PP A EEFARAEHER)S L5
—FZ- &40 > F 99-128
DOI: 10.58664/mustjournal.2026.09.005

FE -BF .
——E T R R K R g T

3 A E

(GBP A B A2 B ik gl k)

;}?_Q DA ERFOLEMNENERANY > LR e S E G B AT
*‘“ﬁ"? R fr’%ﬁ'ﬁﬁ ) TSR L mﬁLF—, Biniro Qiﬁ%ﬁuiﬁgﬂﬂ\$%‘}ﬁ'
LEITEL R B OV b

%Péﬁ G BcF AT BTAE A iSd N LR o
T e 75-3”]*%?%@ BT A R WA ‘ﬁ' .
EARARESLARB N BENT DE R H 0 B
A RN RS AR TR T R
WML ERLEE 0 A2 g @:—}%gmﬂ;;\j\&,é -gfpgaﬁaré;:gg,ﬁgai
E b e BB R Rk o BTk B R E T 2GR W EHA - AR
YR G Rk B TR L PERA S LAY M RE
ﬁ?*)mW%ﬁﬁ°*°ﬁﬂr&%ﬁgﬁﬁﬁﬁﬁﬁ%éJ»umﬁﬁﬁ<¢.
V) SARBR B EARIM TG AR R TR R IILRE 5 A 4T o E R
LT A REERES S pRL > FREBEAE VALY R GRE HP 2L
EFTEF R AT RETE PR BHIREYF OE RO TRIE A D
it (A2 F & 5 A pairelicd KEMES TR L 20EF {ERaF ] HEe

S

\\v

‘d-ﬁﬁ\
ﬂmm&*‘m«‘

2 # i S ﬁﬁiﬁk#’k“i%m
THRBRNAELERE XF
56’"1%5"25‘%31'@ T

27
7

wo ol @

S

5l

—_
F
L
[

:\‘“

M i T Ry - WESNCEKEEN B CEFHIRG LR B RK
W

focfp P E 12026 057 11 p P HP 2026 & 07 7 23 p o

99



54 &

Brushwork, Music, and Cross-Cultural Experience:

Viewing Mechanisms in Immersive Digital Ink Installation

NG, Sau Wah Sarah
(Associate Professor, Department of Fine Arts, University of Macau)

Abstract: This paper examines how brushwork interacts with sound effect as a medium in
immersive digital ink installations, shaping viewers’ perceptual experience through visual
presentation and fostering cross-cultural perception. Such installations are built upon artists’
original ink-on-paper works, edited into dynamic generative digital ink art video that
retains traditional ink diffusion effect and textures, displaying interrupted, layered, and
dynamically diffusing effects. Immersed in these environments, viewers engage with
changes of ink shading, brush gesture and momentum or energy, and spatial arrangements
evoking traditional Chinese painting composition involving a kind of /iubai or blank space/
void space, while sound effect guides emotional resonance and forms a personal “reading”
experience-extending viewing from visual appreciation into multisensory engagement.
Drawing on McLuhan’s “the medium is the message,” this paper argues that the form of
immersive digital ink installation-projection, mirrors, and music-reshapes viewers’
perceptual modes more profoundly than the content itself. The abstract style of digital ink
carries forward the spirit of traditional literati painting’s spirit resonance and vitality, while
the generous use of void space continues the Chinese painting philosophy of “mutual
generation of void and solid,” opening shared perceptual pathways for audiences from
diverse cultural backgrounds. This paper proposes an analytical approach for examining
immersive digital ink installation viewing mechanisms, taking Leong Lampo’s Icy-Fire as
a case study, drawing on audiovisual relationships, inter-mediality theory, and immersive
audience theory to analyze how immersive experience adds value to traditional ink
paintings. The work begins with hand-painted ink paintings on paper, which are then
digitized through ultra-high-definition scanning, enhancing and amplifying the details of
the ink on paper texture. Dynamic images are generated using software and combined with
sound effects. The work responds to climate issues through the imagery of Icy and fire and
offering rich examples for analyzing the interplay between abstract brushwork, sound effect,
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and cross-cultural experience mechanism of digital ink installation. ~Compared to
immersive digital ink installation that rely solely on AI generation or multi-person
collaboration, this case is more representative and offers high research value, especially for
examining the viewing mechanisms and the fostering of cross-cultural perception in digital
ink within the contemporary global context.

Keywords: Digital Ink; Immersive; Installation Art; Scenography, Brushwork; Cross-
cultural; Visitor Experience
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£ o Tscenography | — 3@ ¥ dg A ML B > 7 7 dp b FLendipeh] 5 Hadp ¥ - % —;J._%z
ENIE S 0 TR AL a‘ﬂ 348 xtms\ % o Christin Essin, “Immersive Van Gogh: A Scenographic Analysis,”
in Enveloping Worlds: Toward a Discourse of Immersive Performance, ed. E. B. Hunter and Scott
Magelssen (Ann Arbor: University of Michigan Press, 2025), 61.
https://www jstor.org/stable/10.3998/mpub.12781862.8 English original: “As an artistic practice,
scenography encompasses all of the visual, spatial, and temporal components of theatrical production.
Architecture, scenery, lighting, sound, costumes: these are the scenographer’s tools. The term
‘scenography’ can denote a conceptual practice or a material artistry; it can reference the work of a single
person or many creating in collaboration.” For further information on scenography, see Jane Collins and
Andrew Nisbet, eds., Theatre and Performance Design: A Reader in Scenography (London: Routledge,
2010), https://doi.org/10.4324/9780203124291.
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3 Christin Essin, “Immersive Van Gogh,” 59-74, at 60-61.

Josephine Machon, Immersive Theatres: Intimacy and Immediacy in Contemporary Performance

(Basingstoke: Palgrave Macmillan, 2013), 25.

3 Gareth White, Audience Participation in Theatre: Aesthetics of the Invitation (Basingstoke: Palgrave
Macmillan, 2013, ISBN-10: 1137354631), 9-10.
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6 Susan Bennett, Theatre and Museums, (Basingstoke: Palgrave Macmillan, 2013), 3-22.

7 Marshall McLuhan, Understanding Media: The Extensions of Man, (London and New York: McGraw-
Hill, 1964), 7-23.
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8 Oliver Grau, Virtual Art: From Illusion to Immersion, Gloria Custance (trans.) (Cambridge, MA: MIT
Press, 2003), 18.
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Jacques Rancicre, The Emancipated Spectator, trans. Gregory Elliott (London: Verso, 2009), 13.
Michel Chion, Audio-Vision: Sound on Screen, trans. Claudia Gorbman (New York: Columbia University
Press, 1994), XVIII -XIX. [Chion’s term for this phenomenon is synchresis, an acronym formed by the
telescoping together of the two words synchronism and synthesis: The spontaneous and irresistible mental
fusion, completely free of any logic, that happens between a sound and a visual when these occur at
exactly the same time.]; Michel Chion, Audio-Vision: Sound on Screen, 5. [audiovisual illusion, an
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as illustrated above with Bergman: what we shall call added value.]
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Essin, “Immersive Van Gogh,” 66-67.
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f R SR B B > B RESF - 55 (Josephine Machon) FrfiiiR =0t
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AT B S E TP ThEE > EE AR =S M2 B
AR ZE ~ DU 17 SRS A B B EEAE AR - 7E1 A% (Jay David Bolter) B £45
¢ (Richard Grusin) AYI#/{t (remediation) HEEMHEZL N » AR AE B LI U BEEL N7

23 Machon, Immersive Theatres, 15.

24 Essin, “Immersive Van Gogh,” 66-67.
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At ) (immediacy) B RIS E | (hypermediacy) YREHEIRT) © 2 BRER G
(holographic projection) B AR VTIZ 04 B A B PR BR A 19TFAE - rEBUn B E 5
IKEEHERL B SR—RERIIRERY ~ ST MR TUIRRASER 5 JRTIT » SRRl ~ IaRZe A
SHIYVE R M > ARSI E > RSB R 5 A8 5 B RS e B 2 Bk
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27 Rajewsky [ HERERL T > Sk SR AT LAVS KW @ #4F « H— 2 /i
#% (medial transposition) » BESRE UK E LM IR RR AR b i 8 > (HAE AL PR
BHRPMS LAIERT s 7 H T RIEAAS (media combination) » RIFRELL LA [E BA7E
[Fl — VB A R DAY B U B > 0 £ e/ A S E Bl 5 H =2 A RS
(intermedial reference) > 5 {5375 MM HEE (B4R T REIGED /K SRR O SE BB © A AR
R =R BB BRI R K BT R EE b TR ) =B AR
WA o S Van Gogh Alive WA Mo s — 484 « B QRSB 1Y 1T\ 7
TR o TRALRERIRESE LA PEBUR /A RS ERE R AT %
RO TR BN 5 BB AR A RS T S IR A - T K AR A TR A
PR G LT R B B AT 22 > TESCARBEBUR B IRE B AR ~ 5 S i BB SE 1 Y
i > R ARRERE ~ FHPHNRVBUEEE > H LSRR B TERTTR A o

25 Jay David Bolter and Richard Grusin, Remediation: Understanding New Media (Cambridge, MA: MIT
Press, 1999), 33-34. In digital technology, as often in the earlier history of Western representation,
hypermediacy expresses itself as multiplicity. If the logic of immediacy leads one either to erase or to
render automatic the act of representation, the logic of hypermediacy acknowledges multiple acts of
representation and makes them visible. Where immediacy suggests a unified visual space, contemporary
hypermediacy offers a heterogeneous space, in which representation is conceived of not as a window on
to the world, but rather as “windowed” itself with windows that open on to other representations or other
media. The logic of hypermediacy multiplies the signs of mediation and in this way tries to reproduce the
rich sensorium of human experience. On the other hand, hypermediacy can operate even in a single and
apparently unified medium, particularly when the illusion of realistic representation is somehow stretched
or altogether ruptured.

26 Jay David Bolter and Richard Grusin, Remediation: Understanding New Media, (Cambridge, MA: MIT

Press, 1999), 33-34.

Irina O. Rajewsky, “Intermediality, Intertextuality, and Remediation: A Literary Perspective on

Intermediality,” Intermédialités/ Intermediality 6 (2005): 52-55. Rajewsky ¥ 4 = f& 7 /i {44 iF | 4%

4 4 4% ( medial transposition ) 4 % & (medial combination ) ~¢ 4 {43£ 31 (intermedial references ) °

27
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R SR UL (G0 A B AL G LY > WA T2 JRUR AR AL - TRk 28
JRE B LAAE S A B - IR BT K SR AE O L AR RE A A E B A i S AR

CRABH R R R
(=)~ % fﬁiﬁ“’ j\gﬁ;ﬁq}éﬁr%ﬁ.%#ﬁ

FEHE— 20 JR BRI SC L IR I B HE R B A B ESEREIE AU TE530AE )
RS R » BEI H B T 2B R ) o TSR ) SFRmBIRIER %k
IR AR R E R0 > HR SRS | 2k WBUR - AR AR SO R

28 Elizabeth Hunter quoted in Essin, “Immersive Van Gogh,” 66-68. & ¥ {4 (embodiment) # =4/ 4p
Bk 8 rg E AR (B~ TR FR T S D TR S @ EE
ERBLALIWEFE IR 23 a AT REREER S AEf o ESP AP HTY RS
C RN ﬁtrl"' %% % > 48 Maurice Merleau-Ponty, Phenomenology of Perception, trans. Donald A.
Landes (London: Routledge, 2012 [1945 R*x]) & 2 B A7TE E A2 & 5 22 4pH 34 % 40 Amelia
Jones, Body Art: Performing the Subject (Minneapolis: University of Minnesota Press, 1998) -
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ATV BEBLUE B OB+ SEE AN XL [ R AL T T AN R Sk
FENL Y ZE SV MR > S R E AR E AR AT IR IR S LB B i B AR
Bf o fEE—HESE T > B KSR B BT I 5 S e IR R [
P£ 1 (Authentic Chineseness) [ £ PH#E( S > M2 — {8 [ 2 1A 1 B R 55 9 )
(Multidirectional field of relations) o * £ 3C{¥E A BURAE ML B h & SR B H i
EER > TP T EEMR B ZE 2R ) (Heterogeneous construction of meaning) > 1 JE
— TR CHY S UAEEE o FHIARE A R I R I B A S L AR > <ok » >
FITARTERK S8R - SIRHERE UL StV S - WA BRI SE 09 2 pRk L i b
Bt > [ L DA ZE 5 208 LAt B ARG ] = BT B o P AR 18 o FELEME SR > 2547 - 5 58 4 (Laura
U.Marks) [ [flff/@#i%8 | (haptic visuality) P ZEfEEs bRt At a0 e
BEAK 0 30

SB5eilr (Marks) $5H > FORMEZEH ~ SRS E R4 AE S [ BUR LU DR
TR R R > B R B S SRR i T IR S o ' <k -

2 Shu-mei Shih, Visuality and Identity: Sinophone Articulations across the Pacific (Berkeley, CA:
University of California Press, 2007).

30 Marks, Touch, pp. xi-—xv. Marks % 4 " fi 44 | S AR AN Rt
R, Rl %"T]”* 22 Tk a8 4 (optlcal visuality LT SR A G o PR R
RERED g o mF 2B REDEFAE AT B G F R pF 4 0 in Laura U, Marks,
Touch: Sensuous T heory and Multisensory Media (Minneapolis: University of Minnesota Press, 2002),

Xi—Xil.

31 % 8 LauraU. Marks, The Skin of the Film: Intercultural Cinema, Embodiment, and the Senses (Durham:
Duke University Press, 2000), 2-3. [Haptic perception is usually defined as the combination of tactile,
kinesthetic, and proprioceptive functions, the way we experience touch both on the surface of and inside
our bodies. In haptic visuality, the eyes themselves function like organs of touch. Haptic visuality, a term
contrasted to optical visuality, draws from other forms of sense experience, primarily touch and
kinesthetics. Because haptic visuality draws on other senses, the viewer’s body is more obviously
involved in the process of seeing than is the case with optical visuality. The difference between haptic
and optical visuality is a matter of degree, however. In most processes of seeing both are involved, in a
dialectical movement from far to near, from solely optical to multisensory.]
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TS > TR FIET AT R A R S AR RE R LS SRR - AR B
> R ERE I RE A - KSR LER A A LB > A AR E AR RIS (LR -
SEEMBNE ST R AU E T R E RS TR BB - BRI A
JE BRI E BRI S AL -

SR > 85— R R AR A MR R ER ST » A TSR Bl ) ROBUR Y /A AR
RIS > L T TGS 5 MBS E A B AR R B8 > AIAR R (8
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32 Shu-mei Shih, “The Concept of the Sinophone,” PMLA 126, no. 3 (2011): 711.
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HEATHIA AT o

LHER (Julia F. Andrews) BRI —% — Al i B2 BLACIE AR A S8 36
1> FhEEE B RIS I AR B ERR ~ MEEE - DUSMEIR S R RO FE LA > il
HBEAAC TR e T4E28 ) KEHE - AR CART ~ e M A B S By 2 1
TRV o ¥ K (PR IRE R B ESE 1950 AR & 1 BB 58
SR 5% 1980 SR T/\T ) T BURERAGIA > B i T v AN
FESMASCA U8 N HRT e AR fE o Wy /KRR A E Ay ANi AR IR SR A%
s R EE RO - B Al R TET ) s BT B B o A A R S SRS T
B RERAMT KSR i Y SERE P2 > BEIR R dRSS(t - ARIRREBELIRAL - M EL PR 2E
Ml Aney (2 S BSAE B MR R AR A9 A A I AN ARG b - S LA b 25y m g B R
HEACRRER - NS A SGRT R DalE -

(2~ BB R PR T

SCELAY IR A e e sl DR U B RS S ki~ Y BN Bl
NER R EE - FlngEG G B - Z=2MARFITRAYEC A A RESE
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33 Julia Andrews and Kuiyi Shen, “The New Culture Movement and the Reform of Chinese Painting” and
“Nationalism and Traditional Painting”, The Art of Modern China, (Berkeley: University of California
Press, 2012), 44-55, 116-121.

3% Essin, “Immersive Van Gogh,” 61. [examine immersive Van Gogh productions as scenographic
performances designed and constructed by theater artists and craftspersons. As an artistic practice,
scenography encompasses all of the visual, spatial, and temporal components of theatrical production.
Architecture, scenery, lighting, sound, costumes-these are the scenographer’s tools. The term
“scenography” can denote a conceptual practice or a material artistry; it can reference the work of a single
person or many creating in collaboration. To analyze immersive Van Gogh as scenography, therefore, is
to embrace its inherent theatricality, to insist that the original painter’s artistry is not absent but rather
interpreted and performed as a narrative subject.] Irina O. Rajewsky, “Intermediality, Intertextuality, and
Remediation: A Literary Perspective on Intermediality,” Intermédialités/Intermediality 6 (2005): 52-56.
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320 (EH e k7] i VanGogh iz 2 B EME k7 | £ 3 Culturespaces 7 AMIEX X & ) >
( ARTech Interpreter ) ’ Medium ’ https://medium.com/artech-
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36 Essin, “Immersive Van Gogh,” 66-67.

37 Essin, “Immersive Van Gogh,” 67.

3% Essin, “Immersive Van Gogh,” 62-68.

39 Essin, “Immersive Van Gogh,” 63-67
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40 Essin, “Immersive Van Gogh,” 72.
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AR SCE LA N SCERDTSE - R T i B LASOR A B B ey . > 4
125 [ PRE FRE BH R AR 32 SR BRI ST o J— PRI IR ZAR B 1 B - i A
FEHIG B IR A BEEE o RACHRER SAL G RHE T - A B B 2 Hoke i Y
PR ERASAL A R > TR LTRSS E A Y LR

(Z)~ 2 MFup R KR EFT 2R 2
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41 Essin, “Immersive Van Gogh,” 71. ¥ % 31 % 244 #7 (MayaPhillips) = & > %2 “Howdo You
make Theater out of Art that is so Explicitly Contained and Individual to Van Gogh’s Perspective?”

42 Roland Barthes, “The Death of the Author,” in /mage, Music, Text, trans. Stephen Heath (London:

Fontana Press, 1977), 142-148.

Gareth White, Audience Participation in Theatre: Aesthetics of the Invitation, (Basingstoke: Palgrave

Macmillan, 2013), 5.
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4 Essin, “Immersive Van Gogh,” 72.
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BTR B EMAVIRRDTZETIE T » LR E B /KR S B AT A 5t aea t oA
PUBE A ST R BERME 2R A0 BURE SRR o SR EaR > HURHEBSAE R ZE U i
23 5 e T LG A PR P e A O A ARG O TSR LB R A 22 8 o W
AEBETE A RFER AT > T BB AR i ] BEAI T - 2 B /K SR AT Y
HURFELRVERR AL B H AR R A

4 Jay David Bolter and Richard Grusin, Remediation: Understanding New Media, (Cambridge, MA: MIT
Press, 1999), 20-55.
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