
 I suppose I could try to explain to you, in precise 
and definite terms, what my ‘aesthetic’ or ‘style’ is, but it 
would be tricky. My work reflects my feelings about any 
particular object or subject, and they change constantly. 
In my early days, it was quite vexing when any inkling of 
creation, like the ocean foam, ebbs and flows around me 
and I wonder to myself: Which one of you do I choose? 
 Fortunately, I had, and still have, the luxury of 
time, and with it comes experience. While I am unsure 
of how other designers or artists develop their aesthetic 
sensibilities and techniques, but I have found that trusting 
my intuition yields the most interesting results. 

FOREWORD

 Not that my methods are not tempered with 
logic, to be clear; while intuition is in the core of my 
methodology, a system of prompts and guides should be in 
place to coax and persuade the intuitive mind to an end. I 
will talk about my methods and relate it to my works, so as 
to bring about a greater depth of transparency regarding 
my methods and works.

DISSERTATION ON RESEARCH METHODOLOGIES 
NO. 1

 The word ‘frame’ is of particular importance for 
me. Framing is, essentially, creating a boundary around a 
subject or object, across the senses. 
 It enables our conscious minds to think coherent-
ly by focusing our thoughts around the subject at hand. 
However, it is important to understand that this ‘frame’ 
that I speak of is not concrete. It is more akin to how a 
fisherman uses his net; he is able to catch fishes with a 
great degree of flexibility. This is how a frame should be: 
soft, but firm when need be. 
 It is important to understand that a useful frame 
changes with you and your surroundings; perhaps, a more

FRAME

appropriate word would be ‘adapt’. A frame that adapts to 
suit one’s present needs is both efficient and effective.
 That being said, how should a person go about 
constructing a frame for any given situation? 
 A frame should be vague enough to be specific. It 
can be a single word, a phrase, or even a particular feeling 
that you cannot put down into words -- hold on to that. 
In doing so, you are able to function like the net: you can 
limit the movements of what is within, but you can also 
allow what is within to escape through the gaps in the net, 
or even allow them back in once you deem them of per-
sonal interest. 
 It is vital to note that a frame can become re-
stricting when it is not vague enough to be specific, or 
vice versa. This occurs when there is loss of balance be-
tween the intuitive and logical minds. This is another point 
about framing: it is an agreement between the intuitive 
and logical minds. 
 This ‘agreement’ I speak of differs from person to 
person. You must look within yourself and see whichever 
mind hold a larger precedence in your life; identify that, 
and then temper it with the other mind.

FRAME IN CONTEXT

 In Takuan Soho’s The Unfettered Mind, he states:
“When facing a single tree, if you look at a single one of its 
red leaves, you will not see all the others [....] it will be as if 
the remaining leaves were not there.” 
 This is what I meant when I talked about a frame 
being an entity that is restricting on a person, earlier. 
However,  in a project that I have recently begun, Visual 
States of Being, I have decided to do just that: I have de-
cided to see the tree not in its entirety, but at each and 
every one of its leaves, as a starting point. 
 That being said, this project begun primarily as an 
exercise in photography, reducing the image into abstract

compositions by cropping out parts of the photographs 
and blowing them up. The image you see earlier and now 
are examples of that. Just as there are numerous leaves 
to a tree, a single photography yields several such images. 
I had a considerable library by the time I started Visual 
States of Being earlier this year.
 In the beginning, I was unsure of where this would 
lead me, but I had a sense that it would lead me some-
where interesting. Sure enough, it did; all these exercis-
es in framing and cropping, finding compositions within 
compositions , became one of the cornerstones of Visual 
States of Being.

 This process should be further supplemented 
with the knowledge of the three philosophical principles 
in alchemy, which are sulphur, mercury, and salt; each of 
these principles correspond to various aspects of the hu-
man existence. Sulphur refers to the spirit (the essence of 
an object), mercury the soul (the mind of an object), and 
salt the body (the manifestation of an object).  
 If we are to put it into less esoteric terms, sul-
phur can be represented by all our thoughts and beliefs, 
for those factors form our personalities -- it is who we 
truly are inside. Mercury then can be represented by our 
consciousness and intent, for they motivate our existence 
and facilitates coherency of thought, though it may not 
make sense all the time, a nod towards the shifting na-
ture of mercury. Lastly, salt can be represented by our 
observable reality: our bodies, our actions, our senses, so 
on and so forth. 
 That being said, one should always be conscious 
of these processes that take place within our minds, for 
they can serve as a guide for your frame. By being attuned 
to the different aspects and qualities represented by the 
three  principles, the specificities within the vagueness of

THOUGHT, INTENT, ACTION

 In alchemical medicine, there exists spagyrics. 
The word ‘spagyric’ has its roots in the Greek words ‘spao’ 
(to draw out, to divide) and ‘ageiro’ (to gather, to bind, to 
join); originally, ‘spagyric’ has been used synonymously 
with ‘alchemy’, and this is not surprising considering that 
the former’s etymological roots refer to the three stages 
of any alchemical work: separation, purification, cohoba-
tion.  In spagyrics, these three stages are essential for 
drawing out the full therapeutic potential of herbs and 
plants. Metaphorically speaking, this process is a reflec-
tion of all we we do. Previously I have demostrated that 
very process in my experiments with photography. 

of the frame that you have in place can be eased out 
more quickly. However, quickness does not translate to 
immediacy; it is quiet easy to fall into the trap of becom-
ing impatient when results are not immediate. This leads 
to hastiness and you are more likely to obtain undesirable 
results. My advice is this: patience. If you are willing to 
wait, your desired results will be achieved. 
 That is not to say that you only wait. If you only 
wait aimlessly, there is no action taken, no results will oc-
cur. This is unsatisfactory. 
 Waiting with a purpose is good. There exists 
the intent to put into action what one has thought; you 
are coiled like a spring, ready to release the energy you 
have  accumulated. In all things we do, we should be like a 
spring; thought and intent are present, ready to become 
an action. This is the essence of the three philosophical 
principles of alchemy in our human existence.
 

 Moving on from my previous actions (the result-
ing library of cropped black and white images), I begun to 
think about issues in translation. Just like how the three 
philospohical principles need to be present and balanced 
out in all we do, it occurred to me that in this equation of 
principles lies a process of translation. Is there a state in 
which I am able to translate the entirety of my thoughts 
into the appropriate action? 
 The catalyst that faciliates this translation can be 
no doubt the intent of a person. Like I have said before, 
this is the mercurial aspect of our existence; it puts our 
thoughts into order and rouses our bodies to action. As 

THOUGHT, INTENT, ACTION IN CONTEXT

can see from the the two images here and after, I have 
made a visual translation of this image on the left in the 
latter, which is a study for the intallations Variable Tranl-
sations and Fixed Translations, both of which are under the 
umbrella of Visual Stages of Being.
 In purely visual terms, I have translated the lan-
guage of the starting image to its negative counterpart. 
I supplement that translation by layering another trans-
lation of aesthetics on top of it; what was previously soft 
has now become hard. 
 In the three philosophical principles in alche-
my, the three principles are a metaphor for the building 
blocks of all existence: there must be spirit, body and soul 
for any object to exist. 
 To apply this second frame onto my previous 
frame (that of cropping a photograph to find new im-
ages), we can think of the process of photography. The 
end result of photography is to produce a physical rep-
resentation of the visual reality around the photographer. 
To faciliate this, the photographer shoots with intent. The 
sulphuric principle, the essence, is all of the visual reality 
that the photographer is observing at any given moment

in time. The mercury principle manifests itself in the in-
tent to shoot; it manifests itself when the photographer 
decides to frame a particular visual slice of reality that he 
wishes to use as a compostion. 
 The salt principle is observed in the physical ma-
terials that constitue the entirety of the photographer’s 
craft. It can span from the lens all the way to the actual 
photograph itself. 
 The negatives of the actual photograph is of par-
ticular interest in Visual States of Being. To me, they are 
a physical manifestation of the mercurial aspect of pho-
tography; it exists as a proto-photograph, and it dictates 
the resulting physical image, without dictating its colours. 
What the negatives dictate, is what the resulting photo-
graph may not be in reality, but how it should be com-
posed in the photograph. 

mental resources from the restrains of the set of guides 
that you have created in the frame. That is not to say that 
they are to be erased completely from your mind, how-
ever. The key is to be aware of those guides as a set of 
questions of intent, rather than statements of intent. If 
you do so, your results become answers to your frame, 
rather than a repetition of your frame. 
 This can be seen in the contrast between de-
ductive, inductive, and abductive reasoning. Deductive 
reasoning is a reductive method that narrows an premise 
down a conclusion by eliminating the various other con-
clusions that do not hold true to certain assumptions tha 
you have established. 
 Inductive reasoning derrives a conclusion via an 
additive method, extrapolating from the premise to reach 
a conclusion for the premise; that being said, the conclu-
sion that you have reached may not be true to the prem-
ise, but it can be. 
 Abductive reasoning allows a person to infer a 
possible conclusion from the premise, under the mindset 
that the conclusion is a result of the premise. On the sur-
face, abduction may seem similar to the deductive method, 

WANDERING

 In all things it is of utmost important to allow 
yourself to wander. To wander  is to be attached and de-
tached to and from all of physical reality. Once you have 
internalised the soul of an object, the physical form of the 
object is merely a prompt of its entirety; it only serves as 
a reminder of what is within, through its physicality. Per-
haps this is best exemplified by a saying of Shao Yong: “It 
is essential to lose the mind (in order to free it).” 
 Once a frame is established, it is essential for you 
to be wary of how it can limit and tie you down. Of this I 
have talked about previously. 
 In allowing yourself to wander, you free up your 

however it disregards all the other possible conclusions 
that could be the cause of the premise. 
 Of these three methods, abduction can be dan-
gerous. This happens when you set your frame as a state-
ment, rather than a question, and you try to find evidence 
to the former. 
 Of deduction and induction, I prefer induction 
because of all the possibilities it can offer; my mind is 
free to wander from one place to another. However, I can 
choose, with deduction, the more likely answers to the 
questions in my frame, giving my answers and resulting 
conclusion more weight and depth. 
 Being aware of these proceses will aid you greatly 
when you are searching for a multitude of answers that 
are possible results of your framing premise. The words 
that you should begin with should be “It could be...” rather 
than “It is...” Do not limit yourself.

WANDERING IN CONTEXT

 One of the more interesting concepts that my re-
search has led me to was the writings of M.H.J. Shcoen-
maekers. In his book, Principles of Plastic Mathematics, he 
states: “The two fundamental, complete contraries which 
shape our earth and all that is of the earth, are: the horizon-
tal line of power, that is the course of the earth around the 
sun and the vertical, profoundly spatial movement of rays 
that originates in the centre of the sun.
 That is, of course, the language of lines and 
the forces they represent in our universe, according to 
Schoenmaeker. They could be likened to the Ying and the 
Yang principles: these two seemingly opposing forces are 

actually two sides of the same coin. The vertical line, 
then, could be found in the horizontal -- all you have to 
do is to change your orientation. 
 That being said, this language of lines then be-
came the key defining approach to the visual presenta-
tion in Variable Translations and Fixed Translations, as you 
may observe in the image to the left. To me, the hori-
zontal and vertical lines represented potential movement, 
and together they create kinetic movement; the language 
of the diagonal line is synthesised from the two different 
lines, creating depth when in combination. 
 Earlier on I spoke of the the three philosophical 
principles. Here, the diagonal line is in my intent, whereas 
the vertical and horizonal lines form the body; the en-
tirety of Schoenmaekers’ ideas about nature of lines then 
represents the essence. 
 There is, as you may notice, only the presence of 
horizontal white lines on the final image below. This is an 
intentional choice on my part. 
 A conventional approach would be to create a 
composition the visually depicts vertical and horizontal 
lines within the frame. However, that is too literal. Where

is the separation, purification, and cohobation processes? 
A literal translation of the premise does not value add to 
the conclusion. The conclusion is flat. 
 To avoid that, the mind must wander: I progress 
while being aware of the language of lines. In any orien-
tation, portrait or landscape, there is the overt repetition 
of the vertical or horizontal line correspondingly. While 
repetition can serve as an effective visual prompt, overt 
repetition burdens the senses. As such, I settled on the 
portrait format while eliminating the vertical lines. There 
is enough of that element in the image’s orientation. 
 In addition, the portrait orientation highlights the 
sense of diagonality that is synthesised from the horizon-
tals and verticals, moreso than the landscape orientation. 
This can be observed in the steepness of the diagonals 
brought about by the image’s orientation.

 In The Unfettered Mind, Takuan states: “Although 
wisdom is called immovable, [...] It moves as the mind is wont 
to move: forward or back, to the left, to the right, in the ten 
directions and to the eight points; and the mind that does 
not stop at all is called immovable wisdom.” 
 Methodologies are not exhaustive; they are or-
ganic, growing with the people and without. It is an error 
to become attached to a certain point and refuse to move 
from it. As such, methodologies, to me at least, is again 
like the the fisherman’s net -- a series of points linked to-
gether in unison. They do not exist as an individual entity, 
but as a communal entity.

AFTERWORD

 In the pursuit of knowledge, we should expand the 
amount of methodologies that are available to ourselves, 
even if it may not be the most appropriate one at the 
moment. However, it could be, it can be -- there is no 
definite answer to that. What matters is the questions 
you ask, and the answers you find. 
 
 Therein lies the beauty of it. 


