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THE EVOLUTION OF A PRIMAL SPIRIT
Associate Professor Ithipol Thangchalok

Writing articles on art has become a part of my “duty” together with teaching and creating works of art
for several reasons. First of all, | have been teaching art for over 30 years. My responsibilities have been to teach
advanced studio courses to 4™ and 5" year undergraduates and graduate students, supervise art thesis
undertakings, and direct seminar classes. All of this requires advanced knowledge in “art science” and keeping
pace with rapid changes in the art world since there is a constant possibility of “losing touch” with current trends
in art movements and consequently become “outdated”. Because an artist has the need to “create” something
new replacing old theories, beliefs, principles and values all the time, it has come to a point in which, at present,
no one has yet been able to provide a clear precise definition of art that embraces all the newly emerged
categories. An art professor therefore has to constantly acquire new knowledge for teaching and giving critiques
of students’ works. Organizing knowledge systematically and putting them down in writing makes it possible for
such knowledge that have been obtained through studies, research, and seeing other people’s works of art in
addition to teaching and providing criticisms as well as from producing artworks both consciously and
unconsciously, to be transmitted to others through teaching and also to build up a body of academic knowledge
that benefits the wider public as well.

Secondly, as | have expressed in the catalogue of my solo exhibition “Colors of Light" in the year 2000,
art criticism which is the link between the artist and the public viewers is not effective enough. We are lacking
in art critics at the professional level. As a teacher with academic orientation, | therefore needed to write papers
that analyze my own works; and for this exhibition entitled A Primal Spirit, | find myself having to do so once again.

Thirdly, art today concerns a complex of issues and each artist has become very individualistic. The
subjects are no longer “common” or “universal” subjects that could be readily understood such as religion, history,
landscape, portraits or still life depictions as in the past, and the complexity of the contents and values are far
beyond just a matter of “beauty” and “subjective feelings” that lets the work of art "speak for itself.” Unlike in the

o)
past, artists today therefore have to “speak” and convey themselves through cﬁa i rjlxm th
articles, or even to the point of making formal public declarations of their own pe m&t ; chéver M USE u m

means best suits each artist.

An artist's stance in creating his artworks can be very useful to the viewers as it can “lead” and “guide”
them into his own private world of art more easily and to greater depth. But if one were to ask whether it is
necessary for a viewer to know about the stance of an artist prior to looking at his work, the answer would be
no. However, this would depend on the level of artistic “intellect” that each viewer possesses. At the level of fellow
artists, or art professors and informed critics who, taken for granted, already have sophisticated understanding
of art, it may not be necessary at all because in the end, what determines the value of the work is the final product
itself, and not the writings or words of the artist.

This matter of the artist's expressed stance, upon consideration, has its “pros and cons.” The good point
is that if the artist is impartial and unbiased in explaining the reasons behind his work “sincerely” without over-
praising himself, the viewers would benefit by being able to appreciate the work more readily and with more
profound understanding. On the contrary, if the artist cannot be impartial and his words turn out to be inconsistent
with the actual outcome then he may be talking even more nonsense than the critics and is usually not in an
impartial enough position to discuss about the psychological process involved (in producing his work) as far as
he is concerned. Today's artists have to develop the ability to be critical of their own work, because circumstances

have forced them to do so in order to defend themselves' as Sir Herbert Read, a renowned British critic pointed
out.

Read may have expressed this from the point of view of an artist unfairly criticized by critics who were
either biased themselves or cannot catch up with the far too avant-garde ideas of the artist. This type of situation
occurs all the time and will most likely occur again and again. It is natural for new creative ideas and innovations
to have to confront with criticisms. Nevertheless, it has become necessary for today’s artist to state his views,
not merely to defend himself or to “lead” and “guide” the viewers, but because this is the age of “individualism”
whereby each artist strives to create something based on subjects and contents that are highly “personal” to the

! Herbert Read: Meaning of Art, Faber Paperbacks, 1972. p. 263

point of being difficult for anyone else to get close to any kind of comprehension as the contents are not the
general kind of subject-matters that are easily accessible or simple to understand as in the past. The most
important aspect lies in the “concept.” Regardless of whether the work of artis a painting, sculpture, mixed media,
video art, performance art, conceptual art, realistic or abstract, the process has to begin with establishing a clear
concept to work on. Joseph Kosuth, a well known conceptual artist, said in 1969, that all works of art (since
Duchamp) are conceptual (by nature) because art can only arise out of a concept®. By so saying, Kosuth implied
that only conceptual art can be considered as art after Marcel Duchamp, the father of conceptual art, began
applying the use of readymade objects into his artworks. Today it appears that what Kosuth had said holds true
and applies to all forms of art and not just conceptual art alone. Concept is therefore the most important key to
success regardless of whether the work of art places emphasis on aesthetic beauty or on the expression of
subjective feelings. In fact this is not exactly something new since creating a work of art has always begun with
an idea or a concept. Michelangelo, the great renaissance master, had once said that he did not draw with his
hands but with his brains. The difference today however, is that “concept” has become so important an “issue”
that it should be safe to say that good or bad work is determined by “concept” alone.

As far as | am concerned, expressing my “stance” in writing is a means of explaining the “concept”
behind my work. Since there is an absence of a critic to act as an “intermediate person” linking me to the viewer,
| have to undertake to task myself because under the current situation, art education and art criticism are still
rather weak and ineffective. So the gap between the artist and the public is still very wide. Especially with
“abstract art” — the style that | resort to, which is usually viewed as a high style and is so high up in the ivory
tower that it is virtually inaccessible, removed from the real world, does not reflect society or the way of life, and
has neither social purpose nor serves the public in general. This negative attitude towards abstract art is perhaps
due to the lack of knowledge and understanding which are related to the problems of art education and art
criticism together with the limited number of art galleries and museums for the public to visit, and not due to the
fault of the style itself because abstractionism uses the ‘“visual language” in order to communicate beauty and
truth to the viewers. This can be compared to music which uses the language of sound to communicate with the
listeners and share certain similar “qualities.” For one, they are both pure art forms that use the universal
language of the soul which provides both the composer and the consumer the freedom to interpret, imagine, and
feel according to each person's own experience and background without limitations imposed by race, creed or
t e. The important thing is that they are both abstract forms of art. But as far as music is concerned however,

F@mﬁﬁﬂ ms with the listeners and nobody seems to complain about it being “incomprehen-
sible, t ore’ abstract, because there is nothing visual to see or touch but only a range of sounds
that just pass through the ears. Visual art on the other hand, is tangible and can be viewed over and over again,
but has to confront the problem of viewers criticizing that it is “incomprehensible.” The root of the problem lies
in the fact that the Thai public is not yet “familiar” with the visual language which they lacked the opportunity to
be exposed to since childhood whereas music has the advantage of many technological media to provide the
public with exposure so that they can hear it from the day they were born and can also listen to it repeatedly

everywhere at every opportunity thus getting used to the language of sound which is entirely different from getting
used to the language of the visual art.

While abstract art is still something unfamiliar to the Thai public in general, it has already become
“outdated” and out of the mainstream movement at the international level for some time. Although no one has
yet announced the “death of Abstractionism”, no one has announced its rebirth as “Neo-Abstract Art" either
because many artists can still be seen working in the former style. The issue of being “outdated,” which is the
opposite of being “modern” or “new,” has to do with “time and place” as well as “individuals”. Being new is a
temporary state and therefore not permanent. “New” can become “old” in time, and “old” to one place can be
“new” to another. Thus “new” to an artist can be “old” to another, as in the case of Philip Guston, a former abstract
artist who has turned to realism, or Keren Kilinik an installation artist who has reverted to figurative painting, for
example. Both of these artists have gone “against” the trend. What is old for artists in general has become
something new for these two artists. In the end, there are no fixed universal standards for determining what is
old or new with any certainty. Thus the various art doctrines at present, whether they are related to conceptual
art, installation art, performance art, abstract art, or realist art, are just “languages” or "mediums” of expressions
with none being superior to others, but remain for each artist to choose his own “medium” so that it suits his
purpose and is comfortable for him to work with. As the American artist Sol Lewitt said, he was not attempting
to encourage other artists into producing conceptual art works but found that it served his purpose well whereas

other means did not; it was a means of working and other artists may find that other means are more suited to
them?.

? Valerie Brenvart: Vitamin P: New perspectives in painting, Phaidon Press limited
3 Sol Lewitt. Paragraphs on Conceptual Art. The MIT Press, pp. 12 - 16



Gold Medal Etching Print Series, “Space
No.5" 1972

Etching Print “Wall Series”, 1979

Personally | have been working in the abstract style from the beginning simply because it “served my
purpose”. In its beginning, around the end of the 60s and beginning of the 70s, abstract art was the major trend
for us. It was something “new” and very “modern” that virtually every artist strived to follow its direction. However
what was “modern” for us was meanwhile already “outdated” in the United States and Europe as the trend slowed
down having reached its peak and losing its impact. Artists in the west looked back to new figuration through pop
art, photo-realism or super-realism as well as conceptualism. This clearly further exemplifies that “old-new” are
not permanent or universal states, but are relative to “place and time" as already mentioned. Taking this point
further and up to the present day, it is even more obvious that art movement in Thailand does not take place
concurrently with that in the west. While Postmodernism was a major movement having its impact on the art
scene beginning in the 70s and became the major direction in the 80s elsewhere, we are now only just becoming
aware and beginning to talk about Postmodern Art a few years ago in Thailand. Even modern art for us was not
the Modernism in the same sense according to the doctrines and manifestos of the west. Modern art in Thailand
began with naturalism and realism, then impressionism, cubism, surrealism and abstractionism (if we were to
consider it from the time Professor Silpa Bhirasri founded Silpakorn University in 1943 which was then the
beginning of the realist style locally) while in the west, abstractionism was already making its impact across the
entire art scene. Professor Silpa Bhirasri was well aware of the situation and taught his students not to be too
obsessed with the movement of the west simply for the sake of being modern. He told his students of the great
benefits of learning western artistic techniques, but if one were to imitate or copy western thoughts and styles,
one would make a very poor imitator because to imitate in such a manner would produce a work that lacks true
intrinsic value®. In addition, he told them that the gain to be incurred from exchanges between western and
eastern art should be limited to only technical knowledge and the use of new materials; it should not involve
spiritual and cultural valuess. Thus it is considered most fortunate that we had Professor Silpa Bhirasri and his
wisdom to lay down the foundations for modern art in Thailand that is rightly appropriate and enduringly valid;
making our developments in art as progressive as that of other civilized countries in the present day and age.

My abstract works since the very beginning resulted from the notion of “using new techniques and
materials”. In other words, it was the “medium” or “new language” of the visual art that was appropriate for
expressing my subjective feelings through direct experience of truth in nature®. This became clear through
intuition and understanding the language of visual art which had resulted in abstract work, and not through the
knowledge of art history which in those days did not reach even as far as the history of modern art. | have
remained faithfully in this direction up to the present day because of my cenaintymmgf mgﬁ’ri
the means for expressing my experience of the poetic nature of the universe’ as wéll i € I
that could lead to higher achievements in my own personal way.

My works became known to the public since 1970 from a woodcut entitied “Time" which received a
bronze medal award at the 19" National Exhibition of Art, “Woodcut February II" which received a gold medal
award in 1971, an etching from the series entitied “Space No.5" which received a gold medal in 1972, and an
etching from the “Wall series” which also received a gold medal in 1979. Except for “Time" which concerns life
and struggle expressed in an analogy with playing a sports game, the three gold medal awarded prints and
subsequent series of works which were the Door Series, Urban Series, Urban project, Metallic Wall, and
Fragments Series, in both prints and paintings, all concern urban issues. The main reason was because | am
an ur.ban dweller: born, educated, worked and lived in Bangkok all my life. My inspirations therefore came from
the city’s built environment, houses, walls, windows, and doors that reflect the way of city life. As | wrote in my
last semester of study and submitted to my teacher in 1970, ‘the old doors, windows and walls tell us the story
of the building’s inhabitants, the way they live, their struggles, conflicts, happiness and sorrows like the stone
inscriptions of the Sukhothai period, but only using a different language which can be read from feelings
within"®. In my early series of prints, | relied on using visible, tangible “material” objects such as walls, windows
and doors for my subjects, then applying the abstract method of extracting, simplifying, and reducing such
components before rearranging them into a new composition together with using lines and textures as visual
elements to convey feelings and meanings.

. In my subsequent works, the use of physical images was steadily reduced until they completely
disappeared and only the elements in the “language of visual art” remain in order to convey the “abstract essence
of reality.” This transformation did not develop from an understanding of theory or history of art, but came about

4% Professor Silpa Bhirasri: Articles, writings and artworks of Professor Silpa Bhirasri. Amarin Printing and Publishing (PCL),
p. 203

Ithipol Thangchalok. Exhibition of Paintings 1998 - 2000. Color of Light. Amarin Printing and Publishing (PCL)

This article was like a pilot direction for students in the following years to undertake their thesis topic and was printed in
the orientation publication of Silpakorn University in 1971

naturally “by itself" as a result of the creative “inner force” that was self-discovered through “seeing” and
understanding the essence of visual art in addition to the knowledge and understanding acquired through actual
“hands-on working” experience, testing, research, exploring and experimenting seriously and constantly with
regards to concepts, thoughts, styles and techniques.

It was through technique that things became clear to me then that it was a factor no less important than
concept or style, in order to bring about effective results. Starting with my decision to major in graphic arts, | was
influenced by the impression that printmaking requires certain techniques that could not be self-taught and has
a process that could train a student to possess diligence and discipline. After having considered the matter and
had some practical hands-on exercises, | came to the realization that there are 4 major technical processes
involved. Each process has its own attributes for producing “distinctive artistic” results. At the same time, each
also has its own “limitations” as a particular instrument is suited to carrying out a particular task. | then realized
that the “concept’, which is the subject matter, and the technique, which is the medium, should be used
accordingly and correspondingly in order to produce a “manner” which could bring about unique artistic outcomes.
Advance Printmaking course in my 4" and 5" years involved producing works under all 4 technical processes.
In addition to that | also had to take Painting which was my minor subject as well. As a result, | produced
altogether 5 different series of paintings and prints that were entirely different altogether with each series having
its own concept, technique and style.

Consequently, up until this day, | still give importance to the technical process and the choice of
materials concurrently with development of the work's concept. At times when there is a lack of new concepts
or inspirations, | would explore and experiment with various materials and techniques so that they could lead to
new ideas and styles in order to break away from the same old framework. As far as | am concerned, technique

is not just a means or instrument, but also forms a part of the concepts, or conversely, can even become the
subject-matter of the work itself.

From 1970 to 1987, | have produced numerous series of work in prints and paintings which were all
inspired by the built urban environment of the time. In 1988 however, inspirations came from the art and cultural
environment of the past which was a Buddhist temple in Chiangmai. The time that | saw the temple coincided
with my having already accumulated artistic experience to a certain level together with having gained an

ar ciation for the foyms, details, ‘ornaments and colors of the religious buildings that profoundly reflected the
M USEU mWI ﬁt&!mstors in the past. As my source of inspiration shifted, the concept, the aim and style
f'my alsi

o} : -In that period, | continued my work producing the Fragments series and Fragments
series |l which were composed of broken shapes and forms, the use of silver and gold colors, together with
textured surfaces which | had been using. However, the subject-matter still concerned modern day urban
environment. The change from Fragments Il to Fragments |ll was therefore gradual and began with still using
broken_shapes, gold and silver colors, and adding decorative patterns that are not traditional Thai design but
distinctwg patterns which generated themselves through combining technique with expressions of subjective
feelings in a combination that is just appropriate. Thus the earlier abstract expressions of the power of change,
flow and movement, gradually evolved into realistic designs to convey the pure elements of forces in nature,
which are “water” and “fire”, and resulted in my first solo exhibition held in 1991-92.

_ “Water" and “fire” which belong to opposite polarities have a certain relationship in which they are always
paired and cgmpared like two sides of the same coin and in the same way that man and woman, day and night,
goqd and ewl,l proton and electron, yin and yang are paired. In fact, pairing of opposites has always been my
main concept in creating my work from the very beginning. In some cases the pairings are of the things that are
compatible, and in others they are of things that are incompatible. The early works for example, were pairings
of space and form, discipline and freedom, old and new: while in this series, they are of fire and water, static and
dynamic. This pairing of opposites came about through my observations of nature, the way | work, and my own
personality which often come into conflict like paradoxes. This later became clearer and gave me greater
assurance through the knowledge that such is the truth in which eastern philosophers discovered and understood
since ancient times. As Govindha Lama stated, the relationship between space and form is not the relationship
of opposites but in fact are two sides of the same truth that continually coexist 2

This concept of pairing of opposites can be seen more clearly from the series “Colors of Light” in my
second a solo exhibition which was held in the year 2000. It could perhaps be considered as marking a major
change in my work that resulted from the change in my source of inspiration, which was formerly art and cultural
environment, to the natural environment involving trees, leaves and flowers viewed against the light and

2 Fritjof Capra. Tao of Physics. Translated by Navanej. Dokya Press, p. 170

Painting “Fragment Series”. 1988



Painting “Matter of The Mind Series”, 2000
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producing a silhouette effect. The opposite elements in this work concerned light and shade, space and form,
stillness and movement while the abstract essence of it was the emphasis on “facts of nature” through the use
of several techniques such as enlarging the various shapes to several times life-size as the shapes of branches
leaves and flowers, which normally play important roles, have been turned into flat, black, simple configurations
in silhouette without any details. The space which normally is an insignificant element serving to enhance the
shapes, have been given importance in order to enhance the “light” which has been turned into strip-patterns of
energy in motion, flowing in rhythmic dance-like movement, penetrating every particle of matter to express the
interrelationship between light and shape that ceaselessly coexist together and cannot be separated .

My work changed completely once again with the series “Matter of the Mind” for my third solo exhibition
which was held in 2002. The inspiration for this series did not derive from my surroundings, whether they be built
urban environment, art and cultural environment of temples, or natural environment consisting of trees and leaves
as in the past, but from newly acquired knowledge of eastern religion, especially Buddhism, and modern physics
which have certain correlations concerning mind and matter that cannot be separated, between the observer and
the observed (or the perceiver and the perceived) as stated in the teachings that the word soul refers to both
the perceiver and the perceived. The perceiver cannot be taken away from what is being perceived. To look is
to see something, and to listen is to hear something'.

The concept behind this series was to create flat 2 dimensional objects without the depth of the third
dimension as in conventional paintings. They are abstract works that express the “true essence of painting”
without having to refer to or imitate any real objects of this world. What is more important was the intention aimed
at creating spiritual relationship between the painter and the painting, and consequently the painting and the
viewer. The pair of opposites in this case can thus clearly be seen as concerning mind and matter. What
influenced the concept for this work to become so apparent, were knowledge, understanding and experience
gained from two occasions of serious meditation practices in 1992 and 1993 which led me to think in terms of
metaphors, and to reduce and simplify the content, meanings, subjectivity and worldly feelings that were generally
full of confusions in my work. For instance, reducing desires so as to arrive at a most perfect and virtuous state
in addition to reducing the number of shapes and the repeatedly tedious composition until what finally remains
is the “dot” which is the tiniest of all visual elements. If we were to eliminate the “dot”, there would simply be
nothingness. If the “dots” were all lined up, they would form a line. Normally “dots” and lines in themselves have

Geometry is inherent in everything around us. From forms and structures of architecture,. doors and
windows, to furniture and details such as floor and wall tiles, as well as the clolhes that we wear. It is thgrefore
not something that is far removed or foreign, but what we are already familiar wutij whetr}er we are conscious of
it or not and has become the universal language used for conveying purity, universality,
stability, tranquility, calmness, stillness, and serves my purpose rather effectively.

Geometry and mathematics are both “science” and “art” used by people of all nationalities since ancient
times. “Everything is numbers” and “all the amazing wonders of the universe are consequences of the magical
power of numbers,” as Pythagoras (580-500 B.C.) the ancient Greek philosopher h_ad remarked. Virtually all
civilizations have used geometry and its applications in architecture, various design fields, degl_gn. of nu‘m.era_ls,
alphabets, patterns, and even in weaving and lattice work as well as symbols such as the cru_cmx in Chr:;ttamty,
the star of David, the red cross, the pyramid (symbolizing the male) and the in\{grted pyramld_ (symt_no_h.zmg the
female) for examples. Apart from that, there are the traffic signs, the addition, subtragtuon, division aqd
multiplication signs, which all have geometric shapes. All these familiar and well known signs have been in
existence far back in ancient times and exchanged and borrowed from one culturg tp anoth_e_r such as.the
swastika symbol, used by the Nazis, was derived from the Hindu culture, and the Christian crucifix was derived
from the Egyptian culture.

timelessness, order,

enlarged becomes a circle. When all

| t i ith the dot (point) which when :
Wy i Mo o : Ll le when enlarged. Painting begins with

stringed together, it becomes a line, and in turn the line becomes a rectang . ;
the frame of the canvas which is also a rectangle and is the simplest basic geometrical shape that is most neutral
and universal. Similarly, a photograph is also based on the shape of a rectangle. Bu!h paintings and photogra_phs,
when hung on the wall are like doors and windows that allow us to look out. Since we have to start_wnh a
rectangle, | therefore begin by emphasizing the rectangle, and end with the n_ectangle. which tollovys }he |dle~a (3‘f
‘reducing” the forms to the simplest and most basic shape. The same applies t_o _the dot u.sed in repgtnhve ;
orderly arrangement with systematic rhythm. Lines on the other hand, have been limited to using only horizontal,
vertical and 45 degree diagonal lines, also with systematic repetitions, intended .to “convey the sense of
endurance, diligence perseverance and balanced mind under the state of “concentration’.

om the major series already mentioned,

Looking back at the almost forty years of work, which apart fr _
en, | found that my method of working

no significant role, no meaning, and no importance. They are only component‘lﬂﬁmu éoilxhﬁrﬂ M Fhﬁéemﬁl tﬁr minor series of works dispersed in betwe : ‘
components of the visual elements in order to have any meaning. In this series of Fﬁ b 0 USE LITTlinfG Ef?l “intellect” that uses the “brain”, and “intuition”, which depends on the mind. It cannot

lines have been turned into shapes, subjects, mediums and have meanings in themselves so as to return to the
normal state of simplicity, purity and serenity '.

In 2006, | selected several different works that | created in 2003 - 2005, for my fourth solo exhibition
on the occasion of my retirement. The title of this exhibition is “A Primal Spirit.” It is intended to be a continuation
of Matter of the Mind series by exploring deeper into the world of “dots” and “lines”, which are symbols of purity
of the mind, so that they can eventually become the medium for entering into the spiritual realm. The new ideas
that have evolved were inspired by the hand-woven objects and especially the textiles woven by folk people in
the different parts of the country both in the past and present. Seeing fabrics with a variety of patterns and colors
together with observing the intriguing process of weaving gave me an insight into the way of life and the pure,
honest, sincere, unpretentious minds which reflect the “sufficiency” way of life removed from the “desires” of the
material world that is so overwhelmingly influential to the contemporary lifestyle. All this led to the conception of
the works in the “A Primal Spirit” series which concerns the normal state of mind and spirit that is simple, pure,
tranquil, serene and uncomplicated.

Primal Spirit is an analogy and the basis for achieving the goal in working so as to “extend” the thoughts
further in connection with the Matter of the Mind series by associating it with “textiles” and the “weaving” process
that uses threads in horizontal as well as vertical alignments to create the resulting geometric patterns, The
fabrics are plain sheet materials without any optical illusions, and the abstract patterns result from the use of
visual elements. In my work there is both conscious and unconscious use of simple mathematics and geometry.
Beginning with my early works, the geometric shapes were derived from architectural forms and structures
simplified into pure geometric shapes without conveying any direct meanings. The geometry had been reduced
in some series, and increased in others. Especially in A Primal Spirit, there is the use of lines as well as geometric
forms as the principal language for the medium of expression.

' Ithipol Thangchalok. Exhibition of Paintings 1998 - 2000. Color of Light. Amarin Printing and Publishing (PCL)

'" Dich Nut Hant. Translated by Phra Pracha Passanandhammo. Patihan Haeng Karn you samer. Komol Kheemthong
Foundation Press, pp. 48 - 49

' Ithipol Thangchalok Exhibition of Paintings 2000 - 2002. Matter of the Mind. Amarin Printing and Publishing (PCL)

be specified as to which has more weight than the other and in what ratio, or which one iis l_he major and w!‘uch
is the minor. Everything depends on the state of mind and thoughts at a particular point in time that each piece
of work was being executed. Therefore there is no set or fixed “formula”. However considering the nature of
“abstract art” which in itself is expressed through the visual language and not a narrative, the thoughts therefore
were conceived in images, which is the visual art way of thinking as opposed to the verbal way of thinking. and
then in turn conveyed as images. Visual thinking is normally a subjective natural process that does not rely on
reasoning or knowledge of theories. It may be said that it is a process under the influence of the_a- unconscious
inner force. In other words, it is a spontaneous sense of knowing what is good and what is right based on
‘intuition” at a particular moment. However the use of the intellect through thinking based on knowledge and
rationality, also applies in conjunction with this in some of the individual works as well as the series of work which
involved deliberations, analyses and evaluation of the preliminary sketches, or even the final product for that
matter, in order to raise the unconscious up to the level of the conscious or rationalize the irrational so that the
essence can be transformed into concepts and goals for subsequent works.

Throughout this long period of working experience as a teacher and artist, | have had to “divide” rny_tlme
“equally” between teaching and creating artwork. However at certain times there are also other additional
responsibilities that have to be attended to, such as administrative and family responsibilities, thus allowing me
less time with my creative work, although not yet to the point of having to abandon it altogether. | therefore still
attempt to continue with it in order not to come to a halt, but there are also limits as to how far this can be ta.ken‘.‘
At certain times other responsibilities are less, and | have more time for creativity but not to level of “fulhlm_e
dedication as with other professional artists who can devote all their concentrations to bringing out the pqtenhal
within themselves. Nevertheless teaching is not only just a means of making a living to provide for the f;muly. but
also “makes a human” and produces artists as well as “encourages” creativity in which, apart from working in an
environment that is considered the centre of the art movement that is vibrant with creativity, there must_ l?e
constant research for new knowledge and technological advancements which are all interrelated and beneficial
towards my own creativity. My past works have therefore clearly been reflections of my “life” and my “self".

English Translation by Assistant Professor Den Wasiksiri
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