extreme individualistic authorship to the point of solipsism, and no one wants to 

or is able to pinpoint referents, the art still refers to text by silently saying what it is not in the 

Saussurian sense.  This negative is ground for further investigation after Palermo’s death.  With 

Kruassaeng several people pinpoint references in a globally connected cosmos of individuals 

during her lifetime but her denial of that world with silence retreats into a solipsistic bubble. 

Many artists more verbally and actively deny text like Agnes Martin when she says, 

  

It is not in the role of an artist to worry about life – to feel responsible for creating a better                                         

world. This is a very serious distraction. All your conditioning has been directed toward                           

intellectual living. This is useless in artwork. All human knowledge is useless in artwork.                           

Concepts, relationships, categories, classifications, deductions are distractions of mind that                   

we wish to hold free for inspiration. 

 

16 ​Pier Luigi Tazzi, ibid. 
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16 ​Pier Luigi Tazzi, ibid. 
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When you look in your mind you find it covered with a lot of rubbishy thoughts. You have to                                     

penetrate these and hear what your mind is telling you to do. Such work is original work. All                                   

other work made from ideas is not inspired and is not artwork. Artwork is responded to with                                 

happy emotions. Work about ideas is responded to with other ideas. There is so much written                               

about art that it is mistaken for an intellectual pursuit.  17

 

The problem here is that these words are "concepts, relationships, categories, 

classifications, and deductions".  What is "happiness" other than a grand abstraction in text?  In 

lieu of a definitive answer one vacillates between text and pictures.   The artist’s public and 

private words, actions, and any combination or lack thereof speak just as loud as the material 

qualities of the work itself.  Kruassaeng seemingly takes a stronger position about text than 

Martin by not speaking at all, but even this says too much about her intentions with no 

grounding.  At the very least both artists put their pictures in the absence and presence of letters, 

countering letters in pictures, a reverse ekphrasis or pictures writing about letters.  An artist 

refusing to speak and act publically effectively cuts interpretation short and cuts off distribution. 

For the artist to go public other actors and speakers must find ways of speaking and acting for the 

artist, for instance finding meaning in the artist’s mentors, geographic location, cultural milieu, 

daily habits, comparable artists, silence, etc.  Of course most artists rely on other authors for 

writing the work into full existence to some degree, but as in Mitchell's ratio the amount of text 

in a picture matters.  Nim Kruassaeng’s non­textual qualification puts her at the extreme end of 

silent pictorial space.  Like Joselit she is generous by giveing authors/audiences/historians blank 

letterhead with her signature to make their own interpretation of the work and world, but it also 

opens the gaping abyss of solipsism. 

 

 

 

17 ​Beauty Is the Mystery of Life​, Agnes Martin, in El ​Palacio​, Fall/Winter, 1989. 
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