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Editorial

Silpa Bhirasri (Journal of Fine Arts) Volume 13, Issue 1, presents a total of nine academic articles,

which can be grouped into four categories as follows:

Artistic Adaptation and Transformation in Relation to Chinese Culture; 1) The article by Yufei
Kong et al., explores the meaning of color in the costume of Minnan Glove Puppetry, suggesting that
the transformation of colors corresponds with the characters’ development and reflects the structure
of traditional beliefs and thought systems. 2) The article by Fei Chen et al., examines the transforma-
tion of three former industrial sites in China into spaces for art and culture, highlighting both successful
outcomes and the unique challenges faced in each location. 3) The article by Pancheewa Butrach and
Piyasaeng Chantarawongpaisarn studies classic novels in Ming dynasty and the adaptation in Ukiyo-e art
as Japanization, showing how artists reinterpret the source material and transform the original Chinese
narrative into a Japanese visual context. 4) The article by Piyasaeng Chantarawongpaisarn analyzes the
work of contemporary Chinese artists who borrow from traditional Chinese painting methods to create
new expressions, arguing that although rooted in traditional forms, the underlying concepts and artistic

styles have undergone significant transformation.

The second catagory, Contemporary Art Analysis; 1) The article by Sutee Kunavichayanont
examines the use of camouflage and concealment in the works of contemporary artists, noting how
these methods serve as tools for critique and confrontation of complex and sensitive social issues. 2)
The article by Duenchayphoochana Phooprasert et al., applies phenomenological theory to analyze
contemporary artworks that utilize natural materials, emphasizing their potential to convey multilayered
meanings. 3) The article by Dharakorn Chandnasaro invites readers to consider the delicate and often
ambiguous line between copying, inspiration, and imitation, through three case studies in contemporary

performance art.

The third catagory, Art Education and Learning Development; The article by Sarita Juaseekoon
et al, proposes a set of principles for teaching contemporary art to upper elementary students, offering

a framework for collaboration between schools and art institutions or galleries.

The last catagory, Artistic Creation; The article by Thanarit Thipwaree presents a creative painting
project developed in collaboration with Artificial Intelligence (Al), aiming to explore the roles, functions,

and potentials of human and non-human cooperation in the creative process.

Silpa Bhirasri (Journal of Fine Arts) extends its sincere gratitude to all authors, peer reviewers,
and readers who continue to play a vital role in advancing scholarly knowledge in the arts and who

have consistently supported our journal with interest and dedication.

Editor
Silpa Bhirasri (Journal of Fine Arts)



disucd / Table of Content

The Five Elements Color Symbols in Costumes of 1-24
Minnan Glove Puppetry

Yufei Kong, Pongdej Chaiyakut, Poradee Panthupakorn

-

druanunidriovAus:naulutngovudvmeauovnmsuaav
Kuns:usnWIKDuKUU

wewly A, waray lyeans, N3 Wugning

A Comparative Study of the Transformation of Old 25 - 60
Industrial Sites in China into Cultural and Creative Parks

Fei Chen, Pongdej Chaiyakut, Poradee Panthupakorn

msfAnuvidssulisumswaguudavwunaaainnssui
tuus:inASutduasudcuusssuuazasivassa

weldy, waray lveans, N5d Wugnins

avzuKvniswsivua:niswsivtudau: 61-12
T ANITYIUUN

q

-2, 2

Art of Camouflage and Camouflage in Art

Sutee Kunavichayanont

uusomvumswauuganonssuAad:souales SinsSulniSou 13 - 140
stQuuUs:aufnuadudang nscdfAnu
KDAAUIUSSSUUKVNSOINWUKIUAS

3o Wordna, Unuun Uiy, el nesdnn

Guidelines for Developing Contemporary Art Activity
Packages for Upper Elementary School Students:
A Case Study of Bangkok Art and Culture Centre

Sarita Juaseekoon, Patumma Bumpentan, Aniwat Tongseeda

denenaradndualderkboua:msnangilucddutuviudAad: 141 - 166
Aluw:

Uudn yns1y, Josuas Junsrdlnena

Chinese Ming Classic Novels and Japanization in
Ukiyo-e Art

Pancheewa Butrach, Piyasaeng Chantarawongpaisarn



daisucd / Table of Content

SDVSDYUKVAIUNSVD: FaqsssUBIANUUSINMSAISNe 167 - 196
tuAau:soualy
Foumeauy guiziady, 3
Foue Dugraiug

Ty dnsSau, vy Anliling, U3 1ames,

Traces of Memory: Natural Materials and
Phenomenology in Contemporary Art

Duenchayphoochana Phooprasert, Vichai Sithiratn,

Pishnu Supanimit, Preecha Thaothong, Chaiyosh Isavorapant

Aav=uKomshiudivtudasnssuduus:ztwisdouals 197 - 224
Jozuas Junsredlnda

Appropriation Art in Contemporary Traditional Chinese
Painting

Piyasaeng Chantarawongpaisarn

msouunAMuuandivs:kIvnmsAaaan mslasu 225 - 250
usvvumald ua:NMst3guuuy: NMs3tAsiKwalauavanswa
LBVASIVASSATULIUUNINNSSU

55105 YuUNULaLS

Distinguishing Copy, Inspiration, and Imitation:
Analyzing the Dynamics of Creative Influence in Dance

Dharakorn Chandnasaro

TasvmsasivassAanaviudad:dodsims Wadhwidoou Al 251 - 280
Jdasnssufoo:ls?
sugUA ANEINS

Academic Art Creation Project When | Asked Al What Is
Painting?
Thanarit Thipwaree



o1

The Five Elements Color
Symbols in Costumes of
Minnan Glove Puppetry’

Yufei Kong?
Pongdej Chaiyakut?®
Poradee Panthupakorn*

Received: October 2, 2024 / Revised: November 17, 2024 / Accepted: November 27, 2024

https://doi.org/10.69598/sbjfa273948

! This article is a part of Ph.D. Dissertation “Identity and Costume Art in Minnan Cloth Puppet Theater for
the Design of a Digital Exhibition: 'Costumes of Cloth Puppetry"”

* Doctorate candidate, Ph.D. (Visual Arts, Art of Design and Cultural Management), Faculty of Fine and Applied Art,
Burapha University; e-mail: 564511096@qqg.com

® Professor, Faculty of Fine and Applied Arts, Burapha University, e-mail: pongdej.ch@buu.ac.th
“ Professor, Faculty of Fine and Applied Arts, Burapha University, e-mail: poradee@buu.ac.th



Abstract

This study conducts a systematic analysis of costume colors in Minnan Glove
Puppetry through the lens of the Five-element Color Theory. As a traditional form of folk
art, Minnan Glove Puppetry not only conveys ethical and social frameworks within Chinese
culture through its exquisite craftsmanship and dramatic performances but also imbues
characters with symbolic meanings that reflect their personalities and fates. This paper
analyzes the classic play "Nv Zhongkui" and explores the symbolic meanings of colors in
their costumes, along with their connections to traditional Chinese Five-element color
theory. The study reveals that red signifies power and loyalty, green symbolizes vitality
and integrity, yellow indicates the importance of status, black embodies the spirit of in-
tegrity, and white suggests tragedy and pure fate. These color choices not only assist the
audience in identifying the social status of the characters but also reflect their personality
traits and destinies. Additionally, this paper highlights the significance of Five-element
color theory in drama costume design, underscoring its profound influence on tradition-
al cultural beliefs, ethics, and social structures. By examining the changes in color, this
study reveals the close relationship between character development and changes in fate.
Color plays a specific role in conveying emotional tension and symbolizing social class.
This paper provides a new perspective for comprehending the cultural value of Minnan
glove puppetry, highlighting the philosophical and social significance of color in traditional

Chinese culture, thereby reinforcing the understanding of its deeper cultural meanings.

Keywords: Minnan Glove Puppetry / Five-element Color Theory / Costume Color / Cultural

Symbolism / Theatrical Costumes
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1. Introduction

Minnan Glove Puppetry is a cultural gem of traditional Chinese drama, embodying
a long-standing history and profound cultural heritage. As an ancient folk art form, it not only
encapsulates the essence of folk theater but also manifests a vibrant and dynamic artistic
form through its meticulous puppet craftsmanship, theatrical performance techniques, and
symbolically rich costumes. It holds significant cultural influence, particularly in southern
China, including Fujian and Taiwan. Through its elaborate costumes, diverse color schemes,
and refined performance techniques, Minnan Glove Puppetry conveys intricate layers of
Chinese traditional culture, including ethics, social hierarchy, and philosophical perspectives
on life. In this performance medium, costume color transcends mere decoration, functioning
as a powerful cultural symbol. These colors convey a spectrum of meanings, reflecting the
character’s personality traits, social status, and even their narrative destiny. The selection
of costume colors in Minnan Glove Puppetry is not driven solely by aesthetic preferenc-
es but is deeply interwoven with traditional Chinese cultural principles, especially the

Five-element Color Theory, highlighting its philosophical and symbolic importance.

In dramatic performance, color holds significant symbolic value, directly influenc-
ing the audience's emotional response and cognitive perception through visual stimuli
(Song, 2016: 126-129). In traditional Chinese culture, the Five-element Color Theory derives
from the foundational principles of the Yin-Yang Five Elements Theory, which correlates
the five fundamental elements of nature-metal, wood, water, fire, and earth-with specific
colors: white, green, black, red, and yellow. Each of these colors is imbued with distinctive
symbolic meaning. The Five-element Color Theory has not only played an essential role
in ancient Chinese philosophy, medicine, and architecture but has also been extensively
applied in traditional arts such as costume design, drama, and painting (Dai, 2018). Each
color within this framework symbolizes not only an elemental force but also corresponds
to natural phenomena, including seasons, cardinal directions, internal organs, and climate
patterns, positioning the Five-element Color Theory as a critical interpretive framework
for understanding traditional Chinese art. Consequently, the application of this theory in
traditional drama, particularly in costume design, carries profound cultural and symbolic

importance, reinforcing both the visual and narrative dimensions of the performance.



In Minnan glove puppetry costume design, the usage of color is subject to strict
conventions, intricately linked to the Five-elements Color Theory. Different colors are
employed not merely to signify specific roles, identities, status, or character traits, but to
embody profound cultural symbolism (Zhao, 2016: 61). Despite the clear traditional cultural
underpinnings guiding color usage in Minnan glove puppetry, systematic academic explo-
ration into the symbolic meanings and theoretical foundations of these choices remains
limited.

This study seeks to address these gaps by systematically analyzing costume colors
in Minnan glove puppetry through the lens of the Five-element Color Theory. It explores
both the symbolic meanings embedded in colors and the broader cultural values they
represent. By synthesizing the theoretical framework of the Five Elements with the practi-
cal application of color in glove puppetry, this research endeavors to uncover the latent
cultural symbols and artistic values inherent in traditional theatrical costumes, thereby
offering fresh perspectives and methodologies for the academic analysis of color in tradi-

tional theater.

2. Objectives

(1) To critically examine the correspondence between the costume colors in Minnan
glove puppetry and the traditional Chinese Five-element Color Theory, elucidating the
philosophical foundations and cultural contexts that underpin these color choices within

the theatrical framework.

(2) To explore the symbolic significance of distinct costume colors and assess their

contributions to character construction and the representation of social status.

(3) To uncover the artistic value and cultural meanings embedded in the costume
colors of Minnan glove puppetry, thereby enriching the academic discourse on the appli-

cation of color in traditional theater.



3. Research methodology

(1) Literature analysis: This method involves a systematic review and analysis of
academic papers, monographs, and ancient texts to comprehensively examine existing
research and theories pertaining to the costume colors of Minnan Glove Puppetry and

their cultural symbolism.

(2) Field research: This involves visiting the Minnan Glove Puppetry Heritage Pro-
tection Center to observe performances and document the application of costume colors

in character portrayal, thereby obtaining first-hand empirical data.

(3) Case study: The classic play “Nv Zhongkui (ufjﬁ]ﬂsqa) ” is selected for an in-depth
analysis focusing on the costume colors of primary and secondary characters. This method
investigates the choices and transitions in costume colors, examining their connections
to character traits, identities, and fates, while interpreting the embedded Five Elements

Color Theory and cultural symbolism.

4. Literature review

China's Five-element Color Theory (blue, red, yellow, white, and black) is intrinsically
tied to the Yin-Yang and Five Elements philosophical framework, reflecting ancient Chinese
thought on the cosmos, nature, and social order (Yang, 2004). This theory permeates various
aspects of Chinese religion, politics, and culture, and is extensively applied in theatrical
costume design. Qi (1935) observed that the use of Five Elements colors in drama not only
symbolizes characters' traits and fates but also reflects social hierarchies. Cui et al. (2020:
64-73) explored how Peking Opera costumes, specifically through the "upper and lower
five colors" system, symbolize characters' identities and social statuses. In Chinese drama
studies, color functions not only as a visual element but also as a vehicle for symbolic
philosophical and cultural semiotics. Tan (2000) noted that traditional drama employs
specific colors to represent personality traits and social roles, with red and yellow often
symbolizing loyalty, bravery, and imperial dignity, srounded in the Five-element Color
Theory. Wu (1998) further emphasized that the design of traditional theatrical costumes

embodies both artistic beauty and specific ethical, social, and cultural values.



Both domestic and international scholars have conducted research on Chinese glove
puppetry, encompassing in-depth discussions on the origins and development of Chinese
puppetry (Xu & Xin, 2007); exploration of the artistic forms and performance techniques of
Chinese puppetry (Chen & Clark, 2010: 333-365); and, with the continuous advancement
of technology in recent years, scholars have increasingly focused on the application of
digital technology in glove puppetry. For instance, Zhao et al. (2019: 139-154) studied how
digital technology can enhance cross-cultural audiences' understanding and engagement
with traditional Chinese puppetry. The researchers developed a digital gesture library us-
ing three-view archives and tangible interfaces to support cross-cultural appreciation of
puppetry. Wu (2009) explored the application of motion capture technology in puppet
performances, demonstrating its potential for improving both performance quality and

audience experience.

While foreign scholars may not directly engage with China's Five Elements Theory in
their cross-cultural research on color symbolism, the universality of color semiotics remains
a focal point. Gage (1999), in Color and Meaning: Art, Science, and Symbolism, examined
color symbolism across cultures, arguing that despite cultural differences, historical and
philosophical contexts often shape artistic expression. This cross-cultural approach offers
insight into the symbolic use of color in glove puppetry, especially in conveying complex

social and cultural meanings.

Research on Minnan glove puppetry has primarily focused on its performance style
(Liang, 2015: 57-58), artistic characteristics and aesthetic value (Zheng & Wang, 2019: 58-61),
artistic merit (Zheng, 2017: 36), and puppet modeling (Huang, 2017: 124-125). However,
there has been limited academic inquiry into the role of color in puppetry costume design.
Therefore, this paper seeks to investigate the symbolic meanings of Minnan glove puppetry
costumes through the lens of the Five Elements Theory, contributing to a broader research
perspective and deepening the understanding of the puppetry's philosophical and cultural

foundations.



5. Results

5.1 Traditional Chinese Five-Color System

The traditional Chinese five-color system is rooted in the Five-element Theory, which
has evolved over millennia through continuous cultural enrichment. The five traditional
colors—blue, red, yellow, white, and black—correspond directly to the five elements:
wood, fire, earth, metal, and water. These colors are imbued with deep cultural, social,
and religious significance. Widely applied in ancient rituals, religious practices, and official
attire, this section will examine the role of the five-color system in traditional clothing,

focusing on its standardized color schemes and symbolic meanings.

5.11 Formation of the Five-Color System

The traditional Chinese Five Elements Color Theory is rooted in ancient Chinese
cosmology and natural philosophy. According to this theory, all phenomena in the universe
are composed of five fundamental elements: wood, fire, earth, metal, and water.
As articulated in the Book of History, Hong Fan, "The Five Elements are water, fire, wood,
metal, and earth. Water moistens, fire burns, wood bends and straightens, metal
conforms, and earth nurtures crops and builds walls (Wang & Wang, 2023)." These elements
exist in a system of mutual generation and mutual restraint (Figure 1), where wood generates
fire, fire generates earth, earth generates metal, metal generates water, and water generates
wood; at the same time, metal restrains wood, wood restrains earth, earth restrains water,

water restrains fire, and fire restrains metal.

This cyclical and dynamic relationship among the five elements not only explains
natural phenomena but also serves as the philosophical foundation for the corresponding

color associations in traditional Chinese thought.
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Figure 1
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This theory not only influenced Chinese natural philosophy but also profoundly
shaped the development of color theory. In the traditional Five Elements Color Theory,
each of the five elements—wood, fire, earth, metal, and water—corresponds to five
primary colors: blue, red, yellow, white, and black. These colors are imbued with specific
symbolic meanings and functions within the Five Elements framework. They are not
independent entities but rather a synthesis of ancient beliefs in natural laws, mythology,

and ritual practices (as shown in Table 1).



Five Initial Five Colors Symbolic Meaning of Colors

Elements | Meaning

Metal Metal White Purity, Brightness, Calmness

Wood Plant Green & blue (Qing) | Growth, Upwardness, Vitality

Water Liquid Black Profundity, Mystery, The Unknown

Fire Heat Red Warmth, Passion, Vitality

Earth Land Yellow Stability, Moderation, Connection to Earth

5.1.2 Standardization and Symbolization of the Five Colors

In ancient China, traditional colors were often described with reference to tangible
objects, such as “lacquer black” (derived from the natural lacquer produced by lacquer
trees), “snow white,” and “cinnabar red,” which helped anchor color perception in con-
crete terms. However, when describing the five fundamental colors—blue, red, yellow,
black, and white—single words were typically used. To better standardize the five colors,
Xiao (2011) noted that "the feathers of traditional Chinese pheasants (‘pheasants') exhibit
the full spectrum of these five colors." This concept is rooted in Zheng Xuan’s annotations
to the Zhou Li, which explicitly identified pheasant feathers as the standard for dyeing the
five colors. The pheasant, as a symbol of auspiciousness in Chinese tradition, resonated with
the ancients' admiration for beauty. Combined with traditional dyeing techniques, the five
colors drawn from pheasant feathers became practically achievable. Consequently, the

standardization of these five colors, as derived from nature, is visually represented in Figure 2.

Jin Mu Shui Huo
& 7/ )<




The Book of Rites mentions “Jade Ornaments” (as cited in Xiao, 2011) states: "The
clothes are of the primary color, the skirts are of the secondary color, and only the colors
listed above can be worn by the public." Zheng Xuan's note: "It means that the crown
is black on the top and purple on the bottom." Kong Yingda's commentary: "Black is the
color of the sky, so it is the primary color; purple is the color of the earth, a mixture of red
and yellow, so it is the secondary color. The primary colors are blue, red, yellow, white,
and black, which are the five colors of the five directions; the non-primary colors are the
five secondary colors, which are green, red, blue, purple, and black (Gao, 2021). From
this, we can know that Chinese traditional clothing has divided the primary colors and
secondary colors based on the five elements. The primary colors are the colors produced
by the mutual generation of the five elements, while the secondary colors are obtained
by combining the colors of two elements that are mutually restrained according to the

principle of the mutual restraint of the five elements (as shown in Figure 1&3).
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Figure 3
The non-primary colors
Note. The above intermediate colors are taken from the middle value of two adjacent colors, for ref-

erence only



Primary colors represent masculine and dominant forces, while secondary
colors symbolize feminine and supportive elements. This distinction reflects the Yin-Yang
dichotomy inherent in traditional Chinese philosophy, where complementary forces interact
to create balance (Zhang, 2014). The division of primary and secondary colors illustrates
the unity of opposites, a key principle in Chinese cosmology. By assigning primary colors to
active and dominant roles and secondary colors to passive and supportive roles, this color
theory further embodies the fundamental balance between Yin and Yang. Intermediate
colors are created by mixing two primary colors, thus embodying the elemental attributes
associated with both. For instance, pink, which results from the combination of red and
white, possesses elemental qualities that include fire, represented by red, and metal,

represented by white.

5.2 The "Five Colors” System in Traditional Drama Costumes

The "Five Colors" system in traditional Chinese drama costumes is an extension and
evolution of the Five-element Color Theory, refined through long-standing stage practice.
This color system not only adheres to the fundamental principles of the Five Elements
but also integrates the specific requirements of dramatic performances. By doing so,
it enhances the visual impact and cultural symbolism of the costumes, allowing colors

to play a pivotal role in reinforcing character identity and narrative significance on stage.

According to Qi’s study (1935), the "upper five colors" used in the central part of
traditional costumes are red, green, yellow, black, and white, while the "lower five colors"
include purple, powder pink, yellow, and lake blue. This differentiation in costume colors
reflects varying levels of cultural expression and serves to distinguish social classes and
character types. The selection of these colors stems from the Five-element Color Theory,
with the emphasis on harmonizing visual aesthetics and cultural symbolism on stage,

adapting to historical shifts in color interpretation and audience expectations.



Color Red Green Yellow Black White
Attributes

Upper

Use of colors | (1) Tops
(2) Upper-class clothing
(3) Highlighting character traits

Color Pink Royal Blue Lake Blue Purple Xiang Se
Attributes (Fragrance
Color)

Lower

Use of colors | (1) Bottoms
(2) Clothing for the lower class
(3) Highlighting the character's personality traits

5.21 The Upper Five Colors and the Upper Class
The "Upper Five Colors"—red, green, yellow, black, and white—are primarily in
order to represent characters of high social status or special distinction. These colors not

only create a striking visual impact on stage but also carry deep cultural symbolism.

Red: Symbolizes passion, power, and loyalty. It is often associated with nobles and
loyal, brave characters such as Guan Yu, whose red robe represents both his courage and
devotion.

Green: Represents vitality, energy, and harmony. Green is used for upright and
brave characters or those living in harmony with nature, such as the earlier depiction of

Guan Yu with a green mask, symbolizing justice.



Yellow: Traditionally the imperial color in China, yellow denotes supreme authority.
In drama, it is reserved for emperors or high-ranking figures to emphasize their majesty.

Black: Signifies integrity and solemnity. Black costumes often depict upright and
resolute characters.

White: Represents purity, integrity, and nobility. It is commonly used for tragic or
virtuous characters, and is associated with mourning, hence also used in solemn or tragic

scenes.

5.22 The Lower Five Colors and the Lower Class
The "Lower Five Colors"—purple, pink, royal blue, lake blue, and fragrance col-
or—are employed to portray lower social strata or civilian characters. These softer colors

create less visual impact but offer diverse symbolic meanings.

Purple: While traditionally noble, in drama purple is used for characters of lower
status but with mysterious or strong personalities.

Pink: Denotes weakness and gentleness, often used for gentle, soft-natured female
characters.

Royal Blue: A solemn color often used for characters of neutral or tragic status.

Lake Blue: A calm and gentle color symbolizing quietness and humility, used for
harmless or peaceful characters.

Fragrance Color: A light yellow symbolizing warmth and simplicity, typically used

for ordinary, hardworking individuals at the lower end of the social hierarchy.

5.3 Color Symbolism of Costumes in Minnan Glove Puppetry — An Analysis
Based on Nv Zhongkui

As a significant form of traditional Chinese theater, Minnan glove puppetry is renowned
for its intricate craftsmanship and profound cultural meaning. The play Nv Zhongkui tells
the story of the protagonist, Man Jiaorong, who, along with her husband, faces adversity
on their way to the imperial examination in Beijing. Disguising herself as a man, she overcomes
numerous challenges with wisdom and bravery, ultimately becoming a martial arts scholar.
Throughout the play, the evolution of Man Jiaorong's identity is mirrored through the
symbolic use of costume colors. This study analyzed the costume colors of the protagonist,
key supporting characters, and minor roles in Nv Zhongkui, exploring their relationship with

the Five Elements Theory and their role in character symbolism. Through this analysis, the



unique symbolic meaning of costume colors in Minnan glove puppetry will be revealed,
demonstrating how color serves as a medium for visual and emotional expression in the

performance.

5.3.1 Analysis of the Main Character's Color: The Transformation of Growth

Man Jiaorong is the protagonist of Nv Zhongkui, symbolizing the struggle of women
for self-realization within a traditional society. Initially portrayed as a diligent housewife,
she disguises herself as a man to participate in the imperial examinations. Despite facing
numerous challenges, she ultimately succeeds and attains an official position. Her narrative
exemplifies the resilience of women in the face of adversity and their quest for equality
and respect, prompting the audience to reflect on the challenges and accomplishments

of female characters.

As the protagonist of Nv Zhongkui, Man Jiaorong's costume colors symbolize not
only her evolving identity but also her character development and shifting fate. Over the
course of the play, her costume colors can be divided into three distinct stages, each
representing a phase of her personal and emotional journey. The following table outlines
these transformations, and the corresponding symbolic meanings associated with each

stage of her clothing:



Stage

Costume

Colors

Five

Elements

Symbolism

Image

Early

Light
yellow,
Lack blue

Earth
Wood

Represents traditional femininity, softness,
stability, and harmony, suited to her early
gentle nature. Yellow is typically associated with
individuals of noble status. In this context, light
yellow is employed to foreshadow the
character's significant position in the subsequent
development of the plot, as well as to
underscore their identity as a major character.
Lake blue is selected for Man Jiaorong,
reflecting her status as a commoner at this time.
Her color choice aligns with the attributes of
the five elemental colors appropriate for her

societal standing.

Growth

Pink

A mixture
of Fire and
Metal

Pink, a mixture of fire and metal (red and
white), is typically regarded as one of the
lower five colors, symbolizing the lower class.
However, its color symbolism and cultural
connotations differ at this stage. The color pink
embodies the qualities of red, which signifies
passion, vitality, and courage, while white
represents purity and innocence. Man Jiaorong’s
choice to wear pink clothing reflects her
bravery and tenderness in complex situations,
implying her tenacity and wisdom in challeng-

ing traditional gender roles.

Peak

Red

Fire

In this context, the red color symbolizes power
and success, marking the pinnacle of Man
Jiaorong's destiny as she becomes the "female
leader." Her red official uniform serves as a
reflection of her social status and authority,
underscoring her success and achievements.
This choice of color aligns with the character’s
state of power and glory at this stage of her

journey.




As the narrative of Nv Zhongkui progresses, Man Jiaorong’s costume colors shift to
reflect her evolving inner strength and changing fate. Initially, the light yellow and blue
signify her early vulnerability and traditional demeanor. As she grows, pink represents her
emerging independence and strength, signaling her transformation. Finally, red symbolizes
her ultimate success, wisdom, and bravery. The relationship between her clothing colors
and her fate is closely intertwined, with each change in color marking her personal growth

and the significant shifts in her destiny.

5.3.2 Analysis of the Colors of the Main Supporting Characters: Strength
and Support

In Nv Zhongkui the two most significant supporting characters are Man Jiaorong’s
husband, Shi Mingxu, and Princess He Xiuhua, whom she encounters while disguised as
a man. Shi Mingxu is a student who loves to study. He studied hard for ten years in order
to go to Beijing to take the exam. On the way, he encountered robbers and was rescued
by an old man who was knowledgeable in medicine. The old man also taught him his
medical skills. In the end, he became an outstanding medical officer through his own efforts.
He Xiuhua is the emperor's sister. She has never had to worry about food and clothing since
she was a child. She was attracted by the heroine who dressed as a man and became her
good friend. In terms of the plot, the characters of Shi Mingxu and He Xiuhua both play
active supporters in the story and are positive characters. Shi Mingxu’s character symbolizes
the integrity and honesty expected of a scholar, while He Xiuhua embodies the gentleness
and sweetness characteristic of noblewomen. These traits are strongly conveyed through

their costume colors:



Stage

Costume

Colors

Five

Elements

Symbolism

Image

Shi

Mingxu

Lake blue

Wood

Lake blue is associated with the lower
five colors. The choice to wear cloth-
ing of this hue aligns with the charac-
ter's status at that time as a scholar
lacking significant achievements. The
blue costume conveys calmness and
wisdom. It gives the audience a visual
sense of peace, reflecting his rational

and thoughtful nature.

Shi
Mingxu

White

Metal

White is the color he chose after
becoming an official. It conveys the
character's integrity and fearlessness,
symbolizing his sense of justice and
fortitude. On the other hand, this color
choice emphasizes his characteristics
as a medical officer. In the traditional
Chinese color attributes, white symbol-
izes purity and holiness, and medical
officers who treat illnesses and save
lives are representatives of these no-

ble qualities.

He Xiu-

hua

Red

Fire

As a princess, He Xiuhua wears red

to signify her noble status. Red is a
symbol of authority, dignity, and her
elevated social standing.

In traditional concepts, red is regarded
as a festive and noble color, typical-
ly reserved for individuals of certain

status.




5.3.3 Analysis of the colors of minor supporting characters: identity and

status

Among the minor supporting characters, the costume colors of the two elders are

the most distinctive. They include the lively and sharp-tongued old lady in charge of the

palace, known as "Wang Po," and the respected elder "Mr. Xiao," who offers assistance to

Man Jiaorong. The details are presented in the following table:

The dark red, a complex blend
of fire and water (red and black),
represents dignity, majesty, and
wisdom. Mr. Xiao's dark red attire
reflects his social status and role
characteristics, highlighting his
authority in both morality and

wisdom.

Character | Costume Five Symbolism Image
Color Elements
Wang Po Red & Fire & Red symbolizes passion and
Black Water authority, The choice of color
reflects her identity as the house-
keeper in charge of the palace. As
an older woman, she avoids over-
ly bright colors in her clothing.
Instead, she opts for black, which
best conveys mystery, depth, and
stability. This color choice also
indirectly suggests to the audi-
ence that Wang Po possesses an
upright character.
Mr. Xiao Dark Red | A mixture | Red symbolizes energy and
of Fire and | authority, while black conveys
Water mystery, calmness, and wisdom.




The costumes of two characters are both composed of red and black. Wang Po's
costume features red and black exclusively, while Mr. Xiao's dark red attire represents
a combination of red and black. Although the colors differ in intensity, they both

fundamentally embody the meanings associated with these two colors.

5.34 Different Applications of the Same Color

In the realm of drama costumes, the same color can convey different symbolic
meanings for various characters, enabling the audience to understand their inner and
social roles from multiple perspectives. For instance, in Man lJiaorong, red symbolizes
success and inner strength, while in He Xiuhua, it emphasizes nobility and authority. This
application illustrates that color serves not only as a symbol of identity but also as a carrier
of emotion and personality. Through contrast and resonance, colors carry deeper symbolic

meanings within the narrative.

The use of the same color in the play can facilitate plot development and enhance
emotional tension. For example, Wang Po's red costume employs humor and wit, creating
a stark contrast with the red worn by Man Jiaorong and Shi Mingxu. This juxtaposition not
only underscores the personality differences among characters but also allows the audience
to experience the real challenges and pressures faced by the characters while enjoying
the humor. Such applications of color enhance the audience's emotional experience and

deepen their understanding of the core conflicts within the plot.

In traditional Chinese drama, color usage adheres to specific cultural and artistic
norms. The same color may manifest in different characters to reflect particular social
classes and character traits. This flexibility in color application allows the play to portray
more complex character relationships and social contexts while remaining rooted in

tradition.

6. Conclusion

The conclusion based on the analysis of costume colors in the play Nv Zhongkui
demonstrates the deep relationship between the costume colors in Minnan glove
puppetry and the traditional Chinese Five-element Color Theory. Costume colors serve

not just as decoration, but as a symbolic system reflecting characters' identities, destinies,



and personalities. Through the visual and cultural symbolism of the Five Elements colors,

the narrative depth and emotional resonance of the drama are enhanced.

Symbolic Meaning of Five Elements Colors: The Five-element Color Theory, integral
to ancient Chinese philosophy, suides traditional drama costume design. The colors of gold
(white), wood (green/blue), water (black), fire (red), and earth (yellow) embody distinct
cultural symbols that allow audiences to identify characters' identities and deeper traits,

creating a dual language of visual and cultural symbols.

Color Changes and Character Fate: The dynamic evolution of costume colors,
especially for the protagonist Man Jiaorong, aligns with the laws of the Five Elements,
symbolizing her growth and the unfolding of her destiny. Her costumes transition from light
yellow and blue (earth and wood) to pink (fire and gold), culminating in red (fire), reflecting

her progression from a gentle woman to the powerful "Female Champion."

Construction of Emotional Tension: The application of the Five Elements colors
also enhances stage emotional tension. Colors such as red (fire) symbolize power and
excitement in climactic moments, while black (water) and yellow (earth) convey calm
and stability, helping portray characters' emotional shifts and deepening the audience's

experience.

Color Symbolism and Social Class: Through a comparative analysis of different
characters utilizing the same color, the study reveals the multifaceted functions of color
in conveying emotions and social symbols. For instance, the distinct applications of red
on Man Jiaorong and He Xiuhua not only reflect their respective identities and personality
traits but also deepen the audience's understanding of the characters' inner conflicts. This
finding underscores the symbolism and emotional tension inherent in color within drama,
providing a fresh perspective for comprehending the complex interpersonal relationships

and social backgrounds among characters.

Five Elements Culture and Theatrical Colors: This study reveals how the Five-
elements Color Theory is visually expressed through costume design in Nv Zhongkui, where
colors function both as aesthetic elements and complex cultural symbols. This enriches
audience understanding of character development and enhances the artistic expression

of the play.
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Abstracts

In the context of rapid urban development, the reuse of old industrial sites has
become a significant topic in urban renewal. This study examines three representative
cases: Beijing's 798 Art District, Nanjing's Chenguang 1865 Cultural and Creative Industry
Park, and Chengdu's Eastern Suburb Memory Fashion Creative Industry Park. It explores
their similarities and differences in terms of geographical location, transportation conditions,
and functional layout, as well as their respective successes and challenges. The research
employs a combination of literature review, case analysis, and field investigation to
conduct an in-depth analysis of these parks. The findings indicate that all three parks
have successfully integrated historical culture with creative industries, benefiting from
advantageous geographical locations and transportation access. However, they also face
significant challenges, including commercialization pressures, rising rents, and insufficient
integration of cultural resources during their development. To address these challenges,
this study proposes strategies to balance commercialization with cultural value, deepen
the cultural exploration of industrial heritage, and enhance the sustainable development
capabilities of these parks. By optimizing internal infrastructure and promoting community
engagement through diverse cultural activities, these parks can improve the visitor experience
and solidify their role as cultural and creative hubs. Drawing on the successful experiences
and potential issues identified in the case studies, this research aims to provide theoretical
support and practical guidance for future urban renewal projects, contributing to the

sustainable transformation of old industrial sites into vibrant cultural spaces.
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Background of the Study

The development of contemporary art in China has undergone a process of
diversification since the reform and opening-up in the 1980s, followed by
internationalization influenced by globalization in the 1990s, and further expansion in
the 21st century through marketization and the rise of art districts. In this process, the
transformation of old industrial areas into art spaces has become a significant phenomenon,
not only driving the development of cultural and creative industries but also serving as an

important means of urban renewal.

The Chinese government attaches great importance to cultural and creative
industries, viewing them as key to economic transformation and the enhancement of
national soft power. Through policies such as the 13th and 14th Five-Year Plans, the
"Cultural Industry Revitalization Plan," and others, the government has encouraged the
transformation of old industrial sites into cultural and creative parks. This has been
supported by measures such as financial subsidies, tax incentives, land policies, and special
funds to promote local implementation. At the same time, these policies emphasize
the protection of industrial heritage, the construction of urban cultural brands, and the
integration of internationalization with localization, providing a favorable policy environment

for the development of cultural and creative spaces.

In this context, how to revitalize former industrial sites through creative design
and functional transformation has become a key issue in the fields of urban planning and
cultural management. Beijing's 798 Art District, Nanjing's Chenguang 1865, and Chengdu's
Eastern Suburb Memory are exemplary cases of the adaptive reuse of old industrial sites

in China.

Beijing's 798 has become a global model for cultural and creative industries due to
its unique contemporary art atmosphere and international platform. Nanjing's Chenguang
1865 integrates historical culture with technological innovation, injecting new vitality into
the city. Chengdu's Eastern Suburb Memory, with its diverse cultural and creative industry
cluster featuring local characteristics, has formed a unique competitive advantage.
These parks, by combining industrial heritage with cultural creativity, have provided new

momentum for urban development.



However, these parks also face numerous challenges in their development process,
such as land planning, cultural resource integration, and market-oriented operations.
Through a comparative analysis of Beijing's 798, Nanjing's Chenguang 1865, and Chengdu's
Eastern Suburb Memory, the successful experiences and potential issues of China's
industrial site transformation can be summarized, providing theoretical support and

practical guidance for future urban renewal projects.
Research Objectives

(1) To explore the similarities and differences in geographic location, transportation
overview, and functional layout of different parks.

(2) In order to derive the successful experiences and potential issues of Beijing's
798 Art Zone, Nanjing's Chenguang 1865 Cultural and Creative Industry Park, and Chengdu's
Eastern Suburb Memory, and to provide theoretical support and practical guidance for

future urban renewal projects.
Scope of the Study

The scope of this study includes the following aspects: First, reviewing the
historical background and current development status of the three parks; second,
analyzing the geographical location and transportation conditions of the three parks; third,
summarizing the functional layout characteristics of the three parks; fourth, identifying
the successful experiences and challenges faced by the three parks; and finally, proposing

specific solutions to enhance the sustainable development of the parks.
Research Methods and Conceptual Framework

To ensure the depth and breadth of the research, the following methods and

theories will be adopted:

1. Literature Review Method

This study is based on a comprehensive literature review, systematically organizing
the documentation and cultural context related to the transformation of three old
industrial parks into cultural and creative spaces. The aim is to obtain extensive and detailed

information on the historical evolution, current status, and development of the three parks.



2. Case Study Method

Three representative parks in China -Beijing's 798 Art Zone, Nanjing's Chenguang
1865, and Chengdu's Eastern Suburb Memory- are selected for a comparative study of
similarities and differences. This aims to provide theoretical support and practical guidance

for future urban renewal projects.

3. Field Research Method

This study employs field research methods, conducting on-site visits to Beijing's
798 Art Zone, Nanjing's Chenguang 1865, and Chengdu's Eastern Suburb Memory. Through
participatory observation and in-depth interviews, comprehensive data and original
information about the cases are collected, covering aspects such as geographical and
transportation conditions, commercial formats, and cultural activities. Floor plans and

functional zoning maps are also created.

4. Interdisciplinary Research Method

An interdisciplinary research approach is adopted, integrating knowledge from urban
planning, architecture, and industrial economics. This allows for a comprehensive analysis
of the functional planning, architectural characteristics, and development operations of
the three parks. From an interdisciplinary perspective, the study explores strategies and

outcomes for transforming old industrial sites into cultural and creative spaces.

To clearly present the research concepts and methods, the researchers have

developed a conceptual framework.

The Historical Background and Current Literature Review
Development Status of the Three Parks. and Organization

Conduct field visits to the three parks to create

Field Investigation floor plans and functional zoning maps.

Analyze the geographical location,
transportation, and functional zoning.

%, Common points of success, highlights, and
challenges faced.

For sustainable development and as a .
reference for future projects. Propose solutions

Figure 1
Conceptual framework of this study



Literature review

With the acceleration of globalization and the rapid advancement of urbanization,
many cities are facing the issue of idle and declining old industrial sites. These sites
were once the core of economic development during the industrialization era, but with
industrial restructuring and technological progress, many traditional industries have gradually
withdrawn from the stage of modern urban development. The reuse of old industrial sites
is not only an important component of urban renewal but also a key pathway to achieving
sustainable development (Xu et al, 2017: 81-84, 101). Before transformation, these areas
primarily focused on manufacturing functions and lacked diversified economic activities.
After transformation, through the introduction of cultural and creative industries, these
areas have gradually evolved into comprehensive creative parks integrating art, culture,
and commerce. This transformation not only preserves historical and cultural heritage but

also meets the diverse needs of modern society (Liu et al, 2018: 93-97).

The protection and reuse of industrial heritage occupy a significant position in
urban planning. Studies have shown that the redevelopment of industrial sites can not
only preserve the historical memory of cities (Luo & Cao, 2023) but also stimulate regional
economic vitality through the introduction of cultural and creative industries. Functional
distribution plays a critical role in this process, as reasonable functional positioning can
effectively integrate resources and enhance the ecological and economic benefits of the
parks (Liu et al, 2023: 206-208). Furthermore, the development of cultural and creative
industries relies on a strong historical and cultural foundation. By protecting cultural heritage
and exploring intangible cultural heritage, creative economies can be supported, achieving

a win-win situation for both culture and economy (Ye, 2021: 40-41).

This study selects Beijing's 798 Art Zone, Nanjing's Chenguang 1865 Cultural and
Creative Industry Park, and Chengdu's Eastern Suburb Memory Fashion and Creative Industry
Park as typical cases for comparative analysis. These parks share certain similarities in terms
of geographical location, transportation conditions, and functional layout, but they also
exhibit their own unique characteristics. Beijing's 798 Art Zone, with its international artistic
atmosphere and multicultural exchanges, has become a gathering place for global artists
(Meng et al, 2024: 1473). Nanjing's Chenguang 1865 Creative Industry Park showcases a rich

historical and cultural heritage by blending historical and modern architectural styles and



introducing diverse commercial formats (Wang, 2009: 855-862). Chengdu's Eastern Suburb
Memory Park, on the other hand, has formed a comprehensive cultural and creative
industry cluster that caters to different groups through multifunctional performance
venues and a variety of cultural activities (Shi, 2022: e8548). The comparative study of these
cases helps to reveal the commonalities of success and unique practical experiences in

the transformation processes of different parks.

Results

1. Case Overview

This study selects three representative cases: Beijing's 798 Art Zone, Nanjing's
Chenguang 1865 Cultural and Creative Industry Park, and Chengdu's Eastern Suburb Memory
Fashion Creative Industry Park. These cases are elaborated upon in terms of their historical

evolution, geographic location, and current status.

11 Beijing 798 Art Zone

The 798 Art Zone was originally known as the 718 Joint Factory, established in
1951. Primarily manufactures radio components and other electronic equipment. The
buildings within the factory area are primarily in the Bauhaus style, characterized by the
simplicity and functionality of modernism. In February 2002, American Robert rented the Hui
People's Canteen of 798 and established an art bookstore as the first art institution to set
up in the area, gradually forming a clustering effect and spontaneously creating a small art
district. Over more than 20 years, the site transformed from an abandoned old industrial
park into a vibrant modern art district, becoming an important platform for cultural and
artistic exchanges between China and abroad (Li & Lin, 2022: 120-124).



Year

Event

1951 The 718 Joint Factory was established in the Jiuxiangiao area.

1964 The Fourth Ministry of Machine Building dissolved the 718 Joint Factory
structure and established directly affiliated factories: 706, 707, 718, 797,
798, and 751.

1999 The 798 Factory merged with the other five factories to form the Beijing
Sevenstar Huadian Science and Technology Group Co., Ltd., abbreviated as
"Sevenstar Electronics."

2001 Due to the reorganization of assets from the original six factories, some
properties were left unused.

2002 American Robert rented the Hui Min Canteen and established an art

bookstore, becoming the first art institution to settle in 798.
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The Beijing 798 Art Zone is located in the Dashanzi area of Jiuxiangiao Subdistrict,
Chaoyang District, Beijing, and is also known as the Dashanzi Art District. It is surrounded
by Wangjing SOHO and numerous office buildings, making it a bustling area in Chaoyang
District. The art zone is adjacent to the Airport Expressway and is a 15-minute walk from
the nearest subway Line 14, offering convenient transportation. It is 10.5 kilometers from

the Forbidden City and 8.5 kilometers from the Olympic Forest Park.
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The Beijing 798 Art Zone has a total area of 690,000 square meters, with a building
area of about 230,000 square meters, including over 70,000 square meters of Bauhaus-style
architecture. Cultural and creative institutions make up nearly 80% of the total number
of institutions in the park. The entire park was replanned in 2022, reserving the core area
for cultural, artistic, and international exchange institutions (A1, A2, A3). In addition to the
original Creative Plaza (E2) and Bauhaus Plaza (E1), several new public plaza spaces have
been added, such as Electron Plaza (E3) and Tongxin Plaza (E4), which can be used for
markets, performances, street dance, skateboarding, and other diverse cultural and artistic

activities.



Table 2
Diagram of Some Buildings in the Beijing 798 Art Zone

Number Name Image

Al German Cultural Center

-Goethe-Institut (China)

A2 Persian Cultural and Art

Center

A3 Bahrain Cultural Center

B1 798 Art Center

B2 798 Children's Art Center




Table 2 (continued)

Number Name Image
B3 Hive Center for Contemporary
Art
C1 UCCA Center for Contemporary
Art
c2 Lattice International Art Museum
3 Meilun Art Museum
D1 Galleria Continua (Beijing)




Table 2 (continued)

Number Name

D2 White Box Art Museum

D3 Long March Space

E1l Bauhaus Plaza
E2 Creative Plaza
E3 Electron Plaza

F1 "Wandering in Beijing"




1.2 Nanjing's Chenguang 1865 Cultural and Creative Industry Park

The predecessor of the Nanjing's Chenguang 1865 Cultural and Creative Industry
Park was the Jinling Machine Manufacturing Bureau, founded by Li Hongzhang in 1865. It
was an important military industrial production base in modern China, primarily used for the
manufacturing of ordnance products. After more than 150 years of changes and continuous
development through the late Qing Dynasty, the Republic of China, and after the founding
of the People's Republic of China, it has been hailed as a "museum" of modern Chinese
industrial architecture. The industrial buildings, constructed during different periods, feature
architectural styles that include the blue bricks and black tiles of the late Qing Dynasty,
the Bauhaus style of the Republic of China period with brick and stone walls, and the red
brick buildings from after the founding of the People's Republic of China.Jointly developed
by the Chenguang Group and the government, the Nanjing Chenguang 1865 Creative Park
officially opened in 2007 (Jiang & Ding, 2022: 136-138).

Year Event

1865 | Li Hongzhang established the Jinling Machine Manufacturing Bureau here, and the
location of the 1865 park is at the center of this historic site, from which it derives

its name.

1928 | Renamed Jinling Arsenal.

1937 | With the outbreak of the Anti-Japanese War, the Jinling Arsenal was forced to relo-

cate westward to Chongging.

1945 | After Japan's surrender, the factory returned to Nanjing and was renamed the 21st

Factory, Nanjing Branch.

1949 | Renamed East China Ordnance General Plant.

1980 | Renamed Nanjing Chenguang Machinery Factory, focusing mainly on the production
of

optical instruments and precision machinery.

2006 | The mechanical production lines of Chenguang Machinery Factory were relocated to

other industrial areas in Nanjing.

2007 | The Nanjing Chenguang 1865 Creative Park officially opened.
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Figure 4

Nanjing's Chenguang 1865 Cultural and Creative Industry Park Location Analysis Map.

The park is located on the southern side of Nanjing's city center, just 1.2 kilometers
from the Confucius Temple. It is bordered by the Qinhuai River to the north and Yingtian
Avenue to the south, with the Zhonghua Gate Fortress visible across the river. The area
boasts convenient transportation, Accessible by bus and Metro Line 8. Within a three-
kilometer radius, you can reach attractions and commercial areas such as the Yuhuatai

Scenic Area, the Confucius Temple Qinhuai Scenic Belt, and the Hongyuecheng Shopping
Plaza. Within a seven-kilometer radius, you can access the Zhongshan Scenic Area, the Ming

Palace, the Xinjiekou Commercial Street, and Mochou Lake Park, among other commercial
areas and attractions.
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Figure 5

Nanjing's Chenguang 1865 Cultural and Creative Industry Park Layout Map.



The park covers an area of 210,000 square meters, with a building area of
approximately 110,000 square meters. It preserves over 50 industrial buildings from the
late Qing Dynasty, the Republic of China period, and post-liberation. These include nine
Qing Dynasty industrial buildings, 23 from the Republic of China period, and 26 modern
buildings constructed after liberation, along with five commercial buildings built after the

establishment of the park.

The seven remaining Qing Dynasty buildings are mostly small in scale, featuring
brick wall structures with small window areas, divided into two groups: one group consists
of machine workshops (B1, B2, B3) built in the 1860s and 1870s, which are two-story brick
and mixed structures relocated south of Majia Mountain; the other includes the Yan Copper
Smelting Factory (E11), Machine Factory (A8), and Wood Factory Building (E9) built in the

1880s, made of brick-and-wood structures scattered in different areas.

Most buildings from the Republic of China period are in the Bauhaus style, with
brick and stone walls and uniform windows. The large "Z"-shaped factories (A1, A2), built
in 1936, are located west of the main entrance, featuring steel beams and a zigzag roof
design. Seventeen elongated workshops, primarily serving as riverside material warehouses

(E8), are in the park's northwest, with internal wooden frames spanning over 18 meters.

The post-liberation buildings are simple and modern, divided into tall factories and
multi-story factories. The C4 Special Modification Factory in the southeast is built with red
brick and cement, offering large internal spaces. Multi-story factories along the central axis
and eastern side have concrete-clad exterior walls and 3-5 story frame structures, mainly

used for offices.



Table 4
Diagram of Some Buildings in the Beijing 798 Art Zone

Number Name Image

B1-3 Jinling Ordnance Exhibition Hall

E11 Yan Copper Smelting Factory

A8 Machine Factory

E9 Wood Factory Building




Table 4 (Continued)

Number

Name

Image

Al

Fande Art Districtr

c2 Yongyin Coin Museum
E8 Material Warehouse
ca Modification Factory




1.3 Chengdu's Eastern Suburb Memory Fashion Creative Industry Park

The predecessor of Eastern Suburb Memory was the Chengdu State-owned
Hongguang Electron Tube Factory, established in 1958. Primarily used for the production of
electron tubes, the architectural style is mainly industrial buildings from the Soviet-aided
period, preserving industrial relics such as water towers and chimneys.In 2007, the Chengdu
municipal government and relevant departments decided to transform it into the Eastern
Suburb Memory Cultural and Creative Industry Park. The park gradually developed into
a comprehensive cultural space that integrates various cultural and creative industries,
including music, art, design, and film and television (Zhao, 2022: 242-244).

Year Event

1958 The Chengdu State-owned Hongguang Electron Tube Factory marked the
establishment of China's first large-scale comprehensive electronic beam tube

backbone enterprise.

2009 The renovation project was launched, combining cultural and creative

industries to create a music industry base.

2011 The "Chengdu Eastern Music Park" officially opened for operation.

2015 The Dongjiao Memory Internet Creative Industry Park officially opened.

2019 Dongjiao Memory was officially designated as the "Chengdu International
Fashion Industry Park."
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The Chengdu Eastern Suburb Memory International Fashion Industry Park is located
at No. 4, Jiannan Branch Road, outside the Second Ring East, Chenghua District, Chengdu.
It encompasses the Erxiangiao, Fuging Road, and Tiaodenghe streets. Situated in the core
section of the "Golden Middle Ring" outside Chengdu's Second Eastern Ring, it forms the
Shibangiao business district along with Dongjiao Memory, Vanke Tianhui, and Longfor Binjiang
Tianjie, making it the most vibrant fashion center in Chengdu. It is 5.5 kilometers from the
Chunxi Road business district, with the Dongjiao Memory Station on Metro Line 8 nearby,

offering convenient transportation. This is a comprehensive industrial park that integrates
culture, creativity, and fashion.
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The "Eastern Suburb Memory" factory area covers approximately 21 square kilometers.
It includes factory office buildings built with Soviet assistance before the 1950s and various
types of factory buildings constructed from the 1950s to the early 1990s. Both Building 2
and Building 3 have preserved their industrial architectural features, with Building 3 being
transformed into a Memory Gallery, while Building 1 was structurally altered to become
a performance center. Buildings 4, 25, 30, and 31 are interconnected by various industrial
pipelines, which were converted into an industrial cross street during the park renovation.
The water tower, chimneys, pipelines, and rust-stained lathes have all been preserved. The
other buildings have undergone internal modifications to maintain their industrial heritage

features while achieving unity with their commercial functions and the overall park style.

Number Name

1 International Art Exhibition Center

3 Memory Gallery

4, 25, 30, | Industrial Cross Street
31




Table 6 (Continued)

Number Name
54 Stage North Building
A Chengdu Stage
B Locomotive Square
C Skateboard Park
D Dongshan Music Plaza




2. Geographical Location and Transportation Analysis

The three spaces are located in Beijing, the capital of China; Nanjing, the capital of
Jiangsu Province; and Chengdu, the capital of Sichuan Province. As as shown in Figure 8,
these three spaces are quite far apart, showcasing the unique transformation characteristics
of different regions in China. They fully leverage their geographical advantages to attract
different types of visitors. Each of the three parks is served by three or more bus stops or
metro lines, enjoying convenient public transportation support.Refer to Table 7 for specific
details.

Figure 8
Case Distribution Topographic Map



Location Geographical Description Traffic Conditions
Beijing 798 | Located in the Jiuxiangiao area of Surrounded by multiple bus routes,
Art Zone Chaoyang District, Beijing, close to the park is also accessible via Metro
international enterprises and embassy Line 14. It is close to the airport,
areas making it suitable for driving.
Nanjing Located in Qinhuai District, Nanjing, near | Surrounded by multiple bus routes,
Chenguang | the city center, rich in historical and you can also take Metro Line 3 and
1865 cultural atmosphere, integrated with walk 400 meters, or drive to avoid
cultural ambiance and historical tourism | peak hours.
resources
Chengdu Located in Chenghua District, Chengdu, Surrounded by multiple bus routes,
Eastern an old industrial area, utilizing rich you can also take Metro Line 8 and
Suburb industrial heritage resources as a walk 500 meters, or drive to avoid
Memory backdrop to promote the development | peak hours.

of cultural and creative industries




Location Functional Layout Diagram Functional Layout Description
Beijing 798 i Hﬁg‘ ;Ewﬁ: E?i The park is divided into six sections:
Art Zone i = ﬁﬁ@ U}jzﬂ C A-F, with each area centered around

__________ ’i@@ﬂiﬁ””‘ an international cultural exchange
Q%@ﬂ center and galleries.
Tl
e
e \
L‘!Fi\\]

Nanjing The park is divided into: Industrial
Chenguang . N Exhibition Area, Creative Culture
1865 \\\\\\\%\ Area, Cultural Tourism Experience

< é/\i\\%@;\\ Area, Technology Incubation Area,
/ N \\\fi \\“//[‘Pﬁ' Creative Exhibition Area, Hilltop
:/ Tl ™ :‘:} El}:u}l?:giz(”\g%‘?;:?ﬁg | Leisure Area, and Riverside Scenic
CO0  wa xitorss ——=)—|Lzone [ | | ] Belt.

Chengdu The park is divided into four main

Eastern 7 districts: Performing Arts District,
Suburb (I New Cultural and Creative Arts,

Memory ] i Chengdu Stage, Cyberpunk Art, as

| Cotral » well as the North Street Food
E(E%vae | %?5:::39 RABIRSL || BonasnanRees District, and two major groups:
E Dongshan Re’est and No. 7 Creative
Box.

The analysis of the functional layout of Beijing 798 Art Zone, Nanjing Chenguang 1865,
and Chengdu Eastern Suburb Memory highlights the importance of spatial management
and design details. Each park demonstrates unique strategies in spatial division to meet

the needs of their cultural and creative industries.



The 798 Art Zone is an open cultural space divided into six sections (A-F), each
accessible from all sides. Its functional layout centers around international cultural
exchange centers and galleries, which occupy more than 80% of the total area. In 2022,
the park underwent a re-planning process, adding several public squares, which seamlessly
integrate exhibition and leisure areas within each section, creating a dynamic and

continuous cultural exchange platform.

turaland Art Centefis

Figure 9
Functional Layout Map of Beijing 798 Art Zone

Nanjing Chenguang 1865 Creative Industry Park emphasizes the thematic display of
historical buildings. The industrial exhibition area is near the main entrance on the south
side, built around three Qing Dynasty buildings and sawtooth factory buildings from the
Republic of China era, offering a "museum-like" cultural display experience upon entry.
The cultural tourism experience area is on the left of the main street, while the creative
culture area is located in the northwest, gathering numerous creative enterprises. The
technology incubation area in the southwest is the core driving force for development.
The creative exhibition area utilizes former workshops and squares to showcase

creative products and host various events. The hilltop leisure area at Majiashan provides



a beautiful natural environment, and the riverside fashion lifestyle leisure area runs east
to west, offering diverse leisure facilities, forming a complex living space that combines
history and creative industries.environment, and the riverside fashion lifestyle leisure area
runs east to west, offering diverse leisure facilities, forming a complex living space that

combines history and creative industries.

Figure 10

Functional Layout Map of Nanjing Chenguang 1865

Chengdu Eastern Suburb Memory divides the park into several sections, each
with unique thematic functions. The southeastern Dongshan Re’est section was the first
successfully developed area, followed by the southwestern No. 7 Creative Box, which
provides space for small studios and outdoor social interactions, supporting the interaction
and collaboration of different creatives. The central avenue and Chengdu stage serve as
new fashion venues accommodating over a thousand people, dedicated to brand displays
and public communication. North Street has been transformed into a small shop area,
enhancing visitability and integrating various dining experiences. The industrial cross street

has been uniquely transformed into an adventure area through lighting modifications.



The entire park includes a performance arts district with large-scale performance and ex-
hibition venues, providing a broad platform for cultural and creative activities, integrating

multiple independent IPs, making the park vibrant and creative.
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Overall, these three parks each have distinct characteristics in their functional
layout. Through effective spatial management and design, they have successfully
transformed old industrial sites into vibrant cultural and creative industry parks. The careful
planning of exhibition content and activities, combined with clever spatial layouts, further

enhances the cultural appeal and economic benefits of the parks.

4. Analysis of Successful Practices and Existing Challenges
4.1 Successful Practices
Through the study of three cases, the specific successful measures for transforming

old industrial sites into cultural and creative parks are summarized as follows:



Beijing 798 Art Zone

Nanjing Chenguang 1865

Chengdu Eastern
Suburb Memory

Historic
building

preservation

On the basis of
preserving industrial

buildings, it has

Combine historic buildings
from the Qing Dynasty and
the Republic of China era

Restores and repurpos-
es old factory buildings,

transforming them into

and become an interna- with modern styles to cre- | multifunctional spaces

utilization tional art community, | ate tourist attractions, and creating over 20 di-
attracting global artists [ showcasing the charm of | verse performance and
and creative profes- historical culture and exhibition venues.
sionals. artworks.

Event Organize diverse Organizes cultural activ- Host thousands of

Planning exhibitions and cul- ities, such as historical cultural events, at-

and Cultural

tural activities, with

exhibitions and creative

tracting numerous first

Appeal the main attractions markets, to highlight the exhibitions, premieres,
including the UCCA historical and cultural sig- | debuts, and flagship
Ullens Center for nificance of the park while | stores, such as the first
Contemporary Art, encouraging ARTE fully immersive
the Bahrain Cultural public participation. art museum in main-
Center, and the Per- land China, catering to
sian Culture and Art all age groups.
Center.

Integration By attracting galler- Introduces renowned Enrich the cultural

of Economy

and Culture

ies and international
exchange centers, it
integrates art with
commerce, creating

a sustainable eco-
nomic model while
maintaining its cultural

identity.

commercial, entertain-
ment, and office formats
such as "Vander," showcas-
ing immense economic
potential while integrat-
ing cultural elements like

design and creativity.

experience through the
introduction of new
formats and brands,
such as the Shuyanfu
panoramic immersive
Han culture-themed

dining show.




The three parks have successfully built unique cultural ecosystems by preserving
and transforming historical industrial buildings, fully leveraging their distinctive cultural
resources. By integrating urban cultural characteristics and hosting diverse activities, they
have attracted a large number of tourists and art enthusiasts, becoming an essential part
of urban cultural development. Specifically, the 798 Art Zone brings together artists from
around the world, enriching cultural diversity; the Nanjing Chenguang 1865 Creative Industry
Park blends history and modernity, showcasing cultural heritage while introducing renowned
commercial formats; and Chengdu Eastern Suburb Memory has created a comprehensive
cultural and creative industry cluster through multifunctional performance venues and a
variety of cultural activities. These successful practices have not only enhanced the cultural

influence of the parks but also promoted economic development and social interaction.

42 Existing Challenges

In the study of Beijing 798 Art Zone, Nanjing Chenguang 1865 Cultural and Creative
Industry Park, and Chengdu Eastern Suburb Memory Fashion and Creative Industry Park, it
is evident that while these parks have achieved remarkable success in their transformation

processes, they still face some challenges, summarized as follows:



Location | Main Challenges Specific Issues

Beijing 798 | Balancing Commercialization | With the acceleration of commercialization, the

Art Zone | Pressure and Artistic strong commercial atmosphere within the park

Atmosphere has forced many artists and institutions to leave.

Meanwhile, the continuous rise in rent has
significantly increased their financial burden. As
new cultural and creative parks emerge, the 798
Art Zone faces increasingly intense competitive
pressure.

Nanjing Insufficient Functional The lack of a comprehensive macro

Chen- Facilities and Industry development strategy has led to resource un-

guang Clustering derutilization. The delayed development of

1865 parking facilities impacts the overall
environmental quality. Furthermore, the
protection and reuse of heritage and non-
heritage buildings lack sound legal regulations,
resulting in simplistic and unregulated renovation
practices.

Chengdu | Insufficient Exploration of The park primarily serves as a platform for artistic

Eastern Industrial Heritage Features | exhibitions and commercial activities, lacking a

Suburb and Lack of Supporting profound presentation of industrial history and

Memory Services culture. This results in limited visitor awareness

of the historical value of industrial heritage. The
imbalance in commercial formats, with leisure,
entertainment, and trade dominating, coupled
with a scarcity of themed cultural and creative
projects, weakens the cultural experience and
customer sense of identity. Consequently, this
undermines the park's sustainable development

as an industrial heritage tourism destination.




The three parks face distinct challenges. Beijing 798 Art Zone struggles to balance
commercialization pressure and its artistic atmosphere. The accelerated commercialization
process and continuous rent increases have forced many artists and institutions to leave,
while the rise of emerging cultural and creative parks has intensified competitive pressure.
Nanjing Chenguang 1865 Creative Industry Park faces shortcomings in functional facilities
and industry clustering, lacking a comprehensive macro development strategy. Delayed
parking facility development and inadequate legal regulations for the protection and reuse
of heritage and non-heritage buildings have led to safety risks and resource underutilization.
Chengdu Eastern Suburb Memory Park performs poorly in exploring industrial heritage
features and providing supporting services. Primarily serving as a venue for artistic
performances and commercial activities, it lacks a deep presentation of industrial history
and culture. The imbalance in commercial formats, dominated by leisure, entertainment,
and trade, along with a lack of themed cultural and creative projects, weakens the cultural
experience and customer identity, thereby affecting the park's sustainable development

as an industrial heritage tourism destination.

Conclusion

In the study of Beijing 798 Art Zone, Nanjing Chenguang 1865 Cultural Creative
Industry Park, and Chengdu Eastern Suburb Memory Fashion Creative Industry Park, it was
found that these parks have achieved remarkable success in the transformation of old
industrial sites into cultural and creative parks, but also face various challenges. Based
on the research findings, we propose the following solutions to optimize the sustainable

development capacity of these parks.

The Beijing 798 Art Zone faces issues of commercialization and rising rents. It is
suggested to explore diversified revenue sources while maintaining the artistic atmosphere,
such as introducing public art projects and community activities to enhance the cultural
appeal of the park. The government and park management can consider providing
rent subsidies or other support to alleviate the economic pressure on artists and small
creative enterprises. Additionally, by organizing artistic workshops, educational programs,
and developing cultural tourism, more residents and visitors can be attracted, enhancing

the visitor experience. Optimizing the park layout and planning diverse cultural activities



and exhibitions will strengthen the industrial chain and risk resistance, establish cooperative
networks, and develop risk management strategies. In the face of competitive pressure,
enhancing influence through brand shaping, promotion, and innovative development

models is necessary.

Nanjing Chenguang 1865 Creative Industry Park can effectively respond to current
challenges by formulating a comprehensive macro development strategy, strengthening
the planning and supervision of industrial building renovations, improving internal parking
facilities, and enhancing the protection and reuse of cultural and non-cultural heritage
buildings, as well as bolstering the promotion and education of cultural heritage. This
includes properly configuring functional facilities and introducing diversified creative
industries to promote agglomeration effects, regularly conducting safety inspections, and
optimizing resource utilization by upgrading and intelligently managing parking facilities,
while promoting the establishment of laws and regulations and formulating diversified
renovation plans. Furthermore, enhancing public awareness and active participation through
cultural activities and guided tours will ultimately achieve the sustainable development

of the park.

Regarding the issue of Chengdu Eastern Suburb Memory not fully leveraging the
cultural value of its industrial heritage, it is recommended to enhance the exhibition of
industrial history and culture, increase guided services and cultural interpretations, thereby
improving visitors’ recognition and experience of industrial heritage. Additionally, optimizing
the proportion of commercial formats within the park and increasing themed cultural and

creative projects will enhance cultural experiences and customer identity.

In summary, by balancing commercialization with cultural value, optimizing internal
infrastructure, and strengthening the cultural excavation of industrial heritage, these parks
can further improve their sustainable development capabilities. These strategies not only
provide guidance for the current development of the parks but also offer theoretical

support and practical reference for future urban renewal projects.
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Abstract

This article explores the use of camouflage in contemporary art, tracing its historical
and cultural origins linked to nature and military practices. It then delves into the
application of camouflage in the contexts of contemporary and post-colonial art.
The primary objective is to investigate the concepts and practices of camouflage in both
cultural and artistic realms, aiming to understand how contemporary artists employ it to
critique social, political, and power dynamics. This research employs a literature review and
applies the conceptual frameworks of contemporary art, postmodern art, and post-colonial
art to analyse the works of five contemporary artists, both Thai and international: Andy
Warhol, Liu Bolin, Mella Jaarsma, Aimron Yunu, and Sutee Kunavichayanont. Findings
indicate that camouflage in art reflects the complexities of identity, critiques of state power
control, and responses to social injustices. These discoveries enhance our understanding
of contemporary and post-colonial art, highlighting that camouflage and patterns of
concealment are not merely strategies rooted in nature, military culture, or civilian fashion.
Instead, they serve as tools for artists to foster dialogues and challenge the narratives of

dominant mainstream culture in society.

Keywords: Contemporary Art / Camouflage / Identity / Post-colonial Art

Citation

Kunavichayanont, S. (2025). Art of Camouflage and Camouflage in Art. Silpa Bhirasri (Journal of Fine Arts), 13(1),
61-112. https://doi.org/10.69598/sbjfa275506

@ © 2025 by the author(s). This is an open access article under the terms of the Creative Com-
@ mons Attribution 4.0 International (CC BY-4.0) https://creativecommons.org/licenses/by/4.0/




1. AWEIANY uaznuivovUum

#1971 “camouflage” fsnAnvunanaiwdiaaa “camouflet” Tuanassuii 16
mneiensasiauviensnauwnas aeulurnssed 19 Iawdeudu “camoufler” fivanedanis
Lwiwﬁuﬂuazmw%miﬂaauﬁaLﬁaﬁmﬂizmﬁﬁhq ) wazmunaieidy “camouflage” Tuau
ey asaTalanasd 1 %qLﬁumiszfaw‘%aﬂmﬁ’ﬁmqmﬂﬁmg (Behrens, 2004: 25)

Tugadaqtiu “camouflage” fapsfifinnmmnendn laun nswasluwinien wu
nswounsaUasui LLaV’LuLLSui’mﬂﬁimﬁLﬁ&nﬁij”aﬁumawa'm (camouflage pattern) dailu
aemefitienaundufuanminaoy iy AufisssumAddaulusuauinn Ui’lﬂgﬂ’limm’i
wnedialusssumiuay Yanssauny e amfﬂfvmsmwLwamimmamma&Jmm AU
FAINIINTIUTULUUNSNERT N19vhasATIa wagn1saTuinngsl WU MIseniuuay
NIWEMTUNTNINT

[

Tuiausssusnads aenssludfissndudydnvaluwinmms uwdunsnszaenig

o

[y

TusssuUser el Wi A59wAINgluTInUSEI1 U YIINANUALNgLAE UNUINUBIANENS
venemlulnannnislyanuludeevsmans

Tursasaslanadedt 1 uay 2 AadululansziunndunumaAglunswauinisnsig
Wionsnms wu ﬂ'mJ53qﬂﬁLLuamwwaqﬁaﬂzﬁaﬁaﬂuﬂﬁa;ﬂammas;iqm@qLﬁawmqm
(Behrens, 2004: 274-276) mewlufaUzsiuaty aenslasunisinruln Inefadugands
afelnilyarensaiied1adndnuaiuas Tausssuidurou Wy NauveILeuR 103808
(Andy Warhol A.#1.1928-1987) ﬁi%a'mwswﬂumwmﬁau&hLaqLﬁaazﬁauqﬂaﬂmwﬁﬁmﬂwma
waan 815au (Mella Jaarsma A.71.1960) tiduen1sHaLKa sz 5UNTARaT RARIALHTY
mamuﬁﬂgwﬂmqu%z‘gm fiusziumedudnualainesansane q dedneudinsuslaadaay
waznsuansiamuludiny nar dewdu (Liu Bolin A.A.1973) Tynsmsnesmevenuasiu
ANBITleA AUV RA kA AT LLasé'T’qﬁwmuLﬁ'mﬁ’umingﬁaé’mé’ﬂwaﬁuﬁam

Uslnatey

nswsedsdamudiiustufasndoraniay wissmdlneaslnaeaniduoianie
Tnenss uausanaduandnsenaniaung Suanlueiananisswdl 19 dwmaluyiilneusudily
aenpandffupIsesTINAL uRn nvUIuMstasnaulunuAaUzsuatslneflynismaaduaies
folun1snsraaoudninavedlaiases g Wy naUYes Buseu gu (A.A.1985) flaznou
sz iRmansvesiuimnouaul AN BNT IS LardnInssumenstuELTives @ AnTiteuuY
(A.A.1965) FissnuiRenfununquAieresmauauanTimansuay Tuusa



MIEnEILUIAnNITNssluAals uatsFsluiesad1sraifin1edady wadadunszuiu
ASYAMURNANAILINTSVBIIAUSITUWAL AT UUS UM oL 9 AT LA UL UIBIRAUDINNS
A5719855ALUSEAUNBIDUYDI NY

2. 500US:dAVAYDVNISIVY

2.1 finw ‘FaUzumn1sns1d’ wwaRakaskuu RN iun s slusssuw ke sy
2.2 fnw ‘Mansdlufady’ winAnlaviiufianedalssmademneddu ‘nsnsy
haE DN’

3. YUDUWAUDVYNISIVY

Anw “‘Aadzumenansy’ wag ‘mansdludaly’ MiRsadfudsedatan Adainany
SeudnmiuanuAn wazkUINIIUGURv0IN 5N TUsTIUNR Taiusssy wagviruAaUTwale
Tny Anvinanuvesiadusiuaiodsd woudl 10590a i Ueudu waa s13aun Suseu YU LAy
o AaAveuuY

4. NUNDUDSSTUNSSU NSDULUDAQUA:NQURRTSTuUNIS359

4.1 AAU=UKVYMSWS1V: DINSSSUBIAFNMSNKIS

& uas wasfiavanerdndiannsinlunuenaunduiuaninwnasy msnsieiinansis
WU NSNS AR UALTAINANY NTNTNMIBNISIEALT ASTIMIET LAYAISANLAS
auled fiiseadundameluil

011 mansumediirgueie deusu wagndulufuiunds (cryptic coloration and
background matching) Aonswaneilnnaunaulufuaninuinaey naunay
Teddu aanany wazituR (A 1)

4.1.2 miwaw?’mﬁm%aa’mmaﬁsjqm@q (disruptive coloration/pattern) n1UsEAU
ﬁaaammmaz?{ﬁsqu@a uay/videdidnunridatuos UL ALENIOA
NNTEINT L'vmzLgusauuaﬂmaqgﬂéwgﬂﬁwma (Stevens & Merilaita, 2009:
481-488) (Nl 2)

4.1.3  n13MAAT (eliminating shadow) Bousefisunasuanaunelminemaude
swalng avandudiaenimeaiiulaesnsnenis msnaundeuaniadu
SanilanssuAgilalunssmsns (Sherbrooke, 2003: 117-118) (A1t 1)



4.1.4

4.15

aneivilnluan (distraction / distractive marking) FEnstezULILNATes
mmanefildnaudauaziaiuguLss MﬁﬂLﬁaaLguiauuaﬂsuaqgﬂéwﬁ%’ﬂLﬁmmaa
frdn waziinazaesegnszaeoenly meamevilniauseuuenveandogn
sumu lnueadiulaluadamilatn (Stevens & Merilaita, 2009: 481-488)
(Al 3)

N1IANUAALEY (self-decoration) dniutswiialeisnisiiianmis q lu
anmannouInnuAsnequsedinaundulUfuiufiseush (Forbes, 2009:
50-51) (nmil 4)




Silpa Bhirasri (Journal of Fine Arts) Vol.13(1) 2025

e 2
L,

ANl 2

idonnailanaiguasdinaundulusuyemeuns

mes. JUTweadenIgnsIng u,azLz:uiawaﬂmmﬂugﬂﬁwma AT M AVE oA
ﬁ@ﬂm@ﬂ 70 Panthera pardus pardus, by L. Kaffer, 2007, Wikimedia Commons (https://commons.
wikimedia.org/w/index.php?curid=2650050). CC BY-SA 3.0

A9 3
ungniiuzdanvalzargmmiviyaiya

[ Y]

[

YiELYe). YUUNgNAiNdvIavInLariangmMARENLALAIAEALEN 9 NTEBUUUNN 9 dnvuyililony

Tuanwwinaeniifinulungnunaqueneing wasiinznfninsednnszay msusaiudungnazgniilvaaie

v '
=] =)

mmLmué’ﬂumﬁmaqLﬁmgaz%fugaw'%aﬁma@ 3augﬂLiamwma‘ﬁﬁﬂwlmm 91N Distractive markings, by

B. Bouton, 2012, Wikimedia Commons (https://commons.wikimedia.org/w/index.php?curid=64518304).
CCBY-SA 2.0

Art of Camouflage and Camouflage in Art

68



A7 4
n73@”77‘@mww7mmmmﬁgawadyuwfzfﬁﬂzmn/aﬁf7U/m'pjm}"agmi‘7@7/7;pm°’mm70/yﬂ7
W89, N Hyastenus elatus, by R. Ling, 2005, Wikimedia Commons (https://commons.wikimedia.

org/w/index.php?curid=1887190). CC BY-SA 2.

PINMISWS1DTUSSSUBIAFNISWSIOTUNISNKIS

uyweanuETesINT SmaviemensislusssumAulaluwusssy wu Tuns
admsaungalusn uyusazlalaaumds thadlululununequduiielunaundutusssuni
wlmndenasluiu melnardmlndisa Gia:umuwéﬂwqﬁﬂﬁgﬁywaamawmmﬂ%ﬁumsﬁﬁﬂ
NGRS

nsnsumedkarananglusssunAngnnsvvnsilddssgnalyluniseaniuuganms
oS A Y = Y ad = ! ¥ 2 o & Y
AENTENTgATl 2 AanwgAe NMINTNIEENARUIATe Yausy uaznaunaulUiuNumaY waz
Y A a YN O 2 & ' a o9 Y '
NSNTNAWE / adnanegends nslwandviawuunaunau iasdviawuugamvdauylnEeusid
vosyaula vsesummuenanInIgnemssinaunfuldivaninwinaey

d‘ yu a t:ll a A d' > a qy U ¥
a']EJWiqﬂmlﬂi‘Uﬂ'J']ll‘UEJllll']ﬂﬂq@Iu@@mﬂ'E] a']ﬂﬂﬂigﬂ@UﬂjﬂzﬂﬂﬁﬂaﬁigﬂaqEJ%UV]‘UGZI@‘N
o Y & A oA = = ' aa = Y aa ¥ a & v o Yo
nU Usenaumied 4 @ ﬂ@ﬂﬁ%@uquma ﬂa‘NﬁLﬂJHQV]ﬂigﬂ@UﬂfJﬁJamﬂ'}L‘UNU?L’J@UWUWﬁQ NUAIYH
H = ' o o " = P | aa ¥ Y o Ya s ¥
UIRA LVYIDDU LLaEmN aLWﬁWUﬂ@ﬂqiLaﬂuLL‘UUﬁiu‘Uq aL‘UEJ'JLﬂJiJ%gﬁa']EJa‘U@QIU‘bJ JUINNTA[Y
= Yor o4 oa Y oo ! ¥ o g = o ¥ o ! ¥
ﬁ‘U@QiUlﬁJLL‘Vi\‘i‘Vﬁ@ﬂQIN aL"UEJ'J@E]TJQSﬂa']EJﬂUIUhJ‘WG]@QLL?NLL@@ LLasam%ﬂmSﬂ‘ULx‘ﬂﬁuamﬂm
AIUNTWNVTVIVIEVBINIINTNNEE / adnanefieends w3e disruptive pattern (119 5)



mMsws1vluNIsnKis

Tuasasulanassn 1 (583319 A.A.1914-1918) NaWINISaNaUMASTUMILFNLND LU
NANNAUNUNBINELA AaTUYINENSIVEIUNIINTNTDIT UBSHUY IamAudw (Norman Wilkinson
A.71.1878-1971) lathiauanisloaiensiawuuaisni (dazzle camouflage) &avinludannsaiuay
[ o g ! =3 a a [ Ly A 9"c yd{ d' =3 [ ! =3 ¥ yo
Funrsweneruyinluueuiiu Sasuduiauanasinselnyinlnsoiduniudanaidadladiuin
ananeeenwuulminauwaziruszuun Uavinluin vlngussesSegnuenaiu Feiinalvee

o o

Angduau waziinauluuulanSemasiuiiseluluiienisle (Borsarello, 2004: 164) (1w 6)




Tuasaslanadedt 2 nesinluneYumnsiaunisAnuaznadsifeatunsnssesay
syuuInty ndasnsulanaddl 2 mansvesmsnsislumininisnminssindtauly nnswsns
gﬂﬁﬂlﬂ‘lﬁzﬁuﬂ755'1Wifmafrgﬁqmiﬁﬂﬂ'mi ’Luqﬂéauaﬁa mawmlﬂygﬂaaﬂLLUUﬁé’ﬂwmzLﬂuﬁﬂLszia
(pixel) mesTULRATA (Farrell, 2022: 521)

4.2 AaU:UuAVMSWSIV: a19WS1DIUSCUUSSSU
Tulanegiunn naaasnsulanAsan 2 MueeNkUUNNIININS InasBysnalufianuiioy
maundulunygnaFeu nmeunsgeaiyauardeasiiaruiliaulunisandulnanueeniuunig

[

MMSNINTIASUAMNTINY1NIN UBNIINTULAT LFDRIMLINMSTaiiiaveInI1siasanisidio
v v 2

waztadeulviiioananeuavessy duniulaainngunisdissivainaiegaun1sunaEese
Wy aunauefealaniansmms (Sims, 2004: 404)

Mnnszuafiaumyuaniuimsnadedlurianmssy 1960-1970 Weruummsla
naneiutiofiderisnisuszms eumparlurasnadnangdnrenuaineslnguaseiisiu
TngLanizogsdanunyuaniluansys Hussmwmaniuasasudoauin n1shaenswesnis
ysndfuuiunlmailvnanedunisUszniagedunenisdomesmaaladnesnisussnisyd
$1un9 (Sims, 2004: 410) fstunsnssvhdinandadunisvinlndunavesisuas/ viovowd
snadoundadumedydnvel (nwdi 7)

AWl 7

(578) nuIMTHIUA A AUS RIS UNITATE Uazanewsaade sy easn i Ty A.A. 1972
(497) WIOIYNTINGAR W TN 4R ABU ISz aiS0en 5Bl BLM (Black Life Matter) Tu
A.A. 2020

g, (18) nMsUsEnaseudsauuszsiiinsdaussguuesaseInduatu Aausussgumaluend
Fgnaeian an3gewsni 310 Why Could | Have Done? What Should | Have Done?, by J. Wohlgemuth,
2022, The Veteran: Vietnam Veterans Against the War, 52(1), 18. (https://www.vvaw.org/pdf/v52n1.pdf).
Copyright by The Veteran: Vietnam Veterans Against the War; (¥31) mw%%qﬁ the Forest Recreation
Ground UamRAILEN 1N Nottingham’s Anti-Racism Protest in Photos, by T. Morley, & M. Hans, 2020,
LetLion (https://leftlion.co.uk/features/2020/06/nottingham-black-lives-matter-protest-photo-gallery/).
Copyright 2023 by LeftLion
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4.3 miswswvnuAau:souale uazAad:tuansSnavavatni

awgwsvolufAau:

Tureneunarsymnsasnsulanadsit 1 #adu @avin wazthosnuuumansaululan
azfunnlamnsalunmstaunnswssdmsunsmmsastoluy wu Snsnslunursanenassei 20
%’mﬂ’@umﬂ'ﬁwawﬂﬁlf{ﬂaqﬁwmaqaw%'gaL@J%m Tu A.A.1915 nowimkYaAanof BT
SufinveulngnsmalEanisns Aadufifumniiauiuianssunisnsis tnanwmadauas
3%‘msammw1’7iﬁé’ﬂwmwuaqmié’wwa’mWﬂﬂéuﬁaﬂmmaﬁ’;ﬁaﬁ (Cubism) titelwnnsduaenuuy
i aﬁ’mwummmamwmLﬁulﬂamqsnﬂmmﬂLLavaﬂamwaummemum fadulnesngs
GT'JEJmiivmaasﬂmwmmaqawmmmmaqmiavﬂﬂﬂm (Behrens, 2004: 274)

1uamwmmﬁﬂiqﬂaqmm1aﬂﬂ%ﬂﬁ 1 ﬁaﬂuuuzﬁﬂﬁ;ﬂmﬁwﬁmmstmmqui’mqﬁ
apansrausy warlilvandnueseonindudda uavfuusilnnesimanauazszunedidonis
‘Fnsnssuatent’ (dazzle painting) tumeidAuasihmdniidatusuuss doilvdngifna
Fuau ssnsuarmatsiuTLn Anuis wavszesmweie (Behrens, 2004: 278)

naaansulanasan 2 Aadusinatvaulalunisnsnawazatensts waluladuldluds
e lriunsmms Aaduswadvdiatensanlylunsinnediauiazdrunasgnanaeg
nannstuasusal

mswswnuAaU:souals uazAad:tuansSkavavstlikl

Aavzaifoly (Modern Art) gnnmeesnsguussluriananiidausundsadelva (Post-
Modern Art) Berilnsaunasannaissy 1960 wazdmaunniuluasannessy 1970 Aaus
wdvarllvinasAaUssiuasie fdnvarsiunaneysyns wu faunssnisavansnsoudnuas
wnUfvRvesdauzadielny GTaqmiazmamﬁl,t,ﬁqﬁ']é’u%gwuaﬁaﬂv L%mﬁui’wuﬁiiwﬁvmﬁau
mamammuﬁﬁsumﬂwLLavwa'mwa'lsmummjuwéTasJﬂu ;JLuamLLavﬂmmwmammmmﬁm
Aouuazmesiunavesaatuludiny Bonsesdnslunisuanieanniinudn sndnual

TUEIIU AN NS WA wasyuTuIaINvang (65 AmuIveuun, 2561: 194-235)

nsauRnddyvesRatyvaty uasfausludvivdsdiliyifoarihlvldlunsinsen
nanssludauszd 4 Usziau aadl



4.31 msavaivmssug AIIIDUAADIWKINGY
nsanaen1siug anulasazaaumng Wuussdundnlunufalssuaiouas
n&sattlvy Aadummienisianuanaduiiuuusaiy ffitnuse Rmansuaziniasafad
wu §a wloames (Hal Foster A.¢.1955) (2013: 65-85) lanswodanali Aavzvdvadfeluitn
FAnnumsduivgumutiudinidovesddaielny AausudsaddlnalynsUssyausyu
MSFUULUL/NELNETY 4AZNITHINED (irony, pastiche, and fragmentation) \ietnTuny
aanTaveagey Tumsdrmauumaujifvuundealiolng un1 Snseu (Linda Hutcheon
7.6.1947) (1988: 114-140) WwuguwAnEesnsaaiden (parody) Midunalnnilsdiviluaumane

gnauan dvdazneulniulunanufalymuadefilinmaududydnuvamainusssy waginis
Fnnweaunsaindssnduantu (nwi 8)




432 msasoodauua:msiiiawsdiau

Tudspusnalfe Sndnualnaeduvesiideulna nswdansyars Wasuuladln wagly
nanensiiidnvarundauieanauddyresinnu Tsaenoudmouindeadelnudufias
nodndnuniiuniafen uuw waesfuas Butler, 1990: 3-17) Aaluwaiovasauluay
vosnu Wunilunsdsagadniidureuroanaantn inedd Wowi uazautu madmashdnua
fnumsenfunisduaulugamedsum nedssanun wlusndnuaiuisessdamedliu videgn
AnfueenluanmsianFemnainmsssy (Hall, 1997: 225-226)

AMzUTUIL (@anonymity) mmﬁsumLﬂuaﬁﬂszﬂauﬁﬁmaqmsammmLﬁuﬁ’mu u
nseglunad eglugesu vdelanunnin anmmsaivandudelyenavinginssuiinndluan
Unfivesau melannedsuayanainnauanseonludeiimmuaiduaniunisaundlinaivi
(3 szenila, 2563) nsfiraduludamed awhlnifaduaunsanmesiunaisiaglumes
insandnsdunudniiuad nmedsuuaseaunsemindamsisghasaudutaenyaaa
va3nusssun uazaunoslena naneiduaulufifan fnuvesaumaniugnitilulsen sing
dufivsiiay adi vievneiivilou 9 fu fagmnaemstudiuau amuau wagdanis (i 9)




433 msSwinyansusinadsuua:doudasu

TuauRavzswaiouazndsadelvy Tnaginnwansuslandey wazdewawy laed
Ussifurasmarindavznatadudum uasUssdiuresmsunsnszaefinssdvisnavesdomay
%qﬁwa@iammLﬁiTﬂﬁ]LLazms%’ugﬂmai’@uuﬁﬁsuaéwufm fafi aiea TumSensa (Jean Baudrillard
A.71.1929-2007) lﬁ?ﬁy’wqwﬁl{'lul,t,uaﬁmﬁaa anraase (hyperreality) ludipuiiduindsune
dvsuslaefen veuwaseeanudusswaznisidunindiuny (representation) Qﬂﬁ’ﬂ,ﬁ
ﬂqum’%amﬂéﬁu anvdnasede anmeiidnnsledyae Gign) audyazduaidnnauas
uwluinsferiudynefvouanuaithidomds anzdnieladumneed (@ Funnie,
2559: 303) msudlnaluderuaielmadulumunisdamsaudyge sunanedunisuslaauuy
Auan-dnyayy (commodity-sign) n1suslnanaualunsdnyae (sign-value) Asiiuilnadiamean
wszfuansauansaaIuan (status) Fadunisuilaafivenmvileluannisuilannunives
Uslovulvaosvasduan (@nnam Sunniy, 2559: 306-307) (widl 10)

A i 10

Andy Warhol, Campbe 's Soup Cans, 1962, The Museum of Modern Art Collection

VI IEL). LOUR 19589ATILEAUDNSYNS AN NasuTBIR L REIAUTRUSSTUYeIIAU TaluuenEs
mi‘mﬂmﬂamﬂam@ﬂmamjuaum mmmmﬂuaﬂ‘wmwmjamimiﬂqammiuqwamﬂm el
Tawanvesdoinaruiionsideunazaonseuifauasianisvesinusssuuslaiion 91n How Andy Warhol's
Campbell’s Soup Cans Harnessed the Consumerist Zeitgeist, by H. Cane, 2024, Widewalls

(https://www.widewalls.ch/magazine/andy-warhol-campbells-soup-cans). Copyright by Willy Gobetz
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Aavzsivasswarvasasslnudaiusiuiulseifmanswarn1swiied Wweusowanvnan

a A

Y031 TUAN 9 wfnalvg A131 20aunes (Kara Walker A..1969) Aaduaniewsiuiaa
ﬁwﬂszfﬁmam%lﬁ'EJ';ﬁ’umaLLazmmqumeﬂﬁfgmmsmﬁam?{ﬁ'gLLazL%aﬁmmuaM%’gam%m
snfeuiluy Taglunmdssrnuazamings WeauasnmiunulsefRmansuuuifufifnag
Qﬂﬁﬂﬁﬁ%ﬁjﬂé@ﬁ nMsseiRmansinfaulvwuundsasel lﬁTﬁqumumiajﬁguﬁmﬁ

anaseuduu Inenseaulnnyuasiniug Useifmansgnasisluuieedls waglasiduy

ﬂ"mumLLazmuauﬁaﬁnméwﬁu (Hutcheon, 1988: 105-123) (nwifi 11)
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4.4 mswsivnuAaU:ravoraundny

dvsvdsanonaniew unseunamguiinsadeunansznuandvsatoaniauiiine
Seululssmafieemniduenaniey wesUssmaiduinsssiviemioraniag alumefamusssy
nsidles wazdean uwiansunaseserandauestadunanisasduanauaifinnn dniud
mmﬁﬂmﬁﬂmEJWa"j’mSummmﬁ’uﬂ’ué@ﬁmwawﬁwaﬁm;éﬁmmﬁﬂmLLaw;Qﬂéwmmﬁﬂm

'
v a [

awﬁwaammmﬁﬂmaL‘JulﬂﬁmmmLﬁaaﬁuaaémwmﬂﬂsaagﬂwaq%’ﬂsaiiﬁﬁé’amﬁéwﬁwaﬁa
Shdnuwnl TaussTY LarMsuanIeansAaly (Bhabha, 2004: 145-174) luRavzsauasty Aadu
Srnunniilowwanudnsuundieraniag iedsemurauNaIUCIRLETIL N13ReAIY
LazATIUTE TR YaE YR

TunsdivesUssmelng wndsemdlnearlnasanduenaniauogiadumams uaf
hyml,m%aﬁuLmﬂmﬁ’uaéwwﬁfﬂmﬂé’w%mmﬁﬂmzi’umﬂiusﬁam'%aﬁ;ﬂmﬁwﬁ 19 wazAuASan
Anrssudl 20 Tursnandanidunsnielnelainsufsluuvaislumnly dailugnisviily
fusssuiuaiouuungiuan (Anderson, 1978: 193-257) sets Adaagna niwniaydou
yifsde Siam Mapped FlfunmsvanissnisaeaniauvednevilnUsemelnedglaudy
nodvInsIssRteNny Tuen wilakganvututhedneimmnssuenanieuns unnalyess
fnagnaiiiousulgsnnuiuaislurnedidinednunsiuntedllae dufy mensnssvhdnan
ﬁﬂﬂgﬂisL%ﬂlWSLﬁuﬁgﬁé’Qﬂﬂizﬁﬁ (Qﬂ?ﬂiﬂﬂ%ﬂﬂﬁﬂﬁlﬁLﬁaﬂsﬁu) LLazLﬂuﬁgﬂisﬁﬁ (i 38nsuuuan
dlostufulsemaiiouuunayiiiiossemasa) (Winichakul, 1994: 125-150)
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4.41 msUsudua:NMsiaiumvIausssy

Aavsudoraniauinasnauisarufanionsyenisiunarusus fumsmenuiniu
dvSnaveseranian Aaduaingiinafneanidueianiay wu tea ednge (EL Anatsui
A.7.1944) AaduiiAnluniun Tedanuardadnualunesduinafessfunstiulugrenanda
avneufanmanegifiosnwiensmeinusssy weensdndunslululanudseraniau (Schipor-
Baban, 2021: 491-498.) (nwil 12)



Silpa Bhirasri (Journal of Fine Arts) Vol.13(1) 2025

il 12
El Anatsui, Between Earth and Heaven, 2006, Medium: Aluminum, copper wire, 220.3 x 325.1 x 20.3

cm. Collection of The Metropolitan Museum of Art.

vy v

VNS, ﬁaﬂuﬁmmm;&ﬁmmmﬁwamﬂm sinuwlasiananngaaiunam i dYanaT ﬁa@ﬁﬁlamim
udsnmsmuaznisneulnenineinsandvinlugrenaniey wnihfaquwardundualvlugatomnel
ﬁw%ﬂummmﬁugﬂLLUUsuaﬁmsLaamamUwL,Wf,ﬁsuaaﬂmLL@W?M@T@aﬂﬁﬂmwﬁﬂwaiﬁ)?ﬂgwﬁu?%wmmé"w%ﬁu
‘w;a:u 6]luﬁumﬁwwmejmmﬂmﬂmmmﬂmmﬁﬂm 910 Between Earth and Heaven, by E. Anatsui, 2006, The
Metropolitan Museum of Art (The MET) (https://www.metmuseum.org/art/collection/search/319872).
Copyright by El Anatsui. Courtesy of the artist and Jack Shainman Gallery, New York

Aavzviienaniauinauladnawasinnelss mansfidureu walnvesenudusius
18981U19 (Power Dynamics vaneile Ufduiusyesdiunasemisyananionaunia 9 nsly
ArmIessnaLionaTBnihe uaraudiniussunailumiiioniusznsaeshe) uazdn
dnwaiiignuaonasslagdvsenantes Aavsudoranieudeulvguinuanilouansdsnagnslunis
0g70A NIRRT uazn1TUSUM ierevuauawmoszuUNsUnATENTinaduaziarsUsslov
Aadundienaniauaswanuiiansoassunaumniinsmgs Soailusndnvamefanussugn
Al waslassasnssiunagnidaime
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Ussifiufiddyusuiunilduavzndioaniauie nmsinnsuardsanusyifeaans
faussa uardndnuuesuiudiosignunda souisu viegnavanilagsiuiavesenania
aendlsfinny Aaduwaue/ew3tueens 1und 17 (Wangechi Mutu A./.1972) d51901Use TR
ranswonitugn@eudulnuniegnasasluesls Tnsasmanuiinaunauanuuanuiaasss
wnfuUseTRmans (Gonzalez, 2020: 44-5) (nwil 13) Tunauvesdadueens 1a oiinge
sl fanuazarnaefidounuunisnaedududinisininen fausssesuiuiiosgnyou
vievluasludulasiuaoianiauensls edaaesauadlaluiisivsy Hmansenaniau
Qﬂﬁﬂﬁ@asmmazgﬂu ﬁﬂmasl,ﬁé%uﬁmsmﬂmﬁa?ﬁﬁgﬂszj'aw'%aqjﬁgmalﬂ nsundmaniy
afumstiauerunmeUdnualuasdydnu ﬁﬁ@ﬂﬁﬂwmaLﬁaﬁuvjﬂizi’amam%ﬁ'\mau uae
thifulugmssugansisme

nwil 13

Wangechi Mutu, Yo Mama, 2003, Ink, mica flakes, acrylic, pressure-sensitive film, cut-and-pasted printed
paper, and painted paper on paper, 150.2 x 215.9 cm.

‘Wl/'he_/Wiﬁ) llG]ﬁi'\ﬂﬂmiﬂiﬁm%ﬁ?i'ﬂ‘ﬂ’l'\ﬂi”’mﬂ?ﬁfﬂiLLa‘V\liﬂ‘HﬂﬂLEUUumiﬂﬁllﬁﬁ@ﬂﬂa”LaEJVLU@EJ'NVLi Imaaiwwamu
VlNﬁlINﬁ']‘LJﬂ'ﬁllLL‘LJaﬂMWﬂ‘ﬂiiSLﬂ?ﬂU‘Ui%?Wﬂ'\ﬁmiIUﬂWW Yo Mama E’JW ;3Lﬁuamﬂumﬂﬁuaﬂaﬂmmmﬂuwa
gmﬂ@amélﬂ;ﬁlwﬁwaaﬁmam?ﬁamwﬂu%ﬁau ﬁwé’qmwﬁﬂumﬁmumm%uﬁﬂuqﬁﬂazmmwué’w%ﬁu i
Todunsihfausssunssuandnueny Susnuiandulsy SRenansatulinuasavesnugevey a1n
The New Museum will chart the full breadth of Wangechi Mutu’s practice since the mid-1990s, by E.
Anapur, 2023, Widewalls (https://www.widewalls.ch/magazine/wangechi-mutu-new-museum). Copyright

by Wangechi Mutu
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4.43 misSwindansSnmisua:usanithoAIusuusviugAs uiny

AaUgndsonandeininineauguuswesdniatenaniag Tnewuulufinisdisausan
sz Rmansuarlinisuanseonuuuisady Aadunnladudeosns aosa Fadla (Doris
Salcedo A.41.1958) Ylaus ANAIUBUTMTNNMEKAERTa TAADINATUNINUEINIIMING WA
senuanAnuguLsslugaotanien uasusanfivdoogludinundsenaniay Burke, 2015: 62)
(Al 14)

Tunaruvesiadusimadoaniusenlaos1s §adu §9919 (Hassan Hajjaj A./.1961)
mmmawmaéﬁgnﬁwmmqLﬁmf"fumiaaﬂLLUUﬁ?’iﬁ?ﬁé’uLLazﬁmmawwmzmmﬁwuﬁsm AN
ﬂJa\‘iL‘U’]%W’]ﬂ“l;ﬂWiﬂ’JU?’]SJIﬂEJﬂENﬁW“UENLﬁ;’ﬂaﬂmﬁﬁﬂm MsHaNNETUHuuEE I sUsne fusE g
yuusssuonituilewasdnsnmsvesonaniay azﬁauﬁmwéa@ﬁa@mmw MSAEAIY Uay
nsegsendidsasiiiunely



4.4.4 duAHroMSSUMAIUALLANSTDOUD VUKV IUD

Aadundionandaudnninienisewes (gaze) v9991UNTDUNIAY Tngauansnis
aamLLuuﬁﬁ’Qﬁﬂ%ﬁ’wswwuﬁagﬂumwﬁﬂu dvnuiauinusssunnsmenituees feana
Sloswenl (Nicholas Mirzoeff a..1962) lagsvadansmmsdumenuau (surveillance) ¥inmunil
uedesdielunismunudsen luusumvesoraniaunasndsoranieulnesls Aaduneulnnie

MansAusnalunsinunIsInInIargnuesiuwazgniielne (Mirzoeff, 2011: 85-110)

AadunasoraniaulyfaUziiensana1aniseeeuss wagnInenalnvenIsuedLae
muauwuuaaniley Aadulvgudnuvaniiedetitidnygnarenaniaugniilmeuiunsensdluiu
JuayriuusylevuvisesuanmuiininuilnelaseEsg1uavesatetanilay (nmi 15)




445 WaluvANUEUWUSIBOSILNDAGDUISULA:ADIUDYASSSUMVEVAL

Aavgndioraniauneisuesenssiiedosufiandaluslasasomissiuiaiivousy
wazAueyfssusdsauiidsasdiogludsaundsoraniay Aadudelvanslygiunlunig
¥mendieuszsnauussmalanmietunquusemelanln (Global North and Global
South) UizLﬁuﬁgﬂLﬁuﬁaﬂmuhiLm,ﬁauﬁ’ummwgﬁﬂ ALASEY BT LWazandeaniam
Ty (Demos, 2013: 1-35) Aaduae1eos Loy (Al Weiwei a.a.1957) luifissuninnggiug
pyfupnuiy undsinnuisunaiuluiunmdsoraniay dﬁﬂmﬂﬁiuguLLUUﬁﬂgﬂaﬂﬁaﬁ’uaéMi
e Aeduluuwuvdsenandaummelugrusesdnluniiuiuazaunualumdiouuas
Tnssasesunaiiveusy fadasamansynunadeaundsenaniag (nmd 16)

AWl 16

Ai Wei Wei, A Study of Perspective — White House, 1995-2003, C-type print, 38.9 x 59 cm.

mf'wwm ma\j'wwvmé'wu'u@@ Ai Wei Wei ﬁmwuasﬁfﬁii\*nmﬂlmja"ﬁ/w\m'w\j"5'114'@%@14Lﬁcj/uﬁ'/a'uaum’wé’m'mw?u
ANWAAU A1 The Artist as Activist: Ai Wei Wei, by C. Y. Lu, 2010, Tate (https://media.tate.org.uk/aztate-

prd-ew-dg-wetail-st1-ctr-data/images/ai-2.width-840.jpg). Copyright by Ai Wei Wei

58ms3998 (Research Methodology)
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AENYsLavanUsEnaud1Ayres Aadsuminisnse wasnisnsslufady lnediingussean
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Jewuiielynsuigaziden wagvaaasufelfiuisewiana Ingliveyaifgiiunsiliazises
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a

w3nailedds wiselmenansvidoveyaniugl (Secondary Data Analysis) wawdiasien
HoyaInnImEaNL wazienanInng 4 ﬂﬂiﬁi’]’sjg«,ﬁuﬁﬂﬁé’uﬂmLLazﬁ’uﬁﬂ%auuamﬂwm'luﬁaUz
nmsifeluesthrmelmaladnumzuassUuuuransngnisalms  Adetululssduiide
Mnefngdagiiu nmeideiiduedesdioddylumsnunuuaresuneveyaiiieatusingnisa

Tuefnuazdagtu nefilmanevantunisinannuwila warilniuannivesdsndnu

MS31AS1EK uaznanms3inasizhdoya (Analysis Results)

yideiauaidemiidunsusseeuuimainisiessnteya uarnuMIBRANTIATIEN
YoyALArN1TLUAAINIMINY TNTOUAATIINNITNLYNLITINNTSY 4.1 AAUZLAINIINGIE: 91N
5IIUMAGNITNIMNS 4.2 Rauzursnange: amewsluiausssu dau uaznaides 4.3 nMsns
TuRaUzsmarts wasRauyludvindsadeln 4.0 mansslufaUsudsenandau inliesigvngu

f19819%19 5 AU NN5IASIZNTRIRD LU

wauR 29380a Aadurmouifuyiteidesziulan 1essonasvteidssinuanuiidy
fon 815m (Pop Art) RaumeSannAIssy 1960 TuawdeTinly a.a.1987 Aaurlulanisnsiad
(fine arts) ﬁﬁalﬁi%ﬁuﬁaﬂz%ugq (high art) ﬁuaﬂLﬁmﬁﬂﬁzLﬁuﬁamﬁ%"aﬁqmmémamﬁawwﬂéw
falaes (popular culture viFeimusssnUsewieon) ludwuyuioy uwazuslnatloy ﬁgﬂﬁmﬁ
fu Aadzszduans (ow art) wanuvevpsseadsgniarmmen lufssunaduayuausssy
Usyanilonesnaiaiiy Lwié’fqﬁﬁasanmﬁW'mﬁLLazm{‘iuLLuué’aﬂuﬁquﬁauaéNﬁﬂﬁq

mamuiuﬁqmyw 1 Yeuneufivzidedisly A.6.1987 wu Camouflage Last Supper
(il 17) wasugaatewssly a.m.1986 203s0alyszuuRiundananiufiuiainuinis
QAAYINTTY RUNAIBNTHUULAUIIALTIN LafamsfumsnInmszieguanaousannluns
inensEnsresiogane Wuninihesseatunaininanssusuatiues dlewla andud
(Leonardo da Vinci) /M The Last Supper A./.1495-1498 Fnsnssuayuidenuuntisen 879
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MTUATIENNIBTD 4.1 ‘RaUsWINIINTIE: INGITUIRGNITNINT NINNIYUAY
anngndmsdlvaundusgmunaniaens s asafudnuazniswssiioglusssuniuag
nManmsfiisnInsseduarainansfinguiaie Yousy woznduluiiunds aewseiivian
Tduaensns The US Woodland dadumenssilddsnmansisnied / ananeiigands vie
Disruptive pattern (99 4.1.1 uay 4.1.2)

MTIATIEARIEYe 4.2 ‘Fausumamansis aenssluiausssy deuuaznisdles
majw3'101'71";a%aaaﬁmﬂ%ﬁw?iaﬁﬁmw%’guazmswmi (0 4.2.1) uaznmsvilnamddiyms
FAuTTUTEUAUAIENT IS waranensisiugeutuluninvesniiial nnuazaainduen
wazlumnvesnuesiidunaideu deladunisrinsrunlumsdydnuvavesarensiemms
Fourmeasnaeiudsiiauueniui (e 4.2.3)



AMSNATIENABVD 4.3 ‘NSNIluRalssInaly waransrasatelvy’ Ja50alnauais

n15¥u3 Anuwilanarauvnenady (Ve 4.3.1) lnemsivdsulinainuusuagvesfadusyey

lan Insnssuvesmauinsigainadvsnateidunniignudatinaieiivauaiignadngiaen
uwduduauain

A1 Camouflage State of Liberty a.f. 1986 (mwﬁ 18) mw‘i,wﬁwaazjmwam%
Fvesh vesoymBonuindnuvauemmsiunilanaiossanigoninmeimaaegluaenas
N3 agueg']EmeiJi'mgLﬂumiwé’@ﬁﬂwajaugﬂLLazﬁamﬁaLu’%m MTTATEALULLIN Nl
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Liu Bolin, Hiding in the City No. 99 - Three Goddesses, 2011, Archival pigment print, 118 x 150 cm.
nuIEkns. N Hiding in the City, by B. Liu, 2011a, Eli Klein Gallery (https://www.galleryek.com/artists/
liu-bolin/series/hiding-in-the-city?view=slider#26). Copyright by Eli Klein Gallery
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Liu Bolin, Hiding in the City No. 96 - Supermarket No. 3, 2011, Archival pigment print, 118 x 150 cm.
nEk98). AN Hiding in the City, by B. Liu, 2011b, Eli Klein Gallery (https://www.galleryek.com/artists/
liu-bolin/series/hiding-in-the-city?view=slider#22). Copyright by Eli Klein Gallery
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Liu Bolin, Hiding in New York No. 1 - Wall Street Bull, 2011, Archival pigment print, 118 x 150 cm.
nEkns. N Hiding in the City, by B. Liu, 2011c, Eli Klein Gallery (https://www.galleryek.com/artists/
liu-bolin/series/hiding-in-the-city?view=slider#20). Copyright by Eli Klein Gallery
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Mella Jaarsma, The Warrior, 2003, Indonesian
military costumes, model, seaweed, miso soup, DVD
Life size costume

Y84938). AN The Warrior, The Healer, The Feeder,
by M. Jaarsma, 2003 (https://mellajaarsma.com/
installation/the-warrior-the-healer-the-feeder/).

Copyright by Mella Jaarsma

Al 26
Mella Jaarsma, The Healer, 2003, Chinese and

Indonesian traditional medicine, medical drink
(jamu), model, DVD, Life size costume

YaELve. ANA The Warrior, The Healer, The Feeder,
by M. Jaarsma, 2003 (https://mellajaarsma.com/

installation/the-warrior-the-healer-the-feeder/).

Copyright by Mella Jaarsma
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Mella Jaarsma, Shelter Me I, 2005, Chinese shrine, Indonesian military costumes, model, DVD

210 x 70 x 60 cm.

YIELYR. AN Shelter Me, by M. Jaarsma, 2005 (https://mellajaarsma.com/installation/shelter-me/).
Copyright by Mella Jaarsma

ﬂ’]W‘ﬁ 28

Mella Jaarsma, Shelter Me Il, 2005, wood, bark, book, model, DVD, 195 x 60 x 60 cm.,

YIELYR. AN Shelter Me, by M. Jaarsma, 2005 (https://mellajaarsma.com/installation/shelter-me/).
Copyright by Mella Jaarsma
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Mella Jaarsma, Hello Native, 1999, Frog, fish, chicken feet, kangaroo skin, model, Life size costume,
Collection of Queensland Art Gallery, Brisbane

WG9, NN Hi Inlander, by M. Jaarsma, 1999 (https://mellajaarsma.com/installation/coba-misal-ini-
tahun-2021/). Copyright by Mella Jaarsma
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Mella Jaarsma, Follower, 2002, Embroidered
emblems, model, Life size costume

Y84 ¥8. 910 The Follewer, by M. Jaarsma, 2002

(https://mellajaarsma.com/installation/the-

follower/). Copyright by Mella Jaarsma



a a

ATAATIENALVD 4.3.3 ‘mﬁwwﬂﬂé’%ﬁuﬂmﬁammvﬁamaw’ NA9UTD Follower

v

A.7.2002 LLﬂﬂﬂﬂQﬂ’]i‘UﬂﬂﬂLLU‘UﬁUﬂ’] ﬂfUﬁU‘“ miwamaﬂwmﬁuaaﬂauLLavaumma 4 WiuLailou

o

n1suslnauusua (brand) Alsuansaniunimiie ‘0an’ Fauaufinesnisdnauegarsmm
sy wiluvusfientu o1nsaivessnsannfivivund ‘ow’ Mnunuiinesnisazdadian
gy s1fusududoinsgilaundes A weeufuidunsussmminuduanndnvesnaula
Tuvensdl maduaindnueanqumedanufoin e fusesimils

msleTEnneve 4.4 ‘nmavsslufalsndionaniay’ Ussnadulalidoredudioaty
vosUszmAuLsoTaun (Rauslusmeiananssuil 17 Smdsasnsalanaadl 2 Augaas) nsi
PI5ANNARNTINNUTDTUAUA LALSNANBInIUAaUETBUlATTY unaufuRaluseyn)
fudios asnsouads fgn welufeduludiessonginismdunniannaissy 1980 aufls
JaqudsiifivdfyosnsBanenisvhAausitussiiudenleaiudvindotaniay mszensaun
faouefitugnuaumsiausss woduiieilu (audulaiide ofneuluenaniau) uazauuen
(ALILTETUALA DRRLITE N TAN)

nslATgvnIete 4.4.1 ‘msdiufuarniatatumeiausssy’ Tukanude Lords of
the Tea | and Il (MW7l 31) waw Tea Men A.A.2012 (nwidl 32) D1ATATEITALATITUAINNTS
Usznauifuresiisussytusosmniiusznaumenain TouusunFuam MNUSENEU LABLANLAY
mqmumwﬂnmq d wmﬂwmawamﬂammmﬁmw aznoulmiiulse Simansaudusius
PIuN13AN warauTaussIusuduteussnsa andauuareundag dedannanie
pranfeuifinnuiugoumusui way Sausssuegnslutuesnenn mnsiuwmuumsiivszney
peguiiuilositufomaudaniy Bug & uaznws uadsdynIufensmandssnsindnais
wazidlofimoranieufiidurneianfiirianglslandsmailunisnsssuussdeunis
Unases uarrmngiuasensessilnalnduduladids msiuduasnsdatunsiaussy
ssnennauiniatu wanulugaivessisaudgneulaneinsaiivszneviuainaainy,
fundayanafianulanyfo guinuvaiuansfenagnslunisegsonmenisneniuasnaisy 1
MIBNNIVAY WarAsY 5 Ususn M NATUYEIE AN N YA TN TAT 901N TSNS
fhauresyann uandushlnusy TRmans Sndnual uarlassasasiunafidunenandsdagdugn
\Unalneaonun



awil 31

Mella Jaarsma, Lords of the Tea | and I, 2012, Embroidered
emblems, wood, stainless steel, enamel tea sets
WIEL98). 9N Lords of the Tea | and Il, by M. Jaarsma,
2012a (https://mellajaarsma.comv/installation/lords-of-

the-tea-i-and-ii/). Copyright by Mella Jaarsma

A 31
Mella Jaarsma, Tea Men, 2012, Embroidered

emblems, wood, stainless steel, enamel tea sets
Ve, an Tea Men, by M. Jaarsma, 2012b
(https://mellajaarsma.com/installation/tea-meny/).

Copyright by Mella Jaarsma
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pDOEAyPnw/). Copyright by Aimron Yunu
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ug498. 31N Home, by A. Yunu, 2024a,
Instagram (https://www.instagram.com/p/C_nAc

BaSmaV/). Copyright by Aimron Yunu




wlneaglnasdudeu waz 3 Yuiamewaulavedlneazlunsayluaniusves

Wiasuvedaeukaslng wnANdNTusEuasEMINSTRda R luaIunasiuUSE YULaY

(%
=

pitguntluvesiuves 3 Smfnmounulavedlve dunadungsriegsen ngednulnduns uaglne
afelv fdnvaisileway anmndlnadusgmnainganne sunaniiduguenanssiunans
Unasesitu 3 Fefameumilavedine Jszneufunnuuanmeiussynamaun Taussa ua
yifug Ansgaulmiansiisuieunaniefunisunasestesoraniay Tnedssadsiunaly
aunaatumeanien uasrheneaiuves 3 Smdavisuaulavedlyeidueianie

mﬂmmma%’m”u Uivﬂauﬁ’ummﬂ’ﬁajmmaqﬂu 3 Sdamounulavesing Feiinns
‘msmaﬂﬂivLmuﬁuaaﬂsvLLammmaau"l,msuaqﬂuuNﬂaumsvmmvmaaﬂmﬂmEJLwal,wﬂmuu,mu
1u°umm 3 Yameuaulalnglndudasy vlinsesIEiNaNUYBIBLTOUMENSBUANYDS
v9 4.4 ‘nswsslufaUsgndienaniag’ STaudnuazuvaNeLINNTY

MIATIZIMETe 4.4.1 ‘MsUsufuarnsindunetausssy’ HAIUYA vy (il
35-36) mﬂumwmumammmauwﬂauﬂaulﬂﬂumawmmmﬂﬂuqﬂaﬂwmaqm'ﬁwmﬂ,w
JEAIINSIUNTALAIIUTULT

MelTEnneYe 4.4.2 ‘n1sundanavauanslsy Yeans’ HAIUYA U (et 35-36)
ﬁmﬁmﬂﬁLLavé’ﬁwmsv’;’amamé Sausssy uwazendnuaesnuly 3 Ywinmeuaulalngd
mamﬂm’jm “UE]‘LJLiu mamanmﬂmmmwaﬁ%LLavaauﬂma Fufulaanamwesuuiisauuy
msmmmammﬂwumaqwmmaammmqmawmwmimmmm

Insnssuvedusou wu mwmiloudadu (nnil 33) wansdsauyuidesta uaz Alnu
A.A.2007 (MWl 36) uansdan1532LneNUeeIsLANTINALNIINNSUNSNUTIVINNIS T
%ammimm WAZHAUYA Uy ﬁﬁaﬂuﬁwLauaaammsJmaﬂlﬁﬁﬁﬂﬂswﬂgiuLMﬂﬁﬂuwaﬂﬁﬁwaau
SsssUTRNTUUsTIalvesauRiuiles Anansauas mmumnumawawmmwLﬂuaﬂaﬂwm
sUaﬁN’IEJE]’Iu’H]i% nasuvessusouliunwiiazneudnisiendisen MsTaTy LazNISAUTY
LwaLﬁuaaizmﬂmu’mg Famsatuuseiiu mifmmwawﬁwmmazmmﬂLmqm'mqmmsluqﬂ
onaniey’ lute 4.4.3 LLavé’Qﬁé’ﬂwmvmaqmiLﬂmiﬂawai’maqmmé’uﬁuéﬁméwuwﬁm%auﬁu
LLavmmaamﬁﬁiumaamummasflusmsn,muimaﬂmj asefy L Dalusmnuduius Basunad
%QUL’ﬁuLLa”ﬂ’J’maEJG]’S?S&JWNEN?]EJ Tuwe 4.4.5



vy v ¢

45 Au3veuun Aaluyllasvassananuiiiilomazneudiny 1Asygna wazn19iiled
Mudsuwladluaenesingy nanufavzeesadinasddeveinisininydiuaien sndnva
UsgiReansuaz Tuusssunseuananimsmasaseuivdlusazuenuszwmelne

faun £.a.2022 giaTnuAnanssuiitaensmnsnauadluuauinewas Ussme
P19 9 NTNATIEVAEY0 4.1 ‘AaUzumnIangIe : IN5TTNVIRGNITYIMIS Tumasuyn
Ussnalvganenss T a.m.2024 (nndl 37) 98 4 Fu uwaztudusluuiivssmdlnemilouty
undiAmasudd Fuusndlnudemms suil 2 Alnumies Tud 3 Fnuuns wartui 4 Anuau o3
ﬁmawmwmsmqﬁ’ué’ﬂwmzmswswﬁagﬂuﬁismﬁLLazmammsﬁ%’%miwmgfaaﬁLLazmmma
fiaquiedo sousu uaznauluiiunds nanuyailaBszuisdasmuiiuinluatuiifezasusunaiagn
fifiLuy ‘mefn’ (die cut/die cutting) liuguusuiuszmAlne EULLmuﬁmaé’m%Qﬂﬁmﬁwuﬁu
ué’qﬁLﬂumwﬂuﬁmawmﬁﬁmmmaLLazIwu%‘LﬁmﬁugﬂLLmuﬁmaﬁ’m gULLmuﬁUszMﬁlﬁnamawm
%Qﬂwmmiﬁﬂauﬂﬁulﬂﬁ’uﬁwé’q anemsihiluduaienssiite The US. Woodland #s
Jumenseilyimensameainquede sousu uaznaundulufufiunds @ 4.1.1) uaznss
ﬁ’umawawéjfmmmmaﬁsjam@a %39 Disruptive pattern (99 4.1.2)

ANl 37

a8 pauriveruuy, (el Usswealneaisdorsiuen (maaid), 2024, Ussmalnearensnamios
2024, Ussielngarewsisduny, 2024, Usvalnearewsiiaas, 2024, fora3aauurnluaiuuunarangn fang
v AU T, daeBudiug 229 x 124.5 x 2.5 cm.

WuIEk98. 9N Conceal : Maps, Boundary, Camouflage and Power, by S. Kunavichayanont, 2024a,
La Lanta Fine Art, Copyright by Sutee Kunavichayanont
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Wekvg. 10 The New World Order 2024, by S. Kunavichayanont, 2024b, La Lanta Fine Art, Copyright by

Sutee Kunavichayanont
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Abstract

This article aims to study guidelines for developing contemporary art activity
packages for upper elementary school students, using the Bangkok Art and Culture
Centre as a case study. A mixed-methods research design was employed and carried
out in three phases: 1) a review of related literature and previous studies; 2) a study of
perspectives and opinions of art teachers, with a sample group of 102 art teachers
from primary schools in Bangkok, selected through purposive sampling. The research
instrument was an online questionnaire, with content validity verified by experts using
the Index of Item-Objective Congruence (I0C); and 3) a focus group discussion to explore
the views of relevant stakeholders, involving 15 experts, including 8 art teachers, 1 school
administrator, 2 educational supervisors, 2 contemporary art specialists, and 2 staff
members from the Bangkok Art and Culture Centre, also selected through purposive
sampling. The research instrument was a set of focus group questions validated by
experts using the IOC. Quantitative data were analyzed using descriptive statistics, while
qualitative data were analyzed through content analysis. The research results can be
summarized into five principles: developing a positive perspective on contemporary art
through foundational understanding, observing artworks, and creating art; enhancing the
perception of contemporary art through observation, analysis, connection, and reflection;
integrating the content with the Basic Education Core Curriculum and classroom teaching
context; selecting age-appropriate examples of contemporary art; and driving the learning

process with the Bangkok Art and Culture Centre as the central hub.

Keywords: Art Activity Package / Contemporary Art / Upper Elementary Student /
Bangkok Art and Culture Centre
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Abstract

This qualitative research aimed to study Chinese classic novels in the Ming
dynasty and the adaptation in Ukiyo-e art as Japanization. The objective of the article was to
study about style and content adaptation from imaginative representation in Ming’s classic
novels to Ukiyo-e woodblock printings in the 17th-19th century. The research analyzed
two Chinese classic novels, “The Romance of Three Kingdoms” and “Tales of the Water
Margin,” through the works of five Ukiyo-e artists: Katsushika Hokusai, Utagawa Kuniyoshi,
Tsukioka Yoshitoshi, Utagawa Kunisada, and Toyohara Kunichika. The study found that Ming-
novel-themed concepts in Japanese Ukiyo-e art not only followed in text translation but
also were conducted by identity process and imagination of the artist. The combination
and adaptation of different cultures led to Japanization. Style and content adaptation rep-
resent Japanese society in the Edo era. Cultural transmission of Chinese origin under the
Japanization process turned into a new text. The artists were not strictly based on original
content. There was the adaptation of artworks to fit in with artists” and social popularity,

based on aesthetic creativity by Ukiyo-e artists.
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Abstract

This article aims to explore the potential of natural materials in contemporary
art through the study of five selected artists: Andy Goldsworthy, Walter De Maria, Anselm
Kiefer, Alexandra Kehayoglou and Giuseppe Penone, using a phenomenological approach
to examine the material phenomena in two key aspects: 1) the fundamental characteristics
such as hardness, softness, fluidity, or decay, observed both as inherent properties and as
intentionally presented by the artists; and 2) the cultural processes through which these
materials are made visible within specific contexts, including the historical background
related to the artists and objects. The study reveals five significant themes: 1) traces of
existence, representing the passage of time through material transformations; 2) the
presence of absence, evoking awareness of nature often overlooked; 3) the silence of
materials, highlighting the value of simplicity in natural forms; 4) the stillness of motion,
fostering dialogue between humans and landscapes; and 5) rootless roots, reflecting natural
processes of transformation and change. The findings demonstrate that natural materials
possess the potential to create profound connections between humans and the natural
world, serving as mediums for recording the passage of time, memory, and place, while
encouraging a deeper understanding of the importance of balance between human activity

and nature in the contemporary context.
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Vincent Van Gogh, A Pair of Shoes, 1886,
oil on canvas, 45 x 37.5 cm

Wagkng). N A Pair of Shoes, by V. Van
Gogh, 1886, WikiArt Visual Art Encyclopedia

(https://www.wikiart.org/en/vincent-van-

gogh/a-pair-of-shoes-1886/). In public domain
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“The peasant woman, on the other hand, simply wears them. If only this simple
wearing were so simple. When she takes off her shoes late in the evening, in deep
but healthy fatisue, and reaches out for them again in the still dim dawn, or passes
them by on the day of the rest, she knows all this without noticing or reflecting.
The equipment being of the equipment consists indeed in its usefulness. But this
usefulness itself rests in the abundance of an essential being of the equipment.”
(Heidegger, 1993: 160)
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Andy Goldsworthy, White Walls, 2007, Variable
1aE498). N Andly Goldsworthy: White Walls, by A. Goldsworthy, 2007, Galerie Lelong (https://galerielelong.

com/exhibitions/54-andy-goldsworthy-white-walls/). Copyright by Andy Goldsworthy
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Anselm Kiefer, Shevirat Ha-Kelim, 2009, Terracotta, acrylic, oil and shellac on canvas, 330 x 760 x 1,300 cm
VA 1ELYR). (5;78) 31N Anselm Kiefer: Monumental Paintings Rising From An Industrial Moonscape-PLANTA-
Paul Black, by P. Black, 2018, Artlyst (https://artlyst.com/features/anselm-kiefer-monumental-paintings-
rising-industrial-moonscape-planta-paul-black/). Copyright 2018 by P A Black; (¥31) 310 Remains and
Remnants, by J. Wilkes, 2009, Studio International (https://www.studiointernational.com/index.php/

remains-and-remnants--anselm-kiefer-the-fertile-crescent). Copyright by James Wilkies
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Alexandra Kehayoglou, Santa Cruz River, 2016-2017, Wool, custom-woven tapestry, 980 cm x 420 cm
VIEAE. 97N Alexandra Kehayoglou: Silent Activism, by E. Singleton, 2021, DAMN? (https:.//www.damnmagazine.
net/silent-activism-alexandra-kehayoglou). Copyright by Tobias Titz
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Abstract

This research study explores Appropriation art in contemporary traditional Chinese
painting through a qualitative research methodology. The aim is to study the concepts,
styles, and creative processes of contemporary Chinese artists working within the context
of Appropriation art. The study analyzes contemporary traditional Chinese painting artworks
by three contemporary Chinese artists from the People's Republic of China who create
works based on appropriation art: Xu Bing, Yang Yongliang, and Wang Qingsong. The results
show that the concepts, styles, and creative approaches of contemporary Chinese artists
working within Appropriation art contexts demonstrate overall consistency in direction.
All artworks represent new creations rather than copies, reproductions, or repetitions of
original works. Contemporary Chinese artists who create works within an Appropriation
art context have developed their own identities while reflecting hidden meanings in their
works. These meanings can be divided into three main issues: 1) Art History, 2) Social
concerns, and 3) Environmental themes. Furthermore, each contemporary Chinese artist
has a unique style in presenting their work, employing different techniques and materials
for creative expression, including readymade objects, found objects, photography,

installation art, and digital art.
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pua3fa o19sdnlasuusatumalatusiuiiviuln SeilnAaduaufadiudy
fautu Aaduonalasunutumaleandatnssudulatunisluanassdaunssudy o
Ju SuiignuaRnuanluiidenandadnssudantunials @ Influence Bviswa Aouss
s1unatannsgnuislavens silmsudilmsnagsi uasilmasandulumudnuoe

NLABVDILSIBIUIAUU” (FaU ASAS, 2500: 133)

fadu spvnsanumnevesussiumalatudvina Avisaesiaiuiinnuduiusdeiy
waziu luuadsansneiuisarumnsusndulasiona uaunadaiimslyluaumne sy
ety aennaasfudesuieiin wssuaalauagdving fimsfrnuiuestunuazay Aadu
spangaudiaufiviinsfussUuuues N Aaduduinasvassniva wasiindueisveany
wuUsngeyftludesmansiudvina widudewesnmsiuvdolausstunalouasasany
WD TdnuuEYRIIULUUUTIN oI Tssdunsiudvina v1eRTimsfinnunseturn Tinae
fnslaanumnedesndls mnumnetiaesifgnlysuduauiansnasiaaaiuieilasune
TmAniaunsvesdesiiuazdilawnndluudude d11 nisuwdudy vienisiennasouases
Fanandwn “uwdninsndiedu” (Appropriation) luvaiieniu Aaussiunalanazdnsna
ﬁé’mﬂ%@gjasjmﬂa (5e@u nam, 2558: 3) TuuSunmeRalzaeanisnduli wie Appropriation
ﬁJUﬂg’lEJﬂﬁﬂﬁUﬂjﬁuﬂuﬂﬁlaaﬂzfﬂﬂLﬁ‘UGIﬂ (Found Objects art) Tudnwaznagnsmafadz
mensBu Mafaaen waznindsuulanm g uazuuiAafitognouuailasannudsle’
wonani Silasumsiisnnfindudu 'nshingaiefeunnssianufavsiifleguamnviidu
nuAaUzdualvL” (MoMA, n.d.)



nsingaavIngvesRalyauAnidudin Appropriation art Sudunsduauainnis
vgrpveuanmsiiaguaznmideguannlslunudauslagludsuuadlunnauaty
faudn Fadtilannianuassassadvsuianien (Cubism) vestilua Jifals (Pablo Picasso)
wazansal ush (George Braque) dslafinsmbudumsethasiinuiuiluddunaniudslulatu
mufagiauy wu nszawvildofiun 11a uasAwrisiusThreantanieUsinogluay
Insnssuvowmuies luvneiiungiga gues (Marcel Duchamp) giilufiauza1nn (Dada) lnsamnn
Lmemfslﬁhunmﬁﬁulﬂ§ﬂsxﬁU¢Twﬂﬁﬁf1LauammﬁmLﬁmﬁ’ui’mqﬁwﬁagﬂ (Readymade)
FenuistulavialuluTieUsestu shludaamandnareidudofiannsotiavowfnvesialu
Alalalnmuddiurnuanumeaenanaely (Philadelphia Museum of Art, 2017) Kasu
Tngd3asuvesguesUdudulumdnnisiia ?1'&1'71'Lﬂuﬁaﬂzﬁ'jugﬂﬁmumimﬁaﬂu nsideninguiu
miaéywaisﬁi@aﬁamaﬁmqful@qa@,ﬁa mqu%‘lsmuﬂawmﬁaﬂuiugmzg?a;'mmLﬂuﬁaﬂuiu
gruznidon gnuesmiegnsunueansiadoulmilgdnvasresfiaUzuunudn (Conceptual
art) Lﬁaqmﬂamuzﬁuaﬁaﬂml,azi’mqgﬂé}u’qﬁwmu 39 a1 At nanuingaIsagUgnuesIndy
nslasfierualanusaiy dvlufsuaaniuzvesfaUzmbu undsralUfssssumafiunege
vosfiatzBnme aonnapsfumesuieiin @ﬂmﬂiﬁi’mq‘iumummLGU']Lﬁuéf'sL’%&Jﬂ;aa@‘uﬂimiw
@mhwawuﬁaﬂﬂaﬂﬁﬁuagjﬁumiagfmaﬁsﬁmmﬁmﬁw LLm'%uagjﬁ’ummﬁmﬁgwmaﬁﬁwé’m
aeﬂiﬁawé’wmmamu (Tate, n.d) aunsevishumisUaeesanrnissud 20 SnuaiznaIL Appropriation
lﬁgﬂﬁwuwﬂﬁe‘j “UIummsfialy” epnsdniaudedu menanuilensdinmainysySmans
Favy Lﬁaﬁaﬂuﬁumwguuwmugﬁ%LLh”ﬂfymmammﬁmLLazﬁwszuumiﬁ'}Lauaimi luna
FromsUszassaruAndunmauuuy Aadufledvinasensnninauadlanedossmienis
des Aadudouanuanmsafimslunisassassaiunisfiarsundsy Rmansaausng Tuan
fin3negULuy inAanm Bowi LasuITIUNAULEERNY 9 MIATINATIANANUAATLAY
n15 Appropriation fu Art History ¥ilnnmwasududeumienanusulnsislueinndumnuy
AuAntuslniluviuniiuanans lvdAaduadeluusiuiulunesfiassassanasuesis
23999 wmzLﬂumsﬁ’]ﬁmaaﬁaﬁmaqLwiqﬁﬂﬁﬂawmﬁuﬁauﬂﬂasm 7 TulanUszRmansaaus
astefly Sn1sdounann wasd ussenelneoundulidunmBeumadu luvuseatuiias
as19sunuInslay 9 yasshAadusmmeiuiunmsiulanvesUss Saenansaals fadiu
lpnuanuiausves sngunas Tu3yse (Yasumasa Morimura) Aadusmdiu lafimsassassa
naulafiinananmsiaukanuialsuasyanaiifitedssanusy Reansiay i
Aadulaaryainvosiiedunasnduyanalun e uasdadeslossndnuavosnuinm
PILNTULAUTBUTOIR et Antunm UseRmans wasTausssy Tuuusfentu Gul wesua
(Cindy Sherman) Aadundarmauifufiansnlasiaulufuiruzuas Tansssumsdatzan
amnevesyaram 1 Aduddudsaulnfunanuresilewmisdnuiiuinaisesaue
AatznmaereresiauLanteanivesualduLarnTIAinsal Tasthamainaulawan
aweuns Insviey wardnoansunlalunufauyvesdalu (Gaylord, 2016)



ae13lsinu mingaugdsuiAnenisinafiesnisnumuneyss Appropriation art
Tudszimaiu azmudeusundiuanang Medinszaauealialusasu Insnssudulszmdiuugng
25 vidunid) wazviign (R 1 1139) e dunsufiRlusssutleunsmnanindnsnssu

nsAnaen (I
Julsemdinesnsyun msnanmludnsnssuiudssndsdunnudidane “nsdnasnuaz
yhe” d3slufteundunumedniuinsnsiulumalunmsiinduinuzduiiugumidu unds
UM SN Ye NS HELNI e TIUTEANBE19EIUIY InsnsTuansluaudfyae
nsiensnennIsn1sinaenuazyhalalagluladiuandunnudauswaUsensle daviule
Mutuiinenaslusauile 1,500 Ifuarite wdn 6 Ussnisunsdmsnssy (LN vos
dowe (B, Xie He, T3inegluriniananisswdl 6) delidesuisfisuiunvesnsdaaen
wara RIS (mwdniide) Tushusidsil mnuensenuazudamumneiinenis
“graven (5 au) / feaen (B ) / deunuu (B wih) / @euna (5 @e)” saumnuum
Javmneds “nsasumentsiaaon” flu giididdnuivteusaeiffiossduusnanse s
pesun1sininnslensstisvesiaduenluatelumandoney msasenunieisaendey
wuureslusias nssaugvesymiuludenin uandusnsesidugiiinddnlunms “lanswofin”
ety nsaensaslusadedundnnisddymisdasnsy Insnsnosuunisilnialem ity
sendsununuuinsnsenafelusa msdmaendlafaunuiouniiiewirlmnniiouvonia
iy mnmesanenesdyaasaraumelavesiinlunuiuesnulnlanie nacuwesdnasns
Fodiluefin Fsandlugnmiunads dsluimiegnihansly Aaugameaulumidesesoy
17 unnmaawdooguefidunszysandludes “lrsweiin” dios (a3 guwaves, 2559: 90)

Faths wwama Appropriation art SadusnnszuanilwesiauyiusanadefiSuriauuns
MANELINB auLﬁml'i']ﬂgmﬁa}ummﬁagwaisﬁiuLLUU@&iNé’QﬂénmaéwiaLﬁaq Tngang
nsthanUszena faudas U3Uly nevon uazduaueufslnalvifuinsnesuduussing (5 )
Dudssduiindnuauan delminanueilafisfinvesnnudn ussdumals wada ey
Uiz lunsasEsIAlUnsaIAINEve Rials w1 iBuEy

2. Sanus:avA

WafnYINUITeULIAn JULUU kaN15as19aIAYe9dnInssuiulseindsivaliely
UunAauzumansmiugy



3. 3sandiunis3de

n93seluadeilifunisidoBenmamm (Qualitative Research) lnAnwiatnwasufaus
vosRaduiuruaiefiviausuwidsluuiunvesiauzunesnsnduiy Tnesdunisinwsiusy
%auammaﬂmi (Documentary Research) 1’7{Lﬂu%ama%guiaw%%auawaaﬂﬁ (Secondary
sources) Lﬂuwaﬂﬂivﬂaumasuamaiuﬂwwwlwa mmaaﬂqw waznwdu saludaenasmia
F91n13 1w wilsde Wi uneauIvnis LLawuauamﬂWWﬁﬂmsmLLavwaﬂaﬂwummumaaa
\umy

4. youwQ

nsfnwdesAausunsnmduiiluinsnssuiussndsmale Wunsdadenngu
Frogauuusmzanzas Insfinawlunsindenie nanuRalzdinardunanuuesialy
SuswaTeffunurlunisindeulmnaznisuanseonmefalzluussandnsnssuiulssing
sowarly naruAaUsilelunisinsznnded dadonandaduiusiadeiiinanuassessaly
AsEUILLUUIRSnI TSIl 3 Au laun &30 (Xu Bing) venwmeaimdes (Yang Yongliang)
AT (Wang Qingsong)

5. nUNDUDSSTUNSSU

Sharon Matt Atkins waz J. Marter lasiiunsidodos Art Appropriation and Identity
since 1980 LﬁaﬁﬂmﬁwmLLﬁqszWiNLLu'gquﬁﬁ’aﬁﬁSw%waaaaLLu'Jmﬂumia%Nmﬁaﬂg
Turamessy 1980 waz 1990 Fslaun wanuAaUsumsnsnBudy uaznisiiauedndnua
melunseuveaTord A uay eIy uian "nsmBuiy’ (Appropriation) agnaneykiuii
Tnssslugandsatelnusaanunaissy 1980 uafAULANATTEMIMUIMNIU AT Tneg
shredinanil muannsnssyladmauiudefisrssmmesemansuniu Wosna
uanesfidaaulunumeaUtRnualsiduseu uandmfiudianuduiussemnafiadzaa
asfeluilomuarusy Rmansiiuonesnainiu luvasifadursmumassy 1980 finsvindnag
fngmeRavziiteviianendnnsify q vesdvdRauzateln finskennnufiouuifn wasanudn
3680 Aaduluinisensdaumasiinnvesuialyuanaanednesndls uaznasumaniila
wansdsnssugienfusndnualauynnauas Tamssauossls n1sAnyidelundsiadunis
ﬁﬂmﬁmﬂL%awiaﬁé"]é’fﬁgszijmwﬁuﬁmLLasﬁmﬁgumé’mé’ﬂmj LazIATIERaINIsAALUAs
mamuﬁaﬂwaqaaﬂiﬂumiLU%I&muﬂaaazuwaﬁwuﬁiﬁmLLazqﬂmaﬁmﬁaﬂz Tnglansdifnu
nfAaduisanuau laun Tsism Taadaenn (Robert Colescott) o1gunay Tudyse uazdu



wosuay TasAnwidsnisvheuAadzdinisunloszuunsuanseannisialslunisasassa
ANAINTNTTURIFUTTTH femaduumaraulaininuinsaissiRmansaadzag fuanaaenind
anunludsuulasnumunindsauyanavesiaduisany esnaudadznduingiuves
Fausssuirufamass ifenans Aadunandddauluiinminsnssudeussmmesiaduly
aﬁmawmaﬂaﬁuﬂﬁaﬂ%wmuazmhn dewughfsunuvessefimansauglunsasassn
awdAnsnssunuuusilv Bslunifu mathammileusumeslahlunisensdsdanminsnss
Tuefnvesdaduiianuay luifissadunsuansweuwslugunaveseudusndnuaimidy
uaduanseandaussiivluumeiausssy Fond e wazerTnuesmuwesdnaie (Atkins &
Marter, 2004)

Sherri Irvin losniiunsidoides Appropriation and Authorship in Contemporary Art
ﬂé’nﬁqﬁaﬂzLmﬂ’]w@u@uﬁﬁﬂgﬂum’hLﬂuﬂ'1iaﬁ‘uawum'ﬁLﬁurz;a';waisﬁiumuaaﬂzﬁgflaﬁa
yernualafia MinnsAnwmassimemaieudisusznafalsusnsviuiutunsdues
nsuasuulasufaly MinnsrTIRdeULarnIsUfastunuenassE ety vhluenuey
favaiUsuiiisussmnsfaluiiiduyasemanuveanuies TuvaedigUasuuvassululynis
a%qaﬁiﬁmmLmﬂﬁmﬁﬁﬁmﬁuﬁﬁa muessinfadunesuiinveulunsruumsiauiaUy
wﬁﬁumauqmﬁwLLam"wLﬁumisimmamwuaqmmaqwﬁﬁ?u hmmzﬁi’mqﬂizaqéwé’nmaagﬂaau
LLanﬁ?ugﬂﬁmuﬂimaé’ﬂwmzﬁuaqﬁaﬂsiums‘daamtfdm AaduitastenanuniefaUzuenisudy
G LLVT@]’%&LLE:'JLﬂumsgﬂagwa%uiuLLuaﬁmmaaﬁaﬂzﬁLLamﬂﬁLﬁuﬁam’m%Uﬂmsuawaqghﬁaﬂuiu
nﬂLLiymauJ’mma 5’;&1/1@5 JerulufamauansmadnslunsndnnanuiaUzvesialunie
wuiu eusufiaseuiiadussauszneudidylunsassassnnasy waziuameuansiinny
nasuRauznaffalufithnanuiiodwiendufululy favailuladunsueurhansuudn
Fosrnuiduavedlunanufatzunesndla unnduidunismensuasiaiuasaienuudounss
TnfuuuaRndenanauny (Invin, 2005)

6. unaAs1tKAav:ukoNMsKIUHUTUDASNSSUDUUSELW LSO
due

6.1 a3Uv (%7K, Xu Bing, A.A.1955-Uod0u)

Anftiflesasds ununiiuladingsdnAs seunlud 1977 lawnAnwrefianrawiamn aoni
FansaaUnars wazd 1987 wiAnwnelusziuUsaInanaantuiInsdalnanawuienty
Mendsnifamnnsaifidieusumiiu meusnaduandsay @dedlagnesiugiuluriineg
flupstiwoin Ussimmanssoiinilud 1990 nsgisiadled 2008 Felaiunslugsanituiing
Aanans n3sdnds Yaquiu Msaiunusmans1915e7 Comell University uasiiaeosn Uszine



aAndgaLsm aidatududaduiv-onsiusmatefiinanusuialssuduendnuafiy
HIREL lf;{%’umiaam%‘uiwLﬂuﬁaﬂuéwaﬁaﬁﬁmamua%qaﬁsﬁﬂ'LLmﬁﬁT’saiwﬂgwumﬁ@uuﬁﬁiu
ARUIVEYN suvedsarnoununseislaessinay lendnvaluuiundausunsnsvduiuves
afjﬂaL'%'uguﬁ]'mLmﬁ’umwaiuﬂ'ﬁa;'maiiémaqum Background Story sgvefivniaadauand
nanufiffisfunAaUzieBony fusenlutssmasesud lafaloifsaunsansfiaznaumany
UsefRmanimasiusaslavsslomiangnszanvualugiiseyseu q vesinssansifioasnaua
iy q warwun Tuvasasaslanaded 2 SuaudRavaluifisfamAadzunsiinn 90%
anuuengludsefnannmludealnenesinuaundsion vaudofissnmoisvosuiausd
aameld mosnlusvnsiiaideindsserdsuniesiiaunduogtiues Amdeuluiiunszang
G;uluagujﬁgﬁwé’qmﬁfaﬂiza}ﬂﬂﬂw%nmamuﬁu SuraguileunmiinIuass o warlunaniies
wniuiindagnazanunelugluifisdanuazamaiimely Ssladaduusatuaalafios

@519853A "The Story Behind" (LU9#§3U9413995717) LWOUBALAIR0IT WA TUNIUIUAAUY

LLiaﬁuma’Laé]’aﬂénﬂm&JmLﬂuﬁmL?fuéjuﬁ'afiﬂqL’%MéTuTum5a§1&a35¢§mamu1uumﬁm
Appropriation art fuRaUsTinaunaIusz9Ne Installation art ﬂumﬁaﬁwmuﬁaﬂvmmammumﬂ
(found objects) maimuauwuammmmauﬂavmewmﬂawmﬁuawwmaqmumqmwm
Wunm3nsnssu mewLuaaamaﬂ‘d@mwaw Lﬂummammﬂﬁsimmmﬂmmﬂivﬂau
mﬂmwu’tmLwasl,mﬂmmimammmaLﬁumwmmmaamwm cjéuumaqmvmummwmqu
vmwaﬂLﬁawmnmalﬂmﬂmis*ugmaLL’iﬂmu Jurnusdlavesiaduiitiauslunsounuin
299 Background Story é’wmzﬁmﬂumamumaqLéuwﬂ%ifamm 9 iumiaﬁyﬁqaﬁiﬁmamuﬁm
Backeround Story laun wravayr ety eenluuwns Adla wavvey w8 eunuiinislywiinly
nsnnw iewianuanilagninanludieasssesyiu Fossnvesannvdiiasnoulnidiuds
ArumansLansianaafiedoulmssysdsfiaidadentdun "Udnualneuen’ (outward
appearance) fu "emangly’ (inner content) vasranu iodrulmin "arualafiianain
Lﬁ'mﬁ’ﬁmq" (faulty understanding of the object) LLazmmﬁuauﬁﬁ%'&“wajmmqut,ljmwﬁu
Lﬁapglfﬁywumnaaw%nw’ﬁwé’wamémiw %ale?aﬁywmwawmﬂﬁﬁumwﬁaﬁmﬁ%u%qgw
Fuluanaumn uagAunuIA M 9 5a§wa%umﬂmﬁa@ﬁgﬂ§u NA9UYR Background Story
Sunuadusnlud 2004 ndwntuan @ddasfiunsiauniionssenaudnluiusnan
Sosundudsu ﬁauwu?jw‘l’ﬂﬂ;ﬂwwmaqmﬁmmamuﬁajmﬂﬁﬁu mntfunsassassarasly
yniisaund 2004 aufad 2024 uszeriim 20 9 wwhauassassayn Background Story 3
LaaA 25 (Xu, n.d.)



Silpa Bhirasri (Journal of Fine Arts) Vol.13(1) 2025

AN 1

war9Fondy, Gasnssuiiaiay, 1654,
inuasauUNTENY, 16.25 x 42.33 94l.
USAviINGe

nagivg. UIuan hanging scroll;
painting, by W. Shimin, 1654, The British
Museum (https://www.britishmuseum.
org/collection/object/A 1960-1008-0-1).
Copyright by The Trustees of the British

Museum

Al 2

@314, Background Story 7, 2011, i ianain
ssumd SapAuan uansEank Lasvaen
I, 430 x 200 w1, UFGVTUTEU

yews. USuan Background Story 7, by
B. Xu, 2011, (https://www.xubing.com/
en/work/details/3867year=2011&type=y
ear#386). Copyright by Xu Bing
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a1dvassEssaraiy Backeround Story 7 Tud 2011 (it 2) TnewBuduiieneson
waAAAlNINNaUA T “Basnssuiiavian” Tul Am 1654 (nwdl 1) ves wedeniy
(EBH, Wang Shimin, A./.1592-1680) InsnsUansatesveinieamusvIeads Insaue
tu adsdamiureunnavevmsdeniivnnegua Weladunmauatunmififuing
127 The British Museum nysaauaeu Ussinasingy waruduiBinrenlataussiunalaosns
Bannflazasvassananulufuge Background Story wawnnadeviiu nsassassAnInAaUs
dlenmsuBuBuiifisuiunuatuosdlnadanelu The British Museumn ¥ilvaddaraununs
yhauesaseingeds esnamineandeanazaudurou nszauatunmiIArem
sdoviiufinisuaniielif iui uazsrozanuBnuuumenafuluyuinesasndenase viln
wdenlu TanfunnluaziinnisaeunsulaeunmasTanniinns 4 suludonisdeRumn
sl warlulauwmsanaungnumans msasidenlsanudslavualnu diddmeyisu
Weuiuaraeulonulnugiiadnannntu e fanuaniosnssedaseTs waoy
Background Story 7 maﬂaﬁﬂﬁaﬂizﬂaulﬂgaULﬂwi’aQﬁmﬁiﬁmﬁ LLaz‘i'a@Lﬁumﬂﬁmmmw
nsgae menluune Ad Lewan e diethindasesrdsznouuinumundwosinaodlnd
Angaviaenlil LED aodlmAnidusnvosianmaniumeniumi fammensmasenmnaaiiou
TNvesTaniAunn uarAIUANTEELIINLLANNTEANELazLIUN oY YlmAnAuALTR
Tunnagauaziuaoadiluuissiumus (A 3)



Silpa Bhirasri (Journal of Fine Arts) Vol.13(1) 2025

awii 4

oroudlay] Fugglulusinivs, asamanasswil 13, wilnuasFuunseny, 28.4 x 90.2 au, Asinmmsys 155
wnaw s (gn) L

VYR, YSuan Autumn scenery of Qiao and Hua, by M. Zhao, 13 C.E., National Palace Museum, Taiwan
(https://theme.npm.edu.tw/khan/Article.aspx?sNo=03009158). Copyright by National Palace Museum, Taiwan

A 5

&30, Background Story: Autumn Colors on the Qiao and Hua Mountains, 2020, Lﬂwfﬁ@@7n§55w%7§ ﬁuﬂ@
LAusn uaansEan uasvaenln, 219 x 366 x 50 @i, The 1st Jinan Biennial, China

VTR, U5Uan Background Story: Autumn Colors on the Qiao and Hua Mountains, by B. Xu, 2020
(https://www.xubing.com/en/work/details/596?year=2020&type=year). Copyright by Copyright by Xu Bing

A0 6

a3, Background Story: Autumn Colors on the Qiao and Hua Mountains, 2024, \fYia9IN5Ts1YI a7
WAURN BENNTEAN él,azmaﬁ)zw 219 x 366 x 50 94.., Asia Society Texas Center, Houston, Texas

YIENS). J5uan Background Story: Autumn Colors on the Qiao and Hua Mountains, by B. Xu, 2024,
ArtAsiaPacific (https://artasiapacific.com/issue/houston-xu-bing-word-alchemy). Copyright by Xu Bing
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U?A?Mﬁ;%uwﬁumﬂédzw Background Story: Autumn Colors on the Qiao and Hua Mountains, 2020

MaERYE). N Background Story: Autumn Colors on the Qiao and Hua Mountains, by B. Xu, 2020 (https://www.
xubing.com/en/work/details/711?year=2024&type=year#711). Copyright by Xu Bing

a%‘ﬂqa%waaiiﬁwaaﬁu Background Story: Autumn Colors on the Qiao and Hua
Mountains 1 2020 (n il 5 wagamdl 7) iumsassassamensvBuBuussiumalannuanu
InsnssuTedsde “aﬁquiulﬁilduﬂtﬁaa’ﬁ” (Autumn Colors on the Qiao and Hua Mountains)
3o (BSHERKEE) \dunanunamesisvesanidey (B EHE, Zhao Mengfu, A.f.1254-
1322) Smsnsafosvaseneu (nmil 4) TneAadulmimanuduieonuansluinssamsiaus
The 1st Jinan Biennial smagums as13asgussvvudu Welnssnmsassassavesaids
dulomnisthainanauuuuvesnmiiuanseanisdnsnmuesinsnstuamerens wilnaeven
sunedlvvaamsagnouiainudwoadosnm (unuinsnssuvesanide) uandomdmes
waa (unaeslifiassnnianlusssun®) mnetagivaniamniaidaiunlssenovans
waswdul audufaguomesiuuinaummariuns Saduanuiidniwesguirissuuas
gareneumaunsiinsnsnadsnaeililuein nsdansiurusenaytanfiensd
muﬁ%muﬁLamlaamwmm%aﬁmfm%’wg@umaami%éf’uuawﬁﬂﬁgﬂLﬂﬁaumLﬁumwﬁ'ﬂﬂuaz
Tulaums Snvisdanpatfeuifisurunuazdnunsrestanumartulunssiunielnaifeai
aeauvemdinuard sailuianisasslnunluussenmavesiinfaneiugglulusae ofls



Tud 2024 afsﬁﬂﬁ?ﬁwmﬂ%ﬂﬂqﬁLLazLLleﬁuNaaﬂu Background Story: Autumn Colors on the
Qiao and Hua Mountains Infianuasysalnndsiudnass (il 6) Tnsfadulpassassauiia
TuauiidunsussiuuagfisnusiuuunmalmAstunisannisaisnmaesasuunszan
Menunds silmfamsiuseufiauysauunaedliissnnng “asUssiv” uay “fdnysiu’
%&Lwﬂﬁﬂﬁmé’nﬁlﬁﬁ‘ﬁumaﬂm Background Story L‘ﬂuﬂ%’jﬂLLiﬂ LLazﬁﬂaaﬂLLamﬁl Asia Society
Texas Center @13golusnn fathuazdiulan mswaundinalaasanuauaidluiunin
mammuua@ﬂgwmﬁqﬁumwéfuaﬂ’u Tuvasfiaunundenasyl finsasisanuala
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Abstract

This article critically investigates the nuanced distinctions between copying,
inspiration, and imitation in contemporary choreographic practice, foregrounding the
complex mechanisms by which creative influence operates in dance. Positioned within
interrelated historical, aesthetic, legal, and ethical paradigms, the study challenges
simplistic notions of originality versus derivation, arguing instead for a more layered
understanding of intertextuality and artistic lineage. Drawing from theorists such as Harold
Bloom, Julia Kristeva, and Rosalind Krauss, the analysis situates choreographic borrowing
within dialogic and intergenerational frameworks that reveal how inherited movement
vocabularies continue to inform new work. Historical perspectives demonstrate that
replication, once essential to cultural continuity in traditional dance, now intersects with
modern imperatives for innovation. Case studies—including the Beyoncé-De Keersmaeker
controversy, Pina Bausch’s choreographic strategies, and imitation in digital platforms—
exemplify the ethical and legal complexities surrounding appropriation in a globalized
context. The article contends that responsible artistic influence requires transparency,
transformation, and contextual awareness. Moreover, it calls for legal frameworks that
recognize both individual authorship and communal knowledge, especially within digital
and non-Western settings. Ultimately, the study promotes a historically grounded,
ethically informed, and culturally sensitive model of creative influence, vital for sustaining

a pluralistic and critically engaged global dance practice.
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Tumsdnweumnededydnual ievnveamauans uaz MRS nsTuTitafegludauy
wynsil Tuvunil mavidndladudfdndnerufnassasse uandugnueniiueiesiiediny
TumsunindnuAnuany s T TTLAE N AINBANAIM ST TILvDIEAN

Tugtuuuingnasssaiumani uundndesmiudusuaiiu (originality) fidnuazunnang
MnnsoukAnnyTunnasieln mnuAnassasallauanisentumaldsauuesazuLIRN
YUY mmjﬁwﬂgshummazLﬁaméauiuﬂ75§ﬂaﬂu i MslAsuudasiame (timing) AT
dunvesnisiaeuln (dynamic nuance) Wiansanenene1sual (emotional shading) e
dindnuasianziesnisuandlaslutuneunuunvesssndg Aavzvosinuansisoyd
pansalunauanseonism AN Tlalas I LgNABIUBILIANYINNANTY YR
fusousiuanusAnaiuiadunanuesenaunduiuadeuynsgunissvosmmy



2. ugnssuavslkbuazravalstkucdamsdaviavinusawaina:suuuulhLiyav
onswa

miLﬁms'ﬁyusuaamgﬂismaﬁdwﬂu&uﬂmiwﬁ' 20 5@Lﬁumiﬂﬁ’j’aaéwqﬁﬂéﬁae{amsaﬂém
MTYELURLAY yanad ey WU Benosn fuuAu (sadora Duncan) 11357 LNSUex (Martha
Graham) LLasgmaéw 29U 871U (Rudolf von Laban) Ghailfjl,ﬁﬁl,l,mmqﬁl,ﬂéaﬂ%’mLLasqmmmsaj
ﬁnu%”’qumﬁaLaﬁﬂmaﬁﬂaéw?:m%a (Anderson, 2018; Van Dyke, 1992) Imagmﬁumﬁﬁmm
AR U INIINNATANINBAMENLSTIUNF N1TUAAIDONNIIBTHAT UNTI
warnN13d1599WeAUYYN (metaphysical exploration) msa@lﬂajui’mﬂisﬁﬂﬂﬁytﬁmﬁmmi
Jeavudnuesdnaely ynuananeiduiusiaifequndsmansuaya3osssuosadnion

ogalsfinny LLﬂLLﬁiuﬂéuﬁﬂaamwumLguaﬁaimiﬁﬁ%mﬁwﬁﬂiumiﬂﬁi’ﬁ Alaanansa
wanidssdrdnaanafisla fogiamu maedoulmssneilanauresnis insusy lasy
Sw%waaéwaﬁn%&mamwﬁmmamvhmmqmam%m (Delsartean theories of gesture) Iﬂﬁﬂagﬂﬂ
fBnssuanasasnaniusa Msufoimeisnssuvesuiuilosenidiu wardydnvalilhdnive
ﬁLﬁWﬁumﬂmwﬁ%m%miwﬁﬁﬁwé’qLﬁuimiuﬁumgﬁ?u (Chevrier-Bosseau, 2023; Ruyter, 1973)
feu wmnssluungnasualioladdulamnefamsdnuelasauds undunmsusanminghv
faunonulmnaneduszuunisuanseania

miLﬂﬁauiwamaauwgﬂiiwé’aaﬁdm (Postmodern Dance Movement) %ﬁﬁlui%
Judson Dance Theater (1962-1964) lndupaouausfigiufeniumsduiamemant @uthorship)
arudunuatu LAYN3AAADNDY LTS Aadupens BaWt 151Ue3 (Yvonne Rainer) @fiv unngiy
(Steve Paxton) ¥i3%1 U194 (Trisha Brown) uagiadn nesnau (David Gordon) AmsURiEsAIY
Fermngilanedauuusaiuuasauedenisvesasasad (Anderson, 2018) Tnesfualuaany
ddufunisndeulmnuudiauszsiu (pedestrian movement) AsAvEn (improvisation)
ﬂizmumi:ﬂlm (chance procedures) ka¥n15NAYIU TR (task-based actions)

L9 ENLU LY UYDIRATUYIALT ThnLnNesAYsENouUaINTInysEs1 iU Wy sy
au 39 viden15unveedn walulASIEsINISLAERS ﬁﬂlﬂ@jﬂﬂiﬁwawagwaLf:uLLﬁaL%aqw%mam%
szmﬁa "mimﬁlaulmmaﬁaﬂz“ Uaz "N1INTEYINSIINAN" Iuammmgawé’ﬂaﬁaimi AREIGI
U LLazmiﬁw%‘:ﬁaﬁlgggﬂmiﬂLﬂummz%Jmmwmmmﬁma%msaﬁ LLﬁﬂﬁUQﬂI‘gLﬂuﬂaQWﬁ‘L‘?ﬁﬂ

INNBUALITIANATS (subversive strategies)



AMsuEUNaISIBIdFUNUsUN (intertextuality) Fsluadnnaidunainfigeusulunns
anevendals lagnanseivlmdusiauszneuddlasiasslunisassassanuialzesadame
WeMMEUTIIng IUNTInUsTILaYSonauN e ARvesRaduyas9assAnUlagaW

fadu Tunneeadie arumnefiieudostunisvhe uinnss wasdvdna lauUaasy
peANTa UM s wasRsiuuuusuutuTauNsSqussiardinluan g
nsmszvtaaaimmeUsy SReansmant) ﬁqa'jmméhﬁfgasi'mﬁ‘iwiamiﬂizLﬁuﬁmﬁwa@aag’masiﬁ
1uuwgﬂiiuéauaﬂaa&haﬁ%mamfmmLLazaaﬂﬂgaaﬁ’UU%waéNLLﬁ;fa]'%a

AdogvisvdnuauaznsciAnu

LLﬂ’i’m'ﬁaULLmﬁmmqmwjﬁ]3ﬁuwmwé’ﬁ@um€ﬂ§wmm%’mLauL%QLLmﬁm uAMSTA
wilteeadndsdsmuuanaessnen1siaaen (copying) N1sknsuusetiunala (inspiration) wae
n9dEunuy (imitation) lunuungnssu Sudunesendunistiameniesdiduiumansiang
onafugdssau nsdlfnumeluil sdnassananninaiunis 4 vesmeungnssalan uandliuy
wartnvesdvisnadansassaluuuniivannvans uazmelniueudureudiosTa aquvREeans
waznnnefiintuannisufduiusvand

1. nsadAnuviinednudonaioniNisAqaaonuodv Beyoncé fiu Anne Teresa De
Keersmaeker

nildlureanifissnuadioilasumuaulasssunsuaneiieafunisnanmmsdaaenty
wgnasy Aetulud a.a.2011 AuiaEniflewnas Countdown was Beyonce (nwifl 1) gdainannsal
Fnnwinsaslunmsininmsuazinesnuuuriau ssdlndiuienueaeadsiuessdan
ﬁwiwé’ﬁuﬁfnﬁﬂuﬁﬁiaﬁumamumgﬂiiuﬁﬁmaq Anne Teresa De Keersmaeker (21wl 2)
Taun Grueny (2024) Jennings (2011) Kraut (2015) wag Mackrell (2013) Tngtiauen De
Keersmaeker laponunnanimmeansisnie Beyonce uasfiuasuassavasselanszvinisaen
Boulaglula¥ueyamn neeuddaiunsdiangiiinsyhdguuuumaedouln lassansiuil way
auvdemansvesaiesnimeasdnafesiulaelufinsveynevdelnnisendsesamnya

[
aad

nsaflieiduimeensdrAiaunuasyninansiasuussiunialatunisanasnnaieidu

1% '

UsziAunfinslaueeea193uuse kin191uves Beyoncé dxquiiauiin1suiuusunvesminy
AUATURNENTOUTRUETTHUB UMY UATEAUYDINTNEUTURFUSTIN FaT30RdwuNINNg
N59T9MNE wagdydnwaudenIn (visual iconography) i TaURIN1SYIEILINNINITAAIM

o w

WAT19a5IA N1391AN1TUSUAs Ut AR MTaNITININU L MAURTULESNATINIALAR



dunmsinaenlaenss wafinuun fe %E]E]ﬂLaENﬂ%’jﬂﬁlé}qﬂﬂ’izmﬂﬂ’]’iaﬁﬂ’iﬁﬁlﬁluﬁﬂﬂ;’mLﬁﬂ?ﬁu
anuduanvesnuAaUs (artistic ownership) UN1eIALGssd (cultural capital) Layiusy 385558
suaaﬁaﬂuszéw’uiaﬂﬁﬁGia;ga';waiiﬁﬁﬁwumﬁaaﬂfiﬂummsmz wonanil Seazneudraly
ALIINIYRIT TN TNl luSUNAaUFan12m (avant-garde) NURAAINATTY
Suiadndvefinimanumani WlelaeUsannseeuSurienmssaweiiuanzean nsdii
?NﬂmEJLﬂu«’gm&aﬁaﬁwﬁ’mém%’umsaﬁﬂmaL'%laﬁw'é’l,uwamumgﬂisu nMsiesReAAsdaY
maﬁfg@waqmia%aassﬁ wazaSessTIveInIMBuSuTwRaUrlu s TsudeTinads

AN 1

Froe9nuitaluiidniflemas Countdown 789 Beyoncé ﬁgﬂiwmﬁémmfwmwzw A.A.2011
Wek¥8. 30N “This is plagiarism’: Beyoncé accused of copying choreography in new Countdown video,
by P. Thompson, 2011, MailOnline (https://www.dailymail.co.uk/tvshowbiz/article-2047520/Beyonc-
accused-copying-choreography-new-Countdown-video.html). Copyright by MailOnline



Silpa Bhirasri (Journal of Fine Arts) Vol.13(1) 2025

AN 2

208 1A TOONUUUY UV T UAITE 11977 Anne Teresa De Keersmaeker 1974911584
477 Beyoncé loaONAEUN NG IYeL5D

Wek¥8. 30N “This is plagiarism’: Beyoncé accused of copying choreography in new Countdown video,
by P. Thompson, 2011, MailOnline (https://www.dailymail.co.uk/tvshowbiz/article-2047520/Beyonc-
accused-copying-choreography-new-Countdown-video.html). Copyright by MailOnline

—_—

2 nsdifinuingonuusvUumaloua:msdaudavidvasivassa MuuudUfucivov
Pina Bausch

Tunenssruiunsdimsdnaen dhimnisamuumgnssa wu Climenhaga (2009) wag
Klein (2020) lAtlauauwAM4N10DALULNIALYEY Pina Bausch udunisuanstmdiuiisinosna
voamslatuusstumalafifiingiunsiesssuosnsiunuamdinuUasivassassnosainds
unuiishnsdnaenineassngUuuuingnasuviednydnuarTausssufidoy Bausch lunasoya
meusnegsviarnvans lunasdungAnssuuyueluinsed13u (quotidian human behaviors)
dnmzneensial (emotional states) wi3esnssuvM AT (cross-cultural rituals) wwdy
fngRuBumudmiunanu Tanztheater Suaatovonso
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ASTUIUNNSATIETIAVDY Bausch LANWAIZNISYINIIUTINAUDEIENTY LngaAan15an
ammmﬂgummsmamﬂ%aﬂLLuumuammuﬂLmulﬂmmmmqmmum U’i”ﬁUﬂ’lim“U’Jﬁl LAY
mﬁmmwmwmammi’mLLa'vLLﬂssULﬁuﬂuaﬂmuﬂ’mLam (performance texts) fidumeu

KaauU Cafe Maller (1978) (1wl 3) waz Nelken (1982) (nwdi 4) Wusheensdinauy
flavneutusiaves Bausch 1umﬁﬁfmﬂizmmiaﬂmwéaéwLLVT@’%@ Tnendnidesnisiiaue
Fausssuduludnuasiniunseseneoy mmL%auiaaﬁui’wuﬁﬁiuﬁﬂifmghmamusuaaLﬁa
laﬂélﬂumiﬁmaaﬂL%&ﬁmaﬁuﬁ:%m (ethnographic artifacts) wWARIUA15TENEDI5LAL (emotional
amplification) nsgeutudunazas (dramaturgical layering) LLazms%’mwﬂmjL%amgﬂiiu
(choreographic recontextualization) (Celda Real, 2022; Florencio, 2015; Wosniak, 2018)

Tuunynewes Bausch usstumalalulavisnidunisududuenansen undunisnszyih
Fwnuiitnatn FanaiudunssuiunsassasselngliofaenuIounmaiiun usanmanis
aaﬂufuw"]Lé{usuaaLﬁ@?ﬁﬁaLf]uoi”uu:u*ua'wmsﬁﬂg’jé’uﬁuéﬁ’u@w%wamsuaﬂmmsaﬁ'n,ﬁulﬂasm
f930555u TFumuns LLazLmswmmaugm}uaammﬁmﬁwuﬁﬁmﬁﬁaagﬂu%wmauwé




R B Ein Stlick von Pina Bausdh

3. nsaiAnuAgaiumsidsunuuluns:uamstdusiKiudodonu

mMsiinTuresunanrlasuiavia Tngamsluseunandy TikTok Tadsuudanalnues
NINYUREY AM5¥ien LLaxmiL%sJuLmegﬂiiﬂuizﬁuiaﬂaéwwﬁﬂﬁu ANUHUYDIAIY
mmemsmuuuylh3a (viral dance challenges) YU NAIY Renegade U84 Jalaiah Harmon &g
Maweunslag Charli D’Amelio (Betlemidze, 2025: Boffone, 2021: Lorenz, 2020) uansluidiu
5@miﬁi’mqﬁumgmsmmmmgﬂéqm Anulu LLaSLLﬂiﬁﬂ’]WVLY;EJEJIW\‘ITJWL%’JFLM‘QN‘ZJWJI%MU
Fvannuaneniglussesnansudy

'
aa o

TuszuutinafIvamani muﬁsmwmmmﬂugﬂquwé’mmmaﬁmmm TneLdn

Yy oy v Yy Y

o v

Lonalnylylavigddunimunieseauainuiuug n15USulUasn wasnIsuantoenaiIum



ﬁwmfma'1sJm3ﬁ76§gﬂuﬁﬂwmsﬁﬁﬂlg§um'ﬁLaéuaaaﬂugmzé’fgé'ﬂwa}uaammLﬁuéawﬁa
YDIYUYL ATILAITN UAENITAUNLMNATISATIA p81elsfiniy ArwfaaTeanisadesasy
nduRntuvesafufnfulssdiuemsdunivemany nmslunsensds wagnsinasslena
Tumsueaiuuassayselovimaasughaesadusssy

uundanmm dnivns fadu wazidninsaiungnssuuienga (Engstrom et al,, 2020;
Sudmann, 2020) lassanuazeuaaduluiundumaufon samsassenuaty Tasame
dneonuuuniaueMsuTeaeauind vansaianeundafunisgnihuasululelaegiavsa
nadediny USEmnsnann wiedevualvey Tnglalaunseensu Mse1eds Wiemmauuny
eI LA

natnvasnindsusutluaninsondediny welmiufanuuneuisweauuidn
Fosmadunives wagenunemeiinnudsassmedygyivesnisassassaaunsogniilu
wsnweeenINUIUNLazUABTuAuan umalulaBRdviaasdalenalunadnssuiunis
asasAugnss uailurnesdeiulavhinelufeuaumsseunuuasyunsTans sy
fssoguazinavatgnsly fafu anussnulunsimuinseusiesssuuasngrunslvaiine
auowaUssiiumslunisensds avslunasuassasse uazAmUAnveUTBsUanoTuluyn

Y]

AIVaRIUTINY YN8



AN 5

ﬁ?’aad’zm'mvwmﬁigvﬁujuwﬁ Aa Jalaiah Harmon g{ﬁ‘ic'rmgﬁi@ﬁwﬂm;:zg “Renegade” Z@?V?ﬁbgf@ﬂ TikTok 714179
Lae Z@GZ,’Z,/*'?’ Charli D’Amelio i8¢ Addison Easterling Aﬁéiﬁiﬁ'imﬁ}lim”)ﬁdwmm@

Wd7ek99. 90N The original ‘Renegade’ dance creator performed at the NBA All-Star Game and met up
with Charli D'’Amelio for a TikTok collab, by M. Harris, 2020, Business Insider (https://www.businessinsider.

com/renegade-creator-danced-charli-damelio-nba-all-star-game-2020-2). Copyright by Insider Inc.

DAMODSYSSSU NNKNY uazdgunsemaas

NFTIUNAVILUANANTENINNITARADN (copying) N1slaTuusatumala (inspiration)
wagnI1sagukUY (imitation) Tunuuignssy luanunsansevilaeensauysalasodeiiionis
fomdmguisensinszmnealszifemansiviiy wndndunssdinisiiasanessdndsly
fifvn9935950 NOY wazaunsemans Jadulasiaesessuufiinisassassawuusiuad
aa CA Y g ' o n:l' v a a = N LY s o ¥ X = LY
famantdygidamglriundiauferiudninalinnuweulesiuussiaunniuieiu
AusURavaunIsAaly avsluanuduanves warauYeUsITUMIIIRIUsTNeesly Faiu
ANalALNTINEANUTTINTIN ANEIEY wazAUATEUARUTBINTUNINTIHTUSEAUAING

1. B6MYOSYSSSUINYINUAUBEDAOS AXILAISW Ua:AUSUROBDU
Tuweasesssy dnwunastnesniuuniaulinuindifgylunistufduiusiunasuves

v v '

HAUAEWLINNTILATNABAINTRATIVBIAUEsdar ey ulsaT9assAlas g Tnus s Ty
nsfAnaenlagUsirainnisiunisensdedeidunisazidines1esisusimenisdaiusindea g,

v v ¥ [

wazAaUrveIyaTIemUAty MEIRURDUNTLUIUNMIUINNTIN ANUVINETIUTUN UagANLIANE



Lﬁ]'1xamnNi’wuﬁiﬁuﬁwéawaammmgﬂisuLwiaz%u uaﬂmﬁamﬂmml,?iamaéauqmaLL@?@ nsSNIET
wubssflauilninaulumienddasasiddunsdaly Tnsenzdlonanuvesiadu
fignnatiu wievinsiunadeanitu gnilulslneyananiessansiifisiuraganilaglulagy
MIUUSUMT NSRBI A

lunenduiu Mslasuuseiunialaoy1adisnngIun1a93es ARy UERUgIUYRINSH
Ufduiusaenelusela n1suUsiUasudaining waznislun1e198ee1uaIsn NSUBUBNLG
9385554 (ethical influence) TLeIUANDITINTDNBIUNAINLUNITY LATIRNDINIUNTLUIUNIS

[

ayassalyuinelniinyuueanieisnislnuseslied Ay dauasun1simulinmsuignIsy

o

o
a

wunazidunisuslaaninenseenshudu lunseuwunfail Bvdwagnuesiduufduius@aun
aunun (dialogic exchange) 11NNNITRUTBUENBLAL?

unumvssanItunsAnyuasgAeulua Rl sdianuddyesnsddunisuims
Indrinideniesssy UkuUNsaeuuumsTufduiusdanneiuunaseya Mslesien
ﬂ‘ﬁ%LLaﬂ’J’]ugL%Qﬁaﬂz LAY T3H5T NN TMBUBLTNATIETIA ANNTNATIITALSTIILMIAL
Fomsaunuilazanaiunisvheiosndlulnsmses neUgndanma A ifaunseozusnveIN WAL
dinuemnefadziadunalnddylumasieuamseslminassassaglannsosulleduany
Fugouresdvinalnossiinnusuiinveu lneuiun LLazﬁmmﬁﬂﬁqmqﬂ@ﬁm

2. DAMYNYKNBIAYIAUAUENSILA:NMSAUASDONAVIULINNSSL

ludenguaneg mﬁﬁ?mﬁaqmamumgﬂiﬁmﬁuﬁuﬁﬁé’amﬁ%amLﬁmLLazﬁwmmias}N
noilos luansgowsni Wuiwmgﬂﬁiﬂﬁ?’%’umi%’mmaéwLﬁﬂmNmﬂﬁﬁaafmvﬁuﬂsaqm81(5
ﬂgumaamawﬁ (Copynght Act) 9 7.61.1976 (Mix, 2023; Staditler, 2012) sanslsfiny mivmmaq
uumamwwvmamamumﬂ "n34" (fixed) aaiuaamumaﬂﬂ wu nstufindale szuunstuiin
mvm \wu Labanotation maiﬂl,wumasau 9 (Ostrow & Sanders, 2022; Vargas 2021) ¥l
mﬁﬂmaamamumaﬂwwLawwmammmmmaﬂ A1SALER VaENINNENEAMIEINANTAITL
FugouLNB

wenanil nseungrinedvdvsiiesdsluaunsanevauswenudussdidutouvens

w@uﬁumﬁaﬂ%maammamau wuNIsAnaenlaunssludnwusNltydAyIzaunsan iy
mimmgumsﬂm LANTEIVRIBVENALUUN L6 mi@’N@ﬂL“N’iULLUU WIensuUsasuda
as9a55A ﬂaumaauaﬂmuamauLﬁumwﬂgwmammiamm‘bﬂm Mix, 2023 Stadtler 2012)

ﬂ'J']llﬂallLﬂ'iE]Vl’NﬂJ;]MJﬂEJLWE‘]’WU?!?’NF]’J']JJV]’WHEJE]EJ’NZJ’]ﬂﬂﬂ@@maiﬁﬂaiﬁﬂwmaﬂﬂﬂﬁlﬁﬂﬂﬁaﬁﬂﬁl']ll
L‘lljUﬁ'iﬁll LLﬁ%@@E&@@ﬁUW@@QU?%Lﬂumaﬂaﬂﬁﬁﬂﬂﬂiazmﬂ



Selunantiy ﬂgmmw%wé?mmqﬁfgigwu:uumzi’umﬂﬁﬂlaia’lmﬁmaﬁummsﬁwgaumq
BusssuuarngmnevessundnaedeulmiindsmnogluszuuTaussaiiudies gy vie
spuufanssauitlilang fusnlagramngan Tuuundinam wnAadosmaduaesssyana
mﬁlhiaamgmﬁ’ummLégﬂﬁlﬁuaﬂﬁqmulﬁmﬁ’umiQLLa%’ﬂmmmﬂmﬁwuﬁsiu nsthedwyimans
wdoulmdunsndufedniaviultlunanululasusiaannisveaygn Msaswuum
yiemslunsensdsiianzay TsnelnAnvednafinseungruneduinslutagtuluasounty
lpoensdivsyAvsnm

voRimmymangranglurimdy sufimsessesffunmsdmisdlauuunanosu
AaviaeenuwaUnaindu TikTok uae Instagram lﬂiﬁﬁmaiﬂﬁ%’uaigig'm azmeulmiiudrluies
nevessUuuUNgmnen oAty LuuRaRy lunissesiunatavesnisuyuieungnesy
fildnuurnszated Wanesings wasdelsduszdulanesnaiiusngludagtu wmnsal
méﬂﬁﬁqL’%&Jﬂéﬂaﬂﬂ;ﬁmﬁﬂ’wmﬂiamgwmaiwziﬁﬁﬂ’smavL%‘aﬂéaut,l,avh&iai’wuﬁiim GRFRED
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3. DAMYFUN3YMAASIAYIAUAILLADSY USANSSU LLAATUAIUDYSNEWA

Tudaquriomans Uﬁﬂﬂgﬂ'ﬁfﬁmmﬁw%waﬁmwLﬁ'mﬁuaéwﬁm%&ﬁuamhwﬁugnﬂu
ﬂiZU'Juﬂ’]ia;’NU’lgﬂﬁ’ilJ TnelanzEoar LN (authenticity) WinA553 (innovation) Uag
AMNTERSIINISHARIERN (expressive integrity) ﬁué?&LwinwsLﬁmﬁumaaumﬂﬁiuaﬁﬂmiu,az
sdsasieln anudusuatulagnenssivlndunumnansesanududansiaus sgndlsfioy
Pa7itin31n13 U Susan Leigh Foster (Foster, 2010) lalauesognsmiinuuun mia%uwmgﬂssu
ﬁlﬁﬁm%ulungamma mﬂLwigﬂwéamaamimamﬂﬂmﬁ@uuﬁﬁsu 1337198 Uaznelse TRmans
faunentunenaanidsdlla

faifu veFensomsauvismansidlalunsiidndvine Ssoraduwnavieulounems
Favzidululilanaglsiesa s fmans wdensiuiduiustusvisnaesnsiinsan o
wUsAsusssaseassn uarlinnunszaiines1sdngs ewidamesunasiiuiesnalusda
wsiasuingAuiivBuinnesninieds wasiiauedalvluBssuuuy o1sual vieuwiAnazds
AssnwIATIUTSsguTEezvesruathle wasdsseynelueienivesdrda

Tumsaseiuny maqmﬁLﬂmﬁ'}sﬁ'}é’ﬂwmvL%mt,muﬁ'gﬁu WU AINAIYVBINININ JATIATIS

o

E]\iﬂﬂi”ﬂE]‘U ﬂ'ﬁ@'ﬁﬁﬂLQW’l”WAV]’NUWgﬂiiM IﬂﬂlmLLUiLUﬁEJULGUQLUE]WWBEJ'NNUEJEI']F]EU EJE]EJLﬂEN
G]E]ﬂ’]ii/lﬂ‘iﬁﬂﬁﬂ”l,ﬁllu&uamLﬂEJﬂ'ﬂllﬁﬂs?J\WlNauVl’iﬁl‘”LLﬁ“LﬁE]ZJﬂE]EJW'N‘ﬂ'ﬁEJﬁﬁ'ﬁJJ



AILLAl TAN1NATETITU NYUUIY UAZFUNTEAARNTYDININALTIETINETIATEAIY

Woulegeenadnae wazn1suimisesneseurauludifmandidudssndudmsunissiseTausssy

WINNITUNIMALTANIENTVRIHATINATIARAE AL TN TUAAUE N1sESuaTeALATENIn
wnneludifivandasvislnyusuuignssulutsunsvadvnnlvgeuianniainuiatenia

[
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Abstract

This creative research aims to explore the value and meaning of painting in an era
where artificial intelligence (Al) has rapidly become highly influential in the art world. With
its immense and rapid data-processing power—far beyond what any single human can
achieve—Al has become a vital tool for painting creation, from researching information
to composing elements, color schemes, and painting styles based on prompts. The main
guestion of this work is: Where does the painter’s role lie, and how should painting col-
laborate with Al? The study employs two methodolosgies: first, working collaboratively with
Al and subsequently creating a series of paintings, and second, analyzing the results from
these artworks. The findings reveal that Al performs excellently as a reference tool, both
in terms of time and research scope, and is far faster than self-directed research. Al can
present unusual perspectives, though it has limitations due to the constraints of its ref-
erence sources (even if they are vast), which are rooted in Western art history textbooks
and clearly defined standards of beauty. Consequently, the selection and arrangement
of content are confined by these references. Creators can further challenge and develop
the composition, color palette, and brushwork to introduce more instability and reflect
the turbulence of the contemporary world. There are also concerns about the potential
loss of diversity in the process of working with Al, as the internet may foster a “superstar
commodity” culture where images, concepts, values, narratives, products, and styles
become universally marketable, ultimately leading to a single global market. Continuous
creation by individual artists can provide differentiation and challenge dominant forces.
Nevertheless, the creative researcher maintains the belief that Al will serve as a supporter
of the artist’s creative process. This research indicates that while Al plays a significant role
as a facilitator and expander of creative thinking, the deeper value and meaning of paint-
ing still depend on the role of the human artist in creating, interpreting, and continuously

challenging cultural frameworks.

Keywords: Artificial Intelligence in Art / Contemporary Painting / Aesthetic Value /

Human-Al Collaborative Creation

Citation
Thipwaree, T. (2025). Academic Art Creation Project: When | Asked Al What is Painting?. Silpa Bhirasri (Journal of Fine
Arts), 13(1), 251-280. https://doi.org/10.69598/sbjfa278154

@ © 2025 by the author(s). This is an open access article under the terms of the Creative Com-
@ mons Attribution 4.0 International (CC BY-4.0) https://creativecommons.org/licenses/by/4.0/




AL uazAWEIAcgUDVUUK

dlodUlUan Uea weailsy (Hippolyte Paul Delaroche A..1797-1856) 3nsnsuSaea
Iowiunmneluraduny Ussanummssei 1840) wilanan “omdudidusuly Sasnssy
#18Ua7” (Delaroche, 1840 915ty Bellinetti, 2019) ﬂﬁiLﬁmsﬁumaqﬂgaadwguimaﬁﬂﬂﬁzawﬁ
g Saeate Tawl Diwwes flena (oseph Nicéphore Niepce A.6.1765-1833) LAz
mvwwmmaLuamuﬁmaummmﬂummﬂLﬂuﬁmnmmmﬂuﬂumﬂanu Insnssululseine
cmmammLﬁumuﬁnmauummLLavmﬁLLamaaﬂmamaﬂ yefalloy (Realism) auiwmmau%
mmﬁjuamiq 7 v03an AN AU AMIEoNA LA amwwﬂu fnfiEue1aUL
Fou nmstuuneandeamiiouniiy nsderudavesnmasfivmuiinenenaumilou
U'mJizmﬂmam’%&@amwmu%mﬂiﬁuﬁaLﬂuﬂgmmmaaﬁmaum “Bnsnssuneuas” Aemely

INASUNBEUDIUFIDLULMIL DU

Tugruzmalilaflunsasanin Uilua Ifalnnsuansanuiisiudnenmueadnasely
mam’jmLmEJ%”’umwLLazﬂszmumsﬁwmuﬁ%auagﬂﬁ”ﬁ'mﬁwamamuﬁaﬂz wagnanlunamsy
1950 21 “AuATIsENdsERaNUYasHY WTwaznueylsBnunueudla” (Picasso, 1950s
o1985lu Cascone, 2018) Fsaznoulniiuisauaulanaraufiuauvesiaduneuianssums
walilad vienseitaflonmeunsierninty fadunaemuleassassanufasaaidesan
mwﬁLﬁmﬁuLwéwﬁLLazﬁ@umﬁ]uﬂm&JujumuﬁaﬂzﬁmL%ﬂiaﬁuiuﬁﬂa;ﬁu mamaaﬁﬁ’ménﬁﬂﬁ
diuntaunnisvesnuiads vielunsdifenuinsnssuseuiufduiustunsiediiniuves
dowallafuasunanuAeruadoiy Sladiaunisluiiesedanien

ﬂaﬁ;ﬂ’ul,ﬁaﬁfgiyﬂﬂizawé (Artificial Intelligence- Al) WFlUNUIMABTInLAY NNSITRS
uwéﬂ"ﬂaﬂmnﬁaﬁﬁuaéwqéqmaﬂswwﬁuTumﬁmsmwmLLazU@é’mﬁﬁﬂmeUszawﬁﬁ’uLﬂ%"aﬁﬂﬁ
Feumaunuussuedlanna ﬁﬂmmwmﬁmaam 24 a4 ﬂzg@wﬂszawﬁﬁ’mqmsﬂawma
Faflmneanuduazauuug Lﬁmmﬂﬁﬁaﬂmwuwé ﬂﬁyfmﬂszawﬁﬁ’ummwsjimal,aww
mishéﬁ’mLﬁam5%’my'n7ﬁﬁgna'n:asJﬂ'imwémué’wﬁﬂﬁzaw%mwmﬂﬂfi’mua%ﬁamjuuwé Jeyan
UsgAngriunssunssy uiinsusuinindnulusmine dons ﬁaiaﬂiﬁgﬁzgmﬂizawéiu

L3
a [y

mwju;}zi"mL%am%wmﬁwuﬁ‘wﬁﬁzﬁuL%EJu’Lﬁ;Lmuﬁwmﬁﬁ ﬁzgagmszwgﬂuﬁﬂﬁﬂﬁuﬁ NIl
UTENULaNE YO (Amazon)%?ﬁmumiﬁmmsaaﬁuﬁwﬁfﬁaﬁﬂwmﬂizawﬁﬁaulﬁﬁmaﬁzué?@éau
vosulutanusznedeuiidunyudsugdeuiidudyysefug (@uas waami, 2566)
Fadunnnsamatelunmsiinsanunumvesmaluladil wissddiveaidonmsuusdaaiuens

Faududnaiusesazazidululaasasely



Tumuresufausdygdssivg ffnenménlunisaseasse Weswnaunsawiis
%auammuummamaiuﬁvavnmaue:u ﬁﬂ’;’mﬂ’m’l’iﬂLﬁEJ‘LJLﬁENLuanLLﬁ”'ﬁUﬂ’]WGI’]EME]ﬂ’iEN
valn mafﬂ:uLﬂumiaquaamwﬂaﬂuLLavuﬂﬁﬂwmaU LOUNUNTVANY SnvaENNSTUAaNe
ﬂ*umavﬁwﬁaqammammumwLSZNU3%@mamLwaammumauaﬂauavawaamaﬁﬁ Wit
finsuiuinauRalsrsenaninenznizanuinsnssuty muLmawumu'maquusmgm
vealuusy SRmans ﬁlﬁuaﬂaaamaéwﬂmwﬁm mwzmmau,aVﬂmﬂ'wawul,wiav%u?mw
asmus']ﬂﬁ'msuaaU5vammamuavmwmquLLavnawamuuu q e Lmaiﬁuﬂﬁumwﬂsvﬂwﬁ
PATU Araufinnuanfifesslsiedinvessaassnlnednsns elumanduiudesnsns
maﬁmu,a31/‘1"11%’1";@8'1&135\’1%zmﬁaﬁfgfgwizawgLﬂum%qa‘]a

¥

wIvluguzInsnsiinudasnssusnlnenasnladunaiunudfgyvesdyyussivg

Y

119528 NANLILALNAAINNUAUALLI AN WLAINATT WIBYINNISHBUAIDIUNAUALLDILAY

ANSUANSITUTIUNNIN TAALATINITINATINETIA “1lB9 IR0 Al 1MInsnIsumoesls?”

[
=

U Ingavorfednenmlugiugdnsnsyinsasisassananulpedujdunussiuiudygiusehivg
WaKAIIMIANMTBUYIEAUA LAz kINITlEN TN MTneganlneRadulugiusuyye
Aunils MntuhranueTliiuUszeuEne Uy waanveagunety

ADWLHvKLIgUa:daqUs:avAYDVIASYMS

Iﬁmmsa%waiiﬁmamuﬁaﬂm%ﬁszﬂmﬁﬁﬁmmgmmsLﬁagum@wﬁuagmmwma
YOIRAULHIUNISIUNILAN LN INUDIINTNT A TNTNTTY Lﬁ'aﬁagag']ﬂwawélfgwmﬁéw%aﬂu
msl,%?'w;fuagwaiiﬁasjflﬂﬁﬁaaeﬁﬁﬁm melansaumnszuiumsssUssdiuveadem nmsauam
yesalsznoudauyluaunsziinmaausuuginaiinisnisuas suuuuvesinsnsmiivssaiy
wrifunalnueadnyuseivg Lﬁaﬂixé;”umiammu,azLﬁaﬂiz@?ﬂﬁﬁmmi&g&ﬁmmLﬁ'mﬁ’u
nsegsufumaluladuarlvwsuiiisslovivounalulad Tuusymvesnisiiujduiusuuui
AaduluefmesyfiRtusiua welsvavauditlunsianumaluladyeadovesauies

nanlamznIdivesininssy Mamedinmiaregiidnsaimaesntvainuuu e
‘Uﬁxawéﬁ’umw']mwmaﬁmmiwﬁmmmﬁauﬁ’w%LLmnGi'Nasmls wazAngn NIl
Ushugiumaiauameiaiinslug 1 lunsAnifeatuesrussneuiad nislasiausn mada
nslvAuasniu (usu Tadlaefigifoarsassaduinnsiinnudnsnssumgnuiun 30 9
%aﬁﬁ’sﬁg@LLazUizLﬁuﬁ%aummﬁuﬂngwﬂszﬁwﬁaénmﬂ



AIUUUITYET19ETIATRRUNTIAE AN YINDIAIUSAENY USHUTIRDNAUIZIN
AnsnTsuTyy1UseRvgiuanInTIuuyLe ed1TI19a0NwazUaINUNAINg1 LeaamAnNgnInnIg
ausiudmivanugn gy

NSDUUUDAQUDVYNISIVY
NTIdekazasNassn evimnaunuiudygiussivgindnsnssufeasls? 1wl
auyAgILBIANARLAE FULUUAS]

WBoAWAQ

ﬂﬁgzg']ﬂizawﬁiugmzmﬂiuiaﬁé’ﬂa%azaaLﬁuﬁﬁ]é’fﬂé"}ﬁfﬁﬁﬁwLa'%uﬁ’ﬂaﬂ’]wmiﬁmusuaq
uywelniusyAvsnmuazauysaanndsiu nelanssuiunmsiivyaUssivgananiiunumeae
dsvassnluTuEuny szhahyuﬂ;ﬁLLazﬁagﬂmmﬁmﬁugm

1Wgosyuuu

1uﬁmumaqc§3%’aa§waiiﬁ nanuinsnssufiassdunelanszuaunisinusuiy
wwa"muuwéuazﬂ“ﬁgfgmﬁzawﬁiuﬂﬂﬁ;ﬁuﬁwzagiﬁﬂzgzgwﬂszﬁwéﬁmﬁwﬁLﬂuﬁumumaa
AruAaLaEvaNa TaiTiuywovieAaluudnooniaensuniuageusdn naruIuMItasou
Tmudsaaunimuazsunumassiaaesshelumsassassafalzsauiussndidedda msly
JoydssiugiioatduayunsruiunisingUuuuianandullla

MsAduvIULAISIDY

1.dutdiom

auilomierhnisaua a%uwasiﬁ%mﬁ’uﬂfgfgmizawé

1. ;gﬁﬁ’aagwaisﬁauwmﬁuﬁ@mwﬂizﬁwﬁﬁastia'qﬁmaﬂuw (prompt) 1‘15%9@'1
Uizﬁwﬁﬁwmwéw

2. yideiwatilamnassnimssesues Wudsdssduiiauls sndudsanany
Insnssulag é’f@LL‘anuaﬁmLLazaqﬁ‘dszﬂauﬁaﬂmﬂﬂﬁgfymizﬁwﬂﬁuamaaﬂ%ﬁLLiguwwqﬁaUg

LAEANLFANAINNTLUIUNITNIATATIUNNTY

2.0wuinaidn

WJunsasenulasnssuifvunalugouanioandsersuunugdnanesalszneufial

1%

Yod Nuiarsessesyiululaunige



mMsnNUNOUDSStUNSsSUY

Joyauseivgiulssiuddylurmunmssud 2020 Wosmnintemissiuaumin
fiauanunsaundauarisusylovilnosniassduiivosunidneniwessnn (23 y
wanndslamaunndnygssivsidnenndednu Wesmnifivey lumiedunummiv) mmmﬁm
ddnivilminmansndniAeaiudesdifelu a.a.2016 Yoy szAugdo AlphaGo asauay
Wanlaeussvde Google Deepmind tenwusiniaumuinasy (ng) w1unmdse 8 wnea
(Lee Sedol) %qmmxfuagﬁé’uﬁu 2 gadlanla 4-1 wy (Google DeepMind, n.d.) wuning
dunddlunuiianudugeusuinnmsiinudaning aunsnasmgnsmanslanainuany
uwnuladada nefinisiAumnannees AlphaGo luassiugidenmanuiinaniuinasmaassaunn
auvilndluwilagnsaaninisin waznisidunannaunseismulusiunazrnsunluludige
sliduavendiendasunanigiunieslsie dyguasnisarsassaiuetanzogfunsiiuywe
luannse “wrla” lnanfiuguvesnuies Welunlafadennassassa aumnaegvianuanly
laluounan ddunisfarsainsassassrogasdlnuianesluuiunmsiiuiinaznaine
(Sternberg & Lubert, 1996: 677-688 57&5\1114 Manovich & Arielli, 2024: 49)
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msﬁaﬁﬁmm (inteuigence) LAZAIUETAIUNTAI AT A (creativity) Tafinsaseassn
uumaﬂwmvﬁuaamimmuaﬂmqawuuwa (anthropocentric) (Manovich & Arielli, 2024)
1ludviay a'ﬁLaaamwmsaiwasiﬂuuuaﬂwmvLﬂummﬂmLLav‘LéuuuwsJLﬂuwm Fatunns
mmuﬁuaaﬂ“ﬁyfgmszwgmm%zlulmLﬂumsaiwaiiﬂamwmwmaﬂu grufinudeudn
UBNUN (prompt) TﬁLLﬁﬂcgzgmﬁzﬁwé m?aﬁﬂs%ﬁfmmﬂuﬁiwswLLazﬂébuﬂiaa wa bl
diauedaiiliomaanienues Benindu “auw%‘amam%ﬁamma” (extended aesthetics)
(Manovich & Arielli, 2024: 145-150) smﬁaﬂuiumﬂ%uuulmmmaameﬁa%mumﬂma
wmmeamwlﬁmmammt,azLmiuiaa U ﬂzgfg'mﬁzwg (A) fiau ionass wazUsuwn
AsfiteydulmAnanumsluy Ssdennasstunuidavesnluiy Adadufe ydsuwuy

wazUTuusssTiued lulugaseainauinalan uwwndAaddduiusiunguiqunseaans
Y8R TAFATNIUUNITELURUY (mimesis) wazUTulTedilognaneudy (Destrée, 2021)
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ATUINATN 9 LY ABUNILABTILANNTAATIETIANUAaUElavIaluAnTuLLa Tu A.A.1966
finsnaasdlrdaneIsuasiednsnssulugluuuvesdn uunieu (Piet Mondrian A.A.1872-
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SunsesanurmsakarusunvesAaUsatelunaunseittanansaasenuiiddnvarasasse
fenulwitluansawilalamevsunluvaedu Tlaasisassaiuanass q wuieatusud
fnuSsavisinguees 1swwes aA3iu (Roger Scruton) LAENAIIININITNGEBIUNNTT 1
Tngluwnlaemsdumudortusunsdanmalndsluannsarilnalefmuaiiu
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ANTALEANRNUAAININEIUIULN ey Weas s ednsadomdudelng (assistance
in selecting appropriate images from large (often massive) collections, and assistance in
the creation/editing new content.) (Manovich, 2018) Jatdsu 1a dsiva (William J. Mitchell)
Fwedunmnsruiunsiamivduiusfudledasiinissndiduanuddy nsidenaw
Fufiie Msluuennnitmeanisesninanuraskaindnsauiula (separate and recombine)
(Mitchell, 1996 o1ssly Manovich, 2024: 122-123) wuuiienfufuitinfailodlurnissy
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Adl 1 Uousdssadl “Portrait of an alien In the imagination of humans in the
primitive era, there were flowers and fruits decorated on the heads of allens, painting by

Hieronymus Bosch, very detailed, 4K”

MY “PmiliauveINywen1In I luINIUINSTRYEEEARNATUTIN dnenlulay
HaluUseAvag uuAsYrveEen1In1 Naludlnavesfiadu Belsliya vey dauavidunas
ANUALLREN 4K”

[

JoyayseAugasnaninunluasil




mwﬁ 2 Uauﬁ’lébﬂﬁ&ﬁ “Portrait of Jesus Christ has Thai fruits and flowers made from
glass and metal adorned the head and around, very detailed, 4K, paint and composition
by Sandro Botticelli.”

Mwlve “aminilsuveanssiegasaniinalunazaenlulneyiniguninnuaauuiunay
lngsaU 19arldgnyan 4K auazdnasnusznaunminewulas veniwas”
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AT 3 Uaurdanadl “Plenty of fruits and cereal crops made of gems and jewelry
have decorative on a beautiful Apsara Khmer’s head and her dress.”

Y Yy

nwlny “naluuazSyNurinandyudlnnlaIuuiveIuNsUasuusuazNdoNIne”

(%
a

Ty rusehvgasnaninunivgad




a1l 4 Joudassil “Portrait of the statue of Moses from Michelangelo’s sculpture
becomes an English banker. America and the world there are flowers and golden fruits.

There is Adam and Eve’s apple., very detailed, hyper realistic, 4AK—.”

aMwlve “nmmdeuveseyaiseludannaleiduwesuinisyisingy luewsnuway
Tulandnenluwaznaluvesdn Tuelilavetonuuazdl s1eaziBunoe1an ileudse”

[

JyayrUsehvgasnninuningad




3. aswassAnaviucd@gaaNuUUNUouous:auIuDUUITA

delanmsndineulangdanan ;jjaéywaisﬁﬁwmwéwméwfumﬂ%’mwmﬁmﬁu
WasuuasmeasiBen nsifinesauszney viansianuluuanuuimie ielAadfnis
ﬁa‘dzLﬁaazﬁauﬁﬁmuuaza"’mé’waﬂmwwzﬁamaqﬁa%aassﬁm pi’“;ﬁ"faa;wasiﬁl,%ﬂﬁ]ﬁiwmu
%mﬂiiuLLm'az%u%ﬁmwwmaLLasﬂmmé’uﬁuéﬁw%mmﬁuﬁLLamm felunsdlldouium
AL WIMaUINABUTUNYRsiInTnssuluse iRmansinanssung Suan wuamsiiaesde
U%Uwuaﬁmmsmaﬁa‘lmﬁaﬂwEJLLaxﬁuaqpﬁﬁaa;NaﬁﬁLaq

Tuduneuil pga%}ﬂaassﬁlﬂgl,ﬁmLLéﬁmaaﬂu'%aﬁ’]sgwwamuﬁﬂmmﬂszﬁwﬁagﬂﬁu WE
unumidugsnilelunssviumsananuialy Tagluinue aug uazausdnvesuyuely
nsfieny assdflng vieifiesuseneuiifiaumnedsdn Tnsnszudndsanunesnisln
wamuqmﬁwLﬁmmsazﬁauﬁqmw‘hmu%’mﬁ’uizwiwuuwéuazﬂm@mﬁz%ﬁaéwﬁﬁaéﬁm
uennil SaAndsnsnaunauingnnssanalulabuariunuinisvesyus mduniaden

[

HAIUYDIITIATINATIATAN B Al

ﬂ'ﬁ/\l‘ﬁl 5

Cosmology and the Sutra of Karma,
Oil on canvas, 160 x 150 cm, created
in 2024 (B.E. 2567).

Wagkvg. 30 Long Live Painting:
Al’s Temporary Challenge, by T.
Thipwaree, 2024a, Number 1 Gallery.

Copyright by Thanarit Thipwaree



ﬂ'ﬁ/\lﬁl 6

Crown of Light of Resurrection, Oil on
canvas, 200 x 170 cm, created in 2024
(B.E. 2567).

WagLe. AN Long Live Painting: Al’s
Temporary Challenge, by T. Thipwaree,
2024b, Number 1 Gallery. Copyright by

Thanarit Thipwaree

ﬂ'ﬁ/\l‘ﬁl 7

Divine Reverie, Oil on canvas, 160 x
150 cm, created in 2024 (B.E. 2567).
YELA. AN Long Live Painting: Al’s
Temporary Challenge, by T. Thipwaree,
2024c, Number 1 Gallery. Copyright
by Thanarit Thipwaree



ﬂq‘Wﬁ 8

‘Banker, Hitler, Zionist, Moses’, Oil
on canvas, 70 x 80 cm, created in
2024 (B.E. 2567).

YaEyR. AN Long Live Painting:
Al’s Temporary Challenge, by T.
Thipwaree, 2024d, Number 1 Gallery.

Copyright by Thanarit Thipwaree
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About the Journal

Silpa Bhirasri (Journal of Fine Arts) is an academic journal initiated by the Faculty of
Painting, Sculpture, and Graphic Arts, Silpakorn University. The journal has been publishing
articles since 2013. It remains committed to creating a space for accumulated knowledge
and introducing works of fine arts and issues related to art, such as design, history, art
theory, culture, and humanities. Therefore, the journal welcomes academic articles, research
articles, creative articles, critical articles, review articles, and academic translations from
experts, academics, professors, students, artists, curators, critics, and experienced personnel
in the field of art. The journal aims to encourage an atmosphere of exchange, learning,
and new perspectives to expand the boundaries of visual art knowledge. Furthermore, the
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2. The author must write the article in accordance with the journal's format.

3. The author must not plagiarize others' work. Should the author mention text or others'
work, including the author's previous work, they must include references as required by
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4. The author must state facts from their research. Do not provide falsified, inaccurate, or
concealed information.

5. All authors listed in the article must be involved in the process.

6. If the author's research involves using data from people or animals, please provide
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7. If the author's research involves volunteers, participants, or interviewees, consider the
ethics of researching people and obtain their consent.

8. The author must disclose any research, thesis, or article funding to avoid conflicts of
interest.
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the clarity, style, and construction of author-generated sentences and paragraphs (e.g.,
through rephrasing or structural suggestions), or creating illustrations (based on the author's
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intellectual content, primary arguments, interpretations, or critical academic conclusions of
the article. These fundamental contributions must originate from the authors' own intellect,
judgment, and scholarly effort. Al cannot be listed as an author or co-author under any
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11. The author may use Al tools (e.g., for data analysis or visual generation) but must
clearly disclose this in the manuscript. Al must not be used to generate or write any part
of the article (including title, abstract, or body), and Al tools cannot be listed as authors
or co-authors under any circumstances.

12. The author may appeal an editorial decision if they believe it was made unfairly. Appeals
must be submitted in writing with clear reasons and supporting evidence. The editorial
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1. The reviewer must maintain confidentiality and not disclose any information related to
the article throughout the evaluation process.

2. The reviewer should accept articles that correspond to their academic expertise. If the
article is outside of the reviewer's area of expertise, notify the editor and decline the article.
3. The reviewer must notify the editor and decline the article should they discover a
conflict of interest with the author or any other relevant conditions.

4. The reviewer must notify the editor if the assessed article contains plagiarized content
from other authors or previous works by the author and violates the publication ethics.
5. The reviewer must evaluate the article based on academic qualitative standards. The
reviewer must not be biased and provide systematic comments, suggestions, and guidelines
for improving the manuscript.

6. The reviewer must refrain from exploiting the article they are responsible for assessing.
7. The reviewer must respect the set time frame.

8. Reviewers may use Al-powered tools (e.g., plagiarism detection, Al-content percentage
checkers) for technical screening only (e.g., originality check, Al-writing detection).

9. Reviewers must not use Al to generate peer review reports, editorial decisions, or any
assessment related to the content quality or academic value of a manuscript.

10. Final peer review decisions must be based on human academic judgment only.

11. The reviewer must not disclose their identity or attempt to discover the identity of the
author, in accordance with the double-blind peer review process.

12. In cases where a revised manuscript is resubmitted after an appeal, the reviewer must

consider the revision fairly and independently of prior judgments.



Roles and Responsibilities of the Editor:

1. The editor is responsible for moderating and ensuring the quality of the article in
accordance with the objective and scope of the journal.
2. The editor is responsible for selecting reviewers based on expertise and knowledge of
the related article.
3. The editor must consider articles based on academic qualitative standards without bias.
4. The editor must maintain confidentiality and not disclose any information regarding the
article, the author, reviewers, or the process during the consideration process leading up
to publication. Sharing information with unrelated personnel is strictly prohibited.
5. The editor must ensure the article is not plagiarized and stop the process if plagiarism
is detected.
6. The editor must not have a conflict of interest with the author, reviewer, and journal
executives.
7. The editor must disclose any conflicts of interest related to a submitted manuscript and
recuse themselves from handling such cases.
8. The editor must ensure there is no interference with the journal's evaluation process.
9. The editor must maintain the journal's standards and continuously improve the quality
of the journal.
10. Editors may use Al-powered tools (e.g., plagiarism detection, Al-content percentage
checkers) for technical screening only (e.g., originality check, Al-writing detection).
11. Editors must not use Al to generate peer review reports, editorial decisions, or any
assessment related to the content quality or academic value of a manuscript.
12. Final peer review decisions must be based on human academic judgment only.
13. The editor is responsible for ensuring the accuracy and integrity of published content.
If credible concerns arise, the editor will investigate and, when necessary, issue:
-Corrections, for minor errors that do not affect the article’s conclusions.
-Retractions, for serious errors or ethical violations.
-Expressions of Concern, when investigations are ongoing.
All notices will be permanent and clearly linked to the original article.
14. The editor is responsible for investigating all allegations of publication misconduct,
including plagiarism, data manipulation, or improper authorship. The investigation will
follow COPE guidelines and may result in rejection, retraction, or notification to the author’s

affiliated institution.






