
 
 
 

 
 
 
 
 
 
 
 
 
 
  



 

Links to on-line artist resources 
 
 
Bridget Conn 
http://www.bridgetconnartstudio.net/ 
 
 
McLean Fahnestock 
http://www.mcleanfahnestock.com/ 
 
 
Ursula Gullow 
http://ursulagullow.com/home.html 
 
http://ursulagullow.tumblr.com/ 
 
 
Dana Hargrove 
http://danahargrove.com/ 
 
 
Anna Helgeson 
http://www.themap.org/uncategorized/artist-profile-anna-
helgeson/ 
 
http://www.reframingphotography.com/artists/anna-helgeson 
 
 
Leigh-Ann Pahapill 
http://www.bgsu.edu/arts-and-sciences/school-of-
art/faculty-staff/LeighAnnPahapillNew.html 
 
https://vimeo.com/user3766030/videos 
 
  



 
 
 
 
 
 
 

Supplemental Text 
Leigh-Ann Pahapill (with Paul Valdez) 

  



Unconformity Redux 
 
 

 
“The “Classic” view of Siccar Point with the angular unconformity between the Late Devonian Old Red Sandstone (dipping 
gently to the left) and the underlying Silurian turbidites (vertical beds at right). 
Craig Jones, Professor, Geological Sciences, the University of Colorado, “Subtly Siccar” 
https://grumpygeophysicist.wordpress.com/2015/07/27/subtly-siccar/ 

 
“The first encounter with a glitch comes hand in hand with a feeling of shock, with being 
lost and in awe. The glitch is a powerful interruption that shifts an object away from 
its flow and ordinary discourse, towards the ruins of destructed meaning. This concept 
of flow I emphasize as both a trait within the machine as well as a feature of society as 
a whole. DeLanda distinguishes between chaotic disconnected flows and stable flows of 
matter that move in continuous variations, conveying singularities.  DeLanda draws here 
on Deleuze and Guattari, who describe flow in terms of the beliefs and desires that both 
stimulate and maintain society. They write that a flow is something that comes into 
existence over long periods of time. Within these periods, conventions are established, 
while deviations tend to become rare occurrences and are often (mis)understood as 
accidents (or glitches). Although meaningful aspects of everyday life might in fact be 
disclosed within these rare fluctuations, their impact or relevance is often likely to be 
ruled out, because of social tendencies to put emphasis on the norm... Rather than 
creating the illusion of a transparent, well-working interface to information, the glitch 
captures the machine revealing itself....flow seems natural, but is in fact strictly guided 
by larger corporations and powers. When a (televisual) flow breaks, the user comes to 
witness only shreds of the flow through which the message is normally transmitted, while 
the machinic functions that are conventionally relied upon – as obfuscated –are 
revealed. When a supposedly transparent interface is damaged in this way, the viewer is 
momentarily relocated to a void of meaning.” 
Rosa Menkman, The Glitch Momentum: Network Notebook Series (Amsterdam: Institute of Network Cultures, 2011),  29 
PDF e-book 
 
 
 
 
“We have the satisfaction to find, that in nature there is wisdom, system and 
consistency. For having, in the natural history of this earth, seen a succession of worlds, 
we may from this conclude that, there is a system in nature; in like manner as, from 
seeing revolutions of the planets, it is concluded, that there is a system by which they 
are intended to continue those revolutions. But if the succession of worlds is established 



in the system of nature, it is vain to look for anything higher in the origin of the earth. The 
result, therefore, of our present enquiry is, that we find no vestige of a beginning - no 
prospect of an end.” 
James Hutton, 'Theory of the Earth', Transactions of the Royal Society of Edinburgh, 1788, 1, 304 
http://todayinsci.com/H/Hutton_James/HuttonJames-Quotations.htm 
 

 
Limestone ammonite fossil. Cast (original shell buried, form cast in sediment) Found in Big Bend area of Texas 
 (10” w x 5” h x 3” d) Found 2004 
Slate ammonite fossil, Relief (original shell buried, relief sculpture) Death Assemblage  
(5” h x 5 ½ “ w x ¾” d) Preserved, purchased at a gift shop. 
 
“Taphonomy is concerned with the information content of the fossil record and the 
processes by which fossils are incorporated into the fossil record.  Traditionally, 
taphonomists and non-taphonomists alike have emphasized information loss, but with 
the publication of Behrensmeyer and Kidwell’s (1985) seminal paper, there has been a 
groundswell of research about information gain.  The fossil record is a rich source of 
information about phenomena that occur over temporal scales that far exceed those of a 
human generation, and that often occur so slowly that they appear constant to us, if we 
are cognizant of them at all; moreover, the stratigraphic record suggests that we cannot 
simply scale upward from ecological to geological scales.  The fossil record is, then, a 
rich source of environmental information, including that on scales of decades to 
centuries - scales that encompass multiple biological surveys from which the “noise” of 
short-term fluctuations has been filtered by taphonomic process. But if this information is 
to be understood meaningfully in a (paleo) environmental context (whatever the 
spatiotemporal scale), we must be cognizant of the filters involved in recording it.”  
Ronald E. Martin, Taphonomy: A Process Approach Cambridge: Cambridge University Press,1999), Xiii 
 

 
Carl Andre, 4th Steel Square, 2008.  Hot rolled steel plates.  Overall:  3/8 x 78.74 x 78.74 inches. 16 units, each  3/8 x 
19.69 x 19.69 inches 

“My first problem has been to find a set of particles...and then to combine them 
according to laws which are particular to each particle, rather than a law which is applied 
to the whole set... The units are combined in ways that “are no more than the qualities 



that any one particle may have”... As to truth to materials, I just like matter a great deal 
and the different properties of matter, the different forms of matter, different elements, 
different materials.  To paint these things, for me, would be to exactly defeat my own 
desires as to my art...I always felt just the opposite of that idealized surface.  I wanted a 
surface free to be continually altered by its own history, the events which occurred to it 
up to the point of absolute obliteration, I suppose.  If you leave a steel piece out in the 
rain and the wind for three hundred years, it would probably rust away.  If it did rust 
away, the grass would probably have a different pattern from where the rust was 
because of the high iron content in the soil at that place.  Nothing ever truly 
disappears...By nature, I am a materialist, an admirer of Lucretius.  It is exactly these 
impingements upon our sense of touch and so forth that I am interested in.  The sense 
of one’s own being in the world confirmed by the existence of things and others in the 
world.  This, to me, is far beyond being as an idea.  This is a recognition, a state of 
being, a state of consciousness…”  
Phyllis Tuchman, “An Interview with Carl Andre,” Artforum 8:10 (June 1970): 55 - 58 
 

 
Travertine Details, (Grove Arcade, Asheville, N.C.) MC 00383 Flat Folder 6, Special Collections Research Center, North 
Carolina State University Libraries  
“Construction of the Grove Arcade, conceived as a shopping mall with a multi-story 
office tower, was started in 1926 under the financial guidance of E.W. Grove, builder of 
the Grove Park Inn and the new Battery Park Hotel.  The architect was Charles N. 
Parker.  After Grove’s death in January 1927, work was temporarily suspended until the 
following year, when Grove’s estate transferred the property to Walter P. Taylor & 
Associates.  Completed in 1929, with the office tower greatly reduced, the building 
stands as a fitting tribute to Grove, whom many call “the father of modern Asheville.”  
 
Brilliantly covered in ivory-colored granite blocks and glazed terra cotta elements, 
depicting Gothic and Tudor motifs, the structure, located at 1 Page Avenue, covers an 
entire city block.  Utilizing the slope of the lot, Parker transformed the structure from two 
stories in the north to two stories plus a mezzanine level in the south.  The 
cornice/parapet, containing heart-shaped terra cotta tracery, carries around the entire 
building, interrupted at each of the four barrel-vault entrances by panels containing the 
word “GROVE.” 
 
The north entrance features winged lions guarding twin ramps to the roof deck.  The 
walls above the ramps contain stylized depictions of medieval laborers, including one for 



the architect Parker.  Windows are the large display type on the first floor, double-hung 
windows topped with Tudor hood moldings in the tower.” 
Richard Hansley,  Asheville’s Historic Architecture (Charleston, NC: The History Press, 2011), 84-85. 
 

 
 
“A single large asymmetrical stratovolcano, steeper on the NE side, forms 3-km-wide 
Asuncion Island. The steep NE flank of the 857-m-high volcano terminates in high sea 
cliffs. The gentler SW flanks have low-angle slopes bounded by sea cliffs only a few 
meters high. The southern flank of the volcano is cut by a large landslide scar. The 
southern flanks and western flanks of the volcano are mantled by ash deposits that may 
have originated during eruptions in historical time. An explosive eruption in 1906 also 
produced lava flows that descended about half-way down the western and SE flanks, but 
several other historical eruption reports are of uncertain validity.” 
 
Smithsonian Institution National Musuem of Natural History Global Volcanism Program 
http://volcano.si.edu/volcano.cfm?vn=284150 
 
Global Volcanism Program, 2013. Asuncion (284150) in Volcanoes of the World, v. 4.4.3. Venzke, E (ed.). Smithsonian 
Institution. Downloaded 15 May 2016 (http://volcano.si.edu/volcano.cfm?vn=284150). 
http://dx.doi.org/10.5479/si.GVP.VOTW4-2013 
 
 
“What is challenged or brought forward in the case of the void is the idea of authorship 
itself, which, prior to this supposedly voiding moment, was in fact neutralized from 
media-cultural experience. It is possible to realize at this point–and only belatedly– that 
the conventions of ‘the seamless surface of the networked media spectacle itself, and its 
illusion of stability’ tend to foreclose any sense of authorship whatsoever. In media 
accidents like these, the void involves the unknown – that which cannot be described or 
planned for. These empty spaces of non-understanding trigger a horror vacui: a fear of 
voids to which nothing else can be compared and that is beyond all possibilities of 
calculation, measurement or imitation.  However, these terrifying voids also create a 
form of counter-experience, a negative pleasure that is not so different from the proto-
modern, aesthetic conception of the sublime (described as early as 1693 in John Dennis’ 



writings on the Alps), as contradictory and immense‘ delight that is consistent with 
reason’ but yet, ‘mingled with Horrors, and sometimes almost with despair’. 
Like in this ‘nature’-generated sublime, the glitch is an uncanny or overwhelming 
experience of unforeseen incomprehension. Experiencing a glitch is often like perceiving 
a stunningly beautiful, brightly colored, complex landscape of unexplainable, 
unfathomable and otherworldly images and data structures. A glitch represents a loss of 
control. The ‘world ’or the interface does the unexpected. It goes beyond the borders of 
its known and programmed territories, changing viewers' assumptions about technology 
and its assumed functions (as was for instance the case during the September 11 
broadcast), and comes to seem profoundly irrational in its ‘behavior’. The glitch makes 
the computer itself suddenly appear unconventionally deep, in contrast to the more 
banal, predictable surface-level behaviors of ‘normal’ machines and systems.  In this 
way, glitches announce a crazy and dangerous kind of moment(um) instantiated and 
dictated by the machine itself. 
 
The concept of moment(um) is twofold: first of all there is the moment, which is 
experienced as the uncanny, threatening loss of control, throwing the spectator into the 
void (of meaning). This moment then itself becomes a catalyst, with a certain 
momentum. Noise turns to glitch when it passes a momentary tipping point, at which it 
could tip away into a failure, or instead force new knowledge about the glitch’s techné, 
and actual and presumed media flows, onto the viewer. 
 
Through the distorted images and behaviors of machinic outputs, the viewer is thrown 
into a more risky realm of image and non-image, meaning and non-meaning, truth and 
interpretation. The machine no longer behaves in the way the technology was supposed 
to. It’s glitching interface, strange sounds, and broken behavioral patterns introduce 
tension into user intentions; an astonishing image (or sound) must be somehow 
negotiated amidst a normally much more boring masquerade of human computer 
relations.Though at first the viewer reacts with shock and perceives the experience as a 
loss, the glitch cannot be subdued as a solid state of perception.  Just as the 
understanding of a glitch changes once it is named, so does the notion of transparency 
or systemic equilibrium supposedly damaged by the glitch itself.  The ‘original ’ 
experience of rupture is moved beyond its sublime moment(um) and vanishes into a 
realm of new conditions. The glitch has become a new mode; and its previous uncanny 
encounter has come to register as an ephemeral, personal experience of a machine.” 
Rosa Menkman, The Glitch Momentum: Network Notebook Series (Amsterdam: Institute of Network Cultures, 2011),  29-
31 PDF e-book 
 
 
 
 
Excerpts compiled by Leigh-Ann Pahapill and Paul Valdez 

  



 
 
 
 
 
 
 
 

Supplemental Notes & Sketches 
Dana Hargrove 

  



 
 



 
 



 
 



 
 



 
 



 


