$76% F15 : @
=" CODEN NSGKAP 76 (1) 1-112 2013), ISSN\; 0369-5662
Fr25% 2 A @019

(=ER)
ERRTF

http://www.spstj.org =

F—RWAAX=IVTD :

) -wuEzA BATEZRE

FIIWEROBEORFENERIAST



Journal of The Society of Photography and Imaging of Japan

Vol. 76, No. 1, 2013

Contents

Frontispiece: The eccentric instruments in imaging technology Tetsuro KUWAYAMA 2
18. Drawing Equipment Using Movement of Particles
Museum and Photography:
National Museum of Ethnology Masatoshi KUBO 3
Kyoto Institute of Technology, Museum and Archives Tsumiki WADA 5
Special Topics: Image Stability
‘ . A Foreword to Special Issue Ken'ichi KUGE 7
Exposition: Photographs Damaged by Tsunami: An Attempt to Prevent Hideo ARAI 8
Fungal Growth
Exposition: Environmental Control for Conservation of Films under Limited ~ Chie SANO 11
Resources
Exposition: Preservation and Current Situation of Microfilm Koichi NARABAYASHI 18
Exposition: Replica of Japanese Cultural Assets Using Large Format Inkjet Makoto KATSUMA 26
Printers
Exposition: Long-Term Preservation of Digitized Data Stored on BD-RDisc  Shoji TANIGUCHI 34
Exposition: Consider to Store Images of Amateur Photographer Yasuteru YAMANO 39
Original Paper: Organic Dye Concentration Dependence of Luminance in Yusuke NOGUCHI, Takayuki UCHIDA and .....ceeeuee 45
Organic-Dye-Dispersed Powder Electroluminescent Device Toshifumi SATOH
Original Paper: Fabrication and Evaluation of 6 States Switchable Smart Window Takayuki UCHIDA, Masaaki SHIBASAKI, «coveenoenees 50
by Combining Transparent Electrochemical Device and Vusaku KATSUYAMA and Tatsuya MATSUZAKI
Transparent Organic Light Emitting Diode :
Original Paper: A Method for Detecting the Pigmented Skin Areas from Rie OHTSUKI, Tomohiro YOKOTA, cecveeseussesseasensere 55
a Facial Image '  Takeshi SAKAMAKI and Shoji TOMINAGA
Original Paper: Comparison of Impression Received from Some Flesh Color Pei DENG, Naokazu AOKI and....ccuessscecsseessasens 63
between Japanese and Chinese and the Determining Factors Hiroyuki KOBAYASHI
Original Paper: Investigation on the Preferred Flesh Color on Male in Deng PE1, Wu KENING, Naokazu AOKI and ......... 70
Japan and China Hiroyuki KOBAYASHI
Original Paper: Color Research on Thai Wall Painting in the Ayutthaya and Kanakarn RUXPAITOON, Naokazu AOKI and ....... 77
Bangkok Dynasties Hiroyuki KOBAYASHI
Original Paper: Studies on Perspective Expression Technique Used in Kanakarn RUXPAITOON, Naokazu AOKI and ....... 88

Wall Paintings of Each Thai Dynasty Period

Hiroyuki KOBAYASHI

Inage-ku, Chiba 263-8522, Japan.

Submitting Manuscripts : All the papers submitted should be prepared according to the protocol for
the web page of SPIJ. An informative ABSTRACT of about 150 words is required to summarize the si|
should be provided for rapid search convenience. The original manuscript with two copies and PDF file sh
Editor of JSPT], Image and Materials Science Course, Graduate School of Advanced Integration Science,

the Manuscript Preparation shown in
gnificant points. Several key words
ould be sent to Dr. Ken'ichi KUGE,

Chiba University, 1-33 Yayoi-cho,

Editorial Staff Members: Ken'ichi KUGE, Yasunori ICHIKAWA, Yoshio INAGAKI, Masashi IWASAKI, Tetsuro KUWAYAMA, Ken-ichi KOHDA,

Kenji ToYoDA, Hiroshi MAENO, Katsumi YAMADA




88
BATHEFRFE2013F 76 % 15 : 88-98

—HRER

A 1 D2 LHI B E DR TRRB L D 7%

Studies on Perspective Expression Technique Used in Wall Paintings of Each Thai Dynasty Period

—— —

FIRLby—v HFH—v" FRERM - IrHE .

Kanakarn RUXPAITOON", Naokazu AOKI" and Hiroyuki KOBAYASHI"

B B FAEEET7T 22 YEH (1351-1767) L<v a7 g (1782-FE) X v s, LRI L OXME Vo hBBILZ D
ZODEPTRELS RS, 2 MDREAEDEENTEEIFROPHINTETED, 20F—< DR LA EHE
HLA 2 ORMBEE, TLTrORROEHOBBELHV- LI OTHSE. HRCHV-TIEE 1 EEHHOBEOREES
AN, BEVCOREYAEOKRE L LB T2 L CRALE. S5 IALOREDEBDHSY, 75 —4 A —DR i —
AERVTRDR. AFERILS 1 BEEORERERERCSWTHNLL DT, FER, FE ZEOHE, so<, av
b7 AP OEPORTEEEDOERCOVCTOBERYIMBL, i, HhhTWIHE8Y NPCRE) OA2 XDEFR
20 OEREFE,CRBEREOEAC OV TOHREMBL, ThbOEEYFHACHAL TV LAGLRT
BAERY VR, Nuy 7 OREOFREEBLTER L. FORKE LX9vRPRuy70L 5 kRARTEEERE
i Rama 4 ##{XD Khrua In Khong DEEE TOZA VLR TE D, MOTHAOBRETIXEH T LATEL. AREE
ZHA Ll Rama 3 HRRAZE OBEETIX, BBARBAREYEA LA x4 v 2B OREI B L T b 3R\ 2
#5%2T\5. Rama3 R D Wat Borvornnivet &% DBEF &, Rama 9 #ESAOBE T, 7 27 ORERE DEED
BRI XY, Rama4 HRFROBEE L HBL, R EERY IO LT3, —F, ASEEEORA S Rama 3 HEHLD
Elff ¥ X U Rama 4 RO OREEE I RHE X vt

Abstract The Thai dynasties consist of Ayutthaya dynasty (1351-1767) and the Bangkok dynasty (1782-Present). The culture and
diplomatic features were different in each dynasty. Most historical wall paintings of Thailand have been drawn in a temple, and
most of their themes are related to the religion and manners and customs of the people, as well as the prosperity of the
dynasty of the time. In the preceding paper, the representation color of the mural paintings of each dynasty term of Thailand
was investigated and the feature of use of color was identified by comparing with western paintings, such as renaissance and
baroque. Further, impressions of the color arrangement of these paintings were obtained by a color image scale. In this study,

| perspective expression techniques used in wall paintings of each Thai dynasty period was investigated. The use of aerial
)Y YO~ perspective was discussed with the help of the difference in lightness, chroma, and contrast among short-distance view,
middle-distance view, and long-distance view, and the use of linear perspective was discussed with the help of distance
dependence of the object size (here limited to figures), comparing them with Renaissance and Barogque paintings in which
W skillful use of these techniques are well known. Clear linear perspective technique is used only in wall paintings by Khrua In
\ Khong of Rama 4 and not used in any other Thai dynasty period. It was shown that the paintings painted in the corridor of Wat
Prakeaw from the time of King Rama 3, in which the bird’s eye view technique is introduced, bring about a relative large
perspective effect even compared with paintings of Renaissance period in which linear clear perspective is introduced. In the
paintings painted in the main hall of Wat Borvornnivet from the time of King Rama 3 and the paintings from the time of King
Rama 9 a height effect specific to Asian paintings resulted in as large depth feel as those from the time of King Rama 4.

Introduction of the aerial perspective was observed in paintings of Rama 3 and Rama 4.

F—T—F: 2 A8, 214 EHH, BEHE SIS
Key words: Thai temple’s wall paintings, Thai dynasty periods, Perspective techniques, Depth feeling
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Fig. 1 Comparison of Thai djrnasties period with the periods of Euro-

pian art forms
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Fig. 2 A landscape picture for explanation of principle of the aerial
perspective

il

Fig. 3 An example of the linear perspective. Red lines: cues for finding
vanishing point
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~ s

Fig. 4a Frescoes at Wat Chongnonsee and Wat Yai-Suwannaram from the time of King Prasarttong of the late Ayutthaya dynasty (mid-17th century).
Paintings about Buddhist sutras and narratives from a book of paintings ¥

No.1 | No.2 | No.3 | No.4

Fig. 4b Frescoes painted in the corridor of Wat Prakeaw from the time of King Rama 1 of the Bangkok dynasty (1782 to 1809). The subject is Buddhist
history ©.

No.1 | No.2 | No.3 | No.4 | No.5

Fig. 4c Frescoes painted in the corridor of Wat Prakeaw from the time of King Rama 3 of the Bangkok dynasty (1824 to 1851) (Photographed images).

No.1 | No.2 | No.3 | No.4 | No.5

Fig. 4d Frescoes painted in the main hall of Wat Borvornnivet from the time of King Rama 3 of the Bangkok dynasty (1824 to 1851) (Photographed
images)
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No.1 | No.2 | No.3 | No.4

Fig. 4e Paintings painted on columns by Khrua In Khong in Wat Borvornnivet from the time of King Rama 4 of the Bangkok dynasty (1851 to 1868). The
subjects appeared to change from Buddhist themes to images based on fables (Photographed images)

No.1 | No.2 | No.3 | No.4

@ Fig. 4f Wall paintings by Khrua In Khong in Wat Borvornnivet from the time of King Rama 4 of the Bangkok dynasty (1851 to 1868). The subjects
x appeared to change from Buddhist themes to images based on fables ”

No.1 | No.2 | No.3 | No.4 | No.5

Fig. 4g Frescoes started to paint in 1993 on the order of King Rama 9 of the Bangkok dynasty (1946 to the present) as a chronicle of the dynasty and
Thai history at Wat Chaloem Phra Kiat Vorravihar ®.

No.1 No.2 No.3
No.4| No.5| No.6 | No.7

Fig. 4h  Wall paintings of Italian Renaissance ¥
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No.1 | No.2 | No.3
No.4 | No.5

Fig. 4j Oil paintings of Baroque ¥
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Middle ground
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Fig. 5 Division of a painting into three parts (foreground, middle ground, and background)

i Base of the painting

Fig. 6 Height from the base of the painting was used as distance from
the painter on the assumption of introduction of linear perspec-
tive.
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Fig. 7a Lightness, chroma, and contrast of foreground (4), middle ground (M), and background (A ) of wall paintings from the late Ayutthaya dynasty.
The sample numbers correspond to those of Fig. 4a.
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Fig. 7b Lightness, chroma, and contrast of foreground (4), middle ground (), and background (A) of wall paintings from the time of Rama 1. The
sample numbers correspond to those of Fig. 4b.
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Fig. 7c Lightness, chroma, and contrast of foreground (), middle ground (M), and background (A) of wall paintings in the corridor of Wat Prakeaw
from the time of Rama 3. The sample numbers correspond to those of Fig. 4c. .
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Fig. 7d Lightness, chroma, and contrast of foreground (), middle ground (M), and background (A) of wall paintings from the time of Rama 3. The
sample numbers correspond to those of Fig. 4d.
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Fig. 7e Lightness, chroma, and contrast of foreground (), middle ground (M), and background (A ) of Khrua In Khong’s paintings on columns from the
time of Rama 4. The sample numbers correspond to those of Fig. 4e.




Fig. 7f Lightness, chroma, and contrast of foreground (#), middle ground (M),
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Rama 4. The sample numbers correspond to those of Fig. 4f.
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Fig. 7g Lightness, chroma, and contrast of foreground (), middle ground (BE), and background (A ) of wall paintings from the time of Rama 9. The
sample numbers correspond to those of Fig. 4g.
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Fig. 7h Lightness, chroma, and contrast of foreground (4), middle ground (M), and background (A) of the Renaissance’s wall paintings. The sample
numbers correspond to those of Fig. 4h. -
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Fig. 7i Lightness, chroma, and contrast of foreground (), middle ground (M), and background (A) of the Renaisssance’s oil paintings. The sample
numbers correspond to those of Fig. 4i.
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Fig. 7j Lightness, chroma, and contrast of foreground (4), middle ground (M), and background (A) of wall paintings from the time of Baroque. The

sample numbers correspond to those of Fig. 4j.
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Wall paintings drawn in perspective of each period
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Fig. 8 Relationship height from the base of a painting and the figure
size at the height. This is for discussion on introduction of linear
perspective, because the height is proportional to the distance
from the view point in the paintings painted under the linear
perspective.
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Fig. 9 Results of subjective evaluation of the sense of depth. Average
of scores of successive five categories (1<2<3<4<5)is used as

rating.
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Fig. 10 The results shown in Fig. 9 were arranged in numerical order.
The codes above the crossbars show levels of significant
difference: * p<0.05 ; ** p<0.01.

Table 1 Presence or absence of introduction of perspective techniques

g ‘\ - Era

Rama 3 Rama 3 Rama 4 Rama 4 Renaissance Renaissance
Techniqnes Ayutthaya - Ramal coiders) (Mainbal) (Column) (Wallpainting) "™ 9 (Wall paintings) (Ol paintings) D3OI
Aerial perspective x x A A A x x A O O
Linear perspective — x A X - O x O - O

O: present; A: present but not clear; x: absent; -;unmeasurable
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