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Kazuo Kuniyoshi,

186 ARTFORUM

carering the exhibition space, visitars acknowledge and come under|
the jusisdiction of this constitution.

Titled “ Wishful Images: When Microhistories Take Form™ and curated
by Hsu Fang-Tre, the exhibition channels the utopian possibilitics of
Kawamitsu's poem-as-constitution. Divided into six chapeers and under-
girded by denunciations of military violence and of the selfish accumula
tion of powes, resources, and capital, the poem, prined on the walls, quite|
literally encircles the exhibition space, lassoing works by five artists from
seemingly disparate sociopalitical contexts into intimate conversation.

To be clear, Okinawa serves not merely as subject matter for the]
exhibition, but racher as a dynamic point of entry to discussions of |
broader geopolitical and historical affinities. Case in point: Hsu juxta
posed works addressing two litle-known microhistories, the Koza riog
of 1970, in which Okinawans protested against American military
occupation, and Singapore’s participation that same year in the Lusaka
Conference, a summit of nonaligned nations, where demilitarization|
was a ke topic of discussion. Although such entanglements are likely)
to remain entombed in oblivion, this exhibition manifests them in the|
form of “wishful images” that recall forgatten or forcibly clided pasts,
tracing their pulses into the present.

Aya Rodrigucz-Tzumi's Okinawa’s Tragedy: Echoes from the Last
Bartle of WW1L, 2020, reproduces four prints from a 1987 English
textbook devised by her Cuban-American father featuring translated|
survivor testimonies from the Bartle of Okinawa, a 1945 clash hetween
American and Japanese armies that ravaged the Okinawan civilian)
population. Each print is accompanicd by a corresponding audiol
excerpt, narrated by Rodriguez and her parents, and a title, austerely|
printed on top of an empry glass cabiner. The accented voices and|
intangible shadows cast by the lertering revivify forgotten accounts of
suicide and sacrifice, haunting the amnesiac contemparary vicwer.
ages document thl
Koza riot. A photojournalist by trade, Kuniyoshi did not sensationalize thel
event. Instead, his photographs capture unexpected alliances, such as those
encompassed by the stationed soldicrs” antiwar and African Amcrican civil
rights protests that took place around the time of the riot. Photographs|
such as Two jukebox ladies, 1978, featuring a pair of biracial women, andl}
Tarsia, Koea Citysous callod by the nicknamé " Black People's Tosn:’
(Kokujingai), 1971, further allude to anti-imperialist intimacies,

Nguyen Trinh Thi's video Eleven Men, 2016, implicitly questions)
film’s abiliy ro document and legitimize textbook renditions of history)
Nguyén appropriated scenes from state-backed films from the 1960
through the present that feature famed Vietnamese actress Nhe Quimh|
and superimposed new plotlines onto the footage; the narrator pettily
critiques the appearance and disposition of the actress’s eleven on-|

Kuniyoshi Kazua's twenty-four black-and-white

screen male parters. She is no longer the hapless, timeless objoct of
desire she normally porerayed. We witness the actress aging while
Vietnamese history and the film medium'’s material quality progress
seamlessly and episodically in paralle].

Hou's coration i 4 radical contexcualization of time and space. A
savowed leed into and scar the
present. Lucy Davis’s film Jalan fati (Teak Road), 2012, is the artist’s
atcempt a tracking the origins of her scavenged teak bed through
Southeast Asia’s history and topography. The picce testifics to art's
casmopolitan potential, even amid angoing lockdowns and travel
limitasions. stead of simply reaffrming the importanc of supposedly
global ives, the exhibition speaks to the <com-
plexities of regional specifi

—Wong Bing Hao

MANILA

Haegue Yang

MUSEUM OF CONTEMPORARY ART AND DESIGN

Concern is an auspicious word in this climate of global pandemic. “The
Cone of Concern,” the firle of T laegue Yang's recent exhibition, refers
to the path a storm might take as it gathers moisture and wind speed.
The idea became even more apropos when in the first weeks of the
exhibition 4 storm was predicred to make landfall in Manila, The artisc’s
ficst solo preseatation in the Philippines, the show runs parallcl with
shows by Yang elsewhere: in Leipzig; New York; Scoul; Singapore;
St Tves, UK; and Toronto. The exhibition at the Muscum of Contem-
porary Artand Design presents newly commissioned site-specific works
alongside cxisting picees, including collages and prints made of food
and houschold items such as pepper, coffec, tea, and cacao.
Alenticular print looms large in the exhibition space. Titled The
Fantastic Warp and Weft of a Tropical Depression and covering an
expanse of the space’ nearly ninery-foot-loag wall, the 2020 work
remixes digital renderings of windmills,
turbines, cyclones, and debis. Pecpendicular to the print are floor-szand

some with capiz-shell ornameats. Yang created these sculpturcs in|
collabozation with local artisans, who used the technigue of randing,
in which a single reed is woven onto a sculprural frame. Two i
tional wheeled rattan sculprares, titled The Randing ntermediates—]
Underbelly Alienage Duv, 2020, are mor colorful and more squat, w
polyps and tendrils growing out of them, and also sport handlebars

Flimsy flags hover above, and a slight breeze from electr
causes them to flutter, simulating a windy day. The works elicit move-
ment, or at least cue the viewer to mave, One hears a barcly discernible]
voice, catching it only intermittently as one comes within the vicinity
of two overhead speakers. Walking along the length of the lenticular]
print, one experiences an llusion that things are moving and that the)
pattern in the pancls extend the wall-bound print. The turbines in the
print start rotating: the debris begins to unscttle. The binakol pancls
come 1o life as a dizzying optical illusion. Although one cannor touch
the sculprurcs, their whecls and handles evoke mobility. Finally, thel
installations 18.87m, 200212020, and 21,33m’, 2000/2020, marking]
acorner of the space with colored string and chalk, also benefit from
mavement, since they can casily be missed if seen straight on.

Risk and precarity have laely becore idioms of abstraction or aes
thetic experimentation in contemporary are. In Yang’s cxhibition in the]
Philippines, a place frequently ravaged by storms and super ryphoons,
the image of the cyclone becomes a conceptual anchor. On the day of
my visit to the exhibition, | was almost turned away because of an|
unexpected mainzenaice issue: A leak had formed in the muscum’s wall,|
threatening o damage the lenticular print—and by a remarkable coin-
cidence that leak had appeared near an abstracted image of a cyclone,
This discuption was a good reminder of the vitality and ferocity of th]
world that the exhibition atcemprs to discipline into interesting form.

Ultimately, Yang’s use of abstractions to create material or topical
esonances does not succeed. She fail o place her art i a compelin

sation with the is, with all its urgency.
I Hght ofthe exkibiion's cmergenoy maintenance T couldo't help b
wonder how a global exhibition might be more sensitive to the contexts|
to which it supposedly responds.

wall fans

—Carlos Quijon Jr.

The decorative patterns of bold color and geometric repeats are drawn
from the artist’s library of 1950s fabric and interior design—conter
porary with the de Koonings. Hughes's Womran | (Me from here),
2018-19, for instance, reprises the elder artis’s Woman I, 1950-52,
emulaing the scale of th 1 and the looming presence
ofits seated figare with her hefty shoulders and hamlike thighs, huge
breasts, protruding cycs, and bared tecth. But here the original’s smears
of fleshy pink, red, Blue, green, and yellow have beea teanslated into
higher-key colors, with fragments

of delicately painted pacterns cov-
cring all surfaces of the figare. The
work’s subtitle suggests a sclf-
portrait rather than any archetype
of ferocious femininity; other itles
referred to particular women sig-
nificant in Hughes's lifc. Womar
with Electric Bicycle (After Julie),
2020, which cools down the garish
colors of de Kooning's Woman and
Bicyele, 1952-53, with a palete of
gray, white, and black, invokes 2
friend of the arist. Propped against
the pallery wall, this large painting
balanced or: a pair of bronze-co
ared, double-ended dildos—a nod
to Lynda Bengliss notorious fuck-
you to 2 male-dominated art world
in a 1974 Artforum ad. Altaough
the portrait of Julie reprises the
voluptuous standing figure with
the grotesque doubled grin of
de Kooning’s figure, she wears
cxiravagant cat's-eye spectacles
that craftily contradict the cliché
of woman as primordial nature. Decorative detail is sparing here
Scattered diamond-latice designs, stripes, and oblong spirals interact
with coy blooms of watery-gray paint that supplant de Kooning’s

ing wooden pancls with cutous thar form the patrern of binakol texciles,
indigenous kilipino fabries worn to drive away malevolent spisirs. Inter

spersed thronghout the space is The Randing lttermediates—INCeption e of masgue
Quartet, 2020, 2 quarter of rartan torems with wings, limbs, and wheels,  Yang 2020-21.
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Natalya Hughes

SULLIVAN+STRUMPF

The title of Natalya Hughes's latest exhibition, “The Landscape Is in
the Woman,” borrowed Willem de Kooning's words from 1953, the
-ar when his first “Woman™ paintings were exhibited. The recall of
de Kooning's fearsomely sexua ale bodies hacked out in
Abstract Fxpressionist style might suggest et another feminist critique
of his portrayal of women as objectifying and aggressively misogynis

tic—a reproach that since the 1970s has become orthodoxy. While
Hughes's show was patently informed by such views, she describes her
artistic conversation with this canonical modern painer in more give

and-take terms, as wansing to “figurc out whether | might have some-
thing 1o contribute to the dialoguc that was started by them.

Among the works in the show were seven large aceylic-on-polyester
paintings that replicate the sizes, imagery, and compositional structures
of selected “Woman™ paintings and drawings of the carly 1950s. But
the coarse physicality of the originals® gestural marks is replaced by a
‘mosaic of meticulously painted patterns forming the women’s bodies
and surrounds, The initial layering of pattern over de Koonings women
s in Photoshop, with the resulting hybrids projected onto the
supports and thea laboriously painted in Hughes's crisp, detailed style.

oc

vigorous and charcoal srikes at the canvas.
The gescural mark's sometime h

sion and manly creative energy were likewise deflased n o hm and
three small-scale pattern paintings, four of which were ironically titled
Gesture and numbered fall 2020). These pictures artfully incegrated
obviously computer-generaced squiggles into fields of vibrancly poly-
chromatic, variegared partern. Tn Gesture 8, green-, white-, and pink
hued and ormamented doodlcs, like knots with loose ends, are painted
as though woven through a geometric grid of mustard, orange, and
maroon triangles. Painerly gesture is domesticated as just another
motif within 2 virtuoso display of patterning,

The question zemains as to what Hughes gains from de Kooning's
painting. One answer might relate 1o the latcer’s affirmation of the
grotesque as a “joyous™ affront to tame, less challenging models of
female beauty. The grotesque is traditionally associated with the exces-
sive, the distorted, and the hybridized. Hughes's pictures of women
follow this logic. As mash-ups of the physically imposing, generously
endowed bodics of de Kooning’s women with fastidious decorative
abstraction, of rudely exposcd body parts with lavish domestic decor,
Hughes's women may not feature in your typical beauty ad, but they
are all the more acrestiag for that.

—Toni Ross
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