Above: Mella Jaarsma, Bule Bull, 2004
Right: Owen Leong, Internal Contrudiction [video instatlation]. 2004
Photos courtesy the artists

ASIAN TRAFFIC

GARY CARSLEY

Chaitarya Sambrani, Lecturer in Ant Theory

at the A N i Un ry, resmarked

in Brosdsheet that Asta was pu‘lqnmlhm
-1

concentrated on the display and promotion
of work of the diasporic Astan commmnities
residing in Aostralia The series of exhibitions,

ever, a category in the non-Astan imag)
Ea:hnl'mhuﬂqtﬂzmamn[

dictory categs -
mmmm'm-emm
of possible selves is theoretically vast and 50 are
their inaplied affiliations, 2 naember of which
are inevitably mutually exclusive and most

iving thirty artists, was an ambit lous
auratorial and organisational exescise by
Director. Binglusi Huzngfie, and was conceived
by ber partially o a flagping of the gallery’s shift
away from its original focus on ant made by
Asian-A i ds a broad
engagement with the visual cofture of the

of them were on display recently in Sydney vegion in which Australia aspires to play a role.

during the Asian Tiaffic sevies of exhibitions. For Sydney, this imp sevies of exhibits

lepulﬂ)llylhnmcmm mwmhm‘wmody
g the category of poTary the renego of core foral ik

Mmmhmm in an important local versae but more

s real, because the comstructs of the West ntly. the b ofa d

and the modem overiap to such an extent
that it has tmpl the

of the North Atdantic zone. In shont, #t both
A d and criticued the Biennale of

denqd’-hﬁlnlmm

Nomenclatuse is important as a guide to the

of authorship, and titles genevalh

some point identity was presumed to have
coalesced around place. That it was in bage
formed by geography, social and

religious cstoras and other Exctors that are
localised in regions of the globe, we assume
to be a given. Hence the national schools of
patnting that histary knows as French’,
A i or The Company Schoof . which
mmwmywpm

gories such as Faropean st or Astan art.
In the present. ‘identity is shout belonging,
about what you have in common with some
people and what differentistes you from others.
At its most basic & gives you a sense of personal
location, the stabie core (o your individuality '~
Above 2, identity artionkstes itselfl 25 2 foid

non ] exatity, lving a of
h y and the artiouk of a parti
system of values.

A recent project. Asian Traffic. an official
paraliel events of the 204 Biermaie

of Sydney was primarily about identity —
individual, institutional and geographic.

The site of this inquiry was the Asla-Australia
Arts Centre, also known as 4a Gallery,®
which since its inception in 1996 has largely

[ Key inds of so in
g her project ‘sian waffic’, Hoangfu has
ded €0 suggest hing of the physical

motion of exchange or the comreeyance of
information through an unregulated systesn
afc ation, embodied by the metaph
of trafffic in an Asian ewtopolis. We are now
sooustoned to the Bienmale of Sydney o one
of the smaller stations a which the gravy train
of predictable artist-celebrities stops briefly 10
disperse the hiest style positions from the hall
open windows of the dining cr- |t hes been a
considerable time since the Bl of Sydney
attempted to position itself as a collogueum-
forum, and we would bave fo go back to the
Nick Waterlow's liberating /979 Biennale of
Spdney Furopean Dizlegee’ 1o find a program
with a title thar supgested sommething more

than a awsory ismdover of new codes for

the pwﬂNuMutb centre
of the fnter porary ant workd
and explored the divect links between Brrope
and Asrstralia and the nfhunce of Buropean
ant on Australian art.5 Hugl's Asian Traffec
challenged by example the habitual depend
of Australian artists on models of authorship

- scenarios for content and manuals of taste
imported from the Caucasian tribal homelands
of the northern hemisphere. So in the very
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Brwt instance, Asizn Jaffic suggested an open,
inclusive model based on dialogue, in contrast
to the closed exclusivist model of monologue
suggesied by the recent Biennale of Sydneys
On Reasen And Emotion.

White anglophone Australia is maybe the
worlds pre-eminent cover culture, one of
Postmod 's perfect paradigr
continent where most official art s received
from somewhere else, usually in the form of
printed image or text. Like most of our
sophisticated technology, strategies in art
making materialise on our shores incrementally,
as fragments to be assembled locally, like any
number of other consumer durables that
cumnulatively work to define us as belonging

and a

[t beent i o owm eyes] 0 the family of
affluent mostly fair-skinned western nations.

T am not the first to observe that most officially
promoted visual culture in Australia has as its
subject the art or architecture of the Europeans
or North Americans, so what was initially
refreshing about Asian Traffic was its
preponderance of artists invited to participate,
currently practising in their own time and
place. Huangfu's vision for Asan Iraffic was

to contextualise for an Australian audience

the opportunities to engage with local and
regional kssues that are lost by local artists In
the constant revisiting of ideas and concepts
originating In Europe and North America.

A good example would be Manit
Sriwanichpoom's treatment of the

- of the Bz bombing, whsch
clatmed the lives of elghty-eight Australians
[and many others). The attack redefined our
national mood yet failed to find significant
expression In the work of a leading Australian
artist. Paradoxically, this cathartic moment was
the locus of the work of an artist from a
couniry physically untouched by the event
~ Thatland. In his series of photographs Pink
Man in Paradise, Stiwanichpoom addressed
the Issues of loss of Innocence and collapse
into disquieting confusion that ensued in
the west In general and in Australia specifically.
Among the framework of Issues making up
Asian Traffic, with particular relevance to
the local community of artists and cultural
commentators, perhaps his work highlighted

st cheanly the general decosspling of at
from life that characterises much art privileged
by museums and support structures across
Australia as it stiuggles to achieve the

coveted “International look’,

Given the generally more conservative nature of
the socleties and by extension the governments
of most of the neighbouring states, a surprising
aspect of Asian Traffic was the diverse cholce of
warks that reflected a queer position. | found it
interesting to consider that most of this work
was generated by members of the diasporic
communities or by artists who live and work
primarily outside their place of birth. Cultural
modernity, like gender is constructed as a mask
and like gender it Is ‘imputed from surface
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Above: Manit Sriwanich poom, Pink Man in Porodise, 2003
Right: Shen Shaomin, Unknown Creature No 12, 2603
Photos courtesy the artists

elements and cannot be known except through
them, the whole experience becomes a circular
ane' 5 It was the curator’s intention to suggest
that the umbrella of individual identity is one
under which many artists take shelter against
the vacuity of a pervasive and hard-to-resist
globall Michael Sh " ined

as did many artists in Asian Traffic, the issue
of an emerging serial self fostered by media
representations. The several photographs he
exhibited critiqued the easy performativity

of cultural clichés and in works such as O-lan
ke refiered to the ack tedged power of
oxsquerade (o comrode sodally inscribed rolies
and effect a form of personal Bberation from
the tyranny embodied by the finite wardrobe
of sanctioned media stereotypes —an outcome
of cultural cliché popularised by the
International press.

The dichotomous system of western and
madern is analogous to that of sex and gender,
and many Asian Traffic artists postulated in
their work that both are susceptible to
displacement and reconfiguration by
conscious performance. The contributions

of two Australian based artists, Koky Saly
from Melbourne and Owen Leong from
Sydney [c with this | |
foregrounded the alterity of the Asian body,
which for them constituted a form of corporeal
proscenium arch where the drama of visible
difference could be allegorised. Their singular
narratives were charged with sublimated
desire and a pervasive, highly aestheticised
engag! with the supposed antinomy
between male and masculine, with specific
regard to representations of Asian men. This
£2p. a sort of void between ocdidental and

d flesh, s anmlogous to the sp
between fact and fiction, another of the
recurrent binaries positioned by Huangfu
throughout the five month chronology of
Asian Traffic. The viewer was often in the
familiar zone, where much of today's art
renegotiates its relationship with the social
and cultural material that is its thematic, and
frequently it was also where Huangfu chose to
locate a mumber of her participants. Wong Hoy
Cheong for example, whose installation
Re:Looking included a web page link
[www.relooking-mbe.com] that took

the viewer to 2 deeply fumnny site that contains
nformation shout the disareet imperial rule
of Malaysia in Amstria Gom 1683-1935. Again.
what recommends this work along with others
like it is that the premise of blwring the
mermbrane between the fake and the athentic
b predicated on deks that
diefine Asia in the presest, rather than the
zoological models, which traffic in the
exhmnsted commodities of bizze fauna
and flora so befoved of the sahib in his
dealings with the Orsent. A harther example
of the curatos’s desire to indhede principaly
artists who evidented an ursrillingness to act
out conventional valves was Renee So — her
The Patace Wallk Are Streon With Tapestries
innovatively positioned Asian ness s a style
code that could be performed and quoted
from in 2 manner that hitherto was restricted
to projections of gender.

The intelligent and original engagement
with historically vindicated concepts, such
as Jae Hoon Lee's Virnual Train Station,
which contemporised the eighteenth contury
P by the mdiangle
of the gallery into an tmplicit wibeay platform,
wras representative of many works that refused
to rely upon playing our nature to their
cultize’ — well known to us & one of the
predictable strategies for establishing the
distinctiveness of Auwstralian art, which b
intended for projection on the white walls of
Technology, like financial
capital has no netionality and the privileging
of the technological over the exotic and the
relative kack of quotation. appropriation and
citation was an intentional reminder to white
Australlan artists that; There Is a pre-existing
social and symbolic order, within which all
peripheral cultural production occurs, and it is
not in itsell an inherently negative experience:
it is the way in which imitation and derivation
s privileged that is problematic’.”

The former possessions of the European
colonising powers in the Asia-Pacific region,
with the notable exception of Australia, have
been careful not to constitute some everlasting
afteriife of the Frwopean cultural tradiion.
And in Asizn Traffic there was very Bile of

the ‘mini-me’ st made by the look-alikes

who karacke the tribal hymns of the
Euro-Americans. Among the exhibitions’
distinguishing aspects, the lack of essentially
imitative or derivative imagery raised a question
[ feel to be of considerable importance: not the
fact of the special value accorded copying in
white Australian art, but rather what it means
to our neighbours. ] was reminded of Lacans
assertion that, “Mimiay reveals something in
so far as it is distinct from what might be called
an itselfl that is behind. The effect of mimicry is



camoufiage™ ® | could not belp but feel that
unlike the works n Asian Traffic the effect of
s0 souch white Aurtralian art is to make v
nwisible to ourselves and [ think this was how
Asian Traffic fitted in with what & going on in

Sydney and around the country. Husangfu's
exhibition inferred 1hat official A an
e m,r PR exps ofa

desire 1o belong 0 the West and by extension,
an authentication of a defining but redundant
cultural whiteness promoted in the face of
plurality and geograply that is undeniahle

As a frequent visitor to the cycle of exhibitions
n Hay Street. [ was struck by the coincidence
et peresths of dominarsce by bized

stional p e A 5
at, such as the ke early 80s and the present,
coresponded to periods of comservative
C ealth g I tmagine &t w=s
the curatos's intention that the works i Astan
Trafficwould evoke the depth and complexity
of contesnporary Asian society and the way in
which this found expr through pr
of image generation and &n this Huangfu was
Tergely successfil | was curious showt the
arence of young artists wioss work is involved
with the Edation of bmp primary
F within mod F d by
significan axtiss like On Kawas or Nam fone
Paik, and a possible negative implication thas
in the ah of awider d fi k
new art from Asia might lack specifically self
asthoring mecharnssms that were 2ut horitatively

J 2nd therefore beyond co-option by the
West. However, it goes without saying that had
Asian Traffic opened in Masnbai or Singapore,
it would have been calied something bike Art
Now' amd | am d again to Samd
mmmmmkﬁsam
mvented outside Asta ¥
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Felicity Fenner

| A cacophony of pushbikes, motor scooters, flashy cars and filthy

vans, traffic in Asia is more complex in content and etiquette

atts, ‘Asian traffic’ evades stereotyping on a number of levels.

. |
. than in the West. It's an appropriate metaphor for a major i A °
project in Sydney during 2004 which revealed that in the visual E‘ ] ] ' I
: L J

ABOVE AND FACING PAGE: Jae Hoom Lee
Virtual Train station 1004, digital video
pm!:daslmvidcnpmjedm

vol24 # 4 > Artlink
20

"



anany successiul Chinese artists emigrated during the 1990s.
becoming resident m Paris. New York or Sydney. bul some

are now retuining. either part-fime to make work of 10 live
permanently These artists that Tive hetween cultures have an
advaniage over those wha lead move monc-culiural tives. The
immigrant children. expatviate or ifinerant artists featured

in the Agien Traffic project. shared a range of sophisticated
perspectives on the ways i which cultural and potitical issues
ran be explored in art ovactice. This insght. wivich also informed
the curatorial approach. veas e strength of the project. Visitars
were forced to join the Asian maffic coming and going from
The Asia-Australia Centre iGallery 43} In Chinatown. and in its
ever-changing guises and fluid shifts in divection, the project
successiully arcumvent=d any traffic jams.

Asian Trafjic was, ouisude e Asis Pacific Trignpial (AFT), one

of the mest ambitious efforts underiaken in Austratia aimes

at axploting the multifarous nature of new Asian art and fis
complex intersection with contemporary Australian culture. The
project comprised 2 rolling agenda“® of six axhibitions, nUMerous
performances. 2 {weo-day conference al UNSW Coflege of Fine
Arts, 20 ariists’ talks and a sevies of round-table discussions
involving a wide range of Australian and visiting artists.
acadernics, writers and curators. & was e first maior exhibition
event initiated at The Asia-Austraba Arts Cenre by #ts curvent
director, Binghui Huangiu

Huarngtu has been an integral part of the changing cultural
landscape in this part of the weorld {Australasiaj for over

a decade. She was born 1ng educated in Beifing, became

an Australian citizen under the Labor government’s post-
Tiananmen immigration pohcy in 198g, and worked both as

a practising astist and curaror in Australia before spending
seven years as director of Singapore’s respected Earl Lu Gafiery
st Lasalle-SiA College of the Arts. She has curated and toured
internationally a series of highly successiul group exhibilions
featuring a vange of artists from Asia and Fhe Asian diaspora
including Text & Subitext t2000). Site + Sght (2002} and Science
Firrions (2003). 50 I M2y ways Asian ajfic provided &
symapsis of Huarghu's arstic interests and conceptually global
aparoach to curating.

[ he Frst phase oF the exivoition mctuded high: profile arnsis
f1om Chinasausiralia, Thatland and Indonesia Mella Jaarsma s
best knoven Lthrough her mchusion in the APT and involvernent
with the lakarta-based Cemeti Art House She explones issues
of vacism and refigicn h mdonesia. particuiarly conflicts
between Mushm and Chinese cornmumitics, using ammal
Jns o cameuilage her own Body in performance o i the
case of Asign Traffic. iqurative sculptures placed corpse-tike

an the fivor. As an outsider to the society in which she lives
{1aarsma was bomn in the Netherlards), the artist nasan
ebjective percepiion of the socic-pelitical problems inherent to
cur nearest Astan neghtour. similarly, though in an entrely
different medium, Manit oriwamichpoom of Thatland exhebited
2 neww series of work about éonesia provoked by the 2002
Bali bombing that exploded narrw Western perceppons of

am—p—

Bali as a tropcal paradise immune from global conflict Pk
Man in Paradise (2003) is 3 continuation of Sriwanichpoom’s
earlier project, Horver pink {2001), a series Of deeply shocking
manipulated journatistic colour photographs from Thafiands
pra-democracy Jevolutions of 1976. This time. the ariist’s
protagonist —a chubby Asian CONSuUmEr wrho wears a bnght
pink satin suit and pushes a shopping trofley wherever he goes
—is photographed in various picturesque Balinese settings.
apparently oblivious 1o the backdrop of political unrest

Pmk Man in Paradise has a deep resonance with Austratian
audiences in particulas, for whom he Ball bpombing, in the
arlist’s words. pulled the rug from under our feei’

Political unitest in mdonesia was again ¢iled in the second phase
of Asian Traffic, specifically i the work of ancther Thal artst
Vasan Sitthiket. in 2 senes of live performarndes, zitthiket drew
on a cast of 5o famous and pofitical international charactars
{fvom jesus Christ 10 Saddam Hussein) fo improviss shadow
puppel plays in response to world rews and everts. Fwas 2
witty and innovalive merging of sradirional cufture with curent
political issues that cleverly involved its audhence v inviling
them to play the role both of casting agent fin choosing the
characters) and provocaeus Iy asking the selected charackers
10 respond to speciic questions).
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Humour and history also infused Shen Shaomin's fantasy
Jkeletons in both the first and second phases of Asian fraffic.
Shaomin is Sydney based bret greve up in northern China

near the palaeontology freids of Morgolia, an experience that
piovided him with 3 uniquely insightiel i cynical understanding
of the overlap between scientitic and historical fact and fiction.
His semni-hatched dinosaur eggs and clongated creatures
merged from reptilian, canine and human features pavody
Westarn cultuse’s drive to lrace the history of life on earth.

The mtersection between Western and Chinese cultures was
ako key to the mstakation by Leuna Mee Ping. wha presented
hundreds of paper table naphkins irom McDonalds stores in
Hong Kong, ilustratad with drawings by childven who use
#cDonaids as zn after-schocl Gare facility while thess parenis
are wrking. I was inspired by the intarest in McDonalds of

a six-year-oid bhind child. whose voice recording forms tne
centremiece of the installation The wesifare of younger children,
spectfically Chimese babies adopied by Westein parents. was the
focus of hang hie's instaffation of baby stroffers.

since the one-child policy was introduced 3 generation aga.
Chinese babies have become a fashionable part of Asian traffic.
unwittingly abandoning China for the ¥vest. it's a phenomenon
succinctly evoked by Jiang lie’s rows of empty strollers facmg the
door. In addition, visitors to the exhibition were able to ‘adopt’a
‘baby’ by filling out ‘adoption papers’ and paymng for a fibreglass
baby bust which they could take home 1o exhibit e a souvenn
or trophy from their visit

Japanese-born Ken Yonetani also made excellent use of ths
‘shop front’ space dewnstairs. with an inferactive ceramic floor
installation crushed by opemimg night guests. The Ties. arangead
in 2 mandala on the floor, featured endangered species of
Australian butterflies; the audience’s actions symbolised the
sragihity of our ervironment and the ease witi which it is
destroyed by humankind. The periormance also refenied 1o the
toriure of sus Christians in ;7th entury fapar. fored 12
walk over iand thus destroy] jumse ik IFustrated with images
of relighous Kons,
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ins the exhibiticar's last phase, the downstairs spacc again
engaged passersby with a life-size sculptural work. this time
Shonfey Derz’ Dreum Sear. A porcus, skeleton-lize boat made
from phywood. it evoxed the fragrhiy of nopes and dreams
inherent Lo the refugee expetience, providing a peigrant finale
to the Asian Trafac oropedt

esides sculpiurs) objects. photo-bassd work, both stili and

vidieo images. comprised 3 large proportion of the entire project.

ir The ath phase exhibition Dawid Clarie's Phoie Daary: 3t

Dec 1994 - 1 fam 2000, & tiple prejechion of images roiting

past at difierent speeds, s the resel of the black and while
protographs taken each day by the arfist in the five years prict
and foliowing Hong Kong's reiurn Lo Chmese sovereignty in
tha next exhilation, Song Dong's Fisating City. a nbm of ever-
changing Beijing streclscapes reccrées i watery redlection.
wyas also prosected across three stroens, <r2ating & ypnolic
Filmic Hlusion across the gallery’s main walt as wiban images
were dispersed gy surface ripples Song Dong is best kmown in
Austizlia for his work in the (357 APT. 2 muditative performande

about the passing of time and survefllance. which also utilised
themalically the ephemeral and fluid quabities of water. Floating
ity has dual significance, evoking no¥ only the impemanence
of individual lives and traditions. but the mpidly charging
urban face of China as it fastforwards mfo the 215t century

George Peonkhin Khul's ineractive imstatiation momtored and
visualised the hreath of audience partiopants. v screens
provided the output data from the viewer's breathing patiern,
recorded with a belt wiapped round the iower dhest the first
weas 2 graph showing the depth ared rale of breath: the second
revealed the transformation of this data into dynamic linsar
patterns that exploded Fhe fireworks a5 20 was inhaled. Based
on East Asian breath awaseness techmques such as Zazen

and Qi Gong. the interactive &¥PeTENCe Made Yiewo s acurely
consricus of the relationship benwesr pswhorogical and
ohysical states.

Fro—y e

FACHSE Pl 2dow i dise 27 {Tencas Tots
Gangga) 2005, series of 13 C prinis, 8c X g3 e Pk M payfonmed by
mm.msh-“mhm Cregiure =0 22 3005
andmas) bowe. marble -_!-n.salmunxmlqh
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This work appeared
in Phase 5, which was
perhaps the mast
dynamic of all A
highhght was Sydney
artist Owen Leong’s dual
video installations, White
Amnesia and Second Sk,
In the former we see.
from the underside of a
transparent container
filled with milk, a human
tongue methodicaliy

” i licking away the white
PSR fiquid. It is a strangely
sensual performance, reminiscent of a cat's licking for the
purposes both of consumption and seif-cleaning. Leong. in

hic mid 20s, is Australian born to Chinese Imm¥gGrant parents.
o he belongs Lo a second wave of first generation Chinese
Australians fthe first represented by artists such as Lindy Lee,
born in the igsos}. Echoes of she White Austraha Pelicy stll
haunt the earlier generation though in Leong’s work persenal
reference is reptaced with a retaphoric suggestion of the
policy’s transparency. Jesties closey 10 LPDONGs Pl EXPETEIE
are explored n Second Skim.in which the ashist endeawours to
wipe away a Thick coating of honey from his facz and head. The

e i i s S wy | performance, whjch is seductive n ils actibty yet excruciabng

Brscts, pesamibulators, photographs, viny) text. asowe: Ken in its implied self-loathing. reveske a canny understanaing of
onetani Fmie - Retrapod 2004, mixed media mstaflation. how racial identity insidiously infirates and informs ouners’
G, ASOVE 2269 Enuow: Kew Yonelant Fumre - Butterfiy perceptions.
Mardala 3005, covammeL ilteracive mstallation manc
e Rucith Wang A-Z 1604, baks wood construction Dowmnstairs, another young SyGney artist of Chinese parentage.
l Keith Wong, constructed a freeslanding wall titled A-Z.

Meticulously crafted from balsz-wood. it was 3 translucent wall
hiusing 3l the letters from the aipharet, seme of tham broken.
. reference to his own childhood im a house where ‘oroken
. Enghsh was spoker. Despite the barvier created ny The language
¢ sl one is able to decipher and see through the confusion and
antanglemert of the fragmented letters.
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The final phase of Asian Traffic was dominated by Suzann
Victor's quaintly titled Allf Know, another werk about languzge
parriers. Comprising three wall/loor pieces fabricated to
resemble tradilional Chinese scrolls, Victor presented three moils
o iuman and artiicial hair mounted onto felt in the form of
Chinesa characters. Fach character was a single word, a small
piece of Mandarm that Victor mastered and transcri bed. The
Project is an cngomg leatning process, with more to be 3dded
as the artsst acquires a greater vocabulary The performance
challenges a common percepiion that “Asian’ people speak
‘Chinese” Victor has scant knowledge of Mandarin, having been
on and raised in English-speaking Singzpore. Symbolically.
<he mounted bionde hair onto black scrolis and black hair ent
white, the latter 1oll reaching deep into the gallery space ending
in the roil of unmarked felit. like a story wailing to be told.

The exhibition programme was not without a few
disappointments. Koky Say’s photographs of gay Asian men,
Lock e Other Wiy prompted one to do just that. While in parts
of Asia omnesexuality does not have the acceptance it does in
most Yesiern communities, the work mirmics art practice of the
1980s around issues of gender and identity. While wt belongs

t 2 Imeage of photo-hased autebsoqraphical art srachice by
gay Asian- Australian armsts. its relatively namow focus lacked
the poignancy of, for exampie, the more empathetic work of
William Yang. 3ore angaging was Kijeong Song's Couples sevies

of calour photographs, which intreduced viewers 1o around
thirty couples of diverse racial Sackgrounds photographed iv
their awn homes, each testament to the universality of a shated
demestic Hife's routine intimacies.

iey *0 the programme was the Asmn Traffic conference,
convened jointly by the Asia-Austraka Arts Centre and the
Centre for Contemporary Art and Folitics at UNSW Coliege

of Fine Arts. If focussed on a critical analysis of ine Asian art
diaspora and how relationships betweer local and global
cultures inform and manifest in recent visual arl practice.
Speakers included curators Charles Merewether and Hou Hanra,
whose divergent approaches to Asian art signad the huge
generational and cultural shift in curatornal practice that has
occurred over the last decade. acasemics Dawid McNeill {UNSW)
sohn Clark (Uni. Sydneyj. Chaitasrya Sambrani {ANU} and a
number of artists. The forthcoming publication of papers will
be a valuable addifion to the scholarship of contemporary

Asian art globally.

Assan Traffic was promaoted as 2 paralie! everit to the 2004
Biennaje of Sydrey. though uniike that event trought a move
contextual approach to curating art in Australia. even oven

its geographic specificity Where Biennale ourator lsahel Cavins
adopted a traditionally northern fizmispheric view of Austraka
as the product of a Eurcpean culture turned upside down and
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v tuated by ot indigenous presende Huangiu demponstrated sLgv: Ower Leong

crary understanding 6f Australias generational Seeiml N, 2008

video still

thalaysia and India, to name a tew) Thus, the Asian Traffic
nrogramme not only engaged audiences over a more sustained
peniod of time (it opened with the Brennale and ran for aimost
s months longer), but bore a greater personal and cultural
relevance to Australian art audiences @

wiempuraty Art Centre of

Felrrty Fenner (s 3 TuRatar i art anter based at The University of New Senth

Walws Sydney
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