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Editorial

Silpa Bhirasri (Journal of Fine Arts), Volume 14, Issue 1, reaffirms the Faculty of Painting,
Sculpture and Graphic Arts, Silpakorn University's commitment to the view that artists are not merely
creators of artworks but producers of knowledge through creative practice. Thinking, experimentation,
making, observation, and reflection are integral to the process of inquiry, enabling artistic practice to
move beyond the production of objects toward the generation of new understandings of the world,

humanity, and society.

Art is therefore not simply the outcome of thought; it is a mode of inquiry. It provides a means
of asking questions, exploring experience, and constructing meaning through the distinctive language of
visual art. Expressed through images, materials, space, process, and perception, this language reveals

forms of knowledge that cannot be articulated in the same way by other disciplines.

The articles presented in this issue demonstrate the diverse ways in which artists generate
knowledge through practice. They explore subjects ranging from art history and cultural exchange
to the application of contemporary theory in artistic practice, the reinterpretation of local wisdom
through design, investigations of identity and contemporary life, and interpretations of memory,
landscape, and natural materials as sites of lived experience. Collectively, these contributions
demonstrate that artistic creation is not merely the culmination of knowledge but a dynamic process
of knowledge production. They also reaffirm the artist's role as a researcher who employs the language

of art to generate new ways of understanding the world.

Silpa Bhirasri (Journal of Fine Arts) is dedicated to fostering a scholarly platform for
practice-based research in the visual arts. It provides a forum for artists, researchers, and scholars to
exchange ideas while advancing visual art as a field of inquiry capable of engaging in dialogue with
other disciplines and contributing to broader cultural and societal development at both national and

international levels.

The Editorial Board sincerely hopes that the articles in this issue will further affirm that artistic
creation is a process of inquiry and knowledge production, and that artists are producers of knowledge
through the language of art. This conviction remains central to the mission of the journal and continues
to guide its ongoing development.

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 examines how Ding Yanyong (1902-1978) reconstructed oil painting as a
medium for Pictorial Text. In this study, Pictorial Text refers to a historically continuous yet
morphologically heterogeneous formation in Chinese culture that includes prehistoric pictorial
marks, pictorial signs, and the strongly iconic forms of oracle-bone and bronze inscriptions,
emphasizing a continuum between image and writing rather than a fully systematized
script. Through a comparative art-historical approach that combines formal analysis of
representative oil paintings from the 1950s-1970s with cross-cultural comparison, the article
arrives at three main findings. First, Ding did not merely quote archaic scripts as motifs, but
transformed the pictographic logic of Pictorial Text into compositional principles within oil
painting. Second, cultural motifs, compositional structure, and calligraphic expression were
structurally integrated, allowing oil painting to function as a site of inscription rather than as
a purely Western pictorial medium. Third, in comparison with artists such as Cy Twombly
and Antoni Tapies, Ding’s later works reveal a distinct cross-cultural method grounded in the
principle of li xiang yi jin yi, through which image, brushstroke, and meaning were brought
into a coherent pictorial visual system. The article therefore argues that Ding’s later oil
paintings should be understood not simply as a general Sino-Western hybrid idiom, but
as a culturally grounded reconstruction of modern painting through the logic of Pictorial
Text.

Keywords: Ding Yanyong, Calligraphy, Pictorial Text, Oil Painting, Sino-Western Painting

Citation

Chen, S., Vongphantuset, J., & Joneurairatana, E., (2026). Between Calligraphy and Image: The Interfusion of
Pictorial Text and Qil Painting in the Works of Ding Yanyong, Silpa Bhirasri (Journal of Fine Arts), 14(1), 1-32.
https://doi.org/10.69598/sbjfa281291

@ @@ © 2026 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




3

01

StKI1VDNUS3IDASUATNIW:
NSKadPUSIUSIKIIVDNUSMW
nudasnssuduiiutuxaviu
yov GV IKJsUsL'

$Ked 1au?
DSOCUU DVFIWUSLASUY?
lny1a dudlssau?

SuunAdL: 26 domiAU 2568 / unlyu: 21 wwgu 2569 / apusudwuw: 18 Tnuiau 2569

https://doi.org/10.69598/sbjfa281291

tunewatuiifuduniiwedasinsidedes “madsuamndnysainuunsegndn fasfosmsdens gnseenuuunus
Usehiugsiuaiovesdu”

Zg@dauzn1seenuuy (Wuned) augdunudad univende@auing, e-mail: shuyu_c@su.ac.th

* fHiemansnansd Wunud) eusdunufad unine1defauing, e-mail: jirawatvayahoo.com

*FNEn 319158 (WU1ER) AadzdunuRal uuninenaeAaling, e-mail: ejeak9@gmail.com

Shuyu Chen et al.



unAQgo

uvanuilsadnwon s wisuss (TATE, a.a. 1902-1978) laasremsianailyain
undnsnssudtiulugiuzdeves “Snwsnm” (Pictorial Text) aensls Tuumenuil “Snwsam”
‘wmaﬁqgﬂLLUUL%qﬁfngw'mﬁﬂuﬂwwiufwuﬁsim%uﬁﬁﬂ'nwiaLﬁaqmwixi’amam§Lwiﬁm'm
FAINYANBYNIFULLY ATOUARNAILATEITOBITNN NN UUSE TRrnans edasvinedsnm luaudls
sUShwsitidnvardenmesnaaudaludnusaninuunsegndniuaysnusdin Tnsiuueumaiiios
sEvmeamAUSNET InnmIMstientiussuusnusiiauysal unaruilisnsvnelse Hmansaal
Baiudiou Inenaumsinsendauuutednsnssudthiufuulummemsss 1950-1970
anfumsisuifievtuiausssy wasihluguonunuddyanusems Yssmausn Aedladies
ihdnuwslummunluduainats mndudamssnadanmues “Snwsnm” lunaeidundnnsda
psnvsznauneluinsnssudhiiu Uszmsfiaes snanenistansssy lnstasseantsznay uay
nsuanIeeniiednusinslasunsysanmsssnaduszuy vhlvdssnssudidulladufiode
wuuazTuan mndehmufiduiiufiumnisainee Jsensfiaw WensuifieutuAadueen
lo yewvd warduledl audea asfurmanussssndmesiansmdiuisnisnaiausssuiid
ANWULLANTY %q&y’qagjuwé’ﬂ li xiang yi jin vi wazsiilnmn mlﬁ’u warANNNIEUsTa Uiy
spuufiaunmitaenaoiu fru unanuiinauen saawinansadiiusseendmesilins
gniladiedugrugguuuunamauiu-ag Susnlaeial mnarsgnusaidunsassdnsnss
aseltulyuugiunssngves “Snwsnn” ndssnogluaussaiu

1
%

AdNALY: g wiBeues, AaNIIN, SnwInm, Insnssuduny, InInTTUTU-ngIumN

3591984
g 13, I7Ta WetugaTeg, war nYR JuglsTau. (2569). sEv19dnYTIANTUAZAIN: NIVADNTINTLIIBNEBINNTY

Insnssudthiilunanuves fs wBeues. 2759758aU ilseAs, 14(1), 1-32. https://doi.org/10.69598/sbjfa281291

@ @@ ©2569 avans Wnegdou sygnlihunauldmewnsianelddyyreunnasieiinnouisuduuy
uamsan-lalldiiionsnn-laudladinuuas (CC BY-NC-ND 4.0) https://creativecommons.org/licenses/

by-nc-nd/4.0/




1. Introduction

Ding Yanyong, in his capacities as a painter, calligrapher and art educator, occupies
a distinguished place in the history of modern Chinese art. His oeuvre not only spans oil
painting, traditional Chinese painting and calligraphy, but also transcends the boundaries
of Eastern and Western aesthetic paradigms. In twentieth-century China, he was celebrated
as the “Oriental Matisse”, a title that reflected both his admiration for Henri Matisse and
his pioneering role in introducing modern Western aesthetics into Chinese painting. In the
later phase of his career, as he turned to the study and practice of traditional Chinese
painting, he earned the sobriquet “Modern Bada Shanren”, invoking the legacy of the
seventeenth-century painter Bada Shanren (Zhu Da), whose austere and symbolic brush

style profoundly shaped the aesthetics of later Chinese art.

In his oil-painting practice, Ding Yanyong placed particular emphasis on the
reconstruction of formal language and the distillation of spiritual content. He did not merely
imitate Western painting techniques; rather, through a profound dialogue and integration of
the Chinese cultural traditions of shu (-3; calligraphy), hua (IH]; painting) and wen (3; literary
tradition), he sought to establish a modern oil-painting idiom firmly grounded in Chinese
national heritage. Of particular interest is Ding’s creative rearticulation of Pictorial Text in his
oil paintings, where early Chinese pictorial and inscriptional forms are reconfigured within
a modern visual language. This appropriation is evident not only at the level of symbol
and form but is also woven into his compositions, his use of colour and the rhythmic
deployment of line, thereby engendering a pictorial tension that is simultaneously visible

and “readable”.
2. Objective

This article sets out to investigate Ding Yanyong’s unique visual language by addressing
the following questions:

(1) How did Ding’s early exposure to European modernism inform his later oil-painting
style?

(2) In what ways did Ding integrate the structural logic of Chinese Pictorial Text into
his imagery, composition, and line work?

(3) How does Ding’s practice illustrate a cross-cultural reconstruction of oil painting

as a medium for Pictorial Text?



3. Research Methodology

This study involves documentary analysis of existing literature and Ding Yanyong’s
own writings, along with visual analysis of his paintings. Following the model of comparative
case analysis in cross-cultural art studies, the study juxtaposes Ding’s work with both
Chinese and Western art traditions. Field research included examination of Ding’s artworks
(reproductions and, where possible, museum originals) and organization of visual data by

thematic elements.

This study analyzes a selection of Ding’s paintings from the 1950s-1970s. Through
a comparative lens, Ding’s paintings are also considered alongside Western artists (notably
Henri Matisse, Cy Twombly, and Antoni Tapies), not simply to identify similarities and
differences, but to clarify how oil painting may be reconstructed as a medium for pictorial
text in a cross-cultural context. In line with Michael Sullivan’s proposition that East-West
art should focus on historical influence rather than pure aesthetics, the method emphasizes
how Ding’s artistic choices should be understood within a broader process of cross-cultural

transformation.
4. Scope

This study concentrates on Ding Yanyong’s oil-painting practice insofar as it engages
with Pictorial Text. Chronolosgically, it foregrounds the phase in which Ding explicitly transposed
pictographic systems into painting, provisionally defined as representative oil works produced
in the 1950s-1970s, while also taking his earlier, Western-modernist formative stage into
account to trace the trajectory of stylistic development. Sample sources will consist of
publicly available museum catalogues, exhibition catalogues, scholarly publications, and
verified private collections.

The specific selection criteria are as follows:

Works whose composition or formal design directly cite or reinterpret pictorial texts;

Works that contain seals, inscriptions, or writing-like strokes that demonstrate the
translation of calligraphic brush-technique into oil painting;

Works that exemplify distinct phases of Ding’s practice (early Western-influenced
phase, middle period of Pictorial Text experimentation, and later stage of imagistic

refinement);



The proposed sample comprises 10-15 representative works, selected to cover

both thematic and technical diversity while remaining manageable for close formal and

conceptual analysis. This scope aims to ensure a solid documentary basis and to systematically

reveal how Ding translated the formal resources of ancient Pictorial Text into a modern

oil-painting visual vocabulary. The representative works selected for analysis are listed in

Table 1.
Table 1
Representative works by Ding Yanyong analyzed in this study
No. | Title Date | Medium Dimensions Current repository/ Source
1 Grapes, persimmons [ 1970 | Oil on canvas 60 x 45 cm Art Museum of the Chinese
and flowers in a vase University of Hong Kong
2 Farewell My 1971 | Gil on canvas 40 x 30 cm The Li Ching Cultural &
Concubine | Educational Foundation
3 The Origin of a 1955 | Oil on wood 60.2 x 45.5 cm | The Li Ching Cultural &
Civilization panel Educational Foundation
4 Tiger Head 1965 | Oil on wood 42 x 29 cm The Li Ching Cultural &
panel Educational Foundation
5 Landscape 1966 [ Oil on masonite |46 x 30 cm The Li Ching Cultural &
Educational Foundation
6 Three Horsemen 1968 | Oil on wood 60.5 x 50.4 cm | The Li Ching Cultural &
panel Educational Foundation
7 Vase with Flowers 1955 | Oil on wood 50 x 45 cm The Li Ching Cultural &
panel Educational Foundation
8 Fish and Sheep 1968 [ Oil on masonite [ 50.6 x 45.4 cm | Sotheby's Hong Kong
9 Hong Hu IV 1960s | Oil on wood 40 x 29.5 cm | China Guardian Auctions
panel
10 [ Portrait of a Woman | 1967 | Qil on canvas 58.8 x 44.5 cm | Christie’s Shanghai
with Tiger Head
11 | Bone Script Il 1963 [ Oil on wood 60.3 x 50.5 cm [ The Li Ching Cultural &
panel Educational Foundation
12 | Xiang 1964 | Oil on masonite | 61 x 45.5 cm | The Li Ching Cultural &
Educational Foundation




5. Literature review

5.1 The Scholarly Background and Definition of Pictorial Text

Although no single standardized English term has been universally established as
an exact equivalent of what Chinese scholarship calls tuxiang wenzi (K4 3C5; pictorial
text), related discussions have long existed in Chinese academic contexts. Recent studies of
image-text relations have increasingly rejected any absolute opposition between image and
writing. Li (2025) critiques the traditional binary model, while Zhao (2020) emphasizes the
heterogeneity and mutual permeability of image and text. At the same time, archaeological
research has directly used the designation tuxiang wenzi for some early visual signs found
in Neolithic archaeological contexts, thereby recognizing their dual status as visual forms
and signifying traces rather than equating them with a fully developed writing system
(Wang & Liu, 2012). Earlier still, Zhang Tianfang (1887—1966), in the preface to In Interpreting
Pictorial Texts, treated tuxiang wenzi as an object requiring specific formal analysis, stressing
its historical depth, broad distribution, and morphological complexity rather than leaving
it as a vague label (Zhang, 1992).

On this basis, this article uses Pictorial Text as a term of art to denote a historically
continuous yet morphologically heterogeneous visual-signifying formation in Chinese
culture, encompassing prehistoric pictorial marks, pictorial signs on pottery, and the strongly
iconic forms of oracle-bone and bronze inscriptions, as well as their modern reactivation in
painting. The term emphasizes a continuum between image and writing rather than a fully
systematized script. In this sense, it not only clarifies the conceptual range of tuxiang wenzi
in relation to earlier scholarship, but also makes the term more analytically workable for
examining how Ding Yanyong reorganized early Chinese visual-signifying resources within

modern oil painting.

5.2 Visual Language Construction in Ding Yanyong's Early Career

Ding Yanyong studied in Japan during the 1920s, enrolling in the Western Painting
Department of the Tokyo School of Fine Arts. In May 1922, the inaugural Exhibition
of Contemporary French Art was held in Tokyo and Osaka, at a time when European
modernism was in full ascendancy (Nakagawa, 2018). The bold use of colour in Fauvism
and Impressionism, the deconstruction and reconfiguration of space and form in abstract
art, and the primal imagery of prehistoric pictographs all left a profound imprint on Ding’s

early visual language.



Henri Matisse (1869-1954) proved especially influential (Figure 1); even in Ding’s
later oeuvre, vestiges of Matisse’s brushwork and chromatic techniques remain discemible
(Figure 2). In compositional terms, Ding adopted Matisse’s use of simultaneous viewpoints
to construct a flattened pictorial space, yet he further assimilated principles from Chinese
literati painting, such as liu bai (/] 1; the use of void) and xushi xiangsheng (K S AH2E;
the interplay between void and solid). These principles enabled him to organise space
around a central focal subject while softening and dissolving the peripheries. Rather than
relying on traditional linear perspective, he employed a flat and decorative schema that
represents both an extension of and a distinctly Chinese reinterpretation of Matisse’s spatial

concepts.

Throughout this period, Ding sought a simple and childlike visual idiom, embracing
spontaneity to express authenticity through rawness that resonated with Matisse’s modernist
ideals of formal freedom and spiritual ease. Thus, Matisse not only provided critical formal
inspiration but also instigated a fundamental reorientation of Ding’s artistic philosophy.
Ding’s training in Japan therefore laid both a firm technical foundation and the seeds of

cultural heterogeneity that would underpin his subsequent practice.

After returning to China in 1925, Ding Yanyong did not follow the Western realist
path as many of his contemporaries who had studied abroad did. Instead, he began to
recognise the expressive potential that could arise from integrating Western painting
techniques with the aesthetic principles of traditional Chinese calligraphy and painting.
As he later remarked in both his teaching and artistic practice: “My views on art changed
drastically. From that moment on, | no longer painted realistically; instead, | focused all
my efforts on the expressive power of line.” (Ding, 1932) His oil paintings did not rely on
lisht and shadow to model form. Instead, he used line to structure the composition and
applied colour to convey rhythm, establishing a distinctive paradigm for the development

of modern Chinese art.
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Figure 1

Henri Matisse, Petit Intérieur Bleu (Little Blue Interior), 1952, Color Aquatint on Arches Paper, 50.3 x 42.3 cm.
Note. Adapt from Masterworks Fine Art Gallery (work page: Henri Matisse, Petit Intérieur Bleu, c.1952,
ID# W-8858). (https://www.masterworksfineart.com/artists/henri-matisse/aquatint/petit-interieur-bleu-
little-blue-interiorc1952/id/\W-8858)

Copyright by Masterworks Fine Art Gallery

Figure 2

Ding Yanyong, Grapes, persimmons and flowers in a vase, 1970, Oil on canvas, 60 x 45 cm

Note. Adapt from Online Archives of Modern Chinese Art of The Li Ching Cultural & Educational Foundation.
(https.//www.tingyinyung.org/detail php?lang=tw&id=1&id2=12&Page=2&Page2=53).

Copyright by Art Museum of the Chinese University of Hong Kong
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5.3 Integration of the Spiritual Core of Chinese Cultural Traditions

5.3.1 Ding Yanyong’s Return to Chinese Artistic Traditions in the Mainland

Context

Within the broader history of modern Chinese art, Ding Yanyong’s development
on the mainland can be understood in relation to a larger artistic effort to negotiate the
tensions between imported Western media, inherited Chinese traditions, and the search for
a modern cultural language. Rather than remaining within a simple framework of stylistic
borrowing, many Chinese artists of the Republican period moved between international
modernist vocabularies and indigenous artistic resources in order to redefine the terms of
modernity itself (Andrews & Shen, 2012). Ding’s early formation belongs to this context, but
his subsequent return to Chinese artistic traditions gave his practice a particularly distinctive

direction.

Although Ding Yanyong spent many years studying abroad, he never severed
his connection to the cultural roots of China. Immersed in Chinese traditional culture
throughout his life, he consistently embodied its spiritual essence in his artistic practice.
From the 1920s to the 1940s, Ding Yanyong initially took part in the early Chinese movement
to modernize art through Western-style oil painting, and later turned toward traditional
Chinese calligraphy and painting, integrating the expressive brushwork of Chinese painting
with the structural concepts of Western art. His works are infused not only with the spirit
of classical calligraphy but also with a wide array of visual elements drawn from pictorial

text, folk art, and other forms of indigenous imagery.

Guangdong is a coastal province in southern China, located just north of Hong Kong
and Macau, and is one of the country’s most populous and economically dynamic regions.
It is the cultural heartland of Cantonese language and traditions, notably Cantonese opera
and distinctive folk arts that helped shape the upbringing and aesthetic sensibilities of many
modern Guangdong painters. Together with contemporaries such as Guan Liang (1900-1986)
and Tan Huamu (1895-1976), artists of the Guangdong school, Ding grew up immersed in
the visual world of ancestral halls, temples, and traditional opera stages (Figure 3). This
folk aesthetic environment became deeply ingrained in his artistic sensibility, leaving what
he once described as “a legacy of tradition embedded in the body.” (Cai, 2024) Even after
encountering Western modernism during his studies in Japan, Ding continued to infuse his

work with the ethos of folk art and literati painting. Though his oil paintings inherited the



vibrant colourism of Fauvism, they were equally animated by the giyun (" #J; spiritual
resonance) and yiqu (& ji#; poetic charm) characteristic of Chinese art. His approach, which
merged the vivid palette of folk art with the expressive strategies of modernism, can be
understood as both a creative continuation and an elevation of tradition. It laid a foundation

that would profoundly influence his later oil-painting practice.

53.2 Ding Yanyong's Hong Kong Years and the Reconfiguration of Modernist
Practice

After moving to Hong Kong in 1949 amid the political upheavals of the time, Ding
entered a new phase that marked an important turning point in his later artistic development.
The artistic environment in Hong Kong, however, cannot be understood simply as an
extension of earlier mainland developments, but must be situated within its own questions
of cultural position, modernity, and historical circumstance (Clarke, 2001). In this new phase
of life, shaped by teaching and sustained artistic reflection, he appears to have deepened
his return to Chinese cultural resources. At the same time, this development also unfolded
within a Hong Kong artistic environment in which the search for a modern visual language
often involved both the absorption of Western modernist forms and a renewed return to
Chinese artistic traditions (Zhu, 2017). Moreover, the Hong Kong context cannot be reduced
to a straightforward embrace of international modernism. Recent scholarship has shown
that local modernist discourse was also entangled with Chinese cultural nationalism and
projects of cultural remaking (Du, 2022). It was in this context that his engagement with
archaic scripts, inscriptional forms, and brush-based expression became more than a matter

of formal quotation and developed into a deeper structural component of his later art.

Ding Yanyong not only studied oil painting but also delved deeply into Chinese
ink painting and seal carving, mastering each discipline in its own right before allowing
them to intersect and mutually inform one another. Ultimately, he achieved a synthesis
in which oil painting, ink, and seal carving coalesced into a singular artistic language. This
distinctive trajectory illustrates Ding’s enduring reverence for traditional Chinese techniques
and aesthetics, even within the realm of oil painting. He consistently sought to integrate

the spirit of brush and ink into new artistic forms.

Gao Meiging, former head of the Department of Fine Arts at the Chinese University

of Hong Kong, observed that Ding’s dual-track artistic career “rendered the spirit of tradition,



evolving into the quintessence of Chinese art.” (Gao, 1995) While he rose to prominence
in his early years through Fauvist-inspired oil painting, Ding later returned to the tradition
of Chinese ink painting. Throughout this artistic trajectory, he consistently maintained
the spiritual essence of traditional culture. Rather, he revitalised it through cross-cultural

engagement, allowing tradition to evolve and flourish within a modern context.

In sum, while absorbing the innovations of Western modern art, Ding Yanyong
consistently emphasised and promoted the spiritual essence of traditional Chinese
culture. He applied his mastery of the Chinese brush and cultivated artistic sensibility to
the practice of oil painting. As the Belgian sinologist Pierre Ryckmans (1935-2014) once
remarked, Ding “naturally integrated the unique spiritual cultivation of the Chinese painter
and the brushwork technique into oil painting, combining these strengths seamlessly with
the new modes of expression in Western art” (Ryckmans, 1963), thereby transcending the

conventional boundaries between Eastern and Western artistic traditions.

Seen from this perspective, Ding Yanyong’s Hong Kong years should not be understood
simply as a late regional episode, but as a crucial stage in the continued reconfiguration
of modern Chinese art. Recent curatorial discussions have suggested that Guangdong and
Hong Kong should be viewed within a shared regional history of modern art and visual
culture (M+, 2025). In this sense, Ding’s later works were formed not only through his
personal return to Chinese artistic traditions, but also within a wider regional history. The
following section therefore turns from this historical framework to a closer analysis of how

pictorial text became structurally embedded in Ding’s oil paintings.



Figure 3

Ding Yanyong, Farewell My Concubine I, 1971, Oil on canvas, 40 x 30 cm

Note. Adapt from Online Archives of Modern Chinese Art of The Li Ching Cultural & Educational Foundation.
(https://www.tingyinyung.org/detail. php?lang=tw&id=18&id2=443&keyword=8&Page=1&Page2=24).
Copyright by The Li Ching Cultural & Educational Foundation

6. Research results

In many of Ding Yanyong’s animal-themed oil paintings, the forms are radically
simplified and the lines bear a strong decorative quality, reminiscent of the totemic
exaggeration characteristic of bronze inscriptions. These works are not incidental but
represent Ding’s deliberate artistic experimentation, transforming the pictographic nature
of Chinese characters into a visual idiom grounded in imagery. These compositions can be

understood as “pictographic paintings” rooted in the structural logic of ancient script.

On one level, Ding’s images draw upon the intrinsic physical features of animals;
on another, they incorporate the compositional strategies and proportional relationships
found in early Chinese writing. When juxtaposed with oracle bone and bronze script
characters such as “fish” “tiger” or “ox”, his paintings reveal a striking resemblance in
outline treatment and dynamic posture. This visual resonance, which may be described
as a pictorial “overlap”, constitutes a reenactment of Ding’s translational approach to the

visual logic embedded within pictorial texts.



Table 2

Common pictorial texts representing animals in Ding Yanyong's oil paintings

fish tiger horse ox sheep

Oracle bone
script ‘P
Bronze :
script

6.1 The Specific Influence of Pictorial Text on Ding Yanyong’s Oil Painting

A defining feature of pictorial text lies in its pictographic logic, through which the
image simultaneously presents form and conveys meaning. These characters represent
an early intersection between visual symbols and linguistic structures within the Chinese
cultural system. In a parallel manner, Ding Yanyong’s oil paintings frequently depart from
representational depiction and move toward a more imagistic mode of visual expression.
Ding Yanyong’s tiger-themed oil paintings, spanning nearly two decades, demonstrate his
direct appropriation and imagistic transformation of various pictorial texts, particularly the
pictographic characters of oracle bone and bronze scripts. Born in 1902, the Chinese Year
of the Tiger, Ding forged an enduring bond with this motif. Whether in his Hong Hu series
paintings or in the seals reading Ding Hu that recur throughout his oeuvre, his deep affection

for the tiger remains unmistakable.

6.1.1 Cultural Motifs

Around 1955, he began to explore this motif in oil painting, initially by rendering the
incised characters on oracle bones and shells as visual forms in works such as The Origin
of a Civilization (1955) (Figure 4), Oracle Bone, Ox Head and Shell (1955) and Tiger (1955).
By 1963’s Hu, Ding’s practice had become more expansive: he depicted the tiger’s full
form in white linework against an orange-and-black ground, employing bold, high-contrast
strokes reminiscent of primitive totemic designs. In Tiger Head (1965) (Figure 5), he enlarged
the tiger’s head and intensified the archaic ambience of the background, using oil-painting

techniques to evoke the tactile patina of ancient bronze vessels.
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Rather than reproducing the tiger’s external likeness, Ding consciously simplified
its form, constructing the composition through pure line and imagery. Through his naively
vigorous brushwork, he achieved a modern aesthetic of simplification that unites the

expressive logic of oil painting with the pictorial sensibility of Chinese script.

In works such as Landscape (1966) (Figure 6), Ox and Horse (1966), and Three
Horsemen (1968) (Figure 7), he distilled figures into combinations of geometric forms and
curves, shifting from realism to legibility. Facial features and bodily structures are organised
according to the structural logic of pictorial writing, producing intentionally distorted head
and body proportions while maintaining semantic coherence. This approach reflects the
principle of omitting form to preserve meaning, allowing the images to remain pictorial
yet readable as visual text. The result is a rare condition of image and text convergence

within a Sino—Western hybrid idiom.

Figure 4

Ding Yanyong, The Origin of a Civilization, 1955, Oil on wood panel, 60.2 x 45.5 cm

Note. Adapt from Online Archives of Modern Chinese Art of The Li Ching Cultural & Educational
Foundation. (https://www.tingyinyung.org/detail.php?lang=tw&id=1&id2=14&Page=1&Page2=5).
Copyright by The Li Ching Cultural & Educational Foundation
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Figure 5

Ding Yanyong, Tiger Head, 1965, Oil on wood panel, 42 x 29 cm

Note. Adapt from Online Archives of Modern Chinese Art of The Li Ching Cultural & Educational
Foundation. (https://www.tingyinyung.org/detail.php?lang=tw&id=1&id2=14&Page=18&Page2=15).
Copyright by The Li Ching Cultural & Educational Foundation

Figure 6

Ding Yanyong, Landscape, 1966, Oil on masonite, 46 x 30 cm

Note. Adapt from Online Archives of Modern Chinese Art of The Li Ching Cultural & Educational
Foundation. (https://www.tingyinyung.org/detail.php?lang=tw&id=1&id2=13&Page=1&Page2=8).
Copyright by The Li Ching Cultural & Educational Foundation
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Figure 7

Ding Yanyong, Three Horsemen, 1968, Oil on wood panel, 60.5 x 50.4 cm

Note. Adapt from Online Archives of Modern Chinese Art of The Li Ching Cultural & Educational
Foundation. (https://www.tingyinyung.org/detail.php?lang=tw&id=1&id2=14&Page=2&Page2=67).
Copyright by The Li Ching Cultural & Educational Foundation

6.1.2 Composition

Ding Yanyong’s spatial arrangement in oil painting was clearly inspired by the structural
principles of Chinese pictorial text. Unlike Western oil painting, which emphasizes three-
dimensional space and chiaroscuro perspective, Ding’s compositions foreground planar
construction and the tension between visual masses. The overall structure often resembles
the symmetrical, vertically balanced format seen in seal script and stone inscriptions.
In Vase with Flowers (1955) (Figure 8), the vase is positioned at the compositional center as
the work’s central focus. Intentional areas of negative space flank the motif, and discrete
pictographic characters are inscribed as accents, recalling the page layout of a traditional

Chinese calligraphic scroll.

Furthermore, Ding Yanyong introduced the structural principles of pictographic
script and seal-carving compositional principles into his oil-painting practice, pursuing a
visual expression that is both formally succinct and semantically profound. In Fish and

Sheep (1968) (Figure 9), he renders the scene through radically simplified symbolic forms:
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the subjects are outlined with bold, rounded strokes that convey a naive yet exuberant
character. The composition borrows the layout conventions of seal inscriptions, setting stark
black, ink-like lines against a blue-toned field. The sharp chromatic contrast evokes the
rustic beauty of a carved seal and conveys the weighty texture of ancient stone engravings.
Ding was particularly drawn to the pictographic essence of the Chinese character “fish”:
in juxtaposing “fish” with “sheep”, he creates the composite character xian (fif; fresh),
a fusion of form and meaning that both challenges the viewer’s imagination and underscores

the imagistic potency of traditional pictographs.

He deliberately dissolved the sense of spatial depth and treated the canvas as
a symbolic field, a gesture that parallels the ritual, documentary, and totemic functions
embodied in Chinese pictographic texts. This planar approach does not signify a lack of
perspective but articulates an alternative visual logic. Each painting functions as a “visual
stele inscription,” in which the viewer does not enter the pictorial space but instead reads

it as a linguistic construct.

Figure 8

Ding Yanyong, Vase with Flowers, 1955, Oil on wood panel, 50 x 45 cm

Note. Adapt from Online Archives of Modern Chinese Art of The Li Ching Cultural & Educational
Foundation. (https://www.tingyinyung.org/detail.php?lang=tw&id=1&id2=12&Page=1&Page2=3).
Copyright by The Li Ching Cultural & Educational Foundation

Shuyu Chen et al.
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Figure 9

Ding Yanyong, Fish and Sheep, 1968, Oil on masonite, 50.6 x 45.4 cm

Note. Adapt from BidtoArt. (https://bidtoart.com/art/ding-yanyong-fish-and-goat).
Copyright by Sotheby's Hong Kong

6.1.3 Calligraphic Expression

Ding Yanyong’s brushwork lines are not merely formal elements but embody
the act of writing itself. Rather than constructing form through masses, he animated the
composition through the dynamic energy of line. His brushstrokes do not describe external
appearances; they function as inscriptions that reveal the convergence of painting and
writing. This calligraphic intent resonates with traditional Chinese writing techniques such
as cantou yanwei (Ar3k#EJE; silkworm-head, swallow-tail) and wulouhen zhuihuasha
(2 I IRHE V), roof-leak mark, awl-hammered sand), which emphasise nuanced stroke

beginnings and endings.

Particularly in his use of oil paint, Ding intentionally subdued the texture of the
brushstroke to emulate the fluidity of ink, creating the impression of “writing” rather
than “painting” on the canvas. In his animal-themed works, the lines often display fei bai
(& F1; flying-white effect) and dun cuo (1i44; rhythmic pauses and thrusts), with perceptible
variations in pressure at the beginning and end of each stroke. Such modulation of line

recalls the disciplined control of brushwork characteristic of seal script (Figure 10).
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By translating calligraphic brush-spirit into oil-painting line, he enacts the dynamic rhythm

inherent in pictorial text: every stroke carries its own cadence and breath.

Moreover, in his figure paintings and other subjects, Ding integrated calligraphic
elements and seal symbols to create a distinctly writ-like aesthetic (Figure 11). He captured
his subjects’ spirit with economical strokes, abandoning excessive realism; he would then
inscribe running-script signatures and affix seals, fusing calligraphic energy with painterly
mood. As Zong Baihua (1897-1986) remarked, “Chinese painting rests upon calligraphy...
the spirit of both arises from the brushstroke” (Zong, 1996), Ding’s integration of calligraphic
principles into painting brought a calligraphic ethos to Western oil techniques, giving his

work both cultural depth and rhythmic vitality.

Figure 10

Ding Yanyong, Hong Hu IV, 1960s, Oil on wood panel, 40 x 29.5 cm

Note. Adapt from China Guardian Auctions. (https://www.cguardian.com.hk/tc/auction/auction-details.
php?id=215726).

Copyright by China Guardian Auctions

Shuyu Chen et al.



Silpa Bhirasri (Journal of Fine Arts) Vol.14(1) 2026

Figure 11

Ding Yanyong, Portrait of a Woman with Tiger Head, 1967, Oil on canvas, 58.8 x 44.5 cm
Note. Adapt from Christie’s. (https://www.christies.com/en/lot/lot-6526726).

Copyright by Christie’s Shanghai

6.2 The Cross-cultural Reconstruction of Oil Painting as a Medium for
Pictorial Text

Since the twentieth century, painting has undergone unprecedented cultural
interchange and collision under the twin forces of modernity and globalization. As one of
the most symbolically charged media, oil painting has not only carried Western aesthetic
values but has also served as a primary vehicle through which non-Western artists articulate
local spirit and engage in cross-cultural dialogue. Within this historical context, cross-cultural
and interdisciplinary modes of practice have progressively become new avenues for artistic
exploration. Cross-cultural art history emphasizes breaking mono-cultural perspectives and,
through comparative inquiry, revealing the dialogues and mutual permeations between
regional art traditions. As Michael Sullivan (1916-2013) argued, studies of East-West artistic
exchange should concentrate on the historical significance of works and the processes of

reciprocal influence rather than solely on aesthetic judgement (Sullivan, 1989).
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Guided by this premise, the present chapter employs comparative case analysis not simply
to identify convergences and divergences between Ding Yanyong and Western painters,
but to establish a more specific cross-cultural framework for understanding how image,
writing, materiality, and inscription interact in modern painting. Within this framework,
Cy Twombly and Antoni Tapies serve as comparative reference points through which the
distinctive formation of Ding Yanyong’s oil-painting practice as a medium for pictorial text

may be more clearly understood.

6.2.1 Pictograph to Pictorial Meaning

Ding Yanyong’s oil paintings are not representational works in the conventional
Western sense; rather, they constitute an imagistic system that more closely echoes
the ancient Chinese method of generating characters by — yi xiang shi yi (LA %78 to
indicate meaning through imagery). The deeper basis of this shift lies in the classical Chinese
aesthetic idea of li xiang yi jin yi (A2 % LA to give pictorial form to phenomena). Within
traditional Chinese systems of painting and writing, the xiang (%; pictorial form) is neither
mere photographic imitation nor ethereal abstraction but a form that carries affect and
communicates spiritual access. In constructing pictorial structure, Ding Yanyong did not
seek the faithful replication of external detail. Instead, he employed the xiang as a medium
to express yi (&; meaning), thereby formulating an artistic language that unites material
presence with inner intention. In this sense, his paintings embody what Clive Bell (1920)

termed “significant form.”

Western art has pursued comparable inquiries. The American abstract painter
Cy Twombly (1928-2011) is renowned for his characteristic scrawled, graffiti-like gestures;
many of his works are, in effect, writing within painting and painting within writing. Twombly
himself also remarked that his paintings are sometimes more like writing than painting. His
canvases frequently feature meandering lines and isolated words that elude literal reading
yet convey an unrestrained emotional force (Figure 12). His spontaneous script-like marks
evoke memory and emotion, their expressive energy resonating with the gestural vitality
of Chinese calligraphy. By drawing on the calligraphic tradition to deconstruct the formal
potential of script, Twombly produced communicative images that stand between graffiti

and Chinese character (Figure 13).



Twombly’s example is illuminating here because it brings into focus a shared concern
with the threshold between image and writing, even though Ding Yanyong and Twombly

approached that threshold from very different cultural premises.

6.2.2 Materiality and Inscription

In his handling of materials, Ding Yanyong often applied thick layers of pigment
to create a coarse, tactile surface. Combined with his bold linear modelling, this impasto
evokes the texture of rubbings taken from ancient stone steles or bronze inscriptions.
Such palpable materiality reinforces the sense of inscription and historical resonance
within his work. This is not a matter of chance but reflects Ding’s conscious transposition
of the material culture of ancient carved writing into the operations of painting on canvas

or panel.

For example, in works such as Bone Script Il (1963) (Figure 14) and Xiang (1964)
(Figure 15), the backgrounds are roughly treated and chromatically restrained, while forms
are usually rendered in flat, single-color passages and then defined by forceful linear contours.
The colour is not used to create a sense of spatial depth but to emphasise the flatness of
form, thereby reinforcing its function as a symbolic sign within the composition. Within this
framework, Ding Yanyong’s oil painting transcends the boundaries of mere pictorial practice
and moves toward the realm of inscription. This shift exemplifies his transformation of the

tangible tradition of pictorial text into a mode of modern artistic expression.

A comparable material inquiry can be found in the work of Antoni Tapies (1923-2012).
From the 1950s onward, he incorporated Chan Buddhist ideas and calligraphic gesture
into his practice, often building heavy, multi-textured grounds and then applying incised
marks and signs. He mixed natural materials such as sand, earth, and charcoal into the paint
to create a rough surface, and then hand-incised letters, numbers, and crosses so that they
appear carved into the ground, producing an effect in which figuration and symbol coexist
(Figure 16). Critics have noted surfaces filled with incisions, abrasions, and graffiti-like marks,
and Tapies himself emphasised the inseparability of bodily gesture and making, akin to a
calligrapher whose bodily movement directs the work’s energetic trajectory (Chen, 2020).
Tapies is equally revealing in this respect, since his work helps situate Ding’s handling of
materiality and inscription within a broader cross-cultural problem of how surface, sign,

and symbolic form may be reconfigured through modern painting.



6.2.3 Comparative Synthesis

The foregoing comparison indicates that, despite their different cultural premises,
Ding Yanyong, Cy Twombly, and Antoni Tapies may be brought into dialogue within a cross-
cultural framework of painting. Ding proceeds from the pictographic principles of Chinese
character formation to shape imagistic signs in oil; Twombly combines Western abstract
expression with calligraphic impetus so that the line itself carries semantic energy; and
Tapies builds a dialogue across East and West, between matter and spirit, through dense
material surfaces and incised signs. Under this framework of cross-cultural reconstruction,
oil painting and pictorial text can illuminate one another and cohere into a new integrative

mechanism.

This demonstrates that both Eastern pictographic script and Western abstract writing
embody a common logic between image and text: lines themselves can bear meaning
rather than merely serve as formal delineation. The translational mechanism employed
in Ding Yanyong’s paintings can thus be read not only as an artistic strategy but also as an
act of cultural identification. He did not reject Western technique but embedded the most
primordial visual signs of Pictorial Text from China within the structural matrix of Western
form, making his oil paintings multilayered reenactments of language, culture, and history.
This constitutes not only a formal innovation but also a cultural reinscription that reasserts

the value of Chinese tradition within a globalised artistic discourse.

Further, it was within these historical currents that Ding Yanyong, srounded in deep
Chinese tradition, absorbed the structural principles and techniques of Western modern

painting and reconstructed a distinctive pictorial visual system (Figure 17).
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Figure 12

Cy Twombly, Untitled (Bacchus 1st Version ll, 2004, acrylic, oilstick and crayon on wood panel, 265.6 x 200.1 cm
Note. Adapt from Christie’s. (https://www.christies.com/en/lot/lot-6452770).

Copyright by Christie’s
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Figure 13

Cy Twombly, Six Latin Writers and Poets: six plates (Bastian 61-66), 1976, colors with embossing, 64.5 x 50.8 cm
Note. Adapt from Christie’s. (https://www.christies.com/en/lot/lot-5615477).

Copyright by Christie’s
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Figure 14

Ding Yanyong, Bone Script Il, 1963, Oil on wood panel, 60.3 x 50.5 cm

Note. Adapt from Online Archives of Modern Chinese Art of The Li Ching Cultural & Educational
Foundation. (https://www.tingyinyung.org/works.php?lang=tw&id=1&id2=14&Page=1).

Copyright by The Li Ching Cultural & Educational Foundation

Figure 15

Ding Yanyong, Xiang, 1964, Oil on masonite, 61 x 45.5 cm

Note. Adapt from Online Archives of Modern Chinese Art of The Li Ching Cultural & Educational
Foundation. https://www.tingyinyung.org/detail.php?lang=tw&id=1&id2=14&Page=1&Page2=30).
Copyright by The Li Ching Cultural & Educational Foundation
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Figure 16
Antoni Tapies, Cara, 1991, Painting on Synthetic textile, 148 x249 cm
Note. Adapt from Museu Tapies. (https://museutapies.org/en/exposicio/antoni-tapies-certeses-sentides/).

Copyright by Fundacic Antoni Tapies

Origin Core Principle
Pictorial Text li xiang yi jin yi (ZRLARE;
(oracle-bone, bronze, etc.) to give pictorial form to phenomena)
Cultural Motifs Composition Calligraphic Expression
(structural forms (central focus, (oil as ink,
of ancient script) negative space) brushstroke variations)
Synthesis

Fusion of Chinese Visual
Tradition with Western Oil Painting

Outcome

Convey Cultural Spirit and
Individual Emotion

Figure 17

The pictorial visual system of Ding Yanyong's oil paintings

Note. A schematic showing the origin in pictorial text and the core principle of i xiang yi jin yi,
articulated through three operational dimensions—cultural motifs, composition, and calligraphic
expression. These converge in a synthesis that fuses Chinese visual tradition with Western oil painting,

yielding outcomes that convey cultural spirit and individual emotion.



7. Conclusion

This article has shown that Ding Yanyong’s oil-painting practice represents more
than a formal synthesis in that it embodies a profound process of cultural rewriting.
He did not seek a superficial blend between East and West, but internalized the formal
logic and aesthetic spirit of ancient Chinese pictorial texts within the structural foundation
of oil painting. Through this transformation, painting becomes not only a medium of visual
expression but also a space for cultural inscription in which emotion and meaning are
renewed. His canvases are not simply images, but visual forms in which Chinese artistic

thought is preserved and reinterpreted within a modern context.

From a cross-cultural perspective, Ding’s creative method differs from that of Western
artists such as Cy Twombly and Antoni Tapies. While Twombly and Tapies approached
Chinese art and philosophy as external sources of inspiration, Ding reinterpreted Western
painting through a Chinese cultural lens. His pictorial visual system is grounded in the
principle of li xiang yi jin yi and shows how brushstroke, color, and composition collaborate
to generate a coherent field of visual significance. In his work, the expressive spirit of
calligraphy and the material structure of oil painting were brought into a unified relation,
giving this system a form that moves across cultural boundaries while remaining rooted in

Chinese artistic thought.

The contribution of this article lies in clarifying that Ding’s later oil paintings should
not be understood simply as a Sino—Western hybrid idiom in a general sense. By approaching
his work through the concept of pictorial text, this article has shown more specifically
how cultural motifs, compositional structure, and calligraphic expression were structurally
integrated within his oil paintings. In this sense, Ding Yanyong’s pictorial text practice opens
a new dimension in the study of modern art and cross-cultural dialogue. By transforming
the ideographic logic of ancient Chinese writing into a visual language of modern painting,

he established a model that reconciles cultural identity with artistic innovation.



Future research may expand the corpus of works under discussion and place Ding’s
later practice in closer comparison with contemporaneous developments in Hong Kong art
and modern Chinese painting. His work demonstrates that artistic modernity is not achieved
through imitation or stylistic convergence, but through reinterpretation grounded in one’s
own cultural tradition. Within this synthesis of reflection and creation lies the enduring
value of Ding’s contribution to twentieth-century art history and to the continuing study

of modern visual culture.
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Abstract

This article has two primary objectives: (1) to examine theoretical frameworks
within the tradition of poststructuralism, and (2) to apply selected concepts from these
theories to the process of artistic creation. The research employs a practice-based creative
methodology, emphasizing contemporary theoretical interpretation and its transformation
into artistic language.

The findings indicate that poststructuralist theory offers new perspectives on
artistic creation by revealing the potential for dismantling established meanings and
generating new ones. For instance, when a two-dimensional landscape painting is
reconfigured into a three-dimensional work, questions arise as to whether painting can
continue to convey the values and content associated with traditional pictorial forms.
Through the application of deconstruction as a method of rereading and reinterpretation
focusing on revision, interrogation, and recontextualization the research exposes diverse
modes of perception that differ from conventional understandings. This process opens
conceptual spaces for new forms of perception, leading to the production of new meanings,
in which meaning is non-fixed, fluid, and capable of multiple interpretations.

These processes contribute to the formulation of two principal creative approaches:
(1) the exploration and presentation of the status of memory—personal, interpersonal, and
collective through objects and materials such as landscape paintings, history books, and
archival documents; and (2) the articulation of the status and significance of space through
landscape painting and photography, particularly spaces that function as backgrounds in
landscape imagery and in 1 x 2 inch portrait photographs.

The creative outcomes of the research consist of four bodies of work: (1) a photographic
series, (2) a series of paintings, (3) a collection of documents and books, and (4) a series of
photographs with blue backgrounds. These outcomes demonstrate the potential for

integrating theories from diverse disciplines into experimental processes of artistic creation.

Keywords: Poststructuralism, Deconstruction, Creative Experiments
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Abstract

This research aimed to investigate the belief in the 12 zodiac signs alongside the
traditional textile wisdom of Fak Tha District, Uttaradit Province, in order to design textile patterns,
products, a brand identity, and packaging, as well as to develop their physical prototypes. The
study employed a qualitative research methodology, commencing with a literature review and
purposive interviews with local weavers, entrepreneurs, and regional textile experts. The design
and development processes were subsequently refined based on expert recommendations prior
to prototype production. The findings revealed that the belief in the 12 zodiac signs originated
from ancient Chinese civilization, utilizing animals closely associated with humans as birth-year
symbols to categorize individuals and predict their destinies. This belief is widely prevalent in the
ASEAN region, particularly in Buddhist countries, and comprises the Rat, Ox, Tiger, Rabbit, Dragon,
Snake, Horse, Goat, Monkey, Rooster, Dog, and Pig. Regarding the traditional woven fabrics of
Fak Tha District, their origins trace back to ancestors who migrated from Luang Prabang to settle
along the Pat River. Fabrics were traditionally woven for daily wear and cultural ceremonies using
Jok and Khit techniques with cotton and silk yarns. A highly distinctive feature is the Teen Jok
(woven hem) tube skirt featuring the "Khao Phan Kon" (a thousand lumps of rice) pattern. Based
on these insights, the target demographic was defined as urban women aged 30-40 with high
purchasing power who prioritize the emotional value of products over their price. Consequently,
textile patterns integrating the 12 zodiac signs with the "Khao Phan Kon" motif were designed
under the concept "Wear Your Star...Define Your Style." This concept merges contemporary aesthetics
with traditional beliefs, utilizing auspicious background colors: cotton white for purity and
completeness, lac red for power and prosperity, and indigo (Hom) for calmness and tranquillity
Subsequently, five types of product prototypes were produced based on the designed patterns,
with three items per category: pillowcases, dust masks, shawls, tote bags, and coin purses.
Additionally, the brand name "Siriwattha" was established to signify auspicious clothing. The logo
was designed to reflect the popular "Khao Phan Kon" pattern of Fak Tha District, symbolizing the
molding of sticky rice balls for offering food to monks, utilizing creamy white and indigo as the
primary brand colors. Finally, versatile packaging prototypes applicable to all product lines were

developed, including hang tags, labels, wrapping paper, and paper shopping bags.

Keywords: Textile Design, Traditional local woven patterns, 12 Chinese zodiac signs,

Auspiciousness, Fak Tha District, Uttaradit Province.
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Abstract

This research project, titled “Thai Contemporary Art Reflecting of Modern Thai
Lifestyles” has three objectives 1) To study about Nang Yai Shadow Play at Wat Khanon for
use in the creation of Thai contemporary art. 2) To study Thai lifestyle as reflected through
Thai technique. 3) To create Thai contemporary artworks on the topic of “Thai Lifestyle
in Modern Times.” This research is divided into three phases: Phase 1 Fieldwork and study
of related artworks; explore Nang Yai Shadow Play at Wat Khanon in form and technique,
then study about Thai and Western related artworks. Phase 2 Literature reviewing, Sketching
and experimenting materials to create three Thai contemporary artworks. Research on Thai
lifestyles in area of society, family, and economy — both in past and present. Phase 3 Creating
the final artworks in this project. The study concludes that 1) The study about Nang Yai
Shadow Play at Wat Khanon can be adapted for the creation of Thai contemporary art. This
involves applying Thai traditional art combination with Western art, through leather carving
and acrylic painting. 2) The creation of Thai contemporary art using Nang Yai Shadow Play
at Wat Khanon and Western Art was carried out through experimental techniques to merge
Thai and Western Art. The process resulted in methods using leather carving and acrylic
painting, combined with the installation of light boxes behind the artworks to present the
leather carved details. From the artworks in this research, it was found that the artwork
presents a new artistic creation through integration of Thai traditional techniques with
contemporary material and technique. Moreover, the artworks present Thai new lifestyle that
has changed from the past due to the integration of Western culture. Thai contemporary art
represents in both technical and conceptual frameworks. These techniques represent the
integration of Thai cultural roots into contemporary Art, which helps conserve traditional

Thai art and create new forms of artistic expression.
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Abstract

This article aims to study the evolution from modern art to postmodern art into postmodern
art, including the presentation of influential artists who played a significant role in the development
of postmodern art. The research draws on various sources such as books, documents, textbooks,
and media of contemporary. This study emphasizes the analysis of the role of art in cultural
expression, the rejection of traditional art formalities, and the development of artistic learning
processes. Both in terms of education and art studies, these processes encourage new generations
of artists to freely create their works. Modern art is taught with a focus on intellectual expression,
while postmodern art supports critical learning, emphasizing the exploration of artists' diverse
experiences and perspectives. The key characteristics of modern art can be summarized in 4
main points: 1) It is art that uses bright colors and thick brush strokes. 2) It expresses both form
and abstract form. 3) It explores new ideas such as movement. time and space, and 4) reject the
mainstream values and traditional techniques of the past.

For postmodern art, the starting point seems to be from Dadaism. (early 20th century,
1916-1923) which was the earliest group of leaders of postmodern art The overall picture is a
rebellion against society and the beauty rules of traditional art. Using art as a tool to rebel against
everything that has existed in the past. By using ready-made objects to create works of art, such as
Marcel Duchamp's ready-made urinal sculpture, which is considered an influence on artists in the
20th and 21st centuries.

The main characteristics of postmodern art are: 1) resistance and rejection of ideas; The
correct way to create traditional art and use imagery from popular culture to create art. 2) Pluralism
is a set of ideas that are different from ideas in society. Postmodern art explores the idea of
subjective reality, i.e. egocentrism. Postmodern art therefore focuses on the identity of the artist
and sees the experience The individual's interpretation of the experience is valuable. 3) Irony and
sarcasm. Both use a humorous approach to creating art. Postmodern art draws inspiration from
earlier art styles such as Cubism. Surrealism and Dadaism

Artists who have influenced postmodemn art include Robert Rauschenberg (1925-2008),
Andy Warhol (1928-1987), Barbara Kruger (b. 1945), Jeff Koons (b. 1955), Carolee Schneemann
(1939-2019), Jean-Mi Jean-Michel Basquiat (1960-1988), and many others.

Keywords: Modern art, Postmodern art, Dadaism, Artistic influence, Evolution of art
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nssiniowas lonaasdlvuamiuuaumuitunun Waduannduveuasdome q 7 3 7
Fonnndss Tauvis 99viu 3. usun John G. Rand, A.A. 1801-1873) 3nsnsymendiu lausshvs
saondndymiinfviiiullouu . Aaduaunsmidesenlunaninusnvesinnuials
furidunisufifsnsfadslnsanizvasndveusun fornduauddninelninialzuuy
“Buiwsaduila”

MnUaneasanamssei 19 Wupuan fauga o vesdady sULUUTBINUAaUy 18
lpfinsitan Senudanunnty wanlw winens vannvansuazvslnaindausluodin
oAU sUdnuwannuudanluudinany duridunsmaifuguumenisfine auan B
yaaes  Adlmug Ufasauaguisruuuaanadnidesmedauuusaiunumdnininis viln

AngusuuAaUesUsssulnuaudefalsuusssy aunserdaduegiugliuy ans nsuandean
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AUFUNTE 13U Uad Alawrirustg dMauuumiloudss Aunioudds wiledds awhwusssy

o w

nszUunsTuRAeuAaUralislnudidfgy laun Bumsaduiia Enamsatuilan svsuinanien
Svislwies dnSaRnen dvswileads SvSuwiuusssy wan Aaduateluuiinsdvswa lawn U
Tua Jfaly (Pablo Picasso, A.A. 1881-1973) 1%a Aufuan (A.A. 1866 -1944) 4181198 AA
(Salvador Dali, A.¢1. 1904-1989) 11%i59@ Av04 (Marcel Duchamp, A.¢. 1887-1968) “a< (g ude
é]gwsﬂima%g, 2566: 5) nufalinan ladiunummaBuuusuuusAaUySusTLILANT

nileAnassy waylaiausuwuufauglndamunannane@aluneusingiuiney

anutu:lduvavAaU:alstnu

asulnedantla feil Aauzadiolnlaeuidnunzddy 4 Sy nanie 1) ufaus
fifinsladanlawarloiiulseomn q 2) Snsuanseeniiagsauassunsaiiduuusssy 3) fns
dmaunfelng wu maedeuln nauaziiuil uar 6) Ufasnuanszuavdnuazimatauuy

[

faLdy (DeGuzman, 2023) @ea1unsaasuiule fall

1. mslvdianlauarlviluusomung eni dvdusevivlagavds (Post-mpressionism) Ly
NAUYDY Uoa WU (Paul Cézanne, A.A. 1839-1906) My W fon (Vincent van Gogh,
A.A. 1853-1890) 8093 WAd (Henri Matisse, A.A. 1869-1954) 4@

|
L5 . i) -

; ft 5 p'S
2 i) gl
mwﬁzl

The Dance by Henri Matisse, 1931
u: amanglag Wag Aansuselasy (Wlew)
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2. mmamaaﬂﬁ”’a'gﬂmmmgﬂéwﬁm‘jumuﬁssu mmsaLLamaaﬂﬁngULLwﬁwau
FagUuuuiaunsssy (Semi-Abstract) wu dvduianden laun wasuves Unlua Il (Pablo
Picasso, A.A. 1881-1973) ¥5% UM (Georges Braque, A.A. 1882-1963) U89 wlaLaLy (Jean
Metzinger, A.A. 1883-1956) nsuanseanluguuuuimniornuduasdludvziniesss (Surrealism)
WU NAILUEY $187790 A3 (Salvador Dali, A.A. 1904-1989) 1504 11n309 (René Magritte,
A.A. 1898-1967) *Ia* La¥MILANIDBNFULULLMSTTUTLAnIRMETiALSY B3AUsENOUYDY
A LLazmﬁLLamaaﬂ%amwaﬂmmﬁﬁﬂiuummmﬁu WU HALYES NTA AuAUAR (Wassily
Kandinsky, f.f1. 1866 -1944) fin uoum3ou (Piet Mondriaan A.d. 1872- 1944) \Jufauziuy
UIBTTITAGATI OSBRI TIMLLAUNGTIY (Abstract Expressionism) lankaL
03 uindu woadon Uackson Pollock, A.A.1912-1956) fiFunan “fusiumdnsnssy (Action
Painting) HAILANINTTNVEY LOANTN 34@5 (Edvard Munch, f.6. 1863-1944) Lafiou Tae (Egon
Schiele, f.7. 1890-1918) Jatau e Alla (Willem de Kooning, A.A. 1904-1997) 18 Huau

AN 5

Jealousy by Edvard Munc, 1913
1 pnanelag Wag Aansuseasy (o)
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3. dnsdanndalug wu Msedeuln nawezun Aadualylrumsdiniudn

v '
a =

dase ummmaammﬁmaaﬂhgﬂquﬁLLiJaﬂlmJ' 5’;&1ﬂ'13?‘1"13’;a|,1,u’;ﬁm1mi€] W nuai
Aadufn neasg Lﬁﬂﬁaﬂzgﬂé’ﬂwfﬂmi Aensiedeulmlurisiinsauazdundeuly wu wa
VB oA WYy (Paul Cézanne, A.¢1. 1839-1906) Auwum Wi Aon (Vincent Van Gogh, fA.A.
1853-1890) 113a Audan (Wassily Kandinsky, a.d. 1866-1944) Unlua Unals (Pablo Picasso,
A.f. 1881-1973) 9845 Wdd (Henri Matisse, A.A. 1869-1954) nanIw ﬂ'%uﬁ (Gustav Klimt, a.A.
1862-1918) ¥1unas A1a (Salvador Dali, A.A. 1904-1989) 18~ anafinisuanseenaInviais
SULUY umneMany

m‘wﬁ 6
Montagne Sainte-Victoire by Paul Cézanne, 1888-1890.
u: amanglag Wag AansUselasy (Wlew)

a. ﬂﬁLaﬁqm?hﬂsxLLa‘wé’ﬂLLasLwﬂﬁﬂﬁgalﬁmmwé’ﬂ%wmi vanuiuuinaidounimil
RerfumaungBossmPinansiyu sssumAkandonty q W wu wauves lnan Tuiy
(Claude Monet, a.f. 1840-1920) L@@m% 14 (Edouard Manet a.A. 1832-1883) Uoa LA
(Paul Gauguin, A.A. 1848-1903) ‘U@%‘U W31 (Georges Seurat, A.A.1859-1891) “1a*
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Fadufierananlann RavvadeluuumilydonnisasnsuRalsdaungaenans
ASanAmISTER 19 quiinansaanamssedl 20 nanuiidnvanduana vadunisdsuutag
Tanviaiaesdady Lﬁummﬁmagﬂaaﬁ&ﬂuﬁﬂﬁ“ﬁg é’ﬂwmza%"]é’mamuﬁaﬂuaﬁdwﬁ%ﬁﬂﬁﬁ'%&n
Tnnoumelanmiguonamzau  Hensaumanuiuiazandaniauluumeauazinaieis
nslua 9 wlanluanida Aauzafelndedisuuuuianzvesfaluunaza unazngu Ssiiuuafn
weila 3En1sTikanansiuesnwannraenIsLaneenavasneunuUszulslum Ly
SITUNR, AWINADY, AN M IRUVIBUARAN1ITNNDTTUIVBRATY 1A% nMsatuauuuAaUs
1aiﬁiwﬁ’ﬂa§1j17iﬂuu%qu%maﬂqu wanansanevauenalsrvulagiialy gzaawmqﬁ’mén
AauzatlnuddinansenudusmuiunenshisssuiausssunnsueniuuasSinaidninane
AavzndsasieluasAauysuateludagiu

a0 7

Heavy Sea at Pourville by Claude Monet, 1897
fan: nwanelee Ridg densUsiass (yTou)
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msJosssuldgfAauvznavalstnl (Postmodern Art)

NauzAavradelnuninanivenulasiduynuiunnuiesesd aunTENINeYNNaNemsan
ANIIEN 20 (A.f. 1950) laAnnisiadeulmmefiadzsesenlnunSuiinistawesaziu]isen
panuNUUAaUras sl AnTuLNTIUIY wReRausiindulrutisenin “Favsuasadialny”

iEuIuTesAaUsndsasislnuBudeimanAatsdvBafiaen (Dadaism) Tadunguyii
gAsN 9 vasRaUyvdsasilny SvsRadzdananifntulurismuesanamssud 20 (A.A.1916-1923)
amrmdumneniudseuuaznginumanunuvesdazuuudaiuiivonsutuiily  Tagly
Aavnduedesiielumanugpoyndsiinedunluefin misuunnnudnfauylugaiieaiu Tnen
migi’mqﬁ’]L%ﬁ]gﬂmiﬁgagwaiiﬁmamuﬁaﬂz ﬁﬂﬁﬁaﬂzﬁﬂwmzﬁ’méngﬂé]'jqﬁ’]mw@mmmuﬁm
SufeiulanvesfatzuaznelmAnnsanifiestuinning fosnary AaduridSuea wnswa
Ave3 (Marcel Duchamp, A.¢. 1887-1968) fusasde 13’1‘1/! (Fountain, A.f. 1917) UsgRunnssy
di3a3u (adaane) laandouans gues lalndnsfnenuvesfaUsndsadelmm aunso
JunuinisisemanvesialzndsasitininazmsdsuuasedlanunsdaUzaziinisindouln
LﬁaL%ngﬂﬁsi’amamg?iaﬂwﬁﬂm (Artlex, 2023) WAUVDI QUDS Lﬁuﬁgﬁﬂﬁ’uamﬂmamuﬁqm
Readymades %aﬂuﬁwﬁmaaﬂﬁm%maq wasualapisvestumiuntsfalzidan il
Vieufal (Conceptual Art) LazansaRn1nn

Favzafioian  uruiumsmsRavsfiduanuSsauasnsassassananuiiiay
pannvany wuarwadliveseduamsyana uaddiviouty Ao vaundlumsaulngly
Aavzifionisuszandssdu uandu wies 0none veuaTwimey s iluasdulsdnuee
dnauvIBNIMLasdBAaUreg Aaduafaadufaluluglsuiivansan vaedond lae
mnzAaduiionduey  ilesgin Uizmﬁaﬁ‘mLsaas‘LLauﬁléjiauﬁaﬁumﬂmmqamsm‘laﬂﬂ%ﬁ
1 ﬁfﬂ,ﬁl,ﬁmamwLﬁaﬂmﬂuﬁqm AL UsErsuinmuynvenn dmiuluananuuesaiae
sztumsth@auzdvdeneg msausa UL ﬁﬁ’a@é{"}L%ﬁlgﬂma;wqaiiﬁwamu Aavziuipn
sananilaunvenelUlutssmaney Aadu wu wnsiea gues, Wsesda nude, Insnsvdiuaa
Wy 5o Amsnsymeuitu  lehuwdedinanlumeunslueiinmauduafmaludsise
AatzUszanilen (Pop Ar) luglsuanufnves Suns wsems nivdfuaa vilwindvdinie
3¢ JaUuunAnAfRnIa HailsvsnauddluFesnsassassrnuiiulan wnnuuawagnslu
aruauladuanseuq §1 Susuniamen eethailssufioasmanuiaUsruadiludagi
(dadineaniy, 2541 90-91) AavzARnIA ﬂmaLﬁuﬂizLLaé’w%mq%aUzﬁm?iaulmiﬂé’q
aIaUaa’m’mw'; wu Tuth3a wesau 8md lesuaun LuLﬁaiLLawﬂ am%amam I8 LNSIZANS
fanameoureidasua linguetdulumsanany nuimen LRy 9 de AR



wazmsiilesdeasralunanufalzafiningnassassaanisfaivanvaty  ludrintandmsu
nsSeassanagludneglunsouin dmiuatugunisninveranulaaseanumngluy 919
dwes Jngossunq lutdadszarfuansadunanufazle Wisnhuaadeuazdawans iiunu

FouFenanilan sULUURaUziduLle s ndvEnavesainian Fuflvuaunsms
Aavluaenang %ﬂﬂszﬂaugaagﬂLmuﬁaﬂmmaﬂiﬂﬁmmma 919 AausUszrilen (Pop Art)
AaUzailuviru@ad (Conceptual Art) Aauyanlien (Feminist Art) Rausvesdadumyuyrnsangy
(Young British Artists) fiatznsiinas (Installation Art) et (Multimedia) 3iloo13m (Video
Art) uazfaugnisuans (Performing Arts) a1 %’ﬁagﬂmﬁwaaﬁaﬂmzaaﬂimﬁL%fsm'h “Fiavy
n§artelv” Tnefidnwasill fo mslnmuaulansuanseenmemaiin  n1sas1eassAan
i’aq&hm 50U 1 aETes Sesln Wsesady (Otto Freundlich) Fe1u n13dnesaUseneu
(composizione, A.A. 1911) lensaerumang auelalue wu e1slsvemuesianude
Wiowduesnuszney

ﬂ’]‘W‘ﬁ 8
Composizione by Otto Freundlich, 1911

: pmanglag Wag Aansuselasy (§sw)



yanmsdaUy Aatznisuans ms3lwiAa (Recycle) sUnuuLaziuIGasluofnguIUNTAs
afelnufion Wunmsvaneiunsssmnadadzlusfngfausdvsnatnmsssuaiodon AaUymds
aelmdafntudionovauessiwmedvsalilnhidomdnduusy Rnmumsenamssdn T
n1E1u Aseud unsdauslualurisaimdmeseniaud 20 Samuamssedl 21 (il 9)

1920 1940 1960 1980 1000 2020 2020 1940

@ POP ART c. 19708
c. 1550s
POST-MODERNISM

im
@ . 0 > 5 e @ :
c.1965 CONTEMPOARY ART

1920 1960 1980 1980 2000 2000 2020 2040

AN 9
VI8 1909A Uz vadasie iy
111: Generate Al lag &g AansUselasy (Generate 5 §ua1AU 2568)

anunulawizudvAaU:Kavauutny
wusUwuuAavznelaunfnesfialsrasadelnuasiisuuuuiviainuane  uadfldnuoe
Q.Il ! % o dy
9 TJueusgnissauiu sell
1. wwiAnnenuwatien avsvaadislniuasuuinnin dsngnaewielsinedly
AsaseassAUAaly Aadunasassluulyninanniausssuatedenasassaanuaisninnng
1sunseuaiodarulutInuse Iy wu vilsdenisgu lavan uaslnsviau

2. wyilen \uyanunAaidanuuanaennuunaaludsen cudalsndsadislvuidunis
dmaundefitureuisiuamuduiiedenide o msdamwenduguenanavieiduiiss
nsmRUALBINEULIANTIN Aatzmaiuunnuaiadeingide fe anudaau Aausudsatslvaie
sawuesiiiuendnuuesdaluasiunussaunsaauyana n1siAuTesuAaEYARa
noUsTAUNISAUEATN

3. MUsERUsTiuarn1nAnd AaUsndsadelnaglafuussiunalanngUuuudady
gAnouq wu dvSieunmuuuuianien (Cubism) dvSnileads (Surrealism) wazdvidafanan
(Dada) dvdndsadislnalsuumisiinansuilunsasanufals wufefunamulsefuinss
Tadaanensvidonndeuves wsiwa 7709 %o “‘5’1‘1@” (Fountain, a.A. 1917) Fadufinnides
fuludsmududiunnn Aavsvdatelmien laarmasngnisameinguazuunfnitognegla
TRIUFITUVRIU (MasterClass, 2021)



Aausvdsatelnlanseunguisiifion Lﬂugmwuﬁguﬁmaaﬁaﬂs WU InsnTIy
UsRunnssy amane ualesadanndsie (Collage) NM5maUsNaU (Assemblage) fia N5t
@0 3 ffumeUssnoufy wu ulszRuinssy  n1sdane (Montage) nsyiies (Bricolage)
Bricolage f® mﬂﬁﬂmﬁagwaisﬁ%uiwmm’a’a@ma g ﬁagﬂﬂéjﬁﬂﬁm?auwaqmﬂLﬁummﬁu
wn-theen veeUsuAsy U%’Uﬂqﬁ%ﬂm n51BuBy (Appropriation) YeufuinSassAlva fauy
nsilnee (Simplification of Art) waz@aUzn1suans (Performance Art) \loasemumng
voyaluidadn Wenseaulnywulalaneuiunanuresiasndasiolya viamsthuwin (deas)
sULUU (Styles) uuaFaa (Theme) “iav 9nefmiftonsnsrvdeulnunonisthantalvluguuuy
vesfaUzuuundadislny

AaUuRnsvanswadoAau:navalsliy 1ona1iuwy fail

so109m wnvwdsn  (Robert Rauschenberg, a.f. 1925-2008) iduidnsnsuazAaluy
nynemewity \Anfinesn 015mes (Port Arthur) 3guiinda ansgewdnn aunisAnwiann
anUuAaUzuauda®n (Kansas City Art Institute) @antunis@nwigiden (Académie Julian)
Inerdonudnununy (Black Mountain College) wsfvaneutnAnAaUsuneineesn
(Art Students League of New York) swudsnerfonasinauluiisesndfazuunizuaUin
$gviansnn iduAadugmsdvinauarlafunsenlndudadundsadelmueuusn 9 Tumuasmn
LLu’mﬂwﬂumsﬁNmﬁaUsLﬁumimaamm’;’aaLLaz"?’%miﬁﬂmuﬁaﬂzﬁmamwmsﬂ;@%aﬁ’u

Frwdin asasaaUAaUs A VaeFULIUIRaRTEBR AN TIVANAISTY 1T
snduinanssu UseAuinssy amfiaw nwae uagnnsuans (Performance) 1udsnysng
flunisAadzewifilunanafidnsusvawninadnamsaduiaiiduion) uaznasnnis
yhausudanlanmedanssuuduaunnauuulning LLasLLwa&hwaqﬁaﬂuéﬂgﬂm@
uazuanseanianuosasiui fadusuvesnsilaiumssneasainauiunistu (MoMA, 2026)

195 quwaﬁﬁ? (2558, 491-493) Tanands wudin T WuRadufiausuwidalu
msﬁﬁmwé’ﬂmﬁL%&Jumwﬁﬁy’aagjﬁugmuuﬂiauﬁmﬁw isnanadsn Iﬁaﬂﬂgmmeﬁ@amﬁagw
sUdnwaRaUzuulmimemairfagdsasuatanlslunisarsassanany diauouumalu
mensassfaUrandsiinudiut q ImﬁLLmﬁmmsa;NmamummLLmﬁwqngﬂﬁmm
waudaaunslndlnunaansAaUsaIenITas e UaI8ANLAR NNV ULUU AU
nsgatninsalaGenuuinures 5wwdin 11 New Dada %3e Neo Dada Taqiiu fe Aiavy
Usyandley (Pop art) dmsu 51wudsn Bennanuaeinum “3nsnssurauna” (Combined
Painting) Immiﬁ’awmsJﬁmimmﬂizﬂauﬁ’ﬂmm%mﬂﬁuéﬁasm WU HaTIUTe “Monogram”
asstuszmned A, 19551959 Usznaumeunyasin enssasun waslilviuazunasnm laih
inUginUzneiudunanufale



tfn3ans0l 8e3n Wou gssfutl Jorg von Uthmann) ananfwasudinana Wunaay
fifodnnniiantunis wasrwdudlaadunddofunsnfleiulnan (Huffington Post, A
1965) Iaedl wousa Saunu (Pontus Hulten) ladieranuiadzdudinanlufioavadblufifis o
asfelvaluamenlaau

AWl 10
Composizione by Otto Freundlich, 1911

0 nanelae Wag Aansuseess (ew)

wwwdsn 1anN191RadninreInskanIeaNTIuILEI TULAE TIUNEBTIng luTIN
U 31U TIN5 ETIANUAaUENEENIN "NENNEY" WU HaUTe “GUld” (Rhyme, A.A. 1956)
~ a o a ¢ o ! . ' d' o
Tiualninuuiunlu udananu wi Retroactive | (A.A. 1963) SIUANNIINFBNIAYU WU
wWunsidalendluug Iudvnuavsvesnu memaianau Ussnoumedungiy, wln, nsgan,
a A s a a o s oY Al ° a °
Amaau (Enamel) wnshinuazdnediwasduasisnuuiunly siwwdsn vnaufalsdusiuiu

Qy PRy « c‘l’ 9 A a o @ s
UINVALFUNTAUINNLUINUUY “L5AA” (Readymades) vivefalzdiaguves inswa
Aves (Marcel Duchamp) AENITNARBILALAUNYINMUNFNY YBINTATIETIANURAULIUBRN
pg1aauds wwwudsn JadunildluAaduaudifuesnseuanisndeulnvesdalsilonian

Fefusagulan wuwwdin WuRaduglafunisensos WuRedundsasislnuey
usn 9 Y83RNIsAalzaIAY wive “Aaldunuinnasy” ﬁ%auﬁméumummﬂmﬁ Tun139i9nu
AaUzuruenng 4 Sunainuaie Taun Insnssu UssRunnssy Awiaw nwene Sonduuasals
MSUARY  LNUIUNIMNNAITTY ﬁ%aLﬁmmﬂmsﬁﬁaﬂmﬁaﬁmagﬂqaﬁﬁwamuﬁaﬂz%wﬁu



(%
Y a

AT “a9 1 uN13aTNasIANURRUL L UUNALNAIUTENINNIRSNTSUARINRNUUTERLNNITUENY

' ' [
aada o

fi#fGunn Combine Painting InesandAswedluiinysydviuunduianiionsassnufals
uenaniiureunshaufauslusumie Ready Made vie “Aauzdifagy” Aifuurfnmn
1NQTeY, WasswudinesnaIn “wufnn suamazmileutulanumannutuatannm
dlesiuasananlanuisnnudusse” swwdsn Toviswane woud eslea (Andy Warhol,
A.A. 1928-1987) UN815A 3UABT (Gerhard Richter, A.fl. 1932) lBAsA 38w (Edward Ruscha,
\in A.A. 1937)

waud 293lsa (Andy Warhol) ifnfifinnaidsn Sgmufarile ansgenin aa. 1928
Fedin aa. 1987 fiagein Uszmeansgeusni iudadudymfowsiu wwnuduwuufas
Uszanilon (Pop Art) SanuinnuAnanssy, amdium, UssRunssy, msmenim, éﬁﬁﬁ’umwaumg,
TUsiwes 1eslealnsudnsnaan sedsn wwwdsn (Robert Rauschenberg) wiaLUas 0%y
(Jasper Johns) 1@ 999 (Marcel Duchamp) w597 amaan (Frank Stella) “a<

J0slgadiSansFnefaUs i inendesiud waaew (Camegie Mellon University)
Tufinnaidsn anvmndveial (Commerdal Art) sewnsiidnen eslealawnsiuianssuady
wusastelay (Modermn Dance Club) wazasnauausluens (Beaux Arts Society) SAuaRn5e
Fruvsgsuemshefalvesineasiauzdmivingou lonnwundneansd ae. 1948
waznmUszneud A 1949 TudifieatuesisadidansinuRaumanstaudin av1nisesnuuy
waglaeneluineesnds uarBuordnnsanmdsznausasnlavanasluiineans

@ >
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Awil 11
Campbell’s Soup Cans by Andy Warhol, 1962
fin: https://shorturl.asia/boUez (@ndadle 11 na1AL 2568)
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'JaﬁaaﬁaiwLﬂuuﬂﬂaé’ﬁfyﬂaﬁaﬂzﬁvaﬂms‘m Y1reuEiu nanudunisdrsanny
dutusszmnenisuanseanmnsfay mslavanuay Tausssunifedesiniggadodunmssy
1960 lnsasoungudonainvats laun n13nAaw, TaRaniu, AWM0IY, ATNEUATHAY
UseRannssy wenudufisinduinniian loun amdumenluade  “nsedesguvasuauuag”
(Campbell's Soup Cans, A.A. 1962) u13au AUAY (Marilyn Diptych, f./.1962) SRS
wuvnaeades “dulng” (Empire, A.7. 1964) Way “@11 9 wad” (Chelsea Girls, A.7.1966)
naenIuRansTUINdeafiiie Exploding Plastic Inevitable ( A.f. 1966-67) o N1suan
pupan was 3 des Tuunsenmeunsuuniiddanaadunngiuresnisuanan (Tate,
2024) toslsadudauanmanuisindausnlud aa. 1952 unluvszauaudisa noundn
dnssamanauadausnlud aa. 1956 uasiinssanissounddlud aa 1957 98+ Snunnune
HaTUIeeTleatinange iy “Silver Car Crash” 1718la 105 auimdoe (A.A. 2013) ua “Shot
Sage Blue Marilyn” m1gla 195 amuwvidegy (A, 2022) Fadunsuszyaunsiigauesialuyn
L3N Tate (2024)

reslealadnagAlofiatzdio “The Factory” (A.fl. 1964) fionsasnenmyananieddy
anlavesnudy wu 3n udnines (Mick Jagger) 13aw wouls (Marilyn Monroe) wazloBus
newaos (Elizabeth Taylor) 1035lsa lanpassassnmeunsiazinlenisa ddlunaineun mnani
Ussiduitazmosnniiiesitu aghlevesioslen The Factory lufiheesn lanaerfuuvassiuyaaad
ffadnmosussadynvy, thifeuunazasnd, yiteideduseaiyauasnguiunnufady

fedudananilan seslea WuRedufiasneudsauesnmsslunssnneonisuaniaania
Insnssn Mafumdaaniu man Imaﬁ'ﬁzwmﬁmémﬁluqmmmﬁ'ﬁmﬂ%ﬁuwaqm mewadiang
funuslv ik screen) Fadunszuaunsnanusn 9 fidntunitenisuanduailansas
110 9 uve 193len fjuuuAaUsdendss wadalunishaulanengludounasgiues
MsHARTIIuINNeERENgTL J05lea ﬁa:ﬁLﬂuﬁaﬂu%uﬁwszﬁUﬁLﬂagam%maaaL@J'%ﬂ'm'%a
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Abstract

This academic article aims to 1) analyze the memories depicted in villagers paintings
in Ban Phae Din Daeng, Hod District, Chiang Mai Province, regarding the past lives of
villagers living along the Ping River, and 2) to disseminate and document these memories
in the villagers paintings prior to the ecological changes in the community resulting from
the granting of concessions for sand dredging from the Ping River in Hod District. Simple
shades and lines in this series of paintings elaborately represent cultural ecology of pure
authenticity as well as unity of the community as the origin of the local history, art and
culture.

The 7 paintings in this paper are the products of qualitative data collection in
the research “Echoes of ecological change in the Ping River Basin in Site-specific Art, Hot
District, Chiang Mai Province”. The inspiration is derived from life of Phae Din daeng
Villagers: community leaders, elders, fishmongers, fishers, and folks, who have had strong
bond with the river ever since their birth.

The analysis of the content, composition, and form of all the images reveals that
they all express the interconnectedness of people and nature. Various locations are
depicted as “meaningful locations,” particularly the “Ping River,” simply painted from
memories of old days, which totally different with current changes that have negative
impacts on the community in various ways. Therefore, all the paintings demonstrate a
collective consciousness that the people in the community once shared. This paper is a
voice of the community to communicate their problems with the public, academic circle,
and the stake holders in the sand mining, which will positively contribute to an agenda to

tackle the environment issue in Phae Din daeng Village in the future.

Keywords: Ping River Basin Ecological Changes, Sand Mining in the Ping River, Painting from

Memory, Cultural Ecology, Collective Consciousness
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Abstract

This article investigates the role of natural materials as embodied memories of
devastated places, analyzed through a phenomenological framework that emphasizes
the process of unconcealment the revealing of truth through states of material and
environmental fragility. Drawing on the works of five contemporary artists: Eva Hesse,
Montien Boonma, Richard Long, Kazuo Kadonaga, and Wolfgang Laib. The study examines
how decay, transformation, and material dissolution function as mechanisms that disclose
the hidden conditions of place.

The analysis identifies three key dimensions: (1) Material fragility, which reveals
the intrinsic instability of substances that crack, dissolve, or transform over time, allowing
materiality to emerge as a trace of temporal unfolding; (2) Landscape fragility, manifested
through marks of walking, cutting, displacement, or erosion, turning the landscape into a
field of world disclosure that is accessed through embodied encounters; (3) The memory
of devastated places, in which natural materials operate as long-term substrates of change,
making visible the latent histories of rupture and disappearance without relying on narrative
representation.

The findings suggest that natural and fragile materials function not merely as
components of artistic form but serve an ontological role in revealing the shifting relationships
between humans, materials, and landscapes threatened in the contemporary world. Rather
than signifying weakness, fragility emerges as a productive force of revelation, enabling
contemporary art to open spaces for remembrance, recognition, and the re-negotiation of

human earth relations within environments marked by loss and transformation.

Keywords: Material Fragility/ Landscape Memory/ Devastated Places/ Natural Materials/

Phenomenology
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Ana Mendlieta, Untitled (Silueta Series, Mexico),
1976. 33 mm

Earth-body sculpture.

#iu1: (Best, 2007: 68)
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ﬂ']W‘ﬁ 2
Eva Hesse, Contingent, 1969. Cheesecloth, latex, fiberglass
fis: (Henderson. (2020). Women and Sculpture. Livi Henderson.

Retrieved from https.//livihenderson.wordpress.com/)
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Richard Long, A Line Made by
Walking, 1967.
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Richard Long, A Line in Bolivia, Kicked Stones,1981.
Richard Long, Dusty Boots Line, The Sahara, 1968.
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71417: Nonaka-Hill Gallery, Los Angeles, Retrieved from https://www.nonaka-hill. com/search/?search=

Kazuo+Kadonaga

Wood No. 5 CH (1984) vhannneudansuualuaielauinetiiluamunseuiunsids
yvognaduszuy Tamsin nstuda msmuauawiy wazmsUasslnlunesy Aateussis
IpllR ﬂszmuﬂﬁméwﬁv‘iﬂﬁﬁaulﬂngﬁagﬂmmLﬁuumﬂ'am Wasudusunssitluiedios Using
duausuasduluiafsmiumstureuesturulumsssdine) Alalumuiddaly “Ges
UsePunssy” Tataauysal undu “Fossgiivimifimdsunngs” Ssaeveudsanzvasanii
luffusuasuarluannsomueulavianun wiseneneudnmsiunevinugnisnsesdlsini

Tunseudnvewnsiiu lawnines Tmglulafieuvinedissann “Gdu” unain 35

Msngees” Tulszaunisumssugvesuywe lu Being and Time (1927/2008) lawanines
25U

Soil and Natural Materials as Memories of Devastated Places....

198



“n1sinseegvesdmilnensruiuns  “madawmedies” vie  “msludnidn”
(unconcealment) YBIANUITIMANTULOUWTUDY NTNFVBIANTN LHBUAN N T
Weawuannmsluaudy Jevhlmsuiiuanuasednaunils” Heidegger, 1927/2008)

F991nM3ANYINUI NsuUsIUvRImeudasly Wood No. 5 CH Hanwazvednis
aaeen N13Ead waznistadeanlulavinlnly “nanedufads” lugusgunsaiiadoauysa uwn
yiilaalal “Uiﬂﬂgslu%mviaﬂ‘mmaamaﬂusﬂ” defiuansoenundsliludunsudeuntasian un

Lﬂumﬁmmumaammmwmmﬂamaamammmu FaaennaeeTULLIAAE eI IAHEANLTTS
vaslamninesinenss

uenntu wamensuesileyuBunonumoudnsvuae il azdugieenulusiung
funsnoglushaans seegu sesuen nstneivenauly uazdulufidesweuiuiy anudu
%aasaaﬁﬁﬂﬁi’a@ﬁu%uﬁﬂmEJLﬂuamwuaq “Qﬁﬂizmﬁﬁ@ﬂéau” uaziUAsuntadlumunan
aruUszusluiitddailannefinindemerienadount unfenszuauniaivdsulvead
doluies wanmaedulugeafimauussuliuazmanuausssumigningiesiaduszuy Tunaay
sqmﬁful,ﬁulﬁ?aéw%’mLﬁ]u’j']mimu'mzhiﬁmﬂwﬁiugmz;;mu@mLLG{Lﬂmsjwﬁm uvisuidnng
Foululnlauladasmumungymainguesiaiues sessesfiiatuiafteulatunaiAaduiu
suefimaasunladluioliesinaneundnguresanulusiuasiifeglulanngesnaman
Aodlalln

mssaesnivssmAlunuvesalaungddalafngn  madouuuugissne” mouen
wnAnnanudugivssmafiogluilues sessesiiiuenafioulaiuduiufiventss vedan
wilufitifeUss¥ivesaans madiuln msavauussdu msuada manemNty deisungn
uidundelurnaiysubusdgtuenu Asaennassfuuuifausingnisn
yemedlawnnesiinana Tagiilv “lanvesiulsingeonin” kuannzvesnmsssey luly
udydnuaiiiiywsanatuaimun - ualsnietngishmuniidamennuaiwedannae
mmaqmumsﬂﬁﬂg (unconcealment) (Heidegger, 1971/2002) wnnnasduesosionans
avuvanefiradunenenilanly

uenni nmadarslauuiulussunudinnn aunvsneanuwedng viedumuATNET
voaau faiilumssuglulafinnnnsuesainszerms vidossesuninaifigaudats uniie
M3 “ogmanfuiig” meTunmevesTues mudiiusduauasiuiiiistudeaionis
ilugiivsemanteq gelalafiososssinnssuly uwivileurdsdmnanuidunn semuen
LLangu%uﬂawuqauuﬁaIaﬂ LLJ&'}%&W@%Lﬁm%uuuﬁaiﬁﬁgﬂﬁmﬁamuﬁﬁiumaLﬁﬁﬁfuﬁmu



Soussnusmesingnisaingn Wood No. 5 CH AsliladuifiesUssunnssalad
Fosogluiiuiunaine’ undu “giminigluining” Ardudaumslmguueadiulanlusymi
Unfiorasiasly  dddasviausgvesdeudunalauneshinaasnaneduiodifoussvenm
melusaznanieuen 'ﬁzwiwmﬁLﬂﬁaugﬂmaﬂﬁuamﬁm%ugﬂﬁaaﬂaﬂ ms'%“ugﬁuﬁms‘ﬁyuuw

03a5y prululaiuiiosgunss uaiiu “an1zesnsinseey” Inmaaindunnuielunsimiun
DR

pevel AruUnzuadsgivialunanuresalaungdalimumnsunses i
fignirmelnssnueuieaiulunuvesdni ase widuaudnzuisiiegly “nzns
ulanvesaans” tee Aoanalusiuas nMsuUsEsu uasmsnaneivesussiissseglunniu
awveddan dunszduganellaufessdunivsamasunalng  senuienodayuuediln
psgviin piviaulusuiunesegnisuensiaell unomegluddelumimeu vislusesidng
fimdsusngeomenluneduila

nanlagasy wanuvasalpwngshlnanlaneruseudlaladuisinemaniaes
yiFesouuss unidunngiugruresnmsdsey wunsiedeulmiion &n uasmesselvgmuiy
fugmemues wudeiuilewninesnan “Asigessunniign snfedsfinelansenunlasens
Andafian” manutudludisaselanvedly winelmdiu “enuduiusssvmeyes Yan wa

nan” Tugiugnseuiunswediu nseuINnsIMaLinTureruswaEnsoullasugUogaue

Y
A

3. AAUMTITIvaINLTITignYinane n1snafdlavesTaguazisnssy

A wesiuivignyinaesnlivaandostlusuvesiig LLmJﬁfm;ﬂusaﬁaamﬂiwvmq
fianvesnsaumR 1w avoounasmenly @ muuwmgﬁmﬁuammma A3s9ey wagnsiUABuLUAS
voapivsuinalnosasndenseu Tanwanidiegnuenesnanuiunuuazinndandulu

nundady Jsluludissnisefouseian wadunszuiunsilwanunssweslviauniagyme
“UsINQUUBNATY” HIUNIINOAIMNYRIAEANT

Tuysmeswesideu nsvurumsdnanidnuuzaaeisnisy lulayuandedlaonss
Lwiﬁ'fh;?i’qﬁLﬂiwmqﬁqmﬂﬁumﬁamuzLLazLﬁaﬂuizﬁuﬁazlﬁamﬁqm Na91u Pollen  from
Hazelnut wesganids Tau (usesnsiidanuresnmsviilutansssuifunulsimdn naneudu
‘ﬁyuﬁsuaamﬁﬂﬁ']ﬂgﬁ';suaammmaﬁwLLaxmi%Ug



e lay (Wolfgang Laib, 1950- ) duRadurmatoruwesiu giauiutan
ST LU A2EBUNAT 917 Yual WAzl 'i’lﬂ’ﬁ’]ﬂﬂ?’]ﬂﬂﬂﬁuaﬂL“U’]LG]UI(FH]’]?W]?E]UWYJLLWV]EJLLa‘“
Usvaunaadnadnsssuniluteodin uwnediSansinyinunisume unlatiFenagiaaums
fanarlurisuanevassy 1970 WoggRauslugiugmanumarnimeamamsey kiutan
fideune Wazu uasideulostuiginsvessssumiuasTinnse

Na9UYA Pollen from Hazelnut Guanlud 1975 Wunuan uandmdiunnisvhauiy
inasnenluvedlavlulyifanmany unienszuiumsiflasEsauuy “AEnssn” ee1unass
nsllundivieads uinaseeiiefunety washinmufmsvessssund viluan
sssnmAnaneiiusessesvesnan mansedi uasnseyswiulanludnuaedidunisiin “ns
UFTR” nanevduinanedidalngiviemeslugiuuuiilununisasnadydnea uisudone
vosnsnsevhiiaihiase SedennnesesnsinteiuudnvadlamninesiFes “nadamemiuTie”

fiAnnmasgTauazmvingn lilsannisuoadiosdiaufiu (nmil 9-11)

[ ~—— ‘
ﬂ'TWﬁI 9

Wolfeang Laib, Pollen from Hazelnut, 2020.

77;1/7 Schmidt, M. (2012). Wolfeang Laib’s “Pollen from Hazelnut”. Architectural Digest. Retrieved from

https.//www.architecturaldigest.com/story/wolfeang-laib-pollen-from-hazelnut-moma
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Wolfeang Laib, Pollen from Hazelnut, 2013.
17 (Museum of Modern Art (MoMA). Retrieved from https.//www.ws.
com/articles/SB10001424127887324539304578259744275661164)
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Wolfeang Laib, hazelnut pollen collected by the artist over many years..
717 (Museum of Modern Art (MoMA). Retrieved from https.//www.wsj.
com/articles/SB10001424127887324539304578259744275661164)
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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.'
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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.
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