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TKG* Projects
Preface

A row of white paper curtains with black writings occupies a dim, independent room at
HafenstraBe 76, the venue of documenta fifteen in the east part of Kassel, alongside a video
installation that investigates land privatization, anticolonialism, and women-led land struggles
in Columbia and Lebanon. The fourth installment of artist Marwa Arsanios’ ongoing project
"Who Is Afraid of Ideology?” that began in 2017, it interrogates environmental sustainability,
land use, and the possibility of common land through a 30-minute video combining 3D
animation, interviews, documented footage, aerial photography, and topographic survey. A
concise slogan "“The land shall only be used by people who do not own a land” written across
one of the paper curtains demands the viewer’s attention.

How do people without a land earn the right to use it? If the land could be distributed and
privatized, who has the say in the ownership of the land? When does this ownership start or
end? And is humanity the only one entitled to the land? These questions about the land that
we stand on are closely examined in Arsanios’ video work, which zeroes in on the improper
allocation of contemporary social resources, as well as the historical silencing, plundering, and
marginalization of indigenous peoples during the colonial period that has largely gone unseen.
Whenever we look at such strange yet familiar stories across the world, the indigenous peoples’
troubled reality always looms large. In the unrelenting colonial history, when languages are
forced to be unified, when cultural clashes end in injustice, when people lose (or never have)
the ability to resist, does the free and democratic contemporary society we share continue to
neglect those native voices of the distant land? How could the people who never own a land, or
never believe in the idea of land ownership, sing their songs on the land of others?

When our gaze returns to Taiwan, there are still unheard voices intentionally ignored — amidst
national development policies of urban renewal, rural regeneration, and land rezoning—

that tell tales of this island’s complex colonial and migration history, as the island grapples
with housing and transitional justice through endless conflict and dialectic. Just like in the
"Regulations on Land or Tribal Land Allocation for Indigenous People,” which were announced
in 2017 in Taiwan, it stipulates that private land is excluded from traditional indigenous
territories. This prevents the tribes from co-managing the traditional territories that are now
private, and denies their right of informed consent to land development, opening the door for
corporates and commercial development projects. Outside the context of land governance

in contemporary society, how could the ideas of different groups fit into one single box of
mainstream public opinion and national law when it comes to the distribution and use of land?

Do the mountains still endure? Are the hunters in the mountains still around?
Does the sea still endure? Are the fishers by the sea still around?
Songs — are they still around? Shall we keep singing? How should we carry on?
Those times when we believed in trees, insects, waters, when we understood human
language, when we could communicate with the mountains, the sea, the forest, the
earth, the spirits of our ancestors — is it all coming to mind now?

— Panai Kusui, 2008

As we reflect on Arsanios’ nearly impossible statement, “The land shall only be used by people
who do not own a land,” it becomes clear that a path to escape the existing ideology about the
land has been revealed. If contemporary art is a medium that accommodates differences; an
exhibition, a public domain where information is exchanged; then maybe, all those labyrinthine
cultural clashes and ethnic politics in the street and in the courtroom could cohabit in the
name of art, if only for a fleeting moment, awaiting reconciliation.

Ting Tsou
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How to Sing Our Songs on Their Land

Moving with imagery, narrated in song, this exhibition accentuates the interrelationship among
different cultures, histories, stories, humans, and nonhumans, juxtaposed against a backdrop
crafted from sound and scene that aims to captivate the viewer. Inspired by concepts of how-
to, other and self, land and song, the exhibition embodies both an attempt to delineate the land
through imagery, and a curatorial experiment with song as a narrative device.

To initiate a context with how-to is to introduce practical methods or instructions, with which
to facilitate the understanding of something new or the entering of a new situation. The idea of
other and self identifies a relationship of duality that begins with the individual, and remains

in a constant state of flux according to the environment: when the boundary between self and
other is distinguished, different gestures of people arise. These countless collectives born out
of shifting positions are a temporary assemblage of differences, anchoring what defines them
and me.

On the land of others, how does one sing, about whose land, and with whose song? Land

and song morph into a mise-en-scene and common lands in this exhibition — a temporary
amalgamation of time and space. Land specifies human geography, while singing becomes

an approach to lure the viewer into staying. Whenever the melody starts playing, it seems like
we can’t help but stop and listen to the strange yet familiar music, no matter where we are.
Could the moment when the visual narrative unfolds before our eyes and resonates in our ears,
manifest itself in song and lead to new/unknown knowledge?

Hailing respectively from the Oaxaca Valley, Mexico; the mountains and islands of Guadeloupe,
France; and the indigenous houses in Taitung, Taiwan, together Naomi Rincén Gallardo, Minia
Biabiany, and En-Man Chang narrate in singsong a hybrid fable about contemporary humanity
with animals as protagonists, mapping dreams of motherland and land struggles in real life.
The immortal opossum, which stole fire and gave it to humans in Native American folklore,
encounters a mining tycoon illegally forcing the indigenous people off their land. Gently
holding a chrysalis that guides them home, a child from the French-colonized Guadeloupe
sings a Creole nursery rhyme, and waits for the road home to unfold. As imperialism invades
Taiwan, the tapestry of an imagined motherland is slowly woven from Austronesian peoples,
the paper mulberry, and the Giant African Snail — both an agricultural pest and a delicacy. Cast
in new light, these animal-centered tales escape from an anthropocentric perspective, and
sing of a homeland in reality limned through oral history, social issues, and survival dilemmas.
These very tales further transcend knowledge backgrounds, and appeal directly to the senses
by conjuring an experience that probes a complex palimpsest of colonial history, land conflict,
and ethnic politics.

When the music stops and the screen dims, we are transported from a fictional song to the
real life. Beyond the boundary of art, amid justice unsought and voices stifled in the strata of
colonial history and depths of the contact zone, how does the silenced sing a song of their own
on the land of others?

Ting Tsou



WMAER AR LM EIBE 2898 How to Sing Our Songs on Their Land

e ¢

1.
Toli Toli | JKfEEE - Z2E5LEEE/E Minia Biabiany

BiRERG (Fe B8 109 1M#) ~L= ~KE-K

Single-channel video (color, sound, 10'11"), soil, wood structure, water
R ~H&igHhzE% Dimension variable

2018

(Toli Toli) BB GER—EXITKRME » REZMRKILEBERMIMBEE (Guadeloupe) HZERFEEE ° 18
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Toli Toli enlivens a Creole nursery rhyme from Minia Biabiany’s native Guadeloupe, a French colony.
The video begins with a question, “Do you sing the same song alone, and with others?" and a squirming
brown pupa, or toliin Guadeloupean Creole, in a human hand. “Toli toli show me the way home, toli

toli show me how to come, toli toli show me the way to the sea,” a female voice softly sings. In a local
traditional children’s game, the toli held gently between the fingertips, squirming its multi-segmented,
spindle-shaped body as if pointing to a direction, is the only compass for humanity.

When the singing turns into a voice-over, a legend unfolds where a shadow possesses the power of
naming, and the sound of the shadow changes into the sound of an intimate song at a certain moment
through human manipulation. Amid the burning landscape, endless sea, and a pair of moving hands
making weaving motions in the air and underwater of an invisible bamboo fish trap, the singing voice and
the longing to morph into a butterfly are transmuted into a possibility to eradicate the obstinate sense
of otherness and distance conditioned by colonialism. Whether in the past or the present, Guadeloupe
— long under French colonial rule — has lost not only traditional craft, language, and culture, but
history, identity, and singing. When the viewer follows the toli here, a country without a national anthem
— between the rising smoke and the sea, before the hands that are weaving the intangible fish trap —
perhaps there is a silent path where a lingering intimate song ultimately leads home.

TKG* Projects
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RS- %4E = Zhgh——EYANER4%E Snail Paradise Trilogy: Setting Sail or Final Chapter | 38&5% En-Man Chang

BIEERG (& A8) Single-channel video (color, sound)
14'35"
2021
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"] often feel that it is less me taking my Giant African Snail-themed works on a touring exhibition around
the world, than the snail taking me around the world through my journey of following in its slime trail and
peripatetic voyage — much like on an expedition led by the snail in our contemporary Age of Discovery."”

— En-Man Chang, 2022

Inspired by the Paiwan tradition of eating the Giant African Snail, or ding ding in the Paiwan language,
Snail Paradise Trilogy: Setting Sail or Final Chapter is an imaginary song about the snail, paper mulberry,
and humanity’s search for homeland. Originating in East Africa, the Giant African Snail has become

an invasive species around the world, following the footsteps of humanity and the trajectory of
colonialism. Tracing its dissemination, the artist discovers a parallel between the snail’s route and that
of imperialism. In 1933, Japanese colonial authorities introduced the Giant African Snails from Singapore
into Taiwan for food purposes. The difficulty to prepare the snail as a dish led to its abandonment. With
its high fecundity, it slid into Taiwan’s ecosystem and people’s everyday life. Most frequently seen on
arainy day either in the city street or in the countryside, the Giant African Snail has caused serious
damage to local agriculture, and posed as a threat to the existing ecological balance.

Faced with such invasion, cooking the snail becomes a way to coexist with nature. Taiwan's native
paper mulberry produces large, pubescent leaves, which are perfect for removing the snail’s tenacious
slime. In recent years, botanist Kuo-Fang Chung has proved that Taiwan is indeed the origin of the paper
mulberry in the South Pacific through his sequence analysis of the species. This research also attests to
the Out of Taiwan Hypothesis, which posits that Austronesian peoples originated in Taiwan.

When the invasive Giant African Snail meets the native Taiwan paper mulberry, when the expansion route
of imperial colonialism intersects with the migration route of the Autronesian peoples, this narrative —
steeped in personal memory spanning time and space — translates into Snail Paradise Trilogy: Setting
Sail or Final Chapter, where art, colonial history, biological science, and culinary culture coalesce into a
hybrid homeland.
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BiEiERE (B> BE) Single-channelvideo (color, sound)
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— EixB (BENERD)

Across a vast land, four American native mythological characters personated by humans — a hill, an
agave, an opossum, and Lady Reed (a Mixtec mythological character who helps the opossum cut open
the seeds of the agave in order to obtain sugary alcoholic juice to revive the opossum) — sing and dance
with the force of festivity and alcohol in Opossum Resilience. Native to the Americas, the opossum opens
its mouth and eyes in face of danger, releasing a greenish anal fluid with a rancid odor to drive away
predators. This behavior of playing dead is an ability of recovery/resurrection that humanity has come
to revere and desire. The opossum, which has two sets of reproductive organs, has come to represent
fertility, and the one who brought fire to humanity in many mythologies. When the opossum comes to
the real world, bringing the force of fertility and recovery/resurrection to the protestors, for the Oaxaca
Valley in Mexico that had belonged to the indigenous people, but was later subjected to development by
a multinational mining company — is there any chance of rejuvenescence?

Originating from interviews with Rosalinda Dionicio, a Zapotec land activist, Opossum Resilience is a
hybrid of mythology, song, and dance that tells the story of Canadian mining company Cuzcatlan taking
by force the land that belongs to the indigenous people. Standing at the forefront of the protest, Dionicio
has witnessed her companion get shot to death, and has sustained gunshot wounds herself. In the video,
she morphs into the opossum, assisted by the hill, the agave, and Lady Reed, and rises from the dead
time and again.

They followed her and reached her. They ambushed her in the crossroads. They tried to put out her
fire. They tried to break her into pieces. They thought that they broke her into pieces. She played
dead, like the opossum. Once they left, she picked up her bits and pieces of skin, of hair, of heart,
of everything, her sneakers, her jeans, her leg: everything. She put everything back again into
place. Once she revived, she felt stronger.

— excerpted from Opossum Resilience
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