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A journey into bodily sensory experience.
Exploring dimensions beyond visual presentation.

I am particular interested into the meaning and communication be-
yond the visual. Not apart from visual language, but considering the 
totality of sensory elements including smell, sound and light, merging 
them into scenographic situations. This journey has been formed into a 
endless exploration of communicative and metaphorical methods. This 
is highly influenced by my cultural background and the specificity of 
the way my language works. The absence of my native language and-
meaning, I have to express myself in english, heightened my awareness 
of the relation between its relation to objects and the multiple inter-
pretations of stories and metaphors it denotes. These are all present in 
my subconscious and they influence my interpretation of objects and 
the world. There you see that how I see the world is a constant move-
ment between what is present and what is implied but absent. This 
tension is present in my work and my way of working. It also explains 
the choice of scenographic tools: smell and the transformed object. 
At a certain instance, I was drawn to express myself through my own 
‘dancing’ body, for the same reason: finding a language beyond the visi-
ble and with potential for multiple layers of interpretation. 
So, the focus of my search is exploring multiple methods instead of 
one way or one topic, and it is realised by experimenting with different 
scenographic tools, including subjects and objects in an unconsciously 
metaphorical way. Within different cultural and social contexts, and 
dramaturgical choices, the space and all the ingredients start to tell the 
stories or convey both specific and complex feelings.
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Reading guide

Joseph Campbell: ‘‘The artist is meant to put the 

objects of the world together in such a way that 

through them you will experience that light, that ra-

diance which is the light for our consciousness and 

which all things both hide and, when properly load-

ed upon, reveal. (...) Over and over again, you are 

called to the realm of adventure, you are called to 

new horizon. Each time, there is the same problem, 

do I dare? (...)’’ (Kudler)

This journey is full of the unknown, of mistakes and of repetitions. Sceno-
graphic perspective plays a key role in shaping the movement of the experi-
ments. Also, my own cultural background and early childhood memories be-
come highly present through the journey.  

Illustration of selected installtions/objects along this journey



I am parent’s only child, but I am not the only kid who loves ‘Journey to the 
west’ (written by Wu Chen en). In childhood’s plays, we were enacting and 
swapping roles to tackle problems just like in the narratives of ‘Journey to the 
west’. And the absence of that innocent and playful time still has an profound 
presence on my journey after puberty.
I engage in travel as an existential gamble. Every departure entails risk, is a 
revolt against the old and the familiar, against the persistent powers that hold 
me back or restrain me. I have a desire for adventure, an urge to know, the 
need for self-determination and self-discovery. The journey started when I 
landed at the Netherlands from my homeland - China. Since I have left the 
restrictive order of China, precise knowledge of the goal has become of no 
great importance, movement itself becomes the new medium of perception.
In this way, artistic research, for me, it is not merely an academic investiga-
tion, but also a temporal-spatial journey, a journey into unknown, a journey 
into fiasco or fulfilment, a journey into arousing the awareness of what is 
already there. 
While, along this journey, through re-searching which highlights the repeti-
tion of searching, the movement becomes more and more vivid. 
Metaphorically, the movement is formed into a circular and dynamic struc-
ture instead of a linear path with three essential elements: departure, initi-
ation and return. Departure is the starting point, initiation is in the middle 
of transformation, and return is the receiving of new knowledge, skills and 
perception. And I would like to address the return as a vital role in complet-
ing the circle and an indispensable element of kicking off a new departure.
In this manner, I would like to invite you to experience my scenographic 
journey as a circular form instead of a linear one, like a spiral in which two or 
three experiments might merge at a certain point, and the lines having differ-
ent thickness, could be expanded or shrink.
You will encounter how I depart with smell experiments, and during ‘initia-
tion’, how I transform my dance body into a scenographic body, how I gradu-
ally build constellation with daily objects to give them new identities. Where, 
daily-life materials are fundamental playmates. And how I constantly question 
and test their borders, and by overcoming the borders, how invisible bridges 
have been constructed. In the chapter of ‘Return’, how my final performative 
installation has been formed.
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linear form



Circular form
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Departure 

Only if you smell me,  you can recognise me 



Yingyi: 

Niko:

Niko:

Yingyi: 

Yingyi: 

Niko:

Yingyi:

Niko:

 I have no smell ! 

Of course you have smell, you have a very distinct smell ! 

Hey, the instant noodles only need two minutes to be cooked.

I am not used to calculating the time, I use smell to detect whether it is 
well-cooked or not. 

You know, the smell of osmanthus brings me back to the late October and 
early November, with the autumn breeze, purifying my heart and mind. 
Delightful odour travels through every corner of my body, such a wonder-
ful moment, such a wonderful inhale. 
In China, I can tell the season through odour of flowers, but in the Neth-
erlands, I have lost the sensation. 

…

Have you ever been waken up by smell ? When I was a kid at home, smell 
was always the messenger that wake me up in the morning. The gentle 
odour of food initiates very beginning of a day, a day with positive energy 
and appreciation of life. 

…

Dialogue between me and my soulmate
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In Susana Camara Leret’s article Smellscapes: The loss of smell in a visual culture, 
she mentions that regarded as primitive, the sense of smell was of low esteem 
in relation to vision, which stood as a symbol of rationality and a civilised, 
scientific thinking. Often seen as a vehicle of contamination, smell ranks low 
in the hierarchy of the senses. 
The so-called ‘Proust effect’ is a reference to the evocative power of scent. This 
is why a long-forgotten odour can revive a specific memory or a past experi-
enced moment.
Proust:“When nothing else subsists from the past (…) after the people are 
dead, after the things are broken and scattered (..) the smell and taste of 
things remain posted a long time, like souls (…) bearing resiliently, on tiny and 
almost impalpable drops of their essence, the immense edifice of memory.”
(Camara Leret)

My dear grandfather has died for twelve years, whenever I miss him, the 
most convenient way to recall the presence of him is to navigate the smell 
of earwax of my own. Maybe it sounds absurd and a bit abject, but it always 
transports me into that sunshine afternoon in cold winter. At grandparents’ 
balcony, his heart-warming smile hit the deepest of my soul. Due to his illness, 
he hadn’t taken a shower for a long time, the smell of his body was so present. 
But I liked it, and I wanted to get closer to him, but he smiled and rejected 
me…”
Along this journey in Europe, I have detected a tremendous difference be-
tween western and eastern cultures. In western cultures, there is a loss of smell 
in a visually dominated culture. While, in eastern cultures, as far as I can say for 
China, smell is vital in our daily lives.
Smell is so powerful and powerless at the same time. It occupies space in an in-
visible manner. It is so dynamic and ephemeral, travels from inside to outside, 
outside to inside because it doesn’t have boundary.



Amazed by smell, I start to conduct a series of smell experiments which is 
called ‘Only if you smell me, you can recognise me - smell the images’. 
I believe smell has layers, and even though it might not be recognisable in the 
beginning, little by little, it still can appeal to some recognisable situation or 
feeling, which consists of fragmentary memories from the past, functioning as 
a sort of mechanism of collage.  
With carefully selected images, each time I create an immersive olfacto-
ry space in a dark room that links to one image. With intention, I navigate 
through my personal collections from my homeland, and intuitively I have 
found three distinct smells that are generally not recognisable in western cul-
tures. And I wonder how they will perform and communicate with ‘western 
noses’. More than 10 people with different cultural backgrounds participate in 
each experiment.
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Safety + Home-feeling + Pleasure



Set - up

According to Camara Leret, ‘through our sense of smell, we sample our 
environment for information, though the majority of the time we might 
not be aware of it’. 
Soaked lotus leaf steamed for more than three hours, the whole 
space1 is immersed by the scent of a piece of leaf. 
Lotus leaf is not well-known in western cultures, it is a truly Asian 
symbol. But what surprised me is that Jessey and Manuel both 
associated the exact same colour with the lotus leaf , beige, and 
Anne2 associated the combination of brown and purple. Most peo-
ple associate the feeling of home, with a cup of warm tea, a mo-
ment of pleasure and comfort in a damped and dense environment. 
While, the experiment is framed in this way that it constantly mo-
tivates the function of their olfactory organs during a voluntary 
period of time. The feedback of participants is more intuitive and 
authentic. 

1 This was conducted in a black space at HKU Pastoe 
2  Jessey, Manuel and Anne are experiencers
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Relaxation + Excitement + Myth



Set - up

A few drops of wind medicated oil steamed everywhere in a small 
dark room, this traditional Chinese medicine made of several essenc-
es from plants takes them into an imaginary and mysterious space. A 
feeling of being relaxed and being taken care of…
It demonstrates especially the tension between recognisable and un-
recognisable. Due to the multiple layers of the scent, it contains both 
familiar and unfamiliar chemical elements, it constantly draws their 
attention. 
Camara Leret also states ‘the human perception of odour is defined by the 
pleasantness-unpleasantness dimension’, but I reserve a different perspec-
tive, through experiments with others and my own experiences; I 
believe its dimension goes beyond pleasantness-unpleasantness. It is 
equivalent with visual and aural language that we could describe our 
feelings with diverse approaches. To name a few, smell can evoke mul-
tiply feelings of comfort, anxiety, myth and fear.  
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Passion + light + Vitality



By chance, a nice lady gave me a jar of Osmanthus fragrant as a gift 
when we were eating around round table at a restaurant. I was so 
fascinated by the flavour of Osmanthus-flavoured Rice Cakes. It was 
during Chinese spring festival period, and my first return to China af-
ter studying in the Netherlands. Before the departure, my heart was 
already tickling, and my stomach was reserving space, like a butterfly 
waiting for fragrance motivation.
Only then, I realised this special flower was so present throughout 
my youth. It is a sign of my favourite season in China - autumn, 
warm, sunshine, breeze and harvest. 
For this episode, I am particularly curious about how this alien odour 
communicates with them, because, as far as I know, Osmanthus only 
grows in Asian countries. 
The feedback is very promising. Especially the two Asian people I in-
vited, one from Taiwan, and the other one from Japan, both couldn’t 
recognise the smell. But both have the sensation of vitality and relax-
ation. And the other participants give similar feedback. 

Set - up
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After three smell experiments, I sat down and reviewed all the feedback 
from the experiencers and recalled our dynamic aural dialogues. I discovered 
that there are three layers of meaning regarding smell for them.
The first one is the factual definition of the smell. Always, the first move is 
to recognise what exactly the odour is by navigating back through their own 
historical (re)-collections. However, sometimes, if a particular odour could 
not be identified it would direct the attention to an atmospheric situation 
or feeling.  This is the second layer of meaning.  It is the sensation which is 
an especially scenographic layer. It goes beyond the facts of the present, but 
opens a realm of possible interpretations for which the context and the situ-
ation are extremely important, such as the medium through which the smell 
is ‘projected’ or diffused or displayed. For instance, the first set-up, soaked 
lotus leaf steamed in a pot, which cause smell to be transmitted by heat 
steam, instead of smelling the lotus leaf directly. In this way, the olfactory 
space becomes more damp and warm.
Overall, we can say that this layer creates meaning through a tension be-
tween the unfamiliar and the familiar, through what is present and what is 
absent and interpreted. 
The third layer relates to the synaesthetic effect from their association of 
colour, material, temperature and gravity. This is highly related with memo-
ries in which different sensations are connected. It makes the interpretation 
more specific. This third layer opens up possibilities beyond the visual.
Through all the experiments, and inspired by the findings of Camara Leret, I 
believe smell is vitally important. ‘Odours are perceptions, not things in the 
world’. According to her article, she also addresses : ‘…the etymology of the 
world acknowledges the primitive nature of smell, as a means of recognition 
and communication. More than that, the olfactory system has more direct 
contact with our external environment than our other senses, since it direct-
ly projects into the brain through the olfactory bulb, while the auditory and 
visual information reach the orbitofrontal cortex after significant process-
ing… smell has a unique privilege to the subconscious.
Smell appeals to me in a unique way, and through experimenting, I have 
gained new insights, and I wish to employ them in my artistic practice.  
Added to my main research into scenography beyond the visual: ‘How to 
transmit smell to aid the transformation of perception?’  
I will extend the aspects of smell that are fundamental important for my 
artistic practice in the Chapter ‘Return’.

Analysis
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Initiation

From body to objects: performative turn of thinking - making 



Slowing down, slowing down, my dear, you need to kill your darlings.
Sinking deep, sinking deep, my dear, you need to grasp something.
How can you make so many different things and initiate experiments ceaselessly like 
time has of no great importance?
You cannot build up your castle with various materials but have no idea about how to 
construct them!

Early evening, I am sitting in front of my ironing board which is treated as a 
working table, holding a white round tea cup as usual. In the studio, darkness 
just takes place of sunlight. I am in the middle of a wonderland created by my 
hands, chaotic and logical, oriented and disoriented at the same time. There is 
a huge white fabric gently dividing the space from others and providing a bit 
of privacy.
An absurd 3D-painting is lying in the left corner, It is on a piece of imaginary 
half-transparent fabric with various small objects like red beans, buttons, tea 
leaves, and is in a peach coloured wooden frame. The painting depicts a heli-
copter-view of an abstract universal landscape.
A levitation Chair is standing three meters away from it, made of metal cube 
and second-hand pan. Its ridiculous shape and function always makes me laugh. 
What else in my space? A mobile bookcase, redesigned from two stilts and a 
wooden pile, and a bathtub. 
Change of voice ( ‘She’ is ‘me’ )
She is a practitioner now, but half a year ago, she was a thinker more than a 
doer. She had stacked ideas but was afraid or in another decent way of speak-
ing, cautious of trying them out. She never felt ready for experimenting. What 
if it went wrong due to the lack of thoughtful preparations? She was good at 
playing games of thought.
She insisted it would benefit her research in this scenographic journey;
She thought her body should be positioned at the centre of the work; 
She was blinded and isolated through the practices. 
Her approach of expressing as a dancer with the body was disconnected from 
the scenographic body. 
What happened after the awareness of such a big disconnection? 
She gave it up, didn’t know exactly when, she gave up the dancing body, 
and she gave up stacking the ideas.
Gradually, a wild space opens up. with way more nutritious ground, nurturing 
her into material thinking. And it was through a ‘Chinese Idiom illustration’ 
assignment that was given by herself that she started to look around the sur-
roundings, simultaneously picking up anything that could be visually translat-
ed into a phrase…



24

Chinese Idiom illustration ( Gu Shi - Chinese version )
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Chinese Idiom(Chengyu) is the crystallisation of ancient culture. The meaning 
of a chengyu usually surpasses the sum of the meanings carried by the four 
characters, as chengyu are often intimately linked with the myth, story or his-
torical fact from which they were derived. Often the four characters reflect the 
moral behind the story rather than the story itself.
Initiate with illustration of Chinese idioms, I have found new ways of expres-
sion with daily objects. At the same time, I have realised that every Chinese 
idiom has its own specific context which are already learned. It is the context 
frame the compact and synthetic meaning. And there are fruitful motifs and 
symbols in the language. which highly influence my way of perceiving objects 
and subjects.

Analysis



30

Initiation 

Build constellation with daily objects to give them new identities 



Initiation 

Build constellation with daily objects to give them new identities 

…that we shouldn’t be afraid for negativity because negativity does not necessarily mean 
negation or rejection but rather to look at things from their dark or back side. (Mersch)

The smell experiments did not only open up a conversation about my per-
sonal experiences, but imperceptibly influence my making process. Through 
immense collection and repetition of action, I have realised that the pattern 
of my research is always around negotiating the relationship between absence 
and presence. But there were shifts from body to objects and absence/presence 
to new identities.
The spatial web has been organically interrelated with disconnecting the ob-
jects from their (boring) original recognisable state of presence. In this light, 
the invisible becomes present, and, the visible becomes absent. 
With ideas of transforming the identities of objects, surrounded by ever-grow-
ing collections each day, I initiate to look at things from their dark or back 
side, and the urge of action takes place. Resonated with concept of new mate-
rialism, I become way more sensitive of the primacy of matter and its proper-
ties and actions. The combination of intuition and practical solution results in 
fascinating objects, which trans-forms my working space into another world, 
a world that is neither a utopia nor dystopia, but Heterotopia. Heterotopia is 
elaborated by philosopher Michel Foucault, and he uses the term “heterotopia” 
(French: hétérotopie) to describe spaces that have more layers of meaning or 
relationships to other places than immediately meet the eye.
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Initiation 

Collaborating with dramaturge 



Initiation 

Collaborating with dramaturge It’s a distinction I come back to again and again and one which contemporary perfor-
mance dwells on endlessly because to witness an event is to be present at it in some funda-
mentally ethical way, to feel the weight of things and one’s own place in them, even if that 
place is simply, for the moment, as an onlooker. (Etchells)

The collaboration with my dramaturge from December 2016 till March 2017, 
Bernardo Beja, is a brand new experience for both of us. We are like crossing 
the river by feeling the stones, but we have given each other so much atten-
tion along the way. The shared responsibilities for my final presentation (0.1 
doc) guide us step by step. At the same time, unintentionally, I have taken the 
initiative role and Bernardo becomes the(silent) witness, the dialogue partner. 
His role as a witness and dialogue partner contributes significantly along the 
creative process. Especially through his silence, but felt, presence, he has in-
fluenced both somatically and energetically the dialogue between us. The dia-
logue along with work of actions have established the fundamental tone of   the 
final formation. 
During the collaboration, we meet each other at least once a week. From Cools 
Guy’s thesis: Dance Dramaturgy as a Creative and Somatic Practice. He mentions as 
Husemann puts it, for many, this necessary movement of the dramaturge is the 
oscillation between inside and outside. 
In relation to Bernardo, my movement is more foci of oscillation between in-
tuition and formation. 
From the perspective of scenographer, working with Bernardo is both exciting 
and comfortable. Our akin corporeal expression sustains a healthy interaction 
and circulation. His patience and warmth exceed the parameter of a drama-
turge, not only touch me as a co-worker, but as a human-being. Undoubtedly, I 
want to introduce his voice here and now to mirror our collaboration.
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The selective voices from Bernardo highlight his role of a witness and a dia-
logue partner during the artistic process. Especially his movement between 
outside and inside.

‘‘(...) I asked a lot of questions about her choices (sequence, connections, light 
ad sound, etc.), and if they were to actually work technically in practice. I 
helped her trying different things with her materials and we spent a lot of 
time in silence while absorbing the experiments. I also gave her any outside 
perspective to what I would have perceived if it were presented at the mo-
ment and gave examples of other artists that did analogous art-works with 
contrasting elements.”

“(...) we went over the movements and the link between all the different seg-
ments of the presentation. In other words, we were both brainstorming (ar-
tistically and dramaturgically, simultaneously and asynchronously) about the 
final choices of the presentation.(...) As for the physical language, we were, 
indeed, engaging both with the choices and with each other so we would step 
back to see better, try movements for the choreography (one watch and the 
other doing), etc.”

“(...) Yingyi took over the meetings from the very beginning, Choosing what 
we would work on, where we would meet and at what time, what we would do, 
etc. During the meetings we were, however, exchanging ideas, experimenting 
together and sharing responsibility over the conversation.”

“(...) On a next meeting, I would like to go for a different approach. As we’ve 
been discussing concepts and creating a common ground. I’d like to take the 
conversation away from her practical work and discuss ideas, thoughts and 
points of view on contemporary art issues, philosophy, displacement and our 
own culture.”



After the collaboration with Bernardo, I am more aware of a dramaturgical 
approach or way of working is the integration of theory and practice, is the os-
cillation between inside and outside, roles can be switched during the process 
according to what the integration needs at a certain point. 
The dramaturgical approach also create aesthetic distance when needed, thus 
framing my struggle with materials, experiments and hands-on works. It not 
only helps with reflection and contextualisation but also with re-questioning 
what and how is communicated. Due to the complexity (multiple scenographic 
elements) in my work, the dramaturgical approach helps with choosing which 
way the material will work, as a vehicle or a metaphor, to make sense for par-
ticipants. Last but not least it always forces myself to be critical about the 
position and involvement of the audience.

Analysis
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Return 

The final pitch: Journey of the bathtub



Monologue: the moment I connect with the bathtub

Diary October 2017, Utrecht
On the way back from lunch, an expansive and unpleasant smell suddenly ap-
proached to me, i was standing outside of a storage near Pastoe(Our studio), 
while Rob(workshop facilitator) was inside talking to some people who were 
shifting piles of stuff into the storage. With strong intuition of protecting my 
olfactory organ from an intense odour, my legs felt like bonded with ponds of 
stone, reluctant to go inside even though Rob asked me to go in. But my eyes 
gave several glances, just the second one, magically, I was attracted by a bathtub 
positioned in a big mass at the left corner of the space. 
White-skin reflect the sunlight, quietly lying on the ground in a bit black 
mood,  I felt like the bathtub was reaching to me to help it out, and I did it the 
next day. On the wheel, the bathtub was transported from storage to my space 
in Pastoe. The very first journey of the bathtub happened.
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Dialogue(two voices inside me): 
Initiative concept of transforming the bathtub

Jane  (walking towards a dark shower room): 
Hey, Yingyi, I saw you were busy with a bathtub today, what are you going to 
do with that?

Yingyi  (sitting in the bathtub, playing with the water from shower head): 
Thanks god that you are asking. You know that I have found it at the begin-
ning of October, I just had an instant connection with it, and then i had no 
idea of working on it and integrating it within my artistic research. 

Jane (sit together with Yingyi): 
So you’ve got a idea now?

 Yingyi
 (stand up and turn off the water): 
Yep, a very clear concept. I just   
wanna transform the bathtub into 
a lively acoustic device.

 Jane
(with eyes wide open): 
 That’s a crazy idea. You’re a crazy  
girl!!

 Yingyi(start to leave the shower room): 
 Whatever you say, so far so good!

 



Jane
(still sitting and reluctant to leave shower room) : 
 But I have to ask you how will you relate it with your research?

Yingyi 
(sit back to the bathtub) : 
 That’s a very good question. I am very interested into performativity/mean-
ing/identity/agency of objects, and I have collected/redesigned/made quite 
few objects since the beginning of September.

Jane 
(with doubting face playing with water in the bathtub): 
That is interesting, it sounds like your praxis is based on objects, not about 
space or time or body. 

Yingyi
(immediately stand up): 
That is not true. While objects are all the starting points but not full sto-
ries. They occupy space and contain time. The relationship between objects, 
vision, sound, smell and taste would tell various potential stories.

Jane
(touch the shoulder of Yingyi) : 
I understwand more now. Can you describe how you are gonna transform the 
bathtub into lively acoustic device?

Yingyi: One moment please!…
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Contemporary situation in China: 
Construction - deconstruction 

Diary  Feb, 2018, hometown, China
On the second day after arriving home from Schiphol airport, I finally met 
lovely grandma after one year and a half study in a foreign land. We were 
chatting about different topics, randomly she mentioned that her friend, 
who was a woman around eighty, moved into a new house lately.
Our conversation immediately reminded me that she had been desperate-
ly of searching help to safeguard the rights to keep her house that time, 
because local government was persisting on demolishing all the buildings in 
that area. She was the last one that resisted against such a harsh and unrea-
sonable determination. In China, we can call her ‘nail household’. She used 
her body to defend, stayed at home everyday, and tried to find help through 
social media.
But she was an illiterate and old lady. That was why through the connection 
with my grandma, I came to help her. If I didn't get crazy, I remember that 
I wrote down all her stories on a piece of white paper while she was describ-
ing, her chocking voice was translated into black characters, which depicted 
how she had been threatened, how her miserable situation was, and how she 
simply wished to have a peaceful land…
And now, the area becomes a wasteland, while new buildings have been 
pulled up next to it. Standing in between, a huge contradiction and powerful 
image comes to my eyes, and constantly shakes my consciousness. 



In China, there are many stories about construction and destruction. For 
the sake of economic boom, many people are involved in constructing new 
buildings and destructing them after 70 years. Within the economical bubble, 
environmental condition gets worse and health issues arise. 
Resonated with Dieter Mersch’s words from his article:The ungovernability of 
the scene: I am particularly interested in such contradictory constellations, not 
only because they confuse our sense but because they compel us to reflect 
upon our sensual conditions and to develop their capacity. If art thinks, then 
it thinks in the medium of ‘com - position’ and ‘contra - position’ with again 
a hyphen between them, showing their fracture, their non - identity at the 
same time.
I am aware of this contradiction from within and without, and I feel like 
to bring this out urgently. Especially the hyphen between construction and 
destruction, domestic and urban, private and public.
With the aim to destabilise the stable, metaphorically speaking, it is like a mild 
earthquake, only through shaking the ground, we can see through the depth 
of things and their fracture, which open new possibilities to rearrange their 
position and interaction, to cultivate the birth of new insights.
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Contextualise the bathtub

Speaking of the bathtub again, and the hidden narrative that I want to ad-
dress. I have been constantly driven back to the question about how the bath-
tub is differentiate from other domestic objects that I maintain such a strong 
attraction to?  And instead of situating it in a normal ‘bathroom’ context, what 
kind of environment will feed to the whole? 

Why - bathtub?
It was a coincidence that the bathtub was rediscovered in a warehouse, but I 
keep it along like no one else.  
According to Wikipedia, A bathtub, bath, or tub (informal) is a large or small 
container for holding water in which a person or animal may bathe. Accord-
ing to me, bathtub is a container accommodates a special state of ‘body’, the 
naked body, the body that is under the process of being cleaned. The bathtub 
witnesses a time-based cleaning process for the body in an intimate manner, 
but all the dirt will also come out. And at some point, it becomes a ‘body’ it-
self, a naked and vulnerable body that is waiting to be seen, to be heard, to be 
smelled, and to be touched.

Where - bathtub?
After the very beginning journey of the bathtub from a warehouse to my 
studio, the second move happened in a shower room at Pastoe(studio)where 
I tested the volume of water it can contain. And the third move was in a 
wood workshop where I experimented with installing metal string to trigger 
acoustic response.
Then what …?
Voices of struggle  
Then what…? 
With a simple initial wish to transform the bathtub into an acoustic device, 
I get lost in the process. On the one hand, I am more and more aware that 
the  context the bathtub is situated in is highly relevant; on the other hand, I 
have no clue what kind of environment that I want to create. 
Bathtub for me is a very intimate and domestic object, associated with body, 
cleaning and fragrance. Somehow it attracts me to bring it outside, outside 
of its original and normal context. What if it was not in a bathroom, not in a 
sheltered space, where could it be?
One day, i heard a strong voice from the bathtub, and then we together go 
on an unknown trip outside of Pastoe (my studio).



Pics of bathtub positioned in different places/context
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The visual documentation demonstrates traces of the trajectory of bathtub, 
outside of a sheltered space, exposure beneath the sky. Which is a starting 
point of losing its original identity, its normalised property as a merely ‘body 
container’. Somehow, the trip endows the bathtub with an unforeseen capaci-
ty, which is the one that constantly motivate me to search it out.  
Besides, this trip becomes a sort of preparation for further intense experi-
ments at Janskerkhof(HKU theatre), a gesture of warming-up to re - arrange 
new possibilities. While talking to Tjallien (my tutor) about this small journey 
of the bathtub, there are more and more questions that arise and they are the 
same old questions still bouncing back and forth.
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Transformation of scenographic tools

How - bathtub?

During a month long journey with the bathtub, I notice besides approaching 
it from the point of contextualisation, I have been collecting and improving 
different tools, which are lights, sound and smell. 
Situated in a black box at Janskerkhof ( HKU Theatre ) for an intensive and 
autonomous period, I keep experimenting with different tools, and all of 
them are based on respective inquiries regarding transformation. 
Due to these inquisitive experiments, the fine ingredients of my work start 
to emerge. I can foresee much more clearly that my final pitch will be a 
time-based (7min-10min) performance that invites people to engage with 
senses like tasting. During the happenings, all the other four senses, the 
tactile, the smell, the sound and the visual merge together to reinforce the 
sense of taste.  
…to use the same metaphor that George Balanchine did, it is a matter of finding the 
right ingredients/people and so that the individual tastes/talents reinforce rather than 
weaken each other. (Cool )
As a performance maker,  I think of making the performance as cooking 
the space, in this way, I am a ‘space cook’! To find the right ingredients is 
the fundamental step, the next step is to write the recipe. How much the 
ingredients should be used?  What kind of sequence should it be? The more 
detailed the recipe is, the more precise the dish will be! 
The ingredients are Smell, sound, visual(objects + lights). 

 



Transformation - Smell

Beginning with a simple question - ‘how to transmit smell to aid the transfor-
mation’? 
Through the series of smell experiments, I have acknowledged myself that my 
aim is to hunt the smell that appeals to both recognisable and unrecognisable 
situations/feelings. It is very subtle to play with the border with that, but the-
oretically speaking, I would like to transmit two odour sources into the space, 
with them oscillating and travelling around the space, creating a third space 
that is constantly adjusting and including another one. At the same time, I 
am aware of the medium of transmitting which has the potential to add 
another layer to the smell experience. For instance, steaming the lotus leaf has 
transformed the space into a damp and heat environment. Nevertheless, the 
intensity of smell plays vital role as well. As We all have the experiences of us-
ing perfume, if it is too strong, in a way, it might have a opposite effect. What 
is more, our noses will get used to smell after a certain time because that is 
how our brain works. Therefore, the circulation of smell is indispensable in 
playing with perceptions.
Based on the feedback from the series of smell experiments and re-experi-
ments at Janskerkhof (HKU Theater) with a more holistic view, one odour will 
be medicine oil and the other one will be an odour called taboo that stirs up 
anxiety in a inviting manner. 



50

Transformation - Sound

Water music wishes to be a piece of music, but to introduce visual elements in such a 
way that it can be experienced as theater[…] I simply put into chart things that would 
produce not only sound but would produce actions that were interesting to see. (Koste-
lanetz)
Resonated with the similar wish, my approach of transforming the bathtub 
is not the same. The initial concept is to transform it into an acoustic device 
that goes beyond the scope of music. What I am looking for is a down-to-
earth sound environment that could constantly awaken the awareness of 
experiencers. Without doubt, the bathtub becomes the main character to 
produce various sounds.

I start with two questions:
How to amplify the vibration of objects and the space they inhabit?
How to emphasis the materiality of objects through sound?

Within a time-based investigation based on the questions, I have discovered 
different methods to produce sound with the bathtub, which is always 
about what is already there. Step by step, I have tried to refine each sound 
which is about the aesthetic and later on comes the final action is how to 
compose them. And I will expand further in the context of ‘Recipe’.



pic of bathtub shaking pic of dropping liquid

pic of string & water air bubble
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Transformation - Visual (Objects +Lights)

The technique of art is to make objects ‘unfamiliar’, to make forms difficult, to increase 
the difficulty and length of perception because the process of perception is an aesthetic end 
in itself and must be prolonged.’ (Shklovsky)
I like very much how Viktor addresses the process of perception, which is 
important both in my making process and the final performance. And it has 
particular impact on how I approach the ‘com-position’ and ‘contra-position' 
of objects in the space.
The bathtub is hanging at one end with the other side touching on the 
ground. The ‘unfamiliar’ position suddenly makes people aware of this abnor-
mal phenomenon. 
More than that, the motor installed at the back side causes the bathtub to vi-
brate and extends the vibration into the ground. The bathtub is swinging and 
shaking, people could physically fell the motion and hear the sound. What is 
more interesting is the accessibility of the backside, all the absurd and hidden 
plastic and metal pipes, tubes will be revealed, with a mirror under it on the 
ground, doubling the image of ‘strangeness’ and ‘ugliness’.
Three pieces of half-transparent white fabric connect with one end as a node. 
It creates multiple visual entrances to the bathtub, from public to private and 
something in-between. Meanwhile, the fluidity and half-transparency of the-
fabric itself manifest a mysterious and theatrical gesture, inviting and distanc-
ing at the same time. 
Three same types of construction lights are suspending, facing different angles. 
Two black lights quietly on the ground illuminate the back side of thebathtub 
and the space around. What else? A profile lamp with bloody-red filter projects 
on the water body in the bathtub and the choreographed bubbles from the 
top… 



pics of static image (moment of environment)



54





56

How to make a sustainable structure ?

Writing the recipe is a dramaturgical work, but at the same time, it reminds 
me of those choreography classes when i was learning dance. I was a much 
more improvisation-oriented person instead of well-structured. 
And this time, I come cross the same problem - how to make a sustainable 
structure? 
As a ‘Space cook’, How to write the ‘recipe’ within the hidden narrative? Do 
I really intend to tell a narrative or something else? 
The moment that i realise that there are so many possibilities, I get over-
whelmed…
A long duration of Silence and darkness 
……………………

A late afternoon with bright sunshine and fresh summer-like air at the end 
of April, while walking on the road from my apartment to meet Nirav(my 
tutor), an idea comes cross to my mind. 
That is, I want to capture the rhythm of that old lady when she was telling 
her miserable situation instead of a storyline or a subject (the old lady was 
mentioned at the page of ‘Contemporary situation in China: Construction 
- deconstruction’), and translate it into the synthetic movement of lights, 
objects, sound and smell.
Approach with rhythm instead of a storyline is also because of the inten-
tion of opening up multiple narratives for experiencers and the abstract 
quality in my work.
Because the translation demands quite a lot of capacity of synaesthesia, 
it is indeed an adventure for me. With my eyes-closed during the creation 
and scene-to-scene translation( illustration+precognition+imagination), the 
‘recipe’ has been freshly made.



Voices of struggle

I was so sure of my next steps, but now everything is suspending again at
this formation stage. I am freaking out and don’t know what to do.
I am aware of the lacking of considering spectator’s experiences;
I am aware that the ‘recipe´ has a personal connection with me, but it’s weak
to reach audience;
I am aware that all the experiments with the bathtub take me closer and 
closer into the world I create, make me unable to look at it as a whole.
I am aware of …
I need a break!
I need a long distance away from my work!
…

I need to take an ‘aesthetic distance’,
both physically and mentally…

Aesthetic distance
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Metaphorical thinking 

A metaphor as having two parts: the tenor and the vehicle. The tenor is the 
subject to which attributes are ascribed.The vehicle is the object whose attri-
butes are borrowed. (Richards)
Metaphors have different aspects. Cognitive metaphor is the asso-
ciation of object to an experience outside the object’s Environment. 
where a piece of music can ‘map’ to the personality and emotional life 
of a person, and this is called musical metaphor. Synesthesia experi-
ences are a sensory version of metaphor.
‘The bathtub’ for me is not only a daily object, but a metaphor of a 
‘body’, a vulnerable body. I want to tell an abstract story that ‘the 
bathtub’ is going to die in a very dangerous and absurd situation. 
Which through the process of contextualising ‘the bathtub’, partici-
pants will be aware of the connection between their own bodies. And 
the scenographic ingredients including water, smell, lights and sound 
working as a whole to enhance the anxiety and instability of the space. 

In a ‘mindfulness/awareness’ encounter, participants in scenographic environment might 
become aware of their thoughts, actions and sensory capacities within the experience, 
thus reflection becomes a particular mode of participation. (Shearing)
My approach of spectatorship is to create an immersive and relational en-
counter between body and environment, and convey an embodied and senso-
ry expression. 



Barefoot  -  ‘ Walk on the wild side ’
 
“open as an installation, closed as a performance”

This multi-media installation/performance is a work of metaphors. 
Which questions how we locate at this ephemeral and unstable 
world of paradoxical construction and destruction and increasingly 
abstract loss of humanity. 
A bathtub in a unusual and urgent state, with different dimension 
of sound, light and smell, constantly fluctuating the space…

pics of  model of final installation
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Aesthetic distance

From the beginning of my scenographic trajectory, I can never come cross 
the idea that I will stick with a bathtub for my final exhibition. With a sim-
ple and strong drive/love for performance, I have landed in a new territory, a 
journey full of excitements and struggles.

Continued with the spatial (spiral) journey, I will be taken on a new de-
parture, but which is still a myth for me. And I would like to take another 
aesthetic distance, to be able to see more clearly - what is my next step?
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