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< 2 =7 AAVY FHelehe mAd o) FFor|w gt ofegk mldE 71
Gt opel, A oz QoAM= wi- SRl Z|Alo|A} A= A
Aok A } =7t AA Al 2ARE et A, o] e
ofAlo} F5 9171 ol FAENen =Al AAY s 9k WadelH=7)
oot o=l T uF e nHdoR ootk Eaolxe A7EE dr
n|< | A7}EE olE] ~E W2]A|(The Artists Village, TAV, 1988-)¢} 3 X
22 A7} 2J9lLee Wen, 1957-2019)9] ¥~ Z2AEES YA A #4
oA HazkstH, o]zlo] ofrlot T 7] o|F =A| AAY Psleke =%
M FFE FX|(apparatus)Ero| A ofH 753 Al AR EIAL kD 57}
o A BRAA glo] A FARXR 2HYE S tE TAVY EEs $54
o7 HMslogm & ﬂE] 2= Ao] W] 23EA dAE A S TH=
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1) ool Slai, e “dolsle EEel Bl AE 2o, WS TP W 4
S TR AR B SAe A, Rashe SEE 2 QA g o

n)g}. Giorgio Agamben, What is an Apparatus?, Trans. by David Kishik and Stefan Pedatella,

Stanford, California: Stanford University Press, 2009, p.14.
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I o| AeME ~EREse
WolAt SHCNYS BAgo g 749 B E3 Efapdo] A5HoR g

ZAYEE Eei A FA] P 22T A Bl o]o], 1980d]
AT aA FAVde 254 Adlel digh g Sl o]
ot 12ith 19971 ofAlol 589171 o] F Tl Aol FolklVleke &
44 HjRe] 2R oMl ol oAlY] A= HHUt 2AeEE w4 FF
= A7geket] EF7] wiEel7|® stk ofu] 2xHFol A XA el
=7F A I 237 AT dolx] FAGY] HAE TR she
ddin]se w7kl 84 AdE Fe AU aAS HEES 25F4 7]
A= s ok 1 Felx] =] = BAE Adskeks v, AT
To} thest olHl&=r]e] BAle 22 AAFA BAAY] AR E URES
B gA7|E Ee] FrHL:
oM oleler Wt TEASingularity)o] Bk ~E2|Sstruggle)S
a8 etk ©EAe] 2Erigolgt e BA A elxe] HE )
2, 23 T ke W] 284 S deluele] vE &8 5= B9 v
g ok HEA LA s Ttk ol FAX] FRe A9 A 714
QL HAP 9} <ol d ol A3le] Arge] THEAdo] ol&e] FHR AR 7k

Of

Aefe] S22gEE AN MRSchEtEs] AR, T4t ik fERIEEsidT4 2010.2.25.

ExodE A dindividualiey) 94 281, A7 W] Felz Etell= thFmuldplicity)

& 5l JElEAe] dEAAELS BolX, singularity)o|3t 8015 AME3I) ol AVREEA

AR gk BAVFsT Bl SAIstelE ARRlelM el FetelA] Syt reEve AR

olu} EA7F AEHFE 3= o AKE, FES 7R)F|1A) dolth Gilles Deleuze and Félix

Guattari, A &7, Tx7He] 19, A& AEAF, 2001.

§) 2ERZtrugglo & Feoblolet KR i kS Aand] A% YR goltk
o) ‘FA T& nrEFE WA  glovg = AR EESle] WEAY kg
7355 71, 71 A= AR gl FEsk] s o] Sokle 2EREE iz &3t
slo] 2uat Fink Zh mo] ApEHe|lw TR AR ATl TiEe] vige] Afge] Axe
Patrick D. Flores, “Art and Political Critique: Tracing the Sources of Art in the 1970s in the
Philippines”, (APdell fErerk: oprlo} nl&a}h A5] 1960s-1990s) A4 9A ¥ ¥, 2 =
Hevmled I, 20194.17.
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BARG) ool AAeFe] A7 AR AAY ARE e o
A4 #Re] Bujden Ae BALep) SHee B, 2 EAsE 2o
U elie] SAERSas) ASAE TGO o2 WA Ad 12)n
A B, PlePEA Selde] 4E BAA 54 5 Aol Qo) BAA
o e AR 42 AEsE Fle Ao 25w 1
o2 A Ao} 9B Al Al pe F5 sREE mRATRA 2 )

Woks dovle 5 U dunlee g Fees AiEny

(e}

o S Faselele SAlIFo, WEe AREe] A e

5) A7EEAR GUsiE Aol Kt BeAeln thiRe WS 12 2E S7d i)
S71Ee] =T O drke dFe] oihilo] Wk viHE Aol AW o] (el gX|et i
ol ‘FA(fight) I} m}RIR|T}. Giorgio Agamben, Op. cit.; Giorgio Agamben, 943 27
FEAGE 5, A& Z=XET F; 2009, 13-154%
Arlirlzalr] Geibde] FAle of7iE=E Adex] AREIdR £ 4 vk ARPIS] wdelA]
oflE= = @At HAe} vlegiele] ARt 290 S 2
TAdel, 58+ gle BAR vRIAR] AE AfslaL o] AR Tdske 2 2
SP7|= 3} Georges Didi-Huberman, 7387] &4, Mgl 2=, A& Z, 2012, 13-156%
Eaoe] G -e A A& (contemporariness 22 contemporaneity)S 27|37 | Hil=
FARD 2, BiA Al BHiA @(che contemporary) S ofR[diTE ZE2A| Q. opghile AlF
(now)’ o2 ARPgo] o} mdalR] e Zlofet sl Alo] FAddE AdasA, “duid At
the contemporary)o]&h 119] Alfe] o}F-& 19} Tl oAl Bdgle] Hofels oHE A
o= FRAERe AldelH, (olw) ‘ofFoldt 1 o HlHthE FX v ol 2gA, dEAe
2 Fole 11 Fololvk G Ak 1 ARI9] ARFE 2= ofEelzhs Bl o8 =
o] wzl Algoltk 2} siSirk Hinleelx] Bride] EAle I oRe MRS HH,
AVl A Exbeat 2] e wle gk ol 2Rk-Atsl] Sloir] AlmTe]
2 H|goRRE Yoyt ofg] wA] ZHE| tigh vlgks UisfuiRERE ] Sy 2RE 2
o= E 4= 2t} Giorgio Agamben, Op. cit.,, p.45; Georges Didi-Huberman, ] 2,
Homi K. Bhabha, VFHE 37, "&E3}e] 9, A& &3 2002, 95-191%:
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T gtks) mok @AWl Bpgellx] FEE A7EEES At QMR = AWl
AZ1¢F 1 o] AI719 ERMIR thEskd EAES XohE/ BEeka duist
AZIthe AgAdo] 71zEty of7]d] tlEoir R B3l AYes
A} 2 V)5S L83t dlwe] Awstel IA BAY Asle] SHx vk
Hok oyt wEtee Arixa donlse] S FAAE EHTe]
7ol Hrf1o

A7PEEE I3UE7F SHANRE SA4d AYES 2 I7kRe] gl 3
o] A Al A7IE AR 1) 196070, A7FE=2Rs 7ol wgal 7]t
T A71. 2) 1980, o]de| A FE uloR IAA Wik Feleh=
7PAA R 7S O A7) 3) 1990, FEE Iule] Qlzels &
&3 TASP o} ‘TAISPE Az A TAIERD ARolxle] Mrl=s) = Al
7]. oluf 1980t AlRME =A] AR Aslelle wsH A5 AR
Al S I3 BA0] dgh, wSd B2, et 53 tEe] dd e &
/go]l kL Fsle} osg B9 TA AR Asle] A% @Al Al 3
o ol2 A ‘2u|AdA AJE] 2| EERENAISSANCE CITY REPORTY 2 495
o] AR AgEn k12 o] FA] F8 7|Z= AJ7IER HIH 21(Singapore
Vision 21’0 71Z3}aL St} 1997 obrlo} F890715 7o' A7l o] vA
M= 1980 dth7EA o] 2ol = ZA| 71k} 712 S S8l At
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8) A7lx=o] tjEslre] Aol their]= Chua Beng Huat, “Multiculturalism in Singapore: an
instrument of social control”, Race & Class 44(3), 2003, pp.58-77.

9) k2 Aol theshaQl IAEAWGAIZZIRAY] A4S A2 v, &=t} o
he] 7B Zislaby Uil AR Fgstar Aakskaat sl wiARle] Zsh atel Slod &
At A7y 2R3 ATEeleke BAEd0] SFA I Jini Kim Watson, Bi&lls &4, A=
& oAlo} TA, A8 AL 2011, 19-383%:

10) Yvonne Low, “Re-evaluating (art-) historical ties: The politics of showing Southeast Asian art
and culture in Singapore (1963-2013)”, Seismopolite(Journal of Art and Politics) 13, December 29,
2015, http://www.seismopolite.com, &L 2019.9.30.

11) CJ.W-L.-Wee, "Bland Modernity, Kitsch and Reflections on Aesthetic Production in Singapore”,
Jocas: Forum on Contemporary Art & Society 3, 2002, pp.118-133.

12) 22 AlE] 2] E(Renaissance City Report Culture and the Arts in Renaissance Singapore),
72 diE 93] EH0)R], hetps:/www.nac.gov.sg/, 5L 2019.8.10.
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Tt sht 9] wdepd Sleel S wela, e b A8s T
A 23, S AR 2AS DAL ol A A4 A 75
B9 34 A9 JEhE A 5 G 95 B85S @ Aow € e @
Homt w2 AlEees 4340 nEAIRA SAH Szel B8 s
283 A =k ol wEt AFAES I sl wet e HldYER
e, A4 A9 T £849 o B AsEe Askdnh ol ok
o} 3§ 7] o] the post-1997 recession) ATE ofrJo} HHE] A oA
= U AR AR B @ 5 sloh

U Jleln A8, 238 9% BRaRojehe JE 44 712} el

Qe WACE She AhEe Adlgel U AR ol AR (B
g Aol AR, JidrEAQl Sl Axwr] fvk s o
W0 nE YrhEme Aol AL So] AT tleiesl 9% sk
A EAR G meA S Fxshe Holvhid wgk AHRFofsk vke] |
slel AR 53} A2 o] slo] MHEH R J|&GElihe|E gl o] Z
e ol2fgh Aol HlAA FEE 7]gela lom, AR A7t opd Ao
IO Aefvldzol AR B3 AL BAREA Asliag ek
w AT S HolU AgP e Foolg (Isle] A Balesles ol w
= 9] ol olal WISl Al ohleh TAL Aolel A,

13) “A7FEE B 21(Singapore Vision 21)-2 1997 GA] 301 112E(Goh Chok Tong)®] &

oL A]7]_:‘LE o] &li] A ko olFo] WAL ZhzBPHA] WSl Ak, B2A M
A Aol 5 52 T3 ANz rRIZIR|IEE Aihwa Ong, Neolzbemlzjm as Exception,

Durham, NC: Duke University Press, 2006, pp.177-194.

14) Yvonne Low, “Positioning Singapore’s Contemporary Art”, Journal of Maritime Geopolitics and
Culture 2(1&2), 2011, pp.115-137. 250l w=H 7|20 o njee 49 Jidns 25
E] = n o) FlHTt Bt H(Tang Da W)} XJ2}8KCheo Chai-Hiang)9] 2ol &
ek MTEREle] 98 Seld] Adrleg ViRlos ske Adulee He A lEer
EAJ& ot} Tola Lenzi, “Conceptual Strategies in Southeast Asian Art A Local Narrative”,
Concepr Context Contestation: art and the collective in Southeast Asia, Iola Lenzi, ed., Bangkok: Bangkok
Art and Culture Centre, 2014, pp.10-25.

15) CJ.W-L-Wee, “The Singapore Contemporary and Contemporary Art in Singapore”, Charting Thoughts:
Essays on Art in Southeast Asia, Low Sze Wee and Patrick D. Flores, eds., Singapore: National
Gallery Singapore, 2017, pp.246-267.
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5. 2R 429 319 AVER ofel e WelA)

B7PEE H xR ofEd] lojA] SA TAIQl A7FEE ol ~E U] R|(The
Artists Village, TAV)E 19883 A7}¥2 dAin|&7} BT} (Tang Da W, 1943-)
o SJair A dle7t ARUETE) ofx TAVE ¥4 A9s 7|¥e = s
I JATE 71l A 718 e FEH2 YA Amuel] B4 Sle TRt A
HEo| AeA R Role =gk FEo E9lolgithe a2t} TAVE HH
Z2HE 7FE vl 2] TR FESAA ARS FFOZHEH (TAAPR o]
SAZE, ol 19929 $H] F(Hong Bee WareHouse)ol|M o] ZRAEE TAV
7F GARA FAglEE AZIHER9 GA] o] IZAEE FHEZHE QPR

16) “zjele] Ax & Zdxshe Wlzade] =elol tisiAE Gilles Deleuze, WPE| &3, FE2|=7}
e H3h, A2 ol3RRE 2007.

17) Koh Nguang How, “The Artists Village and The Birth of Contemporary Art in Singapore-Koh
Nguang How in conversation with lola Lenzi”, Concept Context Contestation: art and the collective in
Southeast Asia, Tola Lenzi, ed., Bangkok: Bangkok Art and Culture Centre, 2014, pp.190-216.

18) TAV A FE e desic) sEsla oplzt e e B, FARNE 4
FhEas) rsE woke Ak uidk] A7k vekA 2Pk widgel FAel 2k wod
9} SAE3E =Bl At 5 Alg- gk} ofElAE WelR] E3o|R], hetps://fwww.tav.org.sg,
A& 2019.9.10.

19) TAVE 1992'd 129 290 AR2RE] 2] o/l2 Wgkn, $4] Faods 199213 ZHE]
1993 19717 ©7] AFgrk 912 201435 2016 7] A7EEE @A 2]xlA]
£ 3, TAV AR 39 98kKoh Nguang How) op7jo|Hs} QIEIRE FEsiitt TAV
olle]E. Al 3 (Art Places), Singapore: Jendela(Esplanade), 2015.5.1. - 7.12.; E3gH <,

(7122 ol oflolH) | FF: FIHoRrlolEsld®d; 2015.11.25.-2016.2.14,; XZAE B,
(oFHIAE olFlo]BE | Archiving the Archivist)y, =7 B HZlX] 2016.6.14-74. %
Koh Nguang How, 29I} QIEN, 472 ddat) Aviul=AlE(INTU CCA) #RA],
717%2014.7.1.-2015.1.31.) 3 U5 Koh Nguang How, ZA[R] QlE)R, =9 <3} =& of
74841 2015.11.20.; Koh Nguang How, ZA[e}e] Qe Al7lx= Adal e, 2015.5.1;
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5% AAGhES ATk 395 ol AER Arisle] P2 Al Lol
AslE 3% P2 2y ddem AQS, TAVE W) IS
A&A PR AfEE BEN TAS U 44t o, 54 7192 4
@ 4 2 UV} AR, TR A% AL EUA ALl BF
W SRS 7188

o] JE AYOR & 1900d0) 20 BF F AU A 33 Aol

1229ke] Aol =28 AVIZF AUk 1993 1249 2695 19941
2 197kR] TAVE Al| 5 0|8 oA|&7}3](5th Passage Artists Led.)9} 3502 (o}E]
2-E Z3|(Artists' General Assembly)) & 71€Jg13, ofw] o] 27} QA 3(Josef
Ng»& HIHA <Hal A9 Brother Cane)>5 A1HSIT} o] B XH oA 2}
7he RANE TG 75 ARG AR He iR e, BA] o] o
FAsE o dy WEoR I fFE A1 WiTh0 o]F 7HoRE o
A7VEE o4 93] (National Art Council)= 19943 5E] 10837+ HxH
o tigh A& Agelth ek MY FH= FH] F2E 2wolk
HEOE TAVZE U o) I F4E £ 4 g stk ojujie e o
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4 Alzslat a8 A A WAl e 2T € 5 slok dde] AR
& AN A9 w3 AfEAl glol, ArkEs ANt opet 27kE AL
ol wilel A dLel A, A=HAEY Aol gEHeR oRA]
= AR 4T EAleh 2L 2EHela ARl FAlS Eg A XA ofEs}
drju|&o] Qo] Fe ol W Arlelr|E ok tolrl ew £
she olfrEe] M2 ArvlER AdEsh|= ek

Koh Nguang How, BAisle] QIE, B Wuzixle} opAlol2abAd; 2016.6.20.
20) QA 2L FFH oA 127]2] FHE wjds] 1 xR O FHE M) o] &9ut
P2 AR FRE Fa v “ojrd, 5] A3 FEA G2AIE EFEHTMaybe,
Silent protest is not enough)”2fal Wlgt & vjd Tl ZEo]] vy Aok o]F AFle]
o] ANy, F¥HAE ‘P WHEoR e fFTWAS Wit 27} F23KLoo Zihan)
E3)|0]R], http://www.loozihan.com/cane2012, 4% 2019.9.10.
21) A7k 2800 Zihany& E AL oS QIZEIRECN fElel @A) rkERe) o] AR
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20009d] TAVE] 718 F37do] tigh AE2 WXtk dlE 59 3374
A e T ZZAE (]Q(AIM, Artists Investigating Monuments)}}(ZOOO)
Alg]z = A7MEE g #BEAQl #E 2 Ay Alo]E(Raffles Landing Site)o]]
A BR ZRAET} Qi) ojnf TAVE HE2 79 47 2L =l e A
A8ka, 1 fellA 2t AR Z94s ok 71E Y AT Y E
Tk glojA A7 17A Ph HE2 e Q3] A ideE WA

a1, WE= ol FF deiEel 1 o7 FoE okEE HiA
Witk o] well= TAVE ZZe] AAld mebd efE= 3 AHe AzlS 74
SPHA ZZAEEZ Fgglolo} Tt TAVE EA|E 234 Ao ZzAE 4
g TN AsHoR dast darle dae Anmdl), azn A
27 B2

20159 A (A BaCrsemble®)) & TAV U3eA AS9E Aol =gz
2%, 718 13 W 9% AR Adel BA| ol A5AR A7l Ak
o] Ak 27 Welollolsh A7lEEE AR ©EHL PAES Tanjong Pagar
Railway Station)oﬂj\i Eﬂﬁﬁﬁﬂ,\ﬁ]— E}}—J—}ﬂ- ?—:—:‘l % %“/\] 7]—_‘:24_2. 75]-]?‘ %ﬂ?ﬂ'

o e EEHkeled], FF 71ee ol 1 7159 dukrE ‘duR R
ghl Agsforitt. o5 o R s TAV Lﬁ%ﬂ‘ﬂw}é Z=diA] o TAVZL
ol Aoz AN E2AES so} kel BAE
oAt} AzA oz (xMBx) S TAVE] & F4H =
Aa7] Slal olgate olgol, iz AN i
kel #3719 XPOME o ﬁxﬂiﬂ% LEAR EAIE A3kl | AZI7F =31
ok Aol Fdiv]ee] A4 544 ZRAE] sl Aol gk avlE o]F Al
=l olelE 17101715 k23

£ AAre-enactment) P31, A7EE2 A F 2012, AHEoMolA <A<fKcane)> 0 E T}
X AR F Zeke 7k o] ARIO] it ofe] AL AR, A% B, 2IES s
o] ol ofe] ¥gFel Aol =l sk e
22) B riEae] ofE~EE Uk FN FA s, shlla Agshix Asdles Slagitk
Lee Wen, “Lee Wen on Jason Lim“, At Asia Pacific, 2018, http://artasiapacific.com/, 734
2019.9.30.
23) Bt ZRAE Ga] 7 ok ZAhE Z4Re exdo] T = Holgert 7e
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A8} A Ao] EAZ o7 sA sk 2000 A7IEE ddn|E ATE TAV
£ o] FAS} 7]zl Faket AAERl G = Aelshs Heltk 71 2008
A7IEE olE FA|Y (Smgapore Art Museum)oﬂ/ﬂ-/] 2059 71 AA e #E &
So Hogke #AEE TAVE A7EEE dvnlsd] Slojd tiekdola Ad
Q1 25| 7ot & ﬂi Hi See & 5 ok TAVZE =7 A
TFHolghe A7tzE e AAd 2 Feske Al vie AR A 7ley
3 e Aol

}—uj—‘i—i “41 TAVZ} 34 SASkEHA Ao e A7FEE i
HAYS AT = gtk v TAVZE A7EE2e] of g Aol gdd Z2
o] 3wa 27 gk 23hEa o WEHs g b 23 F

7122 Fie A9 sl 22e 744 7R veed des
ooy B A AY, 22la A dse] Fel| g o]

Z5e AVlelZI= FE Aolth TAVE 98 d%she U, 9

toll Slo] A= 2220] A EAloll iAok glrt20 9|

Hog TAVE 33 ZRAEAXM g AREle] JHA-444 dHEFele &
s

g

j0

A=Y
L
]x%o] o

A, =71 Aol RS TTA 02 AuiiE) EAVIS A
S n% o] Ao Al 8EA Hgon, R rE <Huuso]
ojolz}, 1 ke Tololy} Aylek Bololyp sl B ptul Alde] 33

AA71 % ek

o] Ak U 25 Se Tavel 78S SUEY sk 99 79 FskKoh Nguang
How), 7187} Aol Bl(Jason Lee) T B £ 2015\ 39 8% A7jx= vgapt
A=Yl A T} tjEo] QIEIRES 483t Koh Nguang How and Jason Lee, A}
sle) QR AER S TR, 201538,

The Artists Village: 20 Years On, Kwok Kian-Woon, ed., Singapore: Singapore Art Museum and
The Artists Village, 2009.

Yvonne Low, “Positioning Singapore's Contemporary Art”, Journal of Maritime Geopolitics and Culture
2(1&2), 2011, pp.115-137.

e 22 B eR WgE 4 e “Alteriy”ol thsixle 27 BE7) ) Felele
Alo]ol] & =C]Pit) Lee Wen, “Sustaining Alterity in the Times of R(v)apid Changes”, The
Artists Village: 20 Years On, Kwok Kian-Woon, ed., Singapore: Singapore Art Museum and The
Artists Village, 2009.
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TAVE jale] 7bdela BAAQl FF el dust ZaAEd| R}
spEA BAlol ARFH| ojg— A e FAIEF olfrEo] HIZAA0
Auk AR wuls] EEM{; A% AAGTE TAVE] ZEAEE 2lER Flo]
T AAEQ 2] AR S 2ol e EAEe] dAF R FAs AR
& olarE WA HA Hl 4 4L sH @ Aoltk2) TAV ZRAEE =
7b AAA FRlolgte B4E ¢ FHeRE 1k ks donjed -
AR, o]59] AA| FEWAE ofzhle] ou]eA] “BA gle FHve] H
T Aolrks |3 wkE o Ipgea] A7EE ddinlee 21 guiAl A
Fololuks 7 Hrh. ofgilo] thEat o] 2| Ag%o] woltt.

o
a
al

Mo FohA ARIEE, 5 gom A Al 4 gl } e 1
Aldje] a7l 98] FRlele AREER 1 87l Agdks ARER (
SR vl olgjdt 271 wjBo), = ul& o3t AAT} o] AR S E3)

IS8 tE Fruds o Ap] ARl AldE Azeka 238 4 9k

4. Bo] WA Ao 2A ofeliEe] B 2lql

TAVE 2402 3E3d 2715 2 2)9lee Wen, 1957-2019) AxA2]
AAE =3t 9o} F8 Ak g)dle] HEHAE 249 Eold Ao o

27) TAVE P41 APulau UbinelA] eAEN Z203E 2930k o] exerle] 34 olf=
AEE BERA Ao, AAlRe FEAIbe] B Rkl AriE=9] ujAle] A @m—g
S0 E AP ks o zhatk v HlE A, 32 A Aol deAY ofdA
Q1 AoR FBIIA d4 AR]ol WiAlE AAERI ke =eiliAl He 23 rREEITE Hal
Foster, ©|95-2<1-2918] &4, FalAe] A%k, ok ZAAdiE S, 2003, 27-322%:

28) Giorgio Agamben, ko] 2 68-71%:
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Rediscovery of Locality and the Local Body

— Singapore Performance Art and Identity Politics

Lee Byunghee*

This paper explores the implications of identity politics in
contemporary art by analyzing the public art projects conducted by
Singapore TAV(The Artist Village) and the performance art series
Journey of a Yellow Man of Lee Wen (1957—2019). Singaporean locality is
an apparatus invented by the Singapore government to develop and
promote the national identity for enhancing Singapore’s global conpetitiveness.
I show how TAV’s projects as part of this apparatus offer us a chance
to reconsider the identity of TAV and the meaning of locality as well as
the role of contemporary art. As for Lee Wen's performance art, I show
how the artist's body conciliates otherness affectively and reciprocally in
these apparatuses. Ultimately, I argue that identity must be non—described
in terms of indescribable minority or irreplaceable singularity. In this
respect, the artistic emergence of such an identity plays a significant
role in dismantling and rupturing neoliberal state apparatuses.
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The Artists Village, Lee Wen, Locality, Singapore performance art,
Identity politics
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