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Thailand National Art Gallery

In 1974, the Treasury Department, Ministry of
Finance, presented the building that housed
the Royal Mint during the reign of King Rama V
to the Fine Art Department or the foundation of
the National Gallery. The institute devotes
itself to collecting, preserving, studying, and
displaying works of art, traditional and
contemporary, and is the leading art
organization of the country. The museum
building is an example of the Western style of
architecture created by Italian architects that
was popular for royal buildings of that period.
Itis recognized as one of the most beautiful
buildings in the country.

The grand opening of the National Gallery was
held to celebrate Her Majesty Queen Sirikit's
birthday, with Her Royal Highness Princess
Maha Chakri Sirindhorn presiding, on August
8, 1977. As a patron of Thai arts and crafts,
Her Majesty devotes herself to supporting art
of all kinds.

National Gallery, as a art national exhibition
center, devotes itself to collecting, preserving,
studying, and displaying works of national art,
consequently, to encourage exchange

programs of exhibitions between nations.
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The Swaying “Boundary”

Contemporary Ink-wash painting

from

the collections of GDMoA

After the establishment of the new China, the change of ideology and
the transfer of cultural polices forced “Chinese Painting”, a traditional
mainstream art form in China, into a plight of “being reformed”. The
traditional techniques of Chinese painting was combined with the
academic teaching of the former Soviet Union, and mixed with some
rising revolution realism, to generate a brand-new aesthetic thought.
Thatis, the “new Chinese Painting” of the socialists. It casts off the
emotional appeal of the old liberators and develops a strict modeling
method based on precise structural analysis and solid academic
foundation. During this period of time, excellent works that were laden
with revolutionary enthusiasm, praise for the socialistic construction
and deep concern to the reality mushroomed, and settled the aesthetic
foundation and social responsibilities for the “new Chinese Painting” in
the new China. Deeply inside, it contained strong collectivism
complex.

The opening-up in the 1980's also raised new requirements to the
development and evolution of Chinese painting. Individualism and
liberalism derived from commodity economy took the artists out of the
magnificent scene of historical narration. They switched their passion
foridealism and illusion to history to the close questioning of artistic
noumenon of Chinese painting. Some Chinese painters even shift their
attention to the ancient times and absorbed nutrition from the “literator
painting”. By the name of the ancient people, they corrected the
boundary of Chinese painting defined by realism. Echoed with such
thought and practice, there came again the popular statement of
“natural disposition” or “personality”. At the same time, artists with
modern cultural perception and western vision started to look for an
outlet for Chinese painting from external, western modern art, and look
for a therapy to “rescue the dying” .They even regarded traditional
Chinese painting as the fictitious enemy of the modern art. High-
strength criticism was fired from the proposition of “Chinese painting
coming to a dead end” and flooded the Chinese painting world with sad

mood of tragedy or indignation. Some artists with animadverting



