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Abstract 

Concise summary of main arguments and conclusions.   

1. Introduction - The Space-Time, A-Team Supercluster 

Brief introduction to transition from BFA to MFA thesis work, relevant development of the 

Cascade.  

1. BFA to MFA transition  

a. BFA thesis, The Archaeology of Being - investigates the nature of emergence: 

matter from non-matter, being from non-being, framed by physics and 

philosophy.  

i. Expansion of BFA thesis into Information Age concerns: the data byte 

as atom. 

1. Alchemy of Image: The Language of Information Space. 

2. Information deluge, data access, ‘all’ points in history and 

geography accessible in a single click, database logic.  

3. Info as philosophical spark of matter & non-matter, theory & 

concept, communication & commodification. Meta 

engagement/hypertext allows artists to work with remix, 

recombination, the Celestial Jukebox, convergence culture, 

transmedia and networks. 

4. Digital landscape as deep elastic-space, collapsing time and 

‘space-place.’  

5. Artists (who remained relevant to later work) 

a. Richard Diebenkorn  

i. Edward Tufte  

b. Cai Guo Qiang 

c. Julie Mehretu 

b. Process of digital research leads to investigation into phenomena of 

telescoping (hypertext) in media.  

i. Cascade of images reduces a geologic site to a series of suggested, 

webbed data streams that a viewer can explore in a non-linear, 

metanarrative fashion. It forms a virtual relationship between time, 

spatial location, regional influence and memory. Web-like clusters 

resemble superclusters of information, with micro and macro storied 

detail. 

1. Vazquez Rocks Google Search 

a. Past, present, future, biographical, fictive, documentary, 

cultural. 
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2. DJ Spooky - texts we are most familiar with keep rising to the 

surface; our personal remix mythology.  

3. Henry Jenkins - as we encounter the data cascade, “each of us 

constructs our own personal mythology from bits and 

fragments of information extracted from the media flow… 

transformed into resources through which we make sense of 

our everyday lives” (3). 

 

c. Television was filmed where I grew up 

i. TV family.  

1. Renee Green: “many people’s earliest recollections now 

include films and TV or films on TV or played by VCRs. 

Memories include social and private recollections—how old I 

was, who I was with, where I was” (Green 53). 

2. Frank Zappa, Mojave Desert, Hollywood, Hollywood’s 

‘backlot,’ conflation of personal space and memory with 

popular culture.  

 

d. Origin of The Cascade  

i. Oliver Wasow’s curatorial exercise: curate a virtual exhibition.  

1. The Trace. I collected traces of the Los Angeles County 

landscape found in existing screen caps distributed on the web. 

These pre-existing snippets of storied, time-frozen detail 

referenced my specific past and broader conditions of cultural 

media-memory.  

ii. John Kramer’s daily exercise: work in a medium you don’t typically 

use. 

1. I expanded the intricacies of The Trace and captured my own 

screen shots, working in photography and digital imaging via 

appropriation. Stills became a virtual exhibition-archive, first 

screen caps, later complex digital images.  

2. Realization that working with appropriation and television 

were not new after all—I was revisiting deeply ingrained ways 

of working with the media-world in a new context: 

a. Personal history of remix, appropriation and interest in 

the televisual medium as source: 

i. Recorded television theme songs, dialogue and 

soundtracks on K-Mart cassette tapes with a 

tape recorder. I later re-mixed dialogue and 

music using three different stereos, playing 

simultaneously and recording on a fourth.  
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ii. Forcing two View-Master reels into one viewer 

or projector, to see overlaid televisual 

information. 

iii. Bruno Latour – Cascades of Images… (32) 

a. “Images… count because they allow one to move to 

another image, exactly as frail and modest as the 

former one – but different.” 

a. “Connecting images to images, playing with series of 

them, repeating them, reproducing them, distorting 

them slightly, has been common practice in art even 

before the infamous ‘age of mechanical reproduction.’ 

‘Intertextuality’ is one of the ways in which the 

cascading of images is discernible in the artistic domain 

– the thick entangled connection that each image has 

with all the others that have been produced” (35) 

a. telescoping 

b. distinction between the interrupted flow of 

pictures and a cascade of them 

 

2. The Cascade – Moments in the Televisual Desert 

1. Overview 

a. Artist statement 

b. Project overview 

i. Landscape as an active site of exchange 

1. My thesis as a platform of investigation, probing collective and 

personal memory traced through layers of cultural transmission 

2. Fantasy-Hollywood happened in real space; documentary 

subtext 

3. Landscape as a site of historical, cultural and recollective re-

enactment 

a. Literal re-enactors 

b. Fan culture 

c. Social memory and mythology tied to historicity  

d. 16th c. landscape painting and the gradual emptying of 

depicted landscape-space (and my subsequent 

repopulation) 

ii. Televisual information impacts our sense of time, space-place, location 

and memory.  

1. “As we encounter the data cascade, each of us constructs our 

own personal mythology from bits and fragments of 

information extracted from the media flow… transformed into 

resources through which we make sense of our everyday lives.” 

–Henry Jenkins (3). 



Adams  4 

 

2. Remix as a process of counter-memory, time and spatial 

manipulation. 

3. Televisual language references oral tradition, mosaic and 

montage understanding vs. cinematic linearity. 

iii. Landscape conflates place with time.  

1. Futurists 

iv. Landscape as elastic-space providing a telescoping wormhole of 

realities and fictions, connections and suggestions. 

1. The use of an interdisciplinary art installation to access and 

investigate this wormhole of information and our way of 

perceiving the mediated world, tied to an elastic ‘scape.’ 

2. Method  

a. Overview of the three-part, interdisciplinary installation (expanded in 

conceptual detail in Methodology). 

i. video art 

ii. painting 

iii. digital images/interactive  

 

3. Methodology 

Impetus, ideas behind the project and its execution  

a. Landscape as an Active Site / Platform of Exchange  

i. Landscape as Digital Elastic-Space: constructing conceptual 

geographies in digital dataspace 

a. Pieces deal with the space between objective and 

subjective ideas of landscape, operating in a middle 

ground that provides tension; interstitial, liminal space 

between abstract and representation, between narrative 

and anti-narrative. 

b. Lucy Lippard: interaction with landscape as the “lure of the 

local” where “crucial connections of life and history with 

memory can contextualize place with added meaning.” 

2. Fantasy-Hollywood happened in real space 

3. Landscape functions as a site of cultural and geologic 

relationships and experiences  

a. Landscape becomes an active platform (site) of 

exchange 

4. The dialogue between the real, the scripted, and the geologic 

conflates place with time 

a. Landscape indexes time and experience. Landscape is 

conflated with time. 

ii. “Landscape” as complex, loaded term. 

1. The term is capable of describing everything from panoramas 

to political divisions. Invisible property lines, the carving of 
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roads, cities, monuments—social and personal engagements 

with space-place encompass what we understand as landscape.  

The physical and conceptual nature of landscape is tied to 

“place” and “space,” themselves multi-faceted states of reality 

and understanding. 

a. Physical and digital space. 

b. Spatial memory and history. 

iii. Structure 

1. Essence of site collapsed into a single moment. 

2. Directional entanglements create a philosophical space where 

the past erupts into the present. At times it is even less about 

‘site’ than about superseded historical memory.  

3. Storied detail, micro and macro. Viewer applies theoretical 

information, memory and understanding to maps and other 

spaces (Tufte 37).  

4. Elastic-space topography allows a rupture of time and location; 

re-context.  

5. Digital method grapples with the complexity of landscape’s 

many states of being, articulating intricacies in time and spatial 

relationships through compositing and montage.  

iv. Artists 

1. Renee Green - Partially Buried in Three Parts (1999), Some 

Chance Operations (1998)  

2. Annette Weintraub – Inferno (1994)  

3. Jennifer Kamp - Dancing Rooftops (2011) 

4. Umberto Boccini – Elasticity (1912), Stati d'animo. Gli addii 

(States of Mind: The Farewells), 2nd version, 1911 

a. Mosaic connection to Those who Go, Those who Stay) 

5. Giacomo Balla, Speeding Automobile (1912) 

b. Televisual Memory and the Telescoping Fire Station 

i. Wormholes, simultaneous past-present-future, conflation of 

fiction/reality 

1. Southern California/Hollywood; space-time tunnels that link 

varied points, fusing time with landscape, reality with the 

vividly scripted.  

a. Los Angeles County Fire Station 127 

b. Vasquez Rocks 

i. Both are metaphors for the conflation of time, 

place, memory and contingency I refer to herein 

as the ‘telescoping elastic-space’ of mediated 

landscape. 

ii. Both simultaneously operating within the scope 

of fiction, imagination, history and 
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recollection—an active, transient state; a 

telescope of temporal engagements. Stock 

footage, loops. 

2. The space between the original filming, its presentation as 

cultural object, its excavation and manipulation, and its relation 

to the past allow for ambiguity that underscores the distance 

between storytelling and cognizant space. 

3. Media impact individual, cultural and historical negotiations, 

affecting our understanding (and recollection) of locative 

forces.  

ii. Landscape as media-memory site  

1. Televisual information informs memory and our associations 

with real places and events, with little distinction between 

fiction and fact.  

a. Landscapes become dynamic memory-sites—active 

platforms that condense (and overlay) our perception of 

time, history and place. This interrelationship becomes 

multiform when landscapes are recognized or 

remembered in (and through) television—referencing 

the way media informs our understanding of space-

place, generating connections to distant or imaginary 

locations and interactions. 

b. When we think of a specific, culturally mediated site—

including settings only encountered via 

representation—we engage a spiral of physicality and 

temporal locality. The site is shaped by the mutable 

process of remembering and forgetting, by literal and 

virtual encounters, often without index. 

iii. Telescoping realities – how a site, or active platform, cycles through 

past, present, potential futures, fiction and documentary, narrative and 

reality.  

a. Space-Place - Marcus Doel – located encounters reside 

in a fluid relationship between space and place 

(Richardson 63). 

b. How specific sites, like Fire Station 127, become focal 

points of this telescoping reality.  

c. TV distorts our sense of the ‘situational geography’ of 

social life, allowing us to be present at (and to 

remember) both real and fictional events that occurred 

across vast and even imagined geographic locales. 

d. How television, video, internet and even fan fiction 

play into the dimensions surrounding a site. 

iv. Fictionalized, pop-cultural narratives occur in real space 
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1. Documentary subtext tied to space and place. 

2. Fan culture 

a. Dwight Schultz Fansite  

b. Re-enactment, re-enactors 

c. Collaborative source of real space, imagined place as a 

way of accessing a sense of the lived experience of 

fiction 

d. Landscape as a site of activation, a catalyst for decade-

spanning personal, regional, cultural interactions.  

v. Artists 

1. Cynthia Beth Rubin - Old House in the Shadow of the Castle 

(1998) 

2. Dziga Vertov – Man with a Movie Camera (1929). 

3. Jennifer & Kevin McCoy – Learning From Las Vegas (2003). 

c. Semi-Narrative, Anti-Narrative and the Televisual Mosaic  

i. Loop as semi-narrative engine  

1. Loops, mosaic, montage - alternative to cinematic narrative  

a. repetition, reappearance, recall, haunting, specter, 

inherent unfinished, déjà vu, re-visitation, remix, DJ 

b.  re-enactment tied to site 

2. Loops are powerful invocations, abandoning linear narrative 

for the intensity of a continuous present, capable of 

establishing, disrupting and directing temporal relationships. 

a. Investigates the conflated space of time, memory, 

televisual language 

b. References, mimics and extends the televisual viewing 

experience   

c. Episodes viewed out of order, channel surfing, 

crossfades, commercial breaks, reruns, remakes.  

3. Semi-narrative: nothing is ever fully resolved—the instability, 

ambiguity and contingency speak to the unreliability of 

memory, geology, Hollywood fabrication and television itself.  

a. Digital moments fold back in on themselves, denying 

explicit narrative, emphasizing atemporality.  

ii. Mosaic Nature of Television 

1. We draw our understanding of characters and relationships in 

television by viewing and relating a mosaic of their moments 

and interactions, not by processing a linear, cinematic story. 

a. Mosaic structure references oral tradition vs. the novel, 

or theatrical cinematic.  

b. Television theory – TV is the oral tradition of our time 

2. Mosaic understanding of space-place that comes from a de-

centered or semi-narrative form. Loops provide critical 
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negotiation of the televisual structure and the ways we commit 

and recall memory-images.  

iii. White Box vs. Black Box 

1. Television - white box medium. Requires active participation / 

completion from the viewer to assemble mosaic associations. 

Occupies our lights-on, lived reality-space, with activity going 

on around it.  

a. My video art pieces are white box, installed in active 

gallery with people walking around lit space.  

2. Cinema – black box medium. Requires intense focus, cinema 

provides all materials for engagement. Travel to a special 

location, lights down, no distraction.  

iv. Artists 

1. Claudia X. Valdes – In the Dream of the Planet (2002) 

2. Stan Douglas – Overture (1986) 

3. Douglas Gordon – 24 Hour Psycho (2002) 

4. Cory Arcangel, Clouds  

5. Anthony Discenza – Suspension (1997), Charlton Heston: The 

Future Has Already Been Written (2010). 

6. David Hockney – Pearblossom Highway (1986) 

7. Jennifer & Kevin McCoy – Aerie (2014) 

 

d. Dimensionalizing the Televisual Experience 

i. Celestial Jukebox 

a. Sampling, remix, appropriation 

b. Cultural jukebox as metaphor for grand, accessible 

database of culture 

c. Television constantly cannibalizing its own history 

i. Reruns, remakes, references; fluid archive ripe 

for sampling 

1. Bertolt Brecht’s War Primer (1955) 

2. Nam June Paik’s Random Access (1963) 

3. DJ Spooky – Kino-Glaz/Kino Pravda 

(2009) 

ii. The Power of Three 

The concept behind the three-part, interdisciplinary installation 

1. Providing context & dimension to the language of televisual 

landscape. 

a. Minkowski’s Diagram of Space-Time  

i. Graph of Einstein’s principle of special relativity. 

“Relativity tells us that no object by itself has 

either definable location or measurable velocity. 

Two objects are required to yield a relative 
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reading and there is no universe grid like the ether 

to give an absolute figure. An object can be 

described as located somewhere in a certain 

motion only in reference to what is about it. And 

so it is also with memories and experiences.”  

b. Lev Manovich’s theory of three screens 

i. Classic  

1. Flat, rectangular, framed, frontal 

2. Static, panoramic 

3. Painting, digital stills 

ii. Dynamic 

1. Cinema, Television 

2. Image changes over time, active 

3. Viewing regime 

4. Suspended disbelief to partake in 

illusionist space 

5. Video Art 

iii. Real Time 

1. Computer screen, new television 

2. Interactive 

3. Image continually updated in real time 

4. View-Master  

c. Vision of Television Operations  

i. Recording, reception, transmission 

ii. Place, space, time 

iii. Artists 

1. Anthony Discenza – Phosphorescence (1999),  

2. Jennifer & Kevin McCoy – Every Shot, Every Episode (2002), 

I Number the Stars (2004). 

3. Douglas Gordon – 24 Hour Psycho (2002) 

4. Conclusion 

 

 


