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Preface

Extra Time opens as the Chronus Art Center’s inaugural show in Shanghai on 23 August. The
exhibition was initiated as a West Heavens project in 2010 to invite Rags Media Collective to create
artworks specially for the Chinese audience. The show brings together new and recent works by
Rags Media Collective (New Delhi, India), focusing on their investigations of time and temporality in
different registers that span the spectrum of their diverse practice ranging from performance, to
installation, architectural ensembles, video and photography.

For Rags, time is more than the subject matter of their work. They treat time as if it were an actual
medium, using duration, repetition, echo and the traces of our subjective responses to time’s
passage as raw material for the construction of assemblages that seek to deflect the urgencies
proposed by capitalism in favor of more considered ways of thinking about the world.

By creating striking constellations of images, by using found and solicited material, quoting

and transforming elements of news photography, ubiquitous signage, theater, architecture and
broadcast sports video, Rags points to their vision of the networked nature of artistic and cultural
production in the contemporary world. The works in this show are in several instances distillations
of the many ongoing conversations that Rags maintains and cultivates across disciplines and genres
with different kinds of practitioners. These are the embodiments of their dialogues with theater,
with journalistic photography, with architecture, with theory and discourse.

This polyphonic iteration of their thinking process is in keeping with their understanding of our
sense of our time and their own practice as being composed of many different elements that
need to speak and listen to one another. Extra Time may be seen as a result of this conversation,
as a thoughtful analytical tool, a poetic device, a theatrical demonstration as well as a sporting
entertainment that unpacks and recomposes these elements into a cogent yet whimsical set of
statements and gestures about being alive to the demands of being artists in today’s world.

Rags has been in continuous conversation with West Heavens since 2010. They were invited by
Place, Time, Play: India China Contemporary Art Exhibition in 2010, the first exhibition of West
Heavens, and created a new performance and installation work Revolutionary Forces. They initiated
an Artist Dispatch project (Delhi-Shanghai) with West Heavens in 2011, which evolved into the
Shamans and Dissent exhibition in Hong Kong in 2013.
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Director’s Address

Exploring the Potential of Media - Chronus Art Center’s
Inaugural Exhibition

Zhang Qinghong

The Chronus Art Center is honored to work with India’s
Rags Media Collective in presenting Extra Time, our
inaugural exhibition. Rags has been to Shanghai many times
in the last two years, and has undertaken far-reaching
explorations and exchanges with local artists, scholars, art
institutions and community cultural groups - collaborations
that have led their inquiries to embrace the history of
modern China and its imageries. As a contemporary art

collective with wide-ranging influence, Rags, using a
unique poetic language, has transformed its findings and
reflections into a series of thought-provoking artistic
works in a variety of media. The Chronus Art Center has
provided Rags with the opportunity to meet an audience.

The Rags Media Collective’'s work, as we know, takes up
themes related to global capitalism, both as an historical
period and as a social formation that pervades today’s
world. Within Rags long-term research plans, this
exhibition may indeed be considered a unique sample
analysis of contemporary Chinese urban society. The
exhibition has enabled us, right from the start of our
young organization, to formulate clearly the methods with
which we undertake our work in the contemporary society
we live in. These methods should advance the linking

of an international vision to local concerns, at the same
time, they should facilitate the investigation of global
capitalism’s historical and social implications in exploring
possibilities of their expression in media.

We also are very honored to have obtained the participation
of West Heavens and the School of Intermedia Art of the
China Academy of Art in putting on the exhibition. Without
the early efforts of Mr Chang Tsong-Zung (Johnson Chang)
and Mr Gao Shiming in initiating the project, and their
ongoing patronage and interest, its realization would

not have been possible. At the same time, | would like to
thank one of the exhibition’s curators, Mr Li Zhenhua, and
colleagues from West Heavens and Chronus Art Center
for their outstanding contributions. Without your tireless
efforts the exhibition would not have turned out so ideally.

The Chronus Art Center is an institution that focuses

on the development, production and exhibition of new
media art in addition to fostering new media art education
and research. The Center recognizes the emergence

in contemporary social life of trends in mediatization,
such as the digital, the interactive and the internet, and
together with artists, scholars, curators and other sectors
in society, hopes to facilitate the exploration of media
culture, its possibilities in artistic expression, and its
significance for contemporary society and the individual.

(Translated by John X.Keenan)
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Conversation between
Chang Tsong-Zung and
Rags Media Collective

19 June, 2013.

Chang Tsong-Zung

The question | propose to start this conversation is:

Rags has worked all around the world, and one can see
the dominant interests and concerns you bring to the
situation. Doing a project in China, you have also brought
your perspective to bear on your Shanghai experience.
What | am interested to know is, if you had done this same
project not in Shanghai but elsewhere, would comparable
ideas - the football game, the Expo or the bank run - have
emerged?

Monica Narula

The idea of experience, duration, the difference between
process and moment, and how one encounters,
experiences and transforms these: all these have been our
concerns. In football, that which is a moment of anxiety
for one is a moment of relaxation for another. The tension
is akin to that of breathing. If one side is breathing in, the
other side is breathing out; when one side is becoming
tense, the other side becomes quite relaxed. For us this
connects to many things - from a certain kind of history
of architecture, to the very idea of what one considers a
moment to be.

Chang Tsong-Zung
As a kind of existential condition?

Monica Narula

Yes, but also football, the match... Jeebesh, for example,
loves football. When we were in Sdo Paulo, we made sure
we went to watch a match.

Chang Tsong-Zung
You must go mad for the game.

Jeebesh Bagchi
Kaka was playing.
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Monica Narula

Football is a beautiful game. Even the words one gathers
around it to think about it are always connected to life.
And | think that being in Shanghai and spending time
here last year made the question that | have spoken of
sharper. Further, in thinking about a solo show, you are
constructing a meta-argument. Each piece makes an
argument, but how, and what, one brings together makes
another kind of argument. In the show we’ve brought
football together with the Expo. When we were here in
2010, the Expo was just ending. We knew it was there,
but we couldn’t get to it; the queues were so long. When
we actually went, it was in the aftermath, the residue. It
takes years before an Expo actually happens, but once it
does, it becomes entirely about the three months in which
it happens. It's as if all the “before” time is no time. The
speed of change is acute, and then something gets left
over. What happens in that after-time? The Expo is one
kind of thing, football is another kind of thing, but when
you bring them together, something else is also being said.
This was an interesting exploration for us.

Jeebesh Bagchi

When you come to Shanghai - and this perhaps holds

for China generally - you have to think harder, because
the compression of historical time, and historical
mechanisms, are in a temporal scale that human society
has never witnessed. Perhaps New York did, between 1920
and 1940. But it happens rarely.

Monica Narula

Although, having said that, it's happening in different
places - in bits of Africa, in other parts of Asia. It's a much
more general condition.
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Jeebesh Bagchi

In 1972, though we were kids then and don’t have sharp
memories of it, there was a big Expo in Delhi - Asia '72.
The Pragati Maidan, which means “progress ground”, was
built at that time. It's quite a daring structure, especially
forits time. In the last 40 years, we haven't seen that kind
of architectural vision. When we saw the Expo here, it was
quite interesting to have that memory in the background

- the sense that things do get created in your lifetime,
which you may not have a memory of, but which transform
the way you look at landscape, at architecture, at the
possibility inherent in names. The word “progress” can
become a daily word with these kinds of moments. And
so, being in Shanghai had this doubleness for us, where
you are observing and trying to make sense, and are also
trying to figure out how you've been written into these
histories.

Chang Tsong-Zung

We talk about China’s shift from one side of the “cold war”
to the other in the last 20 years. But if we look at China
on a slightly longer time span, say 100 years rather than
60, we would be able to claim that the country has been
moving along a similar trajectory, whether it was Mao,
Deng or the present regime; this obsession with an old-
fashioned modernist dream stays constant, and each
government continues to push forward recklessly. The
frightening thing is how the modernist dream is being
pushed globally, at least on the capitalist side of the “cold
war”, spreading a reification process that goes beyond
the will of the planners. It is prompted by the movement
of capital, by the autonomous movement of the economy,
and by the uncontrollable development of sciences guided
by the ideology of capitalism. In China, the curious thing
is that whichever side of ideology it finds itself, this
obsession with the modernist rushing forward does not
wane. And as you say, it suggests a planned vision. Even
today a lot of operation is capitalistic, but it is a state-
planned capitalism, in that sense it is more like its old
socialist self. For me that is what's frightening because
visions get to be realised. China is unfolding in that
direction and still going nonstop.
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Jeebesh Bagchi
It will go on for another 15, 20 years.

Chang Tsong-Zung
Until it exhausts all resources.

Shuddhabrata Sengupta
But suppose one takes an even longer view, which could
be interesting since we are calling the show Extra Time.

Chang Tsong-Zung
Yes, so let’s give it another 15 years, but you say 30.

Shuddhabrata Sengupta

We measure so many things by life spans, processes
appear much more cataclysmic than they are. There

is a certain kind of long-term indifference in historical
processes. In our life times we always think of ourselves
as being at the cusp of the crisis. We believe the time we
are in to be the most compressed. We think we are living
in extra time: If we get ten more minutes we will do this, in
the next year we will do this. It would be interesting if one
were to stretch that idea of extra time to a much larger
scale, in which you can almost have systolic and diastolic
compressions. Take the case, for instance, of the scientist-
sinologist Joseph Needham who wrote 17 volumes of

The History of Science and Civilization in China. He was
actually a biochemist who fell in love with a Chinese
woman and then became interested in China. Needham's
conclusions are that almost all the technological
developments that constitute the industrial revolution
were already existing in China by the thirteenth, fourteenth
century - gun powder, steam ship, coal, navigation, ways of
thinking about geography and so on. And then his question
is, so what happened? This is the question that comes up
repeatedly in the histories of several civilizations. You can
ask this question of the Islamic civilization. And perhaps
we are not asking this question of what we identify as the
moment of modernity because it has not yet passed. But

it may be that, in the longer view - in a 100 or 300 years -
people may ask, so here was this extraordinary global
culture that was able to produce so much value and so
much technological expertise, and then what happened?



Monica Narula

This is what Johnson was pointing out. In a way we are
already saying, all this for what? If China had all the
elements of the industrial revolution and yet it did not

do the industrial revolution, what could be interesting is
to ask why did they not choose to? “So what happened?”

is also, “All this for what?” For not having an industrial
revolution? For having one? For keeping quiet? For getting
aggressive? For the end of things? For the beginning of
things? Usually these questions are asked outside or after
the situation. But now we are asking this question now.

At the turn of the twentieth century, people thought they
were in the midst of the craziest, fastest time ever. But it
was the craziest, fastest time ever - till then. So it’s true,
this is also the craziest, fastest time ever - till now. People
who've felt it, have felt it with truth, every time, because

it is always faster than the last time. But it's interesting
when you can ask the question, “So what happened?”,
while you're in it. Because, then you can look at the
present and the past and do something with it.

Shuddhabrata Sengupta

That means you are, in a sense, feeling that strange
experience of being inside that time and outside that time
at the same moment.

Chang Tsong-Zung

The inside-outside image makes sense with my own
experience of China. For me, living on the edge of China in
Hong Kong, obsessed with the Chinese past and also what
is happening during my lifetime, looking outside of time
means witnessing China’s progress with its experiment
of the modern. It appears to me as though China is taking
a formula from the outside and fulfilling its ethos under
some spell of faith, rather than being propelled by the
inevitable. It seems almost to be trying to fulfill something
that has been promised to somebody else, but this
somebody else doesn’t actually want to pay the price. For
me the frightening and dismaying situation is that we are
witnessing a civilization turning itself into a laboratory of
some borrowed ideas that have not been thought through.
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Shuddhabrata Sengupta

But all civilizations are laboratories. | don’t think China is
an exception. These pressures are felt in different ways,
in different times, in all sorts of places. The argument of
China being an exception allows the creation of the idea
of China as a threat. Historically, Chinese power has tried
to maintain a certain relationship between the periphery
and the center. The eastern and southern coast is a kind
of center of activity, power and population, and then, as
you go further west, things tend to shade off into all sorts
of threatening realms. So many imperial projects in China
have been about trying to build walls - layers of walls,
not just one wall. Let’s say the Forbidden City is the last
system of the layers of the walls, because even then there
are these layers of walls. Supposing we move this idea
from being an exertion of dominance over space into one
of dominance over time. | am suggesting a metaphorical
transfer, from the spatial to the temporal. The innermost
courtyard of the Forbidden City, lets say, is the moment
of “now”. And around this “now” are these pressures
from the past and the anticipation for the future. In a
sense there is an attempt to create a wall, or a series of
labyrinthine walls around the “now” so that extra time
doesn’t come in.

Jeebesh Bagchi

In the heart of modernity - in China and in India, perhaps
everywhere - there is an impatience, there is an idea of
“lost time”, a time that we have to make up for. India is
filled with a sense of “we lost the 60s, we lost the 70s”,
and “China got it right in the 80s”. History begins to be
measured with a continuous lack. It's as if our resentment
has gone to time itself. Capital can continuously harness
this idea of lost time, politically, ideologically and
instrumentally by mobilizing people for all kinds of ideas.

Chang Tsong-Zung

This idea is interesting for talking about modern China,
or rather Mao’s China. Until Mao, all the other dynasties,
even the Republic of China, all re-started historical

time when the regime was founded. So, Year One of the
Republic of China is 1912. But when Mao took over China,
he did not refresh the Chinese historical calendar; instead
of a new beginning he put us in 1949 of the Christian
calendar. So the fresh start of the Communist era begins
by lagging behind the West. Not only did we start late with
modernity, now we have lost another 1949 years that need
to be caught up.



Shuddhabrata Sengupta

Which is why | think our revisitation of the run on the bank
photograph by Henri Cartier-Bresson is interesting. What
is happening in that photograph? There is a pressure

of time. People have to get into the bank. In their minds
the value of their money is draining by the minute. The
sooner one is at the head of the queue, one saves a little
more of the value of their money than when they are at the
bottom of queue. The rush to get into the bank is really a
race against time. In our work we are really slowing that
moment down, stretching it in a way that restores to it

a little bit of its duration, the respect for its duration. To
insert extra time into that moment is to say this can be
done again, it's not lost forever its time.

Monica Narula

Yes, but it’s not only an affirmation. Because arun on a
bank has within it a perpetual relationship between panic
and wealth.

Shuddhabrata Sengupta

The bank has become its opposite. The idea of having your
money in a bank is that with time it will become more.
That's what interest is all about. When we wrote our
essay on the qualities of time, we discussed this question
of interest. In Christian, Jewish and Islamic thought, the
reason there was problem with interest is because only
God owns time. And if | say that by putting something in
the bank I'm adding value, it means I'm taking time away
from God and doing something else with it. So you can
see that the evolution of the banking system in Europe
has to conduct these complicated theological arguments.
And here you suddenly have that same thing - the bank is
shrinking the value of the money; interest is working in the
reverse direction.

Chang Tsong-Zung
So that's secularization for you. [Laughs.]

Monica Narula
The secularization of value. | like that.
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Shuddhabrata Sengupta
So that’s why when banks crash, insurance companies
always say it's an act of God. [Laughs.]

Chang Tsong-Zung
With this logic, a bank crash would actually be deification;
providing insurance is a form of divination.

Shuddhabrata Sengupta

| think people experience these things at the cosmic scale.
The universe comes crashing down in their minds because
everything they’ve given value to disappears.

Chang Tsong-Zung

The wrath of heaven is difficult to take. What an artwork
does is to do a little bit of God’s work, to let people feel
they are behind the time.

Jeebesh Bagchi
Not so much the God’s, but the work of God’s court jester.

Shuddhabrata Sengupta
The Chinese phrase for extra time that we are using is
bushi (#N). Bu is mending. If time is being put under a

kind of stress and strain, then this kind of artwork does, or
at least attempts to, repair the things that are distressed
by all this.

Chang Tsong-Zung

Bu is repair, to repair time. The way you describe the word,
your artworks are actually repairing many of these issues
that have been brought up. They could be repairing time,
but they could also repairing other cosmic issues.

Jeebesh Bagchi

Gods have two praise-worthy qualities. One, that they are
profoundly indifferent. And two, they can laugh. | think

we have the power to be indifferent, but cannot laugh.

If you can laugh, you become empathetic and instead of
laughing you start to cry. But if you can get a combination
of laughter and indifference together to understand time,
or to understand big cosmic forces, it could be interesting.
It's interesting to get back to different kind of gods.

Monica Narula
One must have ambitions. [Laughs.]



Chang Tsong-Zung

We have to repair gods; | like this idea. First we have

to find them, then we have to catch them to put repair-
patches on them. Since we are talking about extra time,
the repair of time, the word we are using just now is not
time, is kairos. In itself time is an inopportune moment

that actually needs repair. The recesses are not important.

However, the problem with this work is that it makes all
time equivalent, like interest.

Jeebesh Bagchi

That's one reason for this goalkeeper work. In it you find
that at all times there are other counter-moments of
time, running parallel to you. They're not the same, and
the thresholds and intensities of time that you experience
vary from moment to moment. Somebody else could be
experiencing the same time completely differently. This
de-homogenizes time; time doesn’t act similarly at all
points. You create different amplitudes around different
experiences of time. On its own, a match is 90 minutes of
time with a before and after, winning and losing. But in
this work with the two goalkeepers you break away into
another way of looking at the same 90 minutes.

Chang Tsong-Zung
So you have to patch up a lot of different parallel kairos.

Jeebesh Bagchi

There is a beautiful line that a Russian Mathematician
uses, that parallel lines don’t meet because they have
other interesting things to do. In that sense there could be
multiple parallel kairos doing interesting things. Art can
bring the multiplicity of kairos together. It can make you
move with that multiplicity, not make you still with it. This
generative multiplicity of kairos, and its intense presence,
is one of the main powers of art.

Chang Tsong-Zung
The multiplicity of kairos means true polytheism, or
rather, atheism.

Monica Narula

If you think of time as a belief system, then yes that makes
absolute sense. But the logic we give it is our logic, soin
that sense, time is a very fundamental religion.
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Jeebesh Bagchi
Especially with modernity, it becomes a religion.

Shuddhabrata Sengupta
There are other ways of thinking about time.

Monica Narula
It's polytheism, if time is a god-Llike thing.

Shuddhabrata Sengupta

If you take polytheism to its logical conclusion, you return
to a kind of atheism, because polytheism then would admit
to the infinity of gods, and when you have an infinity of
divinities, then it's pointless to think of divinities. Chinese
traditions of Mahayana Buddhism have an idea for this
which is taken from what we call pratyeka-buddha, that
is, every being can attain Buddhahood. It doesn’t matter
that this is the Buddha. In that sense there is no particular
attainment of emancipation and moksha is in some ways
a project of vanity. You do not privilege one moment over
others, you do not privilege one being over others. All of
these beings in all of these moments are always, in terms
of their potential possibilities, capable of being the entire
universe. Which is why it is possible to have that vision

of that multiplicity. In a Chinese Buddhist temple you are
always confronted with an attempt to multiply the images
of the Buddha. You may have one, but there are potentially
millions of them, which is a very different thing from
saying there are many gods. There are so many that it
doesn’t matter how many there are.

Chang Tsong-Zung
You are really describing the experience in India rather
than China today.

Monica Narula
There’s been a narrowing down of our pantheons. If you go
to a temple now, there are a lot of lost gods.

Jeebesh Bagchi
The health of gods is not good.

Monica Narula
Temples now have only very few gods, and the new
temples have but the same few.



Jeebesh Bagchi
The gods are not multiplying.

Monica Narula

The god that helps you in difficulties is there. It's much
more pragmatic. Earlier, “/me and my god” was a kind of
concept, but now that’s also lost. It's not monotheism yet,
but the narrowing down of the pantheon says as much
about our relationship with time as it does about being in
this time.

Jeebesh Bagchi
| can see this happening in my own lifetime; it's not even
taking 100 years.

Chang Tsong-Zung

This trend is evident even in Hong Kong. Growing up, my
school friends all had family shrines to attend to at home,
especially for the indigenous Cantonese (my family is
from Shanghail. There were also much more religious
festivals connected to these worships. But today, the new
generations they don’t have these anymore. Almost all my
friends have removed the shrines from their homes.

Jeebesh Bagchi
Some gods are winning, some are not doing so well.

Monica Narula
Some ideas of time are winning.

Chang Tsong-Zung

In Taiwan, in a lot of temples you can see in the backroom
collections of discarded statues of gods. They are gods
who failed to perform, so people throw them out, and
replace with new ones. In China, there is one god who
performs for certain and it is Mao.

Monica Narula
Non-performing gods.

Jeebesh Bagchi
It's like museum collections.

Monica Narula
No one ever wants to see them.

Chang Tsong-Zung
That's exactly the idea of the museum as well.
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Monica Narula

Some museums have collections - well not contemporary
art (yet), but say the natural history museum - which
collected from the entire world and became a depository.
The Natural History Museum in England, for example.
They can spend hundreds of years and still not show
everything they have in their depository.

Jeebesh Bagchi

They collect because they want to show evolution. But
evolution is marked by extinction; you can’t have a story
of evolution without extinctions. The “new” is being
produced, but a lot of things are going away. Museums
have this fundamental problem: how do you deal with
extinction even as you show a curve and the emergence of
the new?

Chang Tsong-Zung

But the whole idea of plenitude or richness is that there
are actually more than you need, and more than you

can enumerate. That gives the sense of fulfillment and
sense of satisfaction, and the foundation of miséres. The
foundation of true levels is that you have the repository,
and you don't need to exhaust it. Culture should be
something like that. You keep developing new things and
you have the repository. But now in this age when we
burn fossil oil we also burn up the repository of cultural
deposits.

Jeebesh Bagchi

Two things have eroded the idea of plenitude in the
twentieth century. One was the creation of the corrosive
idea of poverty. It was an economic idea that was brought
into culture. Being in poverty got translated into meaning
that you have no repository. Human life is denuded very
rapidly in the name of poverty - you can patronize, you
can say that your life has to be transformed, without
actually ever considering any sense of the repository
that life may have. The other is the way we see energy.
We have an exhausted idea of energy. But | also think
that's going to transform radically in this century. Bataille
says a beautiful thing about the sun. He said that the sun
gives you its charge, and it's the same for everyone and
abundant for everyone.

Chang Tsong-Zung
Assuming you cannot exhaust it.



Jeebesh Bagchi

You cannot say that by being in the sun I've exhausted the
sun for someone else. Hydrocarbons are burned, and this
idea of energy has traveled into the way we see energy

in human beings as well. If we move towards a more
sun-based energy system, we may have a very different
imagination of human beings.

Shuddhabrata Sengupta
A different idea of value.

Jeebesh Bagchi

And the value of human beings. Human beings as an
abundant - not exhausted - source. The sun and wind
are abundant, they can swing up and down, they can be
still, they can come with additional force. This is a very
different conception than what comes with the idea of the
hydrocarbon, which is more psychoanalytical.

Shuddhabrata Sengupta

It's also a repression. It's a zero-sum. The store of
hydrocarbon is bound to deplete, so the more energy you
use the less energy you will have. This creates a structure
of values that is quite different from thinking that the more
energy you use the more energy you will have. Inbuilt

into the hydrocarbon economy is an idea of scarcity and
exhaustion.

Jeebesh Bagchi

The way of seeing human being is fearful. All ideas of
power use this form of energy as the metaphor for life
and for power. So they are fearful of themselves, they are
fearful of life, of what they are working on, because it is
going to be exhausted, depleted, destroyed.

Chang Tsong-Zung
That's the same fear for all resources nowadays.

Jeebesh Bagchi
This century will see it change.
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Shuddhabrata Sengupta
The decision does not have to be made now.

Monica Narula
The decision has to be made now.

Shuddhabrata Sengupta

The decision about switching your energy sources has

to be made now, but once it is made, the question is

no longer of priorities of greater or lesser evil. At the
moment all economic structures in the world depend on
some kind of weighing of choices. You can’t have culture
because you must have food. You can’t have food because
you must have work. It's a kind of a lever, if this goes

up, the other goes down. So it depends on a certain kind
of understanding of how you distribute your sources of
energy. The moment that changes, you will have an, as of
now, unimagined language of why we make choices.

Jeebesh Bagchi

In a wind-based system, it’s not about before or after-
time, because that won’'t make any sense. It will be a
discontinuous sense of time. We can be moving towards a
more durational, intensive idea of time.

Monica Narula

Then your relationship with something fundamentally
is not one of loss or gain: the imagination of the self, the
other and the world is a transformed one.

Jeebesh Bagchi
And that will change the way power is imagined and
organized.

Chang Tsong-Zung

Like a moral decision on issues such as production. Now

production is seen to be the moral good, and we don’t ask
what we do but only what we can do. When value changes
and technologies change, how value and technology meet
will be interesting. To change value is more difficult than

to change production.



Jeebesh Bagchi

| think it's changing. We've been discussing it as well in
the context of a work called The Last International, which
we’'ll be doing in November in New York. We're trying to
think of it as if we are all inside the Last International,
inside a form of thinking and being in the world which is

in a transformative shift. And in these discussions, the
famous image of Tiananmen Square with the young man
standing in front of the tank, was an important presence.
This image of the standing man keeps reappearing in the
world. For instance it did in Turkey, when a man stood in
front of the statue of Kemal Ataturk. People started joining
him; the image of him standing before the statue became
viral. And it is getting connected with other moments.
What it does is to put a pause to the moment of time where
the sovereign can determine life. And that moment of

halt is now present in the political gesture of our time.
This gesture is emerging as a very significant one, where
you are faced with the sovereign, who is a kind of hollow
space. Because with the divinity gone, after the king, a
claim cannot be made on a divine source who will say that
life will be according to my will. A kind of patchwork was
attempted through the idea of the people. But the French
Revolution produced this problem and it keeps on growing.
Who the sovereign is, is deeply contested. The split is wide
open now, and we are living in it. It is in the air. It is all
around us. It will change the way we conceive the trinity of
our life - time, power, energy. In that sense we're in a very
important moment. A crooked line has emerged in history.
The linear line has broken down.

Chang Tsong-Zung

If that's a free sovereign, one of the first solutions is to
become the sovereign who stops selling time for one’s
survival. And the only way we can stop selling time for
survival is when it becomes cyclical; it comes back again.
Industrial, cumulative time needs to become cyclical.

Jeebesh Bagchi
Bargaining time for life is the foundation of the wage
system. But | think it will break down - it is breaking down.

Chang Tsong-Zung
So it will be the industrialized time turning agrarian? The
factory turning agrarian?
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Shuddhabrata Sengupta

Even agrarian time is the sovereign’s time, because there
could be an argument made that a transition from hunting-
gathering societies to societies of agriculture was that
while in the factory your life was determined by the clock
of the day, in agricultural society life was determined by
the clock of the year.

Monica Narula
But the seasons are always there. The fact is, the factory
breaks the day and night divide.

Jeebesh Bagchi
At least, in the twentieth century.

Shuddhabrata Sengupta
The sunis going to slow down.

Jeebesh Bagchi
That's still a few billion years away. By then humans will
probably evolve into a species that flies away.

Monica Narula

We began by saying a slightly longer time span, now we
are basically saying a few billion years. From 15 years,
now a few billion years. [Laughs.] But, plenitude is a truly
satisfying idea when it is only metaphorical, because true
plenitude is exhaustive and exhausting, because it implies
responsibilities as well. If one can think of it as something
that gives without being depleted, only then can the idea
of plenitude be less worrying. It has to do not with actual
more-ness, but with the idea that more-ness is possible.

Chang Tsong-Zung

When one thinks of plenitude, one would have to imagine
the plenitude in a state of being good, whatever it is. It has
to multiply, it has to survive, rolling forward in the context
which we associate with some sort of good, such as the
inexhaustible collection in the museum. Even imagining

it being eaten away by rodents, of course then the idea is
spoiled.

Monica Narula
What does goodness mean here?

Chang Tsong-Zung

It means the value of the self. Some sort of good like
the feeling of abundance in which you can imagine the
wilderness being frightening without being shut off.



Monica Narula

Exactly. It has to fundamentally be metaphorical, because
if you have to be responsible for every field, it's no longer
the idea of plenitude. Plenitude is not the same thing as
ownership. It's with this distinction that | also realize that
having a museum with so much that it can’'t show them
all, is not plenitude. Plenitude is the idea that | can pull if
needed. | can turn around and ask for more or get more,
which is not actuality; it is always potentiality, but a failed
potentiality. This remains for us part of the idea of thinking
about the future in the present and the presentin the
future. It's with this that one breaks the arrow of time. It's
in today that you do something. What you do in the present
makes a future, and therefore the future is in the present.
There is, can be, a plenitude in this concept - because the
potential of tomorrow is filled in today.

Chang Tsong-Zung
Perhaps it is wrong when applied to things that need to be
archived.

Monica Narula

It cannot be applied to materiality. Any large warehouse of
grains is not actually a large warehouse of grains, because
there could be a flood, there could be rats. So collecting
and keeping has to be thought of differently from the idea
of plenitude.

Chang Tsong-Zung
Traditionally in Chinese, this concept of plenitude (TR &)

is used for the idea of “treasure” (= ). The word “treasure”

does not refer to what you own but often refers to precious
things that you should not exhaust: you should not exhaust
by mining everything you can unearth. You should not
exhaust the animals in the field during the hunting season
because you want them to grow and prosper. So a true
treasure needs to be looked after, not to be exhausted.
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Monica Narula
That's a true treasure in that sense.

Chang Tsong-Zung

Coming back again to my constant anxiety about China and
its policies. Recently we have been talking about how we
only have 700 million urbanized population, after massive
new conversions from villages. The government both

pays and forces villagers to leave their old homestead
with big cash packages, which supposedly means the
villagers turn cheerfully into urbanites overnight. Actually
it means the government can kick more people out of
rural land to build skyscrapers. The thought of exhaustive
exploitation, of turning possible treasures into exhaustible
goods, is most worrying. That's why | refer to China as a
laboratory for modernity; nothing is sacred in the sense
that everything must be used up as soon as their value

is identified. It's just consumer economic argument
through and through, a position absolutely ridiculous and
irresponsible for a state to consider. But we are still trying
to create more consumers in China in order to consume
more of the world, when our crops today has become a
scarce resource.

Jeebesh Bagchi

That's the most interesting thing about China. To be this
economy, at its scale, the kind of resources that it needs to
run itself, have to come from everywhere in the world. And
China doesn’t have the earlier colonial form of intellectual
domination or a thesis of civilizing mission or progress,
and neither does it have a military domination.

Chang Tsong-Zung

It's not colonialism. It is more like the colonized becoming
the master, and conveniently adopting colonialist logic
and pushing it forward to the extreme, so that whatever
system already instituted can continue to thrive. It is like
trying to turn around a nation to prove a theory rather the
other way round.



Jeebesh Bagchi
And then by 2021 it will be the world’s biggest economy.

Chang Tsong-Zung

What that means... Do you remember Brazil in the 1960s?
In those days Brazil was the world’s image of utopian
success, and then it got exhausted. Useful comparison

| think. Somehow the culture of China has always been
about a kind of industrious working of the world, but
today we are working the world in a very different way.
What is lost is the wisdom to conserve as one thrives;
this kind of exhaustive working of the world is completely
irresponsible. I don’t know what Brazil was actually like in
the 60s, but afterwards the society collapsed.

Monica Narula

There are about 200,000 people on the streets right now
in Brazil, and they are making a big fuss. Actually, they are
basically standing. In 14 cities of Brazil, people are on the
streets every night. Last night in Rio, there were 200,000
people filling the roads.

Jeebesh Bagchi
In Brasilia, they captured the state assembly.

Monica Narula

They are saying no violence, they are saying no words.
And that's interesting because the ostensible reason is
that billions are being invested for football, but what about
peoples’ lives? They are just standing there. It's like what
we were discussing - the moment of halt has happened.

Jeebesh Bagchi

They are out in really big numbers. Hundreds of thousands
in Rio, through the night, day before yesterday. And in
Brasilia, another 200,000 outside the state assembly.
Simply standing there.

Chang Tsong-Zung
In urban situations one can physically see the economic
costs. But in the countryside it doesn’t matter.
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Jeebesh Bagchi

Because in the urban situation, this blocks off all arterial
movements. When they stand, it halts the whole machinery.
You can say it halts the flow of capital; it halts the flow

of materials, flow of people. It's fascinating. After the
Football Confederation Cup, people started gathering and
then suddenly in Brasilia, after the match, they just stood
there for the entire night, and then the next night in Rio
they were standing there through the night. They were just
coming out and standing. It's a great moment. These are
things that are not in our idea of political life and political
moment - this kind of sudden gathering that doesn’t make
any demand, doesn’t create any political program, doesn’t
make any claim to power, but just hangs around.

Chen Yun
This is not even a protest.

Jeebesh Bagchi

It's obviously being done as a protest, but it's something
more. It's a kind of a way in which you know you can’t talk
to anyone. The sovereign who has been performing this act
that it will better your life? That relationship has broken
down. | think in China it broke down in 1989. In China it
was, in that sense, the beginning. We were in college then,
and the image of the guy in Tiananmen, standing in front of
the tank, had become a big image for us. | had a cut-out of
itin my room for a very long time. It's strange. There were
so many things happening in 1989, but that image stayed. If
you go to Facebook now, or to YouTube, you see how much
it circulated.

Monica Narula
Or variations of it.

Chang Tsong-Zung

I think the myth about the image was that the man was
just carrying a shopping bag from a convenient store, then
stopped and decided to become a political hero, ha.

Chen Yun
He's just on his way back home.

Monica Narula
Did anyone figure out who he was?

Chen Yun
He is a factory worker, and then he merged into the sea of
crowds again.



Jeebesh Bagchi

The video is very nice. It's a small video by the Chinese
television that got leaked out. It's on YouTube. He walks
right up to the tank, and is trying to say something to the
man in the tank. That break down - when the sovereign no
longer remains the sovereign who can dictate - happened
here. The idea of the sovereign who can dictate life is so
much at the heart of the twentieth century. It's actually a
hoax. In Delhi, when the protests broke out last December,
after a girl was fatally assaulted in a moving bus, people
stood outside the Rashtrapati Bhawan, the president’s
state house. They all gathered, and then there were water
canons on them to disperse them. They were asking to
talk to the sovereign, but the sovereign isn’t there. It's

an empty space, it's a hollow space. It's a stamp. There’s
a beautiful film by Oshima. It's about Japanese society.
There’'s a marriage ceremony, a very traditional setting.
The bride doesn’t arrive, but the marriage goes on, and
everyone gives their customary speeches. We can read
Oshima’s ceremony back as a reading of the sovereign
rather than a reading of Japanese society.

Chang Tsong-Zung

I think in Mao’s revolution this concept of the mass as
the sovereign was never there even from the start. This
thought of liberation of the masses, of the people, of
another form of the authority or multitude, was a taunt
as the party never let go. Perhaps it was really with the
passage of Mao that finally this idea of the sovereign is
gone.

Jeebesh Bagchi
Maybe with the Cultural Revolution that was the spilt.

Chang Tsong-Zung

Even during the Cultural Revolution the state machinery
was also fine, because the king was here. He told

the soldiers not to shoot you; you were given special
permission to ride the trains for free, permission to

beat up your professors. Mao was very much in charge.
Itis interesting to think about the Flower Revolution in
America at that very same time. In America one assumed
the society of plenty supplied everything: people went to
college, they got along, they didn’t have to pay till later.
But everybody has to pay sometime, or someone else
pays for him. In a way the two 60s revolutions were both
revolutions at someone else’s expense. Perhaps the idea
of the sovereign is a good way to fill the strange gap here.
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Conversation between
Li Zhenhua and
Rags Media Collective

12 August 2013, Shanghai

Monica Narula

The larger cultures of the non-West have had these
moments of discovery, right? You have, in various
countries, but especially in the north, the big China show
or the big India show.

Jeebesh Bagchi
And this happens within Europe as well, for instance the
big Scandinavian show.

Monica Narula

And the same for Latin America too. It's interesting that
except for a very small area, everything comes as the
show “from there”. And that curation is always done

“from here”. They may come here and have curatorial
conversations, but the curatorial starting point is still from
the West. So what we wanted to pose was how does one
complicate the question of curating places through other
places.

Li Zhenhua

That's interesting because about ten years ago | went to
Japan. This type of topic is strong when you talk about
Asia. There is a focus on Asia and the position of Japanese
art. It is very interesting how people have this perception
of how they position themselves.

Monica Narula

For us the question is not so much about how one
positions oneself. It is how you see yourself, and how you
see the world, and how you see the world seeing you. It's
not enough to just see yourself. It's also important to see
the world looking at you and in which terms does it do that,
and how does one make those terms more complicated - for
yourself and for the outsider, whoever the outsider might
be, or what one constructs to be the outside.

Li Zhenhua

That's certainly important. | went to Venice [Biennial] this
year and the various parellel exhibitions. | felt that these
kinds of shows are losing contact, and context.

Monica Narula
Why was that?

Li Zhenhua

Who really cares about seeing a China show based on
Chinese art history, the so-called grass roots art history?
That's really the question.
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Monica Narula
Did you think the public was not interested? Did you feel
that?

Li Zhenhua

| felt that, certainly. There was an ironic thing that
happened on site, which was that the boat to the Chinese
parellel exhibitions was not ready for the opening of the
show.

Shuddhabrata Sengupta
So no one could go?

Li Zhenhua

Well one could walk down to it, but it would take very long.
And then a really funny thing happened, which was the
“opening” for the boat!

Monica Narula
[Laughs.] This is like some deep historical moment.

Jeebesh Bagchi
No boat to China.

Monica Narula
Now that’s a good name for a show.

Shuddhabrata Sengupta

| think one of the early Chinese representations for the
Venice Biennial was this boat. | don’t remember the name
of the artist but there was a huge boat. The piece was a
boat. In the 90s?

Li Zhenhua

I'm not sure who this was by. But anyway, that episode
during the opening was, for me, a very symbolic metaphor
on this segregation of art. How can one see oneself and
others in this kind of situation? | spoke with my other
Chinese artist colleagues and | said if you do an art project
on criticizing local issues of Confucius, then why would

an art person in the Venice Biennial be interested? How
would it reflect on their fact and their reality?
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Monica Narula

To be honest, they should be interested. It's a pity that
they aren’t. This introverted self-referentiality that the
West has needs to be broken, for their own sake. But

| want to get to the point that is being made, which is
that if you make a parochial position in a global context,
then it will seem parochial and not speak across. If it is
done parochially, without acknowledging the fact that’s
not the way to look, no matter where, then it’s like two
introversions facing each other.

Jeebesh Bagchi
Two monologues.

Monica Narula
Not a dialogue.

Li Zhenhua
So when all three of you don’t see a show, how do you tell
each other about it? Do you, for instance, make a video?

Monica Narula

This is the interesting thing about working in a collective
sense. You know the language that each other speaks but
the impressions that one gives are speculative and are
interpretive. So it’s a third thing; you don’t describe. It's not
like a report. You get a sense of what the other person’s
sense of it was. It's a sense that's double removed,

as opposed to a “description of”. Some works may be
described, but mostly it's a “this work gave a feeling of
that”. And then immediately you're like, "0k, that sounds
really interesting,” and then you might ask more.

Li Zhenhua
Does that sometimes lead to misunderstandings?

Monica Narula

Yes, but creatively sometimes. When all three of us see a
show, we all come back with different impressions. But
when you don’t go, you get the other person’s impressions,
and you must trust those impressions - not for the fact
that this describes the work, but trust the impression for
the person. So it's a way of looking at the work which you
will never look at. But it's a way of knowing the work. It’s
not your own gaze, and it’s not even a question of trust.
It's a way of looking that | find interesting. I'm interested
in seeing what made an impact on my colleague, because
then | understand something about the work, not
everything, and something about him, not everything.



Jeebesh Bagchi
Also because it's as an exhibition, which is not a sum total
of works that are in it.

Monica Narula
That's what makes something a good exhibition.

Li Zhenhua
How do you function as a collective?

Monica Narula
[Laughs.] Like this.

Shuddhabrata Sengupta

We once heard a Romanian philosopher say my mother
tongue is translation, and that works for the three of us.
We all have private languages. | am not talking about
different languages, but about how everybody has private
languages. And if you are working together then you are
basically translating each other’s thoughts. Sometimes it's
not easy. | don't often understand what Jeebesh is saying
or Monica is saying, and it takes a little effort and takes a
little time sometimes. But because you misunderstand,
you also extend the thought. Misunderstanding can also
produce an extra element.

Jeebesh Bagchi
I think there is only misunderstanding, that's why we are
functioning. If you understand, it will get very boring.

Monica Narula

Because then you think you understand what the other
person is saying before making sense of what has been
said.

Li Zhenhua
Sometimes | think if you get closer as friends, then maybe
you get more misunderstanding when you work together.

Monica Narula

Completely. Because in some ways you know each other
very well, but if there is no misunderstanding it is actually
very difficult to work together.
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Jeebesh Bagchi

Misunderstanding multiplies the directions. So nothing is
fixed. So you think, “I haven’t understood it fully. Is it this,
oris it that, oris it that?” And then a work, an idea, or any
suggestion, gets amplified in ways that are very unknown
to you.

Li Zhenhua
Can you control that? Or you don’t want to?

Jeebesh Bagchi

The work controls it. This overflow, this excess that is
between the three, always congeals. A part of it congeals
in the work. So a work, in a sense, is always a damming of
the excess. It brings something to a...

Monica Narula
... Formation.

Jeebesh Bagchi

But that excess exists outside the work as well. So the
work is important for that relationship, that excess-
producing relationship, to exist. This means it's actually
the reverse - it's not that you are together because of the
work, it's actually that the work emerges from the set of
excesses.

Li Zhenhua
What do you see as the relation between knowledge
production and actual art (object) production?

Monica Narula

For us this is part of the same spectrum. We don’t see

a distinction between knowledge as knowledge and art

as art. For us a piece of art and a piece of discursive
encounter are pretty much the same thing. One talks in
certain ways when one is speaking in a certain context. So
the language might change. This maybe verbal, this maybe
video, or some other form, but for us there is no hard
distinction.

Jeebesh Bagchi
Tonalities change.

Monica Narula
Tonalities, yes.



Jeebesh Bagchi

In our practice over the last 15, 20 years now, social
experience and knowledge have always been part of the
idea of artistic practice. For the sake of analysis, you could
say there is a continuum with something called social
experience on one edge, something called art practice in
the middle and something called knowledge on the other
edge. But the more vibrant the knowledge production that
you can assemble around yourself, and bring to bear upon
you, the more vibrant is your art practice. And that is what
we have come to realize with the Sarai Reader publications
that we produced every year over the last several years.
Hundreds of people have written in them. In the world that
you are living in, you are engaging with a huge number of
people who are thinking, and that also means expansion
of your social experience. Now the critique of the
contemporary world is that your knowledge is shrinking
and you are becoming informationalized, your social
experience is shrinking and you are shrinking into narrow
domains and becoming routinized, and art is becoming
instrumental and commodified. Agamben has been
offering this critique, as have so many others. But our
own experience of the art world has been reverse. Social
experience has enormously expanded, the number of
ways in which we have encountered people from different
geographies, languages, cultures, and also within a

city like Delhi itself, has extended, and the questions

of knowledge, and of the relationship to knowledge,

and of the relationship between knowledge and social
experience, to the future, to time, to present history -
everything has exploded. | think today art practice is the
most interesting domain in the world because it is able

to very fluidly relate to questions emerging from social
experience and questions of knowledge. And this is

very under-appreciated in art writing and in the critical
discourse of art. There is such anxiety - “We are losing,
we are losing.” But actually it’s the reverse.

Li Zhenhua
Do you think that people going into an exhibition, like the
one that you are doing now, can sense that?

Jeebesh Bagchi

They sense that. In many exhibitions that we have done, we
have come back feeling that the intellectual inquiry that
we encountered was indeed superior to what we thought
the work had. So the inquiry actually enlarges with the
exhibition.
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Monica Narula
It expands the work.

Jeebesh Bagchi
It expands our own understanding of the work.

Monica Narula

It might be shows you do of your work, or shows you do
with other people’s work, but this is what we have always
thought. If you put certain parameters on the table, then
people also take those parameters on board. For us itis
important. For example, in this show we have The Portable
Auto-Didactic Library. What we are saying with it is that
even when you are seeing our work, you must not see in

it what you think we are seeing in it. There must be other
things that you want to see in it for yourself, or things that
you can find. In this work we are putting it in a very straight
forward way, but in many works this aspect is much more
subtle, it is much less expressed. And yet we've found that
when people have encountered some of our works, they
have asked questions about the work that are much more
than we had hoped. This has challenged us in what we are
doing. | have seen more, or different, in some of the work
we have done, both as artist and with other peoples” work,
simply because of the quality of engagement a viewer has
had with that work. One has to allow for that to happen.

So the parameters you put on the table have to respect
the fact of what's coming back at you. It's a conversation
that you have to begin silently. You do it quietly, and so the
other person also has the space to do it. If you don't give
other people space for conversation then you are not going
to get one.

Jeebesh Bagchi

There is also always a speculative aspect to a work. You
try to figure out the world through it. That is the invitation
to a conversation. We were in Moscow and we met a young
curator who was describing a work we had done in Ireland
[sicl. Her description of the work was more vivid than the
work, | thought. She has taken something out of the work
and into her own imaginative space; it was triggered by the
work, sure, but she provided an entry point that was not
there before for me.

Li Zhenhua
| think the encounter will happen when you are here, and
with the show and performance.



Jeebesh Bagchi
The show should function as a thinking machine.

Monica Narula

A thinking, feeling, affective, effective machine. The
work Jeebesh was just talking about was the Euphoria
Machine that was in a recent show in Scotland. We didn’t
go. They invited the work. The show was called Economy,
a good show. Euphoria Machine is a big and complex
piece of work; it takes up an entire room. | haven’t seen
the exhibition, and | was hearing about it from someone
who I've never met before. The presence of the artist

is important but not essential, and is perhaps more
important for the artist than it is for the audience. The
audience will encounter, and complicate and amplify in any
case. | would like to have that encounter myself.

Jeebesh Bagchi

Our background - our training - is in film. One of the things
people used to say after a screening was that sometimes
it's nicer to see the film and not have the director come in
and try to explain the film, because that can be a disaster;
the director can destroy the film for you. | think that in art
also this happens. Sometimes artists say such strange
banalities about the work, that that is not what your own
encounter with the work is. | think that when the work is
set up, it works with its own dynamism, its own dynamo,
has its own logic, its own enigma.

Li Zhenhua
Where is the connection between you and the work? What
do you see when the work becomes an object?

Monica Narula

| feel that relationship is that of penumbra. Between one
state and another is a penumbral area. For me it's always
that relationship with the work. It begins in a certain way,
and by the time it is made - and while it’s not that there

is no relationship, but - it's a blur between one state and
another. | do feel attached, and don't feel attached. | do
feel connected, and | don’t feel connected.

Jeebesh Bagchi
It's not a binary situation.

Monica Narula
Yes, it's a state of simultaneously this and that and not
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that. And | feel that about every work. Sometimes | feel
surprised by it, sometimes | feel | know it very well,
sometimes | am delighted when | see it again because
before then | see afresh something that exists in the work.
It's interesting because it's both being close and being
quite detached.

Li Zhenhua

You talk about the economy. What do you think about? |
have been trying to see Namak Haraam the film. It talks
about inflation and India in the 70s and middle class
issues. | was seeing that film as a way of understanding
your work which has the same name.

Jeebesh Bagchi
The film is about class betrayal.

Monica Narula
Well actually, we have not connected our work to the film
at all. But I think it’s fantastic that you have.

Shuddhabrata Sengupta
Because the phrase “namak haraam” is a much older
phrase.

Monica Narula
The film takes its name from the social phrase.

Shuddhabrata Sengupta
It's just the idea of betrayal.

Monica Narula
Class betrayal in the film.

Jeebesh Bagchi

Class betrayal and lifestyle betrayal. And solidarity. Every
betrayal is produced though an idea of a solidarity of
something else which is not recognizable by the person
who feels betrayed.

Shuddhabrata Sengupta

Namak haraam, the phrase, has a very strange
relationship to hierarchy. It means you've broken the salt
of, usually, the master. In a feudal context, the servant
eats in the master’s house, and if he betrays the master
then he has broken the salt. So behind every betrayal, in a
namak haraam situation, is actually a solidarity. Because
you betray your master in order to be with your own.



Monica Narula
Specially your “class own”. Because the master is the
feudal lord.

Shuddhabrata Sengupta
Or any superior.

Jeebesh Bagchi

In the 70s film, they made this about friends and that’s
why it's more interesting. He betrays his friend; but the
betrayal is for finding another form of solidarity that is
bigger than that specific friendship.

Monica Narula
It's a factory situation.

Shuddhabrata Sengupta
The factory owner’s son is his friend.

Jeebesh Bagchi

They are friends in college. When he becomes a worker,
he becomes enmeshed in the life of the working class,
and so he has to betray the salt of his friend. So for us, the
namak haraam is the auto-didact, for whom these books
are books to be written after the betrayal happens. Or, in
other words, finding a new solidarity.

Shuddhabrata Sengupta

You asked about knowledge production and art production.

If your relationship to already constituted knowledge is
one of discipleship, because the knowledge is the master
and you are the student, then you have to break the salt
with the master in order to create new knowledge.

Jeebesh Bagchi
And the lifestyle of knowledge - knowledge gives you a
lifestyle. You have to break that to produce the new.

Shuddhabrata Sengupta
So words have to be unwritten in order to be written.

Li Zhenhua
Does it become an ethical issue?
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Jeebesh Bagchi

It's a playful issue as well. Ethical and playful. To unwrite
something is fun. But it is also ethical in the sense that
you have to break a dominant form of knowledge, and
form of life of knowledge, to produce a new possibility of
knowledge.

Li Zhenhua

| would like to ask if there are any other changes in India.
Whether this kind of betrayal and class issues have
undergone a change? Has the economy undergone a
change?

Shuddhabrata Sengupta

| think highly industrialized economies are settling down
in a sense in India and China, and they are the two big
manufacturing places in the world right now. In some ways
the intensities of conflicts over production are very high.
In India, as also in China. The contest over time connects
to the other big theme of this show, the question of extra
time. How do you take control over the quality of your time,
as opposed to the intensification of the experience of time?
So in any factory, whether it is in India or in China, one of
biggest conflicts is about the speed of production. If you
are in a car factory, the amount of time comes to your
station is one of the big questions of disputes.

Monica Narula
It's always been.

Shuddhabrata Sengupta
But because it’s intensifying right now, that conflict
becomes much sharper.

Li Zhenhua
How do you manage your time?

Monica Narula
[Laughs.] Badly.

Jeebesh Bagchi
Because we are new economy products...

Monica Narula
Post-Fordist...



Jeebesh Bagchi

... Where we have to produce our own order of time, and
it is therefore, much more contingent, more haphazard.
More contingently mapped and worked into.

Monica Narula

It's a constant fight between your own desires and
capacities and the world’s demands and the fact that life
wants to make these demands on you, and you know that
you shouldn’t obsess about time because we are obsessed
about being obsessed about time! It's constantly in a state
of being pulled in many directions.

Jeebesh Bagchi

And also constantly being pulled into other directions. For
instance, for the last ten years we worked in a place called
Sarai which we set up, and where we used to work.

Monica Narula
Every day, all day.

Jeebesh Bagchi

The work we used to author as Rags used to be done after
the work day. It was an extensive work day, but the fact

is that morning to evening used to be about talking to 100
people. It was two very different orders of time. In the
show here, with the two videos with the goalkeepers, you
can see two orders of time. It's a strange work, because
the goalkeepers are on the screen all the time, but after a
while you don’t see them. Life is a bit like that. [Laughs.]

The other is a very extended idea of time, which is internal.

It's the dis-order of time that you are constantly grappling
with.

Li Zhenhua

| am also interested in the way you think about artistic
creation. Artwork cannot be separated from the artist. It's a
personal projection and emerges from how you relate to it.
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Jeebesh Bagchi

| think you sometimes can’t even control that projection.
It's a seepage. And the work is being shaped very
fundamentally by it. There was a filmmaker, a very
interesting art house film maker from the 70s and 80s,
Mani Kaul, who is now no more. He used to say, don’t tell
me the script, tell me the first shot of the film. The first
shot, and how you design it and choreograph it, will reveal
more about you than the ideas that are running through
your film will.

Li Zhenhua
In new media art, it is often about systems. And they can
be supported, and be related to art.

Monica Narula

Most interesting innovations in new media are systemic,
because it is about possibilities for everyone. That's part
of its charm. It's an imagination that is fundamentally
different. It's a different approach. Even when we made
Opus, it was a platform concept. You might be the one
making it, but the best ideas in new media are about how
to change ways of seeing; they are active, they are for
everyone.

Li Zhenhua

But this kind of freedom has also turned into a new
system - a new form of how to work. It has become
institutionalized. That's also something | want to ask you
about, as you want to achieve this complexity and freedom.

Monica Narula

You make something, and what is made becomes its
own limitation. You make something because you want
to imagine something differently, like in new media art.
But then the platform becomes a kind of system, and the
system doesn’t actually break through.



Jeebesh Bagchi

There is a new media artist we really admire, Graham
Harwood. He says we are ruled by the database in
whatever way we produce new media art. And the most
radical thinking can come out of the database, because
you can say you don’t need much interference from people
to figure out small ways of doing things because the
database and how you organize it, makes that possible. Or,
he says, you can become completely ruled by the system
you are producing. The database is the system. There

is this tension in the new media art. So you have to find

a mutative possibility, continuously, so you are neither
ruled, nor bored by it. That's a challenge within new media
art. The art cannot be produced and left. You have to
continuously produce challenging, mutative ideas around
it. It is extremely practice based.

| think new media art is a bit like what Stiegler calls our
relationship with techne. If you leave techne unattended,
then it can have a life of its own and it can start governing
you in ways that are beyond your imagination. Or it can
become fused with you and you can produce very mobile
possibilities for yourself. So new media art is that junction,
between the radicalization of techne and complete
surrender to techne.

Li Zhenhua

| work with many new media artists and the idea keeps
becoming broader and broader. There is this type of
confusion, and one always has to ask what is media and
why does it work the way it does? For example Sissel
Tolaas made a beautiful work titled Fear. She collected
sweat and scent from people who experienced fear.

She had its chemical structure analyzed and then she
manufactured it. She then mixed this with paint and
painted on the wall. So people who came to the exhibition,
there was nothing there. But when you touch the wall, the
smell releases with the body heat in the hand. So you can
share the fear by smell and imagine it.

Monica Narula
Does it smell like fear?
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Li Zhenhua

No, actually it smelt disgusting. But that’s also related
to what kind of person you are. Because with your own
chemical sense, sometimes you detect it and sometimes
you can’t. So for me it was disgusting, and then there
were some other artists who got really angry and said
get rid of her because the smell is so close to my work.
But some people loved it, and some people even kissed
the wall. Some could relate to it so much, and through it
with their fears. When | saw this work | thought this can
be called new media art. And many artists work a lot with
what'’s called biological art. And some work can be very
disturbing; some work with genetics and animals.

Jeebesh Bagchi

We used to say it is about doing things with media in a new
way, but that is being sly. The question of the “new”, and
whether it is innocent, is very conflictual.

Monica Narula

So then in what you're saying, and what is very interesting
is, the question becomes why? Why does one need to find
the new? And this is something which we thought about.
When we began our practice in the context of Sarai, we'd
called it the new media initiative, and we stopped saying it
at some point. The idea of new media was very exhilarating
because in the late 90s the idea of free software, of open
source was post-national, post-corporate and it was

the possibility of a new world. All the things that you

could see as binding you to the real world, you could see
yourself as letting those go. The idea of new media came
with a political overtone - political, personal. It wasn’t a
technological thing. It was the technology, but everything
else was also the point. But the thing is, soon we stopped
calling Sarai a new media initiative because you could
very well see, for example, that open source became a
business model. And you saw that the internet was not a
place of liberating, it was as much a place for capturing.
And as we started figuring this out, we stopped talking

in terms of new media and not new media, and we also
stopped thinking in those terms because every project that
you do, and what questions does it unpack, was finally the
only thing that mattered. And also this question of looking
for the new, we began to notice, was something people
started asking in an obsessive sort of way. Not so much
what media was, but what new was. It's exactly as you
were saying. It can be a slippery slope if one is not thinking
on what are the other implications of what it can do.



Li Zhenhua
It is also about how you can sense something to be new,
but actually it can be something else.

Shuddhabrata Sengupta

And the irrelevance of the term “new media” is probably
related to the fact that what was new media is now
everything. All artists practice now depends on the digital
interface - digitally transferred images, the ability to
reproduce images to a certain level, for instance.

Monica Narula
Digital interface is a fundamental production process.

Shuddhabrata Sengupta

Even if you work with paint and canvas, the communication
about production is something that has to go through the
digital.

Jeebesh Bagchi
Even the production of paint is now digital.

Monica Narula

What we are saying is that what was a dramatic shift is
now very banal. So when something becomes banal, what
remains new is a bigger question than just a technological
one.

Shuddhabrata Sengupta

I think there is an interesting question that has to do
with a relationship between the producing self and the
intermediary and the final product. I've always thought
it interesting what was considered new media had, ata
certain point, to do with digital interfaces, which were
seen as different from the producing selves, almost like
prosthetic devices, extensions of the body in a certain
way. Whereas now because those digital interfaces have
become so much a part of our daily existence, we don’t
see them so much as prosthetic devices. In much the
same way as in earlier days the pen and brush were a
kind of prosthetic device, but the reason they were not
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seen as that was because of centuries of integration into
the bodily experience. In this case it happened faster.

So what's interesting is the frontier where you think the
bodily experience ends and the prosthetic device begins.
And that frontier keeps shifting at different points of time.
Something else becomes prosthetic, something which
was prosthetic before becomes bodily. In that sense the
question of new media is always open. What was new
media keeps falling out of its ambit. Nothing ages quicker
than new media.

Monica Narula

And still, the questions that one seeks new media for,
remain. One goes towards newer technologies because,
one, for the extreme pleasure of form, which | am all for. |
think one should have excitement about the ways in which
things can be done, and that's a fantastic thing. But also,
one goes towards new media because you also want to
talk about things in ways that have not been explored. Even
if, for instance, one takes the work you were just talking
about. What does it mean to smell fear? This sentence
has been written a million times. We've all heard it, and
maybe some of us have experienced it, but cannot follow
it up. So actually pushing us to, for instance, be sickened
by it, and thinking what are the implications of that - when
you are sickened by the smell of fear - this opens up new
questions. That push is one of the reasons the frontiers of
new media keep getting extended. It's being a pervert for
a good reason. It’s like going to see if the question is being
pushed.

Shuddhabrata Sengupta
It's like no one uses the term virtual reality any more.

Jeebesh Bagchi
But “virtual” has become a very powerful concept now -
the immaterial and the virtual, the virtual and the actual.

Shuddhabrata Sengupta

What is going to happen very soon in our working life
spans is what is already being called the internet of things.
When that comes into the front of the desk then there will
suddenly be a new media culture based on the internet of
things, on this ability to fabricate things. Then it will take
another ten years and then it will recede.



Jeebesh Bagchi

One thing we must accept is that in the last 20 years

we live in a very different world from before. One of

my pastimes is to talk to my parents about forms of
communication. My mother is a housewife. My father went
to office and came back at six in the evening. Now that part
of the day was without information for my mother, because
there was no phone. She had a completely different set

of parameters for that time. Now there is a continuous
messaging system, continuous presence of people in a
way that was completely impossible to think of before. The
intensity of life in terms of this communicative density and
the density of things is kind of fused.

One of the interesting lists we were all part of was
Nettime. In the 90s they were the frontier of new media
thinking, but today they are paranoid of Facebook, of
wikis, of Twitter, of multiple blog culture, of surveillance.
You suddenly realize the terms of media have shifted and
they are trying to find ways of critiquing what they call
corporate media. It's an interesting shift; the terms of
the “new” have to be produced anew. At Sarai when we
were talking about new media we were definitely talking
about more than just open source, and as much about
pirate media. We were perhaps, at that point of time, the
only people in the world who were intellectually arguing
for pirate cultures. We were continuously shouting from
the rooftop that there is no problem with pirate cultures,
that pirate cultures transform the game, bring in a new
dimension to media culture. And new media politics, or
new media art, liked open source a lot, but didn’t like the
pirate cultures. Thinking through pirate cultures may be
more interesting now, because there is the whole thing
that is being called corporatization of media. Thinking
through pirate culture now may help redefine the “new” in
ways that are sharper and more relevant.

Li Zhenhua
So let me put this question back to you. Are you bored with
the way you work now?

Jeebesh Bagchi

We were never ideologically implicated in discovering the
“new” to survive. We argued a lot against obsolescence as
well. There were always enough older forms, questions of
history, questions of revisiting different ways of narratives
of history - that was always an interest.
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Shuddhabrata Sengupta

The anxiety of either being left behind by the new or
forever waiting for the new can only occur if you have a
serial attitude to time. In our work we are interested in

a multiplicity of attitudes to time. Not even privileging
some kind of cyclical narrative which would be opposite

of the narrative of moving towards one future. Sometimes
people do an over-compensation of the cyclical narratives,
and these are often culturally demarcated.

Jeebesh Bagchi
Like the agrarian versus the industrial.

Shuddhabrata Sengupta

But if you say there are different ways in which you live
temporal rhythms in time that you practice in your life,
then you are slightly free of this anxiety of being either old
or new.

Jeebesh Bagchi
Obsolete or innovative.

Shuddhabrata Sengupta
Or prestigiously ancient or radically new. You don’t have to
be living with these pressures.

Li Zhenhua

Do you see a big change in your own positions? | know also
that this year you received a prize. What do you think about
that?

Monica Narula

I think if you have to get a prize, it's better to get a
Multitude prize. [Laughs.] You know, it’s not one for being
the best at anything. It's saying we like the way you look
at the world. It's nice to be appreciated. Personally | think
prizes are red herrings, and not really relevant to artistic
practice. But | like their approach of making it about the
multitude.



Jeebesh Bagchi

The next ten years will be the toughest in terms of our own
practice. It's very simple - you have more people asking
difficult questions of you. So you become more...

Li Zhenhua
... You have to then start analyzing.

Jeebesh Bagchi

The more you practice the more confident you are about
the intuitive processes. But that is also where the most
difficult questions arise. So in a sense practice allows you
a certain ease, but you have to be very self aware of that
ease, critical of that ease. Because then there are more
eyes and more minds trying to figure out what you are
saying, what you are not saying, where you are absent,
where you are present. You have to dance with more agility
and pleasure, but the terrain is riskier. And also in Delhi,
in the last ten years, the whole terrain has shifted; it is
more dynamic and peopled. You have to become more
rigorous.

Li Zhenhua
I am curious about what do you do in Delhi.

Jeebesh Bagchi
Delhi is very tricky. Lots of things continuously happen
around you...

Monica Narula
... Good, bad and ugly.

Jeebesh Bagchi

Good, bad and ugly. Delhi is a very tough city in terms

of its daily life, because it’s filled with attrition, a lot of
infrastructural issues that you are continuously solving -
whether a leaking roof or a leaking tap, or even something
really simple like paying a bill can become very time
consuming and frustrating. And then we have our regular
practice of meeting and working.

Li Zhenhua
Do you have shows in Delhi?
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Jeebesh Bagchi

We have many shows in Delhi! Too many in fact. Last few
years we've had a lot of shows in Delhi and we think we
should not show there for the next two years now. We also
do a lot of curatorial work. Last year we did a nine-month
long curation, called Sarai Reader 09, where we worked
with 120 artists, in a big museum space.

Monica Narula

A private museum at the edge of the city. But yes, we also
had a couple of solo shows, but what we wanted to do was
converse with a lot of young curatorial approaches. So we
supported young curators by giving them what work of
ours they wanted to show. I'm not sure that's the best way
to go...

Jeebesh Bagchi
The young curators actually were much more hard
working that the older curators.

Monica Narula
Yes, that's true. The younger curators were much more
dedicated than the older curators.

Li Zhenhua
In terms of energy?

Jeebesh Bagchi
They didn’t have the energy to take the work further in
their mind.

Monica Narula

It was a kind of “curation by list” approach. So then we
just decided that we have to have the same standards for
Delhi as we have for everywhere else. We were making
our approach a bit looser in Delhi because we thought we
should support all kinds of things. But the most important
thing for us, really - like Sarai the space and Sarai 09 the
nine-month exhibition - is being able to constantly bring
in new things to the texture of the city which don’t have to
come as an artistic package deal.

Jeebesh Bagchi
And so to make the artistic field more broad-based, get
more people to come into it and be discursively alert.



Monica Narula

But, you know, in all sorts of ways. For instance,
someone gave us an old house and we were very

excited. We transformed the skin of the house as well

as the experience of walking through it. That changed
parameters. When we did Sarai 09 the exhibition for nine
months, we began with an empty space. So when people
walked into the opening of the exhibition, there found light
and sound and ideas and proposals. But there were no
art objects to look at. Architecture was there - we worked
with two architects (Nikolaus Hirsch and Michel Mueller]
who are also close collaborators, and constructed the
Cybermohalla Hub, which is a prototype of a building, in
the courtyard of the museum. There were structures in
the entire space of the museum that people could work
with later. There were materials that we had invited a
colleague (Shveta Sarda) to edit, and which also became a
book, and these edited A4 sheets were placed like a spine
on the walls of the entire space. And the proposals that we
had chosen as the first round were also in the space for
people to read. So you had to think of everything as being
full of potential. And over nine months, when you kept
coming back, every day would be different.

Jeebesh Bagchi
And the artists were invited to work there for nine months,
or six months, or four months...

Monica Narula
... On the basis of what we had worked out with them.

Jeebesh Bagchi
The method they worked in was open...

Monica Narula

... And depended on their concept. Everything was
worked through with the artist, with looseness, but one
kept giving it a certain form. And it was very interesting,
because people kept coming back. And the space, the
Devi Foundation - one of the reasons they had come to us
was because they wanted new publics - got new publics.
Because the kind of people who will keep going again and
again are not the same people who only go for openings.
You know what | mean - there is a whole Delhi crowd, and
every city has that, which is about looking nice and going
for the opening and looking at the work. But the people
who keep coming back are not going for that. There were
hundreds of people.
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Li Zhenhua
Did you ask them why they came back?

Jeebesh Bagchi
One of the reasons was because it was a place one could
hang around.

Monica Narula
And watch someone working.

Jeebesh Bagchi

You could watch people working, and sit around, chat.

| met someone later who asked me if we'll do it again,
because, he said, the quality of his evenings during those
months was very good. He would go there in the evening,
hang around till late, then go back home thinking.

Monica Narula

There was, for instance, an artist (Inder Salim) who was
doing the School of Un/Performance there. People would
come and try out the things they were working on with
him. Then also there were film screenings of amateur
film makers, there would be someone making a sculpture
with thermocol and kerosene, there was a reading room,
there would be discussions with young curators who were
thinking through some projects, there'd be workshops.
So there was always something or the other, which wasn't
just “come and see the art”; it was also a question of what
artistic practice meant, and it was being opened out and
discussed. And that's one of the reasons | think why people
said they liked coming back.

Li Zhenhua
So there was high involvement?

Monica Narula
Yes, there was high involvement.

Jeebesh Bagchi
Every week there were artist led events.

Monica Narula

Someone shot a film; it was a slapstick film made on
location, to be shown first on location. It was a fantastic
way of looking at the exhibition, because they were moving
through and looking at different works. | really liked it.



Li Zhenhua
What do you see as the difference between your dialogue
in Delhi and in Shanghai?

Shuddhabrata Sengupta

Delhiis a place we have a long term and deep engagement
with, with different kinds of tendencies and thoughts

and practices. In a situation like that, your role has other
potentialities. You present not just a facet of your own
work, but also a facet of your dialogue with all these
currents. When we come to a different city, we don’t have
that much of a neural network as we have in Delhi - in
Shanghai or any other place. So you are presenting a
certain kind of distillation of your own thought processes. |
am sure it is possible for artistic practices that are rooted
and embedded in this city to continue to have those kinds
of potentials, and that would be interesting for us to see
and learn from. But it would be as unrealistic for us to
expect someone from Shanghai to develop a completely
fractal practice in Delhi...

Monica Narula
Here we see it more as presenting a sharper provocation.

Jeebesh Bagchi

You know the kind of exploration of time, the idea of the
photographic and the re-recorded we have done here,
we have not done that yet in Delhi. Now why would that
happen? The focusing of intensity sometimes produces a
completely different way of thinking.

Shuddhabrata Sengupta
There are great advantages of being an outsider...

Monica Narula
... Ontologically.

Shuddhabrata Sengupta
You can experience new things inside yourself.

Jeebesh Bagchi
Do you think an outsider position is possible any longerin
the world?

Monica Narula

I think, not in the simple way that one is thinking about, but
| do like that sense that you are not inhibited by knowing.
You don’t have any circles of hell, as it were. There's no
first friend, second friend - there is no “knowing”. Like
when | come to Shanghai, it's not to meet or to teach or

to learn. It's a much more clear and intense experience,
even when it's eating a meal. The same thing can happen
in Delhi too, but here it's both a sense of not having
control, and having a lot more control. Sometimes you feel
completely led - you don’t know the language, you don't
know anything. But at the same time you also know that
you have a sense of what you want to encounter, and all
your energy is directed towards it.

Shuddhabrata Sengupta

One of our works here is called Re-Run. | don’t know if
revisitation is the right word for what we have done with
the photo that Henri Cartier-Bresson took in Shanghai in
1948, but | think that to get to that work is not a response
of a first time visitor.

Monica Narula
Yes, we've come and spent long bouts of time here more
than once.

Shuddhabrata Sengupta

The recurrent familiarity of a certain kind of strangeness.
It's strange, but it's strange in a way that we now have a
sense of. So, even ones sense of how one reacts to the
newness of a place changes over the times that one is in
a place. This show that we are doing here is also, in some
ways, at the intersection of our discovery of a space like
Shanghai and also our repeated discovery of a place like
Shanghai.

Monica Narula

It is not about the wonder of a new place, nor of the
knowing of a place like we have of Delhi. And it’s not even
the simple recognition that one might have in Europe, which
one does because the West has a place in literature and
one’s linguistic backdrop. So here, one sees similarities
and amplifications and resonances which are different,
and being able to think through time and systems and
structures in Shanghaiin as much as we are trying to do in
this exhibition, they are also about all of those things. So
you're right, it's not as an outsider, because one couldn’t
do a work like this as an outsider.
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Jeebesh Bagchi

When you go to Moscow or Beijing we are not exactly
outsiders; these places are intrinsically part of the way
the world has emerged in your life. There is an idea that
has currency today among artists that if one doesn’t stay
in a place, you don’t belong to the place, and you end up
producing wafer-thin work and passing it off as work
about that place. So the insider-outsider discussion is
again positioned in the old anthropological debate. So if
Malinowski spent 12 years in a place, he has more insider
knowledge. The image of Tiananmen Square was part of
my growing up, and the kind of information gathering |
have done, on my own and between the three of us, over
the last 20 years would be enormous. | don’t think | have
to be in Shanghai or Beijing or Guangzhou to do that. The
intensity of the presence of other lives and other spaces is
much higher than “inside-outside” can capture. It is much
more volatile than that.

Monica Narula
| agree, think we must find a new phrase for that.

Shuddhabrata Sengupta

But if we were trying to do a process like Sarai Reader 09
here in Shanghai, it would require certain duration of time
and a certain network of people that you would have to
build over a period of time, in order to do it.

Monica Narula
| would have to disagree with that.

Jeebesh Bagchi

And now that you say that | think we can put up something
like Sarai Reader 09 here, with the team that we are
currently working with here, in a very eloquent way.

Monica Narula

Maybe if we were trying out the ideas behind Sarai Reader
09 for the first time it would be difficult, without knowing
some of the parameters. There are some textures one
needs to know, and it’s a good thing to try out some
experiments for the first time in some places and some
experiments in other places. But | think now we could do
Sarai Reader 09 here; also because we've done it once in
Delhi. But the work we are doing here now, | don’t think it
would come so easily in Delhi. And in a way | am grateful to
not be burdened by the simple binaries of home and away.
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Jeebesh Bagchi

It makes you bolder, makes you chase historical
reverberations and the “goodbye, see you later” attitude of
materials much more powerfully.

Monica Narula
One can be more playful.

Jeebesh Bagchi

And one must take cognizance of that, specially with the
new rhetoric of international production in art becoming
the bad word - at a time when more and more artists are
moving around the world, and producing the possibility

of creating a global community, like the sailors did.
Sailors were the most radical part of any revolution. Why?
Because they were moving around and carrying messages
from all around the world. And artists, instead of seeing
themselves in history as sailors are seeing themselves

as complicit and culprits of business and venture capital.
Read artists’ texts today and the mails we get from artists -
the rhetoric is self-loathing, global travel, thin discourse.
We did a work that talked through Rosa Luxemburg, and
we shot it in Poland and Berlin and Mumbai, called The
Capital of Accumulation, and | think in it we have made a
serious intellectual argumentinit, and | don’t think | need
to live in Berlin to do that work. | think in today’s world
artists are like sailors and they can produce an extremely
volatile insurgent situation of thinking, and they are being
curtailed by the blackmail of travel. The people who made
the First International and founded revolutionary parties
were, sometimes, people who were traveling between 19
cities in a period of one year.

Li Zhenhua
Why did you choose to work with this photo? It's by a
foreigner looking at the Chinese situation.

Jeebesh Bagchi
A double foreigner.

Li Zhenhua
Yes. It's from 1948. You could have worked with a lot of
other images.



Shuddhabrata Sengupta

You are coming to the work as a complete outsider. What
do you think? | am very curious to know what reasons and
stories you give to the idea of three people coming from
Delhi, looking at a photograph in Shanghai by a French
photographer from a different time and deciding that

this is something they need to do in order to understand
themselves.

Li Zhenhua

| sense the economy change. And the film from 1973,
Namak Haraam, | sense inflation. | sense a little, so | have
to ask whether this aspect of economy is one the things
you think of when you think of Shanghai?

Shuddhabrata Sengupta

In a lot of work that we do, the work is a device for us to
try and construct a kind of thought process, a thought
analogy. In this case there is a very straight forward story
to the photograph. | was talking to a person in Delhi who
is Chinese and she was asking me about the work we will
do in Shanghai. | was then describing this photograph.
And without even seeing the photograph she knew what

| was talking about, because it is found apparently in
everybody’s school history textbook. This is the moment
that the People’s Liberation Army enters Shanghai, the
biggest city in China, and the panic that is produced in the
older regime creates this moment of financial insecurity.
Everyone runs to the bank. What is interesting for us is
that what is the panic in concrete terms about? You have
some money in the bank; the idea of money in a bank is
that at least the money should stay what it is. Most of the
time you hope it will become RMB 110 because of the rate
of interest. Instead of that you are saying my RMB 100 is
not going to remain 100 but become RMB 40 if the value
of money decreases. So its a calculation vis-a-vis your
future understanding of time - that what you have as an
asset is not going to stay the same, not going to grow, but
is actually going to become less.

Jeebesh Bagchi
Or vanish.

Shuddhabrata Sengupta
So in that sense, you want to take that asset out because
time is against you in that moment; instead of being your

ally, time, in that moment becomes your adversary. If you
stretch that moment, then you can see what happens to
the sensation of thinking about time. And as we work with
this image, we realize that many things happen to your
sense of experience of time. If you start with the story of
time being your enemy, and this is a picture of time as your
enemy, then stretching that moment produces other poss
of thinking. And | think Shanghai is a good place right now
in the world to think about your relationship to time.

Jeebesh Bagchi

There are certain forms of crowd that are not necessarily
realized. So Cartier-Bresson was interesting because

he did this work on crowd as a huge gathering in a small,
compact place. In Bresson's form of photography this is a
kind of leakage; he is usually able to contain things within
a few choreographed characters. Very few of his images
have crowds.

Monica Narula
Some do, like the station images.

Jeebesh Bagchi

It was this crowd that we got interested in, a crowd that

is unpredictable but that makes contact with you. We

have been interested in producing an image of a crowd

in the contemporary that makes contact with you and
connects with a sense of multitude and expansion within
you, and connects you with trajectories in human history,
of twentieth century and before that. And this is also
connected with the way in which we see the production of
a new public, what we call the missing crowd. In the sense
that you produce a work to also produce a new public for
yourself. You don’t work with an extant idea that there is

a given public and | am making a work for them. You work
with the idea of a missing crowd that will witness and take
the work ahead. It is not framed within the idea of a known
people or people who already belong to something. In our
encounter with our work here, we are also anticipating
the missing crowd which is dealing with different kinds of
forces and fields that do not belong to just one definition
of people. It is “anti people” in that sense. It is not a crowd
which is contained within its own definition; it's trying

to figure itself out - it is missing. So hopefully this work
will bring you into itself and leave you with an anti-people
crowd because you cannot easily produce the idea of
people through it.



Shuddhabrata Sengupta

Our working title for this work was The Self-Fulfilling
Prophecy. Bank runs, these panic moments in banks, are
instances of self-fulfilling prophecies. Because it starts
with a rumor that a bank is going to crash. When that
rumor gathers enough steam, people go to the bank to
take money out. When enough people do that, the bank
actually does crash. In terms of the temporal cycle, the
rumor and the reality and the panic and the anticipation
are completely locked into each other. In some ways

the bank run produces itself. It becomes one of those
instances where the future and the present and the past
are co-determinant in a peculiar way. Supposing we take
that principle, that this is a moment that generates its own
future, and the future generates the moment and the past,
in some peculiar time traveling kind of way. Supposing
we take that principle and say that Cartier-Bresson’s
presence on a street, in the Bund probably, in Shanghai in
1948 also produced the factors necess for the Rags Media
Collective’s presence in Shanghai to take this image. And
also that without us taking this image right now there
would have been no reason for Cartier-Bresson to take
this image in the first place.

Li Zhenhua

That's very poetic. [Laughs.] For me the difference is when
| just look into the photo, into this work, the faces and their
emotion without an idea of its history and time, | think it
must be a party. Because the people are in a way in pain
and stressed but in a way it must be a party.

Shuddhabrata Sengupta
Extreme emotional states, yes, can be similar. Panic and
ecstasy do have a close consequential similarity.

Li Zhenhua
| was just curious if you could post this online and see how
people interact with it.

Monica Narula
Yes, we could do that.

Li Zhenhua

Yes there are many artists who like to put things online
anonymously. | am very curious about how information
is passing through people. Now internet is getting more
powerful every day. People post personal things online
and that's how they turn it into a collective issue. The
effect is of one drop in an ocean of time.
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Jeebesh Bagchi

A student in Moscow told us about a famous Russian
philosopher, who came to the idea that socialism should be
justice for every human being who passes through earth.
So there should be justice in the past as well. His students
took this up and started speculating. And this whole thing
of possibility of life in the cosmos - the same human life -
to go there, to find out, came from his theories. The entire
obsession with energy, at a metaphysical level, comes
from those theories, and his idea of justice. These are in
some senses still urgent questions, because they come
with different ideas of energy and capacity of human
beings to produce transformations.

Li Zhenhua

That's interesting, as at the moment we are experiencing
this whole thing about modified truths. For example,
someone edits! Normally people say what we see we get,
the photo of reality, but actually if we move the lens, the
photo has moved. Then you see the reality is not so.

Shuddhabrata Sengupta

If you believe there is no direct causal relationship
between things, then it frees you to discover a more
interesting cause of things. Like when were students

in media schools we, like everybody else, saw Cartier-
Bresson'’s pictures. And perhaps we had seen this picture,
| have no clear memory, but it is one filter through which
you enter Shanghai, and it is another filter through which
you exit Shanghai. And in this show there is certain specific
relationship to what photography and visual recording
does to time. Because the other theatre piece of ours that
you see in this show is also revisiting another photograph
and photographic moment, which tries to arrange the
reality of another moment. So it's a photograph trying

to reproduce a moment, and we are reproducing the
photograph and transforming that moment. Many of the
works in this show have that kind of character where the
photographic image becomes the first throw of a dice in a
game.



Li Zhenhua
So why is it called Extra Time?

Shuddhabrata Sengupta

Because there is more. There's more to time. For instance,
one of the works is on a football game, and in football
when things are not decided within the allocated time,
then you decide in extra time. If we take the idea that time
is not the succession of events but time is also the depth of
experience, then you can find more time in a moment than
you normally think. And that “more time” that you find, we
could agree to call it “extra time".

Li Zhenhua
Is it the meaning of your work, or is it about the site of the
exhibition?

Shuddhabrata Sengupta

I think it does have something to do with all these things.
It has something to do with the way we practice. If we are
three people, so what we have between us is time into
three plus more. If you have a kind of practice that we do,
which is very spread all over the world, then you are taking
advantages of, and suffering from, the difference of time
zones; your body is somewhere else all the time. Then
also, a place like Shanghai makes you think of time in a
different way, Delhi in another way. All these experiences
produce a little plus, a little extra.

Li Zhenhua

There is a very insistent thinking on time. Everything has
now become problematic, either a disaster or some kind
of special occasion warranting thought. In that context,
I"d like to ask you why you thought about theatre for your
work. Because theatre has a certain time within which it
works.

Shuddhabrata Sengupta

I think that's why we are moving towards a hybrid between
theatre and installation, where the beginning and end of
the theater performance is just one bracketing of the time
in which things will remain. So the theatrical element

of the work produces some part of the work which will
remain as a residue for the next day.
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Li Zhenhua

Somehow | see the work in a very vertical way. Photos and
installation and theatre. So then one wonders if one has to
come into it, or just look at it.

Shuddhabrata Sengupta
Or you can be in it more like in a labyrinth, coming in and
out of one work then another...

O Li Zhenhua has been involved in
the arts since 1996, his practice mainly
includes exhibition planning, art
production and project management.
Since 2010, he has been the nominator
for the Summer Academy at Zentrum
Paul Klee Bern and for Prix Pictet

in Switzerland. He is the editor for
several publications, including Yan
Lei: What I Like to Do (Documenta,
2012), Feng Mengbo: Journey to the
West (2010), and Yang Fudong: Dawn
Mist, Separation Faith (2009). Text,
the collection of his art reviews is
published in 2013.
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Johnson Chang Tsong-Zung

After this very baffling, intriguing and thought provoking
performance, | am sure the audience has many questions.
Perhaps it will be useful for us to know: why this particular
performance? What does it have to do with the Great
Indian Mutiny, which is unfamiliar to most Chinese, even
though Felice Beato (1832-1909) the photographer, also
traveled to China and took pictures of the Opium War. In
fact, he also took a lot of battle scenes with themes of
defeat and slaughter. Apart from that coincidence, is there
any particular message you want to convey?

Jeebesh Bagchi

A central axis of our practice has been to explore what
the three of us have provisionally termed between us “the
sensation of thinking”. What does thinking feel like in our
bodies? Thinking must have a corporeal, visceral form,
both in the body and in the ways in which we emit energies
to others. As a collective, we do work with bodies, but
usually it's with the camera, and Seen at Secundrabagh

is with bodies that are actively present on stage. Thinking
is being done in this work in an embodied, and yet public,
way. We've been thinking about what works to show in
Shanghai for the last two years, and we thought of Seen at
Secundrabagh because, as a form, it’s something through
which we are exploring “the sensation of thinking”.

The image in this work is from the beginning of war
photography. It's a classic “victory image”, but it is, we
know, a staged victory. Today, staging a victory is very
central to photography. The scenario of the "missing
original” and, therefore, the phenomenon of floating
other images around this missing original so as to stage
a victory, is something we are all - globally - becoming
somewhat used to. So, the other idea that propelled us
was: can we take a very contemporary moment, and

this relationship - which has a much longer existence in
history, and which also has a link with China, as Beato also
traveled to China - and bring it here for a rich exchange?

Johnson Chang Tsong-Zung

[ think he's brought up two rather challenging notions: One
is “the sensation of thinking”; the other is the question of
how to “stage a victory”. What kind of physical sensations
accompany thinking? This is a key aesthetic issue for
artists. The question of staging a victory is more closely
related to the actual contents of the work. Traditional
monumental photographs usually illustrate some form of
triumph or victory. Specifically, what kind of information
is being presented in these photographs? How can we
analyze that information? | would like to ask our two artist
participants to reply to those issues.

P72-73
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Gao Shiming

This is the first time | have seen an actual performance by
Rags, who | have known for a long time. My feelings about
this work are very complicated. The question Johnson
raises about the “sensation of thinking” is not unique to
artists in India, it's something artists everywhere deal
with. Those in the Chinese art world today would say

that the kind of work being done by Chinese artists is

very different from what Rags is doing here. And the key
difference lies in the matter of the “sensation of feeling”.

After seeing their work in Delhi a few years ago, Wu
Shanzhuan and | talked about it, and came to the
conclusion that Rags uses the human faculty of visual
perception to critique the world around us. Their critique
may be spontaneous, but it is never an objective report.
Their critique is the result of two decades of close
collaboration, the outcome of a kind of collective thinking.
This kind of thinking can evoke certain feelings, or new
forms of perception. Their creative process is something
quite different from that of the artists with whom we

are most familiar. And that is one reason why they have
staked out a unique place of their own on the international
art scene. Do they think, and create, by means of artistic
media, through their sense of collective vision, and
through their bodies? Or conversely, does their thinking
serve the purpose of liberating themselves and opening
their minds, and through artistic media, their bodies and
their visions?

All commemorative monuments and photographs contain
elements of social rituals, such as celebrations and
memorials. The performance that just took place was an
attempt to explicate, to dissect the contents of the picture
behind us, which shows a failed rebellion. This picture is a
souvenir of that defeat, but it also provides false evidence,
because the field strewn with the bones of the dead is
actually a form of “fake time”, or “fake history”.

At the beginning of the performance, the photograph is
invisible behind a screen of dust and smoke, and gradually
the individual details appear. This slow process awakes in
us a sense of history: how do we sense and feel history?
How do we experience it? For Rags, history is nothing

but an archeological site ripe for excavation. Rags works
like an archeologist, using video, sound, text and bodily
movement - in other words, what we see, hear and feel -
to unravel the secrets concealed in the photograph. In fact,
| believe all old photographs are riddles, not only ones like
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this that record major events. Even the most everyday sort
of photograph is a conundrum. “History - the legacy of
time - leaves no last will and testament,” because no heirs
are named, the legacy of time belongs to no one. The most
precious legacy of time is history. The priceless gift of the
past belongs to no one. It is constantly eluding us, always
slipping away from whoever has it within their grasp.

In the performance we just witnessed, there is a narrative
about the crowds in the photograph. We will never know
how and why those particular people gathered in that
particular time and place. “They can, and should, change
the world.” Those countless gatherings and encounters
should bring about change in the world. However, it
appears that nothing at all took place, and that the moment
captured in the photograph simply passed into our history
textbooks in the form of a vague topic, something to “talk
about”. Once that happens, we know, we can quickly forget
all about it, let it go. Time's legacy leaves no testament
behind, and the precious objects we hold in our hands also
have no parting words for us. As the photograph comes
clearly into view, we see a projected image, as well as the
two motionless performers staring at each other. What
object stands between them, what medium is it? Is it a thin
screen, oris it a historical photograph? The photograph
that separates the two performers has been cut, and the
light falling on it creates a shadow. The shadow becomes
the main subject of this scene in the performance: truth
and shadows.

In 2010, when | first invited Rags to the China Academy of
Artin Hangzhou, the title of their presentation was “On
Illegibility”. Legibility and visual projection are mutually
dependent. The image we saw in the video is actually

a shadow. And the reason for it being a shadow is that
something related to the image is being blocked. On the
most primitive structural or physical level, the photograph
we see is itself also a shadow. In fact, there is a “dialectical
relationship” between truth and shadows, between
legibility and the silence of images - | apologize for using
that time-worn term. This is my response to the overall
staged presentation and its structured space.

I would also like to share with you something that took
place about 15 minutes ago. We could hear the abrasive
sound of plastic tape being torn, while the two performers
used black tape to form patterns on the floor. The question
is: are the lines they made with black tape intended to
divide up space, or to join it together? | think the purpose



of laying the tape was actually to “legislate” the space of
their performance. | am not talking about the law here, but
rather am trying to say that this very basic “constitution”
is closely related to the important acts of “surveying” that
we see repeatedly in the performance. Surveying is an
important issue in the history of colonialism. It was a key
mechanism of imperialism and colonialism, the basis for
knowledge of non-local places. Surveying was carried out
before the physical occupation of a territory took place.
The resulting data and knowledge formed the initial modus
operandi of occupation, on a symbolic level. The way the
two performers make use of and act out the process of
surveying is the real theme of the performance, knocking
the nail of the work’s historical theme on its head. What is
the best way for us to extract this nail, to sense its actual
force?

The male performer uses his entire body, as well as his
feet, as surveyor’s tools, while the female performer
moves back and forth in front of the screen. As she does
this, “a new world comes into being, while an old world
passes out of existence.” This is our sense of history, the
incoming and outgoing tide, the moon waxing and waning,
which is such a critical part of this work, this performance.

In one of Franz Kafka's short stories, he describes the
historical situation in which every individual person finds
herself. Every individual has another person from the past
behind her, pushing her forward, while at the same time,
someone from the future is pushing her in the opposite
direction. This is the unavoidable situation of every living
being - the human condition. Of course, this story adopts
a linear view of history as a metaphor for what we must
all ultimately confront in our lives, a metaphor that is
related to the photograph in question. Here, Rags, unlike
other non-Western artists and intellectuals, doesn’t
treat history - a failed rebellion or colonial legacy - in a
simplistic way. By staring at the photograph, and through
their movements, sounds and language, the performers
reveal their ambivalent and contradictory thoughts about
the historical experience and about the human condition.
This is profoundly moving.

At the end of the performance, the performers begin to
talk about a visitor from outer space observing the human
race on the earth. It seems that somewhere out there in
space, there is an entirely objective “other”, observing
our history, our metabolism, the way we procreate, how
our brains operate. “How did all of this come about?”

This other being asks over and over. How do we know
things? How do we know so much? What kind of living
creatures comprise the human race? How do they survive?
| believe that this extraterrestrial viewpoint is a punctum
Archimedis which enables us to observe mankind
objectively, from a distance, without bias or prejudice.
Does this absolutely alien and transcendent viewpoint
actually mean anything? It is pure and untainted, like God,
who can send his son Jesus to us to absolve our sins.
Jesus himself is no sinner, and thus all the sins of the
world belong to us.

I would also like to ask the artists: what is the significance
of the two screens standing next to each other? The
screens show an image of an airplane door, the only
remains of a plane that was destroyed in a crash.
Separated from the fuselage, the door is a solitary object,
a memorial tablet or tombstone. What lies behind that
door? How can we distinguish the inside from the outside?
It seems that the door leads nowhere. As the result of

an “accident” - history is merely a vast accumulation of
accidents - the door has been relegated to the role of

a metaphysical object of desire. Like that visitor from
another world, the door is another Archimedean point.
Itis anindestructible relic of all the accidents that have
taken place in our world, an indissolvable bit of flotsam
forever floating in the vast sea of history. Furthermore,

in the book that accompanies their performance, Rags
mentions a “time capsule”, a message in a bottle set adrift
to be recovered 50 years from now, which is yet another
Archimedean point. These three points - extraterrestrial,
post-historical and the limbo between inside and out -
provide us with an explanation of the human condition.
Our own pasts, our loves and hates, our perceptions

and intelligence, our reproduction and metabolism, is

a present day version of the ancient philosophical and
mythological text, Questions for Heaven, but to me this
recent version of the ancient classic conceals a trap. In
the process of examining and knowing ourselves, at those
moments when the rational mind can no longer grasp

the reins, we will always seek inspiration from some
transcendent entity, something either internal or external
to ourselves. This is our metaphysical pathos, and the
starting point for all social mythology. The time capsule
will resurface one day, but by the time that takes place,
the messages it contains will have evaporated like a wisp,
simply because time’s legacy has no heirs.
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Johnson Chang Tsong-Zung

I would like to thank Gao Shiming for that thoughtful
response. Regarding history, the philosophical question
remains: are we participants in history or outsiders to it?
Considering this performance, we have been looking at

a historical photograph; one dating from 1857, a picture
taken after a mutiny. Clearly, the photo illustrates the
past, but this past is now part of our present. How did this
come about? If we look at the picture from the point of view
of the end of history, should we stand inside history or
beyond its borders? | seem to recall their mentioning the
Peace Bell Memorial at Hiroshima. If that is the case, then
itis as if we were looking back at ourselves, and at every
human being who has ever lived, from the end of history.
And from that point of view we can take yet another look at
the Indian mutiny.

When Felice Beato shot this photograph, that scene was
no longer the way it was during the mutiny. He took the
picture in the year following the mutiny. The scattered
bones and corpses and other remnants were added to
the photo later. The real focus of this photo is not the
war victory, nor does the picture present clear evidence
of the defeat of the mutineers. But like our viewing the
photo today, it is a reflection upon the event after the
event. Rags’'s work encompasses two levels of reflection:
one is Beato's reflection on the mutiny, the other is our
own approach to the event. Of course this photograph is
part of the history of photography. And to Westerners,
especially the British, the event is considered a mutiny,
not a rebellion. The rebellion began as a mutiny of Indian
sepoy troops (of the British East India Company) against
the British. There has been a longstanding debate among
Indian social scientists concerning the British historical
standpoint: was this an enlightened revolution? Or was

it nothing more an armed rebellion sparked by various
grievances shared by the sepoys? This historical question
has long been the subject of introspection.

Gao Shiming mentioned the corpses and more than 200
pieces of bones in the photo. If they could speak, what
would they say? The anti-colonialist term “rebellion” is

an anthropological given in Western colonialist societies
faced with non-Western societies. Anthropology assumes
an animist viewpoint: do native peoples have souls? If they
lack souls, then they are unenlightened beings, ready to be
colonized and subdued, treated as “others”, fit only to be
dominated. This viewpoint evolved into treating nature and
all human life, in fact anything in nature that possessed
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the energy and ability to move, as sources of self-propelled
motive force. Like machines, human beings had so much
“manpower” that could be used. But unlike the European
and American colonialists, machines have no souls. In

this context we can point out how Raqgs’s performance
contains a number of pointed clues about India in the past
two centuries, and the country’s relationship to its colonial
past, as well as present situation. We should let the artists
share their wise views with us.

Monica Narula

Well, there may be something lost in translation, and if
I've missed something, do help me. About the screens that
are running on both sides of the larger screen, the story

is that we went to the Mojave Desert in California, where
there's a graveyard for dying airplanes. There, you can see
hundreds of planes slowly turning to dust, rust and ashes.
What you see in the image, then, is a remnant: the door is
still standing, while the airplane itself has disappeared.
The clouds in these videos are not running in real time. But
for us, bringing the clouds in was a coming together of the
past and future - something moves, something is revealed
and something is not revealed. It's a moment in which it’s
unclear what the end of something and what the beginning
of something may be - because it's a door, it also leads
somewhere. But do you need a door at all when there is no
structure around it? So, in a way, it's a formal connection
and, quite importantly, it's not a transcendental position.
It's very much immanent - in the sense of being within the
structure and looking out. It's a door as it appears from
inside the airplane. And this is very important in this entire
piece: for instance, the cosmonaut in the images is both us
and the outsider, or it could be us travelling outside, from
the past into the future, from this planet to another, from
the future back into the past. So what is being proposed is
not a distinction between the condition of being human or
not human.

Another thing I'd like to connect to is the idea that we've
thought about quite a bit, which is “capacity” and which,
if you watch Vigil, is what footballers have - that is, the
capacity to play close and see far at the same time. To be
able to see things in extreme detail, because you have to
catch the ball, you have to move the ball, but at the same
time, also have the sense of the entire game. Because

if you don’t have a sense of the entire game, you can't
actually play the game. It doesn’'t matter how dexterous
you are, how competent a player you are, if you can’t see
the relationship between all 22 people on the field. And so,



the capacity to be able to be in the moment, even when it's
structural - similarly, within the airplane and, at the same
time, to see the fact that there is no airplane, there’'s only
the sky actually - is integral to this work.

What is the crowd, and how does one understand the
crowd, is a question we were thinking about, and it
remains pertinent. It's been a few years since we made
Seen at Secundrabagh, and at this point of time - now - the
crowd has entered our life in extraordinary ways, again.
With Taksim Square, for example, where people have
just stood in the square. What is incredible in the Occupy
Movement is that people have not even been making any
demands. It's an unusual position of a crowd, where the
crowd is not asking for anything. It’s a situation where
the crowd is actualizing the need that people might feel
of being recognized just for “being”. So when the voice
says, "Did it change the course of history?” It's not to say
it didn’t. It's to say, lets look back without dismissing the
idea of what the crowd can be.

And, finally, there’s a line of the Uruguayan author Eduardo
Galeano’s that we have referred to in another piece, which
comes to mind: history never says goodbye, it always says
“see you later”.

Johnson Chang Tsong-Zung

| apologize for my memory lapse. The video shows a
photograph of the airplane graveyard in California, the
remnants of old planes, and is not related to nuclear
destruction.

Lu Xinghua

I'll offer my response as a representative of the Chinese
audience. | watched the performance yesterday, and today
again for a second time. Yesterday, | overheard many
people saying they could not understand the performance.
As far as | know, they had trouble understanding the
performers’ lines: why did they speak like that? They
understood the exchange of letters, but they couldn’t
figure out who was actually speaking at the beginning,
with all those interruptions. Chinese audiences are not
accustomed to this kind of ambiguity. When we read
Western classics, like Homer’s Odyssey, we react in the
same way. | think Rags is a little like a machine, which
constantly twists and ties up ancient ideas together. | read
what some critics said about their work: “They want to
take an X-ray picture of a moment on the Subcontinent,”
just like the photo by Felice Beato. | think this is what many
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people here were complaining about yesterday: all they
saw was that X-ray.

In China, after the Chinese Communist Party took over,
we have had this attitude of “historical materialism”
which gets in the way of our understanding performances
as expressive as Raqgs’s work. We should certainly be
aware of this. To sum it up from the point of the view of
the Chinese audience, the whole exhibition, especially
Vigil, is a little like watching a match of the Shanghai
Shenhua Football Club. There are two screens, a double
effect. Rags’s performance seems to force questions on
the Chinese audience: are you a contemporary person?
And since you are a contemporary person, once you see
the images on the screens, and begin to understand

a little of it, you start to doubt yourself: am | really a
contemporary person? There were two screens in one of
the performances. In Chinese slang, | would call them
“freaky, pretty out there” - rather terrifying. When it
looked like there was only one screen, that was OK, but
when there turned out to be two, that really was scary.

Regarding the question of being a “contemporary person”,
you may think you are contemporary, but in fact you

are not. Thus | found the performance to be like a truly
terrifying installation work. It's like being subjected to a
cruel form of torture. “Are you a contemporary human
being? Tell me again, are you, or aren’t you?” You're a
plug. You get plugged into 1857 for a while, and into 1916
for a while. If you can really bear the burden of being a
“contemporary person”, once you see this performance,
you lose your self-confidence, and you say, “Well, maybe,
in fact, I'm not.” As for me, I'd say, “I'd rather not be.” It's
too complicated.

Rags’'s work has the skeletons of 206 corpses in it, but in
the end, it's possible they aren’t the actual remains of the
dead from the sepoy mutiny, but were placed there later
especially for the photograph. So that makes it a “fake
photograph”. If that's the case, then how can we rely on
images as a source of historical evidence? Here something
that we normally take for granted is seriously challenged.
What is photography? How reliable are photographs

as evidence of the past? Like the philosopher Giorgio
Agamben (b. 1942) said, every photograph makes its own
Final Judgment. If God wants to chastise mankind, he
cannot do that for 20,000 years, or 1,500 years. God can
only strike you down once for every click of the shutter. |
think Raqgs’s work challenges this point of view. Does one



click of the shutter constitute reliable evidence? | believe
God would deny the veracity of such evidence, and throw
it out. Think about the photograph that appears in the
work called Re-Run. It shows a scene from a bank run
during the financial crisis in Shanghai in 1948. People
were lining up in front, holding handfuls of hyper-inflated
Chinese banknotes that they hoped to exchange for gold,
or some more reliable currency. When Rags started
planning this work, we talked about this question, and

I thought they meant to reproduce or simply act out the
contents of the photo. When | finally saw the evidence, |
was shocked. Were those people in the performance only
lining up in front of a bank to get gold? After watching the
video carefully, | noticed the look on their faces, and that
the whole atmosphere was one of intoxication, as if they
were longing and struggling to get inside that original
photograph. They were hoping that during that one two-
hundredth of a second-long click of history, that they
would make it inside and be able to stay there, no matter
how hard they had to push to do so. But they forgot that
this was nothing but a fantasy. Is this kind of photograph
reliable? They wanted to force their way inside, no matter
how crowded it was. It made me feel very uncertain. | can
sum up the entire exhibition, and the performance, in a
single sentence: Rags doesn’t allow us to be contemporary
people. Or, you may claim to be contemporary, but they
prove that you're not. Is this good or bad? For Chinese
people, | believe this is a good thing, and it's very
important. If you want to make contemporary art, the first
important thing you have to know is, if you are not living in
the present, then perhaps you and | have no way to share
our respective presents, because we each have our own
presents. That is indeed a dilemma, but it's a perfectly
good dilemma in today’s art world.

Shuddhabrata Sengupta

Thank you. It's really fascinating listening to all of you.
Because it's a bit like, we are the theater and you are the
actors, and that you're all talking about the scandal of
Rags Media Collective, which is the play. [Laughs.] There
are several things that | was thinking about while | was
listening. Because in our practice it is very important to
think with every moment. So, for us, the work does not end
when the show is over. The work continues in this moment,
when we are thinking about it. We have a name for this
practice, which is “Kinetic Contemplation”. We are moving
and thinking. We are moving with you and thinking. And
that | think connects in some way to what we are trying to
do. And this is the thought that I'm trying out right now, so
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bear with me.

In this part of the world, between Tibet and China, there
was a meditation practice that involved thinking about
one’s own bones. You had to sit very quietly, and try and
see an X-ray vision of your own body. You start with the
upper layer of the epidermis, the skin, and you gradually
go inward, inward, inward; you go through all the

organs until you get to the bones. Reaching that strange
Archimedean point, which is both very internal but also
very external, is supposed to be one of the practices that
helps you understand what a possibility of liberation can
be. And it's something that you're encouraged to do, daily.
Soin lots of chortens, which are memorial stupas in Tibet,
you will see a strange device of birth, death (a skull) and

a doorin the middle. It's a repeated decorative motif in
some Tibetan Buddhist temples. And the door is, for us, an
interesting thing to think with.

If you look at this entire exhibition, there are several
gestures towards doors. If you go to the other room, you
see the sign that's always placed on the top of a door - a
little green man, the exit sign. Within this image on the
screens, there is a door, a door through which all those
people in the other room - the exit men - have come, a
door through which I think the bones in the image on this
screen were carried to be put on the ground. In all of these
doors, these moments of entry and exit are, in a sense, a
passage. The door is a corridor between two Archimedean
points. And because there are two doors, they no longer
are Archimedean points.

| want to go back to something that Monica was saying.

In 1961 Yuri Gagarin went up into outer space and looked
at the earth, I've been reading his biography recently.

It's a fascinating book. That first look down at the entire
planet, | think, came from a preparation of 157,000 years -
because in many cultures, you see these exercises which
we could call “internal astronomy”, or “internal space
travel”. These are meditation exercises, in which we are
asked to ascend to the heavens, to find this position inside
yourself - a position that’s not beyond life or death, but
between life and death.

And that brings me to this question of what “extra time”
is about. In Vigil, there are two goalkeepers in the same
football match, one at either end of defeat or victory. But
the work is not on the side of victory or defeat. The work
is between victory and defeat. The work is between life



and death. The work is between the idea that a time is over
when it is over, and the idea that time is never over. That's
what we mean by “extra time”. And that's what we mean by
inviting you, in Seen at Secunderbagh, to spend at least 57
minutes looking at one photograph, which was taken some
150 years ago. Because that is the time it takes for all of
us to think about this little passage between the bones and
the planets, life and death, history and memory, and which
is why a photograph in an archive is never a dead object.

It lives every time you look at it. And it lives every time we
invite you to look at it. That's why history is never a dead
object, and is always as much about the past as it is about
future. That's why we need extra time.

There's a phrase we've inscribed on that wall: our time
for yours, for now, for later, for the time of our choosing.
This is a transaction. We created a certain span of time,
we made a trade with you: you took that span of time, you
did something with it, gave it back to us. But in that game,
in that transaction, we found some other time, which is
beyond here and now.
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This morning | was reading a very interesting letter
written by a man called Adolf Hoepfl. He was one of the
negotiators of the early Soviet Republic and he actually
came to China to negotiate with the new Republic of China.
His was a diplomatic initiative that is unprecedented.

He said, "We want to return to you lands that our
predecessors conquered unjustifiably.” So when Adolf
Hoepfl came to Shanghai to meet Sun Yat-Sen, he was
very surprised. He said, “You mean you want to give us
back some of our land?” Adolf Hoepfl committed suicide
in 1927, before which he wrote this letter. His suicide note
says there is no point in us doing anything. For us, who
are revolutionary materialists, there is no point in doing
anything if we can’t attach ourselves to a longing for
infinity. He said, at this moment in time, my failing health
and the repression around me does not allow me to act
on my attachment to infinity. And so, | take this decision
to end my life. | have been thinking about what is the
Archimedean position that he has taken - is it internal, or
is it external? You can say that the man lost courage, but
he could also have just opened for himself, in that moment
of history, a certain door.



Mou Sen

| myself really love performances, because when | attend
a performance, | am no longer an outsider. Perhaps this

is because in a multimedia theater, each medium can
“play” in its own individual way. It's also like a shadow,
there is a text, a performance and thus it takes on the
characteristics of an installation. But for me, the most
important thing is that this is still a theater of poetry,

and a theater of philosophical thought. Throughout the
57-minute performance, | felt that if the performance were
a transmitter, and | was a receiver, then the strongest
message | received was about the question of existence.
The work is not a debate about human existence, nor does
it shed doubts on human existence; rather, it is a kind of
exploration of that subject. We just spoke about surveying,
and its relationship to history and geography, as well as
colonialism and imperialism, etc. But more important, |
think, is the way the work explores the existence of the
surveyors, be it in history or in memory. For instance,

at one point, they talked about how a large cache of
photographs turned up in Delhi in the 1970s, and then
were discarded and destroyed. They then wondered if all
the people in those photographs no longer exist. That was
a fantastic moment for me. | think the performance had a
truly exquisite structure, which operates on several levels.
It goes beyond the connection between text and history, or
the straightforward structure of emotional expressions,
be they strange or noble. It is more complicated than that,
more densely organized. This kind of structure is part of a
search for that existential feeling.

| also thought about the astronaut, who has a bird’s eye
view of the world, who stands apart and continues to

ask the same question. The astronaut transcends Indian
history and Indian culture. Although | am only one member
of the audience, | think this is the kind of question everyone
has to ask.

| was also drawn in by much of Rags’s imagery, especially
at the very beginning, the way the dust slowly disappeared,
which reminded me of the way the ashes of time gradually
fade away. There are three main points here: surveying,
as Gao Shiming discussed; history; and finally a theme
that ran throughout the entire work, the question about
whether those points of connection that take place in
human life really exist. | also greatly appreciate the artists’
attitude towards this principle theme. It was neutral, but
not entirely neutral; objective, but not entirely so; lyrical,
but not completely so.
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At the conclusion, when the artist blows on the balloon,
the balloon is actually floating on its own, as there is no
wind to propel it anywhere, so it falls to the ground, and
all that remains is fog. However, the artist just told us that
this part was about Tibet, and | suddenly recalled how

the performance actually has a cyclical structure, a kind
of reincarnation, a series of replacements. This led me

to thinking about another important image in the work, a
reminder that living people are material objects made of
flesh and bone, when they die, their flesh rots but their
bones endure. That led me to the notion that the relations
among human beings, either in history or in memory, are
like Zhuangzi's parable about the butterfly: was Zhuangzi
dreaming about the butterfly, or was it the butterfly
dreaming about Zhuangzi? From that point on, the
performance gave me the feeling of being part of an epic.
Itis a transnational work of art, a work of poetic theater, a
work of philosophical theater and a work of epic theater.
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Jeebesh Bagchi

It is very difficult to respond immediately to this question.
However... | remember, from when we were in Hangzhou
in the China Academy of Art, Gao asked this question:
when you become an artist, does “becoming” stop? In

the sense that students, because they are potential, they
are "becoming”, and so they can be called artists. And
when you become an artist, the "becoming” stops. To

have “become an artist”, then, is an oxymoron. One of

the questions that we too have been grappling with is the
question of "becoming”, in the sense that: is historical
unfolding over? Is there nothing that you can discover?
Have all the questions been resolved? In that sense,
Professor Lu’s provocation, that the question of the
contemporary and of history is always tied, and that you
have to ask the question - “Who is your contemporary?” -
in order to produce for yourself a historical excavation, is a
question you can never resolve. My contemporary, | could
suddenly discover, is a second century heretic. A song from
the seventeenth century could become your contemporary
in ways that you don’t know. And then you investigate what
being contemporary to that may mean. This shifts the way
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you encounter the historical, and the way you encounter
"becoming”. Ashis Nandy once said a beautiful thing, that
if your past is open, your future is open, and if your past
is closed, your future is closed. In the sense that, opening
the grounds of future is based on how you can open the
question of the past. This is tied, in a certain way, to the
very nature of how you understand "becoming”, and

that is tied to the question of the contemporary and the
historical. So, yes, it is a question of existence in terms of
its unfolding. It is unfolding itself. The joy is to be present
in the unfolding and in expressing it in some way, of doing
art, not being an artist, of doing philosophy, not being a
philosopher.

Gao Shiming

Thank you, Jeebesh. | just confirmed this with Shuddha,
and it turns out that today we are very fortunate in
having with us a very important guest. | would like to
introduce you to Amalia, the young girl who is actually
the protagonist of the book, and the recipient of the time
capsule that she will open 49 years from now. | mention
Amalia, because of her important involvement with



today’s performance. The question she raises is: how do
we understand, and bear the responsibility of history,
time and life itself? Just now, Johnson and Professor Lu
spoke of the unreliability of pictures in providing historical
evidence. But | don’t want to talk about this question in
terms of photographic manipulation or fakes. In fact,

that photograph brings two periods of time together

and connects them. And thus the photograph itself is a
performance, and the nature of that performance can help
us understand what history is, and when history takes
place. We don't really use photographs to demonstrate
historical truth. Rather, such photographs can actas a
placebo for history, and for ourselves.

Placebos in themselves don’t have any actual medical-
chemical effect on the people who take them, their real
effect is psychosomatic. Photography and film give us the
sense that we can actually see history as it took place, at
the decisive moment an event occured, and thus provides
us with something to rely on, to depend on. With the click
of a shutter, time freezes, and history has been recorded,
precisely where the event took place. Historians would
love to have history contained in a photograph, orin a
moving image. Herein lies a problem with our sense of
history and our feelings about the past. We want history to
be controlled by a photograph; the omnipotent photograph
is the historian’s object of desire, his all-powerful object of
fetishistic worship.

In today’s performance, a philosophical approach to
history came to light, making history part of our very
existence. The actors used their bodies as surveyors’
tools. And what is surveying? We view it as something
externalized, something from the past, something already
dead and gone. In fact, it is still with us, as Shuddha said,
it constantly reappears, only to vanish again, and then be
reborn countless times. Where is it reborn? In our bodies
and in ourselves. That is why, unlike the history books and
history textbooks, we cannot deal with “our” past, and
“our” history. This is the same question asked by Jeebesh
and Professor Lu: what does “contemporary” mean, and
what is a contemporary person? History never dies, never
goes away, it is constantly in our bodies and remains part
of our experience throughout our lives. Our bodies are
continually surveying, experiencing and digesting history.
When | asked Shuddha about “inside and outside”, he
gave the example of the door, which here is a threshold
and a boundary; we cannot differentiate its inside from its
outside. Is that door salvaged from an airplane facing in
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or out? When all that remains of an airplane is a door, it
hardly matters which side is in and which is out.

In the practice of Tibetan Buddhism, there is a type of
meditation called the White Bone Yantra, in which the
practitioner thinks of himself as a pile of white bones,
as a way of transcending the duality of life and death. Is
this what Shuddha was talking about when he spoke of
“inside”? The other exterior, outside point comes from
outer space, from that point mankind waited several
hundred thousand years for, the place from which
mankind could gaze upon itself from afar. But that point
in space is also a point in time. This is the director’s most
important topic. In fact, time, space and geography are
all tied together here. In our own personal experience of
being alive, and in our understanding of that experience,
those three factors have always been bound together as
one.

Both Shuddha and Professor Lu spoke of X-rays. X-rays
are like the work artists do. | don't mean that artists are
radiologists, but art can penetrate the skin of human
affairs and reveal their inner structure and secrets, just
as today’s performance showed us the hidden meanings in
the photograph.



Lu Xinghua

The X-ray question is also a historical question, and

we Chinese never handle historical questions well.

After the Communists took over China, they adopted

the world view of historical materialism, which is an
obstacle to free thought. It really is still hard for us to
understand. It seems Indian artists have a much easier
time understanding it. After studying the subject for years,
| repeatedly come up with questions about “the prejudices
of historical materialism”. For example, we know that
Rags plays an important role in the cultural life of the
Subcontinent. Their concept of modernism and their ideas
about contemporary society are quite different from those
of artists in Europe. Rags wants to reshape modernity, in
other words, they want to make the notion of modernity
given to us by the Europeans a little more complicated.
Thus, in presenting X-ray pictures one after the next,

they are less interested in the clarity of the image, but
rather want each image to be different from the last.
Earlier today, | talked about God putting mankind on trial,
comparing what God has been doing for 2,000 years, and
for the brief duration of a single photograph. Given our
present day understanding of photography and history, if
God got ahold of this photograph and had to judge it, He
would certainly feel out of His depth. | am sure that the
way Rags presents us with one X-ray after another is not
to prove that they have seen any new materials, or new
structures, but rather to remind us, over and over, that the
only viewpoints we can hold on to with any assurance are
merely single X-ray exposures.

Historicism, | believe, is an old problem in the
philosophical and artistic communities in China, and

gets in the way of our thinking. In Europe and the United
States, discussions about history tend to be relaxed and
straightforward. What is historicism? It's a progressive
point of view, and it’s also a way of demonstrating the
facts of history by examining archival material from the
past. We Chinese can certainly understand that much, but
when it comes down to carrying out this kind of research,
we always find that there are too many ideological

strings attached. For example, the biased manner in
which Chinese scholars deal with the Cultural Revolution
(1966-76), the Republican period (1912-49], not to mention
the Song, Yuan, Ming and Qing dynasties, is quite pathetic,
even ridiculous. This is a huge problem.

When talking about contemporary art, there are so many
different prejudices, it becomes impossible. | just spoke
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about contemporaneity, and | want to discuss that in

the context of this exhibition. | want to advise everyone
once again, that in this performance, when they speak of
“extra time”, they don't mean a 90-minute runs late by 3
minutes. Rather, it has to do with the time between the
two video screens in Vigil. You imagine you are seeing two
different images, at different times. In fact, they appear
at the same time, but only with greater intensity. In the
contemporary art world, both in China and abroad, one
of the frequent topics of discussion is Chinese artists’
participation at the Venice Biennial. First it was Indian
artists, then came the Scandinavians, followed by the
South Americans. So we had to ask ourselves, how do
we Chinese adopt a contemporary mindset appropriate
for this already rather complex world today? In this new
age, if you want to maintain a contemporary outlook, or
if you have the courage to imagine that your art belongs
in the contemporary category, then you have to have a
way out, a way to escape. That's what | think “extra time”
is really about. You can never cut yourself off from the
outside, and you can never be absolutely certain that you
are contemporary. I've read a lot about contemporaneity,
and | think the model proposed by the French philosopher,
Jacques Ranciere, is the most interesting.

He says, in many places, that contemporary artists are
impotent, that they can barely express themselves. They've
been to the ancient past, they've been to the future, and
they're deeply involved with the present. They've been all
over. So, what's missing? Ranciére says, it's a migrant
worker. This is all about changing roles, like acting in a
play. You walk towards me, | walk towards you, perhaps
somewhere in the middle we’ll arrive at the present.
Ranciere is constantly reminding us of the contemporary
model. Having seen this exhibition by Rags, | have a

strong feeling that we should be reminding ourselves,
testing ourselves and asking ourselves how well we really
understand what it means to be contemporary. This is also
a fundamental question for contemporary artists in China.
| hope everyone will continue carrying out this kind of self-
examination.

Shuddhabrata Sengupta

When Johnson, Hantao, Mr Zhang and Chen Yun invited

us to do this work here, they didn’t know that we had
arranged for Henri Cartier-Bresson to accompany us to
Shanghai and take that picture in 1948, so that we can take
that picture again. When Cartier-Bresson took that picture
in 1948, we had also instructed him to leave the door open,



so that we can come in. So we came back into that picture.
That picture, and any picture of a bank run, is an instance
of what is called a self-fulfilling prophecy. When people
queue up outside the bank to withdraw deposits because
they no longer have faith in currency, currency begins to
lose value. So the act produces the conditions after which
the act remains, for which the act exists. So, a bank run
is aninstance - and we are now living in a world with
financial turbulence - where the present time produces
the conditions of its own future, and the future produces
the conditions of its own past. Which is why | say, Rags
made sure that Henri Cartier-Bresson came here in 1948,
which led to West Heavens to India, which led to Raqgs
here. It's like Zhuangzi's dreams of butterflies, which you
referred to.

Ok, jokes apart. What one means by this “door open” to
the contemporary, is that art allows us to say that all
things don’t start here, and all things don’t end here, and
all things don’t start now and all things don’t end now. Art
is one of the means by which we are liberated from the
prison of space and time. So, as people from India, one
can begin to think about Chinese philosophy, as someone
from China, one can begin to think about French novelists.
And as people who grew up in and live in Delhi, we can
come to Shanghai and discover our own past and our own
future, and have a slightly more open attitude to time and
space. We become a little bit like an astronaut who goes
to another planet and is instructed to look for signs of life
when he or she doesn’t always know what those signs
are. You could be faced with something that you have no
recognition of, and you have to begin to examine your own
parameters of what you considered to be true. When you
liberate yourself of the prison of space and time, you have
to ask yourself, what is truth, how do | recognize it, what
do | see in front of me, what does seeing mean to me? And
that, | think, is the reason why some of us end up being
artists, because we ask these questions. Amalia asks

a lot of these questions in the normal course of a day.
Picasso said, “Everyone starts out as an artist in life, but
not everyone ends as an artist.” So we are still doing the
same thing that children normally do, which is ask: why do
you see what you see? What are you seeing in the things
you are seeing? Why does the football match have to end
now? It's a phenomenal question. Why should it end at 90
minutes? Why can't it be played for five hours? All these
questions assume that the things we take for granted, the
limitations of space and time, are actually suspendable.
This imaginative expansion is the reason why we do what
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we do. That's - for me, for all of us - the door that we make
sure doesn’t get locked. It may shut sometimes. Saying
something is history should not mean that we lock it. Let’s
leave the door open, so that, whenever necessary, we can
open it.

Jeebesh Bagchi

One comment comes to mind with Gao and Professor
Lu’s X-ray question. | agree with Professor Lu that X-rays
not only produce clarity, but they also smudge. But there
is also another interesting problem when we do an MRI
of the brain. Through contemporary art, we met a lot

of interesting neurosurgeons. Some of them are very
interested in contemporary art, | don't know why. They
find it intriguing and challenging. When you do an MRI

of the brain, you can never figure out how the brain is
thinking, how the brain is working when it is thinking,
because the action takes place between neurons. It's not
the location, its a movement between locations. It's a
quantum mechanics problem. Neurons in our brain are
almost at a cosmic level. There are billions of them. It's
crazy how much is happening among these neurons. If
you want to figure out how someone feels scared when
he or she sees the fangs of a snake, then one can see the
actions in the brain with an MRI, but MRI’s are not yet
ready to be able to tell us how it happens. So one is trying
to figure out a lot of movement, trying to point them out
and make assemblages to understand a phenomenon, and
putting it up for investigation, but we also know that in the
next two, five or six years, it will have to be rethought and
re-imagined. So, the present understanding is extremely
provisional.

Gao Shiming
Amalia has a question.

Amalia Jyran

You are always thinking about entry and exit. Kavya says it
in the play, and you are also talking about it. I'm wondering
why.

Shuddhabrata Sengupta

Thank you, Amalia. That is a very important question.
Supposing | am outside the door and you are inside the
room, and we want to meet, but can’t meet because there
is no door, we'll have to create a door. We need a door so
that a person who is outside the room and a person who
is inside the room can meet. The person outside the door
needs to meet the person inside the door, and maybe the



person inside the room needs to go out to play. So, there
must always be a door, and we must have the key.

Gao Shiming

There are many artists here today. | would like to invite our
Chinese artists to respond to these issues for the next few
minutes. But first, the director has something to tell us.

Zuleikha Chaudhary

I am thinking about the conversation everyone’s been
having here, and thinking about how the distance between
this image, which was taken in 1857, and us, keeps
shifting - because we move in time. I'm thinking about
what that does. The letters from the First World War in the
piece gesture to the distance between that image and us,
and through them one can keep bringing into conversation
all those things that have passed in that time.

It's interesting to think about that time, because that time
is a constantly changing time. Over the last two years since
we've been working on the piece, the piece has always
developed. I'm also thinking about what each expansion

of time allows one to bring in. What is interesting about
this image, or perhaps any image one would work with, is
that we've looked not only at the specificity of that image in
the sense of something that happened “then”. But rather,
looking at the specificity and detail of the image has
allowed us to open it up further, to go on asking questions.
You can ask questions of each part of the image, for
instance, of these bones, of the horse. We've asked
questions of the men in the image, and what the men could
be talking about. The talking also came form the man with
the horse. He's the only one in the image who is wearing

a turban. We started by asking the question: what exactly
was this moment about? Therefore, the question of heat
and dust. And also, the question: how does one understand
gestures and make them do something? When you start
looking is when you begin to ask questions, and this image
allows questions to be asked. Thinking about that moment,
then, is to also think about the moment now. And that also
brings us to the question: what is the experience for the
two performers? And that also makes us go back to what
Jeebesh said in the beginning about “what is the sensation
of thought?”

Gao Shiming

Thank you very much. The director raises a very important
point. The two performers were actually performing
questions, and performing the act of thinking. When they
were doing this facing this screen and this picture, they
were not performing, in the conventional sense of the
term. Something very subtle was taking place. When you
were acting out the questions, you were already going
beyond what we think of as performance. The same thing
occurred when you were performing the act of thinking.

Johnson Chang Tsong-Zung

To follow on the comment Gao Shiming made about your
comment about the performance, the photograph and
how to perform the photograph and enter it, and how

to perform a thought. | think it is accurate for Shiming

to say that this is a complete reversal of what we

normally understood as performance, because instead

of representing something, rehearing something, you
actually enter the photograph with the playing, with the
acting. You are entering the scene of history. And you are
also entering through the door of a photograph from 1857.
But, more importantly, it is really an effect of Rags Media
Collective entering China through the door of Beato’s
photograph as well. Beato also came to China. He took
photographs of the aftermath of the Second Opium War.
So there is actually a meeting point through an Italian
photographer from 150 years ago. And today, we are
meeting again, entering through that same point through
that man’s eyes, who perhaps actually took the same kind
of photographs of the aftermath of the Opium War and with
the same attitude. And Rags invites the Chinese audience
to enter history that way. Also, a question was raised just
now by the audience, challenging the claim that all history
is contemporary history. We need to be on the alert that
we are not led to the false conclusion that we can actually
create history, or make fake history. We assume that we
are entering reality from different doors and different
windows. This kind of meeting, an exchange of exhibitions,
an exchange of artists, and making things on art platforms
new and different, is opening a new door. But of course,
Rags Media Collective are experienced travelers. They are
not just coming here to look at Shanghai. They bring with
them all their equipment and accumulated experience

of opening doors, seeking a sincere entry to Shanghai.

It is very exciting and challenging for us to share their
experience.
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Gao Shiming

Thank you, Johnson, for summing things up. Rags’s
artistic residency in Shanghai has been extremely fruitful.
They have presented to us the issues that they have been
addressing for many years. Our time is up today, but if we
could make an exchange here, | would like to exchange
our time for their time, the present and the future, and
those moments we desire the most. Whether this is Rags’s
manifesto, their program, or simply a gift, | do not know.
Rags doesn’t produce two or three-dimensional works of
art that are meant to be appreciated in the conventional
way. Rather, their work injects stimulants into our bodies
and minds, enriching and invigorating our desire to think,
to experience and to imagine.
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The Possibility of
a Genealogy of the Crowd?

Huang Chien-Hung

Making the people visible is to create an image for those
who do not count (les sans-part) and the anonymous.
Georges Didi-Huberman'

The people do not exist. What exist are various images...
Jacques Ranciére®

Only under the impossible condition of a non-existent state
would the people have substantive significance.
Alain Badiou®

In the rampant inflation before the Communist Party
reached Shanghai in 1948, the Kuomintang announcement
of the release of 40 grams of gold per person caused a
rush on the banks. Photographer Henri Cartier-Bresson,
a founding member of Magnum, was sent to China by

Life magazine to document this moment in history. In his
photograph of a crowd standing crammed closely together,
half those photographed look ahead to the head of the
queue, the other half look elsewhere in the frame, among
whom eight to ten people directly face the camera. Where
is the “crowd” (or “multitude”) in the image? The trace of
force the photograph marks is the push from left to right,
and one can see that the individuals themselves or their
bodies are not doing the pushing, but are mere physical
presences subjected to pushing. Where they show force is
in their grasping hands, the resistance between the soles
of their shoes and the ground, and the look in their eyes as
they witness this moment in time. The “crowd” is not the
subject in control of power, but rather a collective event
(landscape] structured by the historical context, enormous
changes in material flows, and resistance. A re-enactment
of Cartier-Bresson’s photograph, the Rags Media
Collective's Re-Run, proceeds from this foundational
image. Those in the “crowd” pull away from the urgency

of the situation in slow motion, wavering as if under a
spell, and the force of the pressing together of surfaces,
bodies, as well as that of the crowd present in the original
photograph dissipates in the re-enactment: what remains
of the force of history (system) are the staged poses of the
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actors; “slow motion” (slowness) thus becomes a kind of
genealogy of the image, deconstructing Cartier-Bresson’s
momentary construct of the relation between the era (that
point in time) and the crowd. And in slowness or, say, in an
even smaller interval, the individual acquires initiative. Of
their own initiative they gaze at the camera. In the survival
of an infinitely small interval, the individual affirms his or
her own will. When historical moments mass togetherin
times of change, they break away from the contemporary
flow of images.

Rags conducts a deductive genealogy of imagery on a

new stage of communist rule when they examine Cartier-
Bresson’s witnessing of a new communist party regime,
the disintegration of the Kuomintang, the collapse of the
financial system, the outflow of capital, the precariousness
of life for the crowd. The crowd itself is thus a critical
reproduction in time. Therefore, what is the time of crowd
genealogy? The time of genealogy itself is not like a family
tree, that is to say, it is not the fixed form of an image of
time, but is rather a temporalization of itself that, at the
same time, views the flow of time as a deformative critical
operation. China - like India, Angola, Brazil, etc. - is an
important site to investigate the flows that are taking place
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in crowd politics. How will today’s New China confront this
suggestion? The suggestion applies not only to China - it is
a problem perhaps the world as a whole faces. The “crowd”
is not a presence to be taken as given; rather, following
such things as historical contexts, political systems,
cultural exchanges and so on, it initiates the type of
imagery that appears after the individual desire to survive.
When did our awareness of the “crowd” begin? By what
media did we become aware of the “crowd”? Commentary
on the “collective human being” can be traced to the
earliest art reproductions or discussion of art history,
although the clearest path to this problem leads back

to its appearance in the nineteenth century as a product

of urban population growth, the concentration of labor,
the accumulation of capital, as well as advancements in
recording tools. This is to say that only with the city as
space for the accumulation of people did awareness of

a certain landscape-style collectivity arise. At the same
time, one sees the beginnings of the enactment of large
numbers of laws that unequivocally regulated the lives of
urban residents. As well, the concentration of labor and
capital caused logistics to become a certain reproduction
of the population to the extent that “representatives” -
whether deified or legal-personalized individuals -



with the wherewithal to represent the crowd appeared.
Therefore, modernized life was linked to commodities, a
situation in which urban space shaped the collectivity of
consumers, insofar as the reproduction of this collectivity
in the society of the spectacle became a part of the urban
landscape. Finally, itis the invention and development of
effective visual recording machines that met conditions
for the reproduction of “collectivity” (crowd and public
space) and the collective acceptance of great numbers of
files on “individuals”, records of “social events” and “visual
media”.

In other words, the “crowd”, whether by definition or in
reproduction, is a kind of boundary to the human collective
image. Or, one might say, the referent “crowd” already
constitutes the experience of boundaries. No matter
whether linguistic or audiovisual, it is also the experience
of the boundaries of culture and politics. Therefore,

we must say that this word “crowd”, that everyone is
accustomed to using, is actually an identity that exists
without fixed time and space, or exists outside of time and
space, and is a sort of flow that goes hand in hand with
events. If we have the need to think “crowd”, we could
almost say that critical genealogy - or even typology, for
that matter - is extremely crucial. This is the central strain
of thought in Rags’s creative plan. When they refer to “a
forgotten photograph of a crowd [being] like an inscription
in stone in a forgotten language”, we can add that the
“crowd” is always perceived in a forgotten language or as
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anonymous, or even that “it is in the state of always having
been forgotten that the “crowd” begins to summon its
meaning.” Because at the moment a particular time-event
occurs, the “crowd” does not manifest itself but rather
serves a particular political moment, corresponding to a
specific power and a certain location of resources. But the
particular implication of the “crowd” itself is not merely
the static referent of structuralism but must be produced
in historical processes.

This explains why Rags’s choice of Cartier-Bresson’s
photograph — one that appears to be a postcard resulting
from the impression made on a Euro-American eye
observing China - attempts a linking of a genealogy of a
Secundrabagh crowd to a genealogy of a Chinese “crowd”.
By means of this linkage, highlights a crossing over (from
India) to a “crowd” from a different historical context
(China), one that has not yet been genuinely confronted.

In the course of the twentieth century, after Foucault
announces the death of man (either in the abstract or
symbolically), after Rags’s assertion that only “humans”
(either physically or symbolically) have died, it is only the
“crowd” (as energy, as ecology) that may be summoned.

If the Shanghai Expo 2010 and most biennial exhibitions
aim to summon a crowd, in Liu Xingzhe's photographs of
the abandoned Expo pavilions, although the “remains”

his images indicate the absence of a crowd, after Rags'’s
transformation in Calm Down,Madam, the “crowd” is not
absent at all but is rather a kind of profit vector shaped by a



“An exhibition originating in 2011 and held

in several locations near the border of the
Korean Demilitarized Zone. The project’s

aim is to examine the inherentirony in the
relationship between “true” demilitarization
and the Korean Demilitarized Zone and to raise
people’s awareness of unavoidable historical
issues. The hope is that it will serve as an
ongoing platform for developing and sharing an
array of investigation and research. From the
project’s official website at http://realdmz.org/
project/2013/.
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combination of capital accumulation and the consumption
of events. In capital’s important functions of fast and high
accumulation, the “crowd” thus becomes the material
and symbolic vector of the production of profit, a scene
devoid of humanity after the event-time designates the
detachment of this vector from capital. At the same time,
this vector’s substantiality comes apart and dissipates
due to capital’s detachment from the event-context.

How do we pursue the appearance and disappearance of
humanity that follows profit? Rags deduces the “crowd’s”
power from a rope stretched out between “Evolution/
Extinction”, “Joy/Exhaustion”, “Oblivion/Derision”, “Real/
Magic”, “Comparison/Extension”. “Crowd-Power” does
not work in tandem with the accumulation of capital and
the material but rather is the consuming heat in capital’s
burning and cooling, and consumes itself in conflicting
political and social values.

The declaration of “the people” gave impetus to democracy
on the one hand, on the other, it allowed opportunities for
many people to change their lives. The problem of what
the “people” refers to, however, has not been resolved. We
may even say that the “people” is a keyword taken over

by twentieth century media and intellectuals. Although
theory has been very critical of it in the last half century,
questions such as “To whom does ‘the people’ refer?”,
“Who can use this word?”, “How is it to be used?” have not
been answered. Moreover, the clamor raised by theory
has drowned out the real questions. When today, twenty
first century governments step up domestic control due-
to global structures, we are certain to discover that what



was eliminated by the critical nature of the twentieth
century social sciences were the various ideologies arising
from economic modes; economic reforms and marketing
strategies of all kinds might be technical adjustments

to surviving or burgeoning ideologies. But the logic of
basic economic value has not changed. While they have
been eliminated time and time again, ideologies draw
ever closer to the one-sidedness of economic logic. “The
people”, the great twentieth century dialectical object,
has disintegrated; and while facing predatory capital, the
“people” dissolves into the “crowd”.

Looking at a projection of the photograph Secundrabagh,
at first we cannot make out the image clearly. Through the
smoke lonic columns are visible, and the small projections
on either side are the Door to the Sky images that Rags
produced for the Real DMZ Project*. These images indicate
the disappearance and absence of the masses, the former
absence in time, the latter, absence in commonspace. Two
actors, dressed as office workers, take measurements,
while talking, of the images and the space the images
occupy: talk, ruler, hands, drawings. Calculation and
measuring become an important genealogical method; the
smoke dissipates after ten minutes, and we see corpses
dotting the Secundrabagh Garden. Only after 33 minutes
pass do they begin to analyze the images, uncertain
whether or not the corpses could be real. At the close of
the performance, one of the actors was in such doubt he
took pictures with a digital camera, as if to confirm the
measurements already taken. If we say the “people” is
always presumed to exist in a certain location at a specific
time, then, like ghosts or particles of matter, the “crowd”
is only ever activated in extra time or in measurement.

96

Before a speck of dust settles, it is a glowing particle,
dancing in the light.
Seen at Secundrabagh

This line contains a metaphor replete with strong
Lucretian overtones. Rags employs clinamina of this sort
to portray the anonymous individual amid “the crowd”.
Here, what is lacking is precisely a connection, although
we see the possibility of a connection in the Rags program:
the genealogical process. Photography (the reading of
photographs) and iconography (everyday taxonomical
designation) in fact determine whether or not this speck of
“dust”, when afloat, brings to mind the dance floor where
once all kinds of love were aroused and torn apart, and
where their heat is preserved in the shreds of a story. This
means that genealogy is a kind of resistance to entropy.
When Jacques Ranciére with his “one day” (like a “minimal
deviation” which is enough to produce heterogeneous
images) begins to diverge from the established distribution
of the sensible (le partage du sensible), the effect within
the imagination’s space of thought is dramatic. The
meanings deviation produces, however, still rely on the
hierarchic transmission of knowledge and the system of
education in the traditional European society of the past.
In fact, Rags’s Extra Time actively proposes the radicalism
inherent in artistic description. If we assert that Ranciére’s
genealogy of workers results from the deepest self-
criticism of a leftist intellectual, this would mean returning
to a kind of genealogy of thought itself. In contrast,
perhaps Raqgs’s Extra Time program is a kind of genealogy
of crowd story (history). Art describes the contemporary
and the world. This means that art defines not merely

the ethical relationship among art, the world and history,



but also returns to the question of the dynamic between
art and description. When Hans Belting and Boris Groys
confirm both art’s global relations as well as distinctive
morphological traits, it seems that discussion of dynamic
relations has not been taken a step further and that this
conundrum still pivots in the direction of the traditions of
European intellectuals. How then can we ground ourselves
in the valuable perspectives mentioned above but not yet
again fall into the European complex? | believe that here
Rags’s long-term methodological focus on a genealogy of
the image is crucially important.

Taipei, 1 October 2013
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Seen at Secundrabagh

BE
Re-Run

SFE
Vigil

BRE, Xt (HHEFERE)
Calm Down, Madam (or, A Brief History of Capital)

EAA, FIEA, KAY, DAY, BAZA, FEI ANEMHABE BN EFT
The Imminent Departure of Anybody, Everybody, Somebody, Nobody, Antibody, Busybody and Others

EEXEFEBE
The Portable Auto-Didactic Library
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ERTREREZHAR

TEMERRA B XX BERUSEFENRERE, 50 2%
S5HEF - FTEEGHE

* B 2012 FREAFRIERTAR

Seen at Secundrabagh

Performance installation, with archival photograph, bodies, text, soundscape and multiple videos, 50 minutes
Collaboration with Zuleikha Chaudhari

* This production is an extension of Seen At Secundrabagh, 2012
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Script
SEEN AT SECUNDRABAGH

Anacoustic Reason is equal to authority voice multiplied
by echo raised to number of power vertices subtracted by
frequency differential of voices of multitudes plus random
error. The net effect of the disquiet of the multitude can
be arrived at by considering the difference between the
frequency of the voice of authority and the accumulated
voices of the multitude.

Randomness can be taken to imply anything from a sudden
and inexplicable outbreak of joy in a generally sullen
population to the occasional exhaustion of the mighty; or
even the consequences of wear and tear, maintenance and
accidental malfunctions in the apparatus of power. In the
end, it all adds up to something that has the potential to
change the rules of the game. The equation is necessarily
fragile.

Before a speck of dust becomes grime when it lands on
a wall, it dances as a mote incandescent in a shaft of
sunlight.

juggernaut imperial zombie overbearing tense totalizing
battlefield yes-man Kalashnikov catatonic veteran
Armageddon cost accountant vault drill copyright binary
system admonisher abscess incorporeal decree silver
sacrificer sepulchral summoner Technicolor gallows
ablaze gunboat severe industrialist calculus wreck
taxman paratrooper lobbyist bloated dislocator allocator
affidavit convergent alive disintegrator intellectual
imprisoning headman compensator estimator aeronaut
seed speculator freighter unflagging sharp drug sleek
cement checkbook automobile fortress freeway fanfare
purchaser restrainer potent episodic invader road roller
exchequer jet impasse prefect Sensex concordat licentiate
displacer computer effortless chaos warhead exceptional
fabulous

Sentimental poets declaim that to love is to lose.
Addicted market players see the losses of some as the
opportunities for a win on the rebound. And so, victory
and defeat, blur into each other such that it begins to be
difficult to tell losses from gains.
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The untethered horse comes to the end of its journey.

Three images of a donkey crossing an empty road, a man
standing on an empty highway with a surveying instrument
covering his face, and a camera on a tripod on a sand dune
in a desert, accompanied by a shadow, apparently left
behind in a hurry by an absent photographer.

Consider the detritus of its wandering. The horse, arrested
by the remains of conquest will be reluctant to move.

There are maps and then there are maps, and there
are different kinds of mapmaking. Modern maritime
navigational charts, based on latitude and longitude,
model themselves on the dynamics of the relationship
between a moving object and a notionally inert surface.

Through most of human history, the largest water body
in the world was navigated using a different system of
reckoning. This system was based on a metaphorical
assumption of the still navigator interfacing with a world
that courses towards or away from her.

It is not the sailor that approaches an island, but the island
that advances towards, and then past the sailor.

[Text on monitor:

A photograph taken in a waste sorting workshop in Central
Delhi sometime in the 1970s, from the family album of
Suraj Rai, resident of the Lok Nayak Jai Prakash Basti
squatter settlement near Ajmeri Gate.]

This is a photograph of thousands of photographs.
Because each piece of paper on the surface of the image is
a thrown away photo from a newspaper’s picture archives.
These men are recycling the trash of history with a hope
to extract a few kilotons of pulp for making new paper.

In each thrown away photo there are people, sometimes
there are crowds, crowds at political rallies, at cricket
matches, during festivals. This is a photograph with maybe
hundreds of thousands of people in it.

Normally, we would say “as long as the photographs exists
the crowds will exist, and as soon as the image dissolves
into fiber, so will the memory of all the people, of every
crowd. People can count only as much as the evidence
they can muster of their impression on time.”



In the end, however, none of these photos probably
remained, only the picture which showed them all still
survived as an item in a family scrapbook. But the
crowds in them did not disappear altogether, they remain
suspended in the limbo land of a photograph takenin a
scrap shop. Held aloft in someone’s hands, pinned under
by someone’s knee, forever on their way to oblivion and

pulp.

A photograph of a forgotten crowd is like an inscription
carved into stone in a lost language. We know, by its very
presence, that something was being said, or done, that
brought so many people together, in one place, at one
time. The crowd swells the moment in time it occupied,
but we don’t know why. Like an unreadable language, the
unknowable crowd will always remain a nagging enigma.
With every image, and with the echo of every image of
the unknown crowd will come the question: “So many
people were together, in one time, in one place; that could
have changed the world, the course of history, even by a
fraction. Did it?”

What if we could fold time in the same way as we can fold
a piece of paper? Supposing we could fold it into a boat or
an airplane, what kind of voyage would we find ourselves
embarking on?

Mahendra Lal Verma to Lali Kaliwati, Hindu Girls School,
Lucknow

17 April 1916

Field Post Office 40, France

With this letter | am enclosing a picture card showing
the death of an English girl. You will notice the man in
the picture with the young woman lying senseless on the
ground in front of him. She was a nurse in Belgium and
used to attend to the wounded.

She was charged with the crime of helping English
soldiers escape to England via the Netherlands, and was
sentenced to death. She fainted, and the soldiers refused
to fire on her body. Then the officer blew her brains out
with a revolver.

Mir Shamshad Ali to Syed Karamat Ali Saheb, Delhi
May 1916

Meerut Cavalry Brigade, France

| sent you a photo that was taken in April 1916. Compare
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it with the photo that was taken in the April of last year.
Judge for yourself whether what | write is true or false.

Ghulam Rasool Khan to his father Mohammad Nawaz
Khan, Aurungabad

24 May 1916

Secundrabad Cavalry Brigade, France

You say the photo is a useless thing, but for me it is worth
all the money | possess. | don’t see you in my dreams and
for this reason it is a comfort to gaze at you in your picture.

Jalal ud Din Ahmad to Haji Saadat Mir Khan, Etmadpur,
UP, India

14 October 1915

Rouen, France

Today | purchased some pictures in great haste and | am
sending them to Bashir. | could not find any more pictures
of that woman who stands clad in armor with her glance
turned upwards towards heaven, who seems to be a very
fine, handsome young woman. | am looking for them. And
| have searched many shops. Four hundred years ago, that
woman gained some notable victories in the war against
the English. However, she was caught, and the English
burnt her alive. | think that is why the sale of her picture
has been stopped.

Yalait Khan to Mohakam ud Din Chakwal, Jhelum District,
Punjab

26 April 1916

Sialkot Cavalry Brigade, France

We are forbidden to write particulars about the war.
Moreover, what is one to write? If the fighting were
confined to one spot, one could give details, but this war
is spread over the whole world, no part of the world can
escape from it.

Sahib Khan to his brother Abdullah Khan, 112th Cavalry,
Shahdara, Swat, North West Frontier Province

15 March 1915

Meerut Division Signalling Company, France

If | come back alive. When | come back to India, | will
rehearse to you the whole story, from beginning to end.

Like a book of the Arabian Nights.

The photograph seems to have been taken in the clear



light of day, perhaps at noon. At first glance the picture
suggests a sentimental melancholia, stately nostalgia for
atime gone by, or the fleeting resonance of an arrested
time a baroque ruin, men in studied poses, a fine horse.

To be legible is to be readable. To be legible is to be an
entry in a ledger - with a name, place, origin, time, entry,
exit and, perhaps, a purpose.

An insistence on legibility produces its own shadow.

Between the bare faced lie and the naked truth lies the
zone of illegibility.

We read each other for signs not because we are opaque
or necessarily wish for opacity, but because our desires,
fears and experiences still require the life-giving breath of
translation.

But then, our eyes begin to work and travel. There are no
shadows to obscure the fact that the “scene” is the result
of a careful act of arrangement. The skeletons are clean,
picked to the bone, white against the dull earth, as they
would be in a painterly tableau.

If the bodies were of the rebels of the mutiny of 1857, they
would not have remained so well integrated as skeletons.

Itis possible, in fact highly likely, that they may not be the
bones of the dead rebels slaughtered at Sikandra Bagh at
all, but props, macabre prosthetic additions, “other people
bones” brought in to set the scene because the originals
are "missing” or just not good enough for a decent picture.

The originals are "missing” or just not good enough
for a decent picture. The twenty-first century sends a
premature shiver down from the future.

Following touchdown and a brief period of anticipatory
quarantine, the surface of the day was investigated for the
presence of organic traces of animate matter. Preliminary
reports from the first batch of samples continue to
demonstrate the usual anomalies.

The important question: “What Constitutes a Sign of Life?”
remains in suspended animation. Metabolism, Growth,
Sentience and Reproduction may all be expressing
themselves in ambiguous ways, and it is possible that the
test criteria being applied in order to identify them are

insufficient to this task. How do we know what metabolism
or sentience or reproduction look like in hitherto unknown,
or unimagined life forms? How can we know?

Cosmonaut, how do you recognize signs of life when you
see them on your voyage? How do you distinguish arid
from fecund, a trace of past animation from present
vitality or even from a sign of life yet to be? Do time and
distance warp your senses?

Bones.

If each of the 206 bones of the adult human body could
speak, they would all sing the body’s praises. Ossuaries
would be operas. The sternum, or the breastbone
would testify to its owner’s pride, the ribs would act as
a sentimental chorus, singing an elegy to the fluttering
heart, bird, the fibula, tibia and femur, would drum

up anthems to strength and vigor, the tarsals and
metatarsals, carpals and metacarpals, radius and ulna
would praise poise and dexterity, the coccyx would hit a
base complaining note, the frontal bone of the cranium
would worry.

Bones of every function and description would whisper,
scream, speak in tongues and measured tones, laugh, cry,
sing in tune, off key and off kilter. Only the lonesome hyoid,
the unarticulated bone of the tongue, might choose silence
in jest at the excess of cadaverous cacophony. The hyoid
would hold its tongue, knowing that every life is deserving
of only as much noise, or silence, as every other life.

When the bones stop their singing, their whistling, their
caterwauling fugue, the silence of the photograph, of a
moment of held time, reasserts itself.
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Does history repeat itself, or simply rehearse its moves in
anticipation? Can we read chronicles in terms of deferrals
and déja-vu rather than in terms of climaxes and closures?

Henri Cartier-Bresson took a photograph of a bank run

in Shanghai in December 1948. The photograph features

a crowd of people desperate to get their money out of a
bank in order to buy gold in anticipation of an imminent
collapse of the value of paper money (a classic “bank run”)
in the lead-up to the takeover of Shanghai by the People’s
Liberation Army.

Every bank run is propelled on the currents of a self-
fulfilling prophecy. As people lose confidence in the value
of money, they begin withdrawing money from banks

in order to try and convert it into gold. This leads to a
collapse of a bank’s worth (which is made up of the money
it holds), and if this panic spreads between banks (which
tend to be linked any way) then this phenomenon in turn
generates the conditions necessary for the devaluation of
paper money and a loss of confidence in banks - which is
what makes people withdraw money from them in the first
place.

And so, cause becomes effect becomes cause. The
anticipation of the future produces conditions in the
present which lead to the anticipated future. Time folds in
on itself like a snake biting its own tail.

In revisiting and re-staging Cartier-Bresson’s photograph
in Shanghai, Rags meet the conditions of the self-fulfilling
prophecy invoked by the event captured in the original
image. Cartier-Bresson’s decisive moment breaks its
banks and seeks the custody of other hands. Mid-wifed

by other eyes and cameras, the image reincarnates as

its own breathing and vivid clone, close to where we are
today. The memory of one moment of crisis is transposed
onto the reading of another. Time folds in on itself, again.
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Re-Run

Video

Re-enactment of Henri Cartier-Bresson’s photograph of a bank run in Shanghai in 1948
2013






Vigil
Video diptych, 96 minutes 45 seconds
2013

In Vigil, Rags telescope the fortunes of a football match
(the 20th round of the Chinese Football Association
Super League in 2012 at the Hongkou Football Stadium

in Shanghai) between two rival Chinese football clubs
(Shanghai Shenhua F.C. and Hangzhou Greentown F.C.)
into an orchestrated meditation on time and fate. The
exhilaration, the exhaustion, long periods of waiting, the
despair, the loneliness, the frenzy, the fear, the hostility,
the laughter, the applause, the frustration, the remorse -
all is read across two static camera positions in a football
game. Fixated on the two goalposts, the cameras yield
footages that enable a reading of the two goalkeepers’
faces, their postures and gait - as a chronology of
emotions, layered with the electric intensity of a crowd
that marks every moment in the game with its vivid
presence.
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A football match becomes an atlas of time, with continents
of fortune and misfortune, striated by alternating currents
of triumph and disaster coursing through the crowd,
marked by a tonality of emotions and states of being with
others. All of this, and more, is found inscribed on the
bodies of the two men who guard the goalposts at two
ends of an unsettled score.
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fiA& / Script: Rags Media Collective

W&fHE / Concept and Scenario: Rags Media Collective and Zuleikha Chaudhari

A& / Sound: Priya Sen
HiE / Animation: lkroop Sandhu
*KB# / Performers: Bhagwati Prasad and Kavya Murthy

#1EBHE / Production Assistance: Bhagwati Prasad and Kavya Murthy

R F / Original Photograph: Felice Beato

Courtesy of the Alkazi Collection of Photography and Alkazi Foundation for the Arts, New Delhi
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HFHPAXULZART (2012) MERUEEZART

Seen at Secundrabagh has been presented at the Kunstenfestival, Brussels (2011), Festwochen Festival, Vienna (2012) and Festival de

I'"Automne, Paris (2012). Produced with the support of Kunstenfestival, Brussels; Festwochen Fe-stival, Vienna and Festival de I'Automne,

Paris.
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“But then, our eyes begin to work, and travel.”

Seen at Secundrabagh is a collaboration between artists
Rags Media Collective and theatre director Zuleikha
Chaudhari, who are all based in Delhi, India. This
50-minute scripted performance featuring Kavya Murthy
and Bhagwati Prasad unfolds against the projection of

a photograph taken by Felice Beato in Lucknow, India

in 1858, and within a scenario designed by Rags and
Chaudhari, as well as texts and video interventions by
Rags Media Collective. Felice Beato was a pioneering
itinerant photographer who documented the Crimean War
in Turkey, the 1857 Uprising in India and the Second Opium
War in China.

The photograph that comprises the central provocation
of Seen at Secundrabagh features an improvised ossuary
in front of a stately ruin, in the wake of the mutiny of 1857
in the army of the East India Company in northern India.
Fixing a moment in India’s turbulent colonial history, the
image appears to be a faithful representation of the facts.
Seen at Secundrabagh slices into the stability of this
impression with a series of poetic and forensic gestures
that displace the power of the recorded image as it moves
from the archive to the theatre. In the end, this demands
from the spectator the desire to undertake a few forms
of space and time travel, with the performers, Rags and
Chaudhari as trusted guides.
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Calm Down, Madam (or, A Brief History of Capital)
Assemblage with found and solicited photographs, mirrored metal and rope
2013
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The pavilions and spaces of the Shanghai Expo 2010 become chapters in Rags’
eccentric account of a “Brief History of Capital” offered as a conceptual prophy-
lactic to a nervous dowager worried about her fiscal health. By collating
formal and morphic resonances between found photographic traces of the
Expo while it was an active site and commissioned images (from Liu Xingzhe,
a photojournalist from Shanghai) of its subsequent dereliction, as well as by
subsequently annotating these two sets of images with a group of ready-made
materials, Rags construct a homeopathic algebra of forms that embraces the
crests and troughs of Capital’s representation of itself as a global system.

The Expo site, its vistas and architectural embellishments become a mise-en-
scéne for the staging of a kind of stretched out snapshot of Capital’s allure and
repulsion. By observing the transformation and wear and tear of a space where
Capital represents itself, Rags construct a metaphor for its uneven career in
an uncertain world. They are not confident that this will assuage the dowager’s
anxieties. But there is no harm in trying to calm her down.
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The Imminent Departure of Anybody, Everybody, Somebody, Nobody, Antibody, Busybody and Others (detail)
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“Now and then, one can find a way out of the here and now.

Always look for the exit sign.”

Eighteen identical fluorescent acrylic figures in vivid
colours, adult human sized renditions of the “little running
man” - the internationally adopted ISO standard pictogram
denoting “EXIT” designed by Japanese graphic designer
Yukio Ota - are suspended mid-air, facing different
directions. The exits they mark seem not to be referring

to points in space [since they do not conform to a single
direction), but to multiple ways of escape out of the frozen
snapshot of a moment of time.

Taken together, these 18 running men (Anybody,
Everybody, Somebody, Nobody, Antibody, Busybody and
Others] constitute for Rags a team of players (and they are
present in every place, ranging from Tahrir to Taksim),
playing a series of gambits, or opening moves, that anyone
might emulate to deal with the claustrophobic monotony
of a regulated present. This could be a choreography, or a
mandala, for time travel.

The imminence of this move does suggest some urgency
even though one would hesitate to read panic in the stride
of the 18 men. Yukio Ota, while designing the sign, had
modified the angle of the limbs to make for a more relaxed
attitude, and had insisted on retaining “green” rather

than “red” to emphasize safety over danger. “Imminent
Departure...” values those founding orientations. It
indicates that one can move away from the trap of
monochrony in a safe and relaxed manner.

Comfortable time-travel is available in more than one
direction: not just backward or forward, but also in
directions tangential to the present. The possibility of
departure is always upon us, their imminence more a
matter of our will and curiosity than of the limitations of
actual space and time.
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The Imminent Departure of Anybody, Everybody, Somebody, Nobody, Antibody, Busybody and Others
Ensemble of 18 renditions of the EXIT pictogram
2013

ZERKE ‘BABANSRENE, EEBRETRENELYREARFL, R/ERE, 2010
This work is adapted from The Things That Happen When Falling in Love, shown at the Baltic Centre for Contemporary Art, Tyneside, 2010
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The Portable Auto-Didactic Library

Image, bookshelf, books and memory table with chairs
Collaboration with Nikolaus Hirsch and Michel Mueller
2013
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The Portable Auto-Didactic Library is a configuration of
reading table with chairs, a bookshelf with books and an
image that features a stack of books with no titles on their
spines.

Taken together, these elements constitute a representation
of the way in which Rags Media Collective likes to think
about its self-education.

a) “The Namak Haraam'’s Philosophy”: an image of books
with no titles that gestures to the need for new knowledge
with which fill the emptiness of existing ways of knowing
the world.

b) “The Bookshelf for Kinetic Contemplation”: a bookshelf
full of publications that Rags has played a hand in the
making of (including a reader on Rags in Chinese launched
in tandem with Extra Time, as well as several publications
from Sarai (the Sarai Reader Series 1-9, graphic novels,
conference records and books from the Cybermohalla in
Delhi - a process that Rags remained closely associated
with for more than a decade).

c) “Tabula Rasa”: a clean white table, designed by their
occasional collaborators - the architects Nikolaus Hirsch
and Michel Muller for the “Tabula Rasa” space and
program curated by Rags with Denis Isaia as an annexure
to their main curated exhibition The Rest of Now for
Manifesta 07 in Bolzano in 2008. This table was designed
to flexibly accommodate the working needs of diverse
groups, communities, informal initiatives and associations
in Bolzano that were invited to periodically use the “Tabula
Rasa” space within the exhibition to animate their own
activities and desires.

The Portable Auto-Didactic Library is an adaptable
working and study space, where visitors can consult the
books on offer, make notes and leave observations and
traces, and consider the new, as yet unwritten books that
they may want to read or write by contemplating “The
Namak Haraam’s Philosophy”.
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The Rags Media Collective (Jeebesh Bagchi, Monica
Narula and Shuddhabrata Sengupta) are a contemporary
art practice based in New Delhi. Their work takes the
form of installations, video, photography, image-text
collages, on and offline media objects, performances

and encounters. They cross contemporary and media art
practice with historical and philosophical speculation,
research and theory. The Rags Media Collective has
exhibited widely, including Documenta 11, and the
biennials in Venice, Istanbul, Sao Paulo, Taipei and Sydney.
Works by Rags Media Collective are part of several major
contemporary art collections and museums, including the
Thyssen-Bornemisza 21 Contemporary Art Collection,
Vienna; The Arani and Shumita Bose Collection, New York;
Centre Pompidou, Paris; The Berger Collection, Moon Chu
Collection, Hong Kong; and Devi Art Foundation, Gurgaon.

In 2008, they curated The Rest of Now in Bolzano/Bozen
for the seventh edition of the Manifesta Biennial of
Contemporary Art in Europe. In 2000, they co-founded the
Sarai initiative (www.sarai.net) at the Centre for the Study
of Developing Societies in Delhi. They are members of the
editorial collective Sarai Reader Series.

Seepage, a collection of Rags’s essays and image-

text works was published by Sternberg Press, Berlin

and New York in 2010. Rags Media Collective - Kinetic
Contemplations, a collection of essays by and about Rags,
was published in Chinese by Beepub Press, Beijing in
2013.

137

Rags #@# /A ( FHoft - Bft. R+ - AR MEFEIGE
s ZREER) BENRETFNIRZ RREKREE, 1]
MEREABRERE & B¥, B&-XEAHN 4L5
DTHREY, ENEE, IAHLNEZNEERE. MR
B REBYANREEZEAREEK. Rags WIFREHTIZ,
BEET-EFERXRE BEH. FHBEHR Z2RS.
BB ENFR. N ERDELAEZLNZ RN
MEAREWE, BERERFE 21 BRZRKE (L),
FREBMMAK - REWE (AY) , EREZARFL (BR),
BREEER) ZAXBESREBENEBLZAEER(E
RM) o

2008 £ MATABME S BRI T T ERILE / BSHY
TzZR EBY%. 2000 &, i1EERENEEBFHSHARFD
HEBIILT Sarai (Fh) it & (www.sarai.net) , {12
Sarai BARINERERM R,

2010 £, Sternberg HAR%t (AHMFAL) HiRT Rags B
NENEK - XFEREABRN (38) —$. 2013 FEABXK
P+ HIRRIMEIET, Rags WE—ABIXXE(THHMTE)
B RNEEH R AT HAR,

P136
B MIDWH - EH
Photo by Amalia Jyran



138



P138-139
B EX
Photo by Zhuang Yi

139



Raqs IR/l A
Raqs Media Collective: Extra Time

B A /Curators: 31— Chang Tsong-Zung ZF#RE Li Zhenhua
ffAE) /Time: 2013 £ 8 A 23 H- 11 B 17 H 23 August - 17 November, 2013

#u5R /Venue:
MNEEAZRPD EBTERRETILE 50 518 S
Chronus Art Center Building 18, 50 Moganshan Road, Shanghai

R Y E M /Exhibition Catalogue:

HITEL /Executive Editor: BRI Chen Yun

1 /Interviews:

Raqs #48/\4H Rags Media Collective 3k4{= Chang Tsong-Zung Z#&4E Li Zhenhua = =*83 Gao Shiming 34 Lu Xinghua £k Mou Sen
3 /Author: &7 Huang Chien-Hung

1% /Translators: £ B John X. Keenan Zf3 Don Cohn 3K Zhang Dinghao 3k&% Zhang Jing X5k Liu Xiao

3t /Copy Editors: 3% Gigi Chang E&E Lei Jingyi X5F Liu Xiao

5 /Photography: FE{Y Zhuang Yi [F 2 Li Zhigian FR# Chen Yun #i%% Xie Zan

FHEi®t /Graphic Designer: [FEi# Li Zhigian

%3 /Exhibition:

B8 Delhi

B ﬁ”ﬁﬁ /Video Editing: Rajan Singh

B EI%1T /Sound Design: Ish Shehrawat

ﬁﬁé /Colorist: Pradeep Singh Gosian

Rt FIFRE %1 /Design and Prototyping: Mansoor Ali Makrani
i8] /Acknowledgement: Shveta Sarda

L% Shanghai

%4k /Production: HE#3% Shi Hantao #R4EZ Xu Huanzhi 1% Xie Zan

I~ /Promotion: BR&J Chen Yun §E#% Shi Hantao R4 Xu Jing 48X 2 Zou Tianyu
%1t /Graphic Design: 5 Li Zhigian

B4 F /Exhibition Documentation: #il#)4S030 = Parabola Media Lab

HE 2B % /Photography of Shanghai Expo: X{T# Liu Xingzhe

Bk T E 1R /Football Match Footage: Ei#8H £/85F Shanghai G-Sport

FE 71 Hosted by

CAL BExF SIMA

ARTN CENTER WEST HEAVEIS PERAPRERGZ AR

534 Special Thanks

L5 I =2 owi

INTER-ASIASCHOOL

©
@ TR FSC ILTESR (4
Part of this catalogue is printed on

FSC FSC certificated paper.



