






wrestling with this problem. 
What makes me sense the richness of Sansern's artistic 

sensibility is the fact that, no matter how insignificant they 
may be, the objects he depicts convey a cosmic feeling. One 
may wonder what cosmology can be found in nets and 
broken rocks, yet he discovers therein the wondrous shapes 
and textures of substances and objects. And he presents them 
as something that is not actually possible, but has existed in 
people's memories and might potentially exist. This way of 
looking at things is distinctive. 

Senzaki Chieo is well known for his installations of trees 
and branches, but this time he places plants in a case on a 
forklift . The plants placed on the forklift , which is extended 
as far as it will go, seem very unsteady. They radiate a sense 
of danger that they might fall to the ground at any moment. 
If the plants were presented straightforwardly, their relation­
ship with the forklift would be direct and unsatisfactory. The 
reason is that the installation would turn into a simple 
formula of plants (nature) and forklift (industry / civilization). 
Realizing that possibility, Senzaki has erected two or three 
guards around the plants (nature). After performing adminis­
trative acts, namely, placing them in pots and arranging 
them in a case, he has placed them in the "palm" of a 
forklift. In a sense, the installation is the ultimate expression 
of the inability of plants (nature) to be rescued as a result of 
human intervention. This suggests a postmodern game 
involving the theme of environmental destruction. 

In recent years, Tsuchiya Kimio has shifted from installa­
tions dealing with the dismantlement and reconstruction of 
houses to works using the ashes of houses that he has burned 
until nothing but a fine powder is left. Repeating the process 
of incineration turns a house (a material object) into clean, 
white ashes, creating an existence that seems to transcend 
even the aspect of a material phenomenon. This suggests the 
negation of material objects, or the ultimate state or nature 
of an object that possesses a desire for negation . In that 
sense, the ashes represent the border between existence and 
non-existence. Language (memory) has been extracted; it is 
all chat lies within the ashes. 

Al ong with this work, Tsuchiya will create an installation 
in Thailand. It consists of filling the exhibition space with 
the images of animals and plants which are extinct or on the 
verge of extinction and projecting their names from a 
machine suspended from the ceiling. 

Through art as a mode of expression, Tsuchiya and the 
other 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 nor directly connected to the environment and 
industrial society, insofar as he directs his ecological gaze at 
modernist forms his work fully satisfies the aims of the 
present exhibitio n. Above all, modernism and postmodern­
ism create an environment that transcends modes of repre­
sentation. The exhibitio n should provide a venue for inves­
tigatin g through che act of representing the differences and 
the common ground shared by che artists. This is an impor­
tant, and long overdue, issue today. 

II 

Notes 

1. Amazonas refers to the artist-in.residence program called Arre Amazonas; Interna­
tional Fine Arts Workshop in Brazil, which was organized by the Goethe Institut e. The 
exhibitio n was held from February 1-27, 1992. Twent y-nine artists from around the 
world participated in the program, which was conducted in the following cities in the 
Amazon River valley: Beltm, Manaus, and Porro Velho. Monr ien showed works that 
have nor been seen in Japan. The plans of his work call for a latex image of a breast 
100cm in diameter and 40cm in height. It is displayed with the nipple upside down on 
a hammock. The breast serves as a metaphor for nature; it signifies the source of all life. 
Accordingly, in Montien's concept, the breast, being placed upside down on the 
hammock, becomes a metaphor for existence (breast=lif e::nacure) that is in danger, 
since it might fall. In other words, the work is an ecological expression of the crisis 
facing nature. As a net that signifies existence from li fe to death, the hammock, a 
common object in Indian life, reinforces that meaning. In a sense, the hammock, as rhe 
circulation of lif e, is a powerful existence supporting the breast. But, in Momien's 
rendering, it becomes the image of an existence chat is exposed ro danger. 
At the Amazonas exhibition, Monrien also exhibited a work called 'The Reincarnation,' 
which featured an enormous hollowed-out gum tree, signifying the womb, of a 
pregnant woman, and an installation called 'Cut-Shut Off,' in which he employed a 
variety of materials. 
For furcher reference, see: The Nation, June 16, 1992. Bangkok Post, May 28, 1992. 

2. Exhibitions actively introducing contemporary Japanese arc have been held in 
Australia. The 1st Asia-Pacific Triennial of Contemporary Arc was held in Brisbane from 
September 18 to December,, 1993. Altogether 76 artists from 13 nations took part 
in the exhibition. In addition to the Australian hosts, rhe participants included the five 
of six member scares belonging ro the Association of Southeast Asian Nations {ASEAN) 
(excluding Brunei) as well as Vietnam; Japan, China, Hong Kong and South Korea, 
from East Asia; New Zealand and Papua New Guinea. 

3. Ono Junji , 'The Bloodbath in Bangkok: A Shocking Brush," Yomiuri Shimbun 
newspaper, evening ed., November 11, 1992, p.6. The t ide 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 'The Barde of Mara.' 

4. The mono-ha school is a major postwar Japanese movement char 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. At first, it was associated 
wirh happenings and events, followed by a phase of comparing and identifying elements 
of the mode of expression used by arte povera in Italy and the support1/ Jurfaces movement 
in France, which developed in che 1960s. Lacer c~ere was a tendency to look at it in 
terms of unique Japanese represenration. The theoretical foundations were provided by 
Lee U-fan, who crystallized the ride of criticism against modernism, by characterizing 
modern Western arc as "the history of the manipulation of images." Major artists 
associated with the mono-ha school include Koshimizu Susumu, Sekine Nobuo, Suga 
Kishio, Narita Katsuhiko, and Yoshida Katsuro. T he artists exhibited materials and 
objects such as wood, iron, glass, corron, paraffin, clay, and paper, with little effort to 
airer them to create illusionary representation. The mono-ha school is related to the 
installation movemenr, which arose lacer. For an extended rrearmenr of rhe subject, see 
Tani Arata, Kaiten 111m hy61h6-gendai hij1J1J11/ dat111 posuromodan no 1hikaku (Gendai 
Kikakushicsu, 1992), a smdy of Japanese art since rhe 1970s. 

Regarding the history of contemporary Thai art, I have consulted the works of Apinan 
Poshyananda and Anuvic Charernsupkul. 
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Beyond the Border 

Sansern Milindasuta 

Supachai Satsara 

Senzaki Chieo 

Tsuchiya Kimio 

The nore on each artist is writte n by Tani Arata, 
and the data in this cata logue was mostly based upon material received 
from the artists themselves and edited by Furuichi Yasuko. 
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acrylic, wax, clay, wood 
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"Ivory Whisper" series 
(from left: Nos. 3,6,4,2) 

paper, wax , clay, wooden board, plastic case 
photo: Thaweepan Phoonwachu 

No.3:45X35, No.6: 55X30, No.4:45X30, No.2:45X30cm , 1992 
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acrylic , oil, wax, wood 
93X79cm, 1992 
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The Door(iron) 

acrylic , oil, wax, iron 
124X53cm, 1992 
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phoco: Thaweepan Phoonwachu 

17 



-ij-::,t;z-::,;-2IJ::,;5f::<,-j--
Sansern Milindasuca 

phoro:Nirikorn Kraivixien 

-ij-::,t;z- :Y•2 I) ::,t$f;z-j--O)f'Fi5lll;l:$'-1IJH\'.;~fiffi0)**~:19:~L, n \ 
-Q. rn~il:J O)lff mJt:,J::Ut-0)7':::i::,; ;z "-5:1:13::,; 0)1.Jitit.J1~if0)$'-1m 

f-t~fiffiO)f.rn~l!f!';r;L, n \-QcL ,5z:ct=.. 
lBi:0)-1 x-:J0)~9-QcZ:-3. ttLltlttJ:IU=.P9imtr-lfJ:t.O)fc.. @tr-lc'U­

t'f?f.J'fJ:-17:J.::;<.-:,,3::,;t.J1'4J-.:,f:::.l'.)cl,f:::.!f-¥~0)tJ:;/J'c', ac-Q c'-ttL§I~ 

O)~~ll~~<"d::51;:Jl!lffil,LL\<. (/Nt~}cl,C:O)mOOiO)/f~itl;I:, -i:i":Y::Z­

::,t/;:;l5-.:, c:1;1:m1::::~~9 «~ <~trn> cL ,5'4l-Q'f?t.J't<e1:.::;<. •;,,1--1::::~lffi~tt c: 

t:,I'.), ttLl;J:£t:::."m00i~Jl!lffi9-Qm00i"O))($':J:v-c't.0-Q. 

i!HJJl;J:Ji:eif~O)/f~ittbt:::.. l,;/J'l, , l&:ltlaJ!f-¥1;:AL..--!--O)J:5tJ::O, llr~fJ: 

C:~F-imiiY-J~~t:,J:Usi:~f-tl;:JiilL ,n \f:::.. mEif~tJ:mimi:,t":;1':Jil;l:Z: 

O)J:5t;J:1.Jitic'~£tt , L,t.J't.ttLf::>ltcc:£-QcZ:-3~~ •f::>t;J:L \'t,0)0) 

J:51::::iH!lir-.Jl;:~l'.)~~tL n \f:::.. f•Jf.J\t!:lc'.Z:-31.J''t>Pf.J'f::>fJ:L ,, L,;/J'l.,if~ 
~cl, c:1t1±WJ ir-.i1;:t:,t, L,-3 L "J,;,t:;1 v IO) "ffi~ ~tr-l-i:i" :Y7 IJ::,; :f" 1;1:z: 

O)J:51;:L, c:~£tt n ,'@. <~;3'§0)~~'<?~ >< 1992i:1:J 1;1:z:5L,f:::.L,IJ 

- :J/f~i\:O);,f":J:JIO)~~c'®-Q. 

t=.t.J\ :btL:btLltlBi:O)'t>5-1.JO)~f.rt.W. Z:;f3;/J'fJ:l:ttLIVJ:f::>1;J:L \fc.-3 

5. ttLl;J:rtf~itJO)JgM~~l1-QL 1<:)f.J'O)'Jl<mc'01'.:l, { in } (1992i:j:), 

<JHSifi}( 1993i:j:), {«Jt,r.:'.•;,,i--• 1-.:'.D•;,,7} (15.l) 1;J:c'.O)Jiiifr0):,,IJ-::z'f'Fi5ll 

c'oB-Q. 
z:0)5'1:i<JHflifi>ltit!l (Plsl 1::::rDm00ic'0-Q. z:ttc~t:::.i!H"FO)tJ:t.J'l::::1;1:± 

~P1s~~~±~f::>~£tt-Qm00i~-1x-v~tt-Qt,O)'t,0~£~~• 
@i/;j:j;:it!J/;:~l'.)3'.I-.:,Z:~,l@.~llil~J:5c9-QO)f=.. -tO)c~. J\:e/f~O)!lifflW 

/;l:9c'/;:tJ:L '· {m}cL \5:J I)-::z'f'Fi5ll~l;l:~A, c', -ij-::,t;z- ::,tO).@j/;j: 

(Ji:e/1~} (~ /f~}H, Z:('f?:bf::>f.J'fJ:!limW}cL \5, L \p/;f/f~it±~O)ifflij/0) 

AT' Y7~ffit,. "±1;:~,l@,9-Q.@j"il5-QL ,1;1:"mm®i (/!~it) O)};ls"-0)7.' 

L,~'5", "ffl/l O)J:5/;:lllJ11J1,t9 -Q!liffl~", Z:O)J:5tJ:~;/J' tJ:M:¥R ltc'. O)J:5 

/;:L, c:1&:l;:'f?c'.-.:,f:::.O)f=.-351.J'. 
JgM9-Q/f~itlt, t-0)-1.Jc'AA~NO)Jl!lffitt~l;J:f::>c;lj, mOOiO)P9fflUl;:t:,L ,c: 

l\lll~?t~~s l~itilz:L, n ,-Q. il'&~mO)~ffiO)J:51::::c'0-Q. ½t~~ttt:::. 

~m. ts~1;1:1a:cfuc:t<e1:<. III!'<?~. c~1;:~ffL,J:5c9°-Q~~9f::>t,-.:, 

t:::.~&if-tO)J:51:::: ttLlt-1 x-:J~tL. fHl'O)":btc.t.J'ac-QP9 imt!="~l¥ 

®:1::::0f::>:bt5c"9-Q. m®icL ,5'Jl.~0)3p 11§1::::li'5t:::.P9@"9f::>x$'7:>t 

5-1::Z-9°-Qfc.-35, 

-ij-::,t;z-::,t/;j:;l5f::,:btL n \-Q't,O)c';f3l,O)iji~Altl!r£fJ:L ' · W.x.tf '@7.l<im 
"'fO)'Jl<~c~5. ttLl;l:L \acf=.W.x.tf-Q§le,c:O)~L \c't,0-Q. t-0)~~ 

c'lt, lBi:O)f'Fi5lll::::W.f::>tL-Q/f~itjgMO)-iiO)f'F~i;J: , 'OO?tiY-JtJ:~il!i~J: 

-t1::::m1::::~f-t11~1\!JJ:5c9-Q"~mt"Z"01'.:l, m®iO)P9~"-0)mc;ljit:,c;lj 

It, -17:J.::;<.-:;3 :YO)lf :n;1J ~fflm9 -Q~c;/j c't.oB-QO)f=.. 

18 

Paintings that Live 

Sansern Milindasura's works reflect the future of contemporar y 
Thai art . In other words, the development and deconstruction of 
form in his work suggests the direction in which Thai art is 
heading, 

The degree to which Sansern 's images are generated internall y 
is unusu al. A quiet, private imagination leisurely proliferares in 
time and space exactly as though weaving its own story. In 
Sansern's hands, rhe form of paintings as srill-lifes is surrounded by 
a gentle net - "ecology"- char is ever changing, It is also a meta­
phor for "paintin gs char generate paintings. " 

At first Sansern produced rectangular works. Howe ver, he also 
pa inted on untraditional materials and backgrounds such as slate 
and wire netting. These were free-form paintings cum objects. 
Moreover , th ey were expressed in endlessly recurring chains. Ir 
would be impossible co single chem our individuall y co derermine 
where they begin . As images , howe ver, the anise has fashioned 
chem into "a sampling of naturalist history" consisting of small 
fascinatin g object s, 'Ivory Whisper ' (1992) is typical of objets rhac 
rake the form of a relief 

Bue we muse also direct our gaze at another type of experi­
ment carried our by Sansern , This is found in three recent series 
of works, 'The Door ' (1992), 'Gardine r' (1993), and 'Velver­
Drop ' (1993 ) that announce the dissolution of form. 'Gardiner ' is 
a group of paintin gs char stand on rhe ground, namel y, rhe floor. 
Oth er similar series include one in which the artist has spread 
earth on the floor , creating the image of paintings growing our of 
the soil. Ind eed, the paintings seem co descend co earth and begin 
to live there, There are no more rectangular outlines. The series 
titled ' The Door ' marks steps taken by Sansern to ward the collapse 
of formalism , so co speak, using rectangles , irregular forms, and 
soft outlines. Ho w did such fertile interp retations as "painting 
growing in the earth, " "frescoes (forms) char slip down onto the 
floor ," and "contours char breathe like skin" lodge in Sansern 's 
mind? 

Th e dissolution of form conversel y embodies an endless repro­
ductive capacit y ; it generates cell divisions within the painting , 
like a culture of microbes. Almost no refined lines or cones can be 
found . The image s are created like living forms char possess flesh 
and blood - and sometimes even a will to live, The y frankl y cry 
to express the artist 's inner being, Th ey may even serve as a meta­
phor for the inner aspect of paintings as a form of representation 
char abo unds with contradictio ns. 

Sansern does nor care for discord between the objects char are 
depicted . He wrestles with che invisible representation bene ath the 
surface. This also represents a battle with his hidden self In char 
sense, the series of efforts to dissolve form in his paintings repre ­
sents a chance to consta ntly achieve a wholeness separate from 
attachment to th e pares. Stepping into the inner world of the 
paintin g also constitutes an expe riment char eagerly looks forward 
to the restorati ve power of the imagination . 




