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unA~lU 2530 - 2546 / Articles 7987 - 2003 

oluF1au:voonrunn 

~(;l~h.n eJ~":iYib'll~Qfil (~~U(;l":iU'l'1":i":iAm":i ~fJnl,y: »u : r]~m~, 'Yl.A. 2533 viti., 5-13) 

r1qjqjl b'Ol1qj~l1flfil AfilUtJVltij-:l ~.lJ1-:1ij~ fil-:lltW~h-:lI.'l~1 b,UJeJ 1~':h btJ1"::~lJ'llI~V11eltJltJl'lll~ Flel 

'1JelVi~'Olt1eltJVlO-:lvl1lii' u,~-:I b~t1-:1"htel-:l'lJel-:lm1"'lJl~ bbl'1filtJAfilUtJVltij-:l'lJel-:l1'VltlbtJ1filnAfiltJ:: bUtJvlt.hGt-:l bnwl':h Vh~nfill-:1 

~ fil-:lltJ'Vl1-:1AfiltJ:: 106lfftJvI bbl.'l~-:I btJUm1"Am1"'Vl1-:1AfiltJ::.lJ1-:1'Ol'~~tJ briel bl:l~~l:lfilel-:lm1"I'1W1"ellJ l.'lel-:lieltltl'lJel-:lm-:l, b'VlVi" 

btJtI Vi.A. 2525 tTtJ ijAfilUtJVltij-:l.lJ1-:11"1~~-:lr1qjqjlb'1Jl11~ u,1.'l~-:lbVltl-:l 9 vhtJ
1 1~mVlt1JvlAfiltJ::I.'l~t1bVl~btJtJ1":: b'VlA 

1'Vlu bvl-:lijmtl1"11f11~olIP1"1,"n,.2, atJ'lJru::vltJ1"::b'VlA'Vl1-:11J1::1tJ(;Jn~(;)JtJlm1"'lJel-:lAfiltJ::I.'l~t1 bV1~ntJ b1fill tJlu1~ ~1 

n11P1"1"!f'fI~olI) t!el~ dJtJvI b'1Jlb'Ol1~11 bVlt1Jb~AfilUtJVltij-:l~-:lI'1-:1ijtJelti b~el btJ~t1lJ bVitllJr1lJAfilUtJ'lllt1 EintJ1"::m1" 

V10-:l b1"lm'Ol'Ol::ijn~eltJfl-:l1'11Vi~'lJel-:lAll.'l(;J1"I'OlI1"~Afilti Vl1"::A~ (Vi.A. 2435-2505) tJl~ b~~ l'1el11"11~ b'I'Jh~ 
" 

(Corrado Feroci) iJ~l~rimh bU~AfiltJ::I.'l~t1bVl~btJtJ1":: b'VlA1'Vltl #/i-:lm111r1lJtTn b~t1tJvlijVi1"1.'l11"1"I'i'Vl1-:1AfiltJ:: 
" 

I'1tJVlO-:lbfiellJ 30 tim bb~111 : "tJlb~t1~It1v1 bn~~1 bUtJ VI Qj-:l liiel1tJ'Ol::1~ij1elmI.'l1~vil-:11tJF1filtJ:: ....~V1tij'lEinVltJelti 

n U,Iii-:l-:lltJ1tJ lii'el-:l~ uaan ~1 1~vil bb~1-:11tJAfiltJ::vl1~ b~t1tJ~I,,3 
" " 

V1AtJ 1'1 ~vl11AfiltltJVltij-:l-;\'1 t11el-:l b~nvil-:11tJ F1filtJ::V1 ~-:I'Ol.,nm1" bblii-:l-:lltJ b~ elvl'Ol::1~ ~ViA (;JtJ Iiiel1111"::V1tJlv1bu 

l'11"ellJl'11'1n dJtJml~'Ol1-:1 ~1tJVlti-:l ~1V11lJF1filtltJVlQj-:lbtJ bijel-:l1'Vl t1'V1fillt1l'1tJbtJiJ'Ol,UtJ 1~t1 b'VIt1JvI ~-:l1~ijm1"iiln'j;.l 

I'itJI'111 bfit11r1lJAfiltltJ'VItij-:l'lJel-:l1'Vltl~lrieltJ 'VIln'Ol::~tJ 1tJ~t1l1el~l-:1 F1filUtJ'VItij-:l'll11 (;J::1tJ(;JnbtJel~(;J Gtn 4 Vl1tJ 

nl'1-:1'Ol::'lhtlb~m b~tJI'111~1'1~1t11'1 ~-:lr1tJU1-:1btJ bb~'lJel-:ll.'lrntJ111Vi'Vll-:1I.'l~1"l.'lvlij ~film::'VllJliielAfiltltJ'VItij-:l 

eltJvI'Ol~-:I U,~1 V1AtJl'1~vI~n1~fjtJ bl.'l~el'l ~-:ltlnm'1Jl-:1t11tJtTtJ 1~ bl:lVil:: bblii'Ol::1~fjtJ'OllnAll.'l(;J1"I'OlI1"~Afilti bvhtTtJ 

bb~ bblii bel~ell1"~ ~1 btJwl (Edouard Manet, I'1.A. 1832-1883) f1bl'1t1mh1~lrieltJbfiellJVlO-:lA(;J11"1"'j;.U,~1 
w 

"tJl b~t1~It1v1bfiel~-:ll.'lel-:l1~1~dJtJ~'llIt1,,4n~111~t1~1btJ\1iVil~Vi-:lfl-:l bbti1fi 1~~1'llwl (Berthe Morisot, I'1.A. 1841
w 

1895) bbfil::tJel-:l1.'l11#/i-:l vm bvl-:li'Ol'nAtJ bl'1t1'lJru::virJn~~fileln b'1itltJ111VibtJViVifi,nrutlfil'I'J1 ~1t11JI'1~n111Vivl bb'ii-:l bbn1-:1 
'U II 'U .. 

IJ,fil::m1"lJ1~~tJhvl bbtJ1 bbtJbtJvI~~ 1~~1'llwlnl.'ll~I1"{l bm'lltJ::~tJl.'l1"1"l'1tJltJltJ1"::m1"vlAfiltltJVltij-:lbtJl.'l~t1tTtJ-;\'llii'el-:l~'Olqj 

bfielnfillt1 bUtJAfiltltJ'VItij-:l.fftJU1I'1tJ'VIO-:lvlvil-:11tJbFitl-:lth bFitl-:l1'V1~r11J brieltJF1filtltJn~~~~ bVi";iI.'l-ttJUl.'lwl mVi b'lltJ 1~ btJwl 

(Monet) b1"elU11 (Renoir) b(;Jelmd (Degas) bbfil::l'1tJ~tJ'l 5 F1filtltJ'VIQj-:lEin 3 vhtJvl11~1.'l~t1r1lJ1~~1'llwlFlel h-1l1 

ueu btJel1 (Rosa Bonheur, I'1.A. 1822-1899), ~11lJill'1bneliiel-:l~ (Marie Bracquernond, I'1.A. 1841-1916) 

U,fil::bb~~ r11.'l'li'1'Vl~ (Mary Cassatt, I'1.A. 1844-1926) btJ'lJru::vl1~~1'lfwlbbfil::lJill'1bneliiel-:l~bblii-:l-:lltJ lJeltJ btJel1 

bbfil::r1I.'l'li'I'Vlvlmel-:l1'111~ bUtJ11.'l~ 1~t1(;Jfilel~ AfiltltJl.'lel-:ll'1tJ'VI~-:lIiiI-:1tJ1"::l.'llJI'111~~1 b1'Ol bbfil::ij~el b~t1-:1btJ'll1-:1~1(;J'lJel-:l 

bfiel elt!l-:1hnlJll~ ueu btJel1li1el-:lfil::v1-:1l'1rul.'l~lJ~'lJel-:lnfill.'l(;J1bfiel1'li'il11J1 bVlijeltJ~'lflt1 bfiell.'llJlJ'VI~ t1l~ ~~ GftJ bbfil:: 
q II 'U 'U 'I 

1MlJ el~qjllJ1'Ollnl9\'l1"1'Olvl'Ol::1.'l1~m-:lbn-:l1~ ~1tJ~l~ lJill'1 bneliiel-:l~ ~-:lvltJl bAilnAel bfiellii'el-:l b~m'1itltJ111Vi 

1~m~~'lJl~ btJ11tJtJ fillt1~11J1'lJel-:l bfiel briel b~tJ bbril'111~ l.'l-:llJ 1.'l'lJ'lJel-:lmellJI'111
7 

, 

 
 
 
 

 
 
 
 

 
 



b~eJ-«'lm ~iJ~l~nqjqjl bfieJii~-:lvh.h 6l'lJb~ ~-:lVli1-:1v1I"HtltJ 1"1 ~-:lniJ bl.iHfi 1~i1'1lWi bb1J11 bfieJ~::ii l"1":ieJiJ 1"11'1 

nqjqjl611~I":itl'flViA(Pl'lJb ~niJ-:ll'lJi'16'lU:: bl.6'l::{i-:l't'lieJ~~1tJ u":i-:l61tJiJ 6l'4'lJeJ~l-:1 b~~v1~lnl"1":ieJiJl"11'1 bl.6'l:: brleJ'lJi'16'ltl'lJ 

bfieJiiN6'l-:lI'lJeJeJn~11(PltJ 1~'lJl(Pl611tJ -:ll'lJ'lJeJ-:lnqjqjl~-:lii~ruril61~1"11":i b~1"111~61'lJb~eJ~I-:1~i-:l~-:I brleJv1~:: l~ bU'lJ 

~1'lJVli1-:1vl~::1Jmijn bb'lJ1vn-:lel'lJ61(Plb61 ~IVl1'iJ i'16'ltl'lJVlqj-:ll~~1J'VleJ(Pl ~eJlu 

UVmAm":i b~m'lJeJ-:lnqjqjll"1~-:li1I"1-:1~::61il-:11"111~~A1-:1 bb6'l::1"111~~'lJ (Pl ::~-:I":i::I"1'lJn'lJ ~IVl1'iJ ~vli~n bfieJb'lJ 

;)1'1.1:: brltJ-:I "i'16'ltl'lJVlqj-:l~1JmiJnm":i61il-:161":i":ir1-:11'lJm't'l~~rl"'lJeJ-:llV1tJ b~btl(Pln11-:1eJeJn lu"a Vl ~-:I~ln bU'lJ~'lh 

I"1'lJVli1-:1b'lJ~I'lJm't'l~~rl" bb6'l::~(Pl":im":i~Vlijn~h ;1-:1 btJ'l.I!n't'l'lJl1~1 bU'lJ ~1'lJbVlqj nqjqjl b~~-:ll'lJvlbU'lJ~-:lVflvntJel'lJ 

bVl~~1tJm":ib'iitJ'lJm't'lv1i.j~~'lJmh-:lbbVf~i-:l biJeJVll'lJeJ-:I-:ll'lJ bfitJ1niJ(PleJnl1J iii'lJ bb6'l::t]~m6'l .lfl-:lnmi'1 bU(Pl~I~ln 

U":i::61iJm":iruVli1-:1t1b'lJtiJ~'lJ b~eJ~iJtlv1 bb~1 9 m't'l~til bb6'l::m't'l b'iitJ'lJ~(Pl":i::m":i(Pllv16'l:: b~tJ(PleJeJ'lJ'lJeJ-:I bfieJ bNtJb~ b~'1.1 

U1''llqjl ~1'lJ1J1"11"16'lv1 bfimniJfi":i":i~'llI~ bb6'l::~1(Pl (Pl6'leJ(Pl~'lJ1"111~'lhu'll'I'lJlqjb'lJm":i1"11iJ~~~ bbU":i-:lvlii't'l ~-:leJ~I-:1'l.h 

'1l~b'lltJ 

uVI'lJv1~::6'leJn b~tJ'lJ61":i":i't'l~-:I~-:lVl6'lltJ":ieJiJ~I'lJv1 btJ'lJ bb":i-:l11'lJ(PlI6'lb~eJeJn~11(PltJ l~N(Pl b~tJ'lJ nqjqjll~ 

bbU":i bU~tJ'lJ":iU1(Plm Vl~ltT'lJeJeJn~1 bU'lJii~ bbvl-:l b61'1.1 ":ieJmb~~ bl"1~eJ-:lVl~ltJ ~fll ~n~ru bb6'l::61m'lJm":iruvl bl"1~eJiJ~ , "tj 

bb~-:I~1tJtJtJI"111~Vl~ltJ ~1tJ bVl~i1 m't'l~n~ru(PleJnl1J'lJeJ-:lnqjqjl~-:liil~-;iI6'leJ-:IbbiJiJ~I~ln~'lJ~11J1(Pl1(PltJb~'t'lI:: 

bb1Jm::tT'lJn(Pll~ n~~v1u":i::VJ~~(PleJnl1Jb't'l~-:I;i-:lneJu":i~1tJ~bbU":i-:l~'lJ1~elb~eJ-:ln'lJVl6'lltJVl6'lln~'lJeJ-:I~bb(Pl-:l'll~~ a~ 

bVli!leJ-:I ue::~1-:1 n 611 ~1":it1U":iii (Plm't'l't'l~tJ'lJeJ-:l1"111 ~-:ll ~ us::1"111 ~ ~-«f'1~":i":ifJ'lJ eJ-:lfi":i":i~'ll1 ~ tJ1~ N~ (Pl eJ nbtJ-:l1J1'lJ 

eJeJn~ll~eJ~I-:1i.j't'l~-:I 

97 
~-:lvl ~1r1t1Jn FleJ m":iU":i::611'lJ ~~~'lJjh::Vl11-:11"111~1J1-:1b61 bb6'l::1"111~ b'1J~~I-:1vl ~n ~1'lJeJ-:I bV1I"1UI"1 ~tilniJ 

t'l6'lIv1Vl~'lJ1"111-:1'lJeJ-:l6'lltJ b61'1.1 l~b'li brleJv1~:: bb61(Pl-:lml~'lhu'll'I'lJlqj'lJeJ-:lm":i~(PleJ-:lr)U":i::neJiJ'lJeJ-:lm't'l VlieJ bb61(Pl-:l 

m":iN61~N611'lJeJ~I-:16'l::6'lI'lJm'lJeJ-:I~v1eJl~~::'ll1'lJb~ijnii-:l-:lI'lJ'lJeJ-:lbm6'l'lJ bbVh-:lbl"1'lJbfib6'leJ1
10 

(Helen Frankenthaler, 

I"1.A. 1928- ) bb~ brltJ-:I~hm~m ~IVl1'iJnqjqjl m":ib'iitJ'lJm't'lbuitJiJU":i::~~1~niJm1Nn6l~I~bb6'l::m":i'll'I":i:: 

1qjqjlrub~NeJ-:I bbN1 VlieJ~ntJtJVli1-:1 m't'l b'iitJ'lJ'lJeJ-:I bfieJ buitJiJ b6liieJ'lJ11'lJVi'nu":i::-;i11'lJ ~1'lJ1l11 ~ bl.U":i-:lvlUl(Pl~1tJ 

b61'lJVl'lJI1J1-:1vll1il-:1n'lJ ":ieJtJ bb~~vl b~eJ~1tJ~vlVl~'lJ1"1 ~IVlieJ 6l11-:1b61 ":ium-:lvlm'lJ~1 u6'lltJb61'lJvlVl'lJ1 bbu'lJVlieJu":i::U":iltJ 
~ 

~-:I bVl ~1i1tJ-:liJeJnii-:leJ1":i~ru'lJeJ-:li'16'ltl'lJ VlieJtJtJwO-:l u'lJVi'n61m'lJm":iru b~'t'lI::b'lJ~1(Pl ~-:lr11't'l(Pl'lJeJ-:I bfielbeJ-:I11 
~ 

"~'lJMjeJ1":i~ru1mfi bb6'l::~'lJ~:: bb61(Pl-:leJeJn~1 I"1ru~:: b~'lJl~'lJ-:lI'lJ'lJeJ-:I~'lJ b'l1'lJn'lJ"ll, 

bb~11-:11'lJ'lJeJ-:lnqjqjl"yn~::~(PleJ~b'lJ bb'lJ1'lJI~fi":i":i~ b~n'1l b't'l":i61-i'lJU61~12 (Abstract Expressionism) 

b'lJ1J1-:1l"1f-:l b":il"yn~::~eJ-:I'1Jl~~rurilvn-:l1qjqjlru'lJeJ-:I'll11(Pl::1'lJeJeJnv1i.jeJ~b '1.1-:11 'lJlu el'lJvl~i-:l bb~1 'lJ1Jd'lJm":i 

6lil-:161":i":ir1-:11'1.1 i'16'lU::'lJ eJ-:I bfieJ'll1'lJb~11 ~nii-:lfi~m":i~'lJeJ-:I ~V1B b'll'lJ ~-:l611~1":it1m":i 6'l,~~fi":i":i~ bb6'l::1"111~ 6l-:liJ~-:I'lJ eJ-:I 

13 
~(Plb~~1tJ1fj61~IBUli ~~~'lJrlniJfi":i":i~'llI~ VlieJ1fjUl(Pl~ bbU":i-:l'lJru:: b'iitJ'lJm't'leJ~I-:1~iJ't'l ~'1.1 bb6'l::eJeJnvhvn-:l 

~1mVllJlvl bfieJii1eJm61luf1'm~i'16'lu::~eJv1U":i::bVlf'161Vl1';)elb~imb'lJtI 't'l.A. 2518 bb6'l::U":i:: bViAtiJ~'lJb'lJtI 't'l.f'1. 

2522 nqjqjli~ntJ1U":i::61iJm":iru~lnU":i:: bVlA(Pl::1'lJ(Pln bb6'l::vn-:l (Pl::1'lJeJ eJn~lb 'l1bU'lJU":i::btJ'lltJ bl.6'l:: 6lil-:161":i":ir1 

i'16'lU::vli.j1"111~n sunt'l'lJn'lJ~-:lb'lJ~I'lJ bVlI"1UI"1 bb6'l:: bdm'll 

 
 
 
 

 
 
 
 

 
 



fldl~~ bbm.l~ld bb~:;fldl~ ~U~'U bU'Ufldl~ ~<JU el'Uvi~i<J bb6td ~<JviA~tJ'Uth~'VleJ(;1 ~<Jb'U<Jl'UA~tJ:;~l~ldt1eJtJ~l, 
fltJ1~~1~r1UtJ''lltl!lffil'l'11eJ<J bfieJ14 mVi b'll'U f11'V'l bb'Ud'Ul~fidd~ri bb~(;1<Jt;<JVi~ b~~ bVii:ieJ~<Jn11<J~lnf11'V'l b'ii~'U'Jl(;1tj~m~ 

bdl~:;b~'Ubtl~<J'11(;1d<Jn~~vii1~eJeJ'U~l<J'11eJ<J~i'h b'V11 bb~:; bVi~eJ<J btl~<J1~~d<J ~~ ~6'l bGl'Ut'l bVi~eJ<Jvi bQ~UlJld<J 

fldl~ bi ~U~l ~eJ ~l<Jvi ~ (;1'11 eJ<JdtJ'V1d<JU'U~'UVi ~<J ~'11ld 6'l1'l<Jml~1'tln 1~ eJ ~l<Jd'U ud<Jt;<J ~ m'V'l'11 eJ<Jvi11<Jvi~ bVii1 eJ'U 
'I 'U	 'U q 'lJ 

bb~1'V'll'11~ b~~meJUm'V'leJeJn1tJ 'ii<J~1~ldt1~:;eJtJ1~~1~r1Ufldl~1~ijvitf'U~(;1 bbl4<J~mdl ~ ,	 , 

b'll'U b~~dr1Um'V'l'Jl~tj~m~ ~'UVi~'l~'11ldVi1eJ~1 buvi11<J btJG'll iT<Jfl'l bU'U~d'U6h'lqjVl'11l(;11~1~'U1n'V'l'Jl(;1 

~'l.J bdleJ(;1vi~:;'ll~ b'll~r1tl!tl!11~1~t;<Jqjlruvi bQ~U'11l(;1'11eJ<J bfieJb'Umd~(;1eJ<Jl'itJd:;neJU'11eJ<Jm'V'l bb~:;mdvi~l~ldt1 

mUfl~'N bbtJd<Jvi~U'V'l ~'l.J1~eJ~1'lijd:; bij~U bb~:; bb~'l.J~h 1~11 bfieJ~:;~(;1dtJ bd'lJlflrul'l'11eJ'l bfieJb'l.JVil'1'V11<Jb~ ~ ~vitJdlnllFieJ ,	 v i\J 

~~~m'V'lvi~~l'1~dd~'if'lrieJb~ bfi(;1fldl~itln~'l6'l<JUeJ~l'l bbVi~i<J ~<J1tJn11,T'U't'ln"l deJ~ih~'11eJ'l'N bbtJd'l 1~11~:; 

~~eraa ~1'l bb~dUl'lViieJtJl(;1eJ~l'ld'Ubmn bbN<J1tJ~d~'V'l~<J~11'l ua :;ml~~1 ~n ~:; b~~(;1eJeJ'U Vilnfl'l.Ji1eJbVi~~:;,
 
tJd:;6'leJ'lVl1 b'll'l.J11Ul'l fldl~'VI1~'l.J:;~<J, b'VI~'lFieJ~<Jvifll~Vi1<J 1~eJ~1<J mJ'l.JeJ'U
 

m'V'lb'ii~'l.J'11'Ul(;1b'VIQj'11eJ<Jr1tl!tl!l'ii<JtJd:;neJU~ln~lbU~'VI1eJ bbtJ(;1 N'l.J(9JeJ b'lll~d~r1'l.J'VIieJ'li'eJ'U(9JeJr1'l.Jn 

th6'l'l.Jb~ bU'l.Jrl bl'1jj b'Umdb'ii~'l.Jm'V'l'11'Ul(;1 b'VIQjflf<Jbbdn11 1'16'1tJ'l.Jnij~n bG'l'l.Jr1U b11eJVil~d~md~ml~'VI~l~StJ~'l.JVI 

'11m~b'VIQjU'l.J~l bUvi(9JeJr1'U btJ'l.JN'Ubmli b'Ubb~'11eJ'lb'Vlfl{jfl bdlm~~:;Onii<Jm'V'l'Jl(;1(;1eJn13!el'l.J~eJ~eJ'11eJ'l~eJ1b~~ Ie fiirJrJ 

(Geogia a'Keeffe, fl.l'1. 1887-1986) 1'16'1tJ'l.J'VI~<J'llldeJb~ir1'U ~'l-orum'V'l(;1eJn13!'t'l.Jd:;~:;bn6tbb6'l:;dl(;1 bbNfl6l~1tJ 

ltd~'l.J~d'11eJ'lm'V'lb'l.J'Vl1'UeJ'l b~mr1'l.J b'l.J'11ru:;VI~(;1iJ'n~:;i1nbtJi~U'll'U b'VIG'llJ'U'11eJ'lbeJ ArJrJ r1U~ru ~njjru'V11<J b'V'll'1 
15 

~~	 v 

m'V'l'11eJ<Jr1tl!tl!l b~~b~ b~'l.Jml~bbl'ln(9Jl'lVi ~lrltl!b'l.J bb~'11eJ<J bt1eJ'VIl bb~:;bb'l.Jd'V11'l~lnr\'leJfi1J1~'11eJ'l bfieJ beJ'l stJ1'I'l~VI 

98	 '11m~bViQjb'U'll'l.J'11eJ<Jbfimr'U ijb~I9l'l.J1V1~:;bb~(;1'lb~b~'l.Jt;<JmdbbtJdbtJ~~'l.J6'lm'V'l'11eJ<Jfidd~'ll1~ 'VI1eJEimr~'VIO'lm'V'l 

'11eJ'l~'Unm~~ :;fl6tl ~fl ~'lr1UdtJ'l.Jl~fidd~'11eJ'l(;1eJn13!'t'l.J'V11'lbm'l~1'l<J Ul'lVibd1m~~:; btJi~u bVi ~UdtJd'livi fl6tl u 
~	 ~ 

r1u(;1eJn13!'if'l6'leJ~G'leJ<JU'l.J~'l.J'VI~'lviijtl'VI~'l.J'11eJ<J~,h~'l.J ~Jll'll6'1 'VI1eJ~b'V11 r1U<Jl'U'11eJ<J bb~fl~'U 'V'leJ6'I~eJfl (Jack

son Pollock, fl.l'1. 1912-1956) 'iieJ Ocean Greyness (1953, The Solomon R. Guggenheim Museum, New 

York)16 b'l.J bb~'11eJ'l bb'l.Jd'V11<J bb~:;eJ<Jl'itJd:;neJum'V'l b'll'l.J b~~dr1U'V'leJ6'I~eJfl ~'ii'l bfieJijml~'ll~'lleJumh'lmn r1tl!tl!1 

6'l'l.Jn ~'l.Jl'l.J r1UmdtJd:;6'leJ<J'N bbtJd<JvieJeJm'h'V11'l~1' 191 bQ1~'UeJ ~1<J~ 6'ld:;U'l.J~'l.JVln11<J'11dl<J'11eJ'l ~1bU bb~m:;J'Unl'll~, 
bfieJ1~~eJ~ b~lJl'l.J beJ<Jl9lneJ~m~b~mdmeJU~1'11eJ'l1i5mdell'lb'U~H6'l~ ~~tJ'Ktl!qj:;eJ~l<Jtf'l.J bl1'l ~'Uvi11<J btJ G'll'11eJ<J 

~1lub'l.J'Ul'l.JlstJ bbUuVI~~~l'l"l VltJd:;tJdl~'11eJ'lm'V'l FieJ tJd:;-ornjj'V'l~l'l.J~b ~ b~'l.J11r1qjtl!1r\'10'lii'lstJ uuu 

eJ'll'itJd:;neJU'11eJ<Jm'V'l~d~ ~d~ b'VIl'l11 b~eJm'V'lv\tJd:;neJU(9JeJr1'U b6'li~6'l~1Jdru ntJdlnllln'V'lvi(;16'l~l<Jl~ b'U~l'l.Jmd 
q	 'U ~ 'U 

ann bbUU bfl1'l'11~~ b'l.J~l'l.J1Jddmml'1 ij'V'l~<Jb'l.J~l'U~6'll-or<J'VId:; bb6'l:;~n~u b'l.J~l'U~6'lm::'VlU bb6'l:;mnVl~:;1Jddm~ 

1~~d~ b'VIlJl~ 6'1 dtJm'V'lb'VIG'll11(;1 b'VIi1eJ'l.JiJ'V'l ~<J 6'l:;n(;1 ~'l~<J(;1(;1 b~ bdln~U~l b'Vi'lrl{j~dtJ1'I9lt1V1(;1iJ~1I'ldld bfl~eJ'U1'V1d1~ 
q 'U 'U	 'U 'lJ 'I '1.1 

~b'VIi1eJ'l.J11'V'l~'l~'UI9l'l.Jlmd'11eJ<Jr1tl!tl!1~:;~ij1''l.JVi~(;1tf'l.J b'l.Jm'V'l'VIi1'l'11eJ'lm'V'l'Jl(;1tj~m~ bfieJn~(;1m:;(;11jj~1 

(m:;(;11'1:t'VfeJ<J~'l.JVlvl1~1~ln lPl'U 6'l1) el'l.JUeJU1J1<JV1UU'l.J uou ~ ~'l.J'11eJ<J~Jl b~'U bb6'l:;~JlI'l1~eJ ~l'liJfldl~A(;16'l1'l'l6'lddl'i 

mdtJlb'Vlfl{jfltJ:;~(;1 (Collage) ~1't'li' ru Vld by:j~'V'l~'ldtJ~njjru'11eJ<Jm'V'leJ~l'l~'l~d(;1 b~eJ~eJ'l~l'Ubb~'l.Jm:;mjj 
~ 

~1'if<J b~i1eJ'l.J~l'l.Jvi1J1<Jb~VlU(;1tT'l bbt1U~ bViG'llJ'U bdlMtln b'VIi1eJ'l.J~eJ<JN1'l.JVit!1(9J1<Jm:;~n
~ 

b'l.J1'l.JVI N'l.Jl'ln b[ieJn b~'l.J 

bb3!11Vi~eJn bb6'l:;Jl N'l.J~ :;Vl1b~VidV1l'1t1'lll<J'UeJ n'V'l11iJ'd bb(9J fldl~ btl~n~'l.J bb6'l:;fldl~cll~'l.J'11eJ'l1Jdd~lml'1b'l.J'11ru:;,T'l.J 

n(;1dldr1u~~~~1~eJ~1'lbb~~~(;1! 
~ 

 
 
 
 

 
 
 
 

 
 



n{jJ{jJl1~ bb1,~,,~mYi1~1'WYi~'Wvl (Monoprint) V16mJmYi .:B~mYi~~l4" bb\PiGl~mYi'l'iT~lnm~'W;t~ bllitJ'WlJ'W 

bb~~~l4"Vi'Wei~'W b~tJdnlJ~l'W'Jl"dn{jJ{jJln~ldmh~ b~'Wdl'Wd'W':h mYi1~1'WYi~'Wvl'lJ~~ bfieJFi~ "mYi'lJ£l~Vi'W~'l'il 

~l~lnVi'W" mYi bVi ~ld tJl~nil':itJ'I'l":i~6lrutil'W bbGl~~'W~d'lJ~~Vi'W~ Gld~(;l1":mnlJ'lJ£l~~1~ tJl~n" btl'WtJ1A'Wl~dtJ 
~ ~ ~ 

6l{jJ~n".ru~brl~£llJbbN~ £llVib'll'W t'WmYiVlO~ mb'JjtJd mth~'W mbVl~£l~ bbGl~mbb"~ Fi£l6l{jJ~n".ru'lJ£l~fil\1)~~~ 

t'Wfi":i":i~'1ll~ ~'W1~bbri ~'W til Gl~ 1"tJ6il~lJ ~~~AGltl'WtiltJ'I'l~"Gl~t'W~1'WAGltJ~'ll1~"l'vnm":il1~V1~~~nfi~ 

rldl~V1~ltJ'lJ~~~'W! 

b~£l b":il1~ b~'W~l'W'lJ~~n{jJ{jJl nrl~1~£l1~tJli b~fi1~1l ~ Gl~l'W'lJ£l~ bfi£l btltJ~~d tJYi~~.lil1(;l bbGl~rldl~~l~n 

~ Gl:: bEitJ"ei~'W AGltl'W1~1~Yi£l t~~~~~i'l~AGltJ~ bi'ltJ~ brj£l bU'W£l1V1l":i(;ll b'l'h,x'W Yi~~ bbGl~ml~~l~~ bba,,~mj1'W 
~ 

":itJ'I'l":i~ m rJ bbtJ":i~ bbGl~£l~ritJ":i~n~lJ t'WmYi'lld'W1~b":ili'~n'lnlJo!~ t'WAGltJ~ b'll'W b~tJdn1Jbfi£l ;t~~~'lldtJ t~b":il1~ 
~ ~ 

1JnN'W~(;l h bbGl::'ll'1":i~1{jJ{jJlrut~lJ1~'I'l~~£l~ bb~d 

"":i. ~(;l~~l ~~":i~b'1l~fJGl 

~lrl1~ltJ":i~~Al~(;l1AGltJ~ 

rlru~1mlrurl~ ~V1l1'1'ltl1~tJAGltJlm 
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unmlU 2530 - 2546 / Articles 7987 - 2003 

KANYA AND HER ART 

Chittima Amornpichetkul (Exhibition Catalogue Flowers: Stones: Seasons, pp.10-13) 

Kanya Charoensupkul, a woman artist who has been active both at national and interna

tional level, is a living proof against an outcry about lack of Thai women artists in the art world. It 

is notable that out of 106 entries listed in an art exhibition, which was held to celebrate Bangkok 

Bicentenary in 1982, only 9 women artists including Kanya were represented.' Since modern art in 

Thailand is only half a century old2 (whereas in western countries it took nearly a century and a 

half for modern art to develop), it is understandable why women artists are relatively small in 

number when compared with their counterparts. On the other hand, one may perhaps recall what 

Professor Silpa Bhirasri (formerly Corrado Feroci, 1892-1962), the father founder of modern art in 

Thailand, said to one of his talented students almost thirty years ago : "It's a pity that you are a 

woman. Eventually, you could no longer create a work of art...When woman get married, they have 101 

to take care of their children and husbands, and no longer practice what they have learned from art 

school. ,,3 

A belief that women artists are obliged to abandon their artistic pursuit after their marriage 

in order to devote themselves to domestic duties is, to an extent, true for a number of women artists 

in Thailand at present. Since studies on Thai women artists have not yet been explored, a glimpse 

of four selected western women artists in the past will, to an extent, enable us to see a parallel 

regarding the effect of marital status on women artists. 

Such an oft-heard opinion, as cited above, was in fact shared not only by Professor Bhirasri, 

but also by Edouard Manet (1832-1883) almost a century earlier. "What a pity they aren't menl'" 

referred Manet to Berthe Morisot (1841-1895) and her sister with whom he first made acquaintance 

while copying at the Louvre. With a strong personality and a firm determination, Morisot finally 

overcame all the obstacles faced by women artists in those days, and became a leading woman 

artist who worked on an equal footing with her Impressionist colleagues (e.g.Monet, Renoir, Degas, 

etc} . Three more women artists, contemporary to Morisot, were Rosa Bonheur (1822-1899), Marie 

Bracquemond (1841-1916), and Mary Cassatt (1844-1926). Whereas Morisot and Bracquemond were 

married, Bonheur and Cassatt remained single. The two latter artists enjoyed both fame and success 
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during their lifetime. However, Bonheur had to sacrifice her femininity. Like a man, she smoked 

cigarettes, had her hair cut short, and requested a permission from the police to wear trousers," As 

to Marie Bracquemond, she tragically had to quit painting for good in order to maintain peace in the 

farnily.7 

Looking back at Kanva, she interestingly has one thing in common with Berthe Morisot. 

Though married, Kanya can devote herself to art, and receives full support from her family and 

colleagues. She remains a prolific woman artist. Kanya's works indeed merit serious attention, for 

they will partly open up a brighter avenue for Thai women artists to follow. 

Kanya's present one-person exhibition probably surprises as well as stuns those who simply 

know her as "a pioneering woman artist in Thai graphic arts. ,13 Having been a leading figure in 

lithography and ink painting, which are predominantly in black and white, the artist launches 

another challenge to work deliberately in colors. Based on the themes of flower, stone, and season, 

which originated form her one-year experience in Japan ten years ago,9 her watercolors and paint

ings of exquisite colors admirably reveal to us a personal philosophy on nature and life, and her 

masterly of the dynamic brushwork. 

Rather than faithfully imitate the concrete objects which surround and inspire her, Kanya 

transforms them into an allusive world of line, mark, sign, symbol, and situation. Thus, her image of 

flower is not a copy of any specific flower. Nevertheless, the bursting, firework-like clusters which 

condtitute successive broken strokes fo reds, pinks, oranges, yellows, and violets forcefully evoke the 

beauty and splendor of nature in its full bloom. 

Importantly, the interlock between the transparency and the subtlety of the wash technique 

and the swirling rhythm of lines are not simply meant to manifest a skilful compositional arrange

ment or to display a dazzling orchestration of an exquisite palette which may remind us of a Halen 

Frankenthaler (1928 - ).10 'Ib paint is, to Kanya, a form of meditation and purification of the soul. In 

other words, her pictures are her intimate journal. A stroke with a thickening or thinning width, a 

mark with somber of bright color, a form with dense or scarce lines-all-bear a certain mood of the 

artist or record a particular situation in life. "I've a temper," said Kanya, "and I show it. You can see 

lt " m my wark as we .11"11 

Although Kanya's pictures are usually identified with Abstract Expressiomsm'f , one some

times seems to overlookthe spiritual values of an easterner in them. Her creativity process is indeed 

reminiscent of Zen activities in which an awakening and the composure of the mind are attained 

through a communion with nature or through an exercise of spontaneous and gestural brushwork.13 

 
 
 
 

 
 
 
 

 
 



Having had a chance to further her art education in the United States in 1975 and in Japan 

in 1979, Kanya puts the experiences from both the West and the East at her advantage, and creates 

works of art which are harmonious in technique and content. 

Notably, Kanya has a tendency to condense complexity to simplicity, triviality to essence, 

and chaos to tranquility. As a matter of fact, what the artist expresses in her art can be analogous 

to her philosophy in life.14 An instance can be seen from an abstract scene of clouds over the field 

from the series of season paintings. What one views is simply a few spirals of pale palette of blues, 

greys and yellow converging a firm, straight yellow line. This extreme simplicity of forms against the 

white background intensely suggests a sense of expansive space beyond the picture frame which 

may perhaps allude to the infinity of the universe. 

Similar to the season pictures, the white background or blank canvas is still an integral 

element in Kanya's series of stone paintings. One cannot help admiring her keen sense of composi

tional arrangement and her firm, disciplined control of the spontaneous brushwork. No matter what 

directions the geometric shapes are placed, the result is a magic balance which provokes genuine 

serenity. Furthermore, every brushstroke, either a gentle touch or a violent attack, is embodied with 

vitality and subtlety. If such an execution is tried by a novice, a disastrous mess is certainly not 

unexpected! 

Kanya's large paintings, which are composed of either four or eight canvases joining 

together or superimposing on each other, deserve special attention. In this first-time exercise of 

large-scale paintings, the artist shows a witty treatment of her subject by presenting her interpreta

tion of a blew-up stone on a large composite canvas. Technically, one may perhaps recall the famous 

close-ups of flowers which similarly occupy the whole space of the canvas of Georgia O'Keeffe 

(1887-1986), an American woman artist. Whereas the viewer often discerns sexual symbolism in 

O'Keeffe's works," Kanya's pictures reveal significant differences in content and style. The enlarge

ment of forms in her works is, as explained by Kanya, intended to show the metamorphosis of 

nature. In other words, an image of the stone may structurally share an abstract pattern of the flower. 

Those floating, flower-like ellipses against the somber background of blues, browns, or greys may be 

perhaps compared with Jackson Pollock (1912-1956)'s Ocean Greyness (1953, the Solomon R. 

GuggenheimMuseum, New Yorky16 in terms of style and composition. Like Pollock, whom she highly 

esteems, Kanya enjoys a freedom to exercise her gestural brushwork on the expansive space of the 

canvases. Nevertheless, she does not allow herself to be entirely governed by automatism. The blank 

canvas in various free shapes at random corners of the canvases is evidence of Kanya's concern 

about compositional design. Consequently, the completed composite canvases appear majestic in 

design, solemn in atmosphere, dynamic in rhythm, and mysterious in effect. Inexplicably, they seem 

to possess a hypnotic power which induces us to ponder over those moving animate objects. 
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Kanya never seems to run out of her imaginative power. In a picture from the series of 

season paintings, she inventively attached a delicate piece of sa paper, a local paper which is made 

from a plant, on to the color-fields of blues and browns. Such a practice of the collage technique in 

this particular case indeed heightens the effect of the image. Looking through the transparent 

collage which veils those color-fields, we feel like looking through a window-pane on a cool rainy 

day. Although the mist and the rainwater blur the outside view, the dampness and coolness of the 

weather at that moment can still be felt vividly! 

Kanya also exhibited a number of monoprints of which only a single impression is taken 

from the marble plate on which a design has been prepared in tempera. She wittily said about the 

works that they are "pictures of a stone which are made out of a stone." In some of them, the shape 

and the texture of the image look deceptively realistic. In others, they are enigmatic for symbolic 

implications. In one instance, green, blue, yellow, and red are meant to symbolize the four elements 

in nature-that is-earth, water, wind, and fire respectively. What the artist imparts to her art really 

challenges us to fathom its meaning! 

Seeing Kenya's works, we cannot deny that they are filled with vitality and subtlety. The 

artist is by no means satisfied to create art simply to please the eyes. The force and the beauty 

exhibited in her forms, colors, brush-strokes, and compositions invite us to share her appreciation of 
104 art which will enable us to sharpen the mind and purify the soul. 

Dr. Chittima Amornpichetkul 

Art History Department 

Faculty of Archaeology 

Silpakorn University 

 
 
 
 

 
 
 
 

 
 



Notes 

1. For a list of exhibits and participants,	 see Art since 1932 (Thai Khadi Research Institute,
 

Thammasat University, 1982) , pp. 120-22.
 

2. Pinya Krairiksh and Paothong Thongchua, "Art in Thailand since 1932 : A Brief History," lbid.,
 

pp.61-97.
 

3. Kaimukda Chute, "Kwamtaikab acharn Silpa,' in Acham Silpa lae luksit, ed. Nipon Kamwilai
 

(Bangkok: Krung Siam Karnpim, RE. 2527), p. 379.
 

4.	 From a letter of Manet to Fantin-Latour, dated August 26 [1868] (SNR Manet, Cabinet des
 

Estampes, Bibliotheque Nationale, Paris)
 

5. Charles F. Stuckey	 and William P. Scott, Berthe Morisot : Impressionist (Exhibition
 

Catalogue, with the assistance of Suzanne G. Lindsay. National Gallery of Art, Washington,
 

D.C., 6 September-29 November 1987 ; Kimbell Art Museum, 12 December 1987-21 February
 

1988; Mount Holyoke Art College Museum 14 March-9 May 1988.
 

6.	 National Museum of Women in the Arts (New York: Harry N. Abrams, Inc., 1987), p.63. 

7. Elizabeth Kane, "Marie Bracquemond : The Artist Time Forgot," Apollo 117 (February 1983) :
 

118-21.
 

8.	 Misiem Yipintsoi's comment of Kanya's works in Lithograph-Ink Painting by Kanya (Exhibi- 105 

tion Catalogue, Bhirasri Institute of Modern Art Bangkok, 10-26 July 1987), p. 6. 

9. Kanya Chareonsupkul, "Four Seasons : Kyoto," in	 Inspiration from Japan (Exhibition Cata


logue, National Museum Bangkok, 17-31 January 1989 ; Buddhasathan, Chiengmai, 21 Febru


ary - 10 March 1989), n.p.
 

10. For an example, see Before the Caves (1958), University Art Museum, University of California,
 

Berkeley) in Nancy G. Heller, Women Artists: An illustrated History (London: Virago Press,
 

1987), p. 171.
 

11. Pikul Malasiddh, "Her Statement," Living in Thailand (July 1987) : 13 

12.	 Art Since 1932. p.82. 

13. Shin' Ichi Hisamatsu, Zen	 and the Fine Arts. trans. Gishin Tbkiwa (Kodansha International
 

Ltd., 1974), p. 11.
 

14. Apinan Poshyananda, "There's	 a hidden force behind Kanya's stark statements," Bangkok
 

Post (17 July 1987) : 32.
 

15. Heller, p. 126. 

16. For a color reproduction, see	 Elizabeth Frank, Jackson Pollock (New York: Abbeville Press,
 

1983), pl. 91, p.100.
 

 
 
 
 

 
 
 
 

 
 




