


5{3 This is an abstract, non-linear, non-narrative construction/illustration of
5 a state of ungrounded uncertainty. Containing visual and information-
al research, autotheory, biography, and rambling thought, this is best
Qabsorbed as an experiential object in conversation with [and challenging]
your own personal milieu.

4 el 1 ANTI-SENSE pt.2 1
/ was born out of the dark, the unkown, the dehumamzmg void-of our
existence. ; /
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The ii stallatlon ‘was open for viewing in AA&
; 27 —5pm and April 28th 12-9pm.

- In this space, viewers will be able to confront and explore uncertainty
. through projections of darkness itself, with glimpses of light that will

/ ANTI-SENSE is an installation experience that emphasizes art-as-situ-
ation rather than art-as-object. This means the piece is an effect largely
felt in the physical body- internal and sensual, allowing viewers to be- - »

come more aware of their own body, their senses, and the power of their

braln to construct reality. £

require viewers to engage in sense-making that is entirely intern
space is not just devoid of light, it is also devoid of the cons
bardment of information our brains have become accusto
removing| yiewers from the visual grounding of everyday,
the installation promotes sense-making using only our
memories and associations, which creates a space f

meditation that is individual to each viewer but e
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[i. Light//Remembrance]



My mother in all realms of her life, most prominently in my mem-
ory the kitchen, had clocks, each always set to different times, none
of them holding the globally agreed upon reading. They weren’t set to
random times, nor did they have mechanical issues.

This was a voluntary uncertainty.

In some ways it made the individual (subjective) experience of
passing time more real than the constructed (objective) numbers we so
ardently obey.

Embracing uncertainty with open arms, she was protesting; it’s a sim-
ple, unconscious defiance of the dominant time flow.

A minor recognition of the grandiose subjectivity that infects
every aspect of our lived experience.



Where is the wonder?

There is a disconnect between physical and mental spaces of
uncertainty. In many ways mental uncertainty is what drives me to my
darkest places. It’s an extremely discomforting experience trying to ask
questions and make sense of a chaotic world with more questions than
answers. While grounded in a safe space, these thought cycles can
make one feel lost in their safe space, losing sense of your body com-
pletely.

Spaces of visual, physical uncertainty, though rarely encoun-
tered in day to day life, prompt different feelings. Though the initial
instinctual response is a similar fear. The unknown is a dark terrifying
thing, allowing our imaginations to get the best of us time and time
again. But after this first wave washes over, you are left with a beauty,
a world of possibilities and creations, with your own brain at the helm.
You are confronted with the power of your brain and optic system in
the absence of everything we are accustomed to absorbing. It’s a relief,
a healing, a rejuvenation of the senses, bringing you simultaneously
out of and more aware of your bodily presence in ways you can’t in the
everyday world.

Why is one calm and meditative to sit in, rejuvenating and en-
lightening, while the other dreadful and exhausting. Is it easier to fear
the familiar?

Does the tangibility and level of conscious experience change the con-
text?

Why are the physical most often weighted more heavily than conceptu-
al/intangible?

Mental darknesses can be just as allconsuming as physical darkness.
It’s rare to experience total darkness nowadays though. Light pollution
is rampant and even in the comfort of your own home the light seeps

into the night through window blinds and power strips.

,"\'Ne are losing our natural sense of night vision. Where: it was
once a‘necessity to survive and be able to do anything at night, we

_.now have phones that we constantly flip open to light the way. In this
© way, true darkness is jarring. Not in a wholly negative way at all, it’s

an overwhelming absence, which our brains fill with an afterimage of
sorts; trying to fathom the pure blankness it’s confronted with, it fills
in the gaps the best it can, which with no sources of I" space “

-discern, becomes a sensory experience unlike any other. A sensing

feeling exploration of the void allows higher consciousness and focus
to these sensing processes and the construction of experience the
brain creates. It hones in our senses, sight included, you can feel not
quite a strain but the exercise of the senses working to understand the
nothingness. In return to the environment, there is a heightened sense
of visual awareness. Having been reset and refreshed, the eyes and
sensory system is ready anew and further opened to the wonders of
the environment they inhabit.

For me this stems in part from the feeling of driving‘at night.
Once you get to the outskirts of the city, to the backroads or freeways
without street lights, the world outside of the car begins to disappear.
It all fades into the blanket of darkness, with the two headlights cutting
through the space in front, just enough to see the shape of the road un-
derneath you. For just a moment, you are the only person in the world,
flying around the world in a vessel of light. The landscape constantly
escaping underneath you, everything becomes theoretical, drawn, fake
in the most beautiful way. It’s freeing to be traveling through memories
or ideas or problems. Feeling closer to the intangible, the conceptual,
the nonphysical. That’s where some of the greatest wonder and awe is
found.




3.

My time in James Turrell’s piece Hind Sight, was one of the most
radically powerful perceptual experiences that my eyes have had the
pleasure of filtering. It begins with directions from an attendant prepar-
ing you to enter a darkened room, with seemingly no visible light. They
instruct you and your viewing partner to each grab your own railing on
either side of the hallway, walk in with one hand in front of you to feel for
corners and eventually the chair you would be sitting in for the majority
of the piece. They direct you to sit down in the chair and after fifteen
minutes inside, the attendant would come back and let you know that
time was up. Knowing that you were going to be walking into a com-
pletely dark room still didn’t prepare you for the experience of entering
the darkness. Slowly shuffling down the first stretch of hallway, the light
seemed to be sucked out of the other end, quickly becoming dimmer
and dimmer. | lost all sources of light after the first turn, then relying on
my hand in front of me and the sound of our footsteps as my only de-
lineations of space, shockingly not very accurately. The darkness was
thick, it felt shockingly foreign, yet simultaneously taking me back to the
feeling as a kid, anxious that something will come out of the darkness
and grab you. It’s hard not to have fear of your environment when it is
both new, and completely non existent to the eye. Bumping into the wall
in front of me or my viewing partner as we made our way slowly around
two winding corners, the lack of light enacting a serious sense of disori-
entation, the railing felt like the only solidity to ground yourself with.

After turning the third corner and taking a few steps, we bumped
into our respective chairs and carefully shuffled into the seat. The cush-
ion was soft and when | looked forward, | was confronted with a void. It
was the same darkness as the hallway we came through, but there was
a sensation of a greater openness to the space. Waves of color washed
across my vision as my eyes were searching for any cues of space in
the room. Met with nothing, | could feel my eyes (or was it my brain?)
straining to find anything, something with which to ground myself, my
sense of place, my sense of self. The washes of color replaced them-
selves with more ambiguous morphing shapes across my vision, aurora
borealis is the closest articulation that feels somewhat accurate. These
moving shapes and colors aren’t as bright or clear in your vision as a TV
screen or your phone, rather taking the form of something closer to an
afterimage, the kind that occurs after looking at a bright light then clos-
ing your eyes or looking away. These kinds of low level hallucinations
continued to occur as my eyes were adjusting to the light levels, open-
ing up as much as possible for the chance that there might be discern-
ible light somewhere.



Inspired by my experience of
James Turrell’s work, as well as by
pieces like Varese Room by Maria
Nordman, | began experimenting
with light and space.

My first experiments were
recreations of Turrell’s corner pro-
jections like Carn. From there |
began experimenting adding shapes
to confuse or complicate the visual
space, aiming for a greater uncer-
tainty documented here in the pola-
roidis.

Ambiguity has for a long time
played a role in my work.

Carn, James Turrell, 1967

The art and writing of Micah
Weber (Reservoir-2), referenced
throughout this work, was key in
the development of a theory and
aesthetic that worked in tandem to
promote a timeless, narativeless,
decreation (see page ). The work
breaks and redefines the realm of
art and the role of the artist in ways
that pushed the scope and goals of
my project.

It helped me escape the con-
fines of my own brain and reevalu-
ate the possibilities inside. Some-
thing | want to recreate. v

Varese Room, Maria Nordman, 1976
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Is there such a thing as certainty? To some extent yes, the sun
will “rise” and “set” each day, and you need to eat and drink water in
order to live, those are certain but maybe the only things that are certain
are either physical phenomena outside of the control (generally speak-
ing) of humans/animals or are constructed by humans in order to build
or “further” our society. 24 hour days are certain, seven day long weeks
are certain, 12 months in a year is certain. It is certain that you will need
money in order to survive. It is certain that you will die. It becomes easy
to get caught up in this elaborate web of constructed certainty, and to
some degree is necessary to survive, but it remains extremely important
to remember just how constructed it all actually is. We get so extremely
stuck on these external certainties that we completely ignore the won-
derfully confusing beauty of the uncertainty inside of us that makes up
our entire existence. Learning to embrace this, explore, and seek to (| feel
that it’s probably not possible) understand the uncertainty will work to
place the power back into the individual. It brings hope in a world filled
with monotony and anguish.

As humans we are inherently drawn to purpose. This comes, at
least for me | think, from a desire to be doing something “that matters.”
It’s extremely subjective what that means and often leads to a rabbit hole
of disappointment or a wild goose chase. | don’t believe that we have a
singular, certain, inherent purpose and that that idea of purpose itself is
a construction that we have made in order to make our work here on this
earth certain. Certain that it aided something larger than the individual,
certain that something was accomplished across however many years of
life, that it wasn’t all a waste.

One of the definitions of purpose is a person’s sense of resolve
or determination. Why do we search for this outside of ourselves? |
think part of the answer is because we are forced to in our society- we
spend so much of our lives and our time day in and day out working and
committed to our work. So | think in some ways it makes sense that we
become focused on finding some form of work that fits our “purpose.”
But this focus on work shows just how focused on external objects and
concepts we have become.

| guess we have to be influenced and inspired by the things out-
side of ourselves in order to know ourselves and find resolve and deter-
mination, but | think it’s a task of futility to search through the world for
some concrete, certain form of meaning or purpose. Myth of Sisyphus,
for example. Meaning or purpose, if we want to even frame this search
that way, is far more ambiguous. To satisfy this desire, looking inwards
would be far more productive.






Eliasson, Olafur. Olafur Eliasson - Your Engagement Has Consequences ... on the Relativity of Your
Reality ; on the Occasion of the Following Exhibitions by Olafur Eliasson ; ‘“The Light Setup’, Malmé
Konsthall, September 10, 2005 - January 22, 2006 ; ‘Notion Motion’, Museum Boijmans Van Beun-
ingen, Rotterdam, October 8, 2005 - January 8, 2006 ; “Your Light Shadow’, Hara Museum for
Contemporary Art, Tokyo, November 17, 2005 - March 5, 2006. Baden: Lars Muller, 2006.



What is real? How can we tell? Is anything real? Can we return to real?

If everything is a perspectival construction then the power returns
to the individual. | would love to awaken viewers to this idea, and show
the most real we can get in my opinion is the consciousness and per-
ception we experience everyday. The subjective ever changing is real.
Nothing is concrete. Even atoms, the most concrete form of mass in our
physical world, are not still or certain! They are not only constantly mov-
ing, they are also mostly empty space, and both the electron cloud and
the nucleus (separately) move in and out of existence. There are times
where electrons and the nucleus cannot be located. Scientists have no
clue where they go. How can our reality be reliable and certain if the very
things it is built of are extremely uncertain and ever changing/moving. In
this documentary What the Bleep do We Know? A physicist says since
our entire basis of knowledge, science, all of human understanding is
through the selective, subjective human brain, making it entirely possible
that everything we know is an illusion or simulation.

True certainty is an idyllic fallacy.

These pixels displayed in a great symphony of an LCD display
become adopted as reality much more easily than our sensual experienc-
es. It makes sense in some ways though, looking back to Baudrillard’s
Simulacra and Simulation, Disneyland presents itself as a fantasy or
magical place in a lot of ways. This allows for the rest of the experience
i.e. costumes, sets, etc. a simulation of these places, to become more
real than the actual places, times and people or ideas they represent. In
the same way, we are presented with these technologies that are from
start to finish completely human constructions, with screens that literally,
physically, simulate images, ideas, information, sound, and more which
are obviously steps away from the sensual, experiential reality that makes
us living beings. This becomes so integrated into everyday life and is pre-
sented as this moldable form that can shape the things you want it to do.
It becomes more real and immersive in a lot of ways than the day to day
sensorial experience.

Weber, Micah H. RESERVOIR-2. CUCUY.STUDIO, 2021.



Wall texts or didactics in art define the time for the space on a direction-
al, literal level, but the true marker of time in these pieces is in your physiology,
background, your brain and the memories, instincts and habits you carry more
generally. Your eyes, how fast they dilate, where you look in the room, and what
you focus on will allow the piece to constantly evolve for the duration of your
time in the space. The physical experience is so sublime and irreconcilable in
the context of our “normal” lives between an environment of darkness and a
constantly shifting perception of space and form. The space becomes the cen-
ter of each viewer’s confrontation with a radically new, phenomenal reality that
is deeply confusing for the brain in terms of what sources of visual information
it can trust or not. This lack of faith in the senses leads to many of the same
questions that Baudrillard asks.
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Weber, Micah H. RESERVOIR-2. CUCUY.STUDIO, 2021.



My installations seek to create isolated moments of uncertainty.
The work began as collections of personal darkness; scavenging and
archiving the moments and places in my life that felt the darkest, both
physically and emotionally. The act of collecting while reflecting on my
own physical state creates a space of meditation, seclusion, and sus-
pension from the standardized time flow. | utilize repetitive visuals both
analog (film tape loops) and digital (feedback loops) as a way of engag-
ing with the futility and repetition of existential thought while addressing
the expectations (as opposed to pure observation/feeling) with which we
see the world through and rely on more than physical sensations.

After a few minutes in the dark, though | truly couldn’t tell you
how long it was, there appeared to be a hint of a light straight ahead in
the distance. Whereas the hallucinations | was experiencing based in the
eye/brain moved with your eyes/head as you changed the focus of your
vision, this mysterious source remained relatively still. It was still enough
to catch your eye as different from the rest of the lights and shapes you
were seeing but not still or bright enough to be an obvious spatial cue.
The light stood out slightly, though it also seemed to appear and disap-
pear. The only visible light in the room catches my eye as different from
the hallucinations | had been seeing up until this point. The instinct when
something like that catches your attention is to look directly at it, which
| did. The problem is that when you look directly at it, it disappears. The
first time it happens, | am confused, it seems to become one of the other
morphing shapes and colors shifting in and out of my vision. But then |
shift my focus to one of the other shapes, and this light appears again.
After some time observing this new light, trying to discern what it is,
where it comes from it becomes clear that it is just bright enough to be
visible in your peripheral vision, though not bright enough to be visible
through direct observation.* This resulted in an opening of the vision
that didn’t seem possible before it happened, but washed over me in
the form of a radical shift in my perception of the shapes and space. The
ability of something that my brain was convinced was so real to disap-
pear in plain sight reframes or redefines your idea of reality. It ungrounds
you in many ways, working against the sole source of stability you
thought you had. | sat there searching through the visual hallucinations
focusing as hard as | could for any sign of reality in these blobs of light.
There were now more realistic glimpses of light flashing in and out of
my vision in different places at different moments, some clearly created
by the eye/mind, while others at first sight created some level of spatial
understanding in the brain that were only rendered false when they dis-
appeared just as rapidly as they appeared. For how simple the piece was
technically, the effects were profound. | left the space feeling blown away
by the capabilities of my own brain.

Vision is something that we take as truth, certainty, reality. And
reasonably so, vision is the dominant sense with over ¥5 of the brain
dedicated to processing it. There are almost no times when the brain
and eyes are presented with environments or experiences that they can’t
comprehend after childhood. So when presented with spatial ambiguity
it’s a particularly novel sensation, which often comes with anxiety and
fear. The animal instincts in us fear darkness as we are unable to see and
anticipate if any predators or threats are imminent. This is the first way in
which our brain starts to trick us.



When | was in Hind Sight, | knew that | was in an art museum,
which wouldn’t have a jump scare or someone hiding behind a corner,
yet | still anticipated someone or something coming out of the darkness
towards me. Another complication is the level of reliance we place on
self-reflection, and being able to situate ourselves in a context or space.
Humans use spatial contexts to locate, create, and affirm our own con-
sciousness. It is so ingrained in our being that it isn’t a consideration
of our conscious experience day to day. We take in an unprecedented
amount of visual information, way more than we can consciously per-
ceive. After years of this, it is the norm, it is what we accept as reality.
As we grow and experience more of the world, there is little distinction
between learning about ourselves and learning about the world. They
happen simultaneously. We learn about ourselves through situations and
experiences that are almost always based in vision as the main sense.
Our entire sense of self is based in the context of the space we are in
both physically and mentally. Thus, when we come into a space that
obfuscates both context and form, our sense of self starts to dissolve.

Our brains hate uncertainty so our natural reaction is often to
avoid it. Some people turn around before they start to experience the
piece itself. This was a common theme in many of the Turrell’s that were
on display in this exhibition. There is a level of commitment or surrender-
ing that is required, though it pays off with great dividends. The pieces,
like others associated with light and space, reward the patient observer,
they “solicit a willingness to endure in order to transcend,” as Dawna
Schuld articulates.

Dawna Schuld’s dissertation played a large part in the research
and contextualization of the entire project. Titled Nothing to Look at: Art
as Situation and its Neuropsychological Implications, the work functions
as a dictionary for situational (experiential) art, the impacts it has on the
body physically and mentally, and the artists who have been working in
this realm thusfar. The sources Schuld cites became the backbone of my
research. She discussed many of the works | had been directly inspired
by in the past few years, works Schuld categorizes as

situational forms that disorient the viewer, suspending her in

states of perceptual uncertainty, prolonging attention to percep

tual thresholds at the “fringe” of consciousness, and heightening

awareness of the biological nature of aesthetic experience. (x)
These were effects that alligned directly with my interests and prior re-
search.

Schuld’s definition of art as situation defined the way | moved
forward thinking about what the piece could be and how to acheive the
goals | had. In her words, situational art is,

...work [that] is not instantiated by an act of naming or describing,
but rather one of perceiving and engaging...it erases boundaries
with uncertainty, enveloping both objects and viewers in “atmo-
sphere.”...dynamical relationships between contextualized

body states and neuronal body schemas in the mind. (1-4)

In order to acheive this, | chose the route of the cave, as Schuld
defines it. The term refers to Plato’s allegory of the cave, and the shared
experience of darkness and ignorance. It is used to describe works
which create an experience of the immersion and creation of a void. |
began doing this by creating spaces that were sheltered from the stray
light, like above, from which with the lights off, when sitting inside the
edges of the world started to fade.



Through experimenting with creating voids and the mysteries that
you can find within them, | became obsessed with situational forms and
art. It opened up a new realm of medium, materials, and tools to address
the concerns and topics that | have struggled to accurately and artfully
articulate. ANTI-SENSE is the closest I’'ve gotten thusfar.

Situational forms address the intangibility of the concepts and
ideas my work focuses on by allowing the work itself to become intangi-
ble too. | want to push that line with this project and beyond. Finding the
edges of our perception and blurring them. Opening eyes and minds up
to new perspectives and reflections. Creating a space to think without
boundary. Creating a space without boundary. Experiences that create a
bodily sensation as a way to revolt and reset ourselves.

ANTI-SENSE works towards these goals by utilizing low light pro-
jections to at a surface level test the limits of your sight. The projections
were developed using neutral density filters commonly used in photog-
raphy to dim the projector bulb, then adjusting the light levels digitally in
order to acheive a level of light so dim, that it is invisible to the human
eye until dilation occurs. Images are hardly detectable at these light

levels. Your eyes and brain work so hard to understand what they’re
seeing which allows the situational form to take place. There is a bodi-
ly sensation that occurs a sort of reflexive feeling of the straining of the
eye. You can feel yourself trying to see and trying to understand the
environment around you. With nothing to go off of, your brain takes over.

This response, a result of sensemaking, is individual to all, but
there are some commonly shared responses. The sensemaking is the
focus of ANTI-SENSE, creating an environment to experience more con-
sciously and directly this extremely human process firsthand. When the
external elements of the environment are removed, the eyes and more
importantly brain go into a form of shock. It is something they are very
unaccustomed to. In response, the brain takes over, creating images of
its own to reside in your sight. These low level hallucinations highlight
the power of the brain in the subjective construction of sight and the
reality experienced every instant. This is emphasized in ANTI-SENSE
through the experience journals participants are asked to write/respond
in following their time in the installation.



Pages xx - Full view, final external installation in IP studios.
Page xx - Final external installation in IP studios, detail.

Page xx, upper - Full view, final external installation in IP studios, with
viewer

Page xx, lower - Map used to locate internal installation from IP studios.
Page xx -
Page xx -
Page xx -

Page xx -
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final installation documentation will be inserted here



final installation documentation will be inserted here
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