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of reclamation’, by 2030 the island would have
increased by 25% of its land mass at independence
in 1965. He writes of the importance of the sea to
the land, an importance that has sublimated by an
overriding ideological impulse towards nation-
building. The concept of nation-building’ is tacit
to the Four Rivers project which tells of the fate
of South Korean rivers and a history being lost
through their inundation and control by the build-
ing of dams. Similarly, the indigenous peoples of
Australia articulate their concept of land through
different cultural forms of narration that have
nothing to do with the idea of nation-building.
Rachel Swain relates how indigenous theatre and
performance work have developed powertful dis-
courses around the land - discourses that refute
those of the Western art historical notions of the
land and landscape.

ISSUE ends with a recent project by Andreas
Schlegel and Vladimir Todorovic who went to
Mongolia on a field trip. They were interested in
what could and could not be captured by informa-
tion technologies. They left Mongolia recognising
the impossibility of capturing’ the land; returning
home, they transformed their digital images into
a three-dimensional simulacra of tourist memora-
bilia, which was then shown in a museum.



























¥ing Fo Ful Kun's Ancestral Temple and Cemetery, Singapore
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| am not Hakka. | am Singaporean,

Ying prefecture of Meixian, China,

Ying Fo Fui Kun Ancestral Hall was set up in the
Ying Fo Fui Kun was set up by Hakka Chinese im tlan association in 1837, three years after the Lan
migrants in 1822, three years after S Stamford Fang Republic was destroyed.

HI-' I"l ] " I. i .I'Tl. 10140
affles arrived in Singapore The peopie of Lan Fang Republic were all from Jia

14 The people of Ying Fo Ful Kun were all from Jia Ying prefecture of Meixlan, China.




P &rchivist Room, installation Performance, Ying Fo Fut Kun, Holland Village, Singapaore
Lan Fang Chronacles 2012, Imnge by Las Kisn Yan

WMamasr CF The Visitar, Installation Performance, Ying o Fus Kun, Holland Yillage, Ssngapore
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and a pseudo-mythicol post to explore Lan Fang's

part of the Singopore Arts Festival 2012, in the form potential,
of @ temporary museum at the unique site of ¥ing Fo

Fur Kun (Clan Assadiation)’s Ancestral Hall

While the installotion performance fraces the path
the Republic took, it also meanders into the future

EaCch narralive graws from fact ard fiction, memaornes
and forgeries, history and myth = all to réeconstruct
and tell the stary af what s, what was, and what
could have been the Lan Fang Republic.
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From the Archives of the
singapore Fsychogeographical Society

Psychogeoforensics

Frapared for the Singapore Psychogeographical Saclety by Debble Ding

singapor is a city that constantly changes, which
makes it a city hard to define. At 47 years, our na-
tion state s young and still a kind of tabilg roso.
Large government-aperated agencies are tasked
with shaping our national identity®, and for years
they have struggled to define what is "definitive”,
“historic™ or ‘'memaorable” apout this pation; many
writers, poets, ilmmakers and artists have also
grapped with this issue. Yeat for the most part,
“Singapore” remains a mysteripus, highly debat-
able concept. What Is "Singapare?™ Where can we
find the meaning of "Singapore™? Let us beain by
examining the language which we use 10 speak
abiout "Singapore”

The Definition and Vocabulary of Singapore

Singapore’s identity crisis may stem fram the prob-
lem of hawving Little land mass, yet being made up

af physically and culturally fragmented parts that
have not beon assembled into a whaole

Singapore as "A Red Dot”

Figure 1. S5ingapore a3 2 Red Digt

aingapore - a main island and &2 smaller islands
around it = occupies 7143 square kilometres, with
a population density of 7,257 per square kilometre
Even its main island is considered relatively small
compared to other Southeast Asian countries such
as Malaysia (329,847 square kilometres) and Indao-
nesta (1,904 589 square kilometres).

Once, i an interview with the'Wall Street loarmal,
farmer Indonesian Prime Minister 8. ). Habibie in-
famously described Singapore as a “little red dot”

which caused many Singapareans to see red. In
a conference on 3 May 2003, former Deputy Prime
Minister Lee Hsien Loong responded that Habibie's
description of Singapore was "a vivid and valuable
reminder that we are indeed very small and very
vulnerable . He added that the phrase Llttie red
doet” had since "become a permangnt part of ous
vocabulary”, a subtle nad to the Singaporean ap-
propriation of the term, and the self-awareness of
our small size,

A dot 15 simply a rounded speck, the smallest mark
one can make on a map, and Iinherent in its small
size is the loss of all other distinguishing featuras.

Singapore as "A Black Hole"
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In 2010, the Singapore Tourism Board launched

its new “destination brand” known as “YourSin-
gapore”, The main image used in its campaign
featured the shape of the Singapore Island formed
out of various brightly coloured cubes. Other
offshoots of the campaign also featured the shape
of Singapore formed out of shopping bags and

food items.

This image of a generic, graphical Singapore island
was accompanied by the curious tagline "What

IS your Singapore?” |t was a peculiar question to
be asking visitors, who might never have been to
Singapore, and perhaps were hoping to be given a
clue as to what Singapore” might be. The shape
of Singapore becomes nothing more than a blank
cipher to them; it may as well be a black hole of
meaning, with no answers to be found. It raises
the question: how do we build an identity or tradi-
tion in a country that looks outside for cultural
legitimacy and definitions, rather than attempting

to answer the question from within?

Multilingualism:
Trying to read more into Singapore

ZWHiER, WMiAS

(Speak More Mandarm Speak Less Dialect)

Slogan for the 1979 Speak Mandarin campaign,
launched on 7 September 1979

The vocabulary of Singapore is quite unusual -
we have four official lanquages: Malay, Chinese,
Tamil, and English. It is the only country apart
from China where ethnic Chinese constitute the
majority of the population, and the remainder

of the population is racially diverse. Occasion-
ally, there is confusion from foreigners who have
never visited Singapore, who mistakenly assume
that Singapore must be a province of China since
Singapore is predominantly Chinese. However, it is
nothing like China, as a significant percentage of
young Chinese Singaporeans speak English rather
than Mandarin at home, and many cannot speak
the language of their forefathers after years of
media restrictions on the use of dialects on televi-
sion and radio.

For many, the decision to use English as the domi-
nant language was a wise political decision. Qur citi-
zens speak a language that is known the world over,
and this makes Singapore a welcome destination

for iInternational travellers. In the politically-correct
modernity of today, it Is easy to forget the racial ten-
sions and riots of the 1960s, and the very real need
back then for Singapore to have a common neutral
language to bring together a racially diverse nation
experiencing a clash of ways and cultures.

This however, may have come at the cost of
losing parts of our cultural identity. Despite the
perceived cultural “richness” and "accessibility”
to both English and Chinese speaking worlds that
could come with bilingualism, for most ordinary
people it is very hard to become an effectively
bilingual speaker without it impacting one’s level

of competency in one of the languages.

The language barriers that arise from a superficial
multilingualism might also hamper the transmis-
sion of oral histories, traditional stories, and a
deeper understanding of literature and histories in
one’s "native tongue”. Not only are we physically
separated from the land of our ancestors, we are
also culturally fragmented through the differences
in spoken languages, which potentially impedes
our communication with the older generation of
dialect-speaking Singaporeans.

50 when we research a local history in a particu-
lar language, we begin to wonder if we might be
missing out on other records that were written or
documented in another language. It is difficult to
research one’s own history when one no longer re-
ally knows the language that an archive Is written

in. It is a pity that we are unable to be a dutiful au-
dience to older people recounting their life stories
and patiently trading old stories about old places.
We have lost slang words, aphorisms, poetry and
folk stories. As a result, the past is an impenetra-
ble mystery, and even a written archive of history
as we know It feels fragmented and incomplete.

Fragments and Archives in Singapore

Archives are of interest to us because the physi-
cal record and written word have the power to
bring intangible things into existence. Without
documentation, data or archives, it is very difficult
to examine and discuss that which does not physi-
cally exist, such as events in the past, people who
are no longer living, people who are transients
through an area, or buildings and spaces which
have changed or no longer exist. Thus, the written
word, narrative or story is what brings it to life. In
this way, an archive can be crucial in the process of
creating a national narrative where one does not
yet exist.

However, we are not always so lucky to find schol-

arship or pre-existing research on the more hidden
or obscure parts of our own histories. So our
archives may become repositories of fragments
rather than repositories of complete artefacts or
facts. Many of the histories in Singapore can only
be pieced together in fragments, such as the story
of Pulau Saigon, an island that was once in the
Singapore River.
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Case Study: The Mystery of “Pulau Saigon”

Figure 3. The Singapore River in 1819

We first encountered “Pulau Saigon” while inde-
pendently researching the Singapore River. While
tracing out the shape of early maps, it was noted
that there appeared to be a sizeable island in the
Singapore River. An error in the 2009 edition of
Mighty Minds’ Street Directory, in which “Pulau
Saigon Bridge” had been mislabeled as "Saiboo
Bridge™ (due to its proximity to Saiboo Street), also
brought the peculiar name to our attention, as no
such island exists in Singapore today. When we
asked around, virtually no one had heard of it.

After referring to city plans and other maps from
before the 1970s, it became obvious that the larg-
est islet in the early maps was actually "Pulau Sai-
gon’. Geographically, the meandering Singapore
River separated Pulau Saigon from Magazine Road,
where the Tan 51 Chong Su temple still stands

to this day, on its eastern side of the Singapore
River's banks. |t was large enough to accommo-
date an abattoir and railway station, and numerous
warehouses. Yet mysteriously, it disappeared clean
off the map by the late 19/70s. We know of it today
only because there was an archaeological dig done
on the very spot, to dredge up and study its last
remains before it was no more. A modest collec-
tion of pottery shards and small physical frag-
ments is still housed at the National University of
Singapore Museum.

Further research showed that the longest sus-
tained piece of writing about it to date is a thesis
titled "Uncovering Pulau Saigon”, written in 1995
by Cheryl-Ann Low from the National University
of Singapore (Geography Department), Even then,
Low's research iIs very telling of the limitations of
Singapore’s official archives - that there are very
few mentions of "Pulau Saigon” in the Municipal
Reports (only in relation to the performance and
output of the abattoir), and that Pulau Saigon’s
oral history infarmants would now be incredibly
old, and eventually no one would be able to tell us
about it.

Low writes that in 1890, "Pulau Saigon” appears
In an annual report which states that since 1828,
one portion of Pulau Saigon had been given to
the municipality for an abattoir, and in return, a
handsome iron bridge had been constructed to
link it to the main Singapore island. This bridge
stood for many years and when the lapanese
bombed Singapore, one of the fire bombs landed
quite close to the end of the bridge on Singapore’s

mainland, and the fire and flammable fluid flowed
to the other side, setting parts of Pulau 5aigon on
fire as well - a stark reminder of how Pulau Saigon
was physically still very much a part of the rest of
Singapore.

In the end, the most interesting part of this
aforementioned paper is Low's description, which
in turn is inspired by a single line from another
report from 1894. In the municipal record, the
following is noted: On Chinese New Year’s Day on
16894, between 8pm and 5am, nine hundred and

seven pigs were slaughtered.”

In response fo this single line in the municipal re-
port, Low manages to write an admirably colourtul
description of what sort of scene this might have

looked like:

Day and night, the auditory nerves were
assaulted by the painful cries of cattle
being slaughtered. The chugging of the
trains, and for a rather brief period, the
groans of incinerators could be heard.

On top of that, there was also g dreadful
stench to tolerate, an odour that was a mix
of the smells of live cattle, raw meat, waste
materials, burning refuse, and the infamous
smell of the Singapore River at low tide.

Without sufficient information or oral history
records, the existence of Pulau Saigon would fade
from existence completely. Few to no vestiges
remain of this tiny islet that once teemed with
the chaos of life and death. All we have left are a
few broken shards of pottery and a few words in

the national archives to mark its existence. But
for a moment, with the colourful description of
the sounds and smells of living and dying, we can
imagine Pulau Saigon coming to Life in our minds,
roaring and bursting into colour. And all we need
to bridge the gap is simply our imagination - that
Is the power of the story.

Fragments, incomplete clues and traces are of
great interest to us because it appears to be the
dominant manner in which information about
Singapore can be found. So in 2010, the Singapore
Psychogeographical Society was formed with the
explicit aim of researching, collecting, and curat-
ing fragments - to attempt to stitch the fragments
back into a cohesive whole.

The Formation of the
Singapore Psychogeographical Society

The Singapore Psychogeographical Society is a
loose association of words, devoted to promot-
ing a better understanding of the world through
ludic adventures, independent research, digital
documentation, and archival activism. It is facili-
tated by Debbie Ding, who maintains a physical



and digital archive of writing, journey transcripts,
maps, urban signs, photographic records, and other

physical fragments of land.

Through “psychogeoforensics”, it encourages
people to construct/reconstruct their own narra-
tives around the various physical traces, histo-
ries, and archives that may be overlooked in the
fast-developing urban city of Singapore. From
pottery shards, to traces of excavation, to marker
scribblings on walls, it is hoped that we can write
stories and histaries from the clues found along

the way.

In “Introduction to a Critique of Urban Geography”
(1955), Guy Debord defined ‘psychogeography’ as
“the study of the precise laws and specific effects
of the geographical environment, consciously
organised or not, on the emotions and behaviour
of individuals.”

"Psychogeoforensics” is an extension of that con-
cept, a neologism coined to describe the approach
taken by the Singapore Psychogeographical Soci-
ety. To combine psychogeography - which is an
appreciation for the geographical aspects of a city
that influence the actions and lives of individu-
als Lliving within it = with the domain of forensics
seems almost logical.

Because of the peculiar fragmented nature of his-
tory and culture in Singapore, we could also view
Singapore as a scene of mystery, or the missing
artefact. We are here to solve the mystery of what
and where Singapore is; we are here to reconstruct
the narrative of Singapore, by going through all
the possible clues of its whereabouts.

Our goal Is to narrate places back into being.

Let the crack in the wall tell its secrets. Let the
small trees by the roadside speak to you. Let the
electrical box on the street corner testify as the
witness, or actor in the dramatic reconstruction of
the story.

! "Our Mission (is) to Faster Nationhood, ldentity And Creativity
Through Heritage And Cultural Development”. (From “National Herit-
age Board - Qur Vision & Mission”, http/www.nhb.gov.sg/NHBPortal/
AboutUssMissiond&\Vision (occessed October 2012)

¢ The Singopore Tourism Board slogan for 2010 was "What is your
Singapores”
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1997 Malaysia bans the export of sand.
{The Straits Times, 25 January 2007)

2007 Indonesia bans the export of sand.
(Ministry of Trade of Republic of Indonesia reguintion
aumbar; 02 DAGPER/ L/ 2007)

Singappre land reclamatian: View from the soa
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Pulau Sajahat
“jahar” rranstates a5 evil” (Matay language)
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Jessica Anne Rahardjo

Conversation with Charles Lim

Charles Lim: One of the interesting things about
water in Singapore is that we're at the equato-
rial zone, the temperature in the sea Is almost
the same as the body temperature, so people can
stay in the water for a long time without getting
hypothermia. If we're in the Western climate, they
say It's something like, five minutes, and your life
Is In danger...

But here, the water has something very embry-
onic about it. The temperature of the water is
sometimes actually warmer than the temperature
outside. Life can be sustained for quite a long time
in the water, so | was thinking, that could be one
start. The gist of the project I'm doing, SEA STATE,
s to inverse the way we look at water, and in rela-
tion to land. To see water as a territory, as a real
space where people live, work, there's economy,
there’s culture, and things like that,

If you look at the Land historically, when archae-
ologists were looking for civilisations around the
Riau regions, they went to the centre and they
couldn’t find any kingdoms, so they thought that
these people were...

Jessica Rahardjo: Primitive.

Charles Lim: But recently they found out that many

of the kingdoms are along the coast, in the man-
grove swamp. So it's very much coastal based.

The 5EA STATE project is very simple = when you

look at Singapore as an island, you think of the
Island as a territory, but | was thinking of the idea
that the island i1s actually not the territory, [but]
the static space where things don't happen. Eve-
rything that happens is in the water, there's a lot
more changes there...

People in 5ingapore can look back at history and
see that many things were happening [then], but
now they are disconnected from the water because
they think nothing is happening there. That's not
the case at all. There's a huge industry, shipping,
on the water. | think recently, the MPA® came up
with this campaign, saying that Singaporeans form
under 10% of the workforce in the marine industry,
so the people in Singapore are disconnected from
this world. The world of commerce does not con-
nect to, or relate to the practical life.

The only way we connect with water Is, for exam-
ple, when we go to Sentosa, which is some sort of
Disneyland, it’s only far leisure.

Jessica Rahardjo: Yes, a kind of manufactured
experience,

Charles Lim: Yes it's only a leisure kind of experi-
ence. For me, culture does not happen through
leisure completely. It needs some sort of practical-
ity and some sort of work around it, or some kind
of utilitarian use.

S50 the project SEA STATE is about reversing the
view of Singapore. For SEA S5TATE 1 [inside outside],
| was kind of interested in the coast of Singapaore.
The coast of Singapore is quite controversial - we
have the land reclamation, we have the fence on
the north, these are quite politically loaded, eco-
logically loaded subject matters. When | embarked
on the SEA STATE project in 2000, there was a lot
of self-censorship. | wanted to touch on all these
subjects but | didn't want to say “we (Singapo-
reans) did all these bad things". But at the same
time, as an artist I'm not really interested in that.

Jessica Rahardjo: Do you see yourself as an artist,
though?

Charles Lim: There’s a part of it that's actually

activism. But to me, these things have already
happened and we have to accept who we are,
and that's what I'm more interested in. Looking
at what we are, looking at the present, in a sense,
and through that, analysing 'what does it make
us?’ And instead of thinking of the future, about
how we can improve ourselves, I'm not interested
in that.

The projects | did before was with tsunamii.net
(with artist Woon Tien Wei and scientist Melvin
Phua), a lot of it was bordering on activism and
institutional critique. It was like we wanted to
contain all these big subjects, to say all these
things, but in the end the artwork couldn’t sustain
it. We spent all our time trying to explain the
work, trying to find the point. | felt that it was not
working. So for SEA S5TATE 1, | wanted to try a new
way where | do a very simple act, and through the
act, things will open up.

The act is looking in and out of Singapore.
Through this rigorous act, | came up with images
of buoys. A lot of people see SEA STATE 1 as the
work with the buoys, but it's not about the buoys,
it's about the act - the act of being inside and
outside. | did it three times, once with the images,
which was through me going in and out of the
border, and the other one was through the sound
the VHF radio sent, which was put in the gallery. It
was tuned to the ships that were entering the port
of Singapore. Every time the ships enter the port,
they have to communicate for permission. And

the port will send them a pilot, somebody from
the port, who will board the ship and drive the
ship into the port of Singapore. It's quite interest-
ing that you hear sounds of people from outside
coming in.

The third part of the project was a day before the
exhibition, when | was setting up, | was looking at
a map and instinctively | just cut the map. To me

| felt like that it was a lot more economical, but |
kind of Llike the VHF set. The VHF set added some
kKind of random real-time element to it, because
people in the gallery can interfere with what's
going on.

To me, the images feel like a bit of a cop-out,
actually...



Jessica Rahardjo: The images lure you in...

Charles Lim: Images of the buoys right? To me

It was a tribute to the Bechers, Bernd and Hilla
Becher, with their water tanks... S0 anyway | just
did that because | couldn’t come up with any other
iIdea. | mean, | tried to put it up in a crazy way, but
yeah, that's the first work | did.

The second work is the one we're talking about
tor this journal, as evil disappears. | always wanted
to work on the subject of land reclamation in

Singapore.

The tsunamii.net project first started with this
thing called SEA-ME-WEZ2. SEA-ME-WE2 stands for
Southeast Asia-Middle East-Western Europe 2. It
Is the longest cable in the world and it starts from
South Korea and goes all the way to Scandinavia.
The cable is underwater.

Jessica Rahardjo: What does it transmit?

Charles Lim: Internet signals. How the SEA STATE
project is connected to tsunamii.net is through this
SEA-ME-WE2 project. In 1999, around 2000, one
day | found out the internet was not working. | was
quite frustrated, so | called the internet company
and they said the internet was just down. The next
day, | did some research, and reports said that the
SEA-ME-WEZ had broken. One possible reason

was that a ship anchored, and there was a storm,
and broke the cable. The second possibility was

an earthquake, and the third one was even more
Interesting - [that] the cable emits some sort of a
pulse which attracted some sharks, and the sharks

bit and broke it.

We feel that the net is this virtual space that is not
connected to the physical ground. There are many
media theorists who write about the disembodi-
ment, the flatness, the lack of gender, the lack of
race, you can't see what race you are, that there’s
no discrimination in that space.

We started all these tsunamii projects that were

testing the relationship between the physical
world and the net. After that, the project stopped
and Woon Tien Wei and | started p-10.

Although this was an inciting incident for this
tsunamii project, | also wanted to make a project
about this. | went out to the sea looking for this
cable and | found out that there were many inter-
esting things going on about this cable. There are
always funny things going on in the sea in Singa-
pore! That was when | started ‘seastories’.

What | find most interesting about ‘seastories’ is...
| have a history of working with the sea, | used to
sail. And I've been looking at artists like Tacita
Dean and Simon Starling, their works are about
the sea. | like their works very much, but the works
are very much psychological. They romanticise the
sea, and | feel that there is a danger to this line of
thought, because one would then see the sea as
this infinite space when it really is not. The sea has
been mapped out, divided and guantified.

And they always keep saying that man cannot
conquer the sea, but when | go in the sea, | don't
see that happening. The sea has become a politi-
cal space, a very dominated space and all sorts of
things are going on in there. But it’s also become
the non-space, but it's actually not non-space.

People go out to sea and they always think it's

no man’s land. There’s something quite romantic
about it, but the dominant powers of say, the U.S.,
dominate the sea. And they use the sea to domi-
nate other peaople...

Jessica Rahardjo: In limiting travel, limiting trade...

Charles Lim: So | was thinking that | wanted to do
something more rigorous. Allan Sekula 1s making
works like that, Fish Story... He was in Documenta
11 (Kassel, Germany, 2002). | needed some sort

of way in so | thought | should pull out my past
stories. When | was learning to sail, the coach used
to tell me that if you could sail out to this place

in the sea, it's called a seafix... To me it's always
represented this place that’s really far and a kind
of a milestone for me. Now, the seafix has ceased
to exist because we have reclaimed the land. It's
really incredible. It's like for some towkay?, to have
a Porsche or a Mercedes is the ultimate goal, and
then the next day he finds out all the taxis are also
Mercedes... And that kind of feeling happened to
me.

So | emailed MPA. | wrote an email, I'm a local
artist and I'm looking for this seafix and | know
it doesn't exist... | was thinking that maybe they
still have the seafix, | can take it and use it for an

installation. That would be really nice.

Amazingly they wrote back to me, and told me that
the seafix has disappeared, has been demolished.
It's gone. This Is related to reclamation. They
showed me pictures of this seafix. When | was a
kid, when | looked at the seafix it looked like a ro-
bot. Also, they provided me with maps of the area
where the seafix was. When | was looking at the
maps, | was thinking, what was this thing here - a
straight line? So | went out to sea to look for it and
| found this thing - it's actually a wall in the sea.

Jessica Rahardjo: What's the wall for?

Charles Lim: HDB* made this wall. They were given
this space in the sea, and they made this sign. It's
ridiculous. It's like, you take your boat and when
you approach the border of Singapore, It becomes

The Truman Show...
Jessica Rahardjo: But what purpose does it serve/

Charles Lim: It's a prime example of demarcation
[of property], and people who think land-wise.
HDB normally works with land, so when they were
given a piece of the sea by the government - to
them, they felt the need to demarcate it. 50 that's
what they did.

' Maritime and Port Authority, Singapore

! Prominent business owner: boss (Hokkien dialect) 435
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Jessica Rahardjo: So the wall is only on a single
side...

Charles Lim: It's a very long wall. For the show, |
took people up on the wall. | did a lucky draw and
took some people up to see it. So this became a
work.

The second one was inside outside, my tribute
to the Bechers. Then comes the [Pulau] Sejahat
project.

Here is the old map, and here is Pulau Sejahat.
I've got satellite maps with the islands. What
happened is, the island has been reclaimed, and
the islands are not reflected In the new maps. 50

| looked for this island, and | found it. | did more
research on these islands and | found out that Sin-
gapore has reclaimed and dredged so much that
seven islands in the Riau regions disappeared.

Jessica Rahardjo: And nobody protested?

Charles Lim: Indonesia has banned the sale of sand
to Singapore since 2007 because of this. | need

to verify the names of the seven islands. Another
Interesting thing about land reclamation in Sin-
gapore Is that although there are other countries
like Dubai doing crazy stuff, the nature about land
reclamation here is cross-border. In a way It's land-
moving. Like country-moving...

| also have other thoughts. | received an email... It
was from the Manifesta one actually, | was think-
ing of the process of cleaning. The idea of cleaning
and how Singapore Is quite obsessed about It.
Why we're obsessed about cleaning and why we're
afraid of old things. Maybe it's because things
don't age very well in Singapore, in the tropics,
like biscuits that go lao hong®. Things will break
down and decompose very fast. The idea is we
don't like old houses...

Jessica Rahardjo: Some kind of aversion to en-
tropy?

Charles Lim: We tend to think that there's some
kind of disease inside. Perhaps we connect dis-
eases or ill health to some sort of bad experience.
We associate old things with bad experiences. We
don't like old things because they are historically
loaded and it might transfer to us. This is supersti-
tion. I'm trying to look at our superstitions from
biological...

Jessica Rahardjo: From a rational perspective?

Charles Lim: | want to see if there's some connec-
tion. The idea that we think we cannot modernise
sSingapore If we have all these things that are
breaking down all the time... So we need this
space of clean-ness, we associate clean-ness with
something that has no history.

It's like when you want to put an artwork in the
jungle, it's practically impossible. You need a white

' Housing and Development Board, Singapore

T Saft: stale (Hokkien dialect)

cube. Even artists are quilty of this, In a sense,
because we need the clean context. They also talk
about that in American history. I'm trying to as-
saciate this with the idea of the tropics.

| was thinking that we have this island, and this
island is evil' (See page 34). The island's history is
intertwined with the process of reclamation, and
this reclamation processcan be seen as a way of
cleaning history. Singaporeans are somehow afraid
of land which has a history. To them, reclaimed
land has no ghosts. There's no problem here as
there's no history. The reclamation process is a
very comforting thing for us as Singaporeans... And
when you look at Robert's [Zhao Renhui's] work,
this land can even be romanticised.

Jessica Rahardjo: In a way, reclaimed land is an
urban utopia.

Charles Lim: 5igns in the sea: 1, 2008
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Paul Rae

Singapore on Sea

Geographically, historically and economically,
Singapore s existentially tied to the sea. Fram the
13th to the 18th century, it represented a strategic
foothold at the tip of the hotly contested 5traits
of Malacca, a key trade route between East Asia
(especially China) and, progressively, South and
West Asia, Africa and Europe. Following the East
India Company s establishment of a trading factory
on the island in 1819, Singapore rose rapidly to
prominence as a free port. Along with Rotterdam,
Shanghai and Hong Kong, it remains one of the
busiest ports in the world, while related industries
- bunkering, ship repair, logistics — contribute
substantially to its economy. Under numerous
defence agreements, Changi Naval Base is used

by the British, U.5. and other navies for re-supply.
Moreover, the historical legacy of Singapore’s role
as a transshipment centre can be seen in every-
thing from its refining to its financial services in-
dustries, and its reputation as a long haul stopover
hub, and a gateway' to other parts of the region.

Over sixty islands lie in Singapore’s territorial
waters, with many serving specific functions in
meeting the requirements of a modern nation-
state, such as military training, oil refining, or
leisure activities. Proximity to the Indonesian Riau
Islands (to the south) and peninsular Malaysia

(to the north) has enabled the development of a
sub-regional economic processing zone known as
the SIJORI (Singapore-Johor-Riau) Growth Triangle,
which synthesises the capital and expertise of

the first with the natural resources and market
provided by the second, and the land and low-cost
labour of the third.

If the sea is integral to Singapore’s econamy, his-
torical development and regional relations, it fig-
ures relatively little in the republic’s contemporary
self-imaging and self-imagining. Simultaneously
nation, state and highly built-up city, the word 'is-
land’ is rarely used in public discourse to describe
the place. Although many of its high-rise offices
and apartments afford striking views beyond
Singapore’s shores, so many ships lie at anchor in
the invariably placid sea, that it tends to be seen

either as an extension of the land, as an aestheti-
cised seascape or backdrop, or as the place from
which you can, in turn, gain some striking views

of the city's skyline. As an elemental factor in the
lived experience of the modern Singaporean, and
as cultural figure in the national imaginary, the sea
is largely absent.

An important reason for the sea's relative absence
Is that although Singapore’s economy, history

and cultural make-up derive in large part from its
location, a key factor in the nation-building effort
has been the attempt to transcend the idea that
geography Is destiny. Materially, the most obvious

manifestation of this is a vast project of land rec-

lamation’, which, by 2030, is projected to increase
the island by 25% of its size at independence In
1965. Beyond this very literal version of nation-
building, the effort has taken two contrasting
forms. The first, exemplified by the Total Defence’
concept, derives from the militarisation of society,
and a rhetoric of selective regional isolationism.
Motivated in part by the racially charged circum-
stances in which Singapore became, at independ-
ence, a majority Chinese state bordered by the
larger, predominantly Muslim nations of Malaysia
and Indonesia, Total Defence’ is indicative of a
low-level but persistent garrison mentality in
Singapore (which unsurprisingly, maintains close
military and diplomatic links with Israel). Coupled
with a popular and political monoculture, the
result is a high degree of national self-absorption
(one hears and reads the word Singapore’ in Sin-
gapore with unrelenting regularity), and a cultural
insularity which, by dint of the state's small size
and centralized media, can result in parochialism,

In a simultaneous rhetorical gesture, however, Sin-
gapore has successfully leapfrogged its immediate
surroundings to market itself internationally as a
‘world class’ city that offers an attractive tourist
destination; a safe, good quality environment for
expatriates to set up home; and a secure, well-
resourced and relatively corruption-free base from
which to do business in a profitable, if volatile,
region. In part, the rhetoric is justified. In terms of
standards of living, infrastructure and technologi-
cal development, Singapore is on par with other
global cities, and its sizeable middle class is well-
travelled, with many of its professionals educated
at universities in the U.S., U.K. or Australia.’

Still, this I1s not to say that the sea is entirely
absent from the national imaginary; rather, it
tends to be confined to rather restricted aspects of
it = most visibly, the port. Although the port has
long been central to Singapore’s raison d'étre, its
rise to global prominence was profoundly bound
with the influence of the shipping container on

the transport industry and its role in driving the
global economy. The first container ship docked in
Singapore in 1972; within a decade, it had become
the world's busiest port by shipping tonnage, and
by 1990, it was the world's largest container port,
Today, it is the world’s busiest transshipment hub,
handling approximately 6% of global container
throughput.?

' Singapare routinely rates Righly in expatriate quality of life league
tables, In HSBC's ‘Expat Explorer 2009° report, it ranked second for
locations to raise a family, fourth for quality of Life, and sixth as @
place to save money. In a 2002 Business Times article, the Malaysion
commentator Karim Raslan raised a rare dissenting voice when he
wrate: Try as it might, Singapore will never be a great global city like
New York, London or Paris. Singapore i1s thoroughly provincial though
nat quite as provincial as Kuala Lumpur or Jakarta. However, the re-
gion’s other capital cities enjoy the benefit of an extensive hinterland,
providing a greater depth of cultural and political diversity. If yvou

doubt my conclusion, read the city-state's newspapers and examine
the cultural concerns of the citizenry: the banality is astounding” (85).

* These and other figures are available on the Port of Singapore
Authaority website at http/www.singaporepso.com/aboutus.php
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ing countries. Visually, the port is seen only
through its brightly painted tower-cranes that
lift and move the containers; it is a landscape
of roabots, with sparsely distributed machine
operators, (2009: 191)

For this reason, suggests Chua, although the port
Is larger than ever before, it has never been less
significant for Singaporeans. In his study, Chua
goes on to survey recent developments in the cul-
tural and creative industries, proposing the new
constellation of consumption and leisure activities
as the major preoccupation of daily life and as new
veins of economic development™ (191).

This in turn raises the guestion of where else one
might look for the sea ‘in’ Singapore, for as both
Levinson and Chua indicate, beyond the sheer
bulk, there is little that is of aesthetic interest or
even human scale about a container port and the
ships that dock there.

Sometimes, the sea comes looking for us. The re-
sults are often tragic, and, for that reason, illumi-
nating. On 30 December 2010, the body of a man
washed up on a beach on the Indonesian island of
Bintan. A rucksack found on the body contained
the man’s passport, so he was easily identified. Mr
Ng Kian Teck was one of five Singaporeans who
drowned when their over-laden boat capsized
between Sibu, a holiday island off the east coast
of Malaysia, and the mainland. Sea currents had
carried Mr Ng 150 kilometres from the site of the
accident. At the time, a Malaysian coastguard
said that it was unusual for a body to travel such
a distance. Unfortunately, however, we are all
too familiar with such phenomena. Whether it is
migrants washing up on the shores of Southern
Europe and North Africa; refugees in Southeast
Asia and Australia; or the appalling aftermath of
the tsunamis in the Indian Ocean in 2004 and,
most recently, in Japan, these bodies bear mute
witness to turbulent times in global geopolitics,
and to roiling anxieties over our relation to - and
impact on - the environment.

In comparison with the vast upheavals of which
many of these bodies speak, Mr Ng's seems to

tell a more modest though no less tragic tale, of

a family fishing holiday gone horribly wrong. But
in the 150-kilometre drift of a Singaporean from
Malaysian waters to an Indonesian island, passing
unchecked through fishing grounds, shipping lanes
and immigration controls, there lies a salutary re-
minder of the limits to the borders of territory and
national identity that all three nation-states work
so tirelessly to protect and police. Indeed, a very
similar fate had earlier befallen two Singapore
Navy servicewomen while engaged in that very
activity. Turning against the flow of shipping while
patrolling the waters of the then-contested Pedra
Branca on the night of 3 lanuary 2003, R55 Coura-
geous had its stern sheered off by a merchant ves-
sel, with the loss of four lives. Two days later, the
body of 1st Sergeant Heng Sock Ling washed up
on the same beach as Mr Ng's would later; that of

1st Sergeant Seah Ai Leng soon emerged nearby.

In all three cases, a powerful sea current, unseen
and unfelt by all except those who routinely ply
these waters, came briefly to light, and reasserted
the indifference with which the elements tend

to greet most human endeavours, as well as a
geographical reality too easily overlooked in the
light of recent postcolonial histories of national
self-determination, and of locality-denying global
aspirations.

One of the words we can use to recaover some
understanding of that geographical reality is
archipelago’. When we talk about globalisation,
we often think in terms of urban world cities like
Tokyo, Hong Kong, London, New York, Sydney.,
When we consider geopolitics, It Is regions, land
masses and economies of scale that dominate. But
although Singapore is a global city and a nation-
state, it is also a cluster of 65 islands in the largest
archipelago on Earth. In English, ‘archipelago’ can
mean a group of islands, or the sea in which they
Lie. This ambiguity underscores the distinctive
combination of integration and differentiation
that all archipelagos represent, albeit to differ-

ent degrees. Joining islands to their neighbours
without regard for political borders highlights
geographical continuity where often there Is
regional or national division; commonality in the
experience of island and maritime life not shared
by more proximate mainland neighbours; and how
a historical combination of insularity, influence,
maritime trade, natural resources and colonial
expansion has shaped any number of present-day

territorial disputes, political alliances, economic
relations, national identities and cultural practices.

Such cultural practices can vary widely, and may
be as obscure to outsiders as they are meaning-
ful to initiates, especially when they appear to
bespeak an enduring, sustaining and yet precari-
ous coexistence with the sea over many years. The
results are easily romanticised, and it is tempting
for contemporary urbanites - landlubbers, as the
Britishism would have it - to over-simplify what it
would take to reintegrate an island like Singapore
back into its geohistorical surroundings. Neverthe-
less, given the imbalance between the region’s
economic importance and cultural under-represen-
tation, it makes sense to try, and in what follows

| iInterpret two works at the 5ingapore Biennale
2011 as giving some indication of how one might
begin.

In his short film the meaning of style, British artist
Phil Collins explores a cultural dimension of archi-
pelagic island life by presenting a highly aestheti-
cised portrait of Malay skinheads on the Malaysian
island of Penang. Lasting the duration of an
instrumental track by the Welsh pop musician
Gruff Rhys, the film shows the skinheads in mid-
shot in a variety of locations around Georgetown,
including a cinema showing Indian movies, and the
Cheong Fatt Sze mansion, an elaborately restored
1880s house that combines Hakka, Teochew and
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Rachael Swain

Introduction

This essay will consider notions of land and
‘country’ as investigated in the site-based live
performance practice of the Australian intercultur-
al-Indigenous dance theatre company Marrugeku
(1994-present). This will be centrally examined
through a discussion of Marrugeku's recent pro-
duction Buru (Marrugeku 2010) and the notions of
‘country’ emerging in the work.

The Aboriginal English term "Country’ can be de-
fined as an area of land formations and, at times,
stories which a group or individual may have
connection to or custodianship over. Indigenous
leader, Professor Mick Dodson explains:

When we talk about traditional Country'... we
mean something beyond the dictionary defini-
tion of the word. For Aboriginal Australians we
might mean homeland, or tribal or clan areg
and we might mean maore than just a place on
the map. For us, Country is a word for all the
values, places, resources, stories and cultural
obligations associated with that area and its
features. It describes the entirety of our ances-
tral domains. (2010)

As Mike Pearson, former artistic director of the
Welsh site-specific theatre company, Brith Gof,
cites "Landscape is a way of seeing that has its
own history” (Cosgrove 1984:1). These histo-

ries — cultural, political, social and artistic = can
underpin vast differences in site-specific perfor-
mance practice, yet similar 'socio-topographic’
(Berndt and Berndt 1989) and multi-temporal
Investigations of location and performance can be
identified. Pearson says:

The simultaneous advent of the notion of land-
scape as its pictorial representation, and the
privileging of signt is well enough rehearsed:
A Landscape is a cultural image, a pictorial
way of representing, structuring and symbol-
fzing surroundings’ (Cosgrove and Daniels
1988:1)

This ‘cultural image’ and the methods of repre-
senting, structuring and symbolizing' are produced
from entirely different conceptual frameworks in
an Australian Indigenous depiction of country’
than one which draws on Western Art History's

notions of ‘Landscape’,

In this essay | will consider how these nuanced
perspectives of Land’ and Country’ can manifest
in live site-specific performance practice. | will
beqgin by outlining some of the background to the
relationship between Indigenous live performance
and the country it Is connected to, though a con-
sideration of Indigenous place-paintings.

Stories for Country
Contemporary Indigenous performance and land

Country as it is seen —
Indigenous place-paintings

5ince the emergence of the now famous Papunya
paintings in the 1970s, cultural representations

of land, its conception in terms of landscape and
its framing in Indigenous Australian visual arts
have been widely considered as functioning in
marked contrast to various movements in Western
landscape painting.

This essay 1s not the place for a summary of the
significant debates informing the history of the
politics and aesthetics at stake in these issues of
representation of land and country in an Austral-
lan or an Australian Indigenous visual art context.
For a range of perspectives on this, see: Carter
1987; Bardon 1991 , 2004; Morphy 1991, Myers
1991; Carter 1996; Morphy 1998; Myers 2002;
Langton 2003; Muecke 2004; Myers 2005; Morphy
2008. However, in order to articulate an Indige-
nous live performance developed in dialogue with
custodians for country, there are aspects of the
discussion of visual art forms that are transferable
and salient.

In the broadest of terms the contrast in under-
standing representations of landscape In painting
revolve around Indigenous place-painting artists’
depiction of country in terms of its ancestral pres-
ence and from an aerial perspective, as opposed to
the distancing devotion to the horizon’ encapsu-
lated in the ‘'vanishing point’ of renaissance art. As
cultural theorist Stephen Muecke puts it, "In any
case what is certain is that European settlement is
responsible for the importation of representations
of the Land in this country and, specifically, of the
concept of distance that informs the categories of
wilderness and landscape, terms that ‘occupy’ our

relationship with the Land” (2004).

Howard Morphy, who works at the nexus of art
history and anthropology, explores visuality and
representation in the bark paintings on the Yolngu
of Eastern Arhnem Land. (2008) In an intercul-
tural investigation, Morphy explores the shifting
cultural and social contexts that surround the
production of Aboriginal art, but also possibilities
for European and Aboriginal conceptions of art to
converge. He cites Richard Brettell, "Art is not so
much a mode of representation as it is a mode of
seeing, and that in making important representa-
tions artists present the viewer not simply with
an internally consistent image, but with an entire
world view.” (2008)

This world view - which is the result of the ‘way
of seeing applied by Indigenous artists to their
practice can be extended to the cross-cultural
performing arts and the representation of real-



ity encapsulated in the dramaturgy of the work.
Morphy notes that as hunter gatherers, the Yolngu
develop an "acuity of vision” that seems remark-
able to the outsider yet they do not represent the
subtleties of the landscape or the water as they
paint. “Yolngu do represent such features in art,
and in music and dance, but they do not represent

them as they are seen” (2008).

It Is the relationship between the seen and the un-
seen that is a critical element in Indigenous visual
art. In this essay, | argue that the relationship

between the seen and the unseen is also central
to storytelling in Indigenous performing arts. It is
not my point to set up opposition between ‘ways
of seeing land in Indigenous and Western arts
contexts here, and | acknowledge that there are
many non-Indigenous artists who now explore ‘be-
ing in place’ from multiple perspectives. However
the example of the perspective in Indigenous
place-painting reveals an immersion in country,
steeped in both its micro signs and its meta-
narratives which is relevant to a dramaturgy which
evolves in situ’, drawn from a perspective which is
not 'looking at’ but ‘grown’ from ‘sitting down' (Ab.
Eng.) in country. As Muecke explains:

These indigenous place-paintings had their or-
igins in ritual and thus there was no distance
inserted into the process of their creation; they
were created as re-enactments. Whether they
continue to defy the label of representation
depends on the relationship of the viewer to
the place painted. Uninitiated viewers mostly
understand the paintings as representations
of places, since they do not share relation-
ship with the place painted. Yet for initiates,
who share substance and relationship with
the particular place, the painting embodies
place presented in the relation; that painting,
they might say, is my country or, indeed, the
painting is me. The same cannot be said of
European landscape paintings, for they rep-
resent places via a quite different conceptual

instrumentation. (2004)

These place-paintings, the dot paintings of the
Western and Central Desert and the bark paint-
ings of Arnhem Land being the most famous, often
contain storylines which traverse a vast area of
land, the detail of which are not revealed to the
un-initiated viewer. Whilst the application and
function and also the permissiveness around the
use of the dots (in the desert paintings) and the
raak (Kunwinjku) or crosshatching (in the bark
paintings) have changed significantly over recent
decades, it Is their perspective which is significant
here. This perspective may, in any one moment, be
describing subtle depictions of topographies, vari-
ations in land form and water ways, socio-spatial
arrangements, objects of ceremony, narrative as-
pects of a dreaming story or the supernatural pow-
ers associated with a particular location. These
story lines, revealed and concealed (depending

on the knowledge of the viewer) in the work, are
living presences in the landscape. In The 5peaking

Land, Berndt and Berndt describe how the stories
transform into living presences in country.

In all of the myths collected here the land

is as important as the living characters who
travel it. In the Dreamtime creation, mythic,
shape-changing characters moved across

the countryside, leaving part of their eternal
spiritual gualities in the land. Eventually, these
characters and forces retreated into the living
environment, where they remain today, spiritu-
olly anchaored. {19859)

This presence “spiritually anchored”, and its
multiple manifestations across time and place, Is
historically the key signifier of country in Indig-
enous place-paintings. In discussing how this is

represented Marphy proposes that the project of
Yolngu art and modernism converge:

For Yolngu, rather than using technigues of
visual representation to imitate the reality of
the seen, are more concerned with conveying
the reality of the unseen, the underlying forces
in the landscape. In this respect, then, Yolngu
art might also be deemed more conceptual
than perceptual. (2008)

While there are of course differences in the
movement of conceptual art and how It manifests
in both the visual arts and performance art and
how Maorphy is proposing its function in Yolngu
art, | would like to apply this line of inquiry into
live performance created in Indigenous contexts
where there is a direct dialogue with custodians of
country. These relations are conceptual in nature
and steeped in relationship between the seen

and the unseen as they manifest in that place, for
those people. This is suggested as an alternative
to the considerable supply of Indigenous theatre
that follows the implicit realism of the ‘perspec-
tives applied in the British text-based theatre
model (see Casey 2004). Following this alternative
model, would, in turn, be a proposal for audiences
to ‘listen differently’ to Land as it manifests in
performance and to develop (after Paul Carter) a
‘poetic understanding of country’ (Carter 1996) in
their reading of Indigenous performance and their
own relationship to It,

In discussing interpretation of the Walpiri graphic
system of painting and its relationship to narrative
In country, art historian Fred Myers outlines how
iconic elements can have multiple meanings as
events, objects, landforms and dreaming stories.
Furthering this Myers proposes (after Morphy
1984, 1992) that "Ambiquity (or multivocality) (V.
Turner 1969) constitutes part of their aesthetic

force,” (2002)

Considering Indigenous live performance possess-
ing an "innate multivocality”, speaking to multiple
strata of audiences furthers the argument for an
Indigenous performance practice which is con-
temporary in nature and rendered in an interdisci-
plinary form capable of exploring ambiguity that

functions in multi-vocal performance modes.
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we'll let these young fellas play because they
frave to learn and understand, but later on we
might want them to go in more deep and learn
more of what the real story is underneath
some of this. And these two lizards they will
teach you this. But this is the beginning and
they might say we are happy now because we
see our young people here playing and trying
to explain to this public over there that there
fs a rich culture, rich belief here, living, still
alive. (lbid)

Exemplified in Patrick’s telling of the Boss Lizard
creation story to the young cast of Buru are the
notions of the seen and the unseen, multi-tem-
poral realities and interpenetrating relationships
between story, landform and cultural obliga-

tion which | identified earlier in discussion of
Indigenous contemporary place paintings. As the
Yawuru Native Title Owners state in their cultural
management plan;

From Bugarrigarra, our country is imbued with
a life force from which all living things arise.
Within the country our rayf (spirits) and our
ancestars live. [t is from the country that our
people, our language, our stories and our Law
arise.

Bugarrigarra is often glossed in English as
Dreamtime’, and bugarri does mean ‘dream’.
However the term bugarri and Bugarrigarra is
the world-creating epoch and the supernatu-
ral beings active in that time. These beings
are responsible not only for the formation of
the world and its contents, but also for the
introduction of social laws and principles
governing human existence. Bugarrigarra is
also created with the introduction of the vari-
ous regional lanquages, the seasons and their
cycles, the nature of our topography and the
biodiversity. (2011)

In order to engage in culture-making at this level
with the development of our productions Burn-
ing Daylight (Marrugeku 2006) and Buru and the
current work Gudirr Gudirr, it has been critical for
the company to steep our process deeply’ in local
perceptions of 'being in place and time".

Indigenous notions of time and conceptions of
history underpin causation and effect in story
structures and their place in a community’s col-
lective understanding. Patternings of occurrences
interconnected with others, and intersections

of mythic time and historic time can present a
reality radically different from non-Indigenous
understandings. These perceptions of time have a
specific impact on the narrative structures we are
considering.

Through these understandings | seek to identify a
range of elements in Indigenous myth narratives
and their relationships to place, time and history
which can significantly inform how reality could be
perceived and by extension how performance can
function in a contemporary Indigenous context.

For The Speaking Land to be heard what it says
may be understood only if we know its language
(after Berndt and Berndt 1989). | acknowledge
the vast ‘inside’ knowledge not accessible to arts
workers, who are not cultural custodians, and that
often a story we have been told is only a piece of a
multifaceted puzzle. Yet | believe it is possible to
identify significant features which can help define
pathways to create contemporary Indigenous
performance. A number of signature elements
that reflect Indigenous approaches to meaning,
place and story have begun to crystallise through
Marrugeku's body of work in a set of propositions
which begin, in my mind, to form an Indigenous
dramaturgical model. Core elements include:

Considering the simultaneous co-presence of
what the Yawuru call Bugarrigarra, or ‘Dreaming,
with contemporary life and historical stories.
That the logic of the relationships between
these stories' may come from a causality for-

eign to non-Indigenous audiences

The polysemic story structures which hide as
well as reveal meaning to different sectors of
the audience and even to many or most of the

artists engaged in creating the work

The assumption that place has a much more
significant impact on narrative structure than
a chronological approach to time and that a
'socio-topographical’ landscape may dictate
significant elements of a work’s structure as it
Is devised.

Understanding that comes from feeling’, spe-
cifically when audiences can be brought into a
cross-cultural mode of perception where they
experience meaning from another way of being
Intime’

This initial articulation of a dramaturgical model is
distilled out of the contexts surrounding Indig-
enous experience of place and art making, where
there is an ongoing deeply held connection to
country, as in the case of Marrugeku’s early work

in Western Arnhem Land and current work in
Broome.

The Host, the Ghost and the Witness

In an example which is resonant with Marrugeku's
work, the Welsh company Brith Gof took notions
of site specificity, as they emerged in the 19605

in both visual arts and live performance contexts,

and extended them past the physical traces of cur-
rent or previous occupations apparent in a site and
into both an aesthetic and culturally negotiated
‘density of signs’ in their multi-art form theatrical
language. The company’s use of multiple and in-
terpenetrating narratives is certainly aligned with
Marrugeku's own and not uncommon In contempo-
rary and postmodern performance.

In discussing the multivocality of the reading’ of
a site in Brith Gof, McLucas, Morgan and Pearson
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state “Rather than present a specific or single
reading of site, such a fractured work disperses the
site, constituting ‘different groups of audience in
different places such that every single member of
the audience Is going to have a different reading
of the piece.” (1995) Considering this in relation to
Marrugeku's work brings me to a greater under-
standing of how spectators might participate

in an experience of contemporary Indigenous
performance work. That is, that whilst a perfor-
mance may reveal and conceal meanings from its
audience, it simultaneously allows spectators to
negotiate their own relationship to the seen and
unseen knowledge embedded in the performance
and to an experience of relationship to country
that is ‘en process’ and ‘becoming’. This is, | would

argue, an essential experience for Australian
audiences and a critical aspect of the ‘'dramaturgy
of the spectator’ in contemporary Indigenous
performance.

In documentation of the production Tri Bywyd,
co-artistic director of Brith Gof, Clifford McLucas
states:

The Host site is haunted for a brief time by a

Ghost that the theatre makers create. Like all
ghosts, it is transparent and Host can be seen
through Ghost. Add into this a third term —
the Witness — i.e., the audience, and we have
a kind of a Trinity that constitutes The Work.
It is the mobilization of this Trinity that is im-
paortant — not simply the creation of the Ghost.
All three are active components in the bid to
make site-specific work. The Host, the Ghost

and the Witness. (McLucas in Kaye 2000)

Brith Gof go further in their discussion of the rela-
tionship between The Ghost and The Host in ways
that are relevant here.

There’s always a mismatch between the "host’
and the ‘ghost’, and from the beginning of the
work it’s fractured, It's deeply deeply fractured
[..] it actually leads you to techniques which
are of multiple fracture [...] we are dealing
with a field of elements, and with symphonic
relationships which can sometimes be made to
work, and sometimes can't [...] they are more
discursive and have gaps in them- you can see
other things through. (McLucas , Morgan et
al, 1995)

It is in the ‘gaps’ and the 'seeing things through’
that the potential for a performance practice
developed in an investigation of Land/Country
exists. It can draw on the potentials latent in a
‘place-event’ and in a negotiation with an audi-

ence, whose presence completes the trinity to en-
gage in the kind of 'seeing’ or 'listening’ required
for the ‘Speaking Land’ (Berndt and Berndt) to be
heard. The audience’s role of listening brings the
stories into being, as they are mutually arising and
require perception, participation and knowledge of
country and story. But this ‘work’ of listening also
requires acknowledgment of the gaps and the not
knowing' in order for the witness to participate in

the renewal of culture. Leading an audience into

a mode of perception’ where it can feel this per-
ception required, yet not be alienated by the ‘gaps’
in their knowledge is one of the more subtle and
complex demands of Marrugeku's dramaturgy. In
Australia, the audience’s participation in keeping
things alive in their place” (after Muecke) is critical
to sustaining the way contemporary Indigenous
performance can contribute to the present and
future culture-making and culture-mapping.

Summary

This ‘work’ of listening to country requires
commitment and attention, This is a challeng-

ing national project currently being undertaken,
with varying degrees of success, across many
disciplines and many areas of social, political and
cultural Life in Australia. Marrugeku's work of sal-
vaging stories in contemporary forms and bringing
them into focus in open public settings has a small
part to play in this project.

This is a long-term project with potential to con-
tribute to the survival, preservation and growth of
specific cultural knowledge systems and knowl-
edge transmission for young Indigenous commu-

nity members.

At opening of the Papuna Tula exhibition at the
Art Gallery of New South Wales in 2000, Art
Historian Fred Myers outlined what the paintings
themselves have achieved.

The hopes of the Yarnangu painters at
Papunya, Yayayl, Yinyilingki and beyond for
new levels of connection and recognition, the
expectation of renewed value for their own
cultural forms, this is all part of what the
paintings have achieved. Equivalence has not
been easy to work out, but in the long view

it is clear that the original insistence on the
power of their paintings has borne out. The
effects of the painting movement have been
remarkable, far beyond what my early literal
translations had imagined. | understood
what the painters said, of course, but [ would
never have anticipated the effects they had
in producing a recognition of their value and
power across cultural boundaries. They have
contributed to the accomplishment of land
tenure security, of establishing significant
identity for those whase Dreamings they are,
and that they have made a kind of Aboriginal-

ity knowable to those who view them. In this
way they have evidenced the power they were
said ‘traditionally’ to have. (2005)

Finally, after considering the contexts which sur-
round the creation of contemporary intercultural-
Indigenous dance-theatre, | would like to project
to a near future and imagine the Kinds of results
productions with a similar genesis and sense of
ethics could ‘achieve’, for their specific commu-

nities. If the power’ the dance, song and story



where “traditionally said to have had” (after Myers
above) is maintained as they are transferred into a
contemporary process and outcome then perhaps
these results these could parallel those of the
Pintupi paintings. ‘Achievements’ could include
acknowledgment of the significance of indigeneity
in the nation’'s past and future and of the 'libraries
of knowledge’ embodied in the dance form. There
could be comprehension by a wider audience of
Indigenous understandings of being in place and
time’ along with forms for the sustainability of
open public storytelling. In addition these dance-
theatre productions could function as evidence
towards achieving native title, exemplifying living

traditions in contemporary intercultural lifeworlds.
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Somewhere deep in the primitive reptilian part of
our brain stem we hold mnemonic traces of our
original Mezozoic environment - Pangea® the vast
swampy island continent surrounded by a warm
global sea, long before the single landmass broke
up into separate continents. Somewhere between
then and now.......

An Atlas and Rutter.
Saltmarsh ~ Toll
River ~ Vox Aura
Archipelago - CrayVox
Island ~ Run Silent Run Deep
Lake - Weeping Willow
lce shelf ~ Bio Logging and Under the lceCap

Inundation ~ Deluge

1. Saltmarsh ~ Toll

My point of departure is a compact of folk-tales
told about one of the Sussex villages® where |
spent much of my childhood. The narrative con-
cerns a virtual bell which has become emblematic
for me - in as much as | consider all sound to be
simultaneously real and virtual, simultaneously a

phenomena and a sign.

The helmsman sweeps the steering oar across the
ship's stern. The bow describes a slow arc bringing
the village squarely into the wooden gaze of the
dragon's head. The hull glides between the dwarf
oaks that line the salt marsh and the crew trim the
sail for landfall. At one nautical mile from shore
the gaze of the figurehead is acknowledged by

a clamour of bells, sounding the alarm from the
octagonal tower of the church. This is all that is
happening today, a fierce prow staring at ringing
bells. Beyond, dark silent forests stretch over the
coastal hills to nowhere.

Bell, Bellum, Bellow, English resounds with memo-
ries of havoc. Every bell-rope straining in chaotic
peal, every inhabitant scrambling for the protec-
tion of the underground crypt, hollowed out in the
sixth century by Irish Monks. But out on the marsh
the Norse leader is hearing something new - a
sweet harmony singing above the normal tones of
the church tower - he will have this phantom bell
as his prize®.

This southern littoral is poor pickings, the raiders
work It every four years, leaving sufficient on each
occasion to allow the peasants to reestablish
their livelihood. Normally the church is passed by,
acknowledged as a refuge in this cycle of brutality
but this time the Morse storm the tower to take
the new, sweet singing bell.

They manhandle it out of the belfry, hauling it
across the water meadow and down to the hard-

standing where the ship is beached. They heave its
mass over the gunwhale and secure it amidships
behind the spruce mast.

When havoc subsides, the crew returns, with

pigs, sheep and chattels in tow; the ship is cast
off and the prow shouldered from the hard. The
oars are unshipped and the vessel turned into the
southwesterly breeze blowing from the channel.,
Quietly now, the long-ship eases away from shore
into deep water, the commander gazing happily at
his bronze prize.

But as the vessel reaches the dwarf oak forest, the
captive bell sounds out a single tone and melts
through the hull of the ship - they say that the
raiders never visited again.

Many years later the villagers attempted to
retrieve the bell, from its resting place - the Bell
Hole. They employed a white witch who insisted
on working with a team of pure white oxen, haul-
ing a snow-white hair rope. The bell was located
by a diver, the rope attached and the bell mostly
surfaced before the rope snapped, revealing a
single strand of black hair® in its weave. The bell

remains in its bell hole to this day.

Two hundred years after the Norse raiders first
listened to the harmonics of this virtual bell, King
Knut laid his eight-year old daughter to rest in
the crypt that had sheltered the villagers. He was
ruler over the short-lived Northern Empire - and
regarded by his chiefs as omnipotent.

Knut, a pragmatist, found this acclaim to be irk-
some and so arranged a spectacle for his chiefs
to demonstrate his fallibility. Setting a wooden
throne on the hardstanding so frequently scored
by Norse keels, Knut calmly sat eying the flooding
tide, commanding it, in full earnestness, to ebb,
The brackish waters however would have none

of it and so Knut was eventually obliged to wade
from his throne. Knut reestablished his positicn
within the hierarchy of nature, as a mere King of
men. Knut's Empire was to survive for some eighty
years on Northern Europe’s icy fringes.

The sound installation Toll" develops the idea
that sound is simultaneously real and virtual. In
the installation a matrix of sixty-four primitive
Leyden lars, with anodes and cathodes formed
from Zinc and Copper bells create power to excite
small resonators attached to a large church bell
suspended in the bunker, which hums impercepti-
bly with a virtual sound memory.

' Rutter, o guide that leads the way through an unknown course, a

navigational guide carried on Medieval ships before marine charts
were commonly available.

! Herodotus mentions in his Histaries (Vol 2) an experiment conducted

an two children by Psamtik, who reputedly gave two newbarn children
to a shepherd who was charged with raising them without speaking

to them. The shepherd was to listen to their first utterances in an

attempt to discern the root of languaege. According to Herodotus one
of the children uttered the work bekos which the Shepherd interpreted

as the Phrygian word for bread, thus forming the conclusion that
Phryagian was the original languoge of men.
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Moski Deville
Location stills from the production of Shadow Sites If, 2010

Integral to the history of European modernism is
the rise of modernisation stemming from the mid-
nineteenth century. Part of that history entails the
discovery and development of both photography
and then cinema. For modernism, such devel-
opments contributed to the formation of both
abstraction and the abstract in the visual arts, and
to the separation of the sign from the signifier. In
the modernist engagement of the notion of “land”

through the technological advancement of aerial
photography, with the increasing circulation of a
disembodied view-point of large areas of land, the
development of abstraction could then be realised
not as detachment from reality but as a renewed
means of perceiving and, hence, understanding
reality. This desire of knowing is made possible

by what can be seen (presently) which, in turn, is
determined and driven by what is not seen.

The Russian artist Kazemir Malevich discovered
the power of photography to either abstract the
subject or see it abstractly. This discovery was
made on seeing aerial photographs of landscape
and as we review again the extraordinary ac-
complishment of his Suprematist paintings, we
might view some of them not only vertically but
as two-dimensional renderings of the landscape
looking down from above. These years were, of

course, those of World War One (1914-1918) during
which aerial photography advanced dramatically
with the development of faster film and lens. This
allowed for the formation of aerial reconnaissance
missions that hence were able to survey land and
the location or movement of peoples and military
hardware. As a result, they produced both a gen-
eral and specific cartography for aerial warfare.



Over the past one hundred years, aerial photogra-
phy has been put to valuable social and economic
use. This, for example, can be instanced by the
formation of an archive of geographical changes
to the land as a result of land use and pollution, or
by the creation of historical surveys that register
specific land occupancy or the location of archaeo-

logical and historic sites.

Jananne Al-Ani, a London-based Iragi-born art-
Ist, has returned to this area of consideration. Of
course, there is an intervening history both In
regard to modernism and aerial photography as
much, of course, as that of modernisation and the
camera. However, the more recent work of Al-Ani
returns to this earlier history and the critical
impact it had on our perception. In particular, she
has been exploring the way aerial photography
changed our view of the world, at once both ap-
pearing to reveal more to the human eye while,
equally, abstracting it from the real.

Al-Ani’s earlier work focused on Orientalist rep-
resentations of the Middle East in Western visual
culture and in particular, enduring myths and fan-
tasies surrounding women and the veil. The idea
of human exposure has always been an important
one in the region and the artist’s work seeks to
bridge the divisions between cultures that have
led to misunderstandings and conflicts of views
and values. A number of pieces focused on the veil
and the idea of what you see and what you do not,
a play of misrecognition that nineteenth century
European photography had used to create an
erotic subject of the gaze.

Since this relatively early body of work, Al-Ani has
developed a research-based visual exploration of
aerial photography of the land. Examining differ-
ent records from various libraries and archival re-
sources, her research has led to a discovery of how
the land had been photographed, especially at the
time of World War One. This was intrinsically tied

NMoskil Deville
Location stills from the production of Shadow Sites 11, 2010
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Moski Deville
Location stills from the production of Shadow Sites If, 2010

to the development of aerial photography in rela-
tion to its use for reconnaissance missions and the
documentation of its results, that is, of bombing.

In this process of research, the artist also recog-
nised the way aerial photography documented, to
a greater degree, the landscape and both its occu-
pancy and use. In fact, as evident from the various
records, one of the great values of aerial photog-
raphy was its use as an armature for archaeology.
With its use, one could conduct surveys of the land
and identify potential historical sites. Secondly,
socio-geographical surveys were enhanced greatly
by the use of aerial photography to document Land
usage and population. This approach extended
also to water with the development of the camera
lens that could be used under water.

However, one of the most striking aspects of
Al-Ani's work was the focus given to the histori-
cal record. What she discovered was the level

of abstraction in the photographs. Many of the
photographs appeared the polar opposites of
forensic photography (with its attention to detail),
although we may argue that a form of abstraction
was also produced from the focus on detail once
separated from the general view. Through the
taking of aerial photography, Al-Ani then began to
explore the Middle East, especially areas she was
familiar with in terms of its social history and that
of her family’s. There is here an autobiographi-
cal anecdote valuable to capturing a dimension

of this relationship to the land. In the summer of
1980, Al-Ani left Irag with her sisters and mother



on a holiday to the United Kingdom. Soon after in
September, war between Iran and Iraq broke out
and the family never returned; Al-Ani then started
schooling in England. One dimension captured

by some of these photographs is that of familiar-
ity and estrangement, of a sense in which one
may see one’s own country at a distance that is
unrecognisable and yet somehow familiar. In many
respects, Al-Ani’s photographs capture the sense
of what was, a buried social history. It may be im-
ages of a land once inhabited now forcibly aban-
doned, or a landscape that covers over layers of
time and history or one in which the human figure
is made invisible by aerial photography’s technical
abstraction. There is an unexpected pathos to this
photography. Abstraction can be used to signify
history, as we see in one of William Kentridge's
powerful rendering of the South African land-
scape, laid bare in the light of Apartheid history.

MNoski Deville
Location stills from the production of Shadow 5Sites I, 2010

In the film Shadow Sites /I made in 2011, Al-Ani ex-
plores the land from the air for evidence of traces
of life. It Is part of a larger project called The
Aesthetics of Disappearance: A Land without People.
The film reveals, especially as the sun dips low,
evidence of archaeological sites, of small active
or past human settlements, of military training
and mining excavation locations and industrial
farming. Of course, this has changed with the de-
velopment of satellite navigation and observation
but the level of abstraction remains, whereupon
signs of human life are merely an interruption in
the scanning and description or classification of
Images.

Al-Ani's work follows these histories of abstrac-
tion, its traces and erasure.

Shadow 5ites Il is currently on show in the exhibitions Shadow
Sites: Recent Work by Jananne Al-Ani at the Freer Gallery of Art
and Arthur M. Sackler Gallery, Smithsonian Institution, Washington
DC and Light from the Middle East: New Photography at the Victo-
ria and Albert Museum, London.
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We printed these objects with a 30D printer, and installed them in a museum. People came to see our installation.
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