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Beyond the Border

Tani Arata (Art Critic)

The present exkibition provides the first opportunity for
pa Thaiant

Camatiia e o . such opportuites vl pmbnhly
me mich more frequent.

The present o, s smll i scops, yet It offr
perspectives that are e gain from large exhibitions,
thetitle of

modemism, the hisorical process regarding that influence has
differed.

Despite its awareness of national borders, the show,
Peneer, suoids » format bull round interaction irsde Japan:
In the past, tion between |
upon a premise, of providing an mlmdumun. I.n other words, it
constitutes showing the “Other” within ones owa borders; all
relationships generated thereby are ultimately controlled by
indigenous N]allmﬁhlpﬁ, na matter what the Other is. Cultural

because it rests upon a system in nias n.= Other Is always

one constanily takes nto consideration the o upvpus\!!n;pem that

ncorparale, they encourage self-complacency on the same.
order as the Pan-Europeanism that Western modemism has long
attempted to achieve.

Accordingly, 1 wil try to take the plan for the present
exhibition,
the safand fur I ki the equion the Sl he Otber
‘Then the perspective will become much more comy
i unquestionably be created that

<

the vision of the Japanese and Ttms, and forces both sides to
examine each other with the naked eye

A Comparison of Contemporary Japanese and Thai Art

Although the artists and works, needless to say, are
coherently arganized in the present exhibition, no spatial barriers
have been ereatec! by placing the works of the Japanese and Thai
artists in separate rooms.

be perceived, unassisted, by the viewer. However, it is unclear

unnecessary, | would like lo comment bricfly on the historical
proce: the

Other will always remains alien if it s interpreted by means of
indigenous practices.

Firstofall, there
‘Westerm modemism was introduced in ].!pan ana Thilln. by b

Naturall
before then, but a time lag had existed between the genesis and
reception of the latest Western movements. Although Western-
style art education began in Thailand in 1933 under the ltalian
Corrado Feroci (known in Thailand as Silpa Bhirasri), the creation
‘of moctern art by Thai artsts had to await the end of World War 11

period from 1949, when the first National Exhibition of Aft was
launched in Thailand, to 1962, when Bhirasri died, is almost
universally rded as the “influential years,” in recogaition of
Bhirasti's impact. This represents the first period of postwar




modem art in Thailand.  Regarding ties with Western schools,
onis i ifs, daily life

in Thailand was chosen. But with  Sight delay, pop art, op arl,

sl in h 1960, These posiar movement,copecialy theones

Although the question of the luence of Western
‘modernism lacks precision when summarized briefly, as | have
done above, | would fike to tum now to another subject: namely,
differences in social consciousness in Thailand and Japan. | was
astounded by 2 newspaper article about the bisodbath that
occurred in Thaila dmw«w when the That army randomly shot

Tnml.\ndnalhcydxd an-'!pmn,bm'hm i it arriva
in Thailan

41t e anging from schcle 1 o
he vyt century to rends, chiefly those in the
United: Siatep, wHiGK sopiclY Suraced in he postar perod

(NOTE:1) What
e e ons of the army was
the alitude manifested by an artst. | was even more amazed to
ssong Luemuang.
autheNationalGallry i Bang ok e showed A e S mater-wide

entered Thailand inan The impor
tation of such & compléx array of art styles from the dawn to the
waning of modernism is astonishing, fact that boggles the
imagination.

modernism and its decline, art that served as a motive force for
postmodernism began to emerge in the late 1960s. The work of
Thawan Duchanee, as described by the art critic Apinan
Poshyananda, s a casein point. The artists who made their debut

Thar Du
and energy that clearly distort the orthodox development of
‘modernism and formalism ,

Fi(ThEs way e
in Thailand in a brief period of time. One of the effects of ew
movements was that the "old” and “new” ywere divorced from

i

qualiy was achieved in vehich the old and new could frecly be,
chosen and discarded with the same value. For instance)
surrealism, which also had an influence on Thawan, almo:
compietely disappeared from Japan in the sixties. After it reached!
Japan in the late 19205, it spread so widely that it was virtually
synonymous with theavant garde even after the war, This was still
true in the 1950s. More precisely speaking, the mid-1950s and
thereater were already entering the age of informel painting =

and nearly 2-meter-high mural protestng the actions of the army
P

struck me as a gentle person with the philosophic outlook of a
iving i fishand

other creatures representing neo-{raditional and folkloric motifs
had overflowed his atelier, which stood high off the ground
According o the newspaper article, Prasong’s mural depicted a
mull\Imleehmagralmihmry povwer rom army boots rifles, bows

A s money and sex. These were repre
sented by strange creatures with human faces and the bodies of
beasts whose genitalia were exposed. My imsge of Prasong was
completely shaken

linked wi
movements, There are no manifestations of this in Japan today.
Nor, of course, would the kind of representation employed by
Prasong be openly expressed Ammughdunu paamnumon, m
vl 3 artistic expression, existed in Japan, it was weeded o

round 1970:

p.\llinpmta(lh ely in saciety through art. If applied to the above-
menioned lnar/temporal rucurecharacterisic offapu, this

ability to the story |Im !m relates, then it is alviays new.
I

abstract as well as
‘The situation has changed in the wa

iy found in
th

but in Japan, at feat. chools tha are o onger n vogs .i
considered passe. modernist/avant garde influence, which
can be likened to 3 duﬂ!v undisputably fettered Japan for a
long time.

In short, Japan has repeatedly experienced the [nflux of

Westernart frendves alaee/inporal whereas Thailand

h:s been forced rxpn'nﬂlcl' Western trends spauzlvy on the
me plarie, A

themsel o

, whereas in ) -
in the ps

society and i The same s true of

. Japanese art
b lredy bogun 0 Lose s fanknes. Looking at s o

i fact that Japan is u\lez(ng an age in which frank artistic

Tha
han mmtlhlng e they were force to do: Nor wa Japan origi
nally linear or temporal; it became that way after the
Melf Restortin of 1685, G Westem modernism became o

hort,

about socety. Japan also reflects the fact that parody, humor, and

impact as art. The modern West, which heralded this trend,

o sisiAr ground.

The appearance of Buddnist motfs and the splrit of

frequently this approach as modernism
progressed

Attistic aiitudes invariably ar

el lnked 10 the
whose

perspecti  freed h last year's Documenta, pmum lmn.uauuns
ial level. At time, Buddhiamas  Lsing nakral malerials mch 5 branches Lo oot rh that he has
zuegmy even represents an avant grde stance, Tn Japan the  gathered near by, viewess consider him an ‘ecologist,” in
Sibject s of course,taboo, Theres noule prohibiling it Buteven  other words, anartst who s gentieor kind 1o nature. But,farfrom
ifit wese allowed under the rules traditional usin

Japanese art, it sould transgress what are commonly considered
contemporary molifs. This lacit segregation dates. back Lo the
Meji era,

materials such as oil-processed products that are harmiul to the
environment. This represents a game. Furthermore, he aims his

tal destruction overlooks their own fundamental pasition. In that

a-LCA-Museurs s

sense, Asia takesa bas

position that possesses far greater impact at pre<ent.

ey T
create an environment that transcends modes of representation.
e

diffesences in the major turning points experienced by Japan and
Thailand in the past. After returning home from the Netherlands,
‘Thawan Duchanee held a solo exhibition at the Student Christian
(Center in Bangkok in 1968, His paintings were desiroyed in 1971
. Thiswas Poshy

refrred to as the “picure sashing incident” This invies various
thoughts. One is that it suggests of feud with academism, which
was taking shape in Thailand under the influence of Western

wodernisen, I

of Thawan's works, which seemed to involve a
deconstruction, while regarding Buddhist spiritial nfluences

anattack on artistic Lt inwhich the obstacles that one
g fanything.

what is being overtaken. Chronologically speaking, the situation
[ i Afort has bees it

the new. The "retro-phenomenon” that occurred under
s ement

<change in this attitude.

In addition, Thai artists have had drastic personal
experi¢nces regarding the conflict between the old and new.
“This tendency lasted in Japan from the formative years of modern

by theartists, Thisis an important, and long overdue, issue today.

Notes.

1.0nojuni,“The BloodbathinBangkok: A Shocking Brush,”

Shimbun newspaper, evening ed., November 11, 1992,

. Theile of Prasongs rurdl was suimal ity Thaven
Duchanee has frequently emplayed the tochnique of expressi

Thiscanbe

seenin the 1989 series titled "The Battle of Mara.

2. The Mono-ha school is a major pastwar fapanese
movement tht is mentioned in tandem with the Gutai-ha school,
named after the Gutai Art association, It denotes a trend amony
artists and works that emerged around 1970, At first, it was
associated with happenings and ¢vents, followed by a phase of

by Arte Povera in Italy and the supports/surfaces movement in
France, which developed in the 1960s. Later there was a tendency
1o look at it in terms of unique Japanese e
theoretical foundations were provided by Lec

ing, modern Western art as “the hmury of the manipal

A postwarpe

of art a5 a group endeavor. The various schools all passessed a

central character. However, the full force of criticism was seldom

individuals; instead, agroup effort was made to
h

until

u
ical Wiass i
of u\: el st e e

iow; The ame o be
period.

Inanyevent, tisnoteworthy thata drastic change occurred
at a very similar point in both countries. In Japan, the Mono-Ha
ery. poi e

images.” Major

Sl
and Yoshida Katsuro. The artists exhibited materials and objects
such a3 wood, iron, glass, colton, paraffin, clay, and paper, with
lite effort 1o alter them 1o <reate (llusionary representation.
The Mano-haschol 1 ated t Insialaion movemert, which
arose later. Foran extended treatment of the subject see Tani Arata.
Kaiten sury '\m g\.m.\.hIqu[uw s postmodan no shikak
(Gendai

Regarding the history of contemporary That art, | have
consulted the works of Apinan Poshyananda and Anuvit
<l

school (NOTE:2) around 1970, and f
thil, h i irazked:

turning point. In Thailand, the conflict between different types of
xpression represented by modernism and what could be called a
harbinger of postmodernism canstituted a radical change.
owever, th fac tht, in bolh counteics the Kaning poin was
embedded in the globy

Boll count

pe

Intersecting Contemporary Japanese and Thai Art

The present exhibition covers two Thai and two Japanese
artists. The Thai artists are still young, and considerable artistic
Browth s expectd from them in ll\elulum Bl Jopanise i

home and
abroad, including many International exbibitions. Dephe the
disparity in age and expericnce, the (our artists” made of artistic

choosing these particular artists.

Through art as a mode of expression, four artists in the

strongly connected in some fashion wilh present-day society.

the environment and industrial society, insofar as he directs his
ecological gaze at modernist forms his work fully satisfics the aims



Detial of The Only Fast Ones are Us

® The note on each artist is written by Tani Arata and teanslated by Somporn Rodboon.
® The date of each artist is mostly based upon material received from the artist and edited by Furuichi Yasuko.
® The Photo of the works exhibiled at P3 artand environment are taken by Ueno Norihiro.




Tsuchiya Kimio
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Illumination from the Extremes of Existence

uchiya Kimio began showing his work at the end of
the 15705, and since the mid-1980s he has stood al the forefront
of the Japanese art world. Works from around 1984, which
belong o his early period, used oak and willow, He showed an
interest in natural materials and created primary shapes such as
triangles and ovals through the accumulation of materials. The
underlying characteristics of his ater work are already manifested
here.
In the catalogue for an exhibition in Antwerp in 1969,
Tsuchiya observed that his works are composed of three
elements: The

e ifunrnd Fi # #
Sandv

Fanimahzumendunided PREMONITION" suhidnm 1988 §u ot

oy

wdf e 1090

Ao darsundsd ol ranoimunngi

et ¢

womde "BLACK DICTIONARY

PN . 1592 s “BLACK HISTORY™ D, 1993 uenwifinWinasedhs

S s object used, including the time or history
possessed by the substance as it develops as well as the
meaning signified by its encountér and fusion with the artist
Although simple, forms A il \mn&ua\f,&
Regardless of differences m bk bk sad e

Favma BEAREMuseum

existences or forms of J: fe on mmun- exempt from

suchiya's major recent works are pnnm 5h.1pu
consisting of an accumulation of driftwood found on the
shores of the Thames River in London and Tokyo Bay, or small
branches found in forests. An example of the first type is
“Premonition’ (1988), an assemblage of driftwood from Tokyo Bay
which possesses a powerful feeling of motion suggesting
cresting waves. An example of the second type is ‘Monologue'
(1989 athe Opeluchinsou voor Beeldhourkurst Middelhcim
Antwerp, in which Tsuchiya attached disk-like objects made of
small branches to several {rce trunks. Several of his works were
ereated mainly with rocks. A representative example s Eternity,

55-meter-wide semicircle created in a forest in France in 1990.
Since then, however, Tsuchiya has dismantled an
abandoned house and reassembled all of the el anc bowse
from it o creste something new As may be seen from recent
992) and 1993),

he has alsa mm mmmr, installations using the remains of

g

L b ek man xmwcumi R ET

axfid

(PROIECTOR ek da i g i
dudinied yio:HSB061 - umuayeTumnFnan hiinuusadin
e (o e

that he has reduced to 8 small pile of ashes.

‘The repeated burning of a house produces a fine white
powder which displays a sublime beauly that manifests o
race whatsoever of the structure formerly inhabited by human
beings. When the ashes are spread in the shape of a polygon,
the effect is tha of the traces left by the house on the ground
Through the repeated process of incineration, the ashes try to
change from existence inta non-existence s material They also
represent something wavering on the border between existence
and non-existence. In this way, the ashes reduced completely
toa “zero horizon” send us a message on a more fundamental
level regarding the significance of the time (history/memory)
when the object lived and functioned. In that sense, ashes are 3
symbol that evokes the indeterminate border between existence
(life) and non-existence (death). A projector attached onto or the
ceiling shines onto the ashes the years. in which the house
*lived" This could be said to suggest even more to us than the
words in the diaries and books that arc sometimes buried
among the ashes

1) Black History
ash (worthan mmednnpmm house) disy sl projector
X 480 x 600 c, 1992
(EAcks BBV oslin)

howa

#sh (morthanenice diapida o hnui‘) m steel, glass, siide projector
00 193,413 at and emvironment
3) Detail of Show:




1) Veat
Wooden sick,iron
1993, at the Hiroshima City Museum of contemporary Art
(Photo
2 The Only Fast Ones are Us
iron,, paraffinwax , plant, forklift
220 X 140 x 670 cm, 1993, at P3 azt and environment

Museur

Penetrable Realms

Since making his artistic debut at the end of the 19705,
Senzaki Chieo has devoted himself ta the creation of installations
His principal style consists of the prolific use of small branches,
‘which he arranges inside and outside of buildings. He has created
large-scale worksat JAPON ARTVIVANT (Marseille, 1967), at P:S.
1(New York,1989),and, recently,at the Hiroshima City Museumof
Contemporary Art (1993), where his installation covered:the
entire oval facade of the museum
Senzaki has also employed glass as a principal material
Examples include an early work at Gallery 21 in 1984 in which
glass was aranged in a trigonal pyramid, with a videa inside it,
and a project at Kaneko Art GI1 in 1992, in which he covered a
block-shaped wooden frame with glass. In recent years, he has

CHIEO SENZAKI

wouiwmsanIFuTY

s oo Sala: shefadntimunsSunfutihaloneree
il nn. 1970

\nmuuwﬁimmﬁndqmmﬂx.mﬂmv 1 a5

R AR IR S

worwind A §iimewn G oot Fesdnmh
oz fwond wnoos 21 . 1984 i Ainszeniznoufuluplon

used parafin. The

fandscapes and human activities. At gallery SHOKO NAGAI in
1992 he covered piywood veith paraffin and made a Jarge cube-

haped. bos m:n he pmca a gregn n;m These are b
work
A £
batrict” Ind mn ugue (lsulunx at

gallery SHOKONAGALin 199:Jw.mm t ks “are

ANAKO ART G
e i PARAFFIN) Dutstummins Tl

ol
Wity i
Dudvieieunmirdaly

NAGA) e Weanivarfy s Miundodirlemruntosonde

Smbdddifvmaininfonidy wlodenden Sy

always wavering the border Of contrasting conditions and
ekt s e kol iy St B (g

e e i Wl . 132

ships: Inside / outside, reflect organic /
inorganic, and closed / open. n “doing 30 he has Aiwaye been
‘concerned with interaction rather than conflict. The fact that he has
settled on paraffinas amaterial is related 1o this concern. It hasan
intermediate quality. It cannot make a visually absolute partition
and does not sgnify  minmalistc obet, This qualiy serve to

EE

Vi wiiaormaBai o wiuvesdiis o Aoluindefon

coating of paraifin can be described as a b.\!nur wh(h ha
b

crossed and penctrate
of acall” (1) The assemblages of small S R o
barrier with countless holes, glass that reflects the outer world
yel is also transparent, and the semi-transparent paraffin seck
0 stand apart from, rather than confronting, absolute barriers
{modernism).

However, Senzaki's new works will probably try o escape
even further from the sbove sort of scheme. A box containing
planis s on the front of a forkif, sencating various posible

mple reading suggests that the forklift represents
|Imlunc{mnsnlhfhlvg and transporting essential toan_ industri-
alize saciety, The plants in the box denote the ¢t of

sl bR maats
i i e

nature T]wv ate struggling 1o maintain theic balance in isolated
positians. But the managed plants on the forklift (industrial soci-
ey’ palmof the hand')sugges ha the o s ol Senzak=
s ]

m s confrant-

i doefonn Snduedouss i

g Py i s, . )
btk Sl 5 ol
4 S = :

society and
Vork e hapgy intracion manifesed by the Insaliofon at
Mita Pak in 1990, 2aki placed iwo power shovels

i diled with count-

less branches.

1. CHIBO SENZAKL exhibion caslogue, o Sanley . Anderson (Tokyss gy
SHOKO NAGALIAE 1

T win (MITO PARKY Wuda 190 sy DusruiihenaySoasassfasiones
i e . S il

B

il iy

1 CHIED SEXAMI . EXWHITION EATALDQUE THASS. §TANLEY N ANDERSON + 1016




Sansern Milindasuta

(Photo: Nitikorn Kraivizscn)
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Paintings That Live

Sansern Milindasuta’s works reflect the futu
contemporary Thai art. In other words, the development and
form in his work in which

Thai artis heading,
ree to which Sansern's images are generated
internally is unusual. A quiet, private imagination leisurely
proliferates i time and space exactly as though weaving its own
story. I Sansen's hands, the form o puinings s stil-fes s

I

smenpharfor paintings that enerate paintings.”
irst Sansern produced rectangular works. However,

“IVORY WHISPER™ 4D o, 192 oo

iy
mmmmmhm A% “THE DODR" ey 992 \- cwuv\m W 1993

slate and wire netting, These were free-form paintings cum objets
Morcover, they were expressed in endlessly recurning chains
It would be impossible to single them out individually to
determine where they begin. As images, however, the artist

fashioned them inio
of T e Object
i kefh a

Bt e il alsa turn our eycs to another type of
xpeiment carmed ot by Sansem. This s found n i thise recent
series of work ‘Gardiner’

“VELVET DROP~viuhal 1993 s

T2 ann “GARDINER

(199) is  group of paintings that stand on e Fliee
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on the floor, creating the image of paintings growing out of
the soil. Indeed, the paintings seem to descend to earth and begin
to live there. There are no more rectangular outlines. The series
titled The Doar' (1992). marks steps faken by Sansern toward
the collapse of formalism, 50 to speak, using rectanges, irregular
forms, and.soft outlins. Ho did such fetile iterpretations
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capacity; it generates cell divisions within the
painting, like  culture of microbes. Almost no refined lines o
tanes can be found. The images are treated like living forms m.u
possess flesh and blood — and sometimes even a will to liv
They frankly ry o express the stist innes bein. They may-even
serve as a metaphor for the inner aspect of paintings as a form of

that abounds
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are depicted. He wrestles with the invisible representation
beneath the surface, This also represents a battle with his hidden
self. In that sense, the series of efforts to dissolve form in hi
paintings represents a chance to constantly achieve o wholeness
apart from an attachmen to the parts. Stepping into the
inner world of the painting also constitutes an experiment
that eagerly looks forward to the restorative power of the
Imagination
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1) Gardiner
acrylic, wax . clay , wood
1993, ak P3 art and environment

2) Gard
1993, at National Gallery
(Photo - Thaweepan Phoonwathu)
rdiner
993, at National Gallery
(Photo Thaweepan Phoonwathu)



1) To You, Our Worshipped Leaders
iron chair, loy, fiber glass, rose , steel
‘each =50 x 50 180 cm, ( 22 pieces), 1993, at F3 art and envirorument
2) Detail of To You , Ous Worshipped Leaders
3) On the Road of Industry
tire , steel
20051200 can, 1993 , at P3 art and environment

An Eye that Indicts Materialism

Dark shadows” aptly describes the throng of human
figures painted by Supachai Satsara on automobile license plates
The reason is that the artists state of mind and opposition to
distortions in Thai society, rather than the neutral shadows of
specific objects, are projected onto the works. Thailand is now
racing headlong along the path of economic growth; it
possesses (he means of production backing
are attracted by it in addition to ‘mmng rraterl ifvencs

Supachai Satsara
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that did not existin T
they have been forced as well to face various problems s
by economic growth.

This trajectory Is manifested in the plans for Supachai's
works. “On the Road of Industry” (1993) eriticizes the growth of
materialism. “On the Road to Bangkok” (1993) displays opposition
to the absorption of labor from the countryside into the city
(Banghok). an unprocedented phenornenon brought bovt by

t MuseumFatidation

he relationship as an artistic (critical issus.
Road of Industry” depicts faces made of a strange material
~countless fire strips. At the same time, needless to say, the faces
are synonymous with the wheelfracks formed by industrializa-

Sonmomifveinibimegumen i Tnewizoé s Tuwom
s ~wscuumogranin® (ON THE ROAD OF INDUSTRY) 04wl s 1992

silnning, ¢nlumde g (N THE
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on. But Supachai's work, transcending urivocal

s

like this, destroys the function of the
industriatization, by shredding them. In ﬂmm‘ 50, he has created
an image of the emptiness of industrial societ

'On the Road to Bangkok Js an installation that depicts
crowds painted on a series of license plates. The dark shadows
formed by the figures are impersonal, almost like human ghosts.
Visually, the license plates scem more personal and real than th
dark ghostlike human shadows; they are also more orderly.
The installation simultancously seems to convey an image of
human beings governed or controlled by numbers. in a recent,
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related work. human shapes have been cut out of the paintings,
creating hollow figures.

‘Whereas the growth of industrial society and the human
ToYou,
Ol Werbhppd L nela 097 vt €T s g ot
politicians. The heads of twenty politicians ar pside
Gown on two Fows of small stande, Tools playthings) of ilza-
tion, such as automobiles and airplanes, are placed on the necks.
A desire for greater effort on behalf of the happiness and interests
of individual human beings is infused in these figures, who

and
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have served as a force promating rap
industalization. As an expression O uman bengs'reationsi mp
with saciely an imple

arthodox idea. By comparison, this aspect has been climinated

in Japan, which is following the path o and
the hollowing out of industries. But it may be inevitable for Tha
artists with a strong social consciousness to become involved in
the most critical social problems today. Signs that should keep
Supachai from simply ending up a this level as an artist are

i in works that reveal the vision of an artist who <an
n the empty forms behind material

rivet his attention
phenomena.




