






sense, Asia takes a basic, frontal stance regarding specific themes, a 
position that possesses far greater impact at present. 

The third point of comparison concerns the similarities and 
differences in the major turning point s experienced by Japan and 
Thailand in the past. Af ter returning home from the Netherlands, 
Thawan Duchanee held a solo exhibit ion at the Student Christian 
Center in Bangkok in 1968. His painti ngs were destroyed in 1971 
by a crowd of angry students. This was what Apinan Poshyananda 
referred to as the "picture slashing incident." This invites various 
thoughts. One is that it suggests of feud with academism, which 
was taking shape in Thailand under the influence of Western 
modernism. It also appears to reflect discord caused by the contents 
of Thawan's works, whi ch seemed to involve a process of 
deconstruction, while regarding Buddhist spiritual influ ences 
affirmatively. The pattern that emerges from this incident is that of 
an attack on artistic representation in which the obstacles that one 
tri es to overcome appear to be doing the overcoming. If anything, 
Japan represents a system in which the overtaking elements criticize 
what is being overtaken. Chronologically speaking, the situation 
in Japan is clearer: an effort has been made to overtake the old with 
the new . The "retro-ph enomenon" that occurred under 
postmodernism in the 1980s represents a movement that sparked a 
change in this attitud e. 

In additio n, Thai artists have had drastic personal 
experiences regarding the conflict between the old and new. 
This tendency lasted in Japan from the formative years of modern 
art to World War II , but the postwar period witnessed the formation 
of art as a group endeavor. The various schools all possessed a 
central character. However, the full force of criti cism was seldom 
levelled against individuals; instead, a group effort was made to 
overcome the old. The phenomenon of art as a group activi ty, too, 
lasted until the 1970s, but does not generally hold true today. In 
other words, the critical mass of the group has been necessary until 
now. The same can be said of the politi cal system in the postwar 
period. 

In any event, it is noteworthy that a drastic change occurred 
at a very similar point in both countries. In Japan, the Mono-Ha 
school (NOTE: 2) around 1970, and fringe movements connected 
with it, along with the decade of the seventies in general, marked a 
turnin g point . In Thailand, the conflict between different types of 
expression represented by modernism and what could be called a 
harbin ger of postm odernism constituted a radical change. 
However, the fact that, in both countries, the turning point was 
embedded in the global postwar system forces one to conclude that 
its occurrence in the same period in both countri es was inevitable. 

Intersecting Contemporary Japanese and Thai Art 

The present exhibiti on covers two Thai and two Japanese 
artists. The Thai artists are still young, and consid erable arti stic 
growth is expected from them in the future . Both Japanese artists 
are older; their careers boast active participation both at home and 
abroad, including many international exhibitio ns. Despite the 
disparity in age and experience, the four artists' mode of artistic 
expression is conducive to interaction. It was one of the reasons for 
choosing these particular arti sts. 

Through art as a mode of expression, four artists in the 
present exhibition possess a perspective and subject matter that are 
strongly connected in some fashion with present-day society. 
Although Sansern's mode of expression is not directly connected to 
the environme nt and indu strial society, insofar as he dir ects his 
ecological gaze at modernist forms his work full y satisfies the aims 

of the present exhibiti on. Above all, modernism and postmodernism 
create an environment that transcends modes of representation. 
The exhibition should provide a venue for investigating through the 
act of representing the diff erences and the common ground shared 
by the artists. This is an important, and long overdue, issue today. 

Notes 

1. Ono Junji, "The Bloodbath in Bangkok: A Shocking Brush," 
Yomiuri Shimbun newspaper, evening ed., November 11, 1992, 
p.6. The title of Prasong's mural was 'Animal Society.' Thawan 
Duchanee has frequently employed the technique of expressing 
contemporary events allegorically using Buddhist lore. This can be 
seen in the 1989 series titled T he Battle of Mara.' 

2. The Mono-ha school is a major postwar Japanese 
movement that is mentioned in tandem with the Gutai-ha school, 
named after the Gutai Art association. It denotes a trend among 
artists and works that emerged around 1970. A t first, it was 
associated with happenings and events, followed by a phase of 
comparing and identifying elements of the mode of expression used 
by Ar te Povera in Italy and the supports/surfaces movement in 
France, which developed in the 1960s. Later there was a tendency 
to look at it in terms of unique Japanese representation. The 
theoretical foundations were provided by Lee U-fan, who 
crystallized the tide of criti cism against modernism, by characteriz­
ing modern Western art as "the history of the manipul ation of 
images." Major artists associated with the Mono-ha school includ e 
Koshimi zu Susumu, Sekine Nobuo, Suga Kishio, Narita Katsuhiko, 
and Yoshida Katsuro. The artists exhibit ed materials and objects 
such as wood, iron, glass, cotton, paraffin, clay, and paper, with 
little effort to alter them to create illusionary representation. 
The Mono-ha school is related to installation movement, wh ich 
arose later. For an extended treatment of the subject, see Tani Arata, 
Kaiten suru hyosho--gendai bijutsu / datsu postmodan no shikaku 
(Gendai Kikakushitsu , 1992), a study ofJapanese art since the 1970s. 

Regarding the history of contemporary Thai art, I have 
consulted the works of Apinan Poshyananda and An uvit 
Charernsupkul. 
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• The note on each artist is written by Tani Arata and translated 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 exhibited at P3 art and environment are taken by Ueno Norihiro . 




