FAULT LINES
KABK DESIGN / RESEARCH SYMPOSIUM
FRIDAY, DECEMBER 14, 2018

…activism, affect space, algorithms, annotation, archives,
argument objects, battlescape, bodies, climate change,
coding, collage, commons, control, cross sections, data
sets, decolonising design history, diagrams, digital alchemy,
digital methods, digital sublime, dirty design, documents,
drawing, drone infrastructure, ecological justice, editing,
entanglements, fiction, forensics, futures, gender, geographies of power, Google Earth, Google Maps, grieving, hacking, issue networks, landscape, machine vision, mapping,
material evidence, matter, metal, mining, networked images,
open source, post-digital publishing, post-humans, probes,
protest, prototypes, public space, reading, satellite footage,
satire, scraping, sensing, server farms, site immersion, sorting, surveillance, trouble, unmaking, verticality, visualisations,
web epistemology, witnessing, workshops, zooming…

INTRODUCTION
Each year the KABK makes provision for a selected group of
its tutors and staff to work on a self-defined research project
in the context of a Research Group. The nature of these
projects varies, from research driven by and through one’s
own artistic or design practice to historical or theoretical research; from material or technological research to academic
research in preparation for a PhD-trajectory. In monthly
meetings, we discuss participants’ progress and questions
related to methods for research and analysis, theoretical
concepts, and modes of dissemination.
We’d like to show you what this year’s group has been up to in
the form of this symposium. And, to help frame, amplify and
provide counterpoints to the work we are presenting today,
we took the opporuntity to invite some keynote speakers
and other members of the teaching community at KABK and
Leiden University. We are very grateful to Lauren Alexander,
Anja Groten, Marjanne van Helvert, Anab Jain, Richard
Rogers, Susan Schuppli, and Füsun Türetken for agreeing to
join us and to share their perspectives, not only on what we
are researching, but also how we are researching through
and by means of design. By emphasising the methods we
have used in our practice-led research, we hope to identify
approaches and tools with broader application to the growing design research culture at KABK and beyond.
Taking as our metaphorical conceit the geological
concept of fault lines — fractures in the planet’s surface,
along which movement and displacement takes place —
the symposium aims to survey the changing contours of
contemporary design research as the borders of disciplines
shift. How does design research inhabit the fissures between disciplinary realms and negotiate the discontinuities
between them? What is the frictional or generative potential
of such interstitial positioning? Are there particular qualities
and capacities of design-specific tools and methods and
what do they allow for?
The concept of fault lines also allows us to map and
interpret traces of design’s complicity in an array of pressing
issues, including data surveillance, colonial-modernist bias
in design history, the manipulation of affect in public space,
software and data waste, and climate change. How can we
reveal and resist the expanding geographies of drone warfare? What are some strategies for critiquing design history’s
eurocentric modes of knowledge production? What are the
environmental and psychological impacts of our ever-accumulating digital detritus? What is the role and position of the
artist in a time of ecological crisis?
These are just some of the questions we hope to
address today as part of an ongoing investigation into how
the insights that arise from experimental design research
inquiries might make a meaningful contribution to practice,
to education, and to knowledge. Thank you for joining us!
Alice Twemlow,
head of the Lectorate Design:
Design and The Deep Future
The KABK Research Group 2018
Rachel Bacon
Eric Kluitenberg
Niels Schrader
Rosa te Velde
Donald Weber
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PROGRAMME
SCHEDULE

10:00 – 10:15

Welcome by Marieke Schoenmakers /
Introduction by Alice Twemlow

PROTOTYPING SHARED FUTURES
10:15 – 10:45

Keynote — Anab Jain:
Other Worlds Are Possible

10:45 – 11:00

Q&A with Alice Twemlow

11:00 – 11:15

Anja Groten:
Problematising the ‘Workshop’

11:15 – 11:30

Eric Kluitenberg:
reDesigning Affect Space

11:30 – 11:45

Moderated discussion
with Alice Twemlow

CHARTING DATASPACES

12:30 – 12:45

Rosa te Velde:
Making Design Weird Again

12:45 – 13:00

Lauren Alexander:
Archival Time Travel

13:00 – 13:30

Moderated discussion
with Alice Twemlow

13:30 – 14:45

15:15 – 15:30	

Donald Weber:
Geographies of Power

15:30 – 15:45	

Niels Schrader:
Digital Pollution

16:15 – 16:30

Coffee Break

MINING THE PLANETRY ARCHIVE

TROUBLING DESIGN HISTORIES
 eynote — Marjanne van Helvert:
K
Design as a Manifesto

Keynote — Richard Rogers:
Russian-style Influence Campaigning:
Genres, Spread, Strategy, Detection

15:45 – 16:15	Moderated discussion
with Alice Twemlow


11:45 – 12:00	Coffee Break

12:00 – 12:30

14:45 – 15:15	

Lunch Break
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16:30 – 17:00

Keynote: Susan Schuppli:
Planetary Media

17:00 – 17:15

Füsun Türetken:
On the Most Powerful
Catalyst on The Planet

17:15 – 17:30

Rachel Bacon:
Explore, Sample, Dig, Deplete
and Repeat: Undermining Value

17:30 – 18:00

Moderated discussion
with Alice Twemlow

18:00 – 18:30

Closing remarks:
Alice Twemlow and
Miriam Bestebreurtje

18:30 – 19:30

Drinks Reception
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ANAB JAIN
Futurist, designer, filmmaker and educator, co-founder
and director, Superflux, London, UK

ANJA GROTEN
PhD candidate, PhDArts, KABK/Leiden University, cofounder, Hackers & Designers

OTHER WORLDS ARE POSSIBLE

PROBLEMATISING THE ‘WORKSHOP’

Anab Jain will discuss some of the complexities involved in
working with the future. From climate change and growing
inequality to the emergence of artificial intelligence and the
future of work, Jain and her team at Superflux explore some
of the biggest challenges of our times and investigate the
potential and unintended consequences of these challenges. Jain will show some examples of her studio’s attempts
to create tangible, provocative experiences for transporting
people directly into possible future worlds, and discuss
these and other strategies for encouraging the public to
look critically at the present as a way to claim control of our
shared futures.

Fig. 1.

Drawing from collaborative processes of designing technology, this talk intends to problematise the ‘workshop’. The workshop is a popular framework for cultural production, bringing
together groups of people from different fields in order to
(co-)produce knowledge. Situated between work and leisure,
workshops are usually organised in the context of extracurricular activities such as symposia, incubator programs
and innovation labs. Buzzwords surrounding the workshop
phenomenon, such as ‘rapid prototyping’ or ‘agility’, promote
high-velocity technological development and imply that the
workshop is a highly productive format. By looking closely at
concrete examples of workshops, this talk examines their
capabilities and limitations when creating critical as well as
constructive conditions for designing technology.

Shot of installations by Superflux in ‘The Future
Starts Here’, V&A Museum, 2018.
Fig. 1.

Hackers & Designers Summer Academy 2016,
‘The Internet of Bodies’ Workshop by Carina
Namih and Simone Niquille.

ANAB JAIN is co-founder (with Jon Ardern) of the vanguard
laboratory, design and film studio Superflux. The AngloIndian studio creates worlds, stories, and tools that provoke
and inspire us to engage with the precarity of our rapidly
changing world and thereby to imagine new ways of seeing,
being, and acting. Recently, they produced a series of civilian
drones – creating a vision of a near-future city where these
intelligent machines begin to display increasing autonomy
within civic society. The studio’s partners and clients include
Government of UAE, Innovate UK, Cabinet Office UK, UNDP,
Future Cities Catapult, and Forum for the Future. Jain is also
Professor of Design at the University of Applied Arts in
Vienna, where she leads the Design Investigations Program,
and she is a TED Fellow. Her work has won awards from
UNESCO, Apple Inc., Geneva Human Rights Film Festival,
and Innovate UK and has been exhibited at MoMA New York,
V&A London, National Museum of China, Vitra Design
Museum and Tate Modern.

Fig. 2.

Hackers & Designers Summer Academy 2016,
‘Networked Labor’ Workshop by Nicolas Malevé
and Michael Murtaugh.

KEYNOTE PRESENTATION
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Fig. 2.

Shot of installations by Superflux in ‘The Future
Starts Here’, V&A Museum, 2018.
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ANJA GROTEN is a PhDArts candidate in the Academy of
Creative and Performing Arts at Leiden University, and an
independent designer and researcher based in Amsterdam.
Investigating the possibilities of frictional encounters as
part of design practice, she designs collective moments
of critical making, aimed at discussion, confrontation and
contingency. Groten’s design practice evolves around the
cross-section of digital and physical media, design and art
education and her involvement in different interdisciplinary
collectives. Groten works on (self-)commissions and teaches
at the Sandberg Institute Amsterdam. In 2013, she co-founded
Hackers & Designers, an initiative that attempts to break
down barriers between the two fields by exploring a common
vocabulary through education, hacks and collaboration.
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ERIC KLUITENBERG
KABK tutor, BA ArtScience, MA ArtScience, and BA
Interactive / Media / Design
REDESIGNING AFFECT SPACE
In his earlier work, Kluitenberg proposed a spatial model,
known as Affect Space, as a way to understand the affective
intensities generated during the public gatherings and urban
spectacles that have been taking place over the past few
years in cities around the world — from Zuccotti Park in NYC
to Tahrir Square in Cairo, and from Gezi Park in Istanbul to
the streets of Hong Kong. With their unique intermingling of
(mobile and wireless) technology, intense on-line (mediated)
and off-line (embodied) exchanges, in the context of urban
public spaces, these gatherings produce a new dynamic that
is highly unpredictable. While unpredictable, this dynamic
is in no way arbitrary, however, and, furthermore, it is highly
susceptible to manipulation. In his more recent collaborative
research, Kluitenberg and his colleagues in the ‘reDesigning
Affect Space’ project are exploring what types of design
-agendas might be used to counter such manipulation,
and to distribute agency (the ability to act effectively) more
equitably across the different actors operating in this space
– citizens, corporations, public agencies, ‘creatives’, civic
organisations, local, national, and transnational authorities.

Fig. 1.

The ‘Friday of Victory’ after Hosni Mubarak’s
fall, Tahrir Square, Cairo, Egypt, February 18,
2011. Photo by Lara Baladi.

ERIC KLUITENBERG, a theorist, writer, curator, and educator working at the intersection of culture, politics, media,
and technology, teaches cultural and media theory in the BA
ArtScience and BA Interactive / Media / Design at the KABK.
A former Research Fellow at the Institute of Network Cultures
in Amsterdam, Kluitenberg is the editor-in-chief of the
Tactical Media Files online documentation platform for
Tactical Media and is currently working on its international
anthology, co-edited with David Garcia, to be published by
MIT Press. Kluitenberg’s recent publications and projects
include The Legacies of Tactical Media (2011), Techno
Ecologies (2012), ‘ElectroSmog - International Festival for
Sustainable Immobility’ (2010), ‘FREE!? — A one day journey
into the cultures of sharing’ (2013), ‘Tactical Media
Connections’ (2014 – 2017), ‘T/A/S - Technology / Affect /
Space’ (2016), and ‘reDesigning Affect Space’ (2017 – 2019).

RESEARCH GROUP 2018 PRESENTATION

REDESIGNING
AFFECT SPACE
ERIC KLUITENBERG
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Affect Space proposes a spatial model for analysing the
intermingling of (mobile and wireless) technology, the
affective intensities generated by on-line (mediated) and
off-line (embodied) exchanges, and urban public spaces.
The main question that guides this project is: Who has
agency in Affect Space? And what type of designed interventions are required to distribute agency (the ability to
act effectively) more equitably across the different actors
operating in this space — citizens, corporations, public
agencies, ‘creatives’, civic organisations, local, national,
and transnational authorities?
A more diversified design-agenda is needed in the
context of Affect Space, one that can transcend current
security and safety-driven initiatives and overly technology-centric ‘smart city’ discourses. Research up to now has
shown that the concept of Affect Space is much more than
an abstract idea or a purely speculative model; in fact,
powerful actors are at work in the context of Affect Space.
And while the dynamics of Affect Space are unpredictable,
they are also highly sensitive to manipulation. Therefore,
an urgent need exists to engage the spatial design disciplines much more actively in this context.
It is hoped that this will be accomplished by organising a series of master classes with international partners,
where expert designers, artists, architects and urbanists
are exchanged between the participating cities / regions.
The master classes also involve young professionals and
advanced (Master-level) students, and result in small scale
public interventions into local public spaces. The outcomes,
including their (audiovisual) documentation, provide the
basis for a series of public presentations (debates, conferences, pop-up exhibitions) in Berlin (transmediale), Rotterdam (Het Nieuwe Instituut), and Madrid (JARD.us / Medialab Prado / Escuela Técnica Superior de Arquitectura).
This research project is part of an extended design,
practice and theory project building on the outcomes of
the T / A / S - Technology / Affect / Space public research
trajectory of Open! Platform for Art, Culture, and the
Public Domain, which was conducted with the MIT ACT
— Art, Culture, and Technology program in Cambridge
(Mass.), the Lectorate for Art and Public Space (LAPS)
Rietveld Academy in Amsterdam, and Het Nieuwe Instituut
in Rotterdam. Participants include: designer, artist and
researcher Christian Nold; architects Javier Argota and
Rodrigo Delso (JARD, Madrid); artist and activist Alessandra
Renzi; performance artist and researcher Sher Doruff;
and artist duo Esther Polak and Ivar van Bekkum.
A new essay for the Open! online publication platform by Eric Kluitenberg (lead-researcher) brings together
the outcomes of this collective research in a preliminary
description of a conceptual model of Affect Space.
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THE CONSTITUTION OF AFFECT SPACE
The concept of Affect Space, first proposed in a long-read
essay for the Open! platform (Kluitenberg, 2015), suggests
three constitutive elements:
A technological component: Internet, but in particular the massive use of mobile and wireless media performs
a crucial function to mobilise large groups of people
around ever-changing ‘issues at stake’.
An affective component: The affective intensity
generated and exchanged in these processes of activation
and mobilisation instantiated in the body of the physical
actors in the streets and squares. This affective component
indicates an insistent ‘somatic turn’ away from the symbolic towards a physically registered, felt intensity that
resonates with other bodies and objects.
A spatial component: The affective intensities
generated in the activation process cannot be shared effectively in disembodied online interactions at the screen.
This lack stimulates the desire for physical encounter,
which can only happen in a physical spatial context,
paradigmatically in (urban) public space.
[...]
The conceptual model of Affect Space does not deal with
a purely speculative object. Instead it speculates about the
general characteristics and traits of an emerging order that
holds important cultural and political implications.
[...]
AFFECT SPACE IS SYNAESTHETIC
Affect Space is intensely synaesthetic. It involves all the
senses, all of the sensuous registers, in incongruous concert. Sensation(s) in Affect Space is (are) not unified.
This is an important part of their activating potential.
[...]
The felt tension is between what is witnessed / mediated on
the screen and in sound from afar, and the body embedded
in a strictly local environment, cued to that locality rather
than the mediated action. This tension necessarily remains
unresolved. The felt dissonance between these two simultaneous and interlacing experiences charges the witnessing
subject with a potential as yet undirected energy.
[...]
THE AFFECTIVE THRESHOLD
When the networked linkages become increasingly tight,
interhuman relationships tend to shift from a deliberative
to an affective level. Information overload, viral visual,
auditory and textual messages, continuous demands for
responses, haptic feedback mechanisms (buzzing phones,
thumbing wearables) induce this shift from deliberation to
the play of affective registers.

Self-mediation shifts the emphasis from a specific content
to the processual in mediated expressions. Affect Space is
hence both performative and processual.
[...]
The activation of Affect Space, however, does not happen
primarily around issues, but around performative presences (embodied and mediated resonance objects) that can
produce strong affective intensities.
[...]
ENGAGEMENTS
We cannot be content with merely stating how this emergent order functions. The ethical and political sensitivity
of this topic requires a more engaged involvement.
The first is a practical engagement: The aim of this
project is to offer conceptual and practical tools that can
help to expand the design agenda for Affect Space.
[...]
The mobilisation and scrutiny of ‘feelings’ (both affect and
emotion) in the intensified densities of contemporary
hybrid spaces serves a variety of strategic agendas (economic and political objectives, surveillance and control
structures, and even strategic forms of disruption).
However, while manipulation of this emergent order is
rife, because of the nonlinear dynamics of Affect Space,
no single actor is in full control of the outcomes of these
processes.
Understanding the dynamics at work in Affect
Space can help to develop more responsible design approaches to the key elements driving these dynamics.
The second is a political engagement: The socalled ‘movement(s) of the squares’ have demonstrated the
connective force of affect-driven forms of mobilisation
of crowds and activation of public spaces. Yet, despite the
success in ‘mobilisation / activation’, virtually all of these
‘movements’ have been hampered by a significant lack
of political efficacy. This conundrum presents itself as a
paradox – how to account for the simultaneous success in
mobilisation and lack of any substantive progressive political outcomes?
[...]
The third, finally, would be an experiential engagement:
Here I mostly look towards the role that art can perform
within the emerging constellation of Affect Space.
Art can play an enormously powerful role in experientially
revealing the (hidden) play of / on the affective registers
employed by a variety of strategic actors, which mostly
remains implicit within the structure of Affect Space.

[...]
The conditions that enable the passing of the affective
threshold turn public space into a ‘performance space’.
To some extent public space has always been ‘performative’. However, the now massified practices of selfmediation (in public space), particularly with the advent
of smartphones, play a crucial role in this.
[...]
RESEARCH PROJECT EXTRACT
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MARJANNE VAN HELVERT
Textile designer, researcher, writer, Dirty Design,
Amsterdam, NL

ROSA TE VELDE
KABK tutor, Research & Discourse, BA Interior
Architecture & Furniture Design

DESIGN AS A MANIFESTO

MAKING DESIGN WEIRD AGAIN:
Advancements in the study of the peculiarities
of the early 21st century phenomenon
of design history and its discontents

Marjanne van Helvert will deliver a lecture/performance on
design manifestos, speculative writing, and the predictive
power of historic futurities, as part of her ongoing research
into writing and thinking design.

Fig. 1.

Fig. 2.
Fig. 3.

This presentation explores how fiction can be used as
a strategy and research method to disrupt design history
canons in order to expose issues of eurocentricity in the
knowledge production of design history and to create
space for critique. Through the figure of a fictional
anthropologist from the future, te Velde aims to create
distance from the present moment in order to study and
reveal the ways in which design history has been, and
continues to be, shaped by modernity and coloniality.
Through these measures, te Velde seeks to challenge a
range of design history tropes such as the linear timeline,
ideas of western development and progress as well as notions of humanity, issues of individual authorship, appropriation and the dominance of the visual. Can we enforce
a normalisation of a reality that is not yet here?

Curtain Landscapes at Wongema, Hornhuizen,
photo by Anneke Hymmen, 2017.

Fig. 1.

The absurdly linear/vectoral timeline of design
history. Annotated extra low-resolution image
found on a 2018 design history webpage, accessed
through the Internet Browser Archive.

Fig. 2.

Hardcopy design history ‘books’, written by white
European men, different years (TA1621-5, TA16216, TA1621-7, TA1621-8).
Study of obsession with chairs on walls in art
museum. Photographs of 2018 exhibition at
Stedelijk Museum, Amsterdam.

Dirty Clothes, photo by Anneke Hymmen, 2017.
A Library for Material Rights, photo: Stroom Den
Haag, 2018.

Fig. 3.

Fig. 4.

The Responsible Object (Amsterdam: Valiz 2016).

MARJANNE VAN HELVERT is a designer, researcher, writer
and educator, well-known for her 2013 Dirty Design manifesto.
Her work explores the dynamics between the theory and
practice of design, within the realms of design ethics and
aesthetics, DIY practices, gender politics, utopia and dystopia.
Van Helvert is the initiator and editor of the book The Responsible Object: A History of Design Ideology for the Future, (Valiz,
2016), which presents a history of socially committed design
strategies within the western design tradition, from William
Morris to Victor Papanek, and from VKhUTEMAS to FabLab.
Her other projects include Dirty Clothes, a recycled DIY
clothing label and magazine and the curtain landscape project.
Van Helvert received an MA in Cultural Studies from the
Radboud Universiteit Nijmegen (2007) and a BDes in Textile
Design from the Gerrit Rietveld Academie Amsterdam (2013).
KEYNOTE PRESENTATION
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ROSA TE VELDE teaches theory at the KABK as part of
the Research & Discourse program and for students in the
BA Interior Architecture & Furniture Design. She is also a
freelance writer, researcher and educator at other institutions including the Sandberg Instituut Amsterdam and the
Tropenmuseum. Te Velde graduated from the designLAB
department of the Gerrit Rietveld Academie in Amsterdam
in 2010, after which she obtained an MA in Design Cultures
from the Vrije Universiteit in Amsterdam in 2015. Here she
conducted research on the construction of ‘Dutchness’
through design at the Dutch Consulate in New York and
the embassy in Washington DC. From 2012-2018 she was
an editor at Kunstlicht, a journal on art, architecture and
visual culture. Te Velde is interested in the politics of design
and national identity (exemplified by concepts such as
Dutch Design), decoloniality, race and gender. Currently,
she is working to establish the Black Renaissance platform,
with researchers, activists and artists, including Patricia
Kaersenhout, Antoin Deul and Grâce Ndjako.
13

MAKING
DESIGN WEIRD
AGAIN
ROSA TE VELDE

Advancements in the study of the peculiarities
of the early 21st century phenomenon
of design history and its discontents

This research project explores design history and its
modes of knowledge production. How should we rethink
design histories and the design canon and address its blind
spots? This project aims to understand design history as
a system of knowledge production steeped in eurocentricity and modernity. The project is fully indebted to,
and inspired by, the many black and decolonial scholars
that have challenged the biased western/northern epistemologies in the humanities and elsewhere, and for design
history specifically (including bell hooks, Audre Lorde,
Sara Ahmed, Walter Mignolo, Rolando Vazquez,
the Decolonising Design Platform, Madina Tlostanova,
Tony Fry, Elizabeth Tunstall, and Arturo Escobar).
While theorists of postmodernism have raised issues of
pluralism and multiplicity, of breaking down the hierarchies between high and low culture, and of expanding
design histories by the inclusion of material culture and
global design histories, what remains understudied among
many design historians in the West and the global North is
how the remnants of modernity/coloniality (Mignolo) persist implicitly and covertly through current design history
epistemologies. The limits and the modes of knowledge
production are intricately related to the subject matter of
design too. Design as a shaping force of coloniality and
vice versa is hardly recognized as such, and hence its historical and academic reflection is immersed in reproducing specific and limited understandings of design.
In order to expose these mechanisms and open
up and expand the traditional subjects of design history,
te Velde explores a range of tactics and strategies capable of destabilizing the seemingly neutral and objective
approaches to writing histories of design. The aim of
the project is to test out the potential of a fictional approach as a strategy, in order to engage an audience in this
much-needed but difficult conversation, and to encourage
inquiry into issues such as: how design history is produced, constructed, and disseminated and how ‘design’ is
created and produced through its academic interpretation.
The question of how to avoid a moralizing standpoint
is central to this research. By using the anthropological
language of discovery and othering, contemporary design
history as a phenomenon and as an ‘anthropological
curiosity’ will be emphasized. The ultimate goal is to
‘normalise’ an awareness of how design history is constructed, and to sensitise an audience to recognize these
mechanisms, in order to expand this field and allow for
other approaches to design and design history.
RESEARCH PROJECT SUMMARY
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I analysed different tactical fictional approaches as used by
artists and curators, ranging from the imaginary researcher
Dr. Fadl Fakhouri created by The Atlas Group, fictional institutions such as The Museum of Contemporary African Art
by Meschac Gaba or The Museum of Jurassic Technology,
as well as the recent curatorial strategy taken at the Van
Abbe Museum based on the Persian Letters by Montesquieu
to look as an outsider on their collection and thereby to
‘demodernise’ it. In all examples, ‘fiction’ has a specific
function: it works as a parody or to ridicule, creating space
for critique and self-reflection. In the examples studied,
fiction functions specifically to create space to critique
western ‘science’ as well as Eurocentric hierarchies or ways
of looking at the world.
Since the era of the Enlightenment, European
anthropologists travelled the world, and diligently and
curiously ‘discovered’ exotic otherness. In the 1920s, art
historian Carl Einstein flipped the gaze with his ‘Ethnologie du blanc’, for which the aim was ‘to constitute a
critical vantage point for viewing and reviewing Western
institutions ranging from art to politics, from architecture
to literary writing […]’.1 Similarly, in 1956, anthropologist
Horace Miner parodied the specific language used by
anthropologists to describe ‘otherness’, but instead discusses the Americans (the ‘Nacirema’ tribe).2 How can
we approach design history as a peculiar phenomenon?
In this project, my main aim is to explore a
strategy that would be helpful in persuading an audience
to understand design histories as produced within a ‘
geopolitics of knowledge’3 put in place through
coloniality, and to understand that ‘the European
paradigm of rational knowledge’4 became universalised
as the only model of knowledge. Departing from this
assertion, we can begin to think about conceptualisations
of humanity, of progress, of eurocentricity, neutrality and
objectivity and how these have influenced the ways in
which design histories are produced.
This is not necessarily an easy conversation.
Scholarly writings on, for example, colonialism or racism
are often dismissed by mainstream academic research,
because they are seen as ‘too subjective’ or as ‘politically
correct’ or simply as boring. This in itself is a symptom
of the superiority and dominance of a singular approach
to what counts as knowledge. There is an urgent need for
more awareness of the deeply embedded colonial dynamics of epistemologies of science and recognition of the
false claims to objectivity and universalism.
In attempting to use fiction to open up space for
critique, I acknowledge the difficulty of ever doing justice
to the nuanced theories and experiences of the theorists
that I am referring to and the possibility that this method
may appropriate or even reinforce the very hierarchy of
power its seeks to destabilize. Despite such concerns,
I believe that the benefits of fiction, such as its ability to
allow for subjectivity and to enable a recognition of
situatedness, outweigh the risks.
By creating the figure of the fictional researcher
from the future, I turn the gaze to the figure of the
knowledge creator to emphasize the authorial and subjective voice of the researcher. In doing so, I aim to unmask
this authorial voice, because, as Ramón Grosfoguel points
out, ‘[i]n western philosophy and sciences the subject that
speaks is always hidden, concealed, erased from the analysis. The “ego-politics of knowledge” of western philosophy
has always privileged the myth of a non-situated “ego”’.5
Fiction allows for new ways of understanding
the world, as many science fiction writers have shown,
including Octavia E. Butler and many others. It allows for
systemic critique, and it enables us to see things anew:
to make things weird again. By enforcing a normalisation
of an outlook on the world that acknowledges the extreme
RESEARCH PROJECT EXTRACT
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inequalities as a result of coloniality, taking the ‘as if’
approach as discussed by David Garcia in terms of ‘acting
as though change has already taken place’,6 the aim of the
project is to encourage inquiry into issues such as: how is
design history produced, constructed, and disseminated?
How is ‘design’ created and produced through its academic
interpretation? Studying current design history, annotated
by the anthropologist, different ‘tropes’ of design history
such as the ‘linear timeline’ are addressed, and ideas of
western development and progress in design history as
well as issues of authorship, appropriation, gender and
exoticism can be revealed.
Ultimately, it is important to question what exactly
is ‘fictional’ in this project. To me, what I present here as
fictional is more real, more honest, more convincing than
the current status quo of design history/knowledge/
‘reflection’ that we know. As the author J. G. Ballard has
observed, ‘We live inside an enormous novel. It is now
less and less necessary for the writer to invent the fictional
content of his [sic] novel. The fiction is already there.
The writer’s task is to invent the reality’.7
1. Rainer Rumold, ‘Painting as Language.
Why Not? Carl Einstein in Documents’ in: October 107
(2004), p. 81.
2. Horace Miner, ‘Body Ritual among the
Nacirema’ in: American Anthropologist 58:3 (1956),
pp. 503-507.
3. Walter Mignolo, ‘The Geopolitics of
Knowledge and the Colonial Difference’ in: The South
Atlantic Quarterly 101:1 (2002), p. 67.
4. Anibal Quijano, ‘Coloniality and Modernity/
rationalty’ in: Cultural Studies 21:2, p. 172.
5. Ramón Grosfoguel, ‘Transmodernity, Border
Thinking, and Global Coloniality: Decolonizing Political
Economy and Postcolonial Studies’ in: Revista Critica de
Ciencias Sociais, 4 July 2008. Retrieved from:
https://www.eurozine.com/transmodernity-borderthinking-and-global-coloniality/.
6. David Garcia, ‘Dark Jesters Hiding in Plain Sight:
Hoaxes, Hacks, Pranks, and Polymorphic Simulations’ in:
Jon K. Shaw and Theo Reeves-Evision (eds.), Fiction as
Method, (Berlin: Sternberg Press, 2017), p. 83.
7. Ballard, quoted in Garcia, Fiction as Method, p. 83.
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LAUREN ALEXANDER
KABK tutor, BA Graphic Design and MA Non-Linear
Narrative, co-founder, Foundland Collective
ARCHIVAL TIME TRAVEL
Lauren Alexander will discuss some of Foundland
Collective’s recent video, lecture and object-based projects,
which revive archival material as a way to uncover marginalised narratives of Arab-American identity. Foundland
Collective uses design research methods to experiment
with how historical narratives can be connected with our
contemporary social-political context.

Fig. 1.

Timestack I, Jerusalem, 2018, glass and
photographic installation, by Foundland
Collective.

Fig. 2.

Photograph of Wish You Were Here! lecture
performance by Foundland Collective, Cairo,
October 2018.
Video still from Wish You Were Here!, 2018,
by Foundland Collective

Fig. 3.

LAUREN ALEXANDER, designer, researcher and artist,
teaches at the KABK in the BA Graphic Design and the
MA Non-Linear Narrative. Originally from Cape Town, South
Africa, Alexander studied Graphic Design before moving
to the Netherlands to complete a Master in Design at the
Sandberg Institute Amsterdam and a Master of Fine Arts at
the Dutch Art Institute in Arnhem. In 2009 Alexander began
working with Syrian designer and artist Ghalia Elsrakbi and
together they formed Foundland Collective. The duo’s work
draws together disciplines of art, new media, graphic design
and writing to critically reflect upon what it means to produce
politically engaged, decolonial storytelling from their position
as non-Western artists working between Europe and the
Middle East. Foundland Collective has exhibited and presented work internationally, has been nominated for the
Prix de Rome prize (2015) and Dutch Design Awards (2016)
and has been awarded Smithsonian Artist Research programme fellowships (2015-2016). Alexander is also a tutor in
socially engaged and research-based design practice in the
Master of Experience Design (University of the Underground)
at the Sandberg Institute Amsterdam.
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RICHARD ROGERS
Professor of New Media & Digital Culture, and founder,
Digital Methods Initiative, University of Amsterdam, NL

DONALD WEBER
KABK tutor, BA Photography
and MA Photography & Society

RUSSIAN-STYLE INFLUENCE CAMPAIGNING:
Genres, Spread, Strategy, Detection

GEOGRAPHIES OF POWER

Richard Rogers and colleagues develop tools for the capture
and study of Web data. The tools form the infrastructure
of the Digital Methods Initiative, which specialises in repurposing online devices (and ‘methods of the medium’)
for research that goes beyond the study of online culture
only. Rogers studies, and makes use of, the adjudicative
or ‘recommender’ cultures of the Web that help to determine the reputation of information as well as organizations.
This presentation concerns the Russification of influence
campaigning online, marking a shift from how Facebook
(and other social media) are studied, from a platform for the
presentation of self and the mobilisation of social causes to
a ‘menacing’, disinformation machine.

The production of worldviews has been radically altered by
the convergence of airspace and dataspace, embodying
state power in the 21st century.1 Donald Weber will present
his research that explores the atmospheric topography of
enclosure and the use of airborne machines which manufacture and condition the spaces of a securitized and surveilled
society. Starting from French philosopher Gilles Deleuze’s
inversion of surveillance into ‘counter-veillance’, where he
sought to turn the prison inside out and ‘watch the watchers’,2 the research presented inverts the totalizing imperial reconnaissance of the US military drone3 to trace the
geographies of drone warfare as an act of counter-reconnaissance. By using the method of (re)appropriating satellite imagery from Google Earth, the hidden indices of state
power become intelligible, vivid, palpable and contestable.
We can now see drone infrastructure not just as a geopolitical agent, but an infrastructure and ecosystem that encloses
life itself. This research sets out to visualize the ‘geography of
our geography’:4 the Geographies of Power.
1. Ian Shaw, Predator Empire: Drone Warfare and
Full Spectrum Dominance, (Minneapolis, MN: University
of Minnesota Press, 2016).
2. Michael Welch, ‘Counterveillance: How
Foucault and the Groupe d’Information sur les Prisons
Reversed the Optics’ in: Theoretical Criminology
15:3 (2011), pp. 301-313.
3. Grégoire Chamayou, Drone Theory, trans.
Janet Lloyd, (London: Penguin Books, 2015).
4. John P. Jacob, et al., Trevor Paglen: Sites
Unseen, Washington, DC: Smithsonian American Art
Museum, 2018.

Fig. 2.

How States Became Protagonists in the US
Election Night Drama, Digital Methods Winter
School 2017. Design by Carlo de Gaetano.

Fig. 1.

RICHARD ROGERS is a professor in Media Studies
at the University of Amsterdam and is Chair of New Media
& Digital Culture. He is director of the Govcom.org Foundation and the Digital Methods Initiative, one of Europe’s
leading Internet Studies groups, known for the development
of the Issuecrawler and other software tools for the study of
online data and the ‘natively digital’. Rogers also directs the
Netherlands Research School for Media Studies. Previously,
Rogers worked as Senior Advisor to Infodrome, the Dutch
Governmental Information Society initiative. He is author of
Information Politics on the Web (MIT Press, 2004), awarded
best information science book of the year by the American
Society for Information Science and Technology (ASIST) and
Digital Methods (MIT Press, 2013), awarded outstanding book
of the year by the International Communication Association
(ICA). His forthcoming textbook, with Sage, is titled Doing
Digital Methods. Rogers has received research grants from
the Open Society Foundations, Ford Foundation, MacArthur
Foundation, Gates Foundation and the European Commission, among other institutions.
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Fig. 2.

Fig. 3.
Fig. 4.

Groome Lake-004, Groom Lake AFB, Nevada,
July 27, 2016.
Palmdale AFB Drone-001, Palmdale AFB,
California, May, 2015.

Gray Butte AFB Drone-07282008-009, General
Atomic Test Center, Gray Butte, Nevada, July 28,
2008.
Plant 42 Palmdale AFB Drone-12042011-003,
Plant 42, Palmdale, AFB, California, April 4,
2011.
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GEOGRAPHIES
OF POWER
DONALD WEBER

Fig. 5.
Fig. 6.

Fig. 7.
Fig. 8.

Fig. 9.

Edwards AFB 072011-004, NASA Neil A.
Armstrong Flight Research Center, North Base,
Edwards Air Force Base, California, July 20, 2011.
Creech AFB Drone-6202011-001, Creech AFB,
Nevada, June 20, 2011.

Shamsi Pakistan, American military outpost,
Shamsi Airfield, Pakistan, September, 2016.
Saudi Arabia AFB, American military outpost,
Rub Al Khali, Saudi Arabia, September, 2011:
used in a strike on Anwar al-Awlaki, the
American-born propagandist for al-Qaida’s
affiliate in Yemen.

Manda Bay Kenya, American military outpost,
Manda Bay, Kenya, April, 2016.

DONALD WEBER is a tutor in the BA Photography and MA
Photography & Society at the KABK, and is a PhD candidate
at Goldsmiths University in London. Originally trained as an
architect, Weber worked with Rem Koolhaas in Rotterdam,
before specializing in photographic work that examines the
hidden infrastructures of power, be it economic, political or
social. He is the author of four photography books, including:
Interrogations (Schilt Publishing, 2012), about post-Soviet
authority in Ukraine and Russia, which was selected to be
included in Martin Parr and Gerry Badger’s seminal The
Photobook: A History, Volume III; and War Sand (Polygon, 2018),
which explores D-Day as told through a grain of sand. He is
the recipient of numerous awards and fellowships, including
a Guggenheim Fellowship, the Lange-Taylor Prize, the Duke
and Duchess of York Prize, two World Press Photo Awards
and was shortlisted for the Scotiabank Photography Prize.
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Where once worldviews were reflected in a horizontal
cartographic gaze that sought to flatten the world;
today, a radical alteration and reorganization of space is
reconfiguring the modern image along a vertical axis.
This vertical shift can be seen as a transformation from
area to volume, from linear perspective to one that is now
supplanted by networked, volumetric technologies.
This vast, volumetric expanse extends beyond the
earth’s surface, from ‘the geologic layers below it, the
built environment upon it, to the domains of the spectrum
and the air to the outer limits of orbit’.1 This convergence
of airspace and dataspace embodies a totalizing form of
surveillance, an atmospheric enclosure of the earth which
defines state power in the 21st century.2
The US military defines this totalizing enclosure
as ‘full spectrum dominance’, which enables the control of
every physical (land, sea, air and space) and non-physical
(cyber, propaganda and psychological) space,3 resulting in
what Ian Shaw has termed a ‘topological empire in which
space is unilaterally erased by technics’.4 This research
explores the atmospheric topography of enclosure and
specifically one that foregrounds the use of airborne
machines that manufacture and condition the spaces of a
securitized and surveilled society.
The military drone is a key vector for what British
geographer Derek Gregory states is the ‘centre point of
coordinated activities transitioning fluidly across aerial,
orbital, spectral and terrestrial domains’.5 In drone space,
the air becomes digital confetti, forming an infrastructure
impossible to see, while actively transforming geographies of state violence. This is mirrored in the use of military rhetoric which situates the drone as ‘unmanned’, and
‘autonomous’, rendered invisible, classified, and hidden.
This research, however, sees the drone as an instrument
within a hyper-connected infrastructure. It is not just a
machine, hovering above, but rather a fusion of material
object and human labour,6 one that constitutes an artificial
and increasingly reconfigured human space enclosed in
the service of militarism and capitalism. This research,
then, through an expanded conception of photography,
sets out to visualize the ‘geography of our geography’:7
the Geographies of Power.
Starting from French philosopher Gilles Deleuze’s
inversion of surveillance into counter-veillance, where he
sought to turn the prison inside out and ‘watch the watchers’,8 this project inverts the totalizing imperial reconnaissance of the drone9 to trace the geographies of drone
warfare rather as an act of counter-reconnaissance.
By utilizing the methodology of appropriating
satellite imagery from Google Earth, the hidden indices
of (drone) power becomes intelligible, vivid, palpable and
contestable. This methodology – counter-reconnaissance
– allows us to see drone infrastructure not just as a geopolitical agent, but an infrastructure and ecosystem that
encloses life itself.
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1. Caren Kaplan and Lisa Parks, Life in the Age of
Drone Warfare, (Durham, NC: Duke University Press, 2017).
2. Ian Shaw, Predator Empire: Drone Warfare and
Full Spectrum Dominance, (Minneapolis, MN: University
of Minnesota Press, 2016).
3. Jim Garamone, ‘Joint Vision 2020 Emphasizes
Full-spectrum Dominance’ in: U.S. Department of Defense
news, 2 June 2000. Retrieved from http://archive.defense.
gov/news/newsarticle.aspx?id=45289.
4. Shaw, Predator Empire.
5. Kaplan and Parks, Life in the Age.
6. Derek Gregory and Allan Pred (eds.),
Violent Geographies: Fear, Terror, and Political Violence,
(Abingdon: Routledge, 2013).
7. John P. Jacob, et al., Trevor Paglen: Sites
Unseen, (Washington, DC: Smithsonian American Art
Museum, 2018).
8. Michael Welch, ‘Counterveillance: How
Foucault and the Groupe d’Information sur les Prisons
Reversed the Optics’ in: Theoretical Criminology 15:3
(2011), pp. 301-313.
9. Grégoire Chamayou, Drone Theory,
trans. Janet Lloyd, (London: Penguin Books, 2015).
COUNTER-RECONNAISSANCE:
Using Google Earth to critically
map infrastructures of power

accessed through the Timeline tool means its significant
uses are rather of the past than the present. While this may
not be helpful to those seeking timeliness, it does provide
an opening – an information intervention – in helping to
algorithmically map a complexity of conflict and space.
By unfolding the temporality of the interface, meaning
itself is then revealed in the data mining of traversing
through (past) time, where numbers are restored to vision,
data into stories, and where an algorithmic environment
enables the mapping of the material ecologies of power.
This narrative terrain of Google Earth creates and
contains an archipelago of militarized space, while also
establishing a means for truth claims and positioning the
(satellite) image as a socio-political medium. The methodology of counter-reconnaissance interrogates unseen
networks that structure life under the state, but also contributes to critical and artistic strategies to help map the
shadow states of globalized violence. Counter-reconnaissance helps us to identify that which we cannot ‘see’, by
exploring the interplay between ‘invisibility and visibility,
evidence and abstraction, secrecy with revelation’.8
This methodological research exposes systems
that are less tangible or accountable, or what architecture
theorist Keller Easterling terms as ‘infrastructure space’.9
By utilizing Google Earth’s satellite imagery capabilities
to investigate the hidden, invisible rules that structure
and enclose space all around us, a constellation of violent
‘geographies’ is contested, and made palpable. Counterreconnaissance, as explored through Google Earth, helps
to ‘stage inquiries concerning the complex dynamics of
political violence which simply cannot be seen and understood’.10 These images – scraped, sorted, cropped,
appropriated, and transformed – ask us to question Google
Earth and the aerial views which constitute its whole, and
effectively subvert its imperial inclinations. The images
themselves do not show violence, but there is a violence in
the frame that is shown.11 By tracing military infrastructure
through this interface, gender theorist Judith Butler’s statement is rather prescient: ‘an aerial view whose perspective
is established and maintained by state power, is now an
aerial view wrested from the control of state power’.12

The methods employed in this research project invert
the drone’s gaze from that of imperial reconnaissance
and surveillance,1 and instead re-direct this totalizing
and absolute gaze towards that of an act of counterreconnaissance. This methodology expands upon French
philosopher Gilles Deleuze’s inversion of surveillance into
counter-veillance, where he sought to turn the prison
inside out and ‘watch the watchers’.2 These forays of
counter-reconnaissance become ‘sorties into the terrain
of an adversary’,3 and form the starting point to trace the
geographies – infrastructures – of power.
While the vast majority of US drone operations
remains hidden, much of their infrastructure is visible on
Google Earth and other public-oriented platforms. By (re)
appropriating satellite imagery from Google Earth, the
hidden indices of (drone) power becomes intelligible,
vivid, palpable and contestable. This methodology –
counter-reconnaissance – allows us to see drone
infrastructure not just as a geopolitical agent, but an
infrastructure and ecosystem that encloses life itself.
The space between the ground and the sky is where
drone warfare takes place, through orbital, spectral and
material means. This space can also be viewed, through
the algorithmic interface of Google Earth, as an information intervention in order to reclaim for the public a node
in the landscape of secrecy.4 The satellite image can act as
a field to initiate significant questions and set off chains of
inquiries into the enclosures of atmospheric security, provide scrutiny to the inside of the surveillance apparatus,
and reflect upon the materiality of state power. Google
Earth, however, also announces its own historical baggage; it now assumes the responsibilities of global imaging once administered by the US National Reconnaissance
Office and the CIA. American writer Laura Kurgan states
that Google Earth is not a ‘view from nowhere… it is a
company with enormous visual capital’,5 mashing up data
from a diverse set of sources (satellite, aerial, cartographic
and historical).6 The medium, therefore, compels us to
understand its alignment with military strategy and shift
the perspectives it offers beyond its ‘seeing is believing
logics’7 in relation to broader institutional, geopolitical and aesthetic strategies. A key aspect of the Google
Earth interface is its temporality, where a ‘digital archive’

1. Grégoire Chamayou, Drone Theory, trans.
Janet Lloyd, (London: Penguin Books, 2015).
2. Michael Welch, ‘Counterveillance: How
Foucault and the Groupe d’Information sur les Prisons
Reversed the Optics’ in: Theoretical Criminology 15:3
(2011), pp. 301-313.
3. John P. Jacob, et al., Trevor Paglen: Sites Unseen,
(Washington, DC: Smithsonian American Art Museum, 2018).
4. Trevor Paglen, Blank Spots on the Map: The
Dark Geography of the Pentagon’s Secret World,
(London: Penguin, 2011).
5. Laura Kurgan, Close up at a Distance: Mapping,
Technology, and Politics, (Brooklyn, NY: Zone Books, 2013).
6. Dan McQuillan, ‘Review: Laura Kurgan: Close
Up at a Distance: Mapping, Technology and Politics’
(n.d.). Retrieved from http://livingmaps.review/journal/
index.php/LMR/article/view/35.
7. Lisa Parks, ‘Digging into Google Earth:
An analysis of “Crisis in Darfur”’ in: Geoforum 40:4
(2009), pp. 535-545.
8. Jayne Wilkinson, ‘Art Documents: The Politics
of Visibility in Contemporary Photography’ in: InVisible
Culture 22 (2015).
9. Keller Easterling, Extrastatecraft: The power
of infrastructure space, (London: Verso, 2014).
10. Parks, ‘Digging into Google Earth’.
11. Jacob, et al., Trevor Paglen: Sites Unseen.
12. Judith Butler, Precarious life: The Powers of
Mourning and Violence, (London: Verso, 2006).
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NIELS SCHRADER
Co-head, KABK BA Graphic Design
and MA Non-Linear Narrative
DIGITAL POLLUTION
Using online tools such as Google Earth and published
online media in combination with site immersion and visual
analysis, Niel Schrader’s project seeks to understand more
fully what happens when the resources needed to create,
share and store our daily output of 2,5 quintillion bytes of
so-called ‘virtual’ data encroach on the physical environment. Schrader will present some aspects of this researchin-progress, and reflect on the impacts and implications of
what he terms ‘digital pollution’.

Fig. 1. AM4 Equinix Datacenter Amsterdam.
Photo by Roel Backaert.

Fig. 2. Amsterdam Data Tower.
Photo by Roel Backaert.
NIELS SCHRADER is co-head of the Graphic Design
Department and the MA Non-Linear Narrative at the KABK.
Schrader is a concept-driven information designer with
a fascination for numbers and data. He is founder of the
Amsterdam-based design studio Mind Design, a member of
the Alliance Graphique Internationale (AGI) and an advisory
member of the Creative Industries Fund. Schrader graduated in Communication Design at the University of Applied
Sciences in Düsseldorf and completed his Master at the
Sandberg Institute Amsterdam. Next to his design practice,
Schrader writes regularly for the design magazine Novum
and for Open! – Platform for Art, Culture & the Public
Domain. He has lectured at various academies and
universities worldwide.
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The technology sector labels its products using metaphors
that suggest their association with the natural world and
the qualities of cleanliness and transparency, thus
papering over, or deflecting attention from, the damaging
effects of technology on our living environment.
Brand names like Amazon and Twitter clearly reflect this
intention, but the names of Apple’s operating systems
like Yosemite and El Capitan are also examples of this
tendency. Probably the most familiar of these deceptions
is the projected image of a fluffy, vaporous ‘cloud’ used
to mis-represent the massively resource-intensive and
earthbound qualities of digital data storage. The image of
large-scale storage facilities as a clean, sterile and environmentally-friendly domain are heavily promoted by
tech companies. Google, for example, publishes on the
web overstyled and pre-fabricated press images of its data
centres in order to determine the public perception
of these sacred temples of information storage.
To date, critiques of technology have been focused
on the environmental harm caused by sourcing the raw
materials for, and the manufacturing, shipping and disposing of, our hardware. There is an urgent need, however,
to scrutinize the environmental and psychological impacts
of our ever-accumulating software and data waste –
what has been smudged by the cloud. Bruce Schneier,
cryptographer and computer security specialist, notes that
‘data is the pollution problem of the information age’.1
Even though data is virtual by nature, we will inevitably
reach the point where digital concerns hit physical constraints. The overload of communication triggers an ever-increasing amount of data that we need to start learning
how to dispose of.
1. Bruce Schneier during a panel talk at
The Guardian’s Activate event in New York, 2011.
Retrieved from https://www.theguardian.com/activate/
video/activate-new-york-bruce-schneier.
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SUSAN SCHUPPLI
Artist-researcher, writer, Director and Reader
ofthe Centre for Research Architecture
at Goldsmiths, London, UK

FÜSUN TÜRETKEN
KABK tutor, BA Graphic Design
ON THE MOST POWERFUL CATALYST
ON THE PLANET

PLANETARY MEDIA
Planetary Media is a research-based artistic and critical
inquiry that investigates how environmental systems operate
as a vast information network composed of technical as well
as natural sensors that are registering and transmitting the
signals of pollution and climate change. Susan Schuppli will
present this research, which seeks to coalesce disparate —
and oftentimes imperceptible — data sources across a wide
range of spatial scales that, when taken together, create a more
comprehensive picture of our current ecological condition.

Using the concept of conductivity as a lens, Füsun Türetken
has explored a range of instances where conflict and capital
can be read through matter, more precisely metal.
These range from mining, rare earth metals, the alchemic
desire of the world of finance towards the visual culture of
production, and the digital alchemy of product design itself.
Türetken will discuss some aspects of her artistic research
practice and show a film titled ‘Alchemic Desire’, that
explores the parallels between the practice of trading metals
at the world’s biggest physical metals exchange, the London
Metal Exchange (LME), and the practice of alchemy.

Fig. 1.
Fig. 2.

Fig. 1. Still from ‘Alchemic Desire’ by Füsun Türetken, 2017

Fig. 3.
SUSAN SCHUPPLI is an artist, researcher and writer, whose
work examines material evidence from war and conflict to
environmental disasters. Current work explores the ways in
which toxic ecologies from nuclear accidents and oil spills to
the dark snow of the arctic are producing an ‘extreme image’
archive of material wrongs. Schuppli’s creative projects have
been exhibited throughout Europe, Asia, Canada, and the
US. She has published widely within the context of media
and politics and is author of the forthcoming book, Material
Witness (MIT Press), which is also the subject of an experimental documentary. Schuppli is Reader and Director of the
Centre for Research Architecture, Goldsmiths where she is
also an affiliate artist-researcher and Board Chair of Forensic
Architecture. Previously she was Senior Research Fellow and
Project Co-ordinator of Forensic Architecture. Prior to working in the UK she was an Associate Professor in visual/media
arts in Canada. Schuppli received her PhD from Goldsmiths
and participated in the Whitney Independent Study Program
after completing her MFA at the University of California San
Diego. She is the recipient of the 2016 ICP Infinity Award.
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FÜSUN TÜRETKEN, tutor in the BA Graphic Design at
KABK, is a visual artist and architect. She runs Studio ft.,
a platform that hacks into contemporary conditions of
institutions by supporting critical and collaborative work.
Türetken’s research engages with themes related to
spatial and visual culture, the critique of power structures
and institutions, i.e. (drone) warfare, militainment, environmentalist violence and materiality. In 2008, she co-directed
the German Pavilion at the Architecture Biennale Venice.
She has recently shown work at STUK Leuven in ‘Rare Earth,
Stories from Below’, Artefakt 2018, Impakt Festival and
Fiber Festival, 2017. She is also a senior lecturer at Piet Zwart
Institute Rotterdam.
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RACHEL BACON
KABK tutor, BA Fine Arts
EXPLORE, SAMPLE, DIG, DEPLETE
AND REPEAT: UNDERMINING VALUE
Rachel Bacon will give an overview of her drawing practice
and how her concerns about the current ecological crisis
led to her involvement in the KABK Research Group. She
will discuss her work and methods with reference to current
thinkers and writers on visual culture and the climate change.
Her research question, that deals with the relationship between the additive, mark-making quality of drawing, and the
extractive one of mining, has led her to a new way of understanding drawing, as a form of touching and witnessing.
The drawing methods arising from this approach include
folding, rubbing and layering, and visits to sites of exploitation and excavation. Bacon will show some of these results,
as well as imagery of landscapes of mining and activism.

Fig. 1.
Fig. 2.
Fig. 3.

Fig. 4.
Fig. 5.

Slump, 2018, graphite on paper, 232 x 124 cm,
by Rachel Bacon. Photo credit: Rachel Bacon.
Mirny, detail, 2017, graphite on paper,
148 x 144 cm, by Rachel Bacon. Photo credit:
Andrew Youngson.
Unnatural Histories, 2018, graphite on paper,
30 x 42 cm, by Rachel Bacon. Photo credit:
Rachel Bacon.

Etzweiler, Elsdorf, Germany. Photo credit:
Rachel Bacon.
Drawing of coal strata, dated 1828-1840, pen
and ink on linen, 39 x 83 cm, by Orra White
Hitchcock.

RACHEL BACON is a visual artist and drawing tutor in the
Fine Arts department of the KABK. Having worked for many
years in public space, project spaces and artist residencies,
most recently at Banff Centre for the Arts (2017) and MASS
MoCA (2018), Bacon has recently returned to drawing as
her main focus, to clarify her conceptual and visual starting
points. In 2016, she completed an MA in Drawing at the University of the Arts London, where she developed a drawing
practice with a specific visual vocabulary, pared down to
paper, graphite, grid and crumple. Bacon’s current research
project investigates how this vocabulary might be extended
to engage in a dialogue on the role of the artist in a time of
ecological crisis. Through an ongoing series of drawings,
loosely titled Emotional Landscape, Bacon is interested in
exploring how we see and construct landscape through the
frame of our own emotional make-up, and how personal and
social history may become folded into distinct landscapes
over time. Her drawings, based on crumpled paper, explore
the discovery of value within damage, inhabiting an ambiguous space, between 2D and 3D, image and object, standing
and slumping. She has exhibited her work recently at
De Cacaofabriek, Helmond NL (2018), Jerwood Drawing
Prize, London (2016 – 2017) and MALLONY, Lithuania (2018).
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Rachel Bacon’s research project focuses on the role and
position of the artist in a time of ecological crisis. There is
an urgency in addressing this phenomenon as it will define
our experience on earth for years to come. Bacon’s initial
question arose during the Environmental Arts Residency
at Banff Centre for the Arts in Canada in 2017, inspired by
Suzi Gablik’s Conversations Before the End of Time.
Within the framework of the KABK Research Group, Bacon
has examined the relationship between the mark-making activity of drawing, and the extractive one of mining, and how
an understanding of this relationship might lead to an artistic practice capable of addressing ecological crisis, or what
Timothy Morton calls a ‘traumatic loss of co-ordinates’.
Graphite, as an allotrope of coal and diamonds,
is pure carbon, and suggests a link between mining and
drawing. The mine is not just a literal site of excavation
(and historically a causal agent of industrial capitalism),
but also a metaphor for a space of control. Bacon’s research
process involved extensive reading of current thinkers on
environment and visual culture such as TJ Demos
and Timothy Morton, an investigation of the history and
imagery associated with extraction industries, and field visits to mining areas in central Europe. This has led Bacon to
conceptualize her drawing practice as a form of witnessing.
In understanding drawing as a form of touch — Eva Hayward’s so-called ‘haptic visual’ — vision and distance are
collapsed. Seen from this perspective, drawing becomes
a form of seeing or witnessing; not art about the ‘environment’, but art made in the presence of the scary thing.
In his book Hyperobjects, Morton describes entities
such as global warming, pollution and radiation as having
both a vast temporal and spatial scale and intense immediacy in the form of hurricanes, sunburn and floods.
RESEARCH PROJECT SUMMARY
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The ecological crisis is also an ontological crisis, in that
these entities destroy long familiar concepts such as
‘World’, ‘Nature’, background and foreground. This disorientation, however, propels us into a radical intimacy with
the things around us. For Bacon, this intimacy with objects
is something that connects us with our own inherent materiality and thus vulnerability. Through the materiality
of the medium of drawing, and in particular through the
processes of folding, rubbing and layering in her crumpled
graphite drawings, Bacon places vulnerability at the center
of the artistic process.
INTIMATE ENGAGEMENT
Cultural theorists Timothy Morton and Heather Davis
both see an emotional response as crucial to the role art
plays in the current time. Morton’s concept of the ‘hyperobject’ (entities such as radiation, pollution and global
warming that exist on a vast temporal and spatial scale),
invalidates conventional ideas of ‘World’ and ‘Nature’ as
containers and backdrops for our lives. The hyperobject
propels us into not just an ecological but an ontological
crisis, as it means we will have to get used to dealing with
nonhumans on an intensely intimate level. In this scenario,
according to Morton, ‘We need art that does not make
people think [...] but rather that walks them through an
inner space that is hard to traverse’.1 In other words, we
can no longer separate ourselves from the world around
us. There is no neutral ground, because the coordinates
on which that world was founded no longer exist, and the
role of art is to attune people to this new condition.
The necessity of an emotive or intimate engagement with the painful reality of our predicament is also
remarked on by Heather Davis, who believes that what is
missing from scientific engagement with climate change is
the ‘affective register’. Art, she thinks, ‘can play an important role in negotiating this absence’.2 A deep unease at the
rapid changes taking place, felt even by those without a
direct connection to the natural world, is a form of ‘bodily
knowing’.3 This is important, as art can make us aware of
the identification between our bodies and the earth’s body.
Davis also makes note of the association between polluting the earth and polluting the body, and the notion of the
self as porous and impossible to barricade off from the
state of the world.

immediate, intimate connection between our bodies and
our surroundings. Merleau-Ponty identifies the passion
or speed of a mark as an artistic embodiment taking
place within the domain described as intercorporeity.
‘This means that while each monocular vision, each
touching with one sole hand has its own visible, its own
tactile, each is bound to every other vision, to every other
touch’.5 Phenomenological looking is a form of touching,
thus of mark-making; looking implies being looked at,
and through looking and touching we are all connected.
Through drawing, we might entertain the possibility that
the earth is looking back at us, and that the way we make
marks on the earth is a form of drawing. Gesture and touch
offer a glimpse of how to develop an ‘ecological’ practice,
opening the possibility for a new relationship with materials and an interconnectedness with our surroundings.
1. Timothy Morton, Hyperobjects: Philosophy
and Ecology after the End of the World, (Minneapolis:
University of Minnesota Press, 2016), p. 184.
2. Mirna Belina and Sonic Acts (eds.),
Living Earth: Field Notes from the Dark Ecology Project
2014 – 2016, (Amsterdam: Sonic Acts Press, 2016), p. 233.
3. Ibid., p. 235.
4. David Abram, The Spell of the Sensuous:
Perception and Language in a More-Than-Human World,
(New York: Vintage Books, 1997), p. 82.
5. Deanna Petherbridge, The Primacy of Drawing:
Histories and Theories of Practice, (New Haven:
Yale University Press, 2010), p. 104.

PERCEPTUAL RECIPROCITY
Davis and Morton build on what might be understood as a
phenomenological approach to perception. David Abram,
a sleight of hand magician as well as writer and ecological
philosopher, coins the term ‘perceptual reciprocity’ in
his book The Spell of the Sensuous. In phenomenological
terms, this means when we look at things, they return our
gaze. According to the philosopher Maurice MerleauPonty, participation is a defining characteristic of perception, and we participate through our bodies. This involves
active interplay, which assumes that other entities are
also somehow animate. In his last (unfinished) work
The Visible and the Invisible, Merleau-Ponty develops the
idea that bodies together comprise a flesh, a common animate element that is ‘at once both sensible and sensitive’,
an embodied seeing.4 This might be called a truly ecological understanding of our surroundings, a vision of a
non-hierarchical interaction and network of interconnected
entities that has profound implications for drawing practice.
In The Primacy of Drawing, Deanna Petherbridge examines the history of (Western) drawing, and its connection
to gesture and touch. Drawn marks leave an ‘indexical
record’, an evidence of the touch. This implies an
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The Lectorate Design, headed by Dr. Alice Twemlow,
aims to nurture a robust design-focused research culture
within the KABK and via the channels that connect KABK
and Leiden University. Launched in September 2017, the
lectorate is centred on a research project titled Design
and the Deep Future, which explores the relationship
between design and geological time. For more information, see www.kabk.nl/en/research.
ALICE TWEMLOW is a research professor at the Royal
Academy of Art (KABK) The Hague where she leads the
Lectorate Design: Design and the Deep Future. She is also
Associate Professor in Leiden University’s Academy of
Creative and Performing Arts and helps to supervise PhDArts
candidates who specialise in design-related topics and
approaches. Twemlow’s own research focuses on design’s
complex interrelations with time and the environment, and
in particular on the material manifestations and the meanings of design when it is disposed of and becomes trash.
Previously, Twemlow directed the Design Curating & Writing
Master at Design Academy Eindhoven, and founded the
Design Research MA at the School of Visual Arts, New York.
Twemlow has an international presence as a writer, speaker,
educator, juror, examiner, critic, and conference director and
moderator on all aspects of design culture. She has a PhD
in Design History from The Royal College of Art and Victoria
& Albert Museum, London, and is the author of Sifting the
Trash: A History of Design Criticism (MIT Press, 2017).

