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Abstract 

 

The experience of reality can be complicated and ambiguous: our perception of time is not 

always in a linear order, and the imagery we see is not objective – they are subjective in 

the way that they are reflections that go through different mediums before making sense or 

not to us. Our mind makes associations with pre-existed concepts to explain the unfamiliar 

and the abstract.   

During the in-between psychological and perceptual state, such as the moment right before 

or after falling asleep where one is shifting between dreaming and being awake, our 

experience of reality can be obscure and fascinating.  It is a fusion of our conceptual, 

actual, perceptual, and alternative realities. These realities consist of imagery from our 

surroundings, memories, imaginations, and hallucinations.  

Time is assembled by sequences of moments, and a moment is not a fixed unit but rather a 

potential space for all possible things to happen. And it is the glitch, a disruption in the 

perception that occurs in the transition of moments, that allows the mind to travel through 

different realities,  generating new meanings to enrich our understanding of our lived 

experience as a perceptual being. 
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Introduction 

 

In this thesis, I am going to explore the concept reality and how we perceive, experience 

and comprehend the different realities.  

This writing is conducted in the way that it runs parallel to my art practice and it is 

composed of concepts, theories, mythologies, metaphors, analysis of artworks of my own 

and others, free-flowing of personal memories and contemplations, which might seem 

fragmented even though they are interconnected. It is intended to provide a contextual, 

philosophical and informational ground for my general artistic practice and MA degree 

project, in the way that the viewers can apply alongside what subjectively resonates and 

inspires them to construct their interpretations.  

The first half of the thesis focuses on the ambiguity of seeing and knowing, which brings 

out the idea of multi-realities. I will start by narrating a personal in-between experience 

that leads me to question how we experience reality, and how we use the term reality, 

which is the beginning of my artistic research. In the following chapter, I will talk about 

the limitations of our knowledge and how we comprehend the unknown using pre-existed 

concepts, which is an attempt to explain my own experience and in general a specific 

human cognitive behaviour. I will then distinguish and elaborate on different kinds of 

realities that I think will be helpful in terms of expression. Using these notions, I will 

further explore the ambiguity of seeing and knowing with various references in theories 

and metaphorical subjects, which have inspired the themes and the use of materials in my 

art practice.  

The latter part of the thesis will focus on the potential in-between space that exists between 

different realities and how it can be created through images. I will bring in the concept of a 

glitch as an essential trigger to bridge different realities together, and this connection is 

made possible through montage, which is the method I use in my art practice and in the 

writing of this thesis to bring the research into the field of art-making. And I will talk about 

the moment as a medium for a glitch since the perception of time plays a vital role in our 
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experience of realities, and time is also a key element in my art practice to create an 

experience of a glitch.   

The last chapter is a reflection for my MA degree solo show, in which I intended to apply 

the research in this thesis into practice. Through creating the artwork and contemplating on 

its outcome, I wish to be able to reach a conclusion for my MA degree research that can 

lead me to potential further development.  
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Hypnopompic 

       A moment that has been lingering in thought, leading to a curiosity of reality  

 

 

 

I constantly think of a specific moment in my childhood.  

 

It was in the middle of the night when I woke up feeling dull and heavy in my body and 

my head. I looked to the corner of the room and there was a white towel lying on the floor. 

Suddenly, the towel appeared to be moving. It started to move faster and faster, turning 

into a white fox with sharp eyes that was moving towards me. I was panicking, but my 

body wasn’t able to move. I closed my eyes, hoping to escape by falling back to sleep 

again. 

 

I remembered it felt so real. But it was probably just the vivid imagination of a small kid 

triggered by the fear of darkness; or perhaps, I was in the in-between state of not being 

fully awake. Did I see it with my eyes, or with my mind? Maybe it was the heat of summer 

that made my vision blurry and my head chaotic… or was it winter? Was it true that I 

couldn’t move my body, or was I too scared to move? And was the towel moving towards 

me, or in a circle? I couldn’t really tell. I have mixed up my memory with other experience, 

imagination, exaggeration and it is already distorted. 

 

In fact, the more I think about it, the event itself feels further away and becomes more 

obscure. Every time I try to remember, I distort it more. Every time I describe it, the image 

of the event changes. The event has been modified by the reconstructed image in my head. 

It has gotten more complicated so it is no longer a simple piece of memory. 
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This event keeps popping up in my thought, and recently I started to take it seriously and 

approach it as something inspiring. Hypnopompic1 is the state where one is not yet fully 

awake, still between dream and reality. This is an in-between state of ambiguity, a grey 

area of consciousness and logic. The body is still trying to wake up and change its mode, 

but a person can get confused while recovering from the dreamscape.  It leads me to 

question how we experience reality, and what are we actually talking about when we are 

using the term ‘reality’. Are we talking about one single reality? Is reality just a linear 

lived experience? Is the imagery we see always objective?  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                 
1 Wilse B. Webb and Rosalind D. Cartwright, ‘Dream: sleep experience’, Encyclopædia Britannica, inc. 

https://www.britannica.com/topic/dream-sleep-experience, Last updated: March 07, 2019. 

https://www.britannica.com/topic/dream-sleep-experience
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Soft shell 

            the vulnerable state of not knowing 

 

 

The ancient Chinese described the natural phenomena of a lunar eclipse, as the event when 

the giant Tiangou (a creature translated literally as ‘the dog of the sky’ but was described 

as a fox-like animal with a white head and black body) swallowed the moon.  

 

In one version of this mythological story, Tiangou was originally a human female who was 

turned into an animal by the Emperor of the Heavens, due to a sinister prank she had pulled 

on the monks; she had replaced the vegetarian filling in their bread with dog meat. After 

she was turned into an immortal monster, she expressed her hatred and anger by 

swallowing the moon and the sun for all the light to disappear both in the heavens and on 

the earth, hoping the world would become total darkness.  

 

When the eclipse happened, the ancient Chinese played drums and gongs loudly trying to 

scare her away. The moon indeed came back again. They believed that the dog of the sky 

vomited the moon and ran away due to the distraction of the noise. As a result, they made 

this (false) correlation between the occurrence and the ending of the eclipse in relation to 

the actions they took. They believed they had found a solution to this horrific crisis. Thus, 

even though the dog of the sky kept coming back from time to time to eat the moon, she 

would always run away when they began to produce loud noises. She never succeeded in 

taking the precious moon away from them.  

 

The ancient Chinese created a make-believe story to comprehend something that was 

beyond their knowledge and conception of reality. The meteorological phenomenon was 

then reconstructed in their mind using subjects, concepts and narratives that they already 
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knew; hence, it became familiar and understandable to them. An evil woman was punished 

and turned into a giant dog that is trying to eat the moon, but she was afraid of the loud 

sound from drums and gongs. Now everything made sense. 

 

Similarly, parhelion, the meteorological phenomenon of the appearance of three suns2,  has 

the name ‘Sun dogs’, a myth which is believed by some to originate from the constellations 

from Norse mythology. 3 The myth tells of two dogs or wolves who are chasing the sun 

and moon one after another. For a world that is far above them and beyond their physical 

reach, the ancient people tried to bring the sky down by making associations, assumptions, 

and connotations that could link those phenomenons to their personal life. Whether or not 

the ancient indeed believed this, or that their actions, like in the case of the ancient 

Chinese, helped to solve the ‘crisis’, they made this association so that the unknown 

became the familiar. Perhaps the meteorological events which they didn´t understand at the 

time became less scary and they would feel like they had some idea of how to identify and 

deal with them. In a way, it gave them hope and a sense of power when confronting the 

unknown nature.  

 

Our mind, perhaps, is constantly ‘helping’ us to orient ourselves in a world full of 

unexplained mysteries and chaos. It is helping us to change the uncertainty into something 

we already know. Maybe we are afraid of the possibility that we are never going to fill in 

this void of not knowing but simply tear it larger and larger? Now that modern human 

beings understand the phenomenon of the eclipse we are no longer terrified by it or see it 

as a sign of the apocalypse. However, with the increasing knowledge of the world above, 

we are led to further questions that await answers. The ancient Chinese with minimal 

astronomical knowledge limited their worries to a giant dog losing her temper from time to 

time, while the modern human-beings are staring anxiously into the abyss of the infinite 

                                                 
2 Parhelia is an atmospheric phenomenon referring to when the sun has two bright spots of light on its left 

and right side, making it seem like there are three suns in the sky. This phenomenon was depicted and 

described in historical documents, such as the Book of Miracles, a 16th-century German manuscript that 

documented ‘supernatural phenomenon’ and regarded them as messages from God with apocalyptic 
connotations. 

3 Jonas Persson, ‘Norse Constellations’, 2003. http://www.digitaliseducation.com/resources-norse.html 
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universe.  It is hard to say whether the modern human being is any closer to a ‘real truth’4  

then was the ancient Chinese.  

We do not always understand what we are seeing, and what we are experiencing. The 

experience and comprehension of reality is a complicated matter that involves psychology, 

perceptions, cultural connotations, ... and thus, the way how we use the term reality in 

linguistic applications is as ambiguous as reality itself. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                 

4 Here I’m referring to a common belief that science can help us find out the origins of the universe and the 
beginning of life, that with more advanced scientific knowledge human can eventually seek out the truth of 

the world.   
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Parhelia 

              multi-realities 

 

 

I see the depiction of the existence of three suns as a metaphorical image for multiple 

realities. Since there is only one sun, we refer to it as the sun, instead of a sun. The reality 

that we are living in would be severely altered and distorted if three suns were to appear at 

the same time. It would be is as if there were three realities. 

 

When we are talking about reality, we might be describing different layers of realities, or 

different angles of lived experiences. Perhaps, it would be helpful to come up with a few 

terms, to look deeper into the possible varieties of reality. By doing so, it can be easier for 

me to talk about this subject throughout the thesis.  

I will focus on talking about four examples of them that I have come up with. These 

realities are not distinguishable from each other; they can be intertwined and overlaid. 

They are fluid concepts and definitions. I will explain the concept of each reality and how 

it differs in terms of our living experience or perceptions. Throughout the thesis, I will 

bring up these concepts and terms as I constantly recontextualize them.5  

 

           Mundane reality  

Mundane reality refers to the actual everyday activities that construct our days and we 

comprehend it with reason and practical skills. This is the reality that we are most familiar 

with and it is the reality that we experience under a fixed time system–seconds, minutes, 

days, weeks, months, years–People often seek material achievements and order in this 

reality. Mundane reality refers to the things we experience and how we can experience 

                                                 
5 This is not a complete system that I’m proposing, but merely a gesture and an attempt to elaborate further 

the complexity and multi-layering of reality.    
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different emotions and feelings when experiencing the same event over and over again, 

such as the daily gesture of looking at a pond of water. 

 

              Perceptual reality  

Perceptual reality is the reality that is experienced through our sensory perceptions, such 

as how we see, sense, feel, and interact with things. It puts focus on our physical body as 

an agency that enables us to feel through our vision, smells, tastes, and movements. 

Perceptual reality is based on the physical and material elements that surround us, and 

how we experience the world through our body which is part of the natural, material 

setting.  Time is experienced not according to a certain range on the time scale, but through 

the sensations and movements of the body.  

 

             Alternative reality 

Alternative reality is a mental world built from the fragmentations of the mundane reality 

and the stimulation or reenactment of perceptual reality, and it is extended into the realm 

of unconsciousness. The information we received and created are collaged together 

constructing a new form of reality, either randomly or following6 a hidden reason. It can be 

composed of pieces of memories, dreams, reveries, or hallucinations. These mental 

imageries can be very convincing in terms of perceptions, sensations and emotions, but 

they are often distorted, enriched and modified. We might obtain new realizations about 

ourselves and the surrounding world. In this reality, the time system is disrupted and 

events are not necessarily in a linear structure.  

  

                Conceptual reality 

Conceptual reality is the reality we establish using what we know, interpretations and 

learned experience. History, social environment, cultures, mass media and social media are 

contributing to the formation of this reality. It is very often how we view the world and 

                                                 

6 The mental imagery is derived from our living experience and other external influences. At the same time, 
they might reveal some desires, thoughts, memories, experience that are suppressed, as suggested by 

psychoanalytic theories.   
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how we think the world is and how it functions. Sometimes we use this conceptual reality 

to explain things that we do not yet comprehend.  

 

 

The attempt at distinguishing different reality reminds me of the work ‘One and Three 

chairs’ by Joseph Kosuth (figure 1). The work consists of a chair, a photograph of the chair 

and an enlarged dictionary definition of a chair. By placing these three presentations of the 

same object together, the work provides the viewers with three versions of (the same) a 

chair and each of them have their own form and characteristics.7 In fact, the viewers are 

looking at three different realities of a chair - the actual, present, physical reality of the 

chair; the documented reality of the chair, which is a technical image 8 that captures a 

particular moment of the object in the past; and the conceptual reality of the chair.9  

Viewers experience these three realities differently. They can see an actual chair with their 

eyes from different angles and they can touch or use it. What they see in the photograph is 

the chair from a particular angle, a particular frozen moment, with which the viewers can 

not have tactile interaction. And due to the properties of the camera and lighting condition, 

the features of the chair in the photograph might be different from that of the actual chair, 

such as colour. When experiencing the text, viewers walk closer and read the description, 

which leads to associations and resonance within the viewers’ own understanding of a 

chair.  

 

 

 

 

 

 

 

 

 

 

 

 

                                                 

7 ‘Art and artists: Joseph Kosuth’, from the website of MoMA. 

https://www.moma.org/collection/works/81435 

8 In the later chapter Dark Pool, I will further elaborate on the concept of the technical image.  

9 I called it the conceptual reality of the chair because a dictionary definition of an object represents how we 

identify, categorize, and understand an object. It is what we know about the object.  
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[figure 1]Joseph Kosuth, One and Three chair. 
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Dark pool 

             the ambiguity of seeing and knowing  

 

 

Images contribute primarily to our understanding of the world. However, images 

themselves are never objective in the sense that the act of looking at images, the medium 

through which we look at images, as well as the methods we used to produce images, are 

all subjective to a certain extent and generate abstraction of the reality we are experiencing.  

 

           the reality of reflections  

The reflective surface provides us with a pause, a moment to be face to face with 

ourselves. It is a moment of self-confrontation, realization, or appreciation when we look at 

the reflections of ourselves. The idea of staring into ourselves can be complicated if we 

take into account how we are able to do so. 

Fernando Pessoa wrote in his book The book of Disquiet10 that “Man shouldn't be able to 

see his own face - there's nothing more sinister. Nature gave him the gift of not being able 

to see it, and of not being able to stare into his own eyes. Only in the water of rivers and 

ponds could he look at his face. And the very posture he had to assume was symbolic. He 

had to bend over, stoop down, to commit the ignominy of looking at himself. The inventor 

of the mirror poisoned the human.” 

 

Indeed, with the modern mirror which offers clear reflection, one can see his own face, 

stare into his own eyes, talk to himself, and learn about every detail of his face. The 

simultaneity and intimacy of it make this form of reflection unique. We can change the 

mundane reality of our face (we can put on accessories or decorations, change facial 

                                                 

10 Fernando Pessoa, The Book of Disquiet, ed.Richard Zenith, New Ed edition (New York: Penguin Classics, 

2002). P.389 
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expressions, change the reflective medium, or change the environment and lighting 

condition etc.) - and the perceptual experience of looking at our faces change too. We 

generate a new image of ourselves every time we look at ourselves differently and we 

build up the perceptual reality of how we view ourselves.  

 

However, one might experience a sudden disconnection with oneself while staring into the 

mirror11. It occurs to me very often that when I stare into the mirror for a long time, I start 

to feel unfamiliar with the face I’m looking at. Also, the image we are looking at is reverse, 

which affects our perception of ourselves. The image of I that I’m most familiar with, is a 

reverse image of how I look like in real life or in the eyes of others who can stare straight 

front into my face. I also notice a sudden inability to recognize a person when I look into 

the mirrored image of him, whose actual face I’m familiar with. I also notice I feel all of a 

sudden not familiar with a person when I’m looking at the mirrored image of him/her on a 

reflective surface.  

 

Each mirror is slightly different in its reflective nature. We can look fatter, taller, or with a 

slimmer face. In fact, the image in the mirror is no way absolute and objective. In fact, we 

will never be able to see ourselves objectively. Thus, When Narcissus fell in love with his 

reflection in the water, he was actually falling in love with a distorted, unstable and blurry, 

not to mention a reversed image of himself. 

 

The image of ourselves is obtained from secondary capture, that it is not obtained directly 

but through a medium. The first capture takes place when we capture directly the light 

reflected from the surface of an object into our retina for the brain to process as an image, 

such as looking at a tree by a lake. The secondary capture is detached from the physical 

object itself but obtains the light of its information through a specific medium, such as 

looking at the reflection of the tree on the surface of the lake.  We are not able to stare into 

our own eyes or look straight at our own faces. We learn about our own physical features 

through reflections, photographs, video images. These images are produced through a 

certain medium, such as a mirror, a camera, a video camera. And due to the different 

                                                 
11 Here is where a glitch can happen, which is a concept I will elaborate on in the later chapter.  
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characteristics, conditions of the medium, the produced images are more or less distorted, 

biased or modified.  

 

Rudolf Arnheim described in his book ‘Film as Art’12, how the visual reality of a cube 

changes according to the position of our sight.  

‘If I see, for example, merely the four sides of a square, I have no means of knowing that a 

cube is before me, I see only a square surface. The human eye, and equally the 

photographic lens, acts from a particular position and from there can take in only such 

portions of the field of vision as are not hidden by things in front.’ 

There is no way to see the six surfaces of the cube at the same time. In fact, we can only 

ever see three sides of them at any given time and angle. The limitation of the human eye, 

in a similar way as the camera lens, seems to determine our subjective and shifting view on 

what we are seeing, what we are experiencing and what we can get to know.  

 

The feeling of being unable to see the reality the way it is, is expressed through the phrase 

‘Through a glass darkly’. ‘Through a glass darkly’ is a phrase that originated from the 

Bible13, adopted by many14 to indicate the obscurity of reality as if we see the world 

through a piece of dark glass. In the ancient time, mirrors were made of materials that were 

less reflective, such as brass which requires constant polishing or thick dark-coloured 

glass. The images from these mirrors appeared particularly indistinct, imperfect and blurry. 

This phrase ‘through a glass darkly’ regards a piece of mirror as a ‘seeing’ medium to seek 

the clear illustration of life itself, but due to the imperfection of the material it fails to do 

so. However, a mirror activates an act of concentrated seeing, it also leads to many 

interpretations of the mirror as a medium or a portal to alternative reality, such as a scrying 

                                                 

12 Rudolf Arnheim, Film as art, University of California press (Berkeley, Los Angeles, London: 2006) 8-10. 

13 For now we see through a glass, darkly; but then face to face: now I know in part; but then shall I know 

even as also I am known. (1 Corinthians 13:12 King James Version (KJV) 

https://en.wikipedia.org/wiki/1_Corinthians_13#%22Through_a_glass,_darkly%22 

"Bible Gateway passage: 1 Corinthians 13:4–8 – King James Version". Bible Gateway. Retrieved 2018-10-

06. 

14 An example is the Swedish filmmaker Ingmar Bergman, who titled his film ‘Through a glass darkly’ or 
‘såsom i et spegel’ in Swedish. In fact, the Swedish translation used ‘spegel’ which literally translated as 

‘mirror’, unlike the English phrase where ‘mirror’ is phrased as ‘glass’.  

https://en.wikipedia.org/wiki/1_Corinthians_13#%22Through_a_glass,_darkly%22
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mirror15. People think about the possibilities of seeing something more than the mundane 

reality. It becomes not just a reflective surface, but a medium of revealing or generating 

images.  

 

The obscurance of seeing reality and the inability of knowing through limited seeing create 

a void in our mind. It absorbs light and things sink in without a trace, giving us back a 

surface where we can only see ourselves in a darkly, unclear image. It is a dark pool of 

which we can not tell the depth.  

 

 

            the reality of images  

Visual images are a big part of how we perceive, understand, and construct our different 

realities. From the scientific research of Donald D. Hoffman, vision is an essential part of 

our biological structure and our cognition of the world. It is a fact that the visual system 

occupies almost half of the cerebral cortex in our brain (Donald D. Hoffman, 1998) and 

there are much more brain neurons responsible for our sense of vision than any other 

senses. (R.M. Restak, 1994)16  

 

Visual images reflect and influence how we interpret the world, and we have a desire to 

create images, for documenting, expressing, experimenting or for any other possible and 

potential purposes. In terms of how we create and encounter images, Czech born 

philosopher Vilém Flusser, in his book Towards the philosophy of photography, made a 

distinction between different types of images that mankind produce. He talked about 

‘technical images’ and ‘traditional images’.  

 

‘The technical image is an image produced by apparatuses. As apparatuses themselves are 

the products of applied scientific texts, in the case of technical images one is dealing with 

                                                 

15 Scrying mirror is a black mirror used in Occult practices for divination, to see what hidden messages or 

visions would come up.  

16 Rawley Silver, Art as Language: Access to Thoughts and Feelings through Stimulus Drawings, 

(Philadelphia, PA : Brunner-Routledge. 2001),4. 
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the indirect products of scientific texts. Ontologically, traditional images are abstractions 

of the first order insofar as they abstract from the concrete world while technical images 

are abstractions of the third order: They abstract from texts which abstract from 

traditional images which themselves abstract from the concrete world.’17 

 

He proposed that images are surfaces that signify abstract things in space and time, to 

make those things comprehensible and understandable to us, to bring four-dimensional 

things to a two-dimensional surface. Traditional image, such as a painting, is a direct 

abstraction of what it depicts. One sees a horse standing in a field and paints a horse, 

regardless in what style, manner or level of abstraction. The eyes see the object, the brain 

receives the image and interprets it, and it sends signals to the hands to initiate movements 

to create images.  

 

A technical image, such as a photograph, is the produced result of a man-made 

technological device, an apparatus such as a camera. In order to produce a camera, one 

must know the scientific principles of how the optical, mechanical, or chemical elements 

work and interact together with light to generate an image and this knowledge is often 

illustrated, documented and distributed through text.  And according to Flusser, text is an 

abstraction of traditional images. Because we felt the inadequacy of traditional images we 

needed text to illustrate our understandings. 18 

 

And what happens during each step of abstraction? From the object to the painting of the 

object, to the textual description of the object, and to the photograph or video footage of 

the object? What is lost and what is added? Our experience of the different representations 

of the same object must be different. The object is transformed while going through each 

step of different mediums.  

 

                                                 

17 Vilem Flusser, Towards a Philosophy of Photography (London: Reaktion Books, 2000), 14. 

18 Vilem Flusser, Towards a Philosophy of Photography (London: Reaktion Books, 2000), 11-13. 
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In 2017 I created a work Through the dark it flows in a former herring factory in Hjalteyri 

in the north of Iceland. In this work, I played with mirrors and the reality of images. The 

work consisted of a large video projection of the illuminated water coming down from 

Goðafoss19, and fragments of a broken mirror found in the factory that I scattered on the 

floor(figure 2). 

 

 
[figure 2] Installation view of Through the dark it flows’, video projection and broken mirrors. ‘Svipasafnið - 

museum of identity & Genius Loci’, Verksmiðjan á Hjalteyri, Iceland, 2017. Personal photograph by author.  

 

 

The looping video footage showed the close-up view of the waves on the surface of the 

water, which I recorded while I was staring at the water. The video was a representation of 

what I experienced (I was fascinated by the illuminating light coming from the flow of the 

water and I got lost staring into it). But when the flowing water transformed into a 

technical image through a specific device with its own characteristics, it had become 

                                                 

19 A waterfall in the north of Iceland which is not far away from Hjalteyri.  
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another reality of the water that was a blend of the mundane reality, the conceptual reality, 

and the perceptual reality. When the viewer saw the video from a distance, the projected 

image appeared to be indistinctive and ambiguous so it was almost hard to tell that it was 

the flowing water. I modified the video image in computer software to slightly adjust the 

colour, and the lighting contrast, to create an image that is closer to my subjective 

perception of the waterfall than the raw footage coming right from the video camera20.  

Then I projected the video with a projector onto the three sides of the wall and part of the 

ceiling, fitting the image according to the architectural structure. Thus, it was not just a 

flat, two-dimensional image. Together with the structure and elements already existent in 

the corner, the video constructed a space that people could enter and be inside. The space 

was an alternative reality that people could experience in a new context of being in the 

fishing factory.  

The fragments of the broken mirror reflected the space and the video, as well as the 

viewers coming into the space (figure 3). The images in the mirror were shifting, because 

the video was shifting endlessly. The mirror became an extension of the space and a portal 

to peep into another dimension through fragmentations. It encouraged the viewers to make 

a gesture to look at the images in the mirror, similar to the way how people look into the 

reflection in a pond, lake, or ocean.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                 

20 The raw footage from the video camera appeared to be more grey, dull, flat due to the poor lighting 

condition and the technical limitation of the camera.  
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[figure 3] Detail of the installation. Fragments of mirrors reflected the video image. Through the dark it 

flows’, video projection and broken mirrors. ‘Svipasafnið - museum of identity & Genius Loci’, Verksmiðjan 

á Hjalteyri, Iceland, 2017. 
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Split tongue  

      The montage, the duality, and the potential space in between 

 

 

I want to talk about montage as a specific method that can be applied in art-making to 

trigger a glitch, leading the mind to connect to multiple-realities.  

The concept of montage introduced by Soviet filmmaker and theorist Sergei Eisenstein is 

not just a method and technique of juxtaposing images in the film editing process. The 

term montage for him is a way of prompting new meanings through the collisions of 

contrasting images 21 . The brain is triggered by the collisions of the images, making 

psychological associations or judgements derived from experience, knowledge and cultural 

influences. It can be applied to broader forms, not just in the content of shots and film 

editing. It can be the method to create contrast between any two visual elements, or even 

sonic elements. Similarly, the Kuleshov effect, which was introduced by Soviet filmmaker 

and theorist Lev Kuleshov, illustrates the great potentiality of creating new meanings 

through the deliberate emphasis of the discontinuity of images(figure 4). For Kuleshov and 

Eisenstein the in-between space between the juxtaposed images, where the viewers’ 

psychological participation is required, create meaning and interpretations. Without the in-

between space, the two images are merely stand-alone objects that are without context.  

 

                                                 

21 Sergei Eisenstein, Film Form: Essays in Film Theory, trans. Jay Leyda, First edition (New York: Harcourt, 

1969)  



 

 

 

23 

 
[figure 4] A classical demonstration of the Kuleshov effect22  

 

 

With two contrasting images, even though the content of them takes place in different 

locations and time-zones, the brain can jump through the gap, make associations and make 

sense of the imagery and generate subjective interpretations. However, we share common 

senses and knowledge, collective memories and similar ways of feeling emotions, so it is 

possible for us to come up with the same or similar interpretations.  

 

                                                 
22 ‘The Kuleshov Effect explained (and how Spielberg Subverts it)’, Studiobinder, Last updated: March, 

2019. https://www.studiobinder.com/blog/kuleshov-effect-examples/ 
 

https://www.studiobinder.com/blog/kuleshov-effect-examples/
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Eisenstein emphasizes the potential of a collision created by the differences between the 

images to create meanings. But even for a pair of highly similar images, there is the 

potential for generating new interpretations through any subtle differences there might be. 

A glitch can take place in these differences. The duality of resembled images, objects, or 

persons (such as a pair of twins or look-alikes) brings along the enigma that there is 

something off, disconnected, deviant and chaotic happening. The coexistence of I and my 

reversed image in the mirror, creates a connection yet there is a glitch between us. The 

glitch of the dual objects is generated through the process and gestures of juxtaposition. It 

opens a portal to different realities and blurs their boundaries- in fiction, dreams, distant 

memories, hallucinations or experience during hypnopompic, leading me to jump in 

between the multi-realities - mundane reality, perceptual reality, conceptual reality or 

alternative reality of myself.   

 

Icelandic artist Elín Hansdottír’s work ‘DEN FRIE REFINED’(figure 5) illustrated the 

connection and disconnection, real and unreal through the montage of images. She showed 

videos and photographs of the artist herself and her look-alike,  one is standing in the 

actual architectural space in the Den Frie Center of Contemporary Art in Copenhagen, while 

the other is standing right in front of a large printed curtain of the exact space. The viewers 

can’t distinguish easily between the artist and her look-alike because the clothing and hair 

are similar and they can’t see their faces. It is also hard to tell the depth of the space due to 

the illusion of the camera angle. One can easily mistake the constructed, fictional 

‘space’(the printed curtain) as the real one. 23  

 

                                                 

23 Information from the artist’s website. https://www.elinhansdottir.net/DEN-FRIE-REFINED. February, 

2014.  

https://www.elinhansdottir.net/DEN-FRIE-REFINED
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[figure 5]Elín Hansdottír, DEN FRIE REFINED, 2014.  

 

 

In 2018 I created a multi-channel video installation work called If we are liquefied. It was 

shown in Naflinn, an exhibition space at Listahaskoli Islands. This work located in a dark 

room which could be accessed by walking through a narrow corridor. There were five 

vintage monitors arranged at different angle and height, randomly going on and off, 

dimming into black or turning on again. (figure 6) The videos on the five monitors were 

similar (they are the same footages) but were edited in different sequences and colours. All 

videos played with the real, unreal and surreal.  

 

One footage (figure 7)showed two seemingly identical, ambiguous, white animals playing 

above and under surreal and dreamy water – chasing, biting, swimming. Their pale white 

bodies twisted, connected, disconnected constantly. Together with the illumination and 

distortion of water, it was hard to tell which one is which. The surface of the water also 

appeared to be like a mirror, reflecting and confusing their actions furthermore, creating a 

dream-like alternative reality.   
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Another footage showed the illumination of light shimmering on the surface of dark water. 

(figure 8) There was sometimes a random flickering of black on the screens. Another video 

was shown on a flat-screen monitor on the other side of the wall. It showed a yellow, 

planet-like sphere spinning and moving from the left side to the right side of the screen, 

seemingly moving in an endless loop (figure 9). The surface of the sphere was the 

fluctuation of ocean waves pushing towards the seashore. The three video footages all 

shared the element of moving water.   

I constructed an alternative reality using montage of different videos. They were of 

different subjects but when collaged together, they encouraged the viewers to make 

associations, to interpret and construct a narration, a feeling, or an experience by 

themselves. 

 

 

 

 
[figure 6] Installation view of the five monitors in If we are liquefied, video installation, Naflinn, Listaháskóli 

Íslands, Iceland, 2018. Personal photograph by author.  
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[figure 7] Still from the video work shown in If we are liquefied, video installation, Naflinn, Listaháskóli 

Íslands, Iceland, 2018. 

 

 

 
[figure 8] Still from the video work shown in If we are liquefied, video installation, Naflinn, Listaháskóli 

Íslands, Iceland, 2018. 
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[figure 9] Still from the video work shown in If we are liquefied, video installation, Naflinn, Listaháskóli 

Íslands, Iceland, 2018. 
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Blue scratch 

            A gap between realities 

           

    

       Glitch 

A glitch is a concept I want to bring into the discussion of realities as something that 

connects different realities. A glitch is a subtle, quick detachment from whatever we are 

experiencing and perceiving, and it can be the jumping point to enter another reality.  

If we imagine the experience of a mundane reality as a programmed computer simulation,  

a glitch would be the tiny malfunction or small rendering error, an unknown reason that 

causes a slight distortion in the system and a fracture in our consciousness. It disrupts the 

linear structure of time, space and logical infrastructure of events, causing the subjects to 

jump between past and present, real and unreal, mundane reality, perceptual reality and 

alternative reality. Energy is always fluctuating, and matters are always shifting forms, and 

a glitch can occur among the vibrations of our lived experience.  

 

The glitch happens when we stare into the mirror for too long, that the image of ourselves 

starts to be unfamiliar. It occurs when we experience a deja-vu. It happens when we 

experience a short and intense blackout when the mind and body disconnect for a second. 

A glitch often takes place during my hypnopompic state. For a second, I forget who I am, 

where I am, and in which language I am supposed to talk. I wake up feeling totally blank 

as if I have amnesia. A glitch can be just a few seconds or few minutes, but what happens 

in between can offer great possibilities. A moment can seem like an eternity. 

 

I remembered a strange event when I was participating in a dance rehearsal in primary 

school. During the practice I had a blackout, and the moment I recovered my self 

awareness I was outside the school gate walking with my friends. I asked them what we 

were doing here since we were in the middle of a dance practice just a few seconds ago. 
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They told me the practice had finished and I was dancing with them all along until the end. 

However, they pointed out that I was not responding to them for the whole time.  

It was bizarre because I had no memory nor experience of the rest of the practice (which 

lasted at least half an hour) after my blackout. For me it merely felt like a few seconds of 

lost consciousness. It seems to be a glitch occurred during that afternoon while I was in the 

mundane reality, it caused a temporary malfunction of my physical and mental experience 

and I lost my sense of everything including the passing of time. The experience and 

memory of the last half an hour for me disappeared into the dark pool. 

 

            Body as a portal 

A glitch happens in a short time - in a blink of the eyes, a snap of the fingers, a breath or a 

ringing of the ears. A particular smell, sound, shape, taste, or a specific temperature -The 

elements of our bodily perceptions can trigger our brain to recognize familiar fragments 

and make associations. But a glitch can happen and confuse our memory, causing us to 

mix up what is real or what is fictional. Our bodily perceptions enable the body to become 

a portal itself, transferring us from one reality to another.  

 

Our experience of time is not always in a linear order. And our memory tends to store in 

the form of fragments. We don’t always recall an event from the past in a continuous 

sequence, we sometimes remember them like a certain frame taken out of a longer movie. 

With all these images in our mind - whether they are from our mundane reality, our 

reveries and imaginations, our distant impressions, hallucinations, or dreams - we might 

sometimes confuse what actually happens and what is mere fiction, and this is when a 

glitch happens; when we start to question the authenticity of our experience and 

perceptions.   

 

I always note down dreams that I can remember once I wake up. I also write down 

moments of experience that have a personal meaning for myself and sometimes I describe 

scenes or ideas of some potential video or film projects. Very often when I look at my 

notebook,  I get confused because I am mixing them up. I don't actually remember which 

one was a real experience and which one was just ideas. I could hardly remember the 
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feelings of the dreams that I described because it felt unfamiliar as if I was reading 

someone else’s dream. I started to doubt that perhaps it was just an idea for a future video 

project.  
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White night  

       A moment to transit 

 

 

How long exactly is a moment? In Mahāsāṃghika Vinaya, a book of Buddhist 

commandments24, a system of Buddhist time is documented. According to this system, a 

day has 12,000 acchatā, 240000 shùn, and 4,800,000 ksana25. Acchatā(弹指) means ‘a 

snap of the fingers’, and it is used as a small unit of time which often indicates ‘a moment’. 

‘shùn’ means ‘a blink of the eye’ and it also indicates ‘a moment’. Ksana （刹那） is the 

smallest unit of time, which would be approximately 0.018 seconds if we calculate 

according to this documented system using a day as having 24 hours. Ksana is often 

translated as ‘a moment’ as well. These three terms all suggest a short period of time - a 

moment, while having a hierarchy of length. Very often these three words are not 

distinguished from each other and are interchangeable since they all indicate a very short 

amount of time. The composition of the character ‘shùn’includes an ‘eye’ on the left side 

and it literally means ‘a wink’ or ‘a blink’. It can be combined with other characters to 

make words or phrases to describe the changes that can happen within the shortest period 

of time, such as ‘瞬息萬變´ which translates as ‘Millions of changes happen in a blink of 

the eye and within a single breath.’ A thought, which is ‘Nian念’ is also used to refer to a 

moment.  

 

A moment is a unit of time without a definite length. In this alternative time system, the 

experience of time is tightly connected to our perceptions and bodily movements. One 

experiences time through his blinks, his fingers, his breath and his thoughts, in the way that 

                                                 
24https://zh.wikipedia.org/wiki/%E5%88%B9%E9%82%A3 
This buddhist book was translated and introduced into China as Mohesengzhi Lü (摩訶僧祗律; Taishō 

Tripiṭaka 1425). 

25 The terminology used in this document thus is a mix of the original sanskrit culture and ancient chinese 

culture. The units of time, such as ‘acchata’ and ‘ksana’ are from sanskrit language, while ‘shun’ is from 

chinese language.   

https://zh.wikipedia.org/wiki/%E5%88%B9%E9%82%A3
https://en.wikipedia.org/wiki/Taish%C5%8D_Tripi%E1%B9%ADaka
https://en.wikipedia.org/wiki/Taish%C5%8D_Tripi%E1%B9%ADaka
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our physical body becomes the portal to transit to different realities. Since we do not 

always experience time in a linear structure, the emphasis on a moment breaks down the 

structure of time and reality, and enables us to experience a glitch as we  jump from a 

moment to moment to shift between different realities.  

 

Andy Warhol’s video work in 1963, ‘Sleep’ (figure 10) shows a man sleeping for five 

hours and 20 minutes. A continuous act in mundane reality has been deliberately chosen as 

the subject. The deliberate choice of the frame rate of 16 caused a glitch of disruption to 

our human eyes. When looking at the video, the viewer is not looking at a continuous 

action in time but juxtaposed moments. Through immersing into it, the audience lost the 

ordinary sense of time, space and motion. “One no longer sees images where time is a 

consequence of action in space, but images of time itself.” 26  

 

 
[figure 10]Installation view of ‘sleep’ by Andy Warhol. 27 

 

 

                                                 

26 Marit Paasche, ‘In the name of truth’, An eye for time : on video, art and reality (Oslo:Unipax, 2004), 23. 
27 Blake Gopnik, ‘Andy Warhol, Sleep (1963)’, The Brooklyn Rail – critical perspectives on arts, politics and 

culture. September 7th, 2017. https://brooklynrail.org/2017/09/criticspage/Andy-Warhol-Sleep-1963 
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In my work As if we are liquefied, I played with the concept of a moment and inserted 

several fragments of an approximately 0.018 seconds of blackness into the video footages. 

Thus, while the audiences were in the dark room watching the video installation, they 

would experience a constant, subtle short flickering of darkness in the illumination coming 

from the monitors, mimicking the bodily motion of blinking. It also symbolized the glitch 

as a brief black-out to jump between different videos which represents different realities or 

aspects of the alternative reality I was constructing through montaging fragments of 

images.  

 

The specificity of a moment is something I want to emphasize in my artistic practice and 

my MA degree project. A moment, this short unit of time, becomes a threshold for me to 

make associations and connections among all the various concepts I have talked about 

throughout this thesis. A moment is a medium for the mind to transit the narrations of 

different realities.   
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Sleep paralysis on a sunless day  

 

 

In my solo show at Kubburinn, I intended to construct a perceptual and psychological 

space where my experience of sleep paralysis (a temporary inability to move during the 

transition from sleep to waking, which is one kind of parasomnia) is transformed into the 

abstraction of images, motifs, and movements. I intended to apply what I have researched 

so far into visual and audio expressions, build up a system that will bring together the 

concepts I have explored, and offer the audience an experience of seeing through different 

layers of realities.  

 

During sleep paralysis, a glitch in the perception of our surroundings can happen, and the 

body can become stuck in an in-between space that seems to conflate different layers of 

reality - the actual, the conceptual, and the alternative. Sleep paralysis usually lasts from a 

few seconds to a few minutes - during which a moment can feel like an eternity and one 

might experience the fluctuation and disruption of otherwise linear time.  

 

To create the visual associations within the space, I made use of the imagery of specific 

motifs as the core elements, such as the eye, flames and frames. The eye sees the reflection 

of different possible realities: what we are looking at, what we think we are looking at, and 

what we figure out that we were looking at .... while the eye itself is a medium of 

reflection. In this show, I used video footage of my eye and distorted the image to different 

extents (figure 11 and 12.).  I got a response from the viewers that they felt it was 

important to see images of my eyes because it connected the subjective, abstract 

experience I described to an actual person, making it more intimate and sophisticated.   
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[figure 11] Still from one of the video works shown in Sleep Paralysis on a Sunless day, Kubburinn, 

Listaháskóli Íslands, Iceland, 2019. 

 

 

[figure 12] Different level of visual distortion on the video of my eye. Still from one of the video works 

shown in Sleep Paralysis on a Sunless day, Kubburinn, Listaháskóli Íslands, Iceland, 2019. 
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Fire (or the idea of fire) is another dominant motif in this installation. Fire as a 

metaphorical subject is often associated with opposing connotations. It is both creation and 

destruction, revelation and concealment. “All that changes quickly is explained by fire. 

Fire is the ultra-living element. It is intimate and it is universal.” as Gaston Bachelard28 

said. I used fire as a symbol for the sophisticated psychological experience I had during 

sleep paralysis - a mixture of fascination and fear. The consciousness struggles to escape 

from the ‘flames’ of instability and uncertainty. It burns through the various layers of 

reality. Fire fascinates me, how it is formless yet often depicted in solid forms. Here I 

depict fire in a still/stable form in the way I interpret how fire looks(figure 13). It is my 

conceptual idea of the imagery of fire. The visual form of the flames turned out to be an 

interesting point for the audience. Even though I drew the fire in an ambiguous, abstract 

style, most of them can still recognise it as ‘flames’. They also observed that fire, which is 

always shifting forms and moving, is the only thing that is not fluctuating in this 

installation. It fits my intention of playing with the stillness and motion concerning the 

experience of time. It seems like a glitch has happened and the fire appears to be stuck in 

this specific moment.   

 

 

[figure 13] I drew shapes of flames as a masking layer in the video-editing software, to merge two video 

footages to create an inter-layered video. Still from one of the video works shown in Sleep Paralysis on a 

Sunless day, Kubburinn, Listaháskóli Íslands, Iceland, 2019. 

 

                                                 
28 Gaston Bachelard, ‘Fire and Respect:The Prometheus Complex’, The psychoanalysis of fire. Translated by 

Alan C.M. Ross. Routledge&Kegan Paul Ltd., London, 1964. p7. 
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There were different layers of images: the double-layered video on a vintage monitor, 

patterns on painted mirrors, ‘flames’ on the other side of the wall which are reflections 

from the projected mirror, large-scale video on the wall, landscape through the tinted 

windows... (figure 14, 15, and 16), These images all went through various mediums before 

they entered into our eyes. Also, they possessed the shape or idea of a frame which carries 

the gesture of inviting viewers to see what is concealed and what is revealed, what is 

concrete and realistic, and what is formless and abstract. ‘Frame’ indeed turned out to be 

quite noticeable and strong component according to the audience. They were able to draw 

visual and meaningful connections between the frames, and they were led to count on the 

numbers of layers of frames, which was positive feedback for my attempt at creating layers 

of imagery.  

 

 

[figure 14] Installation view of Sleep Paralysis on a Sunless day, Kubburinn, Listaháskóli Íslands, Iceland, 

2019. Personal photograph by author.  
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[figure 15] Detail of the installation. The reflection that comes from the mirror is visible on the other side of 

the wall. Sleep Paralysis on a Sunless day, Kubburinn, Listaháskóli Íslands, Iceland, 2019. Personal 

photograph by author.  
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[figure 16] Installation view of Sleep Paralysis on a Sunless day, Kubburinn, Listaháskóli Íslands, Iceland, 

2019. Personal photograph by author.  

 

 

Using mirrors was a deliberate choice. The conceptual thinking about ‘seeing’ is taken into 

consideration when choosing the materials. I collected vintage mirrors with square frames 

and spray-painted them with matte black colour using stencils to create images of fire.  The 

historical mirror is embedded with symbolic meanings regarding realities, truth, the act of 

seeing (oneself) and cognition. The image we see in the mirror is distorted and reversed 

due to the nature of the material of the medium itself (as I have discussed in the previous 

chapter). These mirrors possess the structure of a frame, which resembles a window or a 

traditional painting. I want the audience to recognise them as daily household objects, but 

at the same time, they are altered, becoming both artworks that can stand on their own as 

well as functioning mediums that create the reflected image on the other side of the wall.  
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However, the material and aesthetic of the frames were questionable. They didn’t 

necessarily bring to the direct association of household object or the domestic environment 

since the overall aesthetic of the show was very minimal. On the contrary, since the 

audience can recognise them as cheap materials from thrift stores, they alienate a little bit 

from the atmosphere of the other elements. It also raised the question of whether I want to 

make associations to the domestic environment or art historical reference that might not 

matter to my work. (figure 17)  

 

 

[figure 17] The mirrors have unpainted parts of fire patterns which enable the light beam from the projector 

to create reflection on the other side of the room. Sleep Paralysis on a Sunless day, Kubburinn, Listaháskóli 

Íslands, Iceland, 2019. Personal photograph by author.  
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The sound in the installation plays an important role in building up the atmosphere. I 

remembered hearing a particular sound during one of my sleep-paralysis experience. I 

went to the music store to look for that sound and I found similar tunes in a Kalimba. I 

performed with the Kalimba and recorded the piece while watching the videos I made. 

Thus, the sound piece more or less is also a response and interaction to the video works. 

The audience expressed that the sound is soothing and creates a dream-like fluid state, 

while at some point becomes invasive and disruptive when I increased the speed or 

interrupted the rhythm on purpose. It became nightmare-ish.  

 

I also encountered challenge during installation, that the windows allowed too much light 

in during the day which made it impossible to see the video projection. Instead of blocking 

the windows or building a wall, which would solve the problem but serve no additional 

meanings, I came up with the solution of putting a 6.5 meters long solar film (which is 

usually used on car windows to reduce sunlight) onto the window frames to dim down the 

lightness in the exhibition room(figure 18). Through this filter, the room is turned into a 

constant gloomy atmosphere regardless of the weather outside. It also turned out to be a 

playful response to the show title ‘Sleep paralysis on a sunless day’, and a gesture to create 

an in-between space that is to some extent isolated from the outside world, but at the same 

time still allows viewers to see through the windows. It resembles the feeling of being 

stuck in the in-between moment that I am both connected and detached from the actual 

world. This solution turned the windows into another piece of artwork, that managed to 

contribute to the theme.   
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[figure 18] The windows are covered by a sheet of solar film. Sleep Paralysis on a Sunless day, Kubburinn, 

Listaháskóli Íslands, Iceland, 2019. Personal photograph by author.  
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Conclusion 

 

 

Through the process of doing research and making artworks that try to visualise the 

research,  I have started to compose a structure of knowledge about reality/realities, 

images, perceptions, time, and in-between space. I have brought together concepts, 

elements, references, motifs that have been lingering in my mind and interests and discover 

the interconnection of them, which will be beneficial for me in my art practice and provide 

a more precise theoretical base for my future projects.  

 

Meanwhile, I have matured my system of artistic language in terms of the materials, 

motifs, and methodologies in my installation work. For example, I have developed a 

specific visual language and aesthetic in my video works: to create inter-layered images 

that are abstract and altered to different degrees, and edit the fragmentations of footages to 

rearrange the time structure. I have started to use materials with relevant metaphorical or 

philosophical references in this research, such as mirrors (and other reflective mediums), 

utilizing the nature and specificity of the material itself. And I have applied the artistic 

method of montage, to juxtapose different components to create new interpretations. My 

artworks, such as ‘Sleep paralysis on a sunless day’, had managed to meet my intention of 

creating an in-between space and experience that is a fusion of different realities.  

 

This in-between glitchy moment of shifting from what the viewers are familiar with and 

can recognise, to what they find alienated and ambiguous, is going to continue to be the 

subject of my art practice. For the next step, I would be interested to see how I can 

construct in-between moments of multi-realities, without relying on the time-based moving 

image which has a direct effect on the engagement of perceptions.  
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