k oosn raermrajd

s krow oed i1v

(2) <1102 — 899 1

S

a






1998 — 201 1>(2)

\%%

m

r € a

rks

r n

s o o k

ANNUNININTLATATH

o v

wsAnensenAsusisadallinn
sanuuuaaneaanuyliiluacy usiiuasandnlufunanseaiiadunzia diuanuiiueng
wazpifluud atneimasiedudannudunysdainlasauniisls

Fanemanuiandigneuniulatess) dauanuiinAaunnaeneandagniduluuwionans

' '
o o

duanaenasialiiasasauuandngnAul3fasansuaiiuetineiBedangdonsn
samasndinssiuiuezaslgesanscunuAnlunismeudaily lueinisasiinaadnay@acunvany
aduavianualilunszaes naunIsuARsBaNATLLENEARY ANITNLNULANAIUIIARLAYIANARLIL NG

TwlaanAsel uiUNeASIaIALUNALIAIAINIZANAINNITNNNANLITNALNN ATIANNAUYBINIT ‘HA9nT’ f...
Fosmsuatlsznisiaendmiusens uinlainiaedn aanis dandien’ fargnau auialiunylyieg)

fuganansenuAufiamwie] wnu i mauiuAnNanasn i luANiANIe Ny
wanasnsndindanlussndansAviaaeuzeenszug dnandunszuanuigwanaiusiaeuay
las naesiareneteliving nesitennianilaniazesruaaAtinAnAI I

Fu3ANaNsNANgALUAEUIEY AndouanaznauwaufiuneiLEananagnsunauliiszanaann
nsgeuAallzandse Winndidauiiaiiuaesaanuantesdungouint e uAsilzaeuse liada Bue s

o

Tneldudazdnlnadniia
wsilddnTuuaenteaasyiaacunvenguedensl3azlusaruuiudn duilunadnsainnisadng
a39A unaflRentiviupanudeularaantgy ansientesdanirengy wlaulisuiliananesiuls

Fogmn wanaunaneiunisutudeniaaasadn

‘M Wimenaagan naneiflwinwefirmuesdatiuauil Nunsivinee inaullnurieslé
Tsunaluaou adudasliisciinarnaunziaialng gnldneluds unsiiaonabanisannaniundy naaaesTio

WiAHNszals VuAszaewsaasRLiuiIa ansansiyaaenisaisay inlundineuuiiae...

aamas panmas ta asn



Introduction — If Necessary

I've known Araya since before she was born.

I've known her from the sunray that shines through the trees in the garden, or sometimes through the north wind of
the early cool season in December (kite flying time) of a seaside town, through being both her grandmother and mother (in
the manner that one should sense a person’s humanness).

I've known her through the frequent annoyance, the mental blossoming that is knotted and then unraveled, through

the long string of depression alternating with some short lively humor.

The metaphoric tidbits above are ingredients for the thinking process of the creation of art. It's somewhat like a
hermit crab that shrinks or constricts all parts inside a shell. Suddenly the outward act ends. The blossoming of thought
and feeling pushes out inside that shell. Sometimes it's mixed with the smell or sense of fatigue with the favorite activity that
makes it turn into a “necessity”. The sole reason for this that if she didn’t do it the thin film of merriment or liveliness would

evaporate to the point that she could barely control it.

I've known Araya through the boring challenges in contrast to the fresh bloom of human sense while joining the
flow of the mainstream for their survival, be it the stream of the shadowy power that suppresses them or other people, the
self-reservation or survival or even the tantrum throwing manner of the haughty one, who is cunning and calculating in every

move.

I've known Araya the most through myself from the sensual residue that is disturbed by her works of art. I've known
her more than the superficial outer shell of mine that persuades me to step past her art work indifferently and even without

slightly shrugging my shoulders.

Nevertheless, the static shell of the hermit crab that encloses its organs does not have just the liveliness resulting
from creativity. Occasionally, the static shell will become impassive and cold and then the dryness of life sleeps in, like invis-

ible fever creeping in to a degree that sensual freezing occurs.

Sensual annihilation becomes this artist’'s special skill. Perhaps, if she could stroll around in a sunshiny garden
listening to the sound of leaves playing with the sea wind from afar while huddling to the shore, she might be revived and her
feelings would begin to nourish her life.

Maybe this is the reason that her work gradually lays on top of the common path of existence more and more than it has

happened before.

Prof. Dr. Lai Liya
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1997
Actually “the case” began in July 1997, looking like a debut of a new like (folk opera) group playing fragmentally

but managing to carry on
until
2012

the old case faded out, the new case moved in

and then faded away, too, despite some part being left in the memory.



AuduEuLiY naw N amifluass NandeullilandunigANaeTesTIn Lament of Desire. 1997-2001

The long days and nights, the smell, the picture, reality that tended to fade away when returning to the illusion of life.
Lament of Desire. 1997-2001. p 9, 11, 29

Why is it poetry rather than awareness? 2002. p 14, 15, 18, 19, 27, 30
Conversation with death on life’s first street. 2005. p 17, 21-25

Faaani..analufevium
The stories may catch up to each other.
Great time message: Storytellers of the town. Insane. 2006. p 20
ANty 597N
Common simplicity
In this circumstance, the sole object of attention should be the treachery of the moon. 2009. p 78-79
Atz ununguau guauluiunfals
Art in the community space, the community in the art space.
The Two Planets Series. 2008. p 32-39
Outline of the Genesis (Series | : The Final Test) p 40- 77
Village and Elsewhere. 2011. p 82-89
Arazane el luannie
Words evaporate into thin air.

Village and Elsewhere:

In this circumstance, the sole object of attention should be the treachery of the moon. 2011-2. p 81

Outline of the Genesis (Series | : The Final Test) p 92-122

Lament. three channels video. 1998
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(Writing) to Granny
April-October 1989

Dear Granny (with respect)

Granny must be happy to have received my letter...if only you could have lived on.

I’'m writing anyway, hope that if | sit down and pick up a pencil, think of you, gradually compose what to tell you and you will
manage to cope with it as you have done every time in the days long gone by.

I've found ways to live in a cold area again after I'd sent you off very far away, much farther than the distance of my journey.

You've go quietly, quickly, without telling anyone, so endlessly long.

...I'm sitting here, looking out the window and seeing the white snowflakes falling, sprinkling like rain but lighter in weight.
The white long and continuing string of light snow, that you were afraid its coldness would make me suffer. | sat inside by
the window looking out and felt that it was impressively beautiful. It's not what I'm familiar with like some strange language,

strange people around me that I've never felt comfortable with.

Aazans el luannae

Words evaporate into thin air.

Reading for one female corpse. photograph. 1997

Reading for three female corpses. single channel video. 1998
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Words that take back to the past.

(Writing) to Granny
October 1990

Today is the morning of Sunday. The roads in the city are quiet, lonely as if it were a day of rest for all creatures here.

The clanging sound of bells from small and big churches echoes and then fades away. Dark and light brown leaves drop,
scatter all over the roads, leaving stems they used to cling to for a long time to remain as slender, blackish lines.

| walked intently kicking and stepping on wet dry leaves, letting the downy flakes of snow fall softly on hair and face, follow-
ing the deserted winding road that crosses over the tram route, the moaning sound of birds could be heard from far away
alternating with the sound of rain drops on the piling old leaves, drip-drop, drip-drop.

Turning down the hill, | could see a large greenish old bronze statue of a peaceful and elegant woman; her eyes looked
straight ahead, followed the sculpture’s eyes. The broad curving stairway of the old WWII mansion. The woman poet died

in the fragmented pieces of the crumbling ancient house.

Stone Inscription

“My birthplace, who'd know how beautiful you were.”
| intended to say goodbye to her, to the stone platform and the big trees whose shade and fragrance | enjoyed, say goodbye
to the route I've passed every morning and evening during the past three years.
This place, that the poet loved, rough and jumpy pictures I've seen. It's the scenes I've used as the backdrop of the stories

I've told to you.

My stories end here. | had to go to my birthplace, to the garden, hope to visit you and pay respect to you soon.



Why is it poetry rather than awareness? 2002.

A Walk. video. 2002. I'am living. video. 2002



Conversation with death on life’s first street. 2005
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Memoire of an “Oriental Woman”

Happiness slipped away quickly.
Laughter faded away slowly. It floated passing roads of an ancient city, around in the museum, lingering in the
hall of the tall castle, passing the surface of an old portrait of a noble princess, realized myself when the rain splashed softly

on me.

...Looking around the roadsides in the distance, observed the clear sky, the vast meadows, the stretching grayish mountain

range, light flickering from villages in the small valley like those in a tale.

So beautiful and calm that one couldn’t wander away into thinking things of either love or lust.

Conversation 1. video. 2005
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Thai medley. video. 2002

Grandpa in the mountainous valley

A pair of chairs placed side by side on the veranda under the soft sun’s rays shining through the thin curtain of winter fog.
Just a quick glance at the old stains and fading color, one could be aware of the long gone past.

Who knows whether the souls of couples who used to sit next to each other in this place would cry to come back
to live or not. When they lived to an old age, they kept yearning for the past to come back in their memories...

...somewhat insane in the eye of the younger person who couldn’t catch up with them.

Thai medley. video. 2002
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Great Times Message Storytellers of the Town. video installation. 2006 Conversation |. video installation. 2005
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Wanmanly - :
3 | could also hear the forlorn sound of the flute played by Khong Beng echoing under the completely dark sky, sneaked in

to eavesdrop on Wanthong saying goodbye to the flowers in her garden, could hardly breathe. And this was the first world

dad had introduced Nu Lek to.

Death Seminar B. video. 2005

The Class. video. 2005



The Class Il. video. 2005 This is our creation. video. 2005
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Day of Departure

From the airplane window tonight, | came up as high as the stars, or higher sometimes. The cities below were far away.
They looked like clusters of tiny diamonds and gemstones being knit together like a large fishing net. Some were in groups,
some were in angular lines or strips,

looking like those in fairy tales, situated on the bluish black land and the ocean.

You yourself must be like a tiny speck of dust on a soft - white piece of cloth,
sleeping quietly somewhere afar in the black night
in an atom of the autumn day

in the piercing coldness of reality and departure.

27

araya&sudsiri. video. 2002
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Recollections of Grandma

The New Year was approaching. We agreed to meet like each year when Grandma was still alive, to take her “earth element”

to the gulf.

We took her there. It was like a painting. The sea was dark blue. Grandma was wrapped in bright red clothes.

She loved it; the brighter it was the happier she appeared. When | put on a white dress, she would make a comment,

“Why are you dressed so plain?”

The waves were so strong that the revered monk said, “our buttocks couldn’t stay on the boat floor.”
But we managed to take Grandma to the spot.

Deposit the missing part of our lives in the sea

in the cold of winter.

Lament. video installation. 2006
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Three Female Scapes. video installation. 2004
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Water

My memories of the fresh cool water was beautiful. Recalling the experience brought a smile to my lips any eyes and it would

remain for some time.

Days and nights pass away, sometimes slow, sometimes fast depending on feelings. | didn’tindulge myself in the
warm water anymore.
My private corner | used to sit in the sprinkling rain while looking at the black smoke floating from the tall chimney

of the crematorium of a temple on the river, I'd left a long time ago.

Here in the city was over ten thousand miles from home...

It was a long time, very long, my hands and feet became pale and white and wrinkled like a crumpled sheet of
white paper. | was still curled in a corner of the bathtub, recalling the drizzling rain from the wide sky that was slowly seeping
into flesh, so cool and refreshing. Then | felt that from then to now nothing had changed. But in adulthood, now | encountered
some new experiences that in my childhood | had never been exposed to, the sound of water being drained down the drain-

age system. It was dark, cold, dirty. It went clug, clug and disappeared.
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The Two Planets Series. 2008
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Van Gogh’s The Midday Sleep and the Thai Villagers
photograph/video 2008. 18 min.



The Two Planets Series. installation view “Kaza Ana / Air Hole:

Another Form of Conceptualism from Asia”, National Museum of Art, Osaka, 2011



40 41

311243 Axt Caticiem 201 Outline of the Genesis (Series I : The Final Test)

r|s a/60 bf20|c/20| A ® *
i ! Sayan Daengklom

L5113 375 13.5] 14 | 65 | C+

0|10 3z 13 11 56 | D+

i 12 395 13 11 |635) C

0| - |3351=325| 12 | 11 |555] D+

1|12 355 12 11 |58.5| D+

2 |13.5) 38 12 10 | &0 c

i 3.5 39.5 11 j105] 61 c

1 2.5 39 115|115 62 c

¥ |12 36.5 12 |11.5] &0 c

3|12 43 135| 14 |705) B

1 j11.5{ 345 12 | 11 |S7.5) D+

0|10 36 105|135 &0 c

3| - |39.51=385| 13 | 15 |665| C+

L= 36-1=35 |135| 12 |605]| C

L] - |325-1=315| 10 | 85| 50 D

|12 36 12 | 12 | 60 C

2|13 37 12 | 11 | 60 C

2| oy Mo il [l iedl el s Picture shown on the screen in a dimly lighted room. Questions and answer sheets are passed

around. Criticism is to be made on the unseen, undiscussed subject. Only artist’s name has been
familiarly heard as provided material for test preparation. The same topic but the pictures are of
a different set as follows:

The video work of Araya Rasdjarmrearnsook entitled The Two Planets is
a record of villagers and peasants chatting about 19th Century paintings of the
Impressionism school.

Use the example from the still picture derived from the artist’s work
with the transcript of the recorded conversation to interpret 1) the artist’s work
and 2) your own actions.

The genesis of the Art Criticism class comes to an end and interpretation begins, such an alpha
becoming an omega, in order to begin a new one, to interpret through fragmented outlines and
dissected body of texts that is separated into sub-parts and placed under the heading “Final
Test”. Try listening to some informal talk in which the voice doesn’t sound stiff but rather an
echo of some complex thinking. The criticism is somewhat broken and so is the interpretation
that is cut off from the desirable proportion. This is the written outline from The Two Planets.

ARy
af uminedsfathns

Gossip 1

The painting by a world class artist is reduced The villagers are gossiping about the picture.
by the villagers. It becomes merely a picture The talk right in front of the picture turns out
about which the villagers are gossiping to be that behind the picture. So the paint-
amusedly. It eventually becomes a picture of ing seems to not exist. That’s the folk style of
good fortune. public hearing where freedom is created right

Nantakan Vitheenon at the presence of the bondage. Gossiping

* Art History Department, Faculty of Archaeology, Silpakorn University. Thanks to Eksuda Singhalampong

for reviewing and opinions.
Otherness : 311 243 Art Criticism (23 September 2011)
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The painting, “The Midday Sleep,” by Van Gogh
is put in front of the peasants in their familiar
surroundings , their community. They can just
sit and wait for the work to be served right
there, for them to make some comments; as if
the painting is inviting them to come and look
at it, to “criticize me. I’ve come very far, from
the other side of the world. How much do you
appreciate me? How do you perceive me?”
Bussayamas Singvee

out loud, right in front of the object, suppos-
ing that the object of the gossip is unaware of
it, unable to respond to it. Whether it’s right
or wrong, one is not in a position to make a
judgment. Thus, the class may have to change
from “art criticism” to “art ‘gossipism’”. The
villagers have demonstrated that making crit-
icism in front of a fake item (a reproduction
of a painting) and the mute item (too bad for
the painting!) is not different from talking in
the back of the subject; it is post-discourse
that is “so much fun”. So the “critics” become
just classy “gossipers”, and nothing more.

The object to be criticized becomes a super
model for one to look at. It is “served (...)
there” along by a personified promoter from
a distant place. The picture seems to cry out.
It’s not deaf and dumb nor does it let the folks
have fun among themselves. The painting,
The Midday Sleep, is awakening and greeting
the villagers. They have to “come and look”
at the painting or art as if it were a brand
name imported product. But it becomes a no-
name thing for the plows, the buffalos, the
straw pile, the peasants’ palm-leaf hat or the
hoe. Maybe for them it is just like coming to
“look”, to select a mate who is of a different
skin and eye color. Perhaps it’s like inspect-
ing a barn outside their community, one that
smells differently. Art is served, looking at the
paintings is similar to listening to them some.
They’ve come so far!
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their mouths are still itching and couldn’t be cured by scratching. No
public act of humiliation has occurred either by the painting or the
spectators.

Although the title The Two Planets seems to guide one to think of the
number, binary opposition is just an easy play between east — west,
layman — art, rural — urban, innocence — subtlety and so on that can
be conveniently taken apart from the work and its title. But there is
neither seam nor splitting apart exposed. One becomes two and then
three (not yet) and so on, leaving numbers around the fake binaries:
sign leaning against sign and against sign. Folk people — art still need
video as a frame. If there is still such a thing as rural — urban, there is
also such a thing as neither urban nor rural (a glimpse of old semiotic
square flickering). East — West cannot overlook the midnight sun and
midnight moon. Therefore, the impressionist painting is not set in
binary opposition with the folk spectators in the beginning. Conflicts
do not come from the origin. Confrontation does not create a differ-
ence because differences exist fundamentally. The degree of differ-
ence does not lie at the global level but in each person himself. When
villagers play the role of critical spectators, when paintings play the
role of villagers sitting outdoors regardless of the sun or the rain,
pain in the back and aches in the joints, the degree varies depending
on each person. Binary opposition is a straightforward concept that
could become blunt, if one cannot step over to meet other kinds
of differences inside and outside the frame. Then the seam and the
split seem to be the same.

(...)On the other hand, it is also necessary to paresseux = laziness/idleness/sluggishness,

Please don’t be too delighted that the peasants have nonchalantly
put a top class artist to shame. It’s not the picture of the class fight-
ing to redeem one’s dignity or to gain justice for the commoners’ dis-
course. That impressionist painting has not been looked down upon
by facing another side of criticism. The two worlds have not been
reduced to be a binary opposition of peasant-divine art. The laugh-
ter stops at midway (the middle part of the paddy field dike) while

think about the way in which artists' art found
itself defined on the basis of a twofold promo-
tion of work: the economic promotion of work
as the name for the fundamental human activ-
ity, but also the struggles of the proletariat to
bring labour out of the night surrounding it, out
of its exclusion from shared visibility and speech.
It is necessary to abandon the lazy and absurd
schema that contrasts the aesthetic cult of art
for art's sake with the rising power of industrial
labour, Art can show signs of being an exclusive
activity insofar as it is work. (...)The cult of art
presupposes a revalorization of the abilities at-
tached to the very idea of work. However, this

which in fact is repetitious and monotonous.
Repetitive and nonsensical chart is the digging
up of the ancient binary opposition between
art which is narcissism like seeing one’s reflec-
tion in a mirror and art for socio-cultural and
political purposes, between narcissism of art
and its generosity that ease several heated
problems, including that between art and life
in general. Such lazy and sluggish structure
pushes art and aesthetics outside the living
condition and indirectly calls for art to create a
clear role and benefit to various human activi-
ties. Contemporary art goes farther than the
ancient binary opposition that tries hard to
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idea is less the discovery of the essence of human
activity than a recomposition of the landscape of
the visible, a recomposition of the relationship
between doing, making, being, seeing, and say-
ing. Whatever might be the specific type of eco-
nomic circuits they lie within, artistic practices
are not 'exceptions’ to other practices. They rep-
resent and reconfigure the distribution of these
activities.

Jacques Ranciére, The politics of aesthetics, p. 45.

argue. As art inserts itself among the normal
people (indicating that artists are abnormal?)
and as it is able to be a daily topic like com-
mon household remedies, and when art com-
piles the life and work of all classes of people
within the circle, the lazy or sluggish chart is
corrected according to overlapping of both
sides. The “exceptions” of art devote itself to
normality till work of art cannot be differenti-
ated from man’s activities. The service of art to
reshape the landscape of man’s activities can
become easy to play or render benefits behind
the scenes or inconspicuously. Whichever way
it is, it cannot avoid criticism. Reconfiguration
in light of The Two Planets extends to include
the fact that Araya departs from making video
of some lifeless bodies, critical moments and
nostalgia, to come around a village of anoth-
er language. It also extends to villagers who
abandon their hoes, jars, granaries and fishing
poles and take the role of art spectators or ex-
hibition visitors. That is sharing the sense and
perception of knowledge and awareness with
different players. This includes stripping of the
sheath of originality of the masterpiece and
sends only the fake version, the representa-
tion of reproduction, leaving the golden cage
of art gallery and museum, from controlled
temperature and light to the fresh air of the
countryside and another country. Villagers and
the masterpiece leave burdens and labor be-
hind. They come to try a different landscape
where invisibility becomes visible, separation
becomes connection, alienation becomes fa-
miliarity, where art and work seem to be sus-
pended. Thus, the villagers overlook art’s value
(though they sometimes mention “the colors
are sort of blurry”). Art is left as an object in a
frame and yet very fleshy as if it has come out
of the frame (to the point that one can scratch
its foot). The breaking point is that each party
remains inside the screen, inside the screen,
inside the screen.

45

The woman in her late thirties kept inhaling the awful smell
and reviewing the evil picture of death while forcing herself to sit
down and read from a classic Thai poetic piece in the musty, stale
room.

It was a holiday with not a living soul around. That late
night was quiet and starkly still. The shrill, thrilling sound of poetry
reading echoed back and forth from the frozen lifeless body in front
and those lying here and there before hitting the wall and dash-
ing out the partially open window, thrusting through the holes and
spaces around the building structure. The powerful imagination of
a person was sent out to a number of people, those who were able
to accept it and those who couldn’t, and to the reader herself.

If it were not because art has paved the way for such an
action, who would dare to go against the old beliefs and customs.

Image : Mitpon Ekpasuporn, Mop (Moral of politics).
Words : Araya Rasdjarmrearnsook, Lament of Desire.
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“Ceci n’est pas une pipe”

# This is not grading an exam.

The famous statement by Magritt is as naive as a borrowed phrase. Why is the phrase written on
the picture to assert what the picture is not while it is not and the audience will never pick up the
pipe and smoke it? Why does it say that this is not grading an exam as there is no score given and
no comments about its being right or wrong. The naivety comes from repetition as a way to tease
someone, rejecting the imperial fact. To reject or decline innocently somewhat implies that albeit
an absence of grading, the phrase echoes back or implies that all affirmative confirmations are
embedded inside the hidden negative form. The villagers take the role of critics although they are
not critics, and the picture is not the original painting but a representative one. It seems that the
layman critics choose not to reject but respond to things, people and the background of the paint-
ing as if they were real not illusion. In fact, it appears to be hyper-reality. A villager is hyperactive
to a degree that he or she is going to scratch the foot of the figure in the picture. The picture is not
taboo or something they cannot touch. It is without distance but made to have some perspective.
The pseudo-critics that images represent are not answering the test. They reject the Western-
oriented question by adjusting the answer to be that of the Eastern environment they belong to.
They totally reject the Western theory of illusion and repeat the rejection of the metonymic sen-
tence by Magritt, “Yes, it must be a pipe”. Yes it is a test between inside and outside of screen, at
the edge of failure and top ten. Should grade be known, it’s doubtful.

(Spectator)
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space to be imprisoned, but to insert it to cause
some space for other things to fit in, something
that is not “(1)".

[The problem of subject is not the closure or putting a fence around
oneself to stop violation of a position that will cause confusion be-
tween two opposite areas, or to block the flow of subject in the post-
modern style. To direct “spectator” with subject in brackets is to cre-
ate spectator by specifying a scope or boundary, spectator outside
the frame in the front and in the back, multiplying the spectator from
a single one in front of the picture to be a group. In the frame or
outside the frame means within the same boundary. Where is the
subject in the foreign language which the peasants cannot under-
stand unless the local dialect is pronounced and the audience does
not understand? So, the subject in a bracket in the fancy frame gets
released into the alien grammar that has to be decoded again and
again.J
!

[Where do we put the subject or spectator in these two worlds? To
which degree do we place the subject or work so that the funny and
naughty aspects won’t slip into metaphysics and so that an evalua-
tion will not be limited to a casual/serious discourse?

From my basic conceptual frame (mine) (...) it
makes the spectator (1) feel ..., it always makes
the spectator (1) look at the picture clearly {(...)
or with a double standard in the spectator’s
opinion, and the spectator (1) himself smoothly
(...). So it’s not surprising that the spectator
and the spectator (1) and the creator feel sulky.
Therefore, the spectator (I) looks at it in the
third implication (...) if referring to the specta-
tor and the spectator () think that (...) it is just
the spectator’s ideas (mine) alone. In the per-
spective of studium, to like, not to love...that is
the picture is so but it does not belong to the
spectator (of me) It’s playing with the specta-
tor (me) here (...) the spectator (I) may have
some ideas (...) Trying to persuade the specta-
tor (me) (...) Araya’s words or request makes
the spectator (me) miss (...) in a way that is
not easy for the spectators and this spectators
(me).

Komsan Boonsa

*In Thai, that litterally means “who praises me”.

It might be humility that keeps one inside a
bracket all the time and sporadically as if it is
afraid that the self will come loose to disturb the
objectivity or, on the other side, it might become
narcissism when it reappears again and again,
although it’s bound by a bracket. And the word
“spectator (I)” can be read as “spectator me”*
without the brackets whereas the bracketed
“(me)” separates the self from the “spectator”
without the bracket as there is a screen dividing
him to be the spectator. Villagers are put in the
brackets to serve as the critics. At the same time,
the critic tries to keep himself in a separate area,
not counting the self that does not engage in
the discussion, putting “me” inside a cage. This
is like taking the sex of the first person pronoun
as an exception. (How to translate it to keep the
sex of “I” the same or should one add a bracket
to indicate the sex?). Between “spectator” and
“spectator (I)/spectator me” there is an issue
of spectator inserted in, not squeezed in for a

Giving the title “The Two Planets” could be
interpreted merely as an attempt to direct
the spectator (me) to perceive the concept
of the art work, revealing the difference in
word choice, Araya’s “Two”, as Araya herself
is a writer who is able to select words very
well. Therefore, her word choice could gener-
ate some thought to the spectator (me) to be
aware of the differences found in the picture.
From a third perspective, it is “The Planet”, it is
the same thing, same sound and same world.
Thus, Araya’s word choice causes the specta-
tor (me) to fall (slip) or to be trapped in the
language unless he considers or interprets the
probability of the work.

Komsan Boonsa

The spectator “slips” because of the artist’s lan-
guage. Contemporary art does not include the
spectator in the process. Actors discuss the set-
ting elements (reproduction piece) by turning
their back toward the spectator. What’s miss-
ing from the content is the word “into” as if it is
waiting in the “trap” that follows. The spectator
slips into the language trap, between missing
and being trapped the difference made by only
one word, one missing word. Language can lure
one to fall into two worlds, which actually are
only one according to “(me)”. The Two Planets
could become To The Planet, one world where
the language system put us in the trap. Being
unable to decipher the villagers talking in the
northern Thai dialect, neither to hear clearly the
art language, the spectator is missing along the
way, as if forgetting to bring along some pebbles
to mark his memory path to return later. The
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problematic number causes an extra world, two
separate lands, until the spectator is excluded
from the local discussion in front of the univer-
sal piece of work. The spectator is drowned in
the language mechanism or Lacan’s symbolic or-
der, a mechanism based on non-existence/non-
appearance/missing/falling/losing. Just taking
out the extra number, the audience will get “to”
the same planet -->To the Planet. If it’s that easy,
the sun will rise with the moon to remind us to

choose the hours.

We could see the villagers in the fields. Villag-
ers are looking at the peasants. We are looking
at the villagers. We just choose to look at a dif-
ferent picture. You ask what the villagers see.
How would | know? I’'m not the villager.
Wannapa Kaewmonta

Being a Spectator

But according to the accusers, being a spectator is a
bad thing for two reasons. First, viewing is the oppo-
site of knowing: the spectator is held before the ap-
pearance in a state of ignorance about the process of
production of this appearance and about the reality it
conceals. Second, it is the opposite of acting: the spec-
tator remains immobile in her seat, passive. To be a
spectator is to be separated from both the capacity to
know and the power to act.

Jacques Ranciére, The Emancipated Spectator, p. 8.

What can be worse than being a spectator, espe-
cially being a spectator in an examination room.
Spectators are the last ones in all situations. They
were born after the work of remote period. They
were born before the work that came later but is
now running ahead of them. They were born at
the same time as the work as they were the crea-
tors of the work, but the work took off and left the
creator behind to go on their path according to
their fate. The coming ahead of the work retains
the work at the last position where the spectator
takes it because he is unable to keep up with it.
Being a spectator is bad because he is in an awk-
ward situation. To appear better is to become im-
moderate; to lag behind is to take the role of a
promoter or spokesman, being around the edge
of the event. A spectator is never in an advanta-
geous position, but always at a disadvantageous
step. This may be due to the disparity between
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the time of the spectator and the work. To be/
not to be a spectator and to be/not be a work
never corresponds in ratio or being/not being in
the same time. False claims that the spectator is
(part of) the work stresses alienation of the two
and reduces the role of the spectator as if shut-
ting off the comments indirectly. The Two Planets
reflects the awful condition of the spectator. This
is not because the spectator lacks discernment
or knowledge about the subject, but because the
spectator always knows to play the role of the
spectator who either knows more or less than the
work. Being a spectator is bad not because of the
spectator himself, it goes beyond being a specta-
tor. It is a nightmare of the work when two stars
come by the pond near a field and talk in a lan-
guage that the work has no participation in. The
spectator’s drama emerges when the spectator
is good at different stories and knows both inside
and out, when the spectator’s role comes across
that of a specific location in a specific time and
that of any place. The nightmare of the outstand-
ing art work begins to rise from the spectator’s
overwhelming role. Being/not being a spectator
does not negotiate being/not being a work. The
work is waiting for other spectators to be ideal
spectators who know how to destroy the soul of
the work. The ideal concept of a spectator is/is
not a nightmare. Being a spectator is a privilege
one receives to not go beyond the duty of a spec-
tator. What is difficult in the role of the spectator
lies not in the viewing or criticizing the work, but
in knowing how to be a spectator.
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It began with a good impression, whether hunching
down painting a mountain view, two coconut trees and the
red fiery sun. Even though the mountain contour looked the
same all year round and so did the pair of coconut trees, one
managed to adjust the degree of the sun and control the red
color of it. This is what that child did without awareness of
the time context of the picture.

Image : Cheva, Pink Mountain.
Words : Araya Rasdjarmrearnsook, “Old Chapter I”.

The Spectator

All of them are overlapping in the whole paint-
ing forming the overall picture. A group of peo-
ple sitting in a bamboo forest looking at the
painting. It looks like us, now, looking at the
picture (the exam text) trying to answer the
question, interpreting the painting (Manet) and
discussing the story to add more volume to the
artist’s work. Our ideas are probably not much
different from those of the villagers sitting and
looking at the front being blank, not feeling the
beauty nor the artist’s intention, we add and in-
vent the story to it. This can be called “extending
the ideas” as expected among contemporary
artists who after creating a piece of work intend
to inspire some ideas. Here we don’t perceive it
like an artist does, but like the villagers who lack
a background in art. That’s all.

Suwadi Jittarakho
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1. “That’s all”? 2. Are we so blank that we have
to invent some ideas like the villagers adding or
“extending” it? 3. If what is written is so bleakly
sad, the blankness could be reversed to some
content on the white page, turning the white
paper into all kinds of dialogues. 4. Since it is
unlikely an artist’s thought, it has to be an imi-
tation of the villagers’ mentality. Those aunties
and uncles and grandpas and grandmas think
beyond what an artist may perceive. 4.1 How-
ever the villagers are not interpreting for points.
Some see a set of lottery numbers, a “surinter-
prétation”. It’s not quite a surrealist interpreta-
tion but one beyond mere interpretation. What
are the villagers’ scores? 5. Art will not be differ-
ent from taking an exam if it has score numbers
assigned to it and some expected “outcome”.
Does the interpretation end with some num-
bers dangling for someone to fervently scram-
ble around for? Some unexpected topic may
emerge like one about the “underground lot-
tery” as seen in the picture, as this is the stake
for interpretation. If they miss predicting the
right number, it’s not a jabbering talk but some
slight misinterpretation (...) 11. The knowledge
of this writer may not be much different from
that of the person whose work was cited or that
of the villagers. 12. Not much. 13.

They say/a rumor says that they are just like farmers, on an equal
level with that of the farmers. In that case, the farmers are not dif-
ferent from students in this exam room. But they are those who re-
examine their understanding out loud. No one says he is the picture
in the golden frame being watched by someone else who is either
saying it right or wrong. The candidate is a stranger whom the paint-
ings are interpreting avidly. The candidate is the work that must be
evaluated in terms of number. What about if the examiner is himself
a farmer? What if the dumb, witless instructor is an animal in the
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field that can’t be drawn to fit a luxurious frame? Who knows? The
masterpiece might be revealing his stupidity through the exam made
up for others to answer so that he could use it to get the answer him-
self, and in the end he winds up not knowing what to answer or how
to answer it. Maybe the jumbled and fragmented ideas are intended
to deceive people that is a mature idea to be shown to people, which
in fact is just some faked glittering gold. As such, the phrases are not
different from the villagers’ words, even more straightforward than
that of the villagers in the video. A satire of oneself? A self sarcasm?
An indecent humiliation? A self referentiality as if to mirror oneself
as the other? The villagers’ reflections. Those of the candidates. And
the stupidity of someone trying to force himself to write! It is the “old
karma” that comes at the late rainy season when one gets drowned
in the flood or gets chocked in the fog of the old karma.

The two worlds are drawn into each other while
temporarily overlooking the artistry. The pic-
ture of the feast draws people into imagination
while the spectators draw people in the picture
out into the world of reality. We are drawn into
the peasants’ thoughts. At the same time, we
bring the works to compare to our own per-
spective. This causes an overlap in each world.
While the events in the video take place, the
peasants are the spectators. But at the same
time they are also viewed. We are the last spec-
tators in the line. However, all parts are united
or integrated to become part of the process of
this work.

Natthida Jankaew

Absorbing, swallowing down. It’s so slippery
like the surface of a mirror, dialectical thought
hidden inside. It’s full of change, argument and
entanglement that is unable to resolve the
difference or break up the dichotomy. On the
contrary, it got mixed inside and outside string-
ing past the shadow of each person until it is
pulling both inward and outward. The roman-
tic colors of the fields and rivers turn the group
viewing and discussing to dynamism crossing
the stillness and stiff frame in front. The percep-
tions and identity of the spectators are that of
the offenders and defenders, of various status,
be it spectator, critic, gossiper, story writer and
observer. It is the piece of work that is called
back for mise en abyme. The pit and chasm of
argument become valleys and ravines as well as
an abyss that absorbs and draws. What is the
distance, the range? Where is the scope of criti-
cism? What is the time frame? The simplicity of
the video picture rotates like some mechanism
of gravity. One has either to go along with, or
to resist. What type of criticism can we be sub-
limely satisfied of? Wishing to maintain the po-
sition of a spectator at a distance, one couldn’t
help being “part” of it. Or should one be melted
into it to become one with it, one inevitably be-
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Araya’s work may inspire one who happens to
get lost and comes to this village of thinkers and
gets hooked on the lifestyle here and does not
want to leave.

Therawan Mingbualuang

Inception of the Image

Who reflects who? This is similar to placing two
mirrors in front of each other. Glancing into the
glass reveals a continuous corridor of mirrors re-
flected by another. This symbolizes my experience
when glancing at Araya’s art. My glance crosses
over the individual in the picture to another im-
age. | am certain that the latter image is the ulti-
mate one. However, next to my head, what makes
me uncertain concerns the question of which im-
age begins.

I glanced, | read, | thought, | wrote. | wrote from
the art in front of me that can reveal what | am
doing.

Jantinee Jusawat

Origin of the image.

comes foreign body. Aporia? Being clogged up
from outside and plugged inside though com-
ing from a hollow mold, one has to “temporarily
overlook(ing) the artistry,” Yeh, you may soon
fall into the canal...

Where does the image begin? Which image
causes the spectator to look past the shoul-
der of one individual to another in order to
view the initial image? Which image? Which
image in the mirror to begin? “1” look at the
image as the mirror or the image look at “me”
so as to see itself? The mirror and the mirror
stage leads to the origin of image. “Which im-
age begins”? Is it the shoulder of the farmer,
the head of the orchardist, the man in the
canal, or the image within an image? Or is it
my reflection in the reproduced image? The
art work has profound complexity. Does the
art incept from the artist’s portrait, or the im-
age of the examiner? Of all the mirrors seen,
which one is the first that reflects all the oth-
ers? The mirror’s continuous reflections com-
pel the eye to delve for a focal point, so as to
know “what | am doing”. That is to say finding
the initial image that, however, misleads to
stray into the abyss of mirror stage where “1”
cannot be seen anymore. “Which image be-
gins?” When does the image start? How does
the image start?

“What | am doing?” is looking from the
shaking point of one shoulder after another,
responds the Image

Image of the origin is popularly referred to as being an inspiration. It is of

the impressionist style. The idea originated at a

simple breakfast table.

The image begins where the “East happens to slip in with the West.” This

is expressed through Araya’s journal entry:
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One day in the early morning | was sitting in a large
dining room of a hotel set in the capital city of a Eu-
ropean country. A warm cup of coffee was sitting on
the table. | glanced at the white snow covering the
city streets and the town square. Having enjoyed the
city view, I continued reading an essay on Asian art.
It stated that the improvement of Asian art require
a sharp criticism from outside, meaning Europe and
elsewhere.

| reflected upon my life, which is surrounded
by two opposite things. One is art which | take care as
if it’s immortal. The other was present when | moved
into the countryside, the natural and simple cycle of
life and death clearly evident through the lives of the
villagers.

I placed two things together, the world mas-
terpieces and the farmers, the orchardists, in the op-
posite direction to the essay statement.

Araya Rasdjarmrearnsook,
The Two Planets Series, 2008.

The image starts by going “in the opposite direction” to the advice to
use one’s critiquing as a standard to evaluate the other party. It also
strikes back with folk language much better than “sharp criticism”. The
argument is not a marginal discourse under a bamboo grove or by a
river, but a necessary outgrowth. It challenges and refers to the idea
she has read about and to its initial peremptory conceptual framework.
What is important concerns both these miscellaneous words from peo-
ple without declamatory talent and the reversed perception. They re-
verse the poles and reduce the “world-renown masterpieces” to merely
artificial articles as reproduced works and as strange objects. The mas-
terpieces have superficial values imposed by fake golden frames. Out-
side the museum or gallery wall what is left but “I’'ve looked at it a while
ago. That person put his head on her lap. That’s humiliating. Lying like
a curled up tiger. The shoes are lovely. I'd throw it over the field”. That
means throwing the masterpiece into the pond for fish to feed on and
taking down Western culture to fall or set in the East.

It’s like drinking hot coffee while it’s snowing outside.

Or what a critic in the exam room compares to “durian blended
in raw egg yolk.”

Two passages on this past recollection are being cropped when

Can one be certain that
insightful critiques will
strengthen Asian art?
Such critiques can also
become knives that
pierce the heart of art.
This is because crit-
ics usually place high
value on certain works
(world masterpieces
for instance). It is not
different from typical
critiquing done in the
Western world.

()
The more we attempt
to criticize a piece of
art, the more words we
need to seek in order to
most accurately portray
our interpretations. The
greater our efforts to
interpret, however, the
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compared with foreign translations. One is: “The article by an Asian art
academia searches for a roadmap of Asian Culture and for a mechanism
to strengthen Asian art network”. (literal citation without orthographic
correction) Another important sentence is: “Amidst reading that article,
my brain opted for the contrary. | thought about the image of the Asian
who are not knowledgeable about art criticizing European masterpiec-
es”. This raises the doubt whether Eastern language rewrite English text
by making it concise. The foreign one becomes relatively wordy when
compared with the shortened native language. Thus, authentic inspira-
tion is just a missing and reduced discourse. It is not a surprise that none
of the young critics in the exam room were unaware of this, because it is
not the language used in the exam room in the same way that image is
not the language of baskets, fishing nets, scythes, forks, bamboo cylin-
ders. Hot coffee in the snowy capital is missing from steamed sticky rice
and homemade cigarettes in a rural place.

The initial image becomes jagged, being prickly, itchy, derisive
by missing from being there.

Should we try letting the well known sharpness be sharpened by some
inadvertent critic, with no ready-made question-answer to be solved
by a fixed set of wisdom? What would happen if international influenc-
es clash with radical, out-of-the-box perceptions? Let us break out of
regulations that define “art” and free ourselves from traditional roles.
Try to learn words and values that no one else comprehends. Not only
the work involves political connotation to grope so as to be scratched,
the artist and writer also uses language to deal with politics. The Two
Planets has political diction that harms the ear, because such diction is
unreliable and not self-explanatory. The negative voice from the cul-
tural clash of two lands can be clear. The unclear voice. Unclear because
of incomplete knowledge or total lack of knowledge. The inadvertent
critic plays with the local language that requires subtitles which city
people or those outside the town or in a foreign country need to read.
Even the critics-in-training in the exam room were conditioned to read
and decipher partially the locally specific content. The linguistic issue
trespass upon the art issue that peasants have to read as they can. The
masterpiece itself can only rest in its golden frame, unaware of the vast
public opinion about it. How then, could the urban audience sharply
critique on an artwork marred by such disconnections? The general au-
diences from rural areas are not professional critics. The artwork itself
is not an authentic masterpiece. The display of the work is also artificial
because the audience must be seated to view the art instead of natural-
ly moving around. The main issue is not the different languages, but the

further we stray from
the artwork itself. Our
superfluous dissec-
tion of the artwork
makes us lost in our
own critiques. We
further try to connect
all factors together to
decipher a theme which
transcends what we
actually see with our
eyes. Sometimes we
do discover a deeper
meaning. Many times
nothing is meant to be
found.

Chonpicha Nakro
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lack of an accurate mediating language. Forget subtitle! Want to try?
Try the political language stained with duckweed, and soon appears the

choking-on-water fog with her greeting words.

The initial image becomes jagged, being prickly,
itchy, derisive by missing from being there.

The graffiti on exam answer sheets was al-
ways ignored in the grading process. Such
graffiti disturbs the eye, disgusts the spec-
tator, and reveals some reluctance. It pos-
sesses numerous negative connotations and
is generally ignored by people. Graffiti on
walls, for example, is viewed as visual pollu-
tion. The scribbled marks and signatures of
people unknown in the arts community are
automatically ignored. On the other hand,
the scribbles made by renowned artists are
highly valued, and left for one to solve or de-
code — even if such graffiti are nothing but
dirty jokes, a symptom of mental disturbance
(unfortunately, that will be also counted).
Graffiti from a test symbolizes self-doubt,
self-denial, and even self-degradation. It calls
for ignorance, and resembles the drawer’s
basic feelings and instincts, the initial reac-
tion based on thoughtlessness, reaction too
raw to be admitted. Such ignored arts can be
compared to the farmers’ opinions which dif-
fer from those of educated critiques. Perhaps
there must be a world for all those ignored.
A place for the content cropped in videos, a
space for the answers skipped. An area for
the scribbled marks obstructing the eyes.
Such unpopular lines and footages are worth
another land.
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Emotionally affected

From a spectator’s perspective, | feel emotion-
ally affected (paradoxical emotion in front of
the good tempered or humorous painting in
contrast to the spectator’s mixed impression
of humor and being affected). /| also become
frustrated (a normal symptom of being doubt-
ful with several questions boiling up slowly be-
fore reaching the state of steam, together with
feeling uncomfortable with the open place that
looks stuffy). This is so when seeing the villag-
ers turning their backs toward me (Humph!
The outside spectators! The know-nothings!
They’re not as bold as those here who look un-
concerned. They are careless about the look
of another person or others outside the area.
The villagers turn their back at all of the “sharp”
criticism. Maybe the weapons, harvest equip-
ment, are blunt and rusty, but still usable, mak-
ing one feel “emotionally affected”). However,
they are facing, turning their faces, toward the
impressionist painting in golden frame (that’s
prejudice and it hurts). It’s very ironical that all
of these occur in a real, natural scene (the arti-
ficial environment is fake and ridiculous). Eve-
rything seems improperly related (completely
irrelevant). The feeling gets more intense when
the villagers appear enchanted and hypnotized
(due to the golden frame! Imputation of an old
painting.) instead of physically and mentally
enjoying a work of art amidst the already cool
natural environment on a happy weekend holi-
day and the like.

Teerawan Mingbualuang

...Sorry for interrupting.
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Some critics were “emotionally affected” when the parties engaged
in the conversation ignored them as if the area in the screen was
closed to the outsiders. Some critics and spectators acted as if they
were “missing” from the conversation, or “trapped” by the outside
world that is more real. The Two Planets comes to obstruct their
perception, block their understanding by the language barrier and
the refusal to acknowledge the identity of the people behind. Thus,
the imaginary border directs the spectators to listen to them. Reject-
ing the spectators so as to call them to listen, listen to the language
no man could understand, like the “language of a crazy woman”
(2006). The content shifts from content to listening. All understand-
ing is stopped at the threshold. The voice is protagonist to whom the
spectator has to listen to. Listen to the voice from her back criticizing
with words one can hardly understand. Listen unclearly to a crazy
woman whose face is blurring out. Listen to the animals struggling in
a slaughter house, to an artist’s favorite dog howling on the verge of
expiring, to Araya’s reading poetry to a lifeless body that is probably
unable to hear anything but lying still as if listening. Are the listeners
and spectators like the remains of a dead person that is well kept and
conditioned to listen? This makes the people on the living side be-
come “emotionally affected” but not because they’re forced to listen
but because they have to listen attentively.

Without much attention, the act of “missing” will occur as in
the case of those critics in the exam room who have only a sheet of
paper with the transcript to read instead of the sound to listen to.
These critics must read in order to listen to themselves in the same
manner as the video spectators who have depended on the subtitles
in order to listen to their own voices in continuity with the voices
they hardly understand.

Perception deficiency or discrepancy. The spectator arrives late,
unable to join the group and are kept in the back of the line, listening
along but are unable to voice their views. The spectators are late, but
why do they need to grasp the understanding. This reminds one of
the titles of a work “Why is it poetry rather than awareness” (2002).
That is when it is too late to reach an understanding the warm late
morning sun. Listen. These are the sounds of poetry without prosody.

The exam text is the consequence of the last study topic in interpre-
tation. One idea concerns the fact that the practice of interpretation
is related to something one is facing or the object of interpretation

Exam
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and to something inside that refers to accumulative experiences,
attitudes, prejudices, perception, etc. Another unmentioned thing
includes what is not there. That it’s not mentioned indicates that it’s
not really there. If interpretation can be related to something that
does not appear hic et nunc, something delayed, late, late (and is
not mentioned in the class), looking at something that is not there at
that time is like an interpretation process whose outcome deviates
from the original text, the original object, because if it’s the same as
what’s present originally, it would become repetition or paraphrase.
But interpretation is not different from reproduction by bringing in
the mixed understanding to be repeated in a language system, what
has not been revealed will emerge just like getting a winning lottery
number by decoding the picture. It requires prediction and expecta-
tion while letting knowledge slip into a pond or swamp and combin-
ing one’s personal desire with the surface of the picture and go along
with what the conscience and instinct direct. Interpreting is not forc-
ing the truth to come forth. Neither is it deception. Try scratching
the foot of the people in the picture and you'll understand.

Unlike the jolly discussion of the villagers, the students are taking
the exam silently: no discussion although there is no control. The
examinees don’t cheat. The cheater is the text because it distorts
the original situation going through various steps: from video to still
picture, from out in the open air to the dim shade, from sound to
words, from listening to reading the transcript of the voices, from
dueling up and down in a manner of avoidance to bending down to
write it away. The test cheats the examinees by supposing them to
be spectators who have not looked at the original picture or listened
to the original voices. Similarly, the picture in the golden frame is
cheating the villagers using replication not the real work. Sectioning
the work into still picture for looking and text for reading is dispers-
ing synthetic perception (watching + listening to the still picture) to
make it become tiny parts. How could they put them back together
again when the exam question or instruction has them separated
into pieces (Will the villagers be able to make a distinction that the
picture in the frame is not the original)? However, the point is not
that it is a puzzle game to make them confused, to deceive them.
But in which way will they put the pieces together from their own
attitudes, prejudice, preference, and perception? Or will they recon-
struct it through deconstruction or continue to take it apart further
until it collapses and contains no particular form or shape?

The test does not lead them to the original. It’s impossible to
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take the exam in front of the original work at such a time and in
such a condition. Neither is it possible to borrow the original to be
put right in the field or near the canal living with the bamboo grove.
What can be done is to provide only the reproduction, the make
believe and distorted condition, the dissection of the original into —
reproduced painting (scanned picture) — written script of the dia-
logue to be read and changing from listening to reading or changing
from listening to others to listening to oneself reading what others
have said.

The critics aim for points or scores but they are made to be deaf be-
cause there is no voice for them to criticize. Instead they are given
the transcribed text of the dialogue to be read silently to listen to
their own conscience or mind. But if they could hear it, the difficulty
won’t be lessened. They will have to decipher the informal language
that is not used in criticism. They have to read in order to hear dis-
tinctly, to hear their voice from their own mental mouth. Who is
the speaker when the voice, the tone and the meaning are unfa-
miliar? Who's the speaker? The language is spoken from the other-
ness and the strangeness of the words that have been swallowed
to become a soundless mental message. How could the translator
translate the phrases into a foreign sub-language while maintain-
ing the local tone and accent of the dialect? This is because saying
“maen khon ko//leo hua me nai na// mo ni tuong bo tao lung tip
tat” (Transcription of the dialect) is not the same as the English “Is
it a human? Then where’s his head? Anyway. That’s no comparison
to Uncle Tiptat.” (Renoir’s “Ball at the Moulin de la Galette and the
Thai Villagers” 2008). The tone’s different and so is the melody or
intonation. The translation is limited when the locality restricts the
possibility to transfer or reduce. The translation can be attempted
but no longer can the language structure be maintained. The same
question is posed by the critics who are enthusiastic to write the
answer: who is speaking the foreign language? The standard does
not correspond to that of the original sound. Translated language
becomes fake as it involves terms of melody that’s different from
that of the villagers. Language speaks for otherness that tries to imi-
tate the original like the reproduction in the golden frame that tries
to speak for the original that couldn’t be there because it got hung
up in the exam at the museum, isn’t that so?.
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Yet, listening without looking at or seeing the speak-
er face to face, listening from the back, seems like
a situation of a psychoanalyst who listens without
facing the client or by not assessing what is said.
That implies listen to the villagers facing otherness
inside and outside themselves, facing what is out-
side themselves and considered as universal stand-
ard: a compulsory work from the art circle as the
outside rules that intrude on and force them to join
in the conversation. This is le Nom-du-Pére (The
Name-of-the-Father), according to a term in psy-
choanalysis (another rule that does not appear sud-
denly). The principle of facing what is in the front
is a “sharp” language either side is unable to read.
Why is the name of the father or creator so impor-
tant? The father is rejected by the simple reason
about who the father is. To not know the father, his
forbidding (le Nom-du-Pére), is the same as reject-
ing the father himself. Villagers ignore the father,
ignoring the father as a rule that calls for a specific
discourse. When norm in the name of the master-
piece emerges in a different place, it becomes nor-
mal because the standard of another place is just
something left off along the way. That is listening
to the spectators violating the rule by not accepting
the Name-of-the Father.

pre
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Suppose there is less and less time

each day and this induces us to think back to

days gone by. It takes us to thecool shade of trees and

hedges in the terrace where we stood watching children running

around merrily playing “Catch me if you can” (or “Tag”). The joyous screams

went on until late afternoon and twilight. Looking at the rippling water in the pool where

one used to swim and dive up and down, one craned the neck to get a good look at the tall tree tops

one used to climb, up and away without hunger but not yet well aware of being alive and well away from dying.
Memory dropped back to the night of New Year’s Eve of the week-long colorful annual Winter Fair of the province
when one glanced up in amazement at the innumerable twinkling stars and the glittering strings of tinsel paper
decorating tree limbs reflecting on the ornamental light from hundreds of light bulbs. The little child’s

eyes were fixed on a red paper star at the tip of the tree determining to reach for it although

being uncertain of the attainment/fulfillment. All kinds of prizes were piled in heaps:

Parrot brand fragrant soap, pleated red chiffon scarves with flower pattern

that were so thin and delicate and appeared transparent in the light.

These and a lot more temptation are promised including

a bucketful of lollypops to be given as a consolation

prize, which | got but one of them.

Image : Natawa, 86400.
Words : Araya Rasdjarmrearnsook, “A Tale of Daydream”.

e-mail 16 Oct 2011—
(without any modification)
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Itching ears and Aching liver

Reflecting on Lacan’s interpretation, saying that if one listens
to it word by word, a signifier will appear repetitively, one can
paraphrase what is said in Thai word that it smells something
out.

Like reading a text by Duras, one could feel that it smells like a
man. This is not strange because what you sense is repression.
So no matter how you try to keep it inside, it will always emerge
again in another form. Oh my God! Lacan would say, “Sayan tu
s’averes savoir sans moi. This is really sure”.

I can recall your Art Criticism course that you have your stu-
dents interpret Araya’s work. That’s also another activity of
psychoanalysis. Because, if students are trapped in the picture,
they won’t be able to find the hidden signifier as they’re busy
looking for meaning in the work. If the students listen, they
won’t understand; but they can watch the action of what they
are interpreting. Oh my God! Lacan will tell you. “Sayan tu
s’averes savoir sans moi. Eek Laew Na” (=again)

Finally, | figure it out. (Yet another 6 a.m. message again!)

In the film about Uncle Boonmee’s recollection of his past

life, the director (Aphichatphong) demonstrates what we call
“repression” in the scene when the monkey ghost appears. It

is repression of guilt when Uncle Boonmee chased after the
Communists. When he comes close to death, the guilt returns
in the form of his son who becomes a monkey ghost. If a ghost
is the creation of an image in order to make us hate our loved
one, in Uncle Boonmee’s case, it is a return of our loved one in
a form that we hate so that we can compensate for our past
guilt. Aphichatphong’s film is an example of the symptoms of
illness of society. One may say the film is the director’s personal
matter, but Lacan gives an interesting reason : “There is always
no difference between a private act and a public one because
a private act must always be related to the public”. Therefore,
the film shows the repression the society suffers from. But what
is it? This is not a major issue to discuss now. But from here

we can see that the film is actually related to ideology. So, this
film can be the starting of the proposal by citing the example
of Uncle Boonmee and connecting it to characteristics of his
beliefs and those of the film itself (that is long and needs to be
shortened).

In conclusion, | am going to study cinematography. | may use
Deleuze (and others). Not yet, I've not quite settled. Wait and
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see, there will be more episodes of “Aching Liver.”
This is for your information and consideration.

Annop Muhammud of the Arab Emirates
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where the other party is always strange no
matter what side the definition comes from.

One problem about using an excerpt or part of a whole context is
that it creates distortion, misleading people to think it is so profound,
so valuable (unless the excerpt is worthless and becomes an exam-
ple of the opposite), although the origin may be senseless and only
some part of it may be fine; attractive phrases, beautiful expressions
and sharp words because the main body has been cut off. Referring
to it without context makes it sound cool like some popular phrases
used for warning or creating humor. Sometimes, a golden expression
emerges from some worthless water hyacinth (weed). In this light the
process of decontextualization is done in order to create another pic-
ture of the glittering illusion. Decontextualization requires replace-
ment of the former values both of which are acceptable by consent
and with some doubt.

As such, how can the work outside the museum context (no
need to refer back to the origin) insist on the bamboo, river, stream
and pastoral views when its value is temporarily taken apart? On top
of that, it is a reproduction, not the original, that is decontextualized
as a game by the villagers who play at it humorously (they can even

figure out the winning lottery number from it...)

Decontextualization

The artist chooses to make use of things that
should not be together and puts them in the
same composition of an art work, which causes
a question to be raised about what seems to be
straying.

Kodchakorn Suksang

The word “straying” seems incorrect. It should
be “strange”. What is incorrect is incorrect in
itself. So what is strange in the familiarity? The
masterpiece tends to be out of place. But the
guestion implies that a strange body is a fake
thing. So, it’s not unusual that it is there. (What
museum will risk presenting a work by expos-
ing it in the sun or the weather to any ignorant
people?). The stranger is the migrant in his fa-
miliar place when the object in front slips in.
The strangeness becomes weird as it stays in
place, the location is in the wrong position right
in its own place. The strange object is made
to look common. It’s not weird or strange be-
cause it responds to the local people’s words.
A stranger in front of strangers is the situation

Decontextualization is the deconstruction of the original context, cut-
ting off the original frame as well as some wrong or misplaced ex-
pressions. These various words seem to fit the 19th Century picture
outside the museums. But it is wrong by itself; it does not go well with
the possible situation. Therefore, it should be recontextualization to
reproduce it, making it a misplaced object because the picture in the
frame has not come from the original boundary. It is just a representa-
tive of the original one that is placed at the same place. What falls out
of the frame is the simulated situation. The vast and elegant place of
the exhibition is changed to an open space outside where spectators
can chat away at will without an officer interfering. Decontextualiza-
tion is transformed into reframing. The new frame is a false gold one
and the video frame. The aesthetic experience of re- goes parallel to
the picture from screen, that has been rewound and played back and
forth with time presented to go over the two worlds. This is to re-
peat that the pictures that the third world has seen in various kinds
of media are all fake. It is in no way the moving of the two worlds to
overlap each other to the point that farmers appear in the outstanding
museum and galleries without a plow and rice straw. Therefore, the
picture is in the right place because the situation in the picture indi-
cates in itself that it is taken and placed there as an example. But not
as a model about which the villagers are talking. It is supposed to be a
model for deconstruction in an informal casual style of the grassroots
deconstructors.

The Two Planets continues the criticism that artists have about viewing
art exhibitions in a modern museum or gallery that sets up a pattern
of perception from the entrance onward to the end. The spectators’
reaction is within the condition and according to the regulations of the
respective organizations until it becomes a ritual (be quiet, walk along
the path, keep a certain distance from the work, whisper, listen to the
description from the earphone, read the narration from the handouts
or the attached tags, etc.). Art organizations are said to favor the intel-
lectuals who gain access to the work by money and brains. The Two
Planets breaks away from the elegant mold of practice and smiles
broadly in the open air, revealing itself to the farmers and peasants,
changing the mandatory activities of the sacred institutions to a jolly
conversation that can be right or wrong and needs no explanation. The
problem is Araya’s mise en abyme and mise en scene could not depart
from the inner area as generally observed that normally any violation
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of the criteria will eventually be approved by the criteria themselves.
Every demolishing of a gallery will go back to the gallery as if fate
makes it unavoidable. The shadow of art institutions is like a shadow
that keeps following and bothering, attaching to itself to the intellec-
tually boastful criticism inside the limited hall. Trying to change the
holy rituals and bring them down to earth, one cannot help facing the
sacred things in the name of regulations and interfering agenda that
are meant to make judgment and establish some value out of reach
of the farmyard, brooks and ponds or bamboo groves. The rawness
and freshness is overcooked by the brain and all intellectual writings.

Watching the aunts and uncles getting together discussing the work
of art, reminds one of Thomas Struth and his photograph of museum
goers in the West, a photo of a German artist creates a point in time
when the portrait is humorously responded to by the spectators. The
spectators become engaged in it accidentally (a woman is bending
down to get a close look at the Doubting Thomas while Thomas in
the picture is in doubt about the body of Jesus). Two worlds of the
photographer-artist are the dynamic from the still picture and inter-
action among various factors in the picture, between the authentic
masterpiece and the spectators who are trying to view the exhibition.
Araya’s world is upside down and inside out, going to the country in
the sunshine by a pond and well equipped with sound track and sub-
titles. It is not just the technique that is reversed. The steam and stark
truth in Struth’s photograph has Araya’s casual and imitation world
going along the side. The gold frame does not make the roadside
spectators engage in the picture in the same way as those in the mu-
seums are engaged in some pieces of art. The farmers take the role of
outsiders, outside the place and beyond their temporarily suspended
work. The non-mainstream spectators going in and out all the time,
sometimes going profound in the picture, other times going off topic.
No academic guru is going to buy the lottery number the villagers saw
in Van Gogh’s painting (or wants to take the risk?). Thus, the fortune
telling academicians keep going without any explanation of the con-
tent, rambling away with Renoir’s painting in which the feast turns to
be a funeral. The villagers are not naive. Neither are they talking non-
sense. Faith or belief and disagreement are far beyond assessment
with reason or in the scope of reality. That’s why the anthropologists
and sociologists have to pick up what’s missing from people’s words
or stories, from wall texts, from fanciful memoires and from dreams
where people express their unfulfilled wishes. Struth’s world comes
from observation. But The Two Planets predicts...
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Being Naive

The conversation springs from doubt and ex-
presses a simple language flavored with humor
and straightforwardness about what is seen,
that it seems unusual and out of place. Naiveté
could create otherness of a picture.

Monmanus Palahan

What will the farmers see in the golden frame?
The gold frame around the picture may have
some value and be more beautiful than the pic-
ture it contains in the farmers’ view or opinions.

Wannapa Kaewmonta

Naiveté creates otherness of a picture. The
villagers are not as naive as one thinks. Being
naive by itself is not stupidity. It’s but the lack
of knowledge about the picture one is facing.
The otherness of the picture becomes multi-
plied. An image is a foreign body in the place
where it shouldn’t be. The picture is a repre-
sentative of an urban society from another side
of the world. The otherness of the picture de-
fined from its origin increases the condition of
otherness from the other end of the road when
it is criticized, exposed, taken apart, attacked
and beaten, when the picture is criticized from
the roadside, farm trails, being raked and har-
vested until it becomes another picture totally
different. If knowledge could add value of it
with the value of being the other that extends
from the picture, naiveté is also the other and
others that attach value to the picture in a dif-
ferent way.

The farmers have not noticed the frame. They
slip into the work itself and forget about the
frame as if it’s not important. The frame lies
around the picture as well as the frame frames
the vision, deceiving one to believe that it’s a
real one. A frame affects the value of the work
as the end of the view. Derrida calls it the “sup-
plément,” a support that one can’t do without.
It complements the work and guarantees the
survival of the work, affirming its identity. It
supports the work the same as the main part
of the work does. Entering the significant issue,
the golden frame is the end margin that stops
the condition of a picture. One needs to include
the surrounding edge in the same way one rec-
ognizes surrounding voices of criticism at the
margin that disperses the main stream criticism
away. Each of the villagers’ thinking frame is
different from the practical frame of art which
is rather specific or specialized. The spectators
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know enough to go further from the frame to
the extent that they do not include the frame
in their words. It invisibly surrounds the work.
The marginal critics in the wall (fences) around
the exam room look at the frame as a derridian
supplement. The additional part comes far re-
moved from their childhood memories.

Since my childhood time, I've often
heard that art is something hard to
understand. My dad said it may re-
late to imagination and | might be
able to see it better than the adults.
| couldn’t understand then but now
| do. At that time, | was not smarter
than the adults, but | opened the
door wider than | do now when | am
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side is pure due to the different world views, and to the impure mon-

tage or the shortened distance. It is a historical drawing or outlining

that is full of gaps to an extent that understanding can’t be achieved.
Children are absent from the conversation ring.

grown up.

Who said criticism should be restricted to just within the scope of
the work? There is no rule stating that academic endeavor should
drop things of the past and memory so that only the core or essence
is attempted. In that case professional critics and art experts should
switch to sitting in front of the picture and wait to be recorded in-
stead of the villagers. Then we won’t hear that the people in Millet’s
painting are “attempting to find potatoes and yams” and not smelling
something from Van Gogh’s picture in which “that man’s feet stink so
he shouldn’t take off his shoes.” Perhaps one needs to look at The Two
Planets from a child’s perspective with “the door open wider” than or
beyond the two planets. Not with the concept of accepting otherness
or other people in which is a predictable discourse. That’s not differ-
ent from supporting the farmers with tender heart and some pity.
Neither should one adopt common ideas that they look at it “inno-
cently” and make “innocent” comments. That has nothing to do with
innocence or honesty. The inadvertent spectators could make all kinds
of comments that reflect some impurity in their basic thinking that
is tainted by some personal or individual experience and feelings, so
their criticism is formed outside or far from the context of “purity” or
innocence. Putting the farmers as spectators, placing a golden frame
in front of them, allowing them to talk freely, recording the actions,
editing it, all of these are absent from “purity”. Transferring an old
work into a new place is like adding an old voice into the conversation
in a language that the other party cannot understand. Yet, neither

Critics are probably pouring out concepts and
theories as well as the appropriateness of the
exhibition and content that is communicated to
the spectators due to familiarity (habits) that
become indifference. Meanwhile, villagers are
creating a fresh picture that is more exciting
than the critics’ attitude. They are like innocent
children who are green or inexperienced and
are so excited and overwhelmed with new ex-
periences. Maybe this is an artist’s standpoint
for this work. A glimpse of the ideas gives me
an image of a ridiculous critic and, as imagina-
tion drifts, that of art criticism as meaningless
practice for the farmers who work hard in the
rain and the sun all day long.

Teerawan Mingbualuang

Villagers as innocent children. Foolish critics.
and situation seem so unexpected that the pic-
ture in the golden frame is talking more than
the present farmers. Art criticism becomes
senseless as it is unable to replace free verbal
expression. Thus the content of the criticism
may have to be shifted to an informal or casual
side, relaxing from stiff or rigid rules and prin-
ciples. There is no need to be “sharp” from
practicing. Just some blunt, straightforward
comments will be able to get a firm grasp on
the masterpiece. The content of criticism and
that of the work itself is on each corner of the
mouth. The worst and funniest part is not the
outdoor roadside criticism but the one absent
in both worlds because sometimes it turns out
to be unlaughable or too dark a humor.
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Why Impressionism? Is being selected a sig-
nificant matter of the work? Impressionist art
claims to be pure and honest. It is an impres-
sion of the scene or thought in a short, specif-
ic moment that is painted quickly in a shorter
time than other genres of art. It is done without

The scope and the rural atmosphere are the ba-
sis for the mainstream painting that used to be
criticized for relying on impression in applying
the paint or color. Impressionism has the ironi-
cal implication from the start. Villagers portray
their impression facing the painting that is said
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concern for criteria or reality but relies on light,
color that is perceived in relation to a rural com-
munity. But here is pure honesty without effort,
looking at the picture and expressing what one
feels without being afraid of criticism or harsh
comments for lacking the taste of sophisticated
urban that is so concerned with image and un-
able to fully express what is felt or seen. The per-
ception of the rural people can be true impres-
sionism that in turn criticizes and satirizes the
urban society and even the art circle itself.

Natthida Chankaeo

to be mostly impressionistic. Villagers seem to
repeat what’s done by reconstructing the event
of different space and time, and by satirizing
the lack of understanding with the common un-
derstanding which many say is ignorance. The
same critic points out further:

In addition, they express the basic
perspective of the public toward
Impressionism when saying, “When
I got close to the picture, | couldn’t
figure out which was the body and
which was the feet. It’s so compli-
cated. Go and stand there and find
out who is who. The colors are sort
of blurry.” Sometimes one can’t help
thinking these farmers could be a
representation of the social group
at the time when Impressionism
emerged. It’s the newness, the ig-
norance. However, ignorance can
create a vaster space that extends
farther than the state of knowing as
well.

So, do we have to instigate naiveté, ignorance
and pure impression in criticism and interpre-
tation? One way or another, one world tries
to steal the legitimacy of another world. If not
sharp and witty, it must be foolish in an equal
amount. This is not praising the brain and sup-
pressing ignorance. In fact, it is letting igno-
rance rise and making knowledge and thought
mere pathetic logic. But that’s not different
from maintaining the hierarchy of bipolar as-
sessment. Why should one take sides with the
villagers to make it look good as if one is full of
kindness and flattery if we are amused by what
they say? Why praise the elegant criticism if we
are jealous of it? To flatter one side is to find
fault with the other side. Yet, to praise all sides
equally would be too obvious. Spitting on both
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sides could make one look too full of pride. Un-
reliable impression makes it hard to tell about
the where or the when about this. So, why does
it have to be impressionism? Well, “the colors

are sort of blurry”.

Gossip 2

The top corner of the answer sheet is filled with critiques of the
critiques:

“The artwork does not aim to instruct villagers.”

“Focused excessively on the artwork without enough self

reflection.”

“Quite weak.”

“Clear and complete.”

“Consists of diverse perceptions and ideas.”

“What have you written? It does not answer the test.”

“You tried to concisely write the response, but it lacks clarity.”

“Going with the flow without integrity and fancying on

society.”

“Thorough, simple, answers the test smoothly and

professionally.”

“Confusing, unorganized.”

Etc.
But, as it has been assumed that the evaluations of villagers’ critiques
towards masterpieces are unjust, illegitimate, and as sentiments of
sympathy overpower the evaluations, reducing all positive, nega-
tive or speculative judgment into academic curriculums, with which
criteria then can one evaluate these inadvertent critics in the exam
room when they state that they are not different from the farmers in
the artwork? Weaknesses and naiveté of the initial evaluations are
masked by academic factors, making them seemingly appear harm-
less. How can we now trust such critiques as “Confusing, unorgan-
ized” and numerous others hinted by the “Etc.”? Shall we now give
full marks for student-critics, and give “A” grades to farmers who act
like professional critics? Or shall we fail both of them, both the stu-
dent-critics and the pseudo audience? Empathy leads to the accept-
ance of flaws; apathy leaves nothing for art but an ironical “W” grade.
Either “Quite weak” or “Clear and complete”.
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Master Noei and the lesson on art
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(...) the role assigned to the schoolmaster in that
relationship is to abolish the distance between
his knowledge and the ignorance of the ignora-
mus. His lessons and the exercises he sets aim
gradually to reduce the gulf separating them.
Unfortunately, he can only reduce the distance
on condition that he constantly re-creates it. To
replace ignorance by knowledge, he must al-
ways be one step ahead, install a new form of
ignorance between the pupil and himself. The
reason is simple. In pedagogical logic, the ig-
noramus is not simply one who does not as yet
know what the schoolmaster knows. She is the
one who does not know what she does not know
or how to know it. For his part, the schoolmaster
is not only the one who possesses the knowledge
unknown by the ignoramus. He sis also the one
who knows how to make it an object of knowl-
edge, at what point and in accordance with what
protocol. For, in truth, there is no ignoramus
who does not already know a mass of things,
who has not leant them by herself, by listening
and looking around her, by observation and rep-
etition, by being mistaken and correcting her er-
rors. But for the schoolmaster such knowledge
is merely an ignoramus’s knowledge, knowledge
that cannot be ordered in accordance with the
ascent from the simplest to the most complex.
The ignoramus advances by comparing what she
discovers with what she already knows, in line
with random encounters but also according to
the arithmetical rule, the democratic rule, that
makes ignorance a lesser form of knowledge.
She is concerned solely with knowing more, with
knowing what she did not yet know. What she
lacks, what the pupil will always lack, unless she
becomes a schoolmistress herself, is knowledge
of ignorance — a knowledge of the exact distance
separating knowledge from ignorance. (...)

It is, in the first instance, the radical differ-
ence that ordered, progressive teaching reaches
the pupil. The first thing it teaches her is her own

| used to watch some foreigners. The children
are grown up now. | was scared to look. They
often watched private films. | used to have
pictures of that type. Sometimes, | saw them
embrace each other just like this. In the movie
they hug each other wearing just underpants.
This picture is the same as the one in Kaitoon’s
xerox shot. It was a picture of me in an army
uniform; it cost me 20 Baht. Same color as this
one. | liked the color. | told him to make a color
print. There are many colors. | know now. The
teacher got it from abroad. There is a child,
too. There is a pair of glasses to use for looking
also. The women are a different size. Maybe the
larger picture first. Now it should be the same.
This person is older. He is wearing clothes now.
It’s probably an old picture. It must have been
many years ago. | have seen something like this.
I’'ve seen lots of trees (going through other pic-
tures) (works by Van Gogh) this picture looks
like that in the west. This must be a soldier (an-
other by Van Gogh). He is an officer, the head of
a department (Dr. Rey). What year is it? It must
be 3272, right? The year seems to be (turning
the page). I've looked at several years. It must
be some years long gone by. There is no road
for cars (keeps turning pages). This one has just
a walking path and trees. Someone is sitting on
a tree (Boucher’s Triumph of Venus). Looks like
a child is lying down playing around. There are
many children here. They are naked, no shirt, no
pants, nothing. There are some trees there, in-
viting the children to come and play (returns to
Toilet of Venus). Is this the same? They are simi-
lar in that (turning back and forth between Tri-
umph and Toilet). Maybe not here. This one has
clothes, a small piece here and a larger piece
there, is that true? They are similar in that they
both have some clothes lying there (Boucher’s
The Sleep of the Infant Jesus). It looks like it has
fire between (turning back and forth). The path

has trees. There were trees.
Master Noei
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inability. In its activity, it thereby constantly con-
firms its own presupposition: the inequality of
intelligence. This endless confirmation is what
Jacotot calls stultification.

To this practice of stultification he counter-
posed intellectual emancipation. Intellectual
emancipation is the verification of the equality
of intelligence. This does not signify the equal
value of all manifestations of intelligence, but
the self-equality of intelligence in all its manifes-
tations. There are not two sorts of intelligence
separated by a gulf

Jacques Ranciére,
The Emancipated Spectator, pp. 8-10.

Atmosphere

The artist reveals the content of the work to
clarify the differences, depicting life and death.
Although Manet is dead his work remains be-
cause it lasts forever until it becomes decayed
and people see no value in it. But those people
who are sitting and watching it are the ones
who will encounter death in the future and will
not leave anything behind.

Suwadee lJittarakho

The Two Planets contains some trace (kiln-ai the
last syllable has a short vowel) similar to that of
the “Thai Medley” by the same artist. The indif-
ferent manner of the lifeless body toward the
artist who is reading a poem to it is haunting as
an impressionist work on the framed canvass.
It looks stiff and still, cold and indifferent to the
villagers’ rambling on all kinds of subjects. An
artist’s statement about art being taken good
care of as if immortal. At this point it shows
that those art works are dead since they are no
longer in the position to react or say anything
to present themselves. On the other hand, vil-
lagers who are born and die easily are at the

Amen!

One gets confused between “kiln-ai” with a
short syllable (literally meaning “smelly cough”)
and “kiln-ai” with the last syllable being a long
vowel (meaning “atmosphere” which has noth-
ing to do with smell (klin) or being shy (ai). The
smell causes confusion especially when it has
been blown through death before reaching the
pastoral land and hills. The Two Planets sends
out the original smell and the spectators inhale
it, not forgetting the old smell. So the specta-
tors have to breathe in the mixed odor and that
causes confusion. The intruding smell is the in-
truding noise of death. Whether metaphysically
or intertextually, this is not the smell they are

moment more alive than the art work. They are
the ones who drive the mummy-like art works
to dash on the real world for many centuries
onward. The art works can only look at the
spectators passively in a deaf and dumb/mute
manner.

Teerawan MIngbualuang
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used to in the formal class. It concerns what’s
beyond that makes the living dead, “depicting
life and death” as mentioned in the earlier cited
text. The spectators won’t miss the methodol-
ogy of mixing other content into the new con-
tent. Art is not what one sees, but it is dead
in a way that one couldn’t help recalling. It is
death and life in the same set of concept that
makes the masterpiece in the rice field by the
pond becomes both a lifeless body (Ah! Is this
a sarcastic view on the masterpiece?) and the
deaf and dumb who can only look back (Lacan is
behind this?). The well taken care masterpiece
is now haunted (by a ghost) and is now sway-
ing back and forth under the bamboo grove in
the rice field by the pond, being too weak to
say anything or to ague with the monster critics
who are not aware that they, too, will be dead
and become art, a mummy that is not able to
talk back to the spectators outside the monitor,
and one day they will be well “taken care of as
if immortal”.

An analogy could be made from the haunting death in the previous
work. How could the death sign in the form of memory be aban-
doned completely or half-heartedly as well as the ritual of modern
time academy? “Changing the meaning of death” as Araya remarks
goes along with adjusting the meaning of the old rituals that keep
haunting. From the white page, color ink, computer keypad, skim
reading that reminds one of what’s missing, each attempt that
avoids the end where knowledge’s haunting death as well as death
is trying to undermine knowledge, each attempt becomes a dream
drawn up to look at all things as obligation and power. The villagers
do not bow down to pay respect to the picture but sit in a group like
students when taken to a museum. Some sit cross-legged, some on
their heels staring at the golden frame as if in a trance. Death that
is facing them or one to come does not give any kind of response.
Getting away from the organizational mandatory ceremonial act to
the clever spectators through the villagers who are unable to keep
up with knowledge. Above the line containing the word death, a
new piece of work is created where other people’s role comes be-
fore Araya’s “I”. Underlying the word death, a new piece of work is

Identity or object has
never possessed the

real present. It can only
present itself in the same
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III”

schemed where other people’s role comes before Araya’s

One way as putting in what

may be directed to think that from north to south, from west to east happens first and what is
a newly re-arranged sentence will be formed to replace the previ- later.
ous statement. Who would expect repetition of words, of words, of Araya Rasdjarmrearnsook,

words, of one’s own memory?

Villagers confronting Manet’s Luncheon on the Grass:

“Is that Bin Laden? And that’s Saddam and that’s his wife. The woman is
really attractive. Is she Thai or foreigner?”

The local spectators are playing politics with the picture. Politics in The
Two Planets contains three meanings. First, Araya is turning the game
board upside down where the outsider has to make an assessment of the
east, make an equal deliberation of the chips and make others that nev-
er say anything about art to make some comments on an artwork that
comes from a distant place, the one everyone assumes to be more valu-
able than their pastoral land with swamp, morning glories and hyacinth.
Araya rejects the advice, disagreeing with the criteria assumed to come
from either end. She plays around and has fun by suggesting another
type of game. By having the spectators listen to the soundless work that
has caused so many voices of comments from the past to the present.
Politics of art involves pushing and pulling from the opposite poles. But
this is not just to win power back (everything is tied to power nowadays).
But it is readjusting or rearranging the landscape to reveal another un-
familiar angle. The political art game is half-serious. The villagers’ rules
are placed before the international rules that look defenseless, unable
to strike back. Thus, comes the next issue when this miss-matched poli-
tics becomes politics of aesthetics to consider value and perception of
various kinds from a group of people who has never been included in
defining art and aesthetics. However, such political mechanism is differ-
ent from teaching art to villagers (and from teaching art to a lifeless body
as done in the previous video work, totally different?), but it concerns
the distribution and allocation of the perception for the sake of what’s
outside the mechanism itself. The reflection of the spectators here is not
the reflection of many more spectators who do not work in the fields or
carry garden hoes or forks. The message does not reach the spectators
in the picture and the key objective is not for the spectators in the pic-
ture to understand the picture. This politics of aesthetics talks about the

“A Tale of Daydream”

Encountering Karma
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borderline that separates things that no one has ever reached or cares
to access, the experiences that affect the creation of art landscape and
the reversal of various definitions of art and aesthetics. At the border
The Two Planets diffuses the differences or prepares to explode. Lastly,
the time duration of The Two Planets expands outward to overlap with
the surrounding lower class crisis. The voice outside the mainstream is
pouring into the capital demanding to be heard. Two dividing basic colors
are used to symbolize the high degree of difference, the so called “grass-
roots” expands to form a gigantic patch, making one aware that grass
can be colorful. The Two Planets is not black and white. But it does not
directly indicate what political colors it belongs to. Neither is it an irony
of the two political colors as seen everywhere in a silly and senseless
manner. The work does not deviate to non-personal matters completely.
However, it is unavoidable to return to art and reveal the protagonists
who are commoners that sit on the same level as the grassroots. How
significant are color? Politics and aesthetics have not been merely re-
duced to the two opposite colors as some artists have lifelessly paired
them up. It is possible to touch on the outside politics through an in-
ner politics approach to aesthetics and art. The failure to mention it is
speaking through it (regardless through which or on whose side the dis-
course). The lower class discusses art like the problems of the country.
The talk involves non-politics, prediction, issues around them and those
that are different or strange. Multitudes of voices indicate a significant
tone of informal unofficial language. Perhaps the problems of two colors
can be different from pure political problems. This is because there is a
consideration of art and aesthetics that could take part and change the
situation.

Araya Rasdjarmrearnsook:

One of reasons for neglecting excess is repetition. As remarked in the first line of the novel “Our existence
as we are evolved with time has reproduced ourselves.” However, our existence consists of repeating
basic activities again and again, seeing no new paths going and continuing on, ranging from daily
routine through old songs, dry leaves, sun exposure, star twinkling, to annual activities like conferences,
sweater in December. What | mean is that repeating perspective and value, including splendid scenery
when one stands facing the rising or setting sun over the horizon, by the sea or over the mountain con-
tour. Each time we go back to the same old reverie in which only the place and companion are changing.

One is forced to find the beautiful by weird exit, as in the saying:

“To give new meaning to the old views,
One may have to face the same old karma.”
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In this circumstance,

the sole object of attention should be the treachery of the moon.

2009 - - -
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Village and Elsewhere

(V&E)

Village and Elsewhere

2011 ---
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V&E
In this circumstance, the sole object of attention should be the
treachery of the moon.

photograph. 2011
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Village and Elsewhere: Thai Villagers and Gentileschi’s Judith and Holofernes

photograph. 2011
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Village and Elsewhere
We should start somewhere in the previous episode that links to what we are talking about,
or we can pick a place, an incident, a feeling or idea or ourselves to start with.

If both episodes deal with places, we can use places to start with.

Therefore, ‘Village and Elsewhere’ has its beginning.

Village and Elsewhere: Thai Villagers and Rembrandt’s The Anatomy Lecture of Dr. Nicolaes Tulp

photograph. 2011
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ws:’luﬁ?ﬂumﬂmwgﬁﬂ dnteann 4nag The monk from somewhere revealed his feelings. He longed for the past.
UL ﬂﬁﬂaﬂumqﬂugﬂﬁuﬁ'ﬂﬁ’muﬁ He thought about the good old days when people’s hearts were filled with religion.

"Lai@ﬂ‘imﬁwﬁ LauULNuA When no one talked on the telephone or played games
M?ﬂddﬁﬂm'm“ﬂtu:ﬁ’dﬂé’luiuﬂﬁ or were busy sending messages in the temple compound.
wilafiudeanssimAiaseanielula All of them were absorbed with the sermon.

19fi el mnundadnsunselunay wiuandn “Perhaps, there is some hope for the monks elsewhere,” they said.
LINLAUSITIANE LA ’qumﬁnuw ﬁ’ﬁﬂ'lmi’lﬂhey ordained the dead body, put clothes on it and gave it a nice name.
"lﬁ?atymwmtﬁ?ﬂuw%ﬂuﬁﬁu%’uﬂ']‘a‘ﬁ;luws:"lunwuﬁ’] To get the soul ready to be a priest in the next life,

"Ld"lmd'lﬁ'cymsuw'l*ﬂuanLE@%‘N They put a certificate of ordination inside the clothes of the dead men and women.

Village and Elsewhere. 2011

single channel video. 2011. 25.30 min.



Qmammm;:Junjaﬁgmmﬁumémﬂ(lugﬂ) Look at the eyes of the two women when looking at the man. mﬂfau’]ﬁau@‘m'suﬂwaqﬂﬁﬁ WANLU The farmers far away sat and looked at the picture of Thai farmers chatting. They said
ﬂuuﬁahﬁlumLaﬂﬁ’uﬁwg'm'hﬂuffmqqzl,ﬂu%nﬂ%gmsn One of them doesn't look at him at all. Presumably this one is the first love. éﬂﬂjﬂud’mﬁméﬂsﬂﬁuﬁmemﬁﬂuﬁm’m’ﬂvmﬁﬂ The woman in Millet's work was not looking for insects like the Thai farmers thought.
thusflufisaunsnudalavatsdnauiluladas We call it the first wife or the major wife. The other a minor wife. umwmwwm?ﬁﬁﬁ]uqu‘ls&mamwmmLsaﬁ’q% The nephew of the male farmer, who was also a farmer did not like Renoir’s painting.
vnanwsaliiae Now look at the next picture. nsiupdusuieasuazlluun He said it was too crowded.
fRamsnzaziunzwieiulaefiladan What happens after that; a quarrel, Senselessly. 1l v lusudaasdlunaui The old grandpa said the grass in Millet's painting was dry grass.
ahnn dyoywia adean aziiailyun When there is sense that is wisdom. When sense flies away, problems arise. wignaedntludraand But the son said it was wheat.
anun nanliin aRda(AR)AzARNUNNN Dogs don’t bite people with sense. Those with no sense bite along with the dogs. daeinlalltdrauiwszlildludiaddne T he old man said it was definitely not rice because it was not in Thailand.
wamnilainaiuman AutaiuAuAIefue But in the picture it is not a dog fight. People fight. antelinuliamanuaaulnadieitluidiaddne The son argued that the Millet's piece and the Thai farmers was made in Thailand.

ﬂiﬁtmﬂﬁﬁﬁdwuﬂﬁam’mﬂ?&'ﬁw’mﬁaLdﬂmﬁmﬁ’u'l‘vm The old man said he referred to the fact that Millet's painting was not about Thailand.
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Village and Elsewhere: Artemisia Gentileschi’s Judith Beheading Holofernes, Jeff Koons’ Untitled and Thai Villagers Village and Elsewhere

photograph/single channel video. 2011.19.40 min. single channel video. 2011. 25.30 min.




88
mwduiile 3ﬂtﬁuLﬁﬂQﬁﬁ1ﬂu1QEﬂuu That one is boring. It focuses only on the breast.
il SluRatznsn This is art. This painting contains more artistic components.
ARMIAANIN LAUNIN It's more attractive.
wAMWuTLAwAEn But this one has only the mother.
n’lwﬁy@ﬁ LLﬁﬁﬁyﬁmﬂu@%‘lﬂu@ laiiima1sunl That one looks good, but it doesn’t stir up the emotions. It won’t make the viewer cry.
uﬁmwﬁy@uﬁqﬁ?mﬂm This one makes young man’s mouth water.
ey qazgauwil Young men like this one.
LSIFRIWAAINASZ Ggmﬁiuﬁﬂémﬁmmﬂuﬁy To tell the truth, the highlight (focus) is on the two women.
ETENDY ATARWNAY As a man, | am looking at two women.
autududlRunadudnau As an old woman | look at the women too.

Village and Elsewhere: Jeff Koons’ Untitled, Cindy Cherman’s Untitled and Thai Villagers

photograph/single channel video. 2011. 14.25 min.
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They're protesting against

Look at the

May | act like

What? What picture is
They display this to tell us not to do
What are those two people
Why are they doing

Taking a

Village and Elsewhere: art — market/public space

Jeff Koons’ Wolfman in Pakoitai Market.

photograph/single channel video. 2011. 9 min.

AIDS.
picture.
this?

that?

like that.
doing?
that?
photograph.
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A r
How could he
It's
Is this
Cover it up
This can destroy our
May | see
Oh, no. Child don’t look
It's done

Village and Elsewhere: art — market/public space

Jeff Koons’ Wolfman in Sunday Market.

photograph/single channel video. 2011. 9 min.
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pornography.

Don'’t

art?
now.
image.
again?
look.

Koons.
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Lives and works in Chiang Mai, Thailand.

Born in Trad, Thailand.

Education

1981 B.F.A. in Graphic Art, Silpakorn University, Thailand.

1986 M.F.A. in Graphic Art, Silpakorn University, Thailand.

1990 Diplom Fuer Bildende Kuenste, Hochschule Fuer Bildende Kuenste
Braunschweig, Germany (DAAD Scholar).

1994 Meisterschuelerin, Hochschule Fuer Bildende Kuenste Braunschweig,

Germany (Konrad Adenauer Stiftung Scholar).

Selected Solo exhibitions

2011

2009

2008
2007
2006
2003
2002
1999

Village and Elswhere, Gimpel Fils, London
Village and Elswhere, 100Tonson Gallery, Bangkok
In this circumstance the sole object of attention should be the treachery of
the moon, Ardel Gallery, Bangkok
The Two Planets, Gimpel Fils, London
In a blur of desire, 100Tonson Gallery, Bangkok
Great Times Message, 100Tonson Gallery, Bangkok
Lament, Tensta Konsthall, Stockholm.
Why Is It Poetry Rather than Awareness?, The National Gallery, Bangkok.
At Nightfall Candles Are Lighted, Contemporary Art Museum, Chiang Mai
and Chulalongkorn University Art Gallery, Bangkok.

1998/99 Lament of Desire, ArtPace, San Antonio, Texas, USA, and the Faculty of

1995
1994
1992

Fine Art Gallery, Chiang Mai, Thailand.
Lustful Attachment, The National Gallery, Bangkok
Water Is Never Still, The National Gallery, Bangkok.
Stories in Room, The National Gallery, Bangkok.

Selected Group Exhibitions

2011

The Global Contemporary. Art Worlds After 1989, Zentrum fuer Kunst und
Medientechnologie, Karlsruhe, Germany

OK. Video FLESH 5th Jakarta International Video Festival 2011, Indonesia

MDE11: Teaching and learning: Places of knowledge in art, Medellin, Colombia

TRA - Edge of Becoming, Palazzo Fortuny, Venice, Italy

Video, an Art, a History 1965-2010: A selection from the Centre Pompidou and
Singapore Art Museum Collections, SAM, Singapore

Kaza Ana/ Air Hole: Another Form of Conceptualism from Asia, National Mu
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On the Agenda of the Art, Tokyo Wonder Site, Tokyo, Japan

Speech Objects, Musée de 1’objet, Blois, France

Roving Eye, SKMU Segrlandets Kunstmuseum, Kristiansand, Norway

Changwon Asian Art Festival, Gyeongnam, South Korea

Des Corps des fins, Ethnology Museum, Béthune, France

Border District, Haugar Art Museum, Norway

And_Writers, 1st Nanjing Biennial, Jiangsu Art Museum, Nanjing, China
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Return Ticket, Bangkok Art Cultural Centre, Bangkok, Thailand

5th Video Art Biennale, The Center for Contemporary Art, Tel Aviv, Israel

Ist Ural Industrial Biennial of Contemporary Art, National Center for Contempo
rary Art, Ekaterinburg Branch, Russia

Beauty of Distance, 17th Biennale of Sydney, Australia

The museum as a pretext in the contemporary art, Museu de I’Emporda, Spain

Hors du commun, the Abbaye aux Dames, Caen, France
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Realism in Asian Art, The National Art Gallery, Singapore
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The Quick and the Dead, Ivan Dougherty Gallery, Sydney, Australia

2009 Incheon Women Artists’ Biennale, Incheon, South Korea
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Six Feet Under: Autopsy of our relation to the dead, Deutsches Hygiene-Museum
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Tridimensional Scene: International Video Art Exhibition ,Platform China Con
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Thermocline of Art, Zentrum fuer Kunst und Medientechnologie, Karlsruhe,
Germany

Thresholds of Tolerance, ANU The Australian National University, Canberra,
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Wind from the East: Perspectives on Asian Contemporary Art, Kiasma Museum
of Contemporary Art, Helsinki, Finland

6th Gwangju Biennale, Gwangju, South Korea



2005

Six Feet Under, Fine Arts Museum Berne, Berne, Switzerland

Dirty Yoga, The 2006 Taipei Biennial, Taipei, Taiwan

The Pantagruel Syndrome, Castello di Rivoli, Turin, Italy

Venice Biennale, Thai Pavillion, Venice, Italy

Spaces and Shadows, the Haus der Kulturen der Welt, Berlin, Germany
Insomnia, Institute of Contemporary Arts, London, UK.

2004-5 54th Carnegie International, Pittsburgh, USA.

2004
2003

2002
2001
2000
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1995
1994

1993

Seni-Insomnia48, The Art House, Singapore

Poetic Justice, 8th International Istanbul Biennial, Turkey

8th Istanbul Biennial’s Videos Works, Diyarbakir and Batman, Turkey

Parallel Time, China Academy of Art, Hangzhou, China

Time after Time, Yerba Buena Center for the Arts, San Francisco, USA.

Subverted Boundary, Sculpture Square, Singapore

EV+A 2002, Limerick, Ireland

Small World, Silpakorn University Art Gallery, Bangkok, Thailand

Unfolding Perspectives, ARS 01, KIASMA Museum of Contemporary Art,
Helsinki, Finland

Glocal Scents of Thailand, Edsvik Museum, Sweden

Lament of Desire (collaboration with Elison) Perth, Australia

Jurassic Technologies Revenant, 10th Sydney Biennial, Sydney, Australia

Traditions & Tensions, Oueen ‘s Gallery, New York, USA.

Ist Johannesburg Biennial, South Africa

Vision of Happiness, Tokyo, Japan

1st Asia-Pacific Triennial, Brisbane, Australia
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