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Everything starts with lockdown. 
Or should I say, lockdown makes everything clear. 
 
At the beginning of quarantine, unlike some of my friends who went back to their home 
countries, I was not panicking. On the contrary, I felt quite relaxed, it was a release from a 
tense schedule. I had lots of energy because of the reorganisation of my daily life, getting up 
around 9 am each morning, enjoying the sunshine as it spilled into the living room as I started 
to do my work. However, my mental status subtly changed from April, the second month of 
lockdown, because the entire lockdown situation seemed to be lasting forever, with no one 
knowing when it would end. Panic and anxiety struck me occasionally, when it happened, I 
couldn't stay in the flat for a single second, I was desperate for fresh air. I realised that my life 
gradually lost balance just like John Dewey indicates in his book Art as Experience, "every 
need, say hunger for fresh air or food, is a lack that denotes at least a temporary absence of 
adequate adjustment with surroundings ." (Dewey, 2009) 
 
I believe the world is constructed by dynamic experiences. Through interactions with the 
human, non-human, or the wider environment, it is an effective approach to adapt all the 
difficulties and conflicts, then turn into the harmony status once again, which in fact, gives 
original life a further meaning (Dewey, 2009). My recent practice, ‘The Path of De-anxiety’ 
was a regular walking route I was taking during quarantine, from Fountain Park to a beach in 
Granton. The first time I went to the beach was on a sunny day in April, there were not many 
people on the beach. Somehow, I felt a release sitting on the beach for a while. Since then, 
every time I felt suffocated and needed to escape the oppression of isolation, I would walk 
from Edinburgh's urban area for an hour and a half to this beach, adjust my mood, and then 
set off on my way home. 
 

  
On the way to the beach in Granton 

 
For me, whenever panic strikes, my mental status starts to lean on the negative side, going 
for a walk to the beach makes me feel at peace again. When I was walking, I could feel my 
body changing; the muscles of my shoulders and legs turned stiff and sore due to long-term 
exercise. Something happened. Just like Marina Abramovic describes her performance, when 
my body was changed, my feeling was also affected by duration, and suddenly, the perception 



and reality become different. (Abramovic, 2009) The most amazing thing happened after the 
long walk, my daily accumulated anxiety was eliminated, step by step. 
 
If time is the unit of anxiety, it takes 4 hours to eliminate each anxiety strike by continuous 
walking; if quantified by distance, then my anxiety can actually stretch for nearly 14 
kilometres. In fact, when I returned home, I am still the person I was, there is no difference 
between me and the person I was 4 hours ago. The final output of this practice is very little, 
people can't even see it because it is about psychological adjustment. This is a change under 
the skin; however, it is not an idea floating in the air. In Francis Alÿs work Paradox of Praxis, 
she believed to make something is really to make nothing, but to make 'nothing' is not really 
doing ‘nothing’. Nothing changed, yet, everything changed. 
 

 
Walking along the beach 

 
 

*** 
 
 
Nothing changed. 
Yet, everything changed. 
 
In 2019, I was taking a course called Environmental Humanities, which gave me a rich and 
wide grasp of environmental issues. One of the words that we discussed very often in class 
was Anthropocene. The Anthropocene is a complicated concept, which refers to a 
controversial era of mankind and all the human intervention that we can find in geological 
records. After I read papers on the subject, an idea came to me: why not let nature speak for 
itself? How can we place discourse back into nature? 



 
This led me to invent an experiment, I put a big piece of paper in the Johnston Terrace Wildlife 
Reserve for two weeks, I observed and documented the changes on the paper during this 
period of time. Almost nothing happened to the paper in the first week, nevertheless, the 
result was something I couldn’t expect. The piece of paper, the symbol of human intervention, 
had somehow disappeared seven days later. The only thing left on the wall was the hemp 
rope I had used to hang the paper. The whole thing seemed to be back at the beginning as if 
nothing had ever happened. In this sense, I didn’t take the disappearance of the paper as a 
failure, but it did give the experiment an entirely new meaning: sometimes doing something 
leads to nothing. 
 

 
The (missing) Anthropocene, 2019 

 
The experiment was designed to discover the possibilities of human intervention within the 
natural environment, the irony was that eventually nothing was left. When human beings 
hold the right to discourse, we talk about the Anthropocene and use other complicated words 
to show how powerful we are, and this enables us to manipulate the landscape. We even own 
a geological era, which currently exists in a much shorter time frame compared to other eras.  
 
The first time I went on a field trip to Black Wood of Rannoch, I repeated this same experiment. 
I put a few papers in the Black Wood with a different paragraph of text taken from the 
introduction of “Anthropocene, Capitalocene, Plantationocene, Chthulucene: Making Kin,” 

written by Donna Haraway. One month later, when I went back to the Black Wood again, 
those pieces of paper were still there, for me, this result was more predictable. The forest did 
leave its trace on the papers - leaves, seeds, dust, frost, and water covered the words so that 
I was no longer able to read the article clearly. I brought back the papers and exhibited them 
as proof of the action in the Black Wood and how was time was fixed on the paper. Knowing 
that everything under control was reassuring, for some reason. Perhaps I am used to living a 
one-sided experience. 



 

     
 

     
The experiment I did in the Black Wood 

 
 

*** 
 
 
’envelop’ was the group exhibition that responded to the field trip in the Black Wood. This 
precise title revealed the artists’ different experiences in the Black Wood whilst hinting at 
something subtly covered and surrounded. This title relates to my work because when I knew 
that I must be inspired in a completely unfamiliar wild landscape and produce a work of art 
after this purposeful journey, I was covered by my anxiety. 
 
In the Black Wood, my senses were taken away and I could not hear birds’ singing or water 
flowing, there was a noise in my ears continuously getting louder and louder, keeping me 
away from the surroundings. Likewise, I could not see things clearly because I felt like my eyes 
were covered by an invisible curtain. So, I started to collecting materials and taking pictures 
at random, instead of feeling the surroundings. Doing something helped me to distract from 
helplessness and release my pressure. After a month, I went back to the Black Wood again, 
telling myself to think of nothing and embrace the feelings I had in the moment. Things went 
better actually, I just spent most of my time sitting in the middle of the forest, drifting off. 
 



As a result, I replicated how I felt during the whole journey, in a completely dark space with 
an artwork titled '(in)secure shelter'. I hung numerous hemp ropes inside of the room, which 
represented the texture of the forest and the psychological entanglement I experienced. The 
different densities of ropes imitated the sense of space between various plants in the woods. 
I sprinkled brook water, that I had brought back from the Black Wood, on to the ropes to 
simulate the humidity in the Black Wood. Loss of vision in a dark space can lead to the 
magnification of other senses, for example, the sound of stepping on fallen leaves and 
pinecones becomes more noticeable for some people. Because people cannot see, a kind of 
fear in an unknown environment created the discomfort that I wanted to convey. 
 

  
The documentary of ‘(in)secure shelter’, 2019 

 
While I was walking in the Black Wood, the sense of time was slowed down. Fear of this 
unfamiliar environment brought me an unprecedented focus on how to survive. I paid extra 
attention to the vegetation, hydrological environment, undulating terrain, and so on; 
otherwise, I would have fallen into the mud or got stuck in the endless bushes. Every step I 
took had to be extremely careful, not to sense the environment but to live, which made me 
feel that time was passing very slowly. When I turned the experience into the work '(in)secure 
shelter', interestingly, a friend of mine told me that she felt the opposite of how I felt about 
time. My friend said that she was too scared and felt that time had been accelerated 
considerably when she stayed in the dark room. She thought she had stayed at least half an 
hour until she ran out of the room because she couldn’t stand it. However, according to her 
friends waiting outside, the time that had actually passed was less than a minute. 
 
 

*** 
 
 
When I’m walking in Edinburgh city, I sometimes think of Lucy Lippard and how she described 
the relationship between a city and the people that live in it. The basic premise is that space 
is not a neutral container or void within which social interactions take place, but rather an 
ideological product and instrument in itself (Lippard, 1997). Space is not a neutral container. 
Space itself is a product and tool produced under a specific ideology, but it is constantly 
interacting and building up relationships with the elements living in it. These elements can be 
information, commodities, or human beings ourselves. Various elements from different 
cultural contexts have come to space, which drives the flow and also gradually implements 



the homogeneity of the space. Life experience continues to accumulate in the space, which 
in turn will affect people's sense of belonging to a certain place and a certain culture. 
 
As an international student, although many people I met in Edinburgh were very kind and 
friendly, I still couldn't believe from the bottom of my heart that I belonged to this place. From 
my perspective, the distance between people is often incredibly wide. Whether its living 
habits, language, or the topics of daily conversation these things are all so unfamiliar to me. 
In the collectively created short film ‘Displaced’, we found out that there are many creatures 
that live in Edinburgh city, forming an emerging ecosystem, which is not the original habitat 
that they belong to. All the living creatures and plants are found in and between various 
artificial landscapes: moths in mugs, grass between tiles, and humans themselves. 
Throughout the film is a piece of rhythmic music that emulates up our (the artists) emotions 
in relation to the experience of living in the city, as Gilles Ivain indicated that “the districts of 
this city could correspond to the whole spectrum of diverse feelings that one encounters by 
chance in everyday life.” (Ivain, 1953) Life is an intriguing large-scale experience, but when 
the space we observe is enlarged to the size of a city, sometimes we are too immersed in it 
and it can become easier to ignore its meaning. 
 

  
Stills of ‘Displaced’, 2020 

 
 

*** 
 
 
On a lovely Saturday afternoon in March, a chair and two mirrors were put in Johnston 
Terrace Wildlife Reserve, a private garden in the middle of a long set of stairs towards to 
Edinburgh castle. This installation was my experimental artwork, ‘here/there’, an experiment 
in re-thinking heterotopia where I invited the public to sit on the chair and join the thinking 
process which I had done in the garden. Mirrors are the symbol that Michel Foucault refers 
to in the concept of heterotopia, "it functions in the respect that it renders this place that I 
occupy at the moment when I look at myself in the looking glass at once absolutely real, 
connected with all the space that surrounds it, and absolutely unreal.” (Foucault, 2008) 
 
In my first experience of visiting the garden I felt confused, because the place was called a 
wildlife reserve, but it was located right in the city centre. I didn't feel like the place was quite 
natural from first sight, then I realised it is something in between, between natural and urban, 



ideal and reality, utopia, and heterotopia. A wildlife reserve is an important but vulnerable 
oasis, continuously reminding people of what natural environments should be while the city 
is over-developed. Perhaps people duplicate many green spaces in cities to show that we still 
value nature, we still value the wildlife reserve like a utopia, a beautiful and unreal place exists 
in our ideal, but we never really immerse ourselves in it. ‘here/there’ had two main purposes, 
one is to invite people to sit down and look around, seeing themselves actually being in a 
natural environment for a while through the mirrors.  The other is to re-think the utopia in 
front of us, in the mirror, and in our imagination. 
 

  
The documentary of 'here/there' 

 
The concept of ‘here/there’ is to extend the meaning of duplication and reproduction of the 
"wildlife reserve" and the relationship between humans and nature through collective 
experiences. Sitting in the chair, participants gave their willingness to share a period of time 
with me and the idea that I put in the artwork. When they looked in the two mirrors, just as I 
did, we shared the same experience together across time. If I merely put a chair in the spot 
and told people the concept, it would not have been as compelling as inviting them to sit in 
the chair in person, this is similar to Dewey's idea that "Experience in the degree in which it is 
experience is heightened vitality." (Dewey,2009) The presence and participation of audiences 
are important elements in the process of the artwork, not only as viewers but also as thinkers 
(or makers). 
 
 “... [G]enerally we make installations which stand for the place and as a meeting ground for 
discourse.” Furthermore, from the moment we, as creators, transfuse the concept into the 
work and present it to the audience, the role of the creator does not seem to be so important 
anymore, the audiences start to participate in the generation of our works, and gradually has 
the power to interpret the works as well.” (Kester, 2010) 
 
This brings me to my collaborative work with Hsin Shyu, an artist who has graduated from Art, 
Space & Nature, we discussed the subtle relationship between artists, works of art and the 
audiences through our practices. 
 
Tzu:  …This attempt has a similar concept to my previous work, here/there, (in)secure 

shelter, or even your performance in your solo show. As creators, we have spent a 
period of time in a specific location, shared an experience with other people, and 
transformed it into an artistic language to present it… (Dialogue: DAY5 (24 July), 2020) 



 
Hsin: …I believe in the theory (or attitude) of "the death of the author" very much, but I 

found that while making this kind of work that requires audience participation (even 
if just watching), I seem to have transformed the idea of "the death of the author" into 
"the audience is the author", at least co-author… (Dialogue: DAY5 (24 July), 2020) 

 
Tzu: …I have another thought about the saying of "the death of the author." I always feel 

that the fracture in the relationship between the work and me happened in the earlier 
stage. When I involve in my work, doing something repeatedly (for example, walking 
or recording changes in apples), my original creative concept has gradually separated 
from me as a creator and poured into my work. At the same time, I will also feel that 
my enthusiasm goes as time flows, and in the end, there is only "waiting" itself, waiting 
for the work to grow into what it should be, like giving birth to a child… (Dialogue: 
DAY6 (25 July), 2020) 

 
 

*** 
 
 
During the quarantine, I tried hard to keep healthy and get along with my anxiety and I 
thought reflectively on the deviation of human beings' self-righteous "civilization". ‘Apple 
Calendar’ was inspired by the healthy diet I had when the lockdown began. Since we have to 
stay at home and there are no restaurants open, I cooked every meal on my own. I was 
reminded of the idiom “an apple a day keeps the doctor away,” this led to my plan to keep 
my body in good shape. The apple inherits the nutrients of nature, becoming the key to 
maintaining people's health. I become healthy after eating apples while the apple core decays 
day by day, eventually leading to the end of its life.  
 
This cycle is the fundamental law of life, new-born, growth, decline, and demise, and then the 
arrival of new life again. People counted the days, as usual, day by day, hour by hour, and 
made every effort to keep the mind and body above a certain level during the quarantine. If 
an outsider happened to look at the way we are living, one could say that this is an ordinary 
day-to-day life. However, dramatic words like 'survive' was never exaggerated. 
 

 
Apple Calendar, 2020 



 
Tzu: …Years later, maybe everything that happened in 2020 including the lockdown over 3 

months (or even longer), can also be regarded as a collective art practice on a global 
scale! (Dialogue: DAY5 (24 July), 2020) 

 
Hsin: …This lockdown is definitely a huge artistic practice, in which there are really so many 

things that can be discussed, enormous, chaotic, and real. While the lockdown is 
gradually loosened, people have begun to forget. The memory of lockdown in their 
minds will gradually become thinner over time. Long after, we may only connect this 
term to something we want to remember but the real situation is not necessarily so 
in line with the situation, and this seems to be an important part of this artistic 
practice… (Dialogue: DAY5 (24 July), 2020) 

 
I often secretly rejoice that I have my flatmate, Hsin Shyu, to keep me company and talk to 
me during this global quarantine in 2020. Not only do we share daily conversation, including 
the anxiety and loss under the COVID-19 pandemic, but we also share and discuss our artistic 
inspiration and ideas. Although we are flatmates, the time we meet every day is not as long 
as imagined. The reason is that our daily routines are different: I am used to working during 
the daytime, waking up before nine in the morning, and falling asleep at midnight; Hsin Shyu 
usually sleeps until the afternoon and then goes to bed near dawn. We share the space of this 
flat but feel completely different about it. This was the initial idea of the work "Dialogue: From 
Time to Time". 
 
Although we live close, we also live far away from each other in a sense, therefore writing 
letters is an old school but suitable way of communication across the boundaries of each 
other's lives. A week before I moved out of this apartment, we started a seven-day 
correspondence. The moment we put the letter on the bulletin board, the trajectories of our 
lives interestingly overlapped. 
 
 

*** 
 
 
Experiences are dynamic.  
The meaning keeps changing in process.  
 
As Mark Twain said, "Humor is tragedy plus time." The after effect of the same drama or the 
same punchline would be completely different as long as you give it some time to settle and 
filter. ... Perhaps, I enjoy the possibility of random triggering in the process more than the 
result. It feels like we can open parallel universes at some point! (Tzu, Dialogue: DAY4 (23 
July), 2020) 
 
Over the past year, most of my work discusses the process by which organisms consciously 
perceive the world around us. I always believe that since the artworks are shown in front of 
the public, some part of my work is no longer attached to me, but a shared experience which 
belongs to everyone. What is more, the fracture in the relationship between the work and 
me happened in an even earlier stage. When I’m in the process of creating, my original 



creative concept has gradually separated from me as a creator and poured into my work. I 
have spent a period of time in a specific location, shared an experience with other people, 
and transformed it into my own language to present it. In the end, there is only "waiting" 
itself, waiting for the work to grow into what it should be. For me, the most intriguing part of 
an art experiment is the diversity of the process and the uncertainty of outcomes, unlike 
scientific experiments, in which you have to control each variable strictly because it will affect 
the reliability and validity of the experiment. Reviewing my former approach, I usually give 
one simple instruction to my works, and then embrace the result regardless of what 
happened in the duration spontaneously. 
 

 
Stills of ‘Smoking is not the Aim’, 2020 

 
The short film ‘Smoking is not the Aim’ is an appropriate example to explain how although 
there is one creator of the work, there will be various perspectives of it. The film shows that 
time develops linearly however the meaning does not. The moment when the cigarette is 
alight, the words will shorten between inhale and exhale, and the meaning will change. 
Audiences witness and are involved in the process through the video recording, they will be 
able to interpret the lyrics printed on the rolling paper in various ways. The experience 
contains multiple possibilities of random triggering, which can be seen in the dynamic 
meaning of a shortening sentence. 
 
In the end, change and decline are not just the processes of making the work, but an 
indispensable part of the work, or even the work itself. In Andy Goldsworthy’s work, we can 
also see that his installations change, disintegrate and even disappear over time, but the 
concepts become more powerful and complete. (Andy Goldsworthy, Terry Friedman, 2008) 
In my opinion, to transform the process into a unique and faithful presentation to audiences 
is the way in which the creator interconnects with people, the environment, the world, and 
the era. 
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