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Apinan Poshyananda
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Cornell University, Ithaca, New York, U.S.A.
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| am particularly delighted that Apinan Poshyananda
is showing his contemporary art exhibition, Blue Laughter.
It is refreshing to see Thai arists excelling at their work and
constantly being supported by various institutions. This project
continues the fradition of commitment by the National Gallery
to show work by outstanding contemporary artists. This is Apinan’s
second one-man show in Bangkok following his memorable
How to Explain Art to a Bangkok Cock in July 1985. Apinan’s
project continues to promote and disseminate contemporary
art both at home and abroad. | am especially pleased to
learn that Blue Laughter, part 1, was so well received when
it was shown at the Herbert F. Johnson Museum of Art, Cornell

University, Ithaca, New York, U.S.A. in March 12-31 this year.

Apinan’s art is extraordinary and challenging. He has
incorporated the use of video monitors (video art) with mixed
media as part of the art in process. Apinan delights in
utilizing art with mass media and modern technology. |
sincerely hope that artists and viewers will find this show

beneficial, inspirational and entertaining.

I wish this Blue Laughter every success.

Q__S;CIOPG/MI Sﬁggq

H.H. Princess Sudasiri Sobha
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SEEING BLUE WITH
APINAN POSHYANANDA

-I:rmugh a television screen filled with pulsating waves
of blue light, the face of the artist, Apinan Poshyananda,
appears, Chords of rich, deep laughter rise from his mouth.
The sound strains away. The screen goes blank and the walls
and ceiling in the National Gallery of Art, Bangkok, are
reflected on the darkened glass. What is a television set
doing there, of all places? For what audience, for what
Occasion, was ‘Blue Laughter’ produced? Is laughing blue
merely a figure of speech, a comment on mood, or a

condition of life?

By raising these questions, by placing that much-too-
familiar box in the unaccustomed setting of the art world,
Apinan Poshyananda creates a situation of unease, of
crossed boundaries. His transgressions multiply as he mani-
pulates visual images employing simultaneity and disordered
syntax to violate narrative and causal sequence, submitting
video tQ the pressures of imagination and creative energy.

With a click the television set fills with light again, a door
opens and we follow the artist into a subterranean room. It
is @ place of the miraculous, the unprecedented, much more
like an alchemist’s laboratory than a conventional studio. He
places a stretched canvas on an easel and paints, with
thoroughly conventional means, the most privileged, the
most official image of all Western art, Leonardo Da Vinci's,
Mona Lisa. But this heavy freight of custom, of drained

Rama IX Art MuSgincEntingdaton

freedom of dreams and a creative accident: a splash of sky
blue paint falling on the head of a small boy. As blueness
drips down the boy's face, a realm of unforeseen artistic
Possibility opens. Apinan is plunged into a blue world, which
he explores with the light given by a blue lantern. He walks
through the very recent history of modernist art appropriating
such diverse movements as earth art, light sculpture, and the
ironic gesture of Duchampian displacement. At the conclusion
of his fravels, the artist is blue-stained, his pockets are filled
with blue pebbles and he turns to us laughing wildly, like the
Zen monk Jittoku pointing at the moon.

Perhaps at this point, the answers to our original questions
may-be obvious. Apinan Poshyananda has joined other
contemporary artists in reclaiming video from its triviality as
an agent of mass communication and its tawdriness as a
servant of commerce. He enacts through his own performance
the many transformative things one can do with the qualities
of the color blue. Without forcing the analogy, | hope, one
Could see his video as a visual parallel to the kind of free-
wheeling exploration the philosopher William Gass carried
out in his book On Being Blue. Through his ambiguous,
evocative images, Apinan Poshyananda draws on the full
resources of a versatile media so that art may exert a power
over life,

Stanley J. O'Connor, Professor
Department of History of Art
Cornell University

Ithaca, New York

BLUE LAUGHTER:
PERCEPTIONS OF REALITY

Apiru:m Poshyananda’s Blue Laughter is an environment
of objects, prints and video that chronicles an Eastern artist’s
journey from frustration at the limitations of the European
painting tradition toward a realization of the possibilities and
absurdities of television, the major form of communication in
contemporary life. The video is a dramatization of the artist’s
rejection of the conventions of easel painting and his
discoveries about the nature of reality. We share the artist's
shock at the physicality of color as he slashes blue paint
across his aftempt at the Mona Lisa and. again, as blue paint
Pours from the painter's bucket onto the head of a young
poy. Further revelations await the artist in a dream chamber
piled high with raw blue pigment. When he finally awakes,
he finds traces of his dream smeared on his clothing and
filling his pockets, and his response is uncontrollable laughter.
This short piece is crammed with references to other artists,
from Leonardo da Vinci to Nam June Paik. all made in @
spirit of friendly irony.

That he is also commenting on television is made evident
In the other portions of the environment. Piled up television
sels, with printed images of the artist covering the screens,.
make us realize that what we have seen in the video also is

' not reality, but a fable presented in the medium that dominates

our notions of life today. The whole is a mulii-layered comment
on perception and communication in our time.

Exhibitions such as Blue Laughter are important for
museums to present, | feel, because one of the central
functions of art museums is to enhance our understanding of
the lives we are living. For many of us, not only in Europe and
the United States, but also in the Far East. our perception of
reality is largely determined by images we see on television.
But television sets and the programs that are played on them
are objects themselves, which is one of the Points that
Poshyananda is making. The better we comprehend the
forces that are shaping our perceptions, the more we can
see through them and arrive at a clear Personal vision of the
real world. The possibility that the real world itself is absurd is
perhaps the underlying cause of the artist's hysterical laughter,

Thomas W. Leavitt, Director
Herbert F. Johnson Museum of Art
Cornell University

Ithaca, New York
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APINAN POSHYANANDA'S BLUE LAUGHTER

| Apinﬂn Poshyananda’s Blue Laughter reveals a complex
self, with mutually enriching Eastern and Western constituents.
His art is a rich blend of social, technological, and cultural
forces. Poshyananda is one of a generation of arfists who
combine nostalgic reminders of their native culture with
references to famous artists and masterpieces, to create
personal statements that are international in scope. Poshya-
nanda’s art reveals a self that is conscious of its own bombard-
ment by mass media and art history, both of x_ur_mich could
stifle creativity, but for him are a spur foward it. His is an art of
dramatic contrasts that instead of clashing, harmoniously
bﬂlnnce and enhance each other: the clear daylight of
Innocence (unaware children) contrasts wi?h trfe mysterinus
blue veil of sophistication, to form an art rich in Imgrcﬁ and
SYmelic chiaroscuro effects. Past (older -::1r1)+ unites w|_th
present (the work at hand) and future [thg crer:li!ue potential
of children). Dream meets and merges with reality. Art bene-
ficently conquers nature: a magical blue, symbolic of art,
transforms rocks, dirt, and the artist himself.

Of special interest is Poshyandanda’s comment in

Rama |IX Art MuseernEgtndation:

very art that it esteems and from which it descends. An intro-
duction to the theme of borrowings from other artists appears
In Poshyandanda’s image, early in the video, of the artist
destroying his own modernized version of the h_dnnc: Lisa and
the easel on which he had created it. Immediately come to
mind Duchamp’s, Warhol’s, Rauschenberg’s, and other
reworkings of the Renaissance masterpiece. W@ are confronted,
therefore, with an appropriation of appropriations of a famous
painfing -- a twice removed reference to tr)e original source
of inspiration. Pos'hyunandﬂ's rejection of his Du.fr? Mona Lisa
represents a denial of the relevance of traditional em_sel
oainting for the present day, a refusal cmnﬁrmac_! in thg c:rhstjs
~hom he chooses to emulate - all artists revolutionary in their
Media and their messages. Moreover, certain of these artists,
ke Poshyananda himself, represent a blend of East c:tjd West:
‘he Korean Nam June Paik, who came to New York in 1964,
'he American Robert Smithson, who referred in his art (e.qg.,
Nis Crystalline and spiral forms) to Eastern culture, and the
‘rTenchman Yves Klein, who lived in Japan from 1952 to 1?53,
admired its rituals, and developed a unique form of mysticism
Jased on his taste for universal rituals, symbology, and occult
dractices.

The omnipresent ultramarine blue in Blue Laughter
clearly derives from Kleins “International Blue.” which to him
represented revelation. To Klein, this blue was the base of
intuitions, the vehicle of emotions, the means to capture
Infinity. In Poshyananda’s hands, the same color becomes
omnipotent in its ability to effect metamorphoses. Explicit
reminders of Smithson’s use of the earth as the subject and
object of his art (on which Poshyananda has written a fascinating
Paper) appear in the rocks and earth that act like magical
dust inspiring Poshyananda to creation, and then themselves
turn blue under the spell of the artist. The multitude of
televisions and the video itself inevitably call to mind the work
of Nam June Paik, of fundamental importance for the from of
Poshyananda’s creative expression. Also far removed from
fraditional easel painting is the precedent of Dan Flavin's light
sculpture, which, along with Bruce Nauman's body art,
Poshyananda recalls in the fluorescent lamp that he treats
as a phallus. His lamp becomes a weapon sweeping through
the air, like a magnet drawing everything into its realm,
reminiscent of Flavin's light constructions that include the
space and surfaces surrounding them. Finally, one must
contend with the pervasive myth of Andy Warhol - from the
reminder of him in the Mona Lisa to the focus on the artist’s
self, always present but always distant (hidden behind glasses,
covered with blue paint). Warhol's irony, humor, interest in
mass media, and image appropriations are crucial to an
understanding of Blue Laughter.

These are a few of the sources that emerge if one
observes Apinan Poshyananda’s work with an art historical
eye. However, his creativity deserves to be Qppreciated first
and foremost for its ability to transform his references so fully
that even without our recognition of them his art contains for
us exiraordinary beauty and profundity.

Judith E. Bernstock, professor.
Department of History of Art
Cornell University

Ithaca, New York
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