Giving shape to time: An investigation into mixed-media installation

Toeingam Guptabutra (formerly Srisubut)

A thesis submitted in partial fulfilment of the requirements of
The University of the Arts London for the degree of Doctoral Philosophy
January 2005



CONTAINS MUSIC CD
UNABLE TO COPY
CONTACT UNIVERSITY
IF YOU WISH TO SEE

THIS MATERIAL



ABSTRACT

This research investigates ways of shaping time and identifying the characteristics of time
that evolve in my art practice with reference to a synthesis of two and three-dimensional
material, sound, and video. The nature of this study is a three-way material exchange
between theoretical discourses, my practice, and audience response. The theoretical
discourse includes a survey of the notions of time from different fields of knowledge from
science, literature, anthropology, and memory studies. Additionally, an analysis of two
contemporary installations, Normal & Nature by a Thai artist, Kamin Lertchaiprasert, and

Going Forth by Day by an American artist, Bill Viola, 1s included.

Project 1, A solo show by Toeingam Srisubut, featured three art pieces: time-scape,
container site, and ...and a real TV. The first project explored the potential media that can
give shape to time and make the characteristics of time explicit. My evaluation of this
project focuses on analysing the characteristics of time that grow out of my three works,
and examining the audience’s multiple readings of time that reveal various indicators, e.g.

spaces, narratives, audience’s and my memories, and certain Thai social and economic

elements.

In Project 2, a sound and performance 1nstallation Rush Hour, narrative, space, and
audience participation are considered specifically. I am testing out how effective the three

indicators can give shape to time, and 1dentitying the different characteristics of time of the

installation placed in a specific environment of Koh Samui.

Project 3, a mix-media installation, When I grow rich, say the bells of Shoreditch, re-tested
the three indicators. This project demonstrates my personal, cultural engagements and

interpretations of these indicators.

The research 1dentifies further areas for potential studies within various aspects of time as

well as practical ways of giving shape to it.



CONTENTS

Acknowledgements page 1
List of illustrations 1]

Introduction ]

CHAPTER 1: THEORIES

1.1 SCIENTIFIC TIME: SPACE-TIME 12
1.2 FORMS OF TIME IN NARRATIVE: CHRONOTOPE 21
1.3 AUDIENCE PARTICIPATION 32
CHAPTER 2: TWO CASE STUDIES OF NORMAL & NATURE BY KAMIN 43

LLERTCHAIPRASERT AND GOING FORTH BY DAY BY BILL VIOLA
CHAPTER 3: PROJECT 1
3.1 DEVELOPMENT OF A SOLO SHOW BY TOEINGAM SRISUBUT 74
3.2 EVALUATION OF A SOLO SHOW BY TOEINGAM SRISUBUT 33
CHAPTER 4: PROJECT 2
4.1 DEVELOPMENT OF RUSH HOUR 102
4.2 EVALUATION OF RUSH HOUR 114

CHAPTER 5: PROJECT 3

5.1 DEVELOPMENT OF WHEN I GROW RICH, SAY THE BELLS OF SHOREDITCH 135
5.2 EVALUATION OF WHEN I GROW RICH, SAY THE BELLS OF SHOREDITCH 152
CHAPTER 6: CONCLUSION 180
BIBLIOGRAPHY 203

DVD SUITE



ACKNOWLEDGEMENTS

This research was made possible thanks to the support of The University of Arts London,
Chelsea College of Art and Design. I would like to thank all those individuals who have
assisted me in various ways during the course of my research including: my supervisors,
Shelagh Cluett and Protessor Toshio Watanabe, and all the staff at Chelsea Research
Oftice. | am extremely grateful for the great support from The Royal That Government

which financially supported me throughout my study. I would especially like to thank my

family and tinally Paul Poole for his encouragement and support.



Fig. 1

Fig. 2

Fig. 3

Fig. 4

Fig. 5-7

Fig. 8

Fig. 9-10

Fig. 11

LLIST OF ILLUSTRATIONS

An image showing three trajectory paths of the sun on the mural in

Wat Botsamsen, Bangkok (Y oungrod 1998, 75)

An illustration of the time light cone (Hawking 1988, 30, fig 2.6)
Bill Viola, Going Forth by Day (Fire Birth), 2002. Video/sound
installation in five parts, dimensions variable. Deutsche
Guggenheim Berlin. (Viola 2002, 17)

Bill Viola, Going Forth by Day (The Path), 2002. Video/sound
installation in five parts, dimensions variable. Deutsche
Guggenheim Berlin. (Viola 2002, 26-27)

Bill Viola, Going Forth by Day (The Deluge), 2002. Video/sound
installation in five parts, dimensions variable. Deutsche
Guggenheim Berlin. (Viola 2002, 39, 41, 44-45)

Bill Viola, Going Forth by Day (The Voyage), 2002. Video/sound
installation 1n five parts, dimensions variable. Deutsche
Guggenheim Berlin. (Viola 2002, 47, 53)

Bill Viola, Going Forth by Day (First Light), 2002. Video/sound
installation in five parts, dimensions variable. Deutsche

Guggenheim Berlin. (Viola 2002, 60, 62)

Selected Biography ot Kamin Lertchaiprasert (Lertchaiprasert 1997,

137)

11



Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

12

13

14

15

16

17

18

19

Kamin Lertchaiprasert, Normal & Nature, 1997 (Record of the 14"

August 1995)Charcoal on paper, 35.5 x 100 cm, 366 pieces.
(Lertchaiprasert 1997, 43)

Kamin Lertchaiprasert, Normal & Nature, 1997 (Record of the 15"
August 1995) Charcoal on paper, 35.5 x 100 cm, 366 pieces.
(Lertchaiprasert 1997, 43)

Bill Viola, Nantes Triptych, 1992. Video installation, dimensions
variable. (Morgan 1993, 28)

Kamin Lertchaiprasert, Normal & Nature, 1997 (Record of the 10"
of November 1995) Charcoal on paper, 35.5 x 100 cm, 366 pieces.
(Lertchaiprasert 1997, 65)

Kamin Lertchaiprasert, Normal & Nature, 1997  (Record of the
9" of December 1995) Charcoal on paper, 35.5 x 100 cm, 366
pieces. (Lertchaiprasert 1997, 72)

Kamin Lertchaiprasert, Normal & Nature, 1997 (Record of the 22™
of February 1996) Charcoal on paper, 35.5 x 100 cm, 366 pieces.
(Lertchaiprasert 1997, 83)

Kamin Lertchaiprasert, Normal & Nature, 1997 (Record of the 31*
ot October 1995) Charcoal on paper, 35.5 x 100 cm, 366 pieces.
(Lertchaiprasert 1997, 63)

Kamin Lertchaiprasert, Normal & Nature, 1997 (Record of the 26"
of December 1995) Charcoal on paper, 35.5 x 100 cm, 366 pieces.

(Lertchaiprasert 1997, 77)

111



Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

20

21

22

23

24

25-27

28-29

30

31-35

36-39

40

41

42

4344

Bill Viola as an invigilator in Going Forth by Day (The Voyage),
2002 (Viola, 2002, 52)

Going Forth by Day (Fire Birth) projected over the main entrance
of the exhibition room (Viola, 2002, 73)

A drawing showing hills and bushes used as scenic dividers In
murals (Simatrang 1978, 44, fig 7)

A drawing showing bushes and palace walls used as scenic dividers
in murals (Simatrang 1978, 47, fig 5)

Part of mural painting showing figures in a palace (Paknum 1996,
635)

Concentre 3 during working hours, still images from video, 2001
(taped by the author)

Concentre 3 during lunch break, photographs, 2001 (photographed
by the author)

A three-dimensional model of ...and a real TV, 2002

container site, 2002. Mixed-media installation, dimension variable.
..and areal TV, 2002. Mixed-media installation, dimensions
variable.

A two-dimensional installing plan for ...and a real TV, 2002

An 1llustration of the time light cone (Hawking 1988, 30, fig 2.6)

The editonal featuring workers in Concentre 3 (Komchudluk, 2002,
12)

Chaweng Beach, Koh Samui, photographs, 2003 (photographed by the

author)

1V



Fig.
Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.
Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

45

47

43

49

50-51

52-53

34

35

36

57-38

59-60

61-62

63-64

65-68

69-74

A sketch of Rush Hour, 2003

Rush Hour advertisement

Community Magazine distributed in Koh Samui Airport,
photograph, 2003 (photographed by the author)

Siam Map Company stand, photograph, 2003 (photographed by
the author)

Rush Hour free-postcards in a Siam Map Company stand
photograph, 2003 (photographed by the author)
Advertisements (Community Magazine, October 2004, 27, 41)
Free postcards from a Siam Map Company stand during October
2004

The front cover of Community Magazine, June 2003

The front cover of Marie Claire (Thailand), October 2004
BURBERRY LONDON advertisement (Marie Claire, October
2004, 20-21)

Rush Hour, 2003 (The first boat) Still images from video

Rush Hour, 2003 (The second boat) Still images from video
Rush Hour, 2003 (The third boat) Still images from video
Shoreditch Church Saint Leonard, photographs, 2003
(photographed by the author)

De Beauvoir Estates, photographs, 2003 (photographed by the
author)

Today 1s Boring photographs, 2003 (photographed by the author)



Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

75

76

T7-78

79

30

31

32

33

34

3

36

87-88

39-98

Shoreditch map showing the three locations of Shoreditch Church,

Today 1s Boring, and the De Beauvoir Estates.

A sketch of When I grow rich, Say the bells of Shoreditch, 2004
Hoxton Street Market where vegetable and herb are still sold,
photographs, 2004 (photographed by the author)

Graftfiti found on Waterson Street, photograph, 2003 (photographed
by the author)

Work In progress, photograph, 2003 (photographed by the author)
Graffiti found on Waterson Street, photograph, 2003 (photographed
by the author)

Work 1n progress, photograph, 2003 (photographed by the author)
Graftiti found on Rivington Street, photograph, 2003 (photographed
by the author)

Work 1n progress, photograph, 2003 (photographed by the author)
Graftiti found on Rivington Street, photograph, 2003 (photographed
by the author)

Work 1n progress, photograph, 2003 (photographed by the author)
The main entrance of M+R place to till photographs, 2004
(photographed by Varee Chat-Udom)

When I grow rich, Say the bells of Shoreditch (The garden), 2004.
Mixed-media installation, dimension variable. (photographed by

Varee Chat-Udom)

Vi



Fig. 99-100 When I grow rich, Say the bells of Shoreditch (The bells), 2004.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.

Fig.
Fig.

Fig.

Fig.

101

102-106

107

108

109

110

111

112

[13

114

Mixed-media installation, dimension variable. (photographed by

Varee Chat-Udom)
The sketch of the bells

When I grow rich, Say the bells of Shoreditch (The video shop),
2004. Mixed-media installation, dimension variable.
(photographed by Varee Chat-Udom)

The Eastern Region Street rail bridge over Kingsland Road,
photograph, 2004 (photographed by the author)

Posters under the Eastern Region Street rail bridge, photograph,
2004 (photographed by the author)

When I grow rich, Say the bells of Shoreditch advertisement
When I grow rich, Say the bells of Shoreditch advertisement on
Kingsland

Road, London, photograph, 2004 (photographed by the author)

Pure Evil (provided by Artist X)

Container site, 2002. Mixed-media installation, dimensions variable
..and a real TV, 2002. Mixed-media installation, dimensions
variable.

When I grow rich, Say the bells of Shoreditch (The garden), 2004.

Mixed-media 1nstallation, dimension variable. (photographed by

Varee Chat-Udom)

Vil



Fig. 115 When I grow rich, Say the bells of Shoreditch (The video shop),
2004. Mixed-media installation, dimension variable. (photographed

by Varee Chat-Udom)

Vill



INTRODUCTION

The latency of the temporal element in my practice became explicit for the first time when I
discovered Rita Ringis’s book entitled Thai Temples and Temple Murals (1990) in the
library of the School of Oriental and African Studies in 2000. It is necessary to briefly
describe my perspective of Thai murals before the discovery of this book, as my subsequent
perspective led to the formulation of this research. My prior perspective of the murals was
shaped by texts, documents, reviews, and books available in Thailand. Anuwit
Jaroensupakul (1980, p. 18) claims that Thai academics examine mural paintings through
the eyes as art lovers. He explains that these investigations present repetitive aspects of
murals. Furthermore, this manner of examination cannot lead to advanced study or deep
analysis of Thai murals. However, I have observed that the critique of Thai murals has been
evolved over the past 25 years. A significant number of Thai scholars are exploring temple
murals from more diverse perspectives ranging from craftsmanship, religious philosophy,

anthropology, and history. (Chareonwong, 1979; Chiachanphong, 1978; Koanantakool,
1998; Leesuwan, 1996; No Na Paknum, 1992 and 1993, Simatrang, 1978, 1979, and 1985,
Youngrod, 1996 and 1998) My prior perspective of Thai murals focused on artistic
techniques and values, religious narratives depicted on murals, religious philosophy behind
these narratives, and demonstration of Thai social and cultural agenda through the

narratives.

Ringis’s book Thai Temples and Temple Murals encouraged my subsequent perspective of
the implication of time embedded 1n Thai murals. Ringis views traditional temple murals as
evidence of the graphic depiction of time with reference to Buddha’s narrative stories from

the last ten of his 550 Former Lives, the Jataka Tales, and the last life. Through many



stories, murals imply the complex concepts of Buddhist cosmology dealing with the
metaphysical geography of the universe, the nature of time, and the concept of rebirth into
progressively higher spiritual planes. (Ringis, 1990, p. 87) Here, Ringis suggests a close
connection between time and the Buddhist cosmology, which, in my view, makes an
intriguing parallel with a co-evolution of time and the universe from western and scientific

perspectives. (see Hawking, 1988 and 1994) From this point, I started viewing Thal murals

In a new light.

Furthermore, | found that the documents of temple murals I explored in Thailand are
actually crowded with various temporal implications. Virairat Youngrod’s article entitled
Season Imagery in Thai Mural Paintings (1998) serves as an example. The article
demonstrates the birth of three seasons that include winter, summer, and the rainy season.
The three seasons on murals result from the way the sun orbits around Mount Meru, the
centre of Thal Buddhist universe. Youngrod (1998, p. 73) convinces us that there 1s a
connection between the imagery of three seasons on murals and religious literature to be
found in manuscripts of the Ayuthaya and Thonburi' periods. She does not identify the
subject of time in her article; however the temporal implication can be recognised
implicitly through her explanation regarding the change of seasons due to the orbits of the
sun and the moon, and the evolution of solar and lunar eclipses in the i1dealistic universe.
All natural phenomena in the Thar Buddhist universe are in a state of flux. The universe
undergoes continuous transformation. The movement of the sun and the moon encourages
seasonal changes. The winter, summer and rainy seasons develop continuously in repetitive

cycles of time.

' Ayuthaya (1350-1767) and Thonburi (1767 - 1792) were two Thai kingdoms in the central part of the

present Thailand.



[ expanded my new perspective of time further through Youngrod’s article. I observe that

the artisan’s methods of depicting unseen time result from a cross-reference exchange

between theories and practices.

Fig. I An image showing three trajectory paths of the sun on the mural in Wat Botsamsen, Bangkok
(Youngrod 1998, 75)

Figure 1 shows three palaces situated on the sun’s three trajectory paths that cause seasonal
changes. The artisan tries to 1llustrate precisely the trajectory paths described in religious
literature. However, the drawing techniques limit the artisan to objectifying the complete
concepts of the sun’s paths. (Youngrod, 1998, pp. 74-75) The murals partly reveal how the

artisan dealt with the limitation of artistic practices and the ultimate complexity of religious

theories.

[ find the traditional methods of depicting, giving shape to unseen time intriguing; however,
It seems impossible to understand the implication of time through the process of viewing
alone. This leads me to assume that if [ was not aware of the concept of seasonal changes

created by the paths of the sun, I could not have developed my understanding of the nature

of time 1n the Thar Buddhist universe. Similarly, a problem can occur if the audience does



not have basic knowledge of religious themes and theories behind murals. Behind temple
murals are predetermined subject matters that specifically include Traiphum (the Three

Worlds), the Enlightenment of the Buddha, or the Victory over Mara (delusion and

Ignorance), a scene of a congregation of celestial beings and benign demons paying homage
to the Teaching, and a scene of the Jataka Tales. Songyot Weerataweemart (1999, pp. 81-
88) states that all matters are conceptually interconnected to represent certain events taking
place 1n the specific moment of time in which the Buddha achieved the Nirvana. I can see

that 1t the audience does not know the references above, the audience cannot engage the

concept of time.

The above shows the problem of ‘receiving time’ in murals. Traditional artisans may not
have this problem, as they engage the strict procedures of studying theories in the
manuscripts of Pali language scriptures, and practicing drawing on paper and/or working on
background areas of the murals. As soon as the artisans’ comprehension and skills of
murals are fully developed, their teacher allows them to work on chief parts of mural
paintings. However, some of the audiences are not equipped with the same knowledge and
practice as the artisans. This gives rise to several questions and that I apply to my practice.
The questions include: Is 1t necessary to start the practical processes of giving shape to time
by illustrating the theories in the practice? Are there alternative processes of giving shape to
time? Is there the possibility that time shaped in my practice can be made understandable

and perceivable? As a result, I set up the aims and objectives below to answer these

questions.



AIMS AND OBJECTIVES

There are two main aims of the study. The first aim is to create alternative and creative
ways of giving shape to and identifying the characteristics of time in my art practice. The
second aim is to formulate ways of making the temporal elements in my practice
perceivable and realisable. It is important that the temporal elements in my practice are not

to be perceived as predetermined or pre-programmed.

In order to pursue these aims, three objectives are established. The first objective 1s to run a
survey on three categories of art media: two and three-dimensional objects, sound, and
video. These art media are flexible, as they allow me to explore, consider, and experiment

with any types of material in order to generate artistic ways of giving shape to time.

The second objective is to observe and address any clues or indicators of unseen time,
which develop organically out of my practice. This objective 1s derived from my
observation of temple murals along with the philosophies behind them. In order to
understand the nature of time, I regard religious narratives and concepts depicted on the
murals as indicators that lead me to experience the implication of time. The examples of
religious narratives and concepts include the concepts of the Thair Buddhist universe, the
concept of the seasonal imagery, and many Buddha’s narratives in the Jataka Tales.
However, the characteristics of these indicators are predetermined and may not help the
audience who has no knowledge about the murals to 1dentify “time’. The characteristics of

indicators that I am keen to discover and address are based on their own organic

development.



The final objective of the study is to identify the characteristics of time in my practice
through a three way-material exchange between specific theories relating to time, my own
evaluation, and audience response. Therefore, it is important that my practice is tested 1n

both galleries and public space. Through this means, time can be explored and evaluated

from a variety of standpoints.

RESEARCH QUESTIONS

The drawing techniques of murals are traditionally utilised to depict theories connecting the
nature of time to the practices. We have also learned from Y oungrod’s article that the
drawing techniques can on occasion limit the possibilities of theories becoming more
comprehensible in the form of creative practice. As a result, numerous choices of
contemporary techniques and art media were previously investigated and later narrowed
down. With regard to the research of my own practice, I shall ask these questions: To what
extent do the three main categories of art media: two and three-dimensional object, sound,
and video assist in giving shape to and identifying the characteristics of time? What are the
characteristics of time in this research? Lastly, what 1s the relationship between time in my

practice and audience?

THE STRUCTURE OF MY STUDY

The structure I have used allows for parallel development between the theories and that of
my practice as shown by the tollowing: I started developing the theory and practice
elements of this research at the same time, exploring theories relating to time, and
producing pieces of artwork 1n studio. Through the generation of works in the studio, I

realised that practical exploration is a significant way of discovering methods of giving



shape to time and making evident its characteristics. Furthermore, I have discovered and

addressed certain indicators that developed organically out of my practice.

There were three important indicators developing out of the first practical project that were
then applied to the entire research in terms of theory and practice. They are space, narrative,
and audience participation. In terms of theory, I investigated both published material based
on the three indicators and two contemporary artworks, that explore space, narrative, and
the perception of an art audience; Normal & Nature (1997) by Kamin Lertchaiprasert, and
Going Forth by Day (2002) by Bill Viola. With regard to space, I researched various fields
of study that describe ‘space’ and sought to refine and select a specific theory of space. The
concept of ‘Space-time’ by Stephen Hawking was firstly selected. This concept reinforced

with my discussion of temporal and spatial elements in my works, and perspectives of my

audience.

The concept of ‘chronotope’ coined by M.M. Bakhtin was selected as the narrative
indicator. Bakhtin aims to explore the forms of time in historical novels by proposing

‘chronotope’ that literally means “time space’. 1 consider that the chronotope helps to make

time, space, and narrative 1n my practice perceivable.

A number of my practical works could not be completed without the participation of the
audience. Equally my evaluations could not be accomplished without a discussion on the
perspective of the audience. The audience participation was therefore strategised as part of
the theoretical investigation. I explored this indicator trom three various points of view: art,

anthropology, and memory studies. These tields of study help to present the overall



characteristics of audience participation taking place in the three public locations of my

projects.

With regard to my evaluation of space, narrative, and audience participation in my practice,
the procedure of selecting and engaging specific characteristics of the three indicators
involved being offered and/or asking for permission to use space, for instance. In terms of
space, | was offered an art space of Bangkok University Art Gallery, Bangkok to organise a
solo show in June 2002. As a consequence, I selected Bangkok narratives to address the
Thai art audience. In the second project, I experienced an audio advertisement on a long-
tailed boat during 2002. I was inspired to use this advertisement as narrative indicator for
Rush Hour (2003). This indicator existed in the public space of Chaweng Beach, Koh
Samul, Thailand; therefore, permission of using the narrative indicator was not a
consideration. However, Koh Samui’s Tourism Police imposes certain obligations to the
spatial environment in which this boat advertisement existed. The procedure ot dealing
with the exhibiting space for Rush Hour was one of complying with the obligations and
informing the Tourism Police. Lastly, tourists on Chaweng Beach were addressed as they
played an important role in the evaluation of the findings. This second project took place on
the 15™ of June 2003. In the final project, space, narrative, and audience participation
contained a chance element. I presented ten exhibition proposals to ten art venues inside
and outside London. A newly established gallery entitled *M+R place to fill’ in Shoreditch,
East London, accepted my proposal. Shoreditch was immediately treated as the first
indicator of space. Many past and present narratives of Shoreditch were explored, and the

London audience was addressed. The final project took place in May 2004.



THE STRUCTURE OF THE ORGANISATION OF MY CHAPTERS

The nature of my research proceeded in a both random and orderly basis; [ shall consider
the theoretical and practical investigations individually. The development of my three
practical projects developed on an orderly basis. New observations and ideas in the first
project supplied aims and objectives for the second project; new ideas of the second project
underpinned the theoretical and practical approach towards the final project. However, the
development of my theoretical study took place on a random basis. During each practical
project, new 1deas and observations played a major role in re-considering and re-shaping

the scope of theory presented in the first chapter.

The design demonstrates my method of grouping similar theoretical and practical elements
Into six chapters. Even though the design of the organisation of the chapter is not based on
a temporal-order basis, the connection among 1deas and observations in terms of what
comes first or later can be observed through descriptions. Chapter 1 concentrates on
theories relating to time-space showing the scientific relationship between time and space,
chronotope revealing the relationship between time and space in ancient literature, and my
approach towards audience participation through a theoretical combination of art,
anthropology, and memory studies. Chapter 2 focuses on two contemporary artists, Kamin
Lertchaiprasert and Bill Viola whose work demonstrates their engagement with time from
different perspectives. Chapter 3, 4, and 5 describe the development and the evaluation of
my three projects respectively. Throughout these three chapters (3 to 5), theoretical notions
from Chapter 1 were used to evaluate the projects. Chapter 6 attempts to address all of the

findings and to answer the research questions.



SCOPE OF THE STUDY

Two key words of Newton and Rudestam (2001) are applied to identify the scope of my
study. The words are delimitation and limitation. Newton and Rudestam define delimitation
as follows: “...limitations on the research design that you have imposed deliberately”
(2001, p. 90) They also imply limitation as “...restrictions in the study over which you have
no control”. (2001, p. 90) I shall start with delimitation of my overall study. As soon as the
findings of the first practical project in Bangkok University Art gallery were realised, three
indicators (space, narrative, and audience participation) were deliberately imposed. I began
investigating pertinent theories responding to the indicators, which were believed to
identify the characteristics of time in my practices. It also can be seen that the investigation

of theories 1s not of the collective and historical nature of time.

The limitation of my study shall be described. Under the three indicators (space, narrative,
and audience participation) are independent variables that I could not anticipate in advance.
Therefore, it is impossible to use similar theories and criteria to evaluate the characteristics
of time in each project. In the first practical project, the characteristics of space, narrative,
and audience participation related to social and cultural implications ot Bangkok University
area, and other daily narratives of Bangkok. In project two, the characteristics of the three
indicators could not disregard the significance of media and tourism of Chaweng Beach,
Koh Samui. In project three, the characteristics of the indicators were concerned with the
historical and fictional characteristics of the narratives of Shoreditch, and the organisation
of narrative in the art space. As a result of my research, additional theories were introduced
and applied to the evaluation of time in each project. Stephen Kern’s articulations relating

to the evolution of time was suggested in Chapter 3. Views relating to media and tourism
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by Marshall McLuhan, Scott Lash and John Urry, and Zygmunt Baum were used to analyse

findings in Chapter 4. Lastly, Paul Ricoeur’s explorations regarding the relationship

between time and narrative apply to Chapter 5.

In a similar manner, the three main types of art media (two and three dimensional objects,
sound, and video) are variables. The specification of art material could not be
predetermined. As soon as the certain characteristics of the three indications were
established, I carried out experiments in the studio to consider and select the most
appropriate material that could help to create ways of giving shape to time in my practice.
Therefore, the approach toward materials under the three main types of art media is not

based on technical and historical awareness: rather, | focused on the material attributes that

could contribute to the aims of my research.
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CHAPTER 1: THEORIES

1.1 SCIENTIFIC TIME: SPACE-TIME

I am inspired by Stephen Hawking’s answer to his own query- what is the nature of time?-
to invent multifactorial methods of giving shape to and identifying time in my own
practices. I observe that Hawking takes different relationships or points of view into
consideration. He takes an account into the body, the motion of body in space, the
dimension of space, and the gravity, for example, in order to identify the nature of time. It

can be seen that time 1n terms of science cannot be experienced alone. Time has some

logical connection with other subject matters.

From Hawking’s answer, I shall identify two specific areas that I have applied to my

research: time and space, and the arrival of the past, the present, and the future.

TIME AND SPACE

[ have applied Hawking’s exploration of the relationship between time and space to my

research as follows:

As inspired by Hawking’s examination of a variety of theories in order to identify time and
its relationship with space, firstly, I have applied the characteristics of his examination to
the ways I explored time and space in my own practices. Hawking examines various
subject matters that make the nature of time explicit. [ shall present the brief outline of his

exploration as follows:

12



Hawking begins his search by investigating into Newton’s laws of motion that explain how
a body moves or a force acts in space. The two laws are originally based on Galileo’s
experiment. Galileo demonstrated that two different bodies with different weights tall at the
same rate; this 1s because the weight of each body increases the speed constantly at the
same rate as time goes by. Hawking explains this clearly:
Galileo’s measurements indicated that each body increased its speed at the same
rate, no matter what its weight. For example, if you let go of a ball on a slope that
drops by one metre for every ten metres you go along, the ball will be traveling

down the slope at the speed of about one metre per second after one second, two
metres per second after two seconds, and so on, however heavy the ball. (1938, pp.

17-18)

The conclusion leads to Newton’s first law of motion; the body moves because of its own
constantly increasing speed (referring to its weight), not necessarily external forces. What 1s
seen is that the body moves in a straight line. What would happen if an external force drives

the same body? The answer lies in the second law; the body accelerates at a rate that 1s

proportional to the force applied. (Hawking, 1988, pp. 18-19)

Newton uses his laws to illustrate the effect of the force of gravity on all bodies on the earth
and distant bodies in the universe. On the earth, due to the laws that explain that every body
attracts every other body, the greater or lesser attractive forces between two are
proportional to the mass of each body. This can be applied to the explanation of attractive
force, viz. the force of gravity, between all bodies and a massive body called the earth. The
force, therefore, is the reason why all bodies reach the floor at the same rate in all cases.

Moreover, the laws of motion indicate that the tarther apart the bodies, the smaller the

force. This applies to the force of gravity in the universe, that predicts the accurate orbits of
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bodies- the earth, the moon, and the planets. The strength of the gravitational attraction

does not pull the planet 1n to the sun or push it farther away. (Hawking, 1988, p. 19)

The torce of gravity on the earth is related to that in the universe, and the relationship
shows that there 1s no absolute position in space. All bodies on the earth and in the
universe are not in repose. One may sit still on a chair, seeing things all around moving.
According to Newton’s laws of motion, one cannot tell exactly which is moving, oneself or
everything else, because one sits on the earth that is currently orbiting the sun and rotating
on 1ts axis. This makes it impossible to fix the absolute position of an event in space. To
make 1t clear, there is no absolute in space. Still, Newton believed in absolute time that
allows one to measure the interval of time between two events. From his point of view,

time 1s completely separated from and independent of space. (Hawking, 1988, p. 21)

Einstein’s theory of relativity argues that there 1s no absolute time in space. The argument
for the lack of absolute time has grown out of two facts. First, nothing can travel as fast as
light, a fixed and very high speed of 186,000 miles per second. Second, Newton’s laws of
motion prove that an observer cannot indicate how far the light can travel since the laws
dismiss the 1dea of absolute space. (Hawking, 1988, p. 21) According to the first fact, the
relativity specifies that the speed of light 1s identical to all observers, no matter what the
different speed of each observer at that moment. And according to the second fact, the
observers could not agree on the distance the light has traveled and the time that has passed
because each observer will relate different positions and times to the same event.
Additionally, the theory of relativity suggests that all the measurements made by different

observers are related; no single measurement 1s more correct than the other ones. It could
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be said that the theory of relativity completely alters the perspective towards time by

making it a matter of individual perspective and putting an end to the idea of absolute time.

From the viewpoint of the theory of relativity, it is impossible to talk about time without
space and space without time; in my view light is an important key to combine space and
time as ‘space-time’. In the universe, distance can be measured accurately by means of the

speed of light, and the time taken for light to travel from one point to another.
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Fig. 2 An illustration of the time light cone (Hawking 1988, 30, fig 2.6)

For Figure 2, sunlight takes 8 minutes to reach the earth as the speed of light 1s 186,000
miles a second. In other words, the earth 1s 480 light-seconds away from the sun. This
shows that in the theory of relativity the distance in space 1s deduced by the integration of
the distance and speed of light that travels in space and time the light takes to complete the
journey. It is likely that ‘space-time’ is originated as an object to measure distance in space,

and, moreover, to specify the position of an event in four-dimensional space. (Hawking,

1988, p. 26)



In the theory of relativity, the way of specitying the position of an event in space is
different from other means of positioning. For example, the co-ordinates are three numbers-
width, length and height- indicating the position of an event in a three-dimensional space.
However, these ways of describing the position of an event do not take into account that an
event must take place at a specific time. Therefore, the theory of relativity removes the
premise of the theory of absolute space and time, and a new set of time co-ordinates is
introduced. It 1s the ordinary time in seconds plus the distance in light-seconds. Then, when
one wants to describe the position of an event, one can use four co-ordinates; the first three
numbers could be any spatial co-ordinates, and last number refers to the set of time co-
ordinates. Hawking suggests that we imagine that the position of an event described by four

co-ordinates stands in a four-dimensional space called space-time. (Hawking, 1983, p. 27)

As an art practitioner, I had never thought that the force of gravity and the speed of light,
for example, could lead to the explanation of time. Intriguingly, the nature of time can be
understood with reference to Galileo’s experiment on the influence of weight ot each body
while moving, Newton’s laws of motion indicating the eftect of the force of gravity on all
bodies on the earth and those in the universe, and Einstein’s theory of relativity that
terminates the concept of absolute time in space and alters completely our perspective of

time.

Therefore, I have applied this examination of multi-subjects to the methods of giving shape
to and identifying time in my art projects. Through this application, the outcome can be
viewed as shown by: Projects 1, A solo show by Toeingam Srisubut, sees the application of

traditional methods used in Thai murals and Stephen Kern’s concept of the eftects of the
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telephone. Project 2, Rush Hour, demonstrates my theoretical and practical approach

towards cultural subjects: media and tourism. Project 3, When I grow rich, Say the bells of

Shoreditch', addresses the narrative theory of mimesis and muthos, which makes time

realised 1n my historical and contemporary narrative elements. All of these subjects have
expanded the boundary of my knowledge of time and underpinned the approach of multi-

subjects as the effective way of giving shape to and identifying the temporal findings.

Secondly, I have applied the conditional relationship between time and space to my

research. I am intrigued by Newton’s belief that there is no absolute position in space, and

Einstein’s argument of no absolute time in space. This lack of absolute time and absolute

space relate to the measurement of speed of light, made by each individual observer. |

would like to stress a fact that Einstein’s argument of the lack of absolute time is developed

according to Newton’s articulation of the lack of absolute space. I observe that time and
space progress in the same direction. Theretore, | have applied this observation to the
exploration of Bill Viola’s Going Forth by Day (2002) and When I grow rich. Viola’s
installation features specific characteristics of time and space, which develop to have

similar qualities. Time identified in When I grow rich addresses the development and the

value of space.

Thirdly, due to Einstein’s theory of relativity, I have applied the proposition that time 1s a
matter of individual perspective, not only in the activity of measurement, but also 1n the
production and reception of my art activities. I have considered the perspective of
individuals who visited my art projects. Project 1 includes the criticism of Parkpoom

Ratanarojanakool, a critic, who discovered an important issue of the work. Project 2

' In short, When I grow rich.
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describes the comments of a tourist audience, whose forthright comment on my sound and
performance installation has led to the evaluation of temporal findings. Lastly, Project 3

retlects on the comments of Alexander Hidalgo, an audience member, whose own learning

processes have featured the recognition of time.

THE ARRIVAL OF THE PART, THE PRESENT, AND THE FUTURE

Regarding the concept of the arrival of the part, the present, and the future, I have applied

the following points of view to my research:

Firstly, | have applied the graphic illustration of the arrival of time (fig. 2) to the practice
and the evaluation of ...and a real TV (2002) in Project 1. Originally, I imagined that time
would move tforward as a straight line from the past to the present and the future. My
discovery of the illustration of the time-light cone has altered my perspective of the travel
of time. To my surprise, the operation of the sun, the speed of the sun light, and the
movement of the earth and other planets in the universe play a significant role in the arrival
of the past, the present, and the future. I have applied this graphic illustration to ...and a

real TV (2002) in order to create the awareness of time. I shall present a briet outline of

how the 1llustration works as follows:

In figure 2, if the source of light stands in the space-time that 1s four dimensional, we can
imagine that it will spread out in a three-dimensional light-sphere, like a cone shape, in the
four-dimensional space. This particular appearance is relevant to the effects of the past on
the present and the future. If the source of light is the sun, it emits the cone-shaped light

that takes 8 minutes to travel to the earth. This means we currently see the sunlight of
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generated 8 minutes ago. If the sun stops shining, the earth is not affected for 8 minutes. It
can be explained that, first, the earth is an event happening elsewhere, out of the three-
dimensional light-sphere, and is not affected immediately by the sun’s death. On the same
basis, so many events currently happening elsewhere in universe cannot affect or be
affected by an event on the earth. Second, the earth would realise the sun’s death when it
enters the future light-sphere after 8 minutes. This means that if one knows the event in the
past, one can predict what will happen in the present. If one knows the event in the present,

one can predict what will happen in the future. (Hawking, 1988, pp. 31-32) Unfortunately,

one has no way of knowing the present event and the future event since the past event

arrives in the present.

Secondly, I have both challenged and applied the content of the arrows of time to the
evaluation of my practice: container site (2002) in Project 1 and When I grow rich, Project
3. In my basic understanding, time never travels backward. However, in some occasions, |
notice that my past events play a role in the present time. This makes me believe that in an
art situation time does not necessarily travel in the same manner as t<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>