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Introduction
Life is a continuum. Each day moves in a cyclical rhythm of ups and downs. This body
of work, 5Y M | W Gaxpl@és infinity through the lens of the everyday. | seek to
understand how | can exist with chaos in space, in the world, and among others, with
peace of mind. As a visual artist, | often find myself confined by visible
dimensions—unable to move past words on a page, the sightline of a room, the
landscape of buildings, or the wall in front me. Yet, my mind stretches beyond the
corners that my eyes construct; when my mind wanders, | risk missing the beauty of
being truly present.

Throughout history, despite geographic and religious differences, the practice of
being present is a recurring exploration. Plato wrote an anecdote of Thales, who was so
absorbed in observing the stars that he fell into a well while walking. A housemaid
mocked him for being eager to know what was in heaven while failing to notice what
was right in front." Allowing the mind to wander to the universe, Thales became absent
to his immediate surroundings. The Buddha has a similar story but on personal
physiques. He began his search for enlightenment through extremity, renouncing the
material world and subjecting his body to severe starvation; he believed transcendence
was the erasure of physical need. Near death, he realized that denial of materiality was
no closer to truth than indulgence. He returned to his body, accepted nourishment, and

sat beneath a tree. He revealed the condition for clarity is stillness in both the mind and

" Molinsky, Michael. “Some Original Sources for Modern Tales of Thales—The Tales of the Olive Presses
and of the Well." ' SRZ \KI R3, Mathematical Association of America, Nov. 2015,
https://old.maa.org/press/periodicals/convergence/some-original-sources-for-modern-tales-of-thales-the
-tales-of-the-olive-presses-and-of-the-well#:~:text=The%20Tale%200f%20the%20Well.learning%20for%20h
is%200wn%20good.



https://old.maa.org/press/periodicals/convergence/some-original-sources-for-modern-tales-of-thales-the-tales-of-the-olive-presses-and-of-the-well#:~:text=The%20Tale%20of%20the%20Well,learning%20for%20his%20own%20good.
https://old.maa.org/press/periodicals/convergence/some-original-sources-for-modern-tales-of-thales-the-tales-of-the-olive-presses-and-of-the-well#:~:text=The%20Tale%20of%20the%20Well,learning%20for%20his%20own%20good.
https://old.maa.org/press/periodicals/convergence/some-original-sources-for-modern-tales-of-thales-the-tales-of-the-olive-presses-and-of-the-well#:~:text=The%20Tale%20of%20the%20Well,learning%20for%20his%20own%20good.

the body.? What is closest to us, such as our bodies and breaths, the room we are in, the
ordinary of the everyday, often becomes invisible precisely because it is near. We look
past what is immediate in search of meaning elsewhere, believing insight lives at a
distance: in theory, in transcendence, in some future clarity. In this sense, the near
becomes far not through physical distance, but through neglect. At the same time, what
feels far—truth, understanding, peace—may require no journey at all. It asks for a return
to the present rather than an escape. Thales falls because he is blinded by the theory in
his mind, while the Buddha nearly disappears through an excessive focus on physical
sensation. Both discover that distance is not always spatial, and that presence is a form
of proximity that must be mindful of.

As a troubled soul growing up in China while living in the U.S,, | often find myself
lingering and suffering in such distance, repeatedly asking where | am, why | am here,
and what it means to live. | began my own quest through reading, walking, and thinking,
with the intent to seek answers beyond the immediacy of the present. It was not until
encountering Martin Heidegger that | began to reconsider how these questions were
formed. In his manner of thinking, the question is not simply what the meaning of life is,
but what | mean and how | mean it when | ask it. | have come to understand this inquiry
as a desire to navigate the unknown with familiarity, recognizing that the unknown has
already happened in one form or another, and that what remains is our failure to notice

such happening.

2 Faure, Bernard. 8LI SLSYWERHERH3R OMI WSJIXLI &YHHLE University of Hawai'i Press, 2018.



Concepts
| encountered the word, quiescence, for the first time in Martin Heidegger's essay “What
is a thing?” In the 10th section, “the historicity of the definition of the thing,” he
concludes:

“What appears to us as though past, i.e. simply as a happening that is no longer

going on, can be quiescence. And this quiescence can contain a fullness of being

and reality which, in the end essentially surpasses the reality of the real, in the
sense of the actual... This quiescence of happening is not the absence of history,
but a basic form of its presence... what is merely past does not exhaust what has
been... Quiescence is only a self-contained movement, often more uncanny than
movement itself.”® (Heidegger)

In simple terms, the word “quiescence” has the same prefix as quietness, derived
from the word quiet. Unlike “quietness,” a noun that describes the sonic quality of an
environment; “quiescence” emphasizes the state of being of a reality. Seemingly,
Heidegger used the term to describe the state of being of the past. In the selected
passage, he referred to “past” and “history” to illustrate the essence of things, which
have existed or have been existing. All things in front of, around, and behind us, are in
the state of quiescence. Even though they don’t move, they radiate an aura, a movement
in stillness that can be observed and experienced. Quiescence expands the results of

the past and extends to the state of being present.

% Heidegger, Martin. ; LEX-WE 8LNK#Translated by W. B. Barton, Jr., and Vera Deutsch, Gateway Editions,
1967.



In the history of art, John Cage offers another way to approach quiescence
through sound. His statement, “There will never be silence until death comes which
never comes,” unsettles the common assumption that silence is a blank or empty
condition (Platzker)*. For Cage, silence is never truly silent because it is filled with not
just incidental noise, but one’s receptivity to sound itself. This distinction is useful in
thinking through the difference between silence and quiescence. In my humble opinion,
silence is more dimensional; it names an apparent condition, a surface impression, a
scene that appears hushed, paused, or empty. Quiescence, by contrast, is a state of
mind. It is not simply the absence of sound, but a mode of perceiving the fullness within
stillness. In addition, Cage’s reflections on sound make this difference clearer. In an
interview, he distinguishes between music, which can feel as though “someone is
talking” about feelings or ideas, and traffic, which he experiences differently: not as
speech, but as sound “acting.”® He is drawn to “the activity of sound,” to the way it
becomes louder and quieter, higher and lower, longer and shorter, without needing to
signify anything beyond its own occurrence (Cage). This emphasis on sound as activity
rather than message shifts attention away from interpretation and toward awareness.

Cage's most controversial yet influential piece, (1952) makes this
distinction especially clear. Composed by Cage, was first performed at Maverick
Concert Hall in New York by pianist David Tudor. Tudor motioned each movement of

playing the piano but intentionally did not play any notes. The piece lasted four minutes

4 Platzker, David. “Silence Is Not What It Used to Be.” -RAM 3 YXThe Museum of Modern Art, 28 Oct. 2013,
www.moma.org/explore/inside_out/2013/10/28/silence-is-not-what-it-used-to-be-2/.

% Cage, John. . SLR' EKI 9%SYX7MRQ. YouTube, uploaded on 14 Jun. 2007.
www.youtube.com/watch?v=pcHnlL7aS64Y.
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and thirty-three seconds, as the title suggests, during which time the performance was
filled with the ambient sounds of the space. In his response to Helen Wolff, who was an
editor and a publisher, and whose husband worked on the performance, took the piece
as a joke, Cage insists that “the piece is not actually silent” and adds, “what we hear is
determined by our own emptiness, our own receptivity” (Platzker). What one encounters
in is not merely ambient sound, but one’s own state of mind. If silence appears
empty, quiescence reveals that emptiness is never truly empty. It is filled with movement
and relation. Cage’s “silence” shares similarities with Heidegger’s “quiescence.”
Quiescence, however, is not synonymous with silence. It is an inward awareness
through which stillness becomes active, perceptible, and real.

This thesis continues my exploration of living as an action in repetition through
gestures evoked in photography, performance, and installation. | intend to create an
experience for others that mirrors my own, as the work embodies lived experience
rather than representation alone. 5Y M | W GthR @& é¢rarching theme and title of this
body of work, is not simply a reminder of the dual realities of the visuals and the
perceived for both the artist and viewer, but an invitation into a shared state of
attentiveness.

In this thesis, | occupy three distinct yet overlapping roles across the three
modalities: as a spectator positioned behind the camera lens in photography; as a
performer whose presence mediates the space between myself and the audience; and

as a lived subject who films and reenacts moments in video. Together, these roles

reveal different ways presence takes form, not as something fixed, but as something



continually shaped through repetition and through moments of return from chaos.
Performance, in particular, allows me to reveal what lies behind the facade. What
appears immediate or singular is, in fact, layered. The work holds seven layers in total,
each exposing another register of presence, concealment, and perception.

My own presence can also be a layer, functioning not as subject, but as material.
This has become central to how | understand the work, and perhaps, to how |
understand myself. | have been growing, adapting, and learning how to live my life. Yet,
my own presence also becomes a restraint. | don’t always feel free to listen to my own
thoughts or to dematerialize myself in the way John Cage advocated. Instead, | remain
implicated in it. My body, my decisions, and my state of being continue to mark the
work, even when | seek stillness or withdrawal. 5Y M | W Gd RoGdbout erasing the self,

but about recognizing how presence persists quietly in materiality and in layers.



Executions
The Space
The installation is conceived as a space that resists stasis. Rather than presenting
artworks as fixed objects, the entire environment is structured to convey a sense of
ongoing physical and perceptual motion. The decision to have the walls black is central
to this intention. Black walls alter the viewer’s relationship to space by reducing
peripheral distraction and recalibrating perception. Much like a cinematic environment,
darkness slows the eyes, allowing images and actions to emerge gradually through
duration rather than immediate visibility. In cinema, darkness is a quality that heightens
attention instead of an absence. It situates the people within the experience rather than
outside of it.

The black ambience has long been a potent part of my vision. It embodies an
environment with which | am both familiar and comfortable. Growing up, | developed a
deep love for movies. | was naturally focused by, and moved through, all things
appearing and shimmering in the dark. To me, meditating with my eyes closed felt
equivalent to playing movies in my head. Of course, that is not meditation in the strict
sense, since | am supposed to focus on the present, but the comparison remains
important to me. Both experiences ask something of perception. Both unfold in
darkness. Both reveal how attentiveness can shift when vision is limited and the mind
begins to move elsewhere.

This feeling returned to me in the summer of 2018, when | visited MASS MoCA

and saw James Turrell's retrospective, - RS L0 M Kl w4s especially drawnto ,M R H



7 M Kdn&of Turrell’'s “dark spaces,” designed to be experienced by two visitors over the
course of fifteen minutes (“James Turrell: Into the Light”)°. Before entering, | was told
that there was a very dim light in front of me, something | would only begin to perceive
once my eyes adjusted to the darkness. | entered by tracing the handrail with my right
hand, found my seat, and sat beside another person in near-total darkness. In hindsight,
what struck me most was that neither of us spoke. We simply sat there, waiting for
something that may or may not happen. When the fifteen minutes ended, | left without
caring whether | had seen the light. | signed up again and returned the next day. Another
rule of the work was that each person could only reserve one session per day;
otherwise, | probably would have remained there until the museum closed. | am still
fascinated by the clarity and thrill that darkness can offer.

For my MFA thesis, | wanted to create an experience of feeling infinite within a
confined space. The installation does not treat darkness as emptiness or enclosure, but
as a retreat through which perception expands. In black space, the viewer becomes
more aware of the subtle emergence of image, sound, and movement. What first
appears restrictive begins to open. What first appears still begins to move. On the other
hand, this approach contrasts the setting of a conventional white cube gallery, which
has historically positioned itself as neutral, timeless, and detached from lived
experience.” As critics of the white cube have noted, its apparent neutrality is

ideological. It favors a mode of viewing that isolates artworks from their spatial and

®“James Turrell: Into the Light” 1 947 1 S %Massachusetts Museum of Contemporary Art,
massmoca.org/event/james-turrell/.

7 Brian O’'Doherty, -RWA X1 ; LM ' YA 8LI -H SBK] SIXI +E\] 7TEQ (Santa Monica and San
Francisco: The Lapis Press, 1986), accessed January 22, 2026,
https://monoskop.org/images/2/29/0Doherty_Brian_Inside_the White_Cube _The_ldeology_of the Galler
y_Space_1986.pdf.



https://monoskop.org/images/2/29/ODoherty_Brian_Inside_the_White_Cube_The_Ideology_of_the_Gallery_Space_1986.pdf?utm_source=chatgpt.com
https://monoskop.org/images/2/29/ODoherty_Brian_Inside_the_White_Cube_The_Ideology_of_the_Gallery_Space_1986.pdf?utm_source=chatgpt.com
http://massmoca.org/event/james-turrell/

temporal contexts. By rejecting this model, the installation challenges the notion of

instead framing them as temporal encounters within an

U

artworks as timeless and static

environment shaped by motion.
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Figure 1. Digital design (360" x 144") of the facade of the installation



Staging
The exhibition progresses through three phases. Across these phases, seven physical
layers are gradually revealed. What the viewer encounters at the beginning of the

exhibition is therefore not the same as what remains at the end.

Figure 2. Installation view of the first layer
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In the first phase, the wall was fully covered from top to bottom with collaged
photographs of buildings. The image also extended onto the floor and continued beyond
the length of the wall. These photographs were digitally printed from scans of 35mm
film negatives. Each was printed and cut to the same size. This initial arrangement
constituted the first physical layer and was shown during the first half of the exhibition.

The second phase began with my live performance of removing the first layer in
order to reveal the layers behind it. The second layer consisted of collaged photographs
of buildings with the sky running through the middle. Unlike the first layer, in which the
sky appeared to extend endlessly in the vertical direction, the sky in the second layer
was enclosed by two horizontal rows of building images.
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Figure 3. Digital design (180" x 132") of the second layer



The third layer was a single image sliced into vertical columns. Unlike the other
layers, it was not constructed as a collage. Instead, it functioned as a corridor between
real representation and surreal imagination.

The fourth layer consisted of photographs of buildings with inverted tonal values.
Although the images appear transformed, they correspond to the actual appearance of

negatives; in other words, the layer is composed of enlarged images of negatives.
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Figure 4. Digital design (108" x 84”") of the fourth layer
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After this layer was revealed, whispers about the quietness of the space began to
play, initiating the transition from still image to moving image. The fifth layer was a
collage of photographs of the sky, with only the tips of buildings visible at the bottom
edge. The bubble-like effect visible in these images resulted from chemicals remaining
on the negatives. After this layer was revealed, my narration about dreams entered in

the background.
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Figure 5. Digital design (72" x 60”) of the fifth layer
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The sixth layer was a collage of photographs arranged into a square. This is a
layer of visual noise. Its shape was intended to correspond to the shape of the window
that appears in the video happening next. Visuals of the video emerged on this layer.

The seventh (the final layer) was the painted black wall itself, decorated only by a
white rectangle reserved for projection.

In the third phase, after the live performance ended, the video remained on loop
for the rest of the exhibition while all of the removed photographs stayed on the floor.
What had once functioned as an image on the wall became material in space. Through
this transformation, the installation moved from stillness to motion and from

photographic surface to projected duration.

14



Performance
Performance functions as a means of bringing the work back into lived reality.
Photography and video show time through images, but performance brings the body
back as a sign of being present. The work progresses in real time and shared space.
There are two forms of performance in this thesis. Chronologically, one takes the
form of a pre-recorded performance presented as video, while the other is performed
live in the presence of an audience. Within the installation, however, the audience first
encounters the live performance, followed by the video work.
The live performance took place at the midpoint of the exhibition’s duration. |
wore a black dress to match the tone of the space. Entering from the corner of the
room, | approached the installation and began by extending the first and longest

photographic layer toward the edge of the audience’s chairs.

Figure 6. Performance still documentation, extending photographs

15



One short side of the photographic sheet measures about twelve inches,
approximately half the width of a chair. After pulling the end of the sheet forward to the

front row, | began walking in circles on top of the images.
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Figure 7. Performance still documentation, walking
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After my footsteps of walking in circles covered each photograph on the ground, |
then started pulling the columns down one by one with one hand: first from the right
side, then | returned to the center, where the sky was, and walked in a circle along the

columns of the sky, before moving to the left side to remove one column.

Figure 8. Performance still documentation, removing column by column on the side

17



| returned again to the middle, circled once more, and then moved back to the
right to take down another column. | then removed the two sky columns together with
both hands. This pattern continued until all the building columns were removed

individually.

Figure 9. Performance still documentation, walking

18



Once six layers have been taken down entirely, the recorded performance was
revealed. Together, the live and recorded performances metaphorically speak to the

continuum between what is seen and what is experienced.

Figure 10. Performance still documentation, removing multiple columns at once

Following the live performance, the video showed me walking in circles. It was
filmed in two locations: my apartment room and my studio. llluminated by sunlight, the

apartment signifies openness and lightness.

19



Figure 11.1. Performance still documentation, sitting down watching the video

By contrast, the studio, enclosed by surrounding buildings and dimly lit, conveys
darkness and enclosure. Both confined spaces paradoxically open onto a sense of
infinity. The narration stages quiet as both atmosphere and conflict. It begins in a
subdued exhibition space, then opens into an interior landscape of introspection,
meditating on silence, embodiment, and psychological repetition. The repeated act of
walking in circles across both settings further emphasizes this tension. Performed in
two contrasting environments, the gesture shifts from simple movement into

self-confrontation. The performance, then, results in an acceptance of myself.

20



Figure 11.2. Performance still documentation, sitting down watching the video

21



Among Other Artists
Photography
Photography produces records of time while also shaping how presence is mediated
and perceived. In 8L1; SVOREWXMRLWKSILIGLERBIGERAY G Xslt8R
Benjamin examines photography in relation to aura, which he defines as “the unique
phenomenon of a distance, however close it may be”® (Benjamin 13). Through
mechanical reproduction, an image can be reproduced from an original source and
encountered repeatedly under changing circumstances. In this process, the terms of
perception shift. Although reproduction diminishes the singular aura of the original, it
also generates another field of experience in which presence is no longer immediate,
but mediated through distance.

This relation between perception and distance resonates with Uta Barth's
photographic practice. Rather than using the camera to isolate and clarify a central
subject, Barth often turns attention toward the peripheral, the unfixed, and the interval
between the camera and what appears before it. Her work foregrounds the act of seeing
itself, asking the viewer to become aware not only of what is seen, but of how seeing
takes place. As X L+ | X Xdtes, her work investigates “the eye's capabilities and the
camera'’s role” in translating vision into photography® (“Uta Barth: Peripheral Vision”).

Barth extends Benjamin’s idea of distance into the perceptual structure of the image

8 Benjamin, Walter. 8LI ; S\OSI%XRX1 %K SJ1 | Q. ER@F6I T\GHYGIBR Translated by J. A. Underwood,
Penguin Books, 2008.

° Barth, Uta. “Uta Barth: Peripheral Vision.” +1 X 1 YWYQ J. Paul Getty Museum,
www.getty.edu/art/exhibitions/barth/explore.html.
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itself. Distance is not simply what separates the viewer from the image, rather, it
becomes part of how the image is experienced.

This understanding of focus and distance is important to my own photographic
practice. | primarily use rangefinder cameras, not only because they are lighter than
single-lens reflex cameras, but because their focus mechanism runs parallel to how |
think about seeing. In an SLR camera, focus is registered by whether the subject
appears blurry or clear in the viewfinder. In a rangefinder camera, on the other hand,
focus occurs when two separate images come together as one. To focus, then, is not
simply to sharpen an object, but to recognize a moment of convergence. For this thesis,
| photographed buildings from the vantage point of looking upward. High-rises are now
ubiquitous, rising through continual cycles of construction. Each time | looked up, it felt
as though something taller and newer had emerged. Observing vernacular structures
with attentiveness to presence has become a way of tracing how land, space, and
identity have been shaped over time. Although tall buildings carried a suffocating
undertone, | continued to look upward because above the skyline, within the narrow
spaces between structures, movement persists. There is another side, often hidden, yet
still breathable.

| photographed buildings because they were what | saw every day during my
residency at the Art Building of UH Manoa. Even when | was indoors, buildings remained
present through the window. They were ordinary, constant, and easy to overlook. The
banality was what drew me to them. | am interested in how the most familiar structures

hold psychological weight when attended to closely. In their repetition, buildings

23



become part of the background of daily life, yet they also shape one’s sense of
enclosure, scale, and relation to the world. To photograph them is not simply to
document architecture, but to remain with what is already there—to look again at what
has become visually habitual. Through this attention, the banal begins to shift. What

first appears ordinary starts to reveal tension, density, and presence.

24



Installation

The installation of the photographs intends to embody my experience of looking up at
the buildings. | designed this installation as an immersive architectural field composed
of fragmented photographic surfaces. In InDesign, | structured the images in a grid
format, envisioning two opposing sides of buildings that gradually collide while
remaining split in half, for the first two layers. The left side is collaged with close-up
views of individual buildings, emphasizing the overwhelming repetition, enclosure, and
proximity. In contrast, the right side is composed of sliced and fragmented images,
disrupting architectural continuity and introducing reflections.

The work enters into dialogue with Sol LeWitt's photographic use of the grid. As
presented by Fraenkel Gallery, LeWitt's photographic works employ serial arrangements
of found visual patterns, such as grates, drains, tiles, skylights, and other grid structures,
making systematic organization part of the work itself' (“Sol LeWitt: Photographic
Works 1968-2004"). While | share his use of the grid as a structuring device for
apparent visual organizational purpose, | use the relationship of each grid to intensify
spatial pressure and fragmentation rather than to stabilize serial order.

Chris Engman’s 'S R X E M R2D1&Xsimilarly transforms photographic images
into an immersive architectural environment. In 'S R X E M RdpgeRs#ale photographs
envelop the gallery space, collapsing the distinction between the photographed site and

the room itself. Engman’s work invites viewers to enter an illusionistic environment

19 “Sol LeWitt: Photographic Works 1968—-2004." *\Fl RQ P+EP\], 24 Feb.—30 Apr. 2011,
fraenkelgallery.com/exhibitions/sol-lweitt-photographic-works-1968-2004.

" Sara Barnes, -QQI WM ( -RVEREASR-RZMW M[ | WS 7XT-RWA E+MRX4LSSKETL 1] 1 SH\R1 X
26 Sept. 2018,
https://mymodernmet.com/chris-engman-photography-installation/?utm_source=chatgpt.com.
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where photographic representation becomes visually and spatially convincing. While
both installations extend photography beyond the wall and into the viewer’s bodily
space, my approach diverges in the treatment of construction of materiality

ephemerally.

26



Performance

My use of performance integrates image, body, and space, which places the work in
dialogue with Robert Whitman. ; M R H@963) is an installation projecting a woman'’s
performance outside the window (or inside the constructed window-like structure in the
gallery).'? In this work, the image is not contained within a single frame, but extended
into space, where projection and physical structure coexist. More broadly, Whitman's
practice sought to move beyond the limits of the image by emphasizing its spatial and
temporal stipulations. That relation feels close to my thesis insofar as | also treat
photography, performance, and video not as separate mediums, but as layers that
activate one another. At the same time, my work departs from Whitman's. ;M RH S|
expands the image outward into theatrical space, whereas my installation compresses
that space, asking the viewer to remain with slowness, material transition, and the
tension between what is seen and what is still concealed.

Joan Jonas’s 1 MB\Kdffers another point of relation, especially in the way
performance moves between live action, drawing, objects, video, and installation. MOMA
describes 1 ME\Kds a work that began as a 1976 performance and was later
reimagined as an installation, combining original objects and photographs from the
performance with moving-image works shown on monitors and projected onto the
gallery walls. The installation further brings together ritual, memory, repetition,

rehearsal, games, drawing, and syncopated rhythms™® (“MoMA Installation of Joan

12 “Robert Whitman.” 4EQ +BE®\, www.pacegallery.com/artists/robert-whitman/.

3 “MoMA Installation of Joan Jonas's 1 MEKI Reimagines Original 1976 Performance.” 8LI 1 YWYQ SJ
1 SH \R%K16 Dec. 2009, press release,
press.moma.org/wp-content/press-archives/PRESS_RELEASE_ARCHIVE/Performance7_Release.pdf.
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Jonas’s 1 MBK'). That multilayered translation across mediums parallels my thesis,
since my exhibition also moves from live performance to photographic residue to
looping video. Moreover, Jonas's use of repeated gestures, staged objects, and
temporal disjunction resonates with the cyclical nature of my movements, as well as
with my interest in quiescence, where stillness is never empty and action can carry
psychological density without relying on dramatic narrative. There is, however, a
difference in tone and orientation. In 1 ME\K tepetition often emerges through ritual,
transformation, and symbolic play. In my work, repetition is grounded more directly in
everyday life walking, looking, removing, and returning. My rituals are conceptual rather
than symbolic, shaped less by mythology than by the attempt to bring attention back to
the present. Jonas opens performance outward toward ritual, energy, and the instability
of identity; | turn inward toward quiet, enclosure, and the effort to inhabit stillness. Still,
her movement from performance into installation helps clarify my own concern with

how an action can persist after it ends.
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Conclusion
By performing, a form of doing something, | gained a deeper understanding of my own
practice in relation to John Cage’s recognition and appreciation of silence and Martin
Heidegger’s notion of quiescence, particularly its historicity.

In his printed 01 G X BWR S X L, dg&emphasizes that the “nothing” he refers
to is that “we possess nothing.”™ “Nothing” becomes material, as everything is in
constant change. What we see may not exist as it appears. This is made especially
apparent in , Where the audience entered with an expectation, a “something,” of
hearing music, yet encountered what was perceived as silence. In that moment, the
surrounding sounds of the space became the content of the experience. The
uniqueness of the work lies in this shift: the audience’s expectation is not fulfilled in the
conventional sense, but redirected, making each experience contingent on time, place,
and presence.

This exhibition used materiality to demonstrate this constant flux of life. In less
than one month, the installation changed: structures made of paper were built and taken
down. The building rose and fell, revealing its illusion as a false appearance, not a real
structure, and its ephemerality as a temporal and short-lived existence. These changes
suggest that this is not an end, but part of an ongoing phenomenon, where there were
things before and there will be more to come. This is further heightened through
performance, where the presence of the artist brought attention to the immediacy of

change as it was happening. Within a darkened, meditative environment, perception

4 Cage, John. 7MRQ 1 0l GYY WERH; \M®\WWesleyan University Press, 1961.
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becomes more acute; the body, space, and time are experienced with greater sensitivity.
The performance intensified the sensation of transience, making the passing of each
moment more perceptible.

In a state of quiescence, one does not simply see, but perceives and comes to
know. Perhaps this is why Heidegger explains the essence of the history of thingness:
all beings carry a past. Even when we cannot directly see what came before, we can
sense the aura of what has been; there is a presence that lingers beyond visibility.
Across the various phases of the exhibition, a viewer encountering only one moment
can still feel that something preceded it and that something will follow. The work is not
sustained within a single state, but experienced through time as a continuum, where
each moment holds traces of the past and anticipations of what is yet to come.

Isn't the exhibition like a life of its own? The performance should carry forward
without the performing. What remains is not the act itself but what continues through

space and time.
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Appendices
Appendix A: Script
This appendix contains the monologues written for the performance component of this
thesis. As discussed in the earlier draft of this project, the narrations unfold across
different vocal and temporal layers within the live performance. The narrations
happened in the form of first whispering after revealing the third layer of the live
performance, followed by a normal talking voice speaking about dreams, and then the

monologues accompanied the video.

SMAIGLMWTIVMRK
Imagine the sound of lights switching off.

Once upon a time, there was an MFA thesis exhibition performance happening. There
was a crowd, but strangely, it was very quiet. So quiet that | can hear myself breathing, |
can hear the vibration of things, and the ambience of the room.

Makes sense, because sounds often awake the dreamers.

It's so quiet. So quiet that | have been searching for things to reclaim the space in my
head.

It's so quiet, so quiet, so quiet. Quiet, quiet, quiet, quiet. Quiet... Oh... my brain presents
the song “It's Oh so quiet” by Bjork.

What's wrong with being quiet? Why can't | be still?

| have been here before. | have done this before. I've got this. | am here to turn off my
brain for a moment, not to be reminiscent of a song that | haven't listened to in ages.

Let's see ... What else has “quiet” in it?

UGH it's so quiet that my mind just wants to sing.
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& P O KSRIKB ER/ X VEFFIS MXE Q W
Imagine water dripping onto a surface.
So | started daydreaming.
In my dreams, | learned to fly, to fall, to lean in, and then to catch myself.

| started falling in love, out of love, falling in and out, in and out, a two-and-a-half hour
long rom-com condensed into a 2-minute trailer in my head.

Did you know that they equate love with infinity?

:SMEAINB SVGIRISXLEMHIS

Days after days, years after years, | found myself back in the same place, walking;
moving around the space hoping that finding something, anything, to do that will make
me feel better about myself.

| don't remember when | started NOT feeling good. There had been incidents where |
heard hurtful comments about my body, but that is not it. Or the times | got into
arguments with loved ones; things never got resolved. But that is not it.

Then | realized ... This feeling comes from within.

| remember a few years ago when | started living by myself. Every day, | cleaned the
floor obsessively. | swept on my hands and knees, without missing any dust or a string
of hair. | would then feel good being on the floor, looking outside the door while lying
down. | remember feeling so so cold on a hot summer day. The blank stare cared for no
one, no things, no strong emotions in particular. My right face was against the floor,
eyes on the door. | froze like a mannequin.

| feel so cold. “Why don’t you put some layers on?” Because | can not move.

A couple of days later, | told a friend of mine that melodrama I had in my room. | said:
“Isn't it ridiculous that | have a full closet of clothes, and yet | don't want to put anything
on? What is the point of owning so much when they can’t even make sense?” He looked
at me, but didn’t say anything.

A couple of years later, | moved into a bigger apartment. | learned to take care of myself,
like normal people do. But the same feeling remains. One morning, | finished all of my
morning routine: | got up early to do yoga, went home, and took a shower. Then | drank a
cup of coffee. All of a sudden, | felt very sick, | had to lay down. Everything started to
buzz.
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| found myself lying in bed, right side of my face against the mattress. | was staring at
my left arm. The brown shear fabric of the shirt matched the tattoo on my wrist so well.
It was such a beautiful moment, so beautiful that | took a picture. Meanwhile, my heart
was pounding very fast. My brain was having a hard time keeping up with the rhythm of
my heart. | closed my eyes. | heard a voice in my head: “You need to stop doing this to
yourself.”

A lot of things somehow stop making sense.

Yoga makes me feel good, so does coffee, so does lying down. But if, when, | do those
things back to back, one day, my heart would send me a signal, my brain would send me
a signal, my body would start rejecting.

| heard and understood, but | chose to ignore.

| wish | had the courage to do nothing, simply ...... be.

:SMEAINB SVGIRISXLEMHIS

| aminaroom. | amin atemple. | amin a space. | find myself going with the flow, stuck
in the current of others’ realities.

| have lost touch with my authenticity. Can we really say we lost something when it’s
never found?

We are deceived by a formalized reality. | am deceived by a reality, an ideology | formed
in my head. Perhaps sometimes | am too content in the void that was already
established to break free and move on.

Half a lifetime ago, before | transferred to an international high school, on a post-dinner
walk, my dad said he had trust in me, he believed | would be good and do well. He also
said: “We have to learn to obey until we are strong enough to fight.” | listened, but | didn't
have a response.

16 years later, what my dad said still echoes. | have to obey before | am strong enough
to fight. But how? And when? How do | know?

Yes, you do know. You know who you are fighting and what you are fighting for. You are
strong, for you can recognize and be in quiescence.
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| thought | could improvise. | thought | could unfold things as they are intended to. | have
a script in my head that would play out wonderfully. But once | started moving furniture
around, setting up the camera, entering. Once | hit the red record button, once the tip of
the ball pen hits the page, everything starts all over again, as if the rewind button was

triggered. Everything is started all over again.
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Appendix B: Performance Signage

This appendix includes the signages placed on a stand by the installation used to
indicate performance happening. The announcement signage remains the same during
the first phase of the exhibition. At the beginning of the performance, the signage is

switched out as the first act, marking the start of the performance.

Figure 12. Performance announcement, 11.69" x 8.27"
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performance now happening

|

Figure 13. Performance now happening, 11.69" x 8.27"
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Appendix C: Installation Wall Texts

This appendix shows the documentation of the wall texts from the thesis exhibition.

The vinyl was designed as part of the installation.

Figure 14. Wall texts
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Quiescence

Mia Zheng
b. 1994 China

Life is a continuum. Each day moves in a
hm of ups and downs. Asa
cyclical rhyt fined
visual artist, | often find myself confinec
by visible dimensions—unable t0 mc;va
past words on a page, the. sightline of
room, the landscape of buildings, or the
wallin front of me. Yet, my mind stretches
beyond the corners that my eyes constm_ct.
Conversely, when my mind wanders, | risk
missing the beauty of being truly present.
This body of work, “Quiescence,”
explores infinity through the lens of the
everyday. Here, it aims to create an
experience for you that mirrors my own,
as the work embodies lived experience
rather than representation alone. Through
installation, photography, and both record-
ed and live performance, | seek to under-
stand how | can exist with chaos in the world
among others with peace of mind.
‘Thank you to my committee members,
Kaili Chun, Gaye Chan, and Nina Tonga, and
to the chairs that have previously served
on the committee, Scott Groeniger, Mary
Babcock, and Jose Ferreira, Thank you all
!or being there for me in this chapter of my
fourney, through both the highs and lows.
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