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Abstract

The abstract painting series “The Abnormal State of My Sorrowful Emotions” conveys
the artist’s inner experiences through the lens of contemporary art, centering on sorrowful
emotional states as the core theme for abstract interpretation and expression. In this context,
suffering is not limited to external stimuli but is perceived as a complex interplay of internal
emotional reactions, mental perceptions, and physical sensations. The creative process
thus serves as an introspective journey into the depths of emotional turbulence. This series
explores abnormal emotional states such as confusion, suffocation, uncertainty, and faint
glimmers of hope hidden within. These emotions are translated directly through the language
of visual art—via surface texture, color, form, and the dynamic movement of paint across
the canvas. The objective of this creative work is to utilize abstract painting as a tool for
emotional expression during moments of psychological distress, functioning simultaneously
as a process of self-healing and emotional therapy through the act of making. In terms of
technique, the artist employs pouring and dripping methods, mixing paint with thinner to
achieve a sense of organic fluidity on the canvas. Chalk powder is combined with glue to
create surfaces that are rough, cracked, or uneven textures that reflect emotional instability
and reinforce the psychological themes of the work. These materials and processes not
only create compelling visual effects but also effectively communicate the emotions hidden
beneath the surface. The creative process becomes both an act of self-exploration and an
honest revelation of one’s inner state. The outcome of this artistic exploration fulfilled the
intended goals: to employ a distinctive painting technique, to authentically express emotion,
and to establish a meaningful connection between the artist and the audience through
visual reflections of internal states. The techniques and creative process used in this body
of work have proven to be not only visually effective but also deeply therapeutic for the
artist. The series has been presented in the form of a creative article, contributing to the
broader dissemination of knowledge related to artistic processes and expanding the con-
temporary art discourse. Itis hoped that this work will benefit those interested in art as a tool

for therapy and as a medium rooted in personal experience and emotional truth

Keywords: Abstract Painting, Emotional Abnormality, Sorrowful Emotions
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This research examines the use of new media and interactive art to communicate
air pollution awareness in the exhibition “Polluted Currents,” held at Warin Lab Contemporary
from November 29, 2022, to January 25, 2023. The study explores how new media art can
effectively address environmental issues, focusing on PM2.5 and PM10 pollution through
three interconnected artworks

The exhibition included “Data Flow,” a generative art piece visualizing real-time air
quality data; “Footstep of Impact,” an interactive installation where visitors’ movements
generated pollution effects on a terrain map; and “Visage Reaction,” which used facial
detection to confront viewers with their environmental impact. Together, these works provided
an immersive and educational experience.

Non-participant observation and Interviews with gallery executives, curators,
academics, artists, and collectors highlighted the effectiveness of digital technology
and audience interaction in raising awareness. Experts praised the fusion of art, science,
and technology for simplifying complex data, though concerns about costs and maintenance
were noted. This study underscores the potential of new media art to drive social change

through meaningful aesthetic engagement.

Keywords: Generative Art, Interactive Art, Air Pollution, Environmental Communication,

Creative Research

" Doctoral Student, Faculty of Decorative Arts, Silpakorn University
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Introduction

Air pollution is a critical environmental challenge in Thailand, particularly during
winter when PM2.5 and PM10 levels often reach hazardous levels (Pollution Control
Department, 2024). Scientific data on such issues can be difficult for the public to grasp,
highlighting the need for alternative communication methods. New media art provides a
powerful platform to make these complex topics more accessible and engaging.

The Polluted Currents exhibition was designed to transcend traditional data
presentation by integrating scientific information, digital technology, and audience interaction.
It featured three key artworks: Data Flow, which transformed air quality data into real-time
generative animations; Footstep of Impact, where visitors stepped on an interactive floor to
witness the environmental consequences of their actions; and Visage Reaction, which
challenged viewers to confront their role in the environmental crisis. Together, these works
created an immersive learning experience that bridged the gap between data and under-

standing.

Research Objectives

1. To analyze the use of new media art in communicating environmental issues
2. To study methods of creating audience engagement through interactive art
3. To evaluate the effectiveness of art in creating awareness of environmental

problems

Hypothesis

This research hypothesizes that interactive new media art fosters more meaningful
environmental engagement than traditional methods. It suggests that transforming scientific
data into aesthetic experiences enhances accessibility (Manovich, 2001; Lumley, 2021),
physical interaction strengthens behavior-consequence connections (Cox, 2013; Pinsky &
Sommer, 2020), and technological self-confrontation deepens reflection on personal
environmental responsibility (Edmonds, 2010; Hornby, 2017). Together, these elements

aim to deepen understanding of environmental issues and inspire actionable change.
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Conceptual Framework

This research integrates three key theoretical frameworks:

1. New Media Art Theory: Drawing from Manovich’s (2001) concepts of numericall
representation, modularity, automation, variability, and transcoding, which enable interactive
and dynamic user experiences. This foundation supports the transformation of environmental
data into responsive visual systems (Tufte, 1984).

2. Environmental Communication: Based on Cox’s (2013) strategies for effective
environmental communication, particularly: making the invisible visible, connecting actions
to impacts, and stimulating behavioral change through meaningful engagement.

3. Experiential Learning Theory: Incorporating Kolb’s (1984) experiential learning
cycle with its four stages: concrete experience, reflective observation, abstract conceptualization,
and active experimentation. This framework guides the design of visitor experiences
through the exhibition.

These perspectives converge in a cyclical process: data representation which
transforms scientific information into sensory experiences, leading to interaction that fosters
viewer engagement, and ultimately cultivating awareness to inspire attitudinal and behavioral
change. This integrated framework informed both the creation of artworks and the evaluation

of their effectiveness in communicating environmental messages.

Research Methodology

1. Research Design

This research adopted a practice-based methodology, combining creative practice,
qualitative research, and action research approaches (Candy & Edmonds, 2018). The
study was structured into four phases, blending artistic creation with systematic inquiry to
explore the intersection of new media art and environmental communication.

1.1. Exploration Phase: (July 3 - August 31, 2022): Literature review, technology
exploration, and air quality data analysis

1.2. Development Phase: (September 4 - October 31, 2022): Concept development,
technical experimentation, prototype creation, and installation

1.3. Exhibition Phase: (November 10, 2022 - January 25, 2023): Installation,
observation of visitor interactions, interviews, and data collection

1.4. Analysis Phase (February 5 - March 29, 2023): Data processing, analysis, and

report writing
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The research scope encompassed creating and exhibiting three new media artworks
at Warin Lab Contemporary over 77 days, focusing on Thailand’s PM2.5 and PM10 air
pollution, digital technology creation processes, visitor engagement patterns, and perspectives
from gallery executives, curators, academics, artists, and collectors. Warin Lab Contemporary
was selected as the exhibition venue due to its established commitment to environmental
art and specialized expertise in presenting contemporary artworks that address critical
social and environmental issues. The gallery has developed proficiency in supporting new
media installations that communicate environmental awareness through artistic expression,
making it an ideal institutional partner for this research exploring the intersection of art,
technology, and environmental communication. The gallery’s technical infrastructure and
curatorial experience with environmentally focused exhibitions provided essential support
for the complex installation requirements while ensuring appropriate context for evaluating

the exhibition’s effectiveness in reaching audiences concerned with environmental issues.

2. Data Collection Methods

The research employed a dual-framework approach to data collection, address-
ing both the technical requirements of creating real-time responsive artworks and the ana-
lytical needs of evaluating their effectiveness as communication tools.

2.1.Data Collection for Real-Time Artwork Creation

The artwork utilized real-time air quality data from the World Air Quality Index
(WAQI) API, providing continuous PM2.5 and PM10 updates across Thailand at one-minute
intervals. This APl was selected for its comprehensive coverage of Thai monitoring stations,
standardized JSON formats, and reliable uptime, enabling dynamic visualizations that
reflected actual air quality fluctuations rather than static datasets throughout the exhibition
period.

Initial prototyping used Processing and p5.js environments to test APl connections
and explore visualization possibilities through particle systems and color mapping algorithms.
The Processing framework facilitated rapid experimentation with data parsing and artistic
concepts, while p5.js enabled web-based testing of API functionality. After validating technical
feasibility through fifteen iterations, final implementations were developed in Unity 3D to
achieve sophisticated particle systems and multi-screen coordination required for the 77-

day exhibition period.
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2.2. Data Collection for Impact Assessment and Analysis
The exhibition’s effectiveness as an environmental communication tool was evaluated
through systematic observation and expert consultation methodologies.

2.2.1.Non-participant observation: Using shadowing technique and unobtrusive
observation to document visitor behaviors, time spent with each artwork, movement patterns,
facial expressions, and verbal responses. Observations were systematically recorded using
structured observation forms.

2.2.2.Semi-structured in-depth interviews: Conducted with purposively selected
representatives from five expert groups. The interview protocol included open-ended questions
designed to elicit detailed perspectives on aesthetic, technical, and social dimensions of

the exhibition.

3. Exhibition Narrative Design
The exhibition employed a progressive narrative structure to guide visitors through three
interconnected experiences:

3.1. Understanding Development: Beginning with foundational information through
Data Flow

3.2. Making Connections: Exploring cause and effect through Footstep of Impact

3.3. Personal Reflection: Confronting personal responsibility through Visage Reaction

This sequential design aligns with Kolb’s (1984) experiential learning cycle, guiding
visitors from observation and reflection to conceptualization and action. The approach is
further supported by case studies such as Hornby’s (2017) analysis of Olafur Eliasson’s
work, which highlights the power of art to make climate issues tangible and emotionally
resonant. Similarly, Pinsky and Sommer’s (2020) Pollution Pods study demonstrate how
immersive, sensory-driven art can effectively shift perceptions of air pollution and climate
change. These examples underscore the value of narrativity and multisensory methods in
communicating complex pollution problems, offering a compelling framework for engaging

audiences and inspiring meaningful change.

25



26

nsdesNFINnANARENeIN A WAs s A :
NITUANETNTIANIT “Polluted Currents”

4. Artwork Descriptions and Technical Implementation

4.1.Data Flow

This artwork translated real-time air quality data into aesthetic visual experiences
through generative art (Galanter, 2003). The piece was designed to make invisible air pol-
lution visible in a compelling and emotionally engaging format using Unity Engine, where
custom particle systems and specialized shaders were developed to achieve the desired
visual aesthetic. Real-time air quality data was obtained through an APl connection to the
World Air Quality Index (WAQI) service, allowing the artwork to reflect current PM2.5 and
PM10 conditions. The visual output was presented on six 46-inch LED screens arranged in
a 3x2 grid configuration, creating an immersive visual field that surrounded the viewer as

shown in Figure 1.

Figure 1 Visitors Engage with Real-Time Air Quality Visualization

Source : Researcher’s Documentation / (Pongpan Suriyapat, 2023)

The system was programmed to operate continuously throughout the exhibition,
with data updates occurring every minute to maintain relevance and accuracy. A carefully
calibrated color progression scheme was implemented, transitioning from white tones
representing safe air quality levels through increasingly intense hues culminating in deep
purple to indicate hazardous conditions. The movement patterns of the particles were
deliberately designed to differentiate between pollutant types, with smaller, faster-moving
particles representing PM2.5 and larger, more predictable movement patterns indicating
PM10 particulates, mimicking their actual physical behavior in the atmosphere.

The visual aesthetics intentionally created a tension between the beauty of the
flowing particles and the dangerous reality they represented. Data visualization parameters

were meticulously calibrated to balance scientific accuracy with emotional impact, which
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emphasizes clarity, precision, and effective communication of complex data (Tufte, 1983).
This approach not only ensured the integrity of the scientific information but also enhanced
its accessibility and emotional resonance for viewers, aligning with the exhibition’s goal of
fostering deeper engagement with environmental issues.

4.2.Footstep of Impact

This interactive installation created a direct connection between visitors’ physical
movements and environmental consequences, allowing people to see the immediate
effects of their actions on air quality.

The installation was constructed using a series of 50x50 cm LED panels carefully
arranged to form a topographical representation of Thailand’s terrain, complete with
varying elevations to simulate the country’s geographical features. Beneath each panel,
pressure-sensitive sensors were integrated to precisely detect visitors’ footsteps, weight
distribution, and movement patterns across the installation. The interactive system was
powered by Unity Engine, featuring sophisticated physics-based particle systems
programmed to respond directly to visitors’ movements on the terrain. To enhance the
authenticity of the experience, the installation incorporated actual pollution-causing
materials strategically placed throughout the space, including charcoal fragments, industrial
plastic pellets, and agricultural chemical fertilizers, creating a tangible connection to real-world
pollution sources.

Overhead, multiple projectors were installed to display dynamic sky imagery that
gradually transformed in response to the accumulated pollution levels generated by visitor
activity. When pollution reached predetermined critical thresholds, concealed smoke
generators would activate, releasing controlled amounts of actual smoke into the installation
space. Special transition effects were carefully designed to create a seamless visual blend
between the physical smoke rising from the installation and the digital projections overhead,
merging the physical and virtual elements into a cohesive environmental experience.

The installation deliberately avoided clear beginning or ending points, reflecting
the continuous and cumulative nature of environmental impacts. Visitor interactions gener-
ated both immediate visual feedback and contributed to gradually increasing pollution

levels in the simulated environment as in Figure 2.

27
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Figure 2 Visitors Interaction with the work, Bridging Real & Virtual Worlds

Source : Researcher’s Documentation / (Pongpan Suriyapat, 2023)

4.3. Visage Reaction

This artwork utilized facial detection technology to foster personal confrontation
and reflection on individual roles in environmental issues. The installation featured four 42-
inch LED screens in a 2x2 configuration at eye level, creating an intimate engagement with
viewers. Discreet cameras, hidden within the structure and linked to the OpenCV library,
enabled real-time facial detection and emotional analysis. A specialized algorithm cap-
tured visitors’ candid reactions as they moved through the space, storing these expres-
sions for later display.

When viewers approached the installation, the screens revealed their captured
facial images paired with contrasting text, such as “problem creator” vs. “problem solver”
or “indifferent” vs. “take action,” challenging their environmental attitudes. Personal data
collection adhered strictly to Thailand’s Personal Data Protection Act (PDPA), ensuring
ethical handling of biometric information. The stark, high-contrast design—featuring deep
black backgrounds and crisp white typography—created a somber, reflective atmosphere,

as shown in Figure 3, encouraging deep introspection.

Figure 3 Visitors confronting the choices between ignorance and action

Source : Researcher’s Documentation / (Pongpan Suriyapat, 2023)
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The work created psychological tension by juxtaposing visitors’ spontaneous re-
actions with their conscious expressions when aware of being observed, prompting deep-

er reflection on personal responsibility for environmental issues.

5. Data Analysis Approach

Qualitative data from observations and interviews were analyzed using thematic
analysis. This methodical process began with thorough familiarization with the collected
data, followed by coding significant patterns that emerged. The research team then identi-
flied key themes and subthemes, which were subsequently reviewed, refined, and clearly
defined before producing the final analysis. This systematic approach enabled the identifi-
cation of meaningful patterns across diverse data sources and expert perspectives while

ensuring analytical rigor throughout the research process.

Research Results

1. Visitor Responses and Behaviors

Non-participant observation revealed several significant patterns in visitor
engagement with the exhibition as follow:

1.1. Extended Engagement: Visitors spent 20-30 minutes on average, significantly
longer than typical art viewing times, indicating strong engagement with interactive elements.

1.2. Progressive Learning: Visitors showed clear development in understanding
and emotional engagement, transitioning from aesthetic appreciation to critical questioning
to personal reflection.

1.3. Behavioral Adaptation: With Footstep of Impact, initial playful movements
evolved into deliberate, cautious interactions as visitors observed environmental consequences
of their actions.

1.4. Return Visits: Frequent returns to specific artworks, especially Visage Reaction,
suggested deeper processing of the exhibition’s messages.

1.5. Social Interaction: Discussions among visitors indicated the exhibition
successfully stimulated dialogue about environmental issues.

The observation data confirmed the effectiveness of the progressive narrative structure in
creating deeper engagement with environmental topics.

2. Expert Perspectives

The semi-structured interviews with five expert groups revealed diverse insights

on the exhibition’s significance, challenges, and implications as folow:
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2.1. Gallery Executives’ Perspectives

Gallery executives recognized the exhibition’s potential to attract younger audiences
through technology integration while expressing concerns about financial and operational
challenges. They highlighted high implementation and maintenance costs, the need for
specialized technical staff with dual expertise in art and technology, and difficulties in
developing sustainable business models for new media art. Physical gallery spaces also
require substantial adaptations to accommodate specific technical requirements for lighting,
electrical infrastructure, and climate control needed for electronic equipment.

2.2. Curators’ Perspectives

Curators valued the exhibition’s narrative structure while emphasizing the need to
balance aesthetic value with information delivery. They raised ethical concerns regarding
visitor privacy with facial detection elements and discussed the potential for applying similar
approaches to other environmental topics. Curators noted that exhibitions must be adapted
for different cultural settings, as presentations effective in Bangkok may require recalibration
for rural communities or international venues with varying technological literacy levels and
cultural attitudes toward environmental issues.

2.3. Academics and Media Perspectives

Academics and journalists positioned the exhibition within global trends in socially
engaged new media art while highlighting its distinctive Thai characteristics. They praised
its effectiveness in translating complex scientific data into accessible and emotionally
resonant experiences. Discussions centered on educational applications for diverse audience
groups and the exhibition’s role in advancing dialogue between art, science, and social
issues in Thailand as a model for interdisciplinary collaboration that could address other
national challenges.

2.4. Artists’ Perspectives

Fellow artists focused on technical implementation and creative processes, examining
innovative approaches to data visualization and the integration of physical and digital
elements. They discussed collaboration challenges between artists and technologists
while expressing concerns about accessibility of similar technical approaches for artists
with limited resources. These conversations prompted discussions about knowledge sharing
and developing more affordable solutions for artists interested in environmental themes.

2.5. Collectors and Art Supporters’ Perspectives

Collectors and patrons discussed emerging paradigms for supporting technology



213813AALNIINYINT 2568

31

-based art, noting challenges in collecting and preserving digital and interactive artworks.
They proposed alternative support models beyond traditional acquisition, including
commissioning processes rather than finished products or investing in documentation of
ephemeral installations. Many emphasized the need for institutional preservation protocols,
suggesting collaboration between collectors, museums, and technology experts to establish
best practices for digital art conservation.

Overall, the expert interviews revealed strong recognition of the exhibition’s innovative
approach while highlighting structural challenges within the Thai art ecosystem for supporting
new media art. Despite diverse perspectives and priorities, there was consensus that such
interdisciplinary approaches represented an important direction for contemporary art

engaging with urgent social and environmental issues in Thailand.

3. Impact Assessment

Analysis of observation and interview data indicated three main areas of impact:

3.1. Perceptual and Cognitive Impact: The exhibition successfully increased
understanding of air pollution issues among visitors, with experts confirming the effective-
ness of data visualization approaches in making complex information accessible.

3.2. Emotional and Attitudinal Impact: Both visitors and experts reported strong
emotional responses to the works, particularly the confrontational aspects of Visage Reaction
and the cause-effect relationships in Footstep of Impact.

3.3. Behavioral Intent: A significant proportion of visitors expressed intentions to
modify behaviors related to environmental impact after experiencing the exhibition, though
long-term behavioral change could not be measured within the research timeframe.

The exhibition demonstrated particular effectiveness in helping visitors connect
abstract environmental data with personal experience and responsibility, addressing a key

challenge in environmental communication.

Conclusion and Discussion

This research demonstrates that new media art effectively bridges scientific
environmental data and public understanding, confirming that interactive, multisensory
experiences foster deeper engagement than traditional methods. The success of Polluted

Currents is attributed to:
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1. Multisensory Engagement: Integrating visual, auditory, and kinesthetic elements
enhanced information processing.

2. Progressive Narrative: A sequential design guided visitors from understanding
to reflection, creating a cohesive learning journey.

3. Real-time Data: Live environmental data added authenticity and urgency, surpassing
static presentations.

4. Personalized Experiences: Interactive elements increased the personal relevance
of environmental issues.

5. Aesthetic-Scientific Balance: Artworks maintained scientific accuracy while
delivering emotional impact.

These findings align with Cox’s (2013) strategies, such as making invisible pollution
visible and linking actions to consequences, while extending Edmonds’ (2010) framework
by demonstrating how varied interaction levels support educational goals. However, challenges
include:

1. Resource Intensity: High technical, financial, and human resource demands
limit scalability.

2. Technical Complexity: Specialized expertise creates barriers for artists and
institutions.

3. Audience Limitations: Physical installations reach fewer people than digital media.

4. Assessment Difficulties: Measuring long-term impact and behavioral change
remains challenging.

Despite these limitations, new media art offers valuable tools for environmental
communication, complementing broader public awareness strategies.

From the researcher’s perspective, the impact assessment reveals that new media
art creates transformative experiences across three critical dimensions: perceptual shifts
where visitors develop deeper understanding of environmental data relationships,
emotional engagement that transforms abstract issues into personal concerns, and behavioral
changes demonstrated through concrete action commitments. This multi-dimensional impact
suggests that artistic approaches to environmental communication possess significant potential
beyond air pollution, extending to climate change visualization, biodiversity loss rep-
resentation, and sustainable consumption awareness.

The researcher envisions that modern technology and the growth of art forms can

be a medium for greater environmental awareness, especially art that is in public spaces,
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online, and not limited to specific art spaces. Such expansion could democratize access to
environmental education while maintaining the emotional resonance and personal relevance
that traditional information-based approaches often lack. Future applications might include
urban installations that respond to real-time environmental conditions, mobile platforms
that bring interactive environmental art to diverse communities, and collaborative networks
where local environmental data becomes the foundation for community-specific artistic
interventions. This research ultimately demonstrates that the intersection of art, technology,
and environmental science offers unprecedented opportunities for creating the widespread
understanding and engagement necessary to address our most pressing environmental

challenges.

Recommendations

Based on the research findings, recommendations are proposed to enhance the
integration of art, technology, and environmental communication. For artists and designers,
developing simplified technical frameworks and open-source resources can make environmental
data art more accessible. Exploring hybrid physical-digital formats and scalable interactive
experiences can expand project reach.

For cultural institutions, investing in technical infrastructure, staff training, and
collaborations with scientific institutions ensures data accuracy and supports new media
art. Long-term visitor research and archival protocols for digital artworks can sustain and
measure their impact.

Environmental communicators should integrate artistic and interactive methods
into education programs, develop metrics for attitudinal and behavioral changes, and form
interdisciplinary teams combining scientific, artistic, and communication expertise. Insights
from successful installations can inform broader strategies.

For future research, longitudinal studies, applications targeting specific demographics
like youth and industry stakeholders, and the potential of VR, AR, and Al should be
explored. Comparative studies on communication approaches can refine strategies for
environmental awareness.

These recommendations build on the successes of the Polluted Currents exhibition
while addressing its limitations, promoting a more impactful and inclusive approach to

environmental communication through art.
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Abstract

%3

]

7]

This article is part of the thesis titled “Contemporary Painting Series: The Ingredients
of Life.” The research explores the relationship between food and art through the four basic
tastes—sweet, sour, salty, and bitter—along with the origins and cultural context of food. It
analyzes three art movements that incorporate food as a central subject: Pop Art, Hyperrealism,
and Thai contemporary art. The study resulted in five experimental paintings that combine
hyper-realistic techniques with imaginative elements, reflecting each taste through composition,
color, and cultural perspective. The aim is to apply artistic concepts from different movements

to create a unique visual language and contribute to the discourse on food in contemporary art.

Keywords: food as represented in visual art, contemporary painting

uUNUI

3]
Q

unpnAsid hudauniledineninuganmnssusanads oAIUNANT2TIR The
ﬁLmﬁumalwwmLda'mmmwﬁuﬁuﬁ’mmmmmmwwﬁ wazfimanaulalunisdeng
nwenslunauiFuAal] TidesumRnLazmaia anfilfinedneuacuAalsid
ﬂ%NLﬁﬂ%‘ﬁ@x‘iﬁUﬂ’]i‘ﬂﬁﬂ{] nwens TesfinousTnedaideniisenadessenssiuanala
109348 duldun nqnflatlenss ﬁﬁ@ﬂuluﬂﬁﬂnﬁﬁmu@ﬁlmmf;ﬁummmﬂuﬁqﬂuu??‘[m
ey emnsudegy LAz 7 dawsenngulalefFaana flaz
Hgndauan e maiiAIl aIUIuY mmiﬁ'ﬁgﬂéwmmm Suisesenimaiin
‘w‘?ﬂgﬂLmumﬁmmmmzﬁﬂmmm@ﬁu 7 uaznguAstilnemuas finfeniaueTauss
sienasaunnAEafueatazanusng "1 iethigue Fesresdsiiues annssadivans
lumsinen iefasiansetenlunisadasfuasuaireassd seldiiadunanuiom
fiaziausaTive 4 1890119

szaan

1. WNBE1392ANNENRUFI2M919N19UF N AR M I LR AT UARY Y
4 o . - i d o o oo Ao
2. WaANEINIT4519a87ANaNUAR LY NRAMNINEdasiLaMNsiagARLILNAAASN
WIANE
3. D459 AN AN UAT19ETALIENNANINTTH



213813AALNIINYINT 2568

39

NSAULUIAA LUMSANE

1. Anvasa1mg

arstenaldinAeansduriduaveiwidd  Awarddiiansnsdausnidudeni
dngineme Wemssdinuaziulasell luansiuaslsznedldae Wi pmslulamsn
o w389 wazAnniusng fodudandfylumeaimdsnuaeddediian ABEIAILAN
NITLIUNSATYALIAGNG 7] uazuananiudedunhiipasdanmie sﬁ@uﬁﬂﬁ;\m’quﬁéwmﬁ
Anuse '1%\1‘1/134m;T\'im@‘ﬂﬁLﬁ@ﬁ%‘lﬁ?qﬁﬁamiﬁﬁﬁmﬂgﬁi@iﬂ (wikipedia, 2025)

2. numssufaasnyssl (Perception)

nsFuFueaNiel o ‘171"?:@:L@1mﬂuﬁlmmmmﬁu?@mﬁnwmz LANNTURIAUNT EUNN
ansruLszamAndan 5 Usznaudaadail

2.1 NNINBIIY L‘flu'f?%'mi*‘?}lwwﬁmﬁuﬁlﬁumwﬁwmqm futlsznausiay 3 dau
winie auduazpefifl vuihissuuaadngaam douselfesinum viuiiaousa
Fnnnuiasdngnaemn uazdaugaring 1saun ﬁmﬁﬁﬁ'@mﬁuum nnmu‘ﬁnmgmﬁuﬁﬂmu
fonfuszuudszam v liuyedanunsodszuaseenundunnld  wazaunsoneaiu
ANz gL LaZAsNg 7 ﬁﬂﬁﬂguummﬂé’ (el elaes, 2557)

2.2 Nsduda fful,ﬁﬂﬁmmﬂ’m%ié’i“uiﬁﬂwmmmﬁuﬁw?@Lﬁ@ﬁmﬁm ENFBEN
ViYW NN9aU Tmﬂﬁﬁ@‘imu”l,ﬂﬁimqt,l,ﬁﬁmmw?ﬁmﬁuﬁwﬁq Tudaureanisdulaanigain
n3LEinA ugwﬂmmmﬁ*ﬁjtﬁ@ﬁmﬁmiﬁ‘[mﬂmm,my anmisldefnzneluteniin e au
wian Wy nsnu weuLn TaENTzLIUNNg wIn iR viaiAes (W3l fdmmﬁ'm, 2557)

23 msfundu Tasmsiunauvisenisfuansilsing NAANNNIELIUNITNINAYN
Tmmiuwﬁn%ﬁLﬁuﬂ?xmmﬁ’w?ﬁunﬁu nsvaneludiasunau anssunaumani] azdadayall
feguesiiifannnsfduassanay ﬁﬂﬁugwﬁmmuwm“u?g'ﬁ\mﬁuﬁm RGNRVRE Fanau
VONT9981WNT VU LAN AU B980T et @'mu_ld?"m, 2557)

2.4 m3fusa gnutiveslunuanledsyuunisiuatestedansiisaluang inulane
Usran1096eNTUIAEUNIZAN LB LITOUAL AN ] ve9Au i Uaeau dredu Traud
wnduBnnnawauiiasliilfeniuss  wenannilfmusiensusafiBnneuazinanun
srLULTBIMsSUsaATAzAREARSTLSELLINSTLNAY Sanudine 2 szuuflanaiienlaeiy
Tneidudszamnisiudiueginddeiu Tmﬂmﬁmmﬁuﬁm%ﬂ?:ﬂ@uﬁwﬁu@q 4 34
Usznavl@ae (sl enunlae, 2557)

2.4.1 savnu IaeanslfsavnuiiinnuossuT Ae ansusznevlungw
dnaduRenaz ‘T LT mmamﬂ?m@ #laga Winina (s savauiuiUl gy
sAERATlN muuwmzﬁqumm”m@umm nsaNsavU e ananIns Ylfidn amg



= < o = . o
nsAngnmemsidsnglunanuiruAatlionade
40 4n196519a99ANANUANINITNIINAN LT AR UNANTRITI6

siatuganlfnauvamasny  flanaiesdesiuamnsiifunaeige ewnsiasamny
anansonulEvaly sauluBenaldiuazingan (Ul eruilieq, 2557)

2.4.2 saufien Tmﬂmumﬂ%gﬂﬁmdﬁLﬂuﬂimLmzﬁmqmﬁ'maﬁmﬁumma
ﬁﬁmwmﬂummqq mﬁmzﬁLﬂ%mmméumwwﬁmﬁu °ﬁm’LﬁmMm%mzqmmaﬁLilnLzm
viraifluimsiasaniglaludoulug TUNNANNTITRII99NSANIATR saLaeaviuantngg
AufiRuazanutanlafiuintunseniu y (Usnei @'mmﬁ'm, 2557)

2.4.3 sauan Usznavlildag inde wazindelanunmaalsd Anduinasaiin
fiftsafulanudt ﬁmLﬁuﬁummmﬁwﬂﬂﬁm:qme‘ﬁ'mmqLL?’ﬁ’w]ﬁﬁ-ﬁﬂLﬂu&im’Nﬂmwwﬁ
Eoi¥ ] Lﬁmmnmnmaﬂﬁmﬂummﬁmiﬁﬁ@dﬂdﬁﬁfy@m\imn&i@mﬁﬂmmu@mmmm”lu
$NNEN YL saduiuanansonuldluemevanessnm a1figu 21susgy iednd
AN Lﬂ?‘mﬂgqm LAY y AnuANNNe (Use fdmmﬁ'm, 2557)

2.4.4 sqan Usznavlddaaarsngudaraens saafandnlidndusaais
uyetlisgadliraenlssinlavinlei wasgnuevinfedusenanliesesuazinilusan

Lo Sho

Y vy v '
'

= A o P a o N o o Go @ Aa ‘v
V]U\?U‘ﬂﬂﬂ\‘]@’]?ﬂixﬂﬂﬂmLﬂu‘ﬂum?qﬂﬁi‘ﬂ’aqﬁ\wwm’]\‘] "l LLWWQquuuiaﬂNﬂﬂ\iLﬂumuﬂm@%uqq

' '
A

Tumyamsunet anfiiu saanluansndaninuan dnludes nun wazluAsespuni
waANaaaa(Usal 81uLl3as, 2557)

2.5 nsladu wianisielneldy gndmdulscamdndanedineisziuuas
. o e 4 R . 4 5
Anmouzrendey sumenleeiueduiare9n1usUssian nray U ey Annunns WL
dy A o o/ a = = 1 d
Wenvtaia lasandanistsviluannszuuniaiades (Ul a7, 2557)

3. nanasAlsznaudail

- e . o % X Y .
nisAnsndnesAtsznevAaiudeduiugiuresnisaiiassduasu
viruAaddulsnaudae «1. qn iWudmdnguuiussuunidnign laifasundns e1q uun
= 3 1 1 o Y s 1 a :’/ o v a
49 vi30an wsruinwesqn anaseiulllunisldgunaniusazaiin antiuauisonliiieg
U9 3Unee wiveuaanld, 2. 1w Aesesdinnaielneginenising o anqauilalianqanils
anafinanqafzessieiuuuume Insasnsaliunuauuinadauzeusauuanuedng
lansiag, 3. 3119 gUnaa vizenna Tnangldsharduminndssnauiu ginss e nasdudu
wdsznauiuldiinndnn N4 819 an Janwousdy a1NRR 491104 ﬁ@m?mm@:mm
1 Qlld A o = 1 al 9; o d!/ a =

s uazgUnsafiliaonunannauiy Haonunuindusaziinmin, 4. fudo wniads
& o , ~ o A & % . X a A
AnwEnTERenIadingEg o AaNen dudarTeneadiuld ludiuesivutantsinglu
HAUAAINeIN  azgndnuiuienifinanmatianisass  duinanAatiuldaiismuu
a dl L% v 3 o 6o d!/ dl
Haszunuineassn Widauadausy, 5. dndon neTiaaNANRLSUIe9 2u0a giinss Led
AN ARNVTINILNERIdaUsing 7] Tusdmgies ieanravesnsihdundssneundugilse
sinssliinediszazuazanaidniudiuauasaisesiuluy, 6. @ Waandmngnisaiiuades



213813AALNIINYINT 2568

41

o 1% % dl ] 3 4‘ R o y=R dgf/
NITNUIRG WAIALYIRUAAULAILNAIUENAWNAN INassLULszamMLITiIang AFLINEI
nsfieNeswinAresingAne iUl ifinann Reaeeingiu - Aauantinisganauiazasiian
ARULAITIFANNY, 7. Wnidn ReseAuaNdnaesdnuansiunaa s iuld andeating

11 NTNBAUTUANE 2719 11N LLZ\]Z@O’], 8. WAWAZINN ARANNLANANNTRIAUNUENE TafAaIN

v '
o a

Faguu - Tiuuaimldwiniu Aaniseesuasiuinasaniafineg, 9. A9 Tuduresnn

¥ '
A =l

a a v a ' ' g" a » o o o
amanasy Taauvanalfdn ‘WuVlQ’]\‘iTZM’J’NEﬂ?%‘l g']_]'VliN NUNDY Wasd” (RATTe ﬂi‘?ﬂ‘ﬂmﬁ”,
2548)

aa o a =7
AFALUUMTANEN

L‘?quﬂﬂﬁaﬁﬂwﬁ@g@%qﬁu ﬁﬂ,ﬂgﬁ%umumiﬁnmluﬁmmxmmLﬂugmmum\a
Aadz TaedRdefinnufunsdadenAatiuiaziundne 13 aaiuieid 1. nsbuauanm
a1n9TegluLLN NN IgHAWTIAUARL, 2. MahiALemATAYIETE N8 9As IR ALT
dnmennadudendn, 3. nstianeg AAEYTadRLEIINTR9RMT LT 7 189
Aatluias, 4. Mnhiauedasaiiiendeiuemeiuiausssurenlssmdlneis, annis

° dﬁl o Y Y o o A 2 8 ' I o a A '
NIVRALNTNFN 7] U Vl’ﬂﬂﬁj')"*]ﬂ@qﬁi’]?ﬂ@i;ﬂﬁﬁL@ﬂﬂﬂ@ﬂuﬁﬂx‘i ] LL@Z%NQ@Q%TH@%ﬁM?@ﬂQN

|

w03Aa R saan1s AN AR

msUsingmuwaninslunanuiAuAailuaidatiunguans Pop Art, Hyperrealism
wazAatlusinadalulszinalne

1. Pop Art

- Fa X o o o . . v o

Aadzuuntiiniulugeesn U a.A.1954-1955 Mlszinadange uazunsuanalildan
Fine 7] sanaluanigenidnidan HaluN1AInNnssesinuAaLls Abstract Expressionism T4ay
IodhminAusuensunluazanioyoyiaesdatiugs was19ain Pop Art Nazitiuaaididnla
1 3| o aa o o a dyt:l o o A dl o
de waranuiuliludmusssnaesdinlszandu Aadzuulilansnizianizen Aanisiiin
@imuesTNaNe e iuRelaEnin N5RU NNYARRAY BUANTaRIEN 7 sanDeiRgainlu
aa o o £ ¥ & a z = a % a
TqptlszandunnldisenasluntsadassAnanudatsl - HuuomRalunisimiauul ALy

v
o

AuANLazaziouynnesdiaNLEtnAliun (Mas quwadAs, 2558) anvisAails Pop Art tfiliu
X Yo . ' a v 1% '

wuguliiuAadyuus Postmodemism WAz Neo-Pop lugasienndnsiag AnwouLlAuLes
Aaly Pop Art A Hanldn nanndmusssnaiation anfidu nmyARasa n1Sau Aeluemn
ranneiiElnasng < denld@nanla wemn gaan enndnnanud wasndadEnueumnn
wiu ATANNTAFI9HABLLL Silkscreen waziuuAn Tuna@anddann (Fya TaAnsnasy,

2559)



42

= < o = ' o
nsAnEnemsidsnglunanuiruAadsnade
4n196519a99ANANUANINITNIINAN LT AR UNANTRITI6

Tudaulazifufiypfaienes svUunIanan srUUgRAWNIIN LAYEIYNT
TuLiFunFNg °) anfaeenati “naeu “Campbell’'s Soup Cans” 384 Warhol Fdunmnszilag
71| 32 neile L°mr§1’mmmzﬁ@dﬁﬂlumﬂaﬂﬁmm?@ mnusiudryryzrasemsluansue
Lﬂummﬁmsﬁﬁ@@ﬁﬁwﬁﬂLL'M'W?T,ﬂﬂ WATANME Wndeansiteie Mass-production
vespuifhilienu uazasieuides Consumer culture whksnREafUGRAITY
FuFuresAadly (artsy, 2018) “Laz KA1 * Green Coca-Cola Bottles” i uiiuans
NI 2IRVRILRRAUALANNAEALLIA "Lugﬂuuuﬁﬁﬂudw usnzenda Taadedn i laf
vlnalénlduileniu Twaruseseniu unineduasesnnnaiaienauazdoynines
TUEITNDLNTNN" (wikipedia, 2025)

2 o

e lfAnaenuauaInAatiy 2 vinu Tnadinowsi 1. insdsngeeanin
3 .

a
= a

213 luNay, 2. Anshsgadanizaaaninaimsunldlunaany, 3. instanenizedsn
28981917 I UIN19U3lnAllan wazAnuduTdnlssarduaedat, aaninueifanans
ylAsaanansnAmRenanus oy 2 Tulunguiletlenimldweil
1.1 WaNNw Still Life #30 (ﬂ A.A.1963)
|

DINA 1 8a9” Still Life #3”

7157 Still Life #30 Tag1 Tom Wesselmann. @sauaa@na 2025 Tag The Museum of Modern Art.
(httos.//www.moma.org/collection/works/80004 ?artist_id=6318&page=1&sov._referrer=artist)

unaniduilfedlunaeuiilanmiiaueann dusauiendnen
109219un19 Jatlanfalaedsnisreasia uarldmalianismnednannaiuiunisidngass
unfnudzasunany  Teeasniilifipunuuasddufiasnanla  wn@andnisateal
wuntiElnafien wfesnseanrindeshidialszaniu famnsmianaieassfilunaai
18 ludoufiiaadesnizenmns wazinauendafoueisng 7 fauluganifuniilnaetng
UWIANY U NABIRIT TNSARNILIUFNS | e wngnsziled ualdl ilednt nldntum



213813AALNIINYINT 2568

Wisy  nnsunaue N fean13dea1309e1 s a3 tsrandy Auauazassiawan Nl
vAetaueslusnreiiies (MoMA, 2025)
1.2 Dropped Cone @ p.A. 1979)

ﬂﬂwflllZ WaN11” Dropped Cone”
ﬁ'lm: Dropped Cone Ingl Harrison F. Carter. (httos.//www.tripadvisor.com/LocationPhoto-
DirectLink-g187371-d12799409-i496500493-Dropped_Cone-Cologne_North_Rhine_West-
phalia.html) avauaaAns 2025 log Tripadvisor LLC.

HALTUNNAT AR AL AaTtluNNTedn Claes Oldenburg TeANHOAEIAL
29997R8 HauaziluwulssRnInssuuuLEeuvEa Soft Sculptures BaRLlAGLA
dudynidnauwsn < 229119l BNl AN HsALLeU AR NAITULIZANINTINLBN
dounnaziawnlunuzenizendn Large-Scale Public Art Mifvagludiuaesansnsniziau
anuAngNIu viseanun Ngaudtyastlinld ludousesnasnuil gnaiwassdidet a.a. 2001
mandanlniesnanauazlany H1u1ngeilszanny 10 WAT ARFIBYLEINLNNTEI81ANT
WaasanAuA Neumarkt Galerie waillasialany dszimAisaudl nauiuilidunisaians
LANTUNNYINIANAYTE ATAINILUNAIA1TIH N ATINEUAHAN BTN UNN AAE AR
wnsslalinanuauivananluniauazanuaialiiesdauildaunaaueesan vinlias
A aa a = dl ldgl < a 1 v a i’/
MpassuanluadInng wellawiei lnjauiaziinrainiiaulald anvisainenanaeanunsn

z 1 A o o 2% ] (3 a ¢QI QJdl ¥
ANTaY  viseensunifuatlylunasnuinlinaiuresangiranazlifesdndelalindou
in dudluqasulunisaianasiuaesan (NRW Skulptur, 2025)

43



44

= o vl
nsAnEnemsidsnglunanuiruAadsnade
4n196519a99ANANUANINITNIINAN LT AR UNANTRITI6

lundresmethewnanaieasdidunanuAalsiu  edesnisaziadn
1@ﬁﬂ?mﬁmﬂuﬁmﬁﬂﬂjﬂiﬂnmauﬁﬂﬁ@mamﬁmeﬁu’%‘iﬂmﬁﬂuﬁnmmqmﬁum ‘ﬁlnﬂﬂuﬁumﬂﬁu
Huatined Sniaandeudaitozdesnnnalaiuiveudsnesing uazniaiinaiiud us
V”l’mqmNamuéuﬁﬁﬂ“\imLﬂumﬂﬁﬂwdﬂizﬁ’]ﬁwmwn fidudng lifudeunnnin uaziin
AN L AUT R

2. Hyperrealism

LﬂuLmewmNmm'ﬁaﬂzﬁ%gqLﬁﬂﬂ‘ﬁlmwam’%mqmmm@ﬂ'wﬁu
Tadin Fdnlawlefiuasiannaumungdn pnuda Fasss infull wasiang dauile
uANEENgTe lailesaadssl Aazldninudn Atlvuuudafanuuuviie Anangnuenn
Wnllauass  sfun g lunamsngsn  dna¥uassdlinacnuiawalug  ume
Az\IBEAYNOENN (MNA9 QUINEAT, 2559) TatnsELNUNIaRAUTAET 148N nanamn
Ihnilandnannaiiuese snfosdnmirenifuntnlunisnanae Inefiatiuasiagssd
WidlanuaziBeauazauaiudedndinmiuuuudean  Tnedmalianisausuaadiy
1097 Ua9 ANNANER WazAeLNIAR IneRatsuiansiiBusuilendumassE A A 1970
TAYFLANBNANIANNLLININNIAFNANIULLL  Photorealism  waazianstsluauazidan
LavaNaRTwiiandiun (Useum, 2025)

gRdelfAnaenuauaInAatiy 2 vinu Tnadinowsi 1. insdsngeeanim
213 TuNae, 2. Anag LAt Lm\‘imﬁvﬁuqmmmd’mqm, 3. fimsacangaxnduniiuia
2093m0Tun et NANaTY, AMNNATTAINATN ITERAANNIDARERENHAITIAIUIU 2 T
lungulawlesBuaaaslléeail

2.1 Hamburger with red onion (ﬂ A.A. 2018)

DINA 3 HANI” Hamburger with Red Onion”

A Tjalf Sparnaay Hamburger with Red Onion 2018 I Louis K. Meisel Gallery. (https://
www.artnet.com/artists/tjalf-sparnaay/hamburger-with-red-onion-a-ODNg6J3ly22AOHXx-
PE4sMtg2) A9IuATANE 2024 Tagl Artnet Worldwide Corporation.
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mmmmuummwmm“imﬂ Tjalf Sparnaay FnaUARIN TR N ULY
£y 2N/ 40x70 cm. nmmmmm Louis K. Meisel Gallery mMuamuwﬂmme\mumummm
lawlefGaanasl Alasasduuumd nwidunmanmnssuuu lanefGoaag 7 qu\nuu
azldinglutinlszandusnaunaninaindidng wasliansazianAauanass ANANdan
= dl Y YVar v o &R = 1 va o A
geantn el furunasulddudatiannenanluaisazifunetwlndinuesingiise
BIMNTLAAAENIANINATUNA
d’jd o‘-dld 1 1 a =
ANUNTEUAINERITULAS LLaum@mmmmmmlumimmﬂmwLﬂma\a q
mﬂﬂivﬂ@um\ﬁ 7 1nNne iy auntluuefines Lumummm T8 LNn1ANeN Nellama
PONLA mwmmummu”mmmﬂmqmmmmm@mqmmm uﬂﬂ”mmmwuuumim
FUdauNINNE L°1nmemmmm@mmmmmmmmﬂuﬂqmmL°m mmmmmwumqmqmu
21117 VTeAAUAA a0 NYTeILadRTluA N LATLNUANAMUEIINNNTLIINARI NI
daulug e lan (Artsy, 2025)
2.2 Banana Split Sundae (I A.A. 1974)

AN 4 A9’ Banana Split Sundae”
#iu: Banana Split Sundae lag Audrey Flack.
(https://americanart.si.edu/artwork/banana-split-sundae-8399)

avauATANE 2025 Tagl Smithsonian American Art Museum

NaINUHaF9a93AtAY Audrey Flack Taaldimalia Ananiudsiniumaiia
Auwmnalenuuliivin  vunminWalensuuueendauunIzay aunegidszunn
45.9 x 61.4 cm. ilunwnisdnanezesavnsnaneailn LHun lamnsndune naldsing o uaz

% sl o o - . oy Moy =
wdn  Tnadddunassanenan  n1sdpesddszneunimiiianndudeualites Hane
a dl o 1 o 2% l:lldl = [ [l R
azigeanANdnatinanin vinlinmndeeenuninnnuiiiulsznueglaides
wiaAmRaiua slunwisiaenisazfeanslifanlaipe Gesues
A laiRfsiaza N ldnineuaesdin  Anuifludonsalining teawnlduusmanulunim
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Wunnsdedn  anusiiuniudssniusaziimnuguiusanaueses ety waAtagaefiay
MulaTanarANNguiuiaznate il AAI NN

3. nasuesAatiulnasanasialugatlaqiiu

gRdelfAnaanuauaInAatiy 2 vinu Inefinoet 1. innsdsngresnindmusssy
sisenszuaunafieafuanslunany, 2. Snsiegadianzassnimerinaunldlunac,
3. fnschenenidesraresewnsluiBunseseadluiuiy wezsiiauennadilinglu
ANUTBIBIUNS,

AINNEUTTAINA1VN HERAEANNIDARIABNNAIIUATUY 2 %u“lunzjuﬁ@ﬂu”lmm’qu
astell il

3.1 The Morlam Mural - Isaan Dance (ﬂ W.A. 2566)

J ) e
7 O g |

NNA 5 a1 The Morlam Mural - Isaan Dance
An1: 290 AaTlulus? N17eUaN WIARFIW EAT ME Satllad1LARLIasinuanaanT199 4%
Ing ONCE-team. (https://onceinlife.co/eat-me-art) @4IUAIANT 2563 lagl ONCE.

- - R -
HaUTUlaFNassAlay Tuss nszuen uAstug1ngUaTTenTl naeu
Futiunanuniminasuunicluin. EAT ME Faduiuemnstessuviaiielungamne
Tneaniianeiddsmuunaesdauluiuiecs yaaalunwaedaulnganiiuaulunsaunia
waziautiuaeimauiufaasudie - PlAnugananysaiatenn  nisdgndlativ
nadduinlandnvesadaunaziluguinansueannianssu (Thaipr, 2566)
ludnurasemnsidsnguunin axflunisueniarimusssunisizinadng
<y oy = = LT oAa a N Py T e @ o a
1asAulng elalduArnpauieswinduntentiing aniedotduduiuwilarersugia
A miulszmearesisn Ndseanuindududusi ) aasdan
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3.2 aneazi (1 w.A. 2554)

N9 6 Hanwanaaziln”

#111: a7 BITTER SWEET Tagl a9 fiuawnz. (http:/www.lampukansanoh.com/portfolio_
page/bitter-sweet/) dIUATANE 2554 1o ANty AU,

HaUTUaF19assAIulng a1ty Awauts uaeuduilidunasugunduy
H111A 200x250 cm. 41A98FESAIRELIBIAINGY NAATIUAaINITAzReaNd1A NG
lailfauagiudnandnnvisedeausiuagidnemeladudiield  Tuninaztsngaus
14 d’ 1 [ o A A dl XK o v o a
wintepulnedanlug Tddrazlunseuaiaileswivenuauun Wedviuadieduin aesaulu
v & o o % % = ﬂ‘l ¥ v o a a [
praupdfidnazihausdninasfaieuwiantn Tlidreciuninesegurensuasiutlszni
o oA A 4 = A e o 4 "
Aued9TuiiubiacNgy  Retleenmsnisnunazdmusssnnasnunsnzessadillunaam
Tuil (JWD-artspace, 2562)
o ﬂll R Q‘I l=‘l k7 o 2 o ¥ o a s
wasanilAAnnanuAaLsnedesivams §ideldvinnisfineuaiinszi
augnsnaguaziiaunisuanideya TnafRdeldldinueilunsmnmeinasudos
nsagtluazuAneasasdATYAINNIANY e 9 Ae Anwnizdndiundsngues@lunn
Tnedezanny nstsngiesaTnilueunsiu o lunan waznistangguuudnenzianis
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1. “still Life #30”

2. “Dropped Cone”

3. “Hamburger with red

onion”

4. “Banana Split Sundae

5. “The Morlam Mural -
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Split Sundae”(s81aM1) TAANANLALA Aeaw Fhdudan WAZRTNY, 5. HAIIY “The Morlam
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6. Na91Y “neazin(sauaw) gaAnan i Aie Ay A219 LATRINANALAY LATAENN
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5.5 NAIMTUTUN 5 “WNeredn” (SabLAN)

BEINRN
AN 11: HA9NU

<,

nAA3, 2568)

wa o

WBTN (IGNA DUSIA

1. S1LALIBLAUDINAY

1.1 HAIUTUR 1 “WBNIN7 (3811911) NANUTULRTWA 140x100 cm. HiunaaungRae
UNAUBTATIANINY VBITUNUUNRTRIN “WFnAe” Tue sl uLAui i FuANuTas
agnsunnlulsemalng viekwanatiealun saudediuevnsuuiduoue Wuaunmaui
sntsznevldfaadngRudoyiesing o du wifiae gnines daune Wlatia wneau fu uiefos
Wusu Inadaunnnfoununuudu dnlduudaazmaudenasly audawlng @adnau
THATAZTIENFNINNNY NS TAUNANLAAEaENIUNATINARTaIeRtuEY 1Ml gnipas
azdoaludaunesyuLtasanmg wse uilzfgazdonluFesaainisingianes

1.2 wautui 2 “yJlines” (3811/789) HAUTBLRIUIA 60 x 80 cm. LTUNAIIUN
v o ° a X a zd l:ll Vo a 1
FAdeiauesanAnses envstiaiipeanmaanidiuacntisnedamnludsznalne
Tneazihyndlddinnseaes nnesluwilan vzeseatsesasne o muusazgnszesiiu Tny
dowsnfidanasianduamnaisansanin  mazenmsaiiaiiuariaumugiuunandie

% dl = =3 k4 o o Y Y o yal o o dld
mnuuuatiuailnesn  Masliaoudauazsanfsenin ez lidaiuldaiusayndacs
naxnasnaesieesyey DadfuansndsasAnueuaantnenin
T B Y X x ety

1.3 uaauaui 3 “ragiiaadn” (saufn) navuiuiiiunaaumsanay NHEuR
AueNa1s 100 cm. iunanungidinauasasfin douannsluninaeriaabaads

o C e < 3m o o - o
eI NdNiusathanuRde wenilumygussnygmresiideldlunislssnay
27ANFIURIMNT wazAunannnaudmnduil deamaadatiuduesiunsuananasimun

a a o 5| + J 1 a ¥ o 4‘ Y ad
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WiaunfunINgRITeIUFATII
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Abstract

This academic article presents the process of creating a Thai musical composition
of the Homrong (Prelude) repertoire: the Homrong Niritaya Burapha. The creative framework
in the musical arts guided the creation process, which included a review of existing literature,
an analysis of original songs from the Tra Phra Phikanet piece, and the Sai Yai Burapha
song. The composer created and arranged new melodies using the “Kannopakdi Sob Samai”
method which aligns with Associate Professor Phichit Chaiseri’s approach to Thai music
composition. To create the Homrong Niritaya Burapha, the composer expanded the original
melody from the Tra Phra Phikanet piece into a Sam-Chan melodic pattern of the Na-Tab
Prob-Kai rhythm pattern.

Sections 1th and 2nd each feature four Na-Tap Prob-Kai rhythms. For Section 3rd,
transcribed the melody of the Sai Yai Burapha song. The final melody, ‘Tai Phleng,” spans
two Na-Tab Prob-Kai rhythms. It consists of a three-line melody from the beginning of the
second section. Following the tradition of composing overture repertoire, the Thai Homrong

repertoire concludes with a ‘Long-Wa'’ on the final line.

Keywords: Music creation, Overture, Homrong Narittaya Burapha, Thai music composition
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The ceramic creation “Puranakata”
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Abstract

The ceramic creation “Puranakata” has a purpose to study the Puranakata pattern
and create a ceramic sculpture using this concept. It was a developmental research with
results as follows: the Puranakata pattern used a gilded black lacquer technique on a red
or black surface. The pattern consists of flowers, a cauldron, climbing plants, and flying
birds. Their meaning is plentifulness. This has led to a ceramic creation with a big rectangle
as a base and a small rectangle on the top. The shape’s concept is a Northern Thailand
ancient temple structure. The pattern’s concept is the Puranakata pattern in Viharn Namtaem
Wat Phra That Lampang Luang, Lampang province. The creation used earthenware clay
from Baan Patan, Hang Dong district, Chiang Mai. The forming used the slab technique.
The outer surface was painted with brown clay slip mixed with 5% ferric oxide. The pattern
is white clay slip applied on a Puranakata pattern stencil. The artwork was fired at 1200°C.

The shape and the pattern go well together.

Keywords : Ceramic, Ceramic Art, Puranakata
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Abstract

This article explores the design of Gingerbread Woodcut Pattern found in the
Chantaboon riverside community, Chanthaburi Province. The objective is to study, document,
and replicate existing woodcut patterns used to decorate remaining historical buildings.
These patterns serve as the foundation for analysis and inspiration for new designs based
on traditional motifs. The research incorporates data from field surveys and studies of the
Chantaburi artisan tradition, identifying ten existing woodcut patterns. These were analyzed to
highlight key design features and redeveloped using four symmetry theories: Translation
Symmetry, Reflection Symmetry, Glide Reflection Symmetry, and Rotation Symmetry. The
findings show that “single motifs” can be effectively extracted and adapted into new
designs, offering greater design potential than more complex, interconnected

“vine-like motifs.” Particularly, Pattern 7.3, arranged using Glide Reflection Symmetry
and derived from a balcony fretwork design, was adapted into ceramic product decoration.
The resulting pattern exhibits a distinctive identity, creating a new design for Chanthaburi

ceramics that harmoniously blends traditional craftsmanship with contemporary aesthetics.

Keywords : Chantaboon Riverside Community, Gingerbread Woodcut Pattern, Pattern Design

unun

o % e e e aa . da e oy de o, A
guasHndmysudminduny lueanwedhiguaundhigugnisindnAnyumi
20939 AAUNLITNRANAINTAIEN AR sua I m U sTNATLAaRRNNAURaTAq1TY
paninladaandoaansanninanssuaasguauninislszdunnusasoaasnansldaguuy
a dl A 7 | a F% o a a:l'd 1 = 1
wunthas GadalddniuanuiadinesuinadalndagmuAinisanuan wasinnnuianmi
AZAARLTIENLLIL e enaaaznaasuLaseasan WRIAAEN $9NDAN1TWENLN
1 v v =l U al :‘I
ateianszlanasanintiuiies daalvianniinenssnresguruinislasunilasgluuy
plddon  AwiulddareiinnsrenaudaenasuuLieenuaziadeaivenaslugluunlu
lnuAaiimonssuniseglduuuaunihdgrseneunulison Sewananaldaguuuaunils
Tl tlaquiuEuaeusallangury  wdeieslinndinnGeundansenyindld wazly
flaqtiudrrinanunatizgdandn TiinnsdandeduanitivenasuAalsonuiuindscaan daua
1iAneaaiA I uAMLNITNNIINIIWMUIINTUTHUIAUNYITY  INQRLUAT  LHELNS
dsedRmansguauuareuinddatzanilnanssnguan et ldgnisimunduwnasGeng



¢

szaan

[o)
Dg

7]

ANNAFIU
9

NSAULUIAR

213813AALNIINYINT 2568

o o =

WAZUNAIVIBUNEIN TN UETTNTANATYUIRMTedandndunLys  Foammratiiidulaiaaiu

]
=2 a

feanAmeANINTesatnaneliaguuuaunds  aufmdusuiAnlunisimuinay
aanuuuanatglugluuulud Taanisvguinananeliequuurunihidndmasvaeatlu
flaaii snldiduwuonislunisesnuuy  ielildasnanalugduunlusifiifinainnisdnem
wardinzdainasnangluesn  wararnsnsietenlunaaineiduliunanacnansldag
a oA o o 1N a o  ednw o = o
wunguNilae Wesannilaqiudslifindndueilinniainasnanelfaguuuaunildsnniin
warhdnAryenaflunisairealdldiuguasuidunysanniamils

1. ﬁm:mu,@:%mmzﬁmmmﬂﬁfaqLL‘1_|‘1_|muuﬁﬁﬂuqmu‘a‘mﬁﬁumi IUTAAUNLYT

2. Wawngluuuasnanaainldaguuuauniads wazinieenuuuiiuacnany
sduuuluy

3. Lﬁ@iﬁlé’mmmﬂgﬂLLuﬂmﬁmmmﬁmﬂ%mLLmLL@mEmLﬂu WARuT ARty

o o L

AU RANHOILAZANNANNIRNIZANTBIRINTAGUNLT

1. 411130 UATIEVAY mmﬂiﬁ@qLLumuuﬁﬁﬂu‘gmu?uﬁﬁum? Fudndunysla

2.ar1nsnmugduuuataatgannldaguuuaunildwasinuisanuuuiiy
annaelugtluuuluadls

3. mmmﬁﬁmmmﬂgﬂLLuulmim“l%mLL&NLL@:@@ﬂLLuumamﬁmsﬁLrﬁ'mﬁuﬁuLm

o o

NRARANHOT LAZANINIANNLBNIZAI8I3INT AT UNLT LA

lunsAnsAuadunesiunisanusandnenssudaaatnansldaguuuaunilaag
:’/ dl U a o o s XK 4 3| L% o =2 a o aa |
el uan1sddaussgmindnglszasd AsaniuseainnisfinegindadszRnaai
112298 InAuNYT UsedRaonuilunivesguauEniy walinsuianuwazaanudAgy s
AMTRNTEAUALARTIR 991 TDInsfudnEnaniesimusssnuazgluuuresanninansss
Wathadmasiiaungniseeniuy LaasieIestufuenEwiead Winaduauans
sudlwenanwailugduuulud

93



94

msAnarnaneldequuurunildsluunasuaEaindunys
gnsaiaaananagluunlud

aannanlingruvnmdidalugiednidunys pudj i Anaihaimmdmg Fninurengeidni iy

- BNUEERIARIY - THIRTIA - syl - annlnonssy

- IR TR 1 - Matif - manaudandsalufitem

l |

—— mimatfuRumamaameglulnii —

P T T A T
HENGHONODHMYHYHIHL TUNYT

TSI IE 1 - Patiern

DN : NFBLLUIARA (TN : YeygnF Azels 2567)

8ANUWMSIAE

“lumwfﬁLﬁumﬁ@“ﬂLL@:ﬁum%L?lmmiﬁﬂmgﬂu,‘uummmﬂiﬁ@quumuuﬂﬁq
zjmﬁf@@mmuLrﬁﬁ'mﬁuﬁmmLﬁ'@mzﬁ@uémﬁﬂwdﬂ;mu?uﬁﬁumiﬁu”Léﬂ%m“ﬂmimmmu
UUUNANNATY (Hybridization) ﬁfj“mqﬂ?zmﬁ?) 48 Usznauding 1. AnWLazaATiainans
Tﬁ@qLL1_|umuuﬂﬁﬂuﬁmﬁuﬁﬁum? FTPduNLT 2. annilea¥eassdaanan Lo
Anustiunnalaldaguuuilads 3. ieaanuuLadnanelvsl ﬁﬁémﬁﬂwdmﬂﬁwiﬁmﬁ
Tl lusueanuuugtluuulusls

1. msAnwuaziinsziatnaisliaquuuaunielsluguaudnindunys
AANINIUNYS

miﬁiﬂmﬁé’%ﬂgwqummmﬁLﬂm:ﬁmmmﬂiﬁ@qLL'1_|Uﬂuuuﬂﬁﬂmmﬁmﬁﬁuma
Jadndunys taeldasnisdanisenaispaugiunisdismaniaauiy deyaenanslszney
Aoentddy wilide unan wazunasdayaandumediis Tnaenizseuniidn Foq
“nisAnsausanadnantldaquuurunilsds anadnedunys” Tag n3f Wugnng waz
anass suenfsng denannisiladuiidananianiniaanaiunileianldlunsanuss
anilmanssa iwﬁ\ﬁmﬁmﬂzjummmﬂLﬁ@mﬁmm:ﬁﬁqﬁ@ﬂmm u@ﬂmﬂﬁﬁﬂﬁﬂga
an wilvde “aeldequuuauniivae qurzaninuiingeiauinguns laansuAailng i
nanaipaiiantesaananadananluein  paanaullasuiivnliauisuanasluig
NPNNUUIUAT %@Hamﬂ%mmmet.}nﬁﬁm'l%ﬁﬂ@xﬂ@u‘lumﬁmmﬁmmmmﬂLL@:Lﬂuﬁuﬂm
lunvseanuuuadnanglu

ludauresnsisameaun (adeldaiuiiudeyalugumuhdunys (@i

"y
=2 o 1

WAN) TIFIBLLUIUWATINLNA BRNANITRNIIAAUNSlUAUDINTUAAIAANN 99NTTHEN



213813AALNIINYINT 2568

95

Uz 1 Alawms Inaniudeyacunisdraninenasfidensanansliaguuuaunilals

o o IS 2 a o n:l' [l dll Y G
uauan 13 nae waziaonaneldaguuuauniiaaeanuam 10 aspananingey e ldiiu
fayassiilunisaine “udane” (Motif) duiusesanlunisaanuuuananelua (Pattern
Design)

) ) ~ % o
AINN 2 : LLN%VI?&I‘HUTJJH’]@MW%/?
(ﬁm : Google Map,2567)

naahausdaneil  Junnihanangldaguuuneildeildanmeasituiidimana
meawn  Teedsnistienn Lﬁ@ﬁﬁmwﬁié’mﬁﬁmm@m‘mg'ﬂLLuu Triae lugduuvaes
avAaNe N3N mnffufi\m’mﬁLmﬁ:ﬁgﬂLLUULL@:ﬁﬂEmmmmmmﬂ Lﬁ@m@gmﬁu‘lu
AU Rn L uudane (Motif)
msedl 1 1 wanslassiuaziiaufisuusians(Motifanerasanndaanssuiinnuss
ananglfaquuumunilils (fun : yryava figls 2567)

3/

— = .
dwun | sUdhumanm aJamenosneeninla ey u(Motif)

s
4 AR 7RV g PCs
2 = ST

FaRl st o




msAnarnaneldequuurunildsluunasuaEaindunys
96 gnsaiaaananagluunlud

&) 5, o 9 et
aml|aun 51]1|'|unnﬂﬂ‘ﬂrl

A v
ﬁ?ﬂﬂlﬂﬂﬂﬂﬂﬂﬂﬂuﬂﬂ

ey U Motif)

T -

A? P oo
e BN Vedsy
X

— o
7, barh

1;,‘#

Fact

P

2. meWRILILNagsassARIAANE Insianusatiumalaliaguuniled

nseanuuuaInategluuylue (Pattem Design) Iuﬂﬁiﬁnmﬁﬁgmgwmmﬁ@
a5reanfamaneildfunssiuaalaninldaquuurunils Taadredenuuamanisaig
AYAAIANIIIAS How to Make Repeat Patterns %x‘ilﬁ"ﬁﬂﬁdﬂ@LﬁIEIQﬁUﬂ??JUQuﬂW?LL@?JLV]ﬂaﬂ
lunseanuuuadnatgetaiuszuy miﬁmmmmmﬂG:uél’umnmiﬁnmgﬂLmummmm
133’@1@;wuﬁﬁﬂu‘qmu?u{iﬁumi ANTAdUNY3 erhaudemeiuazdnidand ‘ulany”




213813AALNIINYINT 2568

(Motif) Mwnnzan antuashudaadignazuauniseanuuuatnaialus taeldudnnis
BONLUUAMNNGHNIUIANA 4 grluuy Tdun

1.Translation Symmetry A8N1T4A19A9AANLAEN1TIARBRATIIR9R9ALTENBL
Tuszeziing firme wazauiad tagliiinnsuyuideasiow

2. Reflection Symmetry Aan134maneaananalnanisaziaunin daasdlsenay
Nazviauazagauaziuzaduauning adranwlungzan

3. Glide Reflection Symmetry AaN139A2198°9AA8 TALNANNANUNTARDUTLAL

v % ¥ ¥ o & dl o ] 1 Z’/ =2 %
nsazfiaudnfoaiu adtlsznauazgnuila (Aeuswmly) e antuRsasvieunNd
d. o . R T T 4 .

nuniwue Tneasnaefitlingasiiiuninasfieunduininiseaeunllluianamnasiu

4. Rotation Symmetry Aan133n9M9a20a18TALN1IMNUIOLAAARENANY Wl N3UYL
180 2971 (1147 1) ¥iFBNNIUNUIELNNAN 360 230 Tnaiaamaneitlfiindseneusaaesflsyney
ARaUIUAIWA 2 widazaull

1. Tanslation Symmetry

[ S 7

2. Reflection Symmetry

I—=fil—1 1

3. Glide Reflection Symmetry

g . T

4. Rotation Symmetry

NN 3 : NEJN199AIN (M7 : Yaygns Azgls 2567)

[% '
1 A

neruaUNITeanLULRNqaYanNiensldfednanynizesannaaldaguuy

q q

il Tuguuudaia ansiReniuiansnsosesengnistszgndldluauesnuuusnai
Ifatnaaivassduaziainians

97



msAnarnaneldequuurunildsluunasuaEaindunys
98 gnsaiaaananagluunlud

< A

A15199 2 : nssuang (Motif) inadeaananagtuusiu (a0 : yaygvs degls 2567)

R a

1 2 . ‘
§ iniuuy oy )
3 - I f
P ) f f i1 fi fi I' {' f i *

98e
1 - 5
Dy
vz ) Po— 35 |awew | £
2 @*@ BB ﬁ erR| % &
= b

Q\B
g F "
wsases | BERE T en mx '

e
1E: Jiaaaat 2 * £ %)
Qe
Tz

e Gk

e FHER | L.
g

oo 888 T 1}
Yo | OOS )

| &% F&:&:&: VXX k| &

il 8B, v

L] “ u‘;‘ u“; ) a-;yn;uuaq :&eh‘i‘i‘:'

| B (| B | W | 2
Yo _1 ¢_‘: c, .ﬂt‘\“ ' ‘t, nt,n‘f)n(f?’.‘; g f.,?_{t.t_
O A \FATnF| P - il

» | DA BT g‘, e
ATk 1Y A% ‘r?'ﬁ g
o R R D-Q-G
0000 0g9

nizmumm’i’mmmwgﬂLLuulusiﬁum”u@ﬁﬂnﬁiﬁmezﬁumﬁmLﬁ@mm’mﬂ (Motif)
10 gduuy Aldannismaniasaiuzesetasaanlnanssuinnuseasnaieldaguuy
auntladdluguan Fuhdunys  deuazidngniseenuuuinednegaainngenisdngng
aonaeie 4 guuuy VLS aveanegtuunlusiionnnanuon 40 wuy wanaliiviugd

o & o O T Ly
adpaneeant LI ANa UATELas wansneiull el ngudis 4 undszensldly
nsdnansudany Tuunenstl andenlasresatnaie annsnBasdasiaiiiaaiuliogng
nannaw denaliannanaiavinansen gatvannuiiussduuuarananns Nnzanse



213813AALNIINYINT 2568

S5

mathlddszgnaldlunusenuuudsin o Methaidss@ngnim luuneaanas ﬂ-gﬂﬁ@ﬂ‘iﬂq
naulaifustusivu vinlfasnaneildanaaunauniu §Aduieenuuueiasiielunisids
funaiuuuseunnanlssduaaioeladuiuuaonas lunehuuuseuasiiidunig
Lﬁuﬁﬂgamnﬂizmmﬁmﬁﬂuﬂmu?uﬁﬁumi waznadndides fnenuiiuuasd
pnd@niunisanussaniinenssudaelfagquuuunelslugumduidunys Teld
sSruulsznstesazduressuaulssansiommn vieAnidusuau27eu Tasasyiins
Foidanannanaill frzuuugegaiiterildszgnidsely annismenuLLgeLnaInTzL
puitanalafiaafuataaefiuunn uafiléfe aananei 7.3 iunannusiaanuud 7 lunsda
9ANNNG ) Glide Reflection Symmetry HAzuuuANianalageqn

watssdunm llﬁx‘lﬂﬂh]ﬁ“ulﬂlmﬂﬂ"lﬂ

700
3
600 =
o
gm
500 = &
b E
Y wBegsde., 1< w [ ol =R
o o 23 oy O -~ = L o il B oy w w
‘wﬁﬁﬁsmwa B M u\;}% gggagﬁgmg o o ggag
)
N w
300 R
200
100
0
[ I A A R S L S O R R R R R LR
srdlg 2|l g
E ¥ £ BE|E E £ H|E E E|E E £ E|E B E E|E & E E|E E E E|E E E E E FE E|E B E E
B § E 8|6 § E 5|6 B E B|E 8 E B|E & E BE|E B E B|E B E B|&E &8 E B|&8 B & B|B B E §
anwalapwalanwnw alamwalamwwalamw walamwalanwalanwalanwa
= (7] = (7] = [7] = [2] =t [7] =t [2] = ] =t (7] = [} = 2]
ggzglfgzgdzgfeggrecegfeggracgrazgsecgggaszd
ag°2lagpgolageiagolageRagoBagolageiiaggBage i
Elesledesledosedonedaciidaciloriiasiiiosiiias
S5 BY35892,892,893,82(3,2923 893,825,325, 89
0 = = 0= = 0= = U’l\'é’:. .ch:. w¥’= LB W< = W< = o £
$38d[33dlsa2d5333/5353/9228/2333/1§334/5333|53434
3 3 2 3 3 3 3 3 = 3
5592EQQQ5591559235&"2;59&25922592§Q92553‘2
i N N Al S B Bhh N
=< =< < < = =2 2 ] < <
wmemed 1 memof 2 el 3 wemd 4 mamod § mamd 6 wamd 7 wamof 8 maeni 9 memail 10

o - -
AN 4 : jatlrsidumanuianala
(N7 : Yeygns Azgls 2567)



msAnarnaneldequuurunildsluunasuaEaindunys

1 O O gnsaiaaananagluunlud

d’ d dd =<
NN 5 @0aeil 7.3 A9AAIAASLULAINTINNE [agign
(a7 : Yeygns Azgls 2567)

3.aanuuuainaelua AfsnansnirasinindunyZuasmeunlildau
ANMIATiaL LA LER el wudﬁﬂizmmﬁﬁmqmq

20-35 1 @1 utaeTefuanieiare IEldnaniafadenudataaneiae 7.3 6w
fengege Wasangluuuananeiinsaaneuresesdilsznen|Filanudeuie fwensdes
ﬁmzﬁﬁﬂm@ﬁﬁq’u’luﬂﬂmﬁﬂﬁﬁimﬂummﬂqmﬂLL@zsfu%@u TapdeBeanuuuasuninly
douresdaianauiur Asgnidenlihunimuiluainansfiunuudiunnusananineilsy
219113 Tmﬂﬁimqﬂizaqﬁl,ﬁ@%ﬁqL@ﬂﬁﬂmﬂﬂmmmﬁuﬁﬁum@ SouuvaeTmusssuua
anflpensInd1Atyresdandnduntd  wasaInnIeenLLLAIRAANTLARA I IRYaMNg
nawiutiaziinartun iy sazsiunnlizdiueumanzantesninans
tunnsgnarauianalalaglduuuaaunin ﬂ@:ll[?T’J‘ﬂf;h\‘iﬂ?::ﬂﬂu5Qﬂﬂ?$°ﬁ’1°ﬁuﬁ‘ﬂﬁﬁﬂ‘a§
TugumBahdunysuaziuiilndifies Talanuduasiunsanusmisanidaanssudanlsl
aquuLtunilils sonfed@enmiunseeniuy WelFlideyafinaniasuas Asauiagu
lumaimunnaniaslineulandifeduanunuuaznisldnuesioudtass

3.1 N1722NULLAIAANE

nzLAUNsEeNLULAIMA L ELNAReT R zamsluaseil 1dTnns
Jsuilatuanatesadnany amnuaianewRnsiag 7.3 Teludneniznafiuuazaniung e
a¥repnnamannuanguaziinaaiaulaliLTwg uenanifeinisaameaumaaziden
vesaananeliFandnety Tngldienuuidunmsuasuuudii fldeuddniuads way
Weldwnzauiunslazgndldnuuunaue niasaneananaldiunsiuldsenades
fugUnseresmauy Faamasuanemauuelfesadluusasioy ieldiiaanunauniu
UBIRIAAE

wiaziinefugiunuitelfaenpdasiuiunsesnisldeusonade ua

o o

nanofredliequuurunilis faflunsaiuanalandnaesueenuuuluaisll daslddy



213813AALNIINYINT 2568

nsfnuldetnadaauuaznannay wananidslanaaateanuuuuazdngnanug iy

1fzarung 4 itk B9 Usznaudganulunanaauinuazginessieiu
enlszfiupumnzansesaamantluiumaesansdnusse Adimasie

IldannaneiiledngnezuaunisnangUaanasilavieiGandt Decal dwiiildfnasuy

AnugsEniazilldmaen Lﬁ@lﬁmmmﬂ'ﬁ'@@ﬂLmumuwa‘l%muié’;mu@nguw?ﬂmam§

LAZNNT M9UAT

&
A,
AW
L
¢ 4
P R
vo'e oo
.":Q‘:»&w‘%«s»?“.
voeove
S )

25cmx 4 20emx 2

e Lk

i, ot
T L

. 30.5cmx1

205emx2 e

4
.-/

Baomud) o
i | (T5emxa)

e
Fevvvaed

NG 7 : 193RI NAMATE ITREAAABNALZLINITENN1TIE (N1 © Yiyand ATgls 2567)

101



msAnarnaneldequuurunildsluunasuaEaindunys
gnsaiaaananagluunlud

102

NN 8 : BBNUULUASIATAIUAE LISz 4 NS (T : Yeygns Azgls 2567)

wwnaedmivi Decal 31 Hu

1585 cm

1585 cm

106 cm

,*30" 357 em

&cm

Fg em

&em

?% 511 em

Pem

ERETE  Silem
o

Fem

082 cm

Py 5Tem

&cm

¥

Gem

35T em

6%?"& 511 em

Sem

7, & S51lom
Fov

Som

4883 cm

s 2402 e 2,02 cm
z 2402 cm 1 2402 om
1 i §
357 em k f
2402 cm 202 em
Bem F. X
A‘,ﬁ."‘v’“ 396em ‘?:-:-’ cincak i mazem 2020m
L i
848 cm i
Bom % v
ana g T
aad 3ssom qf- i’ diion
e M5 em
1578 em 1578 em
P00 o 000 -
o Q‘-:p Q‘ 32em
1578 em 1578em 5’ + {
PO o SOV - w

DN 9 : NIUATUIALAZIATEN INAAIAAILA1MILYIN Decal (11 : Yayana A7gls 2567)



213813AALNIINYINT 2568

3.2 NNTAF1NTUIIUAT

dl' '3 n:l' ] o o = v 2 :’/

WaldlndaananaiiunisnvusunasazliugluuuGauieaudo duneu
sinlmanszuauniInanglaaniisin (Ceramic Decal) aqifhumatinnnsfiniasnane@iesin
AOELATANRNWITLLTAAANTUAILLNIZANEIUABNNANNNINABNAENANWEA AAILILNUE T8
Aauzeinle WeRNW Decal WATIATUNANTULLTINNNLASARULAL A9NIN1IFATINL
AIAANEAINABINT AntiukdnszaEglaanasluiiuazizgniu o aunsTisatnanaugn
2BNANWLELNTEANE TaA73edene luadsudnszanelunuwAnll mszanayinl¥asnans
nanisliadaovizaiinedainia weananaugaeanainnazasiin Whitllfsasunimue
wandnlusudasents Tnsdnwuenisinadnanisinainines antulddniunldiou
WanazlanasainiAeanatnaszdnszda e liarnanaiuuainiuiuiiaesneiFeudley We
z U a v 3 o £ Q‘I a = Adl U
Fuauwiiatinuds anhdngnssuaunisuniguugiidssinns 800 asmaaiea el
APALEARANIIIAURITTINN NN UARARAINNANNAINY A8 WATNFRNEUFU

A5l

AT 10 - NInATENTINIWDecal IRanzanrun171 Y199

(71 : yayqna Azels 2567

N7 11 : n13fADecal ANLLTUNIEIIEAN (TN © YayanF ATgls 2567)

103



msAnainaneldagquuurunildsluunasuaEaindunys
104 gnsasaaanansgiuuslud

PN 12 : i Tuanulienfigneigd 800 evATAITEA
(a7 : Yeygns Azgls 2567)

PN 13 : TUUIAIRUNITE TGN A 800 BIANTALTEA

(1 : yiyf]‘t’)?ﬁ?@ii 2567)



NAMSAEl

213813AALNIINYINT 2568

HanIA AT dag m@ﬁﬂmmmmﬂﬁmLL‘1_|‘1_|muuﬂﬁ\ﬂwmzimmu?mﬁﬁ

unys gnisafuatnanegluuulug nesniiueunndnglsrasAnsiae iuasiosialyil

1. wamsAnsuaziiassatnmsliaguuurunilddluguruiaindunys
ANINAUNYT

qu‘ﬂu??u{fﬁuma anIndunifs L‘fluqmut,rhLLﬁﬁﬁﬂiziﬁmml.ﬂummqmuﬂfjﬁ
300 1 wnenfluguinanamnanisfinddtyaes)iinia dssneusaatihuEeundt 200 ndwnEen
Feesaidusuognadsenin 1 ﬁ‘lﬁmumﬁm‘faum’{fﬁmﬁ ﬂﬁﬁ‘ﬁ%ﬂﬁuﬁ’]uiuﬁuﬁﬁﬁ
ATNUAINUAEN NI ARUEG faalng Au waze I SwsenaentuauRauendnsal
yNaTmLasTIIaNZ iU

luadeFamad 5 dernazfumndudnuhmefuasneidegun lugaw suuyy
z@mﬁmamiuﬂﬁ@ﬂfmGlmt,wa'umﬂ Tnaanzannaneliaquuy  “aunileae” ﬁﬁquﬂﬁwﬂ%
dszaumnusietulds dasszunaeniamadseg MEmau wazuulszpaeaiuEeuway
BIANINLTEF ] Iuﬁuﬁqmuumﬁ annanaldiag meumﬂﬁ\iﬁwu‘luqmu?uﬁﬁuwm
HanEUzIanzsn mﬁ@uﬂmmmmmmwdwﬁaﬂxmﬁumnLLaxqﬁﬁtytyﬂﬂmﬁmﬁu il
wigtuuy seazidan wavsatianaesgauluusavgpaie ponutianlunisanusasonliag
oﬁ“\mmrﬁqmﬂmﬂg@mﬁmL@uimiq\iﬂmm“mmaﬁ 5 fafannafl 6 deuaziudenaruion
aslugnedusaniad 7 wrigspstangliviugtuuuananaunedaumaanaesgauiailaqiii

Namnﬂwﬁﬂmﬁﬁﬂﬂ@qﬂﬁm%ﬁm”uLLuummmm‘ﬁiﬂumm@mLLLm A1NN1341399
mMmuimarzﬁﬁﬂiﬁmumummmfﬂ,ﬁaqLL'1_|‘1_|°1Jum‘ﬂﬁ\i@ﬁﬂﬁuﬁqumu?mﬁﬂﬁumgiﬁﬁqm
vaswdearlulaqiusuan 10 asnane anildiRenqauiurestiazasnanefiesqmien
LﬁﬂﬁﬁmmmmuLmz@@ﬂLmu”l,mﬁmmﬁw-gm%m'@Lﬁmlﬁnﬁ@ﬂ ermunliduanans
WU (Motif) zﬁ’ﬁm"umi@%’ﬁqmiﬁmmmﬂiugﬂLLqulmﬁllfj“qmnﬁlummmﬁmﬁﬂwdﬁmﬁ
aen9TINAlY

2. wameRangluaIaaeanldaguuuruniids iathanldaseanans
siluuulu

Tunsmungluuuaseaisanidaquuuaunilas RdulFAnwnszusunseanuuL
anarzetausruy ‘Emﬂﬁ”ﬂq%\imﬂLLmﬁmm:mmﬁmﬁﬂmﬂglwﬁﬁ@ How to Make Repeat
Patterns Futtiunnsa¥aamanesn (repeat pattern) cim‘imm%wmqLﬂﬁﬂﬂimﬁﬁmwmu@@
uazsieiiles lumisankill 35elAdenldnquiiidaamuaumnmsesanany S1uau 4
stuunmdnlunisadwassfaonanelud 1éun 1. Translation Symmetry ananeiitiulag

wanluiAniguazszazwiniu lliinnsuyuvizeazfiou 2. Reflection Symmetry adnanaiLuL

105



msAnainaneldagquuurunildsluunasuaEaindunys

1 O 6 gnsasaaanansgiuuslud

azviauiuaeailaredduanuinIAdgnInnszan 3. Glide Reflection Symmetry avmanad
weunauwdnaziian inlignasluauazuilansn 4. Rotation Symmetry aoaanail wiyuiisay
AAUTNAN NAANNFUTaULAZTRB
ANLLHANE  (Motif) ﬁmmLLuumammmmﬂﬁ'aqLLumumﬂﬁ\ﬂuﬂ;mu’?uﬁﬁumi
19w 10 wuy gRdelfhnimuainaneludlnedssgnadldnnung 4 gluuy denalild
A20878 NN 40 WUY TINAMNNAINUALRILUANLIATAFIMATANNITN LNAIAANEH
4 4 - o e . . 4
qaaenleasaitiasnannay wnnzdmiuinlldlunseenuuusesen asiuanane
far1nANaANAARATANITaNTENTIR
dll a a a L o Yo o o o =
Wetszifiulsz@naninzesadnany  ERAElAGAILLLALDNTRIzAUAINNINE LA
‘EmﬂmmJmJ@@ﬂmJiwnwu’lmmmumwwuiu,@”mmaﬂﬂ@me AU 127 AL WANNT
Ustiflunudn “aanantit 7.3” aenannuaaned 7 LL@"@@HLLUUM’WV]Q‘]&{] Glide Reflection
Symmetry leFuazuunaMuianelagegn Lmz;_]ﬂmmL@@ﬂLW@miﬂwmmmmm‘lumi@@ﬂLmu
NuaEF9aIIAsall
3. mm?@@ﬂLLumu\mmmmmmmﬂLLuu‘L'w NS RANHDILALANNNIANHLRNIZFY
209993 UNLT
andayanaratnaaiimudy  fadsasldeanuuusuiuuduanumsiniayld
dl Yo =3 dl o 1 [~ a o o‘d‘ £% o & o o
aopaneflisuanianelagean  nethlsesenilundnineinariiewendnwninesdaudn
Junys  dumeunisuanEuainnisdawEanlidacnasliliauianazgluuumanzas
LLz’v’qﬁﬂﬂﬁmﬁmuummmgﬂmnLsnmim (Ceramic Decal) faeiszLuBamansts aafunsyans
ghaNANNdN0aena 8l URAUUANTUZIE RN LS RN WLATA AXFANTEANERINAIAAIE
g . % A e v o a o e da
Pdeang Whldudiiveliacnanengaesn waaildAsuunauzmAnlusuikisiesnns
:’/ Y 1 [~3 v 1 £% tﬂl £ a v o
aniuldinindaliizaunaclanaseiniseanliivun Waapanauiaiinuds azuinlinn
T inignamnilszann 800 asrnimaiiea inaliiaanaufnutiuuarAmuLLEmaRn
AN UTUINUNAENNH T3 haznFanlFany
dw L o K v v £% dl 1 [ a o s (21
aInnseuaunsll  FRAEAslAsFsuu LA uRaNnsasiesenunARS ULy
arusniANTaNaNE uavavieudndnenlaasdendndunyzliatnadaian wananil
4 . . ve o e o . 2
annaneieanuuuiansnsmilllssgndldiunanineian o Hatrmainuane inlena
11n1978519439A N AIN TN R LR AR



A157199 3 : agtlannnienalasununduauesin wesauluguaEiindunys

L

0
= o

AN 15 ARINUARSUTUHIF 1128 1M5L 4 TS (AN - yeyg

N : qtyq'vfﬁf A3gls 2567)

o
n

213813AALNIINYINT 2568

NAUNTOBNKUY ATMULLREY
X

mnaneilanuulanTviuaziiaule 4.14
maasiauanuLanteanivndnual 4.24
WaTAIIANIENN YR IInTuny3
a'.:ﬂawmm‘snﬁaﬁqmﬂmﬂlﬁaa wuuyuntels 4.18
Tuundsgumnduitunys
meaemraiurdnsusiaiedduulivenms 4.39
ndndausiedaslivulfzomnsliiinsanussimunzay 4.49

a
LAy

4.29

w?rﬁ?gﬂ? 2567)

A1 SD SEAUATINY

0.87
0.82

0.91

0.74

0.76
0.82

flanela
N

an

an

an

an

un

107



msAnainaneldagquuurunildsluunasuaEaindunys

1 O 8 gnsasaaanansgiuuslud

4 - . z - Y
;119797 4 : Aglanuiane lasul uUTuWEsNEn 1095iE a0y
(M3 : yoygws Azgls 2567)

i NAYTUANTDDALUU ATUULRAE A1 SD S¥dumN
X finela

1 meamsiinnuulaniviuazinaule 433 058 N

2 MmAalANEIBNNLERLENDIERAN Y] 433 058 wn

WaYAIINANNIANIZITRIT I ITUNYS

3 memeannsadeianandlipquuuunieds 467 058 wnfian
'Luuwfiq*‘qu‘nu%uﬁ’*lﬁ‘uwgs

a MmNz URER s AR s uRuLEN 467 058 mn'ﬁqﬁ

5 ranfusinsaudusnuanteenivinweneials 433 058 un

flvunm JUnss uagdnmngay

a w o« & B oa v a o & P o
6 windueiiaTesduiumldivalinuagismsuguinngan 467 058  aniign
7 wanduniasesludunldinaliauasisnsanusaiinzan  4.67 058  wIniign
- oA | 4 a L s
8 nanfnsiaseadufueniidndnualiaranumay 433 058 un

WA MIATUNYS

WAL 450 058 1N

HAGIIIANIANN DI MLLLABLNINAIN ATURalAdn HReuuuuaaunINTNaIn
TUAUTNUN AUNYILAH @01ty HANHITIUANILGY FULLLTuNWEI RN 1N1s0dens

q U

fnanuaidadndunsld ethedaan HAoinenwazmsnziunsimwiun@aineivies

fu nguguauliazuuwedusnluseiy “wn” (X= 4.29) ‘Emmwmiﬁié’muuu@p@mﬁ@
“NIANLENHART LR a9 (X= 4.49) mumjméﬁmmcy‘lﬁml,l,uum?{mw (X=4.50)
Tuszit “wn” Tnedl 4 menslfinzunuugegn (X= 4.67) 14 aananeaunsndedivliaquuy
gyl LAYHARATTIMATIANNIANWANT Nz AN Aananalddn Tuanudldnanimiadn

ARANHR] ANNITH WATNNT IEIUAT
a\ o
dgllnamsiae
me v = y - o % .
nsdrluafsiidunisdnwacnansldeaquuuaunilvlsannguauEuiidunys

4oy i oo « ey o oy do
e ldimunasnangludideauendnsaifiestin  Tnadidtldmusuainaanlnasiu
U 10 AnAnENITATIzLazeanuuLlg At AANgEIRIEANNEANNINTTRY



213813AALNIINYINT 2568

109

AIAEANITIIAD How to Make Repeat Patterns auliaananaludianuam 40 aamang aan
navuULgeUnNInssALANNNNela TmﬂLﬁuﬂﬁ@HammJﬁ?mwuiuqmu?mﬁﬁumm@x
Usnndndins hamaaeildfuanuiougugeie “aonaneil 7.3" Aldusnnael] Glide Re-
flection Symmetry

g lfihannanadenanalddnansuazesniuuaiuunaniusiaadnduiuy o
1438n19iugaaniasniin (Ceramic Decal) zﬁ"mii"uEmuumwwnawﬁﬂLL@:Lmﬁ@qmmﬁ
800 asrnmaiiaa Adldidusdasnafuulfransfifianuaosau sauady uazasfeuds
mmmﬁﬁ'Lﬂuémﬁﬂmﬁmﬂﬁwiﬁmﬁ

HARINNNTABLLLLARLAN fyﬁmnqmu?uﬁﬁummax;}’ﬁmmty HANLIIUAP
ﬁ“u'jﬁmmmmmma"@ﬁ\ﬁﬁmﬁﬂmﬁﬂ@ﬁ\m"fmﬁumﬁié’@mﬁmL@u luszdn “wn” Tnengu
ﬁumuﬁlﬁmzuuumﬁmqu (X= 4.29) awmiﬁié’muuuqq@mﬁ@ “nIAnuseNanAnTiLulAY
21913” (X= 4.49) mmzﬁ'ﬂ@ué’ﬁmmm Az ULRAL N (X= 4.50) Tneidl 4 Fenelg
AZILLUGIR (X= 4.67) 1w aonangldaguuuaunilis LASTATIANNIANUA TN a7
1840 uasudldnanawlunisthenensnanenifesiu neuauenuidedaty uazvunzay

o I3 '

slannslduiseimudundndueiguTuatinguiase

andsauamsaIas

nsAnEAdeides “miﬁﬂmmmmﬂﬁmmeumﬂﬁ\ﬂumeﬁmﬁuﬁﬁum@
gn196519 aomaneguuunlue ﬁﬁmqﬂixmﬁtﬁﬂﬁnmgﬂLLuumm@m%«ﬁuluﬁuﬁqmﬁuﬁﬁ
@“uwgil,ﬁ@ﬁﬁm Annliiadusnausnaly wazsesenaanuuuilunaniugiigsin
Funuuiiasteusnanend lewziuldetneasi

FRAnwLdIaNUTuNNaLsEdRmanfuaransuznsaniilnanssuaesiuGeuly
i gﬂLLuummmmmﬂﬁ@qLLumuuﬂﬁﬂuﬁmu?mﬁﬁuwuyﬂmmlﬁ&ﬁuﬁqmwuﬂu
nanERllanIzin  SunAAINNITHANNAUIE NI NENENAARL R TURNLaT)NTTa 118
fratieqiiu AseRLaAdEIeY 97 WUGNINTUATLANATIA AULNAsuE. (2547) finaniaBeu
”Lﬁt,mmumﬁﬁqﬁ;LLwéummmﬁmqmj UsewmAsig 7 Tnenanzluaenuilésusvanazas
gﬂLLuumﬂﬁmm?Jﬁ@ﬁmﬁu vliRenINaNNa naNnauiuetaasin augaaiuu
wuufuEeuTesasIN memmmagmmuﬁuj Poadnanazeding wanlsanusfiaeainans
”Lﬁ@quumuuﬁﬁqﬁuﬁiﬂﬁgﬂLLuuﬁ'ﬁwummﬂﬁq %u@fyu'ﬁmm Mafins Tumnusl pwseans
2941§1184871A"9 wATNITEENLLLTeTFeanUTnTunan naannsdrsaninaunla
inllgnisnanuuuainaiaaiuiun 10 aapans ;ﬁﬁﬂiﬁﬁﬁLL&Jmﬁﬁlt:immzmumm@mmu
wvnaiauiuanaielnilnegamnguananuinsanuiiide How to Make Repeat



msAnainaneldagquuurunildsluunasuaEaindunys
1 10 gnsasaaanansgiuuslud

Patterns Geiinsl4lassaframaisanadin 4 wuw lur Translation, Reflection, Glide Reflection
Wwaz Rotation Symmetry @amaliifinadnatgluiaiuwan 40 adpanalaglanizainans
waneiag 7.3 19l4lpsea¥auny Glide Reflection Symmetry lé5uAmailengegaanngs
fretine iesan esdilsznevresaamaneiliannaaaynl Buudie fannaiuads @nv
aananedailannusienies iy asgn il dundndusifuwuugaindaamaianul
ANAAYAILUNTZANEILABNITINEN LAZINALYIUNYN 800 B9ANLTA T A NaAWET | ARty
RO TR TR et LL@xmmma5171’@uﬁmﬁnmﬁmqf‘fmuﬁﬁmmqmu?uﬁﬁumi
andndunzlietniniau ﬂWiﬂmﬁumquﬁm@%@ﬂnﬂ@:m;muu,@zcﬁjﬁmmm@@ﬂuﬁxﬁu
“wn” neannzlududndnsnl waznisldatnanalunisanussuunaniuEiasingseny
wiadlduulfzans mu‘%%ﬁﬁqmﬁ@ﬂﬁtﬁuﬁqLmeqma@ﬁnﬁLme HAANIANNTY
TUTITNHIUNTELIUNNTRBNULILTINALTE ﬁﬁl\ﬂu'Lﬁmlﬂumﬁﬂmgmmu%ﬁlﬁu wpiefaitly
mm?Nmiﬁ?ﬂmuuﬁuﬁﬁwﬂ@ﬁmuﬁﬁuﬁmﬁluﬁmuWﬁ‘aﬁﬂiﬂﬁi@ﬂ@m@ﬂwffqﬁu

ARLAUDLLU

v
o o

AP I R UIC T TINRITE A :f? ﬁmmmagﬂﬂmﬁui@Lzm@u,u: pasaliil

1. NI NART U N0 nAaes R IaNUANNINTY aNANLnula
LAZUNEUBLLUFNITADAN309919 20T RAUMTITRLAUENIY  TnapnsinisAnmsaLsan

a cY dd‘ (=3 Y oa dy dl 1 al d‘gl QI adadaa =

wazdnszidayadnnumivldazearnnisaeiui wu @anaanidnanssuiuiiy 3039m vse
89INTNA buieddn  avenarnlignisaFwassdnasuniinnnunainuaianivensuniiazae
o o s £% QI v 1 3 dg( Ql é{ val a [~ o
SRANEIreIiaI DUl Fat I ANTNENTY wnunnsldaLR eI uuAn

2. wanainanpaneilauntsAneuasimunlunuidaiugn dilaananullag
wunruNiidau o) neluguednindunysilansosdaszuanay feludegluunnaznis
dnae aeelalaigninnedeans vizedauladluniseanuuun@nsined nsAnwananea
d’l QI a o = o & U U o d‘gl dl U a Q!/ 1
TAdn Tnennssianewizetiuedtsyneulvidenmdaafunuildanuas ULy avdqe
liifnANangasznInANaassuaraaiussoy wuuuay denainllgannuanly
stluunlusinlaianineglunsauimu

3. pasiansumaaeslduunAmizangsarluniseenuuuainaeisiFn waniwile

- Y o e A o Y~ i
AnNnEAINaNNIne 4 wuuildluenddy saduwumnandelanialiifinaanaiani
pNduden wainuate wazuianluinangedn nsfnwmguwaiaiuisndeeiuia
waZANENINTBNUBBNLLL InTaiwAtndanadeliiuainateniisnguainusann
Saugesnlontinaairaassd

o

4. gNns0setRnNARSTAINatRANYls AYTtnARANENWINLNLAL lUNAReseRNwLIL



UTTUIYNTH

213813AALNIINYINT 2568

Tu@nsinuilszinnan < i £ Ame Faapnusianely viserediszan Weinlananenssain

LLﬂxﬁ]@U@u‘ﬂ\m'}WNﬁﬂ\‘lﬂ’Wﬁ“ﬂ‘ﬂ\‘iﬂZ\jNL']jﬁﬁll"lf;lﬁﬁ@qﬂﬂ@’m

Anentl IHaniNg. (2559). @”mﬁm:n:ﬁqmuzjﬂw@@ﬂLLuuﬁ'lﬂﬁmiﬁm?:é’@u%mﬁm?mEllﬁumi.
AALNIINANARINMNTDUTNA. A12ITALAATUATNNIRBNULLLNUINENREIYIN.

hiflalal 1@23@1.(2562).Lﬂ?@qﬂ?zﬁuﬁmﬁnmﬁuwﬁ:m?@@ﬂLL'1_|'1_|Lﬁ@zﬁqm’?uﬁumﬁémuﬂu
upsLIRETYNL USTny AR TR, anunviruAaduazniseenuuy. suianendeysn.

Groaail T@ﬁmq@.(2563).5uumﬁﬁ<1:mmmﬂ'ﬁ'LLtJ\‘mg'“luamﬁmﬂmm%ﬂauﬁutﬁ@ 5 NuNAN 2567.
AuAuaN( https://ngthai.com/travel/31220/ginger-bread-house/)

WA a13en.(2549) mlsAanisaanuuuadnaie.ngamne lameualas

nie nawndne. (2560). areldaquuuauniivlagurzaninuiengadnuindns. ngamme.
naalusuAl nanAaLng.

fngnnR Anssnunazfeiaasnd AfMatsuianlnsAnsusNaInaneldaguuy
2uNlaTe dnaTng

NIAUNN Sunmalazasninuns(eaula). 013815881 ANTINAAE,24(1),163-174

95 WUFNINTWALLANATIA FIULNATNEL (2547). miﬁn‘mmmwmmmﬂﬁmuumumﬂﬁq
anadne Aunys a1 drinfinianzAatnssuenans unnanaduyIn.

I RN, (2552). nM9eankLLAdnATY. R AnTLEdAansuardIANAIanST
NUNAINENAE 1A AR,

Paul Jackson.(2018). How to make repeat patterns. Laurence king Publishing Ltd.

111



nsiauAmeunduaindgnliivaefisfaenisnasnaumaiialags
1 12 melfuwnesnlaAadmiunguiaelsdud




213813AALNIINYINT 2568

MsWaLRIMauNTUaINENgnlail A NIAIEMINANNATI
winlialasigs MelauwiAnanlaAad vsungNIaLuaLsTuE

The Development of Fashion Textiles from Lace Waste through the Integra-
tion of Crochet Techniques under the Upcycling Concept for Generation Z

Received June 25, 2025 a o
Revised July 7, 2025 ANARAT LNEIANA
Accepted July 10, 2025

ﬂﬁiﬁwuﬁﬁaw@LLW%u@qﬂﬁ?ﬁqﬂiﬁma@ﬁqﬁwmmmmmummﬁﬂimmﬁ nelst
LLmﬁmﬁvasnLﬁMf’ﬁm"m@jmL@Lumﬁu% WunsAne3deidananaants (Mixed Methodology
Research) Tmﬂﬁ'j“mqﬂizmﬁlﬁfam@mLL@zﬁﬁummmﬁmmm?wﬁuaa?ﬁlqmgﬂLL‘uu“lmJ@’m
wingnldivdeis deansdszgndldmedialangd neldumandnlnda ievnllgnas
@@ﬂLLuumamﬁmﬁLLW%uzﬁ’ﬁm“umjumLumﬁu% nisdedsznausianaiudeyaitelsunn
FNAUNIELIUNNINARRAUTIAENA99A  HansAneLansliiudTmalialAsaiainn o
LﬂwmﬂiwmwumLmemmamem\mummummmﬂummlﬁwuLﬂﬂ@ﬂﬁmmwmm
uenanii mmmmmﬂ‘uLLuQﬂmmummmﬂu‘lﬁmﬂmﬂmmmm‘hﬁimﬂmﬂ?vimumm
nAnFRlEansnacfausaaneafianguilwmafliauddysenisnanseannig

FaRULAZARANTINANWRILIARON INUAAEHRIZNN170 T 1L UM UNNTDB N LN AR W]

al/ a % a‘dl ' o A vl U o U v a ! [
wilfuieaivassinsiesenandagmae llilyaduazanumanzaniunguyisinagula

o

AdAty: dmeundu, §gnld, Tasuas, dwlaida, wiueisdud

! AnzAALNITNANART NUINENAENTANN

113



MmN Aenannduaindngnlivaeiviaanisnasnnanunaiinlass
1 14 melFunaAndnlafadmiunguiaeisdud

Abstract

This research explores the development of fashion textiles from discarded lace by
integrating crochet techniques under the upcycling concept for Generation Z. The study
employs a mixed methodology approach, combining quantitative data collection with
experimental and creative textile development. The primary objective is to experiment with
and develop surface construction techniques using lace waste and crochet methods to
create innovative textiles, ultimately leading to the design of fashion products tailored to
Generation Z. Findings indicate that crochet techniques effectively transform various tex-
tures and patterns of lace remnants into new, unique textile surfaces. This approach aligns
with sustainable design practices by maximizing the value of waste materials. The resulting
products reflect the identity of Generation Z, who prioritize self-expression and environmental
consciousness. This study thus provides a viable framework for creatively repurposing
textile waste into value-added fashion items suited to the values and lifestyles of emerging

consumer groups.

Keywords: Fashion Textile, Lace, Crochet, Upcycle, Generation Z
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Guiarfignifianlssnunneenuuuwazainassdiiiureaandunuiuaaudseuaznisian
Gagsnaesian iy TAsenns Lace Reborn arntinAnmuwndnandudaling daiawdi
gnldnmaeangpamnssunndududedgaluduuuvinie (Handmade) Tnadnanan
@mmmﬁmuﬁﬁuLL@:mmmmlummLﬁmﬁ“u (Thailand Textile Institute, 2022) agingls
fenu iaeaeivaesingnldainlssnuianuainuaiaisludulasainedn @ Jag uas
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a =3 [ o o dl a 1 dw U o
Wulia neawlaAa (Upcycle) asnanaiiluwuanisdndnylunailasuaesdamaidlinduun

= 1

o 2 d . e . 4 o doy e .
HanuAnanaie Iasaniviletnnlszandsaniumeilalasasd ddueudnnldidulagias
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mmﬁmuﬂulumm%’wﬁuaq 7UN9 LaradInane Eﬂ%\iﬁqmmmmmuvﬁﬁui@qﬁlﬁﬁnwmz
Tdurduen 1y wsinmAafeldaenanaunay fetaty 91uI99 Grimaud (2021) wanali
diuinlanafanunsoldaieiuiadauiu (Layered Surface) rudanlusaunetiedingnldd
Lﬁmﬁ'uﬁﬁmqmmmLL@:@mmmqﬁ@ﬂziﬁ@ﬁﬁqﬁﬂﬁzaw%ﬂﬁw
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sampdesiupaionresunpninandlfiiui  aweriudlllfiiswdiineieaw
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dl o a v dal a QI 1 Yo U £ A
1. WenasasiasimwImatianisaianuiedmeludl tneldianawdignldivas
Aarnunsruaunisanlasems sk unAnewlbAa
2. AUIBUININITWENLN S UL LNART U T Ua N RN 045194996 lda AR e
anldinaeins iNenguiaLueLaFE
a o =Y = o
VIEMIANLUUARE

nsadeiiilunszuaunMAtLLLNANEATY (Mixed Methodology) Tagldnaiiudeya
T BN U AUNIZUIUNINARDIANUNTDD N LLILATNTHARNAINLAT 94978 Iaeiasnng
ANLTILaNUASE Fiatl

msvir'mu1éunanﬂa‘i"umnihgnll.]lnéaﬁ\:_ﬁ::ﬂmsnauuaﬁumnﬁnfnsmd

meldiuAcswiviAadkSunduiviuaissud

Wanc i OamsadvoRuf iormusmMmsWouwndunuuwSainm
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(tﬁuda yaniAioula Paper Doll Data sn)
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Tunsoinwuriuas

mMswWaun As:uIuMsnaaavmsoda:nsinlasitd
na:naasu maviuuiudonalu
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( Target Group Style )
nisaaniuu : " o :
4 ¥ nEcen ( donalkuminiaugnitikiativ ) *
T ‘ Fashion Product )

DA 1 : ABANTEUNISINE (A1AR1 iNEANA, 2568)
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Tnetlsznavdnedeyainaniursingnliivaeiic nouenwlada nszusunisdniasas uay
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2. nmavivdeyanguitunng Wuniaivdayaainnguidvnng Tassausannan
andelndeaiifaiednmdnenzaladuanguilwnadoeeiacle Paper Dol Data Set
warlduvusauninlunisfivdeyaninusiesnisresnguiuiinamung Taedinsziing
FaamamnenaaiiuazAiaietetay

3. MewULazMMAReAmes19ard HuNITLANIMARRILAL AN AME
Tmilaeldinpialasafileaieassdamelfnenafesiunnufaanisenguimansuay
alodluilaqii

4. NIRBNLULKANUATINAI?A LTUNITLIUNSYIUINT9RIARINGLATANARING
m@\‘mziw,ﬂmumLiwﬁmifzmumiﬁfmm?\imﬂm Lﬁ@ﬁﬂmjmm%qmaﬁmamﬁm@ﬁuw‘fu
fneulandnguithmang

NamMsIaazanlssua

1. Manunaussunssuiliiaadas

1.1 feyaiiiaatesiuimutingnliivaeis

@mmuﬂﬁu?\imﬁﬂLﬂwﬁﬂummmimﬁmzﬁ’ﬁﬁfymmﬂimﬁ”lm Tnenannzlungu
WARFTTREadesTuLdY Lm‘?'ml;mu WAZINUIRDNITN ‘Emmaquﬁﬂqnmﬁ@'qﬁﬂgﬂﬁﬁm
lunsnnusiadein faqu vilegames edadlsfinna lunszuasunswandngnlilulseny
naudiouvikidngnuesim fe wdhgnlivieidnaailuaszgnaunssusiuo
ann wazdslafimn@mesanisasneiisz@nanm wsingnldfmaeanmssadusianis
waslusuannnithidudn e sieliamnsnilUldlunswaavanlaan andetis
i tingnldanniiin sesenide aia dafuianuazsnieingnlddmiugravnesy
wd Taeiannsgaduluans A Bunndgnidivaeienuuann Tngluvaneansd wissan

O o v

Ludwﬁ@zqnﬂﬂ@mmﬂ?ﬁﬂ’mmf?@ﬁmu danansznuseAuandanisluduaism e
waznagedeiundenay wenanid deiedlunisgoydaninennsesndlifudn (iesan
Fangnliindfuugeuaznanandulonmnng  edndlafinnn  wedhgnldivantngud
ﬁ“ﬂﬁmmmqmrﬂumm%‘mﬂ@rﬁhLﬁ'u wnlaFuniseenuuLEaFvassdsaniuLLAANIg
swlaiAa (Upcycle) 1 s lvinfuasetlszdy @efuuundy iauinsiaAalziia
B1Ta mﬂﬁmwzﬁ’ﬁﬁmﬁuLm:r'j“mt,ua@%\iﬂimmﬁ laiiendoaantBunnimey wsdsdadsy
uwRANseenuULaisassAeAniEuEn s

1.2 nquddnlaiAa (Upcycling)

nisdwlaAa (Upcycling) Aenszuaunisindaguiaaldndunnldluslnelainu
NITUIUNsEiRLaane LLm'Lﬂumuﬁ'mﬂ@mmum@@@ﬂLu_mLL@:ﬂﬁiLLﬂigﬂIﬁﬂaﬁﬂLﬂumamﬁmeﬁ
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T HszlamiuazaueuuIndu (McDonough & Braungart, 2002) lugnanunssuumdu
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|
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foduniislugaavnssunaiireadannigalulan nedwlamawmwdn 1w dsinmas,
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wintingnld, wisaidedinn Asnanadunnadenddnylunisanaas aanisldninanslug
WATARLALBIFaNITL AW UREnaTatin nesuaunaawlmAa llieisanRanIsnUARRILIAGEN
1 o % 1 QI % Y o A a [~3 dld
wsigaFyadninwazainmgldliiuguauiegsiarnadn Tnaenizludssmalnend
aliefieatuduaaei (@inauAssgiagnaunssy, 2565) wenainid Tutlaqiuiiia
?mqm?wu,'amﬁﬂuLLaxmiLﬂaﬁuLLﬂquﬁﬂﬁmmﬁju??‘iﬂﬂ wuaneanwlmAaasnaneilunng
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AnrnnsredeuaziiuaresiiadiAnylunisduinaeugpanssuundulilgaaudstiu
1.3 N3zUaRNITanlATITS
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panLUUBNTuINaTe TnaanzlunasuiitiuaanlssdinnazANNERRTasiuRngn wmalla
dgln/ o o dl 1 U = all a dl %
Hfamnsonannauiuianay wu f relduleslads eaisanuuainuataniegliuy
LAz ANE@299T191% (Rissanen & McQuillan, 2016) @1u5un19aenkULLINeAINEaEL
Tasmfannnsoinduauldsuaunnass asdeanmdaniinannfinduLazannIsien
LATB94NT 91UANE U9 Delong WAE Fiore (2019) Faiuan AT A AT UALWLWIAANITHAR
TUNULLLT WAL (One-piece Construct) Tedagandunarlunssuaunisuanadasneinian
uananid  nsldlasaddudunisduaueuinanssussimndnglanundusonaia  Tng
dl o o o 1 1 £ v A £ 1 4’ 1 a 1
wnziethunnannauivdaglidsaun wu dgnldvadinndne dvdoadsumanuiild
ANNERUTRY WarRNANEANTUTaUIR9TINY TnanisfiuRnuizanisdanwnsnlasmsidn iy
fratinsing o aqunsnadrvendnealliiuauang uaziinyar1dfatlzuazniseaniuulsd
atieiiiendnsal Tnanszuaunsdniasadivainuanagluuy Tneanizgduuunugiumig
wildunfinnaniRuansaiy sisluduauwiuaestdn Anwueiube Lazn1aifingesing
1 o A o) @ =R | v rny qI/
srudnaduin naadenldeldnlasodaeinalaansasanisaiassATuauLGy taeanie
dl U o o dld o 1 Y U A z
Wananudniudagniansuzianiveteingnldvaeis
A1519N 1 :mzmumiﬁﬂ‘imimﬁﬁuﬂmﬁﬂﬁmmuwm

nszUIuMsiniAsIYinug M UNUUNGY

1. Single Wuilduiiidnwuswuudy Sou uay
"o v e g
Crochet (SC) ; : : ‘ wiunige Wlassadraniudanss g

AT udaIuv0 1 ULNT Ui # a9n1s

Auud awseuaziung 19U veulde

Un #38lATIAT NG IR
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MmN Aenannduaindngnlivaeiviaanisnasnnanunaiinlass
melFunaAndnlafadmiunguiaeisdud

o a1

2. Half Double “mwuquumamﬂ SC wagiay
Crochet (HDC) “"5‘*“ ,,:ﬁ mﬁg m@ Elwaul.anuaa mmvnu%uﬂuw

Fosmsa s wdeanuansalunisiadeulmn

3. Double WumededldFuarudounniian
Crochet (DC) i}' | T

- (7)) . , o
i 5 TUsauaziunin SC %58 HDC wing

a 5 6§ =02 v, 23 o 2,
g ‘,@ am dmuBununifeanisaundling
El‘!i" r«?r. o (=== y =] ! ! & <

#39A0IUTY WU waulde wie

af v A a da
% WU INANITOATNAUNINUAIY

granszluse Insanisidlelgsuiuiduneuiaiodunesssued szl

HadwsTigTalouarsoutey

4. Triple Crochet Wuliduiieigalunguiiugiu i
P “’{

(TR) 3:[ "ﬂ: "ﬁ\ B pmlUsage wagliananeiilalda

fiaqn wanzdmdunsintunuunduidesnisanulusuannsano i

) P w '
Julu vaaasanusanuwaziuse
v

N https://www.tonmhai.com/blog/basic-crochet-symbol/

1.4 ngudusTnaidlvng nguiaineisdud Generation 2)

nzg’mmumiﬁ% (Generation 2) umﬁﬁqmjuﬂizmm'ﬁ'Lﬁmluﬂiq\ﬂ W.A. 2540-2555
Sodulmviunarsnadauutaomanalulad deAdvia waznszualanAdml wfingsy
llasenguiitedidnenizsuRamadasmointnduaiive dldlalulsaiunmedans
LAAILANERN PUENNTL AN RANH O NURLA LAZBNTIAaNLEINA (Francis & Hoefel,
2018) mjumLu@L@ffu%ﬁLLm‘Eﬁuu?anﬂauﬁhﬁlmﬁ@uammmaﬁﬂﬁﬁu W NNTAduAYU
wususTllsdla ufinssiedanandan wazlinigoudns (McKinsey & Company, 2020)
wenaNL ﬂ”ﬂﬁmwdqﬁmﬁummumﬂ‘wmam\ﬁL‘WﬂLL@:&ﬁuuﬁiiulumamﬁmﬁLMﬁfu Tmel
ﬁﬂmmimzﬁ'ﬁldié’nﬂt,wm (Unisex) uazindunualaiiing (Genderless) a4m1anssinaundis
m@\‘imﬁuﬁmu'lmyr:huuwamvxl@é’mﬁ%ﬁ@ g Buamunsn Anden uasiulsiEaenids
(e-commerce) Tmaﬁ%wﬁwamm’iﬁ%@Lﬁﬂﬂu‘ﬂ@ﬂmﬂ@ﬁmmdﬁmi‘ﬂem:mmLLum%\uﬁu (Simeon &
Buonincontri, 2022) Favhs Wqmmmm@m‘lﬁmLw\hmmL@Lu@La"nuﬁmLuuiﬂwmmmm@\muﬁm
RIS Al Arud ATy TUAESLAATILNNEIAN NTLAAITARAL uazNNTTeNsey
walulatifadia



213813AALNIINYINT 2568

2. maivdeyanguiflvnng nguialuesdud fqawesesiia Paper Doll Data Set
WATLATEINALLLABLINN
1 QI/ aa o a dl 1 A % o = = a A
nauae s fuERanEEngAnssunianwl AepnAeeiunAlulaguazlodaaiims
IHANNEATYILERANHOIAILYAAR  ANINMAINUAMNANALATRUEITN 99NTNAYNETEY
Tnaannzluinunsdlnaundunfen@udundunasiauantiansuasasssuuazdsuandan
TnasinldfuansnaandungianisasiinndinislamnuuuAusn Asil n1sadatadlaiiy
fayaindnnaaiudnernisusnaresnguianesdud Tnaldiasesiia Paper Doll Data
Set FuflunszuaunisAnmalagnisusansdoulugisesnguithmnegannintielugeamnis
- = S A= = - o \ Ao = Yy ) |
aaulaluazfelndioaiine Inadinousinsdniaenniwdiamiundnsed dun 1) dungs

\aLuaLsduEN 9018 5zde 19-30 T 2) luyaranddanuludelndoaiinn waslgRnmniy

1INNTT 1,000 AW 3) ﬁﬁﬂwmzﬂmm\m’miugﬂLLuuroi’ﬂ@m nN9ANEBAENNNAAIZS

y . o oy . o o &
fayalnanisuAinend wazagUualugluuuAaasfesazaasnguithmanandne Al

I~ = o . . o o A A
FNTNN 2 : ﬂ’]?'lLﬂﬁ"]ﬁ:ﬁ“ﬂm;ll@ﬂ'égﬂLﬂWMNWHﬂQNL@LuﬂL?Tu“H AQEILATRANND Paper Doll Data Set

a € ' i v w o
n'li'umwwiiaqanqutﬁwu'lanqul.ﬁ]maﬁ-ﬁ'ui MuLA3Bsile Paper Doll Data Set

!lm..h E’EEBJEHE&H@BI@E g
N&hﬂﬁl@iﬁ . ﬂﬂ«‘ﬂ!l:é &“’ﬁ

1. nwerguiuy | dedevwalvg | defauwusm | edn / dvmwes | deBaddu

< ' '
LATDIUAINEVIEU
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MmN Aenaunduandngnlivaeivinanisnannanunaiinlass
1 22 nmelFunapndnlapadmiunguiaeisdud

2. anwaruuuy i
- ] ) \
LATDILAIMEYIDATS o\
. nanduduen N9INBSY
ANANIVIAY nseluse
40% 36% 16% 8%
3. 549N P . A 3
= i iy = Lis
seavhatinined | sewiuay soUIMuTe TeUVIYN
70% 18% 7% 5%
4. Tnudndn 912 /1 wn wazInudsssund (Earth Tone)
5. dload Oversized, Layering, Sporty waz Minimal Streetwear

737 - An@eN NeANR, 2568

Tagannansnai 2 dadunanisivdeyaainngusnesnamendud Insaldirsesiis
Paper Doll Data Set @114914 100 NN mm?amqﬂﬁwm:muwﬁmwmmﬂmLﬂwmﬂﬁdﬁ
nansnetaasduidulugdnussnadadneasildtsuaning (Genderless) Halag
WUUARTNALAS (Street Style) wiumanlagelug (Oversize) WAazZANUNIZALNIZIAY
NelANZLNg TNRNINANKAWATAILFAINIEUANETY (Mix and Match) Iasiaanlgiasaawss
X o S . o . ne o A
neuguligaulatiavesdlszneundnsearrasusaniadaulug TAwA @eEn N9
gud nsaaugavinuuueng wazsaaindnly enananalddnaladasan (Streetwear) luuug
nl/ dl Yas a 1 oI/ = dﬁl L o o U [~ U
wdunlafuaantiaslunguamaisdud wananil fRdudeldlduuuasunuivdayaann
NANFREENIALUBLITUTIWIANFINNINIUAT AU 42 AU LNBFBLNINANAATIWALL L
#lAANITLFAINNE NEANIU I RUNALLLAD LN IALNITATUILANLRAESREAZAINAN UL
1 dld = o d’j
nauiunnenAnm Inednaagidadl
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nanTsANYILUUEIsIImmAniuduEladvesnguied e tuFluanguymuuas

=l o
dwi 1 Teyaly

1. el e e Laidpanisszy
19% 76.2% 4.8%

2. 974 19-21 22259 2630 U

66.7% 28.6% 4. 7%
3. 91U unGeuainAnwm nInNUUIEN Designer

95.2% 2.4% 2.4%
ddl 2 mwuau’lvaa'iauﬂ'ﬁ"ua'1nnnuﬁ'\gnlﬁmﬁaﬁquasmaﬁﬂ'l".ﬂmﬁ
Wazuwuuanuavlamudduazuuuandesly | 1 2 3 i 5
110 (1-5)
1. mwaleraindoudsmennimeingnliivie | 0% | 24% | 40.5% | 23.8% | 33.3%
i
2. wallalaswsannsainauaulalifuee | 0% 0% | 21.4% | 45.2% | 33.4%
) W o e o ' o
fhgnldivdefiuaziaieaussneundu
3, avnuaulaid safund S ueii i uiinssde | 0% 0% 9.5% | 23.8% | 66.7%
Aundon TnolawizuuiAamsonleida
a. mymanlufeatumnirfanmaslduldlums | 0% | 0% | 7.1% | 26.2% | 66.7%
2ONLUY
5. wandnusidudunduantagmdoldannsod | 0% | 0% | 48% | 26.2% | 69%
ANNAB UL I AN
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MmN Aenannduaindngnlivaeiviaanisnasnnanunaiinlass
melFunaAndnlafadmiunguiaeisdud

dwit 3 uAadiuRafussduszneulunisesnuuuLy
1. Taseaniiandls nsudhgy NTIMINAUTY vsuela
40.5% 54.8% 4.7%
2. Inudviaule Tnudsssund Tnudwama Tnudan Tnudamein
35.7% 11.9% 9.5% 42.9%
3. memeiiauls | megnldidudu | anonsminly aesTwd | Liveumnane
Wsu
33.3% 19% 16.7% 31%
4. vazdunnis mMsnanuslas mstUnaney N159UTU Wan Tiwiuns
anusafianle w0 ANUFY
16.7% 26.2% 23.8% 33.3%
5. dlodidernil an3vundu June fifluoa duq
auls
40.5% 31% 16.7% 11.8%
6. FIALATOIGN Oversized T- Mini Dress Mini Skirt Ju
meilianudey shirt
50% 16.7% 21.4% 11.9%

737 - A@eN NeANG, 2568

AInnsAnEsTUNsINAneades uaznaivdeyaanngusetvamesduiing
141ATasiia Paper Doll Data Set LazwLLAIUANN WU NNt 1vaiwaLstudiunguils
AnaulaluduAundunduiinsdeReuandan Inadnwginssunislddaaniseanlaidu
WAN UL ALNGL auziREaiUANEUENILENNIINgNFANEENLTUTIANALNLAY
ANAReFn aladniaudndaulunjedlugluuuiiineaasinalagd (Minimal Street Style) &9

£ = 1 4!/ ¥ 4 1 KX A a A vl
WuANBeLdY  nasuannawdelnliguiaula  sudeliaonnilenlunisiaenldd@inu
sasngnAkazinuaan lnaanwiznisaanldi@etinauinlg) (Oversized T-shirt) wananil
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ngusatadliauddnyiunurvesdndueiiuinssedewonden Tnadanldieses
wslanefieunszuaunsdnlaia (Upcycle) visanisundusnnldlus  iveaduayumanu
et UL ATLAAIRNINEAANHOLANILFAIANNLLL BT 9A 110 13T 1T

3. MInpaesuaziEUIIATaafwassAdmaludanawdgnlivasia
v e oa X coa s Ao o dd o

wintgnldinaeluilaqriunefugnuiledadeiineadesivaaslugnaiunssy
undu FenalAiAatlymuaissedunndanadnauin auznaaniy lulszmalnadniuan
v wed Y I yoa X -
fdgnidineldlugranssugaduluy  TnenisAnwdendaetammgnlivasiivainissm
#eaaEe Anrin 39uizEnlueTereingy CHANTELLE andszmerlfada Hdntinaussegi
88/11 Myl 5 DUWLNUI-AIIA NH. 39 FruauNaAiAT 81neLNLzne Adnasiians
24180 wnaInauluguanuazamiadngnlddmingnamnssuundu Inaanizgadu
Tuasis duiudnuoizaesgnldinaendl i

AN5199 4 : AnmurreaAningnldnaeRsaINLEEM Teendy Aniin

dnwausiavingnliiiviensnn vty vemude $1in

1. ANUZUDY

\rwgnlal

2. dnmen Adudlmidliwerunsldou whnduddaion undsegluanind wiow
I - a a a a w a o oA -
T fiesnniduianmdesnnisnaniuaudemnsvieddte uasivie

NMIFRLEU
-l e ar L3 = 2 A ar L] o 1] 1
Sidydnvalsesviansinansiuin etesiunisihludminese

gninifivluadedud meldnsmuaunasnasguvedlssnugramvngsy

3 measuay | - Simemefiasdoauasysedin ﬁ"q'lugﬂwuwmﬁzﬁm aonlsl visaundusauaty
waden - watlamsdnvienetiniduuuuluss (Openwork) vilslianalusuauay
dudaunaun

- fivannvaneuseinm 1wy inﬁd%’qma (French lace), gnlilwéiioained, gnlsl
UniBe 1an
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Abstract

This research aimed to: (1) study the design types of furniture for physically disabled
individuals with level 3 self-care ability (those who can help themselves but still require
significant assistance from family members); (2) analyze the design forms of such furniture;
(3) develop prototype drafts of furniture for this target group; and (4) construct physical
prototypes based on the developed draft designs using Augmented Reality (AR) and
animation technologies. The key informants included 12 participants selected through purposive
sampling, consisting of individuals with physical disabilities at level 3 self-care ability, their
caregivers, occupational therapists, or physical therapists. Additionally, a sample group of
385 participants was selected through simple random sampling to evaluate the furniture
prototypes.

The research findings revealed that: (1) the essential furniture items for physically
disabled individuals include a bed, a multi-purpose table, and a commode. These items
must be appropriately sized and functionally versatile; (2) the overall evaluation of the furniture
prototypes based on AR and animation drafts received the highest level of satisfaction from
the sample group (mean = 4.741). Evaluation across all eight aspects also showed very
high scores, including: (1) spatial proportion design, (2) functional appropriateness, (3)
aesthetic value, (4) adaptability for other areas, (5) inclusivity for use by both disabled and
non-disabled individuals, (6) usefulness for persons with disabilities, (7) uniqueness of the
design, and (8) user preference. The mean scores for these aspects ranged from 4.660 to
4.816.

Keywords: Furniture designs, Physical impairment, Self-Care ability at level 3
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Abstract

This research addresses the urban development in Shaanxi Province, China,
where rapid economic growth prior to the global pandemic led to a significant increase in
public sculptures. However, the quality of these sculptures has not kept pace with their
quantity. This study aims to optimize the allocation of public sculpture capacity in urban
Shaanxi by developing an index system and deriving an optimal calculation formula for
capacity allocation.

The research employs field investigation, expert consultation, and comprehensive
analysis methods to systematically collect and process data on natural and humanistic
factors influencing urban public sculpture management. A mathematical model was
constructed to determine capacity thresholds and analyze the relationship between public
sculpture capacity and environmental carrying capacity, providing both theoretical and
practical insights for sustainable urban public sculpture management.

Quantitative empirical research was conducted on public sculptures in parks,
streets, squares, and subway stations in Xi'an, along with analysis of municipal government
annual reports. This approach enhances the scientific rigor and objectivity of the calculation
model. The study determines whether urban public sculpture capacity in the region is overloaded
by comparing the sine angle value of actual capacity against ideal capacity. The findings

aim to provide a scientific basis for the design and installation of urban public sculptures.

Keywords: Urban public sculpture, Capacity allocation, Sculpture management
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This study explores color theory and its manifestations in visual art, uniquely anchored
in the dynamic interplay of biophilic principles and cultural contexts, specifically within the
terrains of Xinjiang and Gansu. Emphasizing the profound role of biophilia, the research
accentuates the emotive potential of color in visual art, enriched by a spectrum of stylistic
diversities, avant-garde techniques, and meticulous material choices. With a theoretical
foundation in biophilic design, the study examines the intricate balance between nature
and culture, manipulating color and diluent proportions to evoke the quintessence of local
environments and traditions. Moreover, this paper illuminates the democratization of visual
art, championing its therapeutic capacities. It ardently advocates for an interdisciplinary
fusion - marrying sociology, visual art, and philosophy - to both amplify and refine the future
trajectories of color-centered visual art. In doing so, it positions biophilia as an indispensable
lens for understanding and innovating within the broader scope of visual art and cultural

interpretation.
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Introduction

The integration of geography, color, and design is becoming increasingly prevalent
(Hawkins 2013). Research from China reveals that cultural constructs often reflect physical
landscapes (Wen & White 2020). For instance, the unique geographical characteristics of
China, from Heilongjiang’s golden waterways to Xinjiang’s sacred sights, mirror the complex
interplay between the permanent facets of cultural heritage and the shifting dynamism of
the Earth’s landscapes (Sheng et al. 2022; Zhang 2023). These multifaceted elements also
extend to the domain of color, a crucial component of societal narratives and national
identities. Each country harnesses colors to express collective emotions, hopes, and memories.
The choice of these hues is influenced by geographical location, climate, cultural customs,
and social norms (Gribkov & Petrov 1996; Madden, Hewett & Roth 2000). These factors
combine to create a kaleidoscopic patchwork, each nation expressing its unique chromatic
power. A prime example of this phenomenon is the Danxia landform in Zhangye City, Gansu
Province (Hua 2020). Its unusual geological features present a mesmerizing spectrum of
colors. These form a visual tableau that underlines the inherent beauty of the planet, manifesting
a testament to Earth’s dynamism (Li & Cao 2022). At the heart of this observation is the
principle of biophilia - the innate human affinity for and connection to nature (Wilson 1984).
This draws attention to how such geological marvels not only showcase Earth’s beauty but
resonate deeply with the inherent human longing for natural elements, an emotional tie that
accentuates color’s energy.

This paper endeavors to bridge the gap between Earth’s dynamic geological
changes and human cultural practices. By focusing on the symbolism and energy embodied
in the use of color, the interaction of geographical and cultural elements will be investigated.
Crucially, this study will also emphasize the importance of biophilic connections in shaping
our interpretations and feelings towards these colors and designs, proposing that our
intrinsic attraction to nature significantly informs our cultural and aesthetic preferences.
Further, the amalgamation of the inherent energy of nature with long-standing cultural customs
will be presented through abstract visual art, created using mixed acrylic paints. Two central
concepts underpin this study: power and color. The term power encompasses the visible
and invisible forces shaping the Earth, including physical elements like seas and volcanoes,
as well as culturally assigned meanings, such as those found in festivals and climate.

Color, on the other hand, symbolizes the inherent diversity found across different countries,
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ethnic groups, geographical locations, and cultures (Morton 1997). Interwoven with these
elements is the third pillar, biophilia, shedding light on the undeniable draw that nature and
its varied hues have on human psychology, emotional well-being, and aesthetic inclinations.
This study is grounded in key theories linking biophilia, color theory, and cultural
symbolism. Biophilia suggests an inherent human affinity for nature, influencing psychological
health and creativity, which is crucial to our approach to biophilic design in visual art
(Fromm 1963; Wilson 1984). Color theory then provides the framework for understanding
color interactions and their psychological and emotional impacts, essential for assessing
the expressive power of art (Albers 1963; Itten 1973). Additionally, the integration of the
Five Elements Theory from Chinese philosophy assigns colors to elemental life aspects,
infusing cultural meanings into visual representations. These theories collectively guide our
exploration of how biophilic principles intersect with cultural and color dynamics, forming a
cohesive theoretical foundation for examining their combined impact on visual art.
Ultimately, this study aims to advance understanding of the forces shaping the world and
the relationship between nature’s energy, beauty, and cultural color symbolism. By doing
S0, it contributes to the academic discourse in the field of visual art, pushing the boundaries
of how the natural world’s dynamism can inform cultural practices and visual expression.
This will unravel not just the what and the how, but the why, spotlighting the profound biophilic

interactions that play an essential role in our perceptions of color and nature.

Literature Review

1. Biophilia: Nature and Design

At the intersection of design and nature, it is essential to consider the profound
impact of landscape aesthetics, a dominant theme recurrently captured in the art and design
discourse. The intricate relationship between natural elements and aesthetics evokes feelings
of tranquility, transcendence, and balance, which artists and designers have long sought
to harness in their work. The energy of nature in landscape aesthetics is not just confined
to the visual attributes, but is intrinsically linked to the psychological and emotional impact,
creating an immersive and transformative aesthetic experience. Chinese artists, deeply
rooted in Taoist and Buddhist ideologies, have long demonstrated an understanding of this
energy in their landscape art, integrating the use of color to evoke a sense of balance and
harmony.

When dissecting the theoretical underpinnings of the energy derived from nature
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in visual art, a crucial aspect to consider is the concept of ‘biophilia’. Fromm (1963) and
Wilson (1986) independently proposed the biophilia hypothesis, arguing that humans have
an innate and genetically driven affinity for nature and natural forms (Barbiero & Berto
2021). Designers and artists often draw upon this predisposition to construct designs that
echo the inherent structures and patterns found in nature, from the branching veins of a leaf
to the fractal patterns of coastlines and clouds (Sachs 2022). The visual depiction of these
natural elements serves to provoke a sense of connectivity, grounding, and familiarity, and
thus can be powerful in impacting perception and behavior (Kellert 2018). In addition, the
concept of ‘vitality affect’ proposed by Daniel Stern (2010) is pertinent, suggesting that the
dynamic qualities of natural forms and their rhythmic, harmonic patterns stimulate an embodied
resonance in the viewer, imparting a sense of vitality and aliveness.

There is a clear academic consensus on the importance of biophilic principles to
physical and mental health and well-being. Throughout human history, our relationship with
nature has been crucial to our overall wellness. A plethora of scientific studies highlight that
consistent interactions with nature can yield substantial improvements in stress reduction,
blood pressure regulation, pain relief, recovery acceleration, and even enhance mood and
performance in professional settings like healthcare (Annerstedt & Wahrborg 2011; Katcher &
Beck 1983; Kellert 2012; Ryan et al. 2014). The emphasis on visual elements, such as serene
natural landscapes or even the simulation of natural features, can considerably elevate our
mood and psychological well-being. Surprisingly, something as simple as a room with a
view of nature has been shown to facilitate faster recovery from illnesses and reduce the
need for pain medication (Ulrich 1993; 2008). However, due to urban lifestyles, this critical
contact with nature is dwindling, particularly in the light of the urban shift in global population
trends (Turner, Nakamura & Dinetti 2004; Worldbank 2019).

From an evolutionary perspective, biophilia’s roots are traced back to the lengthy
timeline of human evolution. A striking fact to consider is that for more than 99% of our
species’ history, humans evolved in response to natural forces rather than the human-engineered
environment we are accustomed to today (Wilson 1986, Kellert 2018; Kellert & Calabrese
2015). The increasing disconnection from nature poses a unique challenge: the urban
spaces we inhabit must be designed to evoke our biophilic instincts (Beatley 2011; Hartig
& Kahn 2016; Soderlund 2019). Contemporary settings and conveniences like mass
production and electronic technology have been recent additions in our evolutionary journey.

Studies like the one conducted by Ame Ohman (1986) underscore the depth of our inherent
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inclination towards nature. Participants in this study subliminally exposed to images of
snakes and spiders demonstrated averse reactions, in stark contrast to their indifferent
response to modern threats like handguns and exposed electric wires. This evidence
accentuates the power of visual elements in eliciting deep-seated human responses, making
visual art rooted in biophilic principles even more crucial. Biophilic design offers a solution,
aiming to mirror natural environments within urban settings (Browning & Ryan 2020).

Yet, there is an evident dichotomy in our modern application of biophilia. Even
though humans have evolved in nature, our contemporary reality is predominantly indoor-driven.
As a consequence, the very spaces that should provide respite, such as our homes, workplaces,
and healthcare institutions, often mirror the sensory-deprived enclosures of old-fashioned
z00s. Despite our biological tendencies, the design paradigms of the modern built environment
frequently disregard nature, either treating it as an obstacle or relegating it to insignificance
(McGee et al. 2019). In the realm of visual art, this manifests predominantly in the choices
of images, patterns, and color palettes that lack the essence of nature. The irony lies in the
fact that while we have recognized and rectified inhumane conditions for animals, such as
barren cages, similar sensory-deprived conditions still persist for humans in many modern
architectural designs, particularly in the digital and visual media that increasingly dominates
our lives.

The integration of color theory in the portrayal of nature’s energy in visual art ties
these concepts together. The use of color provides a potent tool to intensify the impact of
nature’s depiction in design. For instance, hue can influence perceived temperature and
depth, while saturation can alter the perceived intensity and vitality of a natural scene (Fortner
& Meyer 1997). Complementing these, the attribute of value can provide a tangible sense
of light and dark, further amplifying the dramatic expression of nature (O’Connor 2023).
This judicious use of color can evoke a range of emotional responses, playing a vital role in
expressing the inherent power of nature. Through strategic choices in color, artists and
designers can effectively capture the dynamic interplay of light and shadow, the transient
moods of a landscape, and the inherent vibrancy of flora and fauna, thus breathing life into
their representations of the natural world. This intricate dance between color theory, the
energy of nature, and landscape aesthetics demonstrates how these elements collectively

shape visual and emotional interaction with design.
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2. Color Theory

Color theory, a practical guide to color mixing and visual effects of specific
combinations, plays a vital role in visual art (Best 2017; Jasper 2014). At its core are three
color categories - primary, secondary, and tertiary - based on the color wheel (Mollica
2013). In additive color models, used in light-based mediums like computer monitors and
stage lighting, colors are formed by mixing different hues of light, specifically red, green,
and blue (Nowak & KoScielniak 2019). This combination creates secondary colors: cyan,
magenta, or yellow. Subtractive color models, used in paints and pigments, create colors
by filtering parts of the visible spectrum (Ibraheem et al. 2012). Color theory also encom-
passes color planning, which relates to color matching in design fields such as graphic
design, industrial design, and fashion design (Hsiao & Tsai 2004). For example, common
color schemes like black-white and red-blue are strategically chosen to achieve a certain
effect or mood. The color wheel, a tool of color science, visualizes these combinations and
their relations (Parkhurst & Feller 1982). Complementary colors, located at opposite ends
of the color wheel, create high contrast, while similar colors, located adjacently, create
harmony. Additionally, colors are classified as warm or cool, with reds, oranges, and yellows
being warm, and greens and blues being cool. Beyond basic hue, colors also possess
saturation and lightness, denoted in the HSL (Hue, Saturation, Lightness) or HSV (Hue,
Saturation, Value) models (Marcu & Abe 1997). The color displayed by a surface is determined
by the color it reflects in the electromagnetic spectrum. Tones of color are created by mixing
a hue with a neutral color, thereby reducing chroma while preserving hue. This principle
aids in achieving varying degrees of lightness and darkness, adding depth and complexity to
the artistic and design work.

Yet, in traditional color theory, three fundamental attributes dictate the perception
and interpretation of color: hue, saturation, and value (O’Connor, 2021). This framework,
which has become integral to design practice and education as the profession has evolved,
often relies on color models, charts, and illustrations to explicate these attributes (Gage
1995; Gage 2000). Significantly, the transition from small-scale craft industries to large-scale
mass production during the Industrial Revolution marked a shift in the practice of design,
with elements of multiple design styles coalescing and pattern books serving as guides (de
Noblet 1993; Hauffe 1998; Raizman 2003). The lack of design standards proved problematic,
leading to a wave of design reform that coincided with advancements in industry, manufacturing,

and design education (O’Connor 2021).
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During the mid-nineteenth century, the advent of digital design technologies and
the increased availability of pigments significantly transformed the use of color in design
(Delamare & Guineau 1999). Notably, the development of the collapsible metal paint tube
improved the accessibility and application of pigment color, thereby addressing the issue
of unstable color intermixing (O’Connor 2021). As the design field progressed into the twentieth
century, traditional color theory and design education adapted to align with industry,
manufacturing, and printing technology changes. The rigidity of earlier color theories was
replaced with practical guidelines that emphasized individual creativity and an informed,
intuitive approach to using color, as seen in the theories of Dow (1913), Ross (1919), and
Parsons (1921), and later Albers (1963) and Itten (1973). Contemporary traditional color
theory spans four main areas: color industries, technologies, and applications; color (re)
production; color humanities; and color aesthetics (O’Connor 2023). O’Connor (2021)
points out that while this theory has garnered criticism, much of it is centered on hue-related

constructs, with a lack of correlation with color science.

3. Color and Meaning in China

It is important to delineate the contrasts in color interpretation between Western
colorimetry and traditional Chinese painting. Colorimetry, grounded in the scientific evaluation
of color, focuses on quantifiable metrics such as hue, saturation, and brightness, which are
universal and consistent across different contexts. In contrast, Chinese painting interprets
colors through a cultural lens, where each hue embodies deeper symbolic meanings often
connected to philosophical or spiritual elements. For example, black in colorimetry is simply a
shade with no light, whereas in Chinese culture, it represents water, mystery, and the infinite.
To facilitate a clearer understanding of these distinctions, the following table contrasts

specific colors and their interpretations across these two frameworks.

Table 1 Comparison between color interpretations in colorimetry and in Chinese painting

Color Interpretation in Colorimetry | Interpretation in Chinese Painting

Red Color with the longest Symbolizes good fortune, joy, and
wavelength prosperity

Green Mid-spectrum color, Represents renewal, life, and
calming harmony
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Color Interpretation in Colorimetry | Interpretation in Chinese Painting

Blue Color of short wavelength Signifies healing, trust, and
tranquility

Black Absence of light Associated with water, depth, and
wisdom

Yellow Color of light, warm Symbolizes earth, royalty, and
nurturing

White Total reflection of light Represents purity, mourning, and
humility

The aforementioned color theories are all predominantly Western constructs, yet
there are influential color theories in the Eastern world that have also influenced this
investigation. The Five Elements Theory, a fundamental concept in ancient Chinese Taoist
philosophy, ascribes distinct characteristics and colors to each of the elements, thereby
symbolizing various aspects of life and the world (Lee 2012). The theory divides everything
into five dynamics via yin and yang evolution: water (moisturizing), fire (inlammation), metal
(convergence), wood (stretching), and earth (neutralization). Corresponding colors include
white for metal, green for wood, black for water, red for fire, and yellow for earth, all of which
carry profound symbolism. White, linked to the West, denotes justice, purity, dignity, integrity,
and youth, symbolizing the space between heaven and earth, sunlight falling, and purity.
Green, tied to the East, embodies life, symbolizing the birth and growth of all things. Black,
associated with the North, conveys incorruptibility, solemnity, seriousness, boldness, calmness,
and loneliness, representing the dim and opaque vision akin to deep waters. Red, affiliated
with the South, signifies greatness, enthusiasm, loyalty, joy, fear, danger, enthusiasm, the
blazing fire, and the sun. Finally, yellow, representing the earth, signifies the land and
brightness, akin to the color of sunlight. These colors, representative of the Five Elements,
form an integral part of traditional Chinese culture, shaping the values of ancestors and
their understanding of the universe (Kaixiang & Xioahong 2020).

Across the breadth of Chinese history, and contrary to the conclusions of both Yu
(2014) and Zhou (2022), the color blue evolved to symbolize varying aspects of socio-political
status, cultural exchanges, and artistic traditions. In the Tang Dynasty, blue - a hue derived

from precious Persian cobalt oxide - featured in Sancai ceramics, signifying cultural exchange
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and rarity (Wood et al. 2007). The Song Dynasty associated blue with purity and elegance
in Ru porcelain, as well as emotional depth in love themes. As an indicator of rank in official
clothing, blue embodied power and prestige (Yuan & Liu 2021). During the Yuan Dynasty,
blue reached artistic sophistication with the advent of Yuan blue-and-white porcelain, fostering
cultural pride (Gerritsen 2012). In the Ming Dynasty, the blue in official uniforms came to
denote power and strict adherence to the rules (Zujie 2007). The Qing Dynasty saw blue as
a symbol of cosmic balance, representing water against the Dynasty’s elemental association
with fire (Wang, Wang & Shamey 2021). Finally, Xinjiang’s blue, often found in Uyghur
architecture, conveys purity, tranquility, and a yearning for freedom and the ocean. Thus,
the symbolism of blue in China, transitioning through various historical periods, stands as
a testament to its rich, multifaceted cultural and artistic heritage.

4. Design Influences

The investigation at hand draws influence from three distinguished artists: Yves

Klein, Jackson Pollock, and Laura Milnor Iverson, each contributing unique design ele-

ments to the study (Figure 1).

Figure 1. Three influential artworks on this investigation: (left-to-right). a) Yves Klein, ‘No.125
Anthropometry’, 180x270cm; b) Jackson Pollock, ‘Convergence’, 242x399cm; c) Laura
Milnor Iverson, ‘Cormorant fisherman at sunrise’, 73.7x92.1cm.

Sources: IDEAT Ideal Home 2019, VertuGallery 2022; Artnet 2018)

Klein, known for his exceptional engagement with the color blue, resonates with
the investigation through his pioneering “Anthropometry” series. His judo-inspired use of
body forms, creating abstract, human-sourced marks and the introduction of “Klein Blue”
underscore the significance of body movement and color symbolism in artistic expression.
This method bridges the gap between humanity and the boundless void, imbuing the study
with an exploration of irregular forms and the emotive energy of intense hues. Pollock, a

figurehead of the abstract expressionist movement, lends the study an appreciation for
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unrestricted line use and color harmony. Known for his enormous canvas works and distinctive
brushstrokes, Pollock harnessed colors, lines, and textures to convey his rebellious nature
and the spirit of freedom. Emulating Pollock, the investigation will incorporate free form
lines and intentional color harmonies, enhancing the expressive potential of the artwork.
Iverson’s contribution comes through her evocative acrylic landscape paintings, which emphasize
the flow and fluidity of the scene. Her work, such as Cormorant Fisherman at Sunrise, resonates
with viewers differently based on their individual experiences. Incorporating her technique
and sense of flow will lend the investigation’s output a dynamism and depth that appeals to
a broad audience, suggesting that art can be an individualized, experiential journey. These
artists collectively provide the investigation with a profound exploration of color, form, and
expression, setting a foundation for artwork that challenges the conventional and resonates

with the viewer on a deeply personal level.

Methodology

This study integrates documentary analysis with a procedural design method. The
fundamental aim is to investigate the profound interconnection between the power of color
and its representations, specifically within a Chinese cultural context. Inspired by the emotional
and psychological connections humans have with natural environments, the data collection
phase incorporated multiple sources to formulate a well-rounded perspective on color theory
and symbolism. Foundational theoretical knowledge was gathered from colorimetry books,
online historical Chinese documents, and digital platforms. The unique color symbolism of
blue, as observed in various periods and elements of Chinese history and culture, served
as the focal point. Data was supplemented with visual resources like high-altitude
documentaries and photography of geographical locations, particularly the Danxia landforms
in Gansu Province. These resources, reflective of the biophilic principles, were pivotal in
gathering inspiration for the design elements.

The data analysis stage dissected the gathered data across three key facets:
thematic analysis, form symbols, and techniques. This analysis elucidated the energy and
significance vested in color, allowing for the translation of these insights into the visual design
process. This fusion of theory and practice was integral to the study, underlining the potential
of color to communicate power within design. In particular, the evocation of biophilic responses

was considered, exploring how the natural elements in color can resonate with viewers on
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a deeper, intrinsic level. The design process commenced with sketching, a vital stage in
visual design for conceptualizing and testing design elements and color combinations. The
generated sketches served as miniature blueprints, aiding in the refinement of abstraction
and style.

To ensure methodological rigor in the color selection process for the visual arts
creation, this study employed a systematic color analysis technique using the CIE (Com-
mission Internationale de I'Eclairage) colorimetry system. This system quantitatively defines
color in a way that mimics human vision, utilizing CIE XYZ coordinates to ensure precision
in color perception and reproduction. Before the actual creation of artworks, preliminary
color studies were conducted using digital color analysis tools, which provided detailed
assessments of hue, saturation, and lightness. These tools enabled the identification of
culturally resonant colors while ensuring that their visual impact was scientifically grounded.
The colors thus selected were vetted through this dual approach - balancing empirical data
with cultural symbolism - to validate the appropriateness of color choices for the artworks.

The next phase was the actual design creation, where the techniques drawn from
the analysis stage were applied. Drawing from biophilic design principles, the use of tools
such as hair dryers to mimic natural elements within the design, and the application of
blending liquid and resin glue to enhance color vibrancy, served to imbue the design with
the desired expression of power. This methodology showcased a design process that is
deeply rooted in research and analysis, leading to a nuanced understanding of color theory,
symbolism, and their applications in visual design. This approach allowed for the creation
of powerful designs that were not only visually compelling but also steeped in cultural,

symbolic and biophilic significance.

This section presents analysis of the experimental data, studying the power of
color and its manifestations in different works. We created pre-thesis and thesis creative
works, focusing on the progression, concepts, form, results, and areas of improvement for
each piece.

1. Pre-Thesis Creative Work

Pre-Thesis Work 1, titled No. 1, explores the idea of power as perceived through

natural elements, focusing on the view of the sea from a high altitude (Figure 1). Analysis
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reveals the impact of the selected color scheme and the form chosen to represent the concept.
The green tones added to signify organic matter and the vortex shape used to depict power
are intriguing aspects. Further, the addition of white to signify the wind direction lends the
artwork an inherent sense of flow, mirroring Van Gogh’s Starry Night and expressing the

unruly yet harmonious power of nature.

Figure 1. Pre-Thesis Work No. 1

No. 2 presents an integration of the geographical attributes of the Yellow Earth
region with the artist's sentiments (Figure 2). The use of meandering lines and deep colors
along with a blending agent uniquely showcases the power and beauty of acrylic paint. The
interplay of blue, orange, and brown gives a sense of power with multiple meanings. A
critical improvement area identified is the need to incorporate personal ideas and add

depth to the color system.

Figure 2. Pre-Thesis Work No. 2
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Pre-Thesis Work 3 and 4, titled No. 3 and No. 4, exhibit a strong personal style and
an abstraction of natural elements respectively (Figure 3). No. 3’s dark blue and pink color
scheme with deep orange is used to express the duality of strength and beauty, while in
No. 4, the waves’ representation depicts a lively youthful power. Both pieces suggest room
for additional detail, and the importance of maintaining the right balance between color

choice and image scale is highlighted.

Figure 3. Pre-Thesis Works No. 3 and 4

In the latter two Pre-Thesis works, No. 5 and No. 6, the author leans into the cultural
theory of color (Figure 4). No. 5 blends the sea’s image with the Xinjiang desert, using warm
colors to imbue the picture with energy. No. 6, on the other hand, draws inspiration from the
sea’s calm flow during a storm and the melting ice’s slow stream, demonstrating the fluidity
of the artwork. The use of more diluent to allow free flow of pigments is an innovative tech-

nique seen here.

Figure 4. Pre-Thesis Works No. 5 and 6
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The final Pre-Thesis work, No. 7, encapsulates the scene from behind a car win-
dow on a rainy day, adding a hazy sense of flow to the work. It brings together color-related
cultural and festive aspects to express the power and beauty of nature. This work empha-

sizes exploring related concepts or similar works to deepen understanding of the art form.

Figure 5. Pre-Thesis Works No. 7

2. Thesis Creative Work

The Thesis works primarily focus on geographical and cultural themes, combining
Chinese legendary beasts and landforms to express nature’s creativity and Chinese
culture’s power. Thesis Work 1, titlted Power of Color: Dragon, Phoenix, and Tortoise, is inspired
by high-altitude landform maps of Xinjiang and Gansu (Figure 6). The representation of
different geographical, climatic, and temperature conditions through color variance is a
striking attribute of this work. Additionally, incorporating legendary beasts symbolizing

spiritual beliefs adds an extra layer of complexity, expressing the power of nature and culture.
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Figure 6. Thesis Work 1

Thesis Work 2 focuses on color-related festivals from India, Japan, and China,
embodying the universal hope associated with color usage (Figure 7). By extracting
strength expression methods from different cultures, the series symbolizes cultural integration
and societal power. Finally, Thesis Work 3 explores Gansu and Xinjiang’s lines of topography
and historical factors to present a color palette reminiscent of Tang Sancai (Figure 8). It
implies a common memory for the Chinese people, reminding them of Gansu'’s historical

and cultural significance and prompting them to revisit their heritage.
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Figure 8. Thesis Work 3

Overall, both Pre-Thesis and Thesis works build a comprehensive understanding
of color’'s power, unraveling the interplay between natural and cultural elements and the
role color plays in manifesting power. It is evident that the choice of color, form, and concept
has a profound impact on the work’s result, and careful consideration of these aspects is

necessary to improve and refine future works.
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This body of work presents an exploration of color and its manifestations within the
geographical and cultural contexts of Xinjiang and Gansu, highlighting how color symbolizes
natural and social power across different cultures. This study demonstrates an amalgamation
of numerous factors such as style, technique, materials, and the cultural and geographical
implications of color, highlighting the author’s progression from a global to a local perspective.
The authors’ creative process began with extensive sketches to experiment with color’s
unique conveyance in visual art. In distinguishing between the Pre-Thesis and Thesis
works, a critical aspect lies in the deeper integration of cultural themes within the Thesis
works. While the Pre-Thesis creations explore the emotive and psychological responses
elicited by natural elements through color, the Thesis works pivot significantly towards
embedding these color interactions within specific cultural narratives of Xinjiang and Gansu.
This transition is marked by an enriched exploration of local legends, historical art forms,
and cultural symbols, such as the depiction of Chinese mythical creatures and traditional
landforms. These elements are not merely aesthetic but serve as conduits for encapsulating
the profound spiritual and historical resonances of the regions depicted. In doing so, the
Thesis works offer a layered narrative that interweaves the intrinsic energy of nature with
the enduring legacies of cultural heritage, thus presenting a more nuanced and culturally
contextualized articulation of the themes previously developed in the Pre-Thesis phase.
This progression reflects a deliberate shift from a broad exploration of biophilic design
principles to a focused articulation of how these principles interact with and are expressed
through specific cultural frameworks.

The transition from a universal perspective to a more localized one underpins the
study, where the author initially views the Earth from a cosmological standpoint, then zooms
in to China, and subsequently to Xinjiang and Gansu. This approach underscored the systematic
and methodical aspect of the author’s creative process, which was imbued with a comprehensive
exploration of style, technique, materials, and the cultural and geographical implications of
color. Zhang (2023) postulates a profound influence of Chinese culture on Xinjiang art,
which can be translated into the domain of visual design. This study hamesses that cultural
strength, incorporating color theory to present the geographic and cultural contexts of Xinjiang
and Gansu (Albers 1963; Itten 1973). The rich visual design, featuring vibrant hues and

varied styles, exudes the social and natural power embedded in the cultural representation
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(Madden, Hewett & Roth 2000; Zhou 2022). The literature by Gage (1995; 2000) corroborates
that color and culture are intertwined, which is evident in this study’s transition from global
to localized perspectives, intricately portraying the implications of color.

Diverse and multicultural elements informed the authors’ creative process, blending
different nations’ social forces and climates, exploring color and line emotive power, and
examining the dynamics of various national festivals. The authors’ increasing fascination
with color and its intersection with cultural theory helped amplify the artworks’ emotive impact,
thereby symbolizing strength and hope. The application of biophilia, as conceptualized by
Wilson (1986) and Kellert (2018), serves as a foundation, emphasizing the inherent human
need to connect with nature and living systems, which is echoed in the visual representation
of the colors and designs. The data analysis results present an understanding of color
application in various domains, emphasizing consistent alignment with theoretical principles.
The authors adopted non-traditional techniques, such as discarding the brush and controlling
the painting’s naturalness through holistic techniques, to ensure the artworks resonated
with the theme and elicited authenticity. The portrayal of power and beauty in an irregular
and abstract expression of nature emerges as a consistent theme throughout. This exploration
of color and its emotive power was grounded in the principles of color design (Best 2017,
Mollica 2013). By integrating multicultural elements, the authors have been able to amplify
the emotive impact of the visual designs, demonstrating the influence of color theory in a
cross-cultural context (Jasper 2014; Yu 2014). Moreover, the innovative techniques adopted
in this study, like discarding the brush for more natural techniques, echo Hauffe’s (1998)
and de Noblet’s (1993) emphasis on the evolution and impact of industrial design, further
showcasing the evolution of visual design in the hands of culturally diverse artists.

The creative results reflect the power of nature in abstract form, intertwined with
the author’s material usage. It is noteworthy to underscore the inherent biophilic tendencies
expressed in these artworks, portraying the deep-rooted human bond with nature (Wilson,
1986). The concretization of the power theme is seen in the transition from data collection,
analysis, and research to actual artwork creation. The artworks breathe life, capturing the
harmony between cultural diversity and the integration of world culture and nature. Drawing
from the concept of biophilia, the artworks inherently exude an attraction to nature, invoking
emotions and cognitive engagement (Kellert, 2018). The authors suggest that modifying
diluent proportions and color concentrations could result in varied artistic effects, marking

a promising area for future studies. The idea of democratizing art by enabling common
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people to create their own artworks using provided diluted pigments encourages interactive,
imaginative art creations. Such an approach could be therapeutic, offering a platform to
express individual emotions and experiences, thereby contributing to mental stress alleviation.
The abstraction of nature’s power in the visual designs aligns with the works of Kellert
(2018) and Wilson (1986), highlighting the significant influence of biophilic design and the
love of life and living systems in the creative process. Also, the emphasis on the effects of
altering diluent proportions and color concentrations is analogous to the suggestions made
by Dow (1913) in his series of exercises in art structure. By democratizing art and providing
the means to create personal artworks, this study not only further validates the importance
of color theory (Fortner & Meyer, 1997; lbranheem et al., 2012) but also endorses the therapeutic
potential of art, hence fostering mental stress alleviation (Stern, 2010).

In conclusion, through the thorough exploration of color within the geographical
and cultural dimensions of Xinjiang and Gansu, and by integrating the profound implications
of biophilia in visual arts, this investigation has successfully met its objectives. The analysis,
paired with innovative art techniques, has provided both a deep understanding and a fresh
perspective on the intricate interplay of color, culture, and the innate human connection to

nature.

Having conducted this investigation, the authors suggest conducting further pigment
experiments to determine the effects of varying diluent proportions. Further, increasing
sensitivity towards art by exploring other artists’ works, comprehending their concepts and
inspirations, reading more about color theory, festivals, culture, and integrating disciplines
like sociology, visual arts, and human relations could lead to a more soulful resonance with
art. The authors also advise the study of philosophy, asserting that at a certain level of
exploration, all disciplines inevitably intersect with philosophy, which could serve as a
foundational theoretical bedrock for future artistic creations. However, these insights are
not without limitations, as they predominantly represent the authors’ perspectives and
experiences. To address this, it would be beneficial to broaden the study scope by including
multiple artists’ perspectives to diversify and deepen the understanding of color and its
power. The authors’ emphasis on delving deeper into color theory (Parkhurst & Feller,

1982; O’'Connor, 2021, 2023), and integrating disciplines such as sociology, visual arts,
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and human relations, resonates with Hawkins’ (2013) call for creative geographies. Furthermore,
studying philosophy can potentially serve as a theoretical bedrock for future design crea-
tions (Parsons, 1921; Ross, 1919). The perspective-driven insights into the power of color
can be enriched by including multiple designers’ perspectives (Gribkov & Petrov, 1996),
providing a broader scope to understand color's power and its implementation in visual

design.
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Abstract

The thesis “Contemporary Painting Series: When | Am Stepping Beyond” aims to
explore the psychological state of the researcher as an artist, using artistic creation as a
tool for internal examination. The work reflects emotions, mental states, and personal
experiences stemming from instability, emotional pressure, and internal conflicts influenced
by rapid changes in contemporary social conditions, such as economic uncertainty and
cultural shifts. The conceptual framework is grounded in psychoanalytic theory, particularly
Sigmund Freud’s model of the human psyche—comprising the conscious, preconscious,
and unconscious mind—along with Carl Jung’s theory of individuation, which emphasizes
the pursuit of one’s true self through introspective understanding of the inner personality.

This painting series adopts a Surrealist and Neo-Surrealist approach, utilizing
visual language and symbolic elements to represent the unconscious mind. The research
process follows the methodology of Art-Based Research, focusing on self-observation,
reflection, and qualitative analysis throughout the creative process.

The results demonstrate that the artwork not only expresses abstract personal
experiences but also serves as a therapeutic medium. It bridges the inner world of the
artist with external social and cultural contexts, offering insight into the psychological healing
process and revealing a deeper connection between the self and the surrounding world.
Keywords: Contemporary Painting, Surrealism, Art Therapy, Psychoanalysis, Subconscious
Mind
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AT 1: René Magritte. The False Mirror. Paris 1929
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) Magritte, R. (2015). The False Mirror [Aam3n35N]. The Museum of Modern Art (MoMA). https://www.moma.org/collection/works/78938?artist_
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“ MoMA. (2015). The persistence of memory. Retrieved from https://www.moma.org/collection/works/79018

" Cramer, C., & Grant, K. (n.d.). Surrealist techniques: Collage. Smarthistory. https:/smarthistory.org/surrealist-techniques-collage/
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' Surrealism Today. (2021, September 22). Michelle Concetta: Surrealistic collages. https:/surrealismtoday.com/michelle-concetta/
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User-generated content (UGC) is a powerful tool in digital marketing, particularly
in shaping brand perception around emotionally and thematically driven public events.
This study explores how Bangkok Design Week (BKKDW), a cultural event in Bangkok,
Thailand, is portrayed by Chinese-speaking users on Xiaohongshu, a popular travel and
lifestyle platform. A total of 1,238 posts and comments spanning a seven-year period were
collected using BKKDW-related hashtags. This research employed Biterm Topic Modeling
(BTM), a technique optimized for short-text corpora, to identify macro-level thematic clusters
in user discourse. Sentiment analysis was conducted using SnowNLP to assess emotional
tone. Findings were interpreted through Keller's (1993) Customer-Based Brand Equity
(CBBE) model, mapping identified topics and sentiments to the six brand equity dimensions:
brand identity, brand imagery, brand performance, brand feelings, brand judgment, and
resonance. Results show that BKKDW is positively associated with creativity, visual aesthetics,
and cultural hybridity, but shows weaker associations with brand loyalty and long-term
engagement among Xiaohongshu users. This study contributes to cultural branding and
cross-cultural digital communication by demonstrating how computational methods can be
applied to examine public sentiment and narrative construction in a non-Western social
media environment. It also offers practical recommendations for event organizers aiming to

increase brand equity through strategic engagement on Chinese platforms.
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Introduction

In the digital culture, user-generated content (UGC), with its significant influence
on brand perceptions, has become increasingly relevant. This is especially true for public
events that emphasize experience and interaction (Muntinga, Moorman & Smit, 2011,
Aboalganam, K.M., AlFraihat & Tarabieh, 2025). Social networks permit users not only to
consume, but also toproduce content.

One platform where such user-driven branding processes are especially visible is
Xiaohongshu, a fast-growing Chinese social media app centered on lifestyle sharing (Zhao,
2024). The combination of visual and textual narratives creates a sensory-rich context in
which people discuss, evaluate, and make meaning from products, places, and experiences
(Wei, 2023). For an urban cultural event, such as Bangkok Design Week (BKKDW), Online
user discourse plays a key role that can determine BKKDW'’s public and perceived brand
value (UNESCO, 2020).

BKKDW is a relatively young festival. Over the years, it has built a solid reputation
as one of the most important design events in Southeast Asia (World Design Weeks, 2025).
As part of Bangkok's emergence as a creative capital, the event was launched to showcase
Thai design and to nurture a burgeoning creative scene in the city (TimeOut Bangkok,
2018; Prayudi, Ardhanariswari & Probosari, 2022).

The first edition, in 2016, started small, with relatively few exhibitions and programs
(TimeOut Bangkok, 2018). Since then, the event has developed significantly, widening its
scope, appealing to delegates from all over Thailand and the world. It gives a platform to
emerging and established design talent (World Design Weeks, 2025). Over the years, BKKDW
has developed a reputation as a leading design event focusing on cultural exchange. It is
also aimed for integrating sustainability-driven design principles as part of the global design
discourse (Bangkok Design Week, 2023; UNESCO, 2019).

Hence, understanding of this branding type must be theoretically established. A
popular framework is Kevin Keller's (1993) idea of brand equity which represents the value
added to a brand as a consequence of customer’s brand perception & emotional linkage.
There are steps forming a hierarchy that lead to the development of brand equity, as proposed
by Keller's concept of Customer-Based Brand Equity (CBBE) model: from brand awareness,
brand performance, brand imagery to consumer judgment and feeling, consumer-brand

relationship (Keller, 2001).
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Although this model has been commonly applied to commercial events, it has not
been adopted to date in cultural events, particularly with regard to UGC shared on social
networks (Hudson, Roth, Madden & Hudson, 2015). This is especially the case within
non-Western contexts, e.g., within the context of Chinese speaking users on the regionally
dominant platform Xiaohongshu (Pike, 2016; Hankinson, 2009). Therefore, this research
seeks to investigate how users perceive and represent BKKDW on Xiaohongshu, which
has now become a leading publication channel with more than 300 million monthly active
users (Zhao, 2024).

The platform’s integration of algorithmic feeds, visual-first design, and communi-
ty-generated recommendations perfectly suits the tastes of young users, in particular those
of the millennial and gen Z generations (Digital Crew, 2025). For these users, Xiaohongshu
is not just a platform to share personal experiences, but a place where BKKDW-like events
can be publicly evaluated, compared, and discussed. It is common for these online
conversations to serve as a virtual word-of-mouth and give others a view into how the brand
is perceived by others (WalktheChat, 2023).

To further explore the discourse, this study uses BTM, a probabilistic approach to
short text analysis of social media messages (Santos, Rech & Moraes, 2022). BTM is differ-
ent from the LDA in that BTM captures a word occurrence at the corpus level instead of in
each document. It fits well with short, loosely related information, but not with connected
text (Yan et al., 2013). By means of BTM, this research extracts topic themes from Xiaohongshu
posts for BKKDW and maps them to Keller's CBBE dimensions for interpretation.

This study, by integrating the use of computational modeling and brand’s equity
theory, sheds some light in terms of how user narratives brand BKKDW. It also provides
some perspective to understand the mechanisms of UGC constituency identity and brand
identity in the Chinese-speaking online community. It also extends the literature about
branding in user generated media, especially cross-culture digital environments. The paper
addresses the following research questions:

1. What are the dominant topics expressed in Xiaohongshu entries related to
Bangkok Design Week?

2. How do these user-generated topics align with the six dimensions of Keller's
brand equity model?

3. Which dimensions of brand equity are most prominent in the Xiaohongshu dis-

course?
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4. What do these discursive patterns reveal about the perception of Bangkok Design

Week among Chinese-speaking audiences?

Literature Review

Since 2018, BKKDW has played a central role in Thailand’s game plan of branding
Bangkok as a city of creativity in international forums (NewsHub Asia, 2023). Beyond a
design showcase, BKKDW can be considered as an urban renewal, cultural placemaking,
and soft power branding platform (Prayudi, P., Ardhanariswari & Probosari, N., 2022). lts
arrangement in space is one of the features that makes the festival special. Rather than
centralizing activities, exhibitions and events are scattered throughout neighbourhoods
such as Charoenkrung, Ari, and Thonglor. This strategy serves to stimulate underused urban
spaces as well as enhance community creativity (UNESCO, 2020).

BKKDW functions to build Bangkok as a city of design physically and symbolically.
The maijority of previous research in this field has employed qualitative techniques (e.g.,
interviews, policy analysis, or participant observation). Little has been written about how
audiences, especially Chinese-language users, who experience BKKDW from digital
media or through user-generated content, make sense of the event. This is the gap the
current analysis seeks to address (Praphruetmon & Wang, 2023).

The brand-making effects of users on user-generated content in social media
have been identified as a key source for decoding how users create or share brand meanings.
According to Muntinga et al. (2011), UGC mirrors real consumer experiences that are
influencing the way brands are perceived, trusted, and mentioned within communities. In
the realm of events, UGC can be a powerful real-time record, influencing public opinion
and assumption (Shetty, Singh, Yashaswini & Hiremath, 2024).

Recent studies, including those by Pentina et al. (2018) have proved how even the
hashtags, the reviews, the shared posts, can represent a signal of brand equity, especially
in. lifestyle and tourism industries. Thus, UGC allows us to observe emotional responses,
levels of engagement, and personal experiences. All these insights are often difficult to
capture through traditional questionnaires. This is particularly true for cultural activities that
are concerned with aesthetic pleasures, sensorial experiences, and social interaction. All
these are factors that more easily show in a relaxed way on social media (Howard, 2020).

BTM and sentiment analysis are two of the most widely used techniques for identifying and
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extracting information and pattern recognition in social media data for event studies. As
social media content is usually short and informal, researchers have begun to apply
computational methods to better explore the content. BTMs have been regarded as a
potential approach to handle short texts (Yan et al., 2013). As opposed to Latent Dirichlet
allocation (LDA), which is a more appropriate algorithm to long documents, BTM explores
word cooccurrence in corpus level, hence more suitable and accurate for analyzing short
and fragment text (Wu, Luu & Dong, 2022).

Recent research (Chen, Y., & Zhang, X., 2025) has utilized BTM to identify public
discourse trends on art festivals, marketing campaigns and consumer experiences.
Incorporating emotional analysis, comparative tools such as SnowNLP for Chinese texts
and topic modeling can be mutually used (Zhou, Zhu & Mao, 2022). And this is the combination
that enables researchers to see not just what people are talking about, but what their reaction
to those topics is like. This work blending media and audience use now allows us to understand
audience perceptions more fully (Dai, 2024).

To discuss the topics in a concrete framework, Keller's CBBE model (Keller, 1993
& Keller, 2001) is adopted. This model provides a helpful theoretical perspective from
which to analyze the perception of a brand. According to this model, brand equity progresses
through four stages including six dimensions:

1. Brand Identity
. Brand Performance
. Brand Imagery
. Brand Judgments

. Brand Feelings

D o0 B~ W N

. Brand Resonance

These stages also represent the cognitive and emotional connection that evolves
between customer and brand gradually. Although this model was initially employed in
commercial branding, it has been extended for the domain of cultural and tourism. For instance,
Hankinson (2009) and Pike et al. (2010) have demonstrated that events and destinations
too can create brand loyalty and symbolic value.

Specifically, this paper employs the CBBE model to model the topics/emotional
tones embodied in Xiaohongshu posts and their comments, so as to project how BKKDW
is not only seen as a brand in the perspective of its Chinese-speaking audience. This study
ties digital discourse to underlying brand meaning and audience engagement (Bhatti, Arif
& Younas, 2018; Ning, 2024).
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Methodology

This paper employs UGC in Xiaohongshu, a lifestyle and culture content analyzing
platform with its specific characteristics of short format text coupled with rich metadata.
Entries are generally short reflections that are associated with images to help participants
capture experience-driven context ideas (Wan, Tong, Knearem, Li, Huang & Wu, 2025). In
addition, the use of hashtags in the platform allows structured data collection, and thus
classification and exploration of public narratives and emotions towards cultural events like
BKKDW. (Wu, Gu, Zhang & Liu, 2024)

For this study, event-related hashtagged posts and their comments produced
between January 01, 2018 and April 30, 2025 spanning over seven years were extracted
as entries for analysis. The hashtags used included:

1. #2B/IRITE

2. #BangkokDesignWeek

3. #BKKDW

4. #BKKDW2018-#BKKDW2025

They were selected because they (1) are commonly mentioned in user posts and
comments, (2) appear in official BKKDW media, and (3) proved relevant during the scoping
phase. A total of 1245 entries were obtained. 1,238 entries were available for analysis after
removal of the irrelevant and duplicated entries.

Despite a data collection period spanning seven and a half years, the total num-
ber of retrieved entries remained extremely low (n=1,238). Initially, inconsistent hashtag
usage was considered a primary reason for the low number of entries. However, further
review suggested that this factor alone is unlikely to account for the limited data volume.
The following three factors may explain this outcome:

1. Unfamiliarity with Chinese Market: BKKDW might not have had a brand that was
well known in China, especially in the earlier periods of the event.

2. Language and Cultural Barrier: Since BKKDW is a Thai event, BKKDW content
tends to be shared more in Thai and English digital spaces and less in Mandarin-speaking
social platforms such as Xiaohongshu.

3. Limited Official Marketing on Chinese Platforms: Even if BKKDW organizers did
not proactively market the event on Chinese platforms, discovery of the event by Chinese

Xiaohongshu users would be minimal.
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The data was prepped for textual analysis to make it consistent and prepared.
This included removing punctuation, special characters, and URLs, but preserving emojis
and other expressive tokens. These were word-segmented Chinese with Jieba tokenizer
and a list of stop words was used to remove non-informative words. These procedures
contributed to standardizing the language model structure and increasing the accuracy of
the subsequent modeling tasks (Yuan, Wang & Li, 2015).

The Xiaohongshu entries are relatively short and informal. BTM builds on the
assumption that words impact each other’s topics was selected as the core approach to
discover text themes. Unlike traditional models such as LDA, BTM models the word cooccurrence
at the corpus level, and it is better suited to sparse text scenarios (Yan et al., 2013). Ten
topics were settled to achieve a reasonable compromise between interpretability and topic
diversity. All themes were inductively analyzed and coded manually and generated across
design aesthetics, sustainability, cultural tourism, and event participation.

Crucially, this research combined the use of Xiaohongshu data for three purposes.
The analysis began with a qualitative review of a sample of posts to develop inductively
semantic dimensions showing the brand perception, which were then categorised based
on Keller's CBBE framework. Second, all entries were analyzed by BTM to identify ten
topics. Finally, the extracted themes were linked with the semantic cues, thus enabling the
interpretation of the themes with regard to the brand dimensions (Li, Meng, Sun, Han, Yuan
& Li, 2019).

A sentiment analysis was performed by using SnowNLP which is a package of
Chinese natural language processing (NLP) tools (Wang & Wang, 2022; Chen, 2024).
Posts were classified as negative (< 0.39), neutral (0.40-0.69), and positive (= 0.70). This
categorization was useful for gaining insight into users’ emotional involvement with the
themes. It also helped reveal how these responses may relate to the relevant dimensions
of brand equity. These responses specifically relate to brand feelings and brand judgments,

as conceptualized in Keller's (1993) model.

Indicator Construction Development

This study developed a semantic indicator framework to map UGC topics onto the
six dimensions of brand equity as defined by Kevin Keller's (1993) CBBE model. The
brand-related indicators were developed in the present study with a mixed strategy of

inductive semantic analysis and theory-informed categorization.
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In this article, 50 entries were purposely selected from the dataset of Xiaohongshu, repre-
senting a variety of sentiment scores, engagement amounts, and themes. Content pub-
lished on these posts was manually inspected through open coding to recognize frequent
lexical and rhetorical paradigms and expressions regarding the way users perceive BKKDW.

Table 1 CBBE Dimension and Corresponding Semantic Indicators

CBBE Dimension Corresponding Semantic Indicators
Brand Identity Mentions of the event name, hashtags, or location in posts
Brand Performance Comments about design quality, space layout, services, or guided
tours
Brand Imagery Descriptions of style, visual aesthetics, cultural atmosphere, and

sensory impressions

Brand Judgments Use of evaluative terms such as “worth visiting,” “poorly organized,” or

“too crowded”

Brand Feelings Emotionally expressive terms such as “amazing,” “healing,” or “boring”
Brand Resonance Expressions of recommendation, willingness to revisit, or signs of social
engagement

The keyword expressions “/E§R” (zhi de lai; worth visiting); “## A" (tui jian péng you;
recommend to friends); “BEIE” (ydu chuang yi; creative), etc., were regarded as positive
evaluation and aesthetic appreciation, and the words and phrases “AK%” (rén tai duo;
too crowded); “REFH” (bu hdo zhdo; hard to find); “BA " (kan bu dong; confusing),
etc., were regarded as logistical complaints and negative feedback. These affective words
like “liF¥e” (jTng yan; amazing), “&F57 & (hdo lido yu; healing), and “FFL»” (kdi xTn; happy)
are classified under Keller's brand-feelings dimension. This higher-order analysis was used
to provide qualitative justification for the mapping of topics to sentiment categories and
brand equity dimensions.

These semantic groups were then matched with the six CBBE dimensions based
on Keller's definitions. This indicator framework was used to systematically interpret the
topics derived from BTM, ensuring a consistent and theoretically grounded mapping

between data-driven themes and brand equity constructs.
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Ethical Considerations

All data in this study were collected from publicly available posts and comments
in Xiaohongshu as of the collection date, and only the content that was publicly posted
without any log-in requirements was included. In order to respect user privacy and to avoid
any possible harm, all details specific to user identity, e.g., user names, profile links, and
identifiable images were removed from the analysis and reporting, and quotes are not
ascribed to individual users directly.

This research is consistent with the ethical guidelines of the Human Research
Ethics Committees of Thailand (HREC). Since no human participants are involved and only
publicly available data is accessed as part of the project, no formal informed consent was
sought; however, ethical and responsible engagement with digital materials was actively

maintained at all levels of the research process.

BTM Topic Modelling Results

The application of BTM to the Xiaohongshu entries related to BKKDW produced
ten distinct and thematically coherent topics. Each topic was interpreted and labeled
based on its most representative keywords and overall semantic context. These categories
are presented in the following table, along with their corresponding dimensions from
Keller's CBBE framework.

UGC is sometimes not entirely categorical but expressive in nature, so a single
post may convey multiple brand aspects. For instance, a submission on a recycled art in-
stallation could emphasize performing a sustainable role (brand performance), as well as
deliver impact emotionally (brand feelings). Similarly, a highly visual post may fit brand
imagery, but also convey the intention to return, connecting to brand resonance. These
overlaps suggest that UGC often is involved in more than one dimension of brand equity at
the same time, and one cannot make direct connections between the one-to-one relation-

ship.
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Table 2 : BTM Topics Mapped to CBBE Dimensions

BTM Topic

CBBE Dimension(s)

Justification

Thai Aesthetics

Imagery

Highlights cultural identity,

visual aesthetics, and style.

Green Installations

Performance & Feelings

Emphasizes sustainable design
and evokes emotional reactions

to eco-friendly initiatives.

Creative Networks

Resonance

Reflects professional collabora-
tion, designer identity, and
community-building, suggesting

brand engagement.

Social Design

Performance & Judgments

Involves practical solutions to
social problems, open to

evaluative discourse.

Design Tourism

Feelings & Resonance

Focuses on positive emotional
responses and social engage-
ment, including sharing and

recommending.

Event Logistics

Judgments

Users comment on organization,
accessibility, and planning—of-

ten critically.

Cultural Festivities

Imagery & Identity

Combines symbolic content with
frequent event references and

festive visuals.

Lifestyle & Taste

Feelings & Imagery

Expresses personal emotion,
sensory experience, and

aesthetic preferences.

Event Info

Identity

Provides factual references
such as dates, maps, and
locations to support brand

recall.

Eco Awareness

Performance & Judgments

Focuses on sustainability, often
with praise or critique of environ-

mental responsibility.
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Sentiment Analysis Results

From the results of sentiment analysis, it can be inferred that positive sentiment
was the highest for all the Xiaohongshu entries on BKKDW because 40.64% of posts are
considered to be positive. These entries would routinely include phrases expressing admiration,
excitement, and more generally aesthetic enjoyment, all of which often comported around
narratives of design tourism, Thai aesthetics, and lifestyle appeal. This is an indication that,
aesthetically and emotionally, users engage with BKKDW not just as a design exhibition.
These are strong contributors to the “brand feelings” and “brand resonance” dimensions in
Keller's model.

In contrast, 33.90% of the entries were negative, and 25.46% were neutral. Criticism
was often directed towards the excessive number of fans, vague organization process or
disappointment with how the event was carried out confirming that negative feedback is
indeed related to “brand judgments” in terms of political marketing. By contrast, neutral
entries were frequently descriptive or informational (e.g., locations, and schedules of
events) and are closely related to “brand identity.” The general sentiment landscape also
comprises both affective involvement and evaluative comments, revealing that users observe

and interact with BKKDW in various and varied dimensions.

In response to the first research question, the BTM analysis uncovered ten coherent
themes within the Xiaohongshu entries related to BKKDW. These themes include Thai
Aesthetics, Green Installations, Design Tourism, Lifestyle & Taste, and others. Each reflects
a distinct dimension of user engagement. The variety of topics demonstrates that users
perceive BKKDW not through a single lens, but as a multi-dimensional event combining
design, culture, and personal lifestyle.

Answering the second question, these topics were mapped onto Keller's Customer-Based
Brand Equity (CBBE) model. For example, themes such as Thai Aesthetics and Lifestyle &
Taste align with brand imagery, emphasizing symbolic and cultural value. In contrast,
Green Installations and Eco Awareness reflect brand performance, focusing on sustainability
and function. Posts related to Design Tourism and Cultural Festivities show emotional and
social dimensions, linking to brand feelings and brand resonance. This suggests that the
brand image of BKKDW is layered. The users engage with it both rationally and emotionally

through symbolic meanings.
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Addressing the third research question, the user-driven perception of BKKDW
shows that audiences on Xiaohongshu tend to frame the event as visually appealing, emo-
tionally enriching, and socially shareable. Frequent terms like*Sr&” (liao yUu; healing), “4F1”
(hdo padi; photogenic), and “#EFE" (tuT jian; recommend) suggest strong affective responses
and an emphasis on experience and aesthetics. This reflects Xiaohongshu's platform culture,
which privileges authentic, lifestyle-oriented narratives over formal evaluations.

Certain equity dimensions (e.g., Imagery) are strong, whereas overall brand salience
remains low. Still, even when combined with hashtags like #2&3%1 E and #BKKDW2024,
the number of entries was not as high as one would have hoped for from a multiyear event.
This means BKKDW has not been widely recognized by the users on Xiaohongshu, at least
in previous years of the festival. In addition, brand resonance, which is manifested in loyalty,
repeat attendance, and emotional attachment, was only marginally demonstrated. The majority
of posts communicated low commitment towards the event. These findings collectively
suggest that although BKKDW seems to be emerging as an object of interest among
Chinese-speaking users, a consistent or well-established BKKDW brand has not been
established on this platform.

These findings support prior research that emphasizes the co-constructive role of
UGC in brand perception (Alabi, 2024) and extend Keller's CBBE model to the analysis of
short-form, image-rich content. Unlike previous studies that view BKKDW from a policy or
planning perspective (Yi & Xian, 2024), this study presents a bottom-up perspective
showing how everyday users shape and reflect brand meaning through digital discourse

on Xiaohongshu.

Conclusions

Despite the expanding reach and complexity of BKKDW, its audience experience
and discursive construction have only been partially explored particularly in the Chines-speaking
digital realm. The literature has been predominantly concerned with policy framings, space
regeneration, and creative economy measures, thus failing to address the co-production of
brand meaning by everyday user stories online (Xu, Cheung, Lovett, Duan, Pei & Liang,
2021).

To fill this gap, the current research explores the UGC around BKKDW on Xiaochongshu,
a Chinese lifestyle platform which combines visual storytelling, consumer evaluation and

aesthetic judgment. This paper leverages BTM and sentiment analysis to uncover the prevalent
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themes and emotional tones surrounding BKKDW on user discussions. The results are
discussed under Keller's CBBE model in order to understand how cultural brand identity is
perceived in the process of digital interactions (Keller, 1993).

The findings have practical implications for event organizers and urban marketers,
especially those who are aiming to engage with the Chinese-language digital market.
Through understanding themes and emotional tones that have emerged across social media
conversations, organizers can shape visuals and experience design & engagement tactics
that will resonate more deeply with peoples’ mental expectations and cultural sensibilities.

There are several limitations to this study:

1. It specifically focuses on Xiaohongshu, which has a niche demographic: younger,
image-oriented users interested in lifestyle and design. This may compromise generalizability
to other systems or more general populations (Mei, 2024).

2. While BTM is appropriate for short-form data, it is limited by the contextual
richness provided by human interpretation. Like SnowNLP, though effective in the sentiment
classification, it will not be able to understand the subtle emaotions like irony, sarcasm, and
mixed emotions (Diederiks, 2023).

3. The content of visuals cannot be analyzed in this paper, which is the core form
of expression in Xiaohongshu, and contains a wealth of information related to brand images
and image perception.

4. While the collection period of seven years is long, the number of valid cases
(1,238) is extremely low. Such low volume indicates BKKDW is not yet a widely circulating
user-generated discussion topic on Xiaohongshu. The results could be limited to offer the
kind of depth and variety of audience perspectives usually expected by social media concentrated
brands views (Aceninja, 2025).

This model can be extended in several directions in future work:

1. Researchers could replicate the current study by focusing on other regional
events. They could also compare how brand identity is being constructed across different
cultural and linguistic contexts.

2. Adding visual analysis may provide a more holistic understanding. It can help
clarify how people see and make sense of brand meaning.

3. Longitudinal studies might investigate how sentiment and topic focus shift over
time. These shifts could reflect changes in programming, branding, or broader global social

trends such as sustainability.
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4. Including qualitative interviews with Xiaohongshu content creators or BKKDW
attendees can offer interpretive depth. It may also offer triangulation to the findings by capturing
user intention and interpretation.

5. The current study is limited to user-reported posts within a single social media
platform. As a result, it does not fully capture the views of users on other platforms or those
who do not post publicly. Future work may consider other sources or offline methodologies

to gain a broader perspective on audience perception.

Practical Implications for BKKDW Branding Strategies

According to the data, some specific suggestions are proposed to the BKKDW
organizing team aiming at building more solid brand recognition among Chinese-speaking
visitors:

1. Leverage Xiaohongshu Visual Culture: Introduce photo-friendly installations
and encourage users to post content with powerful visuals and captions. For example,
provide Chinese event participants to take and share high-quality content early during the
festival to spark trends on Xiaohongshu. Launch a “Best Visual Post” contest campaign
with prizes to increase posting incentives.

2. Represent Thai Identity: Highlight Thai identity and design experience content
to induce Thai Culture, heartbeat moment, and cross-cultural linkage for Chinese speakers
to feel closer to the event for more in-depth feelings. For example, organize hands-on work-
shops in which Chinese-speaking visitors can experience Thai traditions and share their
results online.

3. Enhance Event Clarity: Ensure the necessary pieces of events, like crowd con-
trol, wayfinding, and timing, are clearly communicated in advance and on the day. For ex-
ample, develop a Xiaohongshu-friendly digital guide in Simplified Chinese, use QR codes
at each location for navigation and feedback collection, and update real-time information
on a verified Xiaohongshu account.

4. Articulate Local Hashtags: Utilize Simplified Chinese hashtags on all posts and
find local influencers to work with to increase reach. A well-defined, localized Hashtag strat-
egy can appeal to both brand recognition and recall. For example, use consistent hashtags

in Simplified Chinese such as #243& 1T and promote it in all visual materials both online
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