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Editorial

Silpa Bhirasri (Journal of Fine Arts), Volume 13, Issue 2 reasserts the foundational position
of the Faculty of Painting, Sculpture and Graphic Arts at Silpakorn University: that visual art creation
extends beyond the mere production of works, functioning instead as an intensive process of

knowledge generation and discovery rooted in artistic practice.

Art, in this sense, is not confined to “images” or “objects,” but encompasses conceptual
thinking, experimentation, critical inquiry, and the construction of meaning through media, materiality,
technique, and socio-cultural context. Creative practice thus operates as a mode of inquiry—one
that mobilizes the language of visual art as an epistemic instrument for interpreting the world, belief

systems, and human experience in ways irreplaceable by other disciplines.

The articles in this issue reflect the specificity of visual art research across diverse axes: from
analyses of devotional figures and iconography, critiques of gender, power, and structural authority;
investigations into the healing potential of image and environment; the integration of art within design
frameworks; creative economy and contemporary theoretical discourse. Collectively, these articles
demonstrate that artistic creation and research are not parallel trajectories, but a process enacted

simultaneously.

The journal emphasizes the importance of academic work grounded in practice-based
methodologies, in which artists, researchers, and scholars employ process as a cognitive framework,
a writing modality, and a means of articulating knowledge. The artwork is understood not as an isolated
end product, but as material evidence of a complex and intellectual process of investigation and

revelation.

The editorial team hopes that this issue will further expand understandings of art as research,
affirming visual art practice as a structured and systematic body of knowledge capable of engaging in

interdisciplinary and international dialogue with critical depth and scholarly distinction.

Assistant Professor Dr. Sukhumal Nithiphat-Anan
Editor-in-Chief, Silpa Bhirasri (Journal of Fine Arts)
Faculty of Painting, Sculpture and Graphic Arts
Silpakorn University
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Abstract

This article aims to explore and analyze the divine characteristics of the Chaomae
Tuptim iconography as manifested in Thai society. The research employs a qualitative
approach, utilizing document-based study of iconographic theory to examine Chaomae
Tuptim’s divine traits. Additionally, field research was conducted at 100 Chinese and Thai
shrines, involving photographic documentation and observation to collect iconographic
data and interpret the divine attributes of Chaomae Tuptim within the context of Thai
society. Initially, it was found that the representations of Chaomae Tuptim in Thai society
can be categorized into five types: 1). Tui Buai Teng Niang of the Hainan Chinese group
2). Tian Hou Teng Mai of the Hainan Chinese group 3). Jia Tun Teng Niang of the Hainan
Chinese group 4). Pung Tao Ma of the Teochew Chinese group and 5). Chaomae Tuptim
in the traditional beliefs of the Thai people. The study found that the statues of the
goddess Tuptim were created based on the belief in the “water goddess”, worshipped
by the Thai people who live by and are connected to rivers and canals. as the protective
deity “Goddess of the Waters”. The diasphoric Chinese in Thai society worship their local
water goddesses as follows: 1). Tian Hou Sheng Mu (K J5 255} - called “Thian Hau Sing
Bio” by the Hokkien Chinese group, “Tian Hou Xie Bo” by the Teochew Chinese group and
“Tian Hou Teng Mai” by the Hainan Chinese group, with the pronunciation varying
according to local dialects. 2). Shui Wei Sheng Niang (ZKJE2EUR) - called “Zui Buai Sing
Niu” by the Hokkien Chinese group, “Goddess Zui Buai Xie Nia” by the Teochew Chinese
group and “Dui Buai Deng Niang” by the Hainan Chinese group. 3). Zheng Shun Sheng
Niang GEMIZEUR) - called “Jia Sun Sing Niu” from the Hokkien Chinese group, “Jia Sung
Xie Nia” from the Teochew Chinese group and “Jia Tun Deng Niang” from the Hainan
Chinese group. 4). Ben Tou Ma (43k1H) - called “Bun Tao Ma” by the Hokkien Chinese
group, “bung Tao Ma” by the Teochew Chinese group and “Bun Gao Ma” by the Hainan
Chinese group. Later, when the names of the goddesses were translated into Thai, people
collectively referred to the above depictions as “Chaomae Tuptim”, leading to confusion
and the misunderstanding that they were the same goddess. In fact, each goddess has a

different origin.

Keywords: Iconography / Chao Mae Tuptim / Religious belief / Thai society

Citation
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Abstract

This study adopts Ferdinand de Saussure’s semiotic theory—specifically the
“signifier/signified” framework—as the analytical foundation to explore the transformation
and application of the Four Divine Beasts (Azure Dragon, White Tiger, Vermilion Bird, and
Black Tortoise) eave tile patterns from the Han Dynasty in contemporary jewelry design.
By deconstructing the visual symbols of these motifs, the research analyzes their formal
characteristics on the signifier level (including visual language, compositional principles,
and crafting techniques), and their cultural connotations on the signified level (such
as mythological narratives, social systems, and religious beliefs), thereby establishing a
symbolic translation pathway between traditional patterns and modern design. Utilizing
a methodology that combines literature review, image deconstruction, and design
practice, the study proposes a semiotics-based model for innovative cultural element
design, consisting of three key dimensions: formal simplification, material reconstruction,
and semantic regeneration. A series of jewelry design cases serve to validate the guiding
value of semiotic theory in the modernization of traditional motifs and demonstrate
the innovative expression of the Four Divine Symbols in contemporary adornment. This
research not only offers methodological insights for the modern transformation of
traditional patterns but also explores new approaches to the living heritage of cultural
symbols. It contributes both theoretically and practically to the innovative application
of traditional iconography in design and facilitates interdisciplinary dialogue among de-
sign studies, archaeology, and semiotics, offering new avenues for the revitalization of

traditional motifs in the fields of fashion and accessories.
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Han dynasty patterns, Jewelry design

Citation

Zhu, L. (2025). The Application of Saussure's 'Signifier/Signified' Theory in Jewelry Design: A Case Study of the
Four Divine Symbols Eave Tile Patterns of the Han Dynasty, Silpa Bhirasri (Journal of Fine Arts), 13(2), 43-84.
https://doi.org/10.69598/sbjfa280251

@@@ © 2025 by the author(s).This is an open access article under the terms of the Creative
@ Commons Attribution-Non Commercial-No Derivatives License (CC BY-NC-ND 4.0)

https://creativecommons.org/licenses/by-nc-nd/4.0/




02

msuJs:gnatsnqudacydnen
‘sUdtycu: (Signifier) /
AWK d Y (Signified)’
vovlsys tlumsoonuUUU
lFISE)\)US CIU nscuAnuvIadQaly
ns.luaoalnwnnnanstu
avgSIBIVASU

SuunADIU: 2 nsnAU 2568 / unlu: 2 woAdMeau 2568 / aousudwuw: 11 woAdmeu 2568

https://doi.org/10.69598/sbjfa280251

' 919715858, WRBUILNIYA, unIvedugsniatuding, ngamne, email: lin.zhu@dpu.ac.th

45  Lin Zhu



UNAQED

mﬁ{]’aﬂ%ﬁiﬁgﬂsawqwﬁ Ty ineveunoAuen we Iﬁ?isg% (Ferdinand de Saussure)
TPEANENITOULLIARE DS sUdeyeye (Signifier) /Anunanedeyeys (Signified) Wiofnwinsulsasy
LLasmiUi:ﬁqﬂﬁ%ammaﬂizLﬁawwmﬁmwaqs Tawn Fansasu #0917 MAKAY LaZAA
NATETIASU HLUDDNRUUATDIUTERUT AT ﬁmmi’%yaimqa;ﬂqﬁmﬁﬂwiﬁL%qﬁﬂuﬁaﬂ
maammmaﬁﬂimg“gﬂ (motifs) mu'i%“m’f’imezﬁﬁqé’ﬂwmsL%qmamwchué’mms (e
Wieuy mdnn139esAlsznoy warmaldanuiie) naonauling e Ten1eausIsUALAIY
mnedeyae (sienified) Wy Seuandwinuiy ssuudnn waveudeneman easanseu
miLLUaL%aé’ﬁgé’ﬂmﬁizmnmmmaﬁy’aLﬁuﬁumua@ﬂquaﬂsﬂmi As3veilunisAnwuuy
gsammiﬁmmumimmmsmmsm A1500ATHANIN UATASIIUDBNLUY 1 TELAUBLUY
$1avanseenuuveIAlsznounIeTmus s TansIuuusudyA1ans Fausvnoumae
paAUsznaundn 3 Usgns laun nsaanaugukuy (formal simplification) mi'%yaagm%ﬁa@
(material reconstruction) LLazmi‘ﬂyummwmsJL“?NﬁEJ (semantic regeneration) NIUANINTT
ponuulieesUsERugnirliiefudunquidyemanslumshlnaransuuudaiunigaa
sy wasileuandmiiun1suantoonideuinnssuvesdydneaesmied TuuSunvenaies
Uspiusauady sAfedlufisniiauenisusufeunnaedaiugnsoenuuuasislmaimidy
wadsdsansinuusaniiiiinvesdydnuanisiausssudnme Snidaureadmoud
LLazL%aﬂgjﬁmumiﬂizqﬂﬁi%é’mé’ﬂmﬂoﬁzaLﬁmaéwaﬁyﬂqaisﬁ LavALAS LN IAUNUILTE NN

1% 1%
< v

FEVINENVINITOBNLUL LUTI0UAR Uazdayrnans wseuviawmeyuuadrilunsituiinainangnaay
HIUTUEDNLUURNTULAZLATIUTEAY

AdfAny: ol dyransvadleys, JUAyLs/AnumNedyne, mnanenseilesnemavmdnsians,
ANAYALTIVNATU, NITODNUUULATOIUTZAY

301984
nau 9. (2568). mﬁﬂizqﬂﬁiﬁgwqwﬁé’iﬁmm ‘deyeuau (Signifier) /deyeld (Signified)’ %ﬂwﬁumiaamwuLﬂ%Wisé’fU:
nsdlfnuananensulosdmmdnaandluaiosvieadu. 1sarsdad Wsvas 13(2), 43-84. https://doi.org/10.69598/sbj-
fa280251

© 2568 AvAVS Imw;l,%au mgzgwlﬁﬁﬂwmmiﬂmEJLLWﬂ@?mstﬁvé’iyigﬂaqamﬂ%’La‘ﬁWﬂamauéLmU
@ ®®@ waneiiun lalmitensan-luunledauvas (CC BY-NC-ND 4.0) https://creativecommons.org/licenses/

by-nc-nd/4.0/




1. Introduction

Semiotics, as an interdisciplinary field focused on sign systems and meaning making,
has become a vital tool in understanding cultural expression since Ferdinand de Saussure’s
foundational work in the early 20th century (Saussure, 1916/2011). In contemporary design
research, semiotic theory provides a structured framework for transforming cultural symbols
in meaningful ways (Chandler, 2017). Under the impact of globalization, the creative
reinterpretation of traditional elements has emerged as a central theme in design
innovation. China’s rich artistic legacy includes Wa Dang (decorative eaves tile), key
components of ancient architecture that reflect the political, religious, and aesthetic
ideologies of their time (Li, 2019). Among these, the Four Divine Symbols: Qing Long
(Azure Dragon), Bai hu (White Tiger), Zhu que (Vermilion Bird), and Xuan wu (Black Tortoise)
originated in the Zhou Dynasty and became prominent in Han Dynasty architecture.
Representing the four cardinal directions and embodying hopes for peace and protection,
these mythical figures carry profound symbolic meaning (Wang, 2021). However, despite
their rich heritage, these motifs are rarely applied in modern jewelry design, and their
transformation often lacks systematic guidance from a semiotic perspective. With the rise
of the cultural and creative industries, more designers aim to integrate traditional motifs
into contemporary products to promote cultural continuity (Liu & Shen, 2020). Yet these
efforts often reduce complex symbols to decorative patterns, stripping them of context
and depth (Sun, 2021). The challenge lies in how to preserve the cultural semantics of
traditional symbols while making them relevant to modern aesthetics. Saussure’s semiotic
model which distinguishing between the signifier (form) and the signified (meaning) and
offers a lens for decoding and reconstructing such imagery (Saussure, 1916/1983). This
model has been applied across disciplines such as advertising, architecture, and fashion, but
remains underexplored in jewelry design, especially in terms of translating two-dimensional

cultural imagery into symbolic three-dimensional forms. Most studies on Han Dynasty
Four Divine Symbols eave tile focus on archaeological or art historical contexts, lacking
interdisciplinary design perspectives (Zhao, 2022). This opens space for innovation.
Jewelry, as wearable art, has unique capacity for symbolic expression (Dormer, 1994).
Incorporating the Four Symbols into jewelry can revitalize cultural memory and enhance
user engagement. This study therefore adopts Saussure’s signifier/signified framework
and applies visual semiotic analysis to deconstruct and reinterpret these motifs. By

analyzing their forms (lines, shapes, composition) and meanings (myth, belief, social codes),



the research proposes a transformation path: Traditional Motif = Cultural Connotation
— Design Translation. Through literature review, visual deconstruction, and design
practice, this study establishes a “Formal Simplification — Material Reconstruction —
Semantic Regeneration” model. The research not only expands the application of semiotic
theory in design but also offers a practical methodology for symbolic innovation in jewelry.
It contributes to cultural sustainability discourse and enriches heritage-based design with

new interdisciplinary insight.
2. Research Objectives

2.1. To deconstruct the symbolic structure of the Four Divine Symbols eave tile
patterns of the Han Dynasty and examine the cultural semantic relationship between the
“signifier” and the “signified.”

2.2. To establish a semiotics-based model for the modern reinterpretation of
traditional cultural patterns and explore innovative pathways in jewelry design.

2.3. To validate the feasibility of the symbolic translation model through a series

of jewelry design case studies, promoting the living heritage of cultural symbols.
3. Research Methodology and Research Framework

To systematically explore the application of Saussure’s "signifier/signified" theory
in the translation of Han Dynasty Four Divine eave tile patterns into jewelry design, this

study adopts the following three research methods:

3.1. Literature Review Method
This method involves reviewing and organizing a wide range of relevant literature to
establish the theoretical foundation and historical context of the research. Key areas include
the core concepts of Saussure’s semiotics theory and its contemporary interpretations;
the mythological background, religious beliefs, and socio-symbolic meanings of the Four
Divine Beasts in the Han Dynasty; the artistic characteristics of Wa dang (Eave tile) patterns;
and the application of traditional cultural elements in modern jewelry design. Literature
analysis provides the theoretical support and knowledge framework for subsequent visual

deconstruction and design practice.



3.2. Image Deconstruction Method

Using visual analysis and symbolic deconstruction methods, this study
systematically examines the graphic characteristics of Han Dynasty Four Symbols eave
tile patterns. Starting from the “signifier” level, such as composition, line language,
and structural form and combining it with the “signified” level, including the cultural
connotations represented by the Four Symbols, such as legendary stories, religious culture,
and social systems, this study establishes a symbolic connection between traditional
images and cultural meaning. This process aims to provide a clear semiotic analytical

foundation for design translation.

3.3. Design Practice Method

Building on theoretical analysis, this method constructs a jewelry design
translation model based on three dimensions: form simplification, material reconstruction,
and meaning regeneration. A series of design practices is then carried out, including sketch
development, material selection, fabrication experiments, and prototype presentation.
Throughout the practice, attention is paid to how symbolic forms integrate with materials
and how traditional cultural meanings can be sustained through contemporary design
expressions. Finally, case analysis is used to verify the applicability and effectiveness of

the proposed semiotic model in cultural translation and design innovation.

3.4 Research Framework

This study constructs a three-phase research framework grounded in Saussure’s
“signifier/signified” theory, integrating traditional pattern analysis with contemporary
jewelry design. First, the Visual Symbol Analysis phase deconstructs the Four Divine
Symbols’ formal features (signifier) and cultural meanings (signified). Second, the
Translation Model Construction phase proposes a semiotic design pathway: formal
simplification, material reconstruction, and semantic regeneration which bridging tradition
and modern aesthetics. Finally, the Design Practice phase applies the model through
prototype creation and material experimentation to validate its cultural and practical value
in jewelry design, demonstrating the feasibility of symbolic transformation across theory

and application. The research framework diagram is as follows:
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Research Framework

4. Literature Review

4.1. Overview of Saussure’s Semiotic Theory

Ferdinand de Saussure is regarded as one of the founding figures of modern
linguistics and semiotics. His theory of the “signifier/signified” binary structure laid the
foundation for subsequent semiotic studies. In Saussure’s model, a linguistic sign is
composed of the signifier (signifiant) which is the physical form of the sign such as
sound or image and the signified (signifié) which is the concept or meaning it represents
(Saussure, 1916/1983). The signifier refers to the expressive aspect of the sign, such as its
color, shape, or material. The signified refers to the cultural connotation it conveys, the
inner layer that communicates meaning (Zhao, 2015). Scholar Zhao Yiheng posits that
"a sign is a perception regarded as carrying meaning." A sign must express some form of
meaning to function; that is, there are no signs that are devoid of meaning. Therefore, a
complete sign is an organic combination of signifier and signified. Saussure’s semiotic theory
has had a profound impact not only on linguistics but also on fields such as anthropology,
literature, and the arts. In the field of design, particularly jewelry design semiotics provides
designers with tools to analyze and deconstruct cultural signs, allowing traditional

cultural elements to be reinterpreted and integrated into contemporary design.



4.2 The Application of Saussure’s Semiotic Theory in Cultural Symbol Translation
for Jewelry Design

Saussure’s semiotic theory provides an essential framework for understanding and
reinterpreting traditional cultural symbols in contemporary design. His “signifier/signified”
model enables designers to analyze both the visual form (signifier) and the underlying
meaning (signified) of cultural motifs, thereby achieving a balance between cultural
inheritance and modern innovation. As Sun (2023) points out, semiotic analysis has become
increasingly significant in the field of cultural and creative design. By symbolically extracting
cultural connotations, designers integrate Saussure’s, Peirce’s, and Morris’s semiotic principles
into modern product development to reveal deeper cultural meanings. However, current

studies still lack systematic methodologies for correlating form and meaning in design.

In practical design research, Wang (2022) analyzed Tujia ethnic patterns through
this semiotic lens, linking their structural forms (signifiers) and color symbolism (signifieds),
though noting that such analyses often remain superficial. Similarly, Xiong and lJiang
(2008) emphasized that the relationship between signifier and signified in design should
not be viewed as a simple pairing but rather as a dynamic interaction shaped by cultural

background, social customs, and aesthetic coherence.

This theoretical foundation directly informs jewelry design, where translating
traditional cultural symbols requires both formal reinterpretation and semantic renewal.
Jewelry serves as a medium that materializes symbolic meaning, transforming abstract
cultural imagery into tangible, wearable art. The reinterpretation of motifs—such as
dragons, phoenixes, and lotus flowers—demonstrates how Saussure’s model guides the
transformation of ancient signs into contemporary expressions. Brands like ChuCui Palace
exemplify this semiotic translation in practice. Through works such as Hidden Dragon: Long
Yin Zhu Xuan and the Lotus Ripples and Four Gentlemen of Flowers series, the brand
integrates Eastern motifs with Western jewelry craftsmanship, using materials like
sapphires, emeralds, and mother-of-pearl to embody symbolic meanings of vitality,
elegance, and spiritual harmony (see Figure 2). These designs not only highlight the
adaptability of Saussure’s semiotic theory in form-meaning reconstruction but also
reveal how jewelry can function as a semiotic bridge between traditional culture and

global aesthetics.



In essence, the application of Saussure’s semiotic theory in jewelry design
transcends decorative form—it enables the decoding, re-signification, and cultural renewal
of traditional symbols. By recontextualizing ancient motifs through material, craftsmanship,
and visual expression, jewelry becomes a cultural sign system that continually generates

new meanings within the contemporary design landscape.

Figure 2

4 3. The Historical and Cultural Connotations and Design Value of Han Dynasty

“Four Divine Beasts” Eaves Tile

4.3.1 Historical and Cultural Significance of the Four Divine Beasts Eaves Tile

The Four Divine Beasts eaves tiles (Sishen Wa dang) embody the cosmological
and spiritual beliefs of the Han Dynasty, representing one of the most distinctive visual
and symbolic systems in ancient Chinese architecture. Their origins can be traced to
pre-Qin astrological worship, as recorded in The Rites of Zhou and Records of Arti-
sans, which reference the “Four Spirits.” By the Han Dynasty, this imagery had evolved

through the influence of apocryphal texts and divinatory cosmology, symbolizing the four



directions, seasons, and elements—Azure Dragon (East/Wood/Spring), White Tiger (West/
Metal/Autumn), Vermilion Bird (South/Fire/Summer), and Black Tortoise (North/Water/
Winter)—and embodying ideals of protection, harmony, and prosperity (Li, 2006; Wang, 2012).

Functionally, eaves tiles (Wa dang) were circular or semi-circular ceramic
components affixed to the roof edges of major Han buildings such as palaces, tombs,
and official halls. The term “Dang” (which means the end) refers to the lower or outer
section of a roof tile that both channels rainwater and prevents erosion of the eaves. The
Four Divine Beasts motifs transformed these practical elements into powerful talismans,
merging structural necessity with symbolic meaning. Archaeological excavations, including
findings of numerous White Tiger tiles in the southwest area of Han Chang’An, suggest
intentional placement corresponding to cosmological orientations and urban planning

principles (Liu, 2018).

From a typological perspective, most Four Divine Beasts tiles date from the mid to
late Western Han period (Han Wu to Wang Mang) and exhibit refined ceramic techniques
under centralized imperial production. Inscriptions such as “Left Minister of Works” and
“Right Minister of Works” attest to their standardized manufacture by sovernment workshops
(Liu, 2007; Xu, 2015). These artifacts thus not only reflect the material sophistication and
symbolic richness of Han architecture but also provide crucial evidence for understanding

state authority, technological advancement, and the spiritual worldview of the era.

In summary, the Four Divine Beasts eaves tiles represent an integrated system of
cosmology, craftsmanship, and architectural aesthetics—embodying the unity of heaven,

earth, and humanity central to Han cultural philosophy.

4.3.2 Major Collecting Institutions and Representative Artifacts

Currently, eaves tile featuring the Four Divine Beasts are primarily preserved in
museums across China. These artifacts are mostly excavated from significant Han Dynasty
sites in ancient capitals such as Chang’An (modern Xi’An), Luoyang, and frontier regions.
Those collections provide valuable examples for subsequent artistic exploration. Below

are notable institutions and their representative collections:
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(1) Xi’An Museum of Qin Bricks and Han Tile

This is China’s only museum dedicated specifically to eaves tile. It houses an
extensive collection of Four Divine eave tile, including an Azure Dragon tile (18.5 cm in
diameter, with powerful lines) and a Black Tortoise tile (depicting an entwined turtle and
snake, with rigorous composition) as signature pieces (Zhang, 2018). The museum holds a
full set of Four Divine eave tile, each with roughly equal size and weight. The tile heads
are circular, with a diameter of 18 cm and an edge width of 2-2.1 cm. The tile tubes are

semi-cylindrical and 10 cm long.

Figure 3
Four Divine Eave Tile Display
Note. From Xi'‘an Qin Brick and Han Tile Museum (https://www.gzhwbwg.com/sswd) Copyright by Xi'an

Qin Brick and Han Tile Museum

(2) Shaanxi History Museum

Many of the Four Divine eave tile here were excavated from the Weiyang Palace
and Jianzhang Palace ruins of Han Chang’An, including architectural components from
the mausoleum complex of Emperor Han Wu. Its White Tiger tile (specimen number:
SHM-WT-016) shows strong dynamic motion, with the tiger body forming an “S” shape
which demonstrating the artistic peak of mid-Western Han tile (Hu, 2009).
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Figure 4
Four Divine Eave Tile Display

Note. From Shaanxi History Museum (https://www.sxhm.com/) Copyright by Shaanxi History Museum

(3) Mausoleum of Emperor Han Wu Museum (Maoling Museum)
Houses eaves tile excavated from the Maoling Mausoleum complex. The Azure
Dragon tile (ML-WT-07) corresponds to the “Azure Dragon Watchtower” mentioned in Sanfu

Huangtu, suggesting it may have been part of a mausoleum gate structure (Jiao, 2014).

Figure 5

Four Divine Eave Tile Display
Note. From Mausoleum of Emperor Han Wu Museum (Maoling Museum) (http://www.maoling.com/)

Copyright by Maoling Museum

(4) Luoyang Museum
Some Four Divine Beasts tile in this collection date from the Eastern Han period.
Their ornamentation is more simplified than that of the Western Han, reflecting a shift in

architectural aesthetics during the Eastern Han era (Qian, 2016).

Lin Zhu
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Figure 6
Four Divine Eave Tile Display

Note. From Luoyang Museum (http://www.lymuseum.com/) Copyright by Luoyang Museum

4.3.3 The translation value of the Four Divine Eave Tile Pattern in modern jewelry
design

In modern jewelry design, the patterns of the Four Divine Beasts eaves tile carry
significant value for cultural inheritance and creative innovation. By analyzing both the
signifier (visual form, lines, shapes) and signified (mythological narratives, religious culture,
sociopolitical systems) of these motifs, designers can transform traditional symbols into
jewelry pieces that align with contemporary aesthetic sensibilities. This enables a modern
interpretation of traditional culture. However, current research on applying Four Divine
Beasts motifs in jewelry design remains limited. There is a lack of systematic theoretical
analysis and practical exploration. Therefore, it is essential to investigate these motifs from
a semiotic perspective to explore their pathways and methods of translation into modern

jewelry design.
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5. Research Results

5.1. Pattern Analysis of the Four Divine Creatures Eave-Tile Motifs of the Han

Dynasty under Saussure's Semiotic Theory

5.1.1 Semiotic Analysis of the Four Divine Creatures Eave-Tile Motifs under
Saussure’s Semiotic Theory

The Han Dynasty was an era that celebrated subtlety and elegance in art. Eave tile
patterns evolved from realism to abstraction, reflecting a dignified yet simple aesthetic.
Among them, the Four Divine Creatures (Four Symbols) motifs: Qing Long, Bai Hu, Zhu Que,
and Xuan Wu which stand out for their vivid and exaggerated animal forms, showcasing the
peak of Han Dynasty decorative tile art. These motifs not only enriched the vocabulary of
ancient animal designs but also embodied cultural ideals. Major discoveries of such tile
in Xi’An, once the Han capital Chang’An, provide valuable material for study. This section
selects two sets of Four Symbols eave-tile from the Qin-Han Tile and Brick Museum and
the Shaanxi History Museum as case studies to analyze their visual language, composition,
and production techniques, thereby uncovering their aesthetic and symbolic significance.
Based on Saussure’s semiotic theory, signs consist of the signifier (form) and signified
(meaning). The signifier includes visual elements (shape, line, material) and techniques, while
the signified refers to the embedded cultural meanings which also including mythology,
religious beliefs, and social values. As Zhao Yiheng (2015) noted, a sign must carry meaning
to be effective. The Four divine eave tile thus act as symbolic carriers of Han spiritual
beliefs: blessings, protection, and immortality and it also reflecting both artistic craftsmanship
and cultural aspirations. The analytical framework for interpreting the Four Divine Creatures

motifs of Han Dynasty eave tile under semiotic theory is shown in Table 1.



Table 1

Pattern Analysis Framework Sheet for the Four Divine Eave Tile of the Han Dynasty Patterns

Visual Language |
| \rsual Elements
I

Composition PrlnC|pLes

—————————— Analysis of the
Saussure’s
********* 1 | Patterns of Four Gods
Semiotics |
Myths & Legends Tile Ends
|
| ===| Cultural Elements
—| Signified (Meaning) I—‘ Social Systems I |
|
Religious Culture l—'[ Functional Elements ]‘

5.1.2 Analysis of the “Form” Language of the Four Divine Creatures Eave-Tile

Motifs under Saussure’s Semiotic Theory

5.1.2.1 Modeling Language of the Four Divine Creatures Eave-Tile Motifs

The animal figures depicted in the Four Divine Creatures eave tile are vivid and
exaggerated, with a strong sense of balance and unity in the overall composition. The design
exhibits high artistic aesthetics. The decorative lines are fluid and graceful, achieving a vivid
and expressive artistic effect. The Han Dynasty Four Divine Creatures eave tile exhibited at
the Qin-Han Tile and Brick Museum in Xi’An (see Table 2) are exquisitely crafted, with varied
sizes and dynamic postures. The lively and animated figures of the Four Divine Creatures
demonstrate the ornamental beauty of animal modeling through the interaction of dots,
lines, and planes. In the Four Divine eave tile from the Shaanxi History Museum (see Table
2), a large central boss (nipple-shaped knob) appears at the center, representing a “dot”
which symbolizes the gathering of energy. The outer rim of the tile echoes this central boss,
while dynamic animal forms flow between the two. The interplay of motion and stillness

further emphasizes the agility and ethereal quality of the animal imagery.



The Azure Dragon (Qing Long) tile feature two primary forms: one is a coiled
hybrid creature with serpent-like features (see Table 2-No.1), and the other is a side-view
beast (see Table 2-No.5). In the hybrid form, the Azure Dragon appears both dragon and
snake-like, with a curved and coiled body shaped like a bow, covered in dragon scales.
The head is raised at the top, with claws extended and tail curled, as if soaring through the
clouds. The entire form is full of tension and conveys a powerful, awe-inspiring presence.
In the side-view beast form, the Azure Dragon is shown in profile with its head and tail
connected. It has a pair of horns, a slender neck, and a body covered in scales. Legs and
feet are visible, and the long tail curls upward, creating a dynamic pose as if leaping into
the sky.

The White Tiger (Bai Hu) and Vermilion Bird (Zhu Que) tile are generally presented
in profile. The White Tiger appears fierce and robust, with an open mouth baring fang. Its
body curves around the tile’s center, with an upward-curling tail filling the upper portion
of the tile. The White Tiger motif from the Qin-Han Tile and Brick Museum (see Table 2-
No.2) is designed with wings on its back, evoking the image of a beast soaring through
clouds and mist. The Vermilion Bird is depicted as a bird-like creature holding an elixir in
its beak. Its head resembles a phoenix adorned with a crest; its beak resembles that of an
eagle; its neck resembles a mythical luan bird, and its tail is shaped like a fish. With wings
outstretched as if ready to take flight, the body is fully adorned with feathers, giving the

Vermilion Bird a curling and ornate appearance.

The Black Tortoise (Xuan Wu) motif is a composite of a turtle and a snake, presented
in two variations: one with a turtle entwined with two snakes (see Table 2-No.4), and one
with a turtle entwined with a single snake (see Table 2-No.8). The version with two snakes
shows a frontal view of Xuan Wu, with the turtle sitting upright at the center and a snake
coiling around each side, facing the turtle as if engaged in a struggle. This design is unique
and imaginative in composition. The version with one snake depicts a side view of Xuan

Wu, where the turtle is shown crawling forward while a single snake coils around its body.



Table 2

Examples of Original Patterns and Principles of Composition in the Han Dynasty Four Gods Wadang

Museum

Types of Azure Dragon White Tiger (Bai | Vermilion Bird Black Tortoise

Wadang (Qing Long) Tile | Hu) Tile (Zhu Que) Tile (Xuan Wu) Tile

Serial number NO.1 NO.2 NO.3 NO.4

Xi'An Qin Brick

and Han Tile

Museum

Composition "Bow'"-shape “S”-shaped “C”-shaped Not completely

principles composition composition composition symmetrical
composition

Serial number NO.5 NO.6 NO.7 NO.8

Shaanxi History

Museum

Composition

principles

“S”-shaped

composition

“S”-shaped

composition

“C”-shaped

composition

Triangle

composition




5.1.2.2 Formal Composition and Production Techniques of the Four Divine
Creatures Eave-Tile Motifs

The Four Divine Creatures eave tile motifs from the Han Dynasty reflect both
compositional ingenuity and advanced production techniques. Designed to fit the circular
format of the tile, these motifs make sophisticated use of balance, rhythm, and negative
space (liubai). The animal forms are arranged to harmonize solid and void, creating visually
dynamic yet cohesive patterns. Common compositional structures include bow-shaped,
S-shaped, C-shaped, triangular, and asymmetrical layouts. For example, the coiled Azure
Dragon adopts a bow-shaped design with its body as the central focus, while other
versions use S-shaped arrangements. The White Tiger typically features an S-curve in its
body, and the Vermilion Bird forms a C-shape through the curve of its torso and tail. The
Black Tortoise motifs vary: one version with one turtle and two snakes uses asymmetrical
balance, while another with one turtle and one snake follows a triangular composition, with
the turtle shell as the visual anchor. In terms of production, Han Dynasty eave tile evolved
from earlier semicircular forms to standardized round formats with wide rims, sometimes
featuring central bosses. Initially, tile were crafted in two parts: center and rim. But from
the mid-Han period, a one-step molding method was adopted, streamlining the process.
Techniques such as mold pressing and casting enabled artisans to achieve detailed relief
effects. Curving animal bodies guided the layout of decorative elements, and fine carving
techniques gave the motifs a dynamic, lively quality. From the mid-Han period onward,
additional textures like dragon scales and tiger stripes were introduced, further enriching the
surface detail and symbolic resonance of these mythical creatures. Together, the refined
composition and craftsmanship highlight the Han Dynasty’s pursuit of artistic sophistication

and cultural symbolism in architectural ornamentation.

5.1.2.3 Meaning Conveyed by the Four Divine Creatures Eave-Tile Motifs under
Saussure’s Semiotic Theory

In the Han Dynasty Four Divine Creatures (Four Symbols) eave tile motifs, the Azure
Dragon (Qing Long), White Tiger (Bai Hu), Vermilion Bird (Zhu Que), and Black Tortoise
(Xuan Wu) were seen as sacred beasts channeling cosmic energy and representing the four
cardinal directions. Ancient emperors aligned palaces, gates, and towers with these
directions to ward off evil and seek blessings. According to Saussure’s semiotic theory,
these motifs function as signs, with the signified encompassing the myths, social systems,

and religious beliefs embedded in their imagery.



(1) Mythological Narratives: Early Chinese viewed animals with reverence,
believing in their divine power. Combined with yin-yang and five elements theory, as
well as early astronomy, the Four Symbols emerged from star constellations symbolizing
the east (dragon), west (tiger), south (bird), and north (tortoise with snake). During the
Han period, influenced by Daocism and the quest for immortality, these creatures were
mythologized and widely used in art and architecture. Although their popularity declined
in the late Eastern Han with the rise of Buddhism and lotus motifs, they remained central

to Han cultural symbolism.

(2) Social Systems: The Four Divine Creatures were linked to cosmology and
state ritual. Tile bearing their images were mainly used on palaces and ancestral temples.
Excavations in southern Chang’An confirm their ritual use in buildings facing corresponding
cardinal directions e.g., Azure Dragon tile to the east, White Tiger to the west which

reflecting cosmological planning in Han architecture.

(3) Religious Culture: The 28 lunar mansions were grouped into four celestial
animals based on directional association and symbolic meaning: the Azure Dragon for
nobility and weather control, the White Tiger for military power, the Vermilion Bird for
fortune, and the Black Tortoise for water and protection. Under Daoist influence, they
became divine guardians with official titles, such as Meng Zhang (Azure Dragon) and
Zhi Ming (Black Tortoise). By the Tang-Song period, the Black Tortoise was worshiped

independently, while the Azure Dragon and White Tiger became temple guardians.

5.2. Methodological Framework for Translating Han Dynasty Four Divine Creatures
Eave-Tile Motifs into Jewelry Design

Han Dynasty eave tile motifs are marked by visual simplicity, lacking color, and
embellishment, which limits their direct use in modern design. Field research in Shaanxi
museums shows that most cultural products merely replicate these motifs onto merchandise
surfaces, resulting in monotonous applications. Under contemporary aesthetic standards, a
key challenge is how to apply semiotic theory to extract and reinterpret the visual forms
of the Four Divine Creatures for contemporary jewelry design. This symbolic translation

enhances artistic value, fuses tradition with innovation, and revitalizes Han cultural imagery



in modern contexts. Modern jewelry design based on these motifs involves abstracting their
iconic forms and colors, then reconstructing them to align with modern aesthetics. Key
design components: form, color, and structure must work together to convey both visual
appeal and cultural meaning. Emphasizing the relationship between signifier and signified
ensures that traditional symbolism is meaningfully integrated into contemporary design
narratives. There are two main conceptual approaches to extracting design elements from

the Four Divine Creatures motifs: (see Table 3).
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5.2.1 First Approach: “Signifier”-Based Translation (Preserving Original Meaning)
This method is rooted in semiotic theory where the “signified” (the cultural meaning)
of the original motif remains unchanged, and the “signifier” (visual form) is either directly
applied or innovatively redesigned under modern aesthetic standards. Designers may trace

or imitate the shapes of traditional motifs, directly applying them onto modern jewelry



forms. Alternatively, they may redesign the forms based on the original “signifier” using
contemporary design techniques to align with modern visual preferences. In the jewelry
design process involving the Four Divine Creatures motifs, the original “signified” remains
intact, and the core patterns are extracted and directly applied to form the visual elements

of the jewelry. (See Table 4)

Table 4

Extraction and interpretation of the patterns of the four divine eave tiles in the Han Dynasty

Pattern Tile pattern Pattern name Pattern graphic Pattern meaning and
prototype | prototype extraction (drawn | interpretation
source by the author)

The chief of the four
gods, the God of the

Azure Dragon

(Qing Long) Tile
East, possesses supreme
authority and the power

to call the wind and rain.

White Tiger (Bai The god of the West,

Hu) Tile symbolizing majesty and
Shaanxi power.
History
Museum

Vermilion Bird
(Zhu Que) Tile

The god of the south,
regarded as the god of

good fortune

Black Tortoise
(Xuan Wu) Tile

The god of the north,
the snake symbolizes
fertility and the turtle

symbolizes longevity.




5.2.2 Second Approach: “Signified”-Based Innovation (Extending Symbolic
Meaning)

The second design approach focuses on the extended expression of the symbol's
meaning, emphasizing the reinterpretation and innovation of the “signified” based on
Saussure’s semiotic theory. This method seeks to continue and deepen the symbolic
meaning (signifié) of traditional motifs, applying techniques such as simplification,
exaggeration, addition, and geometrization. The process begins with the extraction of
symbolic patterns from the Four Divine Symbols eave tile, along with an explanation of
their associated meanings. Subsequently, additional tile with culturally significant motifs
are sourced. for example, from the Xi’An Museum of Qin Bricks and Han Tile to be paired
with the Four Divine Symbols, enhancing the overall symbolism. such example includes
the extraction of cloud motifs from cloud-patterned eave tile, which were commonly
used in the Han Dynasty and often combined with abstract dragon and phoenix patterns
to represent auspiciousness and rising fortune. In the later stages of jewelry design, the
cloud motif’s symbolic meaning is preserved while its form is redesigned using simplified
and abstract methods, transforming it into a pattern element that aligns with contemporary

jewelry aesthetics (See Table 5).



Table 5

Extraction and interpretation of the patterns of the four divine eave tiles in the Han Dynasty

Pattern Tile pattern Pattern Pattern graphic Pattern meaning and
prototype | prototype name extraction (drawn | interpretation
source by the author)
Cloud Originating from Qin tile, the
Pattern Tile pattern symbolizes auspicious
clouds, luck, and divine-human
harmony, reflecting nature
worship.
Lotus Pattern Derived from Southern Dynasty
Shaanxi Tile tile and Buddhist culture, the
History pattern symbolizes purity,
Museum

transcendence, sacredness,
and eternity in religious

architecture.

Geometric
Tile

Derived from Han tile, the
pattern’s simple lines reflect
order, balance, and possible

cosmological meaning.

Wheel-
Shaped Roof
Tile

Found in Fengxiang's ancient
Nan city, the wheel-shaped
tile symbolizes cycles, good
fortune, and wishes for

well-being.




5.3. Practical Analysis of Translating Han Dynasty Four Divine Creatures Motifs
into Jewelry Design under Saussure’s “Signifier” Theory

The Four Divine Creatures eave tile of the Han Dynasty are iconic visual symbols
rich in cultural meaning, representing cosmology, spatial orientation, and auspicious
protection. In contemporary jewelry design, reinterpreting these motifs through a
semiotic lens revitalizes tradition and provides works with cultural depth and unique form.
Guided by Saussure’s semiotic theory of the signifier and signified, designers can decode
traditional motifs from both visual and semantic angles to integrate them into modern
design language. The signifier which means the visible, tangible form guides the extraction
of patterns, shapes, and symbols in jewelry. This study focuses on the Azure Dragon,
White Tiger, Vermilion Bird, and Black Tortoise motifs, analyzing their transformation at the
signifier level. Through techniques such as symbol extraction, material selection, and craft
application, four contemporary women’s jewelry pieces: a bracelet, earrings, a ring, and
a necklace are developed. Together, they present a structured approach to modernizing

traditional imagery through signifier-oriented design.

5.3.1 Azure Dragon Motif Translation - Lapis Lazuli Bracelet Design Practice

Azure Dragon, symbolizing the East, spring, and the wood element, is often
depicted in Han Dynasty eave tile as a coiled form with horns and flowing scales. As
signifiers, these visual elements are highly recognizable. In the bracelet design, dragon
scales are reinterpreted as silver relief segments, paired with 8mm deep blue lapis lazuli
beads that mimic the dragon’s dynamic movement. The rhythmic bead arrangement
enhances visual impact and continuity. Lapis lazuli’s natural deep blue with golden flecks
evokes Eastern mysticism and aligns with the symbolic attributes of the Azure Dragon.
Matte-finished silver adds an antique texture, blending tradition with modern appeal.
Elastic weaving is used to ensure both comfort and flexibility, echoing the dragon’s
serpentine motion. The clasp features a hidden cloud motif, enriching the design with
tactile and symbolic depth, and reinforcing the connection between the signifier’s visual
form and the sensory experience of wearing the piece. The diagram below illustrates how
the Azure Dragon eave tile motif was symbolically translated into modern jewelry design

(see Figure 7).
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Figure 7

The Azure Dragon Motif Translation — Lapis Lazuli Bracelet Design

5.3.2 White Tiger Motif Translation - Geometric Structure Earrings Design Practice

The White Tiger, representing the West and the metal element, symbolizes autumn,
authority, and solemnity. In Han Dynasty eave tile, it is often shown in an “S”-shaped
leaping pose, with flowing curves and tension serving as key signifiers. This design abstracts
the “S” curve into three to five simplified geometric metal lines, forming a pair of hollow
openwork earrings that appear light and dynamic. Crafted from matte-finished gold or
oxidized silver, the earrings use laser cutting for precision and hand polishing for subtle
light-shadow transitions. This retains the motif’s rhythm while aligning with minimalist
contemporary aesthetics. Measuring 5-7 cm, the earrings are proportioned for daily wear
and reflect modern women’s taste for refined luxury. By transforming the fierce traditional
image into symbolic lines, the design preserves its dynamic essence while enhancing visual
appeal and market adaptability within contemporary fashion contexts. The diagram below
illustrates how the White Tiger eave tile motif was symbolically translated into modern

jewelry design (see Figure 8).
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Figure 8

The White Tiger Motif Translation — Geometric Structure Earrings Design

5.3.3 Black Tortoise (Xuan Wu) Motif Translation - Red Agate Ring Design Practice

The Black Tortoise (Xuan Wu), symbolizing the North and the water element,
represents winter and protection. In Han Dynasty eave tile, it appears as a turtle entwined
with a snake in a complex, symmetrical composition. This design abstracts key signifier
features by placing a 5-7 mm red agate gemstone at the center—red symbolizing vitality
and sacredness which surrounded by a snake-like 925 silver band that coils to form a
rotatable structure. The interactive rotating mechanism enhances wearer engagement and
conveys cyclical continuity. The band, under 3 mm wide, ensures a refined, lightweight
look aligned with modern women'’s taste for understated luxury. Optional embellishments
include miniature diamonds or engraved lines for added visual depth. This piece transforms
the static symbolism of Xuan Wu into a dynamic, emotionally resonant jewelry form, with
the contrast of red agate and silver amplifying both visual impact and cultural meaning in a
contemporary context. A diagram showing how the Xuan Wu eave tile motif was translated

into a modern jewelry design is presented below (see Figure 9).
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Figure 9
The Black Tortoise (Xuan Wu) Motif Translation — Red Agate Ring Design

5.3.4 Vermilion Bird (Zhu Que) Motif Translation — Ruby Necklace Design Practice

The Vermilion Bird (Zhu Que), symbolizing the South, fire, midsummer, and
rebirth, is the most ethereal of the Four Divine Creatures. Han Dynasty eave tile often depict
its outstretched wings and flame-like feathers. This design reinterprets its layered feather
structure through a central 5-8 carat oval-cut pigeon blood ruby, set within a hollow 18K
gold wing frame. The dynamic feather elements sway with the wearer’s motion, evoking
Zhu Que’s soaring grace. The color palette centers on vibrant red, complemented by
gold and deep red enamel, creating a flame-like visual effect. Precision-carved biomorphic
textures and micro-paves diamonds enhance detail and elegance. Symbolically, the
dynamic interaction between the ruby and wing form suggests phoenix-like rebirth. The
inclusion of movable parts infuses the piece with life and interactivity, offering not only visual
sophistication but also a culturally immersive experience, allowing the wearer to
connect with the symbolic spirit of Zhu Que in a modern, high-end jewelry context. A
visual diagram showing how the Vermilion Bird eave tile motif was translated into a

modern jewelry design is provided below (see Figure 10).
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Figure 10
The Vermilion Bird (Zhu Que) Motif Translation — Ruby Necklace Design

Based on Han Dynasty Four Divine Creatures eave tile, the four jewelry designs
represent an innovative application of Saussure’s signifier theory in contemporary jewelry.
Through symbol extraction, pattern design, material selection, and craftsmanship, the works
blend cultural depth with modern aesthetics. They reinterpret traditional motifs in wearable
form, revitalizing symbolic language and enhancing cultural identity in a global context.
More than visual translation, the designs foster a spiritual connection between tradition
and contemporary users. This study affirms the value of semiotics in jewelry design and

offers a practical model for creatively transforming traditional culture today.

5.4. Innovative Practice of Translating Han Dynasty Four Divine Creatures Motifs

into Jewelry Design under Saussure’s “Signified” Theory

Grounded in Saussure’s semiotic theory of the signified, this study explores how
the Four Divine Creatures motifs can be meaningfully integrated with other traditional
auspicious symbols (such as lotus, geometric patterns, wheel of fortune (lunfu), and

auspicious clouds (xiangyun) ) to reconstruct culturally rich visual language for



contemporary jewelry design. Focusing on symbolic connotation rather than form
alone, it proposes a translational method of “symbolic integration™ morphological
reconstruction™ material symbolism”. Four jewelry designs: Azure Dragon & Lotus
Bracelet, White Tiger & Geometric Earrings, Vermilion Bird Wings & Auspicious Cloud
Necklace, and Black Tortoise & Wheel of Fortune Ring which serve as case studies for this

process. The study introduces a three-step strategy:

(1) Motif simplification: Geometrically abstract the Four Creatures’ imagery while
retaining core features.

(2) Symbolic integration: Combine them with traditional auspicious motifs to enrich
layered meanings.

(3) Material and craftsmanship: Employ culturally symbolic materials (jade, ruby,
pearls, silver, gold) and modern techniques (laser cutting, micro-pave, rotating mechanisms)
to enhance both symbolism and aesthetics.

The following sections provide detailed case analyses of these symbolic motif

translations into jewelry design practices.

5.4.1 Azure Dragon & Lotus Pattern Jade Bracelet Design

The Azure Dragon (Qing long), symbolizing the East, spring, and protective vitality,
is often depicted in eave tile with a soaring, sinuous form. This design abstracts its curves
into a wave-like structure, paired with the lotus: an auspicious symbol of purity, nobility,
and spiritual rebirth in Chinese and Buddhist traditions. Together, they convey themes of
emergence and renewal. The bracelet features 8mm polished green jade beads, representing
the dragon’s body and the wood element, interspersed with embossed metal lotus motifs
to enrich symbolic meaning. Elastic weaving ensures comfort, with a hidden cloud-motif
clasp enhancing visual refinement. The lotus components are crafted through traditional
casting and modern relief techniques, adding intricate texture. The design blends strength
and elegance, making it ideal for women seeking jewelry that embodies harmony between
traditional culture and contemporary aesthetics. The following diagrams (see Figures 11
and 12) illustrate how the Azure Dragon eave tile motifs were extracted and simplified,
how the lotus motifs were incorporated, and how the final reconstructed patterns were

translated into two different bracelet designs for modern jewelry.
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Figure 11
Azure Dragon & Lotus Pattern Jade Bracelet Design (Style 1)

Implicature Jewelry Design - Azure Dragon - 12 Lotus Bracelet
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Figure 12
Azure Dragon & Lotus Pattern Jade Bracelet Design (Style 2)



5.4.2 White Tiger & Geometric Pattern Earring Design

The White Tiger (Bai Hu), deity of the West and symbol of metal, autumn, and martial
spirit, is depicted in Han Dynasty eave tile in an S-shaped leaping pose, embodying speed
and strength. This design abstracts the dynamic S-curve into smooth, geometric metal lines,
combining traditional animal symbolism with Han geometric motifs like grids and circles,
which represent cosmic order and authority. Crafted from matte gold or oxidized silver, the
laser-cut hollow earrings measure 3-5 cm for lightweight comfort. The metal sheen and
abstract curves blend Eastern mystique with modern minimalism. Gold symbolizes wealth
and strength, silver purity and protection, aligning with the White Tiger’s elemental metal
association. The design highlights the tiger’s role as Western guardian and palace protector,
making these earrings amulet-like cultural jewelry suited for modern urban women seeking
to express confidence and resilience in both work and life. The following diagrams (see
Figures 13 and 14) demonstrate how the White Tiger eave tile motif was extracted and
simplified, combined with geometric patterns, and ultimately translated into two distinct

modern earring designs.

Implicature Jewelry Design - Roari ite Ti sition Earrings

Figure 13
White Tiger & Geometric Pattern Earring Design (Style 1)



npaosition Earrings

5.4.3 Black Tortoise & Wheel-of-Fortune Pattern Ring Design

The Black Tortoise (Xuan Wu), guardian deity of the North, combines a turtle and
snake, symbolizing winter, water, protection, and nurturing. In Han Dynasty eave tile, it
appears on northern architecture sides, symbolizing household protection and peace.
The Wheel-of-Fortune (Lunfu) motif, with its radiating circular design, signifies wholeness,
blessing, and time’s cyclical nature, complementing the Black Tortoise’s protective
symbolism. This design integrates the two: The Lunfu pattern forms the ring face’s
central motif, while the band reflects the Black Tortoise’s form. The snake is abstracted
into a spiraling silver line coiling the band, and the turtle shell is represented by a
white pearl inlaid at the center, symbolizing guardianship and longevity. Metal engraving
recreates the radiating wheel, adding dynamic movement. The band, under 3mm wide, fits
ergonomically and features a rotating mechanism, symbolizing fate’s turning wheel and
enhancing interactivity. Craftsmanship highlights include micro-paves diamonds on silver

for brilliance and luxury, while the coiled snake adds tension and protective symbolism.



This elegant ring is ideal for festive gifting, embodying deep cultural heritage and family
guardianship. The following diagrams (see Figures 15 and 16) illustrate how the Black Tortoise
tile motif was extracted and simplified, how the Wheel-of-Fortune pattern was integrated,

and how both were reconstructed into two modern ring designs.

Implicature Jewelry Design - Xuanwu pattern- wheel blessing pattern ring

BETHE-FEA - SRR

Figure 15
Black Tortoise & Wheel-of-Fortune Pattern Ring Design (Style 1)

Implicature Jewelry Design - Xuanwu pattern: wheel blessing patern ring

Figure 16
Black Tortoise & Wheel-of-Fortune Pattern Ring Design (Style2)



The Vermilion Bird (Zhu Que), divine beast of the South, symbolizes fire, summer,
yang energy, and beauty. Commonly depicted on Han Dynasty eave tile, its winged form
represents ascension, purity, and rebirth. The motif often features flames and feathers to
express rising energy and blessings. The Auspicious Cloud pattern (Yunwen), a traditional
Chinese symbol of good fortune and heavenly mandate found in Han and Tang artworks,
shares a flowing, linear form that complements the bird’s soaring wings, enhancing the
necklace’s symbolic expression. This design centers on a 5-8 carat oval ruby or red agate,
symbolizing solar energy and life’s core. Surrounding it is a hollow 18K gold wing structure
with layered feathers radiating outward. The movable necklace chain ends in tassels and
small cloud-shaped gold pieces, creating a flame-like ascending effect. Craftsmanship
employs biomorphic design principles, micro-pave diamonds to mimic feather veins, and
red-to-gold enamel gradients for depth and mysticism. Hand-polished metal adds visual
richness and tactile quality. The color scheme of pigeon blood red, silded gold, and deep
red enamel conveys fire’s energy, nobility, and Eastern mysticism. This elegant piece
suits high-end women’s jewelry or ceremonial use, symbolizing rebirth, sood fortune, and
honor—the essence of rising from ashes and soaring through fire in Chinese culture. The
following illustrations (Figures 17 and 18) demonstrate how the Vermilion Bird tile motif
was extracted and simplified, integrated with the auspicious cloud pattern, and restructured

into two distinct modern necklace designs.

Implicature Jewelry Design - Suzaku Feather - Auspicious Cloud Necklace

Figure 17
Vermilion Bird Wings & Auspicious Cloud Necklace Design (Style1)



Implicature Jewelry Design - Suzaku Feather - Auspicious Cloud Necklace
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Figure 18
Vermilion Bird Wings & Auspicious Cloud Necklace Design (Style2)

Based on Han Dynasty Four Symbols eave tile motifs, the four designs use
Saussure’s semiotic theory of the signified to create a jewelry translation model. By
integrating these motifs with traditional patterns like lotus, geometry, wheel, and
auspicious clouds, the designs achieve symbolic coherence and formal diversity. Through
meaningful materials, reinterpreted forms, and modern craftsmanship, they bridge
traditional visual culture and contemporary design. This practice enriches cultural

inheritance and broadens semiotic theory’s role in jewelry design.



6. Conclusion

This study establishes a symbolic translation framework connecting traditional
cultural visual symbols with contemporary jewelry design, based on Saussure’s “signifier/
signified” theory. Using Han Dynasty Four Symbols eave tile motifs as a foundation, it
integrates modern design language, materials, craftsmanship, and semiotic analysis to
create four culturally rich and aesthetically modern jewelry sets: the Azure Dragon &
Lotus Bracelet, White Tiger & Geometric Earrings, Black Tortoise & Wheel of Fortune Ring,

and Vermilion Bird & Auspicious Cloud Necklace.

(1) Interdisciplinary Integration and Theoretical Expansion: A key innovation is
applying Saussure’s semiotic theory which originally linguistic to jewelry design,
transforming visual forms (signifiers) into culturally meaningful concepts (signified).
This interdisciplinary method enriches jewelry design theory and offers a reference for

developing visual languages in cultural and creative products.

(2) Contemporary Expression of Traditional Imagery: The study proposes a clear
design process: extracting traditional motifs as signifiers, reconstructing them graphically,
reinterpreting materials and meanings, and enhancing cultural symbolism as signified.
Materials like lapis lazuli, jade, red agate, 18K gold, and silver, combined with advanced
techniques (laser cutting, embossing, interactive mechanisms), reinforce cultural depth

within modern design.

(3) Meaning Construction and Cultural Identity: Jewelry here transcends
ornamentation to become a cultural identity marker. The Four Symbols’ directional,
seasonal, and elemental meanings foster emotional ties between wearer and piece.
Integrating auspicious motifs (lotus, geometry, wheel of fortune, clouds) forms layered

symbolic networks, boosting cultural belonging and spiritual resonance.

(4) Dynamic Symbolic Design and Emotional Interaction: A significant innovation is
animating static traditional motifs e.g., the Black Tortoise ring’s rotating band and Vermilion
Bird necklace’s movable wings. These interactive symbols engage wearers behaviorally,
expanding traditional symbols’ communicative potential and allowing signified meanings

to be personally experienced and reinterpreted.



(5) Constructing a Culturally Sustainable Design Model: Through four jewelry
designs, the study builds a practical, replicable system for translating cultural symbols
into products. This model extends beyond jewelry to fashion, accessories, spatial design,
and cultural goods, supporting traditional culture’s sustainable reproduction aligned with

contemporary aesthetics and market demands.

(6) Global Dissemination of Eastern Symbols: In a globalized world, this modern
translation mechanism revitalizes Chinese cultural heritage domestically and provides a
visual language framework for exporting Eastern symbols. Jewelry, as an intimate cultural
medium, helps connect the Four Symbols’ spirit with worldwide audiences, enhancing

cross-cultural dialogue.

In summary, this study confirms the value of Saussure’s “signifier/signified”
theory in jewelry design and offers a new visual design model blending tradition with
modernity. It advances jewelry’s cultural regeneration, symbolic communication,
consumer  psychology, and social identity roles. Future research may explore the
psychology of cultural meanings, cross-cultural semantic shifts, and digital tools like Al
for motif recognition and translation. These advances can further rejuvenate traditional
Chinese culture through new media and design languages. Ultimately, this research is both
a design methodology and cultural reflection, demonstrating how traditional imagery can
be not only inherited but actively reanimated suided by semiotic theory’s systematic,

precise approach.
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Abstract

This article aims to analyze the perspectives of contemporary female artists from
Thailand and India on social, political, religious, cultural, and patriarchal issues through
Contemporary Arts in Mixed Media technique connected to feminist theory and the
female gaze. It also explores the creation of new spaces for defining female identity
through Contemporary Art. The study draws data from female artists obtained through
documents, exhibition catalogues, art exhibitions, and articles, supplemented by
interviews with Thai and Indian female artists who have at least ten years of experience
creating and exhibiting artworks at national and international levels. Content analysis
and symbolic interpretation of the artists' works reveal that these female artists utilize
art as a language of social, cultural, and political critique, particularly addressing gender
inequality and patriarchal systems. Their works reflect female identity through reinterpreted
historical, cultural, social, and political narratives in various contemporary art forms,
including Painting, Sculpture, Photography, Installation Art, Site-Specific Art, and Video Art.
These artworks are exhibited in art galleries, museums, and community spaces, serving as

platforms for expression and contestation of the aforementioned issues.
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Modern Art. (https://www.knma.in/bodies-armour-and-cages)
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Samakaalik: Earth Democracy and Women's Liberation (2019)
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UWIImng N899, My collection: Men, sex, secret : collection of love and desire from seasonal relationship
past, 2013
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Abstract

This research reports on the creation of paintings to promote a healing environment
for the staff of Khlong Luang Hospital in Pathum Thani Province. Hospital staff are prone
to job-related fatigue due to high patient expectations and a heavy workload from a large
number of service users. Creating an environment that promotes rest and relaxation is one
way to provide emotional balance for this target group. The study began by examining
the principles of creating a healing environment, which involves designing spaces with a
positive effect on human perception. Specifically, it uses paintings depicting nature as
a visual stimulus to evoke positive emotions in the target group, making the hospital
environment more pleasant. This led to the creation of research tools to collect data and
determine appropriate concepts, styles, colors, and artistic expression for the paintings.
The findings showed that a realistic painting style had the strongest emotional impact on
the target group. The selected color tones and artistic expression leaned towards a sense
of visual comfort, warmth, softness, coolness, and liveliness. These 22 paintings were then
permanently installed at Khlong Luang Hospital, with careful consideration for the suitability
of the spaces, ensuring the artworks serve as a tangible public benefit and align with the

important role of contemporary art in addressing and solving social issues.

Keywords: Nature Painting / Process Painting / Healing / Hospital
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vouUfiRnuazgnirialuiteuniglunesiss violuiluilsmeiuna Sswanudasnssu
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o w

E]EJINﬁﬁEJa’lﬂEg (Chorong Song, Harumi lkei and Yoshifumi Miyazaki, 2018)
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anugyIesHARNIN AN ANdeanUsEMARS 9 (Kexiu L. et al, 2021) Gaduns
yaaoadielnlaveyaiudumssusivesdluly Twansifenunmandvesiivmanifanudusius
Feuanfunsneunaeneaisinet Snvedadenlesiuausdnidanin wu anwasy A
aune uavaudusssund ddumsifvandluiufionamainensueunasuazaniugmig
97153a)” (Kexiu L. et al, 2021)
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pAsitlalunisfiafeanudnanssy erasyUieuon 10 $u lame1uianaomans

2. eenuuuLATesilieddelaenisiuuuasuaINyAaINTYealIInEIUIARABINADY
wierunumslunsfmunguuuy waznsuanIvenmIdnsnsy

3. Asgnteys uazasunaannIsing waznsviinuvasuay aduuuiAnyes
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2, mLuuﬂiymumﬁaiwmammmﬂsﬁmaquwga melaviunvedlsaneiia il
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- anmwnaeuiidualameeiusdnmada-sesnsunl way

- anwnsoniduiyue-yana (aning, 2563)
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2560) Anaeuiiuiiususiiisuddlumsitinnsihauresamniiaunounas viln
nslauinsgiisnagmsvhauiivssansnmanndetudunisensefunmuamdislunsu o
v wniidnme  nsvilulsmeunaiiussemaserdanaseuiitazselmaanisius
fepuvinevesdoIudl (Sense of place) (nfia, 2560) INASANHINUIINITNIN AU
INTNTIU WIDHANUAAUNTIY ﬁaLﬁwﬁaaﬁﬂﬁzﬂauﬁﬂﬁ’fgﬁ%ﬁwéaLﬂ%ﬂﬁ;{amwLLfmgauﬁ
AvFusus Ssaznalmiuisnislnanuddynonsly “qunsnin” Wusnssnuiaasnisiug
Vmmmﬁusuaq;;ﬁagﬂukqwmma uAAsTinosfiansanneReN1TaT U TINA NG TINYIR
funesdl “sULUU waznsuansean” wulsiwenszaunssussinanlaessdivszansam
wazaemmansiuingUizasalunisaseauneunats Suilugnisasuaiosdioldoiiionmun
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nqus Colour Image Scale 1ag Shigenobu Kobayashi
Lﬁugflu%a;gaﬁﬁwmimajamﬁ’u%%’a&l,azmiaaﬂLLUU Nippon wiolylunissiuunnns
nawAeenadusyun Taasegruvoyannnstydfiug iy 130 3 nwawd 3 Afimatu aniulad
180 171Lﬁaa%aqﬁ’ﬂ%ﬁ;gﬂu%’ug?maz%a;gaL?‘imﬁ’uﬁwﬁﬁm%aaﬁu?ﬂﬁu 7 adlupeufiunes me
Fnsiiteaegruveya 130 v FaansnwiiRevestumsnavaiiasdasafiugu 130 4
wiantiu aanildumiiou "aewn’ Weulssszyndlanvesing (wu unldu n1seenuuumely)

wazlanialag (Kobayashi S, 1990)

nawmil 3 dunalanngudiuesa (Natural) eglusuvmsisnansvesinuduuugy
(Warm) waglnuduuudu (Cool) Mnnansnmaulufsauuudadulnuduuuyinma (Soft) wa
Slefinnsanainian (Shades) waglnu (Tone) vasdazmurndunquisiumssduathmiinaang
(Light values) laufsantmiinnans (Middle values) nauuutiumesadsdaanudunansd
Toauau unidsnsfienudeslosiunguadu q Aaunsalnanusdnlavainvans warn1singad
I%Lﬂumﬂéizﬁuﬁuwﬁuma dufuituiidaauniefufiinueu (Kobayashi S, 1990)
- nauAuuy wweda farwaeaanestulussanefnie

a

- nawdwuuwesa danudunanilannu waslinudenlesiunguddu q Negseseu

Y

wu nauantnauanta naudninanusdnduauns nauanviuiy

- lveaugdnfsduvumama (Pastel) Ao duniignideniedund @y 9 Jwmeanuwuuy
vosdas ddsludinudnany

Natural

ﬂ']'Wﬁ?i 2

Fuvunuyasa (Natural)

na1e4mg). 910 Color image scale, (p. 18), by S. Kobayashi (L. Matsunaga, Trans.), 1990, John Wiley &
Sons. Copyright 1990 Nippon Color & Design Research Institute, Inc.
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nu7849. 310 Color image scale, (p. 11), by S. Kobayashi (L. Matsunaga, Trans.), 1990, John Wiley &
Sons. Copyright 1990 Nippon Color & Design Research Institute, Inc.

nquid A>wwnaunduuavdlndtAgv (Analogous Colors)
a ' ' & av ¥ ' Ak A ao = v o 9 Yo o

wiiFanandin waunsanewiudlaesafinedle Amanedianuduiusinafesiu

AANEARNIY wazloFra1UA TN UMTERARNUBE1ITULSY ARaneriu (analogous colors) kang
s o i i Il o il

AN MYDI815Ua (emotional quality) lunazidunaudifu wiedeu Wielin1sdninsesnamunza
auddniunsednsavinnanInunMNITIaNY (visual quality) tnenisdninsdeulvdauesiu
& ' ' = a =~ = a¥ A Yo g ¥
adu uaznaulanquuilsdianimduses (Gya, 2535) naunduuuudviafesie nslydfieglng
9 a A ¥ Yeg = oA a = S A a4 af oa¥
fulwiasdiiieasausdnnauniy uwavauienn wu f0en §0eumdes Amdes visedn dvh

P o a P g ¥ ° L v .
WY @en '«NL‘ﬁusg91mmuiumsmwumLme\‘im{L‘uaLwaaiwmmwauﬂaw
ns:udumsmvdasnssu (Process Painting)

¥ ° [ i ¥ a 9 o Y "o
N1SNANIN FIB NTATNATIALALNITIEUIEEAVSOTAADY 9 Aeuuiuiy dnagvimeniu
(Tate, n.d.) awinidurasudnsnssy weidaiugiumdnsnssuaziioy 2 35015 Ao
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msd@eunmuuuidududuneu (ndirect painting) uwmadafiuuniuuszdn
fafcy warlvnatlunsassassn nefduneufifaay wu mssesity, 19, asdaithmin,
aEasSen, adinuie (Grisaille), masdviumeduuns o TWssla (Glazing) msasivun wie
fouiniyutulunimma (impasto) (Tate, nd) swdufuseasdeaneuavan wadail
wNEdnSUM ISR UUATonase (Realism) Tnatawiznsivsneaidealanuniiiu

nsiBeuninuuulaense (Direct painting) wup iUl LLazmmgﬁﬂmmmmmw
Tnstanzmsmnanmatifuiauysaiasnwnanauas (Plein air) (Tate, n.d.) Fsfivosiaauiia
Fafrlumedadaamdun (Alla Prima) adunmsnanminadalundaiedlnglunosseludun
Fadiusossosvasniu (Brushstrokes) udnuailnenusdneseditindiuazidusssumi
unsIENean T TILkeAnLUsEU AT

SasnssumwnonAu
Tusfnaefiwiey Wuiisaasindsenaunialun1susnians 095 1@useiRANanS

o w

ArRdnALY sewansauddyinTuludrugaiu o gufanidufavznanilnynaingiviau

Y
Ao AaUzleN1sABNWUUIRNWY TNNANNYAAR (Brown, 2557) ARBATEELIANTINIULY AW
pivirudunweesvesfials Fnsnsinbes@nlaenisnn “fviau” KeuiunIneIna @

vieviedunmeansny fhldlauaruddalugiusvesiialumniin (Gombrich, 2560) aunsein
A.A. 1808 wWas1u Cross in the Mountains lag Caspar David Friedrich Tahdauanaiiilos
wsaay Wudunasnisavesdalznmefiviaulunsenty anudiSedesUsenisuedns
IﬁLLuuaﬂqﬂgulsTﬂimg%’mwuagﬂumwﬁﬁuﬁa m'iEJﬂszé’u&smﬁ%ugjmuﬂumam (Brown,
2557) duaniunminauislaengiurludsnuaniisumiuivenisialzdu 9 fatauds
nanefuthued @ iifaumelviadziimunnismelulananslng sunsesteralmermssed 20
UNUMTeansnTsIAMTTAUBIIUIUees iesmensyuaRaUs wazmalulat naw i nauny
LLaﬂuﬂaqﬁummLﬂuﬁaﬂzéwaﬁaﬁmmaﬁuauLsumlﬂajﬂﬁﬁéau%wﬁ’w;ﬂu LLazﬁqmumﬂquﬁu
Jaduiinaulandnsnssunmindmiazaansauuslnesunnudusueadelrossls

mistiudoyalworhkuauudMYMSasIVASSANALIU

WUUABUANAMTUYANSISINEIUIAABIVAN (NQULIVY NYWA WIMangaduayw)

VBRI 1.1: MIFUINNHANUMBYNY 5 WU lHanAmANUFANTRNUHEUAANY
WNign
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[y

anslegnafievhuuvgsuaulsndnns “seauanuiuuusssu” (Level of

'
a

Abstraction) umsdinamssugiun 1. amidiaueneaziBonnuaniuun
fign (Naturalism) 2). ﬂamwmmsawauiwavLaamaﬂ uaganailaue ALY
AugAnauiiiiuviesdn (Realism) 3). nwilaaneusisazidon Tawds o1afinnsin
aulszneuiudmnduuunsinavdeneasBeamunifiuoguna (Semi-Abstraction)
4). nwiignanneusiazidenuieuiduuusssigvsundinande arudeuleaiy
aﬂﬁm%ﬁua@;‘gﬁﬂ (Objective Abstraction) 5). mwﬁgﬂﬁmmuswamﬁam uiinnuidu
umﬁiiﬂmamu‘jaj (Non-Objective Abstraction) (Ocvirk et al, 2012)

UﬂmﬂﬂsqwmmaﬂaawmqLaaﬂmww 2 fifidnuuruuy “wileudds (Realism)” 110
flan msasranuimesdifsds “amiifinisaaneuseanBenas winniiaus ANuMaNg
yionrwsAnauiiiuniosandiolnaumilousdeunidiu’ suvdnms “seduarandy
WN5IIN” (Level of Abstraction) 1udAey

o v X « Sa S ¥ Y ' 5
ATNRUVININYAN 1.2: bR aNLaDN ﬂ']W‘VﬂMﬂ’J’WiIEﬁﬂﬂﬂﬂ’J']?,JNE]Uﬂa']EJﬂﬂﬂVl?M
msma‘uquaaummamﬂmﬂﬂiawmmaﬂaawmﬂ Tugemaiun 1.2 ’J’]LW?']SLMG!IG‘I

v

FudennniundnneunaIeNINgn aunsawuInquueIdneuln 2 naudadl
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1Y o
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(Direct painting)

wulfn Nau 1UIY aguuszinu Inguszasn
fiivatos uazwanis 1A39N19
MBUKUUEFDUAY
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wudAINAQUNISASIVASSANAVIUDASNSSY “d18SI1SUKVTIO”

nauinsnssuvedlassnsavlonmsiiauslusnuuy “Wudiunu” (Represent) nm

Fnirusssud ferdunisdenuunselunsaun wseadunelmanzasiiu (Pictorial Representation)

'
[

Ao AnuAAnIfenawiun i Aaarausaand ingnianeniniule Weswnisdinazhe

R

Mingmamaamduiaimun Bell, J, 1999) dederdudnuaionzrednsnssuuuuimilou
33 (Realism) \ielvmavaussiunanisnouLuUapUnMTasypaInslsmeTUIanasmans Tu
BosgUuuuvesHanuinsnssy Ae “amiiinisaameuneazidonas uafinaiiausnnaming
yierugAnauiiiuniesdn (Realism)” Fufunsdennumneessuiasnssuluzuuuy
wilousialsdidnune Mruniuuuaiiou (conic mode) Ae Msdeansfienduaruimiiouany
ﬂéjwﬂﬁqﬁ’u?ﬁﬁgﬂ?i%ﬁ Suvhmindl (effect) wuuiniiouads (B3ems, 2551) umANawEouaisly
fiiflsnsaondeumudsianiunszdevii widunsfienudeiviu dufeaugdnainnis
1es (Visual sensation) (35w, 2552) Lﬂummzqmamﬂ’aﬁummamu%mﬂiﬁmﬁmmgﬁﬂﬁau
Teaifuzusna “Painting : form = feeling” (Bell, J., 1999) nadwsluds “arwzAniindn” Seih
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fu “Assaevediin” M “@ws1s” Aenszuiumsneliiowesaeiianumam 9 5IUA7
fulvaiumainualvgy - aouidladiaueniuranuinsnssdsdfainnsesmuihiiognu
dwn nesthifudiua wasvmedifoumagms uasinfazssmenaoidusseUsznaunis
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“simunf” noTinlnoenadnds AsleaidunszuiumaBouggnisteuiy eniemaives
AraanuseasTnadlalinniues

Lmemﬁﬁfluﬂwsagwaiﬁﬁwamu%mmiwqm “ANYTITUNITIN Lﬁmmﬂmsﬁﬂmﬁaga
fiAervoa WAZHANIADULUUABUNLYBIUAANTLIINY TUIAARBINAN %ul@?%aaqmﬁmmmm
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- nnsfnwinisassanInnaeiiensienemun mannuasmsnAalzrie
amnehinvimiiassns Tasamegnmindefituhviedsssiauanmiueion
19 (Utrich, 2006)
- mamimauquaaummawmfmﬂiqw&nmaﬂaamam fa “arwgAnmeaniudl” 4
Inenusdnsouaas grausaunnnm 70 Wesduananisssaunisaluoudiu
wwuiniteuads lnglawy “anuiiiann” Lﬁjuaaﬂﬂismauaqum

PNMSANYwBYaTS 2 il auaennaseiununingved (Pictorial Representation)
Ao AuAaninfenaiiunnt anavannsaandringnuaneamiula Bell, J., 1999)
FatleidudnuazianzredngnTsuLUUmauass (Realism)

AumAlinisng YBINAIIUYA “FNETISUNITIA”
mﬁagﬁaaiiﬁmamu%miﬂiswqﬂ “@U5ITUNTIN” Qﬂsgmimamwmuswiwmﬂ%ﬂumw
wuuidusuduneu (ndirect painting) warmsifeunmuuulnenss (Direct painting) (it 6)
dionsuanseenednanssudsl
- mad@susvuidududuseu (ndirect painting) 1BenanisaseneazBenuasam
szmLﬂuﬂmaﬂwmvmammmmiuqummauﬁm wazanaiulumanugunisled lag
lemzduneunsiedoudsesitu (uas-an) (vmdl 5) shvuniiguantimiinvesdlagsa
VBINN
- JUnuuwilouase (Realism) Lﬂmiama‘hﬁLuummamaaﬂmqmwmaﬂ mmani%ms
Founmuutlaenss (Direct painting) i lUnauka Y Liiodoazvous1suniemngdn
wazmsuansoonlndTindrunniign dadunisuanseenaeiluuse
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X o
- WUEY1

i 5 (919)
DMNUNYIMYDIATOINY (F31-Un3) Y1u1iAuA 1 minyesalag s auyesn W
YEL9g. TN HITUET1TY

29 6 (171)
wannaIun 15U mlngnse (Direct Painting) Audyuidudiiduneu (Indirect Painting)
YEL9g. TN HITUET1NTY

ANl 8 Tunasuge “a18s15unetin”
aslsznaunansawunsunstlunsuanseanvesn nnlaliy quilown @ Ldudd
wfindadusuduusniudagiu widin@eulesdwnduainugdnlagluetaniumule wu Anuseu
Wigaens 'Anulngsduns vise 'anugdnias (the blues) Jadumini@enlesszninanisuosiiu
funsne wazarud@enledludnvarilonagnlulaednsnsulaenaen (Bell, J, 1999) Usziiu
dlusuinsnssugnanduauuigiudwausniioniaudulilalunisneuingussasaves
15915 AMsRuleuIAnITUNGg B (Color image scale) my “Awuuiuiwasa (Natural)”
swuiunannguld “duuulnalfgamieduuunaunau” SnNMINAIINNITABUKLLABUNINAY
Wnanaseurouraglniuyaainsvedlsmetuianassvanlafife  “wranen” fu
« ! @ 9 a ¥ [ a = . . ! [ ! gj
andu” Inefrnuniendnvesini@inan (Circadian Rhythm) wanaidsnatudy
Y9981 UNRUINNTIUAN. 9 waediwluniilasuauasuainnyInIaIde wu
a &4 ¥ = i & “a . = “ P~ ¥ a o
WomAueRziin1snseaunIsas Aeshgea (Cortisol) adugestuunmelvsnnieiuduay
findanu wiemnateuiuiuamszofineisunes 9 anasaziinudevau lurinduasas
doyaralvsunmewseunsendmsunisinuen  Jeihlmssanseunaisls  audsngnisadly
< a a a Adaa a K Y oo a “a .
nsiukasasd anunsofirnuluSewedniansnalalaglynannisnsziauuuised (Rayleigh
Scattering) lunpuiuazndmszorfingandu  lurasnaifnann  sefingazeglnaveum
uazhatefingargiuusenmalugades amalruasdunfunszideesannaiuEunanig
oy vilvuadluanansolufionaedla amalvdlnafiuiu vesagusingudauindes
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NIodaULAY (Guo et al, 2024) LHOIAINAMNYIIAAUTDILAINAUNI WU FUIRULAZANN
gnszdanszanglaeensdusz@niamuinniauenieauiisnnnin wu @uwes (Sheposh, R,
2024) FUNUIATNTIUYA “ALFITUNTIN7 JeeaT1NNTTUIAAL

‘=I v v a ‘ﬂl [
HAUUUNTSTY & uny 915unAuYaan
HanuUNTuYedlaTiNsaTuunly @ Wiedefieiaian Wewnensum ANuganves

[

WY ARNLEANTUUTEAUNTAUANYDUINTNBYINIAIN 9 fiail

1. nstdauernanaieiy uaaannnsznuaulilunglveugdnuala Wunqu
Haunylvdnanlannyudu lnglydvnandunludsinuues fonasu “aesns
WTIR e 5, 6, 7, 8, 9, 227

AN 7 (L)
A15I5UNT I By 5 (2568), Fi8uuueaily, 80x100 wl.
V9. N BARWATIVY

A9 8 (nNa19)
A1Y5ITUINT I BUEAY 6 (2568), F113uvLaIlY, 80x100 .

VIR, N HIRUATIUY

2N 9 (a19)
F1Y5ISUINT I aNeay 7 (2568), Fuhaliuuenly, 60x80 w..

YIELME. N HITUATINTY
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il 10 (uw)

A5 ISUNITER waeiay 8 (2568), Funshiumsnly,
60x80 v4.

VA184119). o W3sES 19Ty

U

aAmd 11 (nan9)

ANEISUNITEn ey 9 (2568), Funshiuu
#7ly, 80x100 o,

VA1E4919). i gﬁaagwﬁ'ﬁu

A 12 (819)

A15I5WNITI0 wena 22 (2568), FeenIaAUl
w71y, 60x80 B

wEg. Tian ATuaTy
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2. PnaeIudu Iakasnszaninglnannautuianuduiusfunisuasansluaueg
Hrghinsuewiudvesivimiinanoruidntsnnunounany Aonanu “aes1s
WAITIR MU 1, 10, 15, 16, 217

AN 13
FI5ITUINT I VIEnay 1 (2568), F18dusly, 60x80 T,
V9. N BIRWATIUY

AN 14
FI5154INTI9 venay 10 (2568), F1haluuualy, 80x100 .
YR, N HIRLATIUY
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Al 15 (Uw)
F157SUTIN waneay 15 (2568), S
871U, 60x80

v v ¥

YIELMg. T HITUETINT

U

Al 16 (nan)
A1515UTIN weay 16 (2568), Sy
871U, 60x80 T3,

B v v

vEL9g. TN HITUET19T

Y

AW 17 (819)

F1575UNTI wneay 21 (2568), AoxAsanuY
w71y, 60x80 .

Eg. T Q%%aa%q%u
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il 18 (W)

TsIUnTIN meeY 2 (2568), Funauuy
w71y, 80x100 w4,

VIS, i ﬁgiﬁ'sa;w%u

At 19 (nan9)

TeTIUnTIe ey 3 (2568), Funauuu
w71y, 80x100 ..

naeug. T yideasaty

i 20 (819)

FsISUnITIn mneey 4 (2568), Funuuy
w71y, 80x100 o,

wgg. Tian ﬂ%ﬁaagwq%u
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20N 21
FY5ITUINT I Veay 13 (2568), F1aluunenly, 80x100 wu.
YIELe. i BT

2NN 22
F5ITUINT I vesay 14 (2568), F1aluunanly, 80x100 wu.
YIELe. i BT
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u;al,ﬁﬁl{f 8 ussena fiu ANEN (Atmospheric Perspective)

Leonardo da Vinci Aegfnyiuazesunendnnisves 3 fu A eudniduauusn “Fay
éauaamua"’méaummwawmmﬂp;uaq %aagﬂuﬁﬁa "Distances, Atmosphere and Smoke"
(Kemp, M., 2001) Junstlmdiudadevesussenmatussesmaiidsanssnunenudna se
awiBavesding viedsinueuiilusveylnauusdeuly Weasasulvmasuinsnssusioun
farwauads menslydussenimassenudn udnnsfnanlaiussenaleiuduuuma

wa (Pastel) uwagnguauuuiuwesa (Natural) M30UUNIHANEYVIINEAAANURNIUVDIEUN Y
FAIAY LHDHTNANNYIWIALAYAIUTANTIHOUAG Y

waeufiuunsly d do A21uase fu Suauins

nadwsanMsledussemameBluumama (Pastel) warnauduuuiumeda (Natural)
awalinmsitunmanuiimesssmitululuglanvesdununanntu idesnnsweneu
muaulunsnandaudusseinialagsiuiianuunnaneindundanaiudusiessdaou
amiaviausiuiunisvedlaseanisidunsnaunaiufuszninaniwiigauaetunimlude
Juauin1s wawislanudu (Magic Realism) (Roh, F, 1925) Junisweneudaen
"aruairasse’ freusylulanumsarniieenuiividiumenisly 3 Fwanuiiuunisly 3
diensgauiuaunnsesenuAnaIy “aessualin vanea 2, 3, 4, 13, 14, 19”

AT 23 (978)
F1575UTE meiay 12 (2568), Fusiuuuaily, 80x100 .

YUINR. N HIFLATIUY
AN 24 (V1)

F5ITUMNT I venay 11 (2568), Fuhsiuuualy, 80x100 .
YUINR). N HIRLATIUY
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AW 25 (Gild))

FIEL5ITUNITIN vuIEay 17 (2568), @raiuuuanly, 80x100 w1,
YR, N BIRLATIUY

AN 26 (31)
F5ITUINT IS Ve 18 (2568), F1aluuualy, 80x100 wyl.
YR, N BIRLATIVY

uaIAUsENay UAZYUNDY VBIHAIIUYA “FN85ITUNIT IR
“Insnssy Ao mumeTidaeen (Painting is an open window)” (Alberti, 1972)
awdtusingmdiuisimilnguaunsmusenluanrumsuutuauAaidulssaumsns
HULDITDIHANIUYA “ANE51TUnsTin” Thinauefidad
1. msfvuagmesnuudnmsiauia (Perspective) iitelvrasuinsnssuiin
wilouads (Realism) 3nfiae
2. simuddFaau (Linear Perspective) idutaemaseaIuan (Orthogonals)
Jefidnuurvenaunussiiiuausanishasnasduiganuaem  (Vanishing
Point) ifielugAnisarudnvesnin vienamseniinladesvesne Seelnsyinda
“Usyaunsaddn” wu manes viie wumlvluaunisvess
3. yimdeamuwuuvuu (Parallel Perspective) Lﬂumi%’ugﬂwwﬁmuﬂlﬁgﬁﬂlgﬁqmm
ey anudls Anuasy wagauFeu usy
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ANAINAY B 81A15KUIBUBN 10 T 1SINEIUIAAABINADN
d13viiuinureasUuiunilasun1seydilun1sinainanuinsnssy lneAneUInsu

15INYIVNIAAADIMA LAITINATANTIwazIBuALnasiiuTfIne U

A9 27 (18)
91m155Uguen 10 TU 15aneIUIana8Iva
YUIELM9). NG

AW 28 (1)

HAIUTAINTIUAUNUTITgUnsUUs2T7199A75

o

VIR, NG

‘ [ ]
E A ‘f
RN

1

-

AW 29 (%'18)

WunaIsouausiunadulntmay loewnuiu uaslWaaesaruieana
YELE. MUNNGITY

AW 30 (22)

AUTTIa 875038 9TURAI U IANA NI
YELe. MUNNGITY
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Roulvvasitudi u,azqﬂnsnjﬂszﬁqmmi
- gunsaimumnaUaenfereseins Udn amalinn desusuoinimegsususlely
flui
- gpavmInng Useg wanvesenas egiuudlaludiud
7

- ensaieiuidmsulnedmilde Uredmsulwveyaveawnunnie 9 Tuswan

oafiunasuladaou
- Tt AUV LA AT
- Tautds muvmvSesutndlaginnuresunng wenwta Wi iaeaiiuanyy
- Tatds lnemaiu @yeannsmeafusnudulsyslussmsu fifiam)
- Tatds fiyeainslsmennia wasslvuinmslsmenuiaansoueadiule (Reusslev

gegaveensiaranuInsnssailunisaseauneunatelvglyenis)
S G LN GBS VR REHEGE LK

LEIEINNNITEUNTD LY
- vanded wasnunulUanaeuen Aeriwusveantnaturuianaunniuly
- mfsdailanduasivansanafisame enisuadiunanulatmnay

fuuaduuansinRsraLInsnTIULRT

Sudumesisfnsufsinuremeains gunsusadu Weady wazgunsal
Bu 9 fiawnsnndeuiila naensunsdiyasveslruintg Jedudunsstmunmsfings
maqwuiﬁqa%uﬂiwizﬁumamﬂuﬁzé’ummgqmﬂ “fiu s Ranananm 7 181.5 a7 it
anmsasmanszmuaenisiuinsvedametuanniign uasiovesunudee
VBIHAIY



SLAUNNANAN

AN 31 (W)

AINUASIAUITARN AU o Un TUUT29791A75

9

YUIELMR). NG

AW 32 (1)

~ -

NINGIDYNTLAUAINGIVOIRATIMUUALI “Wd 59 NNaNNIN 7] 181.5 wal.”
YUIELMR). NG

X e s ¥ - v g
Wunlyfnnawasuase i a1asyUeuen 10
Fu 1: lnamaiauvun lwussusuylauinig, du 1 viesinunmelasneua,

L7 “

#u 2: Tnamaiu wuveadnaise, $u 3: TnsinAoe USnaMUMRIHER, T4 3: Tosinaoe
VDS ICU, § a: vieswnunme NYIUIA, a4 ﬁaq%’ﬂmuﬂsﬁa, i a: ﬁuaﬁmw,
$u 4 vedany, T 4 Tosinesy wHuNYuRnssy, T4 50 lawinmes T,szju;;ﬂwiu,
$u 5 loswinaes Iﬂzjuéﬂaﬁlu, fu 6 losinaee Iszju;uiyﬂwiu, fu 6 Toamnudu
I%uéﬂw‘lu, #u 7: Tnamadiu I%uéﬂasﬂu, #u 8: Toswnmos Touvioafiey, T 9: 1109
;;é’wmami, i 9: ﬁaqﬂss‘qmﬁﬂ, 1 9: NOWNNUUTINS GREGEITEINTE 14 9: 109
sosrhensuIme, 4 9: Tyudnme
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unasy

dlofnfaraudnsnssuasvauysauas o ennsytisuen 10 4u Ivhnsiiuveyanie
WUUEBUATY LUUNINTIEUUTEINA1 (Rating Scale) “msusziliuanuitanela” fuyaaing

15INIUIAARBINAWVINNAA 27 MU (WWNE 9 N, WEIUR 9 N, WIangativayy 9 )

AUADAAADY AAULANANVDINATWSNDUTHAU FawInaauLianIsEeden
AMAUVEANNYAN 3.1: wuudssiuanuianely HanuInsnIsuausavinlumugan
HounaelnanueeLiiesla (1 ueeiian - 5 1 n¥ign)

A5199 2

AT NUARNKANISHOULUUABUN Y AINBUYOAININTAT 3.1

TZAUAUNA 1 2 3 4 5
wala Yoeiign o Urunans €N aniign
nguwwng - - 1 2 6
NQUNWYIUA - - - 5 4
naue - - - 3 6
atluayy

39U - - 1(3.70) 10 (37.04) 16 (59.26)

WaEL): 31 NNTUATITNVOLAVBEIY

HAIUININTIUAINITOATNANUNOUAAIELATEAY  “U1n” FIwu 10 97U
(Seuaz 37.04) way “u1nNign” 31U 16 MU (Seeaz 59.26) ajulainanide wax
HANTATNATIANUARINTIUTANUARAAGDITUVRYATILAYIINSANY auuRgIu way

[

TgUsranvedlasanig

¥ ! o 9 & a
AIUADNAADY ﬂ'}']&lLLﬁﬂﬂqﬂ%aﬁNaaW5ﬂaﬂ53Lﬁu LUNIUBIIIUIAINTIU
wad1srauianelaludiudiney “nseSutemnra” yaainslsanetuia

o w

ARBIVANY NI 27 MU syydsdenseauAaNeuranglan “Adfy” MRgvesiu

'
o w

“s33UR/ 91/ auly/ aenly/ wad/ dinn/ vele/ nelaanu” Addavaniusingu



mumaummmammauu:uuaaumu aylanudemn “nmdnvaivesssami” 1y
demingfunisasssanuinsnsaietlufndinislulsameuianasmans
(dulumutnquazasanedt 1) iesandianuaennasstunisinyivoya auided
Heames uaznanisuspiiuanufionelavesynanslsmeunanaoiman

AMudENAADY AULANATIYEIHARNSRaUsHAY § Tunudnsnssu

Mnvefad 2 finum “aanuiasnssuwuulaiivaglnounaslanp ey’
Wumanuuuutaneida Feiidneusid “mudans axdeanevilvinlausule / doou
yaevilvgdnauiem / Flageaiauniduly / Fduanla widushenans (Ululny
Weat) / nudidenwn / nudidead / nmsssuviaiden velureunans auie
q andu / nsssuaTiiEdeveduly dvwemesh / amsssuwAniaav du
QAUNENT AU NOUAANY”

ﬁ'}é"]ﬁ’fgméwﬁﬁmmaamﬂauaqﬁ'Uwaé’wémﬂm'ﬁﬁmumm'gmqmﬁagw
nasdnsnssedl “wamuaunisly 37 muidouluiiinaribviey wu mslduuy
wweda (Natural) SafUMIAIUANNSKENFIUVENNITYesARUUNIAING ATUTINg
Fafinnuaslanuuaulnu ludnau wudertusunslduuunaunduresdlnaides
(Analogous Colors) wdnnsilssaseauyuuia waganunauniuvesdidundn
Jeasulormadwsresnisly 3 lunudasnssudauaennassiuveyaiilasins
A aunfgiu ey T Usrasanedlasinislunisassenurousmelnduyaainsves
l5ane1una (Lﬁuiﬂmuifmqﬂszmﬁ%aﬁ 2)

AUABAARDY ADIULANANSYBINAEWSNBUsHAY JULUUMTaud3e (Realism)
Y2991UINTNTIY

nsesviemgranetstifu “warudninsauuulafivislunounangled
fetu” TasyaainslsaneuianaemaianansousNsddyiifavedladad
“asssud/ aeuludiTey nmmsa /nmeenladunsnang /nmussndiay /

a

pfivszmalugunig shlngdnuousansuazarandudassad/ nislouann wu
Funamszeringlugy  vilugAnfsenunfimmdnuluiiols  wasrilndngs
Tunsvhan Aflesnndlusanudiounislannluduiatusssumiats q vidlugdn
prsunanuagluussenaty vuadsidluindades ndu @ vilvgdnilenuae

HOUAREANAILLATEN /SN8azidenludureuar AngaugnuInnin”



naufmeviidunsssynmiviulnindssraunsaiduveanguilmansdiag
lnduiauasinsueaiusssund aulidden vz aenlyl iuwamszening nfivieu
wuune Tudusou anugdninaias “dusfunu” (Represent) amiinvirsssumi
foidunmsdouvunsilunsanriessuielnanzasiu  (Pictorial Representation) fe
ﬂfgmmwi’mﬁa@mﬁumwﬁ @m%mmammﬁ’ﬁmqmqmsmwﬁ?ul(;(Beu, J., 1999)
Fefoidudnunzianzresdnnssuuuumiionsds (Realism) Feagulnrmadwsvos
mslrnudnsnmilugiuuuiniieuaisiignassdunieniadouninuuilasnss (Direct
Painting) wawiTsuuvuidududunou (ndirect Painting) flesaennassiuroyaiila
yhmsfne auufgiu uazingussasavedl 2 veddasinislumayasamiuneunansly

UYARINTYBILTINY U

d9U YaAUNU uaznansENUTIAnTY

MMIANYT 398 UALATNATIANANLINTNIIUINUT HALIRINTINAINTA
Juaunildlunisassanmanaouiien1nBerelasis Gsaunsoagurenumilunis
ATUAKLINIINISAT LRI TTY u,azLLammsmiqi’qussmﬁsuaqmﬁifﬂiﬁ?lﬁéfqﬁ

1. UUIMNSAINATIANUNAIILIATNTSY

1.1 (;'mgﬂl,wumamu%mmw WU “sUkuumilouae (Realism)” ANLT0AT
USEAUNMINTINALNTEAUATIMIEUTIINAEITUSTIINR T9as19muRDUARY
Tnfuyaanslsmenuianaesmandla

1.2. msly & wun @ nesdennsofudszaunisallunsiusyienan 1w ae
U8 1By vesyAnslameIUaREIvaN uansamuAtlnalidauiuly wasgaute
9 Fafunslavgquid 3 uuu laun enunaunduvesdlnaidss (Analogous Colors),
ﬂzjuﬁmlfua%fa (Natural) 910 (Colour Image Scale) way nudwiawa (Pastel) 1du

v v

Foulvlumsmuaunisly @ swissnssudszannsonszaunisiuslnsdnlafeni
YAIA AUI8AN LAYAAHUAANY

13, AsYUINNMSEseLdasnssy nsnaunaunsdeusuuiuduiunou
(Indirect Painting) fumsieuwuulnemss (Direct Painting) @nansnasesasiSonauasa
wavdensuailnesnaiidingan Judunszuaunmsivnzadlunsassassrnuinsnssy

eanasulmAnanmwinaauiiensilerelyunyAaINsUoIlsINeTUIAARBINAN



2. iielvmasnudnsnssufivuniilanizinnzas aunsodulsdeaslaosnadugussay
Bty
YOAUNUUNUIYTOIANIUAAINTTuTIARTY
2.1 naudnsnssuiineuaussanunesnisvestuyy ssmenszuiunmsife
faauunssuiuns e wasfureyanguil vy IuAILITaMLALLTNING
aiwaiimmmﬂﬁwmmsﬂLﬁua:uismﬂ3va°uﬂflsmsuawﬂa'mﬂsqwmmaﬂaawaaq
1o qunuzuuy nsurumsuanseen msly 3 anonaumsindmaudasnsssd
wingauiulsameua
2.2, funlusanaSlmAnauduogiia “Wellbeing” lunu “guaniznig
I/ enual” Aensfiguamdndia anunsadanistunnaeSeauazensun uazinam

1Y

§W&iumamiuaj nsuedlanluusd Teesnsdivoszddny ederdunidussauszney
ddalunsianndsnu i

2.3, Fal "awzil" (Site-Specific) mﬂéﬁu:dséhﬁfg’[,umimﬁagwaﬁiémamu
Insnssulutive “foviy” IndenmaasiuuSunvesand (smenunanasmand)
wilununenm LLazﬂejmu Tngluwuiiesnruensay wadwimniiassaunoy
aaglutuyaanslsmenialassisdussdninm Ssaonnasstuuuimnevesiay

swadenyauunisiiausulunstundeudaulninusylovugaan

volausuu:

YDLAUDUUZADNITNAIUINAUIATATIY

Wesnnlsmeuaduiiuiansisae wazinnumainaneiadnsugnenIn wazyluiud

1.
2.

Aflsfanquednmnelusauntiy 9 e1aiiun1siuLeyaniinuenIzNz 8Ty
AvsiivveyavUndnauTerTIneluvesty q Wermusvuananudnsnssdlmmngay
QIIVIGYRERRGY

YBLAUBLUZABNITUINNTIANTS: NS ITIATEAIN (Views) sauAUN1slINauRaly (The

arts) unAuAad (Visual arts)

1.

nMssnasTiuinansranudnsnssludaen warlamaubety Wumsdnassiuiivaues
Tsswegnunalmduiinssanisaus L‘ﬁaéﬂLa'%um'ﬁ%’ugﬂ%ummﬁuﬁ AUV YDIANTUT
(Sense of place) Tnflauunauleddu

Tyndnesuszneviatlunisdnane “wasdnsnssusautuuiuniaeseu” wu dnde was
fraaos Q‘Uﬂiﬁﬁmm'ﬁ Usen) wnme a1 aendudeulalumsasemany uaznisinds
NETLATE
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1.

QUFVMIRNIELITIRH 'gﬂLLUUNamu%mﬂﬁiuﬁiﬁﬂejuLijmmsn,ﬁaﬂ “msiiuiAunaIeNa”
dieidalomalunsiiauesuuuusanuininssuiivarnvanedstu
diuduugmeuLuUaauny eiiuenuuidedislunmafureya

nsasiiuil msfiuteyadnunrosiuilufensanBonty

nsasanusiuie msfiunsimusuvesyeainslsmennna vienmsnuduiiAsies
domnmsassanmanasuiiienseaeresorddatevansaiy
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Abstract

This article aims to present the effectiveness of extending product development from
textile patterns that reflect the identity of the Andaman Sea, which is a key objective of the
research project “A Study of the Andaman Sea Identity for Developing Textile Patterns and
Enhancing Thailand’s Creative Economy to the International Level.” The study emphasizes
practical implementation through exhibitions, narrative communication, and trial sales.
A mixed-methods approach was employed, with field data collected at three commercial
sites in Thailand and one in China. Research instruments included (1) questionnaires to
explore consumer opinions and purchasing behaviors, (2) semi-structured interviews to gain
deeper insights into buyers’ attitudes and experiences, and (3) participant observation to
record consumer decision-making and interactions in real contexts. The findings revealed a
total of 70 buyers, comprising 8 Thai consumers (11.43%) and 62 international consumers
(88.57%) from various countries such as China, Singapore, Taiwan, the United Kingdom,
France, and the Middle East. The most popular designs were the southern Andaman Sea
motifs and fish patterns with white backgrounds, while the best-selling product categories
were scarves, bags, and T-shirts—particularly featuring manta rays, whale sharks, and
sea turtles. Moreover, most buyers purchased more than one type of product, reflecting
the commercial potential of these designs. The study concludes that the products not
only captured significant consumer interest but also reflected the genuine perspectives
and needs of the buyers. Field-based monitoring and evaluation proved essential in
confirming the feasibility, appropriateness, and practical value of the research, thereby

creating opportunities for commercial extension and contributing to sustainable development.

Keywords: Textile patterns; Product development; Monitoring and evaluation; Field

implementation; Creative economy
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Silpa Bhirasri Journal of Fine Arts

About the Journal

The 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
journal also serves as a source of information for teaching and learning for passionate art

enthusiasts in the contemporary art scene in Thailand.

Objectives and Scope

The Silpa Bhirasri Journal of Fine Arts aims to provide a platform for academic
research in Fine Art, with a focus on presenting the process of 'Art Practice-Based Research.'
The journal selects articles that initiate new discussions, critiques, and findings, offering a
unique perspective on art theory, art history, philosophy, aesthetics, design, visual culture,

and other related issues in visual arts.

Publication Schedule
The journal publishes two editions per year:
Issue 1 January — June (Published at the end of June)

Issue 2 July — December (Published at the end of December)



Publishing Policy
The Silpa Bhirasri Journal has an 'Open Access' policy, allowing the public to access
published content freely and free of charge. The policy aims to be beneficial for studying,

researching, exchanging, and disseminating knowledge.

No fee for Publishing Articles
There is no charge in any stage of submitting articles to the Silpa Bhirasri Journal
of Fine Arts.

Copyright & License

Articles published in the Silpa Bhirasri Journal are copyrighted by both the journal
and the author. The public can republish under the terms of the Creative Commons License
Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License. (CC

BY-NC-ND 4.0) and require attribution rights, non-commercial and non-modified.

The journal's editorial team does not have to agree with the views and comments

in the author's article, nor are they responsible for the comments.
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Supporter
Faculty of Painting Sculpture And Graphic Arts, Silpakorn University

Repository Policy

Silpa Bhirasri (Journal of Fine Arts) has a policy to encourage authors to deposit,
share and disseminate their articles on websites, social media platforms, or the open-access
repositories of various institutions. This policy aims to benefit authors by increasing the

visibility and unlimited accessibility of their academic work to the public.



Submission Preparation Checklist

As part of the submission process, authors are required to check off their

submission's compliance with all of the following items, and submissions may be returned

to authors that do not adhere to these guidelines.

v

The article must not have been published elsewhere previously and should not

be under consideration for publication elsewhere.

The content of the article must align with the objectives and scope of the

journal.

The author's name and affiliation must be specified in both Thai and English,

along with the author's email address.

The article should include an abstract and keywords in both Thai and English.

The journal specifies the required writing and citation formats. Please refer to the
"Author's Guide" and "APA 7th Edition Reference Guide" for details.

Arrange citations and references in the following order: from Thai to non-Roman
languages, and then to Roman languages. Also, translate Thai and non-Roman

references into English and organize them alphabetically from A to Z.

Citations and references should include URLs from credible and accessible

websites.

Save the article file as a .doc or .docx format, or any other format compatible

with Microsoft Word. Additionally, attach a .pdf version of the article.

To maintain image quality, please send images in a separate file. Images should

have a resolution of 300 dpi.




The article structure consists of the following:

Article Title

The title should be concise and reflect the article's contents, written in both Thai
and English.

Author’s Name, Institution and E-mail

Specify the author's name, surname, academic title, institution, and university. If
the article is a thesis, include the advisor's name, surname, academic title, and institute
after the author's name. Also, include the funding source if the research is sponsored by
an organization. Lastly, provide all authors' email addresses in both Thai and English.

Abstract

The abstract should be written in Thai and English, consisting of 350 to 500 words
in a single paragraph. It should cover the information source, objective, research/study
methodology, results/discussion, and proposal/findings.

Keywords

Include 3 to 5 keywords in order of importance. These keywords should help in
accessing the research and should be provided in both Thai and English.

Article Content

Divide the content into sections for easy reading and organization, such as 1)
Introduction, 2) Objective, 3) Study Method, 4) Results, 5) Discussion, 6) Conclusion, 7)
References.

Images and tables

When using or modifying images and tables from other sources, provide the name,
description, and source. Include copyright and licensing information beneath the image.
(Reference instructions can be found in “APA 7th Edition Reference Guide”). Number each
image or table and provide a description related to the referenced article.

The author must create a separate file for the images, naming each image with the
corresponding numbers in the article. The resolution of the images should be at least 300
dpi.

Citation

The Silpa Bhirasri Journal of Fine Arts follows the APA 7th Edition citation style.
Here are the guidelines:

- To cite information, include the author's name, year of publication, and page
number. For example: (Bhirisri, 1958: 15). If there are two authors, use the format (Bhirasri
& May, 1948: 2-4). For three authors, use (Bhirasri et al., 1944: 20-24).



- Footnotes, if present, should appear at the bottom of the page. For more details,
refer to the "APA 7th Edition Reference Guide."

- Bibliography or references should be alphabetically arranged, starting from
Thai, followed by non-Roman languages, and then Roman languages. Translate Thai and
non-Roman languages into English and sort them alphabetically from A to Z. For more

information, consult the "APA 7th Edition Reference Guide."

Reference Examples

Books

Chantarawongpaisarn, P. (2017). Dictionary of Applied Arts. Chulalongkorn University
Book Content

Steyerl, H. (2017). Duty Free Art: Art in the Age of Planetary Civil War. New York, 121-122.
Journal Articles

Sanasen, W. (2019). The Presentation of Thai Muslim’s Ethnic Identities through Mosques
in Thailand, Silpa Bhirasri Journal of Fine Arts 6(2): 205-206.
Online Article

Baur, R. & Felsing, U. (2016). Researching Visual Application Respectful of Cultural Diversity.
Studies in Visual Arts and Communication: an international journal 3(1). pp. 1-19.
https://journalonarts.org/wp-content/uploads/2016/07/SVACij Vol3 No1-2016-Baur-
Felsing-Researching-Visual-Application-Respectful-of-Cultural-Diversity.pdf
Content from Websites

Takac, B. (2020, May 23). How 20th century art dealt with wounding, scarring, and healing.

Widewalls. https://www.widewalls.ch/magazine/psychic-wounds-warehouse-dallas

Additional "Author's Guide" can be found at:
https://drive.google.com/drive/u/2/folders/1v2GTdI6tyBwUIR70779HEa6a30EPACFf

Plagiarism Policy:
The journal does not accept plagiarism of other authors or other works by the

author themselves. Every article will be checked by the CopyCatch software.



Copyright Notice:
Articles published in the Silpa Bhirasri Journal copyrights belong to the author and
the journal. The editorial team does not have to agree with the views and comments in

the author's article, nor are they responsible for the comments.

Privacy Policy:
The names and addresses of the authors will be used concisely within the journal's

management sector and will not be disclosed to others until they are publicly published.

Submitting Article Manuscripts:
Submit the article via Thaijo.com. Instruction can be found at https://drive.google.
com/file/d/TWVYr95GwopWkcnlLJsGwAyeTsnivs1cBn/view

Article Submission:
Authors can submit articles for consideration through the online journal system at

any time.

Contact:
The journal's editorial team will primarily contact the author through the online
system. Authors should provide up-to-date user information. It is essential to use an email

address in the ThaiJo system that the author can regularly access.



Peer-Review Process
Criteria for Reviewing Articles:
Review Process:

1. Screening: All submitted articles will be carefully reviewed by the editorial team. Articles
that are inconsistent with the objectives and scope of the journal, or those that violate

publication ethics by containing plagiarism, will be rejected at this stage.

2. Evaluation by Experts: If an article passes the screening stage, the editorial team will enlist
3 experienced experts knowledgeable about the article's topic. To ensure impartiality, the
experts must not have conflicts of interest with the author. They will conduct a double-

blind review.

3. Notification of Assessment: After the editorial team receives the reviews, the author will
be notified of the outcome, along with comments and suggestions from both the reviewers
and the editor. The author will receive one of four types of notifications: pass, pass with
minor adjustments, pass with major adjustments, or fail. If the article passes without further

adjustments, it will proceed to the publishing stage.

4. Improvement: If the author receives a notification recommending adjustments, they
must edit the article based on the comments and suggestions. The author must resubmit
the revised article within one month. If major adjustments are necessary, the experts will

re-evaluate the article.

5. Article Publication: Once an article has been evaluated, it will be published in the Silpa
Bhirasri Journal of Fine Arts online. The articles will be ranked according to the acceptance

letter issued by the journal.



Publishing Ethics:

The Silpa Bhirasri Journal adheres to international standards of publishing ethics
by implementing the guidelines and policy of COPE (Committee on Publication Ethics) as

follows:

Roles and Responsibilities of Authors:

1. The author must ensure the article is original and has not been published elsewhere.
The article should not be under consideration for publication in any other journal.

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
the journal.

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. The author must disclose any research, thesis, or article funding to avoid conflicts of
interest.

7. If the author's research involves using data from people or animals, please provide
evidence from the Research Ethics Committee.

8. If the author's research involves volunteers, participants, or interviewees, consider the

ethics of researching people and obtain their consent.

Roles and Responsibilities of Reviewers:

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

for improving the manuscript.



5. 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.
6. The reviewer must refrain from exploiting the article they are responsible for assessing.

7. The reviewer must respect the set time frame.

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 ensure there is no interference with the journal's evaluation process.
8. The editor must maintain the journal's standards and continuously improve the quality

of the journal.
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