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An exhibition exploring inter-relationships in art and music with new paintings by

LANCELOTT TAWATCHAI SOMKONG = PREECHA PUN-KLUM

The National Gallery, Bangkok April 2-30, 2010

Silpakorn University Cultural Center Nakhon Pathom, Thailand May 7 — June 20, 2010
RIVER OF SILENCE CONCERT featuring George Gershwin's Rhapsody in Blue
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Bangkok Silpakorn Wind Orchestra Shrewsbury International School Bangkok, Thailand May 9, 2010 3:00'p

This catalbgue for the exhibition presents a small sampling of commentaries written by musical artists after viewing the

paintings i the artists® studios.
All text inalucled are excerpts from the 300 page book to be published by Silpakorn University.

um Foundation

RIVER OF SILENCE

Only when you drink from the river of silence shall you indeed sing.

Kahlil Gibran
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It is said that one painting can convey more than a thousand |
words, and that music is a universal language accessible to all. Now
painting and music crosse each other’s path in RIVER OF SILENCE.

This book presents the work of three artists, one American

and two Thais, each of whom made a series of paintings related to |
specific musical compositions. In addition, the three artists working f

collaboratively created a large painting (approximately six feet high
and seventeen feet long) inspired by three musical compositions of
His Majesty King Rama IX of Thailand. These paintings will be shown
for the first time in 2010, in an exhibition curated by Sakchai
Pojnunvanich, former director of The National Gallery, and
Alongkorn Chansuk, curator at The National Gallery of Thailand.

Working with leading cultural and educational institutions in
Thailand has enabled the organizers to assemble an international
cast of scholars and musical artists to write for the book. Half of the
32 writers in RIVER OF SILENCE come from nine different countries
outside of Thailand. Supplementing the commentaries written by
musical artists on the paintings in the exhibition, the book also
includes four essays on “the music behind the paintings. Through
this book one can gain insight into the beginnings of a dialogue
between visual artists and people associated with the musical arts.

The presentation in the book, which is also mirrored in the
exhibition, is intended to be illuminating and interesting, serving as a
point of departure for one's own exploration or non-verbal
communication.

We trust that you will find RIVER OF SILENCE a visually
exciting, thought - provoking book that demonstrates the power of
Art, Music and Dance to function as universal languages for

communication between people from diverse ethnic, national and
cultural backerounds.

Wl Sunsanwn
Pachanee Chantrasaka

[irector, The National Museurn
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The plan for the jointly-created work evolved over an
eighteen-month period from initial conception to final completion. There

have been some interesting twists and turns along the way, and changes in |

the artists involved as a plan for the project evolved.
The initial idea for a jointly-created work was proposed by the artist
/musician/composer G. One in November 2007. He suggested and the

other two artists then involved agreed to making a painting inspired by |

George Gershwin's Rhapsody in Blue before the eyes of gallery visitors on
the first Sunday following the opening of the exhibition at The National
Gallery. The music was to be playing continuously, with the artists waorking
on the painting in rotation, until they collectively decided that the painting
was fully resolved.

During the period of Thailand’s political turmoil, G-One withdrew
from the project to devote more time and effort to supporting the People
s Alliance for Democracy. Although G-One was no longer involved, his idea
remained alive. Tawatchai Somkong was selected as G-One’s replacement,
and in April 2008, Preecha Pun-Klum, assistant professor at Silpakorn

University, joined the project.

M arlygmonths of 2008, the next step in the evolution involved
useu m E:Q\umatj Jothy created Rhapsody in Blue paintings. Each

of the three artists was going to be responsible for selecting the shape of a
moderately-sized canvas and specifying the basic palette to be used. The
initiator would specify sections of the painting corresponding to three
sections of the music to be completed by his other two colleagues, who
would work on painting in rotation. The artists thought an auxiliary benefit
of creating three paintings would have been to help finance the cost of
publishing this book, through corporate/foundation grants enabling each of
three contributors to be recognized as the donor of the painting to an art
museum or other public institution. Unfortunately, the potential auxiliary
benefit which the artists foresaw was killed when the worldwide financial
crisis occurred in the fall of 2008.

While many discussions took place during the spring and summer of
2008, there was little consensus on how to proceed. Although all three
artists work in an abstract style, it is clear from reading the Artists’
ch to creating paintings related to

Statements, each has his own approa

specific musical compositions. This was undoubtedly a major impediment

to three artists working collaboratively on one canvas.
Since Lancelott was the only one of the three artists currently

involved who was also present at the inception of the idea, he discussed

with Tawatchai Somkong and Preecha Pun-Klum how they wanted to carry

CHRONICLE OF CREATION

out the plan together. The three of them first determined that they would
all prefer to use compositions of His Majesty King Bhumibol Adulyadej as
the inspiration for their creation. Secondly, they wanted to make one work
in three sections, rather than three separate works. Each panel would be

| proportional to the page size in the book which had already been

determined (27 x 25 cm). The resulting three-panel work would be
approximately six feet hich and nearly seventeen feet long.

The next step was to choose three compositions from the 47
creations of His Majesty. After assembling more than 80 recorded renditions
of the music by various artists and ensembles, each of the painters listened
to all the music over a two-week period, independently choosing his top
favorites, ranked from one to ten.

With the rankings in hand the three artists met on January 25, 2009,

* | with Dr. Donald Rosenthal present as an observer. The pre-established

ground rules required that a final selection had to be ranked 1. 2 or 3 by

| one or more of the artists and had to be favorably rated by all three. it

quickly emerged that the #1 section of each artist qualified, making the
selections Near Dawn (Tawatchai Somkong) Blue Day (Preecha Pun-Klum)
and Falling Rain (Lancelott).

Then came the difficult task of designing a structure for the work.
After discussing a number of possibilities, Professor Pun-Klum suggested a
large circular form as the central feature of each panel, to which all agreed.

Since the height of each panel was 12 centimeters greater than the
width, the artists added a twelve-centimeter gold band at the bottom to
unify the painting. Red was unanimously chosen as the background color
for the 168-centimeter square above the gold band. Over the next three
months, each artist worked on his panel independently.

When the artists came back together on May 12. 2009, it was
immediately evident that Tawatchai's Near Dawn panel with its large gt
was the logical unifying piece to place at the center. The final order would
be Falling Rain (Lancelott), Near Dawn (Tawatchai Somkong) and Blue Day
(Preecha Pun-Klum).

The artists decided on some *“finishing touches” to unify the work.
and each signed his panel.

It was only then, after seeing the whole work together that the title
was given. Again it was Professor Pun-Klum's suggestion of RIVER OF
SILENCE that prevailed. Lancelott suggested adding 1o the official title the
names of the three compositions of His Majesty that inspirec the work 0O
each artist. Thus the work was christened: RIVER OF SILENCE  Falling Rain
Near Dawn / Blue Day

SsP /AC October 2009
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Music AND PAINTING, INTERACTIONS

January 2009. The first meeting. The final measures of Bruck-
ner’s Fourth Symphony are still resounding. After bidding my cus-
tomary farewells, | head for my dressing room, my body and soul
still bathed in the transcendent music. A few minutes later, a very
distinguished-looking gentleman knocks on my door. It is Lancelott
or rather Edmund, to use his real name, the writer of an email | had
received some months earlier telling me about a series of paintings
inspired by the Gayne SUITE, a musical work by the Russo-Armenian
composer, Khachaturian, and also the focus of this book. He briefly
sketches his ideas for me and shows me some photos of the paint-
ings. | am immediately struck by the diversity of style and techniques
used'in the paintings, to the point where | initially think they are the
work of two different artists, which | soon discover is not the case.

Based on first impressions, | quickly sort the photos of the paintings |

into those that | like and that speak to me, and those that leave me
cold or indifferent. This initial classification based on my gut reaction
will be largely confirmed when | later get to see the original works

at Lancelott’s studio, even though there will also be a few surprises |

an interesting scint to which we will return).

Painting and the visual arts in general have interested me from
a very young age and, to this day, whenever | get the time, | love
nothing better than to visit galleries and contemporary art museums
to feed this interest. In particular, the interaction between different
arts, especially with music, is something for which | have a singular
passion. | have been involved in three collaborative projects with
video artists (Meditation in 2003, Perception in 2004 and Impressions
in 2005) that combined twentieth-century music, played by a chamber
orchestra, with video installations in a specially prepared space. So it
is with considerable interest that | have scheduled a visit during my

next trip to Thailand.
Painting and Music. Si
strong parallels between the development of these two art forms

have emerged. How can we not draw links between the paintings

of Gustav Klim
Debussy’s musi
berg’s artistic jo
tone system, evocatively brings to my mind the similar path of Vassily
Kandinsky, co-fo

colors and primary
as expressionist. How can we not forge parallels between that most

forms after a period that we would now classify

nce the end of the nineteenth century, |
| cians were hired to play accompanying music during the screening.

ic and Monet’s impressionist works? Arnold Schén |

urney both before and after the birth of the twelve |

under of Abstract Art, who progressed to elementary |

chameleon of painters, Pablo Picasso, and the hugely talented, imita-
tive composer, lgor Stravinsky; the essential austerity of Webern and
the poetic minimalism of Mondrian’s late work; or, more recently,
John Cage’s Discourse on Nothing and Marcel Duchamps’s Fountain
(in fact an inverted urinal)? Is this merely a chronological coincidence
of history or rather a parallel evolution due to a common “Zeitgeist’
(Spirit of the Times)? Given that the former is clearly challenged even
by the handful of examples just given, simple probability would sug-
gest that the latter remains the more plausible hypothesis.
Moreover, history tells us that a number of artists working
in music and the plastic arts have tried frequently to bring these
spheres into communion. Think of Richard Wagner and his search for

| the ‘Gesamtkunstwerk’ or ‘Total Artwork’ (ultimately represented

for him by opera because it brings together music, literature and the
visual arts). Or Vassily Kandinsky’s efforts to forge correlations be-
tween sounds and colors, musical structures and geometric forms, or
Alexander Scriabin’s experimental work with synaesthesia (where one
simultaneously hears the colors and sees the sounds) in pieces such
as Prometheus: The Poem of Fire and his illuminated color keyboard.
Or, finally, Modest Mussorgsky’s Pictures at an Exhibition where he
musically describes ten paintings by his friend, Viktor Hartmann, and
his promenades among these different paintings.

In a more commercial vein, pop and rock musicians have long
produced music videos as a way of ‘selling’ their music. Their use of
the image is rooted in the assumption that it can intensify the sort
of sensations they want to evoke. TV commercials work in a similar,
if inverted, fashion where music is used to reinforce the image or to
influence its expression in a way that will evoke a desire to possess

or to buy.
In the domain of cinema, even in the so-called silent era

(silent not by choice but because of technological constraints), musi-

Film music, which for some is marginalized to a secondary role, if not

t and the symphonies of Gustav Mahler, or Claude | ignored altogether, actually plays an indispensable role. To wit, try and

imagine one of Hitchcock’s films without music. What would become
of the gunshot scene at London’s Royal Albert Hall in The Man Who
Knew Too Much without Bernard Herrmann's music?



For one or another of the reasons just mentioned, the majority |

of intellectuals in the European musical world today have assumed
a sort of kneejerk rejection of any proposed combination between
serious music and visuals in the contemporary concert hall. They

claim that in an image-dominated culture such as ours, any music |

that is thus associated with visuals runs the risk of being irremediably
relegated to the background and taking on a merely illustrative role.
Yet, from the examples given earlier, one can see that interactions
between the worlds of music and the visual arts are not limited to
one dimension, On the contrary, this rich and extremely complex issue
forms a kind of role-play encased by kaleidoscopic mirrors. Lancelott’s
project has helped me rediscover a new aspect to this relationship,
a truly unexpected development,

Lancelott’s work openly positions itself in a postmodern con-
text. His creative process is the opposite of the one Modest Mussorgsky
used for his Pictures at an Exhibition. Here, he uses the very popular
Gayne SUITE by Khachaturian (1903-1978) as his source of inspiration
and the common thread for his series of paintings. Lancelott’s work is
abstract; nevertheless, he incorporates in it certain symbolic elements
such as the moon. He also uses several different techniques in this
series: he paints, squirts, or simply lets the paint run down the canvas,
while equally incorporating the texture and raw colors of the linen
backing into his composition, as well as a collage of miscellaneous
materials such as gold and silver leaf or rice grains. Lancelott tells
me that: “Often, but not always, when | listen to the music. colors,
Images, abstract forms, sometimes movermnent appear in my mind. It’s
a distillation and elaboration of these elements that finally appears
on the canvas” This is a perfect instantiation of synaesthesia with
Lancelott assaciating colors and forms with sounds.

March 2009. Here | am, finally, in front of the original paintings,
enthroned in a light-filled room. | make my way through these works
of substantial dimensions - each more than a meter hieh — and in no
time find myself facing the painting that most impressed me when | first
saw a photograph of it last January: Armen’s Variation. The turbulent
and hallucinatory entangling of poured and spattered paint in the style
of Jackson Pollock, with varying shades from blue, aray, charcoal to
black, creates a three-dimensional illusion, in which, as when a pilot
crosses a bank of clouds, we see and don't see the bottom. In the
middle of such energetic and dynamic turbulence, we see a white band
sprinkled with rice grains and silver leaf, its concrete, tangible aspect
a bold contrast with the rest of the painting. Two red lines encircle
the stnp, rendering it even more striking. A lateral eush of the same

'l‘h_‘_numl_l_l_i[_;\ PHIE SARIONAL Gonl | ERY 6

red paint, resembling a savage animal leaping from left to right, runs
against the perspective and the dynamics toward the front. For me,

| Armen’s Variation possesses a metaphysical dimension and could as

well be entitled “present moment and visions of the near future.” The
energy of the painting which is directed toward the future reminds me
of “The Golden Man” by Philip K. Dick.

The closely-knitted symbolism of Ayesha’s Dance and its in-
credible riot of reds draw me in next. Lancelott proves himself here
a virtuoso, an absolute master of colors; he succeeds in creating an
infinite variation of shades of the color red. He plays with the brilliance
and the luminosity of the paints and gives them different textures,
5o that we simultaneously see and feel the color. The painting radi-
ates sensuality and the incandescent intensity of the love and desire
that Ayesha feels for Armen. At the top of the painting, the raw, dull
linen backing is visible. It contrasts fiercely with the penetration and
the red love games, symbolizing the reality that makes Ayesha’s love
and desire impossible.

Lullaby, a collage of miscellaneous decorative elements on a

bare canvas, without any perspective, just doesn't catch my atten-

tion. | ind neither charm nor interest in this painting

When | finish looking through these R m—»t
presents me with a very interesting experience. Han mg me a Uittt
guide that lists the name of each painting and the episode of the
Gayne SUITE to which it corresponds, he starts to play Khachaturian’s
music. In this way, | am able to study each painting while simultane-
ously listening to the music that inspired its creation. This experience
helps me better understand the genesis of Armen’s Variation, my

favorite painting in the series, but it adds little to my appreciation of
preciated it anymore than | already

picture that | least appreciated,
ittle, it redefines as organic

red to be merely decora-
d helps me uncover

the picture for | couldn’t have ap
did. Stepping in front of Lullaby, the
the music fosters a small miracle: little by |
those elements that | had previously conside
tive, produces a kind of dynamic movement an ‘

a whole new dimension in the painting. I am astounded to have just
discovered a new function for music in its interactions with painting,
namely a sort of roadmap or form of silent film subtitling!

Claude Villaret
August 2009
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ARMEN’S VARIATION

acrylic, enamel, metallics on linen 120 x 120 Ayesha’s Dance

Museum Foundation
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Lullaby

acrylic, powdered gold, metallic paint, on raw linen  acrylic, enamel, metallics on linen 120 x 120
120 x 120
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fuiiisaniedly anduimmneadidalulunmadumandsandlnedion
uimssansSstmusiusearuausnadlavesanduetists mmideudiv
auns Tudsusvateamsseidudnduiunn Pauinisvesfavsasuous
anfluluidsgivegnitulada Suiiniauds vhluslideulssnmiBouvasn
amyl AALY (Gustav Klimt) dhiuGulniivespanid wuaes (Gustav Mahler)
viiaieununivasinan woyad (Claude Debussy) Wiunudsuwudum
sadufiasivaslaan Tuus (Claude Monet) l@TduUNIITINUBIB S lUAS
dwdsn (Arnold Schénberg) fisuwasndan saudnnIsUseiiusauninm
ssuulnudssduinfinssuunisusedusinasivduasslyuwdog (dode
caphonisme) tReuliisrsdnfiadumafinue@iad auduan (Vassily
Kandinsky) rn:i's'mria-s"}:aﬁaﬂ:L'Tjam:ua'ﬁius‘ﬁaﬂwlﬂajn'wi’{,‘ﬁﬁ‘i";uﬁmua:w
nsesssumvdgaiisieaBenidindugaendmsatuifuliodssevain
vihluslideslusnlua Unaly (Pablo Picasso) Insnagwisuvsuiuidou
'Lﬂ13aEJmﬁau?‘{ad“.L?'hﬁ’uw‘sa1ﬁsémaaﬁﬂﬂ‘itﬁ’uﬁ'ét]ﬁ\|nJEi&.!t:tfﬁ'fjiu'bll'tatﬁr::l
989BIN5D @nsnIuan (Igor Stravinsky) WiowanlusnuassFuEaluuny
ddyuastnyseiusinasesnwnisy (Webern) iinuauiitisiaddaouill
auvivrlugandesinsnsasnsmaniou (Mondrian) wieflvininduating

(iscours sar nen)

windoulosnues 1atnus 9 aa L an "
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9% 199 (John Cage) Wiy “drwy” (Fontain) (edufinseAslodaanvain)
vesuniuga 9ifas (Marcel Duchamp) 1 wnladdaanizain) veunsiusa
73%8¢ (Marcel Duchamp) 181 wadudgmuaiunalseifmaniuie

TWwmsgrwdudsanan “ledlnad” (“Zeitgeist”) (Iniqgyrnuvieyn
- vpsmaaenyivih inaldfununudiusiluumeddv ianaddnii

adlu/esprit du temps/the spirit of the times) My feAufide
%’uﬁvawuu&ﬂﬂﬂiﬁué’&lﬂué’?ﬁau%'aarv‘haihmuﬁ‘wsjNu"mmaﬁamm‘ﬁw’fu
uavmamsammummwLﬂulﬂlmmnaﬂtmuu maauuwmwaammm
avﬁwummu"mm*f wonani U'3“amﬂ1amEJ\1aau'lwus'm’nﬂaﬂu’lu‘[amma
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“total work of art” Tunwidingy) Mearufisiuaund 1550 way
ﬁ'mﬁaﬁaﬁ'ﬂé’wﬁ’u) faluathend@d auRuai (Vassily Kandinsky) wanam
amdnfusseninadosard laseafameauniuassunsasmadin viony
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€e ou le poeme du feu”/ Prometheus: Poem of Fire) wasftuatndas
Ua1 (clavier a lumieres/ keyboard with lights) vaaw Aatusensluunas
yadenaf (Modeste Moussorgski) gnssauuinimisudunmuesinnes
813y (Victor Hartman) tﬁau‘ua&m’mawﬁ‘immmshﬁﬂ‘:ﬁﬂ&é’ma’mlﬂ
sEvieawidsuineqlfluuveuniyn  “avdsulunuiinssanis”
|« Tableaux d’une exposition » e Tushuii@udwndudnirfinarin
Usseney m‘%ﬁaﬂ%amlﬁmﬁmﬁﬁiaﬂémﬁamanumm‘%mamummum 1n
PusS v ardldnmidnantng fMennudnfiasiivaududuresniudini
nwluenaneliAeiuld Tualioslaan nsrusumsiild Wunseuaunisn
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-

]

Iwihilunisiausuninaosewininisenenmeund amsuausiuIua s,
PR3 LU *'mﬂmuummmmmuawuwmm‘du‘saa viauwnulnillasnsemings
wausnuail nduitunumitd s Suinds wraesdusuinisiinmeundves
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Wiu” (“L"homme qui en savait trop”/ “The Man Who Knew Too Much”
stumulswinueeusiveaueiuiie wesunuyd (Bernard Hermann) §76
wamalamauavdadanaadisdy dnssdygrdlngualanauniylsy
Uaguiulsiimunguuuunisufiasnisnauwa: waussregnsigiidunmiugy
wutBseaudiaTmal wmﬁagsg mmuu‘mnlmmusaaumn Wiy
gl ousdindeslbadfun: muuaalumu ulusentalfmadoeuagil

wxu-.,m‘_.-;';- THIE SATIONAL G0ALLERY 8
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afassanaruvsslunuunseduduiliead yadenai (Modeste
Moussorgski) lilunanuauniyga “avideulunuiingsans” (« Tableaux
d’une exposition » TuittiwTldunauniyanieny (SUITE Gayné) Suuau
ToadwasnzamiBou (Khatchaturian) (1903-1978) ) Wuussvumalawaziiu
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WIUETIY aa"nqlfinm'mw'\f‘i"l'aaaﬂﬁsznaumamammmmma Wy e9vuns
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a*’l‘smaaam‘swmmwmaumqmwaﬁme waamnﬂaas‘[ﬁmuﬁﬁawymﬂ‘m
wiaznMuan mauuutammuugﬁ"lwuuuuﬂ'svaumsmwmau'lim}m‘df g
'quaaaasu'mn'mmsw,auLanwuan“ﬁan1wmaumtmaumwam‘mﬁww
AURSYANIELY (SUITE Gayné) uaaznau LLaanaa'lwmumwaaﬂ.,-umﬁuu {
Khachaturian) usstaatuviu Nmaa’nmsmwu%n"lwvuuum aznvilauil
ﬂumwLtlur,rsawma'la‘[umsaiwaassmadv’uﬂUmmﬁau‘I““ Usvaunsel
ﬂ'5qum‘lmuawmmmumwamﬂiwﬂE}‘U‘ﬂaa “miLﬁ‘IuLﬂEJ']‘IJmEl'l‘iluu (
Armen’s variation) mwmu‘lﬁ‘smUswwam’me‘lmmwuw windlevinlviem
Huwounmildiiu iﬁ';aﬁ‘fwﬁ":vmulﬁﬂjaun':wumwmamaﬂum dleunfansani

; 3ﬂ1mna'lw
AW “wasnaaudn” (Lullaby) AR SAP ALY ﬂumumwaﬂ PR
finpuntl’ muwmaswummaq

wwasuluEasg wazilv
uitledununtiilmives
LHuadioudiionsliaumie

gmsamtnndourasaiaiilan
WFguPUIAIR KUY

Lﬂﬂﬂ?gmswu ﬂum‘i"l,mmnn'tmmﬂﬁ.,nau
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Havnay A, 2009 Claude Villaret
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LANCELOTT

GAYNE SUITE Il 2008

LEZGHINKA

acrylic, metallic paint, cold & silver leaf on linen 120 x 120 x 5
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GAYNE Suite VI

Dance of the Young Kurds

LANCELOTT
GAYNE SUITE VI 2008

Dance of the Young Kurds
acrylic, metallic paint, gold leaf on raw linen 120 x 120 x 5

tMuseum Eg},@datinn S “

ZORIFFEULWEIEITREHINTWVS, 195 A

OB EABEL DSBS, fﬂf‘ﬁﬂﬂ‘qﬁi‘rﬁﬁiﬂﬂz‘au

FABELEAT TR EME BOREOLSCHEEEDL L AT
asnunsnaaulaliauis

B ZDBBEITER Do v ; »
NILATDIANELAT paAaIRaan

-C.V/PL

The Ant Nest

This hole is filled happy movement.

Where does this passage g¢o?

Ants move, work, and come and go

in this passage like the intersection of the sound..

unas1aseileglusAadulngavos
fdsaasmumaludalwu
FA 'i'_’Jz.JﬁNmnaumﬁmam?{m‘m
| padssUsraudugvislnanaia
upadessileglusdloaduansy Pl
DueSesnedsluumigudud
\WisunuRSAnAUsEaAY
AosduiusseTunaudula
-CLWL

Yukari Sasada
double bass player

L2 TR TRNPSEN

LANCELOTT
GAYNE SUITE V 2008 Fatatsh Vairat
Dance of the Kurds
acrylic, metallic paint, silver leaf & mylar chips on linen 120 x 120 x 5 Porgsy Lekawatana

oM 111 NATIONAL GALLERY ‘l 0
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LANCELOTT
GAYNE SUITE IX 2009

Sabre Dance 2

acrylic on raw linen 120 x 110 x 4

IX Art Museum
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LANCELOTT
GAYNE SUITE IX 2009

Sabre Dance 2,
acrylic, enamel, aluminum foil on linen 120 x 120 x 5
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RIVER OF SILENCE

Nature conducts miracles all the time. What you see or stories
you hear may become choices for choosing. Also when we stand in
the mid of crisis, we should know what to do. “Are you going with
me?” a song composed by Pat Metheny invites us to be on the ship
of thought, floating on the river of silence.

The work series, “River of Silence”, is continuous piece of work
with the series, “Core of Crisis”. The theme is about environmental
problems.

In the work, “X-ZONE” (Top View) the symbol of cross was
brought to represent danger or prohibited zone. The symbol which
looks like overlapping of 2 pieces of semicircle can be seen as the
movement of earth crust. The background is like water rippling from
the fracture. As | brought the song, “Are you going with me?”, which

invites you to float away with its me{oden the oéhemn i | Uge M
-
a symbol to represent forbidding or wafn a t st u

which | see still missing. Although this work has two parts; music and
painting, we can be take them away separately and let each parts
do its own functions. They can be as a painting work of mine and a
song of Pat Metheny.

Tawatchai Somkong

RIVER OF SILENCE SUITE
Riff Painting # 2, Trap,
Oil on Linen 110 x 340

o

wsituviandmudeu RIVER OF SILENCE _ . ) .
5ITUTRUTIAIANUNTARTE IFmananat Anniiuvieiessn  wesdndunilandounisiadeuivadian Nuvduuiiauufinsziionan

RIVER OF SILENCE SUITE

Riff Painting # 7, X-Zone (Top View),

Qil on Linen, 200 x 180 : ; : oA g vy = W o 3 .

Aldun raduuamsiidenden uasdlonfusgluuiunansvedingn  mMsUifmuesuduiu Isiulidaliniunmas ARE YOU GOING WITH

MTHIsI19svierls anavludunulug ARE YOU GOING WITH ME?  ME? ves PAT METHENY %aﬁé’rmmﬁquu‘"l,ﬁa;,ua'maaufﬁmmm‘l:ﬁu

UMnaswes PAT METHENY Frudgrulssniaidalaguuionns dlamiunnald wunduidganualiidoaumneiulIuvieniveu

AAn dasapsagluwiiisnudoy weulisyYanldieduliduludiuinuiuinnemel nugalifaudi

WEIUYR R“IVER OF SILENCE ﬁ‘Juwamui'f’i‘ﬁim‘ii'aaﬁ’n'ajsmu CORE | qeilapsaudoduiiduuninas wasarnimiunuingnssy uidufanse

OF CRISIS Ll,m‘mmﬁnﬁﬂé'eL"‘fJuL'%aa'quﬁmmé’am szugnoennfuldiuenmaiiemihive siulugiugvesnuinsnssy
1l X-ZONE (Top View) indndnvainnuminidiiedefisny  vosmumiagiuzURsUNINAIYEY PAT METHENY
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RIVER OF SILENCE SUITE RIVER OF SILENCE SUITE

aatulausstuaalalunsadeassanuinsnssugaiininnsilanas “Are You Going With Me?”
U84 Pat Metheny SuilsanannislailematuiouqiiiuAatiunavinaunifininnani@ewiiliin

a4 e a1 o o 14 o & val a = - o t] ' -
i 4 etsnussiasuritiusieailurininegiusemasuiie sudaduarussiulavidluinabas

the outsi world. - -l 1 o o o daqw a o b s Som
- b e . s g au'lua'uaqmum'suazﬂ1'mmau‘lwaqm'namaa-Uaaumamm'lmflutjan’naﬁ’nuﬂwumm
When | heard Pat Metheny’s song “Are You Going with Me™ | o AL e FANES ‘ ¥ S o -
e it = Wenulahiy NUIATNITUVBIANGIYTY annesAUsTnauTaadumeiiidnyuzdeulvavainiian
| not hear the main melody distinctly. However, after et i v ¥ 1 e T e e s . v

% _ INdIn1sAGaUNIARIENTERAUT wumwa-nmqum’rmumnuwumwa':ummtaawuwuaalsﬂs:ma
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Ja v et & PR v o g v Vet o i s
Aatuld Amtlilulnuasividgnseirunuuedl villinugansmaiulagy

sUnsaindenent
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surrealism, and timelessness. The abstract symbols

d through the imagination of the artist himself, who

low the route to the inner-self instead of venturing into

on with s

lave beat playing during the first s

s and the basic unit of the whole
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Slonulgite ummas “Are You Going With Me?” vo3 Pat Metheny adausn nundulslady
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Chorus- Synthesizer solo) 58uUN3uazd

(1% Chorus- Melody head) seuii2 udusluiweslela (2"
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“Are You Going With Me?” 919l
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