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SCULPTURE 
 
Wolfgang Ink Mark Ziegler, Hang (Hang 2022-1970-1950), ethnographic conceptual 
sculpture, re-cut and re-hand-stitched tribal cloth on aluminium, Miao (Hmong) plain 
dark indigo dyed hemp, rests from a man’s jacket, probably China, 1950s or later, and 
Miao (Hmong)  blue and off-white wax resist indigo dyed hemp, rests from skirt panels, 
Northeast Thailand, 1970s, German aluminium hollow rods 2022. Work completed on 
19. 06. 2022 in Thalwil, Kanton Zürich. Photos Ziegler 2022. 
 
 
Approximate measurements between widest points 
• Suspended component, length: 34 cm, height: 21 cm, width: 10 cm. 
• Suspending device, length: 15 cm, height: 9 cm, width: +/-1 cm. 
• Supporting bracket, length: 13 cm, height: 13 cm, width: +/- 1 cm. 
 
 
 
 
 
 
 
 
MINI ESSAY 
  
1 
Hang and hang, German and English definitions of the artwork’s title 
 
2 
Descriptive account of the artwork Hang concluding the essay’s minimal version. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Text and layout, Wolfgang Ink Mark Ziegler 
Steinbach am Taunus, Hessen, DE, 29. 06. 2022 
All rights reserved for photos, essay and artwork Ó Wolfgang Ink Mark Ziegler 
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HANG 
1 

          I gave the title Hang to the artwork discussed in this essay, as it relates to all of 
the above mentioned German and English dictionary entries. Some of the points listed 
below examplify my understanding of how Hang relates to this set of lexical definitions, 
while others discuss the sculpture from a broader perspective. 
 
o Part of its structure is inclined or slopes down. 
o The whole work hangs above ground. 
o The work, like every other artwork of its group which I consider to belong to a 
genre which I have named ethnographic conceptualism, is made of both tribal and 
industrial materials, and is representative of my tendency (or propensity) to work with 
a tribal cloth’s motifs and shape freely, that is to say not in any obligated relation to its 
originally intended usage and significance.  
o It should not unsettle the viewer that an industrial component, in that case 
aluminium, has been combined with hand-made fabric. After all, like the artist, many 
viewers live in an industrial or post-industrial society. And, like the artist, they would 
not like to play silly games, pretending that they don’t. 
o Industrial societies have destroyed or damaged non-historical (i.e. tribal) human 
settlements very fast, while post-industrial societies are learning to value their once 
spurned cultural wealth very slowly. 
o Valuing a once spurned cultural heritage, or claiming to do so, is not too 
demanding; actively protecting  and fostering endangered cultures is harder. 
o Industrial and tribal materials have been used jointly because we live in a world 
where both types of society exist.      
o          Neither has the artist been day-dreaming about a noble savage, nor is the  
viewer presented with exotic escapism.  
o         When looking at Hang, we are not watching a Yankee film with actors wearing 
costumes imitating a tribe’s garments, in a colourful effort to enact romantic or heroic 
stereotypes set in the Wild East.  
o         The artwork does not rely on imitation or evocation.  
o         Hang would be damaged if touched by too many hands; nonetheless, touched  
or untouched, the dyed indigo has a radiating presence. This is due to the fact that the 
cloth has absorbed natural colour in water and has retained it while drying and after 
being washed and dried again. Furthermore, the monochrome indigo and the wax 
resist cloths have been worn as a garment and washed over a number of years in their 
respective place of provenance. 
o        The wax resist cloth has been tailored as a completely different type of garment, 
man’s trousers. The trousers have been worn and washed in different locations.  
o        Wear and tear and some damage, such as slashes and abrasion, impinge on 
the artwork’s quality and appearance. 
o     When the cloth is naturally or artificially lit, its colour radiates and another 
absorption takes place; light is absorbed, not reflected by the woven texture. 
o My favourite Joseph Beuys installation, Plight (1968-69), consists of upright felt 
rolls lined against the walls of an art gallery. By insulating the room, the felt released 
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warmth that surpassed the obligatory visual interest usually aroused by an artwork. 
Thinking about the exhibit, while in the gallery, was thermally biased by an in situ 
microclimate. Plight and Hang respectively focus on a fabric’s physical properties, 
respectively undyed felt and dyed hemp fibre. Aesthetic appreciation is thereby 
conditioned by tactile aspects that have to be perceived visually in order to preserve 
the artwork’s condition. Albeit, this restraint has a positive function; it instills the desire 
to touch without touching in order to understand the fabric fully. This can be done by 
thoughtful observation. 
o When looking at Hang with free-floating attention, eyes can metaphorically 
touch the sculpture. Minds too. 
o One of the habitual conditions for an artwork to be exhibited, is that it may not 
be touched; in museums alarms go off when a visitor gets too near a display. Touching 
a painting would not help us to understand it better and we know what touching wood 
or metal feels like. However, in Plight’s case, because of a surprising focus on 
temperature, and in Hang’s case: on opaque chromatic radiation, this knowledge is 
missing.  
o     The warmth generated by the rolls of felt is responsible for an unexpected 
perceptual experience. Similarly, the natural dyes that have been achieved after a high 
number of repeated cloth immersion followed by a cold wash, traditionally up to sixty 
times, astonish us with unusual tonal densities. Beuys used undyed felt and unaltered 
wax; the Miaos used wax to make a resist pattern set against in depth monochrome 
dyeing. 
o By the way, Hang is also part of an installation entitled A Wall, about which a 
separate essay has been written. All the sculptures displayed together on one or 
several walls, for that installation, are made out of several pieces of Miao cloth, 
whereby the installation ordinates different shades of indigo. 
o Beuys has been called a neo-dadaist, a title I hope never to be awarded. 
Dadaists, logical manualists and ethnographic conceptual artists are not to be taken 
for representatives of neo art movements. Dada is for ever. 
o The term ethnographic conceptualism refers to a western idea-orientated art 
practice confronted with incompatible tribal traditions, on the grounds that these 
traditions stem from incompatible non-historical societies. The incompatibility can be 
regarded as a stimulating asset, just as tribal artefacts can be regarded as objects 
whose intellectual and aesthetic merit is thoroughly equal to western artworks. 
o Conflicting opinions, traditions and practices can be considered positively. The 
insistence that conflicts have to be solved simplifies the issues at stake. Taking the 
stance that conflicts are valuable is likely to yield a more constructive outcome: some 
should be solved while others are better left unresolved. 
o         Not always and not systematically, but when the occasion warrants the strategy,   
considering incompatibility as a positive phenomenon makes sense.  
o     Given several societies peacefully living side by side, mutual respect is being 
shown when they do not attempt to influence one another and restrict communication. 
Which is what happens between civilisation and tribal habitats, as long as agriculture 
does not encroach on protected wilderness. 
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o       Even if mutual tolerance contains signs of suspicion and/or indifference, it is 
based on respect that could be increased, instead of decreased. 
o When someone is presented with a gift, the expectation is that the recipient can 
do what they want with that gift. I consider any material that I use to make art as a gift 
from life, be it bought or given, be it a tribal or an industrial object. 
o Not feeling any compulsion to acquire knowledge about a technique or a 
material is liberating. One runs the risk of making mistakes, which is an interesting risk. 
o Though making a lot of mistakes does not automatically generate a 
masterpiece, no masterpiece can be made without mistakes and no masterpiece can 
exist without flaws. A flawless masterpiece would be like wine without alcohol or 
alcohol without aromas. 
o Under a panel I unstitched, I discovered another layer of fabric which, though 
invisible when the garment was completed, had been sewn to perfection. Miao stitches 
are regular and generally have an interval of half a milimeter. I had never stitched with 
such a low interval before, but now I sometimes do. I learn by making. And I learn by 
making mistakes. And I am learning the beauty of making mistakes.  
o If the objects I make with Miao cloth are, in whatever way that criterion is 
understood, wrong, so be it. If they do not look right, in whatever way that criterion is 
understood, so be it. How pleasant not to worry about expectations that are not mine. 
o Of course, we travel to a place or do something with some expectations. But, is 
not the ultimate reward unexpected? 
o I started on this journey quite a while ago and have covered sufficient ground to 
be gratified by my current destination. 
o Making and using artefacts belongs to the tribal way of life. Since tribes have 
beliefs and value systems which are encoded in the artefacts they produce, the artistic 
and philosophical dimension associated to these objects is lived by their makers and 
users. 
o Living art and philosophy is a concrete collective tribal practice, but an ideal 
stroven for by disparate individuals in historical societies. 
o Ethnography processes knowledge and understanding of non-historical 
societies based on the study of their artefacts. Since I work with remnants of tribal 
artefacts and am interested in ideas developed in contrasting historical and non-
historical object making, the term ethnographic conceptualism seems a reasonable 
descriptor of my artistic practice. 
o I once assisted an ethnologist to update his written record of non-chartered Miao 
(Hmong) settlements in north-eastern Thailand and that ethnological experience was 
enjoyable and motivating, but it does not lie at the core of my artistic intention.  
o My artistic intention is to turn a negative phenomenon into a positive one, 
namely a type of ignorance pertaining to historical societies. Unlike the ethnographers 
and ethnologists specialised in a specific field, I know little about the Miaos (Hmongs) 
and do not actively study their culture on location or academically. My ignorance has 
many advantages, instead of learning from books about Miao textiles, I learn from the 
textiles themselves. Instead of researching artefacts, I work with them. 
o Working with entirely handmade cloth grants me a vicarious contact with nature 
through Miao hands. Plant fibre has been spun and woven and dyed with another plant; 
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the cloth’s appearance and feel finalise these processes that are a blend of natural and 
human contribution. 
o  I wrote: a vicarious contact with nature through Miao hands, because I fear that 
a direct contact has become tentative for modern humans who have failed to commune 
with nature for too long, to be now able to understand it at will. Working with Miao cloth 
does not only support my artistic quest to intuit nature, it also helps me to be less 
negative about humans, since the cloth represents the achievement of human groups 
who  respect nature. 
o Ignorance is bliss, when I touch, smell, wash, dry, store, handle, cut, stitch the 
indigo cloth; I learn from it what written traditions cannot teach me. 
o Ethnographic conceptualism refers to my strong preference for working with 
textiles of tribal origin whose damaged condition gives me the experimental freedom 
to recycle them on a par with any other natural or cultural material. 
o My practice of recycling vintage or historical western or tribal textiles into art 
excludes a recovering of their intended function (e.g. as a everyday, festival or ritual 
garment, curtain, blanket, carpet or tablecloth, etc.) 
o The sculpture is designed to hang well, as the upper part hooks the main body 
it supports, and as supporting bracket and main body are made out of the same 
materials, and are equally significant constitutive elements of the displayed artwork.  
o Viewers are meant to get the hang of my ethnographic conceptual practice. 
Remnants/fragments of old tribal cloth are re-cut and reworked so that the cloth’s 
original appearance is preserved and rejuvenated in a modern sculpture. The artwork 
neither emulates nor appropriates a non-western artefact, it strives to let the artefact’s 
materials assert themselves in an experimental artistic formulation that fuses old and 
new forms and components.  
o Procedural ideas inspired by the cloth’s textural and visual characteristics 
emphasise its versatile quality as a (re-) hand-stitched fabric able to function three-
dimensionally.  
o The salvaged cloth’s materiality radiates in a form that relates tribal to modern 
in infinitite connections; this endless cross-cultural opening is the sculpture’s artistic 
statement. 
o The sculpture’s endless cross-cultural opening liberates the artist from a 
restrictive cultural identification. 
o The artist has no respect for his ego. That he respects indigo cloth points 
towards a different kind of belonging, one shared by all things and by all who make 
and/or use things: a sense of belonging to infinity. 
o The fact that I have transformed indigo cloth does not mean that I am more alive 
and more meaningful or important than that material. On the contrary, its life reaches 
me. 
o         Stating that I do not feel more important than cloth formed under a tradition, and 
by necessity deformed through traditional and further usage, means that I do not feel 
more important, as an artist and a person, than the tribal people who made it.  
o        Saying or thinking that tribal people are more important than their artefacts and 
that artists are more important than artworks, or that material possessions are less 
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important than the people who own them, makes sense superficially. In my monist 
philosophy life is matter, therefore living well means correctly relating to matter. 
o I have found the cloth and the cloth has found me. 
o I need to restore worn and misshapen cloth to a new form, so that I realise that 
it lives.  
o When I realise that the cloth I am working with, is alive, I know that I relate to an 
object I want to relate to.  
o Working with Miao cloth is like being invited to stroll in a private garden and then 
being politely asked to leave. 
o Laozi must have said something like: If you do not want everything, you can 
have everything you need and enjoy your life. 
o Mass-produced goods do not seduce me and, regrettably, my contempt for them 
does not harm their producers and distributors. Do I want them? Some of them are 
useful. 
o Hand spun, wowen and dyed indigo cloth instills in me the kind of respect I do 
not always have for things and consequently people, or people and consequently 
things.  
o Tolerance can evince token respect, as well as indifference. Just because 
tolerance is better than intolerance does not make it a panacea.  
o As if it were not obvious enough, we magnify the difference, rather than the links 
between things and people. People make things, things are used by people. No people, 
no things; no things, no people. 
o My philosophy falls under stoic materialism. I recognise that life is matter, but 
am critical of matter transformed by humans. Does matter transformed by humans 
celebrate or vilify life?  Does it respect or endanger life?  And when it fails to respect 
life, how could matter transformed by humans hold their recipients in great esteem? 
o Not all of us feel revolted by destructive consumerism, not all of us feel elated 
by objects crafted in symbiosis with the natural world. 
o The idea of recycling has been greenwashed as a practical idea, seldom 
galvanised as a core belief and attitude. Recycling Miao cloth into an artwork is a 
sacred, not a trivial act. Sacred means recognising and honouring and enjoying matter 
coming from the earth. 
o Sacred means meaningfully harnessing, sharing and utilising resources, as 
opposed to consuming processed resources as written on the tin. 
o One could be tempted to dismiss the idea of sacred acts, sacred values and 
symbols, just because it is associated with mainstream and fringe religious movements 
whose practices have shed doubts on spiritual entitlement. Nonetheless, would it not 
be foolish to dismiss an idea because we disapprove of those misrepresenting it? On 
the contrary, would it not be sensible to define and thus salvage that idea as we 
understand it, in strong contradistinction to those who abuse and threaten it? 
o I could call my monist philosophy sacred materialism to emphasise a 
commitment to all stages of matter, not only ascending from primordial to refined, but 
evolving and revolving between these axes as well as others. What I call my philosophy 
is not unimportant, but less important than how I live it. 
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o The cloth or cloth fragment, which was no longer suitable for practical re-use by 
tribal people and which possesses neither notable rarity, nor a condition lending itself 
to museum display and scholarly research, ethnographically retains tribal specificity 
when converted into a three-dimensional artwork.  
o If the recycled cloth’s tribal specificity became perceptible in the artwork to a 
public more interested in anthropology than in art, it could complement ethnographic 
collections by showing that recycled traditions have a future celebrating the past with 
infinite novelty. 
o Against accusations that the sculpture Hang appropriates a non-western 
culture, I would argue that age, wear and damage are responsible for the appropriation. 
They had already taken what was not given to them and had changed the artefact’s 
condition irreversibly before it was converted into an artwork. 
o Against accusations that my sculpture has no value in itself but owes its 
existence to the Miao cloth it recycled, I would reply that this criticism is fair and true, 
and that I accept it as a compliment.  
o If a Miao (Hmong) person would praise my sculpture, I would feel humbled; 
nevertheless, one person can only represent, not be, a whole culture. I would feel sorry 
if a Miao (Hmong) person were offended by my sculpture; nonenetheless, one person 
or a small group cannot be a subsitute for a whole culture, however strongly they 
identify with their heritage, and however little or well they are familiar with it.  
o Since the 1970s Miao (Hmong) textile traditions have struggled to relate to tribal 
ways of life impacted by globalisation; as a result, they have to re-invent themselves 
or die.  
o Textiles that pretend to uphold a tradition that no longer exists end up selling as 
cheap goods. These are characterised by low standards of workmanship, simplified 
design and construction, and customised functionality. Their appeal to shopping 
tourists hallmarks a survival that baffled tribal identities posture as folk tradition.  
o At least, I try to do something valid with the remants of Miao cloth that I have 
acquired, some people turn them into accessories, such as cushion covers, zipped 
bags or pencil cases. These mercantile items are pretty, pretty sad. They are tragically 
decorative. 
o Any heritage belongs to the future. Any heritage confined to the past suffers 
from forced confinement and deteriorates into misrepresentation and retentitve 
conservatism. The future is an invention of the past, long may it live on.  
o What is new and what is old can both be old in a negative sense, but what is 
new can never be newer than what is oldest. 
o When we sense the future in the past, we open doors that  look onto endless 
vistas.  
o Constantly re-aligning past and future, we sense infinity, and eternity moves our 
body and touches our mind. 
o When we sense eternity and infinity touches our body and moves our mind, we 
possess energy and confidence. 
o When we possess energy and confidence, we really want to live. 
o.        Living is relating to matter, relating to matter forms reality. 
o.        Reality is relational. 
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2 
o The uppermost section of the sculpture which I entitled Hang has a hooked curved 

shape which supports the rest of the work composed of similar pieces. 

o All pieces were made with hand-sawed and bent sections of hollow alluminium rod 

clad in tribal cloth.  

o Once I decided which one would be the uppermost section, all hand-stitched 

hooked-shaped sections, bar that particular one, were hand-stitched together. 

o Otherwise, there is no difference between the uppermost and all other sections.  

o The overall composition is a result of all the components having been tightly 

stitched together and hanging from one similar piece. 

o All bar one hang from the one that could have been stitched to them, had another 

piece been chosen to fulfill the supporting function.  

o Another common feature is that hand-stitched folded strips of the same fabric have 

been made for the lower and upper sections. 

o One strip hangs from the upper and holds the lower section. 

o Other strips are wrapped, tied and hand-stitched to various pieces, either to provide 

additional thickness and weight, or contrast in texture and hue.  

o Referring to German and English dictionary entries to elaborate on the title bears 

limited significance compared to the preceding procedures. 

o What matters about the title (Hang) or any other title that draws attention to the 

work’s in situ presentation, is that it spells out how a considerate use of matter can 

achieve wonders. Recycling what could have been waste, not dumping it, was no 

waste of my time. 

o By the way, when the sculpture’s uppermost section is taken off the wall and 

rejoined to the body (consisting of very similar elements), Hang can stand. 

o I am not sure what Hang stands for, or if it should stand for anything other than 

itself. Fact is, with the uppermost section hooked to the body, Hang stands by itself. 

o ........................... 

o ...................... 

o .............. 

o ........ 

o ... 

o .. 

o . 

o  
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