B-CAT-2-0349-2002

S0L-0325-05-2002

ITHIPOL THANGCHALOK

MATTER OF THE MIND

ANENA ALAAN
”mqumﬂm

..................

.................

...............

...............



ITHIPOL THANGCHALOK

MATTER OF THE MIND
An Exhibition of Paintings 2000 - 2002

May 15 - June & 2002
Gallery of The Faculty of Painting Sculpture and Graphic Arts

Silpakorn University, Bangkok.

Rama IX Art Museum Foundation

ANGNA FANLRAN

a/ 1 =Y

’EMQLL‘HQ‘QB’I

Tn3gANITARNINTIN 2543 - 2545

15 WOHAIAN - 6 HQUIEU 2545
gpAATANEARINITNU T RN INTTHUALN WL

Y INENREARLINT NTUNW

= yate

wokade LERE L RL

= e



Matter of the Mind

Work on the series of paintings entitled “Matter of the Mind" began
soon after my second solo exhibit, “The Colors of Light,” which took place
between May 11 and June 12, 2000, and by the time my third solo show
opens in mid-May 2002, it will have taken a full two years to complete. The
paintings in the new series are radically different from any of my previous
work in terms of concept, form and technique, but this is in keeping with the
very nature of art. When an artist exhausts the possibilities of one ap-
proach, he naturally moves in a new direction.

Unlike the paintings in the series “The Colors of Light,” the new
works do not draw their inspiration from nature. Neither are they impres-
sions of city life like the paintings in two previous series called “Urban” and
“Walls.” And unlike the series “Fragments,” they are also not a return to the
past or a re-examination of my cultural roots in the temples of Chiang Mai.
Instead, the conception for these new paintings gradually took shape as a
result of my reading on the relationship between matter and the mind,
concepts which have traditionally been posited as polar opposites, but which
today are subject to a completely different understanding. Interestingly, this
new understanding conforms to the Buddhist scripture which reads: “The
word mind (vinyan) refers both to the knower and to that which is known.

Hama X At Museunthe knoét sannst be separated from that which is known. Likewise, the
act of seeing must have an object which is seen. The act of hearing must
have an object which is heard. Anger must have an object at which it is
directed. Hope must have something which is hoped for, and the act of
thinking must have something which is thought about. If that which is known
did not exist, likewise the knower would not exist. When a person who
practices the dharma examines his mind, he will perceive the connected-
ness of the knower and that which is known. When we practice mindfulness
through breathing, our awareness of our breathing is mind, and as we
develop awareness of our body, the knowledge we acquire is also mind. In
examining the objects in the world around us, he gained knowledge of
those objects and our mind. In short, any examination of the connectedness
of objects and the mind brings greater awareness of the mind.”’

What is even more surprising is the similarity between Buddhist
beliefs and some of the latest concepts from the realm of physics. Accord-
ing to physicist Fritjof Capra, “Electrons have no existence independent of
my perception of them. In the branch of physics which concerns atoms,
there is no clear dividing line between the mind and objective reality, be-
tween the observer and that which is observed. We cannot speak of nature
without speaking of ourselves at the same time.” Later he writes: “The way
in which the scientist observes nature is intimately linked with the nature of
his mind, his perception, his intelligence and his value system. Therefore,
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the outcome of any scientific investigation and any subsequent technologi-
cal applications are determined by the structure of the mind.”

For most of us, what we know and understand about objective
reality is restricted to our sensory perception of the surface of things. But
science has reached the point where it can prove that much of what we see
and believe about reality is merely an illusion. As modern physicists believe,
“If we adopt a macro perspective, the objects around us will appear to be
immobile and lifeless. But if we magnify a rock or a piece of metal and
examine its smallest elements, we will find that what at first appears lifeless
is in fact alive with motion, and the closer we look, the more life we will
perceive...Modern physics does not consider matter as fixed and immobile;
rather, it perceives it as in a state of constant movement and vibration, the
rhythm of which is determined by the nature of its molecules, atoms and
nuclei. We have begun to understand that no structure in nature is un-
changing. There is stability, but this stability is one component of a dynamic
balance. The deeper we Penetrate into an object, the more we must appre-
ciate the dynamic quality of nature if we are to understand the nature of the
object.” This new understanding conforms to Eastern philosophical tenets
dating back thousands of years. “The more we study Hinduism, Buddhism
and Taoism, the more obvious it becomes that these three religions all view
the world as in a state of constant movement, change and flux. Eastern
philosophers conceive of the universe as an intricately-woven web whose

component parts are inextricably linked in a relationship that is constantly
moving. This single web is

ment, growth and change."s

These new insj

| : ghts also inform the works that comprise this latest
series of paintings. Un|

. : ke previous paintings which have been inspired by
Impressions of nature and the environment, the latest works are informed
by the notion of them as objects in themselves. They are two-dimensional,
rectangular objects with length and width but without the conventional illu-

sion of depthl. They are intended to underscore the relationship between
matter and mind, first between the paintin
second between th inti

te aim of art is identical to that

to purify the heart and mind of man.”
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Characterized by perpetual movement; ife, mover-t f /|

ments to attain perfection or ultimate beauty, | have cho'sen to str{p awlay
everything superfluous from my work — all t.he cqnfusmg narrative ele-
ments, meanings and worldly feelings, all the dlstractmg forms gnd shdapes.
| have simplified the composition, retaining only what is essential an |rr:-
ducible: dots. Dots are the smallest visual element. If do_ts are remgved,t; e
painting will be entirely blank. When dots are placed in S’UCCGSSIOP‘th ;y
form lines. As a general rule, dots and lines have no role in andho eust
selves; they are meaningless and insignificant..To ha}ve meaning, they m _
function as subordinate elements in combination with other visual compo
nents. But in the conception and execution of these works, dgts gnd lines
are used to create form; they become the subjecjr an.d.meanl.ng in thern-
selves, and in this way, they achieve a state of simplicity, purity, serenity,
and universality.

The only structuring principle at work in the paintllngsfls thei rt?gr:t;
mic repetition of dots and lines based on simple.rrllathematlca! _tohrm‘uta nded
But this repetition is more than merely an organ.mng strategy; i t|s :(n e i
to evoke meanings and emotions associated with the constant |ct [;gair 2
clock, the rhythmic beating of the heart, and the steady mqvgmer} oran
and out of the lungs. It is meant to convey thg gradual.shmlng od thagsun
night, the rotation of the earth on its axis, and 1t§ revolutlorf arountition that,
all of which obey the same universal I'-u|zS. f\\tr?hz Ija?,lytiﬂ:] rrz;;ztition a|sc;

itation, we can still our minds. lime, s
;igouus%r; r?e‘i»\acliiirtwags of monotony, feelings which we .asso<:|atedwnh”tvr‘;es seem-
ingly endless repetition and boredom of our routine, everyday A

SEUM FOURSEEY the dots and lines that define this series of works, | chose

not to use the usual methods of applying paint with a brush. 'nSte:d’.;m?::t
deep grooves and holes in the s;ﬁeige c:icmhyisﬁ:zﬁf'ift fne;:t?stis:lljsion.
they are materials. They have a aepth whict =k
Thg painting technique is also unique to this series of V\éork_ft'] I:a;’;h;rn’?hzlg
using a brush in the conventional manner, | experl.mente hw1 " Worljng
designed to complement the ideailand gﬁ:ésr:]hua:fi;rliolr;;rseoxﬁoacéylic it
i in piece of rubber, | quickly ap . . ,
LV:SI ?hiqlr;o?(j)erchad become murky and muddy. Again, thh? :Tenggn ;T:ts—
i llude to the ignorance, » and w _
Ic?\?e!rtlaos\’:\?:rg?r:et?niid, cloud our consciousness and -|nh|b|t OL;r mtellert:(t). tOhg
another level, each layer of paint functions as a sign, a re erlenc: e i
accretions of time, to age and to the implacability of change. In short,
layering of paint is an attempt to give tangible form to tllme. . .-
In addition to choosing the technique_s and materllal.f‘, W|tthrt1|cimint?
will work, an artist must also decide OE'the St:;;‘c: g;sf:lrsegas';‘zggséf f?afmony
i width that best achieve :
i’inr?dtgzleltizgt?s ir;:en a difficult matter. In the past,. my chonces. \nffiere u:gagy
based on internal considerations; they were subjective and md.;erncm 83{
habit. But as | started work on the new sgngs. | adqptetl:il a| “lloif(eed wi?h
proach, basing my decisions on external criteria. Specifica \gre Lite large:
the unused plywood frames | already had on hand. Some wf Vgra ; size‘
others small. In some cases, the frames were rectangle, 0 . a | gaimed,
and some were longer than most of the frames 'l had prgvuituhzyfrzme” 0‘;
Adopting this approach allowed me not only to think outsi e.th o rame o
past habits, but also to solve the problem of what to do wi




“The Colors of Light” Series

“Wall" Series

materials cluttering up my studio. It gave value to what was otherwise
waste. Here again, | was operating on the principle of turning obstacles into
opportunities. As work continued, | eventually began painting on floor tiles,
which | found to be particularly well-suited to the concept of paintings as
matter. Because the tiles are not especially hard, it was easy to make
grooves in the surface by a variety of means, which included gouging,
digging, scratching, scraping, piercing and chipping. As the floor tiles are a
standard 9 inches by 9 inches, the size of the paintings is inextricably linked
to the number of tiles of which they are comprised. For instance, some of

the paintings are four tiles wide by six tiles long; others are six tiles wide
by eight tiles long.

A comparison of the series “Matter of the Mind” and “The Colors of
Light” clearly shows the differences between them. The paintings in the
earlier series draw their inspiration directly from nature. The primary con-
cerns are emotional and esthetic, whereas meaning and intellectual content
are secondary. But in “Matter of the Mind” the reverse holds. Thought and
meaning are the starting point, determining the process by which the paint-
ings are created. Emotional and esthetic considerations are of lesser impor-
tance. In fact, the emotional and esthetic impact of these works might even
be called a by-product, flowing out of the philosophical concepts which
shape them. It is also a result of the two-fold process required for the
creation of these works of art.

The first of these two sta

ges was a conscious search for meaning
and purpose. It involved plannin

or depth. The works in these series also give center stage to the mteérplay
between opposites, a theme | have explored fgr more than 30 yearsc,j. omg
of these opposites include form and space, light and shadc.)w,.or er ant
freedom, stillness and movement, and mind and mattgr. While in conste;z
opposition, these terms are also inseparable, like two sides of a snrlgle truth.
In contrast, as | have tried to explain above, t.here are also dlﬁere?ces
which set the paintings in my most recent series _apgrt from_ ?Iny 0 rr;;;
previous work. The most fundamental difference is in .the in uenhce !
Buddhism and modern physics, which, after extended.reflectlcljn,“have S sfipz:e
the concepts, goals and working strategies of the paintings in Niatt.er ;em-
Mind.” These paintings are conceived and executed af, obje::s, in "
selves. Unlike the works which comprise “Walls,” “Qrban and‘ Fragrr:;znti,
which, although they are abstract, allude to objectsf in the out3|dtehwo;b_,ectz
new paintings make no reference to nor do they imitate any other obj
found in external reality. . |
Two of the paintings included in this third solq exhibit, Worlcé;uthoeur:
Color (Boats on the Mahanak Canal) and World without CoI;r (|a allrodid
Krung Road) are markedly different frsr/rl the ?tgirg(i?;iigg b;s?hey.Mem_
i e paintings for the 18th Annua :
Lheersﬂ;t taiaﬂllziulg of Pginting, Sculpture and Graprllc Arts he:(d Ias; ;esar_.
As the theme of the exhibit was “Recalling the Past,” both works ar >
examination of ideas and techniques | first explored as a ‘studer?t som? °
years ago. Not only do they reflect the dramatic changes in Thileizzlse ;nd
the intervening years, but they are also a record of my expe

' | shadows
; ; . _ ) : TR ife. They capture the sun’s heat, coo )
§ and execuling the worlgin, a delibatafert |5 e rerfotions atiattime in my lfe. T
step-by-step fashion. It included i ' eIt N

more work could be done. B

¥ adopting a strategy which divided the creative

A i .
—— CC(ijparISQn of the workg N “Matter of the Mind" with the
9s and prints in the series “"Walls.” “Urban » and “Fragments” points

- Among the shared characteris-

and the riot of sound and movement that remain viv!d in my r?er?oréaz\:ﬁg
today. In recalling my development as an artist, | achieved my rllzsedrgl e
of success with my drawings. Then, in 1969, | won a bronze b
National Art Exhibition for some woodcuts | had done.‘ | was&alw il
k Canal) and World withou _ :
roe:]p:gsemzh?entim to the) subject matter | first explored in my etarhfai’:‘:gisr
and woodcuts. They are similar to large plates from which p:(ljn Sithout color
been made. They are evidence of a vanisheq world, a ont \;quir obvious‘
and a tangible expression of the reality of time. Yet despite socriuras wifh
connection with the past, these two paintings share Common‘zable S
ity li nd have an illusion of depih,

(s):ar(r:wltt)slle“\fr\?osdguts with lines and grooves cut into the surfao(i. the:], Qti\;]ei:na
flat, two-dimensional quality more like the plates for a woodcut or a 9
than a line drawing. _

Over the r?nore than 30 years of my career as an aﬁlSt'e:’in\;ce)
moved from one work to another, one series to another, ari:d Otntiiztime B
another. An analysis of the development of my work throug hou et | e
its common threads. its variations and its range - would show o artistic
been much more motivated by inner forces than py any c«:rJnc:ernWork e
trends and fashions. The changes that can be discerned in mywm artistic
been motivated by my experiences, my knowledge I myf gn:C; tru?e nature
maturity. A life dedicated to art is by necessity a reflection Od' ST
of the artist. As the American master Jackson Pollagk noteh .1 L a
state of being....self-discovery. Every good artist paints wha '

lthipol Thangchalok

“Urban” Series

“Fragments” Series
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Silence & Sound, 2000

Aerosol Acryvlic Lacquer Acryhc

Plywood with Formica
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Dots and Lines on Gold and Silver. 2000

Acryhic on Formica and Pivwood

Repetition, 2000

Acrylic on Formica
15x 250 cm

122 x 244 cm
15 1w g3

48 x 96 n
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Three Squares, 2000

Acrvlic on Farmica

fa0 Dots. 2000




~ - 6 Layers of Color, 2001
Green Squares. 2001 y ] 0
Aerosol Acrylic Lacquer Acrylic on Plywood

2 x 160 cm

18 x 63 n




Blue Stripe, 2001

Acryhc on Vinyl Tiles Mounted on Plywood

744 Dots on Gold. 2001
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