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Starting in the 1960s, and gaining intensity since the turn of the millent
the identity of Thai architecture has been a subject of much digcussd written
discourse among architects, academicians, persons who commission archi
designs, and the media. A major topic of this dialogue has been a quality |
AThmess. 0 There have been questi onrs
alteration due to global influences, and its substance. In this thesis, | have att
to explore these questions in two ways. | have studied 16 structures designed a
since 2000 to describe and interpret features in them that might expresdethtty,
and | have studied the discourse on contemporary architecture to try to disce
architects addressed structural features and what their intentions might signify.
effort | have explored historical and global trends that have besificagt for Thai
designs.

It has become clear that since 2000, the trends in and focus on Thai str
identity have been transformed. Architects have- shifted from directly borrc
traditional Thai styles to adapting the vernacular styles when tbell solve a
problem. This has generated an architecture that is true to itself but do
necessarily have a familiar Thai appearance. The focus is on how a structure
used and its practicality for modern life. Elements such as spaces, roof,
openings, wall surfaces, and materials have been designed in an abstract,
form. This has minimized the plainness of pure form and broken the box by m
form with location in logical ways. Naturalism, sufficiency, and localism F
become pardf the story of contemporary identity.

Various types of discourse have been produced by architectural staket
to legitimize the new identity. The media, especially, created a greater awarer
and familiarity with t meaninge bargoentidasit na
not be necessary to define tmessat
been in the past) and that this definition has led to a narrow, limited discour:
struggles of interpretation and application. A betted e f i ni t i on m
architecture, 0 a form that encompas:
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CHAPTER 1

Introduction

The issue of cultural identity in Thai architecture has been the source of much
discussion in recent years, and it continues ta b&ctor on the current architectural
scene. Discussions on the topic began in the 1970s, when a group of cultural
reactionaries formed an awestern movement. This led to a dramatic debate on
identity in the late 1980s, which concerned the unsettieordhical issue of the style
Thai architects should adopt for their buildings. There were frequent criticisms from
conservative architects of that era that designs lackednBsai The rising concern
was that the country might be on the brink of losisgitchitectural identity. Tensions
from a clash of the new and the old became a dilemma. The problems were due to the
emergence of modern architecture and its influence on the architectural practices of
Thai professionals. For three decades, the problemsad numerous debates and
produced much discourse and a search for an authentic Thai architectural form.

The definition of the termdentity is mutable, and arguments can even be
made about whether or not a fixed architectural identity exists. This area has been a
subdiscipline of cultural studies that has been addressed in discourse and arguments,
and it is by its nature fluid and flexible evtime and across places. This thesis uses
the termidentityand, more specifically, the terfrhainessas the basic nomenclature

for its discussion of this issde.

This thesis owes much to thefahition of identity of Thongchai Vinijakul
and the interpretations of it by Saichon Sttayanurak, Krittiya Achawakul, and Anuthee
Dechthewaporn, as well as Soroth Sirisai. Their contributions in several articles
indicated that the termBhainessand Thai identity are somewhat artificial. They are
mutable and may never have existed as definitive terms. One must be aware that they
are constantly shifting in both meaning and convention in acad&aemSaichon
Sattayanur ak, "Prawat Karnsangry @ Kkhea mpen
Mainstream of the Production of Thagess] [in Thai],"” inChintanakran Kwanpen
Thai [An Imagined Thaness] [in Thai] ed. Krittiya Achawakul (Nakhon Pathom:
Institute for Population and Social Research, Mahidol University, Z00&nhuthee



Todaydés contemporary architecture has
developed dring the 1980s and 1990s. If Thai architecture has an identity, how are its
principles shown in contemporary design? The hypothesis of this thesis is that
contemporary architecture has to be the direct result of recent history. The hypothesis
also stateshat architecture has certain unified attributes that speak to their own time.
The objective of this work is to explain what contemporary architecture is,
specifically as it relates to houses. To acquire an understanding of contemporary
architecture one nstl learn what it consists of in the 2000s and also what it consisted
of during its recent history, the 1980s and 1990s. This is the subject of this research.
This thesis views this subject in two ways, the buildings designed and the discourse
about them byarchitects examining how architecture mediates between cultural

discourses, relationship of culture, politics, and economy.

Todaydés architecture owes a great deal
past decades. A dichotomy has been generatedexist even in the present time.
The stormy polemics of the 1980s and 1990s partially pushed the professional realm
in a new direction of authentic, or trself, architecture after a turn towards the
disorder of eclecticism, as is seen in works by Rangsasuwar’ (Also see Figure
41: as an example). This thesis argues that since the year 2000, Thailand has followed
a more settled and unified path towards what could be regarded as an autonomous

architecture. It also argues that there has been a distinct transformation of style that

Decht hewaporn, AnKwampen Thai Lai Na: Kar
Niyam [Multi-f ace Thai ness: Contesting and Shar.i
December 30, 2019, available from http://academia.edu/2316128/; Soroth Sirisai,
AKal at hesa KTha AmgnatRhaagriPhasanKab Karnleuksarn Chintaphab
Haeng Tuaton Khon Khon Tualektuanoi Nai Chiwit Prachamwan [Space and Time of
Tharness, Power of Language, and Selection of Personal Imagination of Subordinates
i n Everyday Life], o a c0t9% s avalable fMoec e mb e
http://oknation.nationtv.tv/blog/Thaidialogue/2007/12/27/e1try

’Examples are the Amarin Plaza and the Sathorn Unique Tower, both of which
are in the style of Western historicist postmodern architecture, whereas the Hyatt
Erawan Hotel has architectural elements mostly derived from Thai traditionalist
architecture. Thesarojects were under attack by several critics before the year 2000.



has caused a new form of architecture since the millennium; the tensions around new
ideas and a literary and artistic climate of sophistication have contriboitéus

autonomous style.

Once the criticisms of the lack of Thaess in design and the blaming for it
abated, there was an inclination to search for an appropriate approach to identity. The
hope was that architecture might take on an identity basedoaldr choices and
more relevance to place and time. As a consequence, some new projects designed
after 2000 directly and indirectly encompassed a particularly unifiable tendency
towards a lightness of structures, components, and spaces yet also a itpraplex
them. This could be related to the concept of lightness that was an aspect of traditional
Thai architecture, as can be noted in the discourse on it, and also to a philosophy of
sufficiency. Thai contemporary form, however, is an amalgamation ofradeve
influences, including Western effects, traditional architectusnd vernacular
architecture arising from global and local sociocultural factors. The strongest impact
was input from the West, which, throughout history, generated dichotomous tensions
not only in the creation of physical forms but also in the tenets of discourse. The
hegemony of the West came in different ways, mostly through the influx of global
ideologies such as the New Normal, Slow Living (or Slow Movement), and
Lightness!  They immcted the thinking that produced both physical and

philosophical products, and architects were participants in that kind of thinking. To

Joti Kal ayanamitr, iNai chang Aek Nai
Rattanakosin [The Prime Master Craftsman of the Rattanakosin Within 200 ¢ears]
[in Thai], Silpakorn University Journalfi 5, Special VolumeDecember 1980 to
December 1982), 446.

“A new normal isknown as the state following a crisis that impacts the
worldview of particular culture and its change is drastic and prevalent. Slow Living is
a cultural transformationtowards slowing down life's pacédegnning with Carlo
Petrini's opposingthe opening of a McDonald's restaurdat fastfood brand)in
Piazza di Spagna, Rome in 198&ghtness is a chapter iitalo Calvino, Geoffrey
Brock, transSix Memos for the Next Millenmu(The Charles Eliot Norton Lectures,
1985 1986) (Boston: Houghton Mifflin Harcourt, 2016),20.



understand the mood and tone of the development of the issues, one has to scrutinize
their history, especially the retedecades from the 1970s onward, and also their
distant history to capture a glimpse of the architectural progress during and since the

Siamese eras.

In Siam (now Thailand) in the eighteenth century, architecture developed from
various factors, such asociocultural, sociopolitical, and technological factors, into
what is now known as contemporary architecture. Today, architecture has a variety of
modes that have arisen from the growth of society and economics. From the early
Rattanakosin period, whicheban in 1782, until the present time, the changes were

relatively slow.

Siam was established as an independent nation and maintained its
independence. According to evidence from the old eras, the kihngdom maintained its
own tangible traditions. In terms @fchitectural forms, this meant that despite the
various modes and traits of architectute country retained its unique tradition that
had developed as a consequence of a long amalgamation of various inputs and
influences. This included the influences$ pearby neighbors such as Burma,
Cambodia, Laos, Malay, and Annam and also of more remote countries such as India
and China. The kingdom had diplomatic relations with the West and the Arab nations

starting in the Ayutthaya Period.

The style of the past waalso due to a strong influence by Buddhism and the
monarchs who had the powerful hegemony of the state. The firm tie with these two
influences deeply shaped the spirit of Thai architecture and reflected the impact of
class and a hierarchy of style. Theuntry had a unique form of residential
architecture, which was what later was idealized as the old identity of Thai, or
traditional style, a style that has long been established as the classical basis of

Thail anddés architecture.



Although Siam was not cahized, it was surrounded by colonies of the West,
including Vietnam, Laos, Cambodia, Malaysia, and Myanmar. The imperialism
brought to those colonies crossed borders into Thailand. It was aateeg cultural
transformation that caused significant chesmign architectural culture. However,
changes were seen in Thailand during the more open reign of King Rama 1V, which
brought into the kingdom new ideas, especially the concept of modernity. Thailand
had undergone continuous modernization since the 183@sving the Bowring
Treaty, which forced the nation to open to commerce and, also, culture. The changes

in the style of architecture took place gradually, however.

It was not until the reign of King Rama V that the slow development of
architecture was aeterated, partially due to the preferences of the king himself, who
favored Western styles. At one poaint, he visited Europe and brought back with him
new ideas of neoclassical architecture. He commanded that several new buildings be
built, especially royahouses and palaces, in the style of the West. One example is the
Chakri Maha Prasat Throne Hall (see Figure 28) which was designed by John Clunis,

a British architect. Dramatic changes in trends in architecture continued after that.

A debate occurred inhe 1960s and 1970s concerning the reaction to the
revivalism scheme initiated by Field Marshal Plaek Phibunsongkhram, who had been
the prime minister from 1938 to 1944 and 1948 to 1957. The goal of this nationalistic
and propagandistic campaign was toilhatTharness among Thai citizens by means
of a theme of newly constructed custoh@uite a few critics attacked the schematic
design generated under Plaek Phibunsongkhram and the government buildings

constructed around that time; all were built inraikir way, in only three designs, A,

>New cultures, such as women had to wear skirt see Arun Wetchasustem
Thai Kab Arayatham Tawantok [Thai People and the Western Civilization] [in Thai]
(Bangkok: Sophon Karnphim, 1973),174., atiek pad Thaj the name of a food dish,
were invented to imitate Western patterns of speech, for instance, the Italian word
pastg see Prasanee Kesabiithe Campaign folNoodlesConsumption an&/ ocation
in Relation to theNation-building Policy duringField Marshal Reak Pibulsonggram's
Regime (19421944 [in Thai], BU Academic Revied0, no. 1 (2011): 1389.



B, and C, by cladding the outer structure of the buildings with traditional Thai

ornaments, particularly the roof.

The conservative theorists, I n a b ac
doctrine, who included Sulak Siwéla Sangarun Rattakasikorn, and Anuvit
Charernsupkui,stated that Thailand was in an identity crisis. A series of theoretical
papers were published to acknowledge and warn architects aboltproblems.

Sulak was critical of the Plaek Phibunsongkhrantesty architecture, especially the
campaigns of the government to build state office buildings across the country. In his
writing, Sulak criticizes Plaek Phibunson
poorly placed traditional Thai, highitched gale roofs with simplified ornamentation

and a boxike form in an attempt to make an instant Thai identification. In fact,
however, the goal of Plaek Phibunsongkhram was primarily to meet earlier concerns
about enhancing the chelieved thay lissattempt &ifed to t y .

recapture Thaness,

Not only did the crisis due to Field N
stir many intense debates, but it also motivated some criticisms of identity. One
criticism was made in an article Mimolsiddhi Horayangkurd,who, in the 1980s,
raised a serious concern-about the identity crises caused by the overinfluence of

foreign style on Thai ar c h’ihe seated. Accoeding A Ar c t

°Sul ak Sliavwsad Siak [Siariedee t t ¢Barglok: Bhrae Phittaya,
1967), p. 251Sangarun RattakasikorrGaeng Arun Haeng Sathapattayakam [Light
of Dawn of Architecture]in Thai] (Bangkok: Chulalongkorn University Press, 1999),
46i 50; Anuvit Charernsupkul, "Oupasak Lae Patchai Karnneramit Sathapattayakam
Laksana Thai [Obstructions dfhai Architectural Form Creatiorfjn Thai]," ASA
Journall (1969) 87.

’Sulak Siwalakibid.

8imolsiddhi Horayangkura, "Sathapattayakam Thai Samai Mai (Thai Ror
Kao) Ekkalak Sathapattayakam Thai: Khorkhidhen Bang Prakarn Nai Karnkamnot
Naew Rupbaeb Soot Samret Nai Karnsangsarn [New Thai Architecture (Thai during
Rama IX) Thai Architectural Identity]: Some Concepts in Determining the Creation
for Forgnslnstant Formula,” [in Thai]ASA Journalune (1996)48 65.

Ibid., 48.



to him, Thai architecture that retained Thass should be redeveloped, not by
literally adopting Thai traditional characters, but rather by using an adaptive modern
Thai identity, which reflected the present context of modern social conditions. This
was probably the only way out of the crisis Fom. He also researched the status of

Thai architecture and came up with a new form of contemporary Thai architecture.

In the same decade, the Association of Siamese Architects (ASA) held a
conference and competition to find a solution to the identityagan. During the
1990s, academia was eagerly searching Tdrainess. The stage for the various
interpretations of this characteristic, especially the ones focusing on contemporary
style, was populated by intellectuals such \&asolsiddhi Horayagkura, M.L.
Piyalada Devakula  ThaveeprungsripornChatri - Prakitnonthakan, Chatree
Ladalalitsakul, and Vira Inpuntung. For Piyalada, Tie$s encompassed a
Af eminineo and Afenticingo guality t hr

interpretation'

As a result,architects deployed various new design approaches and built
buildings that exemplified this quest, but for them, autonomous design was perceived
differently. For example, a less acceptable approach was the return to the gabled roof.
Although houses adordewith a simplified gable roof ridge replicated the traditional
elements, they were viewed as too literal and a pastiche. Another controversial
building was the Sukhothai Hotel, which was embellished with a row of stupas

mirrored in the reflecting pool (gure 13). A simplification of the architectural styles

OYmportant works on this fic includeVi mol si ddhi Horayangk
Ekkalak Sathapattayakam [Problems of Architectural Identify] Thai], 0ASA
Journal 12(1) (April 1986):7479; M.L. Pi yal adadés discussion o
essence of Thai housesRiyalada ThaveeprungsriportiRuan Thai: An Aesthetic of
Feminity?," inPhumpanya Sathapattayakam [Architectural Intellectued] Terdsak
Tachakitkachorn (Bangkok: Textbook and Academic Document Center of Faculty of
Architecture, Chulalongkorn University, 2003)1-75.; Chatri Prakitnonthakan"How
to Design Khwan Pen Thai Nai Sathapattayakam (Baeb Phuchiewcharn) [How to
Design Thainess in Architecture (Like a Pro)] [in Thai]JAan Octoberf December
2008, 2008.



derived from a variety of choices such as traditionalism, ornamentation, the
vernacular, and even eclecticism was another popular theme; it was seen in the work

of the Habita Group and Oragd Satrabhadhu®*

In recent commissions, such as the new Parliament House, on which building
commenced in 2008 and whose designer, Chatree Ladalalitsakul, won a competition
for it, the design included a profound concept of Tess. This represented a
concern abouidentity among the cultural consumers in the country. Criticisms about
its form, such as #fAarbitrarily trying
principle, which literally employed, in several ways, Thai classical revival grammar.
To critics, thisideology was rather anachronistic, that is, it was Thai style but not

contemporary Thai styl¥.

A more sophisticated approach applied abstract features such as simplified
spatial sequential organization. Those two approd@ches the direct borrowing of
the past forms and the abstract transl@ibave limitations, however, and although
they reflected one local architectural feature, it became a trivial feature because one
single approach might not serve different situations and building types. This shows
that architects during that time paid special attention to the search for a relevant form

that would depict Thamess from their points of view.

They later discovered that not many of the approaches were publicly accepted,

especially among conservative stdrs, but rather that they mostly provoked more

Ymportant works include those by the Habita Gr@igat Architects,
"Bangkok Bastards: chapter 1," CHAT architects,
https://lwww.facebook.com/media/set/2se646650385405112.1073741858.4797664
48760174&type=3.such as th8ix Senses Yao Noi Resort Hotel, adg-ard
Satrabhandhu, such as the Rachamankha Hotel and Tamarind Village Hotel, Chiang
Mai.

12karnprakuad Ratthasapha Mai [The Competiotion for tee/ IMouse of
Paliament] [in Thai]," Nation, accessed January 2, 2020,
http://oknation.nationtv.tv/blog/creativity/2009/11/29/erdry



criticisms®® Thus, finding a standard methodology was not conveniently settled.
Later theories highlighted the significance of a context that included sociocultural,
socioeconomic, and geographical elemenlss design technique to serve the context

by a proper archetype, though not new, was taken into account more intensely and
seriously and called for a serious bringing into practice. This was the lesson in schools
of architecture across Thailand, whicmghasized a serious following of the global
theory of critical regionalismi* Architects in the new millennium have been
encouraged to embrace this concept. It could even be said that the general practice of

contemporary architects lies in this type of atgen

We must ask what isontemporaryand what is the identity of Thai
architecture? Also, what should we regard as contemporary architecture? The issue of
style or characteristic has always been subject to lively debate in architectural circles,
and quesions are continually raised about whether or not style has a unified substance
and whether one can distinguish a definitive current style or trend. Consequently, as

mentioned, this thesis specifically attempts to find the answers of:

1) Have architectsfeer 2000 found their identity. If yes, how and in what

form?

3See more criticisms b@hatri Prakitnonthakan"How to Design Khwen Pen
Thai Nai Sathapattayakam (Baeb Phuchiewcharn) [HowDesign Thanhess in
Architecture (Like a Pro)] [in Thai],Aan, ibid.; and the criticism of Sumet Jumsai Na
Ayutthaya in his interview withEkarin Phungpracha, "Sathapat Uchad Sathon
60 Khwan Pen Thai 6 Yang Srithh®ocomSumeti 6 Th
Jumsai Na AyutthayaVisually-pollutedAr chi t ect ure Refl ecti ng
i n Sumet Jumsai Na Ay uSildpawatiareathanSeptensoar,) [ i n
2002 32.

“Kenneth FramptonModern Architecture: A Critical History(London:
Thames and Hudson, 199324 327; Alexander Tzonis andliane Lefevrei Wh y
Critical R e g i Aochitacture and Urbamidnaoy Z3® (May 1990)22/
23, quoted inKate Nesbitt, ed.;Theorizing A New Agenda for Architecture: An
Anthology ofArchitectural Theory 1968995 (New York: Princeton Architectural
Press, 1995484 492.
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2) What was it about contemporary Thai architecture that caused the sudden
explosion of discourses on architectural identity after 1970s, and what was the

attribution of these discourses?

3) Why has the debate on identity in Thai architecture become increasingly

important even in contemporary practice?

4) Who decides what is a legitimate exemplar of contemporary Thai

architecture and why?
5) What is the current consensus of or probable autor®ftaai attribution?

Therefore, to cope with the current state of architectural scholarship, one
needs to have adequate insight into the debates on identity and the problems occurring
within the c¢circle of Thail andods inghec hi t ec
decades before 2000 that shaped architecture and did not make a broadly accepted as

Ai dentityo archit ect-depteinChapteedy wi | | be dis

This thesis argues that in the Thai architectural circle at present, as seen in the
ASAexhi bi tion of 2016 ¥ Nhhaingsd seainedfiBbe @ kliché o B a
not directly stated. New discourses have now taken place but only point towards the
same goal, which is autonomy, or genuineness.  This thesis presupposes that there
exists anotherdimension of design that is more neutral, appears frequently in

contemporary projects, and is unique enough to be read as a unity of style.

Several scholars contributed to the styles of the architecture and, especially,

the lectures devoted to these mssuOne significant work was the series byZEnn

*This thesis adopted several excerpts from the Back to Basic exhibition,
including the opening quotation in this chapter (footnote number 1). The exhibition is
organizd annually by the Association of Siamese Architects in the Royal Patronage
(ASA), t he principal soci ety of Thail an
exhibition was fiBack to Basio; architects were invited to share their design
ideologies by submittingan epigram and image that reflected the theme of Basic
Image: What Is Good Architectt#@he ASA acts as the main trend setter of designs
that often influence the architectural direction of Thailand.
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that was published in several large volumes, many of which featured collections of
contemporary Thai architecture. Intellectual works published by the ASA, such as the
ASA Journabnd ASA CRE\WVdiscuss thémportant movements of Thai architecture.
Among several scholarly works, there are popular publications such Badhel ae

Suan magazine, which features outstanding works, particularly houses. However,
although these publications provide basic infororatabout relevant projects, the
issues of the contemporary solution of identity representation, especially the theories,

have never been discussed academically.

b
VLA

T

g

Thaihess
in Modérn.Living

o ]

DIULLREF I "!l
MODERN
VERNACULAR HOMES

Figurel Some magazines that produce discourses
Source: By thauthor excerpted froBBaan Lae Suan Magazine, Elle Decoration,

Design Décor, ASA Journal
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A volume on the contemporary house deigns oZé&nn, Houses by Thai
Architects: Contextual Modernisncan be used as a basis for discussion. Several
articles from sveral media are sources that this thesis will use. It will also review
remarks pamphlet card published during the ASA 2016 conference, in which key
contemporary architects such as M.L. Varudh Varavan, Kanika Rattanapredakul,
Mathar Bunnag, and Pongpon Yhdrat, to name a few, were asked for their
definitions of good architecture and they had to pick one favorite picture to be printed
on the reversed side of the card. - The oeuvres of certain architects, especially young

professionals whbave not often len studied, will be reviewed and discussed.

HOMBLE"

UuEAUSSSUZA

SLAUTAOTAL

Figure2 Some books that produce contemporary architectural discourses
Sources: By the author excerpted from ASA Crew, Baan Lae Suan (Speical Issue),

Home and Décor, ASA Journal
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To fill in the existing gap in knowledge aforementioned, this thesis delves into
the two aspects of a dichotomy by investigating the cases selected and discourse
produced and places them in the theoretical context of the West. All in all, the study
of the issies will help with a deeper understanding of the architectural theories and
polemics of identity in Thailand which will contribute to a more complete picture of

the history of contemporary architecture.

Figure3 Pamphlet cardéxcerpted) published during the ASA 2016 conference
Source: ASA" Basi ¢c | mage: What i s Good Architec

Back t o(BaBgkaki2@16)0

This thesis has eight chapters. Chapter 1 presents the background and

summary of the probl em. Chapter 2, ARGl ob:
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to Authenticity, o0 contextualizes the the
growth in recent decad. Chapter 3, Current Prominent Discourse, is devoted to
comprehensively discussing the production of pivotal debates and architectural

di scour se. Chapter 4, AHIi storical Context
l denti ty, 0 widttbsudeylthe ley inciddntathattatieeted pvaat now is

the autonomous architecture. Chapter 5 1is
of Cont e mp o ritacopes withthe artalysts @nd dnterpretation of current
movements in order to undersththe theoretical debates produced by the involving
parties. Chapter 6 is titled nCase Stu
Architectur al Structures Built Since 200

investigation and decode the architectwiech will lead to a clear view of the design

abstraction, approach, and archetype. Ch :
Aut onomous Architecture; o it includes di
architecture: Autonomous Architecture. Ardd t | y Chapter 8: AConc

the final findings.
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The Production of Discourse
on Autonomous Architecture in Thailand

Goal of This Thesis
To define contemporary architecture, specifically in terms of
the design of houses

Means of Realizing the Goal
Presentation of the background of the discourse leading to contemporary architecture,
including the what, when, who, and why of the discourse, as shown in selected cases

Hypothesis of this Thesis

Contemporary architecture can be explained, starting with the direct influences on it

in recent decades, in hopes of revealing a distinct attribute of contemporary architecture
that speaks to its unique time and identity

Figure4 Goal, Means of Realizing the Goal, and Hypothesis

Source: By the author

What e Debates and arguments on identity and Thai-ness
When e 1970s-1990s
Who e Conservatives

Why e ~Because of concerns about Loss of identity due to an influx of
j & Western ideas and, also, the misuse of traditional Thai
architectural grammars

AResearch "What Style thus Should We Build?”

Background of the Problem *~
What this THESIS wants to know ¢
Hypothesis ,

, contemporary architecture
[specifically within the scope of the design of houses]
* discourse
+ how it became the discourse lihat o
+lts form +ideology -» theory <~ * Whene

e Who o Selective
the contemporaneity, one has to be the direct result of its recent history + the Why « cases
hypothesis that there is a certain unified attribute and it speaks of its own time and
identity.

Figure5 Issue Problematization of this thesis




Source: By the author
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RESEARCH
QUESTIONS =

Have architects after 2000 found their identity. If yes, how and in what form?

What was it about cantemporary Thai architecture that caused the sudden
explosion of discourses on architectural identity after 1970s, and what was
the attribution of these discourses?

Why has the debate on identity in Thai architecture become increasingly
important even in contemporary practice?

Who decides what is a legitimate exemplar of contemporary Thai
architecture and why?

What are the current consensus of or probable autonomous Thai attribution?

Figure6 Research Questions of this thesis

Source: By the author
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Source: By the author
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Figure8 The conceptual framework of this thesis

Source: By the author



CHAPTER 2
Global and Local Trends and Their Relationship to Authenticity

Concerns about identity have continued to be a significant polemic in
Thailandds architectur al circles. The di
reviewed historically to reveal changes in the field and their causes. Delving into
these theoreti¢avorks provides an understanding of the various issues at the root of
the debate, which are not only limited to incidents in Thailand but also to global

dimensions and wideanging current trends.

The Meaning and Significance of Genuineness

Critical regionalism is the foundational theory upon which this thesis has
based its analyses. It is the tool we are using to interpret contemporary Thai
architecture, which is here termed autonomous architecture. Autonomous architecture
is a global trend, and tlreu | t ur al Apendul umo has shiftec
to a focus on locality and autonomous identity. Only by grasping the definition of
critical regionalism is it possible to understand the complexity of the dialogue

between culture and nation atie gist of this narrative.

The Significance of Identity to a State
To arrive at an understanding of a co
historical context and the relationship and interplay between culture and nationhood.
For too long, nation ahculture have been treated as mutually exclusive entities, with
nation being treated as a purely political construct free of the impaculbdral
dynamics. It is important to realize that any discussion of either entity will inevitably

concern the other.
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The conceptual entity of a nation has certain polities, which are grouped as
one polity; they are clearly demarcated in both physical and abstrats and are
distinct from foreign polities. A nation is formed by its physical geography, ethnicity,
language, institutions, leadership structures, religions, and values. These emblems of
nati onhood are proudly 1indi arabfterdrevéread t he
over time as inviolable and permanent. Although modern thought decrees that a
nation has to demarcate its physical | 0
boundaries have been somewhat elusive and its center of power has beegllless w
established than once thought. Thus, the essence of a nation is likely to be embodied
in the termnationhoodwh i c¢h si gni fies that all factor

intertwined.

Human interactions form the foundation of a nation. In his Hdation and

Narration, Homi K. Bhabh®i | | ustrated in depth that a |
significanceo whose fAnational traditions
affiliation é establishments ¢é di $avowal
contestationo among ndi vidual s, famil i

boundaries, language, and ethnicity, which inevitably change over time, the need for
individuals to interact with each other remains constant. It is an undeniable fact of
humans ci ety that i1ts interactions result i
di sparate groups into imagined’ fanousmuni t i
phrase. Therefore, a nation is, in its most fundamental and enduring aspect, an
amalgamation of hman interactions, and these interactions are coerced by cultural

perceptions.

®Homi K. Bhaba, "Art and National Identity: A CriticSymposium,"Art in
America79.9 (1991)80.

"Benedict Andersorimagined Communities: Reflections on the origin and
spread of nationalisrfLondon: Verso, 1983%.
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HOWAN INTERg
0

CULTURE

(NONPHYSICAL)

(PHYSICAL)

NATION

Inconstant /fluid geographical boundary, ethnicity, language, polifical structure, and religion, etc.

Figure9 Diagrammatic expression of the transient definition of a nisitae, where
culture lies at the very heart of its existence.
Source: By thauthor

The theorists quoted above make it clear that culture lies at the heart of a
nation. Its characteristics are inevitably manifested in the interactions among
individuals, thus shaping the imagined community and, likewise, the nation. Hence, it
is paamount that the characteristics of culture should be conveyed, and this leads to

the next point of investigation.

As culture stimulates the growth of a nation, it also forms the identity of the
nation. Like physical boundaries, culture seems to pull teenibers of a state
together so that there is a unity of ideas that conceptually or spiritually tie the citizens
together . They often speak of this fAgrou
state but includes groups, such as Thai architects. The eutture often suggests
linguistics, art, religion, and other humanistic endeavors, whether sanctioned from the
top by the state or popul arized from t he
reflects their frame of mind, psyche, and sense ofvgetth. It upholds the virtues of
a civilization and its ethos; it is a tool used to entrench and reaffirm our purpose as a
species and the prowess of our respective groups. Culture influences the thoughts,

behaviors, and values of its members.
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However, becase there is such a strong link between a culture and the
progress of the people who embrace it, there is an underlying misconception that all
cultures are unique and pure, born out of the struggle of their respective peoples.
These conjectures provide aging point to continue discussing the characteristics of

culture, and it can be immediately recognized that culture is not a monolithic domain.

Firstly, culture is an evdiuctuating and progressing entity that evolves
throughout time. Cultural elementhat become irrelevant are shed; this happens
naturally as individuals opt out of certain customs and the remaining customs
eventually morph into a collective mass. New cultural elements arise, sometimes as a
result of native invention but often at legstrtially inspired by foreign ideésor the
outright replication of foreign idedsand are adopted in the same manner. Therefore,
in the ebb and flow of culture over the course of many generations, its essence

gradually fluctuates and changes.

Secondly, a dut ur eb6s strength i s measured nc
foreign aspects but how well It can assi-H
have to regard regional culture not as something given and relatively immutable but
rather as something whih ~ has é -ctoonstté osel ¥ Thisuselt i vat e
conscious cultivation is-a paradoxical process requiring delicate acts of balancing, for
the incorporated elements must retain their impact yet not be overtly foreign. A
foreign element must be dibtid and curbed, yet still retain enough of its original
potency to have an impact when transplanted into the receiving culture. On the other
hand, the foreign elements must not be allowed to overpower the original culture and
be seen as an overt subvensaj the existing culture. This paradoxical process allows
new elements to successfully integrate within the existing cultural framework, with
the most successful assimilation effortlessly blending old and new, universal and

l ocal . He n c e vity depends brtits adaptalslityl o n g e

8¢ enneth Framptoribid., 315.
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Lastly, and because of the two previous points, culture predictably contains
both native and foreign elements, both universal and local values. Over time, it
becomes impossible to distinguish between what was originalvaatiwas adopted,

what was universal and was local.

The acculturation takes its form from the psychological necessity of being
both genuine and mutable over time as the context of the culture becomes
transformed. The formation of a particular culture tiyosequires a deeply rooted
political hegemony and a leadership that promotes the common values that members
accept as normal. The significant issue here is that culture is not solid but is very
mutable. Like the aforementioned nature of the state, eudilways relies on the
exchange of elements; it crosses borders; and it is influenced, especially by a culture
that has higher hegemony, and in turn influences other cultures. This process creates a
new crossbreed of culture that embraces both native fordign elements, both
universal and local values. It may become impossible to distinguish between what
was original and what was adopted, what was universal and what was local.
According to Frampton: ASustainiawl any Kk
depend ultimately on our capacity to generate vital forms of regional culture while

appropriating alien influences®at the | ev

Accordingly, the form of culture may be extraordinarily varied within a
particular sate, and it may be hybrid between different characters in nature in the
embodiment of a culture as a culture is usually formed by the embodiment of
disparate subcultures. No part of culture can be identified as original, pure, or
belonging to the state ale; states that claim the sole ownership of a culture may
become selbbsessed. An identity that is transformable at a particular time may not
be transformable at another time. What seems alien now can become a new identity

over time.

¥Frampton summarized Paul Ricoeumiversal Civilization andNational
Cultures(1961) in Kenneth Framptorid., 315.
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Architecture, as aidld of visual culture, has roots but also embraces several
foreign influences. When it has to deal with identity it has to also deal with time and
space. This is the main premise in interpreting the architecture of identity of the
contemporary time. In cwlusion, architectural identity can be defined as the
collective and conscious recognition of a specific set of architectural expressions,
which allows members of a particular community to appreciate and connect with their
autonomy. Because both a nati@an d t he nati onos archit e
nonphysical and mutable, both have culture as their arbitrator: Discovering an
architectural identity can be done by exploring the peculiarity of architectural
expressions and illuminating how they evoke famitlyaraffinity, and recognition
amongst people. This process insightfully reveals the Thai architecteitgkist

indeed, this is the key to unlocking the identity hidden within Thai architecture.

Regionalism and Critical Regionalism: A Paradoxical Propsition

In the recent past, we were hampered by the lack of an identifiable
architectural style for the modern era; indeed, we lacked even the necessary discourse
to enable us to begin a truly genuine dialogue. Between early attempts to emulate the
modernisn of the West and desperate attempts to appropriate historical symbols, we
have failed. Needless to say, there is not yet a cohesive architectural theory that
comprehensively reconciles not only the physical limitations and advantages of our
own locality hut the intangible aspects of appreciating regional, national, and

international identities.

In stark contrast to those early days, there is a growing movement amongst
designers to resolve existential questions. This new awareness and hunger for an
authentt style suited to each locality is being collectively called critical regionalism;
despite being called a movement, by its very definition each regionalist style must
develop its own unique technique. When incorporating the values of critical

regionalism,it becomes possible not only to reconcile differences between universal
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and regional styles but to conceive a more appropriate style to best fit certain
circumstances, especially when a culture has significant historical roots. Hence, it is
necessary to agpt a regionalist design that satisfies both the present and the past, both

local and universal values.
Lewis Mumfordobs Regionalism

Critical regionalism can be, and has been, described in many ways by many
writers, but perhaps the most comprehensive description is by Lewis Mumford in his
book The South in Architectur€l941). It predates the later works of Kenneth
Frampton, Alexander Zonis, William J. R. Curtis, and Keith L. Eggener. It contains

the following passage:

Regionalism is not a matter of using the most available local material, or of
copying some simple form of construction that our ancestors used, for want of
anything better, for a century or two. Regional forms are those which most
closely meet the actual conditions of life and which most fully succeed in making
people feel at home intheir environment: they do not merely utilize the soil, but
they reflect the currentonditions of culture in the regidh.(by Mumford,

originally published in 1941)

Perhaps the best way to describe critical regionalism is to start with what it is
not. Firstly, it is obvious that critical regionalism is not vernacularism or an updated
verson of it. Lewis Mumford stalwartly rejects this sentiment in the opening
statement AfRegionalism is not a matter o
Secondl vy, It I's not hi storicism, as he e
copying some sim| e form of construction t hat C
Mumf ord states that Athey do not mer el vy

regionalism is a contexiased design approach with a heavy emphasis on sustainable

*%Lewis Mumford, "Excerpts from the South in Architecture,Airchitectural
Regionalism: Collected Writings on Place, Identity, Modernity, and Tradlitah
Vincent B. Canizaro (New York: Princetdrchitectural Press, 2007),9D1.
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principles is also inadgu at e . ARegi onal forms are thos
actual conditions of life and which most fully succeed in making people feel at home

in their environment, 0 writes Mumford. H ¢
At hei r e nvieruoderstadinh aphysieahsenise in terms of the natural and

latent environment, but also in an abstract sense that alluded to social and cultural
aspects. It is this cultural dimension that underpins his definition of critical

regionalism.

In his passaggu mf ord deci sively describes #fc
for architecture to reflect iIits respecti\
relation to Aculture, o0 implying that <cul't
level but at adcal level, as well, and it is this cultural factor that forms his definition
of critical regionalism. Because it was already established in an earlier discussion on
the character of nation, culture, and architectural identity, it can be inferred that

critical regionalism is pluralistic and adaptive in its very essence.

Not a matter of using the most available local material, or of copying some
simple form of construction that our ancestors used

‘‘‘‘‘‘ Closely meeting the actual conditions of life

““““ Feeling at home in their environment

Appropriate ARCHITECTURE i~ Reflecting the current conditions of culturein the region
Regionalism ...

‘‘‘‘‘‘‘ Not a matter of using the most available local materials

(Lewis Mumford 1943)

‘‘‘‘‘‘ Not historicism

“““““ Context-based design approach

----- Relying on sustainable principles is also inadequate

““““““ Reflecting condition of life

Figure10 Regionalism Theory of Lewis Mumford

Source: Summarized By the author from the theory of "Excerpts from the South in
Architecture," in Lewis Mumford;Excerpts from the South in Architecture,”

in Architectural Regionalism: Collected Writings on Place, Identity,
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Modernity, and Traditioned. Vincent B. Canizaro (New York: Princeton

Architectural Press, 2007), 9@®1.
Architectural Globalization

A significant contribution regarding identity and its problems for a developing
country is by William J. R. Curti§. His argument contextualizes an emergence of
modern architecture that originated in the West and appeared as a new entity that was
later disseminatetb thirdworld countries. European countries and the United States
were the origins of modern architecture. Because of their higher level of economic
affluence and also the role of some as colonizers of other countries, they exported
their cultural ideolgies to their colonies and the sofferwer countries. At times,
their influences symbolized the development and modernity of culture. Thailand was
indirectly affected by this culture despite being an independent country. Cultural and

economic hegemony wasevitable.

The respected architects who formulated the new trend were all in the West,
and they had much good will in their theorization of modernist architecture. The most
common architectural characteristic formulated at the time was the form madgeled
progressive architects, such as Le Corbusier, Mies van der Rohe, and the members of
the Congr s Internationaux doéArchitecture
architecture and the international style. Le Corbusier, especially, was regarded as the
modernist master who created a thoughtful modern architectural ideology and
sensitively responded to the socioeconomic needs of the society of his time. His
masterworks, such as Maison Citrohan and Maison Hamn contributed vitally to

the functional yetmeaningful creation of architecture.

A superficial variant of this effort, but unfortunately never the original
thinking model, arrived in thirgvorld acceptor countries all over the globe. The depth

of philosophical meaning and aesthetic ideas positethtgern masters was never

Zilliam J.R. Curtis,Modern Architecture since 190Englewood Cliffs,
New Jersey: Prentiedall, 1996) 567 587.
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reappropriated to fit with particular places, climates, and cultures. Theshféead
misinterpretation of the form was rapidly dispersed to setamdl and thirchand
acceptors with a drastically reduced quality through econoand societal
development and expansive tourism. Something that looked modern was thought to be
acceptable. Many countries, including Thailand, dealt with limited options. In some
countries under colonial rule, colonists intensively compelled suborditamizdopt

models with an image of modernity so that they could deliberately create a ruling
symbolism. Modern images were also used by former rulers, in some countries, to
brainwash young local elites after independence, because modern constructions were
viewed as signs of progress against backwardness and stagnation, and that seemed to

be a successful application in some countries.

As each country entered into the Second World War in the 1940s, the
attunement of nationalism began to gain force and coldriaantries started to form
a concept of cultural autonomy; they still faced a struggle at the onset, however.
Cultural nationalism caused them to begin to expunge the symbols of the ruling
country at the same time that they strove for independence. Wuwyered that they
still retained the cultural tools formerly provided by the colonizer and the symbols of
the Western civilization attached to them. India exemplifies this phenomenon well,
because it deliberately made use of the Western architectunalafora vital tool to

transform its culturé?

In some areas of the world, the modern form arrived along with international
business entities, which had compelling symbolic images of the West and their
corporate cultures. Thus, the knowledge of modern tatire at its dawn was given
a crude, seconddand meaning. As a result, architects in colonial countries forsook

their original architectural and intellectual thought, plus their knowledge of their

%2Shaji K. Panicker, " Indian Architecture and the Production of a Postcolonial
Discourse: A Study of Ashitecture + Design (1984992)" (PhD University of
Adelaide, 2008).
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indigenous arts and crafts, that had been passed onplastmgenerations and that
responded to local traditions, values, and climates. Skillful architects disregarded their
traditions and turned to the new model because most of the new programs did not fit
well with old archetypes. In this sense, Thailand fesiedllar crises as early as the
reign of King Rama V (1868 to 1910) and onward. Therefore, the awareness of being

oneself began to dwindle gradually among both architects and patrons.

The transition from old to modern, which was inevitable for many casntr
caused a great deal of culture shock. Western countries had less of a problem with this
because they had all of the nineteenth century to distill the fallout from the changes.
Third-world countries, however, had only a couple of decades to dealheittn &and

this short time caused incongruity in the changes.

There were groups of reactionaries in the West who were perturbed by the
identity problem, feeling that overencroachment of modern architecture had occurred
in third-world countries. The thikworld countries were supposedly at risk of losing
their traditions, values, and local identities. A plea for a return to more traditional
styles was unheard. The strong current of modern architecture represented new
thought, new life, and new ways of dmmting backwardness, but it included
problems. On the one hand, those who embraced local and vernacular architecture
were viewed as problematic people of the old world who were stagnant or backward.
On the other hand, the restoration of buildings thaeweindreds of years old was
difficult if not impossible, because outfitting them for everyday use was so
demanding. They had been adapted well and modified over time to respond to the
local climate, but they were no longer appropriate for contemporagnaseot worth
the cost of preservation. The government of Thailand commissioned many state
buildings during the 1950s under the supervision of Field Marshall Plaek
Phibunsongkhram. One commission was the restoration of the old archetypical roof of
Chulallmg k o r n Uni versityos mai n auditorium,

proportions needed and had issues of acoustics and water leakage. This emphasized
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the harsh truth that bring back the archaic archetypes to preserve local architecture

may be a hercehn task.

The newgeneration arrivistes felt that they no longer wanted to embrace old
traditions of a passing era, but they looked forward to a new model, especially one
using exotic new materials. They imported Western culture and admired the freedom
associated with it, which was different from their culture and its images and status.

The way in which they tended to absorb the new culture was superficial, however.

The quality of modern buildings, which were imitations of Western structures,
was inadequatand caused the buildings to be mere superficial clones. They could be
duplicated anywhere if insensitive demands were made. This showed that once a
country was independent, it was freed from a foreign ruler in many ways but was still

a colonial subjectfahat ruler in terms of culture and architecture.

In the 1960s, some large new cities of the world tried to follow trends in
Manhattan and London, attempting to adopt their look and shrug off their local
patterns. Higkrise, glasscladded office buildingand city hotels with aiconditioned
lobbies with tinted glass windows and whitewashed concrete walls were the result.
Not only were these efforts insufficient to produce new versions of the originals, but
they trivialized the cities in which they wereilbuHad these cities again become

colonized?

According to Le Corbusier, the machine form does not have any connection
with a particular political group or nation. In this way its use guarantees a
disconnection from a former colonist. Building structuresthis form therefore
became a resounding answer to questions of independence. It was because the neutral
form without any cultural accent or affiliation to any specific culture would

symbolically expunge the bond with its colonist.

It appeared that an dreasing number of new buildings were built by

combining a plain modern form with a stark local idiom and ornamentation in an
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attempt to augment it. This was considered an unfavorable practice and risked the
making of a pastiche, or fake regionalist stiwet Some architectural structures
designed in this way were criticized by conservatives, such as theostatel
buildings constructed under the administration of Plaek Phibunsongkhram and the
private buildings that followed this pattern. They were careid damaged in terms

of both the purity of the modern and the sacredness of the old.

The reaction from 1930 to 1950 to such criticism was a new modern
regionalism (or regionalist modernism) as an attempt to intertwine local tradition with
the new form. t was considered an adaptive development that might appropriate the
old local form and merge it with the modern lifestyle (program) and respond to the
new living culture as well as technology. There were no certain models and
definitions for proper desigat that time, however. A new problem then emerged,
which was the difficulty in creating such disparate combinations and also the risk of

creating irrelevant kitsch.

The different ways that building industries operated in different nations was
viewed as arther obstacle that could cause the withering of regional art and
architecture. In a developed country, construction proceeded with a series of steps and
was handled by several parties, including architects, engineers, contractors, laborers,
and manufacture of materials. Each party was responsible for a certain job. In
developing countries, however, construction was sometimes handled by one person
from design to manufacturing to construction. Furthermore, some houses and villages
were built by villagers wih primitive techniques and no modern tools or technologies.
The knowledge of arts and crafts was basic to those native men. If modern
construction methods were adopted, the pattern changed and indigenous intellectuals
were no longer part of the buildingene. Integration of the old and new modes
seldom occurred or was impossible. The situation unfortunately sidestepped local

knowledge and culture, which risked being forgotten and lost.
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Another factor was that social and cultural patterns differed froncounsty
to another. For example, in Egypt the government had a housing development project
for the masses. A series of buildings were designed in the Western style, with stacked
concrete blocks arranged in a modtee n f
cost of buildings built by the native technique. The new model of housing led to an
increasing cost of labor, logistics, and wages in comparison with the old models,
which were built and managed by local people. Hassan Fathy, an Egyptian architect,
proposed a housing project that would be built entirely by native people with local
knowledge in New Gourna, near Luxor. They used clay as bricks as the major
material and built stacked brick walls, which were covered with vaults and simple
domes made of theame materials. The buildings stood the test of time and the cost
was considerably lower than the modern constructions. Moreover, the style of the
house was developed over time to respond to the local climate and lifestyle of the

people. Fathy wrote:

Modernity does not necessarily mean liveliness, and change is not always for the
better . . . Tradition is not necessarily -téghioned and is notysonymous with

stagnation . . . Tradition is the social analogy of personal habit, and in art has the
same effect of releasing the artist from distracting and inessential decisions so that

he can give his whole attention to the vital offes.

Furthermore, the rapid development of the building industry brought local
laborers to cities. This meant that younger generations in small towns and villages
might ignore the local knowledge of arts and crafts and the regional identity that had
long beenn place might end. Therefore, as recommended by Fathy, one should revert
to the true vernacular life and discard the enticements of modernity. This seems to be
in line with Jon Jandai, a Thaiisdom theorist, who prophesized that getting back to

nature andiving life with local wisdom would occur; this was part of his romantic

2Curtis, ibid., 569.

or
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architectural theory that pointed to a return to a primitive method, such as making
clay houses. Another theorist who is in accord with Fathy and Jon Faisdi.

Placki, who is als quoted by Curtis:

Most architectural styles were the products of their own societies. Its religious

values, climate, technology, and social and political structures dictate the need

and style of buildings. Shapes, proportions, and decorations were gymbd!

had the meaning of often ending up with st
stimuluso created culture and architecture
each other . . . Many of the better examples are being preserved, but rarely

copid and when they ‘are, itdés apparent the
jet travel, intercontinental news media, cinema, political structures, and cultural

exchanges, the world is smaller and the bulk of influences which dictate style are
international,based on technology and economics . . . But, even accepting the

International Style, technology, and the stimulus from the outside, and not

copying the traditional, rules can be formulated within which architects can

create architecture and a charactet ttan become the Niuginian styfe.

The principle rejected the misuse of vernacular forms to attract tourists

because this could cause the devaluati on

It was William Curtis who concludes such a crisis and posits that regionalism
is not the idea served only for the glass root people but it should be for all classes.
Meaningful architecture must be based on practicality and aesthetic symbolism that
respond to the context, and to know the context, architects need to search for the

pattern of life of the local people or users.

4Jon JandaiYu Kab Din Sibhok Pi Karn Pan Din Pen Baan [16 Years with
Clay: Molding Clay into A Homéh Thai] (Bangkok: Phabphim, 201,227 39.
2®Curtis, ibid., 570.
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Critical Regionalism

Curtis is an important proponent of critical regionalism, and another vital
theorist, whose contributions coincide with those of Curtis, is Kenneth Frampton. The
theory of critical regionaéim as a language of architecture is derived from the
conditions of architecture as perceived by FramploHe argues that it is an
antiglobalization theory. It can be said that his most important contribution is his
addition of the worcritical to the desription, meaning that one has to be more in
depth, careful, and sensitive in thinking. It is, therefore, possible to avoid a direct
borrowed form design by simply adopting elements of traditionalism. Compared with
the regionalist modern theory of Curtiscan be observed that the additioncatical
is a wellthoughtout and important part of the design process. This additional part is,
at the same time, critical to the direct design in modern architecture. Therefore, it is
not the simple following of @y traditions of plain modern architecture but is rather a
combination of seven points from his theories, but only six practical points are

excerpted in this thesis.

Various forms of regional architecture disregarded various forms produced by
modern master They were dispersed around the world through the process of
globalization. "This type of architecture was a strategy to make architecture more
Ahuman. 06 Modern architecture was a domi na
viewed as an internationalich€. According to Frampton, architects should seek a
variation in regional sources of architectural design instead of following global
uniformity. Additionally, they should not have an appreciation for industrialization
and technology. Frampton did naipport the revival of any of the romantic historical
styles or any of the humble vernacular types of buildings. In essence, he saw the
destruction of both modern buildings and postmodernism that use architecture as a

mere sign. He proposed the introductadra new paradigm of thgenius loci

?’Kenneth Framptoribid., 324 327.
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In his book, Frampton explains his definition of critical regionalism as a
mediation between a spectrum of civilization and the particularity of a place. To
maintain a critical age, one needs to be aware of popula@sitical regionalism sits
between two things; on the one hand, architects have to understand the global, and on
the other hand, they have to appreciate the local culture. He quotes Paul Ricoeur as
saying AHow to become mo doaavine aaoldidonrmant ur n t

civilization and takée¢ part in universal c

The fundamental strategy of critical regionalism is to mediate the impact of
universal civilization with elements derived indirectly from peculiarities and a
particularplace. It is clear from the above paragraph that critical regionalism depends
upon maintaining a high level of critical selbnsciousness. It is an attempt for the
new paradigm to govern inspiration in such things as the range and quality of local
light, or a tectonic derived from a peculiar structural mode, or the reflection of the
topography of a given site. Thus, it has to critically extract ideas from self

consciousness.

He cited relevant projects such as Ut
Houseand, very interestingly, Andods Koshir
while disregarding the physical direct borrowing forms from the past yet maintains
the glimpse of peculiar sense of place embedded within the form. In the article, he

listed thecriteria:

(1) Critical Regionalism has to be understood as a marginal practice, on
which, while it is critical of modernization, nonetheless still refuses to abandon the
emancipatory and progressive aspects of the modern architectural legacy. At the same
ti me, Critical Regional i smés fragmentary

both from normative optimization and the naive utopianism of the early Modern

>’Framptonjbid., 314.
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Movement. In contrast to the line that runs from Haussmann to Le Corbusier, it favors

the smallrather than the big plan.

(2) In this regard, Critical Regionalism manifests itself as a consciously
bounded architecture, one which rather than emphasizing the building as- a free
standing object places the stress on the territory to be established Byrubture
erected on thdosmbemedhssthptadcde archit
physical boundary of his work as a kind of temporal ke point at which the

present act of building stops.

(3) Critical Regionalism favors the realizatioharchitecture as a tectonic fact
rather than the reduction of the built environment to a series -@assbrted

scenographic episodes.

It may beclaimed that Critical Regionalism is regional to the degree that it
invariably stresses certain sipecific factors, ranging from the topography,
considered as a threlmensional matrix into which the structure is fitted, to the
varying play of localight across the structure. Light is invariably understood as the
primary agent by which the volume and the tectonic value of the work are revealed.

An articulate response to climatic conditions is a necessary corollary to this. Hence
Critical Regionalisms opposed to the tendency of Aun
the use of aiconditioning, etc. It tends to treat all openings as delicate transitional
zones with a capacity to respond to the specific conditions imposed by the site, the

climate, and ta light.

(5) Critical Regionalism emphasizes the tactile as much as the visual. It is
aware that the environment can be experienced in terms of a sense of touching other
than sight alone. It is sensitive to such complementary perceptions as varyingfevels
illumination, ambient sensations of heat, cold, humidity and air movement, varying
aromas and sounds given off by different materials in different volumes, and even the

varying sensations induced by floor finishes, which cause the body to experience



37

involuntary changes in posture, gait, etc. It is opposed to the tendency in an age

dominated by media to the replacement of experience by information.

(6) While opposed to the sentimental simulation words of local vernacular,
Critical Regionalism will, on o@sion, insert reinterpreted vernacular elements as
disjunctive episodes within the whole. It will moreover occasionally derive such
elements from foreign sources. In other word, it will endeavor to cultivate a
contemporary placeriented culture without lm®ming unduly hermetic, either at the
level of formal reference or at the level of technology. In this regard, it tends towards
the paradoxical creation of a regionally

were a precondition of achieving a relet/eorm of contemporary practice.

1. Streamline, breaking the mass or downsizing
the mass into fragments

2 Respect the contextand consider creating
harmony between the building and the existing

context
Definition of 3. Emphasize the tectonic detail more than
APPROPRIATE ARCHITECTURE [~ monumental form
in
CRITICAL REGIONALISM 4. Design the physicality to fit with the

immediate local climate

(Kenneth Frampton 1983)

5. Intertwine with the sense and sensory of
human

6. Adopt the vernacular elements (but not the
—— form) of the locality but consider redeveloping
them to fit the space and time

Figurell Critical Regionalism Theory of Kenneth Frampton
adopted by this thesis
Source: Summarized from the theory of Kenneth Framiaadlern Architecture: A
Critical History (London: Thames and Hudson, 1992), -3P#, graphic by
the author
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Critical Regionalism tends to flourish in those cultural interstices which are
one way or another that can escape the optimizing thrust of universal civilization. Its
appearance suggesthat the received notion of the dominant cultural center
surrounded by dependent, dominated satellites is ultimately an inadequate model by

which to assess the present state of modern architecture.

Critical Regionalism is not in fact a new form of architeet it was once
discussed extensively even in  théfen Books on Architecture by
MarcusVitruvius Pollio,® a Roman theorist. Frampton, however, sheds light on how
to manage to acquire such qualities while uniquely serving the locale yet it also
embodies moern look and functionality in the sense. He also provides clear criteria
for the principle of design such as how to maintain the essence of regional by using

local materials, embedding a sense of place, and applying discrete shapes and forms.

In conclusia, critical regionalism theory is a sound starting point in this thesis
for supplying a set of fundamental criteria for judging architectural cases. However,
the ideas of Frampton face limitations in case analysis. This thesis may go further to
propose theuni queness o f Thail and6s case i de

regionalism, and this would expand the body of knowledge.

In Praise of the Mightiness of Lightness in the Thought of Italo Calvino
The book Six Memos for the Next Millenniutmy Italo Calvino (1988Y
presented a lecture on total metaphysics. He discusses the presdigbénegsin

several cases, all of which contradict the norms of how we look at the world. He

“MarcusVitruvius Pollio, The Ten Books on Architecturéranslated by
Morris H. Morgan (New York: Dover, 1960), 17.
*ltalo Calvino, Geoffrey Brock, transSix Memos for the Next Millennium

(The Charles Eliot Norton Lectures, 198986) (Boston: Houghton Mifflin
Harcourt, 2016)1i 29.
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praises lightness as a quality normally viewed as weaknessgilityrédut, in his
estimation, it is a quality with latent power. By all means, he convinces us that the
next millennium (of his time), which is the present, should move towards lightness.
Decent and ethical entities should be attributed to lightness.tfidsss argues that
architecture can also adopt such a viewpoint. Because the lecture does not directly
mention architecture and the narrative is entirely allegorical, reading it requires the
adoption of a method of hermeneutic interpretation. The aspdwermeneutic of

lightness according to Calvino in architecture is quoted, made sense and elaborated in
the prolegomenal articl e ihicm presentedvih@i n g o
dialectic of two qualities, i.e., lightness and heaviness. However, henmezaded

that architecture manifest the dichotomy of them to bring back human experience, and

it enhances the value of architecture.

Calvino provides several allegories for lightness. Through Greek mythology,
he relates the polemic of lightness to the stiriPerseus, who is a son of Zeus. In the
story, Perseus wanted to kill Medusa, who has magic eyes; when she stares at
someone, that person turns into stone. It is a tough task. Perseus was blessed with
winged sandals that allow him to fly. The fightendb e n he cuts off Me
I n the story, Medusa represents heavines
The account depicts the polarity of the two contrasting attributes. The mythology
attempts to posit that heroes who embrace lightness aableapf killing a villain

such as Medusa.

The story establishes a discourse in favor of lightness. Not only does it
undermine the belief that lightness is a weakness but it also highlights the power of
lightness. Subsequently, when Perseus kills a sea tbtonse uses the head of
Medusa to turn the monster into stone, and when he washes his hands, he places

Medusads head on a heap of tree | eaves. )

%9steven Hollntertwining: Selected Projects 198995(New York:
Princeton Architectural Press, 1996)-16.
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gualities of lightness and heaviness. The story illustrates thteasb in attributes of

the almighty hero, whose character was an image of heaviness. He has the capacity to
willfully use a lethal weapon and then shows great sensitivity by placing the weapon
on a soft bed of leaves. This is written to convince us thavihess is not always the
intrinsic characteristic of a mighty hero, but rather that an intertwining of contrasting

attributes may be the most important characteristic.

Calvinobs takes excerpts from Aot her
Unbearable Ligkness of BeingThe discussion is about ways of living and the fact
t hat l'iving 1 s not an easy thing to do.
discusses constriction by a massive web of surrounding elements, including public
and private constrictia People have a connection with family and friends and
struggle with social classes. Life action is the reflection of the societal condition. We
cannot often act as we feel, so we rely on the social condition, and it is, of course,
heaviness. Everyone suenbs to realife hardships, a heaviness of everyday life and
the world and humanity as they are. The world is becoming more serious and

stressful. People interpret issues in their lives in their own way.

Lightness is a factor in technology, including ttomputer central processing

unit (CPU), as well, according to Calvino. The CPU is the hardware of the computer
and is physically heavy. Software helps that computer to function, and it is a light
element. Even so, it has the power to control a heavy @PHd.interesting that
objects of lightness can control the physical world. A heavy physical machine
operates because of software, which is lightweight and soft. The world consists of the
binary attributions of the power and ideology principle. New idgiely such as
communism, modernism, and postmodernism, are in the form of soft power but they
can change the world. Likewise, literature is characterized by two types of language,
soft and hard, heavy and light. Thus, light language would in the neghmiim has

its increasing role in as much as the heavy or substantial ones.
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In conclusion, readin®@ix Memos for the Next Millenniusuggested an idea
for this thesis that emerged from the new millennium that Calvino predicted. We
should value the significance of lightness and lightweight as qualities that give power
a positive rather than a negative connotation. For the sake of contemporary
architecture, those in the current realm of the architecture of this millennium would be
wise to immerse themselves in and understand the concept of lightness, its quality and

interpretation, because it is becoming more relevant to their work.



CHAPTER 3

Current Prominent Discourse

During the last two decades of the twentieth century, the probfedefining
an identity in Thai architecture became complicated. A survey of the discourse on the
topic after the year 2000 by architects, scholars, and critics reveals the following

themes:

Current Discourse

1. Thaknesss a problematic and fluid ren.

2. Thatness is viewed as a stagnant condition (Thai as tradition).

3. There is a hope to reestablish (as is occurring in Japan).

4. There is a sense of hopelessness and wanting to be free (as in the group of
the new future).

5. There is a theme of tmew generation.

Factors That Formed the Themes

The themes were the result of these factors:

1. There was a growing interest-in theory among architects who experimented
with disparate approaches. Many publications were produced by scholars and
architects. They included influential textbooks, professional journals such AS#e
Journal publishedby the Association of Siamese Architects, and academic journals
published by schools of architecture, as well as magazines on design, $iednas
Lae SuarjHouse and GardgrandBaan Lae Tok TanfHome and Décqr

2. The economy of Thailand grew rapidly, especially during the years before
the economic collapse in 1997. Demands for new living units, which were accelerated

by the financial surge, expanded the horizons of many big cities such as Bangkok.



43

The need crégad new residential types, such as condominiums, and styles, and they
proliferated as a consequence of competitive marketing strategies.

3. Modes of education of architects changed, placing new players into the
architectural realm. New institutions becarmother pivotal trigger of change in the
practice of architects. New school s suc
University of Technology Thonburi (KMUTT), Assumption University, and some
regional universities began to graduate architects tleatee to have a different type
of DNA.?! The change in the theoretical stance of architectural education was due to
new groups of practitioners and educators who had recently graduated abroad and
were more flexible in styles of practice. These young blaoesisired new ways of
thinking among students at the new institutions. The old schools kept their hold on
architectural education and continued to impart rigid architectural knowledge without
a significant chang® More varieties of thought appeared in tpeactice of
architectural design in Thailand around the onset of the new millennium.

In the 1990s, architects were enthusiastic about searching fom@ésiin
architecture and tried to design buildings that exemplified Thai themes. Various
interpretatbns were evident in this enterprise. In 1986, Vimolsiddhi Horayangkura
had written, in @ProblPabostobsticlesAthacanchitecesct ur
faced when designing structures that attempted to expressddmi

The conceptralf layehsteécas argited by
could be adopted when attempting to explain the architecture of earlier times,
especially in the years after Field Mar st

when some architects veered towards Thaliticmal revivalism. As architects faced

3lyjittawat Charoenpong, "Education of tAechitects at Rangsit University,"
interview by the authoQctober 10, 2019.
¥phutsadi ThipphathaSathapok Sathapattayakam [Architects: Architecture]
[in Thai] (Bangkok: Faculty of Architecture, Chulalongkorn University, 1988)
*Vimolsiddhi Horayang ur a, " Panha Ekkal ak Sathap:
of Architect ur alASAJduenal?,ind. ¥ (@9B6)/¢-719n Thai ], "
*Nithi Sthapitanondand Brian MertensArchitecture of Thailand: A Guide
to Traditional and Contemporary ForniBangkok: Asia Boks, 2005), 13.
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the dilemma of using architectural styles that would exemplify the ideal identity
during the 1990s, some attempted to remake the old style with exact authentic motifs
in secular buildings. They had to face critici$on breaching the traditional canon
because the preferred styles had limitations. Leading conservatives criticized this
type of practice as cultural decadence because it humiliated the dignified classes,
namely members of the monarchy and monastery @sethrchitectural grammars

were purportedly exclusive for thetn.

Problems in Producing Thainess

I n Thail and, t here has been a | ong
archaic culture and traditions. In the broad sociocultural context, some mederniz
Thai people still embraced a conservative viewpoint related to their secure connection
with the monarchy and Buddhism. These two crucial institutions are still revered by
the majority of the people because they represent an ancient ruling regime. The
architectural style associated with the monarchy and Buddhism was like a living bank
of DNA of the old culture, which regulated the activities, ceremonies, and mandates
of the ruling and religious leaders. When people needed visual objects for events
asseiated with these institutions, they selected Thai traditional style for their design.
Many new styles of visual objects were also present in Thailand, and Thai people,
who tend to be lighhearted, partook of them for the purpose of enjoyment. When
they wanted to be part of the dignified institutions, however, they returned to the Thai
traditional style, which they viewed as their national heritage. Reactionary discourses
to curb rapid change were popular.

Antique art deserves preservation and shouldtidiexd in depth for profound
understanding. New art, on the other hand, should also be created and should fit

well with its place and time. However, the art of the present time has a mandate

%See examples of debates on the violation of the traditional carfamiiral
Somphob Phirom, "Suebsan Sathapattayakam Thai [Continuation of Thai
Architecture][in Thai],” ASA Journalno. Januanfebruary (1995)36i 40; Ekarin
Phungprachabid., 32.

hi
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to continue expressing the original pure culture. The contempamdrof a

generation should thrive from its roots. . . . Branaav art that has no connections

with its origins is the choice because shopping for new things wholesale from the

outside [world] is less painful. When Thai people sit on the floor eating the

local foods and watch Westerners consuming steak on television, they value that

scene and want to imitate what they see at the snap of a finger. Some have

learned a few English words on the radio and begin to imitate them. Quitting

speaking Thai and sthing to English is common today. Eventually, they do

not want to be themselves but they are not able to be genuine Westerners. This

forgetting of the roots of their upbringing and their blindness to their own culture

may well be blamed on the artist wisocapable of making imported art with no

connections to his roots and is still not eloquent in the net art.

Conservative attempts were not a new phenomenon but could be traced back

to the construction campaign for the Chakri Maha Prasat Throne Hall, when Somde]
Chaophraya Borom Maha Sri- Suriwongse resisted King Rama V in molding the
building in the neoclassicad t y | e . Prince Chula Chakrabc
preservation of the national heritage embodied a feeling of longing for the harboring
and revival of their court traditions even during the time after the democratic
revolution. The works of Prince Dhanivdt and the volumes contributed by M.R.
Kukrit Pramoj exemplify this trend. Their texts at times are sentimentally
nationalistic, causing critics to label them both as conservative nationalists or rightist
extremists.

The conservativea s ked the question Ain what ar
buil d?06 and it was answered in two ways,
architecture. The former was especially embraced by some scholars and architects

who tried to revive an authenticocabulary. The attempts to revive the Thai

*pattaya Saihoo, "Silapa Kab Sangkhom [Art and Society] [in Thadcial
Science Revie®w, no. 4 (1969)41.
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traditional style, which is Thai classical idiom, and apply it to buildings for modern
use were complicated. Opinions on reviving the style for current use were many and
varied, and polarities in the associatkgcourse were prolific during the 1950s and
onward.

The first group, who were in favor of Thai traditional style, believed that a
quality of Thainess and an authentic Thai architecture truly existed, and they tried to
retain the originalityof tradition. The members included Pinyo Suwankiri, M.C.
Mitrarun Kasemsri, Somphob Phirom, and some royal guild craftsmen who wished to
preserve and continue to apply archaic art as a national heritage. This group thought
that the art of traditional dn¢ecture was authentic and associated with the dignified
classes. They felt that this architectural style belonged exclusively to the digger
groups and could not be used for others; this rule could not be violated.

Revivals of this style could beesn in several structures that had been
approached with a variety of practices and intensities, ranging from complete
duplications of original models to partially adapted applications. Pinyo Suwankiri
tried to make use of the style authentically and tpialisome buildings, for example,
Djittbhawan College. According to Pinyo, he had adopted authentic traditional style
as much as possible in this structure. This style of practice, or literal derivation, in this
project and others, ‘was subjected to cstiti from time to time regarding its
appropriateness for place and time:

Revivals of the archaic style in the name of preservation always ended up
producing structures that seemed to demean the Thai intellectual heritage. In all
aspects, it is unbecoming to remake archaic art without referring to the
appropriate place and timthe result is anachronistic. The mistakes made might

cause a conflict of decency between cl ass
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the result breaches the old canon because it cannot be regarded as a creative
masterwork of the time in which it is buft.

A campaign to build architecture in the traditional style or a policy decreeing
that this be done by any agent, either client or architect, is always an inappropriate
practice.

Any intention to issue a policy or write up a T.0O.R. with an attempt to
incorporate the Thai character by focusing on the physical form might run a risk
of having a superficial design. Instead, the attention should be paid to the
definition of Thainess in which the architect should adopt in commencing the
project. Thai architecterin the latter approach, as it is forced to create Thai
appearance, will end up as superficial impersonation. For example, adaptive Thai
styl e fashioned by Pl a & WwhoseP Istyldb wass on gk hr a1
intentionally fragmented and crude in the design hmdology by literally
superimposing Thai elements.togethdailed as it lacks the essential aspect of
Thai space and abstract componéhts.

A similar guotation drew the attention of some researchers to find a better
solution®® M.L. . Piyalada Devakula ~Thaveemgsriporn investigated the
phenomenological dimension of Thass, believing that the findings would
substitute the direct copy of the physical shapes and forms of the archaic grammar of
Thai traditional architecture.

However, attempts to +ereate thetraditional Thai architectural style

continued to be seen. This type of building always fails because it misuses the

*/imolsiddhi Horayangkura, "Sathapattayakam Thai Samai Mai (Thai Ror
Kao) Ekkalak Sathapattayakam Thai: Khorkhidhen Bang Prakarn Nai Karnkamnot
Naew Rupbaeb Soot Samret Nai Karnsangsarn [New Thai Architecture (Thai during
Rama IX) Thai Architectural Identy]: Some Concepts in Determining the Creation
for Formsinstant Formula," [in Thai]JASA Journallune (1996): 4&5.

*¥bid., 52.

*piyalada Devakula"A Tradition RediscoveredTowardsan Understanding
of Experiential Characteristics and Meanings of thiTTraditional House" (PhD
University of Michigan, 1999), 6.
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authentic grammar and breaches the traditional canon of the prerogative architecture;

in Thailand, some groups of conservatives still msfahat some traditional

architectural style must be used only for the monarchy and monastery classes as they

believe that those institutions are sacrosanct and should have their own identity
different from people of the ordinary classes.

The srtersucitnu whi ch aut hmisused, suchgas thenimea r
Product Exhibition Center of the Cooperative Shop project in 2002, were
controversial. The Cooperative Shop project was a campaign to demolish the old
building and replace it with a building the traditional Thai style. The architect tried
to emulate the Thai traditional prototype by designing the entrance porch to look like
a temple front withRuean Song Kreung Lamyoagchitectural grammar, and it was
attached to the frontal facade, winiwas designed in a modern style. His plan was to
have the templefront refer to the immediate context of the Wat Benchamabophit
Temple, located nearby. This exhibition center came under severe criticism for having
an indecent design, and the architect wiscized harshly for his literalness, kitsch,
and Amal practiceo:

This [Thai Product Exhibition Center of the Cooperative Shop] project, with
its adornment of elaborate giltork-overblacklacquered antefixes and finials
over the pedimented portico, wasven more lavish than the Wat
Benchamabophit Temple. This suggests ignorance on the part of the architect
about the Thai canon, because he mixed up dignified religiaistectural and
royakcourt elements with a profane building. Such a practice is imatg

offensive. . %

“CEkarin Phungpracha, ibid3 3

h a
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Figure12 Billboard advertising the sale of space in the Thai Product Exhibition
Center of the Cooperative Shop

Sour ce: Ekarin Phungpracha, "Sathapat Uch
Srithanonchai 6 Thassanawi phak Khon Do«
Ayutthaya [Visuallypolluted Architecture Reflecting Cunning
60Thainess6 i n Sumet Jumsai Na Ayutt ha
SilapawattanathamSeptember, 2002, 32.

This situation- shows that returning to the remaking of Thai traditional
architecture was not easy. Conservatives believed that the use of this style should
neither be overdone nor careless.

Another project that faced similar criticism was the Sukhothai Hotel
(mentioned earlier in Chapter 1) located in downtown Bangkok. The hotel was a low
rise project undertaken by a foreign investor. Manoon Leewiriyaphan, the architect,
adopted the Tharadtional style and used the scheme as a marketing campaign for
the project. The Thastyle form was a magnet for attracting a foreign target group
who expected to immerse themselves in an authentic Thai ambience during vacations.
As a gimmick, he locatedraw of miniature Sukhothastyle pagodas in the reflecting

pool of the restaurant. Despite harsh criticism for this, the architect insisted that he
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was fond of authenticity and that when he designed Thai style, he would push it to its
extreme authenticofm, using neither a semiadaptation nor a hybrid form. His job
was to create a Thai identity. Critics opposed his stance because they viewed his style
of design as a direct violation of the canon of the prerogative style that is permitted
exclusively forreligious and royal architecture. Several comments from conservative
scholars indicated that the style for this project was taboo and that the architect must

seek a more appropriate style.

B
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Figure13 Miniature Sukhothastyle pagodas (a and c); Thai traditional style
restaurant at Sukhothai Hotel Bangkok (b)

Source: (a and c) https://pantip.com/topic/34643 accessed March 25, 2020;
(b) https://mgronline.com/travel/detail/9570000133470. accessed March 20,
2020.
Another approach some scholars seemed to recommend included the adaptive
Thai style, which combines some of the Thai grammar with a form of modernism.
Since the King Rama IV, Siamese (Thai) architects adapted available materials to
modern Westernstructures. Due to a lack of technical knbew for original

construction, they imitated exotic images through many techniques, such as plastering
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layers of stucco on wooden walls to form walls that look like modern masonry. In this
way, the adaptationsfothe new vocabulary created an image of modernity.
Furthermore, architects began to enjoy the hybridity. However, current attempts to
adapt Thai traditional architecture continue to be opposed by many critics, who reject
this type of hybrid style.
In addtion to the opposition to prerogative violations, accordint@ngsak
Kantabutrathe psychological state of mind also played a role:
A dwindling pride in their cultural ingenuity or an absence of enthusiasm for

preserving and sustaining art impedeshe ccess of Thai traditi on:é

architectural practice. Therefore, instead of revisiting the old form, a decent style

should be derived intrinsically from the contemporary materials and construction

techniques avail abl asagen.d.Asyratempttb ref/ivel | ow t od

the ancient style, either in form or characteristics, as well as the construction

techniques, may be 'useful only for preservation projects. This type of practice

should only be used for educational purposes or for a mpatiat can be studied

or serve to disseminate knowledge about old intellectual theories of the nation. It

would not be for general use. . .. It shows that new buildings of today designed

in the Thai traditional style should only serve as aspects of aenanor

archaeological site. For example, the tourist center of Ayutthaya Historical Park

and the cultur al centers of uni versities,

Institute for Languages and Cultures of Asia, have been built for purposes of

preserviion and as mockups of architecture for study. They are meant as ways of

disseminating the knowledge of national“art.

“IpPhutsadi Thipphathaathapanik Sayam: Phunthan, Botbat, Phonngan, Lae
Naeokhit (Pho. So. 247%37), Vol. 1 [Siamese Architects, 193994, Vol.1][in
Thai] (Bangkok: Association of Siamese Architects, 1996Y,.
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Figurel4 Thai traditional house in Chulalongkorn University
Sourcehttps://www.cuartculture.chula.ac.th/service/chillar-house/, accessed
February 11, 2020.
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Figurel5The cul tural zone at Mahi dol Uni ver si
Source: https://www.music.mahidol.ac.th/grasmeningculturratzonesalaya/,
accessed December 2, 2019.
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Architects who used the Thai traditional style not only seemed to misuse the
prerogative grammar but also seemed to have inadequate artistic skills. These
deficiencies affected the construction, and it wasally inferior due to the lack of
knowledge that could be passed from one generation to the next.

Although the recommendation by Ruangsak Kantabutra was radical and
uncompromising, Thai houses and buildings with what is known as the true Thai style
arestill constructed throughout the country. One example is Monsereenusorn House,

built as a Thai traditional house in'Nonthaburi Province in 2016.

Figurel6 Monsereenusorn House, an authentic Thai traditional house.
(1) Approachfrom the front (2) Porchchanwith roof) (3) andChan(5)
(Sala) pavilion

Source: Nithi SathapitanoBaan Thai Now: The Book of Traditional dilHouse
(Bangkok: LiZenn, 2017), 5153.
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Residences and fulilown Thai traditional pavilions were erected, such as the
Ruan Yot Borommangalanusarani Pavilion, which was built to celebrate the
auspicious occasion of the 70th anniversary of His Majéstyt Ki ngés acces:

the throne on 9 June 2016.

Figurel7 The Ruan YoBorommangalanusarani Pavilion
Source: https://'www.picuki.com/media/1692585811445590070, accessed February
10, 2020.

These events were in |ine with Curtisd¢

the world faced the problem of the disappearance of knowledge about their traditional

arts and crafts as modern contractors turned to modern technology. This situation was

not nav, of course; it had been a problem during the reign of King Rama V. At that

time, the king had to solve the problem by importing Western architects for his royal
projects. The problem was also due to the absence of official training schools for
architects in either traditional or modern styles; Siam was at the dawn of
modernization and lacked almost all educational opportunities. Official schooling

was a Western idea, not a Thai norm, and most of the training of architects took place

within families or inlarge guilds that provided tutelage for a limited number of
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pupils*? When Thailand founded its first architecture school at the university level,
the focus was primarily on modern or Western architecture. This induced tensions
surrounding the knowledge of Thai traditional architecture and resulted in a shortage
of speciaists.

Because of these factors, the subsequent period of Thai traditional
architectural practice, especially the rigors of mastery of original forms, declined, and
authentic traditional Thai architecture dwindled, as well. The art in the Thai
traditional $yle produced in the ensuing period experienced a dramatic denigration
many of which were stopped from further development, or even became cruder and
lackluster. Experts on Thai traditional architecture became fewer and fewer and
knowledge about this fornhecame more and more limited. Any knowledge that
remained was based in small groups of guilds, but it was not as profound as in the
past. The situation of art later, in some views, became bleak.

Thai architecture is divided into two lineages. The firstage is royal art,
which is produced by royal artisans. I am one of them; | regard myself as one of
them. Works created by this group of people use the Thai classical grammar, or
in other words, the golden rule of royal art. To acquire this knowledgehas to
devote himself earnestly to painstaking training by his teachers. . . . A royal
artisan is also regarded as a civil servant who works solely in the royal guild
under royal patronage without other side jobs. Most artisans are masters and
skillful in their art. In the past, particularly, they worked under the close
supervision of the king, where they had the chance to learn much from other
peers®

Outside of the royal guild, there was a large group of artisans working in the

nonclassical style; theworks were various and had no consolidated format as did the

“’Phutsadi ThipphathaBathapok Sathapattayakam [Architects: Architecture]
ibid, 3.

“phutsadi ThipphathaSathapanik Sayam: Phunthan, Botbat, Phonngan, Lae
Naeokhit (Pho. So. 247837), Vol. 1[Siamese Architects, 1982994, Vol. 1][in
Thai], ibid., 259.
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royal guild. This group of artisans was also known as the indigenous artisans, and
this group and their work were sometimes viewed as somewhat inferior to the first
group.
. if anyone prefrs to build Thai architecture without following the

classical grammar, it is his choice. There is no written regulation forbidding

anyone from doing such thing. He, however, is merely an indigenous artisan. This

shows their i dea s wanttobuilda Buddhist altartshrimeiinnd i f t h

the form of a skyrocket. But as for me, | will never do that. | adhere only to the

genuine classical grammar of Thai traditional architecture.

In reading the above quotes, one can see that the rigid mindsetsef\atives
has a limiting effect on the remaking of the Thai traditional architectural style because
it restricts some artisans from using the style and allows its use exclusively for small
groups of the dignified classes and by the exclusive guild ishas.
In 1955, as a consequence, the Faculty of Thai Architecture was formed at
Silpakorn University. It was the sole architecture department of the faculty at the time
and was under the deanship of Phra Phrombhichitr; it heralded the beginning of the
era of official architecture tutelage in Thailand. In 1974, nonetheless, the pedagogy
was transformed to follow the Western standard, and the emphasis eneshand
nostalgia declined. After some time, those who valued Thai traditional architecture
brough the curriculum back; this was not until 1995, when a Bachelor of Architecture
in Thai architecture was offered at Silpakorn University and also at Chulalongkorn
University. The teaching of this discipl
1996,and eaching at the masterdés | evel began
rationale at Chulalongkorn University declares:
Thai architecture originated in Thailand based on Thai ingenuity. Over a long

period of time, it developed into a concrete foimattreflected Thamness as the

4 pid., 260.
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identity of the nation. The architecture embraces a wide range of traits, from

austere vernacular forms to lavish classical strucfires.

In 1999, the Faculty of Architecture of Silpakorn University was mandated by
the goverment to produce more specialists in the area of Thai architecture, and it
thus initiated the proje@athapat Pariwaht t he mast er s | evel

The return of a Thai architecture curricula at these institutions suggests that the
subject regained its strength the quest for a national identity for architecture.
Despite the difficulties in the practice of the Thai traditional style, there were attempts
to formulate a possible design application, such as a text by Rutai Jaijongrak, a
professor of Silpakorn Unersity:

. . . [One should] study structure, technology, functionality, and construction

materials, as well as be aware of the skills of construction workers available in

the market nowadays. Take into account the economic, social, and environmental
factors Adopt Thai traditional elements in 60% to 70% of the overall building.

For instance, if authentic form is an issue, replacing roof tiles with modern

materials in the market should be considered. Attention must be paid to the
preservation of the qualityf ’larmony and an effeminate and graceful nature. All

in all, the form should allude to Thai traditional st{fle.

In sum, it can be said that the attempt to establish a Thai identity by remaking
Thai traditionalism faced many problems, and whenever contemparchitects

attempted to overcome them, they had to cope with sensitive issues from the start.

Vernacular Architecture
Vernacular architecture gained interest as another architectural form in the
1980s, mai nl vy in the movement s at King

Ladkrabang (KMITL) and Silpakorn University. Vivat Temiyabandha and Pralong

**Chulalongkorn UniversitySuebsan Sathapattayakam Thai [Prolonging the
Thai Architecture] [in Thai] (Bangkok: Department of Architecture, Faculty of
Architecture, Chulalongkorn Univsity, 2001), Introduction page.

“®Rutai Jaijongrak, "Story of Thai Architectufe) Thai]" Najual5 (1997): 1.
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Phi r an a nlaziaghsok orFhai MVernacular Architectur&’ in which the author
collated analytical works based on field surveys, shed light on the value of local
houses, which were generally ignored by scholars in the previous period. When
mainstream scholars mentionedlharness, they focused more on classical
traditionalism. This movement was in accordance with the seminal exhibition of
Bernard Rudofsky in 1964, entitled Architecture Without Architects, which attracted
global interest. According to Vivat Temiyabandha,

Local architecture is the work that reflects the national identity because it
echoes the ingenuity of the ancestors. All should be aware of their merits and
work jointly to preserve these remaining old structures and sustain them. Doing
this will collabordively develop cultures and secure peace and sympathy among
nations. These are authentic, creative cultural obf&cts.

At Silpakorn University, contributions to vernacular architecture were made
by Ornsiri Panin irResidential Pattern Along Klong Bangkokifian 1984 and Vira
Inpuntung inVernacular houses in the Western regfan 2001 2002.

Some debates concerning the objectives of vernacular architecture study and
research were, at first, uncertain about the benefits of the style and the findings to
which studies might lead. This was one reason that Suphat Bunyatitilgjgested
that KMITL should limit the course of study to be a complementary course within the

Bachelor of Architecture Program. According to Vivat Temiyabandha,

“’Pralong Phirananda et al., Sathapattayakam Thai Puenthin [Thai Vernacular
Architecture] [in Thai] (Bangkok: Faculty of Architecture, King Mdugs Institute
of Technology Ladkrabang, 1982).

“8/ivat Temiyabandha, Khwamsamkhan Khong Sathapattayakam Thongthin
[Significance of Vernacular Architecturg]n Thai], 1982, paper delivered at a
seminar, Chulalongkorn Universitg,

“Ornsiri PaninResidential Pattern Along Klong Bangkok KXBangkok:
Department of Achitecture, Silpakorn University, 1984

**Vira Inpuntung et al.Yernacular Houses in the Western RedgiBangkok:
Faculty of Architecture, Silpakorn University, 2002).

*'SuphatBunyarittikij (KMITL Professor)in discussion with the authawn
"Pedagogy in KMITL Faculty of Architecture," December 9, 201
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In a developing couny, the study of local dwellings is indispensable
because the lessons learned from native designs can teach us how workers built
structures to suit the climatic, geographical, and economic contexts. Moreover,
they suggest how new designs can augment tharaguidentity of the local
region more profoundly. One significant recommendation was that the top
authority instill an awareness in citizens of the value of vernacular architecture as

part of their heritagé?

Figurel8 A vernacular housas good architecture defined Yiwat Temiyabandha
Even in 2016 he was still a fervent advocator of vernacular architecture
who partook in ASA 2016: Back to Basic event
Source: Vivat Temiyabandha, "Basic Image: What is Good Architecé ? 0 ,
Pamphl et of AASA 2016: Back to Basic,

The practicality of vernacular architecture in design, however, was not shown
unt il 1967 in Virote Srisurobds applicati

Loy Temple in Nakhon Ratchasima. His avgatde architectural work was relatively

*4\/ivat Temiyabandha, ibicl8-9.
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experinental because it did not conform to the conventions of religious architectural
tradition as did many other temples. Thai traditionalism is primarily used for religious
structures, but it did not for this monastery. The architect shifted his schema to a
vernacular motif by applying regionalism in the design. He used a buckling plinth
stylobate, an element popular in temples in the Ayutthaya period that suggests the
configuration of a sea junk. Other features were intertwined with some of the
vernacular mofs of Nakhon Ratchasima, which originally came from an
amalgamation of the Thai and Laos cultures. Anuvit Charernsupkul commented

. . . [Wat Sala Loy has] an avagérde design whose form departs from the

precedented norm to become a contemporary relighmikling. Embedded

within its prominent details ‘is-an admirable quality of plasticity in which the

elements genuinely resonate with the spirit of the local cuiture.

Figure19 The ordination hall of Wat Sala Loy
Sourcehttps://www.tiewplearn.com/topics/10564, accessed January 2, 2020.

>3Faculty of Applied Arts and Design Ubon Ratchathani Universtamluek
Wirot Srisuro [In Memory of Wirot Srisuro] [in Thail(Ubon Ratchathani: Ubon
Ratchathani University Printing House, 2008P.
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Al t hough Virote Srisurobs success in t
Thai vernacular architectural adaptation, and despite several attempts to extract
and intertwine the vernacular graramn new buildings that took place in many
parts of the country, there was not much noteworthy discourse on the subject,
with one exception. Saran Soonthornsook made contributions to architectural
discourse that were quite remarkable. He worked mainly thé Habita Group,
whose expertise was in the design of resort hotels. The project that exemplified
the vernacul ar adaptive design was Saranbd
slung overhanging roof and small cluster of houses that are modest in form
suggests an atmosphere of Thai vernacular architecture. His theory of design is,
in his words,
| believe that our Thai vernacular architecture has a unique element of
proportion. It is a scale that appears-in folk architectural work. The space and
form have a petite scale and ttilge size; there is a coziness due to the eespe
low-slung roof, which suggests a sense of friendliness. This form and space result
from the fact t hat our people often sit C
encompass a umile form that reflects the character of our people, as well as their
culture and the way they live; this is still implanted in their DNA. If new
architects never neglect this principle, I believe that we can still find ourselves in

the inevitable trend aflobalizatior*

Applying the Theory of Think New, Do New
Vimolsiddhi Horayangkura states that the theory of contemporary Thai

architecture should consider these factors:

*King Mongkut és lnstitute of Techno
Architecture, Moradok Kwarmngam Khong Saphab Waedlom Thongthin Thai
[Aesthetic Heriage of the Thai Local Environment] [in ThaiBangkok: Faculty of
Architecture, King Mongkut és 1,183184t ut e of

>>Summarized fromVimolsiddhi Horayangkura, "Sathapattayakam Thai
Samai Mai (Thai Ror Kao) Ekkalak Sathapa#titgm Thai: Khorkhidhen Bang
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First: Concept of sustaining the Thai spirit or intellectual character
1) Identitymust not be connected to a past identity.
2) Preserving Thai identity in architecture may depend on adopting Thai
spirit without Thai form.
3) Thai form may be chosen but the space must be reconstructed, as it
has been in the Ayutthaya Historical Park tstuservice center.
4) The interior space and atmosphere should be adapted from Thai space
in the past, as in the Royal Thai Embassy in Riyadh, Saudi Arabia.
5) Thai architecture must be sustained but the hierarchical canon must
not be breached.
Second Concept of sustaining forms, elements, or symbolism

1) The redesign of Thai traditionalism is applied to the local culture, as
in the Wat Sala Loy Temple.

2) Local architectural identity must be used in contemporary buildings,
as in the Asian Bank in Namphgpn

3) New designs of Thai architecture are needed, as in the ordination hall
of the Wat Phra Dhammakaya Temple.

4) Elements that display Thai identity must be used, as in the Erawan
Hotel in Bangkok.

5) Building plans and roof shapes should preserve Dinad,fas in the
Sirikit Convention Center in Bangkok.

6) Thai architecture should be developed from the major archetypes of

architecture in the past.
7) Contemporary architectural forms must be transformed according to

the technology and materials of gesent day.

Prakarn Nai Karnkamnot Naew RupbdeBoot Samret Nai Karnsangsarn [New Thai
Architecture (Thai during Rama IX) Thai Architectural Identity]: Some Concepts in
Determining the Creation for Formisstant Formula [in Thai]lin Thali],”, ASA
JournalJune (1996%8i 65.



Also, Vimolsiddhi Horayangkura proposed Design Guidelines for

Creating Thai Identity in Modern Architecture in the following diagram:

Modern Thai Architecture

as determined by:

Formal Character (external)

Wisdom (internal)

Concrete Aspects

Abstract aspects

Design Guidelines for Creating Thai Identity in Modern architecture

Modern Thai Architectural
Identity Output

Current Factors + Traditional Factors
Concrefe Aspects + Abstract Aspects

Factors of modern society

Economic, sociocultural, physical contexts
(location + site + construction technology +
building technology + energy conservation
measure + eco-friendly measure + green
architecture implication + efc.

+ Globalization / Glocalization

+ Human needs (entrepreneurs + users + public) +
marketing

+ Formal character (external) + wisdom (internal

+ Concrete aspects + Abstract aspects

+ Others (such as imagination, efc.)

Creation of aesthetics / styles /refinements

+ Applications of various architectural elements

+ Propriety interrelationship between physical
character and social hierarchical order

+ Site planning of building and group of buildings

+ Landscape planning

+ Others related to current and tradifional factors

Settlement site selection + natural disaster mitigation

+ Natural process (orientation +natural ventilation
Natural lighting + natural shading + cooling from
water-ground, efc.)

+ Material selection + building construction technique
selection

+ Others related to current and traditional factors

Architectural components and decorative elements

+ building group planning + landscape planning
+ efc.

Buoyancy + transparency + shadiness + efc.

Figure20Vi mo !l si ddhi

Horayangkur ads

in Modern Architecture posited in 20li@drawn by the author

Source: Vimolsiddhi Horayangkura, "The Creation of Cultural Heritage:

Towards Creating a Modern Thai Architectural IdBntiManusya:
Journal of Humanities Reguldr3, no. 1 (2010), 70.
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Austerity versusLuxury

Besides the idea of lightness of Calvino presented in Chapter 2 that argues for
the tendency of light, little, and, of course, towards minimalism, thisiosec
elaborates the issue of the similar stream. It could be said that any world paradigm is
based on a dialectical combination; this is the case with architecture. Architectural
design, on the one hand, embodies tension between two features, suchriiyg aoudte
luxury. Austere®* according to the Websterds New W
very plain; lacking ornament or luxury, whereksury’’ refers to the use and
enjoyment of the best and most caostly things that offer the most physical comfort and
satisfaction and usually something considered unnecessary to life and health.

The term austerity (samatha € & # fThai) refers to a less materialistic
condition. In the Thai language, there appear to be two different meanings. First,
when refering to sacred culture, it means the peace of mind one attains in spiritual
practice; its goal is to overcome lust and attain nothingness, or Enlightenment in
Buddhism. When referring to profane culture, austerity is an adaptive level of
Samathaduringwhich one looks forward to arriving at a state of being in which one
can refrain from doing or having something, live in-simplicity, and experience
sufficiency (e.g.., fan austere person |
austerity reflects a sea of having less and less and yet having what is sufficient.

King Rama IX put forth an ideology of austerity in 1997, when economic
turmoil struck Thailand, and his dogma became a pillar of the nation from that time
forward. He posited that one waydorvive economic trouble was to live in a state of
sufficiency, saying 0f. . . 6Sufficiencyo
without excess, or overindulgence in luxury, but rather being satisfied of having

enoug¥® . . .0

s'qustere,” inWebster's New World Dictionarg™® ed.(New York: Prentice
Hall, 1993), 91.
>"luxury," in ibid, 807.
*%ing Bhumibol Adulyadej, in a speech given to an audience ofwisters
on the occasion of His birthday, December 4, 1998, at Dusidalai Hall, Chitralada
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Every architecturalpr oj ect t hat put s i nto prac
concept has to reflect meaningful usefulness and has to be worthwhile
economically. This is the outcome of valuing the principle of Usefulness Creates
Happiness as the foundation of life, according to the Seffcy Economy

Ideology?®

aoanuviinduau

Figure21 King Bhumibol Adulyadej (in Watercolor painted by an architect)
Many architects lauded him as their spiritual leader and role model by
honoring him with the title AMaster A
translation of the Thai text under the picture).

Source: https://img.yumpu.com/585432330x640/asarewvoll.jpg, accessed
December 5, 2019

Villa, Dusit Palace, quoted iWorachai Tantisiriwat and Wanida SupapokhM.
King Bhumibol Adulyade6s | ngeni ous Concept of ASuffi
(Bangkok: Association of Siamese Architects under Royal Patronage [ASA] and Siam
Cement Group [SCG], 2013.

*Ibid.
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To the King, sufficiency means adequate austerity. His precept was aimed at
stifing an impending financial collapse, and his philosophy led his people to soon
step out of the abyss. This idea led tway of life in which everyday living was
simplified and consumption was controlled in order to seek a balance that would
become a sufficient |ife. I n Thail andés
and his ideology on sufficiency has beeeded and developed in many dimensions.

Austerity can be described as a way of life that is minimal, reductive, simple,
serene, crisp, sleek, and streamlined. It also alludes to qualities of being discreet and
practical, so that sufficiency is a logical toame. In contrast, luxury suggests
multiplicity, and complexity. In theory, the dialectical features of austerity and luxury
as they are associated with architecture tend to change depending upon time and
place. The concept of simplicity appeared intthentieticentury theories posited by
architects such as Mies van der Rohe, but its manifestations varied.

Throughout the  history of humanity, the dialectic of more and less has
continued. As long ago as in the Ancient Greek period, aesthetic idealseggrovid
alternatives for designers who were dealing with complexity and simplicity. If
simplicity was the goal, architects could choose Doric style, which not only conveyed
architectural simplicity but also masculinity and elegance. The lonic and Corinthian
styles, on the other hand, offered complexity and lavishness plus an effeminate
graceful effect.

During the Roman era, many architects chose a lavish and elaborate form, as
is found in the Roman thermae, or Baths of Caracalla, that served to entertain and
offer luxury to people. With the advent of the Early Christian era, the attraction of
worldliness dwindled and was replaced by asceticism in the lives of monastics of
many basilican churches; the old S%hint
Century) in Rome a manifestation of the Early Christian Church archetype.

A luxurious form and details of design are discernible in Gothic architecture.

It was derived from its predecessor, Romanesque architecture, but incorporates more
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delicate and laghly adorned elements. Romanesque style was characterized by
massiveness and fortrelee structures with limited openings; it embodied the spirit

of the Middle Ages. Gothic style is open and incorporates multiple colorful stained
glass windows and a cqaiex system of flying buttresses.

By the fifteenth century, Renaissance architecture emerged. The Basilica de
Santo Spirito, designed by Brunelleschi in 1446, stressed simplicity and
straightforwardness. Silence dwells within the church. One can sudgesthis
church embodies the austerity of architectural expression. Renaissance architects
fashioned their structures with the greatest simplicity until the new style of the
Baroque emerged. Baroque architecture was characterized by complexity,
ambiguousass, lavishness, and- fluidity and was applied by architects such as
Gi acomo Del l a Porta, Bernini, and Borr omi
Quattro Fontane especially manifests complexity and ambiguity with its curvatures,
convex and concave nses and forms, and elaborate interior adornment. Its purpose
was to lure back members from the more energetic religious pull of Protestantism,
which rapidly engaged the interest of spiritual seekers.

In the following period, the era of the Enlightenmet¢signs shifted to a
focus on metaphysics and epistemology. Thus, a new paradigm of rationalism shook
architecture. The approach involved multiple aesthetic styles. Greek architectural
style was revived by some groups of architects, whereas others tddkrugerism,
which was developed in the prosperous academies of historicism. The concept of
revivalism was continued into the nineteenth century with a greater variety of styles.
The turn of the nineteenth century saw the establishment of architecturéssichoo
Europe to train architects to maintain the legacy of classicism. The Ecole des Beaux
Arts taught neoclassical architecture, and the most prominent styles, Baroque and
Rococo, were characterized by complex and luxurious fashions. The Palais Garnier
(Paris Opera House), designed in 1861 by Charles Garnier, represents the mainstream

of that school.



68

The decline of complexity was seen as modernism debuted. This was thanks to

Adolf Loos, who theorized about forgoing ornamentation in architecture in his

semi nal wor k AOrnament and Crimeodo in 1913
of culture marches with the &elimfPnation
Subsequently, Mi es van der Rohe, in his r

aesthetic ideathat valued the art of reduction and purity form pointing towards an
austerity. His exceptional designs included the Barcelona Pavilion, Crown Hall of the
lllinois Institute of Technology in Chicago, Lake Shore Drive Apartments in Chicago,
and FarnswortiHouse in Plano, lllinois. His concept of simplicity tremendously
impacted a multitude of architects of his century and spread throughout the world as
globalization occurred.

I n the twentieth century, the architec
| s a Bor eod arcomplexitpandCortraditiomin Ardhitectyfewhich
proposed a new philosophy of design that turned back to complexity and the
amal gamation of many qualities through a

For current global trends, theeppeared many contributions supporting the

N
—

postt uxury period, such as Dana Thom#As6s
which despite its discussion principally on the marketing of the global brands, asks:
where can true luxury go now?; it additidggbinpoints the dark side of the luxury
product business and implies consumers cautiously from the psg&trdeaganza of
consumerism's glossy image.

In Thailand, architecture relied on the established canon until the era of King

Rama V and modernizatio One can observe the duality of simple/austareAtha

®%Adolf Loos, Ornament and Crime: Selected EsséRéverside, Calibrnia
Ariadne Press, 1998167176.

®'Robert Venturi, Martino Stierli, and David Bruce Brownl€emplexity and
contradiction in architecture, vol. MNew York, New York: The Museum of modern
art, 1977) 1.

®2Dana Thomas)eluxe: How Luxury Lost Its Lustdrans. Sopaporn Kurz
(New York: The Penguin Press, 200¥%32.



69

versus complex/luxury in every period depending on the hierarchy of building type
and person for whom the building would serve. Therefore, complex and luxurious
designs were exclusively tailored teeligious clients and royalty, whereas
simple/austere buildings were for common people, though there were nuances within
these categories according to a personos
hardwooden houses belonged to aristocratg, 9dmple bamboo houses were for the
corvéeclass (normal people). No crossing of this boundary was made.

In accordance with the philosophy of sufficiency prophesized by the king
there are many architects and theorists who declare their philosophitdpaints in
t he same direction especially conveyed
organizer requested some famous architects to contribute though the publication of
the pamphlets on the theme fABack to Basi
Hed design studi o). According to Pongpon
made, the cost of building and labor must fit [with the project] appropriately, and fits
wi t h t he i n 8 iHis i dibaowde is naisa well ¢pointing towards the
sufficiency economy as part of the trend of design. Besides the previous example

another architect

New Embodiment of Autonomous Spirit: Discourses of Identity

Identity is the main issue: One factor in the identity of Thailand is its
architecture, which has mbody Thaness. Critics of architecture before 1980 said
that architecture in Thailand paid too much attention to importing modern styles and
lacked Thainess or that Thai architects were $gtlid not reclaim their identity). It

was not architecture rcles alone that intensified the interest in identity but all fields

®Pongpon Yuttharat, Basi ¢ | mage: What is Good Ar
AA. S. A. 2 01 6 (BanBkakc2016r. o Basi c,

®Wimolsiddhi Horayangkura et al., hattanakarn Naewkhwamkhit Lae
Rooplaeb Khong Ngan Sathapattayakam Adeet Patchuban Lae Anakhot
[Development of Concepts and Designs of Architecture: Past, Present and Future] [in
Tha] (Bangkok: ASA and Amarin Printing, 1993) 2.



70

of culture. The government formed a National Identity Office to handle cultural
preservation.

The duty of the National Identity Office was to oversee cultural activities and
promote thadentity of the nation. There were many campaigns to fulfill this task, but
the policy mainly focused on promoting cultural unity with such things as emblems of
visual culture. The elephant became the national animal Gassia fistula. L.

(drumstick tredlower) became the national flower. The centegiori styled gazebo
became the only emblem of national architecture. This discourse seemed to devalue
other regional styles and in the view of the postmodernists this was a cultural
denigration.

Choosing ae single culture as representative or claiming that one particular
culture was superior to all others seemed a problematic way to deal witinédzali
According to Framptonds concept of criti
that local culturesra facing a demise. He states that the crashing of univeésalgty
the mainstream of cultudewith locality is a process of diminishing individual
cultures of different countries by the encroachment of Westernization. However, if
one views a country the g2f Thailand, considering one nation as the mainstream,
the governmentés centralization attempt v

subculture more than the rest.
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Figure22 Thai gazebo (Sala Thai) as the emblem of Thai National Architecture
It was designated in this way by the National Identity Office of the
government.

Source: http://www.dhammathai.org/thailand/thaisign.php. Accessed February 10,
2020.

Tensions around iddity continued as architects tried to search for a genuine
style and asked in what s tngskteo nartowlyuniag we L
have complicated the problem.

Some discussions focused on a general dislike of modern architecture with
suche mi n al remarks as fiModern ar c®hThasect ur e
discussions alarmed many architects and caused them to try to make their designs
Thai in every way. Some events held by the ASA involved finding solutions for the
problem. Suvenabhumi Airport was designed by an American group of architects; at
the time that they won the open competition, their design met all of the requirements
and was highly regarded, but Il ater it wa:
Thai at all. A the issue blew up, the government responded to the upheaval by
forming a team to supervise the design development, but it was too late. The result
was to alleviate the absence of identity by adding Thai artifacts to the interior
decoration, such as giastatues and miniature pavilions. The structure then became

nothing morethanatongilec heek tr ompe | 6oei l

®SAnuvit Charernsupkul, "Oupasak Lae Patchai Karnneramit Sathapattayakam
Laksana Thai [Obstructions of Thai Architectural Form Creation] [in Th&ABA
Journall (1969) 87.
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Such odd practices and cultural movements revealed the agenda among
architects and people outside the field particularly the government whiseast
design sensitivity seemed to delay and caused the even more chaos.

Whilst some architects were trying to solve the identity problem of Thai
architecture during the 1990s, more applications emerged. Some architects, as
aforementioned, experimentedth ideas in an attempt to avoid the remaking the Thai
traditional style, which had been rejected by conservatives. The situation that caused
so much concern during the 1980s and 1990s seemed to quiet down after the turn of

the twentyfirst century.



CHAPTER 4

Historical Context of the Transformation of Thai Architectural Identity

In Architecture of Thailand: A Guide to Traditional and Contemporary
Forms Ni t hi St hapitanonda and &@dhitedune isMer t en
an architecture of layers, and it has incorporated many ideologies and influences
throughout history? Because of its location, Thailand is a cultural crossroad and has
been influences by ideologies from India, Ceylon, Burma, Cambodia, [Gluna,
and the West. The land has yielded the fruits of good agrarian lifestyles. Therefore, in
order t o compr ehend t he compl exity o f
development, it is necessary to delve into the historical context. First, onfocogy
on the early Rattanakosin period, when Siam (or Thailand) began to modernize itself,
to decode what has been inherited as the substance of Thai architecture. Although
some believed that Thai architecture has a rigid and stable character, it has in f
been subject to dynamic external and internal influences, depending on the time and
place.

Olden Siam, the alternate name of the Thai $fat@s a kingdom that wove
several cultures together. As the Kingdom of Siam became an integrated social unit, it
adopted Buddhism as its religion, and this immensely shaped the way Thai people
saw the world. The world was seen as a transcendental place with a mandala of
concentric mountains called Mount Meru and seas surrounding a sacred hub, the

mythical Himalayarabode of the gods.

®Nithi Sthapitanondand Brian MertensArchitecture of Thailand: A Guide
to Tradtional and Contemporary Forn{8angkok: Asia Books, 2005), 13.

®In 1945, the government of Field Marshal Plaek Phibunsongkhram renamed
Siam as Thailand.
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The sacred summit was symbolized by the multitiered conical forms used in
royal regalia, such as crowns and parasols, and throughout temples and palaces in

their bases, tops of wall columns, stupas, and roof sjires.
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Figure23 The Diagram of Thai worldview
It was shaped by the influence of a HinBuddhist treatise known as the
Traiphum, or Three Lands. This illustration appears in a 1776 version of the
manuscript commissioned by King Taksin.
Source: https://readthecloud.coAspntent/uplads/2019/01/workotenatiordust
2.jpg, accessed February 1, 2020.

The architecture of the olden days of Siam gradually developed from the time
of Sukhothai to Rattanakosin. However, the pivotal time of change was when Siam
began to become modernized ahéformed the definition of what architecture is
today. The modernization of the kingdom occurred during the reign of King Rama IV

(also known as King Mongkut).

®Nithi Sthapitanondand Brian Mertensbid.
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During King Mongkutdés reign, Western
new exposure to thé/est brought about a number of incoming architectural styles
and they became infused with local styles. This influx occurred via many channels
and a sweeping connection with the West, which was mainly due to the Bowring
Treaty (1846). This diplomaticagtemne nt caused a drastic chari
fabric, with new laws that allowed the British to build vast settlements in the
Kingdom. The government granted the rights and freedom to trade and own land to
people and subjects of Britain. This transfodni&am physically and culturally. In
terms of built forms, many new demands emerged to create new projects of various
types, including new roads and row houses, and the buildings were stylized in some
respects to serve them. The government allocated rvemzones for different groups

of foreigners, particularly around Bangrak.

The influence of Western arts was not limited to the sources of British but
included wider groups of Europeans. Siam began to learn and absorb architectural

knowledge, both in artral technology, from these connections with foreigners.

As the head of state and an influential figure, Kings played a prominent role
in this establishment of the arts, especially Rama IV and Rama V, who were
interested in Western knowledge. By the timadRama IV was Prince Mongkut
during the reign of King Rama Ill, as a Buddhist monk, his interests included various
disciplines of knowledge, philosophy, science, and languages; he learned Pali, Latin,
and English from foreign teachers. This shows hisgored determination to open up
his horizons to the wider world outside the Siamese sphere. Later, when he became
king, he hired Westerners such as Anna Leonowens to teach his children. He had
connections with expat scholars, and his French friend Pallegd®oman Catholic

Bishop, visited him from time to time and taught him Latin and the Western ideology.

During the reign of King Rama IV, some projects were built in the Thai

traditional style, such as Wat Samphanthawong, Wat Srisuriyawong in Ratchaburi,
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and Wat Khok Moo. Although they were in the traditional style, on the surface, they
exemplified Western architecture's influence; this was evident in the porticos, as
additions to building fronts were a new fashion of the time. Many buildings that

exemplify this style are, for example, Karanyasaldra Sala Leuk Khun.

Modern construction techniques were adapted to accommodate Western
styles, but doing so was difficult. The primary workforces consisted of Thai and
Chinese artisans and laborers. There wsisang interest in building Western forms,
with which became familiar by seeing pictures and postcards, but Siamese artisans did
not have the technical knowhow in concrete or steel construction as built in Europe
and America. These artisans and workeis to)amake do with vernacular techniques
in order to build Westerstyle facades. The builders adapted whatever they could,
such as building walls by attaching brickwork onto timber structures to simulate
masonry. This practice created a hybrid style anutributed to a new fashion in

Siam by the end of Rama | V6és reign.

There were several royal houses built in this hybrid style, such as the
Issaresrajanusorn Throne Hall; it had a front staircase that provided access to its
entrance hall. This feature wasrived from a foreign style, probably American, and
it became a new standard archetype of that period. With the new mainstream of
Western style, the practice of the traditional style started to decline; training in the old
arts from generation to genemti became less common and eventually led to the

discontinuation of artistic practice.
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Figure24 Issaresrajanusorn Throne Hall and its portico showing a new element in
architecture
Sourcehttp://www.reurnthai.com/index.php?topic=3700.0, accessed January 31,
2020.

Modernization and Westernization in arts such as painting was another
significant development that affected the lesiablished identity of Siam. Mural
painting was a task dedieat mostly to religious buildings. In Wat Bawon Sathan
Sutthawat Wang Na, a palatial monastery, the painters adopted Western ideas in two
aspects. First, they used the technique of perspective, which originated in the Italian
Renaissance period, but did nete it in a technically accurate way. It was the first
Western trait adopted by the artists of Siam. Before that time, traditional Thai
paintings used a unique style of (inaccurate) pséudor-aye&view perspective,
which depicted religious and mythologl content. The overall appearance was
usually surrealistic. Second, painters included depictions of the classical architecture
of the West. It was believed that they learned about them from postcards and prints
that were becoming common media at theetimmong Westerners. Therefore, it
could be said that in Wat Bawon Sathan Sutthawat, Siamese artists of that time were
eager to change from the traditional way to a new way and new identity by

incorporating exotic ideas as a new means of generating fiorglaartwork.
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Figure25 A mural painting in Wat Bawon Sathan Sutthawat
depicting eclectic transgression inclination in architectural styles in the
worldview of Thai artists

Source: https://readthecloud.coAspntent/uploads/2018/06/activiti@glk-hidden
palacescoop26.jpg, accessed January 15, 2020.

The time of King Rama V has been regarded extensively as the period of
modernization of Siarf® During the reign of King Chulalongkorn (Rama V, reigned
1868 to 190), the son of Ram IV, Siam experienced a relatively challenging influx of
new ideologies. The King, in his childhood, was educated both in Thai (conservative)
and Western (modern) styles. The Western teaching was offered by imported
Westerners such as Aa Leonowens, as was mentioned earlier. The King grew up

with an awareness that the Kingdom needed to have standards that would compete

®David Wyatt, Thailand: A Short History2nd ed. Chiang Mai: Silk Worm
Books, 2004)209-210.
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with the Western world. In his view, importing Western things would serve the
nation, but the choices had to be madeeftdlly. He modernized a series of royal
conventions, such as the etiquette of the royal audience in terms of dress and
hairstyles in an attempt to make the kingdom seen as being a civilized nation. This
practice began in his court. Furthermore, the charmgesnade in the governing
system of the Kingdom were to centralize the power and govern the country through
twelve ministries; this idea was derived from the West. These are the signs of deeply

rooted modernization.

By the time of the reign of Rama V, hove, the Victorian colonial
ecumene had increased its impact on Siamese architecture in more significant
ways. Firstly, the architecture of the Siamese aristocrats became increasingly
Westernized, inspired by travels-to and print images of the colonidd.wor
Secondly, the Siamese elites began to employ the services and expertise of
European buildéicontractors, whose presence in Siam significantly changed local
architectural practices. Finally, the Siamese elites undertook simultaneous reforms
in many insitutions, with a tendency to centralize and modernize in the name of
civilization. Accordingly, the saalled Chakri Reformation drastically changed
local architectural practices; the royal master builders lost their shares of

architectural commissions the newly established Public Works Departnfént.

Throughout this process, the King imported foreign experts to Bangkok to
work as his consultants. The new traditions were gradually internalized among the
people. To be a modern man, one must know English, and it was generally perceived
to be a new valuef aristocratic society. Also, elite groups founded multiple clubs,
such as ballroom dance clubs, adopted certain table manners, went bicycling and

driving, and sent their children to study abroad, especially to Britain, France, and

Pirasri Povatong, "Building Siwilai: Transformation of Architecture and
Architectural Practice in Siam during the Reign of Rama V, 18B88)" (PhD
University of Michigan, 2011@.
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Germany. Only nobilitycould have access to this kind of opportunity. When travelers
returned home, they became the exemplars new fashions and took the leading role in

the modernization of the country.

One new concept of the time was that "the person who studies overseas is
supeior to those who study at home"; students who had been abroad had a better
chance for a better job and more rapid promotions. The predominating conception that
Westerners were smarter and superior in other ways to native people seemed

embedded in the misdbf the Thais.

King Rama V traveled to Singapore, India, and Europe, where he
experienced new horizons. It impacted his perspective on the development of the new
architectural scheme. During the development campaign kno®iwisi,”* literally
derived fom "civilize," he changed the physical appearance of the nation by
constructing new buildings. There were difficulties because of a shortage of skilled
laborers and architects and the accelerating demands of new construction. He
imported architects from Eope, especially Italy, Germany, and Britain, to build his
modern Siam. New projects included palaces and princely residences mostly in
neoclassical variants. Some critics viewed Siiilai campaign as a risk for merely
putting on a mask, a sort of sufieinl cladding of a vacuun? It had become
important to show the West and the rest of the world that Thai architecture was
architecture par excellence. It also served as a reaction to the risk of encroaching

colonialism.

The campaign to modernize Sianesgite its aim of merely ornamenting
Siam, became a new tendency to use European styles of architecture among elite
groups. They learned about neoclassical,-Remanesque, Gothic, and Baroque
architecture. Knowledge of and skill and craftsmanship in ¥hditional architecture

diminished and was replaced by foreign techniques. The body of knowledge

pid.
"Ibid.
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concerning architecture became divided into the science of engineering, for

construction, and the art of architectural aesthetics reflecting a Western format.

King Rama V, when viewing several Europestyle buildings, expressed
his concern about the styles: ". . . in the future, people will view this reign as
decadence and insult King Rama V for the efesor of European buildings™
Because of this troublg realization, he decided to build a summer house, Phra
Tamnak Ruen Ton, in an original traditional Thai style for so that he and his

commoner friends could use it for recreational purposes.

Figure26 Phra Tamnak Ruen Ton
located in the Dusit Palace
Source: Somphob Phirom, Baan Thai Phak Klang (Bangkok: Kungsiam Karnphim,
1972), 133.

"Piriya Kraireuk,History of Art in Thailandstudents' ed. (Bangkok: Amarin
Printing, 1982) 334.
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During his reign, a number of palaces were built in Western styles. In the
first half of his reign, Buraphabhiromya Villa, Thaphra Villa, aWropatvimarn
Villa were built, and in the second half, Vimarnmek Villa, Niwetdharmapravaddi
Temple, Saranromya Cadet School, and Anandasamakhom Throne Hall. There were
two reasons for the fact that the majority of his projects were in the European style:
(1) they were emblems &iwilai (modernity) and (2) they could be built more easily
in that time of labor shortage, especially the shortage of skilled laborers. It was more
convenient, in the view of the King, to hire project architects and contractors fr
Europe because they could handle and do the job more extensively, especially with

their higher engineering capability.

Figure27 Niwetdharmapravaddi Temple

Sourcehttps://asaconservationaward.com/index.php/20863-15-22-
21/temple2532/18Wwat-niwetthammaprawadrdinatiorthall., accessed

February 1, 2020.
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Niwetdharmapravaddi Temple has been in the midst of a debate on identity
for some time because it was dedidate Buddhism and temples were usually
constructed in the traditional style. The exterior configuration is characterized by the
simplified Gothic Revival style andesigned by the Italian architect Joachim Grassi.
The construction of the temple commenaed 876 and was completed in 1881. The
interior has a European appearance although it isadelpted to Buddhist functions
and traditional characteristics. For instance, its overall decoration is with stuccos and
stained glass; the principle Buddha imagihra Phutthanaruemonthammopat, is
ent hroned on a high pedest al under a Got |
in a French stained glass window on the arch above the entrance; and a spired bell
tower is located at the rear, similar to a Christianrchult shows how Western

culture affected a highly conserved architectural type used for a temple.

One controversial construction campaign of King Rama V involved the
Chakri Maha Prasat Throne Hall. It epitomizes the amalgamation of several issues,
including the ideology of form and the process of work. Initially, the proposal was to
use a Renaissance Revival style and the plan and form alluded to the classicism of
Europe. The King summoned John Clunis, a British architect whose base was in
Singapore, to &ndle the job. The form that Clunis sketched was the neoclagaital
following the technique of the Ecole des Bedrkand capped with a dome.

The final design, as it is seen today, was the consequence of an alteration as
construction proceeded. Theof was remade in the traditional Thai style following
the suggestion of Somdej Chaophraya Borom Maha Srisuriyawong, the chancellor to
the King, who with conservative common sense advised the King on the
appropriateness of style to be used for a cererhdnidding within the palace
compound. He further emphasized that Siam had aidsgifity and that most

significant buildings of the country must hierarchically conform to the canonical norm
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dating back to the Ayutthaya era. No one should breach thisssecnventiord? As a

result, the first roof was replaced by one in the traditional style.

Figure28 Anandasamakhom Throne Hall

Source: Somchart Chungsiriaréathapattayakam Baeb Tawantok Nai Siam During
King Rama IV- Por Sor2480 [Western Style Architecture in Siam during
Rama IV to B.E. 2480] [in ThaiBangkok: Amarin Printing, 2010), 127.

"Pirasri Povatongid., 8.
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Figure29 Chakri Maha Prasat Throne Hall
Source: https://www.royalgrandpalace.th/th/discover/architecaaegssed April 20,
2020.

The style became Thai neoclassical, a hybrid design. This reaction by
Somdej Chaophraya Borom Maha Srisuriyawong was a benchmark in ticesdlfy
di scourse about Si amese ‘architectua e; wh

dramatic hybrid architecture.

The reign of King Rama V was followed by the decline of Thai traditional
architecture, and new styles appeared, as mentioned earlier, as well as problems of
labor scarcity. Prince Naris, who was regarded as the royal naastetect of the
reign, experimented with another mode of hybrid architecture. He mixed Thai
traditional style with a Khmer vocabulary to form a new prototype for the National
Library (The Old Library). He employed a different design method compared with
other contemporaries of his. Firstly, he generated a new formal composition technique
derived from Western aesthetics, a classical language. He borrowed the art of
composition and proportion, a basic method that belonged to the West, and synergized
them wih traditional architectural elements and made them unique for different

places and times. In this way heareated the language of architecture. Secondly, by
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juxtaposing the old (traditional Thai) and the new (Khmer), regulated by classical
(Western) proprtions, he formed a new language of (new) Thai architecture. This
methodology helped him develop a new hybrid style that was uniquely his own. It is

now considered a novelty in Thai architecture, not a bona fide traditional style.

Prince Naris designed many buildings, but the one publicly recognized as his
best was the Benchama Bopit Temple, built to the royal command. It has a Greek
cross centralized archetype and is faced with a pristine aesthetic. Although it did not

comply withthe canonical ancient rule, to all, it is a paragon of Thai architecture, at

least of the Rama V period.
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Figure30 Benchama Bopit Temple
Source: http://lwww.trueplookpanya.com/blog/content/75¥&#rathatra-his-.
accesse@ctober 1, 2020.

Prince Narisb6bs vast ingenuity include
practiced the arts, he did not bind himself within a narrow scope domestically but
instead opened up his eyes and mind to a more extensive world outside ttiariesun

of the country, crossing the traditions of Thailand with Western technology to adapt
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whatever he found valid to the known arts that he practiced. Thereby he coined a new

definition of the Thai architectural identity.

€ By adopti ng ONeitsnieant the saciety seledtively infused
various fields of arts into their traditional practices. The arts included- semi
realistic genre, such as paintings and sculptures, all of which were imported to
Thailand, plus other arts that could serve théstdi These activities helped
promote art literacy and art appreciation among the people. More artists and
architects were imported. Furthermore, this shook the status quo of traditional

art.®

A discourse on identity and conservativism was beginning testablished
as a reaction to the flux of modernization and Westernization in Siam, as seen in the
case of Somdej Chaophraya Borom Maha Srisuriyawong. The conservative discourse
was lively and lasted until the late twentieth century. The point here igalthatigh
the discourse of "foreign" can be positive in some circumstances, but when an
architecture requires to be "courteous," for official use it was instead viewed as

inappropriate and the authentic traditionalism is mandatory.

The reign of Rama VI (kg Vajiravudh) was another time when more
people faced a greater impact of Westernization. A second group went to Europe and
America and then returned to Thailand. They became the bureaucratic elites who

would become leaders after the political transfdromato democracy.

Leading members steadily advanced up the social ladder by the end of the
reign. All the other elements of society were far below them. In the later reign of King
Rama VI, Siam went through a series of nationalistic campaigns. Desptiauzd
political turmoil, the King replied to the challenge which were problems and one that

was to maintain over in his reign, as the state ideology, played for public relations and

"*Silpa Pirasri,Silapa Ruam Samai Nai Prathet Thai [Contemporary Arts in
Thailand] [in Thai] (Bangkok: Silpakorn University Press, 1963)
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propaganda to preserve the national status quo through the natiorairaign. By

that he needed to make use arts as part of his ideology. He had literary gifts and habits

and a fondness for the theater. To some extent, King Chulalongkorn had indulged
similar talents, but only pri v.KmngRbnya f or h
VI, however, viewed art as a lHgiving effort, an instrument that might help people

gather together to share a vision of a better world and to bring that world into being.
When he was the Crown Prince, he organized his courtiers and retatoei@n

established club, where they enjoyed art activities together, and he also published a
magazine and valued theatrical productions and modern patterns of behavior. On
becoming King, he continued his efforts with more resources and prestige from whic

to draw.

Several construction projects were initiated as King Rama V completed
King Rama VI ds reign, and of cour s e, t he
fashion. The King spent nine years in England as a student. Despite his claim that he
preferred Tharness to Westerness, he had absorbed many aspects of Western
culture and had a modernized character that reflected a combination of both worlds.
When he ordered builders to build some new European style palaces, such as the new

villas in Sanam ChaRalace, Nakhon Pathom Province, he was pondering:

When HANew Siamodo was heavily influenced
sacrifice anything for the sake of progress,” did it mean that they had to jettison
some ol d traditions ancdven @ecueveaythingp make fi

for that purpose™?

It was true that King Rama VI lived his life lavishly, following the trend for

Westerners. Sanam Chan was a combination of Thai and Western styles, such as the

"®Asvabhahu [pseud.], "Siamese AGiam Observefn.d.) quoted inPiriya
Kraireuk and Paothong Thongch@&lapakam Lang Por. Sor. 2475 [Art beyond
1932] (Bangkok: Thai Khadi Research Institute, Thammakaversity, 1982), In
Thai, 332.
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picturesque Charlie Mongkol Aat in the Victorian st@nd Mary Raja Banlang in a

Swiss chateau style. There is a fantisd of exotic images in Sanam Chan.

Figure31 Charlie Monkol Aat Mansion, Sanam Chan Palace
Nakhon Pathom Province
Sourcehttps://2.bp.blogspot.coreY S5
tqVDA/UQGBErf1bvxI/AAAAAAAAAFA/IzwttBNX_ZA/s1600/IMG_3814.J
PG, accessed March 1, 2020.

Figure32 Vachari Romaya Throne Hall, Sanam Chan Palace
Nakhon Pathom Province
Sourcehttps://www.thaitour.com/place/32&ccessed February 10, 2020.

King Rama VI had many ideas about art and thought often about them.

Although he sometimes favored Western style, he had firm convictions about
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promoting local and authentic Thai arts. He tiis in his campaign for serious Thai
traditional style for Sanam Chan. He also had structures built in the classical Thai
style, such as Vachar Romaya Throne Hall and Ruean Thap Khwan (1911) in Ruen
Thai (Thai traditional house) style. They exemplify teense of imagery and

romanticism of the King.

King Rama VI also promoted Thai arts and crafts through a campaign that
relied on the English arts and crafts movement (which flourished in Europe and
America from 1880 to 1920, led by William Morris). Thegin wr ot e : AArt ai
in Siam had paralyzed for several years

and support from the people, but unfortun

He employed the Thai arts and crafts campaign as part of his nationalist
scheme throughout his reign. Moreover, in 1912 he founded the Department of Fine
Arts, a bureaucratic agency that oversaw art activities and promoted the art of Siam.

In 1923, he founded the Pohchang Academy of ARshtChangme ans fApl ant i
ar t i saamemsaoapemy of art, to educate young artists. He also planned to hold a
National Art Exposition annually, starting in 1923, but it never happened because the

King passed away in 1925.

The colonialism that was so prominent in Southeast Asia beforeaima R
VI period declined arounthe 1920s. The King began to focus on the idea of identity
when the First World War broke out during his reign. A critical crisis that had stirred
Siamdés nationalism was its entry Event o t he
though Siam's territory did not have a direct impact on the war, the King believed that
its participation in the war effort built up a feeling of nationalism, and questions of

identity then inevitably followed.

Besides the Pohchang, two other institutions were constructed during the

reign of Rama VI, the Mahadlek Luang (Chamberlain) School and Chulalongkorn

""Piriya Kraireuk,ibid., 336.
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University. The architect Phraya Chinda Rangsan (Plub) obtained a commission for
both projects. Traditionallassical style was intertwined with rational planning, which
was a very modern approach. The overall appearance reflects a system of classical
BeauxArts architecture in which itparti serves as the integral functional part of the
design, but the facad®llows the rule of classicism, in this case, yet is enveloped
within Thai classical jackets. The roof conforms to the grammasoofy kreung
lamyong,the sacred motifs. These examples suggest that the new sensibility of the
binary fAnew aartbthe Chhkii Maha Brasat iThrond Hall, which has

neoclassical (new foreign) and Thai traditional roofs (old local).

During the reigns of Rama VIl (King Prajadhipok) and Rama VIII (King
Ananda) there were further and radical transformations of theidrzali form into the
modern form; they took place after the Siamese Revolution in 1932. Looking back at
trends of architecture in Europe in the 1930s, the genealogy of architectural styles was
varied and depended upon- the schools in which the subjectaughttand the
traditions with which it was anchored. However, the outlook of the architecture of the
time could be defined (not covering all individual groups or persons) as modern
architecture. It was characterized by rational planning according to doncti
reduction, abstract form, and simplicity, while employing modern technology in both
construction methods and materials. The construction tended to adopt ferroconcrete
frames, which allowed wider spans and fveal planning which allows openings on

thewalls to be maximized to whatever limit.

The transformation in the form of architecture in Siam in the 1930s involved
the adoption of modern architecture, which, as earlier mentioned, was functional,
simple, used modern technology, and used concreteawitmphasis on volume and
space and an absence of ornamentation. The roof forms were mostly flat without an
overhanging eave like the traditional style of Siam. The cluster buildings that flanked

the Rachadamnoen Avenue exemplified this new practices Thmment was
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interpreted by several historidfsis a revisionist ethos, which used architecture as a

symbolic tool to convey new political meaning.

Figure33 Buildings atthe Rachadamnoen Avenue
Source: https://storylog.co/story/5b0186b2d01lablaf494a18d1l, accessed January 5,
2020.

From 1925 to 1934, during the global Great Depression that struck Europe
and America, Siam was also affected significantly, and the result was a series of
changes. The Siamese Wé&ition in 1932 was the event that turned the ancient
absolute monarchy of Siam into a democratic kingdom, or constitutional monarchy.
The spirit of art and architecture evolved following the mainstream of state politics,
which encouraged freedom in buiid. The social and class structure of the country
was transformed substantially. The old cultured class faced a new challenge from the
new bourgeois and moneyed classes. The new classes had new roles in social
activities, including the arts. With freedoamd economic affluence, it was the first
time that a formal architect profession was established in the society of the Kingdom

of Siam; this was the result of the establishment of tertiary education similarly to that

8See the discussion on political issues in ChatakitnonthakanKarnmoeng
lae sangkohm nai silapa sathapattayakam Siam samai Thai prayuk chatiiyom
Thai] (Bangkok: Matichon Press, 2004), 3326 Koo mpong Noobanjong,
l denti ty, and the Rise of Modern Archit
dissertation, College of Architecture and Planning, University of Colorado at Denver,
2003), 11 67.
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of Europe and America with the suppoftthe government. The state certified the
profession of architect and established a course of study leading to a degree in 1939
which was equivalent to other disciplines; an educated artist produced art. The
Bachelor of Architecture degree was a standarcentering the architect profession.

In the past, society had denigrated building makers as mere artisans or Biilders.

During the reign of King Rama VI and afterward, many artists and artisans
(and later, architects) were predisposed towards a newd tfemtertwining new or
modern styles with old fashions. Phra Phrom Phichit, a royal artisan and also a pupil
of Prince Naris, exemplified this practice. His work includes the main conference hall
of Chulalongkorn University and the Wat Phra Sri Mahatangkhen. Architect
Luang Wisal Silapakam designed the clock tower of the Vajiravudh Wittayalai School
and Mannaruemit Hall of the Dhebsirin School. Both architects were pioneers in

casting concrete in Thai traditional forms.

Figure34 Clock tower of Vajiravudh Wittayalai School.

“Phusadi ThipphathatSathapok Sathapattayakam [Architects: Architecture]
[in Thai] (Bangkok: Faculty of Architecture, Chulalongkorn University, 1929)
33.
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Concrete became an important material used for molding roof elements to
emulate what was once made of timber or plaster.
Source:  https://lwww.vajiravudh.ac.th/VC_Annals/vc_annal119.htm, Accessed
January 1, 2020.

Not long before the advent of the Siamese Revolution, King Rama VII
commanded that the Celebration of the 1 3Mniversary of the Rattanakosin be
organized. Preparations Inded many preservation projects, national heritage
buildings, and artifacts. So much had to deal with painting besides architecture. What
was so evident around that time was the new painting tradition supported by the
Department of Fine Arts; artists wespen to new techniques, which involved realism
in oil painting. Artists included Phra Soraraksalikhit, who painted portraits of the
royal family, and Oswald Bireley, a British artist who painted several realistic

portraits.

Realism seemed to echo the tgment of the time; people had to face
economic depression and it was not a time in which one could dwell on the old
romanticism. Daydreams and imagination had to be avoided ardnikfesh (bread
andbutter) had to be the priority. Construction, even floe old cultured class,
pointed towards something relatively economized, streamlined, and funetional
rational. Instead of fantasizing about building for spiritual purposes, such as temples
in every reign, they rather invested in the Phra Phuttha Yodfadvlal Bridge, the
new and second bridge arching over the Chao Phraya River (after the Rama VI
bridge) but with a statue of King Phra Phuttha Yodfa (Rama [) seated at its gate on the
downtown Bangkok bank. Another pivotal project was the Sala Chalermkrung

Cinema, which addressed the new seergtkertainment activities of the time.
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Figure35 Phra Phuttha Yodfa Memorial Bridge

Source: https://www.matichon.co.th/wp
content/uploads/2016/04/news_bkk150years_p07.jpg, accessed AQAG®,
http://sihawatchara.blogspot.com/2015/01/ppmgt 18.html, accessed
February 18, 2020.



