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Abstract: Participatory art practices promote 

public involvement or participation as part of the 

entity that will assist the artist to create the 

artwork. The participative type approach seems 

challenging the usual practices of the artist, even 

the artistic outcomes or artform or artwork will be 

in different contexts. The study was to identify a 

gap remains in understanding the influence and 

purpose from the participant that can lead to their 

participation. It was focusing on the participants’ 

perception as a co-creator in participatory art 

practices. Data was gathered from 

questionnaires posed to respondents who 

participated in the conducted participatory art 

project. The thematic analysis was used to 

identify the participant purpose of involvement in 

participatory art. Result found that the 

participation from the public was based on self-

inclination and their engagement in the activity 

contribute significantly to the socially engaged 

context. Public engagement in participatory art 

has encouraged the happening of a constructive 

relationship between the artist and the proposed 

concept.  

Keywords: participatory art, co-creator, socially 

engaged, public engagement 
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1. INTRODUCTION

In recent decades, the approach through audience interaction or participative is one 

of the new tendencies in contemporary visual and performance art.  This participatory 

approach has drawn increasing attention and often be subject for debate. Brown 

(2016) mentioned that audience participation in participatory art has polarized recent 

debates about contemporary art, which involved the validity of artform, changing art 

gallery practices, and authorship. The practice of participatory art continues to 

promote the understanding that artwork is not just or no longer an object that public 

passively enjoys while quietly looking at it. It is an approach require in which the 

public actively participates in the creation. Therefore, participatory art approach or 

practice has created a dynamic collaboration between the artist, the audience and 

their environment through the creative process. 

The notion that the artist is the sole creator of the artwork is still intact as a dominant 

understanding among the public. For some artist, participatory art approach is just an 

exploration for the creative activity or art project and hard to understand the context 

of participatory art could be a form of art (Johnson, 2018). This shallow perception 

has limited the understanding of the concept of participatory art practices. I believe 

that the awareness of participatory art practices in the Malaysia art scene itself is still 

less as artist tend to continue with the usual practice and understanding in art 

making. However, this is not a matter to look to. 

Participatory art can be considered an interesting contemporary visual art practice. 

The approach is more challenging due to the nature of its practices; interactive and 

inclusive nature, engaging participants directly in the creative process (Smith & 

Jones, 2019). No doubt, there are several interesting matters about participatory art 

practices able to be studied. However, participatory art practices are often less 

articulated and at the same time, formal evaluation processes that provide a full 

assessment of outcomes are infrequently undertaken. In this paper, the main focus is 

to look at public participation in participatory art practices by understanding their 

engagement. Besides that, to evaluate the roles of the participant in the practice and 

identify the significance of participatory art in the context of the contemporary visual 

art development. It is therefore important to do an in-depth study to understand the 

whole concept in participatory art practices. 
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2. BACKGROUND

2.1 Participatory Art in Art Contexts 

Submission of papers should relate to the topics or issues on; Improved knowledge of 

creativity, skills, and talent. Issues, challenges, opportunities, and new ideas in the 

field of Applied Arts and the creative industries. Maintenance, revitalizing, and 

sustaining of traditional arts, crafts and culture. Innovation, activities, and strategies in 

the arts and cultural enhancement. Development projects and knowledge transfer 

which improve the lives of communities. Research and development for community 

awareness. Intellectual property and copyrights. Creative efforts through branding, 

marketing, and management. Cultural, arts and heritage management and event 

management. 

According to Sanouillet and Peterson (1975), Duchamp has mentioned in his 

statement in 1957 that the artist and the viewer are necessary for the completion of 

the artwork. “All in all, the creative act is not performed by the artist alone; the 

spectator brings the work in contact with the external world by deciphering and 

interpreting its inner qualifications and thus adds his contribution to the creative act.” 

It is therefore not surprising that this can be seen when Allan Kaprow highlights this 

participatory approach in the performance of his happening art in the late 1950s. By 

allowing the audience into participating in his performance, it has become a 

manifestation of the audience’s direct experience in constructing artistic outcomes. 

Followed by others such as Augusto Boal, Yoko Ono, Adrian Piper and few more, 

who have enlightened the approach through happening art along with twentieth-

century performance and theatre innovations (Jackson, 2019). 

This participative or interaction approaches slowly beginning to expand in the variety 

of art disciplinary over the past several decades. Indeed, the boost of new media 

technology powered by computer also has contributed a lot to the approach of 

participative or interaction. New media artists such as Jeffrey Shaw, Myron 

Krueger, Cammille Utterberg and few more have come out with very interesting 

experimental artwork, which anticipates the audience or viewer to participate and 

interact with their artwork (Shanken, 2020). 

The implementation of participatory art has sparked some new perceptions of the art 

context. Participatory art practices mostly relate to the artistic and aesthetic approach 

that can encourage socially engaged activity. Participatory arts initiatives can be 

utilised as tools for social change in local development contexts. Kelly (2017) 
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identified that the implementation of participatory art can be implemented in 3 modes; 

relative, activist and antagonistic, which gave different perceptions on the appearance 

of participatory art. 

2.2 Public Engagement in Participatory Art 

In this context, the term ‘participatory art’ itself reflects the nature of its business, 

which engages the public to participate in the creative process. It is incomplete 

without the public’s physical interaction. Therefore, the engagement from the public 

as a participant is very important. The approach in participatory art requires the artist 

to allow the public to come and respond to their idea, feels invited and voluntary 

interested to participate. Participatory art aiming the public audience by drawing them 

in and establish a relationship with them (Bianchini and Verhagen, 2016), and 

sometimes facilitated by the artist (Birchall, 2017). 

It develops a relationship between artist and audience participant. The creative 

energy of the participants combined with the artist’ concept to produce an event or an 

experience related to the local situation. This puts the practices into account the 

overall human relationship and social engagement in the contexts of wide and open 

space, which relevant to the concept of relational art (Bourriaud, 1998). 

However, the activities of participants in participatory art occur in various approaches 

that depend on art discipline and approach. Kelly (2017) stressed that the activities of 

the participants differ based on concepts and ideas on artistic discipline. Participant 

approach can be described in three primary models of participatory art practices: 

collaborations between artist and participant to work closely in the development of art 

project; participants directly engage in creating the art project; and public participation 

as to realise the interaction art. 

3. METHODOLOGY

To describe the situation of publics’ engagement and evaluate the essential of public 

interaction in participatory art practices. A field research design; a research approach 

dealing with the natural occurring environment was conducted through the 

participatory art project. Interaction and response from the participant are the main 

procedure in acquiring data. Thematic analysis was applied as it suitable for 

identifying, analysing and interpreting patterns of meaning (Braun and Clarke, 2006). 

3.1 Conducting Participatory Art Project 
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The online approach through social media was used due to the spreading of Covid-

19 pandemic globally since the early 2020 and the enforcement of movement control 

order (MCO) in the country. The initial planning of this project has outlined physically 

onsite face-to-face public participation. The physically onsite face-to-face public 

participation seems impossible to be implemented at that moment. Thus, changes 

made from physically face-to-face to online and it does not affect the focus of the 

study. In fact, it is interesting because indirectly the approach of electronic technology 

in social media can now be seen as a driver to the implementation the participatory 

art practices. The project took place from 8-14 June 2020, during the Conditional 

Movement Control Order (CMCO) phase in Malaysia. 

The study was based on a participatory art project called ‘Face Mask and Me’. It was 

conceptualized from the Covid-19 situation as its theme, where participants have to 

respond to their artistic and aesthetic consideration related to the given concept. The 

idea was about to get the participants’ perception of being part of the contributor in 

achieving the concept. The participant was guided with the concept and free to 

express their creative respond aligned with the theme. In this context, freedom was 

given to the participant to develop and implement their creative intuition. Furthermore, 

the concept was proposed with the intention to stimulate social engagement activity 

through an art project. 

The art project was conducted and delivered through the electronic social media 

platform by inviting participant, which is a social media partner to take part in that 

participatory art project. Social media communication such as WhatsApp, Facebook 

and Instagram were deployed as a platform for inviting the public to participate. 

Participants who engaged in this participatory art project as well have become the 

respondents (Figure 1).  

Figure 1: Participant Engagement 
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Participants were invited to be creative with the subject of ‘face mask’ and respond to 

the questionnaire. No restriction on how and what to do with the main subject. They 

are free to deliver their mind and then capture as a photo (Figure 2). 

(a) (b) 

Figure 2: Examples of the outcomes from the participant’s approach toward the 

concept and idea (a) social awareness, and (b) creative expression 

3.2 Managing Data 

A total of 24 participants of the public involved and participated in the project and 12 

participants respond to the questionnaire. Data regarding interaction and response 

from the participant was collected through open-ended questionnaires. O’Leary 

(2018) emphasized that questionnaires have many uses in most area of research to 

discover what people think. Here, it used to gather the qualitative data that could 

allow to describe and identify participants’ perception toward their involvement in the 

participatory art project. The question posed was to get feedback from participants on 

their purpose for participating in this art project. Table 1 indicates the data extracted 

for the thematic codes based on the participant perception on (1) inclination and (2) 

intention. 
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Table 1: Thematic analysis of participants’ response on participation 

Profile Extract from response Codes 

Participant 
inclination 

like the themes/ want to share the idea/ 
seems interesting to participate/ into art 
activity/ feel enthusiastic in art / interested 
with art/ excitement with the concept 

Interesting art 
concept 

build confident/ self-challenge/ feel 
challenge/ release creativity/ testing creative 
capability 

Challenging 
mood 

Participant 
intention 

deliver messages regarding current issue/ 
fear of what happened to mankind/ 
encourage for safeness 

Awareness 

provoke for awareness/ express sympathy Criticism 

distribute information through art/ giving 
advice 

Educational 

distribute happiness/ platform to express 
creativity/ feeling fun/ create enjoyment 

Expression 

sharing creativity and innovation Aesthetic 

4. FINDING AND OUTCOMES

Finding from the qualitative analysis of participants’ responses have been able to 

understand the perception of the participant upon engaging with the participatory art 

project. An interesting finding encountered from the participants’ responses, which is 

related to their tendency and significance values. 

4.1. Tendency to Participate 

As we see that the involvement from the public will not occur if there is no specific 

self-inclination from the participants themselves. In this context, participation occurs 

of one's own free will, no compulsions or demands on participants to participate. 

Response from the participants found that the inclination for participation was seen 

influenced by their tendency to participate. 

Most participants tend to participate due to the interesting concept and idea of the art 

project. They feel that the concept and idea have a personal attraction that can be 

related to the current situation and environment, even their personal experience. With 

the interesting concept and idea make it easy for them to put forward their interest 

and desire to share ideas and creativity as well. They were able to develop their own 

artistic and aesthetic capabilities through their experience working in the participatory 
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art project. Therefore, the concept and idea proposed by the artist are very important 

as an attraction.   

Some participants acknowledged the desire to challenge and build self-confidence as 

one of the reasons they were involved. By participating they believed it can provide 

them with knowledge and idea to improve their creative confidence. Participant 

reflected that freedom in the process and procedure allow them to evolve slowly 

without coercion as well explore the time and moment that finally would be enjoyed 

by the public. Johanson and Glow (2019) described this as a liberating for artistic 

development where participant tends for the pleasure of participating alongside the 

artist. 

Here, it is interesting to point out that the tendency to participate is due to certain 

aspects. Two main reasons become a participant’s tendency to participate: (1) 

interesting art concept, and (2) challenging mood. Both justified that the participation 

was on their inclination and enthusiasm. Therefore, without the tendency from the 

participant, the artistic concept will not take off and participatory art will not happen. 

They saw this as an opportunity to be part of the contributor to the art activity. The 

practice has allocated them with a platform for sharing their creative and aesthetic 

intuition. Participants were given the opportunity to share experiences, expressions 

and creativity facilitated by the artist (Birchall, 2017). 

4.2. The Significance in Participation 

The relationship of the participants in realizing the concept of the artist indirectly has 

developed its own interests. By finding common ground and forming a connection 

with the average person, participatory art able to communicate something real about 

human experiences, the environment, our own lives and social interactions. 

According to Bianchini and Verhagen (2016), each participant brings something 

unique to the participatory art as a result of his or her widely varied experiences. 

Feedback from participants found that their involvement has improved the socially 

engaged experiences in many contexts. They make their participation as a platform 

to deliver or express their social experiences on awareness, criticism, educational, 

expression and aesthetic. Participants considered the practice was the appropriate 

platform for them to share some common values and convey creative expression. In 

this context, participants were seen displaying their artistic and aesthetic intuition. 

This has provided with an opportunity for the expansion of individual creativity value. 
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Indeed, the approach from the participants has its benefits. Participant connects to 

share their idea by developing a significant positive relationship. This has 

strengthened and improved the value of socializing and self-confident. Sayers and 

Stickley (2018) stressed that the participatory arts activities can break down barriers 

between service users, professionals and family members, which provided with an 

ideal opportunity for positive change to be experienced. 

Participants in participatory art practices able to fostering and enhancing the 

approach of social engagement in community or public. The main role of the 

participants as a co-creator is to succeed in creative ideas, catalysts to community 

relations or socially engaged activities and also to develop social awareness. 

Participant in participatory art is those who can understand and enhance creativity 

and the conditions of creativity, as well as those who can organize the creativity of 

the many and channel the creativity of the many into a cooperative and productive 

user (Almenberg 2015). 

5. CONCLUSION

The participatory art practices have developed a very interesting way of experiencing 

art. And no doubt the success of the practice relies on public engagement through 

their creative, artistic and aesthetic contribution. From the finding, the public is an 

important co-creator in participatory art practices. They engage in the artist’s concept 

and idea through social bonding activity and communal meaning. As a co-creator, 

their roles can be described as an artistic contributor to the creative process of 

participatory art. They complement and proliferation the creative idea. 

In this context, the participants have an important role in the implementation of 

participatory art practices itself. Participation from the public plays a vital role to 

ensure the art concept outlined by the artist able to be realised. By engaging the 

participants, it seems effectively connected with their emotion as to make the artist’s 

concept more relatable. The artist needs to clearly outline the concept and idea to 

guide the participant. As each participant capable to address their own expression of 

their experiences. 

In this study, it described that self-inclination is a major factor that attracts the public's 

interest to participate in. This proves that the practice of participatory art does not 

force any individual to get involved. It based on the participant’s tendency to deal with 

the artist's concept and idea. In fact, it promotes freedom of creativity to the 

participant to conduct the concept with artistically and aesthetically. 
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In participatory art practices, the involvement of the public as a participant is 

dependent on the requirements of the proposed artistic concept and art discipline as 

well. Public engagement or participant is very important in achieving the outcomes. In 

this context, the participants will be the driving force to complete the artist’s concept. 

Participant offers a means of assisting artists to achieve their artistic form (Payne, 

Storbacka, and Frow 2012). Although this participatory art context requires public 

participation, the public can also be an observer of the work. 

Clearly, from this practice, it manifests itself in the development of social involvement, 

which associated with the community or public. The whole contexts of public 

participation were dealing with the socially engaged approach. This detail is centrally 

important in asserting participation as a form in itself, and effectively broaden 

participation from interactive, community-based art and socially engaged art (Bishop 

2016). 

Regardless of that, the participation from participant or audience seems interesting 

when the approach itself has opened up a diversify possibility in appreciating and 

interpreting art. All the possibility can create a new perspective and perception in 

understanding the practice of participatory art. 
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Abstract : The purpose of this study is to explore 

the brand image building strategy of the 

12

Xiaohongshu platform in the beauty industry. 

Based on the introduction of the development 

status of the Xiaohongshu platform and the 

beauty industry, this study analyzes the image 

distribution and attention of beauty brands on the 

Xiaohongshu platform, and evaluates the 

influence and user ratings of beauty brands on 

the Xiaohongshu platform. Then, this paper 

develops a beauty brand image building strategy 

based on the Xiaohongshu platform, including 

determining the positioning and differentiated 

competition strategy of beauty brands, 

developing a social media marketing strategy, 

designing a user experience and word-of-mouth 

management strategy, and exploring the 

feasibility and effectiveness of celebrity 

endorsement and cross-border cooperation 

strategies. Finally, this study draws conclusions 

through empirical research and analysis, and 

proposes future research directions and 

recommendations. The findings of this paper 

have important reference value for the brand 

image building of Xiaohongshu platform and the 

beauty industry. 

Keywords: Xiaohongshu，Brand image 

building，beauty industry，brand marketing 
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1. INTRODUCTION

With the rapid development of social media, the establishment of brand image has 

become an important means for enterprises to gain advantages in the market 

competition. As an emerging social media app, Xiaohongshu is of great significance 

to the establishment of the brand image of beauty brands. However, at present, there 

is still a lack of research on the brand image establishment strategy of beauty brands 

on Xiaohongshu app, so it is necessary to conduct in-depth research on the brand 

image establishment strategy of beauty brands on Xiaohongshu platform, so as to 

improve the competitiveness and influence of beauty brands on Xiaohongshu 

platform.This study is mainly to provide some suggestions and references for the 

establishment of beauty brands on the Xiaohongshu app. 

2. BACKGROUND

In recent years, Little Mangrove has developed rapidly and become one of the most 

popular social e-commerce platforms in China.The platform's content includes skin 

care, makeup, hair, nails and clothing, as well as a number of shopping tips and 

suggestions shared by users.This "life manual" type of content mode makes 

Xiaohongshu very much like a tool book, and the collection under a note is often very 

much higher than the comments, which shows that users come to Xiaohongshu 

actually to get This shows that users come to Little Red Book actually to get some dry 

tips to make their own harvest growth. 

The current development of Xiaohongshu in the beauty industry is very active, and 

the future has a broad development prospect. The beauty industry is one of the most 

important areas of Xiaohongshu, and according to the data released by Xiaohongshu, 

beauty is one of the most popular categories among Xiaohongshu users, and one of 

the most popular categories on the platform. The beauty content on Xiaohongshu 

covers cosmetics, skincare, hair and nail care, etc. Users can learn about the offline 

activities of beauty brands from Xiaohongshu, and users can learn about the latest 

beauty products, share tips and tricks, and find the right beauty brands and products 

for themselves on the platform. 

At present, the number of beauty brands on the platform is increasing, and users can 

find many well-known beauty brands at home and abroad and emerging local brands 

on the platform. The beauty content on Xiaohongshu is getting richer and richer, and 

users can learn about beauty products and learn beauty skills through short videos, 

graphics, live streaming and other forms. The beauty community on Xiaohongshu is 

becoming more and more active, such as makeup looks great, using good products, 

skincare tips, will be shared in Xiaohongshu to interact with other users. The layout of 

Xiaohongshu in beauty e-commerce is also strengthening, and more and more 
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beauty products are sold on the platform, so users can buy their favorite beauty 

products directly on the platform. 

The status and influence of the Xiaohongshu platform in the beauty industry 

The status and influence of the Xiaohongshu platform in the beauty industry cannot 

be ignored. With the market discourse gradually shifting from the brand side to the 

consumer side, what brands need is not a field to get traffic, but an environment 

where they can befriend and cultivate relationships with users, a community that can 

slow down. The biggest feature of Xiaohongshu is that it is actually a "word-of-mouth" 

community. The positioning of Xiaohongshu is very clear, that is, to mark the good 

life, in a variety of life profiles, people are reduced to the most genuine: someone is 

experiencing the same dilemma as you, someone is providing solutions, someone is 

sharing your vision of life, which is easy to trigger empathy. The content that can run 

out on Xiaohongshu is often "altruistic", that is, sincerely sharing some useful beauty 

content for others. With more and more content accumulation, the platform labeling 

system is also richer, all kinds of user portraits are more and more sound, the 

potential of small red book content is also raised. Through traffic leveling 

supplemented by human judgment, Xiaohongshu can capture and amplify these good 

trends and enter the positive cycle of a word-of-mouth type platform. 

The number of beauty experts and weblebrities on the Xiaohongshu platform is large, 

and their recommendations and evaluations have a great influence on users' 

purchase decisions. There are also more and more beauty brands on the 

Xiaohongshu platform, and these brands can better interact and communicate with 

users through the Xiaohongshu platform to improve brand awareness and reputation. 

Users can get various beauty knowledge and shopping advice from the Xiaohongshu 

platform, which also lays the foundation for the platform's status and influence in the 

beauty industry. 

3. LITERATURE REVIEW

3.1 Review the concept and theory of brand image establishment 

The brand concept is the starting point of value creation and represents the essence 

of a product. (Kato&Takumi, 2022)The power and the impact of a strong brand image 

have extended to several areas other than the marketplace and consumer choice.(Kr 

Saxena, Nitin & Dhar, Upinder, 2021)Brand image is the basis for making better 

strategic marketing decisions in the context of targeting specific market segments 

and positioning services or products. Brand image is a multidimensional structure 

composed of consumer perceptions, emotions, messages, symbols, values and 

attitudes.Brand image establishment refers to the enterprise transmitting the core 

values, cultural concepts and product characteristics to consumers through the 

external image of the brand, so as to improve the awareness and recognition of the 
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brand in the market, so as to enhance the competitiveness and influence of the 

brand. The theory of brand image establishment mainly includes brand cognition, 

brand association, brand personality, brand reputation and so on. Among them, 

brand recognition refers to the awareness and understanding of the brand; brand 

association refers to the emotion and cognitive impression of consumers on the 

brand; brand personality refers to the uniqueness and personalized characteristics of 

the brand; brand reputation refers to the reputation and reputation of the brand in the 

market. 

3.2 Review the role of social media in building a brand image 

Building a brand image on social media is a very important part of modern corporate 

marketing. Identify the target audience, understand the target audience for your 

brand, and build your brand image on their needs and interests. Maintain consistency 

and brand image consistency across all social media platforms, including brand 

name, logo, slogans, and colors. Providing valuable content, and engaging audiences 

by publishing valuable content, such as new product releases, industry news, 

educational articles, etc. Interact with audiences, respond to their questions and 

comments, and actively interact with them on social media to build trust and affinity 

for the brand image. Using influencers and working with influencers in the industry, 

they can help build their brand image. Analyze the data, analyze the data on social 

media, understand the interest and behavior of the audience, and adjust the brand 

image and marketing strategy. Building a brand image requires patience and time, 

and requires constant adjustment and improvement. Building a brand image on social 

media is a long-term process, requiring details to constantly optimize the brand image 

and content. 

3.3 Case analysis of the brand image establishment of the beauty makeup 

industry 

Mediheal Is a beauty brand from South Korea that builds an active community in the 

Little Red Book and enhances the brand awareness and influence by providing users 

with valuable beauty knowledge and skills. The brand also works with beauty 

bloggers on Xiaohongshu to jointly promote their products and interact with their 

users in the community. They focus on explosive products, facial masks, and a large 

number of users post their use of Mediheal facial masks and other products, causing 

a trend. Mediheal Regularly launch trial activities on XiaoRed Book, let users try new 

products or popular products for free, and share their experience after the trial. 

Mediheal We will launch a topic activity on the Little Red Book, inviting users to share 

topics related to skin care, such as "What is my skin care secret", to attract users to 

participate in the interaction. Mediheal We will cooperate with some beauty experts in 

Xiaohongshu to let them try out the brand products and share their use experience, 

so as to attract more users to pay attention to the brand. Mediheal Brand activities 

will be held on Xiaohongshu, such as brand anniversary, new product launch, etc., to 
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attract users to participate in the interaction and improve brand awareness. Mediheal 

Regularly launch time-limited discount activities on the Little Red Book to attract 

users to buy brand products. 

Sulwhasoo Is another beauty brand from South Korea. Through the exquisite pictures 

and short videos of the Little Red Book, it shows the high quality and uniqueness of 

its products, and also provides users with knowledge of South Korean beauty culture 

and tradition. The brand also works with beauty bloggers on Xiaohongshu to jointly 

promote their products and interact with their users in the community. 

Estee Lauder Is a world-famous beauty brand. Through its cooperation with beauty 

bloggers and fashionistas, it provides users with the latest information and trends 

about beauty and fashion. The brand also launched a series of limited edition 

products on Little Red Book to attract users' attention. 

Perfect Diary is a beauty brand from China. Perfect Diary regularly launches a 

limited-time discount activity on the Little Red Book to attract users to buy brand 

products. Perfect Diary will launch a trial activity on the Little Red Book, allowing 

users to try out new products or popular products for free, and share their use 

experience after the trial. Perfect Diary will launch a topic activity on the Little Red 

Book, inviting users to share topics related to beauty makeup, such as "What is 

essential in my makeup bag", to attract users to participate in the interaction. Perfect 

Diary will cooperate with some beauty experts in Xiaohong Book, and let them try out 

the brand products and share their use experience to attract more users to pay 

attention to the brand. Perfect Diary will hold brand activities on the Little Red Book, 

such as brand anniversary, new product launch, etc., to attract users to participate in 

the interaction and improve brand awareness. 

Perfect Diary has successfully attracted the attention and participation of a large 

number of users, improved the exposure rate and influence of the brand in the Little 

Red Book, and strengthened the interaction and communication between the brand 

and users. 

4. DEVELOPMENT OF HYPOTHESIS

4.1 Conceptual Model and Hypothesis Development 
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Figure 1.Syed, Azamussan & Kumaran, L.. (2017). The Antecedents of Online 

Customer Loyalty: A Conceptual Framework.  

The purpose of this study is to explore the status and influence of Xiaohongshu 

platform in the beauty industry, analyze the image and influence of beauty brands on 

the Xiaohongshu platform, and put forward a strategy of establishing the image of 

beauty brands based on the Xiaohongshu platform, aiming to improve the 

competitiveness and influence of the brand in the beauty industry. Among them, 

online customer loyalty is the key element of beauty brand establishment, and the 

literature search reveals the lack of research on these relationships. Several 

dimensions have been identified as factors for studying online customer loyalty, and 

the description includes seven dimensions: Convenience, Enjoyment, Security, and 

Perceived Value,Trust,Satisfaction,Service Quality(Reliability,Assurance

Responsiveness,Empathy).  

4.2 Strategy for establishing beauty brand image based on Xiaohongshu 

platform 

Determine the positioning and differentiation competition strategy of beauty brands 

The strategy to establish the beauty brand image can be started from the following 

aspects: to clarify the brand positioning. First, it is necessary to clarify the target users, 

brand positioning and brand image, and determine the core value and differentiated 

competition points of the brand, so as to attract the target users and build the brand 

image. Optimize the product line. On the Xiaohongshu platform, it is very important 

for users to evaluate the product reputation. Therefore, the brand needs to constantly 

optimize the product line, improve the product quality and user experience, so as to 

improve the user loyalty and reputation. To build a community, Xiaohongshu is a 

social platform. Brands can build their own communities to attract users, interact with 

users, and improve their participation and loyalty. Creative advertising. The 

advertising forms on Xiaohongshu platform are very diversified. The brand can 

improve the brand awareness and influence of the brand and attract more users 
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through creative advertising. Cooperative marketing. There are many big Vs and 

KOLs on the Xiaohongshu platform. Brands can cooperate with these people to carry 

out cooperative marketing to improve their brand awareness and influence. 

When determining brand positioning and differentiated competition strategy, the 

following aspects should be considered: target users, the brand needs to make clear 

who their target users are, understand their needs and preferences, so as to 

determine the differentiated competition strategy of the brand. Product differentiation, 

the brand needs to achieve differentiated competition through different product design, 

packaging, quality and other aspects. Brand culture, brand culture is the core values 

and concepts of a brand. A brand needs to attract users and build a brand image by 

conveying its own brand culture. Marketing strategy, the brand needs to improve the 

brand awareness and influence through creative marketing strategy, so as to attract 

more users. 

Design user experience and word of mouth management strategies, including user 

interaction and feedback mechanisms.Clear brand positioning and differentiated 

competitive strategy: On the Xiaohongshu platform, beauty brands need to clarify 

their brand positioning and differentiated competitive strategy, so as to better attract 

target users and improve their brand influence. Brand positioning needs to consider 

the target users, product differentiation, brand culture and marketing strategy, and the 

differentiated competition strategy needs to consider the unique product 

characteristics and market positioning of the brand. 

Optimize product line and creative advertising: Xiaohongshu users pay a lot of 

attention to beauty products, so beauty brands need to optimize their product lines 

and launch beauty products that are more in line with users' needs and preferences. 

At the same time, creative advertising is also an important means for brands to build 

their image and improve their exposure. It is necessary to design interesting, useful 

and emotionally resonant advertising content from the perspective of users. 

Establish community and user interaction mechanism: Xiaohongshu is a social e-

commerce platform. Brands need to establish their own community to interact and 

communicate with users. We can attract users 'attention and participation, and 

promote users' interaction and participation, by publishing beauty tutorials, sharing 

beauty tips, and holding online activities. 

Strengthen user feedback mechanism and word of mouth management: Xiaohongshu 

users' feedback for beauty products and services is very important. Brands need to 

establish a more perfect user feedback mechanism, timely respond to user feedback 

and complaints, actively improve products and services, and improve user 

satisfaction and loyalty. At the same time, the brand needs to strengthen the word of 

mouth management, timely respond to user comments and comments, and actively 

maintain the brand image and word of mouth effect. 
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Constantly optimize the user experience and word of mouth effect: little red book 

platform user experience and word of mouth effect is crucial for brand image and 

influence, brand need to constantly optimize the user experience and word of mouth 

effect, adopt more innovative and excellent strategies and methods, improve user 

satisfaction and loyalty, enhance brand influence and market competitiveness. 

Explore the feasibility and effect of celebrity endorsement and cross-border 

cooperation strategies.Star endorsement is a common brand promotion strategy, 

which can improve brand popularity and influence through star influence. On the 

Xiaohongshu platform, some well-known beauty bloggers and Big V also have a high 

influence, and brands can cooperate with these people to endorse and promote them. 

The feasibility of celebrity endorsement depends on the budget of the brand and the 

popularity and influence of the stars. If the brand has a sufficient budget and can 

choose stars with high influence, then celebrity endorsement is a very feasible 

promotion strategy. Celebrity endorsement can improve the awareness and influence 

of the brand and attract more users to pay attention to the brand. However, it should 

be noted that the effect of celebrity endorsement is not certain, and it may also have a 

negative impact due to the image and reputation of the stars themselves. 

Cross-border cooperation refers to the cooperation of brands with brands, artists and 

designers in other fields to create new products or promote brands. On the 

Xiaohongshu platform, brands can cooperate with bloggers or big Vs in other fields to 

promote the brand. The feasibility of cross-border cooperation depends on the 

relationship between the brand and the partner and the purpose of the cooperation. If 

the brand and the partner have a common goal and can 

The first set of hypotheses is as follows:  

Hypothesis 1: Determine the positioning and differentiated competition strategy of 

beauty brands has a positive role on the establishment of beauty brand image of 

Xiaohongshu platform. 

Hypothesis 2: Developing social media marketing strategies, including content 

strategies and communication strategies, has a positive effect on the establishment 

of the beauty brand image on Xiaohongshu platform. 

Hypothesis 3:  Design of user experience and word-of-mouth management 

strategies, including user interaction and feedback mechanism, will have a positive 

effect on the establishment of the beauty brand image on the Xiaohongshu platform. 

Hypothesis 4:  Exploring the feasibility and effect of celebrity endorsement and cross-

border cooperation strategies will play a positive role in the establishment of the 

beauty brand image of Xiaohongshu platform. 
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5. METHODOLOGY, VARIABLES AND DATA

Personal information of the participants: basic information including gender, age, 

education level and occupation. 

Usage of Little Red Book: including weekly use frequency, length of use time, 

purpose of use, etc. 

Beauty brand image: including views on beauty brand image, cognition of brand 

positioning, satisfaction with product line, etc. 

-Purchase decision factors: including the decision factors of buying beauty products,

the impact on brand reputation, etc.

Sample selection: This study uses a random sampling method to select a certain

number of participants from Xiaohongshu users. Sample number of 50 persons.

Data collection: This study used an online questionnaire for data collection. The

questionnaire link can be spread through Xiaohongshu private messages, community

posts, official brand account and other channels.

Data analysis: This study mainly used descriptive statistical analysis and factor

analysis to analyze the data. Descriptive statistical analysis can be used to

understand the basic information of participants and views on the beauty brand

image; factor analysis can be used to determine which factors influence the purchase

decision.

6. EMPIRICAL RESULTS AND ANALYSIS

5.1. Data analysis results 

Figure 2.Questionnaire 

Table 1 The 10 questions about the questionnaire, and their option ratio. 
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Table 1: Questionnaire survey data 

Question 

Select 

the 

propor

tion of 

A 

Select 

the 

propor

tion of 

B 

Select 

the 

propor

tion of 

C 

Select 

the 

propor

tion of 

D 

Select 

the 

propor

tion of 

E 

1. Which beauty brands do you follow or buy on

Little Red Book? 34.3 20.7 23.2 5.7 16.1 

2. What do you think of Xiaohongshu's status

and influence in the beauty industry? 50.2 21.8 11.0 3.6 13.4 

3. What do you think is the most important

factor in building a beauty brand image on

Xiaohongshu? 37.4 30.6 15.7 14.6 1.7 

4. What do you think is the most effective

strategy for building a beauty brand image on

Xiaohongshu? 34.6 24.2 23.5 6.4 11.3 

5. What do you think you need to pay attention

to when building a beauty brand image on

Xiaohongshu? 21.2 23.1 29.1 24.2 2.3 

6. How do you think the brand's activities on

Xiaohongshu are useful for the brand's

marketing and influence? 32.4 25.6 24.5 3.4 14.1 

7. Have you participated in Perfect Diary or

Mediheal's activities on Little Red Book? If yes,

what effect do you think these activities have

had on the marketing and influence of the

brand? 14.4 13.1 34.1 33.1 5.3 

8. What do you think is the future trend of

Xiaohongshu in the beauty industry? 60.2 20.4 6.1 13.3 0 

9. what do you suggest for the future

development of Xiaohongshu in the beauty

industry? 36.2 23.4 24.2 14.5 1.7 

10. Are you willing to share your experience

and stories about building a beauty brand

image on Xiaohongshu? If yes, please describe

it briefly. 80.1% 19.9% 0 0 0 

7. DISCUSSION AND CONCLUSION

The beauty brand image of Xiaohongshu platform can better attract the target 

audience and improve the brand awareness and loyalty by establishing the clear 

target audience, core value and differentiation advantages. On the Xiaohongshu 

platform, product quality and reputation are crucial. Brands need to continuously 
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optimize the product line, improve the product quality and user experience, in order to 

get more user praise and recommendation. 

Brands need to build their own communities to interact and communicate with their 

users. By building a community, brands can better understand user needs and 

provide better products and services. Brands need creative advertising to attract 

users' attention. Brands can display their products and brand image through creative 

advertising, and improve users' awareness and loyalty. There are many influential 

bloggers and KOL on Xiaohongshu, and brands can expand their influence and 

popularity by cooperating with these bloggers and KOL. 

Determine the beauty makeup brand positioning and differentiation competition 

strategy, develop social media marketing strategy, including content strategy and 

communication strategy for the little red book platform beauty makeup brand image 

establish a positive role, explore the feasibility and effect of star endorsement and 

cross-border cooperation strategy, design the user experience and word of mouth 

management strategy, including user interaction and feedback mechanism for the 

little red book platform beauty makeup brand image establish a positive role. 

Finally, we also discussed the future development trend and suggestions of 

Xiaohongshu in the beauty industry. We believe that Xiaohongshu will continue to be 

an important social platform for beauty products, and the brand needs to constantly 

innovate and optimize to adapt to the changing market needs and user needs. At the 

same time, the brand needs to pay attention to the user experience and reputation, to 

establish a good brand image and reputation.  
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1. INTRODUCTION

In contrast to the exploration of the universe, mankind started to think about what is 

time, what is space, and the relationship between the two long ago, two thousand years 

ago. Time and space are the same, one change triggers everything else, and the 

relationship between space-time in different situations depends on the speed(Wu 

2021). 

"Transience" is of Buddhist origin - it reveals that everything in the world is in flux. Any 

natural place is a unique combination of transient and permanent speed of change and 

transient and incoherent process of change. The earth's landscape is constantly 

changing over time, thus creating the phenomenon of a transient landscape.(Eron 

2006, Bell 2012, Wohl 2015, Yin 2019) This study unpacks the conceptual and 

philosophical connotations of transience, as well as the temporal and spatial 

relationships in transient landscapes by analyzing artworks depicting different artists' 

expressions of transient landscapes. Yuan Ding says that art acknowledges the 

existence of space in the pursuit of expressive charm. Space includes not only the 

space of human existence but also the pursuit and concept of art, and its value rises 

to a worldview that has continuously influenced the ability of human beings to 

understand the world throughout the history of human development. In this paper, the 

artists illustrate the potential spatiotemporal relationships of transient landscapes 

through different artistic means. Some of them use traditional printmaking to resonate 

with the viewer, others use digital printmaking to present an individual understanding 

of the connotations of transient landscapes, while some other artists apply a 

combination of science and art, traditional printmaking, and digital printmaking to 

explore transient landscapes. The paper outlines the transient concept and 

philosophical connotations and provides a large sample of artistic perspectives 

reflecting spatiotemporal relationships in transient landscapes. 

2. METHODOLOGY

This paper uses Graham Gibbs’ Reflective Cycle model to describe, feel, evaluate, 

analyze, conclude, and plan of action for reflective learning artifacts (Yocco, 2018). 

Creative production projects begin with reflections on past practices and systems of 

appreciation that will generate further questions of inquiry, and reassessment of future 

practice goals and systems of appreciation (Scrivener, 2000). In this study, the 

concept of transience and its philosophical connotation in landscape will be analyzed, 

and the relationship between time and space which is hidden in transient landscapes 

will be explored by analyzing the artworks of different artists through the theme of 

transient landscapes..
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3. HIDDEN SPATIO-TEMPORAL RELATIONSHIPS:

TRANSIENT LANDSCAPES

The essence of time lies in the never-ending flow and extension, each moment is 

fleeting and unrepeatable. The nature of landscape is all-encompassing, but still 

vulnerable to the passage of time, with time, natural forms or phenomena will produce 

different changes. The sea may be transformed into a mulberry field, and mountains 

may be moved to flat land. Everything is constantly changing and evolving and cannot 

be controlled. In the natural world, everything, including time and space, is in constant 

motion and overlaps(Sarah Elon, 2006， Ellen E. Wohl 2015) These phenomena are 

transient due to the continuous geological activities and the constant changes of all 

natural things. The rate of change and the process of change in the landscape are 

extremely short and incoherent(Bell 2012) It is already the norm for people to create 

and change the natural landscape as part of the existence of all things. The once 

familiar bungalow group living style has changed over time to small family apartment 

living. This is a phenomenon of natural landscape change. It follows that there are two 

main triggers for change in natural landscapes: natural triggers and man-made ones. 

Transience via natural triggers is a source of wonder and enchantment, but man-made 

transience can be a source of frustration. (Wohl 2015) Human behavior drives changes 

like familiar territory that are lifelong changes for all, but emotionally damaging for those 

who prefer the existing landscape, causing changes in the psychological environmental 

space, and the ephemeral nature of adapting to the changing world around us may also 

be the nature of human physiology and emotion. Faced with the banality of everyday 

life, transience is the phenomenon of fleeting events brought about by the contingency 

of landscape change. Everything is changing and at the same time changing people's 

view of the real eternal also affects our view of the real world, everything is fleeting, all 

living things age and eventually die, and each of us lives in a transient state(Wohl 2015) 

Jennifer Kamp (2009) says that through his research, he has learned to cope with the 

"threats and stimuli" of new spaces, to understand the uncertainty of living in an 

unpredictable world, and to cope with the constant changes in our cultural and physical 

environment. In this rapidly changing environment, we must learn to maintain a balance 

on the edge of our emotions, accepting the inherent transience of the world on the one 

hand and resisting the changes that undermine the natural world, which is the source 

of sincere personal emotions, on the other. Learning to maintain a balance with 

transience, the line between accepting change and resisting natural change, is a 

balance for all of us. (Wohl 2015)  
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In the face of the ever-changing nature, human beings have used a variety of ways to 

express their inner feelings, painters, musicians, writers, and other professionals 

portray the transformation as far as the eye can see in their way. No art can be free 

from the constraints of time and space. As a physical manifestation, art space is an 

important condition hidden behind the manifestation and governs the appearance and 

form of the artwork. The understanding of space directly changes the face of art, 

especially painting(Ding and Education 2021) Here we will also elaborate on the 

emotional impact and reading experience that the portrayal of nature in the field of 

literature brings to our readers. When the sentiments generated by literary people 

witnessing natural landscapes are conveyed to their brains through the eyes of 

individuals, textual information is formed in their brains and therefore literary works are 

created. These literary works are materialized into a visual form by the readers, 

presenting patterns and shapes that depict the landscape of consciousness in each 

reader's mind, and thus constitute the concept of literary landscape. At this point, the 

literary language expresses the most material dimension in the visual language of the 

landscape style. Pacing through deep reading involves the concept of transience: as 

the reading proceeds, the timeline of the reading changes, and the reader perceives 

textual clues in time by painting the landscape in the text in their mind as they read, 

creating patterns of repetition and rhythmic shapes(Rodríguez) 

Readers interpret the text in depth through time, and due to the differences in the 

individual mental world and comprehension ability, different literary landscapes and 

emotional experiences are produced as a result. In the same literary landscape, some 

people shed tears and others rejoice, producing different psychological transient 

landscapes in different groups of people. 

The concept of time in textual landscape and the concept of time in natural landscape 

are both similar and different. Both landscapes are transient landscapes formed in 

human visual impressions under the passage of time(ONO 2015). In the concept of 

temporality in natural landscapes, it can be said that time itself is the landscape, just 

as space, place, or activity is the landscape, thus giving rise to the concept of "time and 

place". This concept cannot be described by a linear calendar system but can be 

understood by the mapping and superimposition of different rhythms and systems 

applied to a specific location/population. At this point, the concept of "time and place" 

focuses on the spirit of an era, and more specifically, the spirit of a moment. For 

example, in the nineties, China was full of bungalows, but nowadays, there are many 

high-rise buildings. Over time, the transformation of the landscape brings the spirit of 

the times that society is developing at a fast pace. In the textual landscape, as the 
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reading timeline lengthens, the individual's emotional experience is gradually enriched 

as the textual landscape changes. Time at this moment is simply a medium for the 

individual's emotional ups and downs, which catalyzes the hidden changes in the inner 

landscape space under the medium of time. 

We, humans, seek meaning through time through visual and textual exploration, 

processing individual emotions, and understanding the ever-changing external and 

internal landscape. From this, we reap the benefits of a deeper interpretation and 

emotional awareness of transient landscapes. 

4. TRANSIENT: THE PHILOSOPHY OF "ONE PERIOD ONE

MEETING"

The expression "transient" is derived from ancient Chinese Buddhist scriptures, the 

essence of which is that everything in this world is impermanent and fleeting, everything 

is unpredictable, and only good karma in this life will bring good results. The Japanese 

people have developed special psychological characteristics due to their special 

geographical environment, and have absorbed the concept of "transience" from 

Chinese Buddhism, reflecting their respect for impermanence in their daily civilian life, 

literature, and national culture. Although life is impermanent, the Japanese people can 

find a positive point in this negativity, and bring out all their passion and sincerity in this 

limited life, which is the highest meaning of life(Yin 2019). The overall cultural 

temperament of the Japanese people is also specifically mapped in the Japanese tea 

ceremony culture, the Japanese tea ceremony culture of "one period one meeting" 

concept originated in Chinese Zen Buddhism, Japanese tea culture is gradually 

introduced to Japan through the development of early Chinese Zen culture, the 

Japanese tea ceremony and Chinese Zen Buddhism have close cultural ties, Zen 

thought is the fundamental explanation of the "transient state". In the 16th century, the 

Japanese tea ceremony master Sen Rikyu founded the Senka school, advocating that 

tea people maintain the mood of "one period one meeting" in the tea room. In the 

Azuchi-Momoyama era, Sōji Yamayama learned the tea ceremony from Sen Rikyu and 

established the book "Yamayama Sōji's Record", in which the theory of "one period 

one meeting" was elaborated and later quoted by Naofuri Iyi and became popular(Yin 

2019). This theory is rich in philosophy, " one period " refers to a person's life, and " 

one meeting " is said only to a meeting, this idea in the tea ceremony is to expect tea 

people to apply all their true feelings to taste tea and cherish this moment. The concept 

of "one period one meeting" is derived from the Buddhist concept of impermanence. 

In the Buddhist concept of impermanence, it is believed that nothing in this world is 

eternal, and each meeting between people at a tea party is only once in a lifetime. (Liu 
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2016) At the tea party, the state of mind of the guests and hosts should reach unity, 

wholeheartedly, and sincerely treat each other, with the help of drinking tea, and 

sharing a harmonious quiet, and elegant moment, which is short but can promote the 

spirit of relaxation and release, this impermanent state reflects the positive spiritual 

realm, it is the tea ceremony "one period one meeting"the pursuit of the beautiful 

realm(Zhang 2010). It can be seen that the Japanese tea ceremony and the transient 

view are interdependent, without Zen, there is no tea ceremony, the two are 

inseparable, mutual influence(Yin 2019). In "One Period One Meeting", it is said that 

each encounter in the tea party is a unique experience in life, this experience is also 

like each creation of the artist, this creation process each time can not be repeated, 

can not be duplicated, the individual artist should cherish this beautiful and fleeting 

moment, cherish life "transient" under the wholehearted creation of works. In the 

process of art creation, the artist devotes himself to sincere creation, releasing his spirit 

and mind, and finally harvesting the visual works that gather the "transient" state of 

mind. 

By capturing the fleeting landscape, the artist's mind-brain consciousness is reflected 

on the canvas at the same time, constituting a transient art creation process, reflecting 

on the creative process to open the mind, which in turn affects the mind landscape 

space, when the individual can open up new artistic possibilities and explore different 

ways of creation in the ever-changing world. Understanding the world through new 

technologies allows the work to take on a layered, reflective state that illuminates the 

past. (Kamp 2009) At this point technology makes it possible to reconfigure art forms, 

bringing new visual and cognitive experiences(Ding and Education 2021) Any place in 

this world is a combination of terrain, plants, animals, and weather. Under the influence 

of time, landscapes develop and evolve through a series of climatic, geological, 

ecological, and cultural interactions whose changes are permanent and incoherent, 

and which shape the structure and character of the landscapes we experience(Bell 

2012, Wohl 2015)， Transients are always the source of all development. 

5． ARTISTIC REFLECTIONS ON TRANSIENT LANDSCAPES 

Art is an effective means of perceiving the world. Through art, artists awaken the inner 

awareness of human beings and stimulate them to enhance their sensual factors to 

understand and feel the unpredictable world. Through the viewing of artworks, people 

can strengthen their inner thinking and thus gradually produce a renewal of their 

thinking, and artists play an invisible role in educating society. 

Many artists around the world focus on transient landscapes, and artists explain their 

understanding of transient landscapes through their artistic means. In this field, artists 
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express their understanding of transient landscapes to deeply reveal their individual 

artistic language and philosophical thinking. The display of the artist's works promotes 

the viewer's understanding of transience, and reflection on the impermanence of life, 

and inspires the cherishing and reverence for the beauty of life. 

In this article, here are the artistic studies of Dianne Fogwell, Rowan Siddons, Sadie 

Tierney, Sandra Jordan, Bresson, Ansen Sealecai, Guillaume Heber, Cao Yuxi, Cai 

Guoqiang, Katya Roberts, Su Xinping and other artists, each of whom has applied 

metaphor, depiction and other diverse means to the artistic expression of transient 

landscapes through various elements. Through these artists' exploration of the theme 

of transience, the viewer is provoked to think philosophically about transience. 

Dianne Fogwell 

"Elements carved in oil or wood come together as part of a larger story - some things 

stay, others disappear and reappear. I try to capture the idea that all things pass and 

that nature is capable and adaptable, able to regenerate into something beautiful and 

different.“(Fogwell 2020) 

Dianne Fogwell presents a series of works on the Australian landscape in her solo 

exhibition Transient in Melbourne. 

   Figure 1. Half light,linocut, 109 x 79cm，2020， 

Figure 2. Witness, linocut, 78.5 x 50cm， 

      Figure 3. Lullaby,linocut & woodcut,109 x 79cm， 

(2020 Fogwell) "A reflection on devastation and loss with a hope for a regeneration of 

place and soul," says the description of this show. These factors cause me to consider 

the power and fragility of the materials I employ and recognize the irony of creating 

pictures about the natural enemies of works on paper. "A cloud of smoke and unburnt 

particles spread over Canberra is a ghostly signal of immense damage and 

disturbance. Diane's works and paintings on paper often resemble imaginary, almost 

hallucinatory dreams and create a story that flows between the works like pages of text 
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or music. Diane's artistic process enhances the poetry of her work because she allows 

the image to emerge on paper rather than from a preconceived image. Her unique artist 

books and works on paper are created from multiple linocuts and sometimes layered 

woodcuts, demonstrating a special level of skill while showing her ongoing exploration 

of the print medium. (Fogwell 2022) 

The birds that appear in Dianne Fogwell's works are metaphors for the self, observing 

and understanding the environment she lives in from the perspective of a bird, which 

is the artist's perspective. The static "tree" in the front of the picture and the ethereal 

background in the back form a spatial contrast between reality and emptiness, and the 

"bird" element alludes to the fluidity of time. In the process of overprinting the overlay 

woodcuts, the layering process of the woodcuts is a presentation of the ever-changing 

transient state, and over time, the image is finally fixed at a certain moment, which 

triggers the viewer to think about the transient landscape. 

Rowan Siddons 

Figure 4. Transient space   Aquatint on Paper   30 W x 30 H x 0.1 D cm   Rowan 

Siddons    2017 

Figure 5.   Transitory   Aquatint on Paper   30 W x 30 H x 0.1 D cm   Rowan Siddons   

2017 

Rowan Siddon（2017）said that his recent work aims to portray a hybrid ambiguity of 

space, location, and time, while also challenging our understanding of the changing 

urban scene. he employs the etching technique' cleverness to get textural marks in the 

journey, resulting in an ambient and fleeting style that precipitates psychological 

aspects. (Siddons 2017)Positive and negative space, as well as the idea of smooth 

and striped space, are utilized as references for theories of place and non-place. 

(Siddons 2022)he uses facades, architectural elements, and textural aesthetics to 

convey my psychological and physical sensations as he travelssssssss through dense 

metropolitan landscapes, merging this with an interest in psychogeography. (Siddons 

2017)Rowan Siddons employs intaglio and relief printing methods to express his vision 
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of the ever-changing urban scene. He is interested in architecture and the ever-

changing urban environment. (Siddons 2017) 

Rowan Siddons captures the ever-changing urban landscape through his perspective, 

in which three-dimensional space is overlaid on a two-dimensional plane, blurring the 

relationship between time and spatial location. The rhythmic contrast between white 

space and color creates a back-and-forth spatial visual effect, and under the effect of 

the artist's ideology, the final image of the work is framed in a moment of 

consciousness. 

Sadie Tierney 

Figure 6. Sadie Tierney – Transient Series –Pines Under Moon EV3，2019 

Sadie Tierney, whose expressive prints are drawn from sketching and painting in the 

outdoors, is characterized by her celebratory use of color and line, exploring objects 

and places where form relates to emotion and metaphor. Her work "Sadie Tierney - 

Transient Series - Pines Under Moon EV3" depicts literary poetry "As the sun sets, a 

ship sails out of the harbor, reflecting its lights on the sea, a sapphire-like mountain 

nestled behind a sea lit by moonlight, a ship in slow speed, a glimpse of a new horizon 

in a high mountain canyon on the road ahead, the excitement of the voyage's expected 

goal arrival radiating from the image. " 

Sadie Tierney, whose work "Transient Series" is a poetic literary depiction of the 

atmosphere and rhythmic musicality, depicts the changes in the natural landscape 

under the passage of time, tracing the transient landscape of the same region under 

different periods, and the image is a metaphor for the deep philosophical sentiment 

"everything is transient". 
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Sandra Jordan 

Figure7.TransientPhotography: Digital c-type photography  H 36cm x W 55cm x D 

2cm (Single)  Sandra Jordan 

In her photograph "Transient Series", Sandra Jordan captures a group of unpredictable 

white clouds in different poses against a calm black background. Each one is a unique 

existence, and each work is a transient capture. The images form a rhythmic balance 

of stillness and movement, exuding an air of extreme tenderness. Sandra Jordan uses 

digital C-photography to present the finished product, with the floating clouds in the 

image signifying the flow of time. Over time, the artist captures the solitude and peace 

of the moment with this gentle gesture, folding out the pleasure of thinking and 

expressing the contemplation of reflection and transient stillness 

Bresson 

Figure 8. Behind the Gare Saint-Lazare, 1932   Silver Gelatin Print  17 1/2 × 11 7/10 in  

44.5 × 29.7 cm 

Figure 9. Hyeres, France, 1932/c.1980        Gelatin silver        12 × 17 4/5 in      30.5 × 

45.2 cm 

In Bresson's Figure 8, the running figures and the stationary house behind them form 

a dynamic relationship, with the dynamic figures reflecting a moment captured quickly 

by the individual artist in the flow of time. The bicycle speeding forward in Figure 9 is 

another metaphor for time, the rolling wheels suggesting the flow of time, a dynamic 
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element in the image. This dynamic and static staircase constitutes the rhythm of 

motion and stillness, achieving a reasonable rhythmic level between the dynamic 

elements of the picture and the stillness of the general environment. 

Bresson captures seemingly unintentional but thoughtful moments by inadvertently 

snapping the shutter, capturing the best moments to sublimate the meaning and realm 

of the event. The series of "Decisive Moments" is full of solid documentary and poetic 

movement, the combination of stillness and movement has drawn out the rhythm of the 

whole work, with the rhythm of reality and fiction. For the presentation of the work, 

Bresson uses a digital-on-paper approach. 

Ansen Seale 

Figure 10. Transient landscape   Ansen Seale    Posted by Fabio 23      March 2010 

Ansen Seale <<Transient landscape>> is a landscape photograph that connects the 

endless golden rice fields with the distant mountains, blue sky, and white clouds, 

forming a correspondence of clear colors, warm and cold. The golden rice fields in the 

front part of the picture and the blue sky in the back part form a distinction between 

warm and cold, while the green and black distant mountains in the middle of the picture 

perfectly divide the composition of the rice fields and the sky. He processed the rice 

fields, distant mountains and blue sky, and white clouds into vertical blurred pixel 

compositions through a slit-scanning technique he created, and applied the digital-on-

paper method to print the works. 

Ansen Seale applies special means of expression in capturing images that trace the 

unreal but reveal the real, making the real world into a transient state of illusion. 

Catalyzed by time, blurring the real yet refracting the real more clearly, the reality is 

getting closer and closer, provoking thoughts on transience. 
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Guillaume Heber 

Figure 11.Transient Landscape, Archival Pigment print, 55 x 63 cm（Single）2015 

Guillaume Heber uses an artist's eye to examine the changing landscape in this set of 

transient landscapes, where construction sites undergo restitution, excavation, 

movement, and destruction, where flora and fauna have almost disappeared, and 

where the landscape is in constant transformation. For the artist, aesthetics is a basic 

requirement, and with his sensitivity to painting, he focuses on composition and tone, 

capturing and photographing construction sites from different periods to present 

different transient images. 

In this group of works, artist Guillaume Heber applies Archival pigment print for artistic 

expression. The human city is influenced by the development process of civilization, 

and the expression of the city is constantly changing, mapping the changes of the urban 

landscape in each state of time. The concept of time and place is reflected in this group 

of photographs, and time and place itself is the landscape, meaning the spirit of a 

certain moment or a certain era, showing the constant presence of the spirit of the city 

at a particular time. As time passes, times change, and the spirit of society shifts, the 

urban landscape changes. It is thus clear that everything is transient in existence. 

Cao Yuxi 

Figure 12. Artificial Intelligence Landscape Round page framing Various 
sizes/screen/sound/custom software  2022 

Figure 13. Artificial Intelligence Landscape  2022 



35 IJACA | Vol.7 | Issue 1 | July 2024 

Chinese new media artist Cao Yuxi's visual artwork "Artificial Intelligence Landscape 

Painting" uses artificial intelligence to visually generate images, using digital language 

combined with traditional Chinese landscape painting as a visual presentation. 

Through the digital language, the original regular flat picture is transformed into a 

rotating and changing kinetic effect, creating a landscape ink painting with continuous 

clouds and relaxed tension. 

Cao Yuxi applies the combination of digital language and traditional painting to create 

a new form of organization, expressing thoughts and expressions about the past, 

memories, and life between the flow of time through the transient artificial intelligence 

landscape drawings. 

Cai Guoqiang 

Figure 14.Transience I (Peony)  2019  Gunpowder on porcelain  90 x 100 x 200 cm  
Commissioned by The National Gallery of Victoria 

Figure 15.Transience II (Peony)  2019  Gunpowder on silk  350 x 3100 cm  Commissioned 
by The National Gallery of Victoria 

The artist Cai Guo-Qiang's work "Flower Transient II" uses peonies as the creative 

element and gunpowder as the raw material, leaving instant traces on silk through 

blasting to engrave a tangible painting. The peony is a symbol of wealth and prosperity 

in the Chinese cultural context and has been celebrated by countless literati and poets. 

In this work by Cai Guo-Qiang, there is no glorification of the past, but an objective 

display of the natural law of "prosperity and decay", where flowers bloom and fall, 

revealing the transient yet eternal, fluid yet static impermanence of existence. 

In the exhibition hall, another installation, "Flower Transient One", takes handmade 

white porcelain peony as an element and uses the debris formed after the bursting of 



36 IJACA | Vol.7 | Issue 1 | July 2024 

gunpowder to create a set of artworks, revealing the decay after prosperity and that 

everything is transient. This work echoes "Flower Transient II" and forms the main 

theme of the display of the Flower Transient theme, making the viewer think. 

Katya Roberts 

Figure 16. The installation art 《Transient Horizons》 Katya Roberts  2013 

The abstract landscape paintings in artist Katya Roberts' installation Transient 

Horizons examine changes in time and geology. In this installation, seven panels with 

elements of cellophane, transparent film, and acrylic paint are hung in a maze-like 

arrangement, creating an overlapping presentation. Inspired by the Icelandic horizon, 

the work offers the concept of "time travel" through Iceland's young and active 

geological landscape. The markers in this installation, the perspectives, move with the 

viewer, creating an ethereal and ephemeral landscape. 

In this exhibition, Katya Roberts uses time as an object of articulation, attempting to 

define a process of constant change. The connection between people, space, and time 

is explored, with different viewers, different times, and different meanings. It is a work 

that changes over time and evolves in interaction with its surroundings, embodying the 

multiple meanings of transience. 

Su Xinping 

Figure 17. Exhibition丨'Everything is Solidified: Su Xinping Solo Exhibition' in Su Bo, 

Lithograph and Multimedia,2019-2020 
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In Chinese artist, Su Xinping's solo exhibition "Everything is Frozen", the symbolic 

elements in Su's lithographs "the spatial tension of the shepherd, the white horse, the 

eagle flying, and the pillars symbolizing human civilization in the picture, and the viewer 

becomes part of the painting through his gaze. 

In this exhibition, Su Xinping uses his lithographs to express the artistic context, and 

the viewer interacts with the live exhibition through his gaze, forming an immersive 

viewing experience. Due to each viewer's differences, their emotional experience is 

also different and has individual transient nature. The theme of this exhibition is 

"Everything is frozen", but everything that is frozen will eventually dissipate, and human 

memories and thoughts form a certain moment in time, recording a certain moment, 

forming a "time and place", coming from the past to the future, which forms a transient 

landscape in some sense. 

5. CONCLUSION

Everything in this world is fleeting. As early as 2000 years ago man began to explore 

the relationship between space and time, and through exploration to reveal the nature 

of time and space, refracting the transient landscape of the relationship between space 

and time this research theme has sparked the attention of many artists. The artists 

have actively explored their own mediums and artistic languages, reflecting the 

transient landscape through their artistic perspectives. On the issue of the study of 

spatiotemporal relationships, the artists use a variety of visual means to illustrate the 

concept of transience and the implied philosophical connotations in the landscape. 

"Transience" means the impermanence and uncertainty of everything. The artist 

explores transient landscapes through various media and means, prompting people to 

think deeply about the deeper meaning of transience"Transience" means the 

impermanence and uncertainty of everything. The artist explores transient landscapes 

through various media and means, prompting people to think deeply about the deeper 

meaning of transience. Dealing with individual emotions, understanding the ever-

changing external and internal landscape, and gaining from it a deeper interpretation 

and emotional awareness of the transient landscape. 
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Abstract: After decades of digital tide washing the world, 

even one of the most sacred existences in human life, art, 

has to go through evolution and make some adaptions. The 

materials used in artists' creations, the artworks' presence in 

time and space as objects, and the economic properties of 

art have all been changed drastically as a response to the 

rapidly growing cybernetic world. An increasing number of 

digital artworks show up on the internet every day, whether 

they are the documentation of physical artworks in the real 

world or completely digital pieces that only live in the 

cybernetic world. Accordingly, the relationship between the 

online audience and digital works has completely changed 

their interactions. Museum professionals, public audiences, 

educators, and so many other roles in the art-viewing activity 

are having mixed opinions about dealing with art in virtual 

spaces. They need a more accurate understanding of the 

meaning and value of the artworks they are viewing. 

Therefore, how to apply digital media technology to facilitate 

a better creative experience between viewers and digital 

physical artworks will be a very important and challenging 

issue. This paper firstly explains the definition and 

development history of digital museum exhibition; secondly 

analyzes the current research status of digital museum 

exhibition technology and its application areas at home and 

abroad; then discusses the factors affecting the audience's 

viewing behavior from the user's perspective, namely: 

human psychological factors (including cognitive factors, 

emotional factors, motivation), environmental factors 

(including social and cultural factors, natural environmental 

factors); finally The construction method of the virtual   
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exhibition system based on the concept of interaction design 

is discussed in combination with the above two aspects, and 

the model can effectively improve the audience's visiting 

experience through examples. 

Keywords: Digital Media, Art and Design Education, 

Development Trends
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1. INTRODUCTION

For centuries, the experience of appreciating an artwork has usually been 

associated with certain physical limitations. The viewer and the artwork have 

to be in the same physical space, whether in a museum or at the private 

owner’s house, where people can closely see or touch the work. Each artwork 

is corresponded to only one physical location at one time, with limited numbers 

of the audience having access at the same time. However, in recent years, 

despite the ever-long lines outside those well-known facilities that hold billions 

worth of artworks, more and more started visiting museums online. With the 

development of documenting technologies and channels of information 

dissemination, an increasing number of artworks have had their digital 

counterparts online. We can view more artworks online without paying a visit 

to the facilities holding the original pieces, which might be half a globe away. 

Therefore, if artworks are to be fully displayed on the Internet and have a better 

viewing experience, then consideration needs to be given to how the collection 

can be effectively delivered from the Web to the user. 

2. LITERATURE REVIEW

Understanding Museum Visiting Experience 

Before constructing/updating a new relationship between the digitized works 

and the audience, we must understand how traditionally the audience interacts 

and builds bonds with physical artworks. Most importantly, we need to 

understand the essence and meanings of art-audience interaction. 

Tranevskaya believes that it is anchored in sociocultural perspectives of 

learning as meaning-making, focusing on mediating artifacts in the 

development of understanding (2018). Some researchers believe that learning 

or making meaning is a social practice, and the goal or essence of interaction 

itself is meaning-making in the museum context (Charitonos, Blake, Scanlon, 
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& Jones, 2012). For a visitor, engaging with an artifact can transform the 

already established meanings and generate new meanings and knowledge. 

The studies mentioned above indicate that working on a museum-visiting 

experience is working on the “meaning-making” process and increasing the 

artifacts-to-knowledge-or-information in our head rate. 

Latham's research uses Michael Buckland's information typology to help us 

understand museums and physical objects in museums from a different 

perspective (2012). According to Latham's study on Buckland, the museum 

can be seen as an information system and the museum object as a 

"document." The concept of "document" is then expanded assign/semiotic and 

helps us see user experience from a whole new perspective that has not been 

explored before. Latham believes that these concepts will help museum 

researchers and practitioners "work backward" from the audience's user 

experience to understanding museums' role in the process of public informing 

and sense-making. The entire process includes the selection, description, and 

creation of a set of signs, which might inform visitors in many ways. 

Technologies in the Museum Context 

Many researchers have noticed that museum experts are increasingly prone 

to use technologies to provide more sensorial experiences for visitors, even 

considering these technologies as a guarantee of enhanced visitor experience 

(Pallud & Monod, 2010). Pallud & Monod’s study shows that a large number of 

studies promote technologies as a practical method for museums to “re-

energize their relationships with their visitors.” 

The technological tools have their drawbacks as well. Tranevskaya studied the 

activities of young audiences in art museums and pointed out several existing 

issues (2018). First, art is a complex phenomenon, and sometimes it is hard to 
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understand or appreciate even by adults. Merely display and one-way watching 

are not enough. People need texts, audio, videos, and any helpful form of 

facilitation to help them understand what the art is about. Second, audiences, 

especially young ones, tend to explore the environment using all their senses. 

But in art museums, there is hardly anything they can touch. The limited 

interactions in physical museums have strongly discouraged young audiences 

and their families from visiting art museums. If tangible objects and age-

appropriate activities are provided in the museum, a visit can positively impact 

children and boost their interest in art and art museums. Tranevskaya claims 

that making art more understandable to a wide range of visitors is the 

museum's ultimate goal. As young audiences tend to explore the environment 

with all of their senses, including various forms of activities during the museum 

experience is essential. It is crucial for the museum to introduce information 

and communication technologies to support meaning-making activities in 

encounters with artifacts.  

Tranevskaya's study led to the conclusion that digitization can help build 

meaningful interactions during museum visits for audiences. This solution still 

has a long way to go. As mentioned above in the background introduction, 

some information or elements might be missing during the digitization process. 

Apart from the missing tangible features, some abstract features are also 

omitted in the digitization process, such as the "aura." Walter Benjamin first 

brought up this concept in his visionary, influential essay The Work of Art in the 

Age of Mechanical Reproduction, published early as 1936. According to 

Benjamin, "aura" refers to the unique existence of artwork in time and space, 

an integral quality that cannot be passed on through even the most advanced 

mechanical reproduction techniques (1998). Besides the "aura," the traditional 

and ceremonial value is also filtered out through mass production. To some 

extent, the digitization of artwork can be seen as a similar process to the 
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context Benjamin described. The digitization process can quickly turn the 

sacred ritual of appreciating artworks into a mass-produced spectacle (Trice, 

2020). 

In conclusion, current technologies can enhance the museum-visiting 

experience, especially in the online context. Yet, there are still drawbacks to 

current technologies and studies; consequently, further research should focus 

on two things. 1) Enhancing the passing through of the information that 

technologies are already capable of; 2) Through user research, find the 

essences that should be conveyed while technologies barely can pass through 

or are omitting right now. 

3. RESEARCH METHODOLOGY

This project will use phenomenology as the primary guidance. Phenomenology 

believes in the significance of human beings' experience in all meaning and 

value (Armstrong, 2005). It studies conscious experience as experienced from 

the subjective or first-person point of view (Smith, 2013). It examines human 

beings' experience by putting it into a structure of various types of experience, 

ranging from perception, thought, memory, imagination, emotion, desire, etc. 

The central structure of an experience is its intentionality that an experience 

has to be directed toward something or about some objects (Smith, 2013). 

The reason to choose this methodology is that the art appreciation process can 

be seen as both a meaning-making process and an emotional and personal 

journey. We visit the museums (both online and offline), expecting not only to 

gain information and knowledge but also to trace back histories or memories, 

to find ourselves in the artworks, to echo with the artist, to immerse ourselves 

in the artistic and historical atmosphere, and to feel the weight of the artworks. 

The emotional aspects are hard to measure and are more likely to be neglected 
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when we build an online website, as the web owners have no access to learn 

how the audiences think and react. Yet, emotional factors are essential in 

offline museums, so they should be for online museums. 

This methodology has been frequently employed in previous research studying 

museum-related experiences. Tam studied museum visitors' experiences who 

have no specialist training in art by interviewing the participants and generating 

descriptions and analyses of the experience (2006). Under the guidance of 

phenomenology, various aspects examined in the research include the context, 

the object, the viewer, the value, and the non-articulated aspects of 

experiencing paintings in a museum. It concluded that three factors are mostly 

overlooked: the embodied nature of the experience, the way time is 

experienced, and the viewer's feelings about paintings. 

Quigley noticed the problematic absence of substantive analysis of immediate 

visitor responses to objects in museum studies literature and decided to use a 

particular phenomenological approach to address the gap (2019). The study's 

goal was to explore and develop the consideration of engaging object 

encounters and examine whether or not 'engagement' can be characterized. 

He mainly used a semi-structured interview instrument inspired by 

phenomenology to explore visitor engagement, revealing engagement 

characteristics in object encounters. The characteristics proven to be related 

to an engaging object encounter include the way objects are displayed, which 

can evoke reflections; touching, feeling the objects' texture, and understanding 

the usage and human-object interactions from the touching. The research 

encourages these engagement characteristics to be considered and applied in 

museum practices to enhance real-life visitor engagement. 

Unlike the above two pieces of research, which studied the museum 
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experience from a human perspective, Pallud and Monod studied the museum-

visiting experience from a technological perspective (2010). Within the context 

that museums increasingly rely on technology to guarantee enhanced visitor 

experience, the researchers noticed that little attention had been paid to 

evaluating user experience with technologies both in Information Systems and 

Museology research. Their research used a multi-methodological approach, 

combining qualitative and quantitative methods, to study technologies 

available in museums and how they facilitate visitors' understanding and 

experience of the displayed works. 

Previous research has proven the power of the methodology. The research will 

follow the guidance of phenomenology and emphasize the audience's 

experience in dealing with digitized artworks. To better understand and analyze 

the user experience, this research will use phenomenology's method and 

construct a structure of the user experience, studying it from multiple 

perspectives, including perception, thought, emotion, and desire. It will help 

both the researched people and me evaluate the experience more organized. 

4. FINDINGS

With only two decades of development, artwork digitization has made 

remarkable achievements. Still, it faces many issues and challenges replacing 

offline museums or being a powerful assistive tool in artwork appreciation and 

meaning-making.  

First, digitizing the artworks and presenting them online just as they are in real 

life is much more challenging than we expect. Being a "museum" means 

displaying the most delicate artworks for appreciation. However, one of the 

biggest challenges facing online museums is the potential loss of information 

during the documenting, storing, and publishing due to technical limitations 
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(Ogundipe, 2018). Although technologies are ever-evolving and can capture 

more and more information without damaging the original pieces, they still 

cannot capture everything. The wearing in time, the rough texture, and the 

weight of history are only a few things people find hard to see in a digitized 

artwork. Seeing and appreciating these elements is as crucial as appreciating 

the visual, and external aspects of the artworks, as artworks are about what 

they represent and look like. 

Second, the intangible information behind the artworks can be missed during 

the digitization process. For many audiences, visiting museums is not only 

about appreciating the artworks but also immersing themselves in the artistic 

atmosphere, appreciating the architecture, perceiving the space and 

everything surrounding the artworks, feeling the historical and cultural weight 

of the artworks and exhibitions, and so on. Even the curation and placement of 

different works tell a lot about the artworks themselves. The tangible and 

superficial information and the experiential elements together form a complete 

experience of a trip to the museum. Whereas in an online museum, most of 

these intangible elements are missing. 

Third, the digitization process can be very lengthy and resource-consuming. 

Controversy on introducing digital technologies in museum contexts primarily 

focuses on the risks and investment in terms of time and human and financial 

resources required (Damala, Ruthven, Hornecker, 2019). Digitization artworks 

need professional equipment and technicians to conduct the procedure. It can 

take a long time and can be very expensive, especially for those museums 

which collect an enormous amount of artwork or lack the resources. Finishing 

digitizing is not the end; the museums also need to continue to devote 

resources to storing and maintaining the websites. Research shows that 

repositories face complex challenges in providing metadata to support online 
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access (Botticelli, 2016). For example, by the end of 2017, the Met's online 

collection has had more than 450,000 digitized records—and is growing in 

number with each passing week (The Met, 2017). According to Loic Tallon, 

more than 31 million users visit the Met website each year, and over 100 million 

users on third-party platforms in total are served by the website (2018). A large 

amount of work and visitors have raised a very high demand for museum 

servers. Even if museums can put a lot of digitized artworks online, it's not 

necessarily a good thing for the audience. It can be very overwhelming for them 

to notice the dozens of sections and thousands of artworks within each section. 

They can quickly lose focus and don't know where to start.   

Last, the ownership of the artworks can be complicated and even pose a threat 

to the digitization process sometimes (Hylland, 2017). For example, in the 

Google Arts & Culture project mentioned above, a facility joining the project 

means it has granted Google the right to use the imagery resources on both 

existing and future platforms. This practice might lead to internal discussions 

between the two parties that viewing the digital properties as the facilities' 

private belongings has long been why some facilities hold back on the process 

(Carlson, 2002). Heated debates also focus on what should be allowed for 

visitors to do to digital resources. Some people suggested that the Google Arts 

& Culture project should be a "fenced garden", where users can only view and 

interact with the resources on Google's platforms but not download the images 

and use them freely (Hylland, 2017).  

Scope and Limitation of the Study 

This research will study the digitization practices of museums. It is meant for 

museums with physical addresses within mainland China and is working on or 

has finished the digitization process. Digitization refers to using all kinds of 

technologies to capture images/videos/3d models of the museums’ physical 
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collections and put them in certain spaces online, such as the museums’ official 

websites or apps. The research time scope will be from the past five years 

(starting in 2016) into the first year of the research. Any new inventions or 

practices that happened after the first year of study will not be added to the 

research scope. 

There are three kinds of people involved in the research: museum practitioners, 

such as archivists and curators; audiences visiting the museums, both online 

and offline; the third party, mainly the technicians help museums with the 

digitization processes, such as people from relevant agencies or research 

teams. They will be observed when they are working or viewing the artworks 

and interviewed with different topics of questions regarding the technical details, 

financial details, user experience of virtual artwork viewing and interaction, and 

any opinions or feedback. 

Four aspects of variables will be collected and discussed in the research:  

Technical-wise, I will collect information and compare the differences between 

the technologies used in different museums. Variables include the efficiency of 

capturing the essence of the original works, their costs, and so on. Financial-

wise, I will try to find out the budget and the detailed spending in every aspect 

of the whole process of artwork digitization, as I believe that money is one of 

the main issues in this process. Third, I will analyze the user experience of 

curating an online museum and seeing these artworks virtually. Last, I will also 

consider policies and relevant investments as in many regions of the world, the 

digitization process of museums is strongly supported by the government or 

big organizations. 

The research might encounter the following issues and have limitations in these 

aspects:  
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First, the sample size of researched audiences and museums is limited. While 

not many secondary resources have investigated and analyzed the user 

experience of visiting virtual museums, this part of the information collected will 

strongly rely on first-hand research. Yet, the sample size and the people I 

investigate can be a limitation of the study. Second, there might be 

confidentiality issues regarding the finances of museums. In this case, I can 

only use quotes from agencies or numbers from other similar projects to 

estimate the cost of certain museums’ digitization processes. Last, the user 

experience and experience changes can be very objective and hard to quantify, 

even hard for some audiences to describe with words. Therefore, I plan to 

make a comprehensive form to evaluate the user experience from different 

aspects, such as convenience, the efficiency of learning knowledge from two 

channels, etc.  

5. CONCLUSION

To sum up, the digitization of artworks is an auspicious practice in the art and 

museum industry. Not only does it break the physical limitations of art-viewing 

for the public, but it also can build an infinite number of digital contexts or 

cybernetic spaces for the audience to perceive the artworks from different 

angles. On a higher level, the digitization process has invited the new 

generation to revisit and critically examine the deep-rooted social hierarchy and 

authoritarian industrial complex (Trice, 2020). Suffice to say, digitization will 

only be more prevalent in the future.  

However, the digitization process still faces many challenges and issues. The 

digital ownership and technical requirements are only the problems on the 

surface. The loss of "aura," materiality, divinity, and individuality is the actual 

reason for holding digitization back. Audiences call for more in-depth individual 
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experiences (Ogundipe, 2018), including more meaningful and engaging 

interactive formats. This research will continue to improve the engagement 

experience by studying practices worldwide, the technologies, audiences  ’

experience, etcetera to create the "digital aura" in digitized artworks. 
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