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OCEAN IN THE SHELL
Shells engraved by Homo erectus date 
back as far back as 500,000 years ago, 
although experts disagree on  whether 
these engravings can be properly 
 classified as ‘art’ ( Brahic, 2014). But 
what makes art, art? I think about this 
question a lot not only what could be 
classified as ‘art’ but more specifically  
what do I want to create. It is  stagger - 
ing, the number of new art forms  
and  diverse ways of looking at art  
that have emerged since those shells 
carved half a million years ago. Like 
the universe  itself. We are experiencing 
the exponential expansion of what can 
be classified as art, from the painting 
and sculptures taught in almost every 
history class to Marcel Duchamp’s 
urinal, Helen Frankenthaler’s “soak-
stained” paintings of ultimate flatness, 
Robert Rauschenberg’s readymades, 
and entire Micronations that exist only 
as a state of mind (NSK, 2009). It seems 
to me, at least, that we have doppler 
 shifted far beyond the boundaries of 
being able to classify what is and is  
not art. Each one of us is the arbiter, 
free to decide for ourselves what we 
consider it to be and, to some, art could 
be everything. To me, everything means 

the penultimate answer to the biggest 
theory of all stu! leading to a univer-
sal under standing of love, life, and all 
things in be tween. It is the opposite  
of nothing, but nothing is still part 
of everything. Revolutionary art and 
 visionary physics are both investiga-
tions into the nature of reality (Shlain, 
2007). So what is art if art is everything?

I remember the exact moment 
when I knew I wanted to be an artist.  
It was the first time I saw an Andy 
Warhol silkscreen in person; I walked 
up very close to the painting and said 
to myself, “It’s only dots.” These large 
silkscreen portraits that I had seen  
in books were fundamentally just a 
 col lection of small dots of paint. This 
was a realization that it is not the paint, 
nor the physical material or object  
that is the art but, rather, the individual’s 
experience of that object. Art, there- 
fore, is the moment in time that is—
the space between the object and 
the  perception of that object. It is 
 something alive, a synergy between  
the artwork and the viewer, a light in 
 your eyes. It does not exist on its own. 

OTHER MINDS
If you are reading this, you are alive.  
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Yet, there is no way to truly know that 
one’s experience of being alive is 
 similar to others. We can only relate  
our reality through di!erent forms  
of communication. In the case of this 
writing, the modern English language 
is its primary form of communication. 
Your understanding is based on the 
ability of the English language as a  
tool to transfer ideas and concepts  
that have been agreed upon and cor-
related to words. A phantom calligra-
phy, haunted by the ghost of meaning. 
Yet, there could be problems with this 
form of communication, where mean-
ing gets blurry or, is subject to change. 
In language there is a cacophony of 
potential misunderstanding. How do 
we know that these words mean the 
same thing to you as they do to others? 
More importantly, the English language 
is understood by only some, certainly 
not everyone. Some computers can 
understand English, but those English 
‘words’ we use to communicate with 
computers are merely an interface 
to the computer’s core language of 
binary. 

Binary is comprised of either  
‘1 or 0’, ‘true or false,’—in other words,  
an ‘on or o!’ of automagically  organised 
electricity. We as humans would have 
a hard time becoming fluent in this 
binary language of hyperspace the 
way that most of us hear the sounds 
that animals and creatures make as 
un intelligible noise. The meaning em-
bedded in these noises is not entirely 
apparent to us but, of course, there is  
a reason animals make noise. 

So it seems as though we  
live in a state of continual translation,  
using our senses to translate experi-
ences into our awareness of the world. 
Our minds are extraterrestrials to the 
true nature of reality. This translation 
relies upon accepting a certain amount 
of warped ambiguity in understanding. 
Simone de Beauvoir writes, “I should 
like to be the landscape which I am 
contemplating...I cannot appropriate 
the snowfield where I slide. It remains 
foreign, forbidden” (Beauvoir, 1967). 

There is always a distance, an irresolv-
able gap. The entire world is forever 
external to our awareness of it—medi-
ated through our senses. This is where 
I believe art thrives as a penetrating 
force able to permeate the membranes 
of our minds, the osmosis between  
the internal and external worlds. This  
is what I believe Timothy Morton is 
talking about when he describes 
 romantic art:

In this period, humans rec-
ognize the infinite depths 
of their inner space for 
the first time. It becomes 
radically impossible to 
embody this inner space 
in any non-human entity. 
So  Romantic art must talk 
about the failure to em-
body the inner space in 
outer things. Yet by fail-
ing this way, art ironically 
succeeds to talk about the 
inner space. Isn’t the inner 
space precisely what can’t 
be embodied? So the job 
of art is to fail better, or 
rather, more  sublimely. 
(Morton, 2014)

DOUBLE BOUNCE
Art is a unique form of expression  
that has the ability to encompass all  
of our senses. Gilles Deleuze would 
argue art is used to “produce a sensa-
tion” (Smith, 2018), yet many times an 
artist uses their work to translate a per-
sonal experience, an idea, or a concept 
to the viewer or audience. This creates 
a slight gap due to the unknowable 
nature of accurate communication, 
leading to a potential missing connec-
tion lost in translation. 

Often, an artist is interested in 
the viewers having their own intrinsic 
interpretation of the work. In the case  
of Je! Koons’ gazing balls, the Koons 
said “This experience is about you,  
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your desires, your interests, your par-
ticipation, your relationship with this 
image” (Needham, 2015). Here the 
gap still exists in the relationship to 
something external; in Koons’ case, the 
reflected image and your association 
to the world, is like looking at the moon 
only to be reminded of how small we 
are living on this earth. Olafur  Eliasson 
goes deeper in his writing on Your 
 Engagement Has Consequences.

“We should avoid what 
we might call the Disne-
yfication of experience in 
order to leave room for the 
individual evaluation, feel-
ings and thoughts. When 
 preserving the freedom  
of each person to experi-
ence something that may 
di!er from the experiences  
of others.” 
(Eliasson, 2006)

Here, we have the framework that 
allows for freedom to experience. Still, 
much of Eliasson’s work is about some-
thing extra, using the art experience 
to point to something else. His work 
invites a self-reflection that bounces  
o! a moment of experience to refer-
ence something external, a bigger idea. 
With the example of melting icebergs 
in London being about global warming, 
he explains that, when people touched 
the icebergs, their reaction was “it’s 
cold!” This a response to a sensation 
and not immediately the idea behind 
the work that the earth is warming. 
Making a work that is supposed to  
be about something seems to hijack 
the viewer’s experience of sensation  
by pointing to a certain right way  
of understanding. 

I want to create things that are 
the untranslated state of experience, 
where the artwork is not thought of  
as the physical objects, piece of music, 
or even concept, but rather the pure 
sensation. “Great art can communicate 
before it is understood” (T.S. Eliot, 1929). 

Maybe this is more like imagining an 
artwork as a state-of-mind. When you 
are consciously viewing or experienc-
ing an artwork, that moment is the only 
time art is present; it’s a feeling. In this 
way, “feelings are thoughts you don’t 
have words for yet” (Morton, 2020). 
Otherwise, it is simply an object called 
“art” just as you are a human called by 
a certain name. However, truly you are 
not your name, fingers, hair, or face,  
but rather a non-physical awareness  
of being—a consciousness. 

LIKE SNOWFLAKES,  
NO TWO RAINBOWS  
ARE EXACTLY ALIKE

What does an uncontaminated state  
of pure felt experience feel like?  
These are the moments for which  
I am looking, where you are reminded 
to be present in the moment. In this 
world, it is never not now. There is  
a certain type of stillness di!using this 
gap between inside and out, between 
a conscious being and the world. It is 
here that we come closest to the true 
nature of reality, a personal connection 
engaged within an interactive situation 
communicating directly with the world. 
For me, this often arises in the experi-
ence of creation, so how can a viewer 
become like an artist creating their 
own individual connection to a shared 
experience? 

The way in which we see a rain-
bow is a great example of this purely 
individual but nevertheless shared ex-
perience. When perceiving a rainbow, 
it is you who is creating it. To explain 
this phenomenon let us do a thought 
experiment:

Imagine you are a mol-
ecule of water, one part 
hydrogen two parts oxy-
gen. It is a warm day. The 
sun is shining. You begin 
to shake, breaking free 
from the ocean floating 
up—evaporating. You are 
water but now suspended 
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in the air. You continue to 
rise, pulled in the direction 
of low pressure—up. At a 
certain point, you enter the 
cloud and start to cool. 
You find other water parti-
cles to join, and therefore 
combine to a similar slower 
molecular vibration. As you 
cool, you attract more and 
more water particles. You 
become heavy and feel  
the pull of gravity; you start 
to fall. In this freefall, you 
are an elongated sphere,  
a ball of water shaped by 
the air rushing around 
you—a raindrop. A  moment 
occurs when the sun 
peeks through the clouds 
and, for a split-second,  
the light shines through 
your transparent body 
and, like a lens, the light 
is bent. This bending of 
light  separates the colors 
of sunshine like a prism, 
spreading them out in 
di!erent corresponding 
angles. Now, if someone 
or  some thing sees this  
at the precise angle a 
rainbow occurs—meaning 
a rainbow does not exist 
without an eyewitness— 
it is a triangular interac-
tion between the sun, the 
raindrop, and the observer. 
Each observed rainbow is 
made from a slightly di!er-
ent configuration of unique 
raindrops refracting with 
the same corresponding 
spectrum of colors. All of 

this is part of the continu-
ous cycle of evaporation 
and condensation. 

This is how I would like to think about 
art where the sun is like reality, the rain-
drop is like an artwork bending reality, 
and the rainbow is the experience— 
the sensation of art. 

I love this moment of the per-
ception of beauty, when experience 
is still a sensation before turning into 
thought, before it becomes an idea 
wrapped in language to be under-
stood. This moment can only exist in 
the “now” and this is why I believe art 
is never purely an object like a painting 
or sculpture or even a performance or 
piece of music because it can always 
be distilled down to the experience  
of how we are able to access that thing 
in our awareness of it. Perhaps it is 
analogous to Plato’s archaic theory  
of vision in which he believed that sight 
was a sort of beam projected from 
one’s eyes. Similarly, artwork requires 
this kind of beam of dilated awareness 
to be witnessed. 

A POINT IS THAT WHICH  
HAS NO PARTS

For thousands of years, scientists have 
been searching for smaller and small-
er immutable elements that make up 
our entire universe. Graham Harman 
described how the Pre-socratic thinker 
Empedocles “claimed that there were 
four separate physical elements: air, 
earth, fire, and water, joined by love and 
separated by hate” (Kimbell, 2013). Now 
we have the Standard Model of particle 
physics, the theory describing funda-
mental forces in the universe, as well 
as classifying all known elementary 
particles. 

But let us imagine a world where 
everything could be understood by one 
unifying theory, condensed to a single 
primordial all-encompassing element, 
substance or equation. For this, we 
would need to find a common univer-
sal language of everything. Is there  
one general thing that is shared by  
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the entire known universe? Like a sort 
of luminiferous aether or medium that  
is fundamental and cosmically present 
everywhere. 

Everything is there but 
there are no parts. Since 
there are no parts there’s 
no need to replace one 
thing with another. No need 
to remove anything or add 
anything. You don’t have to 
think about di"cult things 
just let yourself soak it all in.
(Murakami, 2014)

If we could simplify and imagine the 
common vein of the vocabulary of 
everything then it might be possible 
to truly understand reality. That which 
unifies everything must be around us 
already everywhere forever. Perhaps 
it is so obvious that we can’t even see, 
the way that ancient Greeks didn’t have 
a word for blue or a fish being the last 
to recognize water: something that is 
part of everything large and small, like 
the way a fractal is holographically the 
same on both a macro- and micro-, 
even nano-, pico-, or femto-scale. 

In thinking about myself and my 
entire life, I realise that the only thing  
I have ever done is move things. In fact, 
it seems the only thing I can possibly 
do is move things—whether it is large 
objects like moving my foot to press 
the gas pedal and accelerate a vehicle, 
or vibrating air molecules with my vocal 
cords to create sounds, or even the 
process of thinking by moving small 
electrical impulses through neurons  
in my brain. Everything moves and 
nothing doesn’t. 

Scientists have done experi-
ments where they have placed a small 
tuning fork, completely isolated from 
the rest of the world and at tempera-
tures near absolute zero, making a 
place of utter silence. But the tuning 
fork still vibrates. This could mean that 
the ground state, the lowest energy 
state of an atom or other particle, still 

has motion. “I’m shimmering, and so 
are you” (Morton, 2019). On a larger 
scale, planets and stars, solar systems, 
and galaxies are all in constant motion 
and the red-shifting universe itself  
is expanding. The smallest things  
in the universe, subatomic particles, 
that make up everything in our known 
 universe are also moving constantly, 
very fast, near the speed of light. 

“Human beings are trem-
bly chameleons who love 
to be seduced by vibrating 
colors, sounds, textures.  
Art appreciation of any kind 
is a wonderfully available 
even dirty quick and cheap 
way of seeing something 
very deep about reality 
namely that we are caught 
in intersecting patterns  
of undulation.
(Morton, 2017)

MOTION OF THE OCEAN
At the core of reality, we are made  
of movement. We are trembly chame-
leons camouflaged by motion, waiting 
to be soaked into the exact thing that 
we are—the movement of everything 
around us. If motion was a substance, 
then it could be considered the ecto-
plasm of the universe. 

If it is true that the only thing  
a human can do is move, then per- 
haps the best thing a human can do  
is dance. To dance could be one of  
the most direct ways to connect to the 
fundamental nature at the core of our 
reality. Everything speaks the language 
of motion; an omnikinetic symphony.  
In Jeremy Deller’s documentary Every-
body in the Place, he says, “There is 
something very heroic about living in 
the moment like this and going out 
and being in a club and being at one 
with all the people around you, living it” 
(Deller, 2019).

Being at one is the feeling of 
connecting with something bigger 
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than yourself and what Deller is talking 
about is the kinesthetic harmony  
with not just people but the universe.  
I  believe with the right setting and 
atmosphere we can achieve higher 
states of connectedness allowing  
us firsthand experience of the nature 
of reality through the  fundamental 
 understanding of motion. The vibra-
tions of wavelengths of light,  undulating 
fluctuation of sounds and bodies 
moving in space when done right this 
is the  Icelandic word stemning—an 
intangible vibe, you know it when you 
feel it. Creating stemming and a place 
for people to collectively engage with 
each other through synergistic togeth-
erness feels to be the closest I can 
come to the truest form of art.

Recently, it has been proven that 
the very thing that gives all substance 
mass, allowing the universe to exist,  
is the movement of subatomic par-
ticles through an energy field. This is 
known as the Higgs field, which con-
tains the Higgs boson—often called 
the “God particle” (Choi, 2015). Objects 
acquire mass by interacting with this 
force field, similar to the way you feel 
the wind when you wave your arms in 
the air. We exist in the world because 
of motion, denying the stillness of now. 
Things don’t weigh anything outside of 
the present moment, nothing actually 
exists if it doesn’t exist now. The world  
is held together by movement and 
separated by the past and future.

IT IS NEVER NOT NOW
An artist has the freedom to decide 
that anything at all could be con-
sidered their art. When I think about 
making an artwork, I imagine it not only 
in relation to other artworks but relative 
to everything that exists. I am tempted 
to let things exist. I could never make  
a painting of a flower more beautiful 
than the flower itself. A flower is an 
experience of reality. I feel that art is  
a sensation of experience the way that 
science is an understanding of knowl-
edge and both art and science create 
a deeper awareness of our reality. Right 

now, the best way I can see to do this  
is by creating situations, settings, 
parties, environments, stemning that 
allow a glimpse of the nature of reality 
through collective experience and  
engagement with the fundamentals 
of the universe. I do not wish to create 
a new reality but rather expand the 
beautiful, strange, and still very much 
unknown reality that is all around us. #
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