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IX

 For this body of work I was largely interested in 
the filtering, transforming, distorting or otherwise 
manipulating of various works of art, media artifacts 
and historical remnants in a variety of ways. I aimed to 
explore the potential possibilities of creating historical 
re-interpretations of such material by utilizing a number 
of different techniques, processes and technologies, 
working with the mediums of photography, video, speech 
and sound, interactivity and computer interfaces. I was 
especially curious to investigate the various analytical and 
the synthetic ways in which a work of art might engage its 
viewers through the interrelatedness of different perceptual 
responses, not only in terms of physiological phenomena 
between the senses, but also as being cognitively influenced 
by one’s prior cultural backgrounds, personal experiences 
and preferential idiosyncrasies.

Obviously a primary consideration when dealing with 
appropriated material is how to navigate the subject matter’s 
original purpose and its culturally coded connotations. 
Whether or not the artist is effectively able to achieve a 
disconnect or “stripping” of such qualities in the newly 
created work, if intended to do so, or whether retaining 
such aspects are pivotal elements to the meaning of the 
work is very important. In my opinion, such attempted 
iterations of appropriated material can serve to bring fresh 
assessments or newly reactivated meaning and relevance 
to the original work, help to illuminate or illustrate various 
historical patterns, or inspire new work to be created in the 
future. Some might argue, however, that such culturally, 
socially and politically loaded aspects have been too 

strongly formed and embedded to be seen from any other 
perspective and in any other way, simply reducing them 
to a form of tribute, and thus simply contributing to the 
recursive patterns that reinforce the publically received 
ideas about histories.1  As most of my work is electronic 
based, I was particularly interested in those artists 
who have incorporated technological aspects into their 
appropriative work, including Shigeko Kubota, Nam Jun 
Paik, Christian Marclay, Douglas Gordon and Ken Jacobs. 
A lesser-known contemporary figure is Jason Salavon, 
who wrote the first computer algorithms for creating 
“movie barcode” images, which represent the entirety of 
full-length films as two-dimensional, abstract images. I 
was eager to investigate how these artists re-interpreted, 
re-contextualized, transformed and otherwise integrated 
digital processes and other contemporary mediums into 
their own work to create a new and unique experience 
for viewers. 

If the form factors, techniques, and mediums of various 
original material of the past was dictated largely by the 
(then) current limitations of technology, it may therefore 
be useful for updated and re-imagined versions to be 
produced through the use of newer technological and 
perceptual processes, and in various contexts which were 
not available to their original creators. One example that 
comes to mind is that of Eadweard Muybridge’s human 
and animal locomotion studies of the late 19th century. 
What is essentially an early precursor to “bullet time”, 
as coined by the creators of the 1999 Hollywood film 
The Matrix, Muybridge’s photographic studies differ 
primarily in the number and type of cameras used in 
such an array, and the fact that his images were taken 
successively, rather than simultaneously. Such modern 

Foreword
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implementations of precisely capturing and re-animating 
motion, however, are arguably just a renewed and more 
complex version of Muybridge’s work from a century 
earlier. Yet the speed, precision and cost-effectiveness 
of digital camera technology has since led to numerous 
other implementations and inventive derivations of this 
simple, original concept and process. 

In his book Towards a Philosophy of Photography, 
Vilém Flusser outlines the practice of “channeling” in 
regards to image distribution, where a particular image 
or documentation of an event may originate in the 
field of science or news, for example, and might then 
be appropriated for use in advertising, government 
propaganda, entertainment, and perhaps even art.2  
Perhaps the most oft-appropriated image in the history 
of art, however, is one that does not transition from one 
channel to another, but remains within its original artistic 
setting: the Mona Lisa. Marcel Duchamp, Mark Roth, 
Rauschenberg, Jasper Johns, Salvador Dali, Leonardo 
Bezzola, Fernando Botero, Banksy, Warhol and dozens 
of others have all made their own versions of the iconic 
Da Vinci painting. 

One of the more common methods of appropriation 
involves the decontextualization of historical material, 
removing it from its originally intended purpose and 
predictable setting. Such unexpected juxtapositions are 
usually surprising to viewers upon their initial encounter, 
and may cause them to be more likely to question the 
significance of the new context and, perhaps, even its 
original one. It may seem to be a greater challenge 
when well-known, iconic imagery is used, as the more 
iconic the image already is, the more deeply the encoded 

symbolism has been culturally embedded through repeated 
exposure, and therefore the more difficult it is for viewers 
to disassociate such meaning within the new experience. 
It is debatable, however, that with greater recognition of 
a subject also comes a greater level of surprise, shock, 
intrigue or even delight at the new context or form, which 
is likely to earn it more of the viewers’ attention and 
interest, ultimately, as opposed to more anonymous, 
ambiguous or unfamiliar material. Our openness to 
the possibility of new experiences and different or 
unconventional interpretations, however, may oftentimes 
be overridden by our preconceived cognitive biases 
formed by previous educational, cultural or experiential 

Robert Rauschenberg, Retroactive I, 1964
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regardless of, and not necessarily commensurate with, any 
prior amounts of knowledge or ignorance on the subject. 
Of course, this is what keeps the art making practice 
compelling, challenging and unpredictable for the artist 
as well. One surprising aspect of this body of work for me 
personally, that I did not take into account beforehand, 
was to observe the markedly different approaches that 
people of various age groups had in engaging with these 

pieces. Children especially, possessing a high degree of 
media literacy in this country, quickly and effortlessly 
discerned (deciphered?) ways in which they could interact 
with the work, whereas many adults initially had more 
hesitant and uncertain reactions. In my opinion, this is 
quite illustrative of the notion of a “digital divide” between 
generations of people who grew up in a pre-internet, pre-
technologically reliant and saturated world, and those who 
have not. This is contrary, then, to Fiske’s assertion that 
our patterns of thought are purely culturally defined, as 
they clearly are also generational as well, even concerning 
individuals within the same culture. 

backgrounds and exposures. In his book Introduction to 
Communication Studies, John Fiske asserts that perception 
is largely determined by the influences of our respective 
cultures. He notes, “our internal concepts or patterns 
of thought have developed as a result of our cultural 
experience. This means that people of different cultures 
will perceive reality differently. Perception, then, is not 
just a psychological process within the individual; it is also 
a matter of culture”.3 The BBC-produced documentary 
Do You See What I See? explored such notions, with 
the testing of variations in color recognition between 
English speakers and Namibia’s Himba tribespeople. 
As language is included within cultural definitions, and 
language is known to affect our perceptions of the exterior 
world, the scientists found remarkably different results 
amongst the two groups. Whereas the Himba’s language 
tends to group color categories based primarily on their 
natural surroundings (reds, browns, blues and greens all 
belong within the same group, for example), they were 
almost completely unable to distinguish any differences 
between greens and blues, an easy and obvious task for 
most English speakers with ‘normal’ color vision. However, 
the Himba were significantly more adept at perceiving 
slight variances in tones of green than the English speakers. 
Visual perception of color, what most might think of as 
being inherently physiological in nature, clearly is also 
strongly linked to one’s culture.

Images and sounds from various cultures of the world, 
therefore, might be interpreted very differently from one 
place to the next, where the artistic, historical or cultural 
significance of source material may vary considerably 
or even remain entirely unknown. What is potentially 
offensive to some, for example, might be viewed with 
absolute indifference by others or overlooked entirely, 

Jason Salavon, The Top Grossing Film of All Time, 1 x 1, 2000
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Another aspect of dealing with re-visited material is 
the notion of the “aura of age”. In Susan Sontag’s book 
On Photography, she discusses this phenomenon often 
associated with historical materials, and particularly with 
early photographic work. There is a general tendency to 
view historical images less critically than contemporary 
ones, overlooking many technical or aesthetic flaws and 
imperfections in them due to the novelty of viewing 
such an historical or cultural artifact. Additionally, any 
age-related deteriorations, patinas, etc. are thought of 
as charming, unique characteristics of the medium, 
rather than the simply inevitable physical consequences 
of entropic forces. If a number of historical artifacts 
and objects have garnered such an aura and reverence 
simply due to their age alone, and not for their aesthetic/
technical merits or particular historical significance, such 
re-workings of them may be useful, or even necessary, to 
filter out such seductive and undeserving qualities from 
the more justifiably worthy pieces of historical material. 
However, although the usage of historical material may 
potentially bring about new relevance to current issues by 
highlighting various historical patterns and the cautious 
notion of history repeating itself, if a sufficient amount of 
critical analysis of such material does not occur beforehand, 
then there is a frequent and likely tendency of simply 
falling into a cyclical, regurgitate pattern of redundant 
image reproduction. Flusser describes such tendencies 
in his book Into the Universe of Technical Images, which 
is particularly relevant in the present information age 
and escalating amount of internet memes, parodies and 
other such unrestricted user-created reiterations and 
appropriations. With this body of work, I was interested 
in exploring various examples, methods, motivations and 
approaches that other artists have considered in their 
attempts to re-interpret other source materials, and to 

investigate whether the results of such interpretations 
were ultimately viewer-dependent or culturally-dependent, 
and to what degree of control over such interpretations 
belonged to the artist, if any at all.

1   The practice of appropriative artwork is certainly nothing new though. The 
list of prominent 20th century artists alone whose work is, to various degrees, 
concerned with re-appropriation of found material is extensive: Pablo 
Picasso, Richard Hamilton, James Rosenquist, Roy Lichtenstein, Robert 
Rauschenberg, Andy Warhol, John Baldessari, Gerhard Richter and others. 
Taking the form of homage; tribute; parody; subversion; or for propaganda 
or other purposes, such work might focus on the appropriation of another 
subject’s content, its theme, another artist’s process or a combination 
of these in order to create a new form of artwork. Likewise, while the 
former two may be easier to recognize, the unique process or processes 
an artist employs is perhaps much more difficult to identify in an act of 
re-appropriation. If one artist creates work of unique content but with 
conventional, imitative processes, whilst another artist devises uniquely 
creative and imaginative methods of transforming, filtering, distorting 
or otherwise altering found material, certain viewers may question which 
piece to be the more “original” one.

2  Such channels, according to Flusser, include the Indicative (scientific; 
reportage/news), the Imperative (political; commercial) and the Artistic 
(galleries; journals). Flusser asserts that the transitioning of images between 
various channels not only alters their purpose, but also inherently changes 
their originally intended meaning. Such is the case with countless images, 
including works of art, in the 20th and 21st centuries. For example, 
photographs of astronauts in space and on the moon were originally taken 
by NASA for scientific records and research, were subsequently published 
in news articles around the world, and were used as propaganda material 
by the US government to promote their technological prowess in the 
world (especially for the Russian “space-race”). Eventually these images 
were seen in major galleries and museums in the collage work of Robert 
Rauschenberg (Retroactive II (1963) and Retroactive I (1964)), and finally 
were among the very first television commercials to promote MTV at its 
beginning in the early 1980s, in which an astronaut places a flashing MTV 
flag on the moon instead of an American one. Vilém Flusser, Towards a 
Philosophy of Photography, London: Reaktion Books, 2012, p. 54.

3  John Fiske, Introduction to Communication Studies, New York: Routledge, 
2011, p. 24.
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prop·a·gan·da  
/*präp*a ganda*/
Noun
Information, esp. of a biased or misleading nature, used to 
promote or publicize a particular political cause or point of view.
The dissemination of such information as a political strategy.
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 One of the basic premises of Transmission / Omission 
was to highlight the fact that certain things are not always 
as they are initially perceived to be. I tried to achieve 
this both in the videos’ content as well as the physical 
presentation of the piece and its related apparatuses, 
thereby allowing the viewer to see beyond their own initial 
perceptions, both literally and culturally speaking. The 
title refers to the basic notion of how propaganda functions 
as a form of persuasion through selective transmission of 
particular information and deliberate omission of other 
information.4  Edward Bernays, in his book Propaganda, 
describes the term as:
 
“The conscious and intelligent manipulation of the organized habits 
and opinions of the masses is an important element in democratic 
society. Those who manipulate this unseen mechanism of society 
constitute an invisible government which is the true ruling power 
of our country. We are governed, our minds are molded, our tastes 
formed, our ideas suggested, largely by men we have never heard of. 
This is a logical result of the way in which our democratic society is 
organized. Vast numbers of human beings must cooperate in this 
manner if they are to live together as a smoothly functioning society.”

When one typically considers the idea of propaganda, 
perhaps its use in one’s own country and by one’s own 
government on its people is not what first comes to 
mind. This piece deals primarily with such political, 
ideological and commercial aspects of post-WWII and 
Cold War period of America in the late 1940s and 1950s. 
Using a number of freely available archival public service 
announcements and commercial advertisement films found 
online, I first converted them to black and white (if not 
already) and colored them monochromatically in typical 
anaglyphic color combinations of red and green, red and 
cyan, or green and magenta and superimposed several of 
them to create three separate videos, each comprised of 

two seemingly differently colored layers. When gathering 
material and viewing several of the videos online used to 
create this piece, I was struck by the seemingly disparate 
messages being conveyed. On the one hand, a number 
of the government-sponsored messages seemed to be 
attempting to instill a state of fear, vigilance and anxiety 
into the American population through anti-Communism 
propaganda, promoting the idea that Americans needed 
to be prepared for a nuclear attack from Cold War Russia 
at any moment. Yet, when discussing America’s own 
nuclear ability, the true destructive power and detrimental 
after-effects of nuclear weapons (with historical footage of 
Hiroshima survivors included) seemed to be tremendously 
downplayed. Most likely this was in order to raise both 
economic and moral support for America’s own necessary 
atomic armament expansion and other defense spending 
increases, thus enabling the so-called military-industrial 
complex, which Eisenhower later warned Americans of 
during his farewell address. 

video still, Transmission / Omission, 2012
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In contrast to such videos of war, imminent threats 
and paranoia, many of the other films of the time, both 
government-made public service announcements and 
corporate-made advertisements, exalted the supposed 
benefits of moving to the suburbs, buying American-made 
cars, shopping at malls and otherwise enjoying life to the 
fullest as a carefree, joyous and worriless consumer during 
America’s most affluent and economically prosperous 
(adjusted for inflation) era of its history. By many personal 
accounts of my parents and other relatives, such a time 
in American history was, in fact, particularly well-off 
and enjoyable. Thus, it seemed very interesting that such 
opposite points of view and conditions could possibly 
co-exist at the same time. Were people deliberately 
choosing to see one point of view and ignore another? 
Were they choosing to remain ignorant of world news 
and issues because the threat was too great to comprehend 
and deal with as an individual civilian, or entirely non-
existent in the first place? Perhaps the media portrayal of 

such conditions were overly exaggerated as they often are 
today with the “War on Terror” indications of threat levels, 
etc. which very rarely affect the daily lives of individual 
Americans, if ever. However, if generations of the future 
were to theoretically only use such archival historical 
material to base an impression or opinion of history on, 
it might be plausible that such a time would indeed come 
across as rather confusing, or at least very conflicting.  

After viewing them several times again through this 
project’s creation, however, I found that the basic structures 
and tactics of the advertisements functioned in much the 
same way as those of propaganda. They both attempted 
to instill a very biased version of reality with the goal 
of “selling” something, whether literally (a commercial 
product) or figuratively (an ideology, mindset or lifestyle). 
In general, effective propaganda tends to influence people 
emotionally, rather than rationally, and various studies 
have shown emotional reactions to be much stronger and 
more memorable than logical ones. No doubt the creators 
of both propaganda and advertising agencies, as well as 
Hollywood filmmakers, use such knowledge of human 
psychology to their fullest advantage even today, if not 
on a more sophisticated or refined level, since the general 
public of today is arguably more media-savvy and has 
access to a much broader variety of informational sources 
as compared to the pre-internet age of the 40s and 50s.  

I tried, therefore, to express these opposing yet similar 
ideas both literally and metaphorically through the 
superimposed videos and the use of several pairs of 
specially modified 3D anaglyphic glasses. Viewers at 
first may assume they are typical store-bought, cardboard 
anaglyphic glasses with either red and green or red and 

video still, Transmission / Omission, 2012
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cyan. However, upon closer inspection one learns that most 
of the glasses are entirely red, green, cyan or magenta, or 
else each lens is a split combination of two such colors. In 
a basic photographic or physics sense, anaglyphic glasses 
work by each color essentially acting as a filter to allow 
the transmission of that filter’s own color to pass through 
to the viewer’s eye, while blocking the transmission of its 
opposite color. Colored filters are common in black and 
white photography, where a red filter would darken a blue 
sky, for example, while lightening reddish objects such as 
a person’s lips or a red apple. A green or blue filter would 
do the opposite. These glasses work in exactly the same 
way, but instead of having different colors reach each eye, 
they allow for only the same color to pass to both eyes. 
Essentially, then, one is only able to view one of the videos 
at a time while wearing the proprietary glasses, and not 
the superimposition of contrastingly colored videos, as 
they would without any glasses. I wanted to try to create 
an interactive piece of sorts that did not rely on the usual 
devices associated with interactive art such as sensors, 
cameras or other such apparatuses to individually modify 
the viewer’s experience of the work. Rather, the viewers’ own 
physiological traits of vision, in conjunction with a simple 
and direct physical material (the glasses), act as the primary 
vehicle for interactivity with the work. Even a child could 
quickly discern how the piece functions, and could easily 
create their own glasses with off-the-shelf materials.  The 
viewer is given a high degree of freedom of choice-which 
video to watch; whether or not to wear the glasses and, of 
so, which types; where to stand in relation to which video’s 
speaker and which video to watch while listening, as the 
audio and speech might seem applicable/appropriate for 
other videos, not just the one that it originated from. 

video sequence, Transmission / Omission, 2012
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The inspiration idea for this setup originated from my 
interest in the apparently cyclical trend of stereoscopic 
3D in popular culture and my earlier experiments with 
alterations of anaglyphic video, as can be seen in my 
earlier set of video work. In one of them, a short delay 
was introduced to either the red and cyan video layer. 
Thus the two videos separate into their respective colored 
layers, except for times when there is little or no motion 
and the two layers are able to overlap at the same place 
at the same time, resulting in the original “natural” color 
of the single video to appear. Despite not allowing or 
intending for the possibility of a 3D effect in the case of 
Transmission / Omission, it nevertheless obviously pays 
certain material and coloristic homage to the “golden 
age” of anaglyphic stereoscopic cinema, from 1952-54. 
Although stereoscopic cinema had been invented as early 
as 1915, 3D films of the 50s could now be viewed in color 
for the first time and be heard in stereo sound as well. 

video still, Transmission / Omission, 2012

video still, Transmission / Omission, 2012

4  The definition of propaganda, as defined on Wikipedia, states: “As opposed 
to impartially providing information, propaganda, in its most basic sense, 
presents information primarily to influence an audience. Propaganda often 
presents facts selectively (thus possibly lying by omission) to encourage 
a particular synthesis, or uses loaded messages to produce an emotional 
rather than rational response to the information presented. The desired 
result is a change of the attitude toward the subject in the target audience 
to further a political, religious or commercial agenda. Propaganda can be 
used as a form of ideological or commercial warfare.” Accessed 03/16/2013.
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modified anaglyphic glasses for Transmission / Omission
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video still, Transmission / Omission, 2012
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video still, Transmission / Omission, 2012
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 Simplicity / Complexity utilizes scans of printed 
reproductions of Eadweard Muybridge’s photographic 
studies of human locomotion as its basic elements. These 
image studies were initially used for scientific analysis of 
motion, and were later “re-animated” as pre-cinematic, 
moving image loops for entertainment purposes, and 
can often be seen on the internet as infinitely repeatable, 
low-resolution GIF animations. The idea that a series 
of photographic studies can endure in such a variety of 
iterations over time is intriguing. I was therefore interested 
in seeing what I could do with them myself if brought 
into the realm of video art, with the particular objective 
of exploring concepts of loop, phase, layering, pulse and 
rhythm. My goal for such a composition was to loosely 
explore something visually analogous to experimental 
composer/musician Steve Reich’s speech and musical 
pieces, many of which are constructed from variations on 
out-of-sync phasing and looping, and are concerned with 
the resultant “aural illusions” and “emergent patterns” 
that may occur perceptually. For example, each of the 
Light clips’ frame positions and starting times have been 
slightly shifted in relation to one another in order to create 

a delay and phasing effect. When viewed together as a 
gridded series of twelve videos, the work visually appears 
to be in its simplest state at the beginning and end of each 
six-minute loop, when it is in fact mathematically at the 
state of its highest complexity, as the title suggests.  

To begin with, the still images were first scanned from 
a printed book, separated in Photoshop into unique 
image files, and then animated as moving sequences 
in Premiere. From these shorter sequences, other, new 
sequences could be created through inversion, rotation, 
mirroring, time-reversal, looping, etc. After a number 
of quick editing tests and compositional studies, I chose 
what I thought to be the two most interesting variations to 
pursue further, creating at least six subsequent variations 
of each. These two themes were also chosen for their 
contrasting visual appearances, where one consists of 
variations which begin as almost entirely white screens, 
while the others start as nearly uniform single shades 
of dark gray. For the sake of brevity, these variations 
will be referred to as Light or Dark. As each variations 
was created with a palindromic, looping structure, and 
where the Light variations are exactly half the length of 
the Dark ones, continuous fluctuations between simple 
and complex forms, representational and perceptually 
non-representational imagery occurs as a result. 

As most of Muybridge’s original images were shot 
from different vantage points in single, double or triple 
sequences of 12, I was also intrigued by the inherent 
musical connections that might exist in such sequences. 
Not only is the number 12 easily divisible in many ways, 
it also shares with Western music things such as 12-bar 
blues, the 12 notes of the chromatic octave scale, etc. Eadweard Muybridge, Woman Walking Downstairs, 1887
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In fact, while creating these pieces I was inspired by 
the writings and interviews of avant-garde composer 
Karlheinz Stockhausen. 

As mentioned, the Light variations begin almost entirely 
white, as a result of as many as 100 individual video clips 
being layered atop one another with a Linear Dodge 
(add) blending mode set at 33% opacity for all clips. 
A “whiteout” effect thus occurs due to the   additive 
(lightening) properties of color in light, unlike color 
pigment’s subtractive (darkening) qualities. I wanted 
to create such an effect partially in reference to Hiroshi 
Sugimoto’s notion that, “too much information becomes 
nothingness”, as evidenced by his photographic Theater 
series of entirely blank, white film theater screens. 
In such images, the continuous recording of moving 
image information added in a cumulative manner to the 
previously recorded information results only in white 
theater screens. Whereas Sugimoto shows only the final 
still image of such cumulative, additive effects of light, 
I instead wanted to begin the Light variations in such 
a state, and reveal their elements through a subtractive 
method as time progresses.  

Lacking a strictly systematic and measured composition 
as the Dark method employs, however, I was curious to see 
if more unpredictable shapes and patterns might emerge 
as a result. The Light variations first appear to move as a 
single organic entity before gradually breaking up into 
more discreet clips where the individual sequences can 
be discerned. Aesthetically, I wanted to create time-based 
video images with textural patterns akin to a thinly washed 
painting or chalk drawing, where each new layer partially 

video sequence, Simplicity / Complexity, 2013next two pages: video sequence stills, Simplicity / Complexity, 2013
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theoretical limit of human visual acuity, even at close 
viewing distances. 

Another aspect of this piece’s Dark variations and others 
that interests me is the perceptual shift that occurs at 
various viewing distances. In case of this piece, the 
perceptual shift caused by its multiplications and 
miniaturizations is essentially a simulation of varying 
viewing distance, ie. virtual zooming in or out. Two good 
examples of such a shift occurring in physical space, 
however, are Salvador Dali’s paintings, Gala Contemplating 
the Mediterranean Sea which at Twenty Meters becomes 
a Portrait of Abraham Lincoln (Homage to Rothko) and 
Portrait of my Dead Brother, 1963. Where one portrait 
consists of a highly pixelated appearance, the other 
has a globular/molecular construction, reminiscent of 
the halftone patterns found upon close inspection of 

obscures its previous underlying layers without being 
entirely opaque. Like a “painting in reverse”, the number 
of layers gradually become fewer and fewer, until the basic 
looping animations from which the whole is constructed 
become visible, and then return to their more complex, 
seemingly unified layered form again at the end. This is 
similar to Stockhausen’s observation of certain sounds and 
musical compositions, where certain elements of sound 
reveal themselves, perceptually, to the listener only after 
other layers of similar timbre and/or frequency (pitch) 
have been removed or stop playing, despite actually having 
been present for the entire duration.

In regards to the Dark variations, my intentions were 
somewhat different. The basic sequence begins as an array 
of tens of thousands (millions, in theory) of multiplied 
and identically repeating loops, which transform at 
regular intervals into fewer, larger units. As their original 
rectangular aspect ratios are retained within the divided 
sections, the loops therefore never overlap with one another 
in a way that the Light variation loops do. Initially the 
entire frames appear to pulse, or switch between various 
gray solids, before a more structured, but still indistinct 
grid-like pattern of movement emerges, like that of a 
moving mathematical tessellation. Dealing with such 
extreme multiplication, and thus miniaturization, of 
images challenges the limits of current High Definition 
display technology, not necessarily the biological threshold 
of human vision, where eventually objects can only be 
displayed as single, varying discreet values of gray at the 
pixel level. However, this project will perhaps be better 
suited to future 4K displays and, in a few years time, the 
upcoming Super High Definition 8k display technology, 
which supposedly is able to resolve detail beyond the Hiroshi Sugimoto, Theaters series, 1978-1980
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Muybridge’s printed reproductions. These paintings, 
along with a number of portrait paintings by Chuck 
Close, take advantage of the phenomena of pareidolia- the 
psychological tendency to perceive recognizable patterns 
and shapes, particularly those of human faces, when 
none may actually be present. This perceptual tendency 
may also exist in sound as well, as is the case of Reich’s 
It’s Gonna Rain, for example, where the listener might 
experience the aural phenomenon of hearing recognizable 
words, names, etc when none are actually being spoken, 
and where different listeners may hear very different 
things. In Dali or Close’s cases, however, such patterns 
are obviously well calculated and intentionally executed 
in order to achieve this very effect. With the Simplicity 
/ Complexity work, I was particularly interested in the 
similar transitional moment when the viewer realizes 
that what they have been looking at is not simply the 
movement of various geometric patterns, but is actually 
comprised of human forms engaged in simple repetitious 
movements like jumping, walking or crawling. 

The former painting (Lincoln) is particularly interesting, 
as the instructions for such a perceptual shift are stated 
explicitly in the piece’s title itself, and the fact that Dali also 
embedded a smaller, highly detailed version of Lincoln’s 
portrait within the larger portrait of Lincoln himself 
suggests that the painting could potentially exist in a 
endlessly recursive state, if only Dali had small enough 
brushes and skill. This play of scale within the same piece 
encourages the viewer to move up close as well as afar in 
relation to the massive work. The smaller image of Lincoln 
is, in fact, the original pixelated image created by Harmon 
and Jules for their research on the relationship between 
pixelation and blur with respect to the visual recognition 

of facial features (something I myself was coincidentally 
thinking about for the creation of the Clarity in Anonymity 
work). Their findings concerning the “Lincoln Illusion”, 
published in a 1973 Scientific American article, was the 
primary inspiration for the content of Dali’s painting and 
was in fact used with their knowledge and permission. 
The image of Lincoln by Harmon and Jules was itself 
borrowed from the representation of Lincoln seen on a 
$5 bill. This is in line with Flusser’s assertion of recursive 
image redundancy in cultures, where the image of Lincoln 
has traversed the political/economic, scientific and artistic 
realms for various purposes.5   

Chuck Close, Kiki,  1993
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Additionally, Stockhausen’s observations on the 
phenomenon of points, groups and masses in Stockhausen 
On Music was also a source of inspiration for a similar 
concept in this work. He gives the example of a flock of 
birds in flight, where individual birds (points) may form 
into formations (groups) and join together with other 
groups into a much larger flying shape (mass). With this 
work, one can similarly view individual figures moving 
within a single screen (point), several figures within the 
same screen together (group), or view the entire grid of 
twelve videos as a moving pattern in and of itself (mass).

 

5  “Thus technical images absorb the whole of history and form a collective 
memory going endlessly round in circles. There is no artistic, scientific or 
political activity which is not aimed at it, there is no everyday activity which 
does not aspire to be photographed, filmed, videotaped. For there is a general 
desire to be endlessly remembered and endlessly repeatable. In this way, 
however, every action simultaneously loses its historical character and turns 
into a magic ritual and an endlessly repeatable movement.” Flusser, p. 20.

Salvador Dali, Gala Contemplating the Mediterranean Sea which 
at Twenty Meters becomes a Portrait of Abraham (Homage to 

Rothko), 1976



 34

next fourteen pages: video sequence stills, Simplicity / Complexity, 2013
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 The Tone =+-≠ Tone videos were inspired by an interest 
in so-called “tonal” languages of the world, where meaning 
is derived not only from the words being spoken, but also 
through how the intonation of such words are pronounced. 
I decided to focus on one particular region of the world, 
Far East Asia and Southeast Asia, as tonal languages 
are quite common in these parts of the world, and use 
variations of five to six falling, rising, falling and rising 
and neutral tones. Also, these languages use tones for 
individual words and syllables, rather than entire phrases, 
as some other languages in Scandinavia or Africa might do. 
As I believe that one of the primary responsibilities of an 
artist is to communicate ideas, I decided to create a work 
that investigates particular structures and characteristics 
of communication itself.

Using famous recordings of Mao Zedong (Mandarin 
Chinese), Ho Chi Minh (North Vietnamese) and Queen 
Sikrit (Thai), I chose these three peoples’ speeches based 
on the combination of male and female voices, hoping 
that by coming from political speeches (two of them), 
there would be an even more emphatic, and possibly 
more interesting, variation in their speech patterns than 
compared to normal. Their speech was dynamically filtered 
through a foot-operated “wah” pedal- a type of band-
pass EQ filter that affects only the tonality of sound, 
and not pitch. I hoped that by using a tone-modifying 
apparatus I would be able either to emphasize or negate 
certain tones of such spoken languages to a degree that 
might render their meanings incomprehensible to native 
listeners, yet would not have the same effect on a non-
tonal language, such as English or Japanese. In my earlier 
experimentations with filtering English speech, I found 
that I had to re-record each effected track as many as five 

times before it became entirely unintelligible, but was able 
to achieve the same level of perceived unintelligibility 
with tonal languages, at least Mandarin, in just a single 
pass (according to native speakers). With multiple passes, 
however, comes the phenomenon of constructive or 
destructive interference, when the peaks and troughs 
of the input speech sound waves’ align or misalign with 
the input of the wah pedal’s frequencies, thereby either 
boosting or cutting particular frequencies. I found that 
multiple filtering led, overall, to a significant reduction 
in volume levels. So it is conceivable that, if performed 
enough times through subsequent re-recording, one 
would eventually end up with a nearly entirely inaudible 
audio track. 

As I am neither a trained linguist nor a speaker of any 
of these three languages, my focus of the project shifted 
between finding various levels of intelligibility to also 
trying to create interesting vocal sounds through this 
process. While sophisticated open-source software, such 
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as PRAAT, exists for precisely analyzing and identifying 
such tonal shifts in language, my ultimate goal with 
this project was a combination of artistic and linguistic 
investigations. Although I knew that I would not be able 
to recognize the specific tones myself, and would not be 
able to physically react quickly enough with the pedal even 
if I did, I did not want to rely on automated software, as 
I felt it would remove the performative and potentially 
interactive qualities of the piece. 

In Introduction to Communication Studies, Fiske, 
borrowing from the work of Saussere on communication 
codes, discusses the difference between analog and 
digital codes, linguistically speaking,6 and mankind’s 
general tendency toward imposing digital codes onto 
analog structures. His example is the marking of time 
through the use of a clock, where time can be divided into 
increasingly smaller units but must be assigned a precise, 

Andy Warhol, Mao Tse Tung, 1972

Gerhard Richter, Mao, 1968

“Every time I go out and someone is being 
elected President or Mayor or something, 
they stick their images all over the world, 
and I always think I do those. I always 
think it’s my work. Isn’t life a series 
of images that change as they repeat 
themselves?” - The artist in Cast a Cold 
Eye: The Late Works of Andy Warhol, exh. 
cat., Gagosian Gallery, New York, 2006.
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yet finite, value if measured when, in actuality, time itself 
may be thought of as a continuous analog “stream” with 
a theoretically infinite number of possible divisions. 
Although all spoken languages are physically analog 
signals (sound waves moving through the medium of air), 
tonal languages are very different from non-tonal ones in 
that they behave in the same manner as digital codes. By 
this I mean that they must adhere to a communally pre-
determined and finite number of discreet values (tones, 
in this case) in order for their communicative properties 
to be effectively transmitted to a receiver, who must 
also be able to then recognize and de-code such values 
into meaningful information. Natively raised speakers 
of such languages are known to have certain beneficial 
side effects in other aspects of their lives, namely in that 
tonal language speakers statistically have a much higher 
propensity for “perfect pitch” than non-tonal speakers. 
That is, they have the ability to recognize and name 
absolute pitch values without needing to compare them 
to any other preceding or following tonal value, such as 
is the case of “relative pitch”, a much more common and 
easier skill to acquire. It is often theorized that this is a 
correlative, or at least highly assistive, reason as to why 
a disproportionate number of the world’s highest-level 
violinists also happen to be tonal-language speakers. 
With this in mind, I wanted to therefore try to find or 
create a process in which being a tonal speaker may not 
be beneficial, but could actually hinder and entirely break 
down their system of communication altogether, thereby 
causing the non-tonal speaker’s communication method 
to be the more “effective” one. In theory, I hypothesized 
that such a process should work, though as a non-tonal 
speaker, I had to rely solely on such a hypothesis during 
the work’s creation. I find it interesting that I will never 

have the same experience with the work as a native speaker 
even if I were to learn such a language myself, as my 
sensitivity to subtle tonal changes and inflections would 
never be as acute as a natively born speaker.

In its interactive iteration for a gallery setting, where the 
viewer sits and controls the wah pedal themselves while 
listening to the affected voice on headphones, only a single 
version of the work can be played due to the specificity 
of settings on the pedal itself to best suit each particular 
voice. Quite literally, the signal in question has gone 
through a number of analog and digital conversions 
during its various transitions: the original speech as sound 
waves (analog) being recorded by a microphone to tape, in 
this case (analog); converted for upload onto the internet 
(digital); downloaded to a computer (digital) and written 
to a DVD (digitally encoded through a physical analog 
process); converted for playback by the DVD player to the 
wah pedal (analog); sent through and affected by the pedal 
(analog) and finally sent out to the listener’s headphones 
again as physical sound waves (analog). In this case then, 
the viewer acts as both the performer and the listener of 
the piece, or, seen as a model of communication, they 
are the receiver of the original, unmodified signal, the 
interrupter of said signal, and thus also the receiver of 
the disrupted, affected signal.

I found it interesting that using a device such as the “wah” 
pedal -intended to cause various instruments (typically 
guitar or bass) to become imitative of particular vocal 
characteristics, instead has the opposite effect when 
applied to actual human voices, thereby reducing the 
recognizable qualities of speech. This is due to the fact 
that a “wah” pedal only replicates the sounds of a single 



 54

Mao Zedong, bitmap image interpreted as audio phase data

Ho Chi Minh, bitmap image interpreted as audio phase data

area of human speech formant frequencies, of which 
there are many. By filtering speech through two or more 
“wah” pedals, however, one should theoretically be able 
to reproduce humanized vocal sounds more accurately, 
if that is the desired effect.

The visuals for this piece, while not correlating directly to 
the “wah” sounds, were also created in Adobe Audition 
3.0, by importing photos as bitmap images into the 
Spectral Frequency analysis viewer. This converts the 
visual image into pure audio tones, with physically higher 
image information equaling higher frequencies, and 
brighter/lighter colors translating into higher volume 
sounds. By default, the colors appear as a negative in hues 
of bright purple, orange and yellow. I then exported these 
images and edited them further in Photoshop to create 
three other variations– a grayscale version; an inverse 
positive, which created the green version; and then again 
a grayscale version of this. Of course, the iconic image of 

Mao Zedong has been appropriated many times, perhaps 
most famously by Andy Warhol and Gerhard Richter. 
I found it interesting that the program’s default image 
coloration, and its inverse colors, produced something 
similar to a Pop art appearance. Additionally, other images 
were created by viewing the bitmaps only as audio phase 
information. This creates a much more abstract, but 
nevertheless still slightly recognizable, grayscale image. It 
is notable that such capabilities of image importation and 
manipulation are no longer available in current versions 
of this software, only with Audition 3.0 or earlier, or with 
its pre-Adobe iteration as CoolEdit Pro.

6  “A digital code is one whose units (both signifiers and signifieds) are 
clearly separated; an analogue code is one that works on a continuous 
scale.” Fiske, p. 62.
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The Debate,  reimagined
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head. A mannequin head was used metaphorically as a 
“blank slate” onto which the images could be molded as 
needed. As the same generic head was used, their features 
became slightly distorted and different from their actual 
likenesses, much like the media’s portrayal of public figures 
is unlikely to accurately match the reality of the individual, 
but is shaped accordingly for a desired purpose. Behind 
a wall or curtain, the viewer can see cameras pointing at 
the mannequin head projections, leading them to question 
whether the images on the screens are indeed live video 
feeds being affected by the audio signal or rather pre-
constructed videos, synchronized with the audio. This 
half of the piece’s setup was created as a metaphor for 
the public’s general tendency to believe the information 
presented to them by their chosen news/media source as 
truth, when in fact it may not be.  

I was particularly interested in the 1st and the 4th debates 
for different reasons. The 1st debate was historically 
significant in that it was the first live, nationally televised 
presidential debate. JFK, fully aware of the potential 
advantages that television might offer him, was well-
rested and tanned, appearing to be much more relaxed, 
healthier and younger that Nixon (in fact, contrary to 
popular belief that the two candidates were of distinctly 
different generations, Nixon was a mere four years older 
than Kennedy). Nixon, on the other hand, did not posses 
nearly as telegenic of a presence. Not only was he visibly 
uncomfortable being on camera, but was also sweating 
profusely, as he was recovering from an illness, and 
refused to wear any sort of stage or television makeup. 
Additionally, whereas Kennedy made a point of turning 
and looking at Nixon when Nixon was speaking, Nixon 
himself rarely reciprocated such behavior, preferring 

 The Debate, reimagined is a satirical reconfiguration 
of the original 1960 presidential debates. Exploring the 
phenomenon of media and campaign “spin” and the 
common practice of extracting information, usually that 
of the spoken kind, out of context and repurposing it in 
an entirely different way to change its meaning. Such 
selective reporting of information to the general public 
is much the same as propaganda or advertising, as was 
the focus of Transmission / Omission. I was interested 
in how those individuals working behind the scenes 
are able to carefully, or in some cases not so carefully, 
orchestrate the public’s perception of the persona of their 
respective candidate, thereby creating a blurring between 
the actual reality and the publicly presented reality. As 
very few people, relatively speaking, actually know either 
candidate personally or at all, we are left to rely only on 
the information provided to us by such media outlets. 

Fred Ritchin’s After Photography discusses the malleability 
of public personas through news imagery and mass media, 
using the example of Nixon’s successful 1968 campaign, 
in which he was supposedly re-packaged, or re-branded, 
into the more affable and gentle “New Nixon”.7  One has 
to wonder, however: Was the American public so easily 
influenced by their culturally determined perceptions to 
buy into such a tactic? Were their memories so short as 
to forget the reasons for his previously failed campaign 
attempt? Was it simply a matter of there not being a suitable 
alternative candidate? Or, perhaps, were Nixon’s campaign 
personnel simply that good at manipulating the public’s 
perception of him after an eight-year intermission? This 
concept of image malleability provided inspiration for this 
work’s visuals, created using projected scans of Kennedy 
and Nixon onto different sides of the same mannequin 
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cubic CRT television monitors, without any discernible 
physical context. The fact that the networks made such 
information known was arguably to show off America’s 
burgeoning technical and networking expertise to the 
public during the Cold War. With this in mind, I tried to 
imagine if, hypothetically, such television signals could 
be intercepted and “hacked” so that their content was 
maliciously, or mischievously, reinterpreted just prior to 
their intended transmittance to the public’s televisions. 
In effect, this would impose a negative “spin” on each 
candidate’s spoken dialogue, opposite from the intended 
outcome. Since the spoken information was taken out of 
context from the original recordings, the intonation of 
certain passages may not match what one might normally 
expect. This creates further tension for the viewer as to 
whether or not to believe certain sentences to be the actual 
spoken ones or those that were created from sentence 
and word fragments. I hoped that the potential for any 
perceptual or cognitive shifts in attention, where the 
viewer is shaken from any “suspension of disbelief” state 
and realizes that they are hearing an entirely constructed 
and fictitious work, to arise from these sorts of subtle 
irregularities in speech and the content of what’s being 
said, rather than using overt “glitches” or other randomly 
inserted words/sounds to achieve such an effect.

In order to construct the dialogue of this work, I assigned 
myself the arduous, but necessary, task of reading through 
the entire printed transcripts of all four debates, scanning 
for and highlighting various proper nouns, articles, 
prepositions and other potentially useful words and 
phrases, particularly those that could have ambiguous or 
double meanings in English. Using Adobe Audition CS6, I 
then searched for and found the corresponding speech in 

instead to review the notes on his lectern, for example. 
After listening to these four debates repeatedly, certain 
speech patterns emerged. Kennedy, for instance, tended 
to stutter slightly or stumble over his words at times, 
often forgetting to preface his ideas and thus having to 
rather awkwardly backtrack on his thoughts and start 
again. Nixon’s speech, though, sounds more deliberate 
and confident in its delivery for the most part. As a result, 
public polling after the first debate revealed that that 
majority of radio listeners strongly believed Nixon to be 
the victor, with clearer, better-defined ideas. However, 
television audiences largely had the exact opposite 
impression, agreeing that the more youthful, charismatic 
and confident Kennedy had clearly won. Obviously this 
demonstrates the importance of “image” and likeability or 
personability in relation to other aspects such as political 
platforms and effective public speaking delivery. Nixon and 
his campaign managers obviously made some necessary 
adjustments to prevent a recurrence of such events for the 
remaining three debates. 

For the 4th and final debate, the two men were not even 
physically in the same room together (Nixon was in New 
York City and Kennedy was across the country in Los 
Angeles), but were made to appear so, in essence through 
basic teleconferencing techniques. The television studios 
ensured that each man debated from identical copies of 
their respective television studio rooms, down to matching 
wallpaper visible behind them, so as not to inadvertently 
influence the viewers in any way. Envisioning the two men 
sitting in separate rooms across the country in such a way, 
further emphasizing a disconnect from the physical space 
and the reality of their environments, I chose to represent 
their “avatar” images as disembodied heads floating within 
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grammar (in Kennedy’s case, slight grammatical errors 
were deliberately left intact as they originally were spoken 
for the sake of speech pattern authenticity, irrespective 
of actual content). This piece frequently makes both 
subtle and overt references to current or relatively recent 
events, political or otherwise. These include the topics of 
North Korea; Guantanamo; Iraq and other instabilities 
or tensions in the Middle East; the events of 9/11; China’s 
recent economic rise; Kennedy’s well-known affairs vs. 
that of Bill Clinton; Americans’ general insularity and 
ignorance about the rest of the world; domestic racial 
issues, homophobia and economic differences between 
America’s rich and poor, for example. The viewer is 
therefore able to draw comparisons between American 
culture of 1960 and the present day.

the recordings’ waveforms, selecting and copying each of 
them to unique audio clips. In total, nearly 600 individual 
clips were created and catalogued (approximately 400 
were used) into a database of three categories: Nixon’s, 
Kennedy’s and the various moderators’ speech. These clips 
were then imported into a multi-track audio project, where 
they were meticulously spliced, combined and cross-faded 
with other clips to form newly constructed phrases. From 
these, I was able to form a number of longer segments 
that could be pieced together into coherent sentences 
and, eventually, a dialogue. Although the content of The 
Debate, reimagined fluctuates between plausible topics 
and arguments to those that seem trivial, nonsensical, 
juvenile or full of non-sequiturs, I nevertheless made sure 
that all of the dialogue adhered to the rules of English 

Adobe Audition CS6 multitrack screenshot, The Debate, reimagined, 2012
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Another intention of this piece was to make a comparison 
between the 1960 debates and the recent debates of 2012, 
in order to highlight how much they have changed over 
the years. In my opinion, there has been a significant shift 
from the debates being a purely political matter to media 
events with distinct entertainment value, which no doubt 
pleases the networks that broadcast them. The candidates 
themselves tried on numerous occasions to get laughs 
from the audience, knowing full well that millions of 
viewers were also watching at home and “tweeting” their 
impressions and enjoyment of such behavior. Although 
they of course disagreed with each other’s points, as is 
the nature of a debate, Kennedy and Nixon nevertheless 
maintained a physical distance as well as a degree of mutual 
respect. Obama and Romney, on the other hand, were 
allowed to walk around freely, approach the moderator and 
even stand face to face with one another, often appearing 
uncivil and even confrontational toward one another. 
Following the second debate, which became particularly 
heated and decidedly “uncordial”, Romney’s son Tagg 
even stated to a reporter that he wanted to, “Jump out of 
[his] seat and rush down to the stage and take a swing at 
[Obama]”. Additionally, whereas the 1960 debates strictly 
abided by the time schedules and speaking order, the 2012 
debates seemed to lack any respect for such rules. Rather 

than stick to the topics asked of them, like Kennedy and 
Nixon did extremely well, Obama, and Romney especially, 
seemed to dodge a number of questions by filling the time 
with personal anecdotes, making trivial accusations of 
the other candidate or choosing to speak about other, 
somewhat irrelevant matters instead. I therefore wanted 
to reflect the sense of these debates in an exaggerated 
way by creating unexpected transitions from serious and 
relevant topics to entirely unrelated, farcical, and even 
nonsensical, conversation topics.

7  “As is now well-known, while voters appeared to favor Nixon in the 1960 
radio debate with his opponent, the televised debate favored the more 
charismatic Kennedy. Nixon and his advisers would embark upon an image 
remake. ‘By Election Day 1968, Nixon had been so thoroughly repackaged 
that he became, in a sense, the first President to win the office by suicide,’ 
Micheal Kelly wrote in the New York Times Magazine in 1993. ‘The man 
sworn in on Jan. 20, 1969, was someone the press called the New Nixon.’ 
Here was the transcendence of image in politics: the schizoid recognition 
that anyone can be reconfigured as image, and that the image and person 
need not at all be the same.” Fred Ritchin, After Photography, New York: 
W.W. Norton, 2009, p. 81.
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speech clip database screenshots, The Debate, reimagined, 2012
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 Clarity in Anonymity is an interactive video piece 
which utilizes the infrared camera of Microsoft’s Kinect 
motion sensor to calculate a viewer’s position and depth. 
This, in conjunction with a Max/MSP patch, modifies the 
on-screen video of still image progressions to increase or 
decrease the overall output resolution. One of the main 
influences for creating this piece was from reading a recent 
news article about online “reverse” image search engines, 
namely Google Images and TinEye, appropriately named, 
as the content of this piece involves several scanned gem 
tintypes –small tintypes that are approximately one inch 
in length. The article claimed that TinEye’s site was able 
to “de-pixelate” certain images published online, in which 
the true identity is able to be found of individuals who 
had wished to remain anonymous through the process of 
deliberate pixelation effects applied to their photographic 
images (celebrities; individuals involved in court trials 
who wanted their identity hidden; etc.). Such sites work 
not by searching for an image’s tagged metadata, but by 
analyzing both the compositional makeup and the color 
palette of an image, and subsequently search the internet 
for images which best match such criteria of appearance, 
in the hopes that a non-pixelated, labeled version of the 
same individual will be found. The search engine also finds 
any and all other instances in which the same image has 
appeared on another website, increasing the likelihood 
that one of them will have personal information written 
about the images. 

Coincidentally, around the same time I also happened to 
come across another article regarding “Pixelheads” - full-
facial masks/hoods used for “media camouflage” from 
Google’s StreetView or other urban CCTV cameras, for 
example, created by Berlin-based artist Martin Backes, 

which people are now able to actually purchase and wear, 
if desired. This made me even more interested in the 
association between enlarged pixels and anonymity. Why 
have censors, news organizations, Japanese pornographers 
and others chosen pixelization as a primary method of 
distributing anonymous or partially obscured images, 
rather than a more simple blur, a black box or any number 
of other filters which may have also created a sufficiently 
distorted or unrecognizable image? Is there a practical 
matter involved, such as a decrease in processing resources, 
and therefore increased speed, when compared with 
other filters? Or is it simply an aesthetic preference for the 
inherently “technical” or “digital” look of pixels, perhaps 
combined with the visual nostalgia associated with video 
games’ simplified blockiness of the 1980s?  

Martin Backes, Pixelhead, 2012 
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It is reasonable to assume that these small tintype images 
have never been uploaded to the internet, or at least 
cannot yet be found by reverse image searches (which 
I tested), and even less likely that any specific personal 
information could be ascertained about them, such as 
their names, family histories, etc. other than the fact that 
they are most probably North American and, based on 
the appearance of their attire, had their portraits taken 
sometime in the late 1800s or early 1900s. Other specific 
personal information has likely been lost to an all-analog 
time of history, obviously long before digital copies and 
internet or “cloud” based archiving practices ever became 
available. Therefore, no amount of closer inspection, 
higher resolution scans or “de-pixelation” of the images 
will ever reveal any new information about their exact 
identities. These people are destined to remain in perpetual 
anonymity, as these could very well be the only images 
ever taken of them and it is rather improbable that a 
living relative might be able to find and identify them on 
the internet. If they did, however, then it would be as a 
result of human networking via available technological 
resources- humans being enabled by technology, in other 
words, and not the technology of the search engine itself.  

Being so small, it is interesting to be able to observe much 
information that would not be visible to the naked eye 
otherwise, at least not without the aid of a microscope. 
Using the technology of a simple, yet high resolution, 
“prosumer” scanner, one is now able to view these portraits 
not at their originally intended, diminutive sizes, but 
rather at more or less a fully life-sized scale. One must 
change their physical distance from the screen, however, 
in order to achieve images of a particular resolution. For 
example, the closer the viewer stands in relation to the 

screen, the more clearly resolved the image becomes. At a 
distance of more than a few feet, the images become largely 
pixelated to an unrecognizable degree. Additionally, being 
affected by physical data input and constant re-calculating 
processes, the images rarely, if ever, appear to be in a state 
of total stability. This, combined with the fact that the 
various images are progressing via cross-fades every ten 
seconds, leads to an ever changing array of squares, both 
in terms of color, size and motion, despite the original 
video having been comprised of a sequential series of 
still images only. These qualities emphasize the fact that 
these are no longer the original physical objects being 
viewed, but rather are entirely digital constructs, able to 
be scaled or otherwise distorted in any number of ways.

tintype gems (actual size)

Although the original tintypes were themselves 
monochromatic, some of them have subtly added hand-
painted elements, such as rouge color applied to the 
subjects’ cheeks. However, in terms of color, I became 
much more interested in what might happen with the 
variations in the corrosion that have developed on the 
edges of the metal over time (which are actually iron, 
not tin). When viewed from a distance of several feet, the 
images become simplified into enlarging mosaics of pixel 
blocks. As a result, the differences between the corrosive 
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colors (blues, pinks, yellows), as well as the sharp scratch 
lines, become much more apparent in contrast to the greys, 
greens and browns of the rest of the images. It is interesting 
that what initially appear to be highly monochromatic, 
low contrast images begin to be broken up and simplified 
into a surprisingly varied number of discreet hues, shades 
and tonalities. Pixelizing “mosaic” filters in photo-editing 
software work by analyzing a pre-determined group of 
smaller pixels and averaging their color and tonal values to 
form a larger, discreet pixel. This piece clearly exaggerates 
this effect, but does so by actually modifying the video’s 
resolution, not through the addition of a virtual filter, 
although visually they might look similar. As mentioned 
in the Foreword regarding the idea of an “aura of age” 

pertaining to the flaws or deteriorating features of certain 
historical objects, I found such a concept particularly 
applicable to this aspect of the project. My intention was 
not necessarily to emphasize or celebrate such a notion 
deliberately, nor to deny or hide it either. Rather, I was 
interested in seeing whether it would be manifested on 
its own in a visual way through such a process, which it 
did to a greater degree than I’d expected.

Another impetus of creating this work was my contention 
with the label of the “New Aesthetic”, a movement recently 
discussed (though itself not a new term) by James Bridle, 
Joanne McNeil and others at the 2012 South By Southwest 
(SXSW) conference, and written about by Bruce Sterling 

interactive video/MaxMSP/Jitter patch screenshot, Clarity in Anonymity, 2013
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Shawn Smith, Vacuity, 2007

Shawn Smith, Vulture, 2007

in An Essay on the New Aesthetic. Sterling describes The 
New Aesthetic as, “the eruption of the digital” and “the 
increasing appearance of the visual language of digital 
technology and the Internet in the physical world”. As this 
movement attempts to combine elements of the physical 
and virtual, and are therefore sculptural, some of the most 
commonly created pieces are those which supposedly 
mimic the way a digital devices such as cameras or scanners 
“see” by representing them as highly pixelated objects or 
imagery. However, such low-resolution digital camera 
technology only lasted a few years, quickly progressing 
to surpass the resolution of similarly sized photographic 
analog film. Today’s modern digital cameras, even cheap 
consumer models, have high enough resolutions and 
dynamic ranges to create a perceptually continuous tone, 
where no amount of pixelization is evident either in print or 
on screen (digital scanner and printer technology advanced 
to such a degree even before this). Emerging Canadian 
artist/photographer Evelyne Leblanc-Roberge makes 
this fact quite apparent with her life-size “trompe l’oeil” 
photographic print installations. This is especially true 
of Apple’s new so-called “retina” displays – by definition 
those displays which offer resolutions high enough so that 
the screens’ own pixels are not visible to humans at their 
respective recommended viewing distances. Technically 
speaking, then, the term “retina” display should be 
applicable to any current high definition display viewed 
from a reasonable distance, or any display for that matter, 
at a far enough viewing distance. Additionally, since their 
invention, analog televisions and CRT monitors have used 
pixels, or “picture elements”, as their most basic square 
or rectangular shaped structures by which to display 
imagery. Hence pixels are not simply relegated only to 
digital capture and display devices.
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Basil Bangs, Le Pixel, 2011

Kelley Goeller, Pixel Pour 2.0, 2008

Therefore, I think the term “New Aesthetic”, in terms of 
their portrayal of visibly pixelated objects, is something 
of a misnomer, as current digital capture, display and 
print technologies can out-resolve nearly any analog 
process even, and almost that of human vision itself. I 
think people are perhaps confusing such an aesthetic 
definition with the currently popular trend of creating 
“8-bit” art– visual art and music which both deal with 
the intentionally limiting parameters and possibilities of 
using only 8-bits of information, within which creativity 
might be spurred, or simply as a way to reminisce about 
8-bit video games’ simplistic look and sound. Potential 
viewers may suspect this piece of trying to fit into such 
a New Aesthetic movement, but it is meant instead to 
highlight the fact that although pixels are indeed the 
smallest building blocks of a digital image, their sizes and 
perceived presence are variable enough due to resolution, 
viewing distances, visual acuity, etc. as to appear altogether 
non-existent if desired, just as photographic film “grain” 
can be made minute enough as to be nearly invisible to 
the naked eye, depending on the application. 
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Douglas Coupland, Digital Orca, 2010

Anna Jane Grossman, Halloween costume, 2009
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previous ten pages: 
Clarity in Anonymity, stills from interactive 

piece, constructed from late 19th century/ 
early 20th century tintype gems 
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 32 is concerned with the cumulative effect of overlapping 
an entire piece of music onto itself numerous times, with 
starting points varying slightly each time. A 7” single vinyl 
record of The Righteous Brothers’ 1964 recording of You’ve 
Lost That Lovin’ Feeling is played continuously for two 
hours. The output of the record signal is first sent through 
a BOSS Loop Station foot pedal, which digitally records 
the song internally while simultaneously overdubbing and 
playing back all previously recorded loops, and then sends 
this signal to a USB audio interface. This information is 
then both sent directly to a laptop’s recording software as 
well as to a stereo speaker pair stationed within the room. 
Almost exactly in the center of the room is a separate 
audio recording device, which records the ambience 
room sound on stereo condenser microphones facing 
towards the speakers, in addition to another stereo pair 
of condenser microphones connected to it but facing the 
opposite direction. In this way, a nearly omni-directional 
audio signal can be obtained from several parts of the room 
from any potentially reflective surfaces. This 4-channel 

audio recording is then later aligned with and mixed with 
the stereo recording from the laptop’s direct interface 
input, which has not been influenced in any way by the 
room itself, resulting in a 6-channel recording that is later 
mixed down to a single stereo track for DVD playback or 
otherwise. In conceptualizing this piece, increasingly I was 
interested in was the potential phase shifts that may occur, 
both due to the misalignment of the overlapping sounds 
but also from the microphones’ variation in room position 
or angle in relation to the speakers. I chose the Righteous 
Brothers’ song for two reasons, one formal, and the other 
historical. Formally, I was interested in its wide range of 
volume dynamics, variation in instrument timbres and, 
especially, the contrast of Bill Medley’s low bass vocals 
with that of Bobby Hatfield’s higher register tenor vocals. 
Of historical significance, the song was announced in 
1999 by BMI as having been the most highly played song 
on both radio and television within the United States 
during the 20th century. I was attracted to the notion 
that the song might have been played with such frequency 
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throughout not only the US, but the entire world, that 
at any given moment it is conceivably being played or 
broadcast simultaneously by different individuals, and 
what would the resultant sound be if such multiple, yet 
identical, radio waves were to overlap in space and be 
audible together. 

32 has its roots in Alvin Lucier’s 1969 recording I Am 
Sitting in a Room. Though it uses a similar cyclical 
process of making an initial recording, playing it back 
and re-recording or overdubbing it onto itself within an 
enclosed space, there is a key difference in regards to 
synchronicity. Lucier’s recording is inherently always in 
sync, as it is simply recording the previous generation’s 
sound coming from a single tape track being played 
back within the room. Because this piece builds upon 
its own previous layers by using the same original source 
material for each re-recorded version, rather than the newly 
recorded versions which are increasingly “colored” by the 
room itself, I am neither able to test for or emphasize the 

room’s resonant or formant frequency characteristics in 
quite the same way as Lucier. As the starting points of 
the turntable’s needle must be physically placed each time 
for each additional recording after the looping pedal’s 
recording function has resumed, the recorded layers 
therefore become out of sync with previous layers, as 
placing the needle at the exact same location on the record 
at the same time would be extremely improbable. As You’ve 
Lost That Lovin’ Feeling is exactly 3 minutes 45 seconds 
long, it could be played a total of exactly sixteen times 
per hour, or thirty-two times in the two hour recording. 
Coincidentally, Lucier’s work also consists of thirty-two 
generations of recordings as well. Patch #32 was chosen 
on the pedal for these recordings for these reasons, as 
can be seen in the video stills. 

Of course one could simulate this piece very simply in the 
digital realm by making an initial recording, duplicating 
and then aligning (or misaligning) the waveforms within a 
multi-track audio software program, and finally recording 

video sequence, 32, 2013
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“smoothed out”. In this case, the overall melody of the 
tune remains very much recognizable throughout, in my 
opinion, despite most of the vocalized lyrics losing most 
of their intelligibility. Content-wise, 32 is perhaps more 
similar to Richter’s work than Lucier, in that it employs 
the element of nostalgia through a viewer’s previous 
experience or familiarity with the original material, 
therefore influencing the reception or even the perception 
of the piece. For example, a child, or someone who has 
never heard The Righteous Brothers before, may perceive 
very different sounds from someone else who knows the 
song well, as they may be “filling in” the lost/obscured 
lyrics and melodic lines through their own memories. 
Also interesting to note, but not unexpected in the least, 
was the perceptual effect written about in Stockhausen 
On Music, whereby listeners’ perceptions of differences in 
sound are much more pronounced with fewer numbers of 
layers or elements. For example, the difference from four 
to eight layers of sound is much more noticeable than from 
twelve to sixteen, despite an equal number of layers having 
been added. This was also the same perceptual effect that 
I was interested in depicting with Simplicity / Complexity 
Dark variations, where an exponential multiplication 
is not nearly as noticeable to the viewer as the initial 
multiplications of small amounts. 

the output with speakers in a room. However, I wanted 
to both underscore the physically repetitive and almost 
meditative performative aspect or the work, combined 
with the dichotomy of the potentially inexact nature of 
analog processes and the precision of digital ones. I include 
the imprecise timing and motion of my own hand as one 
such analog process, as I am physically unable to place 
the needle at the starting edge of the spinning record at 
exactly the same place and at exactly the same time for 
each successive loop iteration, as mentioned above. 

Similar to my earlier experiments with multiple 
re-recordings with the wah pedal, I was curious to find 
out if and how long it might take for a certain level of 
unintelligibility or unrecognizability to be reached. My 
hypothesis for this project was that eventually the peaks 
and valleys of the song’s waveform, being repeatedly 
shifted from one another, would be “filled in” so to speak 
by other layers, creating a much greater “Wall of Sound” 
effect than the original version. Interestingly, it was Phil 
Spector who coined such a phrase for the use of recording 
techniques in creating a dense, layered sound, and he also 
served as the producer of the Righteous Brothers’ version 
of this song, coincidentally. As the dynamic range of the 
re-recordings is rather quickly reduced to something of 
a droning ebb and flow, I thought it most likely that only 
the quietest sections of the song would remain audibly 
recognizable, and to some extent I was correct. In actuality, 
the overall impression I have of these layered recordings 
is something similar to a Gerhard Richter painting, 
where the underlying, original subject matter is still 
quiet clearly visible (or audible), but has been noticeably 
“smeared” through its respective process, or, as Lucier 
says, the irregularities of speech and sound have been 
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setup diagram for 32
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Twelve Studies in Video



93

 These short video studies are amongst my first 
efforts working in video. Many of them were created 
simultaneously, in an almost stream-of-conscious way 
of working by starting a new video whenever inspiration 
happened to strike, despite one or several others not being 
completed. I did not have a predetermined total number 
of videos in mind beforehand or a predetermined duration 
for each one. New to the medium, I found that working a 
freer and more intuitive manner than I usually do helped 
me to work through a number of technical challenges and 
aesthetic ideas, and felt better prepared to take on larger, 
more complicated projects with this initial foundation of 
experience.

With a background predominantly in non-time based 
mediums like painting and photography, I was eager to 
explore the possibilities of working in a new medium, and 
after an initial learning curve, actually found it quite a 
seamless and intuitive experience of incorporating still 
images with live-action elements. Unlike much of my 
more recent work, these videos combine elements of my 
own photographic and video work with that of other 
sources, rather than being made entirely of re-appropriated 
materials and images. Many of the videos include or are 
comprised entirely of scanned still images and other 
found objects such as imagery from historic magazines; 
projected still images onto objects; time-lapse photography; 
stop-motion animation, etc. In fact, several subsequent 
video works were also constructed entirely from still 
images as well, based on what I had learned from these 
videos. Though perhaps it is not apparent from viewing the 
video alone, the one that uses Hiroshima’s atomic-bomb 
dome and Peace Park as its background is actually a place 
of significant personal importance, as I spent one year 

studying Japanese culture and language in Hiroshima and 
would often visit the exact spot portrayed in the image.  

As previously mentioned, working through the 
experimental process of making several different videos 
helped to inspire much of the formal and conceptual 
basis for some of the later pieces of my subsequent 
work. Projections of Jackie and John F. Kennedy onto 
mannequin heads, for example, helped to inform much 
of the visual technique and aesthetic of my later Debate 
piece. Furthermore, experimenting with the creation of 
anaglyphic videos in editing software with two duplicate 
videos, but with slight time delays introduced to separate 
the two videos’ appearances, thus breaking down the effect 
of 3D, led me to consider the mechanics of anaglyphic 
construction. This was followed by the hypothesis that 
such a technique could be used for two entirely different 
images, the results of which are depicted in the three 
Transmission / Omission videos. 
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next four pages: video stills from 
Twelve Studies in Video, 2012
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101 Twelve Studies in Video
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 112pages 110 to 113: The Debate, reimagined
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Notes

pages 114 to 123: drawings and diagrams from notebooks
pages 124 to 127: highlighted transcripts from The Debate, reimagined
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Conclusion

 Upon entering this MFA program, I wanted to make 
a concerted effort to explore a number of processes and 
mediums previously unfamiliar to me, such as video, 
interactive and installation based work. I did not wish 
to limit myself and stay within a comfort zone of the 
mediums with which I am most experienced: two-
dimensional, non time-based work (with the exception 
of some sound and music recording/editing work). 
Primarily, I was eager to try to combine my interests in 
history, culture and portraiture with the new processes 
and concepts I studied about in readings, discussions, 
experiments, etc, and create a balance between these things 
in my pieces. As mentioned, my work partly centered 
around an investigation as to whether the content of 
source material used was itself so strongly entrenched 
with viewers’ previous experiences as to override the 
their attention or appreciation for the conceptual, formal 
or other technical aspects of the newly created pieces. In 
my previous work, I very rarely used other imagery or 
sounds besides my own generated content, which is one 
reason why I considered an attempt to do so would be an 
interesting challenge. Though I expected I would have to 
exercise a certain amount of restraint from the urge of 
incorporating my own created material into such pieces, 
I also thought it would be an opportunity for me to focus 
more on various processes and other aspects of the work 
rather than content creation itself. I thought perhaps that 
by doing so I would offered a greater level of objectivity 
in relation to the work’s content than usual, so that my 
experience of the work as its maker might more closely 
match that of viewers. In the documentary film Gerhard 
Richter -Painting, Richter speaks about his decision to 
paint from found photographs and the sudden freedom 

he felt from not having to be concerned about “what” 
to paint all of the time, so that he could focus more on 
“how” he painted. In my case, the content with which I 
chose to work was definitely of high importance and was 
carefully selected for specific purposes. However, like 
Richter, I also felt a degree of satisfaction in being able 
to spend more time on the various processes of material 
reconfiguration itself than I might have otherwise. 

As with any medium in the fine art field, such investigations 
and explorations seem never to finish, as new ideas and 
inspirations constantly arise- what some consider both 
the blessing and the curse of being an artist. I feel that I 
am just beginning to explore a number of the potential 
possibilities and avenues available to me as a new media 
artist, something I find extremely exciting and motivating 
for the coming future. 
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Simplicity / Complexity:

Epson V-700 flatbed scanner
Mac Pro- early 2009 (3)
Atlona boxes (6)
Apple cinema display 24” (12)
Ethernet Smarthub
USB extension cables (12)

Photoshop CS5.1; CS6.0
Bridge CS5.0; CS6.0
Premiere CS5.0; CS6.0
MaxMSP/Jitter 5.0
Epson Scan

Technical Information

Transmission / Omission:

Mac Minis (3)
BenQ HD projectors (3)
Axxa Pico projector
HDMI cables (3)
Tannoy Speakers (6)
T-amps (3)
RCA cables (6)
speaker cables (6)

Premiere CS5.0; CS6.0
Audition CS6.0
MaxMSP/Jitter 5.0
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Tone = + - Tone:

Dunlop Crybaby 535Q wah pedal
M-Audio DMP3 dual preamplifier
FMR RNC 1773 Compressor
Behringer Xenyx 802 Mixer
Behringer headphone amp
Focusrite 18i6 USB audio interface
 
Headphones –Koss 4AAT; AKG K240 mk II; 
                         Koss UR 20 (2) 
1/4” TS audio cables (2)
1/4” TRS audio cable
1/4” TRS to TS cable
RCA to 1/4” y-cable
USB 2.0 cable
Sony DVD player

Focusrite Scarlett Mix Control 1.1
Audition 3.0; CS6.0
Photoshop CS5.1; CS6.0
Premiere CS6.0
YouTube Downloader
VLC Player

The Debate, reimagined:

David Jones DVD synchronizers (3)
Sony Trinitron CRT displays (2)
Panasonic CRT display
Surveillance cameras (2)
BNC cables (2)
RCA cables (3)
BenQ SD projectors (2)
Tannoy Speakers (3)
T-amps (3)
Epson V-700 flatbed scanner

Audition CS6.0
Photoshop CS6.0
Bridge CS6.0
Premiere CS6.0
Final Cut Pro
YouTube Downloader
Epson Scan
VLC Player
DVD Studio Pro
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Clarity in Anonymity:

Epson V-700 flatbed scanner
Microsoft Kinect sensor (2)
Sony Bravia flatscreen TV displays 40” (2)
HDMI cables (2)
USB extension cable (2)
Mac Pro (2)

Photoshop CS5.1; CS6.0
MaxMSP/Jitter 5.0
Premiere CS6.0

32:

Canon Vixia camera
Sony DVD player
Focusrite 18i6 USB audio interface
Microphones- Shure SM81; Audio Technica AT3035
Headphones –Koss 4AAT; AKG K240 mk II; 
                         Sennheiser HD 203; Koss UR 20 (2) 
Zoom H4n portable digital recorder
Tannoy speakers (2)
T-amps (2)
Behringer headphone amp 
VIBE USB turntable
BOSS RC-3 Loop Station pedal
Speaker cables (2)
Banana plugs (4)
RCA to 1/8” y-cable
RCA cables (2) 
1/4” audio cables (2)
USB 2.0 cable
XLR cables (2)
Microphone stands (2)
Copy Stand
FireWire 800 cable

Focusrite Scarlett Mix Control 1.1
Audition CS6.0
Final Cut Pro
DVD Studio Pro
Premiere CS6.0
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Twelve Studies in Video:

Canon 5D mkII
Canon EF lenses- 24mm f/2.8; 35mm f/2.0; 50mm f/1.8; 
85mm f/1.8; 100mm macro f/2.8; 17-40mm f/4L; 
70-200mm f/4L
Lomokino camera
Lensbabies Composer
Kodak T-Max 400 35mm
Kodak Tri-X 400 35mm
Fuji Provia 400X 35mm
Fuji Velvia 50 35mm
Epson V-700 flatbed scanner
Nikon Coolscan 5000 ED 35mm film scanner
Canon timer remote controller TC80N3 
PNC Pico Flex Dolly
BenQ HD projector
Blacklight LED flashlight
Blacklight lighbulb

Photoshop CS5.1; CS6.0
Bridge CS5.0; CS6.0
Premiere CS5.0; CS6.0
AfterEffects CS5.0
Final Cut Pro
Image Capture
Nikon Scan 4.0
Epson Scan
Quicktime Player
Quicktime Player 7.0
Nik SilverEfex 2.0
Alien Skin Exposure 4.0

General equipment:

Hardware:
Mac Pro- early 2009 (2)
Apple cinema display 24” (2)
Sager NP8130 Windows laptop
Zalman laptop cooler
Coolermaster laptop cooler
Western Digital external hard drives- 500GB; 2TB; 3TB 
(3); 4TB
Kingston USB 2.0 thumb drive – 16GB (4)
Sandisk USB 2.0 thumb drive – 32GB
Corsair USB 3.0 thumb drive -32GB
Manfrotto tripods
Velbon tripod 
A/C Power strips
MinidisplayPort cables
FireWire 800 cables
USB 2.0/3.0 cables
DVI to VGA converters
MiniDisplayPort to VGA converters
CF cards – Sandisk 4GB; Sandisk 16GB; Lexar 8GB
SD cards- Sandisk 8GB; Sandisk 16GB

Operating Systems:

Windows 7
Mac OS X 10.7.4 
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