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{efu of C^ff*?nts
The articles {eatured in Volurne 37 represent a cc'mbination o{
Research, Reflection, Creati,:n and Pr<--ccs:. This constellation
maps each theme thror-rghcut the b,o.:k, showinq horru every
articie connects and ieads to the next.

The Arrogance of Permanence
By: Aly Khalifa

"We should be focusing on butlding a code
for design that will help our species survive."

@
tl/hat Does Planting Tornatos
Have to do tl/ith Fashion?

By: Natalie Chanin

" I realized that here in my community, activities

such as sewing, gardening, cooktng and
quilting have neverjust been tasks. "

@ @
Blur
By: Diller Scofidio + Ren{ro

" Blur is an archttecture of atmosphere -
a fog mass resuiting from natural and
man-made {orces."

"Yet as the interface between mankind and

the book continues to move thraugh lime,

the centuries-o/d relationship between man,

material and memory ts redrawn in, and by

the digital era."

4Ol Oberlin Road +
52O S Person St.

By: Erin Sterling Lewis

"l've seen a tremendous amount of change

since moving here in 2002 - some exciting
and some devastating."

Rernember
By: Steven Matijcio
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@
One on One
with Dan Gottlieb
(continued on pages 24, 34,46, 58.66 & 84)

" ...memories are built by sort of a collection
of bits and pieces. Some are of a place that
doesn't change very much, and others are

of something that sparks and it comes and
it goes and it! extremely impermanent,"

(D
Terralncognita
By: Catherine D'lqnazio

"We imagine ourseives to be citizens of
the world because of our unprecedented,
privileged access to i nform ati on. "

@
Hopscotch
By: Grayson Currin

"This was the first Hopscotch l'd ever

attended as a mere listener, the first time
I'd ever been able to hear actual sets by the
loud legions emptying into the city at the
start of every September."

@
Against Search
By: Lev Manovich

"Using search is like looking at a pointillist
painting at a close range and only seeing
colour dots, without being able to zoom out
to see the shapes. "

fnJeverlasuhgr 3

A



Foreword, Martin I Mdecha. Opening

Foreword
By: Marvin J. Malecha, FAIA, DPACSA
Dean, NC State University College of Design

lTl ypically a student of design moves quickly from one project to

! a.,othe. honing skills and learning the value of the multiplicity oft-I ideas Little thought is given to what is permanent and what rs
transitory. Each project presents a challenge to be met and a grade to be

achieved. This is a process that is repeated in the context of a busy design

office with compensation and design awards programs substltuting for
grades. Time for reflection is often overlooked in this sequence from one

project to another. At first each project is treated preciously until a body

of work accumulates and it is the sum of work tJeat begins to define the

designer. A routine develops from one project to the next. In a professional

setting this fiow of work often leaves Little time for greater tJroughts and a

routine develops that becomes formulaic. It is the interruption of the rou-

tine that provokes reflection. The passion for making that is shared among

all of the design disciplines slows the process and it is often the necessary

interruptlon to what is otherwise a frenetic process of doing. To make is to

experience the sense of permanence. But the experience of making can

also be misleading in itself.

There is a moment in a design student s educatjon. frequently first real-

ized on a study abroad trip. when the overwhelming idea of permanence is

hrst contemplated. It is the interruption that provokes a student s ref lection.

The experience of coming face to face with an ancient sculpture bridging

more than 2OOO years is inspirational. Standing among the gargoyles of a

Gothic Cathedral from 1OOO years ago is humblng. It is a reflection upon

the connection between contemplation and making. upon the relation-

ship between ideas and representation and upon what ls made and what

surwives to tell the story of a culture. Every designer becomes immersed

in the intensity of the process to realize the artifacts that represent their

thoughts in relationshlp to a challenge issued either through a program to

be addressed or message to be conveyed. Even a cursory visit to a studio

reveals that time is suspended in pursuit of this objective and whatever gets

in the way of this journey is sacrificed. Through experrence the designer

matures and reallzes that the world does not end with one project. One

project Leads to another and ultrmately to a way of thinking. Ultimately from

the study of history. travel. case study analysis and experience the realiza-

tion comes that those things that at some time seemed to be permanent.

from massive structures to delicate jewelry. now Iie in ruin or are often dis-

covered by chance in a remote archeologrcal excavation. Conversely the

ideas that seemed to be the most ephemeral and fragile in fact comprise

the rock upon which cultures are formed. The pursuit of an education in a

design profession is a combination of the study of the past and the relation-

ship between the artifacts that resulted and the predominant ideas gurding

the culture. In thls way the designer is a mediator and communicator on

behaLf of culture. The individual who has taken the time for this medrtation

will continue to grow as a designer and transform his or her work from
simple programmattc responses to insightful innovations.

There is an ancient Roman expression roughly translated reads 'there

is notJ:ring new. yel it is new. The ever-increasing rycle of technological

enhancements of human thought and ability make this expression relevant

to our notion of that which is everlasting and that which is neverlastrng. The

rycle of evolution from the pursuit of the permanent to the impermanence

of artifacts that never reach fruition beyond what is realized in a digital

environment is no different from the earliest experiences first encountercd

in the study of ancient civilizatrons. only faster. much faster. Every aspect of

scientific. humanistic and design inquiry are sped through learning rycles
from awareness to deep understanding to incremental notrons of truth
and understanding utilizing not only new forms of technology but taking
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technology. Perhaps the advice of the ancient Roman philosophers is in
fact the answer to this question. First the expression "there is nothing new.
yet. it is new" reminds us that the dilemma of permanence and imperma-
nence has always been with us. Asecond ancient Roman expression trans
Iated as hurry slowly.'reminds us that reflection is the necessary ingredi-
ent for the evoluUon of ideas. This emphasizes the role of the designer
as a generator. developer. recorder and conveyor of ideas. Ultimately it is
ideas that will be the measure of what is either everlasting or neverlasting.

This issue of The Student Publicarion addresses the continual fiow of
reinvention through the lens of rapidly advancing media. perhaps the most
interesting proposirion posed by the editors is that the designer will be chal-
Ienged to more immersed in sociery and relevance to the great challenges
of culture as never before. In this way. it follows: the designer becomes an
arbiter of what will become everlastrng. To pose such a propositron to a
constituency of students. academics and design professionals is to invite a
vigorous discourse. Perhaps this is the tnvitation to each of these constitu-
encies to be bold in thought and action. This is an invitation to interrupt the
flow and consider the ideas that shape our understanding of design.

The challenge that is issued to every generation is to be the purveyors
of ideas rather than captives of the Iatest technology. In the words of Louis
Mumford in the first Bulletin of the School of Design We cannot and should
not return to the traditional limitations of the past: we must rather conceive
a program of education which make our technology a supple instrument of
human development.'Looking through the lens of the temporary only has
meaning if we understand the context of the exercise. This context is com-
prised of the essential ideas of a time and place. These ideas. although not
permanent by any means. have morphed and evolved from long threads of
experience. This is as close to perrnanence as we can achieve. o

?a+h ie

advantage of concepts from crowd sourcing to collaborative commons.
The very nouon of truth itself has become iterative and incremental.
Today's medical breakthrough is superseded by knowledge collected from
every part of the globe. Teenagers working on science projects can con-
tribute to tLris process just as can Noble Laureates. Content is overtaking
coursework in every form. This is new yet the experience of new ways is
in itself timeless.

In tfris rapid evolution of knowledge and insight is a caution. Within the
Iandscape of new technologies and social media concepts can come and
go without leaving a trace. The search for permanence rs depending on
these traces for it is as important to know where you have been as to pursue
new leads. Ideas form from the concepts that have both succeeded and
failed. Just as there is an acceleration of the processes leading to concepts
there must be a deceieration of the measures by which a path is chosen.
The everlasting and the neverlasting are mutually dependent on each other.

The Ancient Roman Forum can be experienced as a distinct memory
place not only because of what remains but because we also know what is
missing. Rome is a place of ideas. The laws of the Western worid were born
there among the politicians and philosophers who paused to consider the
nature of the human community. The extensive letters of the nineteenth
century graphically illustrate the brutality of war as well as tire delicacy of
human emotions. In both cases it is the trace of ideas and artifacts that
gives us the necessary context of the time when ideas were born. What if
we no longer have such traces? What if we have only the last thought in a
string of thoughts? WiIl we be able to understand the essence of the roots
of ideas? Will we be able to remember what has come before?

There is no question that the evolution of design thought and processes
are accelerating. However. it is best that these issues not be confused bv
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Editorial Letter

Editorial Letter . ledidiah Gant * Mirtha Donastorgr . Opening

By: Jedidiah Gant + Minha Donastorg

T 7 ou will change your socks tomorrow, update your phone in the\,
Y next six montlns. and in the next few years all of the appliances in

I your home will need replacing. Your empty milk cartons vrT II end up

in a landfill. In the Fall. a brand new wardrobe wiil replace your gently-worn

clothes from Iast season. Impermanence is a fixture in our lives. For Vol-

ume 37 of The Student Pubfication. we wanted to foster a conversation

around the concept of impermanence within design culture.

In design culture. ideas flow in and out on a daily basis. The hope.

through discussion. multiple iterations. and brainstorming is to create a

lasting product Whether that product is an elegant building, a stunning

poster. or a revoiutronary concept for a smartphone application. the goal

is still the same - to make a permanent impact through design. But. tides

shift and trends dictate the products that make it to market. A smart-

phone app that seems revolutionary at the time may be outdated in a few

months. A new trend in faqade construction or typeface can make a par-

tlcular design seem obsolete in almost no time. The only thing that lasts

from these discarded artrfacts are the ideas. If fostered. these ideas can

last for several generations. they can make a movement. they can define

a generation. These ideas can help create multiple products throughout

tlme. tied together by the bond of design process and thinking.

The Student Publication was started in 1950 as a tribute to Matthew

Nowicki. a former professor whose life was cut short by a tragic plane

crash. In only a fewyears he made a Iasting mark on the Coliege of Design.

Throuqh the creatron of the lirst bulletin advertising the newly founded

School of Design. Nowicki set a standard for how the college would frame

itself as a design school. With a foreword by fellow professor Lewis Mum

ford dense in design thinking terminology and an outline for the college s

organrzational suucture, the bulletin was a very progressive statement on

how to frame architectural education in the mid 2Oth century.

The ideas set forth in this bulletin inspired the creation of the first vol-

ume of The Student Publ.ication. The shape. the feel. the aesthetics. and the

philosophy of design thinking have been crucial in the development and

organization of the publication over the past 64 years. The Student Pub-

.licatron has changed organrzational and curatorial shape over this time.

from being student curated to a faculty based publication and back again.

But. despite these changes in tJre product. the f ramework and ideas shaped

6 The Student Publication - Volume 37
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by Nowicki have remained. It is now. as much as it ever has been. a dedica
tron to the idea of design thinking and what Lewis Mumford referred to in
that original bulleun as each generation findlng 'its own appropriate forms
and expressionsi'

As we approached the creation of Volume 37 we considered this his
tory and the permanence of ideas within the publication. \Alhen digging
through ideas for the theme. impermanence seemed to be prevalent within
many aspects and genres of design today. From technology to fashion to
architecture, the d.ichotomy of permanence and impermanence is a topic
of discussion on a daily basis. Designers create objects. artifacts and expe-
riences. but the Iifespan of these designs vary. Some may last for genera
tions. while others Iast no longer than a few days. As editors from two dif-
ferent backgrounds. design and biology. we sought out a similar variety
of contributors that could speak on these topics both personally and pro
fessionally. As well. they could speak to the idea of impermanence from
different angles relating to the desrgn discipline. Creating a temporai
experience for Hopscotch Music Festival witJr lasting effects on the local
community is just as important to us as lifestyle brands rn the fashlon

industry. The short hfe span of Diller. Scolidio + RerLfro s Bjur Building has
as much weight as the concept of the ever-growing mounds of trash in
Iandfills across the country. Applications like Snapchat that, seemingly,
make technology disappear in our hands have as much impact'ul as the
curation of the art collection at the Nonh Carolina Museum of fut. Some
of these contributions made Volume 37 others did not. BuL throughout the
editorial process. the ideas of each of these proposals helped develop this
publication.

The irony of discussing impermanence in something as temporary as

a collection of boLrnd papers does not escape us. But, it was never our goal
to be everlastlng nor outlasting. No. we wanted to embrace the inevitability
of the neverlasting and frame a current snapshot of design culture through
the contributions that are published in this volume. This idea of perma-
nence is in fiux. but the ideas that come with this conversation will outlast
the products. Even the ideas pushed forward by the original bulletjn and
the first volume of The Studenr Pubficauon will surely outlast this volume.
the 37th edition of the first student design publication in the country, .
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T i I e are taught in design school tlat the best

\ / \ / designs have a lasting quality. We see beautitut

V V commercial objects in venues like New York's
Museum of Modern Art and are Ied to think it represents the
ultimate achievement of a design project. Designers are then
inspired to create solutions that might one day be next to
Raymond Loewy's StudebakerAvanti or Henry Dreyfus Bell
Model 302 telephone.

Design artifacts are important for scholarly work. but by
definition. museum pieces have been removed from their
context. By preserving them. their existence is isolated from
the regenerative processes that dominate the earth and
the universe

Yet is a Woolly Mammoth proud to have her bones in a
natural history museum? She would have liked it better if
she was still using those bones. and more rmportantly. that
her DNA got passed along and her species adapted to this
changing world.

Establishing a permanent place in history is what so many
of us unconsciously strive for: to create a design fossil. Instead
we should be focusing on building a code for design that will
help our species survive.

It's Complicated-

It is essential to designers that we recognize our place in his-
tory. In fact. it is essentjal to our development. Buckminster
Fuller recognized that in order for society to progress. chil-
dren must learn more than their parents.: If we cannot build
upon the ever-evolving revelations of success and failure in
culture and tJre making of tJrings. we are denying the human
drive for a better future.

Building relevant expertrse is an exceptionally complicat
ed task at this point in time. for we find ourselves in the throes
of globalization. Whereas previous generations of designers
would have had little choice but close proximity to their mate-
rial sources and how they were fashioned. a modern work of
architecture might span the globe for components as simple
as a screw. This gives us a lot more latitude to make deci-
sions-that we may regret.

Designers are now expected to be aware of conflict min-
erals inAfrica. Iaborpractices inAsia. transportation elfects in
our oceans. greenhouse gases in our atmosphere. and moun-
tains of undefined trash. These are pressing and import-
ant issues. As local communitres become Iess integrated in
providing for itself. today's designer is forced to make up tJre

difference and become ever more connected with complex
issues around the rest of the world. Meanwhile. supply chains
are being optlmized for massive scale. and social media reg-
ularly spurs enormous demand with furious spikes of com-
merce. Small decisions can have mulriplying and unintended
effects. Simply put. ignorance is more dangerous than ever.

fnJeverlasuhgr 9



The Arrogance of Permanence ' Ny Hhdifa' Research I Create

We see a drive towards design complexity driven by a
fractal like expansion of technologies. We chaiienge tradi-

tional know-how by cutting wood with a S-axis Computer

Numerical Control or growing Monocrystalline Photovoltaic

Cells. These technologies combine ever more materials and

processes together in new ways. challenging a designer's

control of the process and the final product.

We live in an environment filled with man-made com-

posites. Apples iPhone embodies an immense amount of

materials and processes compared to the Bell phone just a

few decades ago Wth tlLis added complexity. there is ex-

panded responsibility of the designer to steward a process of

increasing unknowns. Todays designer cannot afford to be

a stylist but must be part engineer. part manufacturer. part

psychologist. and part biologist. Thus there is a building reinte-

gration of the professions. As they stand on uncertaln ground.

designers must seek a unique foothold in tJris new paradigm.

Even Designers Have to Obey
Thermodynamics

The Law of Conservation of Mass is not a suggestron.

Antoine Lavoisrer taught us that 'Nothing is lost. nothing is

created. everything is transformedl rThe same building mate-

rials that made up our world four billion years ago are still here

today.Wrth every breath. we inhale about hve billion of the same

air molecules that Leonardo DaVinci exhaled centuries ago.

What if designers took this to heart and designed accordingly?

Ali a designer can really do is temporarily change the

state of selected matter. A building may require sand to be

transformed into glass. or iron ore turned to steel. but these

molecules will far outlive the building and the designer herself.

Whatweareleftwithisthe realizationthatourdesigns are simply

a temporary configuration. even if it is as old as the Pyramids

of Giza. An elegant design must take the long view on the

sources and destinations of these materials. Despite the desire

for many designers to Ieave their mark on the world. most

don t want it to be in the form of a landfill.

lronically. Iandfills are probably the best place to preserve

our design fossils. The highly compacted. anaerobic envi

ronment of our waste sltes prevents life from digesting and

transforming man-made materials into a more naturally us-

able state. So while our designs might not last. as discarded

waste they will not elfectively go away either. Landfill is an

increasingly expensive and loxic option for our growing global

community and the accelerating design cycles we are produc-

ing. Designers can no longer afford to focus on the temporary

manifestation of their realized design. but must also now care

for where their materials came from and where tJrey are golng.

Only once we realize that we are not creating designs.

but are temporarily transforming materials within a bigger

system can we find our place in this world. Fortunately.

Mother Nature is a fantastic teacher.

10 . The Srudent Publication - Volume 37
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From soil to stem to IeaJ and back to soil. nature has designed
ecosystems that elegantly flow matter from one temporary
state to another. The efficiency of these systerns not only
minimizes the entropy (second law of thermodynamics). but
incorporates organ2ational growth to counteract the entropic
forces of chaos. So how can the designer. burdened with the
responsibiliry of globalization. apply nature s lessons?

We learn from Fritjof Capra that livlng systems are
comprised of a circular network defined by dissimilar but
complimentary parts. and that the output of one neighbor
becomes the input of another.r To be a viable member of
the system, it means that you not only need to 'eat another's
garbage,' but that you need to find who will eat your garbage
afterwards. The more we can define material flow in this sys-

tem. the more likelywe are to define a circular economy. That
is to say. good design can stabilize our economic and ecolog-
ical future as a single pursuit.

For a designer. Ihis means we are not just designing a
product. To do it right we must design the whole material
flow system - pre-product and post-product - to make sure
each part of our "creation has a piace to go after its tempo-

aro no+ oroahn7-
matoriale withtn
this world.t'In

rary state as our designed product. We learn from William
McDonough and Mlchael Braungarts work that a Cradle
to Cradle approach means finding sustarnable sources of
healthy materials and then creatrng products that are easily
uprycled into future high value products.-

This means avoiding typical one-way processes that
create monstrous hybrids of undefined materials and adhe-
sives. Instead the designer should be thinklng about how each
material can be easily harvested and recirculated within the
same defined system. This process becomes highly efficient
when we close a tight loop on the material flow and make our
next design from the same materials of the previous one. Com-
panies like Shaw Industries are already Ieading the way on this
tlpe of manufacturing with their "closed loop carpet tiles.

Design Beyond the Third Dimension

Of course. reduced component products like carpets are
simpler to utilize closed loop approaches. Most designers
are now working v/ith a highly diversified bill of marerials. If
designers are intending for these materials to be recirculated
within a defined system. she must build it into herdesign from
the outset. continued on page 14
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One on One: Dan Gottlieb . Interview by SheJley Smith

ONE ON ONE: DAN GOTTLIEB

Shelley Smith: l'd like us to just start with a
general who you are and how you came to be
here. You mentioned that you were a fine aftist,
so - that3 quite a career path.

Dan Gottlieb: Yes. well. in retrospect. it feels

Iike it s very linear. but it didn t feel like that

along the way. a.ll the time. So. I started out in

undergraduate school as a double major. in fact.

I was a line arts major at the University of New

York. Buffalo. and I chose that school because

it had - one. it had a great art department. but.

two. it had a great biology depaftment. and I

was totally interested in both at the time. So I

was a double major in art and biology for two

and a half. three years.

Just forget the money, itb no big deal.

t have forgotten about the money mywhole life.

Thatb an interesting combination.

I always thought that it v/as complementary.

ancl strll to thrs day see them as complementary.

We re alljust kind of trying to figure out our

universe. emotronaliy and screntifically. and

I see that kind of aesthetjc mag,c in the natural

world. in pattern recoclnilion and just. sort

of.;ust the beauty of the dendroid form. or

whatever it is. ancl a lot of that is - hellol

12 . The Student Pub]ication - Volume 37



It is very personal.

Yeah. and it s a nLCe compiement to the sort of
public side of my life here. where it s maklng
a public place that involves many people and
many different kinds of public experiences.

ancl inviting people to enjoy a more communal
experience that goes wtth at1 at the heart of *rat.

Sometimes it's the only way you can get things
done, I think. I have a hard time sometimes
focusing on all the obstac/es of why I won't be
able to accomp/ish something, so if you just, like
you said, just kind of put that aside and then -
lust do it

Yeah.

So. at any rate. yeah. Lt s always been a par t of
my. um. at least feeling of not thlnking that later

became deeply embedcied in. certaLnly my
clesign thinking-. So. yes. 1 still make aft. so I m
still kinda connected to that very personal side

of sort of the making and d-^sign decisions and

object making.

o continued on page 24
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The Arrogance of Permanence . Ny Hhalifa. Research I Create

''Design for disassembly ls an uninturlive. highllr chaLlenq

ing but ess-^nilal puzzle. How can a desiqner vrho has l:een

trained all her life to make something durabLe be simuhane'

ously -,nrorkingl towarcls maklng sure it can come back apart'?

Most of the disassembly rnre see jn nature rs via biologrcal

processes. Chernically. vre see bacteria actinq as a rnultrtude

of disassernblv and assembly rnacirines Applyrnq blomimrc

ry principals. we can create oblects thal are simply and effi

ciently deconstructed aJler their use period has passecl.6

The traclitional Japanese Shinto Temple is desrgned with

disassemblv in mrnd The structures are held together wLthout

nails. sctews or 91ue. A precise set of geometrically intersect

Lng members alLovrs the puzzle-Like structure to be stable and

even become stronller v,ith vibration. Hovrever. if environ

mental conditions change. the temple can be disassembled

and rnovecl eLsernrhere. The key to cloinll so is to knov; whLch

comllonents can be moved frrst to start the process. That Ls [o

say that the key to the ternple is knovrleclqle.

Taking A Step Fonnard with Shoes

The more creative a person becorLes. the more respon

srve they are to theLr e,nvil onment. Hor,,, can you be a ci eative

person if Vou cant perceLve tiiings fiat need solving? And

once you turn that sklll on. it l)ecomes cluite difficult to turn it
olf. l'he trick for a designer is to keep their heightened senses

alive ancl their cliscontent constructrve.

Upon my first visit to a sl'roe factory. I became avrare of

my ovr'n crontributions to a system I drd not like. I watcheci the

cycllng shoes I desrgned glicle dornrn the assembly line while

hunclr--cls of r,,rorkers vrere l:eing exoosecl to a,,vorlcl of unde

lined rubber s and Leathers Lasted together with toluene adhe-

sives ancl cured in giant ovens. I was horrified by the toxicity

and intensLty of moclern shoemakinq.

After years of research and innovation. 1 launched Lyf

Shoes to explore how lo make shoes according to my ov/n

vahres which boils dorvn to a producdon system I urould be

happ1, for rrly or .t1 chi]dren to worh in. What has resuited is a

shoe that does not use glue. and. to reinforce oLlr t-ransparency.

rs assenibled at the shoe store on demand rillht in front of

the customer.

Builcling on our r,vork in the creative community. r,ve have

invitecl people to fully deslgn their ou,n all over prints. while

incorporating open sollrce computer chips that can track

_Vour footvrear performance hovrever you program it. Each

component is nrade from suslaLnably sourced slngie-material

components. allov,,rr-Lq us to LlpcycLe the shoes al their encl of

use Lnto a nevr pair.

,After many year s of refining the product. we have come to

realize that most of our rruork hasnt been about shoes at all:

1t ;s about supply and reuse systems. The shoe might be the

thing we focus on. just like we may focus on a slnqle leaf of a

tree. but the leaf cannot exist rrrlthout the many other miracu

lous components embodied in that tree. To do sustainable de

silln. we must focus on lhe v/hole organism anci circular path

of healti-ry ancl thoughtfui materiaLs. But to cio this r/e need [o

add another eiement to the desicrJn toolkit - being a cheer-

Leader for change
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The Arrogance of Permanence . Ny Rhalifa. Research / Create

Inside-out Innovation

As ar-r independent design consultant. I am often hearing

corporate clients ask us to innovate 'outside of their corporate
walls. lt turns out that these yraLls r,vhich were built to insulate

the company from the enemies of mistakes and uncerlainty
also separale them from the market and local ecosystems.

First hand exoerience is replaced by focus groups. globaL

market assessments. and supply chain logistics. What we see

time and again is that there is simply too much structure for a

creative mrnd to innovate rn a meaningful capacity.

Information has become so interconnecled that cteattve

entrepreneLrrs can leverage their small size v/ith a nirnbleness

to fail fast ancl rterate often. The result rs that motivatecl .Le

signers are norv uniclueiy poised to truly change the r,vorld.

Itt October of 2012. our small creatrve team at Designbox

produced a prototype. video and campaign about an in
ventive nev/ coifee press that conveniently makes excellent
colTee withoul the neecl for paper fiLters or plastic pods. We

launched it on the crowcLfunding website. Hickstarter. Thrrty

days later vre had well exceede<1 our expectatlons and r,vere

suddenly in the coffee maker business Six months later more

than 2.500 people were using our product and gLving us great

feedback. Six months beyoncl that vre urere growing our busi

ness and distributing the product in several countries. After
another six months had passecl. our coffee maker business

had been acquired l;y a major international brand. It was

headspinning for us Durlng our transrtion meetlng with our

new partners. I asked how long lt usually takes to take a prod

uct from concept toJust an approved design. They responded:

more lhan 18 monthsl

[1 ] fhinking Out Loud (?) Buckminster Fuller (movle ref to be defined, quote to be verified for wordlng) L21 The Law of Conservation of Mass,
Antoine Lavoisier [3] http://www.bigsiteo{amazingfacts.com/how-is-it-possible-that-we-consume-some-of-the-atoms-breathed-by-leonardo-da-
vinci-every-time-we-inhale/ [4] The Web of Life: A New Scienti{ic Understanding o{ Living Systems by Fritjof Capra [5] Cradle to Cradle and The
Upcycle, by William McDonough and Michael Braungart [6] Biomimicry: lnnovation lnspired by Nature, by Janine M. Benyus (Author)
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Passing on the Code

With the ability to swiftly make powerful change. design
ers need to be focused on the days ahead. Ifwe value nature
than we must truly leam from her. If we find ourselves tn new
product ecosystems, it is our responsibility to take on not just
the product. but the whole material and energy flow. The more
elegantlywe flow the better our design will be.

Nature has also taught a few things about passing on in
formation, The products we design must must be rmperma

nent and move fluidly through future use rycles. Meanwhile.

the genetic code of design must continue to be refined and
represent the very best survivinq soluuons to our current en
vironment.

Collaborative construcuons like open source hardware
systems allow us to not only build on the great innovations of
our predecessors. but to also tackle blte size pieces of com,
plicated projects as a team. Our work ahead in sustainable

design is notlLing short of a massively technical and vitally
important project. .

Next Intersection

Read about similar themes in B/ur
on page 60.

Contrary to immerslve environments that
strive for visual {idelity in high-definition
w ith ev er- gre ate r te ch ni al v i rtu osity,

Bl u r is de ci dedly I ow-defi niti on. "F\
fnJeverJastingr . 17
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What does planting
tomatoes have to
do with fashion?
By: Nata lie Chanin
Originally published in Future Fashion White

Papers by Earth Pledge Foundation, 2008

(l roaliz:A that horo in mq c.ommvnit4,
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lTl he Alabama tomato is truly a wonder. It takes on
I

I m" color of *re deep red soil. and the taste borders
I on sv/eet and tart. I grew up eating these tomatoes

straight out of my grandparent s garden in Florence. Alabama.
and after having lived in Europe for more than 20 years. 1 still

tlLink Alabama tomatoes are the best in tl:re world. So when I

moved back to my hometown in Florence. to a place called
Lovelace Crossroads. I was eager to have a garden and grow
myown.

I quickly realized i could not remember the details of how
to plant a tomato. so I consulted Mr. Jay Arnet. an B7-year-
old family friend who has the mosr beaurrful kitchen garden.

He taught me how to lovingly remove the bottom branches
from the seedlings. dig a hole that seemed too big. fill it with
compost and water tlLe plants. They produced the tomatoes
that filled our stomachs all summer and became the basis for
our soups in the winter. Thanks to Mr. Arnet. the plants thrived
and our cupboard was filled with cans of stewed tomatoes.

I was a little shocked that I had lost this very basic knowl-
edge of how to grow my own food. On its most immediate
Ievel. growing food literally connects you to roots and earth.

but it also connects you with tlLe skills and traditions that
farmer families have used forever as tJ:rey tilled the land to

produce fruit. vegetables and in this area - cotton.

Planting a garden after comlng back to Alabama was

more than just a way to celebrate mv homecoming: it was also
away to immerse myself in the domestic arts. which I prefer
to call 'living artsl' 1 realized that here in my community. ac-
tivities such as sewlng. gardening. cooking and quilting have

never just been tasks. They re artful endeavors that allow for
lndependence. a way to take direct responsibility for quality of
life and simultaneously they create a bond berween individu-
a-ls and community. between past and present.

In our community. one of the many ways women bonded
was at quitlng bees. These gatJ:rerings tapped into the regrons
long. rich history of textile work and celebrated skills rhat were
passed from generation to generation. Unfortunately the val-
ue of these skills has diminished and often they are no longer
passed on.

Thats one reason why I returned home to Alabama -
to create a collection of ciothing that preserved and reinvig-
orated those unique hand-sewing traditions. which I learned
at the feet of grandmothers. mother. and aunts. I also wanted

to use recycled materials and employ age-old production
techniques.

fnJeverlastinEr . 21



What Does Planting Tomatoes Have to do With Fashion? ' I'Iaialje Chanin' Reflect /Process

I never imagined that this idea would receive so much

attention from the fashion and business worlds. especially

during a time when U.S. textile production was moving in the

opposite direction. Instead of going overseas. I worked with

about 2OO skilled artisans who became revered by fashion in-

siders for their elaborately embellished. hand-sewn garments

that are sold in more than 60 stores around the world.

Alabama Chanin is stiLI inspired by local sewing traditions.

I was recently reminded of how precious these techniques

are when I stumbled upon a piece of handwork made by my

grandmother. It was a pillowcase with lntricate needlework

sev/n onto a flour sack. I could just make out the company s

imprint as a shadow on the fabnc. and as 1 examined this

lovely piece of work. I thought: It s incredible. She spent hours

and hours - probably over the course of months - making

something from a piece of fabric that today would be thrown

into the garbage.

The men and women who raised me were artisans who

used readily avarlable materials to create objects. both dec

orative and functional. which enriched our lives. These items

l/vere never considered anytJring extraordinary. and the peo

ple who made them were humble about their work, Unfortu

nately. there are fewer and fewer people who can make such

heirLooms. Most of those who stitch for us grew up Iearning

to sew from family members. so it was no surprise when

at one point we had three generations of the same family

workrng together.

By encouraging these handwork traditions. Aiabama

Chanin is also hoping to sustain the identity of this stretch of

land at the foot of the Appalachian Mountains. While most

people talk about sustainability in reference to chemicals or

matenals and their effect on the environment. I also think

sustainability depends on nurturing the skills necessary to

manipulate local materials into well-designed objects. I believe

it's essential thatwe respect the sanctity of our traditions and

the skiiled workers who keep them alive.

\Mhether planting a tomato or embroidering a napkin.

staying connected to their traditions allows us to also cherish

them. Handwork requires respect for everyday materials and

helps us imagine their potential. It also forces us to use our

resources wisely. The people in my community leamed to use

what they had on hand and make the most of it. especially

during The Great Depression. One of my favorite examples

of this ethic is the way women used to find the red thread that

they used for quilting. At the time. red thread was costly and

hard to come by. After the men had smoked or chewed the

contents of their Red Man Tobacco pouches. women would

take the coarse cotton tobacco bags. unravel the red thread

and use it in their sewing projects This attitude that all things

have potential contrnues to inspire me. lis an ethic that I try

to remember every day as I build my company and design

my collections . continued on page 26
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Flag Ouilt by Alabama Chanin
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One on One: Dan Gottlieb . Inten iew by Shei.ley Smith

o continued from page 13

ON E ON ON E: DAN GOTTLIEB

She//ey Smith: The topic, or the theme of this
year's publication, is impermanence in design
culture. We came to that topic through a series

of exercises in class and discussions. One of the
things that we thought would be interesting
from your perspective, working in this
community environment, is how do museums
deal with the idea of an exhibition, like what
we just saw outside, that is, you spend so much

time planning and orchestrating -
Dan Gottlieb: And it comes and goes.

Exactly, yeah. And is that som ething that, like,

the impeimanence, the natural impermanence
thatb part of it - is that part of the planning,
ordo you not even thin < abour that when you're
planning the exhibition?

Well. whenyou stop for a moment. and back up

and think about what are any programs about.

period. in a place like this that is quite physical.

that is all about place. it comes dorn'n to....It s

an interesting set of questions. with people s

experience of the place and the resultant

memory. So. memories are built by sort of a

collection of bits and pteces. Some are of a

place that doesn t change very much. and others

are of something that sparks and it comes and

it goes and it s extremely impermanent.

And the challenge of a visual arts institution

Iike this. particularly one that has an important

- Iowercase word - important. permanent

collection. meaning that it has really significant

holdings that have sort of world-wide cultural
values. and it's the museum s core value and

purpose. raison d'6tre to collect and protect and

present those things as permanent objects.

Its called the permanent collection.
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Right.

So it s the opposite of rhe ephemeral kind of
experience you re talking about. at the core of
what any collecting institutjon is is to protect

this permanence.

Yeah.

But how do you do that and stay relevant?
And that s balanced. rhen. with the kind of
environment that you build for it. which is
experienually - based. it says a lot about your
idenriry. which is built wer trme And the kind
of tlLings that you do in it. in the. kinds of -
and more importantly. the kind of things that.
I think. all museums are recognizing now is the
waythatyou invite people to do tiLings in the
instttutions and participate. So -

Itb more than just coming here to visit - how
do you mean changing the way that you invite
people to do things?

Well. you heard someone come in here a

moment ago to talk about a certain thing thais
part of a much larger conversation that we are
having about kind of the completfon of our
campus and what kind ol valueS we want to
have embedded into it to invite people to tlLis

campus to participate not only jn the more
traditional ways of engaging the permanent
collection and even exhibitions. which are
now a tradrtronai part of art museums. but to
come closer to the way tJrat people live in their
everyday lives and to make it into a special
place which has a certain meaning and yet
their experience is ephemeral.

Right.

o continued on page 34

fnJeverJasungr 25



WhatDoes Planting Tomatoes Have to do 14/ith Fashion? . Natalie Chanin. Reflect /Process

"Beauty Everyday" book by by Rinne Allen, Kristen

Bach, Rebecca Wood ororo FRCrv ALABAMA CHANTN

Like my original tomato garden. my company has grown.

In addition to garments. we now make home furnishings and

jewelry. t m still able to pursue the original vision of working

witl:l outstanding artlsans and recycled materials to make

beautiful products. but we re also trying to do more than just

sell things.

A big part of our mission is to make sure these wonderful

skills get passed on. We try to spend as much trme focusing

on workshops and lectures as we do on producing products

and garments.

These are just a few small ways that I m hoping to teach

more people about the living arts. When we think about

how to make a bowl. a dress. or a chair, the process is often

shrouded in mystery. Instead we buy one at the store. But that

simple purchase has much bigger ramifications. It creates

more distance betvveen us and the power we have to create

for ourselves.

It s my hope that these craft traditions. Iike planting those

tomato plants. will allow us to reap the fruit of our labor and

talent while helping us participate more deeply in the rhythms

of our everyday lives. Ultimately. I hope the IMng arts will also

re establish our commuruties as sustainable, dynamic and in-

spiring places to Live. r
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Next Intersection

Read about similar themes ln Remember
on page 60.

"Yet as the intertace betuveen mankind and
the book continues to move through time,
the centuries-o/d relationship between man,

material and memory is redrawn in, and by the
digital era."

"Heath Ceramics: The Complexity of Simplicity
M ATABAMA CHANIN
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tTl erra Incognita was a l.atin tern used on maps from
I
I me Age of Dtscoverv to denote unexplored terrlto
II ries. lt s a perspeclival term. Because, of course. there

were people like the Tupinamb5 actually living in those seem-
ingly unexplored lands on Martin Waldseemuller's map, The
piaces ilre TupinambS knew intimately where they fished
or hunted or celebrated or slept - were not Grra Incogruta
to them. But to the Europeans embarking on their voyages

each new cove and settlement was a curve or mark to be

made on a map. It was a matter of perspective. A matter of
technology. Some small matter of hubris.

It remains a question of all of these thrngs in the infor
mation Age The optimism and hubris of Big Data appear to
be unrrvaled - What don't we know ln the age of Big Data?
By tapping mystjc rhythms with our fingers and staring into
squares of Iight we traverse great oceans of distance. As we

zoom around global networks on a variety of devices. there
is the common perception that we could go anywhere. learn
about anything. connect with anyone.

Except we don t.

Ethan Zuckerman calls this 'imaginary Cosmopolitan-
ism'l We imagine ourselves to be citizens of the world be

cause of our unprecedented. privileged access to informa0on.
But there are a couple of things working against our cosmo
politanism. The foremost is our very human impulse towards

"homophily'i Social scientists Like Zuckerman. Fiore and
Donath. and McPherson. Smith-Lovin and Cook show us how

homophily the tendency for us to group ourselves wlth
those most like us - is as alive and well on the World Wide
Web as it is in physical space.

Google search.2014

The other half of the lmaginary Cosmopolitanism equa-
t-ron is technological. The technologies that most enabie our
informatronal selves (powerful search algorithms Iike Google.

social sharing sites like Facebook and recommendation sys-

tems like Amazon) are the ones that reinforce our homophily
by giving us what we want. what our friends want. and what
people like us want. From a design perspective these informa-
lion systems follow consumer logic which is based on criteria
of similarity and promotion of the poprLlar.

This works great most of the time. I want something. I tell
Google. Google gives me the thing

Go',gle
.9
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Terra Incognita . Catherine D'lgnazio' Research / Process

What this cloes not vrork welL for is the discovery of differ-

ence. the surfacrnq of minority opinion. ancl the enctagement of

pe rspectives other than our ov!,n. We might imagine ourselves

to b€ citizons of the rn orld but ln fact liv-. in informational gat-.d

comrnunities talking onl1, to our little pockets of humanity

Civit Logic rls. (onsumer Logic

in online inlormation systems

. Posit and enact ahernale relationship

between inoividual and coilectiw

. kperience chalienges

. Produclive disoriefltatiofl

Eryerieflce promotes

like reflection,

r{rdedrBss lo ne,* ideas

Surfaces dissent,

. Challenges stereotypes

. Meagre

. The indMdual is the base udt of

arperience; Attenthn is the base unit of

economks and value
. Lxperience is targeted tolards

. F,rperience seff

al,lonomous

. Measure of success

eyeballs

lmaginary cosmopolitanism and
informational gated communities.

Civic Logic: Information Design for
Encounterin g Diff erenc e

Hou, can rve engineer information clLscovery systoms for

or.-lenne ss. i isk taking and expioratjon? What vrould it mean lo

emphasize civic loglc rather than consumer logic as a design

criter ia for inlormaljon systerns?

32 . The Student Publication Volume 37



Terra lncognita: 1 000 Cities of the
World, screenshot. Users arrive
at an unexplored city in Terra
lncognita each time they open a

new Tab in their browser.

Terra Inc ognita: An Experiment in
Cosmopolitanisrn

What might civic logic look like in action? Together with
Ethan Zuckerman and Matt Stempeck at the MIT Center
for Civic Media. I have been building an information dis-
covery system with civic Iogic in mind. In our case. we are
partjcularly interested in the dlmension of geography What
citres and countries in the world do we read about? Which do
we systematically ignore? When we do read about faraway
places - Iike Syria mainstream news coverage tends to be

oriented towards conflict and violence. How can we surface

interesting. stereotj,pe-busting information about remote
geographies? How can we connect people to parts of ttre
world where they never previously had interest?

Terra lncognita. 1OOO Cities of the World. screenshot. Us-
ers arnve at an unexplored city in Terra lncognita each ume
they open a new Tab in their browser.

Terra lncognita: 1OOO Cities of the World is a global news

recommendation system and game. It has three goals: 1) To

provoke refiection on the geographic dimersions of your
Internet browsing in relation to others. 2) To seduce you into
an explorational mindset and privilege exploration over "what

you want'l 3) To encourage the discovery of geographically
diverse information on the Internet.

The mdn user experience of Terra Incognira is an inter-
vention into your internet browsing experience. Technically
it is an extension for the Chrome browser. a liminal space
for software operation where you have oplions which are not
typically available to regular websites. Each time you open a
new Tab. Terra lncognita shows you a city that you have not
yet read about and gives you options for reading about lt.
Chelyabinsk (Russia). Hiroshima (Japan). HagatRa (Guam)

and Dhaka (Bangladesh) are a few of the places where you
might end up. continued on page 36
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One on One; Dan Gottlieb ' Intervjew by ShelJey Smtrh

a continued from page 25

ONE ON ONE: DAN GOTTLIEB

Dan Gottlieb: So. if you think about. well. if
you think about it from a phenomenological

perspectrve. say so. these memories are

built on a multi-sensual experience in a place.

We happen to have. here. at the North Carolina

Museum of Art. a unique set of assets that's

not only the permanent collection. and

professionally run programs with educational

programs and exhibition orograms and all the

rest of the things we do - we also have a killer

site. we have a hundred and sixty-four acres

which is- I won t say unique. but it is extremely

unusual: and not only that. but it comes with a

strange and checkered past that becomes part

of the DNA of what it is. but when I think about

the opportunity that we have. here. to complete

this campus. its not just a matter of putting the

rest of the roads and the parking and - its
how do we invite people to come and have a

multi-faceted experrence or a collection of
experiences or a collage of experiences. if
you will. that add up to a larger memory?

Some of them are ephemeral. some of them

are based on these fixed assets. and it s that

mash-up of embracing the ephemeral - yes.

some of it is based on social media. but. you

can t even talk about that because it s gonna

change tomorrow and it il change the day after

that. so you have to be open to those portals.

and certainly our marketing people and others

are deepiy engaqed in that and we need to be

wide. wide, wide open to that. remotely and

here on the site. but also fleible in terms of the

way that we allow people to create their own

expenences here. that are deslgned by me and

others here. only in providing a framework for

a personal performance. if you will. to create

those kind of aesthetic and sensory moments.

So. the site gives the opportuniq/ to interject

an experience thats connected to. obviousiy

the outdoors but also to the living world.

I won t call nature out there because that's been

,;ust highly disturbed by a prison and by prison

farmers and NC State s vet schooi grazing on

*ris property out here. so its highly disturbed.

and so we re not talking about necessarily

healing the landscape in a traditional way but
healing it towards a purpose. and our purpose

is towards engagement.
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Shelley Smith: So, if you're talking about
providing an opportunity for an experience,
then, how doyou, in a sensg gauge whether or
not you've been successful in that? ltb gotta be
through more than just ticket sales, or how many
people you think come to the park. I feel like an
experience itself is completely subjective and
ephemeral, so how do you present that to the
people that are donating money to keep it going
and to make it bigger and better?

Very difficult problem. Thats a good questron.

and it s. and it s one that we re all struggling to
answer because yes. we can count bodies -
although it s not so easy to count bodies outside.

We think we have X-number of people. We

know how many people walk through the doors
because you can click. but we re rather porous

in the campus. and so the number of people

that come and go and how they come and go is

a deeper analytical problem that we re actually
worklng on.

We've got a good team working on that now.

But even that will only tell you so much.
Understanding what people s experiences are

and how it affects them. eh - I don t claim
experLise in this. but we ve learned a lot. And.
one thing we ve learned is that you have to
talk to people to really lind out. and it s a very
refined set of skills that can elicit that kind
of information. Even then. it s going to be

subjective and open to interpretation. So. how

do you gauge success?

I don t know it. lt s - i don t think we ll ever
be completely empirical about it. because we

each have our biases and we re all looking for
the answers that we want. and much of the
evldence is anecdotal. the kind of feedback that
we get. both positive and negative, and we try
to learn from that. so it s rather organic. and I
suspect that despite social science s good work.
it s always going to be somewhat intuitive and
organic. which is okay with me. lt s ac-it s realiy
okaywith me. Yes. we want to engage people to

join dre museum and become members and all

of those good things. and we want them to love

the place so that they feel a part of it. and so that
their kids will be a part of ir. all of ttrat. and that is
ultrmately howyou kind of measure one kind of
success. You can also measure some of that by
looking at who is coming. Is it more of the same

kind of people? - by same kind I mean people

that will come to view fine arl or. in our case

now. a parallel audience that comes to recreate.

You know - they are walking their dogs. they

are riding their bikes and so forth. And. yes.

they re engaging in an unplanned way. they re

unplanmng. they-tJrey are engaging works of
art. that we extend into the landscape and as

we do more and more of that there'll be wider.

wider exposure. there ll be wider and wider
identity with that. so there s arl engagement
with whatever we do on the site visually. both
in shaping the land and with permanent and
temporary works of art that are not planned
encounters with works of art but are inviting
people to come and experience those. those
gestures. because they re attracted for a
different reason. For me, tlLats the more
interesting thing.

o continued on page 46
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Tewalncognita . Catherine D'lgnazio'Research / Process

Four places you might
end up in Terra lncognita
upon creating a new Tab.

Four places you might end up in Grra Incognita upon cre-

ating a newTab.

From a city lrke Dhaka. there are several options to pjque

the user's interest and intrigue them enough to distract them

from their previous task at hand. If other users in the sysr

tem have read about that city. a scrolling list of those stories

shows in the top right corner of the screen. For the bold and

adventurous. there is a Iarge red button Read about Dhaka'

in the center of the screen. This functions akin to Gooqle s 'l'm

feeling lucky" button to take them to a single ne\r/s story rec-

ommendation about Dhaka.

Figuring out how to coliect high-quality. stereotype-bust-

inq recommendatLons about the top 1OOO cities in the world

was no small problem. Our upcomrng user study mll inform

Lls as to horn, well we have solved this problem. Using our rdeas

around civrc logic as our quide vre chose to foilow a criteria of

multipticity. transparencv. potential for ref lection and pr ioriu-

sation of alternative voices.

The recommendations are deiivered through many multi

ple sources: 1) stones that other users read or recommended

in the Terra Incognjta system 2) stories about tliat cit_y that

are being shared across the Internet but giving priorily to
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Four "Read about Dhaka" recommendations for Dhaka, Bangladesh: An announcement
about Bengali holidays in Google calendar, a BBC article about the owners of the
Bangladesh {ire factory, a Global Voices story about the arrest of teenage bloggers in
Dhaka, and a photo slideshow from the Huffington Post about the Red Glass festival
celebration in Dhaka on April 13th.
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AGAINST SEARCH

Terralncognita . Catherine D lgnazio. Research / Process

participatory media sites like Global Voices 3) stories that we

crowdsourced through an open call 4) stories that people had

originally saved through the Instapaper service and 5) stones

curated in partnership with with editors from Global Voices

Even with these multiple sources of recommendations there

were many blank spots in our recommendation system that

we had to address. For example. China accounts for about

2O7o or 2OO cities in Terra lncognita. but there was very little

information in English about many medium-sized Chinese

cities available through our recommendation channels. In this

case. we worked with a media scholar from China to manually

compile a list of English-language news sources by clty.

Next Intersection

Read about similar themes in Against Search

on page 76.

"Given the size of many digital media collections,

simply seeing what's inside them is impossible

(even before we begin {ormulating questions and
hypotheses and selecting samples for closer analysis).

Although it may appear that the reasons for this

are the limitations o{ human vision and human

in{ormation processing, I think that it is acrually the

fault o{ current interface designs."

\Alhile designing Terra Incognita. LOOO Cities of the Worlci

with civic logic in mind. numerous other questions came to

mind. We hope to answer some of these through the user

study but we need more brains working on these questions.

How do you make aigorithms. whose work happens behind

the scenes. transparent and public? What kind of online read-

ing leads to increased reflection? How do you balance civic
goals with maintaining user interest and engagement? How

can information systems engender productive disorientation

- an encounterwith difference that unseats the user. however

briefiv and invites them to recalibrate their worldview? r

a
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T astweekend, people would not stop asking me if I
I was having a good time. In rock clubs. on city street

J-l 
"o.n".. 

and even at the table at which my wife and I

finally sat down to have dinner around 1:30 a.m. on a Friday

night: Everywhere I went. there the question (or some vari,
ation thereof) was. often presented with a latent yearning
that presupposed I wasn.t really enjoying myself. Are you
having fun? Are you enjoying yourself? 'This is different. Do
you like it? 'So. how does it feel?'

The reason that my wife Tina. and I didn t sit for a sand-
wich until close to closing time is that we had been busy
bouncing between the sets of bands and DJs. producers and
rappers at the Hopscotch Music Festival. a five-year-old
Raieigh institutron that brings a few hundred acts and sev-
eral thousand listeners to the city s burgeoning downtown.
In only the last few hours. I d seen one musical hero (the vi-
olinist and minimalist legend Tony Conrad). an explosive set
of harsh noise and elliptical hip-hop (courtesy of Los Ange-
les trio Clipping.) and the garage-rock approximatron of a
fistfight (from Ohios blustering and rightly named Obnox).

I was. in fact, having a very good time.

But people kept asking not because I looked sour but
because this was the first Hopscotch I d ever attended as

a mere iistener. the first time I d ever been able to hear

actual sets by the loud legions emptying into the city at
the start of every September. During the first four festivals.
Id worked as the co-director. the second operational rung
on a very high ladder that. for one long weekend. managed
more than a dozen venues. a few hundred volunteers. a few
hundred musicians and a temporary staff of several dozen
employees. In previous years. I d developed a reputation as

the madman of Hopscotch week-jaw perpetually clinched.
a long task iist rolling behlnd my fixed beady eyes. swear
saturating myT-shirt no matter how often I changed. sleep
ing little and sailing from one venue to another on a gray
single-speed bicycle. One graphic artrst even designed a
poster for the feslival in the image of Excitebike. except thar
the skinny fellow leaning back on a dirtbike was now a big,
bearded fellow on a single speed. Yes. that was me.

At the first festtval. I managed to eat oniy a bagel in four
days. On tJre first day of the tLrird festival. a car slammed into
me and my bike in the rain: on the third day. I was standing
on a soaked stage to hold a tarp over an expensive key-
board as winds and an electrical storm ripped through the
city. And at the fourtlL fesrival. 1d again left my handlebars.

resulting in two massive cuts across my face for the dura-
tion of the event.
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Hopscotch . Grayson Currjn . Reflect /Create

So. this year. had I been able to enjoy civilian life?

The reason that the answer was always so emphatically

yes had little to do with my health. It stems. I think. from the

casual. noncommittal origins of Hopscotch itself. I'd never

planned on helping to build a music festival. I d gone to lots of

them. sure. from small. club-based affairs to massive. three

stage congregatrons in some generally empty field. No matter

the circumstance, they seemed to require a lot of organization

and management. two concepts that had never been partic-

ular assets of mine.

Instead. in 2009. I'd been working full-time as a music

critic and as the music editor for four years. or essentially

since the day I graduated from college The job allowed me

not only to devour and analyze music as a profession but

mostly to set my own schedule. too. guided by relatively flex-

ible guidelines. I had a small team to oversee. but so long as I

finished my work and did it weLL there was no looming final

ity to any of it-no crowd to manage. no bands to placate, no

soundchecks to organize. i wrote and edited my pieces. filed

them. and kept going.

But in 2009. the Independentweekly. the newspaper that
jumpstarted my writing career when I was in college. hired

an ardent and ambitious new advertising salesman. Greg

Lowenhagen. A recent resident of both Chicago and Austin.

he d only been on the job for a few months when he noticed a

void:Though ttre Triangle had a much-lauded muslc commu-

nity. it didn t have a trademark music event. something that

would draw onlookers and listeners from around the world.

So why didn t we start it?

He convinced the management of the Independent to in-

vest in the idea. or to at least let us explore the possibility. By

the end of 2009. rne d started to book bands. to build a web-

slte and marketing materials and to leak word that Septem-

ber 2O1O would bring an unprecedented event to downtown

Raleigh.

And it happened just like that. Hopscotch helped trans

form Raleigh. lifting the city's reputatton as a trove of young.

energetic people doing interestng work. The event was touted

by city leaders as evidence of the revitalization of doumtown.

praised by the police for its consistent lack of incidents. touted

and lifted high in The NewYork Times and Rolling Stone alike.

The International Bluegrass Music Association borrowed

our model when they moved their annual conference to the

city in 2013 and Raieigh eventually used Hopscotch as one

of the bookends for a month of "Music. Arts, Innovation and

Noise" they dubbed the 'M A.l.N. Evenl' (I will forever main

tain that the strange noise reference was a concession to

Hopscotch s extreme experimental programming. my favor-

ite. during my tenure.)

t'fto7eootc.h holyod transform kloig!, liftng- tho c-i\s roTvhfion
ae e lrovo of yvnV onorgohc-' 7il71o doi$ irtorosttng- worUt'
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Rhys Chatham playing
"Guitar Trio" at
Hopscotch 201 1

PHOTO BY ABBY NARDO

But Hopscotch was always my part-time job or my side
project. no matter how many hours I worked on it. I main
tained my job as music editor at the Independent. and I kept
freeiancing for websites and magazines across the country.
All those occupations fed into one another. I believed. forc-
ing me to slay restless with my tastes and to defend ruthless-
Iy every musical choice I made. The work was intense. but 1

Ioved the binary. reinforcement-driven nature of it all. In 2012

though. Greg and l learned that Steve Schewel. the man who
had founded the Independent and avidly backed Hopscotch
as an extension and enforcement of the brand. would sell the

newspaper he had Iaunched three decades earlier. He told us

that he could sell the festival with the paper. but he preferred
that. since we started it. we buy it from him. make it our busi-
ness and make it our 1ife.

For Greg. saying yes seemed predetermined. The idea

and the very name of Hopscotch had been his. and over three
years. hed transitioned from an advertising executive into a
festrval director. We soon had meetings with larnyers and in
vestors. and it all got very serious very quickly. Before long,

I decided *ral in fact. I didn t want to own a muslc festival.

I didnt tfunk I couid serve in that capacity and as a musrc

critic in good faith at the same time I told Greg I'd work for
him and for the festival we d built together. but it would con
Linue to be on a part time basts. He went. in essence. from my
co-worker to my boss. Three days before Hopscotch 2013.

I told him thrat this festival would be my last. He needed some-
one with undivided attention. I reckoned. and I knew that
I couldn t provide lt. continued o n page 4g
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One on One: Dan Gottlieb . Inter-,riew by SheJiey Smith

o continued from page 35

ONE ON ONE: DAN GOTTLIEB

And so I assume that you're referring to--along
the pathways and the greenways, the, the
pieces of art that are kind of embedded in the
landscape?

Yeah. So we have a slaner kit out ihere now. yoll

know. ,re haven t had full fundinq yet but that

lnrill come. But more than that.,,r,e're shaping

the character of the lancl itself. whic--h is a much

more subtle desiqn enterpr-ise... one that is not

easily noticed., Right now.,,re re changing the

characters. the character of the forest out there.

throuqJtr managing the invasive soecies ancl

changincl the visual character - I m as much

interesled in changing. 1n getting rid of the

invasive specLes as I am in ctanging the vLsual

What exactly do you mean by that?

We1l. on a larc1e scale where forest turns into

meacLovr. Where the eclge of a path meets its

its n-.ighbouring ground plane. The way that a

sculpture touches...
characterislic-q of th-^se forested areas. b-ocaus-o

it changes. it profoundLv changes the way that

vou feeL in space. And so that s it s happening

right now. it ll be happeninql for the next several

_vears. and the same thing for several other

re.Lsll dr you o tso^,adr v^er v'cnrer I

that haopens to be aLive. It s very. very much

aLLve Ancl. it can be very excrling. especrally as

.7oLr deal with the edges. the edgJe condition.

i]ecause tl-rat s where it Lives. that s vrhere the.

,rou know. our brarn is trained to respond to lhe

edges of color. of space. of shador,r'. and it s aiso

true in the natural or natlrralized worlcl. that we

respond to rnrhatever the edge condltion is and...
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/ see.

The way that signage sits on a place. the way

that you literallv sculpt the landscape as you

move through it. the wav you sculpt it with the

way that you ilmovel) or don t {lmove}}. the way
that you frame views. the way that you remove

trees to open vievrs. This is not new. This goes

back to 19th century EngLand and before. l8rh
century England. rather.

So, it! like determining how and when
people pay attention or don't pay attention
to transitions?

Yes. for sure. Ifyou look at the lapanese

perspective. you know. they are into highly
packaging your experience. whether it s a

product or therr landscape. it. you know. they

design.... they have a tendency. in the Japanese

traditionaL creation of landscapes. and even

contemporary landscapes to frame for you.

So it s a complete thought. That s presented as

a finished ob;ect And there's somethinq very
powerfui about that. but its also removed from
your own body. rn a way-

You're perpetually the observer. You don't have
any room to participate.

Yeah, in framing your views. precisely. There's

a different sort of traditionai that comes out
of Europe. in particular England. that's more
picturesque. sort of romantic sculpting of the
landscape. you know. 'Look at the great estates

there . and. you know. shaping the land as a

kind of a set piece but also one that unfolds as

you move tlLrough it. and sometimes it s not all

controlled. Here. we re trying to find a balance
that allows the visitor to discover his or her own
path. and make a series of subtle moves rhat

I hope is as thought out as any landscape or
anv piace for art. but has a character that is a

Iittle bit more of this place. so design qualittes

ancl design thinkinq in shaping this macrc
environment has a driferent set of criteria than it
wouid in other places. And because the land has

tl-ris certain hlstory and it is tn a certain place.

my hope 1s that:t vrill e.rolve as 1ts own unique
mash-up of cliiferent ideas.

o continued on page 58
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Grayson Currin talks
to Kurt Wagnel of
Lambchop, at
Hopscotch 201 1.

PHOT' BY ABBY NARDO

Attendinql Hopscotch 2014. or goinq for the fil st time as a

civilian. I recognized anew somethinq I long aqJo leat ne(-l from

the weekly cycle of an alternatrve newspaper or the daliy anci

liourly churn of a nrusic website. Put everylhing you can into a

project. frontload it with your personaliqr ancl ideas and etno

tions. and then don t be alraid to let it sut-vtve (or perlsh) :n the

worlcl l,vithout you. Move on. hnd a nev/ mission. arLd repeat

l.lntil your body of r,r,ork feels subslantive to -y'ou alone. You are

not tethered to v'zhat you create. lt's not a child that you need

to raise until iI s old enouqlh to qo to college. nol a syslem that

requires yoLlr constant input ancl mainlenance. not an anchor

that prevents your self sovereign motion. If the work is good.

1 believe. it will outlive you or. at the very least. your period of

In, 5l LdSSrOnd'c n .le . n :L

That. I know in retrospect. is exactly vrhat happened ,,vtth

Hopscotch. For the hrst three years. it v,,as one of the most

exctting lhrnqs Ive ever done. a massive on site. in-process

learning experience that required me to take the skills and

expertise I already possessed and pile on top of it - quickly.

enthuslastically. trrelessly.

Anci I d1d.
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Before Hopscotch. I'd booked exactly one shou and itwas

a debacle. By the end of my tenure at Hopscotch. I'd booked

several hundred bands. all between a price range of S1OO and

SIOO.OOO Id never known very much about music gear. ei-

tirer. but by the end of the fourth Hopscotch. I d learned some

amplifier models and years by sight. I'd read about the capa-

bilities of keyboards I never knew existed. and how much lt
costs to have them shipped from distant cities. (Thanks for

that particularly tornlrous lesson. lohn Cale.) And I'd managed

to assemble an army of amplifiers required by my favorite

band on tLre planet. Sunn O))). to play a show. in Raleighs

Iargest theater.

The morning after that set. as my wife and I sat in a local

restaurant eatlng a large post festival recovery brunch. she

had an idea: For three years. I d worked to bring so many
bands to one town for so many people to see. but only the

night before. I'd missed my favorite band playing ln the city in
which I was born for what would most likely be the only time.

She suggested that we buy plane tickets and fly to Atlanta

that night to see the final show of *reir tour. It was a deliri

ous 16 hour trip. but it was one of the most memorable and

impactful moments of my life. Standing in The Masquerade.

being overwheLmed by amolllicatron as fog rolled through the

room. I remember reaiizing that this is why I d gotten invoived

in Hopscotch-to put some power behind music I loved. But

what good was that if I didn t actualiy get to hear it? it was like

playing an arcade game. but l wanted to create a new design.

Something silent changed. and I knew at that moment that I

had perhaps only on more year of mLssing my favorite acts

and being hlt by cars.

So on that Friday rught of Hopscotch 2014. as I watched

Tony Conrad saw at his vlohn inside a 19th century church.

i felt wonderful about something i d helped craft and then let

go. perhaps as good as I had ever felt about it I d tried to book

Conrad for every Hopscotch. and in my absence and in my
syslem theyd iinally done.t.

The air was cool. The sound was loud. The tones were ra

diant. I was having an amazing time. thank you very much. o

I{ext Intersection

Read about similar themes in 401 Oberlin Road
+ 520 S Person Street on page 86.

"As designers in a growing city, it is impossible
to reject change, as we// as the continuously
changing life span o{ our buildings."

401 OBERLIN + 520 5 PERSON ST.
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By: Diller Scafidio + Renfro

"6lvr is an arc-hitec-lvro of -atWsyhore
a fr* fiags roeulhnS f**_ne,*vral and

man-rvtidu forc-oe.t' 
\'



I T

lur is an arcNtecture of atmosphere-a fog mass
resulcng from natural and man-made forces. Water
is pumped from lake NeuchAtel. filtered. and shot as

a fine mist through 35 OOO high-pressure nozzles. A smart
weather system reads the shifting climatic conditions of tem-
perature. humidity. wind speed and direct.ion and regulates

water pressure at a variety of zones.

Upon entering Blur. visual and acoustic references are

erased. There is only an optical "white-out'and the "white-

noise of pulsing nozzles. it is a habitable medium that is
formless. featureless. depth-less. scaleless. massless. sur,
face- Iess. and dimensionless.

Contrary to immersive environments that strive for visual
fidelity in high-definition with ever-greater technical vinuos-
ity. Blur is decidedly low-definition. In this expositron pavilion

there is nothing to see but our dependence on vision itself.

Is an experiment in de emphasis on an environmental scale.

Movement within is unregulated.

The public can ascend to the Anqel Deck via a stair that
emerges through the fog into the blue sky Like piercing a cloud
Iayer in flight. Submerged a half level below the deck is the
Water Bar that offers a broad selection of bottled waters from
around the world.

Water is not only the site and primary material of the

bullding: it is also a culinary pleasure. The public can drink
the building. Within. is an immersive acoustic environment by
Christian Marclay. The lighrweight tensegrity structure mea-
sures 3OO feet wide by 2OO feet deep by 75 feet high and is
supported by four columns. o

I
Visitor's enter Blurs foggy environment. p
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BIur . Diiler Scofidio + Renfro . Research I Create

Viewers approach Blur to be engulfed in its cloud.
PHOTOS SUBIVITTED BY DILLER SCOFID O + RENFRO

Location
Yverdons les-Bains, Switzerland

Status
Completed 2002

Scale
80 000 sf (7400 sm)

Awards
Progressive Architecture - P/A Design Award - 2003

Swrss TVand B. magazine - Golden Rabbit for Best Building ol 2OO2 2003

The Guardian Top Ten Buildings of the Decade - 2009
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. THE ARROGANCE OF PERMANENCE

a

The tensegrity is a structural principle
based on the use of isolated
components in compression inside
a net of continuous tension. pHoro

SUBMITTED BY D tLER SCOF DIO + RENFRO

Next Intersection

Read about similar themes in The Arrogance of
Permanence on page 8.

"lf we cannot build upon the ever-evolving reve-
/ations ofsuccess and {ailure in culture and the
making of things, we are denying the human
drive for a better future."

[nleverlasting 55

I
t



I
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An aerial view o{ Blur's structural environment.

The structure is surrounded by a large cloud.
PHO]O SUEhIITTED BY DLLLER SCOFIDIO + RENFRO





One on One: Dan Gottfeb . Interview by She]le,y Smrth

a continued from page 47

ONE ON ONE: DAN GOTTLIEB

some
Smith: 5o, the history of the land

to me, and I grew up here and l've
interested in art, so my

INCMA] and I

of those and he fashioned seating

a fabulous grain to it. So we

slgns and some other

lhe

recycle

buiLcling

I had

brlcks

me the very
of a kid. prison was being torn

driving into it, exactly
next

several bucket-loads of the very
that were made. as I understand.they there was a

or they told me what a here. for therr own prison, set aside.
but I do remember looking into it and seeing
that and thinking about what it was in direct
contrast to what this is and how physically
closer they were together and that having an

impression on me.

I liked when you mentioned that the history of
this site is all part of its DNA, so can you speak
a little bit about that or elaborate on it and how
you feel like it affects the experience now, or if
it does?

'Undone. that lts not complete you know. this

next round of design that I m working on now

is really to compLete the campus and the whoLe

entry experience and how we repurpose that

Iand but also undone in the sense that what

lvas there has been undone in a kind of big

moment where the prrsr:n was razed.

We had an artist. Martha Jefferson Jarvis. who.

she knew about this. she kind of

and had volunteer Labor force to

break up a bricks and create one of

lhe scuLptures out called Crossroads.

It does affect lhe experience. Rlght now, il
affects the experience in tilat lt feels sort of

We kept a coupi-- of pieces. not very much.

I would harre actuaLly liked to have kept a bit

more. but the smokestack remains. the bo1ler

house remains ancl rve intend to repurpose

them as a beacon for a site. a signal. if you r,vill

and a couple of rnrarehouses vrhich may or

may not be a pan of fie future. When we tore

down lhe prison. we, I had an artist come :n.

and he salvaged many of the prison bars.

vrhlch. he loved the clualiry of tlie steel.

'undone at the edge. and I mean

both senses of the word.
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Oh, really?

It s one of the lirst sculptures thar 1s way

out in the park.

I didn't realize that was the
context of that.

So its *re ta.ll. broken brick, comcob-looking
sculpture. and it marks the crossroads of these

two paths that I had designed. which. very subtly
but recycles and as we said is a remembrance
of thal Just this week. I metwith a state historian
who is interested in commemorating the history
of World War I. The lOOth anniversary is upon
us. and this site was used as a World War I tank
training facility

Really?

Yes,-fqrayear or maybe 18 months.
Unfprtunately - well. I don t know if it was

uriiortirnate - ir was at the end of the war. and
so byahe time theywere finished training, the
war was over. So it goes. They tried to get an

authentic tank for parking here - turns out
they're incredibly rare. But it did bring up the
point 0f commemorating the history of a site.

This was a civil war encampment and- alllhese
things belore it became a prison. and then
after some terrible incidems wtth escaped
prisorrers who subsequently murdered cJizens.
it then became a voull:r prison. which was onJy

suppoaed to be foi'a shon Ume bi-rt it waS foia
very lgng time. And so it has this_ I remember
when I came here for my interview.for my first
stint here - l ve had two stints here - I was a
designer in my first tel m.

I arrived here. and the taxi basically turned into
this prison campus. because it s tJ:re first thing I

saw coming in from the freeway. and I was like.
.Youve 

got to be kidding. Which. I shouldn't
have been that surprised about. because I knew
a little bit about the history. but it was shocking
to see upon first entering.

So. here is this very decrepit prison. and it was

a v/arm daywith the barbed wire around. and
it was almost entirely young black men in white
t-shirts behind this barbed wire in front of a
perceived white- run institution. and it was
quite jarring to me. To think about this cultr,rral
institution. as the state's flagship institution.
being built behind a prison was unusual. to
say the least.

Absolutely.

o continued on page 66
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A piece from Paperless, an exhibit
curated by Steven Matijcio
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The essay 'Remember" was wnxen in 2012 on the occasjon of
an exhjbition I organized at the Southeasrem Center for Con-

temporary Art (SECCA) rn Mnston Salem, NC uded paper-

iess. 'llu-s thematic atroup show consr'dered rhe endangered

starus ofpaper jn an increasrn$y digitized socieq/. where the
'paperiess economy" rs turnhgr said materja.l jnto sjmultane-

ous anuquiy and the abjecr Yet as paper struggjes againsr irs

purportedly imminent exrinctr'on, artists around the world are

venerating its precarious empire. Paperiess celebrated these

T " 
B 2OO9 book What irs an Apparatus? Italian political

I philosopher Giorgio Agamben characterized his trtular

I inquiry as 'literally anything tlLat has in some way the ca

pacity to capture. orient, determine. intercept. model. control

or secure the gestures. behaviors. opinions. or discourses

of living beings. l He goes on to explain that beyond institu

tions (such as schools. factories and prisons). apparatuses

can also include. 'ttre pen, writing. lrterature. philosophy...

computers. cellular telephones. and...language itself. in this

symbiotic realm of object and subject. Agamben implies
a fundamental. if enigmatic relationship between people

refugees of the r'nformatr on age. presenting theatncal elegries

to the panah of so -ca)led'proErress." Rarher than seekrng ref-

ugre in nostalgria - and an rnvented, romantjcized history of
supeior record-keeping, and recoi]ection - the exhibitjon and

essay .instead celebrated imperfect. qruhtessentra.lly human

memory Lrke tlus ediuon of The Student Publication, tius is a

tde of impermanence. entropy. and the carharsis of forgexing
howweremember.

and the materials that shape us. as we shape them. Author
Viktor Mayer-Schonberger mines the mnemonic niches of
this provocaLive notion furttrer. tracing a hrstory tlrough what

he calls -externai memorles" crucial to the development of
human knowledge. and how humans know From prehistoric

cave parntings and ancient scrolls. all the way to the diary of

his stepfather. Mayer-Sch6nberger finds a thread less rn spe-

cific content. and more in how "lmy relailve] externalized what

was important to him. so he would have the cues he needed to
remember something later.''

[1] Ciorgio Agamben, What is an Apparatus? (Stan{ord, California: Stanford University Press, 2009), 14. [2] lbid. [3]Viktor MayerSchonberger quoted in
Stuart Jeffries, "Why we must remember to delete - and forget - in the digital age," The Guardian, 30 June 2011. Mayer-schonberger's stepfathers di,
ary included such quotid- ian notations as the daily temperature, and the quality of butter he had eaten that day. <http://ww.guardian.co.ukltechnol-
ogy/2011/jun/30/remember-delete-forgerdigital-age> [4] Vannevar Bush quoted in Abigail J. Sellen & Richard H. R. Harper, The l\ilyth o{the Paperless
Office (Cambridge, Massachusetts: The MIT Press, 2002), 4.
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In 1945. in search of the next evolutionary staqe of

memory. American enqineer Vannevar Bush (1E90-1974)

imagined a mechanrcal library (called the 'memex ) that

would revolutionize acts of remembering b1, quickly and

efhcientllr storing informatton rnrithout nen or paper. Seek-

Lng to better the subject by making it one with the ofiect.
he touted. "[The memex] Ls an enlargei intimate supplement

to lmansl memory.' From prosthetic to co-presence.

American psychoLoqLst Il Gibson (1904 1979) theorizecl

thrs acceleration of the anparalus lo a place u/here an object or
environment according to its inherent properlies dic

tates hoi,-/ rt can be used. When apolyinq this model to paper
(as authors Abigail J. Sellen ancl Rrcharcl Harper do in their
2OO1 book The Mvth of the Paperiess Office). Gibson s theo,

ry of 'affordances descnbes a thin. 11ght. opaque and fLexible

material affording lactlle. quintessentlally human actions of
grasping. carrying. foldlng. recorclinq and writinq;. Xu Bings

-^ssay in this catalog traces a p;ece of the long. interwoven

history of man and paper fiat follo,,n.ed. wliere the matenal

created to record memory impllcitly embodies its place.

maker. and the maker of all things. In a recent feature in The

I'lerv Yot-k Im-os. contemporary paper maker Trmothy Barr-.tt

recalls the anthropomorphic connection of linding an ln rpt int
of a person s thumb 1n a renaissance er a tome. adding. The

finglerprlnt marked the sheet \ffith the humanity of the person
v ho n-a j^ L J cou LI 'eel I is ortsence.

Yet as the Lnterlace betrnreen rnankind and the book con
linues to move throuqlh tlme. the centuries old relationship

betvreen man. material ancl memory rs redrawn in, and by the

cligital era. At thls Lntersectron of text and technologv. David

L. Small surveys a vrave of mutattons (in hls doctoral thesis

Redrinkincl the Book) as the exponentiai grov/th of eiectronic

lnformation spawns a hybrid aoparatus in Aqamben s catalog.

This essaywilL consider the reciprccal aFfect of paper s evolu
llon upon its maker. tracinq the tra;ectories of book. page and
print as a reflect.on of man s ambivalent relatiorrship with the

medLa of memory. In a tlme where the conjoined life of paper

and person faces a sublime frontier in the dlgital unknorrrn.

famously iconoclastic altist and author Doug Coupland
locates an unseltllng. but ultimately necessary paracllgm shift

at the precipLce of human fate. Issuing an ultimatum with

apocalyptic fiair. he declares 'Bocks are central to the trans-

mrssion of culture from one lleneration to the next. At least for

nornr... One v/ay or another. books will cease lo exist. Theyli
e ither be supplanted or hLrmanity will become extinct. '

[5] JamesJerome Gibson cited in Sellen & Harper, 17. The theorv of ''affordances" is elaborated in American psychologistJ.J. Gibson's seminal
1979 book The Ecological Approach to Visual Perception. [6] Timothy Barrett quoted in Mark Levine, "Can a Papermaker Help to Save Civiliza-
tion?" The New York Times, 17 Fet:ruary 2012. ln Alexandra Perloff-Giles' 2011 Harvard Gazette article "What books mean as objects," Harvard
English pro{essor Leah Price fondly re{lects upon years spent in libraries looking {or the physical presencelevidence of human use - savoring the
discovery o{ "which pages have been cut, or which pages have been worn down by the mark of successive thumbs... coffee spills or wax stains
from reading by candlelight." <http://www,nytimes.com/2012102119/magazineltimothy-barrett-papermakenhtml?pagewanted=all>
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[7] David L, Small, Rethinking the Book (Cambridge, Massachusetts; MlT, 1999). A Thesis submitted to the Program in l\rledia Arts and Sciences,
School of Architecture and Planning, in partial fulfillment of the re- quirements for the Degree of Doctor of Philosophy, Massachusetts lnstitute
of Technology. <http://aca.media.mit-edu/projects/thesis/DSThesis.pdf> [8] Douglas Coupland, "lnsects" in the Time Capsules series. The New
York Times: The Opinion Pages, 31 August 2006. <http://coupland.blogs.nytimes.com/2006/08/31/insects/>
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To this point in the evolutionary trek of mankind across

the millennra. the aforemenlioned Timothy Barrett heralds

paper "as the elementai stuff of civilization. His epic clarm

is reinforced by Dr. Dorothea Elmert. who earnestly asks - in

the foreword to Therese Weber's 2OO7 book The LanEruagre ol
Paper A Hrstoty of 2OaO Years 'CouLd our civilizatron and

the science of today exist vrithout paper? Yet in the past two

decades. papers lenguhy reiqn as the repository (some may

say architect) of cultural memory is beinq usurped by s,,vift

technoloqical change and the worldwide qrowth of smart

devices.r And rr,,hile many may view thls challenqe to paper s

empire as a rnore recent phenomenon. such an overtiirow

has arquably been in the works since the 1BOOs. During this

lime. a seemingly endless number of starry eyed inventors

and enterprisirrg companies have rntroduced new lechnolo
gies to replace. 'the oLd. oaper based vrays of doing things.'

From phonographs. telephones and radio to television. email

and texting. paper - as the defaull a.,,atar of old-fashioned

practices and technology - has become a dead man vraLk-

ing: something to be beltered. improved. and surpassed as

the word paperless has become synonymous'r/ith progress.

Yet while we think of 
.new media as mass media. and

the book as a stalwart of individual experience (isoiating and

alhrming the Western notlon of self). Canaclian medLa guru

Marshall Mcluhan (1911-i980) remrnds us that said book

was the frrsl vessel of mass communication. He dedicat

ed much of his life to mapping the evolving social dynam
ics between mcdia. message and memory. highliglhting

as a case study - the way the printing press changed not

only the quanuty of pacles. but the character ancl re lation

ship between author and authored. Before that. before the

epoch setling rnvention of Johannes Gutenberg. paper was

the technological bellvrether of its time - relegatinq more
''prLmitive wnting surfaces (such as stone. wood blocks. clay

tablets and sheets of laminated bark) to antiquit_y. The lessons

lhat prevlous generatrons had learned solely by listening.
,ratchrng and doing were subsequently squeezed into words

and documents. rnateridLizing memory rvhlle narrorving the

heterogeneity of oral traditions.r Far from unlversai embrace.

there was correspondini; lament and anxiety in some cor

ners with 19th cenlurl British conselatjves going so far as

to denounce mass reading the way contemporary pundits

condemn televrsion and the Internet.

Speaking to the colonial nature of media (in worcls eerily

apropos to papers current slalus vis-i-vis digital lechnol

ogy). Mcluhan argued. 'A new medium is never an aclditron

to an old one. nor does it leave the old one in peace.

It never ceases to oppress the older medla until it linds
new shapes and posltions for them. ln this Light. paper s

role as a refugee of the informatlon age may contain eman-

cipatory polentral. Rather than lighting agarnst obsolescence.

irreverent G-^rman theorist Frledrich Nletzsche (1844-19OO)

believed tl-rat beinq lrrelevant (or ''untimeiy") vras in fact. the

most contemporary state - in that lt allowed one a qreater

persoective of time and context.r Inside its outslder role. the

book can thus be an oracle as the page becomes a portal.

their 'auras (with crecljt to Walter Benjamin) regressing lrom
democratic dissemlnation to revered relicjraries.

[9] Barrett quoted in Levine. I10l Dn Dorothea Eimert quoted in Therese Weber, The Language o{ Paper: A History of 2000 Years (Bang- kok,
Thailand: The Orchid Press, 2007), xiv. [1 1] Paper is being abandoned as an archival material, despite Edward Tennert claim that, in a side-by-

side historical comparison, acid-free paper actually lasts longer than today's computer memory and media stor- age. Some business offices are

taking note of this situation, implementing policies where paper back-ups are now required for digital records. Please see Edward Tenner, "The
Paradoxical Proliferation of Paper, " Reprinted with permission from Har- vard Magazine, March-April 1988, p. 23-26 < http://cool.conservation-us.
orglbyorg/abbey/ap/ap02/ap02-3lap02-3O9.html> [12] Sellen & Harper, 2. [13] Marshall Mcluhan, Excerptfrom "Classroom withoutWalls,"
Explorations in Communication (Boston: Beacon Press, 1960). <http://{aculty.uml.edu/sgallagher/marshall-mcluhan.htm> [14] Artist Natasha

Bowdoin happily references the "time of the b,ards" in her work, rvhere one would "carry" stories as intangible oral histories, changing and

adapting their constitution with every new ccntext,
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As the norm now goes. the more ubiquitous objects (such

as books. records. photo albums and cash) are replaced
by digital/virtual 'upgradesi' the more their original forms
become the sruff of fetish. Just as the dematerialization of the
art object (popularized by Marcel Duchamp and named by
Lucy Lippard) Ied to a gradual resurgence in the art / act of
making. the popularity of e-readers has produced a count-
er-fascination with the collection. disptay. and 'object-ness'

of books.: From embellishing coffee tables to being lit aflame
by political opponents. Harvard English professor Leah price

gives voice to a swirling vein of ontological (arguably Green-
bergian) formalism when stating. 'I m interested not just
in words - the verbal structure of a book - but also in the
material object.;. Shifung the focus from what they say
(informational utility) to what they are (physicai utility). price

has lived the paradigm shift beween the historical 'vulgar-

ity'of treating a book as a bare object, to a place where. in
her words. "It is legitimate to use a book as a paperweight.
[or] to use an enryclopedia as a doorstop.'r ' In *re hands
of modern-day designers and decorators. this materialist
re-purposing takes on new flair as the architectonic prop-
erties of books turn them into plinths. pillars and risers for
antique furniture. while their symbolic capital (as signrfiers
of knowledge and sophistication) turn them into status-driv-
en ornaments. Like messiahs for the pariah. a recent New
York Times report credited French 'New Design er" Philippe
Starck as one of a growing number of said innovators to give
books a stay of execution" by using them as decor. In a
similar gesture of paradoxical salvatron. some publishers are

keeping print alive to fend off the economic losses of e-book
file sharing - containing the fiow of inJormation in a vessel

once used to spread the word.:l Prognostrcating on the fate
of an object thus being pushed outside its function. Bob Stein

- the Founder of 'The Institute for the Future of tlLe Book -
envisions his ward becoming a rarified luxury item for those
that prefer deluxe packaging. In this uncanny context. as

content slips into a state of being inconsequential_ one must
wonderwhat. and how the page will speak?

Beyond a heightened value as object. paper has now be
come an instrument for bestowing value upon that which
it carries - like prime real estate for the Iife of words. In so
doing. a hierarchy of informatron is instituted akin to that Mc-
Luhan observed in 1960: where books embodied the highest
echelons of knowledge. and tele-media were incidental aids.

Decades later. in response to Coupland s previously cited ulti-
matum (and the perceived glut of rawinformation on the Net).
blogger Scott Anderson gives credence to a growing print/
digital class system when stating. As much as I Iove the feel
of paper. the vast majority of information transmitted from the
printed page doesn t need to come from a printed page.'
continued on page 58

[1 5] McLuhan quoted in Eric McLuhan & Frank Zingrone, editors, Essentia I Mcluhan, (New York: Routledge, 1997), 27g. [16] Friedrich Nietzsche
cited in Agamben,4O-41. [17] "Manufacture" Media Release, E-Flux, 5 February 2012 <http:/lw.eflux.lom/announcements/manu- fac-
ture/> & Betty Ann Jordan, "Beyond the Coffee Table," Fashion Magazine, Summer 201 1, page 150,156. [18] Leah price quoted in Alexandra
Perloff-Giles, "What books mean as objects," Harvard Gazette 10 May 2011. .http://news.l"raruard.edu/gazette/story/2O11/05/what-books-mean-
as-obiects/> [19] lbid. [20] Jordan, "Beyond the Coffee Table." [21] Sellen & Harper, 10 & Scott Anderson, "The Mobile Revolution,,, University
of Toronto Magazine, Autumn 2010. ln another paradox o{ the "paperless era, " lt must also be noted that while the value of paper compa- nres
falls in the stock market, the actual production of paper continues to reach historical highs. <http://ww.magazine.utoronto.callife-on-campus/
university-o{-toronto-ipads-in-library-system/>
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One on One: Dan Gottlieb ' lnterwiew by Shelley Smith

a continued from page 59

ONE ON ONE: DAN GOTTLIEB

*-=*-T-.

She//ey Smith: And, to me, it's

T'hais the funny lhlng about Part of

it is very short- -people forget- -and of it

isn't' but it becomes less sharp.

one just talk for a

people look at rt say. Oh.

all blurry.'Well. yes it is.

111
art as

a that is trying to be as

m€.

hbs been compelling enough to stay with for

'these years. and the more we can undo. restore.

For me. this is a much more meaningful word-

-it s to sort of restore pulpose and meaning to

those edges and how we invite people through

various portals. the way that they are fixed and

permanent experiences. or. going back to

the subject of your inquiry. these ephemera.

So, the term ephemeral. then. begins to blur

as it becomes fixed in your perception or

can do, to
symbol

me
it as child, but

progressed and what is

I think a really beautiful and hopeful story.

I wonder,too - we talked about memory
earlier, and I explore the concept of memory a

lot in my own work, and the impermanence of
it, and the, you know, the almost mythology that
we create through the residue of our memorles.

I wonder, too, how much of that psychic residue

- not to get too woowoo about it - exists on
this campus that affects the experience we
have here.

growing
lJm. because ias about that place that s kind

of between sleep and awake. and I think that s

really where most memory resides. So I often

being built here, use the metaphor of squinting. if you will. that

of shadow and light and the way it

affects that you've been. an event that

you've been a of. maybe even a great

painting thatyouve Iives in this other

kind of place. that is kind those.

And it might not be the same for evervbody

l:ecause in this end most really

or care about it as beinq; eternalized. lt s the way

I see sort of a design process happening. too.

i mean. yes. I have all of these technical design

issues lhat I have to deal with every day. and

you ve got to be good at that. you d better be

good atthat.
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What I would hope that people get
viewing that object is that it

- sorne memory is awakened,
is made from their life, and
remember that for the rest of or ls

and
we talking about? lt almost felt like we

back in circles, but it, lthink, for me,
think about art that has affected me

about way is art that has

and maybe that in me that is that

is going to be about

controlled by your thumbs

that fits in your pocket that is.

much more ephemeral. I m

ephemeral. if that s/eep.

not necessarily important as it
in a moment.

And sometrmes people

and Iive with it.

to bring that

people.

in

are

their

on house thls past

my *rat
house. and objects. I know.

it comes goes - but we do
those objects. we'1

do, absolutely.

to forget,

Yeah. I want to

/t and thatS something of a hard concept, It s so rarely.

that we talked about a lot in class, and it s an

is this permane nt impermanence? because

you've
af

to What
were
when

ir

spot.

it wakes up, and then, goes
the

It's an that l'm not
but a/so not one that l'm able to

or recreate,
for I make it for

on a more macro

the

you really

to

you think about

that.

responsibilrty that

ttLat

not so

of

sound a Little. as

a

memory

there is a technical

of

if you think as

I rely on many

think

design
precise

to

vourself

but is

the surface, it

build those memories.

And then it s interesting to

SOI t

in the

with

ir.

pencil. but

of greater

it's. I think. it s to

the relationship

the rest of your

thinqJs that

SCNSE,

in
and I put an object out

continued on
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[221 Ronald E. Rice & Sara Schneider, "ln{ormation Technology: Analyzing Paper and Electronic Desktop Arti- facts." in Carolyn A. Lin & David
J. Atkin, editors, Communication Technology and Social Change: 

'Iheory and lmplications (Mahwah, New Jersey: Lawrence Erlbaum Associ-
ates, Publishers, 20A7), 102. From years of research into the {iling procedures of business offices, Rice & Schneider found that almost 3% of all

paper documents are mis{iied, 87o are eventually lost, and almost a full third are obsolete be{ore they are used- [23] Price, "What books mean

as objects." [24] Steven A. Johnson quoted in "How We Will Read: an interview with @stevenbjohnson from the @{indings blog," findings, 15

February 2012 < http://blog.{indings.com/post/176616'1 5384/how-we-will-read-an-interview-with-stevenbjohnson>

Remember . Steven Matijcio. Refl-.ct /Process
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t'The loseone tha.t yroviove gonorahone had loarnd solo\ b1

lietoninq, watc-hina and doiira- woro evbeoqvontlq $qvwzsA iito
worde"and doc-r,rfrrr+e, mato7ialirinS moraoil *iilo" n rrowinS
tho hotorogonoi\ of onl lyadihine."

Whereas a d-rgital text can live forever in accuracy and
integrity - endlessly reproducible and beyond the grasp
of analog vulnerabilities (i.e. age, light) - its sheer ubiq-
uity infuses this information with the air of disposability. In
his 2011 book Delete: The Vjrtue of Forgett)ng in rhe Digrral
Age. the aforementioned Mayer Schonberger demonstrates
how such data can be simultaneously infinite and inferior:
arguing that - in contrast to earller eras where it was more
prudent to shed space-hungry files it is that much easier "to

keep everytJring" when the files are immaterial. Eschewing

editors. selection and Darwinism in the process. this dero-
gation of the digtal obscures the fact that - according to
researchers Ronald E. Rice and Sara Schneider - most
paper documents are misfiled. lost. or obsolete before they
could even be considered valuable.rr Yet tJ:re very fact that
such information is consldered 'imponant" enough to be
printed on paper speaks to a romantic resurrection of the
values with which we once processed such information.
From sustarned attention and Iinear thinking to an admirably
non-instrumental approach to words in print. the implicit
content of these pages are the ideals that. according to Pro-
fessor Price. we want to believe we have.

Elaboratrng on this crucial point. Price emphasizes. In
thinking about new media. we measure what we do now

against a nostalgic baseline. We compare the way we re-
ally do use digltal media to the way we imagine we once
used printed media.:r Taking this one step further. it can
be argued that by systemarically prlnting emails and pho
tos. building files until tl^rey buige. and littering our desks
with sheets of all sorts, it s as much about what we want to
remember. as howwe want to remember remembering. Like
a pseudo-mnemonic device of apperception and sublima-
tion. this printing of digitized information tries to reunite the
page with the ways we hope we once processed their con-
tents. Renowned techno sociologist author Steven A. John-
son injects a panicularly revealing foil into this conversation
when speaking about the inabilityto skim an e-book as easily
(or as satisfyingly) as a paper book. Challenging our suppos-
edly dedicated path through the tomes of old. he explains.
''The digital age is supposed to be all abour attention deficit
disorder and hypertextual distraclions. but e-books lockyou
into reading them in a linear fashion more than print books
dol i In this more objective mirror. in the stark. unforgiving
stare of perfect digital memory. tJre mythology of our rela-
tionship to paper can be seen Ieading us to mis-remember:
to hallucinate halryon days of pure thought tirat - depend-
ing on your perspecttve - push us to demand more from
diqital sources. or chase a Lacanian ideal that never was.
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And yet there is somethlng so very tangibLe. so gratifying.

of feeling the physical weight of one's progress through in-

formation move from the right to the left hand.r' From hai-

lowed scrolls to softcover paperbacks. the motor memory of

collecting one s cogniilve conquests is as intoxicating as it
can be obfuscating. How much do we truly recall. and how

much of that is actual content. versus the process of attaining

that content?

In a recent study of knowledge worker practices across a

spectrum of esteemed fields (law, finance. advertising. de-

sign). Alison Ridd found that paper documents were rarely

filed or referenced after beinq generated. Instead. in a man-

ner reinforcing Mayer-Sch6nberger's aforementioned thesis of

external memories. it was the process of taking these notes

that helped said workers to construct and organlze their

thoughts. " Sellen and Harper had similar findings in their

study of Information Technologry workers. highlighung their

printing of emails "to read lthe information] and make sense

of it.' and reminder memos that - according to their per-

ceived importance were reiterated into smalier pieces of

paper then posted on a bulletin board or computer monitor.

In both studies. digitally generated information was manifest

ed (and arranged) in the offices of these workers as tempo-

rary. but tanqible constellations of documents meant to stoke.

maintain and organize memory. Readlng the ensuing desk

piles as cartographies of a desired relationship betvreen in-

formation and cognition. Ridd adds. This lostensible] clutter

provides important clues to remind lthese workers] of where

they were in their space of ideas.' 28 Sellen and Harper are

even more direct in their assessment. stating. "Without tl:rese

bits of paper ready at hand. it is as if the writing. and more es-

pecially the thinking. could not take place in earnest.' '
In an even more formative intersection between material

and memory. similar aspirations in. and of paper characterize

the relationship between college students and textbooks. A

recent suruey by the Book Industry Study Group found that

nearly 7570 of U.S. college students preferred physical texts

over their digital equivalent. The University of Toronto Book-

store sees much the same atiltude amongsttheir constituency,

with Director of II Services Peter Clinton observing that said

students, 'despite having grown up in the internet era. still

largelypreferto readfrom *re printedpage.'rAndwhile Clinton

emphasizes that "we re at a tipping point when it comes

to full-scale conversion from paper to digital pubiishing

a long-heralded parallel shift in the business world has failed

to f'ully materialize. Sellen and Harper confirm that while
''The future of the electronic office seemed assured, [and] the

hegemony of paper doomed.' that in actuality. the prom

ised'paperless office is as much a mythical ideal today as it

was thirty years ago. '1 Their research goes on to reveal that

the World Wide Web has increased the amount of printing

done at both home and office. the same way 'the use of email

in an organization causes an average of 40% increase in

paper consumpilon.'i

[25] In Rethinking the Book, David L. Small reiterates that i{ you read books with both hands, the left hand holds what has been read, while the
right hand holds in{ormation yet to be gleaned. " By weight and feel you know where you are, even if it never percolates to the conscious level. "

The dogears, bookmarks, margin notes and annotations that accumulate along the way add to this tangible process, in a way that window-like

screen of monitors and e-books are not yet able. [26] Alison Kidd's 1994 study "The Marks are on the Knowledge Worker" as cited in Sellen &

Harper, 63-64. To view Kidd! full article, please visit: <http://users-www.wineme.fb5.uni- siegen.delhomel/olkmarPipek/PUBLIC/workgroup/Pa-
pers/Kiddl994-KnowledgeWorker.pdl>l2TlSellen&Harper, 13, 111.[28] KiddquotedinSellen&Harper,63.[29] Sellen&Harper, 1,
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Across Europe. North America and other parts of the
worid, paper consumption is thus climbing as office workers
conilnue to choose it as their preferred medium for reading.

reviewing. delivery. planning. and organizing files. ln so do,
ing. paper's Platonic properties (1.e. thoughtful processing and
seedlng memory) are just as present here as they were in pre

vious examples. mth an added dlmensron of social currency.
That is to say. many of these workers allocated special impor
tance to tfre hand delivery of these documents to 'humanize

and personalize these processesi :'r Reflecting the people in/
of paper's surrogate status within a dauntingly "paperiess'

world. Sellen and Harper echo Coupland's forecast when
adding. '[the materiaj sl physical presence on someone's desk
drew attention to itself and served as a continual reminder to
the recipient that action needed to be taken. .J

As paper iingers precariously on our collective. cultural
desk moving in and out of time as digital information colo
nizes almost every facet of being - just what acilon will take
piace remains to be seen. In Mike Huster's 2011 storyforMPS
lnsights. Paper is dead or long Iive paper?' he coolly reports.
"Eventually. as has been declared. print as we know it. is dead"
(my ltalics).r: In so doing. he reiterates a widespread belief
shared by many around the world. while also opening the
provocative notion of metamorphosis. Behind a1l the anxiety.

elegies and hand-wringing the key poinr in thls increasing-
ly deaf ening dlrge is rhat while the materiai (body) print
as we know it - may wither and perrsh. the praxis (spirit)

can Uansmute itself. its surrounding media, and the peopie
employing this evolving apparatus. The sentimental nostal-
gia that paper afforded. allowing us to romanttclze the waywe
were (and fear the way we cor-rld be). is giving way to precise
data streams that demand address. and a more reahstic rear
view mrrror. And yet. at the same trme. the ethos of paper is

softening the exacting stare of technology s infallibie memo-

ry - burnishing the edges and blurring the recall to create a
more conducrve. human space for us to 'progress. i''

The enduring presence of paper ''artlfacts' upon office
desks and college bookshelves speaks as much to wistfr.rlness

and hablL as it does to the anxiety that technology brings in
a mechanized world. ln a 1995 study of the sociai ( shadow')
costs brought about by the advent of e systems. author and
researcher Carole Groleau found *rat after computerization.
many office workers continued to use paper files that the new
systems were supposed to replace., Rice & Schneider rein
force this finding in their research. recog nizing the umbilical
nature of paper within tlie digltal frontier when obsen.ng,

[30] Mike Hustel "Paper is dead or long live paper?" MPS lnsights, 11 February 201 1 & Peter Clinton quoted in Anderson, "The Mobile Revolu-
tion." Clinton goes on to report that 90% of their suruey respondents stated that if they purchased an e,textbook, they would want the option to
print at least a portion of it. Respondents to the Book lndustry Study Group survey stated they liked the "look & feel" of books, as well as their
"per- manence and ability to be resold. " Huster article: <http://www.mpsinsights.com/insights-blogs/paperis-dead-or-long-live-paper/> [31]
Sellen & Harper, 5,2. l32l lbid., 1, 7. [33] lbid., 68. t34l lbid. [35] Huster, "Paper is dead or long live paper?" {361 MayerSch3nbergei warns that
society's capacity to {orget could be suspended by perfect digital memory, creating an ominous realm of self-censorship, and a shroud upon the
creativity that can come out o{ cyclical mistakes and misinterpretation.
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Remember . Steven Matijcio. Reflect /Process

''The old forms were cLesktop artlfacts servLng ;rs symboiic

lnterfaces for the incliviclual between tyr'o system reqrmes.

oroviding a sense of continuity and securLty durinq a tlme of

uncertainty. ' Mcluhan reminds us tirat siniilar unre,st .r,ras

felt when books unseated oral instructions perch atop the

informatron pvramici. and that such upheaval is as much pre

rlicanLent as opportunity.

Foreseeing the unsettlLng. but necessary vrinds of chanqe

that technoloqy v,,ould bring to the lfiorlcl of print. he rrrrole.
''This chaiLencle has destroyed the monopoly of the book as a

teachlng ak.l and cracked the very rv:rlis of the classroom so

suddenly that vre re confused. balf led. Cracks consequently

fracturecl the lmprint (implicit and expliclt) of the page upon

us. its population. propeLling peopie to migrate with the sprr

it. if not the substance of paper. Decacles later. arnrash in the

waves of digLtal revolutron and paper boats of ersalz inteLlec

tualism. Price echoes Mcluhans charge when urging us to

not 'make the history of the book a stick \/vlth rvhich to beat

digitaL meclia. '

Akin to lea Leaves in occult divination. it s he\rflLl to Look

once again at the typical office clesk lor directlon in the dr

alecical trek towarcis synthesis. Witrh fie desktop computer

as lhe nucleus of todalr's r,vork station. R,ce & Schneider note

hovr the Lmportance ol sur- roundLng paper artrfacts are often
''rankecl by t1-r-^1r user (sometrmes suirconsciousl-y). according

to their proximily to the central beacon. in turn. core operat-

ing systems of the com'Jr,rtinll industry (Windows. Mac OS)

have greased the wheels of desired communion b1, al1o,,vinq1

users to orqanrze data into paper familiar devices such as

files. folders and recycLing bins To continue [o ease hesi

tant minds and facilitate more vriclespread digital migration.

Sellen & Harper underline hornr new technoLogies are belng

developecl to look and feeL more paperlike. ; From Hindles to

Hobos. e-books are trylnq diligently lo emuLate the affordanc

es of books and pages (including opaque screens. portabillty.

margins. annotation features and patina) - prompting lhe

aforementioned Bob Stein to proclaim in the era of e reading.
.We 

re in 1464 the infancy of Gutenberq s press - and ev

erything is poised to change. ' Making thLngs newby making

them more the same. such concessions to the legacy of paper

allorv us to dig niches in the heart of the machine. and main

tain the necessary delusions to get beyoncl our fears. As a foil

to the humanizing of digitaL memory he beLieves crucial.

Mayer Schonberyer warns that. Too perfect a re call. even

v/hen it is benrgnl.7 intencled to aid our decision-makinq. may

prompt us lo be- come car-rght up in our memories, unable to

leave our past behind. '
Instead - in the same v/ay that the author reflects his/her

apparatus the equlvocality,vulnerabilitvand contingency

of oaper is a more accllrate mirror of the hulnan mind in its
very inaccuracy. To better refiect the slippage. sfumato. and

subjectivity of human memory. Johnson believes ttLat digital

lexts wilL evolve the way of WikipedLa. where the idea of a
linished text. where ali the'words have been locked down. rr'rLII

start to seem a little less orthodox. '- Rather than finish and

authoriry. the digital page could be a palimpsest of gather

inq. gesture ancl L,rltimately - a renewal of man s earliest
'ways of knor,vincl himself and the r,,rorld.
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The always prescient Mcluhan believed as much. high-
Iighting the ways mass media (radio. TV. fi1m) pushed the
written word 'back'to its origins: towards spontaneous shifts

and a freedom of the spoken idiom. In his words. "[New me-
dral aided us in the recovery of an intense awareness of facial
language and body gesture''lr Thus emphaslzing mans fun-
damental role inthe life of information. he goes on to add that.
"lf these mass media should serve only to weaken or corrupt
previously achieved levels of verbal and pictorial culture. it
won t be because there's anything inherently wrong with them.

It will be because we ve fatled to master them as new languages
in time to assimilate them to our totai cultural heritage.'{.

In this light. if the birth of paper once narrowed the recol-
Iection of human vernacular. its life has allowed us to record
great things. and romanticize them into even greater things.
If dre passing of paper obscures such memories - both real

and imagined - its resurrection into an omnipresent. imma-
terial digital state affords new space for us. for the children of
tfLis apparatus. to collectively become the next page. .

[37] Carole Groleau cited in Rice & Schneider, 1 12. The full title of Groleau s 1995 unpublished doctoral dis- sertation is "An examination of the
computerized in{ormation {low contributing to the mobility of tasks in three newly computerized firms. " [38] Rice & Schneider, 1 1 5. [39] Mcluhan,
"Classroom withoutWalls." [40] Price, "Whatbooks mean asobjects." [41]sellen & Haper, 7.l42lBob Stein quoted in Levine, ,,Can 

a papermaker
Help to Save Civilization?" [43] Mayer-Schonberger quoted in Jeffries, "Why we must remember to delete - and forget - in the digital age.,,
[44] Johnson quoted in " How We Will Read. " [45] Mcluhan, "Classroom without Walls. ,, 

t46] lbid.

Next Intersection
WHAT DOES PLANTING TOMATOES
HAVE TO DO WITH FASHION?

Read about similar themes in What Does
Planting Tomatoes Have to do With Fashion
on page 20.

"On its most immediate level, growing food
literally connecls you to roots and earth, but it
also connects you with the skills and traditions
that {armer {amilies have used {orever as they
tilled the land to produce {ruit, vegetables and

- in this area - cot'ton."

--/
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How to workwith massiye media data sets?

T-l arly 21st centurlr media researchers have access to

l- unprecedented amounts of media--more than they

J-J 
"un 

possibly study. let alone simply watch or even

search. A number of interconnected developments which

took place between 1990 and 2O1O - the digitization of an-

alog media collections. a decrease in prices and expanding

capaciLies of portable computer based media devices (lap-

tops. tablets, phones. cameras. etc.). the rise of user-gen

erated content and social media. and globalization (which

increased the number of agents and instrtutions producing

media around the world)-led to an exponentjal increase in

the quantity of media while simultaneously making it much

easier to find. share. teach Mth. and research. Waiting to be
''digged' into are hundreds of billions of videos on Youlube

and photographs on Facebook (according to the stats pro

vided by Facebook in the beginning of 2OI2. its users upload

7 billion images per month). millions of hours of television
programs digitized by various natlonal libraries and media

museums, millions of digitized newspaper pages from the

nineteenth and twentieth centuries' . 150 billion snapshots of
web pages covering the period from 1.996 until todayr'r. and

numerous other media sources. (For more examples of large

media collectlons. see the list of repositones made avarlable

to the participants of Digging Into Data 2011 Competition.)

How do we take advantage of this new scale of media

in practice? For irstance. Iets say that we are interested in

studying how presentatron and interviews by politlcal iead-

ers are reused and contextualized by TV programs in diifer-
ent countries (this example comes from our application for
Digging lnto Data 2o11hr) The relevant large media collec-

tions that were available at the time we were working on our

application (lune 2011) include l BOO Barack Obama offi-
cial \rVhite House videos. 5OO George W Bush Presidentral

Speeches. 21.532 programs from Al lazeera Engiish QAOT
2011). and 5.167 Democracy Nowl TV programs (2001-2011).

Together. these collections contain tens ofthousands ofhours
of video. We want to describe the rhetorical. editing. and cine-

matographic strategies specific to each video sel understand

how different stations may be using the video of political

Ieaders in different ways. identi$r outliers. and find clusters

of programs which share similar patterns. But how can we

simply watch all of this material to beqin pursuinq these and

other questions?
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Against Search . Lev Manovtch . Research / Process

Even v,rhen we are dealing rvLth larg-^ collecttons of still

images -. for instance. 200.000 rmages in Art Norv Flickr
group galLery. 268 000 professional deslgn portfolios on co
rofiot com (both numbers as of 3l37l2OI2). or over 170.000
Farn-r Security AdminLstratron/Office of War lnformatLon pho-

tographs taken between 1935 and 1944 and diqitized by the

Library of Congress - such tasks are no easier to accorn-
plLsh. The basjc method which always worked when numbers

of media cbjects were small see ali images or video. notice
patterns. ancl interpret them -- no longer works.

Gi-ren the size of many digital media collec[ons. simply

seeing what s inside them is imposs:ble (even before -we begin
formulating questions and hypotheses and seLecting sampLes

for closer analysis). Although 1t may appear that the reasons

for this are the limilations of human vision ancl hurnan rnfor

matlon processing. I think that it is actually the fault of current
interface desiqlns. Popular web rnterfaces for massive diqital
media collections such as "List. 'gallet-7. q1rid. and slide

shor,v do not allov,r us lo see the contents of a whole collection.
These interfaces usually displav only a few rtems at a time. we

cannot unclerstand the shape of the overall collection e-ind

nolice interesting patterns

Most media collections contain some kinci of metada
ta such as author namos. productlon clales. proqram tttles,

imacle formats. or. in the case of social media seruces such

as Flickr. upload dates. user assLgned Lags. geodata. ancl

other informalion . If r.r,e are given access to such metada

ta for a whole collection rn the easv to use form such as a

set of spreadsheets or a database. this aliorns us to at least

understand distnbutrons ol content. dates access statistLcs.

and other drmensions of the coLlection Unfortunately. online
collectLons and media sites typically do not make a complete
collection s metadata available to users. Even if they did this

strll vrould not substitute for clirectly seeing. watching. or read

Lngt the actual medla. Even the richest metadata available to-
day for media co]lections do not capture manlr patterns rvhich

we can easily notrce when vre directly r,vatch video. Iook at

photographs or reacl texts i.e. when we study the media
itself as opDosed to metaclata about it .

Against Search: How to Look without
Rnowing What you Want to Find

The popular media access Iechnologies of the nineteenth

and twentieth centunes. such as sllde ianterns. film projec

tors. microforms. Moviola and Steenbeck. record piayers. au

dio and video tape recorders. were desrgned to access single

media rlems at a t-me and at a liniited range of speeds. This
lvent hand in hand'rith the organrzatLon of media distribution.

record and video stores. libraries. televlsron and radro would

make available only a fe,,r, items at a time. For instanc-.. you
could nol walch more than a few TV chanrrels at the sarne

time. or borr ovr more than a few videotapes from a library.
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Against Search
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t'Soaroh in+o-rfac-+ ie a blank fnmo waihrg- for yv to trl?"
somothing. 6oforo yv c-lick on tho eoar*'r bvlton, opv iivo
to dac-.ido what ko\worde and 7hn$cS to Coarc.h foi.n

At the same time. hierarchical classification systems used

in library catalogs made it difficult to browse a collection or
navigate it in orders not supported by catalogs. \rVhen you
walked from shelf to shelf. youwere typically following a clas-
sification system based on subjects. with books organized by
author names inside each category.

Together. these distribution and classification systems en-
couraged twentieth-century media researchers to decide be-
fore hand what media items to see. hear. or read. Aresearcher
usually started with some subjecr in mind - films by a parric-

ular author. works by a particular photographer. or cateqories
such as '195Os experimentalAmerican fiLms" and 'earty 2Oth

century Paris postcardsl lt was impossible to imagine navi-
gating through all filrns ever made or all postcards ever print
ed. (One of the first media projects that organizes its narrative
around navigation of a media archive is Jean-Luc Godards
Histoire(s) du cin6ma which draws samples from hundreds
of films.) The popular social science method for working with
Iarger media sets in an objective manner - content analysis.
i.e. taggrng of semantics in a media collection by several peo-
ple usrng a predefined vocabuiary of terms (for more details.
see Stemler, 2OO1) - also requires that a researcher decrde

beforehand what information would be relevant to tag. In oth-
er words. as opposed to exploring a media collection with-
out any preconceived expectations or hypotheses - just to
''see what is there" - a researcher has to postulate "what was

there. i.e.. what are the important types of information worth
seeking out.

Unfornrnately. the current standard in media access-
computer search - does not take us out of this paradigm.

Search interface is a blank frame waiung for you to qpe some-
thing. Before you click on the search button. you have to declde
what keywords and phrases to search for. So while the search

brings a dramatic increase in speed of access. its deep as-

sumption (which we may be able to trace back to its orig:rns in
the 1950s. when most scientists did not anticipate how massive

dlgital collections would become) is thatyou know beforehand

something about the collection worth exploring frirti:rer.

To put this another way: search assumes that you want to
find a needle in a haystack of information. It does not allow
you to see the shape of the haystack. If you could. it would
give your ideas of what else there is worth seeking. beside the
needle you originally had in mrnd.
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Aga!'nst Search . Lev Manovich . Research / Process

Search also does not reveal where all different needles in the

haystack are sinrated. i.e. it does not show how particular data

objects or subsets are related to the complete data. Using

search is like looking at a pointillist painting at a close range

and only seeing colour dots. witl:lout being able to zoom out

to see the shapes.

The hypertext paradigm that defined the web of the 1990s

Iikewise only allows a user to navigate tJrrough the vreb ac-

cording to the links defined by others. as opposed to moving

in any direction. This is consistent with the original nsion of

hypertext as articulated by Vannevar Bush in 1945: a way for a

researcher to create 
-'trails" 

through massive scientific infor-

mation and for others to be able to follow those traces later.

My informal revrew of the largest online institutional me-

dia collections available today (europeana.org. archive.org.

artstor.com. etc.) suggests that the typical interfaces they of

fer combine nineteenth-century technologies of hierarchical

categories and mid-tvventieth century technology of informa-

tion retrieval (i.e.. search using metadata recorded for media

items). Sometimes collections also have subject tags. In all

cases. the categories. metadata. and tags were entered by the

archivists who manage the collecLions. This process imposes

particular orders on the data. As a result. when a user access-

es instltutlonal media collections via their web sites. she can

only move along a fixed number of trajectories delined by the

taxonomy of the collection and types of metadata.

In contrast. when you observe a physical scene directly
r,nth your eyes. you can look anywhere in any order. This al-

Iows you to quickly notice a variety of patterns. structures and

relations. Imagine, for example. turning the corner on a city

street and taking in the view of the open square. with passers-

by. cafes. cars. trees. advertising. store windows. and all oth-

er elements. You can quickly detect and follow a multitude of
dynamically changing patterns based on visual and semantic

information: cars moving in parallel lines. houses painted in

similar colors. people who move along their own trajectories

and people talking to each other. unusual faces. shop win-

dows which stand out from the rest. etc.

We need similar techniques which would allow us to ob-

serve vast 'media universes" and quickly detect all interest-

ing patterns. These techniques have to operate witir speeds

many times faster than the normallyintended playback speed
(in tlre case of time-based media). Or. to use an example of

stlll images. I should be able to see important informatlon

in one million images in the same amount of time rt takes

me to see it in a single image. These techniques have to

compress massive media universes into smaller observable

media ^landscapes compatible with the human information

processing rates.

At the same time. they have to keep enough of the detaiis

from the original imaqes. video. audio or interactive experi-

ences to enable the study of the subtle patterns in the data.

Notes

[i] http://ww.chroniclingamerica.loc.gov [ii] http:,//ww.archive.org [iii] See our pilot project http://lab.softwarestudies.com /2011/@/digging-in-
to-global-news.html [iv] http://www.loc.gov/pictures/ [v] http://www.flickrcom/services/api/ [vi] For a good example of rich media metadata, see

http://www.gettyimages.com/Editoriallmages [vii] http://www.softwarestudies.com
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Since 2OOB. my research lab (Software Studies Initiative.
softwarestudies.com) has been developing visual techniques
for interactive exploration of large visual datasets. Our tech-
niques combine the strengths of media viewing appiications.

graphing and visualization applications[vri]. Like rhe laner.

they create graphs to show relationships and patterns in a
data set However. if plot making software can only display
data as points. Iines or other graphic primitives. our software
can show the actual images in a collection. We call this ap,
proach media visua.lizatron.

One practical example is Selfiexploratory. the web ap-
plication that we created in collaboration with other media
designers and software developers (the design and develop

ment was led by Moritz Stefaner). The app allows web visitors
to explore a dataser of 32OO Instagram selfie phoros using
a number of variables such as geolocation, age estimates of
people in the selfies. gender. face orientation. mood. etc.

lVhile we feel that tiris app represents one successful ex,
ample of how media universes can be explored interactively.
we need more designers to do more experiments to come
with more solutions - so we can navigate massive image and
video sets without always relying on "metadata" and "search"

paradigms. and have no limit to what we can discover. o

Next Intersection

/--
TERRA INCOGNITA.

Read about similar themes in Terra lncognita
on page 30.

" By tapping mystic rhythms with our fingers
and staring into sguares o{ light we traverse
great oceans o{ distance."

a
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One on One: Dan Gottlieb . Interview by Shelley Smith

a continued from page 67

ONE ON ONE: DAN GOTTLIEB

Dan Gottlieb: Yeah. because theybecome a

part of our, kind of.. fabric. So we like to use

our hands and make them -not all of us. but

some of us who create things do -1 certainly

still love that process. And on a macroscale.

place-making here is. you know. drawn out

over decades and you have to lind money

to do it and people to support it.

Al,d wll"it ever be finished?

Oh. it s never gonna be finished. Finished

finished? No. No. But. since you were a kid

that started visiting here. to no\.v. it's changed

pretty significantly. and. so before I'm done with

this - I have this one more sort of quantum

leap - that the place takes. and so it s more

choreography with all of that. and it s the

opposite of tJre singular kind of its me and

mything.

But the intent is pretty close. at the same time: its

to put something out there that will invite people

into a very small or a very large experience.

I got to tell you. it's pretty rewarding when you

hear people just out on the street who have been

and had an experience. or had a good time.

where they brought their mother. and to use

it as a socral bond.

The most powerful part of it. really. is that what

you build then helps build other peoples' Iives.

It s a pretty- it's a pretty powerful thing when

you overhear that somebody met somebody

here on this site. and I ve heard that a iot of

times. I ve also heard that teens have had other

kinds of experiences here. of which we have

photo evidence.

But the vast majority of it is kind of positive

experiences and the social bonds that happen

when people find themselves in a space that

is. in particular. not clobbering them over the

head with design. but if the design of a place

is successful. then people are onto their other

zone, whatever it is. and they want to return

to it and make that a part of the fabric of their

lives. So that s a very rewarding thing when that

happens. and it has other. kind of functiona.l

pieces that are beneficial.

You know we built this pond back here - and

it sounds like a pretry pedestlian thing. but it was

a demonstration pond for cieaning stormwater.

and so it s a very. very innovative design. We

had these brainiacs working on it. and came

up with a very rnnovative system to drarn this

SO-acre site and remove point-source pollutron

and sedimentation inside a sculptural form.

For me. it was to demonstrate that visually

pleasing design that s highly sculptural can

contribute to the health of the water that s

flowlng downstream to the creek and eventually

the Neuse river system. So. it s a demonstration

pond in that we show. you know. a quarter

million people a year that care to Iook at it.

that its important: so it could be an agent for

change. as well. So its a different and equally

important responsiblliry for design.
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Right. So this series of impermanent
experiences can add up to a more
p erma n ent impression th at the n
contributes to the stoy of someoneb life.

Yeah. And I think that its any publicly held
institution s responsibility to at least contribute
towards that- obviously not everybody s going

to do this tlLlng. but to be a responsible citizen
in that way. That s sort of the next big wave here.

how we respond to the emerging street front
here. Thls museurrr becomes an active player

in urbanizing Blue Ridge Roadwhich is going

to change pretty soon. we hope. into a different
kind of place that invites people to walk and to
bicycle between.

We have about stx millionvisits within a half

mile stretch here ancl :t s clangerous and uqly.

We're actrvely working to reverse that and we re

going to be a key player. We II be the cultural
centerpiece of it. sure. but if we could also

demonstrate sustainabie practLCe and qood

design values. I m hoprng that ive influence
our neighbours v/ith whatever happens. Not
that they shouLd mlmic us. they can do their
own thing. but v,,e shoulcl set the bar as high ;rs

we can to make tiioughtful environments. and
healthy ervironments.

It is--and about how to be a

leader in deslgn.

We hope sol We hope so. Sornebody s got
to care around here. right? So. v,,e do. vre

care a lot. r
So. where does any of this leave off between
permanent and ephemeral? I think it s all sort
of a moving target. because it s always changing
through time. Unlike the permanent collectjon.
everytiLing else is changing and will continue
to chahge.

Even with the permanent collection. vou
knovr - we built the new building to take -t

oL-rt of. basLcally. a black box. ancl llut tt into
a transparent box (somelirnes called a,,vhite
cube) that invites natural iight in. thar invites

the gardens in. and to mak-. it feel hke a more
democratic space on one i-.vel. and so if
you extend that kincl of desiqn philosophv
throughout the campus. creatinq these porlals to
the street front and to the emerqing corridor and
it s a pretty good framework to think about

a desLgn philosoph.,,.
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,-{ hange is constant It insinuates impermanence

( anA can be exciting or devastating. Living in the
\./ fast growing city of Raleigh. Ive seen a tremendous
amount of change since moving here inZOO2 - some excit-
ing and some devastating.

I practiced architecture for seven years before sen rng on
the Raleigh Planning Commission. I worked on buildings that
took at least a year to design and often as much time to build,
The design process for each project grabbed part of my heart
and soul and stole most of my weekends. I loved it because
I knew I was heiping make places for people - places and
spaces that would last my lifetime and beyond. To me. this is
one of the great joys and responsibilities of being an architect.

Before my experience with the Planning Commission.
I was not familiar with the analysis. discussion. and debate
that leads to change in our city. almost none of which direct-
Iy addresses the value of design. Most astounding to me was
the manner in which a new development slated to replace an
existing architectural gem was presented to the city in 2011.

The attorney representing the case rightfully pointed out that
Raleigh was ready for grearer densiry at 401 Oberlin Road.

To further his point, he also stated that the 1957 government
building designed by Leif Valand. was 'obsolete'. \l/hile I con-
curred with the statement about density. I was horrified that
any building just over fifty years old could be considered ob-
solete. let alone a beauriful. contexually sensitive work of art
that so strongly held the corner of an important intersectron
for both cars and pedestrians.

Watching tl:re demolition of 4OL Oberlin Road was heart-
breaking. because I knew what the replacement was to look
like. which sadly. was a building that simply works. lmportant
buildings on prominent sites all over Raleigh are being de,
signed and built based on several factors: market value of the
land. cost of construction. number of units needed to repay
bank loans. and keeping neighbors happy. Landscape deslgn
associated with these buildings is rarely more than required
by code. which is quite mimmal. Proportions seem prescrip-
tive and the material palettes are completely predictable.

But the buildings work. They are approved and they are built.
As designers in a growing ciry. it is impossible to reject

change. as well as the continuously changing hfe span of our
buildings. But it is possible to approach each building s design
with the same vigor and passion as Leif Valand did when he
designed 401 Oberlin Road as a building to last far more than
50 years. No matter how permanent or impermanent build-
ings should be designed so they are meaningful while they are
here and missed when they are gone.

How can designers embrace change and create buildings
that are more than just what works?

In 2010. my business partner. Matt Griffith. and i set out to
open an architecture practice in Raleigh called in situ studio,
In Larin. in situ means. 'in its natural place. For us. this means
paying attention to several factors of context rn the way we
approach design - the site and surroundings. the time in
which we are building. and the people who will be affected by
our work.
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4O1 Oberlin Road + 52O S Person Street ' Erin SterlinEt Lewis ' Reflect / Create

Prince Hall Historic Overlay
District contextual image.
PHOTO BY N]COtE ALVAREZ

ln our practice. we have found that doing more that just what

works takes a willingness to embrace constraint in a way that

allows us to think outside the box and create projects unique to

ttreir place. It takes determination and pattence with the public

process. and it is an opportunity to educate all involved about

the value of good. site sensitive. unique design.

Our design of ten townhomes at 520 S Person Street in

downtown Raleigh for the Downtown Housing lmprovement

Corporation OHIC) is an example of a project that set out

to capture all of the above. The site is located in the recently

designated Prince Hali Historic Overiay Dlstrict. immediately

southeast of the center of downtown. Three single family homes

used to occupy what is now ten townhouse Iots and open space.

There is a rich history of communrty and place in the neighbor-

hood, a factor that we immediately observed and documented.

We met with the neighborhood on multiple occasions to gain

their input. analyzed each architecturally contributing struc

ture in the district. and had preliminary destgn reviews wlth the

Raleigh Historic Development Commission. the Appearance

Commissron. and the Urban Design Center. This collection of

information informed us of the numerous constralnts within

which we were to design.
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4O7 Oberlin Road + 52O S Person Street . Erin SterJrnEr Lewjs . Reflect I Create

520 S Person Street section
rendering. RENDER NG BY rN

S TU STUD O
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Prince Hall Historic
Overlay District
contextual image.
PHOTO BY N COLE ALVAREZ

1he design for 520 S Person Street does nol mrmrc any

surrouncirnq structure. It does nol look iike the many other

n-rulti famlly clevelopment constructed rn Raieiqh over the last

len years. It r,l,as design usinq1 materia]s and methods that re

flect the 21st century. It !s as unique lo ils site and surroundings

as every building shoL.ilcl be. all the rvhiie insprred by dozens of

architectural elements and desires expressed by the nelghbors.

The design still received cntrcism because it \,/as unfamrLrar. but

our desiqn leam remajned determined. We spent a great deal

of time educating neighbors ancl citv planrrers about hor,v lhe

design will not feel out of pLace becaLrse Lt ,ffas in fact. inspired

by its place.

After more than a year ol meetings r,vith constituents, stake-

hoiders. neighbors. and aulhorlties havinq jurisdlctron. vre

qained approvai of t-he clesilln.,AiL ten units sold in less than one

v,,eek. Construction will be cornplete in summer. 2015. We hope

thls builcling demonslrates that site sensitive. unlque desLgn

can be approved and built. We also hope designers wili begin

to care less about what simprly works and more about their role

in giving our clty its idenlity no matter hov/ permanent or im-
permanent the .n ork may be. o



zl01 Oberlin Road, built 1957. pnoro By GooDNiGHr RALETGH

Next Intersection

Read about similar themes in Hopscotch
on page 42.

" Everywhere I went, there the question (or

some variation thereofl was, often presented
with a latent yearning that presupposed / wasn't
really enjoying mysel{. "Are you having fun?
" Are you enjoying yourself? "This is different.
Do you like it?" " So, how does it feel?"

HOPSCOTCH. .
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About the Authors

Aly Khalifa
THE ARROGANCE OF PERMANENCE

Aly tlhalifa comes to the desigm profession from a bipolar

educalion at NCSU: Mecharucal Engineerlng and Product De

sign. His goal is to find the balance of both of these disciplines

in each project challenge. Aly s career is chiefly centered about

Gamil Design. a firm he started in 1995. His work experience

previously included working for the NCDOT. wind tunnel of the

US EPA. Performance Bicycle. and teaching at NCSU's College

of Design.

Aly started Gamil in the interest of furthering tJre synthesis

of creative design with creative engineering into a field called

invention development. Their specialty in advanced design.

engineering and development of sporting goods accessories

(skates. footwear. eyewear. gloves. bags) has led tLrem to many

clients. including: Nike. Trek. Bausch & Lomb. and Outdoor

Products. This has further developed into oartnerships between

Gamii Design and Asian manufacturers. Aly travels heavily to

Asia to realize Gamil s projects that are produced in mass-mar

ket quantities.

Together with a handful of other professionals. Aly and his

wife started Designbox in 2OO1. Designbox is a creative col-

Iaborative located in Raleigh. NC with members honing their

creative skills at weekly meetings. Designbox members repre

sent some of the finest talent in the area and are responsible for

curating monthly shows in their prominent downtown gallery.

Designbox has sprung a number of community proj-

ects in which Aly has led facilitation sessions. These projects

have ranged from sculpting undesirable landfills into fun

urban parks to rethinking Raleighs own self image. The lat-

ter eventually led to the creatlon of SPARHcon - the Triangle s

first Creative Conference that enabled more than 3O.OOO peo-

ple in the Triangle area to stake its claim as the 'Creative Hub

of the Southl

Natalie Chanin
WHAT DOES PLANTING TOMATOES HAVE
TO DO WITH FASHION?

Natalie Chanin is a desigmer, entrepreneur, educator, and

author Iiving and working in her hometown of Florence. Ala-

bama. Chanin holds a degree of Environmental Design from

North Carolina State Uruversity (1987) and has been a final-

ist for the Cooper Hev/itt National Design Award for Fashion in

2OO5 as well as a fina]ist for the CFDAf/ogue Fashion Fund

in 2OO9 She has worked in fashion. costuming. and styling in

NewYork and Europe but returned home to Alabama in 2OOO

to create the company now known as Alabama Chanin.

Alabama Chanin creates 1OO percent hand sewn-garments

using organic cotton grown and milled in the United States. The

small company produces garments that are made to order and

fabricated in a contemporary cottage industry style that has

employed over 5OO seamstresses since its founding. Utiliz-

ing a design/build philosophy has allowed Alabama Chanin to

manufacture every piece of clothing they design and seil while

revitalizing a once-dying textile production community. In the

spirit of the open-source movement Alabama Chanin has

created a lifestyle brand of workshops. instructionalbooks. cus-

tom sewing kits. and retreats to allow others to bring the craft of

hand sewn production into their own homes and families.
.\A/e 

seek to be a sustainable company. one that creates

beauty and meaning without creat-rng excess waste or destroy-

ing natural resources. V/e do not Iive as tJrough there is no

tomorrow: rather. we ]ive as though we know there will be.'

- Natalie Chanin

94 . The Student Publication - Volume 37



Catherine D'lgnazio
TERRA INCOGNITA

Catherine D'Igmazio is an artist. software developer and
educator. and occasionally goes by the name of kanarinka.
She is the Director of the lnstitute for Infinitely Smatl Things
an interventionist performance troupe. and former Director
of the Experimental Geography Research Cluster at RISD s

Digital+Media MFA program. She taught in the Compara-
tive Media Studies program at MIT in 2OOg & 2012 Her art
work has been exhibited at the ICA Boston. Eyebeam and
MASSMoCA. and haswon awardsfrom theThnne Foundation and
Turbulence.org. Catherine has a BA in international Relations

from TuJts University and an MFA in Studio Art from Maine

College of Art She has Iived and worked in Paris. Buenos Aires.
and Michigan. and currentiy resides inWaltham. MA.

Catherine conducts research on critical geography and
media attention at the MIT Center for Civic Medra. Her thesis
looks at ways to 'engineer serendipity" - to create encounters
with lnformation outside our comfort zones. biases and habits.
She will be contributing a visual essay around her new project

- Terra Incognita - a game designed to "stage encounters
with more diverse information. cultures and people-[and1 subtly
disrupt our habits in the service of serendipity.'

Dan Gottlieb
North Carolina Museum of Art

ONE.ON-ONE

Dan Gottlieb is the Director of Plarming and Design at the
North Caroiina Museum of Art (NCMA) He is crucial to the di-
rection and curation of the art and exhibltions at the rnuselrm
Art exhibitions in their very nature and definition are temporary.
but despite this level of impermanence. they have the ability to
influence visitors and other aftists with lasting imagery. expe-
rience and theoretical impact. With exhibitions coming and
going on a monthly basis. a conversalion with Gottlieb about
museum planning and art exhrbition curation as a temporal art
form provides a perspectlve not often explored.

Grayson Currin
Music Editor, lndy Week
Writer, Pitchfork.com

HOPSCOTCH

For the past fouryears, Gnyson Haver Currin has served as the
co-director of Hopscotch Music Festival. a three day festival that
pops up in Downtown Raleigh at the beginning of September. Hav-
ing serued as the music editor at the Indy Week since 2OO5 and
writing for online music journal. Pitchfork. since 2006. Grayson
has amassed a vast knowledge for the music industry. both locally
and nationally. With this knowledge. Grayson has helped bring in
over 450 bands and 60 OOO fans to the music venues and streets
of Downtown Raleigh since 2010. Hopscotch is a special three
days in the Fall. filling the srreets of Raleigh wiil:r people. bikes.
music. food and a buoyant sense of urban community. Despite
its temporal nature. the lastinq effect of the festival can be seen in
the culture. economy and the overail energ.y of Downtown Raleigh
throughout the year.
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About the Authors

Elizabeth Diller, Richard Scofidio
and Charles Renfro
Diller Scofidio + Renfro Architects

BLU R

Dller Scofidio + Renfro is an interdisciplinary design studio

that integrates architecture. the visual arts. and the performing

arG Based in NewYork City. Diller Scofidio + Renfro is led by three

panners - Elizabeth Diiler. Ricardo Scofidio. and Charles Renfro

who work with a stalf of architects. artists. and admtnistrators. One

of the firm s earliest projects was the Blur Building. a pavilion at

the 2OO2 Swiss EXPO. BIur was a melal platform above the water.

shrouded in a cloud of man-made fog. It intended to be a tempo-

rary performance with permanent success. The paviiion was part

ethereal experience and part media experiment. It used wearabie.

wireless technology embedded in enhanced rain coats to react to

othervisitors and change. according to these relationships. All that

remains of the building is a documentation of the process. the data

and the prqect. in the form of a book. aptly tltled Blur:The Making of

Nothingr. This project is the definition of impermanence that makes

a lasting impact in the design world.

Steven Matijcio
Cincinnati Contemporary Art Center
Southeastern Center for Contemporary Art

REMEMBER

Steven Matijcio is the present curator at the Cincimati Con-

temporary fut Center and a former curator at the Southeastern

Center for Contemporary Art in Winston-Salem. North Carolina.

He is a graduate of the Universily of Toronto and the Center

for Curatorial Studies at Bard College. New York and has held

positions in a number of galleries and museums including the

PIug in lnstitute of ContemporaryArt. the Power Plant Contem

porary Art Gallery. the Art Gallery of Ontario. and the National

Gallery of Canada. Matijcio is a lecturer and pubLished writer,

and in 2011 was a curator in residence in Gwan$u. South Ro-

rea and Berlin. Germany. He won a 2O1O Emily Hall Tremaine

Exhibition Award for the project paperless and in 2O12 he was

the curator of the fourth Narracje Festival in Gdansk. Poland.

Matijcio was also commissioned by the Robert Mapplethorpe

Foundation in 2OO3 to curate one of their first online exhibitions.

Matrjcio is responsible for the Inside Out: Artists in the Com-

munities Il projectthat took place at SECCAin 2010. Inside Out

II was a varied event aimed at mixing up different organizations

and communities. and included walks. temporary scuipture

and street art. At its root. it was meant to, in his ownwords. turn
''the familiar into the unfamiLiar.'
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Lev Manovich
So{tware and Digital Media Culture

AGAINST SEARCH

[.ev Manovich is a new media theorist and digital culture
advocate. He is a professor at The Graduate Center. CUNy.
and a Director of the Software Studies Initiative which works on
the analysis and visualization of big cultural data. Manovich's
Iatest book. Software Takes Command. analyzes the history of
software and highlights the lack of educational programs that
use this history as a tool for teaching technology and digital
design. Through Manovichs texts. as well as his current proi-
ects. he questions the idea of permanence of software and
technology. specifically imagery and data. His work is about
creating permanent documents out of seemingly imperma-
nent or unconnected pieces. New connections are made and
new permanence formed through the analysis of these pieces.
The permanence of technology. whether it is the hardware or
software. depends on the design. Manovich inspects the fact
that both hardware and software become outdated yearly. if not
more often. This leads to a certain media culture. workflow and
design process that deserves to be analyzed further.

Erin Sterling Lewis
401 OBERLIN RD + 520 S. PERSON ST.

Erin Sterling Lewis is a Co-founder and Principal at in situ
studio. an architecture firm in Dowr-rtown Raleigh. She is a
native of lllinois and grew up in Mississippi. She earned a BArch
from the Unlversigr of Hentucky tn 2aO2. Before founding in
situ studio. Erin viorked for nine years at Frank Harmon Archi
tect PA. where she played an integral role in varrous projects.
including the Merchanrs Mlllpond State parkVisltor Cenrer. the
Walnut Creek Wetlancl Center. Horseshoe Farm park, Are AIA
NC Center for Architecture and Deslgn. and the First presbyte

rian Church Renovalon.

Erin is involved in various community outreach ancl volun
teer programs. From 2OO4 to 2006. Erin sen,ed on the Raleigh
Historic Districts Commission She has served on the Raleigh
Planning Commission since 2OOg. and currently setwes on
the advisory board for the NCSU College of Design School
of Architecture. Erin has iteen an invitecl juror for the City of
Raieigh SjrWaiter Raleigh Awards in 2OO7 and 2010. as well as
the 2O1O North Carolina Solar Center NC Susrainable Building
Design Competltlon. In early 2010. she volunteerecl to teach a

course on sustainable design at the NCSU Encore Center for
L:feiong Enrichment. ln 2O1O Erin joined the AIA North Car-
ol-na (AIA NC) Board of Directors. On the Boarci. she serves
as the Young Architects Forum (YAF) Director as well as Chair
of the Programs Committee. which focuses on program Devei
opment, Educational Outreach. and Design Exhibitions forAIA
NC s Center forArchitecture and Design.

Erin lives in a 1923 bungalow near downtown Raleigh with
her famil1,.
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