
VISUAL DEPICTION AND TRANSFORMATION
OF TIME AND SPACE THROUGH LANDSCAPE

ABSTRACTION

WEI  JINQIN

UNIVERSITI SAINS MALAYSIA

2024



VISUAL DEPICTION AND TRANSFORMATION
OF TIME AND SPACE THROUGH LANDSCAPE

ABSTRACTION

by

WEI  JINQIN

Thesis submitted in fulfilment of the requirements
for the degree of
Master of Art

July 2024



ii

ACKNOWLEDGEMENT

I have received a lot of support and help throughout my master’s studies. First of

all, I would like to express my sincerest gratitude to my supervisor, Dr. Mohammad

Khizal Mohamed Saat. Thank you for the patient guidance you have given me throughout

my master’s studies, which has allowed me to reach a higher level of creative

development, experience the fun of academic research, and, more importantly, enhance

my analytical thinking about the process of academic research and studio practice.

Furthermore, I am very grateful to the School of Arts, Universiti Sains Malaysia, for

giving me the opportunity to pursue my studies here, and this wonderful experience has

added considerable color to my life journey. I am immensely grateful for my husband’s

selfless support; your generosity and love are my motivation to move forward and be

grateful for having you. I would also like to thank my lovely daughter for supporting me

in the decision to study abroad and for your understanding in making my academic

dreams come true. In addition, I would like to thank all my relatives, teachers, and close

friends who have supported and cared for me. Finally, I would like to thank myself for

always keeping my ideals in mind, never forgetting my academic heart, and working hard

to achieve this result.



iii

TABLE OF CONTENTS

ACKNOWLEDGEMENT................................................................................................ ii

TABLE OF CONTENTS.................................................................................................iii

LIST OF TABLES.......................................................................................................... vii

LIST OF FIGURES....................................................................................................... viii

LIST OF APPENDICES ................................................................................................xxi

ABSTRAK......................................................................................................................xxii

ABSTRACT................................................................................................................. xxiii

CHAPTER 1 INTRODUCTION................................................................................1

1.1 Research background ...............................................................................................1

1.2 Transient Forms-Depiction and Transformation of Landscape within Time and

Space ....................................................................................................................... 3

1.2.1 The Presentation of the Relationship between Time and Space in
the Context of Studio Practice - “Freezing the Moment,”
“Instantaneous Blur,” and “Time Change” ..............................................5

1.3 Issue Statement ......................................................................................................17

1.4 Research and Objectives ........................................................................................19

1.5 Research Questions ................................................................................................19

1.6 Project Outline .......................................................................................................20

1.7 Scope of the study ..................................................................................................23

1.8 Limitations of the Study ........................................................................................ 24

1.9 Research Significance ............................................................................................24

1.10 Research Framework ............................................................................................. 26

1.11 Previous Works -Subject and Ideas ....................................................................... 27

1.12 Project Development ............................................................................................. 31



iv

1.13 Operational Definition ...........................................................................................34

CHAPTER 2 LITERATURE REVIEW................................................................. 37

2.1 Relevant Theoretical Ideas .................................................................................... 37

2.1.1 Introduction ........................................................................................... 37

2.1.2 The Relationship Between Time and Space .......................................... 37

2.1.3 Transient: The Philosophical Theory of “One Period,One
Encounter” in Japanese Tea Ceremony Culture .................................... 42

2.1.4 The Abstraction Process in Painting ......................................................46

2.1.4(a) Semi-Abstract .......................................................................... 48

2.1.4(b) Abstract ....................................................................................56

2.1.5 Personal Experiences .............................................................................82

2.2 Related Art Practices ............................................................................................. 84

2.2.1 Introduction ........................................................................................... 84

2.2.2 Transience ..............................................................................................84

2.2.2(a) Daphne Alexis Ho ....................................................................85

2.2.2(b) Ansen Seale ............................................................................. 87

2.2.2(c) Higashiyama Kuiji ................................................................... 89

2.2.2(d) Sadie Tierney ...........................................................................91

2.2.2(e) Cai Guoqiang ........................................................................... 93

2.2.2(f) Guillaume Heber ...................................................................... 95

2.2.2(g) Sandra Jordan .......................................................................... 97

2.2.3 Time and Space ..................................................................................... 99

2.2.3(a) Hung Keung ...........................................................................101

2.2.3(b) Chen Qi ..................................................................................103

2.2.3(c) Mu Xi .....................................................................................106

2.2.3(d) Rowan Siddons ......................................................................107



v

2.2.3(e) Katya Roberts ........................................................................ 109

2.2.4 Abstract Landscape ..............................................................................112

2.2.4(a) Lynne Douglas .......................................................................115

2.2.4(b) Gina Sarro ..............................................................................116

2.2.4(c) Anselm Kiefer ........................................................................118

2.2.4(d) Hasekawa Tohaku ................................................................. 119

2.2.4(e) Franco Fontana ...................................................................... 120

2.2.4(f) Debra Ramsay ........................................................................ 121

2.2.4(g) Melissa Boughey ................................................................... 122

2.2.4(h) Cao Yuxi ................................................................................123

2.3 Summary ..............................................................................................................127

CHAPTER 3 METHODOLOGY.......................................................................... 129

3.1 Introduction ..........................................................................................................129

3.2 Methodology ........................................................................................................129

3.2.1 Guo Xi’s Three-Distance Observation Method ...................................129

3.2.2 Color Symbolism .................................................................................136

3.2.3 Studio Experimentation ....................................................................... 142

3.2.3(a) Graham Gibbs’s Reflective Cycle ......................................... 144

3.2.3(b) Research Process ................................................................... 150

3.3 Critical Self-Reflection ........................................................................................155

CHAPTER 4 STUDIO PRACTICE AND FINDINGS........................................ 158

4.1 Introduction ..........................................................................................................158

4.2 The Studio Investigation-Artwork Analysis and Discussion of Outcomes .........158

4.2.1 Phase1: Exploring the Mode of Presentation of the Relationship
between Time and Space: Freezing the Moment .................................160



vi

4.2.1(a) The First Series of Artworks “High Mountain and
Flowing Water” 2020-2021 ................................................ 160

4.2.1(b) The Second Series of Artworks “The state of
Impermanence” 2021 .......................................................... 176

4.2.1(c) The Third Series of Artworks “The shape of
Impermanence” 2021 .......................................................... 189

4.2.2 Phase2:Exploring the Mode of Presentation of the Relationship
between Time and Space: Instantaneous Blur .....................................195

4.2.2(a) The Fourth Series of Artworks “Elapse” 2022 ................... 198

4.2.2(b) The Fifth Series of Artworks “Dark Shadow” 2022 ........... 202

4.2.3 Phase3:Exploring the Mode of Presentation of the Relationship
between Time and Space: Time Change ............................................. 210

4.2.3(a) The Sixth Series of Artworks “Transient Landscape
No. 1” 2022 .......................................................................213

4.2.3(b) The Sixth Series of Artworks “Transient Landscape
No.2” 2022 .......................................................................... 218

CHAPTER 5 CONCLUSION................................................................................ 227

5.1 Conclusion ........................................................................................................... 227

REFERENCES.............................................................................................................. 232

APPENDICES

LIST OF PUBLICATIONS



vii

LIST OF TABLES

Page

Table 2.1 The Process of Abstraction ........................................................................72

Table 3.1 Common Color Associations and Symbolism Found in Literature and

Art(1) ....................................................................................................... 139

Table 3.2 Common Color Associations and Symbolism Found in Literature and

Art(2) ....................................................................................................... 139

Table 3.3 Research Process ..................................................................................... 153



viii

LIST OF FIGURES

Page

Figure 1.1 Transient Landscape, 55 cm x 63 cm, Guillaume Heber, 2015.

Source: https://guillaumehebert.com/TRANSIENT-LANDSCAPE...........1

Figure 1.2 Example - Blossom Moment, Photo by Wei Jinqin, 2021 .......................... 2

Figure 1.3 Flowers Blooming.

Source:https://www.researchgate.net/figure/Flowers-at-blooming-A-

and-four-developmental-stages-of-flowers-B-1-flower-bud-

stage_fig1_368580572 ................................................................................ 3

Figure 1.4 Research Framework ................................................................................. 26

Figure 1.5 Weijinqin, Metamorphosis (clockwise from top-left) ； A Dim

Impression； Walking in the Clouds； Piano Sounds；Blue-Sky

Thinking； Void， Chromatic Woodcuts，40 cm ×60 cm，2006-

2007 ........................................................................................................... 27

Figure 1.6 Weijinqin, Still Life Series, Black and White Woodcut, 30 cm × 22cm,

2014-2016 ..................................................................................................28

Figure 1.7 Weijinqin, Cat Series, Black and White Woodcut, 30 cm × 45 cm,

2014 -2016 .................................................................................................29

Figure 1.8 Weijinqin, Landscape Series, Black and White Woodcut, 30 cm

×22cm, 2015-2016 .....................................................................................29

Figure 2.1 Real location.

Source:https://mitchalbala.com/cultivating-abstract-aesthetic-in-

landscape-painting/ ....................................................................................49

Figure 2.2 Mitchell Albala, “Salmon Bay Under a Pink and Turquoise Light”,

pastel on paper, 4 x 7, 2022.



ix

Source:https://mitchalbala.com/cultivating-abstract-aesthetic-in-

landscape-painting/ ....................................................................................49

Figure 2.3 Sandy Ostrau, “Festival of Color”, Oil on Panel, 6 x 6.

Source:https://mitchalbala.com/cultivating-abstract-aesthetic-in-

landscape-painting/ ...................................................................................50

Figure 2.4 Brian Rutenberg, “Gardenia”, 2017, Oil on Linen, 60 x 82.

Source:https://mitchalbala.com/cultivating-abstract-aesthetic-in-

landscape-painting/ ....................................................................................50

Figure 2.5 Real location.

Source:https://mitchalbala.com/cultivating-abstract-aesthetic-in-

landscape-painting/ ....................................................................................51

Figure 2.6 Mitchell Albala, “The Lighthouse Keeper’s House”. Oil on canvas,

38 x 32.

Source:https://mitchalbala.com/cultivating-abstract-aesthetic-in-

landscape-painting/ ....................................................................................51

Figure 2.7 Wuguanzhong, Zashilunbu Monastery, Oil on Board,

44.6 cm x 119.6 cm, 1961.

Source:https://hk.art.museum/tc/web/ma/collections/wu-guanzhongs-

paintings-and-personal-archives.html ....................................................... 53

Figure 2.8 Malevich, Black Square and Red Square. Oil on canvas, 71.4 cm ×

44.4 cm, 1915.

Source:https://arthive.com/zh/kazimirmalevich/works/305038~Black_

square_and_red_square_Picturesque_realism_A_boy_with_a_knapsac

k_Colorful_masses_in_the_fourth_dimension ..........................................58

Figure 2.9 Kandinsky, Black and Violet. Oil on canvas, 77.8 cm ×100.4 cm,

1923.

Source: https://www.wassilykandinsky.net/work-234.php ....................... 58



x

Figure 2.10 Piet Mondrian, Composition with Red, Blue, and Yellow. Oil on

canvas, 46 cm x 46 cm, 1930.

Source:https://www.khanacademy.org/humanities/ap-art-history/later-

europe-and-americas/modernity-ap/a/mondrian-composition .................. 59

Figure 2.11 Piet Mondrian, Still Life with Gingerpot 2. Oil on canvas, 91.5 cm x

120 cm, 1912.

Source:https://www.researchgate.net/figure/Piet-Mondrian-1912-Still-

life-with-gingerpot-2-Oil-on-canvas-915-x-120-cm_fig1_337768623 .....61

Figure 2.12 Piet Mondrian, Oval Composition (Trees). Oil on canvas, 72.5 cm x

47.5 cm, 1913.

Source:https://www.researchgate.net/figure/Piet-Mondrian-1913-

Oval-Composition-Trees-Oil-on-canvas-725-x-475-cm-

Stedelijk_fig2_337768623 ........................................................................ 61

Figure 2.13 Piet Mondrian, Composition 10 in black and white. Oil on canvas,

85.8 cm x 108.4 cm, 1915.

Source: https://krollermuller.nl/en/piet-mondriaan-composition-10-in-

black-and-white ......................................................................................... 62

Figure 2.14 Piet Mondrian, Composition in line, second state. Oil on canvas, 108

cm x 108 cm, 1916-1917.

Source:https://krollermuller.nl/en/piet-mondriaan-composition-in-

line-second-state-1 .....................................................................................62

Figure 2.15 Sketch Build (1). Source: Barriga, J. A. (2011). Piet Mondrian, Plastic

vision and esthetic emotion. El Artista, (8), 109-134. ...............................63

Figure 2.16 Sketch Build (2). Source: Barriga, J. A. (2011). Piet Mondrian, Plastic

vision and esthetic emotion. El Artista, (8), 109-134. ...............................63

Figure 2.17 Sketch Build (3). Source: Barriga, J. A. (2011). Piet Mondrian, Plastic

vision and esthetic emotion. El Artista, (8), 109-134. ...............................63



xi

Figure 2.18 Piet Mondrian, Composition III with Color Planes. Oil on canvas, 48

cm x 61 cm, 1917.

Source:https://www.pietmondrian.eu/english/mondrians-oeuvre/4-

cubism-neoplasticism.html ........................................................................65

Figure 2.19 Piet Mondrian, Composition with Color Planes and Gray Lines I. Oil

on canvas, 49 cm x 60.5 cm, 1918.

Source:https://www.pietmondrian.eu/english/mondrians-oeuvre/4-

cubism-neoplasticism.html ........................................................................65

Figure 2.20 Piet Mondrian, Composition with grid 6: lozenge, composition with

color, Oil on canvas, 68.5 cm x 68.5 cm, 1919.

Source:https://www.pietmondrian.eu/english/mondrians-oeuvre/4-

cubism-neoplasticism.html ........................................................................65

Figure 2.21 Piet Mondrian, Checkerboard, Light Colors, Oil on canvas, 86 cm x

106 cm, 1919.

Source:https://www.pietmondrian.eu/english/mondrians-oeuvre/4-

cubism-neoplasticism.html ........................................................................66

Figure 2.22 Piet Mondrian, Large Composition A with Black, Red, Gray, Yellow

and Blue. Oil on canvas, 91 cm x 91 cm, 1919-1920.

Source:https://www.bridgemanimages.com/en/mondrian/large-

composition-a-with-black-red-gray-yellow-and-blue-1919-1920-oil-

on-canvas/oil-on-canvas/asset/2646532 .................................................... 67

Figure 2.23 Piet Mondrian, No. VI / Composition No. IIa, 997 mm x 1003 mm,

1920.

Source:https://www.tate.org.uk/art/artworks/mondrian-no-vi-

composition-no-ii-t00915 .......................................................................... 67

Figure 2.24 Piet Mondrian, Composition with Yellow, Red, Black, Blue and Gray.

Oil on canvas, 51.5 cm x 61 cm, 1920.

Source:https://www.pubhist.com/w26895 ................................................ 68



xii

Figure 2.25 Piet Mondrian, Composition with Red Yellow, Blue and Black. Oil on

canvas, 59.5 cm x 59.5 cm, 1921.

Source:https://useum.org/artwork/Composition-with-Red-Yellow-

Blue-and-Black-Piet-Mondrian-1921 ........................................................68

Figure 2.26 Robert Motherwell - Elegy to the Spanish Republic, 108, 1965-67. Oil

on canvas. 6' 10" x 11' 6 1/4" (208.2 x 351.1 cm). ...................................77

Figure 2.27 Elegy to the Spanish Republic, 54, 1957-61. 178 x 229 cm..................... 78

Figure 2.28 Lyric Suite - 1965-ink on paper 22.9x27.9cm ...........................................79

Figure 2.29 Lyric Suite2 -1965-ink on paper 22.9x27.9cm ..........................................79

Figure 2.30 Rotorua, New Zealand, B/W, Digital Pigment Print, Awagami Kozo,

Washi Paper 80 gsm, 533 mml x 800 mmh, 2016.

Source:https://www.lensculture.com/projects/700856-the-transient-

landscape ................................................................................................... 87

Figure 2.31 Rotorua, New Zealand, B/W, Digital Pigment Print, Awagami Kozo,

Washi Paper 80 gsm, 533 mml x 800 mmh, 2016.

Source:https://www.lensculture.com/projects/700856-the-transient-

landscape. .................................................................................................. 87

Figure 2.32 André Lhote, Gordes. Oil on canvas, 49.8 cm x 61 cm, 1940.

Source:http://www.sothebys.com/en/auctions/ecatalogue/2014/impres

sionist-modern-art-day-sale-n09140/lot.443.html .....................................88

Figure 2.33 Shanghai Nights No. 1, Ansen Seale, 2011.

Source:https://www.ansenseale.com/photos.cfm?id=19&CFID=46793

76&CFTOKEN=39d2e7ad6e86f2cf-19CE7275-E43D-B01E-

68452BCCE7928F55 ................................................................................ 88

Figure 2.34 Shanghai Nights No. 2, Ansen Seale, 2011.

Source:https://www.ansenseale.com/photos.cfm?id=19&CFID=46793

76&CFTOKEN=39d2e7ad6e86f2cf-19CE7275-E43D-B01E-

68452BCCE7928F55 ................................................................................ 88



xiii

Figure 2.35 The Morning Mist of The Mountain Gorge, Showa58 (1983), Ink on

Paper, Six Curved Screens A, 175.5 cm × 368.0 cm.

Source:https://mp.weixin.qq.com/s?__biz=Mzg5ODc2MjIyMw==&m

id=2247484013&idx=2&sn=0128d7eb717ea09c4a1504d26125746d&

chksm=c05cd6edf72b5ffb3e508d2151c874d868b58052a01bb10c64d

0c93d5057a20ae74889bf8669&mpshare=1&scene=23&srcid=0416D

cVLufJUNrg9qM7cuu94&sharer_sharetime=1681611698815&sharer

_shareid=8da75fc2b4aa78717600ae0dfb7ac85a#rd ................................. 90

Figure 2.36 Sadie Tierney, Transient Series - Pines Under Moon Ev3, 2019.

Source:https://rableygallery.com/shop/artists/sadie-tierney/sadie-

tierney-transient-series-pines-under-moon-ev3/?v=79cba1185463 .......... 92

Figure 2.37 Transience II (Peony), 2019, Gunpowder on Silk, 350 cm x 3100 cm,

Commissioned by the National Gallery of Victoria.

Source:https://caiguoqiangcom.translate.goog/projects/projects-

2019/ngv-transient-landscape/?_x_tr_sl=en&_x_tr_tl=zh-

CN&_x_tr_hl=zh-CN&_x_tr_pto=op,sc) ................................................. 94

Figure 2.38 Transience I (Peony), 2019, Gunpowder on Porcelain, 90 cm x 100

cm x 200 cm, Commissioned by the National Gallery of Victoria.

Source:https://caiguoqiangcom.translate.goog/projects/projects-

2019/ngv-transient-landscape/?_x_tr_sl=en&_x_tr_tl=zh-

CN&_x_tr_hl=zh-CN&_x_tr_pto=op,sc ...................................................95

Figure 2.39 Transient Landscape, 55 cm x 63 cm, 2015, Archival Pigment Print,

Edition Of 5 + 2AP.

Source:https://guillaumehebert.com/TRANSIENT-LANDSCAPE..........96

Figure 2.40 Transient (1-7), Photography: Digital C-Type Photography, H 36 cm

x W 55 cm x D 2 cm, Sandra Jordan.

Source:https://www.sandrajordanphotography.co.uk/transient .................97



xiv

Figure 2.41 Dao Gives Birth to One (Version III), Full HD Digital Video, 1080 ×

1920, 12 monitors, 20 minutes, Looping, Sound:Stereo × 12 channels,

The Hong Kong Museum of Art, Hong Kong, 2010.

Source:https://hungkeung.wordpress.com/exhibition/dao-gives-birth-

to-one/ ......................................................................................................101

Figure 2.42 Screen Scenario (1-3, 12) of Keung’s Dao Gives Birth to One

(Versionii), Hong Kong, 2009.

Source:https://hungkeung.wordpress.com/exhibition/dao-gives-birth-

to-one/ ......................................................................................................101

Figure 2.43 Visitors Sit Freely in The Exhibition Space of Dao Gives Birth to One

(Version III), Hong Kong Museum of Art; Hong Kong, 2010.

Source:https://hungkeung.wordpress.com/exhibition/dao-gives-birth-

to-one/ ......................................................................................................102

Figure 2.44 Time Sketches - No Place to Go (Cloud Cube) Exhibition Site.

Source: https://www.cafa.com.cn/cn/video/details/394 .......................... 103

Figure 2.45 The Appearance of Cloud Cube Exhibition Hall.

Source:https://i.cafa.edu.cn/chenqi/ch/chwc/?w=1500000326 ............... 103

Figure 2.46 Mu Xi, Sunset in a Fishing Village, Ink Painting.

Source:https://kknews.cc/culture/8kxzv94.html ......................................106

Figure 2.47 Transient Space, Aquatint on Paper, 30 W x 30 H x 0.1 D cm, Rowan

Siddons, 2017.

Source: https://www.saatchiart.com/art/Printmaking-Transient-Space-

Limited-Edition-1-Of-1/833464/3945535/view...................................... 108

Figure 2.48 Transitory, Aquatint on Paper, 30 W x 30 H x 0.1 D cm, Rowan

Siddons, 2017.

Source:https://www.saatchiart.com/art/Printmaking-Transitory-

Limited-Edition-1-of-1/833464/3945549/view.......................................108



xv

Figure 2.49 The Installation Art, Transient Horizons, Katya Roberts, 2013.

Source:https://www.katyaroberts.com/transient-horizons-1 ................... 110

Figure 2.50 Mountain Light, Limited Edition Giclee Print, 40 in x 40 in. On

canvas or fine art paper.

Source:https://obsessedwithart.com/contemporary-landscape-artists/ ....116

Figure 2.51 Feeling the Calm, 24 in x 60 in. Acrylic on wood, Gina Sarro.

Source:https://ginasarro.com/paintings/ .................................................. 117

Figure 2.52 Margarethe. Oil on canvas, Anselm Kiefer, 1981.

Source: Margarethe, 1981 - Anselm Kiefer - WikiArt.org ..................... 118

Figure 2.53 Pine Forest. Ink and watercolor painting, Hasekawa Tohaku, 1957. ..... 119

Figure 2.54 Franco Fontana, Urban Landscape Houston, 1985 (Left) and Urban

Landscape Los Angeles, 1991.

Source:https://www.ideelart.com/magazine/franco-fontana ................... 120

Figure 2.55 Debra Ramsay, One Year, Yellow Trail, Landscape as Time. Acrylic

on polyester film, 66 cm x 200 cm,2014.

Source:https://www.ideelart.com/artwork/debra-ramsay/one-year-

yellow-trail-landscape-as-time ................................................................ 121

Figure 2.56 In the Transient Space. Mixed media + oil on canvas, 195 cm H x 195

cm W x 5 cm D, 2019.

Source: https://curatorialandco.com/product/in-the-transient-space/ ......122

Figure 2.57 Artificial Intelligence Landscape. Round Page Framing, Various

Sizes/Screen/Sound/Custom Software.

Source: https://mp.weixin.qq.com/s/y-cQQPXrlAaEtoofbHKqkA........ 124

Figure 2.58 Artificial Intelligence Landscape Map.

Source:https://mp.weixin.qq.com/s/y-cQQPXrlAaEtoofbHKqkA......... 124



xvi

Figure 3.1 The high distance of Guo Xi in the Manual of the Mustard Seed

Academy (Jieziyuan huazhuan), late seventeenth century.

Source: Wybe Kuitert (2013) Composition of scenery in Japanese pre-

modern gardens and the three distances of Guo Xi, Studies in the

History of Gardens & Designed Landscapes, 33:1, 1-15, DOI:

10.1080/02666286.2012.753189 ............................................................. 131

Figure 3.2 The deep distance of Guo Xi in the Manual of the Mustard Seed

Academy (Jieziyuan huazhuan), late seventeenth century.

Source: Wybe Kuitert (2013) Composition of scenery in Japanese pre-

modern gardens and the three distances of Guo Xi, Studies in the

History of Gardens & Designed Landscapes, 33:1, 1-15, DOI:

10.1080/02666286.2012.753189 ............................................................. 133

Figure 3.3 The level distance of Guo Xi in the Manual of the Mustard Seed

Academy (Jieziyuan huazhuan), late seventeenth century.

Source: Wybe Kuitert (2013) Composition of scenery in Japanese pre-

modern gardens and the three distances of Guo Xi, Studies in the

History of Gardens & Designed Landscapes, 33:1, 1-15, DOI:

10.1080/02666286.2012.753189 ............................................................. 134

Figure 3.4 Color Wheel .............................................................................................137

Figure 3.5 Warm Color Wheel ..................................................................................137

Figure 3.6 Cold Color Wheel ....................................................................................137

Figure 3.7 Graham Gibbs’s Reflective Cycle.

Source:https://www.smashingmagazine.com/2018/01/importance-

self-reflection-part-2/ ...............................................................................144

Figure 4.1 Ruian City, Zhejiang Province, China .....................................................162

Figure 4.2 Ruian City, Zhejiang Province, China .....................................................162

Figure 4.3 Ruian City, Zhejiang Province, China .....................................................162



xvii

Figure 4.4 Sketching thought process .......................................................................162

Figure 4.5 Sketch for “High Mountains and Flowing Water No.1” ......................... 163

Figure 4.6 Engraving ................................................................................................ 163

Figure 4.7 Printing .................................................................................................... 163

Figure 4.8 Weijinqin, The First Series of Artworks “High Mountain and Flowing

Water”, Black and White Woodcut, 60 cm × 90 cm, 2020-2021 ............163

Figure 4.9 Gongyashan, Hua’an County, Zhangzhou City, Fujian Province,

China ........................................................................................................165

Figure 4.10 Gongyashan, Hua’an County, Zhangzhou City, Fujian Province,

China ........................................................................................................165

Figure 4.11 Sketching thought process .......................................................................165

Figure 4.12 Sketch of “High Mountains and Flowing Water No. 2” ......................... 166

Figure 4.13 Engraving ................................................................................................ 166

Figure 4.14 Printing .................................................................................................... 166

Figure 4.15 Weijinqin, The First Series of Artworks “High Mountain Flowing

Water No.2”, Black and White Woodcut, 60 cm × 90 cm, 2020-2021 ...166

Figure 4.16 Gutian County, Ningde City, Fujian Province, China .............................169

Figure 4.17 Gutian County, Ningde City, Fujian Province, China .............................169

Figure 4.18 Sketching thought process .......................................................................170

Figure 4.19 Sketch of “High Mountains and Flowing Water No. 3” ......................... 170

Figure 4.20 Engraving ................................................................................................ 170

Figure 4.21 Printing .................................................................................................... 170

Figure 4.22 Weijinqin, The First Series of Artworks “High Mountain and Flowing

Water No.3”, Black and White Woodcut, 60 cm × 90 cm, 2020-2021 ...171



xviii

Figure 4.23 Example—Vertical Axis Composition (A Pair of Vertical Axis of

Chinese Painting and Calligraphy on Paper; L. 126 cm x W. 31 cm.)

Source:Sold at Auction: A PAIR OF VERTICAL AXIS OF

CHINESE PAINTING AND CALLIGRAPHY ON PAPER

(invaluable.com) ......................................................................................172

Figure 4.24 Weijinqin, The First Series of Artworks “High Mountain and Flowing

Water”, Black and White Woodcut, 210 cm × 90 cm, 2020-2021 ..........173

Figure 4.25 Sample Processes and Setting of Materials and Tools for the Second

Series of Artworks ..................................................................................177

Figure 4.26 Hua’an County, Zhangzhou City, China. ................................................ 178

Figure 4.27 Hua’an County, Zhangzhou City, China. ................................................ 178

Figure 4.28 Draft Build ...............................................................................................179

Figure 4.29 Color Draft Analysis ................................................................................179

Figure 4.30 The Creative Process ............................................................................... 179

Figure 4.31 Weijinqin, The Second Series of Artworks “The State of

Impermanence 1”, Mixed Prints, 40 cm × 30 cm, 2021 ..........................180

Figure 4.32 Yuandang Lake, Xiamen, China ............................................................. 181

Figure 4.33 Yuandang Lake, Xiamen, China ............................................................. 181

Figure 4.34 Draft Build ...............................................................................................182

Figure 4.35 Color Draft Analysis ................................................................................182

Figure 4.36 The Creative Process ............................................................................... 182

Figure 4.37 Weijinqin, The Second Series of Artworks “The State of

Impermanence No.2”, Mixed Prints, 40 cm × 30 cm, 2021 ....................183

Figure 4.38 Yundang Lake, Xiamen, China ............................................................... 184

Figure 4.39 Yundang Lake, Xiamen, China ............................................................... 184

Figure 4.40 Draft Build ...............................................................................................185



xix

Figure 4.41 Color Draft Analysis ................................................................................185

Figure 4.42 The Creative Process .............................................................................. 185

Figure 4.43 Weijinqin, The Second Series of Artworks “The State of

Impermanence No.3”, Mixed Prints, 40 cm × 30 cm, 2021 ....................186

Figure 4.44 Weijinqin, The Second Series of Artworks, “The State of

Impermanence”, Group Painting, Mixed Prints, 120 cm × 30 cm .......... 187

Figure 4.45 Original pictures (source of creative inspiration) ....................................191

Figure 4.46 The Second Series of Works Mixed Prints “The State of

Impermanence” ........................................................................................191

Figure 4.47 Thinking through the process of transformation ..................................... 192

Figure 4.48 The Production Process ........................................................................... 192

Figure 4.49 Weijinqin, The Third Series of Artworks “The Shape of

Impermanence”, Digital Prints, 225 cm × 198 cm, 2021 ........................ 193

Figure 4.50 Real Location (source of creative inspiration) ....................................... 200

Figure 4.51 Abstract Thought Process ........................................................................200

Figure 4.52 Photographic Processes ........................................................................... 201

Figure 4.53 Weijinqin, The Fourth Series of Artworks “Elapse”, Digital Print,

Size Variable, 2021. ................................................................................ 201

Figure 4.54 Real Location (source of creative inspiration) ........................................ 202

Figure 4.55 Abstract Thought Process ........................................................................203

Figure 4.56 Photographic Process ...............................................................................203

Figure 4.57 The Production Processes ........................................................................204

Figure 4.58 Weijinqin, The Fifth Series of Artworks “Dark Shadow”, Digital Print,

Size Variable, 2021 ................................................................................. 204

Figure 4.59 Thought Process ...................................................................................... 206

Figure 4.60 Operational Processes ..............................................................................207



xx

Figure 4.61 Weijinqin, The Fourth Series of Artworks “Elapse”, Digital Print,

Size Variable, 2021 ................................................................................. 207

Figure 4.62 Thought Process ...................................................................................... 208

Figure 4.63 Operational Processes ..............................................................................208

Figure 4.64 Weijinqin, The Fifth Series of Artworks “Dark Shadow”, Digital Print,

Size Variable, 2021 ................................................................................. 209

Figure 4.65 Photograph ...............................................................................................213

Figure 4.66 Mixed Print ..............................................................................................213

Figure 4.67 Draft Build ...............................................................................................214

Figure 4.68 Color Draft Analysis ................................................................................214

Figure 4.69 The Production Process .......................................................................... 214

Figure 4.70 Weijinqin, The Sixth Series Work “Transient Landscape No.1”,

Video, Size Variable, 2022 ......................................................................215

Figure 4.71 Screen Color Block Partition Diagram ....................................................215

Figure 4.72 Photograph ...............................................................................................218

Figure 4.73 Mixed Print ..............................................................................................218

Figure 4.74 Draft Build ...............................................................................................218

Figure 4.75 Color Draft Analysis ................................................................................219

Figure 4.76 The Production Process ........................................................................... 219

Figure 4.77 Weijinqin, The Sixth Series of Works “Transient Landscape No.2”,

Video, Size Variable, 2022 ......................................................................219

Figure 4.78 Screen Color Block Partition Diagram ....................................................220

Figure 4.79 Thinking about the Effect of the Exhibition Hall ....................................222

Figure 4.80 Weijinqin, The Sixth Series of Artworks “Transient Landscape No.2”,

Simulated Scenes, Size Variable, 2022 ................................................... 222



xxi

LIST OF APPENDICES

Appendix A Research Proposal Presentation Report



xxii

ABSTRAK

Waktu tidak pernah berakhir, sementara ruang diciptakan oleh penempatan objek

dan perubahan yang terjadi dengan gerakannya. Lanskap pada dasarnya mencakup

semuanya, berubah, dan bersifat sementara seiring berjalannya waktu. Kata “sementara”

berasal dari agama Buddha dan menunjukkan keadaan perubahan segala sesuatu di dunia,

yang mempengaruhi semua aspek aktivitas manusia dan lingkungan. Konsep upacara

minum teh Jepang yang melibatkan “satu periode, satu pertemuan” berasal dari Zen

Buddhisme Cina, yang telah melakukan eksplorasi mendasar tentang “sementara” dan

mengembangkan konteks filosofis untuk penelitian praktik studio. Berdasarkan konteks

filosofis transien dan dipandu oleh dua teori hubungan ruang-waktu, ‘endurantisme’ dan

‘perdurantisme’, penelitian ini menggabungkan metode observasi ‘tiga jauh’ Guo Xi,

simbolisme warna, dan Siklus Reflektif Graham Gibbs ke dalam praktik studio untuk

menyelidiki bagaimana hubungan antara waktu dan ruang dapat digambarkan secara

visual dan diubah melalui abstraksi lanskap. Studi ini mengandalkan pengalaman pribadi

bertahun-tahun dan konteks sementara untuk menghasilkan pemahaman pribadi tentang

kemungkinan hubungan ruang-waktu. Penelitian ini menunjukkan bahwa waktu

mempengaruhi keberadaan nyata ruang lanskap, menjadikannya bentuk abstrak dari

ketenangan, ambiguitas, atau perubahan (masing-masing dikonseptualisasikan sebagai

“membekukan momen,” “kabur sesaat,” dan "perubahan waktu"), sehingga memberikan

kontribusi baru bagi praktik studio.

PENGGAMBARAN VISUAL DAN TRANSFORMASI MASA DAN RUANG  

 MELALUI ABSTRAKSI LANDSKAP
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VISUAL DEPICTION AND TRANSFORMATION OF TIME AND SPACE

THROUGH LANDSCAPE ABSTRACTION

ABSTRACT

Time is never-ending, while space is created by the positioning of objects and the

changes that occur with their movement. Landscapes are essentially all-encompassing,

changing, and transient with the passage of time. The word “transient” is of Buddhist

origin and suggests the changing state of everything in the world, which affects all

aspects of human activity and the environment. The concept of the Japanese tea

ceremony involving “one period, one encounter” originates from Chinese Zen Buddhism,

which has conducted a fundamental exploration of “transient” and developed a

philosophical context for studio practice research. Based on the philosophical context of

transience and guided by two theories of spatio-temporal relations, ‘endurantism’ and

‘perdurantism’, this research incorporates Guo Xi’s ‘three distances’ method of

observation, color symbolism, and Graham Gibbs’s Reflective Cycle into a studio

practice to investigate how the relationship between time and space can be visually

depicted and transformed through landscape abstraction. This study relies on years of

personal experience and transient context to generate a personal understanding of the

possibility that spatio-temporal relationships. This research suggests that time affects the

real presence of landscape space, making it an abstract form of stillness, ambiguity, or

change (conceptualized respectively as “freezing the moment,” “instantaneous blur,” and

“time change”), thus making a new contribution to studio practice.
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CHAPTER 1

INTRODUCTION

1.1 Research background

The project connected to this practice led to an exploration of how the

relationship between time and space can be reinterpreted through the abstract

depiction of landscape to transform time and space, with a series of visual works

constructed concerning the relationship between time and space. This project involved

reinterpreting temporal and spatial relationships, interconnecting and contextualizing

the elements of “time and space” in an artistic practice that would culminate in a

series of related visual works.

Time is never-ending and irreducible, and Ono (2015) proposed the concept of

“Time and Place” in natural landscapes, with a particular focus on the spirit of a

moment. Landscapes are inherently all-encompassing but susceptible to the effects of

time. As time passes, natural forms or phenomena may split briefly, but they may act

in opposition to each other. Any natural place is a unique combination, ephemeral in

terms of the rate of change of the landscape, as well as transient and incoherent in

terms of the process of change and changes over time.

Figure 1.1 Transient Landscape, 55 cm x 63 cm, Guillaume Heber, 2015. Source:
https://guillaumehebert.com/TRANSIENT-LANDSCAPE

https://guillaumehebert.com/TRANSIENT-LANDSCAPE
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The term “transience” originates from Buddhism and reveals that everything in

the world is in a constant state of change. Whether material appearances or human

mental activities, all elements are fluid and changeable, and they do not try to settle

(Han & Yin, 2019). The world does not have a tree, flower, or leaf that is eternal.

With the transformation of spring into summer, autumn, and winter, trees and plants

change their growth form. If one examine one’s daily living environment, through the

catalyst of economic development, people have razed mountains to the ground and

filled the deep sea to make it shallow. Bulldozers have overturned bungalows so that

tall buildings have been erected and shopping malls have been built. All landscape

existence changes silently with the transformation of time. Given the ever-changing

natural landscape, how do human individuals capture and frame the relationship

between space and time in this transient landscape? How can they develop their own

interpretation and understanding (see Figure 1.2).

Figure 1.2 Example - Blossom Moment, Photo by Wei Jinqin, 2021

By observing and perceiving the world, one realizes that the individual’s

subjective consciousness changes from moment to moment, presenting a transient

stream of temporal consciousness (Su, 2018). In the process dominated by a personal

transient stream of temporal consciousness, to depict and transform time and space

through landscape abstraction by using all means detached from the real world of

exploration, each stage and moment is unique and unrepeatable. The flow of the mind

at this time presents a temporal transient, and the state of intersection with space is



3

also presented instantaneously. The irreducibility of this inspires personal and value

emotions in artistic expression, enabling a focus on the intersection of the “transient”

state of mind in time and the transient space of visual works, as well as an exploration

of its mode of presentation. An example of “transient” in nature can be shown by the

way a flower blooms (see Figure 1.3).

Figure 1.3 Flowers Blooming. Source:https://www.researchgate.net/figure/Flowers-at-
blooming-A-and-four-developmental-stages-of-flowers-B-1-flower-bud-

stage_fig1_368580572

Flowers blooming (A) and four developmental stages of C. tinctorius flowers (B): 1,
flower bud stage (petals are a little red); 2, flower bud stage (petals are more red); 3,
flowers bloom 1 d; 4, flowers bloom for 3 d)

1.2 Transient Forms-Depiction and Transformation of Landscape within

Time and Space

Philosophical context: in contemplating the natural world, the concept of

Transient Forms has emerged as a profound philosophical exploration of the interplay

between the temporal and spatial dimensions of landscapes. This philosophy is rooted

in the recognition that the world as we perceive it is not a fixed entity but a

perpetually shifting tapestry of colors, shapes, and textures (Bell, 2012). Transient

Forms encourages us to look beyond the surface, peel back the layers of time and
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space, and uncover the inherent impermanence and interconnectedness of all things

(Raxter, 2006; Galton, 2011).

At its core, the philosophy of Transient Forms draws inspiration from a

multitude of philosophical traditions, each contributing to a deeper understanding of

our relationship with the ever-evolving landscape.

Eastern philosophical influences: in the East, particularly in Zen Buddhism,

the philosophy of Transient Forms finds resonance with the concept of impermanence

(Anicca) and the meditative practice of mindfulness (Hu, 2018). Zen masters

encourage us to perceive the changing nature of reality so we can embrace the fleeting

beauty of cherry blossoms, the ephemeral ripples in a pond, and the shifting hues of

autumn leaves (Zhang, 2010). Transient Forms echoes the Zen admonition to live in

the present, for the present is ever-changing.

Wabi-Sabi esthetics: the Japanese esthetic of wabi-sabi celebrates the beauty

of imperfection and transience. It underscores the philosophy that objects and

landscapes acquire a deeper resonance when they bear the marks of time and the wear

of existence (Yang, 2021). Transient Forms adopts this perspective, regarding beauty

in not only the pristine but also the weathered, as well as in the transformation of

landscapes through erosion, decay, and rebirth (Whol, 2015).

Environmental ethics: in the field of environmental ethics, Transient Forms

reminds us of our responsibility to protect and preserve the landscapes we inhabit.

Recognizing the ceaseless alterations brought about by human activity, the philosophy
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calls for harmonious coexistence with nature and mindful consideration of the

consequences of our actions on the ever-transforming earth (Whol, 2015).

Existential reflections: Transient Forms invite existential contemplation by

emphasizing the transitory nature of life and the landscapes we traverse. Existential

philosophers such as Jean-Paul Sartre and Albert Camus have grappled with the

human condition in a world that constantly evolves, often in directions beyond our

control (Kamp, 2009). Transient Forms echoes the existential notion that meaning

must be derived from our own experiences within the ever-shifting backdrop of

existence.

In summary, the philosophy of Transient Forms transcends the boundaries of

cultural and philosophical traditions, offering a profound lens through which to

perceive landscapes. This philosophy urges us to embrace the impermanence of our

surroundings, recognize the intricate dance of time and space, and find deeper

meaning in the world’s transient beauty (Corner, 1992). Through this philosophy, we

are encouraged to engage with the landscape not as a static entity but as a dynamic

and evolving canvas, where the past, present, and future converge in a breathtaking

display of transitory artistry.

1.2.1 The Presentation of the Relationship between Time and Space in the

Context of Studio Practice - “Freezing the Moment,” “Instantaneous Blur,” and

“Time Change”

The Buddhist scriptures mention how “everything is changing and evolving,

everything in the world is transient” (Han & Yin, 2019). Using the philosophical

concept of “transience” as a backdrop, the studio practice employs Gibbs’s reflection
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system and Guo Xi’s three distant observation methods and color symbolism in

conjunction with the two theories of time-space relationship—Edurantism and

Perdurantism—to guide a series of practical exercises that progressively explore the

possibility of a time-space relationship as it relates to the practice. The relationship

between time and space is one of mutual integration and change. Without time, there

would be no space, and time contains the metaphor of space. Space has the attributes

of time, but time has an independent part, while the very passage of time presupposes

the attribute of transience (Galton, 2011). The fleeting interplay between time and

space is embodied in the artist’s studio activity, where they study, understand, and

work with the landscape. In natural landscapes, space changes over time, either

splitting or combining (Eron, 2006). It is true that in nature, landscapes are dynamic

and constantly changing as time goes by. Throughout three phases of practice, this

studio uses landscape abstraction to produce six series of artworks. Each of these

works of art are presented in three ways that illustrate three potential temporal and

spatial relationships as time passes: “freezing the moment,” “instantaneous blur,” and

“time change.” Through time, derived meaning precipitates from where and how one

is experiencing a space (Corner, 1992). The studio, on the other hand, is regarded as a

space of discovery and exploration for the artist. Here, they collect and select objects,

as well as research materials and experiences that resonate with each other and

provoke thought and reflection (Sjöholm, 2013). Dewey (1934) argued that

experimentation is not limited to the practice of the scientist’s laboratory workspace,

but that it is also part of the artist’s practice and growth, while the art studio is also an

art laboratory.

In the context of studio practice, when an art form takes shape and artists

explore new ideas and experiments, the studio is a space for reflection and exploration
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in which artists can engage intellectually, critically, and consciously with the work

and materials they are developing (Sjöholm, 2013). Among the acts of critical

thinking, reflection on experiences, phenomena, and the self is necessary. Through

reflection in the art studio, ideas and suggestions can be examined more deeply, while

doubts can be solved and realized. Thus, the studio is the space where the artist’s ideas

are materialized and formed (Sjöholm, 2013).

This studio practice, based on the two theories of spatio-temporal relationships,

“Endurantism”and “Perdurantism,” examines the presentation of spatio-temporal

relationships and considers the relationship between space and time in the landscape,

all within the philosophical context of transience. First, landscapes are the

materialization and concretization of time; they are continually being shaped and

reshaped, and the present moment and process are always present as transient (Bender,

2002). Time is a conceptualization abstracted from the experience of processes and

events, and through this conceptualization, we can assign properties to time itself that

form the basis of the metaphors used when discussing time (Galton, 2011). In nature,

everything has form, occupies space, and is susceptible to transient change over time

because the passage of time contains the property of transience (Agyekumhenel et al.,

2021; Galton, 2021). In the objective world, time and space are an organic and unified

whole, while everything exists in a certain time and space. In other words, there is no

space without time, and there is no time without space; they are the two basic

positioning frameworks (Mei, 2016). Bergson analyzed the relationship between time

and space, arguing that perception is the master of space, just as action is the master of

time (Brown, 2016). People often move in cyclical patterns in their daily activities,

returning repeatedly to the same places, and although the seasons recur and the same

places are revisited, neither are ever the same again (Bender, 2002). For Bergson, time
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and space are abstract expressions of the process of interpreting the “continuity of real

movement” in order to determine the starting point for action (Brown, 2016).

The space of the external environment stimulates perceptions and ideas about

the studio practice process, emphasizing emotions felt during the practice as well as

memories of different moments and intensities that merge and flow through the work

(Tretheway & Castleden, 2020). In studio practice, the body of the practicing subject

moves quickly, but the whole process is slow, suggesting an overlap of speed and

stillness in the paper’s encounter with the sometimes moving, sometimes static media

material while revealing the ability of fast and slow processes to coalesce, diverge,

and intertwine in ways that reflect the complexity of fluidity (Tretheway & Castleden,

2020). During the studio practice, encounters between mediums also provoke

reflections on the relationship between time and space (Leoni, 2020).

When artists are confronted with landscapes, the mind collides directly with

the image. It intercepts the moment when things exist and move, and the thought and

the canvas are simultaneously and instantaneously presented (Su, 2018). A spatial and

temporal relationship is hidden in the moments of the studio practice process and the

framing moments of the final picture presentation, where movement and stillness are

not absolute opposites but exist in varied combinations. Trethewey and Castleden

(2020) argued that by practicing the subject’s own mixture of repetitive action and

passive stillness, the experiences of overlapping and suspended movement echo the

patterns of movement explored in the work. Through the combination of encounters

between interstitial stillness and interstitial flow in practice, which are in harmony

with each other, time is materially embodied through hard encounters, where time is

no longer abstract or perceptual but practiced and formed into a work through a strong
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mixture of the rapidity and stillness of physical movement and materials (Tretheway

& Castleden, 2020).

The work deals with memory by representing a specific moment (real or

imagined), allowing the individual to temporarily experience “stillness” in order to re-

establish a relationship with subjectivity. In the work, the flow of images is

interrupted by moments of freezing, offering the audience a moment of stillness. This

moment is not a present in which to experience the flow of events but a “static”

present in which to visualize both the past and the future. The momentary stillness

embodied in the practice’s work is ontologically composed of still images and objects.

Images stimulate the viewer’s senses and make them think of movement that

encompasses the moment of stillness (Tirben, 2010). The aim is to reveal the hidden

moments that reflect the relationship between time and space in the present, whereby

the movement of artistic practice is captured in a frame that creates the illusion of

catching up with the flow of time, which ultimately constitutes the stillness of

“freezing the moment” at a certain point in time (Tirben, 2010).

The means of artistic expression are multidimensional; photography utilizes a

time-based medium. Snapshots are slices of time that can be directly represented in

images, while photographic practices change over time (Baetens et al., 2010). One

type of photographic visual effect of blurring and overlapping is produced by motion

blur, which occurs due to the camera shaking or the rapid movement of objects in the

scene (Tran et al., 2021). Motion is implied in the recorded image, while lines are

implied and the appearance of motion blur is a strong perceptual cue (Brostow & Essa,

2001). The repetition of elements in a photograph creates a sense of rhythm, which in

a static image depicts the illusion that objects in a scene have speed or movement

(Potmesil & Chakravarty, 1983). Imaging that presents illusions is caused by relative
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motion between the imaging device and the scene (Shen et al., 2019). Abstract space,

as constituted by imaging, is the antithesis of figurative space. It is a subjective space

that depicts the events and objects it presents through how one experiences them,

unbound by the strict visual hierarchies of representational space. Abstract space is

infinite and projects us into an imagined environment where the attributes of the space

can be utilized conventionally or manipulated and combined to create new meanings

of the information, contexts, and experiences that we desire (Mead & Pacione, 1996).

Throughout, time is fleeting and ungraspable (in the psychological self), yet also

graspable (Lefebvre, 2013).

By attempting to capture moments of constant movement in nature and thus

produce still images with dynamic motion, the work conveys psychological and

emotional states, as well as a sense of spirituality (Kim, 2006). This is also evident in

the philosophical sense, whereby the philosopher Slajov Zizek intended the term

“transient self” to describe the transience experienced in the mind through mental

transformations, emotions, and inner dialogue, as well as the experience of duality

through constant changes between mind and body (Monks, 2010).

According to Zizek, the ego and the subject overlap, as does each state of the

ego, thus embodying the spiritual elements of the body as well as the physical

elements of spirituality, such as phantoms (Zizek, 2009). By capturing and expressing

instantaneous images and introducing the time dimension into the work, the frozen

spatial image assumes the beauty of mutation (Su, 2018). At this point, the motion

blur created in the relative motion between the camera and the scene captures the

spatial image art created by the material medium of, for example, color and line. The

flowing motion blur in the photographic image is incidental to the transient nature of
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time. In the shooting process and with the ability of impressionist painters to quickly

observe and capture things by focusing on their appearance at the immediate moment,

through the intuitive activities of the original presentation, the momentary impression

obtained at this time contains the true dimension of time (Su, 2018). The photographic

image at the time of presentation illustrates the relationship between time and space:

instantaneous blur.

In the process of daily studio practice, time is metaphorized through images of

spatial movement, and all daily metaphors for the passage of time are based on visual

images depicting reality (Nyíri, 2009). As Tarkovsky claimed, time itself runs through

the shot, and the unique time that runs through the shot constitutes the rhythm of the

picture; the rhythm is not determined by the length of the edited sequence. A

circularly changing time stream is formed by countless moments superimposed on one

another (Su, 2018).

In terms of creative practice expression, video can be used to visualize rapidly

changing concepts and ever-changing states, while the means of video projection is

itself a transient medium (Monks, 2008). Video projection as a medium of art has

been a constitutive element in the creation, performance, and extension of events since

its early existence. This medium aims to draw the viewer into focusing on the fleeting

and dynamic space depicted “inside” the light-based image on the media screen

(Mondloch, 2014). The elements of “light, shadow, smoke and texture” in the image

scene in dynamic space have an interesting connection with time, and the images

appear to be moving, fading, and blurred forms that find a continuous surface in the

fictional moving image with a sense of time (Weng, 2011). Time and space are a
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unified whole. When the time element has changed, then the space element also

changes (Mei, 2016).

Video works present the relationship between color, time, and space in a

relatively new way, showing movement, fading, and blurred forms to create a

continuous movement of reproduced images guided by the subconsciousness of

personal improvisation based on the “Any Moment”. Such works involve searching

for a digital process that expresses the possibility of a relationship between time and

space in a painterly way (Weng, 2014). Weng (2014) argued that in the visual arts,

photography, painting, and video works are richly connected and influenced by

contemporary notions of painting and photography, thus creating the power of video-

cinema space’ to transcend the two-dimensionality of painting. The subconscious

improvisation of the art practitioners creates situations of “blurred colors, surreal light,

psychological time and uncanny space” (Monks, 2008). Through various media

(painting, photography, and video), artists seek to convey the relationship between

space and time more effectively, advancing their practice from “static generation” to

“time creation” (Mondloch, 2014; Weng, 2014). In the studio practice process, the

stillness of painting and photography extends to the flow of time, which is presented

in the video works and reflects the spatial and temporal relationship of multiple

transients superimposed on the temporal change of space under the presentation of the

“time change.”

According to the discussion above, this study is based in the philosophical

context of transience and is guided by the theories of endurantism and perdurantism. It

hypothesizes the existence of three possible spatio-temporal relations: “freezing the

moment,” “instantaneous blur,”and “time change,” as well as the basic characteristics

of each of these three modes of existence. Through these three modes of presentation
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of the basic characteristics to develop the studio practice and thinking. Adopting Guo

Xi’s Three Distances Observations, Color Symbolism and Graham Gibbs’s Reflective

Cycle, through landscape abstraction, the relationship between time and space is

constructed through three phases, so as to examine the three modes of expression

under the relationship between space and time, namely “freezing the moment”,

“instantaneous blur” and “time change”.

In the first phase of the studio practice, after three series of works practice,

respectively, the first series of black and white woodcut works, “High Mountains and

Flowing Water”, the second series of mixed prints works, “The State Of

Impermanence”, the third series of digital prints works, “The Shape of

Impermanence”.These three series are guided by the first theory of spatio-temporal

relationships, Endurantism. In Edurantism spatio-temporal theory,as the article

“Spatiotemporal = Spatial × Temporal” states, “The first [theory] takes space and time

as two separate domains, [the] so called “three-plus-one” dimensional approach. In

this view, the world is described as a sequence of snapshots, and the existence of an

object is described as an entity existing at a given time has a spatial location.This

theory emphasizes the spatial presentation of a particular moment in time (p.1-2).

These three series of artworks are based on the theory of spatio-temporal

relationship, Endurantism, relying on the philosophical context of transience, although

using different mediums of artistic expression, the final images reflect the still

landscape captured at a certain point in time, and these reflect the presentation of a

specific objective landscape space at a certain moment in time, which is a clear and

static existence. This depends on the momentary awareness and interest of the

capturer at the point when the objective landscape is presented. This can involve

capturing a specific time period, such as dusk or early morning, or objective things
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with the characteristics of the time, such as the objects typical of Chinese architecture

in the 1980s and 1990s (Eron, 2006; Su, 2018). In conclusion, through the studio

practice of the three series of works, a certain possibility exists in the relationship

between space and time, that is, the “freezing the moment”, which reflects the

relationship between time and space as a clear and static existence, and focuses on the

spatial existence of a certain moment, this practice phenomenon is in line with the

theoretical hypothesis of Endurantism, the theory of space and time.

Entering the second phase of the studio practice, the second phase of the

practice process is explored through the practice of two series of works, namely the

fourth series of photographs, Elapse, and the fifth series of photographs, Dark Shadow,

which are created under the guidance of the theory of spatio-temporal “perdurantism”.

In Perdurantism’s theory of space-time, as the article “Spatiotemporal = Spatial ×

Temporal” states, “The second view recognizes time and space as primitive and

captures continuous changes and processes as fluents, also called four-dimensional

approach. The state of the world is represented as an entity exists at a slice of

spacetime. This approach always couples spatial with temporal regions when

describing the fact of existence” (p.1-2).This theory suggests that objects extend in

time just as they extend in space, with both temporal and spatial dimensions.

The studio used photography as a means of rapidly capturing the landscape

and creating blurred and overlapping images to present in the fourth and fifth series of

works in the second phase of their practice. These works are based on the theory of

time and space, Perdurantism, and rely on the philosophical idea of transience. The

relationship between time and space reflected in this picture presentation emphasizes

more on the artist’s sensitivity to time as well as the swiftness of his movements,

emphasizing the quickness of capture, and the blurriness of the landscape space
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presented is the instantaneous moment of embodiment (Baetens et al., 2010; Tran et

al., 2021). In addition to the spatial blurring caused by the artist’s rapid movements

during the capture process, there is also the transient blurring caused by the movement

of the objective landscape itself, such as the swinging of the trees under a

windstorm.Through the practice of the two series of photographic works, there exists

another possibility of temporal and spatial relationship, that is, “instantaneous blur”,

and the “instantaneous blur” of the relationship between time and space emphasizes

the artist’s sensitivity to time as well as the swiftness of the shooting action (Tran et

al., 2021).The dynamic presentation of the blurring and overlapping of the work’s

images implies the relationship of time, the simultaneous dynamism of time in the

deformed and blurred spatial forms. This practical phenomenon is in line with the

theoretical assumptions of the spatio-temporal theory Perdurantism.

Guo Xi’s Three Distances Observations, Color Symbolism and Graham Gibbs’

Reflective Cycle are used throughout the studio practice. Entering the third phase of

studio practice, summarizing and reflecting on the experience of the first two phases,

maintaining the foothold of personal artistic language innovation. Based on the

philosophical context of transience and supported by the theory of Perdurantism, the

third phase of the studio practice is explored through the use of a combination of

traditional printmaking and digital photography to derive a new medium of

expression.The artist strives to be innovative in the process of practice, through the

change of media means, combining traditional printmaking with digital photography,

resulting in the audio-visual work “Transient Landscape”.This series of works

presents the relationship between color, time and space, the works present movement,

fading and blurred forms, according to the theory of time and space Perdurantism,

guided by the subconscious of personal improvisation to create a continuous
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movement of reproduced images.This “time change” refers to the landscape space

appearance in the passage of time changes at any time, this time is any time of the

time, the space is changing all the time (Mei, 2016).“The relationship between time

and space embodied in “time change” emphasizes more on the characteristics of

constant change and irreducibility (Mondloch, 2014; Mei, 2016). The spatial and

temporal relationship presented in this series of works is a visual representation of the

blurred changes in space produced by the passage of time. The phenomenon of

landscape blurring triggered by the passage of time implies an element of time, and

the dynamic nature of the video works themselves also implies temporality, as the

video medium is itself a temporal medium, which shows that the phenomenon

practiced in the sixth series of works is in line with the theoretical assumptions of the

spatio-temporal theory Perdurantism.

As can be seen from the above, under the support of the two theories of space-

time relationship, Endurantism and Perdurantism, and relying on the philosophical

context of transience, this research applies Guo Xi’s three distances observation

method, Color Symbolism and Graham Gibbs’s Reflective Cycle throughout the entire

studio practice, and produces six series of artworks after three phases of practice,

which ultimately examines three possibilities in space-time relationship, namely.

“Freezing the Moment”, “Instantaneous Blur” and “ Time Change”. The three forms

of presentation—“freezing the moment,” “instantaneous blur,” and “time change”—

are all forms of spatial expression of the landscape produced by the passage of time.

Through these three modes of expression that reflect the relationship between time

and space, the transient state of momentary stillness is obtained, and the momentary

visual illusion of blurring and overlapping is captured, as is the transient rhythm that

reflects the changing nature of the entire landscape.
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1.3 Issue Statement

In the Mahāparinirvāṇa Sūtra, it is asserted that the objective world is

characterized by impermanence; nothing is eternal or unchanging. Over time,

everything is transient (Dharmakṣema, 5th century). In Buddhist scriptures, time is

regarded as continuously flowing, with each moment being unique and unrepeatable.

The concept of transience illustrates the fluidity of time and the non-static nature of

events. Each moment is new, and time itself serves as a medium through which all

phenomena in space transform. This phenomenon provokes contemplation and

stimulates inquiry into the relationship between time and space.

In the realm of art, numerous artists over the years have embarked on diverse

explorations of the domain of time and space. Inspired by the concept of transience,

they have depicted transient landscapes through various media and techniques.

Practicing the concept of transience in their works, they have employed it as a

fundamental principle to organize their creations, reflecting individual perspectives on

the transient world. These ideas have been proposed by artists from different creative

disciplines and industries. While exploring transient phenomena within the context of

time and space, they have not delved into specific and in-depth analyses of the

phenomena of “freezing the moment,” “instantaneous blur,” and “time change”

existing within the framework of time and space relationships.

This studio practice, informed by years of attendance at live exhibitions and

extensive literature reading, employs landscape abstraction methods to describe and

transform time-space relationships, gradually developing a cognitive understanding of

the various potentialities within such relationships. The study reconsiders the

relationship between time and space, exploring through a series of artistic practices



18

how to present time-space relationships through landscape abstraction and

contextualize them.

This studio practice is based on two theories of time-space relationships,

Endurantism and Perdurantism, within the context of transience. The process of

artistic practice involves a progressive rational exploration to understand and study the

issues, using diverse media to gather inspiration for creation, in order to express the

potential relationship between time and space. Ultimately, the practice identifies three

potentialities of time-space relationships: “freezing the moment,” “instantaneous

blur,” and “time change.”

The aim of this studio practice is to explore the three potentialities of transient

manifestations in time-space relationships: “freezing the moment,” “instantaneous

blur,” and “time change,” as well as the fundamental characteristics and impacts of

these three potentialities. Through the application of traditional printmaking,

photography, and video techniques, transient phenomena under the framework of

time-space relationships are abstractly represented through “staged freeze-frame

depiction,” “rapid capture,” and “momentary change.” In this studio practice, artworks

are created through a combination of on-site sketching and creation, with the

realization process progressing through stages of exploration.

The studio practice undergoes three phases, each representing an exploration

of the time-space relationships hidden beneath the manifested phenomena of the

artworks. The artworks in the first stage exhibit characteristics of stillness and clarity,

while those in the second phase feature qualities of blurriness and dynamism. The

third phase is characterized by motion and change. These three practice phases

achieve a visual balance through the forms of clear still images and dynamically
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changing videos. In the studio practice, the final imaging characteristics of the

artworks constitute strong support for the study of transient manifestations under time-

space relationships. They not only demonstrate the diversity of transient existence

within visual arts, but also serve as a reminder that everything in the world is transient.

1.4 Research and Objectives

Within this practice, the leading project aimed to explore how the relationship

between time and space can be depicted and transformed through landscape

abstraction; reinterpret this relationship; and construct a series of visual works that

reflect the relationship. To achieve the research aims, the following objectives were

developed:

1. To identify the relationship of landscape in association to time and space

through personal experience.

2. To construct images of the personal experience that could represent the

relationship between time and space through landscape abstraction.

3. To contextualize the relationship between time and space within landscape

and personal experience.

1.5 Research Questions

To ensure that the research objectives were achieved, several research

questions were developed. Intended to reflect the importance of the subject being

researched, these questions are as follows:
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1. How can the relationship of landscape in association to time and space

through personal experience be identified?

2. How can images of the personal experience be constructed that represent

the relationship between time and space through landscape abstraction?

3. How can the relationship between time and space be contextualized within

landscape and personal experience.

1.6 Project Outline

This research project was constructed using multiple means of expression

through black and white woodcuts, mixed prints, digital prints, photography, and

video. This mainly stemmed from personal practical experience which, combined with

the research direction of the studio practice, gradually aided the examination of the

means of research exploration in line with personal practice habits. These research

means contribute to the establishment and identification of a personal artistic language,

as well as the development of a progressive exploration of practical research. The six

series of works created during the studio practice depict and transform temporal and

spatial relationships through landscape abstraction. The artistic practice of studio

research aimed to investigate how to identify the relationship between time and space

in personal experience; contextualize this relationship within the interrelationship of

personal experience; and construct images of the personal experience that could

represent the relationship through abstraction.

The relationship between time and space is a source of inspiration for artists to

create art. In studio practice, this relationship is not only a reference, but also an

ongoing source of inspiration for studio practice. Through studio practice, new forms
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of creative expression are explored to gain more comprehensive understanding of this

relationship.

This study starts with traditional prints and uses abstract landscapes, citing

elements such as mountains, flowing water, and trees. The means of creation practiced

in this studio include traditional prints (black and white woodcuts or mixed prints) and

digital prints, as well as visual artworks such as moving videos created through a

combination of traditional and digital prints using computer software. Each series of

works produced by this studio practice was designed to embody the relationship

between time and space to achieve the depiction and transformation of these two

aspects in the abstract means of landscape. Guided by this concept, one can often

observe and experience the changes in the landscape produced by the passage of time.

Thus, the temporal and spatial relationships depicted in terms of context and visual

organization are associated with personal experience.

The aim of the overall artwork in this project is to present an immersive

exhibition effect. Among the six series of works, the first, second, and third groups are

two-dimensional wall works, while the fourth and fifth groups use special materials

such as high-grade photographic paper, Plexiglas, and silk objects to attempt various

conceptions of presenting the works. The sixth group of works is presented as

dynamic video, and the project is implemented in a large exhibition hall with

supporting equipment such as slide projectors, as well as sound and video equipment.

The studio practice was completed by the creation of these series of works.

Phase I: Understand the concept of investigating the relationship between time

and space through the production of traditional black and white woodcut prints and
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mixed prints. Through the production of numerous works, their characteristics are

explored in the process of studio practice, and landscapes that embody the “freezing

the moment” of time and space are analyzed. Meanwhile, this concept also guides the

practice of observing and experiencing the changes in the landscape that result from

the passage of time. Digital prints are produced using Photoshop software to re-edit

the traditional “state of impermanence” prints to form “shape of impermanence”

digital prints in various combinations of forms. These constituted digital prints that

reflected the “freezing the moment” of time and space.

Phase II: In the second phase of studio practice, photography is utilized to

focus on the effect of instantaneous capture, thus forming a transient landscape and

embodying the spatio-temporal relations in “instantaneous blur.” Focusing on the

accumulation of creative materials in this stage, experiencing the inner form of spatio-

temporal relations during the shooting process, and expressing them quickly and with

agility, a series of digital prints were finally constituted.

Phase III: Combining traditional (mixed prints) and digital prints (photography)

through computer software to create digital prints, as well as adding musical and

dynamic elements to form video works in the “time change” mode to reflect ther

elationship between time and space.

In the final section of the exhibition display, the focus is on how to display the

traditional prints, the choice of materials and spray-painting methods for the digital

prints, as well as the effects of displaying dynamic videos in the exhibition hall. This

ultimately forms an immersive viewing mode reflecting the relationship between time

and space.
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1.7 Scope of the study

This studio research is based on the transient philosophy of the Japanese tea

ceremony “one period, one encounter,” in which one feels the transient phenomenon

of everything in the world in one’s daily life. In this study, through the studio practice,

the relationship between time and space is revalidated, while through the creation of

many artworks guided by the concept of transience, this relationship is finally

interpreted into three modes: “freezing the moment,” “instantaneous blur,” and “time

change.”

The study of landscape has always stimulated the artistic outlook and creative

human thinking. In this studio practice, the landscape that presents the relationship

between time and space was captured through intuition, and this relationship was

examined by producing many artworks. The study involved analysis from not a

geological but rather a creative point of view through the application of art by the

subjective human consciousness.

This research aimed to explore the relationship between time and space;

discover through artistic practice activities the presentation of landscapes that conform

to this relationship; and apply traditional means of printmaking (black and white

woodcuts and mixed prints) and digital printmaking (photography) and audio-visual

dynamic works in an important artistic exploration under the broad concept of

landscape abstraction. This studio practice was used to explore the various possible

relationships that exist in the interplay of space and time while drawing on the artistic

ideas and creative techniques of other artists who have used multiple media in their

practice, as well as the overall effect of the exhibition.
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1.8 Limitations of the Study

In this studio practice, the relationship between time and space is depicted and

transformed solely through the means of landscape abstraction; this is the main

limitation of this practice project.

1.9 Research Significance

The research significance of this studio practice is the exploration of the

relationship between time and space through landscape abstraction, as well as gaining

the group’s attention in a specific temporal and cultural context.

In this practice study, the relationship between time and space is always

reflected in the landscape, so it represents the ubiquitous changes that occur in the

landscape. Previous artists who created works based on the concept of time and space

relationships include not only those working in the direction of photography but also

those using raw materials such as gunpowder to create art and those using artificial

intelligence to combine traditional painting to create “Transient” landscapes reflecting

the relationship between time and space.

However, in this studio practice, a different perspective is provided, while the

philosophical concept of “transient” is examined through the relationship between

time and space in the Japanese tea ceremony culture of “one period, one encounter.”

During this studio practice, one feels and builds a sense of synesthesia with it,

realizing that each painting and moment in the art-making process is irreducible and

transient. This perception coincides with the philosophy of “transient” in the Japanese

tea ceremony culture of “one period, one encounter.” As a result, many visual

artworks reflecting the relationship between time and space are produced in a series of
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