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Mutated Grammar | Sai biét ng@ phép

Nguyén Hoang Quyén

Other codes

If articulation is the marker of professional Western-trained artists who write
theory-informed statements, perhaps Nguyén Huy An takes the outsider’s
position of reticence. He refrains from speech and declares as little as
possible about his practice, allowing the artworks, often mutated objects
and narratives, to self-publish their import with their own syntax. The
works are often haunted by recurrent shades: the shadows of past times, the
irreconcilable tension between spirituality and modernity, the modalities of
forlorn rural materials, enduring meditations on the feminine, the divine and
the quotidian.

The same taciturnity and indelible interests return with the show “4m
sang.” Sparsely distributed in space, the artworks create an open-ended and
divergent tale. Huy An works with questions, silences and private codes to
intimate possibilities of meanings around the act of looking. Orchestrated
to resist the glamor and heroicity of artworks, the show is an invitation to
regard a collection of uncanny objects and ghostly vestiges inherited from
Northern Vietnamese ancient theater and worship practices. To closely read
Huy An’s interweaving trajectories of energetic objects, a series of laconic
riddles whose grammar and logic dont match our normative mode of
transparent expression, is not so much to identify the cryptic message of
each work, but to think through its polyvalent references to past ways of
performance and religiosity, and arrive in a defamiliarized present.

Nhitng ma khdc

Néu hoat ngdn la tinh chit ti¢u bi¢u ctia nghé si dugc do tao 6 Tay phuong,
nhitng ngudi viét tuyén ngdn chuyén nghiép va ly thuyét, ¢ lé Nguyén Huy
An diéing &vi trf qua ngdn ctia ké ngoai. Anh kiém 16i va tuyén b6 t6i thidu vé
thyc hanh ctia minh, d€ tdc phdm, thudngla vt phim va tudng thuit da bién
dich, ty xuit ban nghia n6i him véi ct phdp riéng ctia chung. Céc téc phdm
ctia Huy An thudng tdi lip nhing ém anh ca: thoi vang bong, xung khic
gitta tim linh va hién dai, thé diéu thon da ctia chit liéu mong manh, nhing
chiém nghiém bén bi v€ tinh n&, tinh thiéng, tinh thudng nhat.

Vé it 16i ciing nhitng quan tim da bim ré sdu 4y quay tr6 lai v6i trién lam “Am
sing.” Tac phdm nim thua trong khong gian, kién tao mét ciu chuyén phin
nhdnh m&. Huy An lao dong cting nhiing cAu hoi, nhitng im ling, nhiing ma
¢4 nhin d€ goi nhi¢u kha thé nghia qua hanh dong nhin. Pugc soan ra d¢
khéng cy tinh béng bdy va d6 s¢ ctia tic phdm nghé thui, trién lim la 161 moi
nhin, ngdm, nhiing vat phdm, nhitng manh hon la, di truyén tit nhiing thyc
hanh san khéu va thd phung 8 xwa ¢ mién Bic Viét Nam. Viéc doc ky nhing
vat thé mang ning lugng va nhiing quy dao cai xen ctia Huy An, mét chudi
cAu d6 ham stc ¢6 ngi phap valogic léch khoi chuén bi€u dat 16 rang, khong
hin la d¢ nhan dién l6i nhin khuft cta tic phim, ma d€ nghi qua nhing
tham chiéu dal6p ctia ching vé phuong cach trinh dién va ton gido thoi xua,
dé ha cdnh & mot hién tai khong con nham quen.



Luminous shades

The show title, “4m sang,” can be understood in various ways. In Vietnamese,

the word “sing” means “light” or “brightness”; the word “4m” points to the
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character F2, whose web of meanings ranges from the yin, the dead and

the phantasmal to the feminine, the lunar, the reversed, the underground;

fuwal

homonymously, “4m” also denotes the sonic (&) or the mute ("&). “4m sdng”
plays in the crepuscular space between light and shadow, between clarity and

enigma, where possibilities of meanings can reside, twist, dance.

In the show, a foliage of bright and dark notes emanates from a light piece
whose wooden lampshade is etched with floral patterns. The patterns are
derived from motifs found on the “xung thién” (“heavenward”) crown
worn by ancient emperors in the Vietnamese court. Huy An transforms the
headgear’s bejeweled, even garis surface of swirling dragons, pearls, flowers
and clouds into gaps on the light piece, gateways through which ethereal
light falls aslant onto the gallery’s stairwell. The divine feeling once carried in
the embellished crown design of past dynasties is gently commemorated and
diffused along the slopes of indirect light. The floral patterns, once attached
to the material symbols of royal power and sacred legitimacy, are now
rendered immaterial as light, invoking a primitive longing to communicate

with the metaphysical.

Béng sang
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Tya ctia trién lam, “4m sdng;” ¢ th€ hi€u nhiéu cich. Tir “4m (F2) trong tiéng
Viét giang lu6i nghia tit tinh 4m, ¢6i chét, béng ma, dén tinh ni, mit tring,
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céi ddo ngugc, dong ngim, ngoai ra con déng 4m véi “4m” trong 4m thanh
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(&) vacAm ling ("&). “Am sdng” choi trong khong gian chang vang giir

va t8i, gitta rinh mach va ky bi, noi nhiing khé thé nghia ¢6 thé cu trd, xoin

vin, nhay mda.

Tai trién lam, nhiing nét sing t6i tod tif mot téc phdm dén, véi chao den
g0 cit hoa vin theo hoa ti€t mi xung thién danh cho hoang d€ thiét tri¢u
thoi xua. Huy An bién bé mit ciu ky ctia ma pht rong, hoa, miy, ngoc thanh
nhitng khe hé trén dén, nhiing ctta sing chiéu nghiéng xuéng bac thang gal-
lery. Cam gidc thiéng trong thiét ké do ma ciu ky cta triéu dai ca duge diu
dang twéng niém va khuéch tén theo trién d6c cta 4 ng gidn ti€p. Hoa
vin, ting gin trén bi€u twgng vat Iy ctia vieong quyén va tinh chinh théng uy
linh, gi& xuit hién & dang dnh sing phi vét chit, goi dan ngudng vong nguyén

thuy dugc giao tiép vdi cdi siéu hinh.

patterns, 2019, CNC cut wooden box, halogcn Iight, ﬂashlight

installation view at Galerie Quynh

hoa vin, 2019, dén chiéu, hop gb cit hoa vin

anh chup tic phdm trung bay tai Galerie Quynh

n old bronze model of the xung thién crown found by the artist in an antique shop in Ha Déng.

Courtesy of the artist.

Mau mi xung thién bing dong, do nghé si tim thdy 6 mot hang d6 ¢6 & Ha Pong.

Nguon anh tif nghé si.
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Sacred passage

A vexing desire for the divine continues to thread through another work, a
small opening on a wall. This peeping-hole, filled with pure darkness, shows
the round opening on the back of a Buddha statue found in Son Péng, a
village known for its 800-year-old history of crafting religious statues such
as the gilded icons of the Buddhas of the Three Age-Worlds (of the past,
present, and future: sanshifo =1H#$), Gautama Buddha and Amitabha
Buddha to the thousand-armed, thousand-eyed Guanshiyin and wrathful
Dharmapalas. In an empty clearing in the village, Huy An found a damaged,
unidentifiable Buddha statue with an empty hole on its back. The posterior
hole of the statues of worship is the passage through which a deity could
enter to imbue the statue with animate life-force; the hole is the same passage
through which the deity exits once the statue is removed from the site of
worship. To invite the deity inside, a shaman ceremonially inserts charms
through the hole into the body of the statue, then seals the hole. The charms,
which can be amulets, written spells or five-colored threads, are believed to

bear apotropaic qualities.

The opening on the gallery wall funnels our attention onto the

threshold that separates as well as connects the divine icon and the earthly
humans beseeching before it. As if standing on holy ground, viewers are
reminded to take off their shoes before stepping closer to this dislocated
doorway between the sacred and the profane. Huy An turns the gallery,
normally a neutral, homogenous and managerial space, into an institution of
odd links to devotion practices. The partly reverent, partly erotic, partly taboo
act of squinting into a sacred body arouses a latent human desire to come close
to the saints, even though the work merely offers a glimpse into the emptied

home of a deity that left.

a fissure, 2018, silver-plated bronze sword sheath, wooden box, 2.5 x 0.5 x 100 cm

cdi kbe, 2018, bao kiém suu tip bing d6ng tring ma bac, hop gd, 2 .5 x 100 cm

Duong thiéng

Ham muén ¢ hitu vé tinh thiéng tiép tyuc len qua mét tdc phim khic, mot
6 h& nhé trén tuéng. Lo nhom t6i nay dan ndi t6i 16 tron sau lung mot biic
tigng Phit tim thiy 6 Son Déng, mét ng6i lang dugc biét dén véilich st hon
800 nidm ché téc tugng ton gido, tif Tam Thé Phat, Phit Thich Ca, Phit A

di da, dén Phat ba nghin tay nghin mit, nhiing 6ng ho phdp Thi¢n Hiu, Ac

Hiu. G mot bai dit tréng trong lang, Huy An tim thdy mét biic tugng Phat

bé hoang, hu hai, m4t danh tinh, v6i 16 tréng sau lung. L6 sau lung tugng the
14 16i di danh cho than linh buéc vio d¢ cung cdp sinh khi, lam biic tuong
s6ng day; day cting 1416 ra cho than linh néu bitc twgng réi noi thd cliing. DE
mdi thinh thin vao, phép su thi hanh nghi & hé thin nhip tugng, nhét bua
chi qua 6 héng sau lung tugng, r6i bit kin 16. Bua hé ménh, chi than cha

hay chi ng sic ctia phdp su dugc tin 1 mang phdm chit erit ca.
) g 0 g

O mé trén tdng gallery kéo ngudi xem chi § vao nguéng vita ngin cich
vita ndi két tugng thanh va con ngudi trin gian ciu khin trude né. Nhu thé
diing trén dét thanh, ngusi xem duge nhic céi gidy trude khi lai gin ctia ngo
gitta thiéng vA pham, mét ctia ngé da bi di doi. Huy An bién phong trung
bay—thong thudng la khong gian déng nhét, trung tinh, mang tinh quan
ly—thanh mét thiét vién cho nhiing lién hé ky la t6i thyc hanh the phung.
Hanh vi ¢6 phén sting kinh, ¢é phin erotic (khoi ggi), cé phin cim ky khi
nheo mit soi vao mét co thé thiéng khoi diy nguyén wéc tiém 4n ctia con
ngudi dugc cin ké than thanh, cho dit tic phim chi don gidn b6 tri co hoi

nhin vio ngdi nha tréng ctia mot vi than da bé di.

a pit, 2016, embroidered shoe, LED light, diameter: 9 cm

cdi hom, 2016, gidy théu, den Led, dudng kinh: 9 cm




Portrait of absence

Telling stories of the actors and myths of ancient Vietnamese theater, Huy An
resembles a mystical ferryman who guides us along a ghostly river between
the present and the past, the living and the dead. Viewers traverse the
scattered traces of Tudngand Cheo theater, traditional forms of Vietnamese
opera that are withering under the label of heritage, relegated to the status of

minor entertainment for tourists and scholars.

Huy An’s “portrait” of Xuin Qui, a veteran Tudng' actor, takes the form
of the same handkerchief which, for several years, the actor economically
used to remove his make-up. Enframed in a wooden box with a glass facade,
the cotton gauze cloth acquires the appearance of a museum artifact. It is
certainly no acheiropoieton, an “icon made without hands” like 7he Veronica,
a veil miraculously imprinted with the face of Jesus, and yet the (re)used
veil of Xu4n Qui commands our attention. The blurred traces of maquillage
energetically carry the characters Xuan Quf has played, ranging from the
venerated consort-chieftain Than Canh Phuc to the general-seducer Tiét
Giao or emperor-monk Trin Nhan Tong. Part historical, part mythological,
part didactic, the roles often reflect the way nation-building facts and fictions
are interwoven, performed and disseminated on stage.

Standing in front of the portrait, viewers face the conspicuous lack of Tuéng’s
fundamental components—entranced actors, dramatic dialogue, elaborate
costumes, gestural dance, the urgent resonances of drums and clarinets. The
only visible object to be contemplated is a private, fragile, stained keepsake
of the aging actor. The constellation of red, black and white marks on the veil
conjure the phantasmagoric stage and its intensity via smudged after-images.
The theatrical appearance of emperors, heroes, saints and demons was once a
vital reminder that the world was ruled by cosmic forces beyond our control.
Under the present rhythm of secular, mechanical and efficient modern life,
divested of legends and lores, the cosmic worldview of ancient Tuéng seems
like a distant, outmoded dream.

"The spectacle of the ancient Tudng stage is close to what Antonin Artaud envisioned
in his manifesto for a theater of cruelty, an onslaught on the senses: “Cries, groans,
apparitions, surprises, theatricalitics of all kinds, magic beauty of costumes taken
from certain ritual models; resplendent lighting, incantational beauty of voices, the
charms of harmony, rare notes of music, colors of objects, physical rhythm of move-
ments [...], concrete appearances of new and surprising objects, masks, effigies yards
high, sudden changes of light, the physical action of light which arouses sensations
of heat and cold” (Artaud, Antonin. 1958. The Theater and Its Double. New York:
Grove Press, p. 93.)
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Chén dung ving mit

Ké chuyén vé nhitng dién vién va huyén thoai ctia sin khiu ¢§ Viét Nam, Huy
An giéng mot nhin vit dua pha thin bi, din ngudi xem qua dong séng ma
gitta biy gid va xua kia, gitta coi song va ¢6i chét. Nguoi xem trai budc qua
déu vét rdi rdc ctia truyén théng Tudng va Cheo, nhiing hinh thiic sin khiu
dang hao mon duwdi nhin hi¢u di san, chi con dugc xem nhu thé loai gidi trf

phuy, danh cho khéch du lich va cdc hoc gia.

Huy An tao chan dung 6ng Xuin Qui, mot dién vién Tudng' ky cuu, bing
céch trung bay chiéc khin tay ma trong su6t nhiéu nim, 6ng da kinh & sit
dung d¢ tdy trang. Pugc dinh hinh trong hdp g6 c6 mit kinh thay tinh, tim
vai x6 trong nhu vit phim bao tang. Ching la linh anh phi thudng (Acheiro-
poicton) nhu t4m khin ctia thinh Veronica trong Kit6 gido, miéng vii mang
dédu 4n huyén bi ctia khuén mit Giésu, tuy nhién chiéc khin di dung (di
diing lai) ctia 6ng Xuan Qui van di¢u huéng méi quan thm ctia ngudi xem.
Nhiing vét phin trang diém m& mang ning lugng ctia nhiing vai dién do
6ng Xuan Qui tiing déng, tit vai pho ma-t trudng Than Canh Phic dén
vai tudng quan boi phan Tiét Giao hay hoang dé-thién su Trin Nhan Tong.
Mang tinh chit lich st, thin thoai, 1in gido duc, dao dtc, cdc vai dién thudng
phén dnh qud trinh nhiing sy kién va hu cfu trong lich st dung nuée duge
dan cai, trinh dién va phd bién trén san khau.

Diing trude bic chan dung, ngudi xem déi dién vdi sy ving mit ctia nhiing
thanh phén co ban trong nghé thuit Tudng—dién vién xuit thin, déi thoai
kich tinh, trang phuc céng phu, cti chi mang tinh vit dao, m vang khin
truong ctia kén, tréng. Vit phdm hiu hinh duy nhit d¢ chiém ngim 1a mot
vit riéng tu, mong manh, bac mau ctia mét dién vién da 6 tuéi. Nhing ddu
do, den, tring trén khin 1 mang ludi luu dnh nho¢ mo, hp thy ddu tich va
cudng d6 ctia san khiu huyén tudng. Hién dién kich tinh ctia hoang d¢, anh
huing, thinh thdn vi 4c quy tiing la 16i nhic vé nhiing thé lyc v tru cai tri
thé gi6i, ngoai kha ning diéu khi¢n ctia loai ngudi. Trong cudc séng hién dai,
v6i nhip di¢u thé tuc, mdy méc va hiéu qua, gat boé hoan toin vai trd ctia c6
tich vA truyén thuyét, va try quan Tudng c8 hod thinh mét gidc mo 16i thoi.

'Dién cinh ctia sin khéu Tudng c§ gin véi nhiing gi Antonin Artaud hinh dung
trong tuyén ngon vé “theater of cruelty,” sin kh&u khéc liét, mot cudc tong tin cong
vao gidc quan: “Nhiing tiéng kéu, rén, vong ma, ngac nhién, kich tinh thudc moi thé
loai, vé dep ma thuét ctia phuc trang ldy tif mé hinh nghi 1&; 4nh sdng ryc 1, vé dep
niém chu cta tiéng ndi, quyén ri ctia hoa 4m, nhiing nét nhac hiém, mau sic cta do
vit, nhip diéu vat Iy ctia chuyén dong |...], sy xudt hién cy thé ctia nhitng vat thé méi
va gy ngac nhién, mit na, hinh ndém cao hang thuéc, thay d6i 4nh sing dot ngot,
hanh dong vat ly ctia dnh sing lam ddy lén cam gidc néng va lanh.” (Artaud, Antonin.

1958. The Theater and Its Double. New York: Grove Press, p. 93.)

portrait, 2015-2016, cotton gauze handkerchief, make-up, wooden box

installation view at Galerie Quynh

chin dung, 2015-2016, khin vai, mau phén trang diém, hép gé
anh chup tic phdm trung bay tai Galerie Quynh
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Going, going, not-yet-and-already gone

The artist doesn’t declare with a Nietzschean hammer the death of the
divine in an age ruled by enlightened reason, but the secularization of his
environment fuels Huy An’s humble inventory of disappearance, a private
collection of deteriorating objects from bygone, or soon-to-be-bygone, eras.
Here and there in the gallery, viewers run into a repeated blur from a negative
light-leaked image. The foggy picture shows an old temple gate standing next
to a shop front’s glass window which bears a couple of arbitrary decorative
words, “spring” and “going going” A found poem, the scattered words
make space for both growth and goneness to be recognized throughout the
relentless passage of time. The rest of the image is a long array of anonymous
darkness, the other side of excessive light, a landscape of erased locales.
Ilumination and its shadows are the flickering axis on which Huy An’s series
of rememberings and forgettings turns.

His fragmented records of time, manifest via minor objects and modest
materials, always refract meanings and crossbreed oppositions: the paintings
of almost immobile bamboo boats, suspended between heaven and carth,
with dark gaps on their sides, carry not only meditative buoyancy but absolute
stagnancy and isolation; the measurements of the protean shadows of Lenin’s
monument in Hanoi (“Study of the Fluctuation of a Shadow;” 2014) reflect
not only the stubborn presence of ideology but also the different ways of
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Dang trdi, dang troi, chua-va-da trdi qua

Nghé si khong tuyén bé véi ciy bua ctia Nietzsche cdi chét ctia thin linh
trong thoi dai ctia Iy trf khai sing, nhung moi trudng trin tuc héa la diém
khéi sinh cho nhu ciu kién tao mét kho luu trit nhiing bién mit, mét bo
suu tip ca nhin nhing vit phdm cta thoi ky da, hodc sé, qua. Dy dé trong
gallery, nguoi xem thdy mét vét md Lip di lip lai, hinh &nh 4m ban tit mot
cuén phim chdy sing. Buic dnh chyp c6ng chiia ¢t ditng canh mit tién kinh
trong ctia mot cita hang, trén mit kinh ¢4 vai manh chi trang tri ngau nhién,
“spring” (mua xuin) vi “going going” (“dang troi dang trdi”). Mot bai tho
tim théy, nhitng ngdn i roi rac ¢6 téc dong mé giin khong gian cho cé sinh
trudng lan tiéu bién dugc nhin nhin xuéi cudc tréi ctia thoi gian. Phin con
lai ctia hinh anh I3 ming dai béng t8i 4n danh, mit kia cia thita tran d4nh
sing, mot trién cdnh xéa nhoa nhiing dia di¢m cy thé. Chudi nhé quén cta
Huy An quay quanh ¢t tru chp chon gita chi€u sing va d6 bong.

Nhiing dit liéu phin manh vé thdi gian ctia nghé si, thudng & dang vét thé
thit cip va chét liéu khiém hu, luén khic xa nghia va lai ghép nhiing déi lap:
nhiing bic vé con thuyén nan hiu nhu bit dong, lo lting gita troi dét, véi
khoéng t6i hai bén man thuyén, 6m mang ci bénh bong nhép dinh lan t
cAm v c6 lap tuyét d6i; nhiing phép do bong d6 lién tuc bién hod ctia tugng
dai Lénin  HANbi (“Nghién Céiu vé D¢ Bi¢n Pong ctia Béng,” 2014) phan
4nh hién dién dai ding ctia y hé lin mé ra nhiing céch tritu tugng héa, bién

A developed photograph from Huy An’s light-leaked
roll of film, 2018. Courtesy of the artist.

Anh rita tlf cuén phim chiy séng ctia Huy An, 2018.
Nguon anh tif nghé si.

A cropped section from the negative image in Huy An’s
installation light-leaked landscape from “Am séng,” 2019
Chi tiét tit &nh 4m ban trong sip dit phong cinb chdy sing
ctia Huy An tai “4m sdng;” 2019

abstractions, mutations and (mis)understandings; in the “dong cuéng night”
installation in "Am sdng", the wings of termites, which all fell after a hiu
dong (shamanistic ceremony) night, are scattered all over the gallery floor
like a carpet of translucent bones. The severed wings are both indigenous
witnesses of an ecstatic ritual and universal vessels of ephemerality, flying
at night, falling at dawn. History according to Huy An doesn’t progress as
a singular line of continuity but diverges into indeterminacies, with cycles
of disappearance and re-appearance of materialities, mythologies, icons and
ideologies.

It is, after all, a futile attempt to insert words into the gaps, the shadows, of
potentiality in the works of Huy An. To internalize their silence, to maintain
their "irreducible opacity'—a concept coined by Edouard Glissant to
envisage a zone undiminishable because it is opaque—might be a wayward
way to live with these works, these salvaged remains of the day.

cai hoic hiéu (l14m); trong sip dit “dém dong cudng” tai "Am sdng', cinh méi
rdi sau mot dém hau déng dugc rai khip san gallery nhu thim xuwong ma, vita
12 vit chiing ban dia cho nghi 1& nhép thin, vita I hién di¢n phé quat ctia vt
phu sinh, dém bay sdng tan. Lich st véi Huy An khong tién trién nhu mot
vach tuyén tinh lién tyc, duy nhét, ma phan ré vio vé6 dinh, véi nhing chu ky
mit di, hién vé ctia chét li¢u, huyén thoai, biéu tugng, y hé.

Cé phin v6 ich khi né lyc chén chit vao nhiing khodng tréng va viing t6i ti€ém
4n trong tdc phim ctia Huy An. D€ néi tai héa tinh cAm ling ctia ching, d¢
duy tri "d¢ md bt khi quy,' mét ¥ niém ctia Edouard Glissant dé chi mot dia
hinh vi m& nén khéng thé gidn lugc thém, 6 Ié la phuong huéng bat tri d¢
s6ng v6i nhitng tic phim nay, nhiing di phin con vuong ti ngay no.
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déng cudng night, 2017, single-channel video, sound, decal, termite wings,

video: 1’ 517, decal and termite wings: dimensions variable

installation view at Galerie Quynh

dong cudng night, 2017, video kénh don, 4m thanh, gidy decal, cinh méi
video: 1’517, gidy decal va cdnh méi: kich thuéc da dang

anh chup tic phdm trung bay tai Galerie Quynh



NGUYEN HUY AN
Born in 1982 in Hanoi, Vietnam

Lives and works in Hanoi, Vietnam

EDUCATION

2008 BFA in Fine Art, Vietnam University of Fine Arts, Hanoi, Vietnam

SELECTED SOLO EXHIBITIONS

2019 dm sdng, Galerie Quynh, Ho Chi Minh City, Vietnam
2018 Canb sau | Calculus Exercise #6/5, Manzi Art Space, Hanoi, Vietnam
2014 78 rhythms, Galerie Quynh, Ho Chi Minh City, Vietnam

SELECTED GROUP EXHIBITIONS
2018 Asia Live! Performance from Vietnam, various venues, Poland
Into Thin Air 2, Lenin Park, Hanoi, Vietnam
Alluvium, Galerie Quynh, Ho Chi Minh City, Vietnam
2017 The Three-Cornered World, Galerie Quynh, Ho Chi Minh City, Vietnam
Look for The Divine Beings, Nha San Collective, Hanoi, Vietnam
So Far So Right, with Phu Luc (The Appendix Group), Kuandu Museum of Fine Arts, Taipei, Taiwan
Skylines With Flying People 3, Nha San Collective, Hanoi, Vietnam
IN:ACT NIPAF ASIA WS 2017, with Phu Luc (The Appendix Group), Nha San Collective, Hanoi, Vietnam
2016 Vietnam Eye: Contemporary Vietnamese Art, Casa Italia, Hanoi, Vietnam
Reunification—1 Journey, with Phu Luc (The Appendix Group), Nha San Collective, Hanoi, Vietnam
Reimagine the Artist/Artisan, Six Space, Hanoi, Vietnam
2015 14th Istanbul Biennial - SALTWATER: A Theory of Thought Forms, curated by Carolyn Christov-Bakargiev, Istanbul, Turkey
olio. v2, Galeriec Quynh, Ho Chi Minh City, Vietnam
4 hole, 2018, found gilded Buddha statuc
diameter: 3 cm Mien Meo Mieng/Contemporary Art from Vietnam, Bildmuseet, Umeé University, Umea, Sweden
cdi 15,2018, rigng ddc phit son thép 2014 The Clouds Will Tell, Nha San Studio, Hanoi, Vietnam

dusng kinh: 3 cm
Residual - Disrupted Choreographies, Carré d’Art — Musée d’Art Contemporain, Nimes, France

23




	Blank Page

