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It Never Was and Always Will Be

In Media Res

in what algorithms reveal and in
relentless duplication. How can
the work allude to that and create
the illusion that something is
following the viewer, eliciting a fear
or paranoia?

ON EXPERIENCE
AND IMMERSION

How does the work become more
immersive or interactive? How
might people in the space change
something about what they’re
seeing? How can this create a
sense of disorientation?

What is the impact of scale?
Viewers feel smaller than this
content, which normally fits into
the tiny window of their phones.
How does this echo my research
on the rapture and dystopia,

this feeling of being smaller

than something when you’re
inside of it?

How does the work become
portable and live outside of the
room of the installation?

Since the work is web-based,
does it follow viewers individually
on their phones?

In my thesis presentation we
see the “thing itself” and then its
representation. There’s a friction
where those bump together,
creating an edge or the lip. The
focus is on the dissolution of
media, but there’s a reliance

on that edge, the legibility as

a comparative device. We see
fleeting moments of visual sync

and alignment. The viewer is in

the image and not in the image at
the same time. How do | push this
feeling of disorientation, tension,
and paradox? Seeing ourselves in
the space, do we become part of
it? It’s a reflection of ourselves and
where we are in it.

How do | leverage pacing of the
content, and leverage the concept
of consent (or lack thereof) in the
realm of politics and media?

How do | alter the time-space
continuum of the constant feed
that we're all used to seeing?
How does this play out in
different formats: on the web, in

a physical space, in a piece of
printed matter?

ON AGENCY AS THE MAKER

| am detached from the content
of my work and immersed in

it simultaneously, sitting in the
shadows. Where is my agency
here as the designer, apart from
the auto-generated content from
the bots and image searches?

Is there a dialectic of positive and
negative in the presentation of
content? Am | the synthesis or
does the audience fill that role?
My presence in the work is
asserted through aesthetic
agency — this content is not purely
a feed; instead, it has been highly
curated and stylized.

PUSHING AHEAD

Questions lead to work that leads
to more questions. It is clear that |
have many questions to explore —
and these questions will continue
in the work | make after graduate
school. The thesis exhibition is

a good landing spot, a stopping
point in media res, to present the
latest iteration of my work.

One of the questions | have

been wrestling with is the level

of interactivity in my work as it
stands now. In the current iteration
of In Media Res, viewers see an
automated system, but |, as the
designer, am pulling the strings
and setting the constraints. Moving
forward in future work, | would
love to create a truly responsive
system, one in which viewers
change the content that they see,
either voluntarily, or simply by their
presence alone.

Conceptually, | have much to
unpack in regards to the spectacle
of religion and politics. | am
digging into my past experience
raised in a conservative
evangelical community and
looking at the visual language of
charismatic leaders, eschatology,
and prophecy. While these are
secondary or tertiary concerns

in my current work, | could see
elevating these concepts into
another body of work.

My graduate school experience
has been a good time to dig
into deeper questions about
what drives my work and my
processes for research, making,
and reflection. | have learned that
constantly diving into new ways
of working is essential for my
practice. | have discovered that
my work involves constantly
evolving questions, a process
that moves backward and
forward simultaneously.
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Giorgio Agamben. “What is the Contemporary?” in What is an Apparatus? Umberto Eco. Travels in Hyperreality. San Diego: Harcourt, 1986.
and Other Essays. David Kishik and Stefan Pedatella, trans. Stanford:
Stanford University Press, 2009. In this book, Eco marvels at the absurdity of the American
obsession for creating facsimiles and reproductions that
Agamben describes contemporariness as an elusive force, like transcend reality itself.
flickering lights and moving shadows. To be contemporay is to
be rooted in one's own time but simultaneously outside of it. Mark Fisher. Capitalist Realism. London: Zero Books, 2009.
Agamben's ideas have influenced my framework as a designer,
to be inside and outside of content at the same time. Fisher argues that under the framework of “capitalist realism,”
capitalism has such a firm grip on us that we cannot imagine
Jean Baudrillard. Simulacra and Simulation. Ann Arbor: University of any other kind of reality. Everything has been commodified
Michigan, 1994. through a system of capital equivalencies, and everything is run

as a business.
Baudrillard sketches out a world in which nothing

is real and everything is a mere simulation, “the generation Michel Foucault. Discipline and Punish : The Birth of the Prison. New York:
of models of a real without origin or a reality: a hyperreal.” Pantheon Books, 1977.
Adam Curtis, dir. HyperNormalisation. BBC, 2016. Online stream. Foucault discusses the Panopticon, a tower that sits in the
middle of a prison in which an entire population of inmates are
Curtis weaves together a timeline that converges politics, completely visible to the small number of authorities in charge.
technology, and popular culture, exposing how the world we live The inmates are cut off from each other but constantly being
in became normalized through the machinations of business watched from the Panopticon. Panopticism is extended as a
and government over a relatively short period of time. metaphor for modern society, ruled through the efficiency of
centralized power. | link Foucault's Panopticon and Debord's
Guy Debord, Society of the Spectacle. Detroit: Black & Red, 1977. Spectacle to the feed, the algorithm, and the screen.
Debord's concept of the capitalist spectacle contends Boris Groys. “On Art Activism.” e-flux Journal, No. 56, June 2014.
that highly mediated experiences lead to mass distancing and http://www.e-flux.com/journal/56/60343/on-art-activism/.
alienation. The result is a losing of consciousness and the Accessed 17 Nov. 2016.
emergence of world in which the individual disappears and the
spectacle self-generates and consumes itself. Groys unpacks the conundrum that artists face through
activist work — the objects they make are aestheticized, which
Keller Easterling, Extrastatecraft: The Power of Infrastructure Space. he defines as a process of defunctionalization. Any real power
London: Verso, 2014. they may hold to affect change has been stripped by the
very nature of institutions that house it. | am interested in the
Easterling, who comes from a background in architecture, implications of Groys’ ideas on aestheticization in a design
unpacks the difference between the forward-facing “object context, where our work often disappears because of its utility.
forms” and underlying “active forms” present in large-scale Where is the rupture between utility and defunctionalization
infrastructure projects. What is the difference between the in graphic design and how can this be leveraged?

physical characteristics of infrastructure and its “disposition,”
the political aspirations and maneuvering veiled beneath the
glimmers of progress and global trade?
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Marshall McLuhan, Understanding Media: The Extensions of Man.
New York: McGraw-Hill, 1964.

In this text, McLuhan argues that too often we miss the true
intention of media by only paying attention to the specific
content we see. The true power is in the mode of delivery.

Metahaven, Can Jokes Bring Down Governments?
Moscow: Strelka, 2013.

In this book, Metahaven looks at the ways technology has
impacted forms of political protest. From tracing the origins of
online memes to an investigation of “jokes as political tools,”
they uncover how absurd acts destabalize even more absurd
political situations. Of particular interest is the chapter called
“Design,” in which they discuss the intersection of graphic
design practice and indirect political action.

Metahaven. Uncorporate Identity. Baden, Switzerland: Lars Miiller
Publishers, 2010.

Metahaven presents a massive volume of essays and
speculative design work that sits at the center of aesthetic and
political inquiry. They argue that design has the unique power to
unpack and unlock issues of geopolitical intrigue simply through
the act of making things visible. They write, "Both the projection
of power and the assumption of an image are ways to create a
world and make it seem inevitable."

Kris Paulsen, Here/There: Telepresence, Touch, and Art at the Interface.
Cambridge: MIT Press, 2017.

Paulsen looks at the screen as a mediator of communication
and the effects of “telepresence” and virtual reality. To what
extent are screen spaces, interfaces, and networks illusions or
realities, and how are artists navigating these contexts?

| see a connection between Paulsen’s work and Jean
Baudrillard’s thoughts on hyperreality in Simulation

and Simulacra.

Dexter Sinister, On a Universal Serial Bus.* Amsterdam: Roma, 2015.

Published in conjunction with an exhibition and the release of
a series of electronic projects loaded onto a USB stick, this
experimental publication provides a critical look at the politics
behind corporate identity, the absurdity of public relations
efforts, and the collapsing of time. Beyond this particular piece,
| am interested in Dexter Sinister’s mode of working at the
conjunction of design, publishing, and contemporary art.

Hito Steyerl, “Too Much World: Is the Internet Dead?,” eflux Journal #49,
November 2013. http://www.e-flux.com/journal/49/60004/too-much-
world-is-the-internet-dead/. Accessed 26 November 2017.

Hito Steyerl discusses “the all out internet condition,” a space in
which the internet is pervasive force, seamlessly spilling out into
reality. Steyerl’s internet and its associated images transcend
the screen, “[migrating] across different supports,shaping and
affecting people, landscapes, politics, and social systems.”

Hito Steyerl, Julieta Aranda, Brian Kuan Wood, Stephen Squibb,
and Anton Vidokle, “Strange Universalism,” e-flux Journal #86,
November 2017.

This group piece looks at the constant presence of the mobile
device and how it affects our reality and our identities. The
authors adapt Malevich’s “Black Square” into the “Black
Screen,” the ubiquitous, all-encompassing platform that carries
“not present media realisms, but rather the reality of mediation.”

Paul A. Taylor and Jan LI. Harris, Critical Theories of Mass Media:
Then and Now. Maidenhead, England: Open University Press/
McGraw-Hill, 2008.

Taylor and Harris provide a broad overview of seminal discourse
on the impact of mass media on culture. Stringing together
ideas from Benjamin to Debord, they focus on “the culture
industry thesis — the argument that mass media culture is
disproportionately commodified and systematized.”

Michael Warner. Publics and Counterpublics. Cambridge, Mass.:
MIT Press, 2002.

In this text, Warner discusses the nuanced lines that separate
"a public" vs. "the public" and the "counterpublics" that exist on
the periphery. As | understand it, the lines are fluid between the
three over the course of time, but what holds together groups of
people is ultimately discourse and shared vocabulary.
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The mechanisms of its production
brought about its downfall.

A self-destructive automated system.
A collapsed political regime.

A dismantled religion.

The container is all that remains,
finally at rest from the burden

of its fragile content.
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