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By far, however, the most striking apparition, recurring
from 2013 onwards, has been his friend and fellow artist boychild, who has become a central character in the cosmology
that Arunanondchai has been constructing. If she initially took
on the artist’s persona looking for revelation, more recent works
see her become the great serpent Naga, a Buddhist creature
which defies humanity by escaping representation. boychild’s
own artistic practice in dance and performance is rooted in
an investigation of specific key figures, such as witches or
non-Western shamans. The choreographies she creates for
Korakrit’s video-installations and live performances are often
derived in response to the music, another essential component
of Arunanondchai’s practice, as well as to the scenography
and lighting coordinated by Alex Gvojic, another long-time
friend and collaborator. With the installations as backdrop, the
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“The videos are often
narrated as a personal and
philosophical exchange
between the artist and the
drone Chantri.”
Texts by Hans -Ulrich Obrist,
Estelle Blaschke and Doreen Mende
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The role of this self-reflexivity, which carries a great deal of
vulnerability, is also to establish the artist as a candid observer
of the world that he is experiencing. The videos are often narrated as an exchange of letters between the artist and Chantri,
a drone embodying the Garuda—the divine bird in Buddhist
mythology—that the artist addresses as “an old friend, or family.” This style of narration, in the form of voiceover dialogue,
involves the viewer in a personal and philosophical exchange
between the two.
In the making of his videos, performances and installations, Arunanondchai familiarizes us with a set of recurring
characters drawn explicitly from his family and friend circle,
thus creating an ingenious but genuine bond with the viewers.
For instance, his twin brother Korapat appears in many of the
videos and often collaborates on live performances—including those at MoMA PS1, New York; Museum of Modern Art,
Warsaw; and ICA, London—and even paintings, like the series
“Untitled (White Temple Paintings).” In the work There’s a
word I’m trying to remember, for a feeling I’m about to
have (a distracted path toward extinction) from 2016, the
artist uses footage from his older brother’s wedding, and in
most of the videos from the “Painting with history” series, he
films his grandparents in their elderly home in Thailand.
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intensity of the music and the game of lights, the performances
become spectacular events in which the exhibition space is
converted into a ritualized space, as the public experiences
intense collective emotions which are virtually activated by a
ceremonial togetherness.
Another significant inspiration is the Wat Rong Khun temple in
Thailand. Also called the White Temple, it was bought, rebuilt
and reopened to the public in 1996 by artist Chalermchai Kositpipat. A hyper-decorative complex of stark white buildings that
serve as worship place, the Temple has become an attraction
for thousands of tourists for its unique combination of Buddhist
mythology with popular Western iconography—from Kung Fu
Panda to Spiderman, from Hello Kitty to Michael Jackson. Wat
Rong Khun appears as a backdrop in several of Arunanondchai’s videos, highlighting the artist’s interest in fusing and
addressing both Western and Eastern sensibilities.
As the recurring presence of this unique architectural backdrop suggests, the risk of sacrificing focus in favor of
spectacle, conceptual rigor in favor of reaching a larger public,
is a risk that the artist is willing to take. In the past few years,
his installations have become much more sculptural, requiring
complex processes of casting, molding, glassblowing, appro-
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important role in his work, especially earlier in this transition.
While his initial interests were confined to topics regarding the
myth of “the artist as genius”—often depicted in his videos
through archival footage of famous white Western artists, all
of them men—his penchant for storytelling soon extended his
line of inquiry beyond the personal struggle of the artist.
His videos are often narrated in English and Thai, the languages of his immediate contexts, and sometimes in French,
which his mother has been teaching for several years. Looking
at the two main concomitant series he’s been developing since
2012 (“Painting with history in a room filled with men with
funny names” and the trilogy 2012–2555 (2012), 2556
(2013) and 2557 (2014)), there is significant overlap in terms
of style, storyline, and even footage, but from one video to the
next, the inquiry and self-reflexivity advances further questions.
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MARIE ANGELETTI
REPETITION AND DIFFERENCE
Hans -Ulrich Obrist

Working environments seem to attract the attention
of artists again and again. Hans Peter Feldmann’s
Eine Firma is a photographic portrait of all the workers in a company. Fischli / Weiss’ Ten Rules How
To Work Better is an appropriated find from a factory
in Thailand.
Marie Angeletti’s project Fabricants Couleurs approaches a factory, their workers and its peculiarities.
Her project is set in the basement of art production : a paint factory which is owned by Pébéo,
the sponsors of the work. As a conceptual photographer her approach was to collaborate with
the workers from Pébéo’s two factories, located in
France and China. Within this collaboration she
wanted to create images from the space, but also to
return work and ideas to the space, to turn the
factory into a site of exchange, production and exhibition. The interstice between herself as an artist
and the employees at the factory is as important
as the exhibition itself or this present publication.
(One emblematic aspect of the project was to
initiate a wall painting by the factory workers that
would remain as a permanent work in the space
in China.) Artworks as decorations seemed to be
naturally omnipresent in both locations. Marie
decided to isolate these works from their contexts in
order to look for possibilities of artistic autonomy.
In an interview I did with her, she states : “I wanted
to see if there are employees from this factory
who were making artworks in their spare time, and
if some would be interested in collaborating
on my project by making their own artworks for the
exhibition during their working hours. I was then
shown their paintings and rephotographed them.
Their paintings are indexically linked to my collaboration with the workers. I’m interested in the copy
as much as the original.”
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The questions that arose in the peculiar setting
of a factory that produces paint were : what do people
do when they have all the material they need
for painting? Does the surrounding paint trigger
their creativity?
The work that evolved from this collaboration
reminds me of another art project that dealt
with the works of amateur painters : Jim Shaw’s
Thrift Store Paintings (2000). Shaw collected
paintings by ordinary people, which he got in thrift
stores, and exhibited the accumulated works in
a space where ‘real art’ was supposed to be shown.
Here the parameters used when looking at art,
such as iconography and biography, were subverted
since the works were obviously those of nonprofessionals, even though they still seemed to
reflect the whole history of art.
By having workers involved in decorating their
own workplace in both factory locations, Marie
Angeletti’s artistic intervention similarly deals with
the creativity of the staff.
Marie stayed in China for several weeks to become familiar with the work setup there. She took
generic photos of the factory, the workers’ paintings and the surroundings. She collaborated with
them through the artistic interchange of photographing their paintings and having them adapt the
photos she made. Through a succession of workings
and reworkings of the materials, she established
a close and creative connection to the workers.
Seeing the differences in the creative product
of the workers from both sites, she concluded
“they are painting what they know, or have seen
before.” Therefore the workers in China depicted
Mickey Mouse, because “these are the things
they constantly see.” For Marie it was interesting
to see those differences : although the two places
of production (France / China) are making exactly the same product, they are made by people
who obviously do not share the same knowledge,
as she states.
For the exhibition, the works from China were
relocated to the factory in France. The project,
which was then finally shown inside the French factory in Marseille, mirrors this transfer between
two cultures, France and China. But that transfer is
also mirrored in the format of an exhibition or
an artist’s book, since works by the employees were
shown in the context of a professional art exhibition. Marie’s project draws on these multiple layers,
and the juxtaposition of the art works, the multiple
authors, exhibition contexts, viewers and frames
of reference raise the question of shifting meanings
when something is decontextualized and shown in
another social context.
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the international arena of capitalist trade circuits. Double Bound

an initiative in real socialism in
the former GDR, starting in the

art was traditionally considered
a bourgeois practice. Yet, how

ciety as a means of implementing
social change.
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important role in his work, especially earlier in this transition.
While his initial interests were confined to topics regarding the
myth of “the artist as genius”—often depicted in his videos
through archival footage of famous white Western artists, all
of them men—his penchant for storytelling soon extended his
line of inquiry beyond the personal struggle of the artist.
His videos are often narrated in English and Thai, the languages of his immediate contexts, and sometimes in French,
which his mother has been teaching for several years. Looking
at the two main concomitant series he’s been developing since
2012 (“Painting with history in a room filled with men with
funny names” and the trilogy 2012–2555 (2012), 2556
(2013) and 2557 (2014)), there is significant overlap in terms
of style, storyline, and even footage, but from one video to the
next, the inquiry and self-reflexivity advances further questions.
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MARIE ANGELETTI
LOGICS OF PRODUCTION
Estelle Blaschke, Doreen Mende

We asked ourselves how we might engage with
Marie Angeletti’s artistic practice. At first glance,
it seems to have aspects in common with those
we discussed in our project Double Bound Economies. 1 This led to Marie inquiring whether
we would contribute to her book. Let us begin with
the common ground : in addition to issues of labour
and economics, there is the power of display,
which involves shifting a visual practice from its
original, non-artistic context to the rarefied spaces
of art. Works are presented and made visible in
an alien space with all of its associations, values
and consequences. Both projects complicate the
clear-cut distinction between what art is and
what it is not. This shift seems to be an old avantgarde theme, yet both our projects and this work
by Marie pivot around current concerns of
labour and economics in relation to international
or global circuits.
In Double Bound Economies, we displayed the
photographic archive of a freelance photographer
from the GDR, Reinhard Mende, who portrayed workers in people-owned factories between
the 1960s and 1980s. He portrayed them as figures
embedded in socialist factory production, documenting the factory workers with the same immersive focus that was given over to the objects
produced in the place of work. Mende’s photographs
also record social life within the factory itself :
we see workers in the collective discussing a technical drawing, taking a break together or sitting at
a table with newspapers. Significantly, these
photographs from GDR factories, depicting labour
conditions of socialist production, were produced
for the International Leipzig Trade Fair, which
aimed to promote household products ‘made by
socialism’ in order to attract trade partners,

FILE: Korakrit
Arunanondchai
particularly from non-socialist countries.
In other
words, the photographs were produced with an
international public in mind, with the intention of
seeking prospective new audiences (promotion),
whilst also appealing to the public in attendance
(through the actual display of objects and products).

Another point of common ground is the fact that the
East German photographer turned the actual
factory into a photo studio to produce images for
public display in a clearly defined economic
(and political) space — and with no claim to being
art. In Double Bound Economies we processed
the photographic archive from the GDR. Our largescale artistic-curatorial research activity (and exhibition) automatically raised a number of questions
in relation to the transformation of non-artistic
visual practice into something else that shows up
within the space of contemporary art. This is
essentially what underlies Marie’s project as well.
She started collaborating with female workers in a
Chinese paint factory, Lu and Wan, and two
workers from the French factory, who paint in their
free time. We do not know whether any of the
workers’ colleagues, supervisors, or even the factory
owner had known about the secret artistic passion of
some of the factory workers. We do not know
whether the artistic project revealed an openly
declared overlap between labour and leisure on
all levels in the factory hierarchy. We do not know
whether the painting practice was encouraged,
as was common in the GDR where people-owned
factories offered educational programmes for
workers in writing literature, photography, and filmmaking 2 in order to make a formerly bourgeois
cultural tradition in art accessible to the working
class. Importantly, the paint factory in Kunshan
is operated by French company based in Gémenos,
which outsources labour to China to produce work
materials for visual artists. The factory workers
engage with a practice (art painting) that is usually
situated within the domain of art and are therefore explicitly involved in the means of production
in a double sense : they use the same material as
international visual artists do ; and even more importantly, they produce their own means of production
(paint). This project tackles working conditions
and the role of art in a global economy. It invites the
following speculation : did the figure of the international artist turn into a factory worker under
globalized working conditions; and vice versa, did
the factory worker turn into an artist?
Photography as a medium plays an interesting
role in this project ; it works not only as a means of
documentation, but also of appropriation. Marie
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of images from different sources, authors and
exhibiting and publishing them in her own project.
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