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It is with the greatest pleasure that the Bangkok Art
and Culture Centre (BACC) presents the exhibition
DAMRONG WONG-UPARAJ: A RETROSPECTIVE OF
VERSATILITY AND DISCIPLINE, a solo retrospective
from 1999 of a National Artist in the field of visual arts
(painting), a person of importance to Thailand who has
passed from this world. The exhibition is part of the
Master Series which began in 2013, and it has brought
together 70 important art works along with sample
scholarly articles and video interviews with classmates,
colleagues, protégés, and collectors closely related to
Assistant Professor Damrong Wong-Uparaj in different
roles and periods. The exhibition is designed to reflect
the development of his artistic creativity, illustrating
work and devotion over a 40-year period during which
the artist energized the flourishing of Thailand’s art
world not only as an artist himself, but also as a writer,
art scholar, curator, gallery administrator, and conser-
vator of art, imparting knowledge of the visual arts to the
public at large.

The BACC desires to thank Narong and Waleeporn In-
tanate (MoNWIC) as the co-organisers who gave their
assistance in all facets of this exhibition. Thanks go to
Prapaipan Wong-Uparaj, Tanadet Wong-Uparaj, and

Associate Professor Krisana Honguten, Ph.D. for consul-
tation and cooperation with the curatorial team and the
Exhibition Department. Thank you, Mr. Amrit Chusuwan,
Advisorand Board Member, who has been animportant
key person in borrowing art works for this exhibition.
Thanks to the Faculty of Arts, Silpakorn University for
supporting educational activities throughout this exhibi-
tion. Thanks for the perspective, research, and analysis
of information on the artist from our curators: Assistant
Professor Vichaya Mukdamanee, D.Phil. and Ms. Adulaya
Hoontrakul, who presented the artist’s works from each
period of his life, showing the development of creativity
in the work of this master.

Finally, as an organiser | would like to express the highest
gratitude to all the institutions and organisations, as well
as the owners of the artworks, who have supported us
with loans of their valuable works to be shown for public
view, and | hope this exhibition will help bring a broader
and deeper understanding about the life and works of
this artist as well as encourage knowledge exchange
and further research into areas this exhibition may not
have fully covered, so that new knowledge beneficial for
the study of Thai art may arise in the future.

Luckana Kunavichayanont
Member of Executive Committee
and Acting Director, Bangkok Art and Culture Centre
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| first started to collect art during the 1997 Asian finan-
cial crisis or as widely known locally in Thailand as “Tom
Yum Kung crisis.” It has been over 20 years since then
that | steadily grew my collection to more than 700 pieces;
for instance, paintings, sculptures and prints. Most of
the works are kept at my purpose built art warehouse,
some are displayed at my offices and only about 30
percent are kept at my home in the gallery.

| often invite friends, art lovers and business partners for
private viewings but this limits the audience to a certain
extent. This will be the first time ever that | will bring
a part of my personal collection out to display for the
public to view. | chose only to show the works of one
artist - Damrong Wong-Uparaj, as | believe the collection
is quite complete. Aside from this, Damrong was also
an artist whom | had the pleasure to know at a personal
level. When he was still with us, | used to meet with him
to discuss and learn about art.

In my early days of collecting, he was my mentor who
shaped my early years of collection. | truly admire his
work and so it was decided that | will show the works
that he created from various eras at the Bangkok Art and
Culture Centre (BACC), which | feel is one of the greatest
spaces for art exhibitions in Thailand.

As for other works from my collection that are not shown
in this exhibition, | have developed a website that houses
all works from my collection as well as new works that |
have acquired, with intentions for it to become a digital
museum for the impending 5G generation. The website’s
name has therefore been changed to www.monwic.com
which is an acronym for Museum of Narong Waleeporn
Intanate Collection. This site is open for public access
where the general public can research, give feedback
and commentaries so that we can keep developing our
digital museum to its best capabilities.

| would like to express my sincere appreciation to Asst.
Prof. Vichaya Mukdamanee D.Phil., Ms. Adulaya Hoon-
trakul, Mr. Suebsang Sangwachirapiban, and the BACC
team who tirelessly invested their efforts in organising
this exhibition, which | have planned with Mrs. Prapaipan
Wong-Uparaj, Damrong’s wife over 10 years ago to honour
Damrong’s contribution to both Thai and the world’s
art scene.

Lastly, my deepest gratitude goes to all guests who took
the time to attend the opening reception for DAMRONG
WONG-UPARAJ: A RETROSPECTIVE OF VERSATILITY
AND DISCIPLINE exhibition on this occasion.

Narong Intanate
Founder of Museum of Narong Waleeporn
Intanate Collection (MoNWIC)
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The DAMRONG WONG-UPARAJ: A RETROSPECTIVE
OF VERSATILITY AND DISCIPLINE exhibition presents
an expansive visual and biographical examination into
the works of Assistant Professor Damrong Wong-Uparaj
(1936 - 2002), awarded 1999’s National Artist title in the
painting category and whose multidisciplinary abilities
were self-nurtured by his own determination to learn and
explore. His career spanned over 40 years, each of which
was spent dedicated to the development and progress
of Thai art. Aside from his main role as an artist, Damrong
was also a teaching and lecturing professor, a writer,
a curator, a director for art centres and an art conservator,
all of which contributed to introducing “Visual Arts” to
the general public in Thailand.

This exhibition features 70 paintings, academic essays
and video interviews of the artist’s classmates, colleagues,
family and collectors, all of whom played important
roles in Damrong’s life throughout different periods.
As one of the last cohorts of Professor Silpa Bhirasri’s
students, Damrong learned about the ways of fusing
Euro-American art styles with Thai art influences and
subject matters. He also honed his skills through being
a student and working professionally in both local and
international capacity, having spent time in the United
Kingdom, the United States of America, and Japan
among many other countries, resulting in a series of very
fine paintings and prints that reflect on Damrong’s own
yearning for simplicity, serenity and local charm.

This exhibition is curated into four main periods:

1. PAINTING THAI MODERNISM (1954 - 1962)

This is a period of discovering modern art and culture,
shouldering the Euro-Americas. Whilst a student at Poh-
Chang Academy, then later at the Faculty of Painting
and Sculpture (as known then) at Silpakorn University,
the artist faced changing times and altering landscapes.
He surveyed local craft and architecture, and re-imagined
rural “Thainess” through Western-influenced visual crea-
tivity. Through various trials and progresses, Damrong
found a unique expression and created masterpieces

such as his 1962 work entitled Fishing Village and Tradli-
tional Houses on Stilts.

2. DISCOVERING THE MULTIVERSE (1962 - 1975)
Damrong left Thailand to further his art studies, which
exposed him to a different way of life and the freedom of
art expression. When he returned, he worked full time as
an artist, art teacher and academic writer, and managed
many art related entities. During this period, the artist
focused on developing concepts and skills toward
abstract art. He concentrated on formulating his own style
with strong expressive brush strokes, punctuating ideas
and emotions, as seen in Abstract (1965) or Painting in
Blue (1965). He also produced some synthetic abstract
art whereby he designed and framed the painting with
simple-coloured forms and collage, mixed with printing
techniques. Damrong added some Thai cultural echo
with local alphabets and Thai stylised symbols as seen
in Abstract Forms (1967) and eventually shifted towards
geometric minimalist paintings of familiar farmland and
rural areas such as Nakornpathom Rice Field (1971).

3. LIVING IN CONSENSUS (1976 - 1977)

This short year is considered to be a pivotal turning
point in Damrong’s artistic journey. He was awarded a
funded artist residency trip to Japan where he studied
the relationship between local architecture and its
surrounding environment. Techniques used were a
combination that the artist developed himself: using pen
and watercolour, drawing very fine detailed lines that
echo the peaceful meditative state of Shinto and Zen
philosophy, especially in the way humans and nature
co-exist. These artworks stem from calmness and con-
tentment, gathering concentration in the heart and life
reflections through intellect and morality. Important
artworks from this era are Ise Dai Jingu-2 (1977), Red Torii
(1976) and Fall-2 (1977).

4. IMAGERY OF SERENITY (1977 - 2002)

This concluding era compounds together all of the
artist’s varied experiences over the years, forming a new
base upon which this next period of creativity could truly

reflect the artist’s central being. The act of consistently
producing artwork allowed time for the artist to study
one’s own heart, which helped Damrong to find his own
path. Artworks from this period are a representation of
the artist’s character, way of life and spirit. The image
of the small house nestled within the vast rural land-
scape can be found on multiple paintings, irreverent to
a meditative practice that the artist repeated over time.
It is a visual representation of a moment that stood still
amongst the changing and fast paced society. This small
quiet corner created for escapism provides a space for
observers who enjoy the slow digestion of information
and the ultimate simplicity coming out of the self and
the heart. This exhibition features outstanding pieces
from this era such as Mhoo Bann 2 and Mhoo Bann 3
(1993), The Great Painting for Thailand (1996-1998) and
A House on the Mountain 1-2-3 (1994 - 1998).

These four important periods were summarised from
thorough research conducted on the artist’s artistic
expressions and the aesthetics found in the works,
coupled with knowledge of concepts and creative aims
from different eras. A text written by Assistant Professor
Damrong Wong-Uparaj in which he chronicled his own
works into 13 periods based on life events and place
of residence was used as the main reference to help
configure the DAMRONG WONG-UPARAJ: A RETRO-
SPECTIVE OF VERSATILITY AND DISCIPLINE exhibition.

One of the focuses for this show is to present an extra-
ordinary life lived by an artist whose skill covered all
grounds. He represents a unique kind of determination
and ability to always try, in the name of art practice and
critical thinking. Damrong sought out education and
knowledge to study his own self. He created artwork
constantly without wavering and finally reached the
centre of truth, finding himself.

The artworks of Damrong, his academic works along
with his many other works, represent a highly significant
contribution to the field of Thai contemporary art. He
wished for the general public to be exposed to “Visual

Arts” for it not to be something exclusive only to the art
world, but instead opens for everyone of every age in
every field to experience.
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DAMRONG
WONG-UPARAJ:
SEEKING ONESELF
IN THE SPIRIT OF
THE COUNTRYSIDE

By Assistant Professor Vichaya Mukdamanee, D.Phil.

[Translated from Thai Article]

“In these times many artists in our world seek inspiration
in folk art, using folk weaving patterns, ornaments, and
utensils with artistic characteristics to create something
new, not for imitation, but for use in the creative process.
Id like to give examples with my own paintings from 1959
to the present day. Most of the images are taken from
local culture: houses, utensils, thatched roofs, wicker-
work, rice fields, dikes, baskets, cisterns, boats, bamboo,
grass, carts, irrigation trenches, canals, mountains, rivers,
streams, rocks, bamboo fencing, granaries, and so on,
all elements of rural life. My first task was to observe
and explore indigenous culture for use in creating art,
and that built a relationship between local cultures and
contemporary art. Today such a concept of creativity is just
one among many, many approaches there are in the world.
Others don’t have to follow that route: I’'m only using it
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to point out that today the concept is still here with us.

Learning and experimentation in search of the artist’s
identity amid the currents of change in the art world is
an important objective in the paintings of Assistant Pro-
fessor Damrong Wong-Uparaj, who worked ceaselessly
throughout more than 40 years. Professor Damrong’s
journey of self-discovery was vast and varied, reflecting
his concentration and far-reaching vision. It began with
paying close attention to his surrounding environment,
later developing into expression of internal feelings and
perspectives. From attempts to come up with an artistic
style of tangible representation to a deep search for a
universal abstraction hidden within forms, from absorbing
and mixing in elements of Western knowledge to a search
for the relationship of spirit to nature in an Oriental style...
Damrong maintained a passionate faith in artistic work.
Even when intense learning had crystallized his thinking
and heartfelt practical experimentation resulted in great
artistic and academic success, Damrong worked all the
more diligently in producing art that showed the world
his true essence was the spirit of the countryside: simple,
serene, and timeless. What stands out is the artist’s
continuous creation of art throughout his entire life,
evidencing his powerful belief that in the last analysis,
over this long journey the artist’s destination was not
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a search, but a return to “peace, in accordance with the
end goal of philosophy and the ideals of life and art.”?

The spirit of the countryside, an important tool Damrong
used in reaching his personal understanding of peace
and serenity, had its origin with two important factors in
childhood and student years. The first was the environ-
mental conditions he lived in and his awareness of how
they were changing with time. He was born in Phan Dis-
trict in Chiang Rai Province, and his father being a local
artisan (“salaa” in local dialect) enabled him to develop
a close relationship with the arts, cultures, and traditions
of Northern Thailand from the time he was a child. Then
later he moved to a new environment in our capital city, and
in 1954 began art studies at the Poh-Chang Academy
of Arts. He went on to Silpakorn University in 1957
surounded by an urban populace crowded together in
building structures and industrial plants and flooded with
currents of new modern prosperity which was rapidly
eroding old ways of life. The effect of this made the young
Damrong intensely aware of the changes that came with
the modern environment. He gave us images of a capital
city landscape that accentuated the harsh mood of those
structures and industrial plants through a technique of
rapidly flicking and smearing ink and watercolours onto
paper. Examples of this are the paintings Power Station
of Wat Lieb (1956) and Power Station (1957), which he
created when studied at Poh-Chang Academy of Arts
overlapping with his first year at Silpakorn University.

Following this, another factor was deeper learning about
both Thai and international art with instructors at insti-
tutes of modern art education, especially Professor Silpa
Bhirasri, to whom Damrong was very close and whom he
held up as an example for how to live life. New knowledge
from new sources opened up Damrong’s horizons to visual
language learning and international artistic expression,
but at the same time he was always strongly cautioned
to go far beyond simple imitation of Western styles.
Studies and instruction at Silpakorn University stressed
motivating students to express themselves through
narratives and concepts from local lifestyles, cultures,

and beliefs. As Professor Silpa Bhirasri wrote in his book
Contemporary Art in Thailand,

“A kind of universalism in artistic expression is determined
by our modern civilization and has been adopted every-
where, but[...] this is not a plausible reason why art must
have a monotonous character. If sincerely expressed,
a work done by a Thai or by other Eastern artist must be
different from one made by a European. The difference

will correspond to the individuality of the race.”®

The concept of pursuing one’s own artistic identity through
posing questions about the relationship between old and
new currents, the modern age and “Thainess” (the unique
qualities of being Thai) was expressed by Damrong in
landscape paintings of many Thai locales and in many
techniques he researched and experimented with from
his second year of study until graduation. Here we see
pictures of houseboat communities, groups of farmers
and rice growers, fishing villages by the water, all depicting
simple, peaceful, and contented ways of village life,
including possessions, things used in daily life, and
farming tools everyone easily recognises. These works
were created in a combination of Western and Oriental
styles. For instance he used the simple flat pictorial style
of temple murals — with methods of truncating lines and
tempera painting in a Thai traditional style - while mixing
in overlapping forms to create dimension. He reduced
landscape detail to leave geometric shapes in the style
of Cubism, and introduced brushstrokes and vivid colours
from Impressionism. The most highly recognised works
from this period are paintings from the Fishing Village
series (1960), which was awarded 1st place (gold medal)
at the 11th National Exhibition of Art.

Damrong’s pursuit of identity was the result of creative
experimentation in art work completely unattached to pur-
suit of status and success. Although the rural landscape
works got major recognition, Damrong continued to
focus on education and the currents of change in the
art world at the international level, and on doing his own
experimentation and research. An important step in the

learning process came about when Damrong graduated
from Silpakorn and received a fellowship from the British
Council to study art at the Slade School of Fine Art in
London in 1962 - 1963. His paintings took a giant leap
forward into abstractionism, especially the concept of
expression through movement. Forms were dissolved
until only free form and sudden flicking brush strokes
remained. Abstract inspiration comes from one’s sur-
roundings, music, and feelings within the heart. All are
distilled into relationships of visual elements: points, lines,
colours, weight, texture, woven freely into one another.

During this time Damrong’s paintings abandoned narra-
tive and content in a search for value and beauty within
the rectangular form of a painting purely following ab-
stractionist ideals. Here there are only a few markings
with Thai letters and numbers mingled in with traces of
colourful brushstroke flecks, with pieces of paper from
picture postcards, magazines, and other scraps pasted
randomly by the artist on the painting surface. Even after
returning to Thailand he continued to diligently and relent-
lessly create in that abstract style. Examples of this are
the works Vela and Blue Painting from 1965. After dis-
seminating his knowledge of modern art to the public
through art exhibitions, writing books as well as articles
on art in magazines and newspapers, helping draft an
art course at Northeast Technical Institute, and opening
art galleries in Bangkok and Nakhon Ratchasima,
Damrong received a John D. Rockefeller Ill Fellowship
during 1968 - 1970 to study in the master’s degree
program at the University of Pennsylvania in the United
States of America. This launched another important
period, as he expanded his work into synthetic forms
of abstract art. Free brush strokes were modified into
shapes with sharp, clear borders. Thai letters and num-
bers became a significant inspiration for designing visual
elements on canvas surfaces. An example is [Unknown]
(1969), where the Thai letter “kor” becomes an abstract
form, navy blue on a red background.

His experience creating abstract paintings had enormous
importance for artistic development, especially in his

abstract landscapes during the years 1970 - 1976. These
were inspired by rice fields in Nakhon Pathom Province,
a new environment where he lived after returning from the
United States of America and being appointed instructor
at the Faculty of Arts, Silpakorn University (Sanam Chandra
Palace Campus). In his new series of works, he reduced
form and detail in natural landscapes to leave only simple
geometric shapes under warm colour tones to represent
the quiet, peaceful atmosphere of the Thai countryside.
An example of this is seen in Nakhornpathom Rice Fields
(1971). Note that this series marked a return to the spirit
of rural Thailand, now with abstract characteristics, re-
flecting Damrong’s profound confidence and understanding
regarding the universal meaning and method of artistic
expression. No longer were there dividing lines between
what was Western and Eastern, as the artist was able to use
both freely to express his own concepts and narratives.

Studying, exhibiting and working both in Thailand and
abroad trained Damrong to find his identity in many more
roles than solely as a painter. He had become an art
scholar, a researcher, a curator, a managing executive,
and an art conservator and was eminently qualified both
to do manual work and to give advice on laying the
foundation for many aspects of the Thai art industry,
especially art gallery management and educational art
course development. Damrong had a profound under-
standing of differences in artistic and cultural knowledge,
concepts, beliefs, and expression at an international level.
Added to this was his sweet personality. He loved to con-
nect and chat with people from different walks of life,
and had the ability to communicate in foreign languages.
Damrong used his many abilities to encourage and
develop all aspects of art, with an eye for progress. He
was a complete professional, on a par with those in foreign
lands. Damrong performed all his roles while never losing
concentration on the path of the artist. He was a role model
and an inspiration to artists and people in other pro-
fessions who had a good fortune to be associated with him.

With so many work duties and responsibilities, another
important turning point affecting Damrong’s search for
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identity came when the artist received a residency grant
from the Japan Foundation to do research on art and
culture while living in Kyoto during 1976 and 1977. Here
he was able to slip away from complex social roles in
Thailand and return to his search for himself. In Japan,
Damrong traveled out to paint at ancient temples,
studying local architecture and houses in the country-
side, drawing with pen on paper, weaving tiny delicate
lines to become beautiful forms and colours in gorgeous
detail, in harmony with a meditative state in his heart
which he sensed bit by bit, painted bit by bit. Little by
little he became aware of peace coming from his sur-
rounding environment, slowly sensing the relationship
and unity between architecture and nature — the related-
ness of structures built by humans and by the environment,
each being a part of each — from the surrounding trees,
brooks, stones, as they instructed Damrong’s spirit on
his journey straight down, deep and true, into the soul of
the countryside that was pure, peaceful and simple.
Examples from the Japanese series of paintings are Ise
Dai Jingu, Red Torii, and Fall, all done in 1976. There are
not many of these, and they are physically small because
the artist had to hold the equipment while drawing
the pictures in various places, but they are considered
highly important works. They also led to crystallization of
Damrong’s thought in the works that followed during the
next 25 years of continuous creation by the artist until
his death in 2002.

After returning from Japan Damrong painted in what came
to be known as his own characteristic style, that is, large
representations of the peaceful silence of rural land-
scapes, open spaces with rice fields, mountains, and
trees in a serene atmosphere of light mist and warm sun:
simple wooden cottages, roofs thatched with rice straw
or dry hay, agricultural items, wooden carts, and water jars
here and there along the ground. Thatched roofs in light
brown, fine, detailed brush strokes the artist painstakingly
paints over and over, harmoniously merging into a single
texture. Tiny lines representing rice and sheaves of straw
spread across the fields as far as the eye can see to
express the life of the rural villager closely bound to

agricultural ways, blending harmoniously into unity with
the awesomeness of nature. Works in the early transi-
tion from the Japanese period into content featuring
the rural Thai countryside are exemplified in Rice Fields
(1979) and Canal Scene (1980).

During this period, all Damrong’s experience since child-
hood melded together into a kind of filter through which
to produce art depicting the countryside. There are no
lines of stylistic classification — words that might limit
his tried and true techniques can be tossed aside, leaving
only Damrong’s intention, determination, and personal
concepts, which focus on abstract feelings and ideals
of the essence of rural Thailand from the viewpoint of
the artist. Rather than presenting realistic conditions of
nature, he makes beauty and inner joy shine out clearly
through colour and detail in every square inch of the can-
vas. Again and again Damrong paints pictures in this
style showing houses in rural landscapes, in what seems
to be a spiritual practice of retreat from the world to find
serenity and unity with nature. At the same time, though,
it communicates with the viewer, giving us the sense of
a world of dreams and imagination which, though vast,
is warm and familiar, as we return to consider the true
essence of the well-lived life. This life is based in preser-
vation, contentedness, humility, in radical contrast to the
new modern world that whirls about with dizzying speed
and extravagance. There are a great many pieces from
this period, such as Village 2 and Village 3 (1993), The
Great Painting for Thailand (1993 - 1998), and A House
on the Mountain 1-2-3 (1994 - 1999).

The value of Damrong’s paintings is in its representa-
tion of the character and spirit of Thai rural life as the
true essence of being Thai, far deeper than a sense that
foreigners, especially tourists from the West, might have
in referring to Thailand or many countries in Southeast
Asia as “exotic.” Although we may not see images of
people in these works, yet our immediate experience
of looking at one of these many landscape paintings
is the villagers’ way of life, of farming communities
living together amid golden rice fields and clear indigo

skies in interdependence on friendliness, kindness, and
generosity. These things bring a time and era of still-
ness to our hearts in the midst of the breakneck speed
of societal change. They provide a refreshing content-
ment to people of the modern world who are trying and
struggling purposelessly in a realm where progress and
nature, city and countryside are inextricably mixed up
together. They show us a tiny corner of serenity where the
artist has returned to leisurely contemplation, captivated
by nature in a meditative reverie as he trains the spirit to
be calm and ponders the stillness and emptiness at the
core of a way of life.

1 Damrong Wong-Uparaj, “The Relationship of Indigenous Culture to Contem-
porary Art” (from an article in Siam Rath Weekly Review) in the book On the
Occasion of a Royal Cremation Ceremony for Assistant Professor Damrong

Wong-Uparaj, Bangkok: Damrong Wong-Uparaj Visual Art Center (2002), p.103.

2 Damrong Wong-Uparaj, “The Nakhon Chaisri Era” in the book On the Occasion
of a Royal Cremation Ceremony for Assistant Professor Damrong Wong-Uparaj,
2002, p. 80.

3 professor Silpa Bhirasri, “Transitory Unavoidable Effects of the Western
Influence” in Contemporary Art in Thailand, Bangkok: The Fine Arts Department
(1989), p.15.
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DAMRONG
WONG-UPARAJ:

A RETROSPECTIVE
OF VERSATILITY
AND DISCIPLINE

By Adulaya Hoontrakul

It was the beginning of the period when Thai modern art
started tracing out its aesthetics, and by the 1950s a few
groups of artists had already gone through training at
the Poh-Chang Academy of Arts and Silpakorn University.
This produced very academic cohorts of fine art painters,
sculptors and print artists who would later become highly
influential in the development of Thai non-traditional
art during the post-war modernisation of the Kingdom.
There was also a great wave of artists who transitioned
from traditional Thai painting to painting landscape and
still-life as subjects. This was a clear aesthetic shift sig-
nalled by artists embracing new forms of expression, con-
ceptually and practically. Some influences crossed over
from Euro-American Impressionism, Post-Impressionism
and Cubism, drawing out pictorial emotional responses
to convey a quality rather than literal representations,
and Damrong Wong-Uparaj is considered to be one of
the key figures of this era.

Damrong Wong-Uparaj had been studious since child-
hood, with his interest in the arts rooted in family in-
fluence, especially from his father, Thai temples and the
surrounding community. He won prestigious art com-
petitions from a young age and was awarded several
scholarships to further his studies, all the way to his
master’s degree.

As a young art student, he was mentored by the influ-
ential Silpa Bhirasri. Damrong graduated from Silpakorn
University in 1962, leaving behind a catalogue of work
that possesses a very recognisable and individualistic
quality. In 1960, Silpa Bhirasri wrote:

“...Damrong Wong-Uparaj is also a very young painter
who cannot be but Thai... Like in olden days this artist
paints every detail with a surprising accuracy, but at the
same time he takes most care to render the solidity of
the plastic values of the painted objects... In beholding
these landscapes we feel our spirit restored and have the
illusion to live in the very of Thailand and among Thai
people. We repeat that we said last year about these
paintings, i.e. the artist has not painted a human figure
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but we have the vivid impression to live among our
healthy, good rural people...” [Professor Silpa Bhirasri,
“Extremities” in The 11th National Exhibition of Art
catalogue, 1960, p.32.]

Such enchantment was the result of Damrong capturing
a particular point of view about rural life where “Thainess”
was romanticised to an urban audience, invoking nos-
talgia and great exoticism. He may not have been the
only artist who was conveying such sentiment, but it is
believed artists of the time searched for what is ‘true’
through perceived tradition and visual genuinity.

This was a successful period for the young student artist,
producing artworks that were thematically similar but
using a variety of techniques, demonstrating versatility
in his practical skills. Highlighting rural architecture, the
thatched-roof houses on stilts as observed by Damrong
can be seen interpreted in several artworks throughout
his career. One of the earliest examples of this are the
1960 tempera painting Fishing Village and the woodblock
print Thai Village on Stilts with Two Wheeled Wagon
(Northern Village #1), followed by the tempera Farm-
house on Stilts produced the following year.

Damrong left for London in 1962 to study at the Slade
School of Fine Art, where he must have been taken by the
1950s British abstract art lingering in the surroundings,
and subsequently started to experiment with free form
and colours. Combined with his time as a lecturer at the
Northeast Technical Institute (as known then) in Nakhon
Ratchasima, Thailand and as a master’s student at the
University of Pennsylvania, United State of America,
Damrong produced a series of abstract art variations
over a period of 13 years.

His departure from abstract realism read like a move from
the past and towards the future. There were no depic-
tions of thatched-roof houses on stilts; the “Thainess”
in this case was represented through Thai alphabets
and numbers, used as abstract shapes punctuating the
paintings.

Damrong was very active in participating in artist resi-
dencies, but the most notable to his artist journey was
his trip to Kyoto in 1976. It is well documented that the
artist found confirmation in his idealism through Shinto
philosophy, resulting in him producing a series of art-
works that focused back on local architecture with an
emphasis on thatched roofs again, featuring represen-
tational markers such as manicured gardens, stone
placements and water ponds, all of which are part of
the Shinto temple landscape. Damrong subsequently
developed a new technique by mixing pen, ink and water-
colour with careful and fine details mirroring the teachings
of Shintoism on simplicity and harmonious living with
nature. The year spent in Japan solidified Damrong’s art,
in terms of his movements, his thinking, and his practice.
By the mid 1970s, that “Thai” charm, as Silpa Bhirasri
had recognised and as seen in his earlier works, is no
longer present, but has evolved beyond the culturally
illustrative into painting the fundamentals of life.

Versatility as practice and repetition as discipline
Damrong Wong-Uparaj explored many techniques during
his career. In addition to painting and drawing, he used
mixtures of printmaking, collage and mixed media to
produce his artworks. From the great ability he demon-
strated as a student, as a working artist he continued
to work on different methods of creation, while still ex-
pressing a steady continuous concept.

The uninterrupted work on art practice and conceptuali-
sation is precedent to the artist’s commitment to his
art. In his September 2001 memorandum, Damrong
passionately wrote that an artist’s most important work
is to create artwork and any other works must come
second. However, he also stated that to only create
artwork narrows one’s perspective and so, he lived by
the importance of diversified roles and worked at them
accordingly. The second most important thing for him was
to teach. He became a very well respected educator who
lectured at multiple international seminars and taught at
his alma mater as well as other Thai universities. Other
priorities to which he dedicated his time included art
management, art conservation and art criticism.

As Damrong’s artwork and art practice remained his
most important endeavours, the common subject that
appears on the majority of his artworks in the form of
rural architecture is the “house on stilts”, as previously
discussed. They can be traced back to the 1960s and
still present in the year 2001, just one year before his
untimely death. In his tableaus, the inside of the house is
never shown, human figures are rarely seen, and present
only in the composition are lifestyle items narrating in
the forefront of the vast landscape scene.

Such visual production is considered to be one of the
principles of creativity, and repetition where it is similar
to manners of rhythm actually helps to create a sense
of movement from art work to art work. It is therefore a
recurrence that challenges the notions of “boring” and
“still”. The repetition in the case of Damrong’s artwork
is justified — and perhaps necessary — in relation to the
“Thainess” and “simplicity” within him that cannot be
replaced. It becomes a conduct and as a point of view
that is non-exchangeable an emphasis to its power,
manifested as representations of rural architecture and
landscape. Damrong has now created an expectation of
recurrence with his audience, thereby deferring closure
in a work of art. Active repetition of thatched roof archi-
tecture throughout his career as witnessed, in his art-
works, such as 1960’s Fishing Village, then later in
1976’s Ise Dai Jingu and 1977’s Ise Dai Jingu-2 from the
Japanese period, in 1980 with Canal Scene and A House
Near The River, and again in 1994’s Looking Across the
Roof. Back to the Village (1993 - 1994) is an ink and tem-
pera large-scale triptych masterpiece painted in what
could be understood as Damrong’s concluding era.
Emphasis on romantic rural architecture appears once
again with thatched roofs and cultural symbols such
as earthen water jars, drying cloth on the clothing line,
harvested rice drying on woven mats and a wooden row
boat. Each item works as definitions of essential sim-
plicity and harmony with nature as did the earlier houses
on stilts and the landscape of Shinto temple grounds.

The discipline Damrong practised of perpetual medita-
tion on the same theme refined his artistic concept, which
towards the latest era meant this was now seen from
another perspective: a bird’s eye view, a view that both
includes and concludes the overall concept, evoking
an evolutionary process that embodies experience and
memory, beyond role articulation and away from self-
appropriation.

This retrospective paints not an alternative view on
Damrong Wong-Uparaj’s life’s work, but a humble addi-
tional analysis to his artwork and its importance to Thai
art history, to the extent of becoming a frequent reference
in publications on Thai and Southeast Asian art. Perhaps
the most important factor of all is his being celebrated
as one of the few Thai virtuosos whose versatile career
led the development of Thai art in many aspects, es-
pecially in the introduction of “Visual Arts” as a widened
scope of art appreciation and study. He is known to be
the one who translated the words “Visual Arts” into Thai
[Thatsanasin], to make it applicable within a local con-
text and established a new dedicated department at
Silpakorn University in 1970, thus expanding the defini-
tion of the arts during a critical time for the formation of
modern art in Thailand.

In this contemporary world, old master paintings must
avoid becoming relics of the past but a tangible visual
foundation for skill and mastery. As new generations of
artists arrive as products of its era, artworks from artists
such as Damrong Wong-Uparaj should serve as moti-
vation for discipline, critically studied for his ways of
thinking and admired for all the successes achieved by
just one artist alone.
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91NUNAYW “ARNUAUA:OEN”
lugddnsnisianvAalnssuinusIs ASIN 11 W.A. 2503, Kl 5.

“Damrong Wong-Upatraj is also a very young painter who cannot be but Thai. Like on the
previous exhibition, this year too Damrong has shown some of his very fine landscapes and
waterscapes. Like in olden days this artist paints every detail with a surprising accuracy, but
at the same time he takes most care to render the solidity of the plastic values of the painted
objects. Huts, boats, trees, earth or water are elements related perfectly to each other and all
of them related to space. In beholding these landscapes we feel our spirit restored and have
the illusion to live in the very heart of Thailand and among Thai people. We repeat what we
said last year about these paintings, i.e. the artist has not painted a human figure but we have
the vivid impression to live among our healthy, good rural people.”

Professor Silpa Bhirasri
From the article “Extremities”
In the 11th National Exhibition of Art catalogue, 1960, p.32.



IA2IHIADMUNIUNAINSEINE
FaU:zInoauslny (w.A. 2497 - 2505)
PAINTING THAI MODERNISM (1954 - 1962)

alonteunouvuia-AaU:adsinuinasunedoidugy
1Busluds:indlng ASugadutndnun wasuvede19se
ANsvdoua:zriaulKIKuASIUNSIFNINIY VauIdNEInBUUN
Tnfuana:AoWIduesiveInsainwe Afaswsmun Aalu
Tisunssduanalevnanidnenssuna:aaganwudau
nauduiSeusiosuunlngurasassAlkLfonISway
wausUnuuvadAad:n=3unnia:iuongiawizAd INAUA
AlgTugovtidoulnye=10uditu Fndu uuns=Aulld néo
WA naznwwuwin:zlduuns:Ay

This is a period where the aesthetics of modern art
in Thailand began to take shape. Damrong’s student
paintings of rural nostalgia stood against the reality of
a developing Bangkok city. He surveyed local craft and
architecture, re-imagined rural “Thainess” through
a mixture of Western art and Damrong’s unique ap-
proach. Techniques used during this creative period
were mainly tempera and oil paint on wood board and
calico fabric as well as prints on paper.
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[sulwWWhdmiaeu, 2500 Power Station of Wat Lieb, 1957 HyUWE10US:U9, 2503 Fishing Village, 1960
AUNAUUNSAY, 59 X 71 BU. Ink on paper, 59 x 71 cm. dtJuvuns:aulid, 109 x 87 Bu. Tempera on wood board, 109 x 87 cm.
duunveulaudn Courtesy of MONWIC auumvednsuAalins Courtesy of Fine Arts Department
swIaANYSATYUSUAU 3 IKSUrYNauliAY UszINNioNsuA Awarded 3rd Prize Bronze Medal in Monochrome, swIaNYSATYUAUAU 1 IKSuryNay Us:INNInsnssy Awarded 1st Prize Gold Medal in Painting,
MsianIAaUNSSUIIKIBIA ASIA 9 The 9th National Exhibition of Art MsianIAaUNSSUIIKIBIA ASIA 11 The 11th National Exhibition of Art
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[linsusaj, 2504 [Unknown], 1961

dduuutingu, 124 x 294 Bu. Tempera on calico fabric, 124 x 294 cm.
auuRvey uw. auss RSryu:o:an Courtesy of Dr. Somratch Hiranyawasit
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[luinsaugaj, 2503

dtuvutinfau, 71.4 x 131 cm.
auumvasdrinnagtniSsunsaiRau

38

[Unknown], 1960

Tempera on calico fabric, 71.4 x 131 cm.
Courtesy of Student Christian Center

HYUWBI0UT*, 2504

gdhuuutinlu, 50 x 50 BU.
auunveswwsnruridal: 129
*IJanniudinny

Farmhouses, 1961

Oil on canvas, 50 x 50 cm.
Courtesy of 129 Art Museum
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AYUUsI0UMUUEINGV*, 2504

duuuutinfu, 86.1 x 101.6 BU.
dauumveuuaudn
“IJavnmundunny

Farmhouse on Stilts, 1961

Tempera on calico fabric, 86.1 x 101.6 cm.
Courtesy of MONWIC

UunuUrioupUENWUgV*, 2505

Fuuuutiniu, 88 x 104.4 Bu.
audmveuuaudn
*1Janniudinny

Traditional Houses On Stilts, 1962

Tempera on calico fabric, 88 x 104.4 cm.
Courtesy of MONWIC
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AUU:WS19, 2504 Coconut Trees, 1961

duuuutindu, 75 x 188 BU. Tempera on calico fabric, 75 x 188 cm.
duuiveodyalsrorad Ws:AS Courtesy of Bhirasri Institute of Modern Art
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whrgulngauau
auns:ns1*, 2505

FlJuuutinau, 123.8 x 90.8 BU.

dudnvauuaudn
“Idavnmudinnu

Three Thai Women Weaving Fronds
into Baskets, 1962

Oil on calico fabric, 123.8 x 90.8 cm.
Courtesy of MONWIC

NwHryvano®, 2504

Fduuuns:aulld, 57 x 40.9 BU.
auuRveuuaudn
“IJaINMsdinny

Jmsnssunwikliouunnad IWldsaunany
nsisousouldlugauns weiduveyasunsinyn

Portrait of a Young Girl, 1961

Oil on wood board, 57 x 40.9 cm.
Courtesy of MONWIC

This portrait painting is not exhibited but
included in this catalogue for archive purposes.
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amndudmazSoauan*, 2503 nwghcgolng?, 2503 Hubyvevlinenluns:nwnauluidn, 2505 SUNSUUUSSSUNUUISVIAIAYUEN®, 2505

Jungle Scene with Small Boat, 1960 Portrait of a Thai Woman, 1960 Still Life of Flowering Plant in Short Round Pot, 1962 Geometric Abstract Forms in Deep Perspective, 1962
FUNTUUUCIAU (WavIUTASNSSURIURLA-HEY), 84 x 61 BIJ., dUURVOILOUIA FUTUUUCIAY (WavIudAsnsSUFURLA-HEY), 84 x 61 BU., aUURVOIUOUSA Flduuuns:AUll (WavIudasnsSUFMUKL-HEY), 74.5 x 50.7 BUU., AUURVaIUDUSA FUTuuuns:AULL WavIuFAsNSSUAIUMUA-HEY), 50.7 X 74.5 BU., AUTRAVOIUOUSA
Qil on calico fabric (Recto-Verso), 84 x 61 cm., Courtesy of MoNWIC Qil on calico fabric (Recto-Verso), 84 x 61 cm., Courtesy of MoNWIC Oil on wood board (Recto-Verso), 74.5 x 50.7 cm., Courtesy of MoNWIC QOil on wood board (Recto-Verso), 50.7 x 74.5 cm., Courtesy of MoNWIC
“IJavnmundonnu *Jaanniudenny *IJaanniusunny “avnnmusunny



AAvJIIW 5, 2504
Wan 5 Canal, 1961

FUGuuUNS:AUL (WavIUIRSNSSUAIUMUA-HEY), 89.7 x 130.4 B1J., AUTRAVOILOUIA
Oil on wood board (Recto-Verso), 89.7 x 130.4 cm., Courtesy of MoNWIC

AAvJIIW 5, 2504
Wan 6 Canal, 1961

FuGuuuns:AULL (WavudasnssusUKU-+EY), 89.7 x 130.4 BLU., AUTRAVOIUDUSA
Oil on wood board (Recto-Verso), 89.7 x 130.4 cm., Courtesy of MoNWIC

“navonlafnunawiveulnglusiruludne1vg nasnina
AowARRY:ITeuUNWiILaTUVaunLIoy TneTdatluuusiveu
IUa=18gA 1300 10INGAUBLUNGIAUIALTOENED 1ISUITEU
Auiel 2501 woiaSandolAdavmanvlunisianiAaunssy
IKIBIAASIA 10 W.A. 2502 TASUSWIAINYSATYUIMSEYIIU
naua9IsgialzauuIN nazIveuliniavlo”

919188A1S3 2uFgUs B
9nUunnlnga191sdAsI 2uFaUs B
a9unsiinssAnisdounay U w.A.2525

“After having studied ancient Thai paintings in a number
of temples, | got the idea to paint in a new way of my own,
using tempera paint on fabric in great detail to tell about
the countryside, which | was already familiar with. | started
the paintings in 1958, and when they were finished,
| entered them in the 1959 10th National Exhibition of Art
and was awarded a silver medal. Ajarn Silpa liked them
very much, and wrote me a letter of encouragement.”

Damrong Wong-Uparaj
From the journal of Damrong Wong-Uparaj
In the catalogue for the Retrospective Exhibition, 1982.
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Fduuuns:anulld, 87.5 x 124.5 61

duuRveuuaudn
“IJavnmundannu
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Going Home, 1961

Oil on wood board, 87.5 x 124.5 cm.
Courtesy of MONWIC
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ansIeLlin=1a*, 2504

Fduuutialu, 80 x 147.5 su.
duuRveuuaudn
“IannMuIdinny
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Shore Scene, 1961

Oil on canvas, 80 x 147.5 cm.

Courtesy of MONWIC
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HyUWE10US:U9, 2505

dduuuns:aull, 35.5 x 77 BU.
duURvadAUWSE:IIazANUNSNUA SBINWUS

52

Fishing Village, 1962

Tempera on wood board, 35.5 x 77 cm.
Courtesy of Piriya and Kornkamol Wachajitphan
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18oa=trugniwugy’, 2505

Fdguuuns:aulld, 61 x 91.2 BU.

duuRvouuaudn
“IJavnmudannu

Boats and Houses on Stilts, 1962

Oil on wood board, 61 x 91.2 cm.
Courtesy of MONWIC
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1§odpuniuLuns:riou
gnwuluds:inAlng*, 2503

nwwuwin:Iduuns:Au, 28 x 55.8 BU.

auUmveuuaudn
*1Janniudinny

54

River Boat in Thailand Passing
Huts on Stilts, 1960

Woodblock on paper, 28 x 55.8 cm.
Courtesy of MONWIC

18odountmasnalAy
nuaudavAu (1ISo#1)%, 2503

Mwwuwin:Iduuns:Ay, 38.7 x 65 BU.
duuRveuuaudn
“IJavnmudanny

River Boat with Two People under
Curved Roof Covering (Boat #1), 1960

Woodblock on paper, 38.7 x 65 cm.
Courtesy of MONWIC
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nyoulneenguniunotudoido
(Hyuu0IKtio #1)%, 2503

nwwuwin:Iuuns:Au, 48.8 x 75.7 BU.

dudnveuuoudn
*Idavnmudinny

56

Thai Village on Stilts with Two Wheeled
Wagon (Northern Village #1), 1960

Woodblock on paper, 48.8 x 75.7 cm.
Courtesy of MONWIC

Urus10ul, 2503
Farmer’s House, 1960

nMwwuwin:lduuns:Ay, 47.8 x 39 BU., auURvadoudn
Woodblock on paper, 47.8 x 39 cm., Courtesy of MoNWIC

Uu10U1 2, 2503
Farmer’s House 2, 1960

nMwwuwin:lGuuns:Ay, 48.1 x 38.8 Bu., duURvadiaudA
Woodblock on paper, 48.1 x 38.8 cm., Courtesy of MONWIC
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ns:=nunSlunournainnany (w.A. 2505 - 2518)
DISCOVERING THE MULTIVERSE (1962 - 1975)

auilugovivannAalulfiayuuesniyAaUd:iuan il
uNsAanateeanIngUnsaliuusssusIA gsunsei
dwadmn unlUgnisasuassAviudInsnssuuusssuiia:
1IBNGIwsasuliaiog WIAUADIAYANUNUNISEIAIAE
UnUsuingoulnosulsy 1a:aN¥nuUTUSSSUATIASI:K
fialuooaniuunaz9nd13avAUs:nauvasntwnRoesunsy
na:s:unuanISeuingwauwaluinatinnisU:Andan
INATANTWWUW doaInNsnnaue1edmusssulngmnoy
dryanunifodnusiiazaonatgwunu

This would become a period that expanded this earnest
artist’s horizon, abandoning natural forms to favour
dynamic ones then fully immersing himself in abstract
painting and expressionism. He concentrated on for-
mulating his own style with strong expressive brush
strokes and synthetic abstract art where he designed
and framed the paintings with simple-coloured forms,
collage and printing techniques as well as adding some
Thai cultural markers with local alphabets and Thai
stylised symbols.
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&indounazanng*, 2504

Fdguuuns:anulld, 78.9 x171.4 su.

duuRveuuaudn
“IJavnmudannu

64

Red Lines Over Black with Small
Yellow and Red Squares, 1961

Oil on wood board, 78.9 x 171.4 cm.
Courtesy of MONWIC

ASO:WIASEIU®, 2506

FlnAuna:do:ASanuuns:Ay,

18.6 x 27.8 BU. (UU) 18.2 x 27.8 6. (dW)
duuRveuuaudn

“IJavnmundannu

Homage to Mondrian, 1963

Gouache and acrylic on paper,
18.6 x 27.8 cm. (above) 18.2 x 27.8 cm. (below)
Courtesy of MONWIC
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[linsauga, 2506

nwwuwin:luuns:Ay, 30.1 x 20.2 6U.
auUmveuuaudn

Ffve ,I]...:..,._., g e ppanet
e v S LLEE R |

[Unknown], 1963

Woodblock on paper, 30.1 x 20.2 cm.
Courtesy of MONWIC

1 [luns1uda), 2506
[Unknown], 1963

Fth Auuna:dsodnuuns:=Ay, 24 x 32 BU.
auunveduaudn

Watercolour, tempera and chalk on paper, 24 x 32 cm.

Courtesy of MONWIC

aounau, 2506
London, 1963

dn duuna:dsodnuuns:nAy, 24 x 32 BU.
audmveuuaudn

Watercolour, tempera and chalk on paper, 24 x 32 cm.
Courtesy of MONWIC
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10877, 2508

InsnssuiazpvaalauuNs:null,

91.3 x55.2 8U.
auunvouuaudn
*AUAWANIEIdINOY

Vela, 1965

Painting and collage on wood board,
91.3x55.2cm.
Courtesy of MONWIC

[linsuéaj, 2508

Fdnuuuginlu, 74 x 74 BU.

auumveuuaudn

[Unknown], 1965

Oil on canvas, 74 x 74 cm.

Courtesy of MONWIC
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nsnssudw*, 2508

FUunaznoaanauuciiiy, 68.5 x 68.5 BU.
duuRveuuaudn
*IJaanniudonny

70

Painting in Blue, 1965

Oil and collage on canvas, 68.5 x 68.5 cm.
Courtesy of MONWIC

96)SNSsuU rurgiav 0%, 2508

ddhiunazaeaanauuiinly, 79 x 58.3 BU.

dauuAveuuaudn
*IJadnniuvidanny

Painting No. 0, 1965

Oil and collage on canvas, 79 x 58.3 cm.

Courtesy of MONWIC
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[linsuéaj, 2508

Flduniaznoaanauusinly, 69 x 69 BU.

duunvauududn

72

[Unknown], 1965

Oil and collage on canvas, 69 x 69 cm.
Courtesy of MONWIC

[lunsudaj, 2508

Aiuna:noaansuutiniy, 91.2 x 50.7 BU.
audnvasAruNARNSH 31a9uns

[Unknown], 1965

Oil and collage on canvas, 91.2 x 50.7cm.
Courtesy of Kittiporn Jalichandra
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[linsuéaj, 2508
duuvuns:aulld,

125.2 x 90.2 8U. (§18) 125.2 x 50.2 6U. (vO")
audnvey A. As. AuAnA ln

74

[Unknown], 1965

Tempera on wood board,
125.2 x 90.2 cm. (left) 125.2 x 50.2 cm. (right)
Courtesy of Prof. Somsakdi Xuto, Ph.D.

[linsudal, 2508
[Unknown], 1965

dtlunaznoaanauuns:nulll, 48.4 x 34.8 BU. (§19) 49 x 21 BU. (V1)
auRvey A. AS. AuAnA gln

Tempera and collage on wood board, 48.4 x 34.8 cm. (left) 49 x 21 cm. (right)
Courtesy of Prof. Somsakdi Xuto, Ph.D.

[linsaugaj, 2508
[Unknown], 1965

Fulunaznoaaneuuns:Aulll, 43.4 x 32.4 BU. (§19) 43 x 20.2 BU. (V01)
AuUmvey A. As. audna yln

Tempera and collage on wood board, 43.4 x 32.4 cm. (left) 43 x 20.2 cm. (right)
Courtesy of Prof. Somsakdi Xuto, Ph.D.
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‘UG NIIARIIAZIASIISNAUWN:T INalaasiiao TAaunty
IUsunnulnenuusis Inusa ognasunau 2505 - 06 HaI9N
AN UMUONIUSSSUBIS:=HTIAISUIIIEALSSSY 1LTUE
na=unin 1ISUAIBALN Fsoan na:zauaiu uAnwauAu
doulnryiduviusunsvdas: 1I0udnswavovauns HarenIw
1uwaviuvurningy Titeonianiiaeunouralensy”

919158/ 0uFigUs 1B
nUuiinlnga191s8rsy aurigUs1y
TugdimstinssAnasdounas U w.f. 2525.

“After my first solo show at Bangkapi Gallery, | traveled to
England on a British Council scholarship, and lived in
London from 1962 - 63. After studying abstractionist
concepts for a time, | began doing abstract-era work,
focusing on colour and weight, starting with watercolours,
chalk, and oil paints, sometimes mixing them. Mostly it
was free-form work, influenced by music. Most of the
works were large pieces, and were shown in London

many times.”

Damrong Wong-Uparaj
From the journal of Damrong Wong-Uparaj
In the catalogue for the Retrospective Exhibition, 1982.
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[luinsusal, 2510

MwwuwiIn:IGuuNs:Ay, 59.8 x 23.6 BU.

audmveuuaudn

[Unknown], 1967

Woodblock on paper, 59.8 x 23.6 cm.
Courtesy of MONWIC

[lunsudaj, 2510

nwwuwin:luuns:Ay, 58.5 x 25.7 6U.
auumveuuaudn

[Unknown], 1967

Woodblock on paper, 58.5 x 25.7 cm.
Courtesy of MONWIC
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[lunsuda], 2510

Mwwuwin:IGuuns:Ay, 56.1 x 40.8 BU.
auumveuuaudn

[Unknown], 1967

Woodblock on paper, 56.1 x 40.8 cm.

Courtesy of MONWIC

[lunsuda), 2518

nwwuwin:luuwn, 67.5 x 43.5 8U.
auUmveuuaudn

[Unknown], 1975

Woodblock on fabric, 67.5 x 43.5 cm.
Courtesy of MONWIC
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nvu1 uasugu, 2514

do=nSanuuwinlu, 70 x 106 BuU.
duonvavAad:-a:aunaln

82

Nakornpathom Rice Field, 1971

Acrylic on canvas, 70 x 106 cm.
Courtesy of TISCO Art Collection

[luinsudaj, 2512

do=nSanuucilu, 41 x 41 u.
auuRveuuaudn

[Unknown], 1969

Acrylic on canvas, 41 x 41 cm.
Courtesy of MONWIC
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BORMIKVaURA (W.F. 2519 -

2520)

LIFE IN CONSENSUS (1976 - 1977)

gounanAaUuluwnan ru UssnAgdu: 191sgmnsls
Anudousnonuds:samansia:Us:iwiinudiulng
IsuFU9INITeuIRoln LinowaulslUARanUnensswy
nuANaUNIIazauAUs:NaUVaINs:Nous1ols duhAalu
ravlnailuwiAufoian “Ins” n$aguus:paInivunnlnny
voudnFaunBuln Tudufinuaiugn “gargdu” 9191sg
ASUIWEdN “wuo1aUs=linslIAdoeq Iudduide”

dunduleAatuidumiAunauiduanidnonssuveddn
tniuisulneAaludnonaniwinidne [EinAtAaianw
s:ungdsosUrnna:aun annaidudiang aenus:anu
AUADYAUNSAUTIEIU

During his artist residency in Japan, the artist chose to
focus on religious architecture and components found
in small farm houses after researching its history and
traditions. He was particularly fond of the “Tori”, a red
outdoor entrance gate to Shinto temples. He wrote in
his Japan Period catalogue essay: “/ can keep drawing
“Tori’ gates without ever getting bored.”

It was the Japanese Zen temples that truly captured
Damrong’s spirit. Techniques used were a combination
that the artist developed himself; using pen and water-
colour, drawing very fine detailed lines that echoes the
peaceful meditative state.
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In33nav, 2519

Urnnazadhuunszaurglu, 53.3 x 45.7 sU.

auunvevAad:-a:aunaln

Red Torii, 1976

Pen and watercolour on japanese paper, 53.3 x 45.7 cm.
Courtesy of TISCO Art Collection

In5-2, 2520
Torii-2, 1977

Unnnia:ahuuns=aurgu, 45.3 x 37.7 BU.
dauuRnveauuaudn

Pen and watercolour on japanese paper, 45.3 x 37.7 cm.

Courtesy of MONWIC

In5-7, 2520
Tori-7, 1977

Urnnia=athuuns=aucgu, 45 x 38 su.
duuRveuuaudn

Pen and watercolour on japanese paper, 45 x 38 cm.
Courtesy of MONWIC
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nalulusou-1, 2519

Uﬂnn'ma:ﬁﬁ']uuns:mutﬁi!u, 38 x 45 G6U.

audnvaauaudn

Fall-1, 1976

Pen and watercolour on japanese paper, 38 x 45 cm.
Courtesy of MONWIC

nalulisau-2, 2520

U'mmua:?ltf’]uuns:mutﬁl'],u, 38 x 45 U,
dudnvauaudn

Fall-2, 1977

Pen and watercolour on japanese paper, 38 x 45 cm.
Courtesy of MONWIC
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IndIE, 2519

Urnnia:dthuuns:aurgdu, 27 x 38 BU.

auUnvolArNMANSI 81a3UNs
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Ise Dai Jingu, 1976

Pen and watercolour on japanese paper, 27 x 38 cm.
Courtesy of Kittiporn Jalichandra

“navnldioargia-eunivdoagnartgifioudviNanI AR
naznaauounialenv:ivgunawla nasiv=rlKinaA W
vuaalodusiodlAwulAIfuIno101s WIA=anUAUINUIY
Hagiry ovAUs:naudnog1ukiuiAoussgINIAIa:
?fd//oméiauvaJrg'L:/uz?"JUno')umuua:nmuauun”'oq [UUs:nau
Audinafe:-tvAAEIY FoaursnasassAiduuanusal
uun dnorerswiudournsundudsiunialoveusiiveu
(019156150 90FaUS %) 10U by AumantiinowiSeudte
na:lvnowavuludniy”

919188A1SY 9uFgUsB
9InUNA “INBanuwatiugaydu Aad=nazanunfuydu” Tu
adumstnssAnis wadugaydu [nensy avdausas U w.A. 2520.

“After many months spent looking at and reading books,
| had the ideas and inspiration to paint. For the inspira-
tion to take effect | needed to see and experience a great
number of temples and locations. Another element was
the Japanese atmosphere and environment, where beauty
and peace are found everywhere, and | had time to sit
and think, sit and dream, which is why | was able to create
this set of works. The temples and fields were a tremen-
dous inspiration for the painter (Asst. Prof. Damrong
Wong-Uparaj). These things are simple and they confer

peace of mind.”

Damrong Wong-Uparaj

From the article “Regarding Works of the Japan Period”
In the catalogue for Japan Period Exhibition

by Damrong Wong-Uparaj, 1977.
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IndIE-2, 2520

Urnnia:dtuuns:augdu, 53 x 45 sU.
auunveuuaudn

Ise Dai Jingu-2, 1977

Pen and watercolour on japanese paper, 53 x 45 cm.
Courtesy of MONWIC

navai-1, 2520

Urnnia:dtuuns:augdu, 53 x 45 sU.
auunveuuaudn

Roof-1, 1977

Pen and watercolour on japanese paper, 53 x 45 cm.
Courtesy of MONWIC
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UIOUAUMNININYTYIUSUTIIANU (W.FA. 2520 - 2545)
IMAGERY OF SERENITY (1977 - 2002)

waviudnsnssulugovinandiinUsannnawns:nou
TfnuauAunasAeeIn souludvdnnhidudyanuni
vaudtisuunlysn:10u Tnaududnnsulddn 1detinnnvou
ANl nouwAdiaza:n$rau IneGuinognonduiunas
auAUs:naUIKaNtIFRNWANINUS:aUNIsridunainkans
dnnsrovonwmuwaduAaU:Ia:3s1N1s IWoa:fiou
AOMUANNSY Na:audatowaIRIAUIAUINAUADAY
awulpain

anNN9:9UNYUANU ISYUNIY lazduRdy QNONgNaAWIU
wavuAaU:vos191sgMMSIBUNEoBUIAT AoFuRUduon
AITUADAU IUDAR ||a:nuﬁUryryﬂa“u§n?5¥avoaﬁaUu
nasnu 9191s8ASIgIAVaSWassAWauuTuds:IRUAY
nanguns:NutInnssu Ut w.A. 2545

In this concluding era, we start to see stilt houses
with thatched-roofs reappear in his paintings that
also feature rural-life signifiers such as big earthen
jars for water, hanging cloths drying, haystacks and
woven baskets with a golden rice field backdrop. They
compound together all the years of the artist’s varied
experiences and built upon them is a new base for this
period of creativity that truly reflects the artist’s central
being and a sense of peace.

Such precise repetition yet meditative production of
work with the same theme is indicative of confirming
the artist’s wisdom and he would continue to paint
this way until his untimely death in 2002.




amnnAasav*, 2523 Canal Scene, 1980

r;l'\IU‘1*, 2522 Rice Fields, 1979
Unnana:kidnduuns:ay, 37.3 x 54.9 U, Pen and coloured ink on paper, 37.3 x 54.9 cm. Unnaa:ridnduuns:ay, 43.8 x 60.5 BU. Pen and coloured ink on paper, 43.8 x 60.5 cm.
auunvelaudn Courtesy of MoNWIC auuRveuuaudn Courtesy of MoNWIC

“IJavnnudinny “Iavnnmudinny
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Uusunidn®, 2523
A House near the River, 1980

Ath Unnnilasiiugouuns:ay, 26 x 19 8U., aubFveduaudn
Watercolour, pen and pencil on paper, 26 x 19 cm., Courtesy of MONWIC

*1Jaanniusdinny

InSIU, 2542
A Wooden Tori, 1999

Ath Unnnaiiasiugouuns:ay, 21.5 x 15 8U., audiveduaudn
Watercolour, pen and pencil on paper, 21.5 x 15 cm., Courtesy of MoNWIC

Uwug19U1, 2542
Farmerhouse, 1999

At UnnnaiiasAugouuns:ay, 20 x 15.5 8U., aubFveduaudn
Watercolour, pen and pencil on paper, 20 x 15.5 cm., Courtesy of MONWIC
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[Unknown], 1989

UJanniuuns:Ay, 15.6 x 18.6 6., auURvoIUBUIA
Watercolour, pen and pencil on paper, 21.5 x 15 cm., Courtesy of MoONWIC
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vuna=aultd, 2544 House and Bamboo Trees, 2001 UWB10U7*, 2542 A Farmerhouse, 1999

At UnniazAiudeuuns:any, 54 x 38 BU. Watercolour, pen and pencil on paper, 54 x 38 cm. At Unnnia:augeuuns:ay, 20.5 x 27.6 BU. Watercolour, pen and pencil on paper, 20.5 x 27.6 cm.
auuRveuuaudn Courtesy of MONWIC auunveuuaudn Courtesy of MONWIC
*Jaanniudinny
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[linsudal, 2538
[Unknown], 1995

mquWns:ﬁaamauuns:mu, 19.5 x 14.8 8U., duURvauUaudA
Linocut print on paper, 19.5 x 14.8 cm., Courtesy of MoNWIC

[linsuda), 2538
[Unknown], 1995

mquWnszlﬁaaUﬂJuuns:mu, 19.6 x 14.9 BU., duURvouUOUIA
Linocut print on paper, 19.6 x 14.9 cm., Courtesy of MoNWIC

lannruAowavu®, 2544
Quiet World, 2001

mW\Tqunszlﬁaamquuns:mu, 22.7 x 22.7 6., duURvaJUaudA
Linocut print on paper, 22.7 x 22.7 cm., Courtesy of MoNWIC
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[lunsauga), 2540
[Unknown], 1997

mWWUV\inszlﬁaamauunszmu, 22.8 x 22.8 6U., dUURVaJUDUdA
Linocut print on paper, 22.8 x 22.8 cm., Courtesy of MONWIC
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HYUU 2, 2536

Athouna=acuuucily, 74 x 56 Bu.
audmvedsunnsiinids:inAlng

Village 2, 1993

Oil and tempera on canvas, 74 x 56 cm.
Courtesy of Bank of Thailand

Hyuu 3, 2536

Adhunasdjuuuiinly, 74 x 56 sU.

auuAvoausuIAsiKuUs:INATNe

Village 3, 1993

Oil and tempera on canvas, 74 x 56 cm.

Courtesy of Bank of Thailand
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UauvunavA, 2537

Fo:nSanuucinlu, 68.8 x 65 BU.

auuRveaulaudn

Looking Across the Roof*, 1994

Acrylic on canvas, 68.8 x 65 cm.
Courtesy of MONWIC

*Translated from Thai

Uu i mazniva, 2538

Fuluuutinly, 72.3 x 60.2 Bu.
auumveuuaudn

House, River and Mountain, 1995

Tempera on canvas, 72.3 x 60.2 cm.
Courtesy of MONWIC
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Augsuun, 2536 - 2537

ninna:auuuuiinfu, 122.3 x 246 Bu.

duuRveduaudn

114

Back to the Village, 1993 - 1994

Ink and tempera on canvas, 122.3 x 246 cm.
Courtesy of MONWIC




UHIASNSSUIONLUAUING, 2536 - 2541 The Great Painting for Thailand, 1993 - 1998

FuJuuutinly, 200.7 x 301.2 BU. Tempera on canvas, 200.7 x 301.2 cm.
duuRveuuaudn Courtesy of MONWIC




HYULB19U, 2537 - 2540

nidnAudduuuuily, 59.7 x 152.5
duuiveoduaudn
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A Farmer’s Village, 1994 - 1997

Ink and Tempera on canvas, 59.7 x 152.5 cm.
Courtesy of MONWIC




HYUWUUKUIVT 1, 2537 - 2542 A House on the Mountain I, 1994 - 1999 HYUWUUKUIVT 2, 2537 - 2542 A House on the Mountain Il, 1994 - 1999

rinAuatuuutinly, 122 x 81 Bu. Ink and tempera on canvas, 122 x 81 cm. rinAuatuuutit, 121.3 x 79.7 Bu. Ink and tempera on canvas, 121.3 x 79.7 cm.
duunveuuaudn Courtesy of MONWIC auunvovuaudA Courtesy of MONWIC
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HYUWUUKUIVY 3, 2537 - 2542 A House on the Mountain I, 1994 - 1999

ninAudduuuunlu, 122 x 80 Bu. Ink and tempera on canvas, 122 x 80 cm.
audnvoulaudn Courtesy of MONWIC
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nverigu “gnrq veuddnnazviuAad:veurisy auFgUsty”
(Gufinie3uf 19 nsnnIAL W.A. 2544)
TurenansvngudnrufAadnnsy ourgUsiy

“This later period, after returning from Japan in 1977 —
and after | visited Australia, China, India, and the United
States of America all within a short period of time — was
an unfolding of works that grew out of the Japan period.
It was a time of doing larger paintings, primarily with
tempera paints. | was still using acrylics, watercolours,
and ballpoint pens, too, trying to find true peace through
my own models and methods. The largest painting was
3 x 2 meters, took nearly 4 years, and was based on
moral principles, meditation, and wisdom. The clear goal
and intention here was not to tell the story of Buddha,
but to express the concepts of Buddhist practice, moving
towards true, authentic peace.”

Damrong Wong-Uparaj

From the essay “Various Periods in the Life and Artworks of
Damrong Wong-Uparaj” (Written on July 19, 2001)

In the documents from Damrong Wong-Uparaj Visual Art Center
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ART FOR
SELF-DEVELOPMENT
AND LIVING

By Assistant Professor Damrong Wong-Uparaj

[Translated from Thai Article]

The confusion about the meanings of art and education
still exists in our country, among general people and
even educators and educational administrators. This is
because people are not interested in academic matters.
There are also some confusions and conflicts. We
should understand this by using academic principles
and interpretation of the meaning of art. You can say
that it is a closed-minded attitude. This is the reason
why artists and art in this country receive little support.
Sometimes we think artists behave as if they were gods
and look down on people and alienate themselves from
society. Most artists are the products of art schools that
believe in their own philosophy and teaching approaches.
It has always been this way.

The attitude that there is only one kind of art study: to
produce artists and artisans and the attitude that only
one’s institute, faculty, department, or school has the right
to teach art and that other institutes, departments, or
faculties have no such right, are monopolies that limit the
meaning of art. By the international standard, we know
that art study should be open to people of all gender
and ages, whether they want to be artists, artisans,
art experts, art enthusiasts or whether they do it for lei-
sure or ideology. That is, art should be widely taught
in and outside the system. Art does you good more
than bad and should be widely studied and practiced.
Therefore; we canseethatartistsand artinthe developed
world received more support than those in our country.

1. Art education for art professionals and artisans,
also known as Art Training and Professional Training in
Art, has been famous and existed since the ancient
times. Students learn from teachers who are artists and
artisans. This type of education was developed by the
Academy of Fine Arts, which is Europe’s advanced art
institution and gives intensive art training with a purpose
to produce artists. Nowadays, advanced art lessons are
taught in universities like other academic lessons. Art
students have the opportunity to study a wider variety
of theories. However, the closed-minded kind of teaching
still exists. This approach to teaching exists in high
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schools, vocational schools, and colleges, such as the
College of Fine Arts and Poh-Chang Academy of Arts.
Our oldest university-level programs are the Faculty of
Painting, Sculpture and Graphic Arts, Silpakorn University,
and the Faculty of Fine and Applied Arts, Chulalongkorn
University. Fine arts and applied arts are taught in these
schools. Teaching design as a part of the Department of
Creative Arts may be misleading and not in accordance
with the international standard. Nowadays, art programs
in many institutions include fine arts and applied arts but
the names of these programs are still confusing. In fact,
this type of education can be directly called an educa-
tion for professions. The graduates may become artists
and designers (professional artists). Most of them have
degrees in applied arts. They must adjust themselves to
the professions of applied arts. They may be designers
or artisans, or even teachers and art professors. This
level of education has a clear objective and there are
many institutions that provide these programs. You can
say that the field of applied arts is more popular and
needed but that does not mean that schools should stop
teaching fine arts. They should focus less on quantity but
more on quality. Moreover, courses on fine arts should
be mandatory in the field of applied arts. The programs
in fine arts should be improved so that they can continue
to exist in the society today. Meanwhile, general education
in art and art education should also be promoted to form
a foundation of support for art and to reduce the space
between artists, art, and people.

2. General education in art or the study of art in the
fields of liberal arts and humanities does not intend to
produce art professionals. It does not focus on the skills
and the narrow sense but instead on the board sense
of the theories and practices of visual arts. They may
teach art history, art criticism, art philosophy, and the
practices of painting, sculpture, print, and photography.
Students have the understanding and capabilities to
express themselves in art to a certain degree. It may lay
a foundation for art education at an advanced level. This
education system may offer education at GCE level,
based on the British system, and the bachelor’s degree
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in art faculties or Liberal Arts Colleges, based on the US
system. This system is still new in Thailand. The Faculty
of Arts, Silpakorn University has been offering general
education in art for over ten years. Apart from visual
arts, music is also taught in this program both in
theories and practice to ingrain knowledge and taste.
This program is to give inspiration to the students’
life and ingrain cultural awareness, not to produce art
professionals. The program has been consistently
improved and applied new technology and tools. It can
be taught to many students and should be more available

in our country.

3. Art in education, art in school, or art education
generally means teaching art in the education system
without an intention to create art portfolios and train art
professionals. It is called Art in School in the United
Kingdom, starting from pre-school, primary school, to
university. The obvious purpose is to use art as an
educational medium. Most educators and education
administrators understand this principle and do not view
art that is created in this program as products but as
something special. This system considers the students’
development in terms of psychology, personality, and
skills. It lays the foundation of knowledge and practice,
taste, and artistic sense. The approach to education is
related to psychology. The teachers should be trained
in art education. It is a long-term education from child-
hood to adulthood. It lays the foundation. If not done
well, it may have a negative impact on the next levels of
education. Apart from education, this system ingrains
artistic expression, artistic taste, and aesthetics in the
children. With this system, we can build the foundation
of inspiring artistic works. The programs in primary
schools should be fully in compliance with this system
and give systematic freedom. Foundation of artistic
professions should be taught to a certain degree in high
schools otherwise we will not have students who can
continue to study arts in the advanced level. This system
should comply with the opinions of art educators.
Otherwise, the children would lack experience in
reading about art history and the artists, understanding

musical notes without actual practice, drawing, making
sculptures and prints, and playing music. The students
would lack real in-depth experience and taste. They
may not choose to become art professionals, but they
can live happy lives by using art. They will be educated
and sophisticated in art. The art at this stage focuses on
childrens’ art. Our country is not really interested in this
kind of education nor support it because the government
thinks that it is a waste of time and money while it is
actually crucial. Nowadays, we do not adequately lay
good foundations for the students or even do it wrongly.

The three systems of art education are all important in
driving our country to be sophisticated and cultured. If
all parties have mutual understanding of these three sys-
tems, there will be no conflict or monopoly and we will
only have cooperation and strong relationships in
putting the systems into practice. If the system is open,
it may produce open-minded people in the future.
We may have professional artists, idealistic artists, and
inspirational artisans in a culture that promotes art both
in abstract and concrete senses.

Lastly, we need serious discussion to achieve mutual
interest among parties who are related to art, art edu-
cation, and art promotion, and for further cooperation
in the future.

Article in Siam Rath Weekly Review. Excerpted from the commemorative book
On the Occasion of a Royal Cremation Ceremony for Assistant Professor
Damrong Wong-Uparaj at Makut Kasattriyaram Temple, Bangkok, August 13,
2002, pp.104-105.
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RESTORING
THE PAINTING
FISHING VILLAGE

(1960 Work By Damrong Wong-Uparaj)

By Assistant Professor Damrong Wong-Uparaj

[Translated from Thai Article]
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INTRODUCTION

| received a call from the National Art Gallery that the
Singapore Art Museum had sent the program booklet
from their Vision & Enchantment (Southeast Asian Painting)
exhibition, which had featured the 1962 Fishing Village,
as well as prints published for the exhibit. The booklet
was a thick one, so they asked if | could personally
come pick it up at the National Gallery. It was around
September, 2000, | had the time to go down there, and
the Gallery Director happened to be there, as well as the
Fishing Village painting which had just returned from
Singapore, so | had the opportunity for a detailed, up-
close view of the work. | saw where it had deteriorated
to the point of falling apart in places — some important,
some not so much. The painting was already 40 years
old and was damaged by moisture, lack of adequate
care, and time itself. Besides the art, the frame was in
disrepair. Especially to me this was a pitiful sight, since
the person whohad created it was me. It’s not right that
a work honoured in art history should be in such a de-
crepit state, even more so if it is to be shown at major
events abroad. At least picture frame should be made
presentable before being sent off to a show. Others have
said they were sad to see the painting this way. They
should have been given some attention, because left in
a state like this it will deteriorate even more, to where
restoration isn’t even possible. In any case, | hadn’t
heard that the curators had done any restoration work
on it at the point | saw it after returning from Singapore.

A LITTLE BACKGROUND

| had started off in a new direction with my painting,
turning to an individualistic style with a series featuring
commonplace items with key components having a clear
Thai identity. This series won 2nd place and a silver
medal at the 1959 National Exhibition of Art, and was
singled out for special attention by Professor Silpa. At
the end of that year | made some drawings while staying
over with a friend at a fishing village in Pak Nam, and
followed up by renting a farmhouse near Nonthaburi
to work on the Fishing Village series. | submitted this to
the 1960 National Exhibition of Art, where it got 1st place

and agold medal and was lauded by Professor Silpa, who
asked to buy one of the paintings. Another was bought
by Ajarn Pinit Sombat. The one Professor Silpa bought
was hung in his study, and is now at the Silpa Bhirasri
Memorial National Museum. After Professor Silpa died
in 1962, Ajarn Khien Yimsiri, Acting Dean of the Faculty
of Painting, Sculpture and Graphic Arts kept Professor
Silpa’s room maintained until his own death. The painting
entitled Fishing Village stayed on the west wall of the
room for a time, and when Ajarn Khien died, Professor
Silpa’s personal art collection gradually disappeared, as
former students borrowed and bought piece after piece.
When the Ministry of Culture’s Fine Arts Department
opened the National Art Gallery (now part of the National
Museums system), Rear Admiral Somphop Pirom was
Director-General and Ajarn Chira Chongkon was Director
of National Museums, and they borrowed back the works
previously in Professor Silpa’s office. These were shown
at the Gallery until Professor Silpa’s building was re-
stored (I was initiator for this). In a formal ceremony on
September 15, 1984 it was handed over to the Depart-
ment of Fine Arts by H.E. Chuan Leekpai, Minister of
Education at the time and Chairman of the Silpa Bhirasri
Memorial Musuem Project Committee, with Khunying
Ari Kulatan, Director-General, accepting. | myself was
a member and committee secretary. Works of art and
other things from Professor Silpa’s study were put up
much as before.This is how the Silpa Bhirasri Memo-
rial Museum came to be. It’s hard to overstate how
important these works on display are in the history of
modern Thai art: pieces from Professor Silpa’s personal
collection borrowed, requested, and bought back from
his students, many of them artists themselves. These
protllgls deserve credit for not asking to get the works
returned, and Silpakorn University, where they were
maintained before, has not asked for them back. | beg
and implore us to all do a good job: preserve and study
them, and spread the word. They should not be anyone’s
property. These artworks belong to our nation, and who-
ever is in charge of them, please take good care of them.
Use knowledge and knowledgeable people; please show
an appreciation of the value of maintenance and care.

VOLUNTEERING TO DO RESTORATION

Seeing the condition of the painting Fishing Village at
the Gallery that day, | felt a great deal of sorrow and
compassion for the work | myself had created 40 years
before. | had no confidence that the Fine Arts Department
would restore it. If it were allowed to go on deteriorating, it
would probably be the end, meaning gone, destroyed,
unfixable. The piece is very important in Thai art history,
shown and printed in numerous places in Thailand and
abroad. It is also a memorial to the era of Professor Silpa
Bhirasri. In my position as creator | knew the materials,
techniques, and methods used and was familiar with
the former condition of these works. For me to restore it
myself was better than leaving it to someone else. It
wasn’t my duty to fix it, but instead the responsibility
of the Fine Arts Department, who should be taking care
of it now. But because | felt so bad about the piece and
wanted to participate, | volunteered to do restoration
both for the piece itself and the frame at no charge for
labor, expertise, or materials. | did ask the National Art
Gallery to bring the works in for restoration as quickly
as possible, because if we were to wait too long we
wouldn’t get the job done in time.

RESTORING THE WORK

Sometime before October 21, 2000 | got a call from
the National Art Gallery saying the Department had
approved restoration of this piece and would let me
do it. | answered, “I’ll do the restoration free of charge,
but please bring the work to me, and come pick it up
when I’m done.” In this country of ours there’s not much
awareness of the significance of moving a work of art and
how it needs to be done. An artist taking in works with
no charge for repair — estimate, labor, knowledge, or
materials — is providing a great service. Hiring an expert
and restoration should cost 10 percent of the price of
the work itself. This Fishing Village painting has national
importance. 40 years old, it commands a price of about
5 million baht, or at the highest, 10 million baht, so my
offer was equivalent to gifting the Department of Fine
Arts with a job worth at least five hundred thousand
baht, and the Department should have brought the work
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in for repair and picked it up when repairs were finished,
then honour and thank me. | did not hope for these last
two things, because the Fine Arts Department had never
honoured or thanked me.

The National Art Gallery assigned Ms.Jarunee Incherd-
chai, Chief Academic Officer, to bring me the 1960 painting
Fishing Village. She wrote asking me to do the restoration
at the Modern Art Gallery, where | would be doing the
charity benefit project on October 21. The two of us in-
spected the painting’s condition and determined repair
methods with a framework in accordance with regulations
and systems for preserving our art and cultural works,
where the requesting party for cleaning and restoration
was the National Art Gallery, the Department of Fine Arts.
The service requested was for charity benefit, with no
cost for repair and materials either for the art work or the
frame. If a work of art is not insured, the one requesting
service must take responsibility for any damage occurring
during its care and transport. As noted, in our country
there’s not much understanding about moving and
caring for works of art. In more developed countries
they insure such works, and require professionals to
package and transport them. Our national galleries and
art museums don’t have any such systems, although doing
this is risky and we really should have started a system
by now. | once restored art works free of charge for a
private collector. | saw how disheveled the collection
was just because they were hung inappropriately, and
felt terrible for those works. They were important works
from Japan, circa 1977. | volunteered to repair them for
free, and with no insurance, he agreed to bring them
to me and pick them up himself. If | see another work
of my own in a sad condition somewhere I'll probably
restore it again for free — it will be a kind of merit-making,
on condition it is brought to me for the repairs and
picked up, with the owner responsible for any damage.

REPAIRS / RESTORATIONS
Restoring an artwork is an important and special job, and
so we need to follow good repair principles.
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1. It must be restored to the same condition, or very
close to what it was before, with no modifications
or additions.

2. The same materials, methods, and tools must be
used as the artist used to create the work.

3.  The philosophy and objectives of the original artist
must be understood.

Once these principles are understood, the craftsman
must study and analyse the form, concept, materials,
and methods used, examine the damage, and consider
precisely where first and last repairs are needed and
what parts need repair before putting a hand to the
actual restoration.

Here is my analysis of elements in the art work Fishing
Village:

1.  Format: it is a work of imagination originating
from a fishermen’s village.

2. In philosophy and concept it suggests peace and
a focus on feeling.

3.  The fundamental colours are from nature, without
a hint of science. There is no navy blue or strong
colour: no yellow ochre, brown, brownish red, or
light or dark grey.

4.  Material: tempera paint, made up of powdered
pigment used in the West (England, Germany)
mixed with binder and bottled. In 1960 | used
Sanford and Pelikan brands. Sanford paints can’t
be found today, and may no longer be in production.

5. Material: calico, rough cotton. It’s a light fabric,
cheaper than canvas.

6.  Tools: it was painted with both domestic and foreign-
made paintbrushes of small, medium, and large sizes.

7.  Damage: there is damage to wickerwork, ring nets,
poles, stairs /ladders, boats, cloth, bamboo, ground,
and sky, damage coming from moisture, perhaps
from a leaky roof or placing the art in an inappro-
priate place. Moisture endangers tempera paint,
The condition of the paint itself is still good, because
| used a high-quality variety. Fortunately the central

portion of the image isn’t damaged.

Once analysis was complete, | looked for the materials
and tools, and found them available, since those tech-
niques are still used. At that point | began repairs on the
most important spots in wickerwork nearest the edge,
working little by little toward the most distant point, the sky.

The work was originally stretched on a wooden frame.
| understand that it had been removed from that and
glued onto a synthetic board, but not using the right
method. Glue should not be put onto a wood surface;
we should find a way to use a fixative sprayed on the back
of the painting that will adhere more strongly before
we stretch it onto plywood, closing off the back side of
the painting. But the plywood must first be covered with
fabric, since the wood is liable to have acid in it and that
could corrode the art work. There is acid in glue, paper,
and in some fabrics. Any material should be analysed
before use with an art work. The glue applied to the
wood which the art was stretched onto darkened the
colour of the sky, which in some places appeared brown
where the original colour was light grey. | had to correct
things in this section to make it more like the original. If
it were to be glued onto an acidic plywood board in the
future, it would not be repairable: the image would be
completely corroded. Restoring art requires analysis,
study, and knowledge, otherwise the art work will be lost.

Stretching this artwork and affixing it to a plywood
board would give a person who doesn’t know better the
impression that it is a painting on plywood. It was even
described that way on the booklet for the Singapore
show. There should be a sheet below with the following
information:

Name: Fishing Village

Artist: Damrong Wong-Uparaj

Media: Tempera paint on fabric (calico)
Size: 89x110cm

Period: 1960

It took three months to repair the necessary parts of the
artwork and frame and restore the work to its original
appearance. This 40-year-old piece at the National Art
Galleryis curated by Ms. Jarunee Incherdchai, Chief Aca-
demic Officer, to whom | returned it on January 21, 2001.

Excerpted from the commemorative book On the Occasion of a Royal Cremation
Ceremony for Assistant Professor Damrong Wong-Uparaj at Makut Kasatriyaram
Temple, Bangkok, August 13, 2002, pp.93-96.
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ART GALLERIES
IN THAILAND, PAST,
PRESENT, AND FUTURE

By Assistant Professor Damrong Wong-Uparaj

[Translated from Thai Article]

ADMINISTRATION AND OPERATION

Planning to build an art gallery should be done together
with experts on art galleries, art, and such subjects as
modern and contemporary art. Systems of governmental
administration make it difficult for an art gallery to be
a good one. Art galleries should be independent, with
their own administrative boards, directors, and working
departments, and have specific policies. Administrators
at the director level should be knowledgeable about the
arts, administration, and gallery operations. It is essential
to have academics who are curators in various subjects,
experts, and those with knowledge about exhibits.
Those are the requirements for an institutional gallery.
A private one needs business and commercial acumen
and appropriate knowledge of the arts.

EXECUTIVES

and directors of art galleries need to be knowledgeable
about ancient, modern, and contemporary aspects of art
as well as about art gallery management and adminis-
tration, with a wider knowledge than curators. They should
have superior managerial abilities.

SEARCHING OUT AND SELECTING WORKS OF ART
(Acquisition) is an important matter that art galleries need

to take great care of, with committees and experts in
various fields of art doing the job. Selective acquisition
can get good results, as works are not brought in on the
word of any single particular person. Purchase or not,
do not accept works an artist is personally pushing or
recruiting for sale: this is something for experts to decide.
Artists and collectors often lobby for themselves to get
into galleries for their own benefit, but galleries should
not accept works like this without approval by an art
selection committee. Substandard and forged artworks
are problems worldwide, so it is mandatory to have
a committee of experts.

CURATOR:

A gallery must have a curator, meaning someone with
good, deep knowledge and expertise in a number of
fields who can present art works, plan and manage
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exhibitions, do research, document, and lecture on art
and artists. It must be someone with prestige, unlike the
unsuitable curators we see too often doing this work
in our country, where in some places curators are ad-
ministrators, too. In more developed countries, being a
curator isn’t an easy job.

EXHIBITIONS

are the primary work of the art gallery. In foreign countries
these are planned and maintained by curators specialising
in particular fields who make plans at least one year
in advance, with an exhibition department putting on
temporary continuously revolving exhibits on a variety of
interesting topics. For the most part, exhibitions are put
on by the gallery itself. A gallery will consider organising
a display of artists on its own. A gallery with high stan-
dards will not rent out exhibition rooms, or display works
an artist lobbies for and requests to be shown. Every artist
who produces good work may be exhibited at his/her own
responsibility, but this requires research. A gallery may or
may not have permanent exhibitions and collections. Few
places are capable of doing mobile exhibitions. Some that
have tried in India, the Philippines, and other places, have
quit because of problems. There are many standards and
rankings of commercial galleries, and some have per-
manent and temporary exhibitions better than those run
by governments and institutions.

ART COLLECTIONS:
Some galleries have collections of art works selected

by a panel/committee of experts and set aside for exhi-
bitions as well as for valuable and profitable assets.
Once a large number of these have accumulated some
may be put up for sale to get capital for art operations.
High-quality works that aren’t yet expensive are bought.
Experts should be able to predict whether the works of
a given painter will have a future, and which are more
expensive than they will be in the future. An acquisition
committee acts as scout for such pieces. As I’'ve men-
tioned, there’s a danger of getting fooled into purchasing
works from artists and dealers that are counterfeit, false,
and inauthentic; even experts make false predictions
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in these matters, so it’s necessary to be very careful.
State or private gallery, merchant, or collector, no one
should procure artworks without consulting specialists,
since the more expensive a piece is, the more counterfeit
work there is of it, and work not personally created by
the artist done in the way that artist thinks and works. In
order to be accepted, that sort of work — not personally
done by the artist — must be a work the artist has per-
sonally planned out. Collecting artworks is quite a complex
matter. If you want a collection to have artistic value, you
must make use of someone with knowledge and ex-
pertise, unless you collect only for personal satisfaction
and pleasure, in which case you can do as you please.

Works of art suitable for a collection, aside from ones
that are counterfeit and not personally created by the
artist, require a collector to consult an expert as to
whether a work done by a particular artist has originality
or not. Does it have a concept and form of its own or
not, or imitate the type and method of another artist?
Does it have value on its own? Is it really a work of art, or
not? What is its history? And what is its future? Does its
creator do art occasionally or continuously? What is the
artist doing these days? Besides considering the piece
itself, also look at the behaviour of the artist. Once all
of this is understood, then there are a lot of procedures
involved in collecting works of art, and expertise in
those matters is also needed. What | have referenced
here are established national standards in the more
developed countries. Another thing: a collector who is
serious about taking all this on should personally have
knowledge, study and have advisors who have expert
knowledge. Of course someone who has a lot of money and
is just playing around, not really interested if something
is good or not, authentic or not, has value, or is pricey,
will act according to whims and personal preference.
That’s entirely personal, and not what we’re considering.
Collection and acquisition of works of art for a public
gallery is not a matter of following the heart, likes,
and whims. Knowledge, ability, and expertise must be
applied in all seriousness in order to get artworks that are
authentic and have true value.

MAINTENANCE, PRESERVATION, AND REPAIR:
These are all extremely important for a gallery. There

must be a location, tools, manpower, and specialists
for these. If work is done incorrectly it endangers the
art work. Preservation is another science that must be
studied and practiced, and a gallery that is complete
and fully effective must have this sort of personnel.

PUBLISHING AND EDUCATING:
Displaying works of art can be considered publication

of the art, and art galleries alone have this responsibility.
Installation and display are not as effective in dissemi-
nating art as they should be, because there is a wide gap
distancing art from the public, especially in countries that
are developing slowly or not fully developed, so galleries
must provide descriptions and explanations of the art,
using documentation, lectures, and various methods of
communication. Scholars play an important role here,
and it’s believed that education will to some extent bring
understanding and access to art. In our nation the general
public still dearly lacks art education and understanding
of art. There are still not a great many artists, and there
is confusion both among them and in the public. It is
first necessary to provide a foundation before any sort
of profound understanding at a philosophical level can
be reached, which is a duty an art gallery should try its
hardest to fulfill. Artists are not directly obligated to do
this, but they can help give knowledge and information
to scholars. Well-educated and trained scholars will be
capable of performing this service.

ENVIRONMENT:

An art gallery has an environment. The wide area around
the building connects it to that environment. This should
be a garden with trees, flowering plants and outdoor
sculptures, a restful place to relax for people, with an
atmosphere full of shade and beauty. The environment
should be carefully maintained. In our country this is
rare, and often what is there is not clean and orderly,
lacking care and even the creation of an environment,
with no aesthetic value. The environment should draw
people in to access the art. Beauty is the basis of art; it

should not merely send people inside to see art works,
but also connect to them. Entering art galleries in foreign
lands we aren’t simply inside an exhibition hall: we also
are relaxing and resting.

OTHER SERVICES:
Library, music room, lecture hall and projection room,

video room, book and souvenir shop with various kinds
of art-related media, restaurant, cafe, all these should
be in an art gallery. We lack these, and where we do
have them they are not that good or interesting. Art
galleries are not simply places to force the public into
viewing works of art, but should have variety. When such
services are present, interested people of all ages and
inclinations come in and make use of our gallery. Even
children come, so there should be places they can play
and experience art through play. We should try creating
our galleries along these lines. Visiting galleries in more
developed countries we get these services, and it makes
us want to go again. This is probably not a problem with
finances, but more of intention, thought, and knowledge.
Some of those galleries teach both theory and practice
of art to the public in ways that are more egalitarian and
accessible than in educational institutions, with oppor-
tunities for the public to get instruction both during the
day and at night as well as on non-working days.

BASIC STRUCTURE OF THE ART WORLD AND ART
CIRCLES

The art world and art circles of each country have a
fundamental structure. national art galleries in each
country are part of this structure, and have a central
position in slowly developing and not fully developed
countries. Those national galleries are highly important
elements or institutions, and must be leaders in matters
of value, quality, ethics, and justice. They are central to
art and artists as ways of educating and disseminating
art. Countries where national art galleries and museums
comprise that fundamental structure are Japan, India,
Malaysia, Singapore, England etc. In the United States
of America, institutions in the private sector such as
The Museum of Modern Art in New York are leaders,

157



with high quality in all aspects that establish industry
standards. The National Gallery of Art in Washington,
even though it maintains high quality and standards, still
does not loom as large as New York’s MoMA, and as
society becomes increasingly developed, the private sector
outpaces the public in all respects: economic, educa-
tional, or in taste, while always keeping the public in mind.
The private sector and private organisations have be-
come the fundamental structural model for the art world
and art circles in societies such as the United States of
America , where people don’t wait for the government to
build art galleries, but join forces to do things that have
value, quality, fairness, and high standards in every place
for the general public and for society, and this is done
through scholarly knowledge of high quality, value, and
standards. If such things are done in our country, this
writer himself will give thanks and rejoice. Still, | call for
allto adhere to value, quality, standards, fairness, justice,
and impartiality. So long as Thailand’s National Art Gallery
remains under a governmental system, it will have
difficulty prospering and developing. It’s the same with
state and private universities. When private universities
develop, in the long term their quality and standards will
be higher, and | hope these institutions will not forget
educational and public ideals. Private art galleries at
the institutional level should similarly hold to public
principles, not to commercial ones. But there is no
harm from commercial galleries that are found around the
world. When a gallery is truly commercial, the property of
a person, company, or store, if it has any responsibility
toward society it may make some contribution to the public.

PRIVATE ART GALLERIES AND PRIVATE
ORGANISATIONS:
In general, these are supporters and contributors to the

art world and art circles, and if these galleries operate
creatively and ethically, they help build prosperity and
security for artists and the public. As Thailand develops,
there are lots of galleries like this, which is an indication
of the prosperity and vitality of the arts and society. These
galleries join in supervising each other in a professional
society with a strict code of ethics in order to ensure
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value, high standards, and ethical behaviour. There are
many good private galleries in the world operating with
these values. There are also bad ones.

Private art galleries can be divided into two main types:
company-owned, and public institutions clearly speci-
fying themselves as non-profit organisations. The last
get funding from donations, subsidies from government,
foundations, corporations, firms, and individuals, with
income in areas that are truly not commercial. Commercial
galleries exist in many locations and are for the most part
owned by companies, with some belonging to individuals.
There are many levels of these, and they are found small
and large, in a wide variety of locations: row houses,
shopping centres, hotels, restaurants, cafes, shops,
in homes, etc. Some of them have high standards of
operation, and some not very high. Some sell only what
is trending, while some sell all types of art.

ART CRITICS

are central to art circles. They are grounded in the subject
matter and act as a middleman between artists, art, and
the public with knowledge and understanding about art
and artists. These days art criticism is an academic sub-
ject, studied in various institutions. However, criticism
that lacks fundamental knowledge and understanding
of the subject matter and lacks fairness and ethics is
not desirable, and insults are not criticism. Art critics are
not responsible for sales as some understand. They are
scholars who must adhere to principles and fundamen-
tals of the subject, have a code of professional ethics
and ideals, are impartial, and take responsibility for the
subject matter and the public.

PEOPLE INTERESTED IN ART
are people in general with an interest in the arts. For

the most part there are gaps between people, art, and
artists, because the people can’t keep up with the art
and artists of each era. In the more developed countries
the people develop their own tastes, knowledge, and
understanding of art, relying on non-institutional and
non-formal education, with art galleries that offer supple-

mentary activities. They learn from viewing recommended
works of art and lectures by scholars, from reading the
writings of critics, and so on. Education can help diminish
this gap. We don’t have many opportunities for this. The
more art enthusiasts there are, the more art and artists
will be promoted and supported, and the people will
certainly have a better quality of life. They themselves
will play a part in the formation of art galleries.

ART COLLECTORS
are people who are passionate about art so much that

they want to own works of art and have a place to display
them to society. They may donate parts or all of their
collections to public art galleries, setting some aside for
profit speculation and/or other purpose to gain fame and
prestige. Art collectors bring about movement in the art
world and art circles. Good collectors definitely need
good final objectives, and to give consideration to public
needs, as well. The true art collector is not an art dealer,
but is someone the art dealers and artists depend on.

Assistant Professor Damrong Wong-Uparaj. “Art Galleries in Thailand, Past,
Present and Future” Supporting documents for the seminar Art Galleries in
Thailand: Viewpoints, by the Research Department and Visual Arts Department,
Chulalongkorn University, Thursday, May 29, 1996 at the Chulalongkorn University

Conference Hall.
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DISCOVERING
TRANQUILTY THROUGH
THE WORKS OF
DAMRONG
WONG-UPARAJ

By Associate Professor Krisana Honguten, Ph.D
[Translated from Thai Article]

Damrong Wong-Uparaj who was 1999’s National Artist
in the Painting category, was not only a great Thai painter
that continuously produced unique and distinguished
works in multiple forms but is also an artist who pushed
the boundaries of Thai art to grow further, claiming its
rightful place on the global stage.

When Thai art started to shift towards a modern era, it was
difficult for young artists to find their footing. What they
strived for was the opportunity to create artworks freely in
both concept and form, to be able to show their works on
a national and international platform and perhaps most
importantly to receive praise and recognition for the art
that they created.

Damrong had started to create artworks since his student
days at Poh-Chang Academy of Arts. His early works
(1954 - 1957) were paintings done by brush and ink and
watercolour in the style of impressionism. During his
second year at Silpakorn University, Damrong had
developed his signature style by changing his technique
to using the classic tempera paint on canvas. Subject
matters and inspirations are usually from his surrounding
nature and the Thai way of life in the countryside. These
are very common themes for Thai artists of that time but
what makes Damrong’s works stand out amongst others
is its simplicity and honesty. Even though he does not
show people in his paintings, it is still full of content-
ment and happiness amongst a peaceful scenery of
Thai countryside life as seen in paintings such as Baan
Chao Suan Baan Chao Nua [Loanword from Thai]
and Fishing Village which was created in 1959 - 1960,
especially Fishing Village which received a gold medal
at the 11th National Exhibition of Art in 1960.

Damrong was a young artist who always seek new
experiences and was always keen to experiment with
new things. Because of this, he never worked to only gain
fame and recognition, but he was willing to try new crea-
tive ways of producing artworks that would break the
mold despite how the public views them. In 1962,
Damrong surprised the Thai art scene by producing
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artworks of the usual subject but in the style of cubism,
where straight lines were used to define certain shapes
with the outer lines being thicker. This became his
signature style again and a new style for Thai art. Khlong
Nai Krungthep [Loanword from Thai] (1961) and Wan 4
Canal (1962) received the distinguished award of a silver
medal at the 12th and 13th National Exhibition of Art for its
fragmented shapes and bold lines. The colour palette
was limited to only a few colours where white and brown
controlled the tone with blue and red accent for high-
lights. Professor Silpa Bhirasri praised Damrong’s work
saying “Damrong Wong-Uparaj is also a very young
painter who cannot be but Thai.” [Silpa Bhirasri,
“Extremities,” from The 11th National Exhibition of Art
catalogue, 1960, The Fine Art Department (Phranakorn:
Fine Art Department Publications, 1959) p.32.] He also
gave an illuminating critique that explained Damrong’s
change in direction for the audience to understand a
new way of thinking:

“Damrong Wong-Uparaj, the well known young painter
whose works arose so much interest in the previous
exhibition, is undergoing a change in his style, but we
cannot state yet whether this change is for the better
or for worse. It is quite natural for an artist always to try
something new. For instance, the painting representing
a canal with boats and huts painted with a whitish and
brownish tints relieved by small reddish spots is the re-
sult of his researches and certainly it has very appealing
qualities. We have to wait a little more to see whether
Damrong will continue with his new style or return to the
old one.” [Silpa Bhirasri, “Critiques from the 12th National
Exhibition of Art ,” from the 12th National Exhibition of Art
catalogue, 1961, The Fine Arts Department (Phranakorn
: Fine Art Department Publications, 1961) p.33.]

From 1962 - 1970, Damrong received scholarships to
further his art education. From 1962 - 1963 he attended
the Slade School of Fine Art, University College London,
in the United Kingdom then went on to the University of
Pennsylvania in 1968 to 1969. From 1969 to 1970, he
attended the University of Columbia, New York in the
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United States of America. During this time, he had fully
turned his back from creating art in the same form and
content. Damrong had at this point dedicated himself to
creating abstract artwork, therefore during this eight year
period, the artworks produced are free-form, simple and
very still, countering any movements by blending lines,
colours and weight as seen in Krabuan [Loanword from
Thai] (1963). Vela Abstract Formation (1965) which was
inspired by music, and Philadelphia (1969) which was an
Action Painting piece.

At the beginning of 1970, Damrong returned from his
trips abroad and resumed a civil servant post as a profes-
sor at Silpakorn University, Nakhon Pathom campus,
in the Liberal Arts department. The Nakhon Pathom
campus at the time was still very rural, it inspired Dam-
rong to create structured artworks once more after eight
years of free-form. Therefore his works during his time
at Nakhon Pathom at the beginning (1970 - 1976) was
semi-abstract with tempera and acrylic paint such as
Nakornpathom Rice Field (1971). Damrong spoke of his
work during this period: “I’ve travelled and studied for
sixteen years, | am thirty four years old... In terms of art, |
started with naturalistic to abstract and | am now at the
end of abstract art. | have no more doubt or uncertainty
in shape and form, | can now do or think about anything
with liberty and confidence. | still wonder about some
things but not a lot. What | am sure about is my practice
in concentration and finding peace within the abstract,
to take nature and apply it to abstractism and to take
time in creating and to create something deeper...”
[Damrong Wong-Uparaj, “Biography and Works” (1956 -
2002), In the book On the Occasion of a Royal Cremation
Ceremony for Assistant Professor Damrong Wong-
Uparaj, Printed as a memorial on the occasion of a royal
cremation ceremony for Assistant Professor Damrong
Wong-Uparaj at Makut Kasatriyaram Temple, August
18, 2002, p.67.]

The changing point that subsequently led to a significant
development in Damrong’s thinking and practice in
creating art was when he was awarded a scholarship

to study art and culture in Japan from 1976 to 1977.
Damrong was incredibly inspired by the simple and
serene Japanese homes and Shinto temples situated in
rural areas. The nature and silvan forest sparked a pro-
found understanding in meditation and connection to
peacefulness that led to him entering a new phase in his
work after returning from Japan in 1978. It can even be
said that Damrong truly turned his back on the western
abstract art stylistics completely from 1979 onwards.

Damrong’s remarkable artistic talent and identity lies in
his composition and its variety, the visual accuracy and
balancing of colours and shading, including the lines
which are free, delicate and beautiful. When one admires
the painting of Damrong without any prior knowledge or
understanding, one may only see plain rural landscape
with a small bamboo hut village resembling northern Thai
homes from 70 - 80 years ago. These homes are usually
stand alone structures high in the hills with vast farm-
land or by ariver.

Damrong’s main goal in creating a painting is not only to
present a beautiful landscape. The picture of rural life
surrounded by serene and beautiful nature that was
presented in simple and straightforward manner by the
artist is an abstract symbol that reflects a sense of peace
and solitude which are the sources of concentration and
wisdom, according to Buddhist philosophy. This matched
with Damrong’s way of life which is based on freedom,
simplicity, solitude and peacefulness. Damrong once
spoke of his artworks from the years in Japan: “The
works | made here represent the abstract in the form of
concrete objects. | used houses and nature to convey
serenity and concentration... These paintings are still
and quiet which could mean ‘turning from abstract into
concrete within concrete’...The painter does not want
these pictures to be realistic, they are simply repre-
sentations of what was seen.” [Damrong Wong-Uparaj,
“Biography and Works” (1956 - 2002), p.72-73.]

To conclude, Damrong’s paintings are therefore a
reflection of the beautiful melodies of the countryside,

consisting of houses, farmland, rivers and mountains,
all interweaving with each other creating a harmonious
symphony filled with life and abundance which are the
roots of concentration and wisdom.

Assistant Professor Damrong Wong-Uparaj passed away
on Tuesday April 30, 2002 at age 65 years and 7 months.
The passing of a master painter who was a venerable
person to Thailand is a great loss for the Thai art circle
indeed.
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SYMBOLISM AND
FORMALISM: AN
AESTHETIC PERSPEC-
TIVE ON DAMRONG
WONG-UPARAJ'S
PAINTINGS

By Assistant Professor Sansern Santitayawong
Division Of Visual Arts Faculty Of Arts,
Silpakorn University

[Translated from Thai Article]

Honoured as Thailand’s National Artist for Visual Art in
1999, Damrong Wong-Uparaj was an artist and a fine art
instructor, whose outstanding works have been widely
acknowledged nationally and internationally. Such recog-
nition is attributable to his unique styles and techniques
as well as the depiction of the rural lifestyle. His principal
themes are landscape and scenery paintings such as his
painting of fisherman’s village, paddy fields, and fisher-
man’s lifestyle. His artworks portray a simplistic lifestyle,
but the aesthetic principle is universal. He used exquisite
composition and texturing techniques that convey the
atmosphere and give the paintings a special touch. His
perspectives and approaches create idealistic beauty
which is reflected in the content and story within his works.
Consequently, throughout the past decades, the values
of Damrong Wong-Uparaj’s artworks have been discussed
in various dimensions.

This article aims to analyse the aesthetic perspectives that
influenced how Damrong Wong-Uparaj created artworks,
using the framework of Symbolism'. This paper focuses
on the styles of the painting in terms of shape relation,
atmospheric touch created by colouring schemes and
brush techniques, as well as the idealistic goals reflected
in the styles and the content of the painting.

SYMBOLISM

Overall, Damrong’s works are pastoral art?, representing
the beauty and simplicity of human life and nature.
However, they are not restricted by the model or the
authentic natural scenery, unlike Naturalism, Realism, or
Impressionism, which aim to represent the essence of
the subject matters derived from the sense of perception.
Instead, his works derived from imagination and recol-
lection, and the subject matters were only a source of
inspiration. Damrong’s landscape paintings correspond
to reality in terms of ratio and perspective, but they are
prone to simplify detail and offer new angles. They
convey the atmosphere of placidity and timelessness,
resembling the atmosphere portrayed in Surrealist Art,
which is tranquil and deserted, as in the works of
De Chirico. However, they lack bizarre and surrealist
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features. Damrong’s works indicate idealistic goals. They
beautifully and perfectly conjoin thoughts, dreams, and
imagination with physical reality. To cast light on the
development of his ideas and aesthetic goals, his art-
works can be analysed based on their major composition.
This consists of meticulous relation between lines and
shapes, painting techniques, colouring schemes, and
brush strokes and lines that produce the sense of texture,
conveying the atmosphere and emotion in the painting.
These lead to the development of his later works which
exhibit the significance of form in an abstract term.

FORMALISM

In his work, Damrong Wong-Uparaj placed special
importance on space and shapes. All the parts are
systematically related, resulting in unity. The fine estima-
tion,the thorough focus on every component, and the
careful coordination of shapes are the heart of all his
paintings. A re-examination of his early works such as
Fishing Village and Shore Scene reveals that their struc-
tures seem to give the impression of tangled lines and
composition, but in fact, the interrelation among the lines
and composition are systematic. The search for perfection
of structures and forms can be comparable to the group
of artists who focused on the relation and organisation
of shapes such as Nicolas Poussin®, Paul Cezanne, and
Pablo Picasso. Damrong Wong-Uparaj’s landscape
paintings reflect his keen interest in natural shapes like
Poussin, but they have more liberty in creating shapes
like Cezanne. It indicates that he disregarded or forsook
the accuracy of ratio and perspective to actualise his
conception of idealism. The development of his works
also shows his intense interest in forms, which influenced
the uses and changes of viewpoints in his paintings,
allowing for a novel way to create artworks. Consequently,
his later landscape paintings are less detailed and more
simplistic. They are flat and colourful. They show less
perspective and contain less story and content.

Apart from symmetry and the correspondence of shape,
one of the most distinctive and unique characteristics of
Damrong Wong-Uparaj’s works is the atmosphere of
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the painting. The relation between shapes and meaning
which is based on perception and feeling is a fundamental
principle of Symbolism artists. This paper indicates that
his works accord with artworks of Neo-Impressionism
artists such as Georges-Pierre Seurat®. Seurat’s works
not only reflect the meticulous and systematic compo-
sition similar to design works in which lines are straight
and stiff. However, they have the textures and use the
colour dotting technique called Pointillism or Division-
ism. This technique creates a peculiar relation between
the scene and the dreamlike atmosphere. The shapes
and colours that create the atmosphere give a sense of
peculiarity. The texture of the paintings plays an important
role in a strict and meticulous organisation of shapes,
resulting in a new aesthetic touch. This aesthetic tech-
nique is closely similar to Damrong Wong-Uparaj’s works,
where his colour dotting technique reached its peak and
created marvelous impacts. The discrepancy between
Damrong’s and Seurat’s work lies in technical details and
the story. Nonetheless, both artists truly accomplished
their goals in their ways. Seurat’s artworks express the
atmosphere of tempestuousness and paradox. They
raise a question on the relation between the story and the
atmosphere, such as the silence in a crowded park. On
the other hand, Damrong Wong-Uparaj’s works convey
calmness, timelessness, and nostalgia. They immerse
the viewers into a place of idealism where nature and
human lifestyles strike a balance, and a fine line be-
tween the imaginary world of idealism and reality resides.

IDEALISM

Even though this article focuses on the investigation into
forms, the message that the artists convey through
shapes, forms, content, and the story of rural lifestyle
which are full of symbols and semiosis related to humans,
lifestyles, and living conditions cannot be overlooked.
These represent the artist’s worldview. In landscape
paintings, we do not commonly see humans. There are
only houses, objects, and surrounding nature. The
paintings only aim to convey the pure energy of all
entities co-created by humans and nature. It is as if the
paintings aim to convey the pure state reflected in the

representation of humans and lifestyle. The motif recurs
throughout his later works. It can be concluded that
Damrong Wong-Uparaj’s landscape paintings contain
the most successful motif.

His works after he returned from Japan are absolute
successes. All the compositions are organised suitably
and precisely. He harmonised the beauty of forms with
the story from subconsciousness, thereby resulting
in unusual but magnificent imagery. He used simple
techniques to reduce realistic features, inducing vague-
ness. In some cases, the vagueness is created by the
atmosphere and the seemingly ordinary story. Yet, it has
the power to awaken the realisation of life. The artist
conveyed a powerful and profound meaning by arousing
emotion that evokes reminiscence and recollection.
This is consistent with Surrealist aesthetics, which create
meticulous, spiritual effects in a dreamlike manner.
However, unlike the Surrealist portrayal of tempestu-
ousness and oddity, his works portray the harmony
between physical and spiritual objects in a simplistic
style of the Eastern world.

In the meantime, we can identify synthetic unfolding in
his paintings, where the periphery contains straight,
sharp, and colourful lines drawn as flat planes. This implies
the abstraction of story-telling paintings. Art is viewed
as a form of language. Emotional response to the lines,
colours, and shapes of houses and objects has a crucial
role to play in conveying meaning intuitively. The artist
married abstract consciousness with conventional forms.
His later landscape paintings were drawn from the top
angle similar to traditional Thai art, some of which were
croppings of some parts of houses. The peripheral lines
facilitate the identification of objects, and they serve as
anchors for audiences who are still familiar with such
content and skeptical of abstract art. Nonetheless, it is
clear that Damrong Wong-Uparaj’s artworks have truly and
perfectly achieved abstraction through styles and forms.

1 Symbolism was an artistic movement in the second half of the nineteenth century. It
was in direct response to Realism, whose aesthetic concepts and principles were
based on reality derived from the sense of perception. Symbolism emphasises
“entities” or absolute truth that is beyond empiricism and logic. The Symbolism theory
unfolded Romanticism. It concentrated on perception, emotion and search for the
beauty and purity of idealistic art. The aesthetic development of Symbolism is
expressed through peculiar shapes, which was a departure from past narrative and
beauty. Instead it evoked feeling through simplistic story and shapes. It laid a foun-

dation for abstract art and formalism in the following era.

2 pastoral art consists of paintings that depict rural lifestyle. It is a sub-genre of
landscape painting during the Romantic era. The difference is the picturesqueness
or the peculiarly beautiful landscape, and sublime or the spiritual beauty in nature
which may conceal frightening mystery. Pastoral art portrays natural beauty con-

nected to humans.

3 Nicolas Poussin was a French artist who was inspired by Classicism. He was interest-
ed in the organization of shapes in nature. It sparked new ideas for Paul Cezanne, an artist
in Post-Impressionism, to create artwork that was inspired from his investigation of
shapes. Cezanne was less restricted to the model than Poussin. He was more interested
in planes, volumes, space, form, contemplation and systematic control. This inspired
Picasso to establish Cubism art, especially in the Analytical Cubism era. It was an
analysis of shape interrelation by showing objects and volumes overlapping in various
angles. The inquiry into shape culminated in Geometric Abstract art in the following

eras as in De Stijl and Suprematism movements.

4 Charles Henry, a Symbolism art critic, pointed out the shift of Impressionism,
Post-Impressionism and Neo-Impressionism artworks in the mid 1880s. They shifted
from portraying objective reality to hinting or implying certain aspects of reality. The
artworks illustrate the texture and traces of brushstrokes that evoke impression or
reject the association between distance and empty space. It also rejects optical illusion
to create verisimilitude, which is a major tool of Symbolism artists. Many artists are in
line with this approach such as: Georges Seurat, Vincent van Gogh, Paul Cezanne,
and Paul Gauguin; Fauvism artists like Henry Matisse; Nabism artists like Pierre Bon-

nard; and Cubism like Picasso.
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“The most important work of an artist is the creation of art:
other work has less significance. If you don’t recognise
the level of importance of the work you do, you probably
can’t be a true artist. But if you are only creating art, your
role is too narrow. Over the last 50 years | have given
highest importance to the creation of art. Other work I've
done, in decreasing levels of importance, are teaching the
sy oudigUss. Uusrou, 2542 sy ourigUsns. nglullisou-2, 2520 subject and academics of art, which | did continuously
Damrong Wong-Uparaj. A Farmer House, 1999 Damrong Wong-Uparaj. Fall-2, 1977 for nearly 40 years; administration, e.g. managing art
departments and art publishing houses, art galleries,
and foundations; and working for various events and
charity projects both in our country and abroad. | had no
problem doing all these different jobs because | com-
partmentalised them and prioritised their importance.”

Damrong Wong-Uparaj

From the article “The Work of an Artist”

(Written in September, 2001)

In the book On the Occasion of a Royal Cremation Ceremony
for Assistant Professor Damrong Wong-Uparaj, p.106.

Asy 0uAgUsTB. MUUU 2, 2536

Asy 09AaUsTB. Nuu1 uAsUgY, 2514

Damrong Wong-Uparaj. Village 2, 1993 . . §
Damrong Wong-Uparaj. Nakornpathom Rice Field, 1971




Us=9mAadu
ARTIST BIOGRAPHY

W¥0sAEnS191SERSY 2uFAQUSTY

E0uANANS191SEANSY 23FAQUSTS (W.A. 2479 - 2545 IARYInIABeIsIe) I0UAaUUINsAUAATY WaswassAwadun
a=NoufivndISYUIEIazAIIRYUEANU WauN1sHwadusuiuuInsnssunwnonAU noulhshaniivomnia:zn1sASUAn
o8 WANGIINIUALNNMSVaIAUIDY 9191sErsiliiSumsendadlkiduAalusunslunisidiandiauna InsiawazAuwadu
INSNSSUALIU WaTUINSNSSUVEIDIISEAISIHANeBUlASUSWIavNIdNRNTsIdnvAaUNssSUIIKIBIA soutialiAsusuda
IRUSATIBUSUAU 1 ISrYnoy (INSNSSU) 9INWadU Mygus1aUs=ua Tul w.A. 2503 iijoongilied 24 U

919189ASIAUNISANYNS:AUUSIYTYIRNS d1V19MSNSSU 2INUKIdNenaudadns ol w.A. 2505 na:lulanld Taimunig
TUAnusionalan ana sow Twu 01$m nsvasunau Us:inAdunnu IneldsununisAnunonusas InuBa Tul w.A. 2511
019158AsuddlAisUNUYEKU 7. Sanfiwalaes A 3 IelUANusaRUMmANenduIwuBanile InaliduSonisAnuis:au
JSryryln awnddnsiald 99nuridnendeminand navenau ud w.A. 2513 gulpaunangmnsaiuus:dnmansaad 91n
undngdelnauIiednnoy

MAvAS:E:19aIN1SHIU 9191sgssIlEIAUNWIUKanaUs:INA oA WsuiAE 19osul 313 IRUNNSN 00dINSIFY BUIRY Nla:
Ju IleAnuNazAuAS139BIUAal: AutlnsinisAaluwtnlusinainuRiaNSwaseAaluunhan Aomsldisunuein
duwiotiingu 1ol w.A. 2519 1Jus:o:amteUnrnlioasgsnsdldidudana:infeduwusniwvednanangouvey
USBry1su wuoNAU9AUNISNUNISANIUVOIRUIDY

Menavennauvuiwidniuds:inAlng 150U w.A. 2520 919159ANSIIARISIANIKUIONISTUS9IANIENUSANENS
un1dngnaeradins azlfnenunindsanAuAad suns:nuindoruangsisnis Tul w.A. 2539

wavuvavonsgmsulugu=Aalu 919158 UndsinisAau: NruniSnd na:gusnisdnnisnodad InSunisisnginesiuiu
swdaduouuneuilunveusulunonavdad:nainsuanidoniFidufatunresnd avanAudad @nsnssu) Us:910 w.A. 2542

174

Assistant Professor Damrong Wong-Uparaj

Assistant Professor Damrong Wong-Uparaj (1936 - 2002, Chiangrai) was a Thai artist whose work dealt with simplicity
and stillness through moving meditation as the act of painting, resulting in nostalgic and contemplative visual
scenes projected from his own imagination. He is considered to be a master in balancing colours, especially with
tempera paint. His paintings have won multiple awards at the National Exhibition of Art, including one gold medal at
the age of 24 with a painting entitled Fishing Village in 1960.

Damrong graduated with a Bachelor of Fine Arts from Silpakorn University in 1962 and furthered his art study at
the Slade School of Fine Art in London through a scholarship awarded by the British Council the following year.
He was also awarded a scholarship by John D. Rockefeller Il Fellowship to attend the University of Pennsylvania
in 1968, where he eventually graduated with a Master of Fine Arts. He also then completed an art history course from
Columbia University in 1970.

Throughout Damrong’s career, he has travelled to multiple countries to study and research art, he visited places such
as France, Germany, Italy, Denmark, Australia, India and China. But the artist residency that impacted him the most
as an artist was his year-long residency funded by the Japan Foundation in 1976, where he found kinship within Zen
philosophies and his own ideologies.

Upon settling back down in Thailand, Damrong took up a permanent teaching position at Silpakorn University in the
Faculty of Arts in 1977 where he founded the Visual Arts Department, until his official retirement in 1996.

His works as an artist, educator, scholar and art director for art centres are celebrated through multiple awards and
peer recognition. He was subsequently awarded the honourable title of National Artist in the Painting category in 1999.
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1954 - 1957

1957 - 1962

1962 - 1963

1968 - 1969

1969 - 1970

1961

1964

1965

1966

1967

1970 - 1996

1973

1974

1977

1979 - 1981

1985

1985 - 1997

1996

EDUCATION

3 year course, Poh-Chang Academy of Arts,
Bangkok, Thailand

Bachelor of Fine Arts, Silpakorn University,
Bangkok, Thailand

Study certificate, Painting, Slade School of
Fine Art, London, U.K.

Master of Fine Arts, University of Pennsylva-
nia, Philadelphia, U.S.A.

Study certificate, Art History, Columbia Uni-
versity, New York, U.S.A.

EDUCATOR AND OTHER ART PRO-
FESSIONAL EXPERIENCE

Co-founded an artist group at the Bangkok
Art Centre

Contributing art critic for Siam Rath news-
paper

Teacher, Northeast Technical Institute, Nakhon
Ratchasima (Presently Rajamangala Univer-
sity of Technology Isan), Thailand

Organised the Thai Contemporary Art Exhibi-
tion at Northeast Technical Institute, Nakhon
Ratchasima (Presently Rajamangala Univer-
sity of Technology Isan)

Co-founded Pathumwan Artist Group and
managed Pathumwan Gallery

Founded the Visual Arts department, Silpa-
korn University, Bangkok, Thailand
Assistant Professor, Silpakorn University,
Bangkok, Thailand

Attended UNESCO’s Meeting of Experts on
Aesthetics Education, Paris, France
Co-founded Bhirasri Institute of Modern Art
Co-Director of TISCO Invitation Exhibition
Guest artist and judge of the National Art
Exhibition of Art

Director of Art Centre Silpakorn University,
Silpakorn University

Chairman of the selecting committee for
the National Artist award in the Visual Arts
category

Lectured on Thai Modern Art, Pacific Asia

1996

1997

1962

1963

1964

1965

1968
1969

1971

1972

1977

1979

1981

1982

1991

Museum and Thai Art Council, U.S.A.
Founded the Damrong Wong-Uparaj Visual
Art Center

Represented Thailand in UNESCO’s con-
ference under the topic: “Status of the Artist”,
Paris, France

SELECTED SOLO SHOWS

First solo exhibition, Bangkapi Gallery, Bang-
kok, Thailand

Solo exhibition, Galerie du Passeur, Paris,
France

Solo exhibition, Numero Gallery, Florence, Italy
Solo exhibition, Tourism Organisation of Thai-
land, Bangkok, Thailand

Solo exhibition, The U.S. Information Service
(USIS), Chiangmai, Thailand

Represented in the first International Art Ex-
hibition in Bangkok

Solo exhibition, Gallery 20, Bangkok, Thailand
Solo exhibition, Moore College of Art, Phila-
delphia, U.S.A.

Solo exhibition, “Thailand Night”, Philadelphia
Civic Center Museum, Philadelphia, U.S.A
Solo exhibition, Solidaridad Gallery, Manila,
Philippines

Solo exhibition, TISCO, Bangkok, Thailand
Solo exhibition, Silpakorn University, Nakhon
Pathom, Thailand

Solo exhibition, Visual Art Centre, Nakhon
Pathom, Thailand

Solo exhibition, Japan Period, Goethe-Institut,
Bangkok, Thailand

Solo exhibition, Indian Council for Cultural
Relations (ICCR), New Delhi, India

Solo exhibition, Allstate Saving Auditorium,
Los Angeles, U.S.A.

Solo exhibition, Rama Tower Gallery, Bang-
kok, Thailand

Retrospective exhibition, Art Centre Silpakorn
University, Bangkok, Thailand

Solo exhibition, 30 years of prints by Dam-
rong Wong-Uparaj, British Council Thailand,
Bangkok, Thailand



1994

1996

1961

1967

1969

1970

1970

1970

1973

1977

1981

1982

1990

1991

Solo exhibition, Pacific Asia Museum, Cali-
fornia, U.S.A.

Solo exhibition, in honour of the artist’s 60th
birthday, Damrong Wong-Uparaj Visual Art
Center, Bangkok, Thailand

SELECTED GROUP SHOWS

Group show at the Bangkok Art Centre with
“Young Male Artists” [translated from Thai]
artist group

Group exhibition with Pathumwan Artists,
Bangkok, Singapore, Malaysia

Group exhibition, Young Artist Show, Phila-
delphia Institute of Contemporary Art, Phila-
delphia, U.S.A.

Group exhibition, British Council, Bangkok,
Thailand

Group show at the International Printmaking
Exhibition, National Museum of Modern Art,
Tokyo and Kyoto

A member of the MekPayap Artist group, ex-
hibited with the group at the MekPayap Art
Gallery

Group exhibition, Exposition Internationale
de Gravure, International Printmaking Exhi-
bition, Museum of Art and History, Geneva,
Switzerland

Duo show, with Lee Kian Seng, Japanese
Artist Association, Tokyo, Japan

Group exhibition, An Exhibition of Paintings
by 5 Artists, Thaidaimaru Building, Bangkok,
Thailand

Group exhibition, Contemporary Art of Asia,
Bahrain

Group exhibition, MM Shinno Gallery, Los
Angeles, U.S.A.

Travelling group exhibition, Painting and
Photography of ASEAN, ASEAN countries
Contemporary Art of Thailand exhibition,
Pacific Asia Museum, U.S.A.

Gallery Downtown, Fort Worth, Texas, U.S.A.
Group exhibition, International Art of Asia,
National Gallery, Kuala Lumpur, Malaysia
Group exhibition, Contemporary Printmaking

1991 - 1993

1997 - 1998

2002

1956

1957

1958

1959

1960

1961

1962

1964

1957

1958
1961

1962
1978
1999

of Asia, Fukuoka, Japan

Group exhibition, Students of Silpa Bhirasri,
National Gallery, Bangkok, Thailand

Group exhibition, Mixed Media Art of Thai-
land, University of California, Berkeley, Cal-
ifornia, U.S.A. and Thailand Cultural Centre,
Bangkok, Thailand

Group exhibition, Contemporary Art of Thailand,
Vancouver, San Francisco, Los Angeles, U.S.A.
Duo show, Siam Vision with Matthias Ratai-
czyk, The Art Gallery, Faculty of Painting Sculp-
ture and Graphic Arts, Silpakorn University,
Bangkok, Thailand

AWARDS AND HONOURS

NATIONAL EXHIBITION OF ART

Silver medal, Monochrome category, 7th
National Exhibition of Art

Bronze medal, Painting category, 8th National
Exhibition of Art

Bronze medal, Monochrome category, 9th
National Exhibition of Art

Silver medal, Painting category, 10th National
Exhibition of Art

Gold medal, Painting category, 11th National
Exhibition of Art

Silver medal, Painting category, 12th National
Exhibition of Art

Silver medal, Painting category, 13th National
Exhibition of Art

Bronze medal, Painting category, 15th National
Exhibition of Art

OTHER AWARDS

Silver medal, Painters and Sculptors Asso-
ciation of Thailand

First prize, Shell Thailand

First prize, Student Christian Center Annual
Art Exhibition

First prize, Suan Pakkad Palace Art Show
Cultural award from Australian Government
Awarded the National Artist title in the Painting
category, by Office of the National Culture
Commission

1978

1976 - 1977
1978

1979

1982

PUBLICATIONS

Published Professor Silpa Bhirasri

ARTIST RESIDENCIES AND TRAVEL
GRANTS

Japan Foundation Fellowship, Kyoto, Japan
Independent research and study trip to Aus-
tralia from the Australian government
Independent research and study grant from
the Indian Council for Cultural Relations
Funded trip to Aspen for a conference on art
education, Council for International Educa-
tion, Aspen, U.S.A.

Funded trip to join Contemporary Art of
Thailand exhibition to give a lecture on Thai
Contemporary Art, Pacific Asia Museum, U.S.A.
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Representative in the field of Thai
contemporary art participating in
numbers of national and international
meetings and seminars
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Office of National Culture Council
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Jury of the National Exhibition of Art

*falu <
*ARTIST

uNN:=U INalaas NSIINWUKIUAS
Bangkapi Gallery, Bangkok

NIsIIAAIAAUNSSUIKIBIA
The National Exhibition of Art
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“Young Male Artists” Artist Group —
Bangkok Art Centre
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Student Christian Center
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Suan Pakkad Palace Art Gallery
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WRITER / CRITIC
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Siam Rath Weekly Review

wuwIng
PimThai Newspaper

dgnuuns
Siam Nikorn Newspaper
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Watthanatham Thai Journal

(National Culture Council)

1onansUs:noulinssANIS (GAURMS)
Exhibition Catalogues and Documents
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Teaching and Lecturing Materials

GuRnIa:eAnUNIKAEOURD
Personal Archive and Diary
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Professor Silpa Bhirasri

Inson Wongsam

Tawee Ratchaneekorn —

Thawan Duchanee
Pricha Arjunka
Pichai Nirand

Anan Panin

Itthi Kongkakul
Thongchai Rakpathum
Prapan Srisuta

Kamol Tassananchalee
Etc.

WSz WAUWS:IRY
Peera Pattanapeeradej

U.8.0. WUSNwe USWns
M.R. Pantip Paribatra

ps. Uoo Bunnsni

(Souriod) ITNN=AU INalaos (NSIINWUKUAS)
(Co-Founding) Makkasan Gallery (Bangkok)

(Souriodv) 194.3. INalass (UASSIBALM)
(Co-Founding) S.C. Gallery (Nakhon Ratchasima)

(Souriadiv) Unujuiinaiass (NSIINWUKIUAS)
(Co-Founding) Pathumwan Gallery (Bangkok)

(Souriof) AUgAaU:IuuWEU (NSUINWUKUAS)

Puey Ungphakorn, Ph.D.

sr. ussa InAladsuu

(Co-Founding) MekPayap Art Gallery (Bangkok)

Asst. Prof. Banjong Kosalwat

(nssunstiaziavaunas) yatsrioAad Ws:AS
(Committee and Secretary) Silpa Bhirasri Foundation

(NssuN1s la:SnunNsus:su) Yatsrnansnoisgral ws:Fis auasni
(Committee and Acting President) Silpa Bhirasri Memorial Foundation

MS. IS YUY 1 99YS8
Sumet Jumsai na Ayudhya, Ph.D.

WB2UANANSI191SE AIST IIFIQUSY

ASSISTANT PROFESSOR DAMRONG WONG-UPARAJ

dlan dna oow Twu 01$n
Slade School of Fine Art

N\

(Sourionv) INaIass 20 (NSIINWUKIUAS) —_—

(Co-Founding) Gallery 20 (Bangkok)

(EroAdnasguses) AUSAAUAAD Asg 0uFgUsTs
(Founder and Director) Damrong Wong-Uparaj Visual Art Center

AnuNISNY / —
unusnisInnashofal
CURATOR / .

GALLERY MANAGEMENT

*r!u
UKI3NgIduIwUBaloIte "SCHOLARSHIP
University of Pennsylvania /G RA N T

NUUSAY InUBa Sgu1adanny

ns. oNfYrY fU naw
Watanyu Nathalang, Ph.D.

naufAaturuy 14 AU oAU
A1y 0uAaUs s 3 Sulins
BUAUS oanu Wy TSUs
ndag nvli 1a:Usy1 osyun:
TArihnnsUs:rodwansAnau
AaunssuIKIs A ASIA 15

Group of 14 young artists, including
Damrong Wong-Uparaj, Tawee
Ratchaneekorn, Inson Wongsam,
Pichai Nirand, Thawan Duchanee
and Pricha Arjunka, protested

the awarding result of the 15th

A scholarship from the
British Council

nuneJnu 99U A.Sondiwalass fi 3
A scholarship from John D. Rockefeller 11l

fio:ws nssnsauur
Sivaporn Dardarananda

TAUSNuNsdntinssAnTsAau:souae
Iny USBN Runuia:ranndwegnali nsJNwuKIUAS

Advisor for a contemporary art exhibition by
TISCO Bangkok

National Exhibition of Art.

WWsAtUnanuIkgsm rorad
The National Art Gallery

BouIBUWaNU MJUWEI0US=UY VOIRUIDY
Conserving his own Fishing Village painting

(SOUSISL) N1SEALIUYSIU:01IAISANNU
vavAans1sgial ws:As

(Co-initiating) Renovation of Professor Silpa
Bhirasri’s formal office

unausnurau:
ART CONSERVATOR

9191S¢
ART TEACHER

l

(019188Sou0NSNF U
lIa:sounamMIwuNAaUNSSsU)
SngndvinalinnAR:SusoNIGedIKio UASSIEUN
(J99uuAeurdneasinalulagssuinadanu)

-

(Lecturer who helped laying the foundation

and established the Art Department)

Northeast Technical Institute, Nakhon Ratchasima
(currently Rajamangala University of Technology Isan)

|

(GineAunazon9nsaUs:91)
AUANUSANENS UndngnagAauns

(Founder and Permanent Lecturer)
Faculty of Arts, Silpakorn University

nuondsINAUAal J

Visual Arts Department

Prof. Chetana Nakwatchara, Ph.D.
Prof. Viboon Leesuwan
Assoc. Prof. Vinai Poonampol

FLAS. 19AUN UNAJBS:
f1. yag agossou
sAl. 53Uy guwa

SFLAS. NNV KIYYINU
Assoc. Prof. Krisana Honguten

(0191SEWIFL) UN1DNY1AUSSSUANANS
(Visiting Lecturer) Thammasat University

(019158WIAY) WAINSNILKIINYIEY
(Visiting Lecturer) Chulalongkorn University

(9191S86WIFIY) UKIDNYNAVURRA
(Visiting Lecturer) Mahidol University




2513
(1970)

2516
(1973)

2521
(1978)

2524
(1981)

2525
(1982)

2525
(1982)

2533
(1990)

2534
(1991)

dnssrnasAau:
ART EXHIBITIONS

UnssANISNIWWUWUUNBA
nwWwsnruriAau:alelnuiiasia

ru nsulmifigonazijoaifiuoln

The International Printmaking Exhibition,

National Museum of Modern Art,
Tokyo and Kyoto

UNssANISNMWWUWUUNBIA
nWWwsnrurids:dnmansiazAau:
1UouIalion Us:InAadnisasiaus

Exposition Internationale de Gravure at the

International Printmaking Exhibition, Museum of

Art and History, Geneva, Switzerland

unnssuAal:auAlUs AWWsAturiRaU:IkgsAaRTUS
The International Art Fair at the National Gallery of

Singapore, Singapore

tinssAnsAau:souaievadioGe AUs:INAUISISU
Contemporary Art of Asia, Bahrain

UnssAmsAau:soualslneiia:usseneifieau
fiaU:soualevaulng NWWsAUZiUgwWniogy
Us:InAansgoIusnn

Contemporary Art of Thailand exhibition

and give a lecture on Thai Contemporary Art
at the Pacific Asia Museum, U.S.A.

TnssANISINSNSSUIlazNIWANgBaU
anansryuidsuluds:inFAeingg lundueidou

Traveling group exhibition, Painting and
Photography of ASEAN, ASEAN Countries

anssAn1sAad:ununsiavedioidy
nroAadinism nsunoanauidos

International Art of Asia, National Gallery,
Kuala Lumpur

UnssANISNWWUWSIUaJgVouIoIgy
IGoawnleon: Us:inArgdu

Contemporary Printmaking of Asia,
Fukuoka, Japan

gad
Etc.

2506
(1963)

2506
(1963)

2507
(1964)

2509
(1966)

2511
(1968)

2511
(1968)

2512
(1969)

2512
(1969)

2520
(1977)

2520
(1977)

2522
(1979)

2522
(1979)

2524
(1981)

2525
(1982)

2537
(1994)

2539
(1996)

*fiadu
*ARTIST

naas g Usos nsaunsa
Gallerie du Passeur, Paris

falason uils 1joswasisus
Numero Gallery, Florence

ouANIsauIaSUNISHavIiNgaNkiUs:INAINg
NSIINWUKIUAS

Tourism Organisation of Thailand,
Bangkok

Unuduinalass nsuinwuKIUAS
Pathumwan Gallery, Bangkok

IINalass 20 NSINWUKIUAS
Gallery 20, Bangkok

194. 8. INalads WHIRUASSIBEU
S.C. Gallery, Nakhon Ratchasima

IWSHIA NSTWN 91SK 1IBUINDS IJovtosasn
Pratt Graphic Art Center, New York

[san"SIIAA Inalass nsuu=uan Us:inAwallud
Solidaridad Gallery, Manila, Philippines

Uo$ noala oow 91$m IdouwWaninaiwe
Moore College of Art, Philadelphia

USAY InUBa NSUINWUKIUAS
British Council, Bangkok

AugAau:Iuuwau NSIINWUKIUAS
MekPayap Art Gallery, Bangkok

nofal Ws:As
Bhirasri Insitute of Modern Art

an10udruusssulng-lgasu (@n10uUINaIs)
Goethe-Institut, Bangkok

USEN Rununa:ranndweanaln nsainwuruAs
TISCO Bangkok

rouUs:yu ooadinm Wl Iijodaodioulvad
Allstate Saving Auditorium, Los Angeles

aNNJFUUSSSUIIKISTUNAdUIRY
([08B1S) nsubioIng

Indian Council for Cultural Relations
(ICCR), New Delhi

$1U1 N12199S INalaos
Rama Tower Gallery, Bangkok

roAal undnenduAalns NSIINWUKIUAS
Art Centre Silpakorn University, Bangkok

WWsNrUANUgWnIoIBe Us:inAansgoiusnn
Pacific Asia Museum, U.S.A.

AugnAuAad A1sy ouaUss
Damrong Wong-Uparaj Visual Art Center

gady
Etc.

2522
(1979)

2540
(1997)

2528
(1985)

2527-2539
(1984-1996)

2528-2540
(1985-1997)

2513
(1970)

2519-2520
(1976-1977)

2521
(1978)

2522
(1979)

2522
(1979)

2525
(1982)

2537

(1994)

*WNSYATUQF
*EXPERT

RV J: — - ——
nsouUs:yuiSoy “Aaurnun”
anNIsANWIUIUBIE Idoulalwu Us:INAanSgaIusni

Attend a conference on art education from
the Council for International Education in Aspen,
US.A.

winuds:inAlng sounisus:sugiualn .
nelarole “antuntwvavAalu” ru nsaunsa UszinAuSuiee

Thailand’s representative at UNESCO’s
meeting concerning the “Status of the Artist”
in Paris, France

Us:sunssunMsAnauAaunssuliKisIa
Head of the jury committee of the National Exhibition of Art

Us:sulAsanstnssANNSInsNSsUlia:nIwangougau
Head of the project, ASEAN Painting and
Photography Exhibition

Us=sulasunistinssAnisAau:iinanidau
Head of the project, ASEAN Children Art Exhibition

Us:saunssunisAnideniiazanaudatunkiisia avanAudad
Head of the Selecting Committee, National Artists (Fine Arts)

*r!u
*SCHOLARSHIP
/GRANT

nusgunaigasiu (ﬁnm@muﬁdszlnmaosuﬁ)
Study Trip Fund from Germany’s Ministry of
Foreign Affairs

nuiRIJuWAOLIRGU
Research Fellowship from the Japan Foundation

nusgunaseainsids (Anuguiuluds:inFoaainsiag)
Cultural Award from Australian Government
for Independent Research in Australia

nusguraduiRe Fnuguiuluds:inAduIRe)
Grant from Indian Council for Cultural
Relations for Independent Research in India

NUANTNISANUIUUNBIA
Grant from Council of International Education

nuyatsuosaia:ius iwsa
Grant from Morris and Mary Press Foundation

nuwwsirurinddwnieiena:aniAalnssulne
Grant from Pacific Asia Museum and Thai Art Council
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As. 3By UNATWL

As. 3vry UNA 1I0UEEouANENS191s8US:91N1AI87
IMSNSSU 1A:ASUANIIKUIANIUR AfUINSNSSUUS:RAUN-
nssUlla:NMWWuUW UK1dngnasAadIns aun1sAnuis:au
Aadunufin avaansnssy (INUsAUUdUAU 1) 91NALU:
Insnssug un1dngravAadins nouv:lasunuwalusn
iwolUAnunsmas:aiuUsryryaln awvisinsdad Aanidu
Iwsssl 10aubogasn Us:INAanSZoIuSNIIIazauUNISANUN
s=audstyryion awrdansAad 9nSanu ana oow o1sm
undnendgoanswasn Us:INAdINNY

5sryiununiuounisAad:Arainkane Nlugiu:Aadu
aswassAuavuAal:uoInsnssy Nwne dnlonazwadiu
M99 UNdsnisAuAau: 9191sgWiFuluan1iusmgeg
USS81811a:9n9USUIBIURUANTSSOUNUAaUUUNUNEIA SOU
ﬁ\m‘muunnmuﬁaLJ:|uunws'TuUmUmsua:gﬁﬁmsﬂnssmﬂs

TugU=AUNISNY S8ryGUs:aunNsidntnssANTS Nlu
STAUBIAIIAzUIUNEIA INADENIBU IDUGEoaNTUNISNY
anssAnis Inenausdideuuna (2561) AdvrdAns:G 10U
ArunSnylutinssAnisveuAtu:ansnssud 18U uywe: lan
(2562) Alaunssuaneulns (2562) Us‘uﬁmﬁ"/aagisan (2563)
ﬁvoginmu:da"auudau (2563) na:gadunnunisnysauiu
GNSSANISUNUNBIAVOIANU:INSNSSUY 18U TNSSANIS
naniUagulng-in1ma (2560) SoURUWWsATUrIAaU:ASIY
Us:INFINTKETR TNSSANISAIAUIMIAULIE (2561) SOUNU
un1dnenduniln Us:inAlAndu na:IAsun1sousuIBy
JnumnisAadnssulnedaduununsiin nelanisus:yu
JyINISS=AUUIUNBIR AuAad: AnnAadia:nisoaniiuu
(2562) 10ugu
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Vichaya Mukdamanee, D.Phil.

Vichaya Mukdamanee, D.Phil., is currently an assistant
professor at the Painting Department and the Dean
of the Faculty of Painting, Sculpture and Graphic Arts,
Silpakorn University. Vichaya received his Bachelor
Degree of Fine Arts (Majoring in Painting) from Silpakorn
University. As a Fulbright scholar, he then received his
Master Degree of Fine Arts from Pratt Institute in New
York. Vichaya completed his D.Phil. of Fine Arts at The
Ruskin School of Art, University of Oxford.

Vichaya’s art practices involve various media and tech-
niques, such as painting, sculpture, video, and installa-
tion. He also writes articles for art magazines and art
catalogues, gives lectures as a visiting instructor and
speaker, and conducts workshops for numbers of insti-
tutions and venues including international ones.

As a curator, Vichaya has managed and curated several
exhibitions in the national and international levels.
For example, he was an assistant curator of Thailand
Biennale, Krabi (2018), a curator for Faculty of Painting
Sculpture and Graphic Arts’ exhibitions including Anthro-
pocene (2019), Art from Banyan Tree (2019), Surviving
(2020), and Generation for Transformation (2020). Vichaya
was also a co-curator of several international exhibition
of the faculty, such as Thai and Korea Contemporary Art
Exhibition (2017) in collaboration with Gwangju Museum
of Art, South Korea, Existence Sense (2018), a joint exhi-
bition with Tunghai University, Taiwan, and International
Art Workshop ARCADE (2019).

onary1 gums:na

onarny1 gums:na 1ISYUIUVUSIYYINSIININYI1auYSWAR
Anuvna:nisAnunewsna (Isiod) unidngravasunou
anvduds=anAansAau: nalustruARNUAURS U NSY
asunou Us:inAdunnu na:audstyrynlnludsids=omnmans
Aad:z918e 9ndngnaufad: ansia Us:inAauAlus Tnewau
N1SSUSaIINUKIINYIAuINandain (UKNdNENaIWUSTNS
na:iudountivveduriangnduasunau) Jo9Uu anamyn
ﬁ'la“\lﬁnU'\U§rgry'1|onog’r‘iun'\c‘)nma“uﬁaU:llmImlﬁao
Us:lnijU amvdsiAauAnua:uqUuRN1sAUNISNY

oqary'lﬁml'lu|fJuﬁfums'nL§5as:TmU|Liuri"m'1uTu|8\1ﬁaLJ:r‘i
dousousioduau na:1dunu3nuiSednsa:auwadiudal:
dousmd ananylaiduntunisndia:ggounmunisndlunany
tinssFnN1s souluiutinssAnasgaunad duAaise (2561) ng
odusi AnSIVes GNSSANISNWEONY WSuAaauwus nels
JwuinAmalwlfiunen (2561) 1a:UNSSANIS aunudaus-
aus 2 (2562) dnssAnisAaU:Ra:fiounoiuraINKialsniy
|WﬂﬁTthﬁam

uonvntionary18uIdutiSouAnAU Mele (2562) wadu
Aau:AnauaswsassAnidnasinunigvovnaviwinnounu
Uan19:NWaNIA

Adulaya (Kim) Hoontrakul

Adulaya Hoontrakul graduated with a Bachelor’s degree
in History of Art and Archaeology with Music from Lon-
don’s School of Oriental and African Studies (SOAS)
and a Master of Arts in Asian Art Histories from Gold-
smith’s London in partnership with LA SALLE College of
the Arts, Singapore. She is currently a Ph.D. student at
the Tokyo University of the Arts doing Art Studies and
Curatorial Practice, at the time of this publication.

She has been working as an independent curator with
a focus on socially engaging art and an art consultant
for private collections. She has curated and assisted
numerous exhibitions, including Vasan Sitthiket’s retro-
spective show | Am You (2018), PhotoBangkok Festival’s
The French Connection (2018) and the largest LGBTQ
art exhibition Spectrosynthesis 11 (2019).

Adulaya co-founded HAIIJAII (2019), a creative collective
producing interactive travelling light installations tackling
air pollution.
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Joudn
MoNWIC

Wwsnrurivoua:au fusdA 9aws duAsIur (Uaudn) Inidn
AoegwidunumsiusUiuuadnaidoriioununiwius w.e.
2563 InoldnnUs=avAne:atuayuAatulng yiua:au na:
Uniauswaunudau:zeandansiscusu 1elAInAN1sasy
onNnssunAuvavUs:dRAansAad:Ing

dMSUIWUNISTAMIWWSATUFINM0SIWoFRIIanJwWadIuAaU:
Aa:auldduouunn mavegluiumausniiuns aglsinu
S:HONT AWNSNARMULAIIUVOIUBUSAINTNSSANISA
finave:inavulgiSoq O

UsnAnmuvieyalWuIAUR https://monwic.com

The Museum of Narong Waleeporn Intanate Collection
(MoNWIC) was officially launched digitally in February,
2020. Committed to supporting Thai artists, the organi-
sation collects and promotes artworks to preserve the
visual discourse of Thai art history.

Plans for a permanent home to exhibit the extensive

collection are in motion, until then, you can visit MoN-
WIC at their pop-up exhibitions around Bangkok.

For more information, please visit https://monwic.com




DAMRONG
WONG-UPARAJ

A RETROSPECTIVE OF
VERSATILITY AND DISCIPLINE

Inlny waudANa:HOAAUIMUSSSUIKINSIINWIIKIUAS
Organised by MoNWIC and Bangkok Art and Culture Centre

fiadu | Artist
WAL ANSY ooﬁquwu | Asst. Prof. Damrong Wong-Uparaj

fiusnualasanas | Project Consultant

fUSJA BUASIUA | Narong Intanate

9. 87UNNS ¥&osstu | Amrit Chusuwan

SA. AS. NNV KIYaINU | Assoc. Prof. Krisana Honguten, Ph.D.
Us:lwwssru 0urigUs s | Prapaipan Wong-Uparaj

suIny 99AUss | Tanadet Wong-Uparaj

WA, assiasry aunsry=ouA | Asst. Prof. Sansern Santitayawong

UnUAntnRgs1usenas | Acting Director
anveun AnNdseuUn | Luckana Kunavichayanont

Arun1$ny | Curators
WA. AS. IBrY UNAWLU | Asst. Prof. Vichaya Mukdamanee, D.Phil.
anary1 gums:Na | Adulaya Hoontrakul

AontinlAsanns | Project Director
dunav navoBs:nuna | Suebsang Sangwachirapiban

wdnnislAsins | Project Manager
fUSJAANR Jarve | Narongsak Nilkhet

Us:d@ruuussnis | Exhibition Administration
dsnw 11aunusn | Sirapob Saengkuntha

20NIILUNAARAITNSSANS | Exhibition Designers and Installer
ousIIU IfJUUS"\lI§O\] | Amornman Piamrungreung

assANY anvana | Akkachet Sikkakun

UsEN 180N 971/ | HAABIT Co., Ltd.

2an1uunsTWn | Graphic Designers
UM uidsy | Manita Songserm
ws10WU 9ulegns | Prawpim Yongchaiyudt

naidiormiinssAnas | Translator
Bunen nsnualadu 1§74 | Inkdot Translation House

Wgoudnus | Proofreaders
01@mn1 918 | Vasita Jirathiyut
WdUds g0ssrusn | Kemapsorn Suwannarat

doansna:Us:37dUWus | Communication and Public Relation
NBWSSTU UrYsIAS | Kachapan Boonrasti

wuawus NnsSurylse | Pimonpun Littiboonchai

oNsA1 ASaUIWeSIAn | Apirada Krongpianlert

nawneia:dalo | Photo and Video
astu |\T\iuvyufanm | Aroon Peampoonsopon
INSNOUN KIEYWWRIUWARUBE | Jukkrit Hanpipatpanich

nasAnua:NaNssUNSSANIS | Exhibition Educational Activities
osUSuny A:s:0un | Voraprat Kharanant
9s18mu Tsesny | Jirarat Chaiyarach

Boriowasu | Lenders

nsuAauIns | The Fine Arts Department

surAsiKids:INAINg | Bank of Thailand

sunAshali 91Am (UK BU) | TISCO Bank Public Co., Ltd.
yausnorau Ws:AS | Bhirasri Institute of Modern Art Foundation
wwsnruriiad: 129 | 129 Art Museum
dtinnauniSuunsaiiou | Student Christian Center

uoudn | MoNWIC

A. ns. auding gl | Prof. Somsakdi Xuto, Ph.D.

uw. ausy ASryey=0:amn | Dr. Somratch Hiranyawasit

AnAnsnd s1a@duns | Kittiporn Jalichandra

Wsg:ia:nsnua dsIMWUS | Piriya and Kornkamol Wachajitphan

voveouAru | Special Thanks

AugnAuAad Ansv 09AUss | Damrong Wong-Uparaj Visual Art Center
drunnoauanatd undnendudadins | Silpakorn University Central Library
nua NAUIYsa | Kamol Tassananchalee

Ai. Byad Ag0sstu | Prof. Viboon Leesuwan

n3 §utins | Tawee Rujaneekorn

USu1 assun: | Pricha Arjunka

WA. AS. U1E AUUs:1aSY | Asst. Prof. Sumalee Limprasert, Ph.D.

9. 58y ASIMIU=UNDU | Wirat Siriwatananawin

WA. UdM 13ANEouN9 | Asst. Prof. Nawat Lertsawaengkit

0sstun 9vAUs:Iasy | Wanna Ongprasert

AnAnssuUs:n1A | Acknowledgements
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We would like to express our deepest gratitude to the following individuals

and organisations that have extended their generous assistance in making
this exhibition possible.
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