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Contemporary And (C&) is a dynamic platform for reflecting and connecting ideas and discourses on
contemporary visual arts from Africa and its Global Diaspora. C& publishes weekly features, columns, reviews,
and interviews in English and French on contemporaryand.com. C& America Latina (C& AL) focuses on the
connections between Latin America, the Caribbean, and Africa (amlatina.contemporaryand.com). Texts on this

platform are published in Portuguese, Spanish, and English. The C& print issues are published twice a year.
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Sa Sa Art Projects is an artist-run initiative dedicated to experimental and critical contemporary art practices.
It was founded in 2010 by the arts collective Stiev Selapak and operated from a historic and vibrant apart-
ment complex known as the White Building in Phnom Penh until 2017, when the building was demolished
for new development. At its new location, Sa Sa Art Projects has shifted toward a stronger engagement with
Cambodian young artists and art graduates while continuing to build a deeper dialogue with artists within
Asia through its creative education programs, exhibitions, its signature Pisaot artist residency, and other
collaborative projects. With its activities, Sa Sa Art Projects addresses Cambodia’s lack of infrastructure for
contemporary art education and engagement. By not being bound to a rigid organizational structure, Sa Sa
Art Projects is able to evolve organically and adapt to the changing context and needs of the communities it
works with.
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EDITORIAL

Welcome to this very special print magazine #weavingnetworks!

What you find here, is the outcome of a very rich and intense
journey bringing together new networks and creating exciting
synergies literally across the globe.

We are Contemporary And (C&), a platform, which features and
links the important, multilayered work by cultural producers
from Africa and the global Diaspora. Since almost ten years,
C& is a global, constantly growing network of the most divers
voices, sharing (hi-)stories, experiences and debates around
contemporary visual art. The C& Cosmos comprises content
and events happening onling, offline, and in-between: Through
language. Through digitality. Through encounters.

We are thrilled to have been invited by documenta fifteen to
realise the project Weaving Networks: On Paper, in Places.
Global networking is the basis of our work. In this context, C&,
in collaboration with four collectives of the lumbung and four
writers from our C& community created four very different print
editions of which you are finally holding one in your hand!

What happened: each C& writer spend time with one collective
respectively in their local context to get a sense of their visions,
practice, communities and environment. The outcome are four
very different and very unique texts reflecting on this special
experience. C& writer Yina Jiménez Suriel from the Dominican
Republic travelled to be with Mas Arte Mas Accion (MAMA) in
Bogota in Colombia. Gloria Kiconco from Uganda spend time
with The Black Archives in Amsterdam in the Netherlands.
Serine Mekoun from Belgium and Togo visited SaSa Art Projects
in Phnom Penh in Cambodia whilst Russel Hlongwane from
South Africa got to know the collective practice of Jatiwangi Art
Factory in Jatiwangi in Indonesia.

The physical result of these different and intense encounters
which stretched and expanded our C& networks in a new and
beautiful way are four editions designed and printed by the four
collectives: While each print edition contains the four texts by
our C& writers and a text by Abdul Halik Azeez, the layout is very
different in terms of look, feel and spirit. The biggest part is being
distributed locally within the different communities of the four
collectives. A smaller part of the editions is also distributed in
Kassel.

And the idea of weaving new, meaningful networks in the frame
of this documenta fifteen continues!

Weaving Networks is starting to develop exciting new synergies
and interlocks with documenta’s lumbung of Publishers as
there are many ideas that connect all of us. The lumbung of
Publishers, a network of 22 independent publishers from
around the globe, is based on shared needs, values, visions,

experiences. For five days, they will occupy ruruHaus and other
spaces of documenta fifteen's public program in order to link
lumbung to the local audiences in Kassel and the ecosystems
of the members.

Questions around the challenges and the potential of publishing,
forms of distribution and creating collectively are shared topics
of both projects. The collaboration between Weaving Networks
and the lumbung of Publishers will be reflected through
features and articles on the C& platform (contemporaryand.
com) as well as through physical encounters in Kassel.

Weaving Networks was developed by C& with the ifa (Institut fur
Auslandsbeziehungen) and the Swiss Arts Council Pro Helvetia
as cooperative partners. Pro Helvetia also supports the lumbung
of Publishers.

A huge thank you to documenta fifteen for inviting us.
And now let us continue weaving and weaving and weaving...
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#AworldinAword: 8 words Into Sa Sa Art’s world

Serine Ahefa Mekoun harvesting at Sa Sa Art Projects
in Phnom Penh, Cambodia

An (e-llustrated) short glossary

How do we (re)build local lexicons away from the normativity of the
contemporary art world manufactured in Western grammars and how
do we break away from power dynamics established by dominant
languages?

Sa Sa Art Projects’ short (e-llustrated) Khmer-English glossary was
inspired by the documenta fifteen glossary, which aims at expanding the
way language is used as a tool to develop new ideas and perspectives.
Built through a collective storytelling session and fragments of personal
anecdotes collected by writer and journalist Serine Mekoun in Phnom
Penh, it gives a short account of what local languages say about
community and the worlds we allow to exist when we enter their
reinvented lexicons.
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We took a photography class together and we thought it would be a good idea to share the knowledge we got
from it. (.) We wanted to create a group, like a collective. At the time we didn' really know what it meant (.)
Then we started to think about what we should call ourselves. (..) We were young, strong, and also like rebels.In
Khmerlanguage, Stiev Selapak refers to a young, energetic, and strong crowd doing rebel art. We come from a
background of coming together to support contemporary art in some unofficial way as opposed to the university
of fine arts here in Cambodia, for example, which is more traditional. (..) We wanted to do something different,
something that had not yet happened here (..). It's about ‘just do it" be it right or wrong (..). At university they do
not teach you to do critical thinking: you get the technical skills but not to think of the concept or the idea (..) or
the history of contemporary and modern arts. We are more into critical thinking and supporting each other. What
is missing at university, opening up the minds of the students, this is what our collective does. (..) We fill the gap of
what they don't do and we do it in a different way. (..) It's about how we define arts through ourselves too. (..) Not
Just drawing a tree or an image that you find on the internet, or copying and pasting, and saying this is my art. (..)
This is where we see we could add something. (..) In that sense we consider ourselves a bit more rebellious than

the previous generation of artists here in Cambodia.
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Strange Fruit Bar

Bars have an important place in my art practice. | can find myself when
| go to bars, especially to understand who | am as a gay person. Not so
much for drinking but more for the experiment and the feeling of floating,
the possibility to share my experience and chit chat. Strange Fruit is the first
LGBTQI+ bar | went to and itswhere my first solo exhibition, Open Mind, took
place. It is now closed. But thanks to that place | discovered other bars, |
could go to Thailand for two months and sell some of my artworks. It's a
place where a lot of people from the Sa Sa Art community went. The owner
is very friendly. For Open Mind | interviewed people in gay bars, | drew their
portraits. | want to understand what gay and LGBT communities are by
immersing myself in the environment and not just through the internet. It
is not only about being on stage as a drag queen, for example, but about
knowledge and experience from daily life, sex, love...
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If  want to know, | should go, lllustrate by KOEURM Kolab, 2022
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Ber Khnhom Chong Deng Khnhom Trov Te Tov

If | want to know, | should go

| love to find concepts and discover where they come from. That’s why
| go out. | shoot, | take protest photographs in one area called Boeung
Kak Lake, (..) | go there very often, | go to do research, talk with people. (..)
“What do you like, what do you not like, what do you feel.. ?" | don't want to
Just sit there filming. (..) Sometimes it's even, | tie myself to a wire(..), | take
rafales, then.. escape! Because you know, if there's security around and
they take your camera, they bring you to the police, if they know that you
are ajournalist.. Me, | go out and | learn.
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Tonle Sap Lake

| am very impressed by a place called Ot SIS PNU[Tonle Sap Lake] in Siem
Reap. It's huge, it's very special. It's very recognizable on the Cambodian
map. The lake borders five provinces: Siem Reap, Battambang, Kampong
Thom, Kampong Chhnang and Pursat. One of the specificities is that it is
related to the Mekong River and it cycles in between two seasons with it. In
the rainy season the water flows from the Mekong towardsTonle Sapand
during the hot season, Tonle Sap flows back to the Mekong. That's why | am
fascinated with this lake, which you find a lot in my work since 2012.
Cambodian people survive in that place, they eat their fish.. It's part of our
survival.

SIZANY,HINW 178 HENU ,WOWL
Tonle Sap Lake, | should go, lllustrate by KOEURM Kolab, 2022
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7 Elephants Mini Mart, lllustrate by KOEURM Kolab, 2022
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7 Elephants Mini Mart
It's one of the only places that is open 24./7 in Phnom Penh. It's most of the

time the last location we go to before going home after going to the club,
where we drink some water and eat before going to sleep. (..) You can also
find beer and some grilled food from the neighborhood. It's a meeting point
and a starting point for our team. It's located in front of the former White
Building. A safe place to wait. Some people did not remember how to enter
the building or were too scared to enter, because it looked old and
dangerous, so we told them to wait there and then picked them up. We
liked to sit and observe people to see who was in and out of the building.
Now, we come here to talk about unfinished stories that we started during

the day. (..) It's like the last laughing point.
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Younger Den/Vann

I have a lot of names. My current nickname is Denzel. Between four and
eight years old my nicknames were Tentoi and Ah Mao [the dark-skinned
onel. After that, my grandmother called me Vann, which means ‘gold." My
family would always call me by these names. Then they would just call me
Den. They say that when | was young, | was brave and never scared anyone.
| was someone who would always rejoice with other people, cheer young
children and the neighbors, very energetic and optimistic. | had a lot of
empathy for my family and was very thoughtful. Now, when [ feel down, or
when | have anxiety, | think about that old-younger version of me and how
| will release stress and feel better. There are always thoughts that tell me

what to do just by thinking about my old-younger self. He will tell me what

to do. ’
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1 Younger Den/Vann, | should go, lllustrate by KOEURM Kolab, 2022
v nh djias, i, Eing, AgiEism, wowe-by

2 Kong Siden, Mindfulness, lightboxes, digital sketch, 2021-22

NN UGG ISTNARIH[SATSINNHI S

Heyga Suishnuwv tgdamesiasiansumaiy

[UISAI 9 HARGIGUIT MSHY UISHAGSHMGIGN

IGSArGSISIMSFHIQIMISIU  WAWNNSATGIE

GSHGmAlgmSIgIucin:g 1 USGIE)ET
FPUORYWUS  [aussGanaiSao A /igﬁjﬁlmwifznn‘ﬁ?'s
Ajanyal MSEmIASAGOMUMIASMZII T USGEIIS:MSSinw
ig]UﬁUHmmaﬂHﬁmnimwgnﬁjzgyaanmsﬁwﬁnnﬂimammw
MOANWYTIORIUSGHYIIS: T 1A [SAianga  GSIUIma
MAfNGSAGIn: AT AmT IAWYUMSLGMAM LW
HIDBY  BTunHaBag: Ui 8iuimagianionamsmaus s
UGS I UIURESA M SINId STAIU/IIA Y I0USHISHIL
qug isulnigy  goonau glaniamgaisunzméaiue
amee nmicigaignzEmSaaisiuissSelusmmigisiis Uigg
TnslargaiGuiuuis: s apisad (Mindfulness) AlFIaSUSAIGH
IA‘ﬂCUJUfWﬁIN[USIWﬁ?ISfH]ﬂﬁJHLQ sﬁzsinﬁmaggv IS:ETGQ M
GHGIHSATW 9FHAAmUSH s gUmSHIGailuUIs: Hﬁzsjn y

Soriya - The Sun

There's a specific time when | like to go to the beach at night and before
sunset, The movement of the ocean is never the same. You look at it once,
but you can never see that movement again. For me it is priceless. | am very
inspired by that old Khmer song Soriyalby Sin Sisamuthl. The song
describes how the sun sets, and | decided to makesomething visual with it.
He uses beautiful words that we usually don't use, it's like poetry. The sunset
reflects on something that he lost, the beauty of the love of his life. When |
was ten, | was always staring at the sun for too long around 4pm. It's not
good to stare at the sun for a long time, but | always did that. The work
[Mindfulness] was inspired by the images that | saw at the beach and in the
ocean. Itis a good way to remember these good old times and get that
feeling again.
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Auntie Sophiline Cheam Shapiro

My mom'’s family is a family of artists. | have a background in finance and
banking, but I always loved dancing. After university | had no experience.
(.) | started to work with my auntie who is a famous dancer and
choreographer here in Cambodia. She created the Khmer Arts Academy in
the US and I helped her set up the company. | was inspired by the way she
works with dancers and in the performing arts. She works around
developing new classical forms with new costumes, designs, songs,
sculptures, for example.. She's a very passionate, strong, and powerful
woman. My grandfather was the minister of culture after Khmer Rouge
[ChhengPhonl, he's the one who revived arts and culture, bringing back
together the 10 percent of artists who survived the Khmer regime. Sophiline
was living with him and was one of his first students. She's part of the first
generation of artists who revived the arts. | am very inspired by them.

Working with different artists and perspectives was a real way to develop
myself.
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Serine AhefaMekounf digital edit by Kong Siden, 2022
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Auntie Sophiline Cheamﬂshapm. digital edit by Kong Siden, 2022
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Serine Ahefa Mekoun is a multimedia journalist, writer and producer living
between Brussels and West Africa. Born at the cusp of Generations Y and
Z, she is interested in all the spaces where different futures can germinate.
She namely writes about creative communities and how they activate
social change in postcolonial contexts.
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YOU HAVE TO SEE THE GEOGRAPHY
TOBEABLETOFLYINIT

Certain geographies generate certain imaginaries. Which geographies?
Which imaginaries?

Yina Jimenez Suriel harvesting at Mas Arte Mas Accion in Colombia's South
Coast

l'am at a point in my practice where articulating the ideas and reflections in
my mind concretely through writing feels overwhelming. However, | have a
high degree of confidence in the exercise of writing what we think so,
consciously navigating between that feeling of being overwhelmed and
feeling confident, my current strategy is to resort to writing texts that include
hiatus, questions, and statements. What results are holed texts, which are
permeable and at the same time dismantlable so that, as my research
progresses, | can weave them together as the meaning of what | am
investigating becomes fine-tuned and expands, in the same way as we
build and repair networks: one hole gives rise to another hole. This strategy
is connected to my childhood: on some of my trips to the river, | used to
look for stones with particular characteristics without really knowing why,
though I was sure about what drove me to put them in relation

Now, many years later, the stones | am piecing together are those that
constitute our subjectivities, and this exercise has brought me in contact
with various communities around the world who have thought about and
desired freedom. Communities who have achieved the same through
aesthetic thought to expand upon their subjectivities, making them opague
to the imaginary in which they live, and from the very center of said
imaginary, have developed worlds that are completely distinct from one
another but in relation. Currently, that is at the core of my research, the
amphibious as a strategy for constructing imaginaries in search of
emancipation

The core idea that links these communities is that as they enter into an
interrelation with the geography in which they live—and only when they see
that geography—they build aesthetic tools to fly in it, to broaden the idea of
what is possible. Now, usually when | talk about this, the question that
immediately arises is. How do you see a geography? To which | quickly
respond: by identifying or inventing artifacts, something that is exciting and
terrifying at the same time. In the following paragraphs, | will digress a little
to talk about artifacts and speculative exercises to see geographies,
anchored in what | have been learning in different contexts. Of course, this
hole connects texts | have written before and many others to come

4°26' North 7645’ West

To see the amount of water the air contains in Quibdo, look for a shell and
put it against one of the windows of the place where you are located. If you
pay enough attention, you will see how humidity defines the times to walk
inthe street It also allows you to see the sunset and its clouds, which if you
go through them by plane will cause it to wobble. The mountains are well
aware of this. They know that the clouds make bodies move because they
themselves are microclimates. That is why, when you ride in a canoe on the
Atrato River around 530 in the afternoon, you will see the mountains
trapping clouds, thereby creating humid spaces for different rhythms
Rhythms that, today, come to life in exotic music. The same thing that
makes a chichigua (kite) move westward, when walking near the Serrania
del Baudo, the mountain range that connects Quibdo to Nuqui
geographically. Mountains are geological formations, the product of
tectonic plates colliding, which emerge as evidence of the connection
between different plates

Just as difference is capable of creating complex mountain ranges, our
precarious linear perspective on time is obsolete: the time of fog, of rain,
and of the mountains, of climate and of the geological landscape, of the
canoe, dancing amidst the waters that run through the estuaries. The ocean

also dances in many parts of our planet, dances whose choreography is
based on collapse and which come back in multiple forms. To see it on the
coast of Nuqgui, you have to stand next to a pichinde tree, get a shell with a
hole in it and spend four hours looking at the ocean through the hole. In
Nuqgui the dance consists of moving a little further away every 30 minutes,
until, to our amazement, it reveals a body of sand. The Pacific Ocean
recedes or returns every six hours, each day 30 minutes earlier than when
it began its cycle the previous day. In this dance, there are waves that laugh:;
to see them, Hortensio told me to use a kite, to fly it aiming it near where
the islets are, where the waves break because it is not as deep. When a
wave breaks, the kite's tail will shake echoing its laughter. it laughs because
it knows it is not broken, it knows that this is just another way of returning, of
Deing not one wave but a constellation of them

The kite is an artifact for walking feet Walking is a continuous action, not a
means. It is the clever action of our flesh to make us think in relation to living
peings and lived space. Chocoana is a spatial artifact to consider. That is
why its surface-floor is not flat, the ebb and flow between the abstract and
action knows no plains. The boy whose body functioned as an extension of
the ship we were sailing, his rocking toward the mast to avoid running
aground when we passed through the low waters of the river just before it
became sea, knows nothing of plains either. That afternoon as we traveled
parallel to the coastal marine terraces where rocks seem to grow, | closed
my eyes and imagined | put a shell to my ears to listen to the Pacific Ocean
water crashing against the volcanic rocks. Active listening will probably
allow us to differentiate some rocks from others, although | still do not really
know why, | am sure about what drove me to identify them

5" 40' 59" North 76° 39' 0" West // 542'25" North
77°16'13" West // 5°37'930" North 77°24'564" West

Yina Jiménez Suriel /s a curator and researcher with a masters degree in
visual studies. Her curatorial practice is rooted in ongoing research on
emancipation and the construction of the human imaginary. She researches
and thinks from, about and through the tools created from aesthetic thought
to expand our subjectivities and the perceptive system as human species,
with the aim of contributing to the generation of world-imaginaries in relation
to all living beings with whom we cohabit. Yina is associate editor of
Contemporary And (C& Ameérica Latina and associate curator of the
Caribbean Art Initiative.
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What Do You Mean, “Facing Blackness"?

Gloria Kiconco reflects at The Black Archives in Amsterdam,

the Netherlands

A Note: This ¢

woman. It foc

s written from the [

> of pe

surinamese in Surinam and in Diasg

m flattened - by the wind, the altitude, and the general attitude when |
land in Amsterdam. It's nice to be no-one in nowhere, but this place blows

a particular ice on strangers

[ felt it when | was first here, in 2017. When The Black Archives (TBA) were
starting out and when Camille Parker was still a volunteer. By then | didnt
know her.

\When | returned in May 2022, she received me and gave me a tour of the
office and archive. She is from Chicago. Wind is her element, she's present
when needed and then gone in a gust to the next task

TBA is a space, place, and stage of connection. It is a flexible agent that
connects Afro-Surinamese people and offers a space of learmning about
Black and BIPOC history. The people who work there, who started it, are
catalysts of change.

Mitchell Esajas and Jessica De Abreu met at Vrije Universiteit Amsterdam,
where they were often the only Black people in the room. Mitchell started
a Black students” union, building it up together with Jessica to create a
space for Afro-Surinamese people to share what they were experiencing
University had to end, meaning they needed a new space, a room of their
own.

TBA took its first tentative steps into existence in 2016 in an autonomous
space they occupied for a year before moving out due to gentrification. But
their efforts had stimulated a network, helped build a community, among
the Afro-Surinamese in Amsterdam. This is how they met the Brothers
Heliborn, whose father, \WWaldo Heilbron, was one of the longest sitting

chairpersons of the Vereniging Ons Suriname, founded in 1919, The

Brothers Heilborn and the TBA team struck a deal. TBA could have the
organization's space for free if they cleared out the boxes stored there
‘Mitchell always liked to joke that when he first saw the space, he thought
it was all trash,” says Jessica as we sit at the doorway of their office space.
Me in the sun, her in the shade

He didnt know they would open them to find an archive of Dutch Black
existence chronicled in texts and objects: including a book with an
inscription from Langston Hughes to Hermina, wife and partner to Otto
Huiswold, revolutionaries and activists; a copy of Anton de Kom's landmark
1934 book We Slaves of Suriname who they compare to Martin Luther King:
and a well preserved Ebony magazine with Martin Luther King Jr on the
cover. Everything was parallel

Other boxes held delicate horrors like the crafted chains for chattel slaves
which exuded a sense of cruelty that can't be described in words. Only felt
in the rattle of your ancestors bones in the spaces within you, whenever the
wind blows. And it blows so often here in Amsterdam. Who would make
such an object? What motivated them?

The team became caretakers. ‘It felt like | was unpacking myself as |
unpacked these boxes," Jessica says. In learning about their own history,
TBA started building a physical and digital archive for people of African and

Surinamese descent, and open to anyone who wanted to learn more

Richard \Weaver is the tech person building the digital archive. The first task
he set himself was creating open-source software that could work for their
archiving system, which is descriptive, subjective, and collaborative with
the community. He works like an investigator: picking up an object,
describing it (size, dimensions, origin), and contextualizing it in within Dutch
history and the broader Dutch colonial experiment. The digital archive
allows people from the community to submit corrections and additional
information. They often donate objects and texts of their own finding.

On my final evening, Mitchell drives me past Little Ghana in Amsterdam
Zuidoost. He points out an apartment block squatted by Black Dutch
people in the 1970s so they wouldn't be pushed out by a desire to keep the
Afro-Surinamese at a distance. Jessica’s mother was one of these squatters,
but she didn't see herself as an activist

We drive in intermittent silence. | ask what Mitchell thought happened
between now and the generation before us, Why does it feel like we are
starting from square one? He responds with a question. Perhaps the
disillusionment with pan-Africanism took the wind out of their sails? Had
physical violence made people think twice? | relate. Uganda would rather

die than go to war. And for that we endure disrespect

EIND




Are we all just going around in circles? Maybe, | try not to under or

overestimate circles. They spiral, they ascend, they spin. They consider
what is within them, outside of them, at their periphery. They keep you on
your feet. TBAs exhibition, Facing Blackness: Visual Representations of
Black People and Their History of Resistance circles toward an engagement
on anti-Blackness. Their curation enables us to connect the dots between
the past generations that fought it, and shows that differences can unite as
much as oneness

This years Documenta 15, in which TBA is exhibiting, is curated by the art
collective ruangrupa from Indonesia, whose people share oppressive
experiences under the Dutch colonial empire. It is held in Kassel, which
emphasizes the parallels of German and Dutch colonial rule as well as

unigue aspects of Afro-German and Afro-Dutch experience

TBA are people whose priority is to handle others with care. | see this in
their curatorial decisions, amplified by the way ruangrupa has prepared a
platform for them to speak their truth through art. I see this in the generous
time they share with me despite being busy and burnt out.

Like them, I strive to facilitate connection. Through writing and reflecting
They do it through archiving, hosting tours, and helping others draw links
between our histories and marginalized groups across the world. They start
with the Afro-Surinamese community because that is what they know best
| speak for myself because Ive learned how dangerous it is to make
assumptions

[tis not for me to tell you how to face Blackness. | am only one shade in this
spectrum, one perspective. And to handle with care is not to bend over

backwards. Ifs to set boundaries and reasonable expectations. In that

sense, groups like TBA cant speak for other ethnicities, but they can fight to

make space for others, join their battles, and share resources

Before | leave, Mitchell takes me to have the first proper meal [ve had all
week. He chooses Afro-Surinamese and he only sits fora moment. I havent
seen him pause the whole day. but he makes sure | eat. We talk about how
long he will manage to keep this up. His academic work, the activism, the
conversations. The endless explaining. Why are we still explaining
ourselves?

And this is where generations can connect. Passing on knowledge,
wisdom, spaces, kindness. Activism is a place of nurturing: we fight when
we must stand our ground, and in between, instead of resting, we write,
create, and faclilitate learning. \We are learning to rest. Learning to trust that
after all this effort, there will be someone to take it up next. But the lack of
guarantee generates constant anxiety, layered on top of real physical
threats

police violence, anti-Black violence,

micro-aggressions from people yet to reckon with their privilege.

How do you heal if all your work confronts pain? How do you share
knowledge without imposing your perspective? How do you face

Blackness?

Gloria Kiconco is an Ugandan poet, essayist, zine-maker based in
Kampala. As an art writer, she contextualizes art, profiles artists, and

addresses the role and impact of art writing
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Terracotta As Identity, Not So Much a Medium

Russel Hlongwane harvesting at Jatiwangi art Factory in Jatiwangi,

Indonesia

What might connect a writer from Durban, South Africa, with a collective in
Jatiwangi, Indonesia? We both exist within the thrust of big-city ambitions
vet operate quite traditionally, but how do we meet each other under the
veil of a so-called internationalism while bringing all the nuance of local
specificity?

Our place in the worlds

My own artistic practice concerns itself with questions of tradition,
modernity, culture, and heritage as it applies to Black life in South Africa. It
often tries to rethink rural and urban dichotomies through the knowledge
structures of these two environments—and how they texture Black

existence which is often composed of both

The ruralis stillunderstood as a place in need of development, yet to arrive
at ‘modernity” And when the rural is praised, it is often crudely: it is said to
still have its traditions in place, untainted. Implying a cultural stasis. Of
course, my theory opposes that stereotype. Could my time with Jatiwangi
art Factory (JaF) help me build it?  How does a collective in rural Indonesia
operate at an international level with its roots firmly in rural Majalengka®? This

was my point of entry to the work of JaF.
Society, art, and its spectacle

The world of contemporary art can set up a fraught relationship with its
publics; it has the tendency to make a spectacle of itself to the discomfort
of those with whom it attempts to be in dialogue. An extractive vein thus
takes from the ‘Global South' to appease the aesthetic and cultural appetite
of Europe, and over time such artists become aliens to their environments
A place like Jatiwangi could easily slip into this problematic equation given

its peri-urban condition

Surprisingly, JaF don't seem overly concerned with this risk. Their answer is
elusive as much as it is elaborate. As a starting point, we have to ask: what
is JaF? It is hard to define its outputs merely as artworks. And the first
members of the outiit remark that theyre often described as an art
collective when in fact so much more happens within their crucible. JaF is
communion of people making life and meaning through a common interest

in each other, the place from which they emerge, and a desired future

One of the co-founders, Arief Yudi, makes the point that "when we come
together, we dont discuss art, we talk about family and relations’ The family
bond spills into the streets of Majalengka where JaF is known as a catalyst
of public imagination. Within seconds, you see how intuition is the highest
currency in the operation

The members describe the Ceramic Music Festival (CMF) as a process of
reaching agreements between scores of people with varied interests. In the
frame of this festival the Jatiwangi Pledge is recited to moving effect by
thousands of people across the sixteen villages in Jatiwangi district. The
CMF is centered around terracotta, for the instruments played by 3000
young people are made of terracotta, and the pledge is a shared
commitment towards the land, the identity of Jatiwangi people, and their
self-reliance

Outside of the festival, JaF has held monthly public meetings with the

residents of Jatiwangi since 2008 to speak back to its work, This is JaF's
method of refining and strengthening agreements with its publics. Notions
of ownership and intellectual property would be impertinent here; what is
important is the production and sustenance of a socially engaged practice

heavily grounded in its context - although the rest of the world is welcome

to participate in the conversation

Rampak Genteng iitj Um:ﬁsﬁ‘iﬁ Documenta 9 & - JUBHTHN W Dawid Majewski g‘] wow
Rampak Genteng New Rural Agenda, Documenta 15 - Photo by Dawid Majewski, 2022

From the ground up

Four pivotal occasions in JaF's history have shaped their practice. The
stepping down of Suharto, Indonesia’s second president, in 1098 was
followed by a shift of power from central government towards local
government. Around that time Arief Yudi and Ginggi S Hasyim started
thinking about the role of culture amid this transition. In 2004, Areif returned
from Bandung with questions on how to negotiate the character of a place

and enable public participation in that negotiation

In 2008, they approached the people of Jatiwangi to host an international
delegation of artists for two weeks. The request was that hosts offer a plate
of rice to their guest, and if they so wished, a bed. They thought, if the only
problem we face is that of a language barrier between hosts and guests,
the festival would have been a success. This flurry of activity drew the
attention of military and intelligence authorities, as it was the first time that
non-Indonesian guests had such presence in Jatiwangi. JaF saw the need
for a public meeting to address concerns. The same meeting has been
held monthly ever since, becoming one of JaF's core tenets - the building

of agreements

Jatiwangi experienced a wave of industrialization, and in 2012 JaF's stability
was threatened as some members resorted to the secure life of factory
work. The risk was not that JaF would flounder, but that the collective
cultivation of a creative life would be aborted - and by extension undermine
the social contract that the collective had been trying to build with its

public, and place

After twelve years of pursuits, the idea of the terracotta city began to

crystalize and it remains the collective's current preoccupation
Terracotta as identity, creative economy, and sustainability agenda
The agreements held between JaF and the people of Jatiwangi are what

inform the principles of the terracotta city, and these principles are

visualized through the various interventions of JaF.
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Theterracotta city is a proactive response to Jatiwangi's extensive terracotta
deposits, which come with the risk of over-extraction. JaF's vision is to
sustainably reimagine its use, its ecological and commercial value, and
what it can do for the identity of Jatiwangi. There may not be a consensus
of what the terracotta city looks like just yet, however the values and ideals
are firmly placed

The Terracotta Embassy is a portfolio of “people-to-people” relations
carried in the fold of a (terracotta) embassy. The premise is that state-to-
state relations are precarious and there ought to be a different exchange
among people of this world driven by individuals and not wholly dependent
on politicians. Each embassy has its own theme. One in Taiwan has
foregrounded sustainable economies. One in Switzerland has education as

a focus

The JaF has also established itself as a key voice in the discussion of a New
Rural Agenda, convened by the Museum Tanah dan Pertanian (Museum of
Soiland Farming) in Bogor, mobilizing the autonomy of village peoples and
their exercise of local knowledges. The agenda tries to think against the
erasure of local and sustainable living practices by accelerated capitalism
As JaF says, "We have a rich local knowledge system and we wish to have
the autonomy to put it into practice” At the edge of Jatiwangi is an evolving
experiment in this ideology, including an architectural experiment using
terracotta in extremely diverse ways, following building techniques of the
Sundanese tradition, yet another visualisation of the terracotta city. There is
also an economic experiment with Jatiwangi's own terracotta currency, a
terracotta coin. It carries value among a small emerging community of
start-ups that have joined the JaF mantle, and that will show their work in

Kassel at the forthcoming documenta

BIUNUARFIES #M - JUGHINW Dian Willyarti §1 W09G
Ceramic Music Festival #3 - Photo by Dian Willyarti, 2018

Conclusion, or perhaps projection

“We live in the same world although the generations are different, disciplines
and interests are all different, and what we're trying to create here is a sense
of mutual compromise,” JaF says. ‘Give you an example: the solider
understands the language of combat but the soldier is also my neighbor,

so how do | meet them as a neighbor?”

There is a clear political position of protecting local knowledges that have
sustained humans for centuries, most of which are under threat of erasure
by dominant knowledge structures that promote unsustainable forms of
living on (as opposed to with) the planet. They seek to build a community
academy where even the teacher is a student, or perhaps where everyone

is a teacher and the pedagogy is premised on interaction
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1BRpMaE[Hn Terracotta jJUSHIMW Prabowo Setyadi, 909 &
Terracotta City Declaration Photo by Prabowo Setyadi, 2019

They're the first to admit that the terms that hold us together today are not
guaranteed, but the monthly meetings, the festival, and the embassies are
explorations of the unknown, until a clear image emerges of what the
terracotta city is. "We don't know whether we win or lose the fight," they say.

“We acknowledge the fragility, but its clear for us that we fight”

Russel Hlongwane is a cultural producer and creative industries consultant
pased in Durban. His work obsesses over tensions in Heritage/Modernity
and Culture/Tradition as they apply to Black life. His said practice includes

cultural research, creative production, design, and curatorship
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Manuals for the Living

Survival strategies from the Lumbung of Publishers by Abdul Halik
Azeez

AKA Dean

revolution, capable of both holding an archive and launching us into

Hutton asks: "Can relaxation be a site of creations6 and

dreamscapes?” The Lumbung of Publishers wants to answer with a

resounding ‘yes' Currently operating out of a digital living room, the
Lumbung of Publishers has ambitious goals for a platform that supports
independent publishers from all over the world to collaborate and support

each other.

‘Lumbung’ is an Indonesian term for a rice barn, used here as a metaphor

for collectively pooled resources that are then distributed among
stakeholders as needed. We are comprised of more than twenty artistic
over the world \We all seem

and publishing collectives and outfits from all «

to have materialized in a time of universal flux, wherein established notions
of what constitutes an artwork or publication are being cha
long-c
cracks beginning to show therein. In
techn

llenged, and

ppressed forms of thought are seeking to be heard through the

this context,

we hack existing

ologies of communication, in this case something as archaic as the

book, to destabilize its expected dimensions of meaning-making

For instance, Kayfa-Ta, which is based in Cairo and Amman, plays on the
everyday ‘how to" manual. Their work blurs boundaries between fact and
fiction, instruction and intuition, technical speak and reflection. In titles such
as How to Love a Homeland, How to Know \What's Really Happening, and
Imitate the Sound of th

How to e Shore Using Two Hands and a Carpet, a

coterie of artists and writers offer ways to re-imagine our relationships to
forces such as generational trauma, nationalism, and hegemonic media
environments. In Indonesia, Marjin Kiri is dedicated to propagating leftist
thought in a context where it has been historically and systematically
erased. Working through translation not only across language but also
across task of

levels of understanding, they have the challenging

mainstreaming academic work. This they do by also working with fiction,

often translating other writers from the Global South into their offerings



Like many others in the Lumbung, the Uruguayan publisher Microutopias
considers form to be as important as content - publishing to them is ‘a
reflective act of graphic activism! Encouraging slowness and contemplation,
their book forms provide a portal into decolonized, indigenous ways of
knowing. Each work has its own special constellation of elements that must
pe allowed to emerge in its own format, making each unique in shape,

size, and constituent materials

Such care and attention increases the creative intensity of the task as well
as its logistical complexity and expense. Self-publishing non-commercial
content is difficult and often thankless work. \Working outside the cookie-
cutter publishing industry denies us economies of scale, marketing
infrastructure, and a ready audience. Yet the work of independent
publishers is more important than ever when ways of knowing are being
flattened and simplified in a globalized media environment more conducive
to hate than hope, to division than reflection. The Lumbung of Publishers
comes together with the ultimate task of tackling this collective burden: to
initiate a rice barn of care, support, distribution, and finance that can sustain

and grow the work of its members

At documenta fifteen, the digital living room will transform into a physical
one. And as the Lumbung's current discussion on how to use that time and
space materializes, it might see discussion and reading groups, book fairs,
sharing of experiences and expertise as well as other public-facing

activities, It will publish its first Manual for the Living, a strategic manual
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sharing the tacit knowledge of the Lumbung members on how to survive
sustainably. In between these structures, it will no doubt enact forms of
‘spontaneous sociality” (to borrow from Fred Moten and Stefano Harney),
hangouts, chill-outs, and cook-outs that will result in mutual understanding,
respect, and friendship—the most crucial elements of sustained collective

WOrK

Abdul Halik Azeez s a visual artist, independent researcher and writer
based in Colombo, Sri Lanka. He is a founding member of the Sri Lankan
collective The Packet, itself a member of the Lumbung of Publishers. More

of his work can be seen on his website: abdulhalikazeezcom

oot MOW How PO WE MAFEDECSIoN ‘2’-\
w

Fop oML CHAENG  GNESTONS AN?

iSHiN
(D avswens a0Vt pugLith! b
TepcriCES

ProPose iDAS

AND  SHAfE QROPISAL
10 otHER W MBUNG
MEMBEFRS

CoLLE CT-ING IDE A<
ON  MiF

SupRinG  PHPTOS O
ol wopesPACES

& MM oF

cpeATi PUBLISHE LS

COMING TOGETHER

@;P:gg;;&u AND BUILDING OV ~
ED T ori AL

¥ RICHARD AL + WAWIERT GARIAY

TALADA APkick | EDTFofrb Mvcuin%
oF WEiTelL

NETWO fk-

Wiokh aatv e tRescevant OV

EEVNCHEREREOS

MANUAL FOETHE LIVING
Lo tosiaL

Jo wE QUARMTE 2
L COMMMATIES

mILﬁﬁmﬁmisfﬁgmﬁiiﬁﬁﬁ U] fSijﬁim:ﬂgﬁj‘lwﬂ HANS18: Camila Gonzalez Simon (HAMBRE HAMBRE HAMBRE)
Harvest of the second assembly of the lumbung of publishers. Credit: Camila Gonzalez Simon (HAMBRE HAMBRE HAMBRE)

27












