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SYMBOLIC INTERPRETATION OF RITUAL ELEMENTS IN THE YIFAN FESTIVAL

ABSTRACT

The Yifan Festival is the most representative traditional ritual of the
Mulao ethnic group, with a history tracing back to the Ming Dynasty over 500
years ago. As a nationally recognized intangible cultural heritage in China, the
festival not only serves the functions of prayer, gratitude, and social cohesion
but also plays a crucial role in the cultural inheritance and identity formation
of the Mulao people. Grounded in the theoretical frameworks of symbolic
anthropology and symbolic interactionism, this study adopts a multi-method
approach combining observr, and interviews with 24 participants including
ritual masters and villagers, and participant observation during three full
festival cycles.This research was conducted in Dawu and Sibazhen in Luocheng
County, involving 3 ritual masters, 6 community elders, and 15 local
participants.It focuses on the symbolic meanings embedded in core ritual
elements such as the role of the shigong (ritual master), Nuo masks, deity
paintings, ritual scriptures, and offerings. The findings reveal that the Yifan
Festival establishes a spiritual connection between humans and ancestors,
nature, and society through these richly symbolic material and immaterial
elements. This process reflects and transmits the Mulao people's cosmology,
belief systems, and cultural values. This paper aims to decode the symbolic
cultural system embedded in the Yifan ritual and demonstrate its unique role

in sustaining ethnic identity and safeguarding intangible heritage.

Keywords: Yifan Festival, Mulao ethnic group, ritual, symbolic interpretation,

intangible cultural heritage
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SYMBOLIC INTERPRETATION OF RITUAL ELEMENTS IN THE YIFAN FESTIVAL

INTRODUCTION

1. Background and Important

Although previous studies have addressed the general form and
evolution of the Yifan Festival, there remains a lack of in-depth symbolic
interpretation of its core ritual components through the lens of symbolic
anthropology. This study fills this gap by focusing on the interpretation of ritual
props, texts, and roles.

The earliest record of "Mulao" comes from the book "New Yuan
History", and after the founding of the People's Republic of China, it was
formally called "mulao ethnic group" after ethnic identification. mulao ethnic
group is mainly located in Luocheng mulao ethnic group autonomous county
of Hechi City, Guangxi Zhuang Autonomous Region (Luocheng Mulao
Autonomous County Gazetteer Compilation Committee, 2021 ). group
autonomous county in Hechi City, Guangxi Zhuang Autonomous Region, and
to a lesser extent in Guizhou Province.(Xiao Yongzi, 2004) They have unique
religious beliefs. They have unique religious beliefs and believe in their own
deities, especially during the Yifan festival, when the mulao ethnic group holds
large-scale ceremonies and rituals to express their reverence and gratitude to
their deities.

The Yifan Festival, also known as “Xile Yuan” or “Yifan Gongye”
(literally “fulfilling a vow to the ancestors”), is the most significant traditional
festival of the Mulao ethnic minority in China. It embodies the essence of
Mulao culture and serves as a vital symbol of ethnic identity. The festival dates
back to the sixth year of the Chenghua reign in the Ming Dynasty (1470), with
a documented history of over 500 years (Wu, 2016). According to historical

records, the Yifan Festival is usually held on an auspicious date around the
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SYMBOLIC INTERPRETATION OF RITUAL ELEMENTS IN THE YIFAN FESTIVAL

time of the “Beginning of Winter” solar term. It occurs every three to five years
and lasts one to three days, with variations in timing across different regions.
Originally, the festival was established by the Mulao people to celebrate the
harvest, pray for favorable weather in the coming year, abundant crops,
livestock prosperity, and communal well-being (Lei, 2009).

After the founding of the People’s Republic of China, the Yifan Festival
was revitalized as a celebration of agricultural abundance and as a means of
preserving and promoting ethnic culture. Over time, the festival’s sacrificial
rituals have been gradually simplified, shedding elements of feudal religious
practice. In their place, new cultural expressions such as modern theatrical
performances, singing competitions, sports events, and trade fairs have been
introduced. These additions have not only enriched the festival’s content but
also made it more compatible with contemporary societal aesthetics and
expectations (Huang & Wei, 2012).

Today, the Yifan Festival stands as a traditional occasion through
which the Mulao people express gratitude toward the Party and government,
honor their ancestors, celebrate the harvest, and promote peace, unity, and
ethnic development (Yin, 2012). It is both a core bearer of Mulao cultural
heritage and a vivid manifestation of the pluralistic and harmonious nature of
Chinese civilization. On May 20, 2006, the Yifan Festival of the Mulao ethnic
group was officially inscribed in the first batch of China’s National Intangible
Cultural Heritage List, marking a significant step toward its preservation and
continuation.

With profound historical roots and rich cultural connotations, the
Yifan Festival has continuously evolved by integrating new cultural elements
and folk customs. It has developed into a comprehensive event that

encompasses celebration, worship, entertainment, sports, and commerce. As
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SYMBOLIC INTERPRETATION OF RITUAL ELEMENTS IN THE YIFAN FESTIVAL

the most distinctive traditional festival of the Mulao people, it plays a crucial
role in showcasing their cultural uniqueness, strengthening ethnic pride and
cohesion. Moreover, the festival serves as an essential vehicle for cultural
transmission: younger generations are able to engage with and learn about
their history, values, and beliefs through immersive participation in the festive
atmosphere, thereby deepening their understanding and sense of identity with
their heritage.
2. Yifan Festival Ritual

The Yifan Festival is typically organized at the village or clan level, a
structure that reinforces internal cohesion and communal solidarity. During the
festival, relatives, neighbors, and friends take the opportunity to visit one
another, collectively observe traditional Yifan ritual performances, enjoy
signature Mulao dishes, and participate in various folk activities (Lu, 2013).
These communal engagements not only deepen interpersonal bonds but also
promote social harmony and unity within the local comunity.

The Yifan ritual is traditionally presided over by Daoist ritual master
Xie Zhonghou and his ceremonial troupe. According to local practice, the ritual
procedure conducted by the Xie family’s master-priests (shigong) generally
consists of eight sequential stages: Setting up the altar (gitan), Inviting the
deities (gingsheng), Chanting the divine names (changshen), Summoning the
spiritual army (zhaobing), Offering the sacrificial animal (dian sheng), Persuading
the deities (quansheng), Singing the “Ox Song” (chang niuge), and Sending off
the deities (songsheng) (Lu, 2013).
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Table 1 Procedure of the Yifan Festival Ritual

Time Ritual process
November 21st night Setting up of the altar (Qitan)
forenoon —
November 23st afternoon Inviting of Deities (Qingshen)
night Chanting of the Deities (Changshen
November 23st before dawn | Sending Off the Deities (Songsheg)

The ritual process officially begins in the evening of the 21st with the
Setting up of the altar (Qitan). The ritual master (shigong) presiding over the
altar lights incense and red candles, offers sacrificial items, and sings
invocations while bowing to invite the presence of deities from all directions
to the Yifan ritual site (Mo, 2008).

This is followed by the Inviting of Deities (Qingshen), also referred to
as Qingsheng or Qingyan ("cleansing the feast"). Master Xie Zhonghou begins
by listing the names of the Thirty-Six Divine Spirits on a ceremonial "Invocation
Register" (Yingshen Biao). Incense is burned, red candles lit, and gongs and
drums are played in accompaniment. The master employs the ritual scripture
Ditai Qingyan Ke (Ritual of the Earth Altar's Purification Banquet), donning the
corresponding mask of each deity while dancing and singing for each one in
sequence. The choreography and lyrics must be appropriately aligned with the
identity and attributes of each deity. This performance continues until all
thirty-six deities have been duly invoked.

The next phase, Chanting of the Deities (Changshen) also known as
Zhuoyan or Shuyan ("Impure Banquet" or "Cooked Banquet"') commences at

10 p.m. on the 22nd and typically concludes around 2 a.m. on the 23rd. This
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stage employs the ritual scripture Chaoshang Shuyan, which recounts the
origins, deeds, and mythological stories associated with the deities, embedding
cosmological and moral teachings within the ceremonial narrative.

The final stage, Sending Off the Deities (Songsheg) also called
Shoubing (withdrawing the troops) or Song Liangjiu (bidding farewell to Liang
Jiu) takes place on the morning of the 23rd. The ritual master carries paper
money offerings on a shoulder pole and chants the scripture Shoubing Guidian
Songsheg Ke (Ritual for Withdrawing the Troops and Sending Off the Deities),
ceremoniously returning each deity to their respective temple. Disguised as
Liang Jiuguan (a key spiritual figure), the shigong symbolically escorts the gods
from the site. He then shares practical guidance on agriculture, daily life, and
childbirth with the villagers often delivered in a humorous and festive tone.
Finally, the ritual culminates with the symbolic act of stomping on and bursting
a pig's bladder, marking the conclusion of the entire Yifan Festival ceremony
(Lai, 2009).

3. Ritual Elements of the Yifan Festival
3.1 Ritual master
In the Yifan Festival, the shigong (ritual master) serves as the
central figure, acting as both the presiding officiant and primary ritual
performer. He fulfills significant religious and cultural functions (Lei, 2009).
Typically, the ceremony is conducted by one lead shigong with the assistance

of three to five co-performers.
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Figure 1 Yifan Ritual master (Provided by Yifan Festival scholar Mo Wenshi)

Their costumes and ritual implements are imbued with symbolic
meanings and are closely linked to Daoist traditions. The shigong usually wears
a hat embroidered with the sun, moon, and the Eight Trigrams (Bagua), along
with a long robe—usually in yellow or ligsht orange—featuring motifs such as
the Azure Dragon and White Tiger, underscoring the formal structure of
religious rites. The ritual implements include a Seven-Star Sword, long-handled
broadsword, dog-headed staff, and divination shells. These objects are not
only functional tools during the rituals but also carry sacred significance within
Mulao cultural cosmology.

3.2 Ritual props
3.2.1 Nuo Masks
Nuo masks used in the Yifan ritual are wooden carvings or
paper-maché face coverings representing divine entities. According to ritual
masters, a complete set contains 36 masks, each corresponding to one of the
36 deities invoked during the ceremony (Wu & Wei, 2009). During ritual

segments that involve theatrical and exorcistic elements, the shigong dons
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specific masks while singing, chanting, gesturing, and drumming, transforming
into the deity symbolically. These masks serve as powerful artistic tools for
expelling evil, repaying vows, and seeking blessings. Most are carved from
camphor wood using techniques such as relief, round, and openwork carving
(Wu, 2016). The masks feature exaggerated realism to emphasize the divine
attributes smooth painted surfaces, color treatments, and horsehair inserts to
mimic beards. Eyeholes are carved, and the backs are hollowed out with side

holes for tying, ensuring wearability.

Figure 2 Nuo mask used in the Mulao Yifan ritual (Author)

Field research conducted at Master Xie Zhonghou’s
residence in Sibazhen and the Luocheng Mulao Ethnic Museum confirms the
existence of a complete set of 36 ritual masks used in the Yifan Festival. Among
them, only five were handcrafted by Master Xie himself and are used in family-
led ceremonies.

A clear distinction in craftsmanship is observed between
the two sets. The museum masks feature bright colors and strong visual appeal

but are relatively coarse in carving and lack detailed refinement. In contrast,
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Master Xie’s masks demonstrate fine craftsmanship and clear, intricate
patterns, though their color schemes are more restrained and monochromatic.

This contrast reflects differing functional contexts: the
museum masks are primarily intended for display and public education,
emphasizing visual presentation, while the family-used masks focus on ritual
efficacy and symbolic precision. This underscores the traditional integration of
craftsmanship and belief in folk religious practice. However, only a few are
actively used during ritual performances, most notably those representing “Ox
Brother”, “White Horse Lady”, “Liang Jiu” and “King Wu” In the “Chanting the
Deities” stage, the act of donning a mask (referred to as zhuangshen, or
embodiment) allows the shigong to temporarily assume the identity of the
deity (Lai, 2009). By imitating gestures and expressions, he bridges the gap
between the human and the divine, heightening the ritual’s mystery and
sacred atmosphere. As a form of cultural expression, these masks embody the
Mulao people's religious beliefs, ritual traditions, and adaptive creativity within
historical and environmental constraints.

3.2.2 paintings

The paintings used in the Yifan Festival are visual
representations of the Thirty-Six Deities, typically hung above the altar and
serve both devotional and ritual purposes. While academic literature on these
images remains limited, existing studies note that they are central to visualizing
the divine presence during ceremonies. These portraits assist worshippers in
focusing their spiritual intent, creating a sacred atmosphere and facilitating

visual communication with the gods.
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Figure 3 Yifan ritual paintings (Author)
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Mulao divine paintings are regionally distinctive and
stylistically unique. They often incorporate mythological narratives, traditional
motifs, and culturally coded symbols. According to the author’s fieldwork,
Master Xie Zhonghou of Sibazhen preserves a full set of 36 deity portraits.
These images are painted on cloth with figures outlined in black ink and
colored afterward. Originally painted on white cotton, the fabric has now aged
to a grey tone. Each painting follows a consistent format, approximately 90 cm
in height and 36 cm in width, arranged in a vertical scroll. The composition
features three sections: a central deity (seated, standing, or mounted on
horseback), flanked by two attendants holding ritual banners, with the deity’s
name inscribed in brush script at the top (right to left) (Cheng, 2018). The lower
third shows four to five armed guards, visually emphasizing the central god’s
prominence.At the top of the picture there is a line of text written with a brush
from right to left, the name of the god. In the lower third of the picture, four
or five soldiers and generals escort the deity. The guards were drawn in the
lower third of the picture.

4. Ritual Scriptures
Yifan ritual scriptures are central texts recited by ritual masters during

ceremonies.
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Figure 4 Yifan ritual scriptures (Author)

The Fenxiang Ke is recited at the opening of the altar ceremony (An
Tan Qing Sheng) and declares the intention of the ritual: “To offer worship for
peace and blessings, to celebrate the harvest, to fulfill vows and repay grace.”
The scripture details the process of inviting deities such as the Kitchen God
and the Three Yuan Patriarchs. Ten offerings (incense, flowers, tea, fruit, lamp,
tofu, vegetables, liquor, holy images, memorial texts, and silver money) and
twelve rounds of wine toasts are performed to request protection, prosperity,
family growth, livestock well-being, and good harvests (Author's fieldwork,
2025).

The Ditai Qingyan Ke is used during the "Purification Banquet" to
summon gods closely associated with the ritual tradition—such as the Meishan
pantheon, ancestral shigong, household deities, and local earth gods.

The Quansheng Ke involves ritual toasts to the gods, inviting them to
take their seats, drink, and offer blessings—a symbolic gesture of reverence
and supplication

The Chaoshang Shuyan Ke, associated with sacrificial meat offerings

(shuyan or “cooked banquet”), recounts myths related to cosmology, flood
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control, bridge construction, and farming, reflecting Mulao historical memory
and cultural imagination.

The Ditai Zhaobing Niuge Ke includes two parts: the summoning of
divine troops and the chanting of the “Ox Song” It describes the stories of
seven divine ox herders (Niuge), their miraculous deeds, and their allegiance
to King Wu, summoning them to the altar to ensure livestock prosperity and
bountiful crops.

Finally, the Shoubing Ke marks the ritual's closure. Through
ceremonial chants, the gods are respectfully sent back to their abodes,
expressing communal gratitude and reverence.

Yifan scriptures encapsulate the theological, historical, and folkloric
richness of the Mulao tradition. Though rooted in agrarian supplication for
blessings, prosperity, and peace, these texts continue to serve as vehicles of
intergenerational cultural transmission and spiritual reflection in the modemn
era. By conducting the Yifan Festival, the Mulao people honor their ancestors
and gods while nurturing social harmony, moral gratitude, and cultural
continuity.

5. Theory and Concept

This study is grounded in symbolic anthropology, particularly drawing
on the interpretive approach of Clifford Geertz, who emphasized culture as a
system of inherited conceptions expressed in symbolic forms. In Geertz’s view,
ritual practices are not merely actions but texts to be read thick descriptions
of meaning-making within a cultural context (Snow, 2014). The Yifan Festival,
with its intricate ceremonial roles, masks, scriptures, and mytho-historical
narratives, is approached in this study as a cultural text through which
theMulao people express and reproduce their worldview, social values, and

collective memory.
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The researcher developed a conceptual framework for the study
based on the literature review to create a conceptual framework for the study.

This is shown in the figure below.

Symbolic Interpretation of Ritual
Elements in the Yifan Festival

( observe, interview data analysis
symbolic anthropology. symbolic interactionism ]

Ritual Roles Ritual props

(Nuo Masksj Gitual Scripturea (paintings)

Figure 5 Conceptual framework (Author)

RESEARCH OBJECTIVE

1. to study Symbolic Interpretation of Ritual Elements in the Yifan
Festival

2. To study the symbolic interpretation of ritual elements in the Yifan
Festival is to explore how the Mulao people construct and transmit cultural
meaning through ritual roles, sacred objects, and performative texts, drawing

on symbolic anthropology and symbolic interactionism.
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RESULTS

1. The Ritual Master (Shigong): Constructing Sacred Narrative

In the Yifan Festival, the ritual master (shigong) dons sacred masks and
performs the gestures, expressions, and vocal intonations of deities. In doing
so, he assumes the identity of divine beings and recounts mythological
narratives to participants stories of human origins, cultural heroes, and the
development of agriculture and social life. This performative interaction
constitutes a moment of communion between gods and humans, where
religious communication, entertainment, and education are interwoven.

The shigong is the central figure in Mulao folk religious practices,
responsible for officiating key ceremonies such as the Yifan Festival. Through
embodied performance—mask-wearing and the mimetic enactment of deities
the shigong conveys divine will, blessings, and moral guidance to the
community. His role is not limited to ritual performance but extends to being
a vital carrier of cultural and religious heritage.

Transmission of ritual knowledge is carried out through both familial
and master-apprentice lineages. Apprentices are required to accompany the
shigong in multiple ceremonies, gaining experiential knowledge of ritual
procedures, scriptures, and the use of sacred objects. Only after undergoing
formal rites of succession can an apprentice officiate independently. Thus, the
shigong also functions as a cultural educator, preserving and disseminating
ritual knowledge across generations. This dual function—ritual officiation and
cultural pedagogy solidifies his status as both religious and cultural authority.

From the perspective of symbolic anthropology, the shigong is not
merely a ritual specialist but also serves as a living embodiment of cultural

symbols and sacred authority. In this dual role, the shigong plays a central part
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in mediating the relationship between the sacred and the secular realms. The
various elements associated with the shigong his speech, gestures, and
material attributes such as robes, masks, and ritual implements—constitute a
complex symbolic system that facilitates communication between these two
domains. Through the shigong, participants gain access to an interpretive
framework for understanding divine presence and cosmological order, enabling
them to navigate their place within the broader cultural and spiritual
landscape.

As a symbolic actor, the shigong constructs sacred narratives through
both verbal and performative modes, weaving together multiple layers of
meaning. His ritual chants and bodily expressions serve to convey ancestral
myths, moral teachings, and communal values, providing a foundation for
shared beliefs and practices. Simultaneously, his use of symbolic costumes
and tools visually re-enacts the mythic order, thereby reinforcing cultural
memory and strengthening group identity. This visual re-enactment not only
preserves traditional knowledge but also ensures its transmission across
generations, maintaining continuity within the community.

In this capacity, the shigong functions not only as a ritual intermediary
but also as a narrative architect who structures sacred meaning within the
context of the Yifan Festival. By integrating diverse symbolic elements into a
cohesive framework, the shigong creates a space where participants can engage
with and reflect upon their collective heritage. This process fosters a deeper
understanding of cultural traditions and reinforces the social bonds that
underpin community cohesion.

2. Ritual props: Metaphors of Symbolic Imagery
According to Clifford Geertz’s theory of symbolic anthropology,

culture constitutes a system of symbols through which human beings construct
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meaning and engage in social interaction (Hoskins, 2015). Within this framework,
the ritual props of the Yifan Festival are not merely functional instruments;
they are culturally encoded symbols imbued with profound metaphorical
significance.

The Nuo masks in the Yifan Festival form an essential component of
theMulao cultural system. Based on field research on ritual masks used in the
Yifan Festival of the Mulao ethnic group, as well as interviews with local
residents and ritual masters (shigong), it is evident that the deities worshipped
during the festival embody rich traditional symbolism and reflect specific
communal expectations related to nature, society, and life. The following
summarizes the symbolic meanings and popular expectations associated with
five central deities:

2.1 White Horse Maiden

Traditional Symbolism:

As a heroic savior and agricultural enlightener, the White Horse
Maiden is known in legend for her supernatural strength—slaying a harmful
divine lion, reclaiming grain seeds, and modeling oxen from taro and sweet
potatoes to teach the Mulao people farming techniques. She is also revered
as a guardian of nature, associated with favorable weather and agricultural
abundance, embodying protection against natural disasters and the
safeguarding of human and animal well-being.

Folk Expectations:

Worshippers pray for abundant harvests and food security, as well
as protection from droughts, floods, and other environmental threats.

2.2 Niuge

Traditional Symbolism:
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Ox Brother appears in the form of an ox model carved from taro
and sweet potatoes, symbolizing agricultural labor and the productivity of the
land. He represents the core values of diligence and cooperation in Mulao
farming culture, serving as a moral embodiment of labor ethics.

Folk Expectations:

The community prays for the health of livestock, protection
against epidemics, and smooth agricultural activities to ensure household
stability and food production.

2.3 Liang Jiu

Traditional Symbolism:

A legendary rescuer, Liang Jiu helped free the Mulao ancestral
figures from captivity, symbolizing hope and salvation in times of crisis. During
the Sending-off the Deity ritual, he plays a humorous role—using props like
pig bladders to interact with the crowd—demonstrating communal cohesion,
optimism, and emotional relief through performance.

Folk Expectations:

Liang Jiu is invoked to dispel plagues and misfortune, purify the
environment, and promote psychological comfort and community unity
through humor and lighthearted interaction.

2.4 King Wu

Traditional Symbolism:

Honored alongside Liang Jiu, King Wu is regarded as a righteous
historical hero and local guardian deity, symbolizing justice and virtue. His
worship reinforces ancestral memory and strengthens cultural identity.

Folk Expectations:
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Villagers commemorate King Wu’s foundational contributions,
praying for local peace and protection from external threats, thereby ensuring
social stability.

2.5 Powang

Traditional Symbolism:

As the controller of the "Flower Mountain," the Queen Mother
governs fertility, birth, and fate, determining the gender and destiny of
newborns. She is revered as a guardian of children and life itself. In rituals such
as “bridging the fate path,” she is believed to dispel illness and ensure healthy
growth.

Folk Expectations:

Offerings are made to seek fertility, safe pregnancies, and the
continuation of the family line, as well as the health and protection of children

from illness and accidents.

Table 2 Symbolic Imagery of Nuo Masks

Original Traditional
Name outline | colour |element expectations
form symbolism

Agricultural harvest,

guarantee food

Symbol of
security to resist
Niuge agricultural
drought, floods and
productivity

other natural

disasters
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Original Traditional
Name outline | colour |element expectations
form symbolism
A savior Livestock health,
and an prevent disease -
Baima enlightener | farming smoothly,
of improve crop
agriculture | production
Expulsion of plague
and evil ease the
stress in your life,
Liang Disaster
enhance ethnic
jiu Redeemer
solidarity and
psychological
comfort
To commemorate
ancestors merits,
Historical
strengthen the
Wu heroes and
cultural identity pray
wang local
for the local peace,
protectors
avoid external
intrusion
Son and fetus,
Fertility and| ensure family
Po
the master | protect children's
wang

of life

health, reduce

disease and accident

Image source: Drawn by the author
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As Master Xie noted during an interview, ‘Every mask holds its own
spirit; we do not wear them casually, The Nuo masks serve as visual
embodiments of divine presence. Each mask corresponds to one of the Thirty-
Six Divine Spirits and serves as a visual embodiment of divine presence,
materializing otherwise intangible spiritual forces within the performative space
of the ritual. These masks are not merely decorative artifacts; rather, they
function as sacred instruments that mediate between the human and the
supernatural realms. When ritual masters (daoshi) wear these masks, they
enact a process of "symbolic substitution" allowing the performer to transition
into the role of a deity and symbolically mediate between the sacred and
secular realms.

The paintings (shenxianghua), present a visual representation of
spiritual hierarchy and belief structure: the composition of central deities
flanked by attendants embodies notions of authority and cosmic
order.Offerings—such as incense, flowers, fruit, and wine—express reverence
and supplication. Each item carries a specific symbolic meaning. Incense may
represent the transmission of prayers, flowers the beauty and impermanence
of life, fruits the blessings of the harvest, and wine the joy of communion with
the divine.

Artistic Feature Analysis Table of Deity Images in the Mulao Yifan
Ritual The use of color in the deity paintings is marked by strong religious
symbolism. The main deities are often depicted wearing red, blue, or yellow
robes colors that represent nobility, divinity, and protective power. The attire
of attendants and guardians typically features red, green, blue, and yellow,
creating striking color contrasts that enhance visual impact.

Background decorations commonly include elements such as

cloud patterns, banners, and ritual implements, which heighten the sense of
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mystery and ceremonial atmosphere. Among them, banners symbolize divine
majesty; cloud patterns reinforce the celestial imagery of deities "arriving on
clouds"; and mythical creatures like white horses, black oxen, and the Black
Tortoise (Xuanwu) signify different divine roles and protective functions.

In terms of decorative detail, banners, ritual implements, and
mythical beasts carry important symbolic meanings. Banners are often
suspended behind the main deity in varied colors" blue and yellow double
banners" suggest sacred authority, while "pink flags" add visual depth. Ritual
implements such as long swords, command tablets, and scrolls symbolize
different aspects of divine duties: authority, judgment, and wisdom,
respectively.

Drawing from symbolic interactionism, these ritual props serve as
symbolic tools that generate meaning through metaphor and social interaction.
Through their use in ceremonial contexts, they articulate the relationship
between humans and nature, as well as between individuals and the broader
social order.

Many elements of the Yifan ritual props are drawn directly from
the natural world. For instance, animal and plant motifs on Nuo masks, or
landscape backgrounds in divine portraits, visually reference theMulao
people’s relationship with the environment. These natural symbols do not
merely embellish the props but function as metaphors for harmony and
coexistence. Animal imagery on masks may symbolize reverence and gratitude
toward the forces of nature, while the mountains and rivers depicted in divine
paintings may evoke admiration for the beauty and vitality of the natural world.

These ritual props also carry social metaphors. Specific motifs or
colors used on the masks may represent social roles, moral codes, or status

hierarchies within the community. Likewise, the postures and attributes of
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deities in portraiture may reflect ideals of social order, authority, or cultural
values. These symbolic references not only express theMulao people’s
understanding of their society but also fulfill psycholosgical needs for identity,
belonging, and collective affirmation during the ritual.

Within the ritual context of the Yifan Festival, the symbolic
meanings of these props are made tangible and intensified. Their interaction
with the ceremonial environment—such as the daoshi’s performance with the
masks, the spatial arrangement of divine paintings, and the sequential offering
of tribute creates a sacred temporality and spatiality. These material symbols
allow participants to form spiritual connections with deities and engage in
embodied cultural memory.

Furthermore, ritual props encapsulate historical memory and
ethnic identity. Through multisensory experiences visual, tactile, and auditory
they evoke emotional resonance, facilitate intergenerational knowledge
transmission, and reinforce group identity. In this way, the ritual implements
of the Yifan Festival not only enact symbolic meaning but also serve as vessels
of cultural continuity and expressions of collective self-understanding.

The Ritual Scriptures (Changben), Interpreting the Mulao Spiritual
Worldview and Cultural Thought Symbolic interactionism emphasizes the role
of symbols in shaping human interaction and the construction of social reality.
In the context ofMulao ritual scriptures (changben), this symbolic interaction is
evident in the performance, recitation, and audience reception of the texts.
These scriptures are not only religious texts but also dynamic instruments of

cultural communication, social cohesion, and meaning-making.
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Table 3 Symbolic Imagery of ritual Scriptures

Purification &

rhymed verses, instructing

Scripture
Main Content Cultural Significance
Name
Used in the opening Represents the full ritual process of
“inviting deities” ritual, honoring, praying, purifying, and
Incense
sequentially welcoming the | inviting deities. It showcases the
Offering Rite
36 deities and presenting Mulao’s complete sacrificial system
the “Ten Offerings.” and divine hierarchy.
A richly illustrated ritual Emphasizes the sacredness and order
Altar guide with five-character of the ritual space, reflecting the

fusion of religious aesthetics and

(e.g., Earth God, Ancestors,
Thunder King).

Offering Rite the process of inviting local language in the Yifan
deities and altar setup. ceremony.
Story of the boy deity
Localizes and humanizes ritual
"Yinguang" inviting gods;
Light-Inviting narratives, enhancing emotional
includes amusing tales and
Chant connection and faith through
divine miracles (e.g., Black
dramatic storytelling.
Tortoise, Door Gods).
Describes the ritual of
Embodies the logic of human-divine
toasting and respectfully
Offering & communication and reinforces the
inviting deities; worshippers
Inviting Rite cause-effect belief in “reverence
express sincerity and request
brings blessings.”
blessings and peace.
A meat-offering ritual inviting
Reflects the idea of divine-human
deities to a grand feast,
Main Feast communion through food and
includes many deity chants
Offering illustrates moral teachings (filial

piety, diligence, loyalty) via myth.
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Scripture
Main Content Cultural Significance
Name
Invites divine soldiers and

Shows the personification and

Summoning records the lives and
professionalization of deities,

Divine deification of “commoner”

mirroring Mulao social structure and
Soldiers & Ox | gods; includes chants
labor division within the religious
Songs praying for livestock
system.
protection.

Final ritual to return deities
Completes the ritual cycle and
Dismissal of to their realm, especially the
symbolizes the restoration of cosmic
Soldiers / grand send-off of General
order; Liang Jiuguan, the
Sending-off Liang Jiuguan, with Daoist
commander-in-chief deity, represents
Rite chanting to dismiss divine
this return to order.

troops.

Image source: Drawn by the author

Ritual scriptures are typically embedded within specific ceremonial
contexts and are transmitted through the performative practices of ritual
specialists (shigong). Through chanting, singing, and dramatized enactment, the
shigong conveys the symbolic meanings embedded in the changben to the
participating audience (Lei, 2008). This performance is not merely an act of
divine veneration or supplication it also constitutes a form of collective social
interaction. It is through this interaction that the Mulao people collaboratively
construct and sustain their spiritual cosmos and moral order.

Audience members do not passively receive the content; instead, they
actively interpret and reconstruct the meanings based on personal experience,

cultural background, and communal values. This interpretive process is itself a
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form of symbolic interaction, reflecting the Mulao community’s shared
understanding of divinity, cosmology, and social structure.

The changben encapsulate key elements of the Mulao spiritual and
philosophical worldview, particularly ancestor worship and nature veneration.
In many ritual texts, ancestral spirits are deified and revered, forming the core
of ceremonial devotion. This reverence reflects theMulao people's emphasis
on lineage, familial continuity, and the moral obligation to honor past
generations. Ancestor worship symbolizes not only respect for one’s heritage
but also a spiritual aspiration for the longevity and prosperity of the family line.

Equally significant is the worship of natural forces—sun, moon, stars,
mountains, rivers, and other phenomena. This animistic orientation reveals a
worldview rooted in reverence for the natural environment. Such beliefs
articulate a philosophy of ecological harmony, where humans are seen as part
of a sacred, interconnected world. The performance of nature-centered chants
thus serves both religious and ethical functions, reaffirming the Mulao ethos of
living in balance with nature.

As a textual-symbolic system, the changben serve as repositories of
cultural memory. They encode the Mulao people’s historical narratives, belief
systems, and ethical values. Through oral transmission and scriptural
preservation, these texts function as intergenerational conduits, ensuring the
continuity of spiritual knowledge, cultural identity, and collective memory.

In sum, the changben are not merely liturgical recitations—they are
semiotic instruments that mediate between myth and morality, cosmos and
community. Through the ritual performance of these texts, the Mulao people
continuously recreate their spiritual universe, reaffirm social bonds, and

transmit the foundational values that sustain their cultural heritage.
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CONCLUSION

The ritual elements of the Yifan Festival constitute a highly structured
symbolic system through which the Mulao people articulate cosmological
order, social values, and collective identity. Drawing upon symbolic
anthropology and interactionist theory, this study interprets ritual not merely
as performative behavior, but as a cultural text wherein meaning is produced,
negotiated, and transmitted. Yifan Festival represents not merely a ritual event
but a cultural text a living archive of the Mulao people's worldview, historical
memory, and symbolic imagination. Its continuity underscores the enduring
power of ritual as a means of social integration, cultural transmission, and

spiritual expression in contemporary ethnic communities.
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NEW BUDDHA STATUE RESEARCH: COMBINING THE FACIAL FEATURES OF THE BUDDHA IN CAVE 45 OF
MOGAO GROTTOES IN CHINA WITH THE FACE OF THE PHRA SI RATTANA MAHATHAT BUDDHA IN THAILAND

ABSTRACT

This study aims to explore the combination of the Buddha statue in Cave
45 of Mogao Grottoes in China with the facial features of the Phra Si Rattana
Mahathat Buddha in Thailand to create a new Buddha statue. Research
objectives: (1) To study and analyze the historical, cultural, and artistic
characteristics of the central Buddha "Shakyamuni Buddha" on the west wall
of Cave 45 of Mogao Grottoes in China and the "Phra Si Rattana Mahathat
Buddha" in Thailand. (2) To study and analyze the methods and forms of the
half-knife clay porcelain-making technique in Jingdezhen. (3) To create a new
Buddha statue based on the dynamic image of the Buddha in Cave 45 of
Mogao Grottoes combined with the facial features of the Phra Si Rattana
Mahathat Buddha in Thailand. This study employs the methods of literature
research, field investigation, and creative research. The results show: (1) The
artistic characteristics of the central Buddha "Shakyamuni Buddha" on the west
wall of Cave 45 of Mogao Grottoes are: majestic and solemn image and
posture, rich details and fine carving, and brilliant colors and background
decorations. The artistic characteristics of the "Phra Si Rattana Mahathat
Buddha" in Thailand are: material and craftsmanship—pure gold and alloy
materials, facial appearance and posture—benevolent and serene, Sukhothai
style—elegant and delicate. (2) The methods and forms of the half-knife clay
porcelain-making technique in Jingdezhen are: the richness of carving
techniques and the diversity of materials, the combination of glazes and
decorations, extensive themes, and color contrasts. (3) By using the half-knife
clay technique and combining the dynamic image of the Buddha in Cave 45
of Mogao Grottoes with the facial features of the Phra Si Rattana Mahathat
Buddha in Thailand, a new Buddha statue is created.
Keywords: Leshan Giant Buddha; Nanchang Porcelain Plate Painting, Ceramic
Painting, Integration of Traditional and Modern Art, Budda statues, Facial

features, The Half-knife Clay carving technique of Jingdezhen, Combination,
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Buddha, Phra Si Rattana Mahathat, Cave 45 of Mogao Grottoes, Shakyamuni
Buddha

INTRODUCTION

The earliest account of the origin of Buddha statues is the "Udayana
Buddha statue" recorded in numerous Buddhist scriptures. However, through
in-depth research of archaeological literature and Buddhist classics, the
prevailing academic view is that the real appearance of Buddha image
sculptures emerged during the Kushan dynasty in ancient India (1 st century
AD) (Xu Jing, 2013: 253-256). Buddha statues are a tangible representation of
Buddha's teachings, preaching, and virtuous deeds. For Buddhist disciples and
followers in the periods of the image law and the end of the law, the vivid
and lifelike Buddha statue art is far more intuitive and impactful than the
abstract, profound, and obscure scriptures and texts (Xu Qianshan & Hu Jie,
2023: 122-125). It is precisely because of this captivating artistic charm that,
over the centuries, in memory of the founder Shakyamuni Buddha, disciples
and artists have continuously used the most precious materials and the most
solemn forms to depict the image of Buddha's wisdom, harmony, and
compassion. Therefore, Buddha statues have become one of the ways to
express the Dharma in Buddhism. The spread of Buddhism around the world
is also inseparable from Buddha statues. For example, the main Buddha statue
in Cave 45 of the Mogao Caves in Dunhuang, China, and the "Phra Si Ratana
Mahathat Temple" Success Buddha from the Sukhothai period in Thailand.

Among the existing 492 caves in the Mogao Caves in Dunhuang, 238 are
from the Tang Dynasty, accounting for almost half of all the caves. Their grand
scale, rich content, and majestic spirit are unparalleled by any other dynasty
(Zhang Jiayin, 2023: 31-36). The Tang Dynasty in China was the golden age of
the painted sculptures in the Mogao Caves, with the statues in Cave 45 being
a typical representative (Li Jiaxuan & Liu Yang, 2023: 33-35). The main Buddha

studied this time is located in the center of the niche, but unlike the main
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Buddhas in other caves which emphasize solemnity and austerity, it exudes
both solemnity and kindness.

Thailand is one of the countries deeply influenced by Theravada
Buddhism (Southern Buddhism). After Buddhism was introduced from ancient
India, it merged and collided with Thai culture to form a Thai culture with
Buddhism as a significant feature. With strong support from the rulers,
Buddhism became the state religion of Thailand and an important spiritual
pillar of Thai society, deeply integrated into Thai cultural activities, ideologies,
language and literature, traditional arts, public education, and governance
concepts (Chen Liliang, 2018: 65-68). The research subject this time is the
Success Buddha in the "Phra Si Ratana Mahathat Temple" from the Sukhothai
period in Thailand. This Buddha statue is deeply revered by all Thai followers
and is considered the most perfect and elegant Buddha statue. The Buddha
statues from the Sukhothai period are slimmer and more elongated compared
to those from the Chiang Saen period. It is a masterpiece of Sukhothai Buddha
statues and undoubtedly the most exquisite Buddha statue in Thailand.

Choosing to integrate the main Buddha statue from Cave 45 of the
Mogao Caves in Dunhuang and the Success Buddha from the "Phra Si Ratana
Mahathat Temple" during the Sukhothai period in Thailand has profound
historical and cultural significance. These two Buddha statues represent two
important peaks of Buddhist art in the East and West. By combining them, one
can showcase the diversity and interconnectedness of Buddhist art under
different cultural backgrounds. The Mogao Caves in Dunhuang, as an important
Buddhist holy site on the Silk Road, are known for their unique artistic style
and religious symbolism, embodying the essence of Chinese Buddhist art.
Meanwhile, the Success Buddha statue from the Sukhothai period in Thailand
is renowned for its elegant lines and serene expression, representing the
pinnacle of Thai Buddhist art.

Creating art using the Jingdezhen "half-carved clay" porcelain technique
not only incorporates the artistic essence of these two Buddha statues into

modern ceramic art but also, through the unique expressive power of this
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technique, breathes new life into the Buddha statues. The "half-carved clay"
technique of Jingdezhen offers unique carving and decorative effects, capable
of intricately presenting the spirit and details of Buddha statues on porcelain
panels, thereby achieving a perfect fusion of Eastern and Western Buddhist art.
This creation is not only a continuation and innovation of traditional Buddhist
art but also promotes cultural exchange and integration between China and
Thailand, holding significant historical and artistic value.

Based on the above analysis, through literature and data research and
field investigations, after studying the cultural aspects of the main Buddha
statue in Cave 45 of Dunhuang and the Success Buddha in the "Phra Si Ratana
Mahathat Temple" from the Sukhothai period in Thailand, a new Buddha statue
art piece will be created according to the regulations in the "Statue
Measurement Sutra" combined with the Jingdezhen ‘half-carved clay"

porcelain technique.
RESEARCH OBJECTIVE

1. To research and analyze the historical, cultural, and artistic
characteristics of the central main Buddha "Shakyamuni Buddha" on the west
wall of Cave 45 in the Dunhuang Grottoes in China, and the historical, cultural,
and artistic characteristics of the "Phra Si Rattana Mahathat" Buddha image in
Thailand.

2. To study and analyze the methods and forms of the half-knife clay
porcelain-making technique in Jingdezhen.

3. To create a new Buddha statue using the half-knife clay technique,
based on the dynamic sculpture of the Buddha in Cave 45 of the Dunhuang
Grottoes, combined with the facial features of the Phra Si Rattana Mahathat
Buddha in Thailand.

RESEARCH METHODOLOGY
1. Literature Research Method
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Collect literature materials on the main Buddha in Cave 45 of the
Dunhuang Grottoes, the "Phra Si Rattana Mahathat Buddha" in Thailand, and
the half-knife clay porcelain-making technique in Jingdezhen. Use the resource
advantages of the school library and electronic reading room to search, consult
other people's research materials, and categorize and sort them.

2. Field Investigation Method

By visiting Cave 45 of the Dunhuang Grottoes and the Phra Si Rattana
Mahathat Buddha in Thailand, photograph and sketch the research objects,
then study their artistic expression methods and summarize them. Visit
Jingdezhen ceramic workshops to explore venues for experiments and
creations.

3. Creative Research Method

Through the innovative research on the main Buddha in Cave 45 of
the Dunhuang Grottoes and the "Phra Si Rattana Mahathat Buddha" in Thailand,
explore a new Buddha statue using the unique artistic expression language of
half-knife clay porcelain. Conduct a comprehensive comparative analysis of
innovation in modeling, craftsmanship, glaze color, and application, and finally
use the most suitable materials and techniques to create a new ceramic
Buddha artwork.

CONCEPTUAL FRAMEWORK

This paper takes the Buddha statue in Cave 45 of the Dunhuang Grottoes
as the main research object, uses the "Phra Si Rattana Mahathat Buddha" in
Thailand as a reference for facial features, and combines the half-knife clay
porcelain-making technique from Jingdezhen to create a new form of ceramic
art Buddha statue.

The content from the study of the characteristics of Thai Buddha images
must be specific to Phra Buddha Chinnarat, Wat Phra Sri Rattana Mahathat

only.
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Figure 1 Mind Map (Peng Li, 2024)

LITERATURE REVIEW

Based on the literature review, researchers studied relevant materials.
These documents provided ideas and assistance for the development of this
research, playing a significant supportive role.

1. Research on Dunhuang Caves

"Analysis of Buddhist Culture and Dunhuang Cave Art" (Huang Yuan,
2013: 52-55) points out that Buddhist culture is a religious culture. Using the
art form of Dunhuang caves as a carrier, it expresses the relationship between
Buddhist culture, people, and art, i.e., Buddhist culture influences people's
thoughts, and people's thoughts are presented through art forms. Starting from
the origin and spread of Buddhism, it explores the relationship between
Buddhist culture and the construction of Dunhuang caves, analyzes the

diversified expressions of Buddhist culture in Dunhuang cave art, focusing on
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murals and colored sculptures, providing references for re-understanding
Buddhist culture.

"The Early Buddha Image Styles and Origins in Dunhuang Caves" (Zhao
Shengliang, 2018: 82-96) points out that the Sixteen Kingdoms and Northern
Dynasties eras were the first stages of the construction of the Mogao Caves in
Dunhuang. During this period, Dunhuang artists absorbed artistic styles from
the Western Regions and combined them with traditional Chinese art from the
Han and Jin dynasties, creating Buddha images with local characteristics of
Dunhuang. In the later Northern Dynasties, new era characteristics were formed
under the influence of Central Plains culture. This paper, based on a
comprehensive survey of early Buddha images in the Mogao Caves, analyzes
the types of Buddha images to explore issues such as the origins of different
types.

"The Complete Collection of Chinese Cave Sculptures--Volume 1--
Dunhuang" (Editorial Committee of the Complete Collection of Chinese Cave
Sculptures, 2001) points out that the Dunhuang cave sculptures preserve a
large number of ancient colored sculptures, with a long continuation period
and high painting and sculpting techniques, making them hold an
immeasurable status and value in the history of Chinese art. This volume is
beautifully illustrated, deeply discussed, and richly documented, making it an
important document for understanding and researching Dunhuang caves. The
book includes exquisite picture displays and textual records of the contents
of Cave 45 in Dunhuang.

2. Research on Thai Buddha Images

"An Analysis of Thai Buddhist Architectural Styles" (Xu Jiadong, Wang
Yongping & Yang Weiwei, 2019: 220-222) points out that in different historical
periods, Thai Buddhism was influenced by various regions such as India,
Cambodia, Myanmar, and Sri Lanka, leaving behind a rich variety of Buddhist
architecture. The article aims to explore the exchanges and integration
between different cultures in Southeast Asia through a comparative study of

Buddhist architecture in different cultural regions of Thailand.
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"Research on the Walking Buddha Image of Sukhothai, Thailand" (Zhao
Ling, 2020: 110-116) points out that the "Walking Buddha Image" of Sukhothai,
Thailand, is a major innovation in the history of Buddhist art. It elevated Thai
image art to its peak, providing a model for Southeast Asian Buddhist art. By
tracing both images and texts, the connection between the Walking Buddha
and the Shravasti Miracle Image Stele of India and its story texts is outlined,
clarifying the cross-era and cross-regional transmission trajectory of Gupta art
and beliefs.

3. Research on Jingdezhen's "Half-knife Clay"

"Research on the Combination of Jingdezhen's 'Half-knife Clay' Carving
Technique and Painted Decoration" (Wang Lin & Hou Yangyang, 2022: 100-102)
takes the "Half-knife Clay" carving technique of Jingdezhen as the research
object, exploring the significance and characteristics of the combination of
"Half-knife Clay" carving technique and painted decoration through case
studies. The combination of "Half-knife Clay" carving technique and painted
decoration sets a model for localized innovation, beneficial for the inheritance
and development of the carving technique and painted decoration, with
distinctive features in terms of imagery, color, and techniques.

"On the Application of 'Half-knife Clay' Technique in Song Dynasty
Ceramic Decoration" (Li Bing, 2016: 101-104) points out that the "Half-knife Clay"
technique, with its unique artistic style of "fresh and elegant, ever-changing" in
carving and cutting aspects, became an important technique in the carved
flower decoration methods of Song Dynasty ceramics. Research on the "Half-
knife Clay" technique lies in its uniqueness and referential value. By excavating
this traditional technique, it greatly promotes the borrowing, inheritance, and
development of traditional Chinese ceramic decoration techniques.

"Song Dynasty Jingdezhen 'Half-knife Clay™ (Qi Biao, 2021: 124-127)
points out that carved flower ceramics in Song Dynasty Jingdezhen were the
most important category of ceramics before the emergence of Ming and Qing
dynasty colored porcelains, among which "Half-knife Clay" was a relatively

unique carved flower decoration technique. It exemplified the perfect
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combination of Jingdezhen clay, slaze color, and carving techniques. This
paper reveals the intrinsic relationship between Song Dynasty Jingdezhen's
"Half-knife Clay" and carved flower decoration from the aspects of material,
form, glaze color, and expression techniques.

Artistic Characteristics of the Buddha Statue in Dunhuang Cave 45

1. Majestic and Solemn Appearance and Attitude

The Buddha statue in Dunhuang Cave 45 is renowned for its majestic

and solemn appearance and demeanor. The Buddha's high topknot, broad
face, plump and round body, and dignified posture fully exhibit the
compassionate and benevolent characteristics of the Buddha. This majestic
image not only highlights the sanctity and awe-inspiring presence of the
Buddha but also reflects the exquisite craftsmanship and delicate style of Tang
dynasty sculpture art.

2. Rich Details and Fine Carving

The details of the Buddha statue are extremely rich and finely carved.

The upper body of the statue remains upright, with both knees bent and
crossed over each other, the soles of the feet facing upward, and the hand
gestures of abhaya mudra and bhumisparsha mudra vividly and naturally
portrayed, depicting the scene of the Buddha subduing the demon army. The
Buddha's facial expression is kind and compassionate, with thick ears, arc-
shaped eyebrows, long eyes, full lips, and a plump chin, all meticulously
carved to vividly depict the solemnity and compassion of the Buddha (Duan
Lisheng,2002:49-50).

3. Brilliant Colors and Background Decorations
The background decorations of the Buddha statue in Cave 45 are rich in color
and decorative sense. The halo and body light behind the Buddha are
decorated with auspicious clouds, while the outer circle of the body light is
painted with upward flame patterns. These decorative patterns not only add
layers and artistic beauty to the visual effect but also effectively highlight the

sacred and radiant image of the Buddha. The overall coloring is heavy and rich,
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enhancing the three-dimensionality and expressiveness of the Buddha statue,
showcasing the glorious achievements of Tang dynasty Buddhist art.

Artistic Characteristics of the Phra Chinnarat Buddha in Wat Phra Sri
Rattana Mahathat, Thailand

1. Material and Craftsmanship - Pure Gold and Alloy

The surface of the Phra Chinnarat Buddha is covered with a layer of

pure gold, highlighting its sacred and noble status. The Buddha's body is cast
from an alloy of gold, silver, copper, iron, and tin. This alloy material not only
gives the statue a unique color and texture but also enhances its durability
and artistic value. The casting craftsmanship is exquisite, combining the skills
of the best designers and Buddha casters of the time, demonstrating the
superb techniques and creativity of ancient Thai craftsmen.

2. Appearance and Posture - Compassionate and Tranquil
The face of the Phra Chinnarat Buddha is compassionate, with a serene
expression that gives a sense of tranquility and peace. This gentle appearance
and gaze convey the compassion and wisdom of Buddhism, embodying the
core values of Buddhism. The details of the statue are finely handled, with a
soft facial expression and deep eyes, exuding a sense of solemnity and
tranquility.

3. Sukhothai Style - Elegance and Delicacy

The sculptural art of the Phra Chinnarat Buddha belongs to the

Sukhothai style, known for its unique elegance and delicacy. The Sukhothai
style emphasizes proportion and symmetry, pursuing simplicity and purity in
aesthetics. The lotus bud-shaped top design of the Phra Chinnarat Buddha as
well as the small surrounding stupas and temple style, are typical
representatives of Sukhothai art, fully showcasing the essence and unique
charm of Thai Buddhist art during this period.

The Method and Form of Half-Knife Clay Porcelain Craft in
Jingdezhen

1. The Richness of Incising Techniques and Diversity of Materials
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The incising techniques of half-knife clay in Jingdezhen are rich and
varied. The tools used include bone, bamboo, wood, iron, etc., with different
shapes such as flat mouth, oblique mouth, arc mouth, concave mouth, etc.
The incising techniques are divided into needle carving, knife carving,
scratching, chiseling, printing, pinching, pressing, hollowing, stacking, and other
methods. The body is mainly semi-dry, but there are also wet and dry bodies.
Through these diverse incising techniques and tools, ceramic works present
unique lines and texture effects.

2. Combination of Glaze Color and Decoration

Half-knife clay decoration is mostly combined with transparent glaze.
Yingging glaze tends to flow easily at high temperatures, appearing green in
deep areas and light blue in shallow areas, creating a unique artistic effect.
Decoration techniques include incising, printing, chiseling, applique, and
hollowing, with transparent glaze as the main glaze, supplemented by colored
glazes to achieve natural stacking and sedimentation effects, giving the work a
jade-like quality. Through the clever use of glaze colors, the overall work
presents a tranquil and distant artistic style.

3. Wide Range of Themes and Color Contrast

The themes of half-knife clay are wide-ranging, including plants such
as lotus, peony, chrysanthemum, animals such as auspicious beasts, auspicious
birds, fish, and algae, as well as human figures and landscapes. Auxiliary
patterns such as water wave patterns, meander patterns, and cloud patterns
are often used on the mouth edge and foot ring parts of the vessels.
Traditionally, carving is done on Qingbai porcelain, with blue and white colors
intertwined, presenting a simple and tranquil elegance. Contemporary artists
combine half-knife clay carving with painted decoration, enhancing the color
brightness of the painted decoration, achieving a color contrast between
carving and painting, forming a harmonious and unified whole. This not only
retains the agility of half-knife clay carving but also adds color richness.

Creating New Buddha Statue Works
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This study aims to explore the combination of the Buddha statue in Cave
45 of the Mogao Caves in Dunhuang, China, and the facial image of the
Sukhothai Buddha in Thailand to create new Buddha statues. The study will
examine the artistic characteristics of the central main Buddha "Shakyamuni
Buddha" on the west wall of Cave 45 of the Dunhuang Caves, the artistic
characteristics of the "Sukhothai Buddha" statue in "Wat Phra Si Rattana
Mahathat" in Thailand, and the method and form of half-knife clay porcelain
craft in Jingdezhen. Based on the 32 marks of a Buddha, using half-knife clay
as the craft technique, and combining the dynamic statue of the Buddha in
Cave 45 of Dunhuang with the facial characteristics of the Sukhothai Buddha
in Thailand, a new Buddha statue will be created.

Work Title: "New Birth of Buddha"

Work Form: Porcelain panel painting, vertical composition, the size is 56
* 112cm (excluding the outer frame).

Work Technique: Half-knife clay carving

Work Concept: "New Birth of Buddha" is a meticulously created
porcelain panel painting, using traditional half-knife clay carving techniques.
The creation is inspired by the Buddha sculpture in Cave 45 of Dunhuang,
combined with the facial characteristics of the Sukhothai Buddha in Thailand,
forming a unique Buddha statue. This work showcases the cross-regional
exchange and integration of Buddhist culture by blending Chinese and Thai
Buddhist art elements. As an outstanding representative of ancient Chinese
Buddhist art, the Buddha sculpture in Cave 45 of Dunhuang is renowned for its
exquisite carving and solemn demeanor. The artist selects this statue as the
basis, intending to inherit and carry forward the tradition of Chinese Buddhist
art. Thai Buddhist art is distinctive, with the Sukhothai Buddha widely praised
for its compassionate and serene facial expression. The artist incorporates the
facial features of the Sukhothai Buddha into the work, endowing it with new
vitality and cultural connotation.

Physical Display of the Work
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Figure 2 Physical display of the work (Peng Li, 2024)
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Figure 4 Work details (Peng Li, 2024)
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RESEARCH FINDINGS

This study employed literature review, field study, and creative research
methods. The research findings show:

1. The Buddha statues in Cave 45 of Dunhuang are characterized by their
solemn and majestic image and posture, rich details, exquisite carving, and
brilliant colors and background decorations. The Buddha statues display high
spiral hair, broad facial features, plump and rounded body, and dignified and
generous posture, reflecting the Buddha's great compassion and sacred
majesty. In terms of detail treatment, the upright upper body, natural and vivid
gestures, and kind facial expressions of the Buddha all showcase the exquisite
craftsmanship and delicate style of the sculpture. The use of cloud patterns,
flame patterns, and other motifs in the background decoration, along with the
rich and heavy colors, makes the Buddha's image more three-dimensional and
radiant, highlighting the glorious achievements of Tang Dynasty Buddhist art.

2. The Sukhothai Buddha of Wat Phra Si Rattana Mahathat in Thailand is
characterized by its materials and craftsmanship, facial features and posture,
and Sukhothai style. The surface of the Sukhothai Buddha statue is covered
with pure gold, and the body of the Buddha is cast in alloy, highlighting its
sacred and noble status and enhancing its durability and artistic value. The
kind facial features and serene demeanor convey the compassion and wisdom
of Buddhism, and the meticulous detail treatment creates a tranquil and
peaceful atmosphere. As a typical representative of the Sukhothai style, the
Sukhothai Buddha sculpture emphasizes proportion and symmetry, pursuing
simplicity and purity. Its elegant and delicate design, such as the lotus bud-
shaped top and surrounding small stupas, fully demonstrates the unique
charm of Thai Buddhist art during this period.

3. The semi-knife clay porcelain-making process in Jingdezhen is
characterized by its rich carving techniques and diverse material usage. Using
tools made of bone, bamboo, wood, and iron, and employing techniques such

as needle carving, knife carving, scraping, chiseling, printing, pinching, pressing,

Uil 6 atiuil 2 nsngreu - Furew 2568
Vol. 6 NO. 2 July - December 2025



NEW BUDDHA STATUE RESEARCH: COMBINING THE FACIAL FEATURES OF THE BUDDHA IN CAVE 45 OF
MOGAO GROTTOES IN CHINA WITH THE FACE OF THE PHRA SI RATTANA MAHATHAT BUDDHA IN THAILAND

and hollowing, artists create on semi-dry, wet, and dry blanks. The decoration
often combines with transparent glaze, forming the unique artistic effect of
shadow blue glaze, supplemented by color glaze to present a jade-like texture
and a tranquil and distant style. The subjects are wide-ranging, including plants,
animals, figures, and landscapes. Traditionally, the carving of blue and white
porcelain forms an elegant visual effect through color contrast. Modern artists
combine painted decoration to enhance color brightness, achieving a
harmonious unity of carving and painting, retaining the dynamism of semi-knife
clay carving while adding color richness.

4. The work uses semi-knife clay as a craft technique and is based on the
dynamic statue of the Buddha in Cave 45 of Dunhuang, combined with the
facial features of the Sukhothai Buddha in Thailand to create a new Buddha
statue. The work titled "Buddha Rebirth" is a meticulously created porcelain
panel painting, using traditional semi-knife clay carving techniques. By
integrating the Buddhist art elements of China and Thailand, it showcases the
cross-regional exchange and integration of Buddhist culture. As an outstanding
representative of ancient Chinese Buddhist art, the Buddha sculpture in Cave
45 of Dunhuang is renowned for its exquisite carving and solemn demeanor.
The author chose this statue as the foundation to inherit and promote the
tradition of Chinese Buddhist art. Thai Buddhist art is unique, with the
Sukhothai Buddha widely praised for its compassionate and serene facial
expressions. The author incorporated the facial features of the Sukhothai

Buddha into the work, giving it new vitality and cultural connotation.
DISCUSSION

This study aims to create a new Buddha statue by exploring the
combination of the Buddha statues in Cave 45 of Dunhuang and the facial
features of the Sukhothai Buddha in Thailand. The researchers obtained the
following results and conclusions:

1. Cross-cultural integration of Buddhist statue art
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Through in-depth research on the artistic features of the "Shakyamuni
Buddha" in Cave 45 of Dunhuang and the "Sukhothai Buddha" in Wat Phra Si
Rattana Mahathat in Thailand, it was found that although the Buddhist statues
in the two places have their own characteristics, they share many
commonalities in materials, techniques, postures, and facial features. The
solemn and majestic Dunhuang Buddha statues and the serene and
compassionate Thai Buddha statues, through cross-cultural integration, can
inject new artistic vitality and forms of expression into Buddhist statue art.

2. Combination of traditional crafts and modern creation

The semi-knife clay porcelain-making process in Jingdezhen, as a
traditional technique, with its rich carving methods and diverse material usage,
combined with modern artists' innovations, allows the works to retain the
essence of traditional art while also presenting new artistic styles. The study
shows that by combining semi-knife clay techniques with painted decoration,
the color brightness of the works is enhanced, achieving a harmonious unity of
carving and painting, enriching the artistic expressiveness of the works.

3. Creation and artistic value of the new Buddha statue

Based on the theory of the Thirty-two Characteristics, combined with
the semi-knife clay technique, the dynamic statue basis of the Dunhuang
Buddha, and the facial features of the Sukhothai Buddha, a new Buddha statue
work "Buddha Rebirth" was created. This work showcases the exchange and
integration of cross-regional Buddhist art. It not only inherits and promotes the
tradition of Chinese Buddhist art but also incorporates the unique charm of
Thai Buddhist art, holding significant artistic value and cultural meaning,
highlichting the mutual influence and integration of Buddhist culture in

different regions.

RECOMMENDATIONS

1. Theoretical Recommendations
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Encourage more scholars to conduct in-depth research on the mutual
influence and integration of Buddhist art in different regions, especially the
Buddhist statue art of China and Thailand. Strengthen exchanges and
cooperation between Chinese and foreign academic circles to promote the in-
depth development of Buddhist art research. Form interdisciplinary research
teams, including art historians, archaeologists, religious scholars, and craft
artists, to jointly explore the history, culture, and techniques of Buddhist statue
art, using various research methods to enhance the depth and breadth of
research.

2. Policy Recommendations

The government should increase funding for the research and
protection of Buddhist art, establishing special funds to support relevant
academic research, cultural exchanges, and artistic creation activities, ensuring
the full protection and inheritance of cultural heritage. Formulate and improve
relevant policies and regulations to standardize the protection, research, and
utilization of Buddhist cultural heritage, ensuring its legal and rational use, and
encourage and support artistic innovation.

3. Practical Recommendations

Encourage artists and craftsmen to innovate by combining modern
artistic concepts and techniques to create new works with contemporary
characteristics. Promote cooperation between universities, research
institutions, and enterprises to apply academic research results to practical
production, facilitating the integrated development of production, education,
and research. Establish Buddhist art research bases and joint laboratories to
strengthen the close integration of practical operation and theoretical

research.
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APPLYING OF EDFAT THEORY ON PORTRAITURE OF THE KALOMESE IN LUANGPRABANG, LAOS PDR

ABSTRACT

This study applies the EDFAT theory comprising Entire, Details, Frame,
Angle, and Time as a visual ethnographic framework to explore the portraiture
of the Tai Lue Kalom community in Ban Nayang, Luang Prabang Province, Laos.
The research aims to investigate how EDFAT-guided portrait photography can
enhance both the technical and interpretive dimensions of ethnographic
documentation, specifically focusing on elderly Kalomese men who retain
traditional tattoos. These tattoos, often featuring motifs such as the "Mom" and
"Phoenix," are believed by the community to hold cultural and identity
significance. The objectives of the research are 1)To apply the EDFAT theory
to the composition of portrait photography in ethnographic fieldwork and to
document the remaining tattoo culture among the elderly as a form of
intangible heritage preservation. Using qualitative methods—including in-
depth interviews with key, general, and contextual informants, as well as field
observations and visual analysis—the study identifies that the tattoo designs
can be categorized into three body zones: top, middle, and bottom. Each
element of the EDFAT model contributes uniquely to the creation of images
that serve both as aesthetic portraits and ethnographic evidence. The findings
affirm the capacity of EDFAT-based photography to function not only as a tool
for cultural preservation but also as a method for interpreting meaning within
visual anthropology. The portraits produced offer a compelling narrative that
underscores the urgency of safeguarding the disappearing yet significant

practice of tattooing within this ethnic community.

Keywords: Tattoo, Tai Lue, Photography, Ethnicity, ASEAN, EDFAT,

Luangprabang, Laos
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INTRODUCTION

Tattooing is one of the most enduring artistic and cultural practices in
human history. Although its precise origins remain obscure, archaeological and
anthropological evidence confirms the existence of tattooing across nearly
every continent throughout time. Traditional tattooing generally involved
puncturing the skin with sharpened tools to embed pigments, resulting in visual
inscriptions on the human body. These designs often served as symbolic
expressions of belief systems, markers of identity, or forms of protection
against spiritual or physical harm (Schneider, 2021). While modern perceptions
of tattooing vary globally from fashion to rebellion—its role in many
indigenous communities remains profoundly connected to cultural heritage
and sacred symbolism.

In Southeast Asia, tattooing traditions have thrived across multiple ethnic
groups, notably among the Burmese, Thai, Lao, and Cambodian populations.
In northern Laos, particularly within the Kalomese (Lue Ka Lom) community of
Ban Nayang, tattooing has historically played a central role in cultural identity.
The Kalomese, a Tai subgroup that migrated from southern China, settled in
the Nam Bak district of Luang Prabang province. In Ban Nayang—a small but
culturally rich settlement surrounded by fertile valleys and forests—many
elder males once bore tattoos stretching from the waist to the knees. These
tattoos served both aesthetic and spiritual purposes, often believed to protect
the bearer from harm, animal attacks, or supernatural entities (Toth, 2013).

Today, tattooing among the Kalomese has become a vanishing tradition.
With modernization and the pressures of globalization, few younger
community members retain or replicate these ancestral practices. The last
generation of tattooed elders represents a living archive of this heritage.
Capturing and analyzing this visual legacy is thus not only an anthropological
necessity but a cultural act of preservation. In this context, ethnographic

portraiture becomes a powerful method for documenting identity through the
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human body. However, producing photographs that are both analytically

rigorous and culturally respectful requires a robust methodological framework.

Figure 1 Nayang Village in Nambak District, Luangprabang

This research introduces the EDFAT theory—an acronym for Entire,
Details, Frame, Angle, and Time—as a guiding framework for ethnographic
portraiture. Initially developed in the field of photojournalism (Toth, 2013),
EDFAT has since been applied to visual anthropology and ethnographic
research (MacDougall, 2006). The framework encourages the photographer-
researcher to capture subjects holistically and systematically by considering
the full scene (Entire), significant close-up components (Details), thoughtful
composition (Frame), varied viewpoints (Angle), and temporal progression
(Time). These five elements work in tandem to deepen the researcher’s
engagement with both subject and context.

By applying EDFAT to the visual study of Kalomese tattoos, this research
bridges aesthetic representation with cultural meaning. The Entire shots

provide the geographic and cultural context of Ban Nayang its temples, houses,
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and community spaces. Detail images document the fine lines, motifs, and
textures of traditional tattoos, highlighting patterns unique to the Lue Ka Lom.
Framing decisions emphasize the relationship between the body and its
environment, while Angle variation captures how tattoos follow the body’s
form and gesture. The Time component, perhaps most crucial, enables visual
comparisons between generations, or across different seasons, providing insight
into cultural persistence and change.

Importantly, EDFAT enables a respectful mode of representation that
avoids exoticizing or essentializing the subjects. As Clifford and Marcus (1986)
argue, ethnography must navigate the balance between narrative voice and
cultural truth. The application of EDFAT as a methodological tool aligns with
this imperative, allowing the camera not only to “see” but to “understand.”
Through this lens, the tattooed bodies of the Kalomese are not simply
aesthetic surfaces, but living narratives of migration, identity, spirituality, and
change.

Ultimately, this research seeks to demonstrate that ethnographic
portraiture, when supported by a theory like EDFAT, is capable of conveying
complex layers of meaning embedded in cultural embodiment. The Kalomese
tattoos of Ban Nayang, captured and interpreted through this framework, offer
more than visual interest they provide a portal into a vanishing world of
indigenous wisdom and visual storytelling.

OBJECTIVE

1. To apply the EDFAT theory to portrait photography of the Lue Kalom

people who still bear remaining tattoos.

METHODOLOGY

This study adopts a qualitative research methodology based on
ethnographic approaches to explore the cultural significance and visual

representation of traditional tattoos among the Kalomese (Lue Ka Lom)
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community in Ban Nayang, Luang Prabang Province, Laos. The research focuses
on the application of the EDFAT theory comprising Entire, Details, Frame, Angle,
and Time as a methodological framework for ethnographic portraiture.

Data were gathered through fieldwork conducted in both Ban Nayang
North and South. In-depth interviews were carried out with three categories of
informants: Key Informants (elderly men bearing traditional tattoos), Context
Informants (community leaders and cultural historians), and General
Informants (younger residents and cultural practitioners). These interviews
aimed to elicit personal narratives, cultural interpretations, and
intergenerational perspectives on tattooing traditions.

Participant observation and photographic documentation played a
central role in the data collection process. The EDFAT framework guided the
production of visual data, ensuring a systematic approach to capturing both
individual portraits and their environmental and symbolic contexts.
Photographs were not merely illustrative but were analyzed as ethnographic
texts in conjunction with interview transcripts and field notes.

Thematic content analysis was employed to interpret both verbal and
visual data, identifying recurring motifs, cultural values, and patterns of
transmission or discontinuity in tattoo practices. The study ensured
methodological rigor through data triangulation, member validation, and thick
description, while adhering to ethical protocols regarding informed consent,

anonymity, and cultural sensitivity.
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Research Process Flow: Applying EDFAT Theory to Kalomese Tattoo Portraiture

1. Research Design
Qualitative ethnographic study with EDFAT theory

2. Site Selection
Ban Nayan village, Luang Prabang, Laos

3. Participant Selection
Key Informants, Context Informants, General Informants

4_ Data Collection
In-depth interviews, field observation, portrait photography

5. EDFAT Application
Entire, Details, Frame, Angle, Time guided photography

6. Data Analysis
Thematic coding + visual interpretation

7. Validation
Triangulation, member checking, thick description

8. Ethical Practice
Consent, anonymity, cultural sensitivity

9. Output
Visual ethnography + cultural interpretation

Figure 2 Research Process

RESULTS

Apply the EDFAT theory to portrait photography of the Lue Kalom
people who still bear remaining tattoos

In the process of creating the photographic work "Portraits and Tattoos
of Tai Lue People," the researcher aimed to present portraits of individuals
showing traditional tattoos of Tai Lue people from the northern and southern
Nayangg village. The photography process used real-life backgrounds to reflect

the context in which these tattoos existed and are now fading away. The
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documentary-style photography highlights both the models and the patterns
of tattoos on the models. The creative process is divided into three steps: pre-
production, production, and post-production, following standard practices in
photography and motion picture production. From the field survey in the
northern and southern Nayangg villages, Nam Bak District, Luang Prabang
Province, Laos, it was found that there are still elderly people who have
traditional tattoos and are willing to provide information and allow
photographs, totaling 15 people. The researcher then carried out the
photography according to the prepared plan from the pre-production process,
resulting in the following photographic works.

Through the implementation of an ethnographic research, the
photographer is able to explore the subject matter in more depth and aims to
portray the subject's actions, motivations, beliefs, interests, and traditions
(Kuntjara, 2004). Therefore, using a qualitative technique in documentary
photography is the most efficient strategy as it enables a realistic examination.
Active personal engagement is crucial for grasping the core ideas put out by
Kratochvil & Persson (2001), who stress the need of understanding the
underlying motives and strategies behind the subject's behavior. Gaining
genuine knowledge and comprehension of a topic can only be achieved via
complete immersion, actively participating in their activities, and concurrently
critically analyzing both the subject and our own actions. A photo narrative
should be presented as a coherent entity, including a compilation of pictures
that together convey a narrative. By immersing themselves in the whole
compilation, observers might get more extensive and profound understandings
of the subject matter or narrative being portrayed, as opposed to only seeing
isolated images. By using this "package," viewers may cultivate a more holistic
and profound comprehension of the subject matter. Moreover, there is a
fundamental concept that the complete collection should have a greater
effect or influence than the individual photographs on their own. The photos
possess meaning alone when shown as a cohesive entity to a viewership.

Hence, it is essential for a photographic project to have a well devised strategy
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for disseminating the pictures, usually via exhibits that serve as platforms for
their display.Contrary to photo essays, which often convey a certain
perspective or argument, documentary photography aims to maintain an
impartial stance. The photos shown to viewers enable them to exercise their
own discernment, drawing upon their intellect, personal encounters, and even
skepticism (Kratochvil & Persson, 2001).

Nevertheless, it is essential for the documentary's purpose and storyline
to be unambiguous and coherent throughout. Hence, the analysis is crucial for
assessing the results of every picture session. The photographer should
evaluate if the shot satisfies both technical and non-technical standards. The
technical parts of photography include composition, exposure, lens selection,
lishting, and creative and aesthetic traits, which can be easily evaluated.
Conversely, non-technical elements pertain to inquiries such as: Does the
image effectively depict a significant component of the overall context? Does
the documentary effort adhere to its intended aim, storyline, or title? One
must assess the qualities of each photograph and decide which ones to retain
and, if feasible, redo. In a documentary photography project, an image must
possess both aesthetic appeal and effectively communicate a crucial aspect
of the narrative, and vice versa. In the end, the shot must blend seamlessly
with other photographs to create a unified storyline.

The EDFAT hypothesis, developed by Frank P. Hoy, may serve as a
research tool for researching photography. It encompasses the analysis of
Entire, Details, Framing, Angle, and Time in photographs. This technique offers
a complete framework for doing research in the field of photography, taking
into account several facets of the photographic process. The EDFAT theory
may be used in the field of photographic research in the following manner:
Whole: The investigation starts by analyzing the totality of the image, taking
into account the general arrangement, subject matter, and visual influence.
Researchers examine the interplay of components inside the frame to produce
a unified and captivating picture. They evaluate the overall impact and

storytelling communicated by the shot.
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Analysis (E = Entire): Researchers proceed to examine the image
meticulously, directing their attention into the finer components, textures, and
complexities present within the composition. They meticulously scrutinize the
intricate particulars to reveal concealed subtleties and strata of significance.
Through meticulous examination, scholars might get a more profound
comprehension of the photographer's meticulousness and the possible
symbolic or narrative importance of certain components.

Framing: The framing component of the EDFAT theory urges scholars to
analyze the photographer's deliberate selection of how to position and
enclose the topic inside the picture. The photographer's use of composition
methods, such as the rule of thirds, leading lines, and symmetry, is analyzed.
Researchers also investigate the deliberate use of negative space or other
framing decisions to examine how framing affects the overall visual effect and
narrative of the image.

Angle: Subsequently, researchers analyze the specific angle or viewpoint
from which the shot was captured. The analysts examine the selected
perspective, whether it is elevated, lowered, aerial, or at eye level, and
evaluate how this angle enhances the visual impact and storytelling of the
picture. Researchers analyze how the angle of view increases or modifies the
viewer's impression of the subject matter and impacts the overall composition.

Time: The temporal dimension of the EDFAT theory focuses on analyzing
the time-related elements shown in the image. Researchers examine whether
the snapshot preserves a particular instant, portrays movement, or
encapsulates a more comprehensive notion of time. The analysis focuses on
how the depiction of time in the image enhances the storytelling, evokes
emotions, or explores themes.

By integrating the EDFAT theory, which encompasses the elements of
Entire, Details, Framing, Angle, and Time, as a study approach in photography,
researchers are able to thoroughly examine and evaluate photos. This
technique facilitates a more profound comprehension of the comprehensive

structure, intricate particulars, framing selections, perspectives, and temporal
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elements included within the photos. It offers a systematic framework for
revealing the photographer's goals, visual storytelling strategies, and the

possible narrative or thematic importance contained in their work.

Photographs of individuals with traditional tattoos of the Tai Lue
people:

Photographic works of individuals with traditional tattoos, still remaining,
were documented by the researcher in the environment and locations where
the target group lives their daily lives in the villages of Nayaang North and
South, in the city of Nambak District, Luang Prabang Province, Laos. The

photographic works are as follows (Figure 3)

Figure 3 Photographs of Various tattooing people
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In ancient times, it was mandatory for all Lue males from Nayaang Village
in northern Thailand to obtain tattoos as a means of demonstrating social
assimilation. There was a prevailing belief that those without tattoos were not
held in high regard, and that those who did not participate in communal river
bathing were expected to wash in a different, less desirable area of the river.
Traditionally, Lue males would begin the practice of tattooing around the
period of their late teens, often between the ages of 14 and 20. The tattoos
were mostly located on the upper thigh region, spanning from just below the
waist to the middle of the shin. The arms and cheeks of Lue males were
adorned with tiny tattoos known as "karnsak khay" in the native language,

which were regarded as important cultural characteristics.

Figure 4 Lue males in their river

The tattoos of Lue males from Nayaang Village are characterized by
horse-shaped motifs surrounded by fences, accompanied by two stacks of
grass in the front, and a rectangular design like a saddle atop the horse, referred
to as "an-ma." The tattoos spanned many regions, ranging from the waist to
the knees. In addition, a variety of additional motifs were included, including
cage patterns, peacock patterns, net patterns, and flag patterns. The tattoo
designs were basically categorized into three primary sections: top, middle,

and bottom. The tattoo patterns in these three primary portions largely
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mirrored those of the Tai ethnic tribes inhabiting the Mekong River basin, with

minor changes in the particular motifs included.

Figure 5 The tattoos of Lue males

The tattooing apparatus comprised of tattoo needles and ink. The tattoo
needle's handle was crafted from a long teakwood of about 60-75 cm, while
the tattooing component might be fashioned from either iron or red brass.
Tattoo ink was produced by charring animal bone with high-quality animal oil,
such as from bears or snakes, and then combining it with lamp soot.

Prior to receiving a tattoo, a customary practice called "ka jao" or the
teacher's fee existed in the Lue language. This price was given to the tattoo
artist and represented the labor expenses associated with the tattooing
procedure. The charge was computed at 2.5 mone each tattoo, with an
additional 1 mone for the waist region, resulting in a total of 6 mone or around

6,000 Baht in current times. Individuals seeking tattoo designs have to use
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opium as a means of mitigating discomfort. Each tattooing session required
many sessions, generally totalling five.

The tattooing custom among Lue males from Nayaang Village is
motivated by many factors: 1) Tattooing as a means to assess one's own
resilience, 2) Tattooing for the aim of enhancing aesthetics, 3) Tattooing driven
by personal values, and 4) Tattooing as a way to uphold traditional rituals.

Concerning the photos of persons adorned with traditional tattoos, a
mere 15 individuals are now residing in Nayaang Village and Nayaang South. A
solitary individual has relocated to a nearby hamlet, where the researcher has
successfully obtained photographic evidence. The photographic approach
employs authentic environments where the models reside in their everyday
routines to depict the surroundings where these tattoos formerly were and are
progressively diminishing. The photography utilizes a documentary technique,
focusing on the models and the tattoo designs on their bodies. This includes
the river in the town, which used to serve as a location for bathing and
showcasing tattoos as a symbol of maturity and manhood among Lue men of

Lue ancestry.

CONCLUSION AND DISCUSSION

1. Conclusion

Tattooing is a culturally and socially important activity among Lue
males from Nayaang Village in northern Laos. In antiquity, tattoos were
obligatory for all Lue males as a manifestation of societal assimilation and
individuality. The absence of tattoos marked individuals as social outcasts,
underscoring the significance of tattooing within their group. The tattoo designs,
adorned with equine motifs and accompanied by diverse supplementary
components, were dispersed throughout numerous anatomical regions,
resulting in @ multifaceted and distinctive artistic expression.

From an ethnic theory standpoint, the tattoo designs of Lue males in

Nayaang Village have notable similarities to the tattoo patterns of the Tai
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ethnic groups in the Mekong River area. This resemblance suggests cultural
exchanges and perhaps commmon historical roots between the Lue people and
other ethnic groups in the region. Tattooing undoubtedly functioned as a
conspicuous symbol of the Lue ethnic identity, signifying their particular
cultural legacy within a varied ethnic milieu. Furthermore, the practice of
tattooing may be examined as a means of cultural defiance and safeguarding.
Amidst the growing marginalization of indigenous cultures in a globalized
society, the persistence of tattooing traditions in Nayaang Village serves as a
testament to the community's unwavering commitment to preserving its
cultural identity and values.

Utilizing documentary-style photography to depict people adorned
with traditional tattoos provides a captivating visual account of the cultural
legacy of Nayaang Village. The photographer captures the models in their
authentic environments and everyday routines, offering a contextualized
portrayal of the diminishing tattoo heritage. The incorporation of the village's
river, once a prominent location for communal gatherings and exhibition of
tattoos, enhances the images by providing a fuller understanding of the tattoos
within the community's overall way of life.

The images not only center on the tattoo designs but also highlight
the models themselves. This method imbues the subjects with human
qualities and establishes a connection between the audience and the Lue
men, resulting in photos that are more sympathetic and powerful. The images
serve as a visual record of a distinctive cultural custom, safeguarding the
recollection of the tattooing legacy for future cohorts and maybe enhancing
consciousness about the significance of conserving cultural heritage. The
tattooing practice among Lue males in Nayaang Village has profound cultural
importance, serving as a representation of social cohesion, artistic
manifestation, and devotion to age-old traditions. Through an examination of
the custom from an ethnic theory standpoint, it becomes apparent that
tattooing functioned as a distinctive symbol of the Lue ethnic identity and

perhaps shared cultural ties with other Tai ethnic groups in the area. Moreover,
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the photographic record of persons adorned with customary tattoos is a
visually captivating account, emphasizing the significance of safeguarding
culture and the diminishing but enduring practice of tattooing in Nayaang
Village.

2. Discussion

The application of EDFAT theory in this study provided a structured
and reflexive approach to visual ethnography that illuminated the rich, yet
fading, tattoo traditions of the Kalomese (Lue Ka Lom) community. Each
element of EDFAT Entire, Details, Frame, Angle, and Time offered a unique
interpretive layer, allowing the researcher not only to document but also to
decode the cultural meanings embedded in the body art of this ethnic group.
The Entire component was essential in contextualizing individual portraits
within the lived environment of Ban Nayang. Wide-angle photographs captured
the landscape, housing styles, and communal spaces, anchoring the portraits
within the socio-cultural and geographic realities of the community. These
environmental shots underscored the interconnectedness of body and place
a concept central to ethnographic thought (MacDougall, 2006). The spatial
framing made visible the material conditions that have both shaped and
threatened the continuity of tattooing practices, including increasing
modernization and agricultural shifts.

The Details dimension served to highlight the intricacy of tattoo
designs, many of which are rapidly disappearing from public view. Close-up
imagery of tattoo patterns revealed not only the aesthetic characteristics but
also symbolic motifs, such as animals, geometric shapes, or religious
iconography, each tied to protective beliefs or rites of passage. Through these
details, the portrait work fulfilled an archival function—preserving visual
knowledge no longer passed down orally or practically.

Framing, both literal and conceptual, shaped the way subjects were
visually positioned in relation to their surroundings. Choices about background,
foreground, and cultural artifacts included in the frame helped communicate

the identity of the tattooed individual as a cultural bearer. In some portraits,
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inclusion of weaving tools or ritual objects expanded the narrative beyond the
body, showing how tattooing interlinks with broader cultural systems. This
framing reflects what Schneider (2021) terms “multi-sited visual ethnography,”
wherein cultural meaning is constructed across various symbolic fields.

The use of varied Angles from eye-level to low and high perspectives
allowed for a re-negotiation of power dynamics between photographer and
subject. Rather than presenting tattooed individuals as passive or exoticized,
the chosen angles emphasized dignity, agency, and presence. Some portraits
were taken from below the eye line to elevate the subject symbolically,
reinforcing their role as cultural elders and custodians of traditional knowledge.
This reflects Clifford and Marcus’s (1986) argument for co-constructed
ethnography, where representation is negotiated rather than imposed.

The time element played a vital role in capturing cultural change and
continuity. Repeated visits over months enabled observation of generational
contrasts, such as how younger Kalomese no longer carry visible tattoos, while
the elderly remain living archives of tradition. Temporal layering—
photographing subjects at different times of day, seasons, and life events—
also revealed how tattoos aged with the body, becoming palimpsests of
memory, identity, and social transformation. This temporal sensitivity affirms
EDFAT’s strength in supporting longitudinal visual ethnography (Toth, 2013).

Collectively, the EDFAT framework not only improved the technical
execution of portrait photography but also deepened the interpretive power
of visual data. By positioning photography as both method and medium of
analysis, this research demonstrates that traditional tattooing among the
Kalomese is not merely a visual phenomenon—it is a culturally situated
practice, now at risk of extinction. The photographs, when viewed through
EDFAT, thus function as cultural texts: layered, situated, and historically
contingent.

This study reaffirms the value of visual methodologies in the
preservation of cultural identity and ethnographic research. The application of
EDFAT theory comprising Entire, Detail, Frame, Angle, and Time—enabled the
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researcher to capture not only the physical appearance of the Kalomese
elders’ tattoos but also the layered meanings embedded in these bodily
inscriptions. By carefully composing portraits through thoughtful framing, varied
angles, and consideration of temporal context, the photographic process
becomes more than documentation it becomes interpretation. Each image is
crafted to reflect the continuity of ethnic identity, historical memory, and
socio-cultural transformation. As the Kalomese navigate the tensions between
cultural continuity and erosion, the EDFAT-guided approach allows portraits to
serve as ethnographic testimony, preserving vanishing heritage while visually

honoring the resilience and distinctiveness of the community.
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THE AESTHETIC OF OLD BUILDINGS IN SAVANNAKHET PROVINCE, LAO PEOPLE'S DEMOCRATIC REPUBLIC:
TOWARD THE CREATION OF CONTEMPORARY PAINTINGS

ABSTRACT

This creative research, titled “The Aesthetic Values of Historic Buildings
in Savannakhet, Lao People’s Democratic Republic, Towards the Creation of
Contemporary Paintings”, aims to 1) investigate the aesthetic values of historic
buildings in Savannakhet and 2) produce a series of contemporary paintings
inspired by these aesthetics. The study involved 25 participants, including 10
experts, 10 practitioners, and 5 stakeholders. Data were collected through
documentary research and fieldwork, including surveys, observations, and
interviews. Analysis was conducted using historical perspectives, adaptive
reuse concepts, and commodification theory. The creative process applied
aesthetic theory and semiotic approaches, presenting findings through
descriptive-analytical narratives supplemented with visual documentation. The
study identified five dimensions of aesthetic value in historic buildings: 1)
French colonial architectural styles, 2) adaptive reuse reflecting past—present
coexistence, 3) materials and surfaces showing traces of time, 4) atmospheres
conveying contemporary culture, and 5) narratives linking past and present.
The creative process comprised content, semi-abstract form, and oil-on-canvas
technique, with neon lighting symbolizing modernity and textured surfaces
conveying temporal traces. The artworks reflect adaptive conservation
concepts and reinterpret dynamic aesthetic values, bridging history, culture,
and contemporary society. The study also proposes a framework for
contemporary paintings integrating cultural landscapes, exemplifying the

harmonious coexistence of old and new within a contemporary social context.
Keywords: Aesthetics, Old Buildings, Savannakhet Province, Lao People’s,
Contemporary Painting
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THE AESTHETIC OF OLD BUILDINGS IN SAVANNAKHET PROVINCE, LAO PEOPLE'S DEMOCRATIC REPUBLIC:
TOWARD THE CREATION OF CONTEMPORARY PAINTINGS
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THE TRANSFORMATION OF AGRICULTURAL WEEDS SUCH AS SEDGE FOR DESIGN
AND DEVELOPMENT INTO ECO PRODUCT
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ABSTRACT

The transformation of agricultural weeds such as sedge for design and
development into eco products was the central focus of this research. The
objectives were: (1) to process sedge, an agricultural weed, into usable
materials; and (2) to design and develop eco-economic products derived from
the processed sedge. This applied research employed interviews and
questionnaires as primary research instruments. The sample consisted of three
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groups: nine community members engaged in sedge processing in Tha Chang
Subdistrict, selected through simple random sampling; three design experts,
selected through purposive sampling; and 50 consumers, selected through
accidental sampling. The findings indicated that eco-economic products from
sedge can be effectively developed by substituting nylon plastic warp threads
with spun yarn blended with polyester and replacing chemical dyes with
natural indigo. Furthermore, the *Rak Tha Chang* pattern, representing the
cultural identity of Tha Chang Subdistrict, was identified, achieving a high mean
score for design evaluation with a mean score 4.83 Four categories of eco-
economic products were designed: a set of stool chairs, cushion pillows, seat
pads, placemats, and coasters. The appropriateness of using biodegradable
natural materials in these products was rated very highly, with a mean score

4.96

Keywords: Transformation, Weeds, Eco-product
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THE STUDY AND DESIGN OF A LOUNGE CHAIR INSPIRED BY THE IDENTITY OF TIN CHOK FABRIC
IN SI SATCHANALAI, SUKHOTHAI

ABSTRACT

This research aimed to study and design a lounge chair that reflects the
identity of Tin Chok fabric in Si Satchanalai, Sukhothai. The objectives were to
investigate the distinctive identity of Tin Chok fabric, develop a lounge chair
design inspired by this identity, and evaluate user satisfaction with the design.
The study involved three experts in Tin Chok fabric and 40 participants,
including tourists and local residents. Data were collected using interviews and
questionnaires to assess user needs, preferences, and satisfaction with the
chair designs.

The results revealed three key patterns of Tin Chok fabric: Nam Ang, Mon
Sip Hok, and Si Kho. Lounge chairs designed based on these patterns received
the highest satisfaction for modernity and appropriateness (mean = 4.34),
followed by safety and durability (mean = 4.32), and functionality (mean =
4.02). These findings demonstrate the potential of applying local cultural
identity in furniture design, enhancing both functional and aesthetic value.

The study indicates that integrating local textile heritage into product
design not only preserves cultural identity but also creates differentiation and
market opportunities. By combining traditional patterns with contemporary
design principles, local products can meet modern user needs while
maintaining cultural significance. This research serves as an example of how
cultural identity can be effectively incorporated into design to produce
functional, aesthetically appealing, and culturally meaningful furniture,

bridging the gap between heritage and modern lifestyle trends.

Keywords: Lounge Chair, Cultural Identity, Woven Fabric, Furniture Design
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ABSTRACT

This research, "The Design of Repeating Graphic Patterns to
Communicate Tai Dam Cultural Identity for Generation V," aimed to: 1) study
design guidelines for repeating graphic patterns that express Tai Dam culture;
2) identify communication approaches for Tai Dam cultural identity suitable
for Generation Y; and 3) design products to communicate this identity to the
target audience. The research methodology began with data analysis and
interviews with local experts to establish design guidelines. These guidelines
were then used to create repeating patterns by applying 8 principles of
repetition (shape, size, color, texture, direction, position, space, and gravity)
and 5 structural layouts (formal, semi-formal, informal, static, and active). The
resulting designs were subsequently used as stimuli in a focus group discussion
with members of Generation Y for evaluation. The findings revealed that: 1)
Design guidelines for repeating graphic patterns representing Tai Dam culture
were synthesized from five cultural root categories: attire, architecture,
traditions, recreation, and beliefs, which reflect their past way of life. 2) The
most effective communication approaches for Generation Y involved the use
of organic, hand-drawn, and geometric shapes, with color personalities that
were classic, dynamic, elegant, and natural. 3) The product designs that best
meet the demands of the Generation Y target audience were shirts, pants, hats,

mugs, and bags.

Keywords: Repeating Patterns, Graphic Design, Cultural Identity, Tai Dam,

Generation Y
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AdAe: dnanwalsndna1Ue, NTIRNALE, WINNINNTRBNKUY

ABSTRACT

This research studied design guidelines for the guest chair reflecting
Lampang’s horse carriage identity. The purposes of this research were: 1) to
study Lampang’s horse carriage identity 2) to study design guidelines for the
guest chair reflecting Lampang’s horse carriage identity 3) to study satisfaction
of design guidelines for the guest chair reflecting Lampang’s horse carriage
identity 4) to suggest design guidelines for the guest chair reflecting Lampang’s
horse carriage identity. This research studied problem that had data collection
process. The sample group was 50 tourists who used need questionnaire for
studying Lampang’s horse carriage identity. The research used 5 experts. The
need questionnaire used 5 level rating scale to analyze the percentage, mean
scores, and standard deviation. The result of this research found that “horse
carriage” was Lampang’ identity. The horse carriage was ancient vehicle of
Lampang. From the questionnaire of sample groups, components of horse
carriage that can be used as design guidelines were the wheels, the seats and
the roofs. These components were Lampang’s horse carriage identity. The data
were analyzed that found the wheels’ horse carriage was the best of
Lampang’s horse carriage identity. The result found the satisfaction of design
guidelines for the guest chair reflecting Lampang’s horse carriage identity was
high scores in wheels’ horse carriage. The mean score was 4.32 in shape and

using. The design guidelines for the guest chair reflecting Lampang’s horse
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carriage identity was the efficiency that achieved the purpose and conveyed
the culture and identity of Lampang's horse carriages that continued to be

beneficial to users.
Keywords: Lampang’s Horse Carriage, The Guest Chair, Design Guidelines
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THE DEVELOPMENT AND IMPROVING GEMS OF BLUE SAPPHIRE FOR JEWELRY MAKING WITH THE CONCEPT
OF DEVELOPING GEMSTONE CUTTING
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ABSTRACT

Research on the development and upgrading of sapphires for jewelry
production with the concept of developing facets is a research and
development using a combination of qualitative and quantitative research and
participation. The objectives of the research are (1) to synthesize suitable
shapes and cutting styles for sapphires used in jewelry, and (2) to design and
develop sapphire gemstones using facet development principles. A mixed-
methods approach was employed, integrating both qualitative and
quantitative research, along with participatory techniques. The study was
conducted with the Ban Bo Kaeo Gem and Jewelry Group, located in Sai Yoi
Subdistrict, Den Chai District, Phrae Province, using purposive sampling. Three
research instruments were utilized: interviews, questionnaires, and focus group
discussions. Data were analyzed using statistical software, with percentage,
mean, and standard deviation as key metrics. The research was conducted
synthesizing sapphire shapes plays a crucial role in minimizing raw material
loss and maximizing the aesthetic potential of the gemstones. Popular and
suitable shapes include: Oval reduces material loss and enhances color
saturation.Cushion adds soft brilliance.Round though it may result in higher
material loss, it offers excellent symmetry and sparkle, making it ideal for high-
quality sapphires.Pear suitable for luxurious jewelry designs and visually

enlarges the gemstone. In terms of design and development, the study
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emphasizes tailoring sapphire shapes based on the raw crystal structure and
light dispersion direction. Oval and cushion cuts are preferred for maximizing
material usage, while round cuts are ideal for high-quality sapphires due to
balanced light reflection. Pear and marquise shapes help increase perceived

value and size.

Keywords: Sapphire Cutting, Jewelry, Cutting Edges
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THE DEVELOPMENT AND IMPROVING GEMS OF BLUE SAPPHIRE FOR JEWELRY MAKING WITH THE CONCEPT
OF DEVELOPING GEMSTONE CUTTING
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DESIGN GUIDELINES FOR PUBLIC SEATING BASED ON THE IDENTITY OF THE PHI TA KHON TRADITION,
DAN SAI DISTRICT, LOEI PROVINCE

UNANEYD

LUININITODNLUUNUIEIG1S UL ANONANWAIUTLNIRANLVY B NDATULIY F9KIA

£
v

a8 90U TAIAYRIUATEAIT 1) LN BANYIDNANWAIUSZINEINAN LYY B1LADAU

q

[ [

g Yamdan 2) Wessnuuufitiassaransadnuaissmdinloy suneru
e dmiaiay 3) WeUsziiumufimelaguilnaiifise idsarsisuraindndnwal
Uszingdifianlay sunerudne Svinae uag 4) lausuusLuInInIseenwu Uil
a1517uzaNdnanwalUszinaianluu s nen1utie Jsuiaias lnednisaisu
Tuneunsfinw dsil 1) iivdeyalaelfuvuaeuoudarednaouaudmiing
ffisAsiialvunaziAvdoyaniudenisvesinvisaiiod dfpounuuasuny
$1uau 50 viu Tael#Bnsdusedisdne (Simple random Sampling) LAdesilefld
Tun1539ulaun LUUAUAINLUUATIIAUTIENITUIATHUUUTEN AT (Rating

Scale) 2) wuvdounuANUAATULAZTRLAUBL LN T IMIYIINIY 5 VI 1ag

'
a

wUsgendsil naud 1 {lieangyiiunsviinilug 31U 3 vy naui 2 fideiuey
ATUNTITRDNLUULNOT T 91U 2 YU LUUFNA WAl UT1BY 03l U Lay

va o I

fdoavglussdanugiFeadnnlou 3 39e1denld IS nsqueganizianzas
(Purposive Sampling) u,azLLUU&@U&WMMMWQW@IW@&ﬂdmﬁﬂﬁaaLﬁaa MU 50
vinu udnhdeyaiilduniinszsidieanfosar Aedsavadauazdudonuy
11A5§1U HANTITENUIN nquidnvisaisafiauianeladesUuuudiansiiis
assaizAndnanualUszimalialuy dunedudne Jamdnee dszduanuiianela
ogluszduanniign Ao sULULT 2 fldiade 4.62

o
CY

AdAey: TainAoe, dnanwel, Usengl, Renloy, Jwineey
ABSTRACT
Ut 6 atiudl 2 nsngau - Suneu 2568

213
Vol. 6 NO. 2 July - December 2025



WUINNAITOONUUUTING 1515008 9 InomanwalUssinallniluy 8unenuge sawiniae

The purpose of this research is fourfold: 1) to examine the cultural identity of
the Phi Ta Khon tradition in Dan Sai District, Loei Province 2) to develop public
seating designs that incorporate elements of this cultural identity 3) to assess
consumer satisfaction with the public seating design derived from the cultural
identity of the Phi Ta Khon tradition, Dan Sai District, Loei Province 4) to
propose design guidelines for public seating derived from the cultural identity
of the Phi Ta Khon tradition in Dan Sai District, Loei Province. The research was
conducted according to the following steps : 1) Data collection through open-
ended questionnaires administered to staff of the Phi Ta Khon Museum, along
with surveys of 50 tourists selected via simple random sampling to identify
user needs. The research instruments included standardized checklist
questionnaires employing a rating scale. 2) Questionnaires were distributed to
five specialists to obtain their opinions and suggestions. These were divided
into two groups: Group 1 consisted of three experts in Phi Ta Khon
craftsmanship, and Group 2 included two experts in furniture design, In
addition, interviews with local sage specializing in Phi Ta Khon knowledge.
Experts were selected via purposive sampling. Finally, tourist satisfaction with
the prototype of public seating designs was assessed through surveys of 50
respondents. Survey responses were analyzed using descriptive statistics,
including percentages, arithmetic means, and standard deviations. The findings
revealed that tourists reported the highest level of satisfaction with the public
seating design derived from the cultural identity of the Phi Ta Khon tradition
in Dan Sai District, Loei Province. Among the prototypes, Design 2 received the

highest approval, achieving an average satisfaction score of average 4.62.

Keywords: Public Seating , Identity, Tradition, Phi Ta Khon, Loei Province
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DESIGN GUIDELINES FOR PUBLIC SEATING BASED ON THE IDENTITY OF THE PHI TA KHON TRADITION,
DAN SAI DISTRICT, LOEI PROVINCE
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