








Fig.3  Pitt Rivers Museum , 2026.  Haida totem pole (1901.39.1) from 
Star House, Massett, Haida Gwaii, belonging to Chief Anetlas (c.1816–
1893). Surrounding display cabinets also visible. Photograph by the 
Artist, Oxford.

33



Planetary Time

Nostalgia is energy conserved on a planetary scale. 

Until now, time has appeared through use, memory, 
and institutions. Chairs carry the rhythm of the 
body. Houses gather the routines of everyday life. 
Flea markets show objects circulating between 
people. Museums hold them within another order 
of history.

Planetary time moves differently. It does not follow 
events, ownership, or collections. It unfolds through 
forests growing, rivers depositing clay, mountains 
slowly eroding, and minerals forming deep within 
the earth. These processes are so slow that they 
rarely enter ordinary perception.

Yet they are present in almost every object. A wooden 
chair contains the time of a tree. A ceramic bowl 
carries the quiet accumulation of river sediment. 
Metal tools begin in ores that formed under heat 
and pressure long before they were extracted. Seen 
from this perspective, objects are not only cultural 
artefacts. They are temporary arrangements of 
planetary material.

Human making interrupts the longer rhythms of 
the earth, but only briefly.The flea market reveals 
how objects move between lives. The museum 
shows how they are stabilised by classification 
and care. Planetary time reveals that the materials 
themselves belong  to a much older cycle.
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What appears stable within human history is only 
a short moment within geological duration. The 
planet continues quietly beneath these movements. 
And every obj ect, no matter how ordinary, carries 
a small fragment of that deeper time – as seen 
in Tower of Progress (Fig. 4), where planets are 
arranged across several layers of furniture, creating 
a vertical display that reinterprets domestic and 
cosmic space.

Fig.4  Tower of Progress , 2025.  Installation, Planet sculptures arranged 
on three layers of table. Work and Photograph by the Artist, Beijing.
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From this per spective, making is only a pause in 
matter’s movement. What seems durable is often 
merely slower change. Wood, clay, and metal 
undergo long processes before becoming objects, 
and continue transforming after those objects 
decay. This longer rhythm unsettles ownership. 
A person may possess a chair for years, a family 
for generations, a museum for a century. Yet the 
material existed before them all and will outlast 
them.

Objects pass temporarily through human hands. 
Matter remains in motion.

Astronomy reminds us of this scale. Timefinder (Fig. 
5), an installation by the artist in London, quietly 
evokes this awareness. Ter restrial Time, after all, is 
a uniform coordinate that corrects irregularities in 
Earth’s rotation – an attempt to stabilise planetary 
movement into something measurable.
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Yet the planet is never entirely regular. Its rotation 
slows imperceptibly; its orbit shifts; its tilt and 
precession alter across vast cycles. These changes 
exceed human attention yet persist without pause. 
Such durations are not written in calendars but 
inscribed in rock strata, ice layers, fossils, and 
within materials themselves. Meanwhile, sunlight 
crosses meridians, shadows lengthen, and noon 
occurs at different moments across longitudes.

Objects exist within these layered movements.

Planetary time shifts the narrative’ s centre. 
Humans are no longer the sole me asure. Objects 
are not merely witnesses to human history but 
fragments of processes far older and longer than 
us. Every ordinary thing carries a small geological 
memory.

Fig. 5 Timefinder, 2024. Installation with two suspended planets 
rotating, evoking the scales of astronomy. Work and Photograph by the 
Artist, London.
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At this scale, the status of objects changes subtly. 
What once appeared as finished things begin to 
look more like temporary configurations within a 
longer material process. The stability we attribute 
to objects is largely a matter of perception. A chair 
seems durable because its transformation unfolds 
slowly; a ceramic bowl appears permanent because 
its fractures may take decades to occur. Yet from a 
planetary perspective, these are only brief intervals 
within ongoing cycles of formation and dispersal.

Seen in this way, the act of making no longer appears 
as a definitive beginning. Craft, manufacture , and 
design intervene in materials that have already 
travelled through vast geological histories. The 
shaping of wood or clay does not create matter; it 
momentarily reorganises it. What we call an  object 
is therefore less a final form than a pause within 
movement – a temporary state in which material 
relations become visible.

The planet turns slowly in the dark. 
Houses rest upon its surface, 
placed there gently, like vessels.
We call this home,
yet seldom feel
that beneath our feet
the Earth –
an old cradle still drifts.

At this scale, objects no longer appear as fixed 
things but as temporary arrangements within 
longer material processes. What seems stable 
in everyday life often persists only because its 
transformations unfold slowly, beyond the range 
of ordinary attention. Materials continue to shift,  
erode, and crystallise, participating in cycles that 
extend far beyond the moment of human use.

Planetary time therefore does not negate the 
intimacy of everyday life. Instead, it gently alters the 
horizon within which that intimacy is understood. 
The objects that surround us no longer appear 
merely as tools or possessions. They become small 
points of intersection where human activity briefly 
meets the deeper movements of the earth. Seen in 
this way, the present moment is only a thin surface 
resting upon a far longer duration.
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Big Bang

The duration of the planet unsettles human history. 
The duration of the universe unsettles the planet 
itself.

At this scale, geometry replaces landscape. 
Gravitational collapse concentrates curvature. 
As matter gathers, outward paths narrow. A 
threshold is crossed from which escape is no 
longer possible. Collapse continues – not as 
accident, but as structure. Spacetime folds 
inward towards a limit.

Singularity is not confined to collapse. As Roger 
Penrose remarks, “there is a place that does affect 
us all … and that is in the Big Bang – the Big Bang 
singularity.” The universe expands. Scale emerges. 
Mass gives rise to frequency; frequency allows 
measurement. Without mass, there  is no scale. 
Without scale, no articulated duration. The Big 
Bang is not merely an  origin within time. It marks 
the condition under which extension becomes 
measurable. Structure becomes possible.

Black holes tighten light; 
the abyss speaks in another dimension. 
The universe had a childhood. 
Flame wandered across the sky. 
Scale unfolded from heat; 
frequency became rhythm, 
rhythm became music.

Carrier Cosmology has followed objects through 
use,circulation and preservation,through planetary 
material and into cosmological scale. Here the carrier 
shifts again. Spacetime is not a fixed container. It 
can contract to the point where containment fails. 
It can expand into measurable extension. At the 
limits of collapse and expansion, the capacity to 
hold is altered.

The planet remembers gravity. 
Light remembers its path. 
Between collapse and expansion, 
causality holds a fragile balance.

Each carrier both preserves and questions. It 
retains traces, yet it cannot secure finality. It frames 
objects , yet does not close them. From domestic 
interiors to museum galleries, from planetary 
rhythms to cosmic expansion, carriers form a 
recursive structure. We construct them in order  to 
approach time, yet the making of a carrier already 
presupposes a relation to it.

All things move according to their own duration.
What remains is not a cosmic riddle awaiting 
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solution, but an ongoing practice: how to give form 
without exhausting what exceeds form; how to  hold 
without arresting movement. Carrier Cosmology 
is not a theory of containers. It examines how 
containment becomes possible, and how it remains 
unstable.

This brings us to the core paradox and insight of 
Carrier Cosmology: every carrier performs the dual 
act of preservation and questioning. It retains the 
trace of an object while suspending its finality; it 
poses questions without providing answers. From 
domestic interiors to museum  galleries, from 
planetary rhythms to cosmic expansion, all carriers 
together form a recursive, self-referential system: 
we create carriers in order to understand time, yet 
we must already understand time in order to learn 
how to create better carriers.

What we ultimately confront, then, is not a cosmic 
mystery waiting to be solved, but an ongoing 
practice: how to build a dam within a flowing river 
without arresting its current; how to give form to 
what is passing without extinguishing it. Carrier 
Cosmology, in the end, is not a theory of  containers. 
It articulates how we use containers as a medium to 
reach a fragile yet enduring reconciliation with time 
– learning to listen while holding, to leave space 
while preserving, and within the finite, to witness 
the infinite in each of its flickers.

起初，什么都没有。 
既无时间，也无空间。 
只有光明与黑暗。 
在它们的张力中， 
最初的律动诞生， 
那脉动成为万物的尺度。

In the beginning, there was nothing. 
Neither time nor space. 
Only light and darkness. 
From their tension, 
the first rhythm was born, 
and that pulse became the scale of all things.
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About the artist

Qi Baiting (亓百婷) is a Chinese artist currently based 
in the UK, focusing on sculpture, installation and 
painting. Her fascination with stargazing shapes the 
way she perceives her work - she sees her pieces as 
“constellations,” mapping time and space through a 
vertical cosmology. Living near forests and mountains 
has deepened her connection with natural philosophy, 
influencing her artistic engagement with landscape-
based practices and the spiritual dimensions of art.

Her practice centres on planetary time, material 
memory, and nonlinear histories, developed within the 
context of the University of Oxford and supported by 
Linacre College and the Ruskin School of Art, often 
involving interdisciplinary collaborations across art, 
science, and cultural research. She holds a MA from the 
Royal College of Art and a BA from Renmin University of 
China. She was featured in Sculpture magazine’s Artist 
Independent Column (Vol. 28, Issue 4). Her works have 
been exhibited internationally at Tate Modern (London), 
the Royal College of Art (London), the Arsenale (Venice), 
University of Oxford (Oxford), the Fitzwilliam Museum 
(Cambridge), Hive Center Contemporary Art and the 
Phoenix Center (Beijing).

As an artist, Qi Baiting is committed to bridging 
the fragmentation of everyday experience with the 
continuity of subjective consciousness. Her ongoing 
projects explore global cultural narratives, female 
science-fiction imagination, and the nostalgia of 
historical objects in contemporary art.  Through the 
dialogue between objects and space, she invites viewers 
to rediscover the flow of time and the hidden rhythms of 
the world.

Website: qibaiting.com



About the Friends of Brompton Cemetery

The Friends of Brompton Cemetery (FoBC) is a 
voluntary charitable organisation (UK Registered 
Charity No. 1181027) established to support the 
preservation, restoration and public appreciation of 
Brompton Cemetery. The Friends of Brompton Cemetery 
work to preserve this remarkable site as a model of an 
historic cemetery with an active role in modern society. 
We help restore and maintain the Cemetery’s buildings, 
monuments and landscape, and encourage their full 
use by those sympathetic to the importance, beauty, 
heritage and fragility of this significant Cemetery.

The Friends of Brompton Cemetery is a charity 
working in partnership and close cooperation with 
The Royal Parks. We are an independent organisation 
with our own strategy, structure and governance. For 
information on joining us as a Friend, volunteering 
with us, supporting our work through a donation, and 
our latest tours and the Chapel’s programme, please 
visit our website: brompton-cemetery.org.uk. If you use 
social media, you can also follow us on Facebook and 
Instagram: @FOBCofficial.

About the Chapel Arts Programme 

Designed by architect Benjamin Baud and completed 
in 1842, the Chapel stands at the heart of Brampton 
Cemetery as a Grade II*-listed building. Built in the 
neoclassical style, it comprises a circular domed nave 
encircled by a colonnade, inspired by the plan of St 
Peter’s in Rome, with two side aisles forming a cross-
shaped layout. 

Originally constructed for funeral services, the Chapel 
continues to serve this function today, while also 
accommodating a programme of weekend activities and 
short exhibitions. Brampton Cemetery is a much-valued 
place for local residents and visitors to London alike, 
and even short exhibitions in the Chapel can attract 
significant visitor numbers. 

The Chapel underwent major restoration in 2018 as 
part of the Brampton Cemetery Conservation Project, 
funded by The National Lottery Heritage Fund, The 
Royal Parks, and The Friends of Brampton Cemetery. 
The works included substantial repairs and improved 
access, helping to secure the building for continued 
public use. Filled with natural light and noted for its 
strong acoustic qualities, the Chapel provides a unique 
setting for exhibitions, performances, and intimate 
gatherings. 

The Chapel Curator of Friends of Brampton Cemetery, 
Catherine Li, coordinates and curates the Chapel’s 
arts programme in collaboration with volunteers. The 
programme includes exhibitions, music events, and a 
wide range of community activities. Its aim is to support 
care for the Cemetery while encouraging activities 
that bring together history, art, and local life, through 
partnerships with artists and local organisations to 
develop exhibitions and events that respond to the site 
and its surroundings. 

Contact: chapel.arts@brompton-cemetery.org.uk
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