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When two elements touch, register the contact.

l \‘-....

[ am not trying to observe contact
[am trying to understand what the act

of observing contact does to the thing
peling observed.

Motion, Brightness, COCO-SSD




Element 1

F1:
B1i:
B2:
B3:

B4:

Circle

Move in a straight line

Constrain to surface

Change direction while touching
another Element

Move away from an overlapping Element

Pure code.

B3ruleran oncirclesI

had written into

existence. Contact anc
Indistinguishable

Tule were



Week 1: code — circles — rule
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What role do—and should—images play in cambatting 'in tIOduce unce'rta'in ty; By

global climate change? Since we exparience waather, not

climarte, images have been used to register the effects of ; ; h k

global climete change: from photographs of melling brl dglng t e un HOWH Or

icebarga and starving palar beara ta acientific grapha of

historical tlemperalure incraases, Thase illusiralions are b °

proxies—stand-ins ar represantatives—for rising glahal t th y t d th

lemperslures. Thess image-making processes, howevar, a Sen 4 e ln TO uce e

have been all too successful in opening climate up to

cultural inquiry and paltical mobilization. Thay hava baan t f th k b]

used bath to corwince the public that climate change is Sp eC e-r O e un n Owa e'

real and Lo foster doubl and denial. Proxies both reduce

and introduce uncertainty. 8y bndging the unkneuwn or

absent, thay introduca the apactar of the unknowahle.

They make polilcs necessary.

Crucially, the sarme image can fostar both belisf and CHUN 2018
mistrusl. National Geographic's “haarl-arenching video
[of] a starving polar bear on iceless land” on Summerset
Island, for example, went viral—sparking autrage over the
effecls of global climale changa.” In response,
consenatve news outlets and questionable wildlife
“conservalion” siles, such gg Polar Baars Inlernational,
spread compating explanations for tha baar'a condition
and accused Sealegacy of “climate change porn.*2 The

Wendy Hui Kyong Chun mare compelling and poputar the image, the more

conlroversy, analysig, and conzpiracy theores il acereles

and disseminates.

On Patterns and

This phenomenon reveals the insights and limitalions of

Proxi es lwanlieth century semiotics and cultural studies. Daily.
conspiracy theorists testify to the prescience of Eve
Sedgewick s waming againgt paranaoid reading ? Denisrg
paerversely answer Roland Barthes' call for polysemy and
Stuart Hall’s call far resistant readings.* As len Ang Week 2: world — camera — PIOXy — rule
arguad so many years ago, capitalism acceleratas '
maaning making and difference; il produces “postmodarn

ne

audiences."-
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Given thig, the opening queslion can be reviged: whal role
do—and shculd—image-making play in ccmbatting global
chimalte change, at @ Ume when critical theory itself 15 nol
d=ad but rather undead. canstantly resuscitated via
planat-destroying conspirscy theorias?

The controvaray over Dr. Michaeal E. Mann's "hackey atick’ : - [
15 Incssive in reflecting upon and responding Lo this
quastion. Although charismatic mega-fauna and dramalic . : _
natural settings spark interest and debate, the mos: : g ' =
influanlial—and conlrover sisl—epressnialions of global

climate change are line graphs. Mann first published his

graph. charting changes in mean temperature in the

Northern hemisphare from 1400 1o 1895, in 18938 in

Nature, and published an upcated version, whieh

included the period frem 1000-1988, the follewing year in

PNAS.E The 2001 Intergovernmeantal Panel on Climate

A

Change [IPCC] reporl fealured the 1989 graph in the
o

shrsarva 10 pala ) rwrge (1) W) rasy X




Multiple imaging modes that create palimpsestic or parallax views of objects
make it more difficult to imagine reading as an act of recovering truth, and
render the interpretative act itself more visible.

— DRUCKER, 2014, p. 191

DESIGNING GRAPHIC INTERPRETATION

to show uncertainty and ambiguity in digital madels, not just
because these are conditions of knowledge production in our
disciplines, but because the very maodel of knowledge itself
that gets embodied in the process has values whose cultural
authority matters very much. Multiple imaging mades that
create palimpsestic or parallax views of objects make it more
difficult to imagine reading as an act of recovering truth, and

render the interpretative act itsell more visible, The task of

modeling diversity, of exposing the Jifferences among ontol- |_ —I |_ _I |_
ogics as ideclogies, has a dramatic role to play in dislodging

the centrism of Weslern epistemologies, in particular those MOTION BRIGHTNESS Y
grounded in the administrative sensibility with its perverse

altachment to control through standardization and normal

ization. The differential algebra of the humanistic world al-

ways has a factor of experience in it, a recognition that

knowing is situated in lived lives, human beings, whose indi-

vidual experience is elways in process, always interpretative.

Will we think differently because of the ways interpretation

takes shape across networked contingencies? Or are these

material conditions producing us as new subjects of a dis- Tanerpret skelch
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and introduce uncertainty. 8y bridging the unknewn or
absent, thay introduca the apacter of the unknowahle.
They make polilics ne sary.
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"Introduce the specter of the

unknowable."
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‘ Where The Proxy Fails — And Why That Is The Work
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Not bugs. These are the moments rule meets reality.
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The training data determines the full life experience of " e
the network and ultimately shapes its worldview. When

the trained network looks out into the world via the

camera, it can only see what it already knows.

— AKTEN, FIEBRINK & GRIERSON, 2019

Learning to See: You Are What You See
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The tool runs in a browser, on a phone, in the user's
hand. The observation apparatus moves with the body
that uses it.




Every style embodies an epistemological decision, an
interpretation of how and what we perceive.

— SONTAG, 1965

M « Agelinst Interpratation

the very highest level of achievement. Radiguet's two novels have
it as well as Bach.

T *

The difference that I have drawn between “style” and “styliza-
tion" might be analogous to the difference between will and willful-
ness.

a *

An artist’s style is, from a technical point of view, nothing other
than the particnlar idiom in which he deploys the forms of his art.
It is for this reason that the problems raised by the concept of
“style” overlap with those raised by the concept of “form,” and
their solutions will have much in common.

For instance, one function of style is identical with, because it is
simply @ more individual specification of, that important function
of form painted out by Coleridge and Valéry: to preserve the works
of the mind against oblivion. This function is easily demanstrated
in the thythmical, sometimes thyming, character of all primitive,
oral literatures. Rhythm and rhyme, and the more complex formal
resources of poetry such as meter, symmetry of figures, antitheses,
are the means that words afford for creating a memory of themselves
before material signs (writing) are invented; hence everything that
an archaic culture wishes to commit to memory is put in poctic
form. “The form of a work,” as Valéry puts it, “is the sum of its
perceptible charactenistics, whose physical action compels recogni-
tion and tends to resist all those varying causes of dissolution which
threaten the expressions of thought, whether it be inattention, for-
getfulness, or even the objections that may arise against it in the
mind.”

Thus, form—in its specific idiom, style—is a plan of sensory im-
printing, the vehicle for the trantaction between immediate sensu-
ous impression and memory (be it individual or cultural). Ths
mnemonic function explains why every style depends an, and can
be analyzed in temms of, some principle of repetition or redundancy.

It also explains the difficulties of the contemporary peniod of the
arts. Today styles do not develop slowly and succeed each other
gradually, over long periods of time which allow the audience for
art to assimilate fully the principles of repetition on which the work

On style « 38

of art is built; but instead succeed one anather so rapidly as to seem
to give their audiences no breathing space to prepare. For, if one
does not perceive how a work repeats itself, the work is, almost
literally, not perceptible and therefore, at the same time, not intel-
ligible. It is the perception of repetitions that makes 2 work of art
intelligible. Until one has grasped, not the “content,” but the prin-
ciples of (and balance between) variety and redundancy in Mexce
Cunningham's “Winterbranch” or a chamber concerto by Charles
Wuoronin or Burrough's Naked Lunch or the “black” pamtings of
Ad Reinhardt, these works are bound to appear boring or ugly or
confusing, or all three,
- <

Style has other functions besides that of being, in the extended
sense that I have just indiczted, a mnemonic device.

For instance, every style embodies an epistemological decision,
an interpretation of how and what we perceive. This is casiest to see
in the contemporary, self-conscious period of the arts, though it is
no less true of all art. Thus, the style of Robbe-Crillet’s novels ex-
presses a perfectly valid, if narmow, insight into relationships be-
tween persons and things: namely, that persons are also things and
that things are not persons. Rohbe-Grillet's behavionistic treatment
of persons and refusal to “anthropomorphize” things amount to a
stylistic decision—to give an exact account of the visual and topo-
graphic properties of things; to exclnde, virtually, sense modalities
other than sight, perhaps because the language that exists to de-
scribe them is less exact and less neutral. The circular repetitive style
of Gertrude Stein's Melanctha expresses her interest in the dilution
of immediate awareness by memory and anticipation, what she cslls
“association,” which is obscured in Janguage by the system of the
tenses. Stein's insistence on the presentness of experience is identi-
cal with her decision to keep to the present tense, to choose com-
monplace short words and repeat groups of them incessantly, to use
an extremely loose syntax and abjure most punctuation. Every style
is a means of insisting on something.

It will be seen that stylistic deaisions, by focusing our attention
on some things, are also a narrowing of our attention, a refosal to
allow us to see others. But fhe greater interestingness of one work

The first-week system was monochrome, geometric,
symmetrical — a style I had read as 'no style’.

This is a reflection, not a visible iteration. The question

she opens stays open.



eyes, including our own organic ones, are active The Tool Is Not A Neutral Instrument.

perceptual systems, building on translations and

specific ways of seeing, that is, ways of life. [t is 1tsell a specific way of observing — a particular
camera, a particular rule, a particular set of algorithms,

— HARAWAY, 1988, p. 583 N a particular body.

Dcan Harme | "allows us to become answerable for what we learn how

ty. The mora. is simple: only pertial perspsctive promises obec t n
tive vision All Western cultura. narratives adout cbjectivity are O Se e.
allegeries of the ideologics governing the relations of what we call

mind and body, distance and responsibility. Feminist objectivity is

about limited location and siuated knowledge, nct about trans

cendence and splitting of subject and object. It allows us to 7

become answerable for what we learn how to sce.

These are lessons that 1 learned in part walking with my do : == 70 - -
and wordering how the werld looks without a foves and very tcf: C O N l P\ C T . 'O B ‘3 E R \l. }‘\T l 0 N AI_ S “'. S>iE ‘.‘4 ‘.‘ ’:’
retingl cells for color vision but with a huge ncural processing and
sengory area for smells, It is a lesson avaikble from phetographs of
how the world Jooxs to the compound eycs of an nseel or even
fram the camers eve of o spy satellite or the digitally ransmitted
signale of space probe-perceived differences “near” Jupiter that
have besn trandormed into cofice table color photographs. The
‘eyes’ made available :n modern rechnological sciences shatter any
.dea of passive vision; these prosthetic devices show us that all
ayes, including our own organic ones, are active perceptual
systems, bailding cn translations and specific ways of seeing, that
8, waye of life, There & no unmedisted photograph or passive
samera obscura in scientific accounts of bodies and machines;
there are only highly epecific visual poesiblities, each with a
wenderfully detailed, aciive, partial way of organizing worlds. All
these pictures of the world chould not be allegories of infinite
mobility and interchangeability but of elaborata specificity and
difference and the loving care prople might take to learn how to
see faithfully from another's point of view, even when the other ic
sur owr machine. That's rot alienating distance; thats a possible
allegery for feminist versicns of objectivity., Understancing bow
these visuzl systems woek, techaically, socially, and psychically,
wizht ta be a way of embadying feminist objactivity

Many currents i femirism attempt to tkeocdize groands for
trusting especially the vantage points of the subjugated; there is
zo0d reason 1o believe vision is batter from below the brilliant
space platforms of the powerful /! Building on that suspicion, this
2ssay is an argument for situated and embodied krowledges and
an argument against various forms of unlacztable, and so irrespon-
sible, knowledge claims. Irresponsible means unable to be called v : M . ‘
S ta & raeared i<hi ty elements = 0 pairs

n aceount. There is a pramium on estahlishing the capacity to
see from the peripheries and the depths. But herz there &lso lies a
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