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My current work explores the 
literary concept of in media res, 
entering a situation in the midst 
of things without a sense of origin 
or destination. Ironically, making 
this body of work has allowed me 
to break apart that literary device 
on a personal level and begin to 
trace backward and uncover the 
sources that have been driving my 
work all along. 

Coming out of this work, I would 
group the questions I am asking 
as I move forward into three 
categories: theory and concept, 
experience and immersion, and 
agency as the maker. I see these 
questions as bigger than this 
project alone. These are the 
questions that I will continue to 
contend with in future work.  
These questions are future-
focused and backward-searching 
at the same time.

On theory and concept

Thinking about politics and media, 
how much of this work is about 
manipulation, sedation and abuse 
of power?

Should the work elicit a more 
visceral response? Should it 
become more agitating? 

My grandfather frequently sends 
me chain letters through email, 
a collection of prophecies, 
conspiracy theories, and 
conservative propaganda. How 
can the concept of the chain letter 

be leveraged? What are the forces 
at play behind the act of reading 
and the compulsion to send and 
share? What is the performance of 
that language?

This work is a form of theater 
and stage craft. Bertolt Brecht’s 
work was about exposing the 
mechanisms of theater and 
heightening the absurdity of the 
experience. How is this work 
taking cues from the visual 
language of dramaturgy?

How can I push the eclipse 
icon, cult imagery, and ideas 
of omnipotence, revelation, 
concealment, and systems inside 
of systems?

What is the connection between 
the spectacle of evangelicalism 
and its ties to politics? How can 
concepts of rapture, alarmism, and 
hyperbole be leveraged?

I'm thinking about the performance 
of the pastor in evangelical 
traditions, the build-up to a climax 
in the service and the flattening 
of particular doctrines and  
prophecies. This tone and way of 
articulation is relevant to the work.

The avatar hologram is our way in. 
It’s a life preserver. It’s when the 
information tries to be like us, but 
it can’t. It’s at our eye-level, as if 
we might have a conversation with 
it and it might respond to us.
There is a certain darkness and 
terror masked under the feed, 
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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 I 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 I leverage pacing of the 
content, and leverage the concept 
of consent (or lack thereof) in the 
realm of politics and media?  
How do I 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

I 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 I 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 I 
have many questions to explore—
and these questions will continue 
in the work I 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 I 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 I, as the 
designer, am pulling the strings 
and setting the constraints. Moving 
forward in future work, I 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, I have much to 
unpack in regards to the spectacle 
of religion and politics. I 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, I 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. I have learned that 
constantly diving into new ways 
of working is essential for my 
practice. I have discovered that  
my work involves constantly 
evolving questions, a process  
that moves backward and  
forward simultaneously.
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Avatars and text-to-speech elements  
generated using SitePal. (sitepal.com)

Twitter bots built using the Twitter API and code 
adapted from Jacob Harris. (github.com/harrisj)

Image search bots built using the  
Giphy API and code adapted from Neal Shyam.
(gist.github.com/nealrs)

Speech-to-text elements built using  
Google Cloud Speech-to-Text API.
(cloud.google.com/speech-to-text)
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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.



We are inundated by a constant feed of media 
that responds and adapts in real time to the 
impulses of our psyches and the dimensions 
of our devices. Beneath the surface, this 
stream of information is directed by hidden, 
automated controls and steered by political 
agendas. The transmission of information 
has evolved into a spiral of entropy, and 
the boundaries between author, content, 
platform, and receiver have blurred. 
This reductive space of responsive media 
is a catalyst for immense political and 
cultural change, causing us to question our 
notions of authority, truth, and reality.

http://postevangelicaltechnofuture.org

