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Boonma : The Pagoda & Cos-
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Culture Center Gallery Tokyo
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Mitsubishi - Jisho ARTIUM.,
Fukuoka. Japan

"Arte Amazonas”, Museu de
Arte Modema. Rio de Janeiro,
Brazil 1 2535
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The New Art from Southeas

Asia 1992 Exhibition, 10fig2, MONTIEN BOONMA
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1953
1986-88

Born in Bangkok
Studied sculpture at
Ecole Nationale
Supérieure des
Beaux-Arts, Paris,
France

Studied at Université
de Paris VIII, Faculté
des Arts
Plastiques, Saint-
Denis, France
(Maitrise Nationale
en Arts Plastiques)

1988-Present Instructor in

1989

mixed-media’s
sculpture at Chiang
Mai University, the
Faculty of fine Arts,
Chiang Mai
Completed the Post-
graduate Course in
painting at Silpakorn
University, Bangkok
(M.F.A)

SOLO EXHIBITIONS

1989

1990

1991

1991

“Story from the
Farm”, National

SELECTED GROUP EXHI-

BITIONS

1987

1988

1989

“La Rue vers 'Art”,
Exhibition of School
of Fine Arts, Nantes,
France

42t Salon de Mai,
Grand Palais, Paris,
France 6th Contem-
porary Water Colour
Exhibition White
Group, the Exhibi-
tion Hall of Bangkok
Bank, Bangkok
438me Salon de Mai,
Grand Palais, Paris,
France Olympiad of
art, Olympic Park,
Seoul, Republic of
Korea

“Les Peintres Thai-
landais Traditionnels
et Contemporains”,
L'Espace  Pierre
Cardin, Paris, France
Contemporary Art
Competition 1989,
National Gallery,
Bangkok

Gullerﬁmﬂ:{ _,I:'l..r‘[ MUEEUH"‘I Fﬂundati‘a m the Outside

“THAIAHT (Thai-
Thai)’, National
Gallery, Bangkok
“Form and Material”,
Visual Dhamma
Gallery, Bangkok
“Montien Boonma :
The Pagoda & Cos-
mos Drawn with
Earth”, The Japan
Foundation Ascan
Culture Center Gal-
lery, Tokyo
Mitsubishi - Jisho
Artium, Fukuoka,
Japan

1991-1992 “AUM", Visual

1992

Dhamma Gallery,
Bangkok

“ARTE AMAZO-
NAS”. Goethe Insti-
tute, Bangkok

1990

Looking In™ by 15
Artists, the Gallery of
USIS, Chiang Mai/
National Gallery,
Bangkok

Asia Contemporary
Water Colour Exhi-
bition, Thailand Cul-
tural Centre, Bang-
kok

8th Biennale of Syd-
ney “The Ready-
made Boomerang”,
Art Gallery of New
South Wales, Syd-
ney, Australia
Wiener Festwochen
“Von der Natur in
der Kunst”, Messe-
palast, Vienna, Aus-
tria

“Enneagram - Nine
into 97, Visual
Dhamma Gallery,
Bangkok.
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“pavnaciiafnduia”, fudauunssany, 2535

“Drawing for the Mind Training”, crayon on paper. 1992, 40 x 55 cm.. (each)
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Trace Out of The Fists on Ash, Dirt, with the Spade”, dirt. ash, sa-paper, and diging tools, 1991 - 1992, sa-paper ;

280 x 100 x 6 em., (each)

1991
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“The Intergrative Art
of Modern Thailand”
Lowie  Museum,
University of Cal-
lifornia, Berkely
U.S.A.

“Art and Environ-
ment”, Art Gallery,
Silpakorn University,
Bangkok

“Print Installation”,
National Gallery/
National Museum,
Bangkok

“Thai Spirit™ - White
Group, National
Gallery, Bangkok
“ARTE AMAZO-
NAS™ Museu de Arte
Moderma, Rio de
laneiro. Brazil
“Melancholic Trance”
Visual Dhamma.
Bangkok “Individual
Project”. National
Gallery Bangkok

1992

1993

Address :

“The New Art from
Southeast Asia 1992
exhibition™, Tokyo,
Osaka, Fukuoka and
Hiroshima, Japan
“PROSPECT 93
the International Ex-
hibition Actual Art”
At The Frankfurter
Kunstverein, and the
Schirn Kunsthalle
Frankurt, Germany
408 Soi Tanakarn
Arkarn Songkroh 1/
3, Ngamwongwan
Rd., Nonthaburee
11000, Thailand
Tel. (02) 588-3232

“Fasnssudiouladan”, weuls, nsuanlwateunusiulsl, 2534

“Black Candles Painting”, Candles on Wood panels, torches, 1991, 244 x 488 x 12 ¢m.

“analy - 'ﬁ'l\!l!lﬂﬂ". UL UUNS 0 EH T uase vl aawen, 2534

“Inside-Outside”, Soil prigment on sa-paper. terra cotta lids, 1991, 120 x 240 & 20 ¢m.
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Floor/Earth, Wall/Heaven", Terru-cotia, gold leal, wood, charcoal, soil electric light, 1992, J
. soil, ; 2, Jar

55 x 45 emJ/ladder © 30 % 300 ¢m.
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Sketches for Wall, Door, Floor™

- Lryon on paper. 1992 50 « 40 ¢m
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“mmmaiiiatindula”, Gusauunszanw, 2535

“Drawing for the Mind Training”, Crayon, pencil on paper, 1992, 40 x 60 cm. (each)
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“Swell of Self”, “Drawing of Mind", rope. synthetic clay, pin. glue, and cr.

“Study for Swell of Self”

“Study for Swell of Self”

, BugReUUNS e, 2535

+ Cravon on paper

19972, 4{)

S0 ¢m

SHIUABUUNS ANy, 2535

ayon on paper, 1992, dimension variable

to work with the ropes.

[ starfed
CONCEPTWW | X Art Museum Fﬁl.—{ﬂﬂﬁiﬂfmmakmg o

WORK : LEGEND
OF MAKING
WORK.

When [ realized this work,
I always read the talk of Laung
Poh-Chah Suphattho who was
the monk master at Wat Nong-
Phong, Ubolrachathanee, Thai-
land. His talk is about the
practice of a calmed mind. |
read every momning before I
started to work. So may be this
work formed up unconsciosely
from the concept that | had re;ul‘
about and from my idea of
using simple things, simple way
to make some works in Ger-
many. [ had no idea and no
idea of doing work which
concerned with my town
Worpswede. in that time. Just
found some things to do. to hold
that did not have any sapect of
concept outside. 1 wanted t©
stay alone. and | felt good when

bowl came to me when 1 asked
my self what form did 1 want,
The monk bowls are part of my
concept for this year (1992). 1
am fascinated by the shape of
the monk bowl. For me, its
shape looks organic and geo-
metric and ambiguous. The
bottom of the bowl is in curved
shape. so that it could stand by
supporting with anything at the
bottom.  Monks always hold
with theirs arms. [ think about
the space in the bowl. 1 prefer
o be in this space which for
me separates from the outside-
world. So | would like to place
my mind inside the bowl.

The ropes are formed by
twining with fibers of straw, 1
really like the accumulation of
twined fibers. | got the feeling
of concentration from the
structure of ropes. And the
rope used for putting things
togetherties everythings to be in

“Alm”, Guw, nasdlal, wan, 2535

“Alm”, Terra cota fist-prints, terra cotta bowls, gold foil, triangles Steel Tables, 1992, 300 x 300 x 60 cm. (Detail)
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Detanl of work,



“sisaaiiamaly - meuan”, fuwuwusulil, 2534 - 2535

“Inside — Outside Handprints™, Terra cotta on wood shelves. 1991 - 1992, 200 x 20 % 40 cm.
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“Detail of tnside - Outside Hand - prints”
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one unity. I coiled the rope in
a spiral way gradually to form
a bowl,

The spiral rope makes me
think about the Zen Garden in
the Japanese temple and the
image of water in thai mural
painting. So I would like the
wave of spiral rope to repre-
sent the wave of my mind in-

side the bowl, The forms ol

bowls in different shapes sym-

bolize the characteristic ol

mind.  The remains of ropes
link in the center of the jum-
bled rope which has the “print
fist” to lay in a nest. My print
fist for me symbolizes the Sell-
the Spirit, and the evil passion.
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“silsawdia - maly - mouan”, fwwn, 2534

“Red fistprints = Inside and Outside”, terra cotta, 1991, 100 x 100 % 20 cm.

“ _The matural phenomena in the materials usually conduct me to have a

significant content and help me a great deal to find out a creating method of find out

a creating method of works...
I'm interested in the way of manipulating the materials and objects of the

local people in the villages, that theirs activities give me a way of creating a work...”




“wigmuiulae”, 81, NesRIUaIUNNSzaTE. 2534

“Charcoal Pagoda with Pots”, Charcoal. gold-foil. on paper, 1991 380 x 500 x 3 cm.
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spifadee”, N, d, nazerwan, udl wasuasalil, 2535

“Oblique Wall”, Ash, Charcoal. sa-paper, and electric lamp, 1992, 290 x 300 x 20 ¢m,
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CONCEPT...

At present, | am thinking
about the “content of space” as
the principal element of the
forms and content of my works.
For me, space is the place that
supports ideas. things, and life,
formed and existing visually in
its unlimited boundary. The
dimensions and boundaries of
space are sel up at the moment
when images and things appear
in space. Space will have sig-
nificance and meaning when
things appear. The symbolic
and abstract meanings of ob-
Jjects stimulate the sensibilities
and the imagination in various
ways. So [ like to take these
motives as the main concept of
my works.

In the exhibition, I use the
wall, partitions, and floors of
the exhibition hall as parts of
my works. The position of the
horizontal floor and the verti-
cal wall determine the con-
struction and the forms of my

Rama | X Art Museum FounaatiObiects such as terra-

BN WG
g o Ww g - )
“3anaN”, fu. Bgvin, duin, dw, BT wasnssenwan, 2534,
“Spherical Shape”, Soil. smashed-brick, ash, charcoal. wood, sa-paper, 1991, 180 x 140 x 5 cm.
“susaonag v ur an W, das B B g G T nasesan, 2514
“Trace oul the Fire Wind Water Dirt”, Charcoal. ash, dirt, smashed-hrick  terra cotta, wood. sa paper 1991 180 x 140 5 5 e

cotta fists, jars, bowls, ladders,
buckets, and abstract structures
are installed in and on the space
of the walls and floors, and they
Husively awaken the sensibili-
lies of the viewer and stimulate
them into an ambiguous envi-
ronment. Simultaneously. they
involve the sensibility of
contradictions—oppressive-tran-
quil, materialistic-spiritual,
empty-compact—which are
¢voked by their meanings and
the symbolic significance of
cultural objects from my sur-
roundings.

“Tdauazsaoin®, o1 fuLed, BUUUNTEANY, 2534

“Pots and Footprints”, Charcoal, Soil. on paper. 1991 100 x 210 x 3.50 cm.

«malu - movanlas”, fuuas, fu. Yuarvunsai, 2534

“Inside-Outside Pots”, Soil, Lime-stone, on paper. 1991, 100 x 210 x 3.50 cm,

«  For me, the ways of creating a work are more important than a work |
wee L) o
the Michelangelo's way and his technique to paint on the wall and ceiling of the Sistine
e s .

Chapel are more interesting than the content of his works...
e b )




“mmhaiialasanu i, Usea, wilsn, fudauunszaty, 2535

“Sketches for Floor, Door, Wall Project”, crayon on paper., 40 x 50 cm., 1992

"s‘l'm‘i'm Floor, Door, Wall”, 8US0UUNE0TY, 2535

“Drawing for Floor, Door, Wall Project”, cravon on paper. 1942, 40) x 35 ¢m

e

On Meditation

To calm the mind means
to find the right balance. If you
try to force your mind too much
it goes too far; if you don’t try
enough it doesn’t get there, it
misses the point of balance.

Normally the mind isn’t,
still, it’s moving all the time,
but it lacks energy. Making the
mind energetic and making the
body energetic are not the same.
To give the body energy we
have to exercise it, to push it,
in order to make it strong; but
to make the mind strong means
to make it peaceful, not to go
thinking of this and that. For
most of us the mind has never
been peaceful, it has never had
the energy of samadhi — the
concentrated calm resulting
from meditation practice — so
we establish it within a bound-
ary.  We sit in meditation,

staying with the “one who
knows.”

If we force our breath to

of this path of the breath at the
nose-tip, the chest and the ab-
domen, then at the abdomen,
the chest and the tip of the nose.
We take note of these three
points in order to make the
mind firm, to limit mental ac-
tivity so that mindfulness and
self-awareness can arise easily.

When we are adept at not-
ing these three pbinl:s we can
let them go and note the in-and-
out breathing, concentrating
solely at the nose-tip or the
upper lip where the air passes
on its in-and-out passage. We
don’t have to follow the breath,
we just establish mindfulness
in front of us at the nose-tip,
and note the breath at this one
point-entering, leaving, enter-
ing, leaving, There’s no need
to think of anything special, just
toncentrate on this simple task
for now, having continuous
presence of mind, There's
nothing more to do, just
breathing in and out.

0on the mind becomes

be too long or ife @<t Art Museum FOouagalion vem refined,

not balanced, the mind won't
become peaceful. 1t’s like when
we first start to use a pedal
sewing machine. At first we
just practise pedalling the ma-
chine to get our co-ordination
right, before we actually sew
anything. Following the breath
is similar.  We don't get con-
cermned over how long or short.
weak or strong it is, we just nole
it We simply let it be, fol-
lowing the natural breathing.

When it's balanced. we
take the breathing as our medi-
tation object. When we breathe
in, the beginning of the breath
Is al the nose-tip, the middle of
the breath at the chest and the
end of the breath at the abdo-
men.  This is the path of the
breath. When we breathe out.
the beginning of the breath is
at the abdomen. the middle at
the chest and the end at the
nose-tip. We simply take note

The mind and body become
light. This is the right state for
the work of meditation.

When sitting in meditation
the mind becomes refined, but
Whatever state it’s in we should
ry to be aware of it, to know
it Mental activily is there to-
gether with tranquillity. There
IS vitakka, the action of bring-
ing the mind to the theme of
contemplation. If there is not
much mindfulness, there will
not be much vitakka. Then
vicara, the contemplation
around that theme, follows.
Various weak mental impres-
sions may arise from time to
time but our self-awareness 18
the important thing-whatever
Mmay be happening, we know it
Continuously. As we go deeper
We are constantly aware of the
State of our meditation, know-
Ing whether or not the mind is
firmly established. Thus both

P e X

“shaiuaspasia®, ien. nm, duye, Sudansisi, 2535

“Qwell of Self™, rope. glue, pin, synthetic clay, 1992 250 x 200 x 250 cm.
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