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“Time is a component quantity of various measurements used to sequence events, from the 
past through the present to the future, to compare the duration of events or the intervals 
between them. Time is often referred to as the fourth dimension, along with the three 
spatial dimensions.”  
—Wikipedia  

Time is seen as a component quantity of the physical world, an objective existence of sequential 
relation as well as another dimension of the real world. Today everything exists based on time, a 
logical and physical property that de nes objective existence. All forms of art, such as painting, 
photography, installation, and sculpture, take time to materialize: the creative process of these art 
forms takes time and it takes a gradual process for the artworks to come into existence. That is 
something we can easily grasp. Time based art, however, refers to those artworks that 
overwhelmingly manifest the property of time, such as video, lm, and real-time computing. The 
reality that is being recorded or imitated by time forms a massive accumulation of virtual time 
streams and the realities of their physical properties. Time based art as well as the time that art 
goes through in general can be seen as periods of time that human beings go through under 
different circumstances. The former can be seen as “the other time” realized through observation, 
whereas the latter is the actual time that human beings experience. Art cannot only create space, 
but can also create time. 


When we come to appreciate an artwork, we might be attracted to its image or the space that it 
presents, the message that it tries to convey, its technique, aura, or cultural context. The 
spectator also experiences the stories and experiences of the artist. If all of these qualities are 
based on imagination (completely or in part) then this artwork does not belong to the designation 
of time based art; it is merely an actualization of art that has gone through time. Time based art 
provides an experience beyond our imagination because of its series of images; every image can 
be seen as a work that has gone through time, and together they construct a continuous work. 
Imagination is not removed as a result of that process, but is here acting as a continuous series. 
Time based art expands the possibilities of these artworks and allows time to become a yardstick 
for these sequences. 


The relations that this yardstick measures can be seen as aggregates of the specific media – such 
as video installation, video performance, and video painting. The other relations can be shown 
through the speci c format that is used to display the work – such as in the cinema or on multiple 
screens. This yardstick in time based art can also be seen as an extension of traditional art forms, 
such as painted ceilings, panoramas, perception, psychotherapy, and illusion – these can all nd 
particular media to exploit in time based art. Given the format of a series of images, the world that 
is depicted is endless as it mimics the image in a three-dimension world and this simulated reality 
is omnipresent. 


From image, to moving image, to computer-generated worlds; when one contemplates the 
possibility of watching, one sees the concurrent existence of virtual reality and the real world as 
both being a part of reality. For instance, someone can be both playing video games while 
simultaneously talking to his friends and communicating with his electronic pet. This kind of 
complexity has not been properly addressed; human beings seem to have the capacity to handle 
this sort of complexity—or to overcome the issue of time—for our senses do not ultimately come 
up with a time sequence and it is very difficult to depict a progressing world in search of memory. 
The image hanging on the wall, incidents, and sounds are just like scenes in our dreams, or a 
particular scene in a movie. Does watching a lm carry the same kind of implication? Do the 
moving images really present the correct time sequence for a particular moment in the past? 


If (based on what one’s eyes can see) imagination can be assigned a particular logic, when these 
logics exceed the sequence of reality, does this expand the possibilities of human beings’ 
understanding of the world? Everything is dynamic, out of sequence, or even de-temporalizing. 



This is part of the enjoyable experience of watching time based art; it is a kind of creativity that is 
based on internal experience and external activity. 


“Time is a concept that exists in the human mind to describe certain things’ degree of 
change. It should not be confused with the spatial dimension as they only have the three 
dimensions of length, width and height and have nothing to do with time.”  
—Wikipedia  

To describe certain things’ degree of change is not to narrate, but rather to de ne the process that 
these things go through from the dimension of time. When the time that is provided by video art 
replaces or overlaps time in reality, one can see beyond things per se. Does that lead the body 
and the mind astray? For instance, what is the sequential relationship and connection between a 
scene with spaceships and the actual reality (in the cinema)? How does one differentiate their 
realities? If the aforementioned yardstick is extended to the spatial relation, do the virtual reality 
and the augmented reality that differentiate the actual experiences become a fusion of reality and 
partial reality? 


In the article “Is time an illusion?” from the journal Scientific American, time is said to be 
something imagined and created by humankind. Regarding the discourse on time versus the 
actual experience of time, it is very difficult to rectify the relationship between time experience, 
physical time, and imaginary time. The time difference that is often discussed in human mythology 
also supports this argument. 


As for the process of the change of things and the process of incidents, humankind can confirm 
their authenticity through observation. This is the “simulated reality” that has been brought about 
by the moving image, such as the authenticity presented by a documentary, the surveillance video 
recorded at the site of a traffic accident, and the possibility of real time footage of a particular 
incident thanks to advances in technology. All these examples have allowed reality to become 
replaced by time (the moving image). Humankind once again needs to create tools to select speci 
c periods of time and images in order to remove all the unnecessary footage. Due to limitations of 
storage in the past footage would be deleted after a certain period of time. This created a partial 
loss of memory. 


Any image, or footage made up of moving images, can be seen as a part of reality and can form a 
reciprocal entity with memory (another simulated reality). When this footage becomes so much 
more powerful thanks to the instantaneity of today’s Internet and social networks, authenticity 
becomes equivalent with instantaneity. It is questionable whether the systems that were 
constructed to understand truth in the past, such as the gathering and archiving of documents 
and information, still remain effective today. Also, once we have digitized this information and 
knowledge, can we come up with a connected knowledge system? The old forms of networking 
never managed to connect, thanks to the limitations of language, perception, technology, and 
vision. Human knowledge systems appear to be series of islands, and that can explain the roots 
of ethnic and national issues that exist in the world today. When instantaneity becomes a reality, it 
is not difficult to understand another concept about time – synchronicity . This concept can be 
used to explain the time of others, and any particular moment over the course of history and the 
present. This is an exercise regarding reality and the resurfacing of reality. Rather than recognizing 
the substance and mentality of truth, today we naturally consider the dimension of time in order to 
understand the various stages of certain things. 

 

“There is a fish in the Northern sea and its name is Kun. The size of Kun is so enormous 
that it could be several kilometers long. Later it becomes a bird and its name is Peng. The 
back of Peng is so enormous that it could be several kilometers long. When this bird rouses 
itself and flies, its wings are like clouds all over the sky.” —“Wandering in Absolute 
Freedom” by Zhuang Zi  

The change can be interpreted as change over time, or can be understood as a change of matter 
into space. The dimensions of time and space are unlocked by numbers; this is the imagination of 
the yardstick. Words are like moving images here as they record and recreate an impossible 
scene. The enormous animals in these scenes are too large to be seen; when there is enough 
distance, they become stars in a distant sky. Ancient human beings’ understanding of the 



invisible, the freedom to be large and tiny, the interaction between space and action, can all be 
seen as a phase of natural recognition, a state of being free and open. 


What if the words of Zhuang Zi actually came true? The giant living things like those mentioned in 
mythology can be understood as living organisms or things that are incomprehensible to us. Does 
this provide us with an imaginary space with multiple explanations with which to observe time? Is 
this what Stephen Hawking described in his A Brief History of Time as the infinite finite which can 
be traced from the recognition of tiny matter? 


The discussion of time and nowhere (non-places) is a extremely imaginative topic given the 
diversity of the artists’ productions, the imaginative texts that arise from these works, and the 
dimension of space and time that comes from their actual practice. 


Archaeology and Augmented Reality  
The work of Jeffrey Shaw covers a great deal of ground, particularly in the realm of new media art 
and the extension of hyper-real vision. His work focuses on actual physical experience, from speci 
c physical exercises to the sensory experience of larger- than-life scenery that originates from the 
cerebrum. 


Jeffrey Shaw’s research regarding Dunhuang went through various stages: from images to cultural 
discovery, from the frescoes to their restoration through animation, from the actual site to its 
presentation in virtual reality, to the intertwining of spaces with the experience of augmented 
reality that arises from the interaction of the physical body via different interfaces. 


This is a site about discovery, transforming any particular space into the caves of Dunhuang, the 
characters and musical instruments depicted on the walls gain motion with the physical scanners. 
As they ow into the boundaries of the different spaces, they turn into a star gate. 


The work of Lu Yang deals with similar territory; it is about religion and the future of human 
beings. Having explored and worked with the mysterious universality between technology and 
religion, she has been able to visualize this in her own work. Wrathful King Kong Core (2013) 
completed her transformation of augmented reality, combining the nervous system of 
technological cognition with the symbolic system of religious imagery. Together they formed a 
virtual being that intrudes into space, a three-dimensional image that can only be recognized 
through a certain interface, whereas space only has an altar and ID code. 


Feminism and Gaming  
The theme of feminism and gaming covers a lot of ground. Artists such as Cao Fei and Wu Chao 
seen in the Screening Section both carry a strong sense of feminism. Cao Fei’s Second Life is a 
piece of work that is based on the life of women whereas Wu Chao’s Audiovisual Awakening of 
Vegetative Patients Project shows a great deal of care and tenacity towards women. Within the 
work of Lu Yang the self- consciousness of the body, life, and death as well as the recognition of 
the individual as strongly related to religion all re ect the complexity of contemporary culture and 
the acute intuition of the artist. Her specific presentations have evolved over time. The 
introduction of 3D animation and augmented reality, along with the more traditional hand-drawn 
animation, computer animation, and video gaming, as well as the adoption of online social media, 
are all building a brand new era of artistic phenomena. 


Apart from presentation of images, the artists’ works are also aiming at topics such as art, culture, 
and life. This is different from the era of the ‘70s and ‘80s when art was more closely related to 
politics, identity, and methodology. Since 2000, artists and their artworks have developed through 
an expression coming from the bottom of their hearts, towards the depiction of the world, and a 
return to individual narratives. This kind of artistic phenomenon has happened before but not in 
such an obvious fashion. When we discuss aspects of art speci cally made by women, in relation 
to the works of these artists, female identity is often missing or is merely self-reflection. What they 
usually stress are issues that concern women in contemporary society and larger issues such as 
social order, life and death, religion, and health care. When Angela Washko raised the issue of 
feminism in her discussion related to the video game World of Warcraft, she was unable to tell 
whether the avatars were male or female. This is consistent with Cao Fei’s online project Second 
Life. In Lu Yang’s Uterus Man, the gender of the protagonist is not clear, and in her Delusional 



Mandala the gender of the protagonist is completely wiped out as it strives to address the state of 
future human beings and the scenes in the afterworld. 


Social media and video gaming have brought us a change of identity, whereas role- playing is not 
simply an imitation of animation and the culture of comics. The implications of these might point 
towards a contemporary identity crisis, with issues of the interchangeability of gender brought 
about by technology, a rise of asexuality that may occur in the future, and existing conditions 
whereby human beings combine with machines. These scenarios, that were once considered 
plots from science fiction, have already been played out by these artists. 


Regions and Cities  
Shan Hai Jing is a rather strange book, with words from Lu Xun and the absurd figures from 
public printed material. When researchers and scholars went through these early records of 
geography, plants, and animals, they decided to officially revise these accounts from ancient 
Chinese civilization. This tradition can be seen in the works of Qiu Anxiong and Sun Xun. For 
instance, we can see such a tradition in the way Qiu Anxiong borrows his graphics and their 
interpretations related to today’s geopolitics and incidents. In his The Experimental Republic of 
Jing Bang, Sun Xun displays his imaginary ideas on geographical and political space that can be 
regarded as a way of preserving traditional culture. 


Qiu Anxiong borrowed the title Shan Hai Jing directly from the original text and injected many 
contemporary elements. This can be viewed as a form of extended research on the original book, 
and also an attempt to trace the roots of Chinese culture and its sentiments. 


Since the beginning of the 20th century the discussion of geopolitics is a unique way to 
understand the formation of today’s world. Our understanding of how ethnic groups and nations 
are built, as well as how imagination has explored them, has always come from history. The 
discussion of geopolitics has mirrored the change and transformation of history. Graphics and 
historical documents are confronting the issue of legitimacy, and knowledge also faces similar 
issues. 


Artists like Qiu Anxiong, Sun Xun, and Cao Fei have tried to intervene into a so-called imaginary 
utopia, or their works can be seen as interventions within history and reality. Unlike the method of 
occupation and invasion, their methods connect and expand through the imagination. The plight 
of geopolitics and the individual condition, the plight of history and self-cognition, the plight of 
technological development and the global condition, as well as the plight of biological and the 
human condition, have all contributed to the issues that are raised by these artists’ works – the 
construction of history, the building of a city, and the making of a gesture. 


Invasion, biotechnology and others  
The biological invasion discussed by Ed Fornieles can be seen as a kind of process of training 
between the body and food. It is a discussion of contemporary food, the survival of human 
beings, and other related issues such as diet and the body’s reactions. Ed Fornieles is also a 
practitioner of such a regime himself. He refers to himself as a “post-internet artist” yet utilizes 
many “ready-made” concepts. Arbitrarily using various media and graphics, he creates his works 
by rearranging various topics based on a speci c setting. The relationship between the Internet 
and social media, as well as features from popular culture, are considered key to his work. 


If you connect Fornieles with the little fox, you will see an animated character who constantly runs 
into the screen, an artificial intelligence that loves to crack jokes incessantly – that is also the alter 
ego of Fornieles, or it is himself. 


If we can also witness this sort of re ection on one’s self-image, the alter ego, and the self that is 
constructed in social media in the works of Lu Yang and Cao Fei, these could only take place after 
2005 when the artists began to provide more sensitive feedback on social and technological 
changes. 


One’s interest in biotechnology is consistent with one’s interest in one’s body. It not only refers to 
biological transformation but also refers to one’s change. This example can be seen in the 3D 
scan of a real person in Lu Yang’s Delusional Mandala, the little fox and vegetable stall taken from 



real life in Ed Fornieles’ work, as well as the flying alter ego in Cao Fei’s Second Life. All these 
have recreated the limitations of the real world, presenting the paradox between the Internet and 
the freedom of imagination. The structure of these works is open and points towards a state of 
fusion. Emerging from the concept of avatars, role-playing is gradually moving towards another 
reality of life, but does this really require any foundation based on the real world? 


Going back to the world that we are familiar with, more and more news and events are 
understood via images and media. But what is truly real? If images can be removed or cropped to 
create new information, moving images and individual records are shared online and in the virtual 
space, they are nothing but codes, or they are being encoded. 


In Xu Wenkai’s Turritopsis Nutricula, the turritopsis dohrnii is an immortal jelly sh that was 
discovered by British scientists in 2007. Does this prove that the endless debate regarding life and 
death is also just a lie? 


Another talk on animation  
Animation is all about imagination and reality. Using a similar technique to cinema, mainstream 
animation films—whether they are short lms or feature films—are about traditional narratives that 
center around a particular story. When animation leans toward the experimental, it ventures away 
from traditional narrative to perceptions of reality. One can clearly see a shift from production 
method to spatial presentation, from the cinematic experience to more immersive experiences. 
The audience progresses from 2D, single screens, to multiple screens, a 360-degree experience. 

Independent animation has always employed every reform and development within this field. 
Looking back at the works of Pat O’Neill from the 1970s, or the hand-drawn commissioned piece 
by Xu Wenkai, they are showing approval of a particular moment in the past and confirmation of 
their independent place as an artist. 


Animation is about time and space. As with the Pompidou Center that was heavily influenced by 
the famous Fun Palace built by Cedric Price (1934–2003), everything has to go through the 
experience of time and space, and to understand the dynamism of life as a fact. All the parts that 
are connected to the walls, steps, balconies and roofs of a building, all the possible spatial 
movements and all the possible spatial connections – that’s how I have come to understand 
independent animation. Not only can these spatial relations be set out and pieced together at will, 
but everyone that is within this space must also experience these changes in time and space. 
That is similar to a saying in ancient Chinese: The view changes as one walks through different 
scenery. The 3rd edition of Shenzhen Independent Animation Biennale must also bring the usual 
viewing experience into a contact with a nobler spirit. Through the comparison of perspectives, to 
the clash and fusion between Chinese and Western cultures, we will gather in this space and 
experience time together. 


* I would like to express my gratitude to the leadership of OCT-LOFT for their trust, especially for 
the work of Mr. Liu Hongjie, Ms. Zhang Han and Ms. Liu Minglian. Even though it was intense, I 
enjoyed our camaraderie. I would also like to thank my fellow collaborators Ms. He Jinfang and 
Mr. Han Fei as well as all those individuals and institutions that have supported this project.



