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In this thesis I go into the spark that fuelled my graduation project for my MA studies and how it
has evolved over the research period. I skim the surface of the term technological unemployment
and what effect it has to overlap it onto my art practice.

I examine my work in the studio, I go into the methods I use to gather materials for my
works, mostly found scrap electronics. I use Heidegger's ideas on the material aspects of works
of art and machines to reflect my own opinion on the matter.

I go in some detail into two of the pieces I set out to work on for the graduation
exhibition and how I intended to morph together two of the main focal points I have had over the
course of my studies.

In the final chapter I describe the four works I exhibited in the graduation show. How
they function and in some cases how they cease to and how that led me to become a much larger

part of the exhibition than I had anticipated.
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Introduction

In this thesis I will begin with describing the spark that fuelled the graduation project for my MA
studies and how it has evolved over the research period. To begin with, my ambitions got the
better of me. The topic I decided to dive into - technological unemployment - proved too vast for
such a short thesis format. I skim the surface of the topic which bridges the gap from the origin
of the spark to the time spent in my studio.

In the chapter on the studio I will examine my methods of gathering materials for my
works, mostly found scrap electronics. I use Heidegger's ideas on the material aspects of works
of art and machines to reflect on my own opinion on the matter.

Seedlings is the next chapter. There I go in some detail into two of the pieces I set out to
work on for the graduation exhibition and how I intended to morph together two of the main
focal points I have had over the course of my studies.

In the final chapter I describe the four works I exhibited in the graduation show. How
they function and in some cases how they cease to work and how that led my evolvement to

become a much larger part of the exhibition than I had anticipated.



I like to think

(and the sooner the better!)

of a cybernetic meadow

where mammals and computers
live together in mutually
programming harmony

like pure water

touching clear sky

I like to think

(right now, please!)

of a cybernetic forest

filled with pines and electronics
where deer stroll peacefully
past computers

as if they were flowers

with spinning blossoms

I like to think

(it has to be!)

of a cybernetic ecology

where we are free of our labors
and joined back to nature,
returned to our mammal
brothers and sisters,

and all watched over

by machines of loving grace

Richard Gary Brautigan



I
The Spark

The spark that initiated this thesis was, amongst other things, the term fechnological
unemployment, and especially what happens when it is put into context with my work. This term
has its roots in the industrial revolution. With the invention of the steam engine, our collective
manpower was multiplied, triggering a chain reaction that led to a machine takeover in the
production sector. All of a sudden there were machines that could do labor intensive work that
before needed hundreds of workers to perform. As machines gradually gained automation the
need for human labor dwindled further and further. This trend has increased over the last two
centuries as technology has progressed. Today, some two hundred—odd years later we have
almost fully automated factories where robots autonomously produce consumer goods ranging
from cutlery to cars.

At present times there is a new revolution at large, not of the body but of the mind. As
computer technology has grown exponentially over the past few decades a new kind of machine
labor takeover is in its infancy. Machines are moving into the realm of knowledge-based work,
writing, translating, designing and so on and so forth. With artificial intelligence the machines of
today are starting to “think”, and are very quickly getting extremely good at it.

Deep Blue is an example of a thinking machine — a chess playing computer designed by
IBM in 1997 which defeated grand master Garry Kasparov. This was the first time in history that
a computer had defeated a world chess champion.! In hindsight, it seems very logical that Deep
Blue won. As can be seen by the many books written on specific moves and how to counter
them, chess is a game of strategy with clear-cut rules to it. Before Deep Blue won, playing chess
was “known” to be one of the realms where human intelligence reigned supreme over
computers.? Today this is exactly what we expect our computers to be good at.

In 2011 IBM struck again with Watson, question-answering software which won the game

' Monty Newborn, Deep Blue: An Artificial Intelligence Milestone, Springer, New York, 2003, p. 175 - 178.

2 Stephen Bronner, “Computer”, Chess in Popular Science, Vol. 248, No. 6, June 1996, p. 52.



show Jeopardy. Watson was pitted against the all-time top contestants, Ken Jennings and Brad
Rutter. Jennings holds the record for the longest winning streak in Jeopardy history: 74 shows in
a row. Watson defeated its human counterparts with an over three times higher score. In late
2013, IBM announced they were putting Watson to work, advertising it as a robust and flexible
customer service application that will revolutionize the relationship organizations have with their
clients. Customers will be able to get answers to their questions at any given time. Like the
automated factory, Watson needs nothing for its work; it requires neither sleep nor nourishment,
it is not a part of a union and takes no salary for its tireless efforts.

This got me thinking of Buckminster Fuller, and specifically something he said in a
lecture titled “Everything I know”. In his mind, human beings exceed at taking progress for
granted. He took as an example the first flight of the Wrights brothers. Before this first flight it
was generally presumed that man could not fly. It was at the time considered a silly idea that
human flight would ever be possible. After the news of this new flying machine broke out,
physicist around the world went on a crusade to expose the flight as spurious. Obviously they
failed to do so and today nothing seems more logical than to travel by air when long distances
are to be covered.?

This inherent human capability for hindsight may be a large contributor to technological
progression, but it can also be used to probe into the future — or at least while looking towards
the future we can use our hindsight as a reminder that the constraints of the impossible are
fabricated, made up of the predominant understanding or knowledge at a specific time and place.

At the same time as there are conveyor belts manned by robotic arms assembling entire
cars with minimal human interference, there are similar belts in most convenience stores around
the world — manned by humans performing the mindless task of picking up goods from the belt
and passing the barcodes through a laser before placing them on another belt. This seems
illogical and speaks on the issue at hand. It seems as if technology that mankind possesses is not

properly being applied, for unclear reasons.

3 Buckminster Fuller, “Everything I Know: 42 Hours of Buckminster Fuller’s Visionary Lectures Free Online”,
Open Culture, accessed December 8th, 2013: www.openculture.com/2012/08
ieverything i knowi 42 hours of visionary buckminster fuller lectures 1975.html,



The term technological unemployment fascinates me and has inspired me to think of
technological progress as something positive instead of negative. The topic proved to be too vast
and to have too many sides to go into it more deeply in this thesis. I choose to still bring it up to
serve as a tool to mirror my work and thought process. It gives a certain perspective of the

ideology I wanted to use as a framework for my graduation project.
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II

The Time Spent in the Studio
And, Some Thoughts on the Material

There is a thread running through and connecting my body of work. Although the works may
appear to be different, they have certain connections to simple low-fi technology in common.
The works are usually explorations of ideas and systems, often superimposed onto one another,
which spawns the final production itself. I have in the past few years been occupied mainly with
holy geometry, color theory, and other scientific theories ranging from Darwinian evolution to
string theory. There has been a tendency in my process to take focus points in a certain ideology
and superimpose it over something it was not meant for in the first place. The process of finding
“logical” connections between the two has made the course of making interesting and enjoyable
for me. I don't work in a specific medium; I rather let the idea and the development guide itself
to its embodiment in shape and form, be it sound, sculpture, canvas, video or something else.

I use a lot of found materials in my work. I reappropriate old objects, often parts of
broken electronics. I reassemble and breathe new life into them. My artwork is often functional —

almost tool-like — in the sense that it serves a specific task, most of the time to create a certain
atmosphere or a world around it in which it is contained. This world that comes into being is for
me the core of the work. Conveying its “truth” to me and hopefully to a broader audience.

When gathering materials I prefer to dismantle old electronics, printers, radios, record
players etc. I see the task of opening them up as a journey or an exploration into an unknown
world. It is almost ritualistic or ceremonial, hovering over a piece of equipment with a
screwdriver and starting to meticulously taking it apart, one screw at a time. The task is in many
ways similar to the butchering of an animal carcass. Every little thing that you take out has its
own purpose; it serves its own minuscule task in the grand scheme of the machine. Just like the
individual organs of the animal, the parts need each other to make up the machines particular
function. If one component is missing then the whole structure loses its function.

This task of separating the individual parts of the machine may unveil some of its
mystery to me, but the awe and the wonder of the machinery does not diminish, on the contrary it

deepens. If one completely disassembles every single part of the machine, we end up with raw
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material that in my mind seems to have no connection to the function it was made to perform.
When working with this type of waste material — and especially the electronic components
themselves — 1 find the fact that these objects are all derived from the earth very thought
provoking. For example metals or minerals that have been mined and worked to serve a specific
task in the component. The materials have been taken out of the earth and transformed into these
elaborate components, with almost no trace of their earthly origins.

Heidegger goes into this topic briefly in his essay on “The Origin Of The Work of Art”.
His perspective is quite interesting. In his mind the traditional great work of art uses earthly
materials as the concrete aspect of itself. The earthly material is full of ambiguity, mystery and
wonder which it brings into the art piece, where it shines forth radiantly, like the wood, stone or
metal in a sculpture etc. The material is molded or sculpted into shapes and forms but retains its
origins in some sense. In contrast the earthly material that is used in the production of
technological artifacts vanishes into the object itself, and the object into its serviceability or
usability.# For example the copper used in the windings of a motor and the aluminum used in its
casing disappear into the motor itself, and the motor disappears again into whatever task it is to
perform.

In this context it is interesting to contemplate how the guts of machines are hidden within
a shell. In a way their casing serves as the final layer to conceal the mystery or ambiguity of the
materials. The same can be said about operating systems, and especially Apple’s Mac OS, where
most of the actual functions of the system are hidden from view for the sake of simplification of
use. This cloaking of the functions and parts of the machine makes it a singular object in a sense,
like the skin of an animal it covers up the guts of the machine. It becomes an object and its core
functions become inconspicuous.

If Heidegger's thoughts and opinions of the earthly material is taken into context with my
work - or more generally with work that have machine parts as the concrete aspect of them -
things get quite interesting. In Heidegger’s mind the machine is stripped of the mystery that the

earthly material possesses, and I agree with him to a certain extent. But there is something that

4 Martin Heidegger, “The Origin Of The Work of Art”, draft of translation by Roger Berkowitz and Philippe Nonet,
2006, p. 29-30.
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happens when I open up a machine and probe its guts. It is to me similar to mining in some
aspects, although what I am after is not pure material but rather combinations of different ones.
These combinations make up different parts that perform specific tasks, which I perceive as
being closer to their origin when taken apart from one another. It to me adds even more mystery
when [ realize what material was used to make, say, a motor. Combining those specific materials
makes up an artifact that has the properties of the motor. This does not in my mind unveil the
mystery or the wonder of the materials. I choose to see it rather as an unveiling of human
knowledge (or how I perceive it to be made up). As stated before there are certain constraints
associated with living in specific time, or being immersed in the knowledge of that time. The
build up of almost random events leads to the possibility of the motor being constructed. These
events leading up to the discovery of the materials’ behavior or how they behave when they are
merged together is inherent in the motor. By examining the way the materials are woven together
one can to a certain extent perceive the buildup of knowledge it took to create the motor.

When I have reappropriated the components as elements of my artwork, I feel they bring with
them not only the mysterious origins of the material they are made out of, but also the wondrous
properties that these materials possess. At least the ones that have already been discovered at

present times.
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III

The Seedlings
Or, A Merger of Two Worlds

In the beginning I saw my project as an installation with a reference to the automatic factory. It
was to be based around the paradox of automation as means of production — how the automation
of machines and systems creates not only consumer goods and intellectual property but at the
same time leads to unemployment. I saw the installation as having a utopian front with a
dystopian undertone.

In the process of researching and writing this thesis my perspective shifted away from the
political and economic side of the debate towards the question of what implications it might have
to incorporate automated production into my own work. I had already begun a project as a part of
a research course that dealt specifically with that question. It started as an inquiry into
autonomous farming, more specifically a type of hydroponic gardening. It was to be the first
three-dimensional manifestation of my inquiries into weaving automated production into my art
works. The piece was to become a completely artificial environment to cultivate crops in. This
environment was to be built out of scrap parts found in e-waste. Two poles that seem to be totally
opposite, toxic artificial waste and vegetable crops for human nourishment. The research,
however, led me in a different direction. The work and its focus went into a state of

metamorphosis and became something completely different to what I had originally planned.

3.1 This Might Take a While

In the middle of the semester I was offered to participate in a group exhibition in Asmundarsafn
where the work of eight contemporary artists were exhibited along side Asmundur Sveinsson’s
sculptures. The sculptures by Asmundur displayed in this exhibition were made in the 1960s
when he was moving away from the figurative approach that had previously characterized his
works toward a more abstract approach, using disregarded materials from his time like old metal,
glass and wood. I saw a strong correlation between his metallic work and my research project, in
the sense of the use of garbage, but at the same time I started thinking about how disregarded

materials have evolved since his time. These materials, mainly metal and glass, seem indistinct
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and untraceable, but in some of his works the main focus is on a part of a machine with
geometric lines drawn around it out of copper or other metals. In these works his emphasis is on
the origin of the part, without trying to mold or sculpt it. These bits of technology stood out for
me in his work. It led me to do a comparison of the waste material of his time versus what I was
working with and its potential.

Looking further into his work and ideology I found a frame of reference I was interested
in following up on. Mostly his ideas on technology and art; Asmundur stated in an interview that
if technology did not merge with art it would not survive as a predominant part of our worldview.
This merger is not necessarily obvious in the sculptures themselves, but is seen more clearly in
their titles, like Space Yearning (Geimpra) and X-ray Memorial (Réntgen minnisvardi).

Part of accommodating this new influence I was under, was the fact that the parts I was
“mining” for, in old printers and scanners, were asking to become something other than the
garden. This altered the focus of my project from the autonomous growing to an automatic
sculpting machine. This machine was built with the X-ray Memorial by Asmundur as a
reference, mimicking its shapes and forms. It is made out of similar materials for the most part
with one big exception — I also used water, more specifically saltwater. The machine is a kind of
printer that over the period of the exhibition, roughly 3 months>, prints a salt sculpture. I chose to
call the piece This Might Take a While referring to the time it would take to form the salt
sculpture. The sculpture was ready when the machine finally came to a halt, when the gears and
motors had rusted up from the exposure to the salt. This was however not the case, some parts of
the machine did indeed cease to function properly but not all of them. This in the end led to the
salt accumulation being washed off the machine a few days before the finissage. The machine
had rather poetically reset itself to its original state with only minor clues to the four month
period of dripping salt water on itself.

To some extend the project failed, or at least did not convey what I intended in the first

place, as it did not shed any light on the paradox of the autonomous production line. There were

3 | have never seen figurative electricity, curators Kristin Dagmar Johannesdottir and Klara Porhallsdottir,
Asmundur
Sveinsson Sculpture Museum, 18. Jan - 27. April 2014.
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however, other aspects of it that fascinated me even more than what I had set out to explore. I
discovered certain poetic elements within the piece that I hadn’t expected. It manifested itself in
the movement of the parts, in their repetition, the building up of the layers of salt and the sinister
and tragic destiny facing the machine, its unavoidable demise. In the end I thought it fit better
into the context of my earlier exploration of the Darwinian theory of evolution, in which I set out
to explore the possibility of applying the crisis as an accelerator to my art practice. A crisis will
accelerate the evolution of species by natural selection.® Forces in a particular species
environment will shape its evolutionary course. In a similar way a crisis can have this
accelerating effect on human invention. History shows that in time of turmoil and human conflict
the process of innovation is sped up to feed the war machine. This shift drove me to the
conclusion that I could fold the two projects together to form the spawning grounds for the
graduation exhibition. I wanted to incorporate elements from the project I did in Asmundarsafn

with the outcome of another project looking into evolution.

3.2 Waiting for Mona Lisa

In the evolution project I came across the term modular repetition, fundamentally repeating a
process with a slightly different outcome. This term kept coming back to me again and again. It
eventually led me to a mathematical term called brute forcing. Brute forcing is a method of
mathematical proof where the statement to be proved is split into a finite number of cases and
each case is checked to see if the proposition one sets out to proof holds.”

In this context an idea came to me that I wanted to revisit and realize in my graduation
exhibition. I combined it with the outcome of the experimentation I did with applying elements
from the autonomous production line to my artwork. I saw a possibility open up — to use this
method of brute forcing in the finite space of digital imaging. By making a computer program
that exhausts all possible combinations of pixel colors and shades. This software will be ever

morphing the medium of the computer display, and in rare moments an image will appear that is

6 Charles Darwin, On the Origin of Species by Means of Natural Selection, D. Appleton, New York, 1869, p. 418.

7 James Tanton, Encyclopanto of Mathematics, Infobase Publishing, New York, 2005, p. 54.
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recognizable by a viewer as a representation of the known and the unknown, the seen and the
unseen, the thinkable and the unthinkable. I wanted to dig deeper into this phenomenon and see
where it would lead me.

A pixel is a physical point in an image, or the smallest addressable element in a display
device. Digital imaging produces representations by manipulating a tightly arranged array of
pixels. A finite number of horizontal and vertical rows build up the image, the greater the number
of rows the higher the resolution of the image.® The plane formed by the pixel array resembles
that of the woven textile. In the case of the fabric the bumps and grooves make up a pattern
similar to the pixel array. It can be woven in a way that makes up an image, but that image is
static, whereas the digital image can be manipulated into morphing from image to image.

In 4 Thousand Plateaus Deleuze and Guattari refer to the woven textile as an example of
striated space; a space that is made up of lines between two points, a space with borders. In
comparison the space of felt, where there is no separation of threads, has only an entanglement of
fibers. Felt is in principle infinite in every direction hence it is a smooth space with points in
between lines.’

I see a correlation between the woven fabric and the array of the digital image. Both
share the properties of having borders and both are made up of horizontal and vertical lines. In
my mind the physicality of the display device falls under the category of the striated space.
However the images represented on it seem not to. They share common borders with the screen
they are displayed on but only in two of the dimensions. They seem to have a third dimension

inwards, that has more in common with the smooth space.

No sooner do we note a simple opposition between the two kinds of space then we
must indicate a much more complex difference by virtue of which the successive
terms of the oppositions fail to coincide entirely. And no sooner have we done that

then we must remind ourselves that the two spaces in fact exist only in mixture:

8 Achille Carlo Varzi and Laure Vieu, Formal Ontology in Information Systems, 10S press, Amsterdam, 2004, p.
301.

? Gilles Deleuze and Félix Guattari, 4 Thousand Plateaus: Capitalism and Schizophrenia, translation by Brian
Massumi, University of Minnesota Press, Minneapolis 1987, p. 475.

17



smooth space is constantly being translated, transversed into a striated space; striated

space is constantly being reversed, returned to a smooth space.!?

The core of this project is a computer program that morphs an image by the method of brute
forcing. I will try to explain how with a simple analogy. Envision a bike lock with three wheels
in a row. Each wheel has ten numbers written on it, zero to nine. You know that there is one
combination of numbers that will open the lock. It is easy to calculate how many combinations
are possible: ten to the power of three as there are ten numbers on each of the three wheels. That
gives us one thousand possible combinations. Start by setting all the wheels to zero. Now spin
the wheel on the far left from zero to ten. Once you have finished that, set the middle wheel to
one and spin the far left wheel again. Continue this process until you exhaust all possible
combinations of numbers. Eventually you’ll come across the correct number combination to
unlock the bike. But in the process you also found all of the numbers that did not. Now envision
exchanging the numbers of the wheels for all the colors of the visible spectrum. Add more
wheels to the row. Copy the row down a few times and you have an array of color wheels. Now
start the same process of exhaustion again. Spin the far left wheel in the bottom row until you
come a whole circle. Move the wheel to the right of it from one color to the next and spin the
wheel to the far left again. Continue this process until you have exhausted all possible color
combinations of the array.

This is the fundamental aspect of the software. It will, in a similar way to the bike lock,
exhaust all possible combinations of pixel colors and shades. In the process it will stumble upon
all conceivable images, a digital representation of every frame of any movie that has been or will
be made, every painting painted, any photograph taken and all other conceivable digital
representations, and all of them from every possible angle and distance. There seems to be
infinite possibilities of images, but that is not the case. The same simple formula we used to
calculate all the possible number combinations of the bike lock applies here too. The number of
images is however extraordinarily large. It is on a cosmic scale. It seems as if there is a

contradiction between reason and imagination in a sense. By the virtue of reason calculations can

10 Gilles Deleuze and Félix Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, p. 474.
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be made to get the number of images in question, the human imagination is however unfit to
exhaust them. They are finite on one hand but at the same time seemingly infinite on the other.

It is hard to imagine that all representations can be contained in a finite space and time.
The computer program morphs the medium non-stop, without acknowledging a particular
representation at any given time. On its own it doesn’'t know if or when a recognizable image
has appeared on the display. It needs the participation of a viewer to judge it. The program itself
is however making the images. But could it be said that this process is a creative one? In
“Minimally Creative Thought” an article by Dustin Stokes, he contemplates whether a computer

and its products can actually be creative.

...we do not (properly) attribute creativity to an unusual array of cracks in a rock
wall or to the image of a mythical creature in the clouds. If, however, we come
upon an abandoned artifact of some sort, say a painting, we might attribute all of
the same properties plus creativity. Withholding an attribution of creativity in the
first case and allowing for it in the second depends upon the same criterion. We
see the cracks and clouds as lacking in any marks of agency; while the painting

betrays the fact that it depends upon agency. We are willing to call the second, but

not the first, creative.!!

In Stokes’ mind one cannot attribute creativity to a computer unless one attributes agency
to it. In other words one has to be able to hold the computer responsible for its actions if one
wants to say the computer or its products are creative. I agree with Stokes on this matter. I don't
see computers as creative, no more than I see a paintbrush or any other tool as being creative for
that matter. A computer is a tool, and its products are in my mind the products of the person that
uses the computer.

One of the aspects of the software that fascinates me is the fact that one could calculate,
to a certain degree of certainty, when a particular image will appear, a brief moment in time
when for a second all the right colors will be in all the right places to form a recognizable

representation. The time it takes the computer program to exhaust the pixel combination is also

' Dystin Stokes, "Minimally Creative Thought”, in Metaphilosophy, vol. 42, no. 5, 2011, p. 660.
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easily calculated. It happens on an unimaginable timescale. The sun will become a red giant,
expand and consume the whole solar system long before the program will finish its
computations. The fact that it happens on this timescale means that no one will ever see all the
representations, not even a microscopic portion of them. The pyramids were built approximately
4500 years ago. Humans are thought to have been around for 200.000 years. The sun will live for
another 6.5 billion years. But all of these timescales are dwarfed by the time it takes to brute

force through the pixel array. It speaks to our mortality, and finality in general.

3.3 Spawning

The merger of these two thought processes has proven to be a fertile ground for incubating more
works of a similar nature. These two projects are arguably not that far from one another, but they
started at vastly different points. Maybe the fact that the end product is similar, although not
quite of the same nature, is due to my tendency to take decisions that lead me to the same old

path.
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v
The Exhibition:

die Einfiihrung der Hausmeister

I set out to explore the implications of applying the ideology born in the industrial revolution to
my works for the MA exhibition. Rather than focusing on the outcome of my labor as the core of
the works I tried to create ideal conditions for them to both incubate and materialize in, by
writing and/or manipulating computer programs that use their output as an input hence creating
open ended feedback loops that generate the works. These loops are similar in nature but all of
them have different manifestations. Then in an attempt to remove myself further away from the
equation I put together machines that visualize the software’s outcome. The idea was that this
method would free myself from the process and therefore provide me with space for other
explorations, and at the same time cause a devaluation of the end products themselves. This
process would in turn, mirror my views of automation of the means of production, that amongst
other things it frees up space for, dare I say more important undertakings, and at the same time
lowers the end products value by minimizing direct contribution from myself to the production.

This near utopian idea of mine, like so many other utopian ideas for that matter, failed
utterly. Not only was the task of designing and implementing the incubators daunting, but after
constructing them and putting them to work I also found myself becoming a servant to the
process. On the contrary to what I had set out to achieve I now had to spend a considerable
amount of time maintaining and feeding the machines. My utopian vision had turned into a semi
dystopian one. This, in a way shifted the focal point away from what I set out to explore towards
the incubators and the processes themselves. Away from what automation brings to the table or
rather what it removes from it and the devaluation of the end product, towards the physical and
in some cases the metaphysical aspects of the works.

Four pieces were actualized for the exhibition. First up is a drawing machine I called
Drawing Lines. It produces six copies of an image over the course of the exhibition. The image
was made by manipulating a computer software to form a feedback loop that takes an image as

an input, manipulates it, spits it out and uses the outcome as an input again. This process was
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then repeated until I found the outcome aesthetically pleasing. The functionality of the machine
has declined rapidly since the opening of the exhibition and despite my best efforts to keep it
running it is still diminishing. This process of deterioration can be observed in the drawings, how
their flaws become ever so more apparent.

Another piece that shares many aspects of the core process of the drawing machine is a
text-based work called A/l Things Considered. In a similar way it is a manipulation of software
for a feedback loop - but instead of images being fed through, this one manipulates text. The
input was a computer-generated placeholder text that was manipulated into a new text block,
which was then in succession fed back into the loop. Inherent in the first text input is a trajectory
that the process follows, if the same input is fed in twice the same outcome will appear. At first [
saw this as rays of light, where each source text input had an endless linear trajectory from its
origins. It was not until some time after the opening that it dawned on me that it could not be so.
I realized that rather than being linear trajectories they would have been slightly bent, forming a
gigantic closed loop.

A similar closed loop appears in another work Waiting For Mona Lisa, where the pixel
array of a computer display is brute forced to form all images representable on the screen. It is of
a more conceptual nature then the other works for the exhibition, as it mainly takes place in the
mind of the viewer. As mentioned before, brute forcing is a daunting and time-consuming task
that takes place over billions of years, on a parallel time scale to the formation and inevitable
decline of the universe.

The fourth piece is a continuation of the salt water work I had exhibited in Asmundasafn
earlier the same year. | gave it the same name This Might Take a While. It is also based on a
closed loop but it has less influenced outcome then the other ones. The salt water plays a
significant role in the manifestation of the end product. It flows in whatever direction has the
least resistance and in the process maps out its route. The water evaporates, leaving the salt
behind to form a landscape like trace.

The works are in direct and indirect dialogue with one another. Within this dialogue the
works form a constellation that was broken up by their placement in the museum space. This

separation caused the weaker and more fragile works to become insignificant within their new
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context, while the stronger ones rose to a stature that I did not intend for them. In my mind they
would have achieved a state of equilibrium by occupying the same space, i.e. by being exhibited

together the works would have made a more balanced whole.
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Conclusion

In this thesis I have examined my thought process and art practice in an attempt to better
understand myself as an artist and that exploration for understanding has been my main drive
while working towards the graduation exhibition.

In the first chapter of this thesis I explained the spark, or the first idea that I set out to
explore, which was based on the term technological unemployment. The term inspired me to
think of technological progress as something positive instead of negative. Although I decided not
to explore this idea further I felt it was a necessary background for my work, which needed to be
accounted for.

My time spent in the studio was the focus of the next chapter, where I used Heidegger's
ideas on the material aspects of works of art to shed light on my own use of materials. I found it
interesting to take his thoughts into account when thinking about the mechanical parts I remove
from the guts of machines. In contrast to Heideggers interpretation of earthy material in art
works, which always shines forth, the earthly qualities of the material used in the production of
technological artifacts disappear as the material vanishes into the object itself, and the object into
its usability.

In the third chapter I explained how the ideological background of two previous works
proved a fertile soil for the works I made for the MA exhibition. In this chapter I reflected on
how the term technological unemployment on the one hand, and Darwin’s evolution theory on
the other, have inspired my research and development which lead me to new topics of study;
modular repetition and brute forcing.

In the fourth and final chapter I discussed and reflected on the four works I made for the
MA exhibition. In these works I explored my ideas further, but as before my discoveries were
other than what I had anticipated. The two sidedness of technological progression has bother me
for some time now. Rather then seeing the technology as the culprit I look towards our social
structure in whole, the fact that people do not have the right to exist but rather the right to earn
the right to exist by working. In my mind this will become a great dilemma in the near future as

technology gradually takes over the service sector and a large part of knowledge based work.
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These issues however, did not get conveyed in my project, as I had hoped and thus failed to
fulfill their intended role.

The failures of these experiments became in some way more interesting to me then what [
had expected to find on this journey. I had anticipated a more drastic consequence of integrating
technological unemployment into my process. Instead of facing unemployment while the
machines took over my role as creator I suddenly found myself at their service. It was an
interesting twist. The rapid deterioration on some of the pieces also added a layer that I found
fascinating. I want to work further with intentionally integrating deterioration into my works in
the future.

But perhaps the path of discovering something other than previously expected is exactly
the beauty of being an artist. Perhaps the restless feeling of not succeeding completely is what
keeps artists on their continuous quest for answers; this continuous exploration without ever
finding the right answer, just new and new questions, is perhaps what art is all about. I, for my

part, know I will continue searching (for the right questions).
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2014
Ragnar Mar

Drawing lines

Metal, wood, plastic, paper, pen, motors,
computer, smoothieboard '
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Ragnar Mér
All Things Considered

Ociloscope, amplifier, speaker, ipod









2014
Ragnar Mar
This Might Take Awhile

Wood, metal, motors, glass bottle, salt water, arduino, heat lamp
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2014
Ragnar Mér
Waiting For Mona Lisa

Computer, computer display, software
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