
i 



ii iii 

photographer
One who practices photography, especially one who makes a business of taking photographs. The first known use 
of the term photographer was in 1843.

For the purpose of this book, anyone who captures their experiences and the world around them through 
photographs, no matter which device they choose.  
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thesis abstract

My thesis focuses on my interest to understand how we document our 
experiences, and what happens when those documents are viewed 
by an audience. My background in photography, and the increase of 
communication via digital imaging and networked photographic devices, 
has lead me to research the image as a document of experience. 

Harnessing various data types in combination with the image, enriches 
the process of documenting an experience and also the ways in which 
others experience that documentation. As a photographer, I have noticed 
that I spend a great deal of time documenting my day to day activities 
with my iPhone. The systems I am using display my images by time, 
embed geographical data, and allow me to submit my images into larger 
collections organized by the hashtag.

In a time when we are inundated with images in the digital and urban 
landscapes, I am focused on the potential for control or a way to filter our 
experiences with these images. As a designer, I have begun to see images 
as data, containers of information, packages for stories and memory that 
have many access points. I seek to discover what makes an experience 
with images more meaningful. Just as the caption for an image 
reveals information, I wish to develop experiences in the digital and 
physical space where dynamic media is used to enrich that documented 
experience, as well as allow room for interpretation and exploration by 
the viewer. 

My case studies are designed to investigate how dynamic media can 
be used to design systems and platforms for photographs, documents 
of experience, where audiences are immersed, engaged, and invited to 
participate with photography in new ways.
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maroonbiology: a history of me

My past wasn’t always about photography. I was extremely inquisitive at 
a young age and that led me to study Animal Science at the University 
of Delaware. Science was something I was good at and I loved it purely 
because it was investigative and filled with making discoveries. I was 
conditioned to a scientific method: develop a hypothesis, follow a set of 
instructions, conduct tests, observe the results, and come to a conclu-
sion. Throughout my time in the program, I worked with PhD students 
on a nutrition trial with layer hens, assisted in a genetics lab, and studied 
pastoral livestock production in New Zealand. 

Motivated to provide myself with a necessary distraction for some 
grueling schoolwork, I grew curious about photography. The camera 
was a different challenge, something to learn and figure out for myself, 
and I could choose anything I wanted to photograph. I picked up a used 
Minolta XG7 and after several visits to the camera shop with the help 
of the book  Photography for Dummies, I was on my way. One night, I 
headed to a concert on campus and decided to bring my camera along. I 
was hooked instantly. 

I did graduate from the University of Delaware with a Bachelor of Science 
degree in Animal Science. However, I chose to pursue the uncertain path 
for something I loved more. I didn’t know what was ahead and I was 
willing to follow it anyway, because sometimes you just have to leap.  

the camera

Photography, specifically music photography, had impeccable timing in 
my life. 

It filled a gap of being deeply nostalgic for playing music on stage in 
front of audiences. Leaving college and the opportunities to perform 
in music ensembles had me scrambling to find a way to fill that empty 
space. Capturing music in this new form provided a new way for me to 
experience something I was already familiar with. The camera simply 
became another instrument to play.

Photographing music was also a wonderful way to escape other 
experiences in my life--the stress that accompanies being a college 
student and later the environment created by my parents in the middle 
of a divorce. I found myself gravitating towards experiences that were 

The camera is the anchor 
in all of this. –Nick Zinner, 
Yeah Yeah Yeahs

photo by Doug Parent
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Take me out tonight
Where there’s music
and there’s people
Who are young and alive. 
–The Smiths

more turbulent and chaotic, but those in which I had control. I discovered 
photographing music was that quintessential experience. The camera 
became the tool for control and the frame was my window to contain the 
experience. The attempts I made to control the turbulence of music were 
done as a coping mechanism--I enjoyed the wild, unpredictable nature of 
the experience and loved the challenge of controlling it even more.  

There came a point where what I was documenting became less about me 
and more about others.

Photographing music live adds an additional layer. Physically and 
mentally exhausting, it forces you to turn things on and off, and partially 
remove yourself from the experience. The photograph becomes the record 
that you were there. On the other side, for the participants of live music, 
it is an exhilarating, multi-sensory, and overwhelming experience. I 
started to think about everyone else in the room. How could I contain 
and package this for someone else? What new perspectives or access could 
I provide to focus their attention? Or even better, how could I create a 
physical memory of the experience?

Today, I treat the camera in much the same ways that I have in the past 
with music photography---to investigate, explore, understand, control, 
filter, and mediate.

the photograph

The medium of photography is the language I use to communicate. A 
photograph starts a conversation and allows me to make a connection 
with others. I believe it is a universal language, one in which everyone 
can relate to in some way, whether they are behind a camera capturing a 
photograph or viewing a photograph. 

This visual communication is even more prominent in my life today. With 
devices like my iPhone, a pocket-sized camera, I not only find myself 
capturing photographs every day, but now I’m able to view and share 
them instantly. 

Why the photograph? Why capture images at all? A photograph is a 
record of our presence, a way to preserve a memory, and to recall stories. 
I collect photographs for these very reasons. A photograph is a piece of 
yourself, your life, at a specific moment, and it lives on even after you do. 
What do my photographs tell someone about me and my life?
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Today, we are capturing so many more photographs than in the past. The 
activity is almost frantic or frenzied. What drives us? Is it the technology 
or how easy and accessible cameras are today? Or is it our obsession 
with the memory of an experience and making that tangible through a 
photograph? What are we doing with all of these photographs?

With the advent of all of this new technology, including new platforms, 
interfaces, and devices that alter how we view and interact with images, 
I questioned what the next chapter for photography would be. I viewed 
photography as a communication medium and a photograph as a 
document of experience. What tool would allow us to uncover more 
about the experience in a photograph? Is there an overlap with another 
communication medium that would transform photography? We interact 
with photographs in so many more places now--computer screens, the 
web, our mobile devices, within mobile applications, the urban landscape 
on buildings and billboards, in museums and galleries--all can be thought 
of as interfaces with potential for an engaging experience with images. 

fred j. maroon, architect + photographer

My Uncle Fred was a photographer with a vast collection of images 
captured from all over the world. I love visiting his old studio in 
Georgetown with the smell of film still lingering in the basement 
darkroom and the office, sifting through the endless boxes of prints 
and slides, and listening to stories about the photographs from my Aunt 
Suzy who worked alongside him. His books and published images were 
of course carefully edited and curated, but it was in the unedited piles of 
slides that I found another story--his experience. From slide to slide, I 
saw his walk through Torzhkovskoy Rynok, a market in St. Petersburg, 

A photograph is a secret 
about a secret, the more it 
tells you, the less you know. 
–Diane Arbus

Russia in the early nineties, some photos out of focus, how he bracketed 
the exposures, the changing expressions on the faces of two women over 
several frames, the dialogue between them, and their reaction to him and 
his camera. I imagined what the women were talking about. I wondered 
what they thought about being photographed.   

And there lies the limitation of photography. The place where 
photography and a new medium, dynamic media, must meet. There are 
secrets that live in photographs that prevent us as an audience from being 
a part of the experience. Perhaps Diane Arbus was alluding to the beauty 
of interpretation in photography, what makes it so interesting, and the 
way that the viewer is able to fill in the blanks. They have a unique way 
of connecting the dots, interpreting, and taking away the story or the 
message as it relates to them. This is what makes photography such a 
mysterious communication medium. 
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As viewers, we are already several steps away from the experience 
being documented. In that way, looking at a photograph is a mediated 
experience, and the camera is the tool for mediation. 

New media provides an opportunity to alter the relationship of capture 
to view that is typically explored in traditional photography. 

Dynamic media is a type of design for communication whereby there are 
elements in the system that change over time. These elements influence 
and affect the information being presented, leave space for the user to 
take away what is useful to them, and allow the user to uncover new 
information.

Photography, an otherwise controlled and subjective, 2D medium, crosses 
with dynamic media when other pieces of information are introduced 
to more effectively communicate the message in the image. Each viewer 

New Year’s Eve, New Jersey, 2009.

Amy: “Have you ever thought about 
applying to graduate school?”
  
Me: “Well, I can’t do that. Why? What 
would I study? Photography? I already 
know how to do that.” 

connects with the message in a photograph in their own unique way, be 
it through memory or experience, taking away what is meaningful. The 
other information that accompanies an image provides the viewer with 
context to access the experience whichever way they choose.

why dynamic media: making a decision over cocktails

At this point, my time was split between photography and a full time job 
at Apple Retail. I was observing advances in technology for consumers 
and trying to wrap my head around the effects the iPad and the camera 
in the iPhone would have on how we experience photography. I had been 
shooting for seven years, which included making the move from 35mm 
film to digital photography, a change that was awkward and painful, yet 
exhilarating all at once. I was also experimenting with sound recordings 
as another way to document experiences. I noticed I was using my 
iPhone more to take photos. I was following the work of commercial 
photographer, Chase Jarvis who was embracing new technology to push 
his work and launching community-based projects. For me, Chase was the 
first one who saw the future of photography, the shift that was coming at 
full speed. 

While I took my time to go from analog to digital in photography, I didn’t 
want to waste any time with the next step--from digital photography to 
new media. I had a desire to understand what technology allows us to 
do now with photography that it couldn’t do before. How could dynamic 
media shape my work as a photographer as well as the way my audience 
experienced my work? Could photography within the realm of dynamic 
media reveal something I hadn’t thought of? 

There is an opportunity to bring our viewers closer to the experience and 
provide them with more context for what we capture. In an age where we 
are drowning in images, simultaneously developing a visual literacy and 
a numbness towards images, we have a responsibility to take control and 
restore that aha moment of photography. 

We have entered into a new chapter of the medium of photography, a 
time when images have become such a significant part of our culture of 
communication. My research encompasses using dynamic media as a tool 
for designing methods for control and participation that will ultimately 
affect our experience and relationship with photography today.  
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pivotal moments in photography

The birth of photography goes back to the 1820s. Literally translated as 
drawing with light, photography extended past the traditional media of 
communication at the time--painting and sculpture. The camera was in-
vented during the Industrial Age, a time when modern art was just taking 
off, and modern artists rejected machinery to create art. Therefore, pho-
tographers were considered a threat and the medium was criticized as lazy 
or fake. Photographs were more realistic in representing the world than 
painting. The camera was a device that was able to capture more detail and 
information. 

Like any other new form of communication, people questioned photogra-
phy’s validity and value. Some attempted to take it apart and find meaning 
in its inner workings and processes claiming “authenticity is inevitably 
depreciated through mechanical reproduction” (Docherty 174). 

Observing photography as a mediated experience, one in which there is a 
distance between subject or experience, photographer, and viewer, critics 
questioned the process behind this new form of representation.
 
Photography has always embodied a distance or detachment. There has 
been a passage from experience to camera to photographer to viewer, me-
diation at each of those points. Susan Sontag, writer and critic talks about 
the image as a derivative of the experience in her book On Photography. 
She writes, “You are converting experience into an image and giving shape 
to experience. The camera is the principal device for giving the appearance 
of participation in the experience” (9-10). 

Photography has value as a medium in capturing experience even through 
this distance created by the device, the camera. A photograph becomes a 
document of sacrifice, presence, memory, and experience. It is a document 
of sacrifice by the photographer as they amputate themselves from the 
experience for the sake of creating the record. A photograph is a document 
of presence as it is the only evidence, the only mark of the photographer. 
The moment a photographer raises the camera, they disappear. Therefore, 
the record created is proof of being there. A document of memory as 
moments are arrested mechanically by the camera much like our psyche 
traps images experientially for memory. Ulrich Baer examines the parallels 
between photography and the psyche, drawing from Freud’s suggestion 
that the unconscious is structured like a camera. In Spectral Evidence 
he specifically looks at the experience of trauma and how memory of a 
traumatic experience often registers as a photographic image. Baer shows 
us that this evidence of a traumatic experience lingers in a photograph. 

Photographers of the time began sharing their experience with this new 
communication medium. One photographer, Henri Cartier-Bresson docu-
mented his relationship to the camera, the medium of photography, and 
his role as a photographer extensively through writing. He considered the 
camera a sketchbook, “an instrument of intuition and spontaneity, the 
master of the instant, which questions and decides simultaneously” (15).

In his book, The Mind’s Eye, Bresson struck down the former modernist’s 
opinion that photography was lazy or fake. The medium was far more 
advanced with regard to visual communication than modernists believed. 
He discussed photography as a way of giving a meaning to the world. 

“It requires concentration, a discipline of mind, sensitivity, and a   
sense of geometry. One has to feel involved in what one is framing through the 
viewfinder. Taking photographs is a means of understanding which cannot be 
separated from other means of visual expression” (15-16). 
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analog to digital

The industrialization of photography was the first in a series of events in 
the history and affects to the medium of photography. The film camera 
changed not only the photographic process, but also made it accessible. 
The shift from 35mm film camera to digital SLR cameras created another 
significant shift. In contrast to the number of exposures on a roll of film, 
24 or 36, digital cameras could capture more images in one sitting with 
flash memory cards, a larger recording media. Additionally, photographers 
were able to preview images and make adjustments in the moment with 
the aid of software built into the camera. Digital cameras had an additional 
feature embedded in to the software, a new capability that told us even 
more about images--metadata. Image metadata included date, time, and 
information about the exposure, focus, light, shutter, ISO, and even 
location where the image was captured. While Diane Arbus comments that 

“a photograph is a secret about a secret,” metadata was something new to 
the medium that began to uncover those secrets in photographs. 

Around this time, the web was gaining popularity as a platform for viewing 
and distributing photographs. As the web allowed images to reach audi-
ences at a rapid pace, it marked another turning point in photography--the 
acceleration of image dissemination. A photographer could directly share 
more of their work with others, becoming their own curator, editor, and 
publisher. Social media provided yet another avenue for sharing images. 
Platforms like Myspace, Facebook, Twitter, and Instagram were built for 
consumption of large volumes of images packaged inside of vast digital 
communities. Additionally, an entirely new language was forming around 
photography, for example the phenomena of the term selfie, a self-portrait 
captured with a handheld digital camera or camera phone. Selfie was so 
popular it was named by Time Magazine as one of the top 10 buzzwords of 
2013 (Steinmetz).

The shift from analog to digital also brought increased accessibility of 
image making devices to consumers. As camera technology and software 
became more available to the public, the field was being leveled. With more 
cameras in the hands of more people, not just photography professionals, 
and the platform of the worldwide web everyone had the opportunity to 
capture images and share them with the world. 

Photography is a medium that has a knack for saying so much with just 
one single image. There is little to no explanation needed for a photograph. 
The cliche phrase, “a picture is worth a thousand words” reminds us of this. 
The story, the message, the document of the experience is all curated by 
the photographer by this mechanical device in a rectangular frame. But 
why stop at one frame? Better yet, why not step outside of it? 

chase jarvis and jonathan harris

Digital cameras were starting to include the capability for video and 
sound recording, crossing over into new forms of communication. 
Content created which used a combination of photo, video, and sound 
was defined as multimedia. Where traditional photographers strive to 
capture the story in that one image, photographers that include video 
and sound are able to provide their audience with new access points 
to their work, more context for the experience, and another level of 
participation. One such photographer was Chase Jarvis. He pioneered 
the use of video and was one of the first in the industry to turn the 
camera on himself with these new tools. Through a combination of video 
journaling and point-of-view video, we are taken through a behind-
the-scenes look at his craft, workflow, and creative philosophy. He had 
a driving ambition to engage his audience in new ways, inspire their 
creativity, foster a community around photography, and encouraged 
the professional community to follow suit. Chase was also gravitating 
towards the next major shift in photography--the camera phone.

With cameras small enough to fit in your pocket, you could take them 
anywhere and still capture good quality images. One such camera phone, 
Apple’s iPhone, pushed photography into a realm unimaginable 20 years 
prior. The iPhone was a device that enabled you to not only capture 
images, but also edit, view, and share those images with the world. Here 
was a device with a 2 megapixel camera, connected to the internet, with 
endless choices of image editing software, applications, and a relatively 
short learning curve. Devices like the iPhone brought the communication 
medium of photography to more people than ever before. 

Chase recognized he was using his iPhone more often than his bigger 
DSLR cameras. He used the iPhone to document the world around him, 

Right now is the most 
exciting time in photography!
-Chase Jarvis
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what was right in front of him at any given moment, and the pictures he 
created became a visual journal. He compiled his favorites into a small 
book, The Best Camera is the One That’s With You. The book launched 
with a photo application for the iPhone called Best Camera which 
featured filters and effects, the ability to share across various social 
media, and the Best Camera community. Chase wanted others to consider 
the potential of this remarkable device at their fingertips, discover the 
world around them through capturing images, and share those images 
with others. Being able to observe others tap into their creativity with 
simple means of a personal device and communicate through images is 
inspiring. Chase Jarvis was both a witness and a key player to affect this 
major event in photography. 

What better way to view this new creative community than to take the 
digital and physical space and bring them together in Dasein, a dynamic 
exhibit at the Ace Hotel in New York City. It was dynamic in the sense 

As more people were capturing images naturally there were more 
images for us to view.  The viewing experience has to adapt to fit into 
these new spaces where audiences access images. How are these images 
organized, sorted, or searchable? What information is used to aid 
the viewer in navigating collections of images? The answer lies in the 
metadata captured by the camera or the data added when images are 
shared or displayed on different platforms. Data is a way in which we can 
be led into a story or experience. It provides an additional access point 
enabling us to further unpack the content within a photograph. The 
metadata attached to an image such as date, time, location, people, and 
keywords can shape our viewing experience. These filters paired with 
the photographs, allow us to develop context for the experience, where 
photographs alone would fail to do so. 

A photographer, designer, and computer scientist, Jonathan Harris, 
was exploring this combination of data and images for the purpose of 

richer storytelling. Jonathan Harris has developed a talent for visual 
storytelling over the years. He considers his audience, the viewer and the 
participant, when delivering his work. His work addresses questions like, 
What platform should this content live on?  How can I parse through it?

Harris often melds visual elements like images with data or stories 
to create an engaging experience for his audience that invites them 
to explore, participate, and in some cases, contribute to the work. He 
believes, “the data is just part of the story. The human stuff is the main 
stuff, and the data should enrich it” (Danzico).

In one of his projects, The Whale Hunt, Jonathan takes us to Barrow, 
Alaska where we follow his journey living with a family of Inupiat 
Eskimos during their traditional whale hunt. In The Whale Hunt he is 
doing all the work of documenting the experience, capturing images 
every 5 minutes, more so in moments of adrenaline, to match his 

that the images in the gallery changed every day and an even larger 
collection existed online. Dasein, the German word to refer to raw human 
existence, was a celebration of the snapshot, a document of being there. 
For one month, Chase asked the community to consider the meaning 
of the snapshot and share their images. Users were able to upload their 
images through a public Tumblr blog. 

Each day, Chase chose his favorite 300 images to feature in the gallery. 
The exhibit was free and open to the public yet, if you wanted to find out 
if your snapshot was gracing the walls, you had to visit the space every 
day or catch a glimpse of it in his daily video log. At the end of the project, 
there were 15,000 images from 190 countries. Dasein was an example of 
the monumental significance of the snapshot, a document of experience 
that is in the moment, fleeting and raw, and evidence of the giant leap of 
our image culture.
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heartbeat. Instead of presenting over 3000 images for us to click through, 
he creates a richer experience through interaction and exploration of 
the story. Using multiple access points we are able to explore the story in 
our own unique way. Jonathan provides us with filters, keywords, and 
metadata as lenses for the experience. I can choose constraints such as 
cadence (heartbeat), cast, concept, and context all of which include a 
variety of tags ranging from locations and people to whales and wildlife 
and level of excitement. All represent the elements of a traditional 
narrative, except here I am in control of the story. The more filters I select, 
the narrower my viewing experience becomes. I decide which path I take 
to explore the experience, making the story that much more digestible. 
Additionally, we get a sense for Jonathan in the experience as he includes 
his personal data, heart rate. By filtering his story, we are mediating the 
experience and diving into it in our own unique way. The story is in our 
hands and it becomes a narrative through control and discovery.

the new photojournalism

When we turn to images on social media, we discover an excessive 
often uncontrollable collection of photographs. It is uncontrolled in the 
sense that there is no limit on the platform, no curator or director who 
is monitoring or editing our experience. In social media, users are the 
curators of images and information. Designer, Lev Manovich is studying 
how the billions of images shared through social media platforms can 
be used for research. He is focused on the data piece of images and what 
ways that information can be used to create visualizations that reveal 
patterns of human behavior or habits.  

“Just as a photographer decides on framing and perspective, we make formal 
decisions about how to map images, organizing them by upload dates, average 
color, brightness, and so on” (51). 

With billions of images circulating through social media platforms, it 
is clear we have more documentation and therefore more information.  
Documentary photography and photojournalism, two areas of 
photography that focus on images for information, were greatly impacted 
by the advances in camera technology, how images are published 
today, and the effects of social media. Looking back, the tension in the 
ecosystem of photojournalism first began when video was introduced in 
digital cameras. Photographers experienced pressure then and still do 
today, to implement video into their workflow.

Photographers and other communication professionals working in 
documentary and photojournalism have experienced the effects of new 
media and continue to adapt to connect with their viewers. Writer and 
educator, Fred Ritchin questions how journalistic and documentary 
photographers regard themselves today as well as the effect that their 
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images have on today’s audience. New media has shifted the way in 
which they organize, filter, and distribute images to viewers. There is 
a flow to how visual content is consumed and, when the average time 
that a newspaper reader looks at an image is 0.6 seconds, media has to 
fight harder for people’s attention. Professionals are focused on finding 
ways that allow viewers to connect more strongly with the content in 
images. With new media, there are opportunities for richer, compelling 
storytelling. By combining photography with video and interactivity, the 
viewer has the chance to gain control over how they access and process 
photographs, and ultimately their experience with the story that lies 
beneath. This synthesis of photography and new media is attempting to 
restore the one-person intimacy in photojournalism. 

Brian Storm of MediaStorm recognized the potential for epic storytelling 
with video. MediaStorm’s focus is on digital storytelling through 
audio, video and interactive graphics to bring viewers closer. Driven 
by their passion for storytelling and their belief in the future of digital 
storytelling, MediaStorm has additionally taken the initiative to train 
filmmakers, photographers, journalists, and educators in this new 
photojournalism. Teams like MediaStorm are confidently stepping out to 
address Ritchin’s concern for the future photojournalism. They are paving 
the way as they use new media as a tool for pushing content forward to 
tell powerful stories and captivate viewers. 

The reportage of major news events by users of social media is proof that 
the role of the photojournalist is now shared by professionals and the 
public. The responsibility of dispersing information through images is 
in the hands of citizens, free from the ethics and censorship that govern 
professional news media. Social media gives citizens the ability to edit, 
curate, and organize images into collections that tell the story of an 
experience and all from their own perspective. Citizen journalism was 
a term that gained popularity in the early 90s when witness, George 
Holliday, captured the Rodney King beatings in Los Angeles with a 
consumer video camera. 

Today, we see more news events being documented by those participating 
or witnessing the event. Citizen documentation is predominant on social 
media platforms like Twitter, Instagram, Tumblr, and Facebook. Images 
from events of activism such as the protests in Istanbul, Turkey in the 
summer of 2013 and the violent protests in Kiev, Ukraine in early 2014 
were shared heavily through Instagram, a photo-sharing social media 
application. Both the network-enabled photographic devices available 
to citizens and the open platform of applications like Instagram made 
it possible for images to reach new and even larger audiences than 
professional media could. As images of the events flooded these new 
spaces, it was clear that photography was facing yet another turning 
point one that would affect both photographers and viewers. 

Fred Ritchin considers if we are being saturated to the point of numbness 
by photographs. In this age of image anxiety, he talks of the “cascade of 
screens submerging viewers with enormous numbers of images, including 
billions of their own photographs and videos, and the barrage of vivid 
heart-wrenching imagery” (9,20,30). Through the increase of digital 
platforms, we have reached a point where we are drowning in images. 
Images are all around us, on screens of all sizes, in social media, in 
print, and on the web. We can say on one hand that we have developed 
an extreme visual literacy while on the other we may have developed 
a passivity to images. As viewers, we are in need of tools that provide 
new ways to experience images and understand what they communicate. 
As we capture images, we seek new methods for communicating our 
experiences more deeply. 
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In the study with images from OccupyGezi, I wanted even more control 
than the hashtag and the platform provided. I printed a selection of 
the images on paper and glued onto cardboard blocks to rearrange and 
sequence in a different way. Would this provide a better understanding 
of the experience of the protest? Was I further mediating the experience 
by adding another way to manipulate the images? I gave the blocks to a 
group of young students in a Summer Arts Program at MassArt. I used 
the analogy of organizing pictures in a photo album and asked them how 
they would put the pictures together and why. The students arranged the 
images on the blocks by color, text, people, and emotion of the content 
in the images. Photographs in this instance could therefore be viewed 
as containers of information. The values the students chose to use to 
arrange the images act as data points.

Citizen Journalism 
Through Instagram:
EuroMaidan & Occupygezi
The protests that broke out in Istanbul Turkey in the summer of 2013 and 
later in Kiev Ukraine in early 2014 attracted my attention and became my 
first look into citizen documentation of an experience. I noticed endless 
amounts of images being shared by protesters and bystanders through social 
media channels, Instagram, Twitter, and Tumblr. Was there a way to collect 
the images in one place to analyze for patterns or simply study the events 
from the point of view of the participants? What is the viewing experience 
like and what tools would someone need to look through these collections? 

I built an algorithm with a website called If This Then That (www.ifttt.
com) and common hashtags used by participants sharing photos: 

Istanbul: #occupygezi #direngeziparki 
Kiev: #euromaidan 

Using these tools, I was able to filter the images from Instagram and 
collect them into one page on Tumblr.com. The Tumblr page became 
a photo-hoarders paradise with all images displayed in either infinite 
scroll or in a fixed grid. In the grid view, I had an urge to sort or move 
the images around. While the hashtags were the primary filter in this 
platform, time naturally became the secondary filter, with most recent 
images displayed at the top and the ability to scroll down to move back 
through time. 
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other forms of media, participants in Kiev would alter existing images. On 
one hand, users were distributing mediated content in response to existing 
images while on the other hand, it raised concern for a misrepresentation of 
the experience. 

The images captured and shared through Instagram seek to both preserve 
the authenticity of the experience and communicate the events more 
effectively than traditional news media. The archive is a visual document 
of experience of the protesters, the violence they met from police, and the 
destruction of each city’s center.  

The story of an event is shaped by the collection not a single image. 
With a collection of images, there are more access points available to 
enrich the narrative. A viewer is already at the level of a participant of 
the experience. These collections of photographs are an example of how 
technology has changed the course of photojournalism and documentary 
photography. They are a testament to the new photojournalism, one that 
is dynamic and expanding at a rapid pace.

While censorship continuously plays a role in photojournalism and 
controls what images the public sees, there is no control over images 
distributed through social media platforms. We as viewers are at the 
mercy of these two extremes. As images accumulate in large quantities, 
a viewer may become overwhelmed or saturated. I realize that there is 
an opportunity for a system that allows a user to view and parse through 
these vast collections of images, one that would give them more control. 

From these early investigations, I learned that by having more data 
to attach to a photo, there is both an element of control and a means 
of providing the viewer with more context of the experience. This was 
a good starting point to inform my data projects with heart rate and 
elevation data. I had several questions to help me continue my research.

From viewing the images on Tumblr in the grid view, I discovered 
patterns and responses to the existing documentation. If you 
concentrated on one single image vs the collection of images as one body, 
you would miss it.  Even one of the students uncovered a pattern between 
a single photo, a girl in a red dress, and other images in other forms of 
media--graffiti, a painting, and a cartoon. 

Taking what I had learned from the OccupyGezi images, I observed another 
experience of protests documented by citizens in Kiev Ukraine. Along with 
understanding the events from the participants’ point of view, I began to 
question whether there was a different story in the citizen documentation 
than what the news was depicting. Was it possible for the citizen 
documentation to enrich the news reportage? Could they coexist? 

The Ukrainian protests, in contrast to Istanbul, spanned a longer period 
of time and were accompanied with more violence. The government 
limited wifi access with the intention of blocking communication between 
protesters and the domestic and international communities. Additionally, 
photojournalists covering the protests faced increasing danger from both 
activists and police. 

Because Instagram exploded with images every day, the algorithm would 
often break the Instagram API that only allotted for a limited number of 
photos to be retrieved. In three months, the collection had grown to over 
6000 images and had over 100 Tumblr followers. Followers and visitors to 
the page would frequently recirculate or comment on the images feeding 
into the page. 

Photographs captured by protesters were more graphic in content than 
those of photojournalists that were curated and being distributed 
through international media. Instagram became a platform for user-
captured content. This was a space which communicated the event 
through the emotional perspective of the participant. The images 
were more direct and revealing in comparison to the photojournalists’ 
watcher’s perspective. A watcher is someone from outside the experience 
who has a broad perspective versus an inside perspective. Protesters 
shared photos of raging fires, clouds of tear gas, injuries sustained by 
bystanders, bodies of those killed by riot police, expressions of fear, 
anger, and grief, memorials, and the charred city center. As I scanned 
through the photos based on time, I discovered I did not need a headline 
or caption to understand the experience. I could visually grasp the pivotal 
points of the conflict, the peaks of violence, the energy and emotion, and 
the moments of peace and reflection. 

In observing the content from this event, I noticed protesters would 
often grab images from news media, then edit, crop, filter, and share 
with the Instagram community. In other cases, photojournalists would 
use the platform to disseminate images from their digital SLR cameras. 
It was difficult to determine authorship and authenticity of the images, 
Much like protesters of Occupygezi responded by reinterpreting through 

What tools would allow someone to explore 
a collection of images in a new way? 

Would the viewer be able to discover 
something new as I had by using the 
hashtag or another piece of data?

Which pieces of data can I capture, aside 
from camera metadata, that would be 
valuable to the experience of viewing the 
photographs? 

Citizen Journalism Through Instagram: Euromaidan & OccupyGezi
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of what I am documenting. Frustrated, I began adding custom fields 
to the photo management application Aperture. This additional data, 
sometimes my own personal data, helped restore some context or story. 
I entered a detail of something that occurred when I captured the image 
or even how I felt at that particular moment. While I can remember 
every image I capture, the additional data helps me recall more of the 
experience from memory.

If we think of an image as a collector of data, what pieces of information 
would we need to have to understand the story being communicated? 

With this question in mind, I started looking at other pieces of data that 
I could record and attach to images. These additional pieces of data would 
be valuable to provide more context for the experience captured in the 
image. Looking ahead, the viewing experience would afford the user more 
access points to explore the story whichever way they choose. 

From a capture standpoint, I was curious what other photographers were 
looking for in terms of data to enrich their images. I was able to gain 
perspective from a professional in the field speaking with photographer 
Chase Jarvis at the PDN PhotoPlus Expo 2013. Chase often works on 
advertising campaigns in extreme sports like snowboarding and skiing. 
He expressed a desire to capture speed data as he captures images 
while following snowboarders down a mountain. If a viewer had this 
information, they could get a better sense of the experience in the image. 
This information would also bring the viewer closer to the photographer’s 
experience.

From a viewing standpoint, I was inspired by Jonathan Harris’ The 
Whale Hunt, a digital interface for viewing images from his experience 
documenting an annual whale hunt in Alaska. The images were presented 

introduction

Metadata is data about data. It describes how and when and by 
whom a particular set of data was collected, and how the data is 
formatted. Metadata assists in resource discovery by “allowing resources 
to be found by relevant criteria, identifying resources, bringing similar 
resources together, distinguishing dissimilar resources, and giving 
location information” (Guenther and Jaqueline Radebaugh 1).

Metadata has been embedded into many of our digital devices. It can 
record date, time, location at the very minimum and in cameras, shutter, 
ISO, light, exposure, and RGB values. This information however, is about 
the device, not the user. I imagine what stories metadata could tell. As 
a photographer, I work with metadata on a regular basis. I realize that 
the data captured by a camera is sterile and mundane. It is information 
generated by software in the camera, not personal to my experience 
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in a way that allowed me to explore the story through constraints 
designed by Harris. He recognized themes within the hundreds of images 
he captured and focused on these themes as he constructed his viewing 
platform. The themes became constraints or filters to access the story. 
Rather than watch a slideshow, I could actively participate and control 
how I wanted to experience the story of The Whale Hunt. 

objective

My goal in this study was to develop physical and digital interfaces 
that could provide users with new ways to control, filter, and explore 
large collections of photos. I created a framework for an application 
for a mobile device along with an idea for a system for a physical 
interface. Using two forms of new and unique data, heart rate and 
elevation, I intended for my viewers to have an additional access point 
and more context for the experience in the photographs, documents of 
experience. I was also curious to find ways to record personal data and 
additional information that digital cameras were not currently recording.

Can data be used to focus the attention 
of our audience and give users a means to 
take control of their experience with large 
collections of images in the digital space?

How can personal data attached to an 
image affect the viewing experience? 

What experiences can we design that take 
into account both sides of photography-
-capture & view?

I: Beyond the Sensor
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materials

Paper, post its, iPhone model, 
cardboard box, images

Heart rate data, Chelsea Wolfe concert 
09.15.13, The Sinclair, Cambridge, MA.

Elevation data. Hike from Allston
to Brookline, MA. 09.29.13. 

I: Beyond the Sensor
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methods

I chose to focus on two pieces of data, heart rate and elevation, while 
photographing two activities. I captured my heart rate in the first 
experience, a concert featuring artist Chelsea Wolfe at The Sinclair 
in Harvard Square. Later, I recorded elevation data on a hike in my 
neighborhood between Allston and Brookline. Personally, I wanted 
to explore if anything new could be revealed about the experience by 
attaching my heart rate to my images. My interest in elevation data was 
inspired by my Aunt Suzy who hikes all over the world. 

She shared with me that she often struggles with where along the hike 
she captured a photograph. I viewed this study as an opportunity to 
solve a problem. At present, digital cameras are able to record GPS data, 
however not changes in elevation. For the avid hiker, like myself or my 
aunt Suzy, elevation is valuable to several aspects of the experience. 
Elevation data can allow a user to better recall a specific place on his or 
her hike and give them another tool to organize their collection of images. 

I: Beyond the Sensor
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For a viewer, elevation data adds more context for the experience as 
well as provides a way to look at images across several hikes in different 
locations, but with the same elevation.

The experience of capturing the images and the data was only one half of 
my research. I also considered the viewing experience of the images from 
both events. It is important that capture and view work together. Since 
the digital camera software is not built to record these types of metadata, 
I had to find other tools that were able to do so. Using a Wahoo heart rate 
monitor and a mobile application, I was able to record my heart rate as 
well as export the data to a spreadsheet and create a graph. 

After collecting all the images from each study, I organized first by time 
stamp and then attached the respective data from each experience. For 
photos of the concert, I created a graph of my heart rate over the 90 
minutes that I was capturing the photos and then plotted the photos 
across the graph. I chose to display heart rate in linear form as heart 
rate information is typically viewed this way in other areas such as the 
medical field. 

I: Beyond the Sensor
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discussion

From the perspective of a designer, the end user experience is the  
focus--how is the information being used, who is it for, what is the goal 
of putting this information in the hands of the user, what do you want 
them to get out of it? Often, something gets lost between the first level of 
the experience, in this case the act of capturing an event, being present 
for that moment, and the point it reaches the viewer. With the prevalence 
of digital photography and consumers’ accessibility to cameras, it is clear 
that we are in state of image overload. As more images are captured, 
shared, and viewed across multiple channels, mainly web and social 
media, we are consuming large collections of images at rapid pace. It is 
necessary to develop tools and filters for more control. The data that is 
captured and combined with images gives us an opportunity to begin 
designing better systems for viewing and engaging with images. 

results

I designed a horizontal scrolling interface for my images and heart rate 
data. I followed up by creating a physical model using a box and a paper 
strip of images from the experience with corresponding heart rate graph. 
A user would be able to pinch open and close their fingers to zoom in or 
out of the graph. By zooming in, they could view an image larger or tap 
an image to reveal more information. They could scrub through images 
at their own pace by dragging their finger left and right across the graph. 
Additionally, they would have the option to filter images by using the 
range of heart rate. Images that matched their filter criteria would be 
saturated, while those that didn’t would become transparent. Through 
this prototype, I was able to illustrate how the experience might work 
within a digital space.

I used the experience of the paper prototype as a warmup for my 
investigation with elevation data. I photographed my experience hiking 
from my apartment in Allston to Summit Park in Brookline, an especially 
steep, winding, but scenic route which includes public stairways and 
hidden garden paths. I noticed I took more images in the areas I reached 
after a steep climb. I was focused on capturing my favorite spots of the 
journey, filled with a sense of pride to be able to show someone what I 
had found. Upon returning, I discovered I had a large collection of photos 
from my hike. Because the elevation data was recorded separately, I 
manually had to attach it to each image based on the time stamp. While 
this task was especially time-consuming, the process of it allowed me to 
think of the ways someone may view these images. I chose the iPhone as 
the platform and began sketching how the interface would work. 

I: Beyond the Sensor
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conclusion

Capturing several hundred images at a concert or on a hike tells a 
complete story of the experience. However, having this many images is 
also overwhelming to look at as well as take into post-production editing. 

Data acts as a filter when navigating images. By providing an audience 
with a piece of information, they now have something to focus on and 
a device to control how they want to view a set of images. Data allows 
the viewer to participate with photographs in their own unique way 
and explore the documented experience. They are able to piece the story 
together for themselves and take away what is meaningful to them 
individually. 

Adding personal data not only gives us a new filter for exploring 
collections of images, but also provides another way to experience what 
is being documented in the photograph. The experience captured in 
the photograph is brought to life with personal data. There are other 
situations where data could be used to unlock and add more depth to 
the content in the documentation. Imagine if the images captured from 
Hurricane Sandy could be paired with weather data or wind speeds 
and viewers could use the data to parse through the images. In another 
instance, olfactory data could be combined with location data of street 
photography in New York City. Just by looking through my own images 
from New York City, I can recall the smell of salty sea air mixed with 
french fries in Coney Island, roasted peanuts on the street carts in 
Manhattan, and lilacs in bloom in the Brooklyn Botanical Garden. Images 
could be searched and filtered by smell, location, or both. The possibility 
of mapping by smell would offer a rich experience. I envision that 
viewing my Uncle Fred’s photographs from all over the world would be so 
much more telling if he was able to capture smell data. For example, the 
bazaars or souks in the Middle East are filled with exotic spices--cumin, 
cinnamon, cardamom--alongside the smell of garbage in the street. 

Just as the experience of capturing this data to include with the images 
is significant to how an audience processes the documentation, so is 
the viewing experience we provide. The platform, format, or method 
of viewing should change based on the information and the subject 
matter that is being captured. It is necessary that the system for images 
be designed and shaped to the documented experience. This would 
ultimately give a user a powerful method to tell stories with their images 
and allow a viewer to connect with images in their own way. 
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If we step away from the experience and think about Geocaching as a 
system, we can observe that it is a system almost completely maintained 
by its participants. A cache is created by a user who decides the content, 
how to present it, and where to store it. The experience of the user 
navigating to the cache is unique to him or her. 

Inspired by the sense of discovery in geocaching, I questioned whether that 
physical experience of exploring and discovery could be combined with 
photography and an experience in the digital space of a mobile application.

The Geocache
I thought about activities where I was able to participate in the physical 
world with the aid of a digital device. I immediately remembered my personal 
experience with geocaching, an underground hide and seek game, and how it 
could be applied to another experience that included photographs. 

Geocaching is an activity that allows users to find containers in the 
wild with the use of a GPS equipped device and an application on their 
network-connected smart phone. By using this technology, they first 
identify their physical location and navigate to the location of a cache. 
Once a cache is found the user typically leaves behind a memento in the 
container—their initials in a log book or, in some cases, an object or 
token. There is also a digital log within the application that they found 
the cache. Even though there are many different kinds of caches, ranging 
in size and type, they are all equal in value in the experience. The cache is 
a tangible device, a document that allows a participant to both mark their 
presence and connect with a stranger. 

What makes geocaching so fulfilling to me is the anticipation of what 
I will discover not only when I reach the cache, but also along the way. 
Geocachers are incredibly creative in providing information or history 
about the location surrounding the cache, what container they choose to 
use, and how they hide the cache. Geocaching is a secret layer beneath 
the surface of the physical world. You feel a sense of power by knowing 
and keeping secret this other space. I participate in geocaching for the 
excitement of discovering, learning something about my surroundings, 
and connecting with others in unexpected ways. 

The Geocache
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Photocache
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objective

Photocache is a mobile application for capturing, viewing and sharing 
photographs in a physical space. The application prompts users to seek out hidden 
photo collections and encourages them to explore their surroundings to discover 
something new. In this first iteration, the application is built to be used on public 
transportation, more specifically a train. While traveling by train is often a 
solitary experience, it is still shared with others. The smartphone has become a 
popular distraction for users while they take the train to work or to see family or 
friends. Using the smartphone, my goal was to provide an experience that would 
spark a connection or conversation between two strangers. As someone who 
uses trains regularly, both to get around Boston and to visit family on holidays, I 
imagined an interface where I could share my images with others riding the train. 
My hope was to pull myself and others out of the digital space of their phones and 
into the physical space of the train. 

I focused on creating a system with two functions. The first, to connect strangers 
using the document of experience, the photograph, a universal medium for 
communication.  The second, to develop a dynamic record of the space through 
user-generated content, similar to a time-capsule. 

introduction

Photography has always been a medium that separates the photographer 
from the experience they are documenting with the camera. As a 
photographer, you make decisions to participate or document. Susan Sontag 
speaks often of the photographer’s relationship with subject or experience,

The person who intervenes cannot record; the person who is recording 
cannot intervene (12).

I considered if dynamic media could challenge this view of the medium, 
break through this boundary, and allow photography to be more 
participatory.  The photograph is a form of communication that we 
use more today than ever before. It is easily accessible, both to capture 
and view, with the advances in photographic technology. Cameras are 
smaller and built in to devices we carry with us every day--cellular 
phones. Therefore, we are able to documenting the places around us and 
our experiences more easily. The people, stories, memories, objects, or 
documents derived from the space give us a sense of place or presence. 
Photographer and designer, Andrew Ellis made the distinction between 
space and place in his thesis. This motivated me to understand how 
a space takes on an identity or character, and how that is shaped by 
experiences recorded within it. I was excited to find ways where dynamic 
could be used to frame this identity of place. 

Space becomes place 
when we attach story
or meaning to it and 
when it starts to take 
on an identity. 
-Andrew Ellis

II: Photocache
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methods

I spent a great deal of time researching photo-sharing applications, 
writing a script, and developing touch-points for the experience. 
Generating participation was key to the success of the application. As I 
started to sketch out the screens, I focused my design on simple, clear, 
and easy-to-use--three characteristics that I appreciated with the mobile 
applications I was already using. As I started developing the menu and 
screens of the application, I had to make choices about what options I 
would present for a user. I required a user to set up an account and profile 
at the opening screen. A user would then be able to capture an image or 
view (or search) for an image. I also had an idea for a journal or a way 
to keep the photos you found. It could be as simple as allowing users 
to share a story in a caption and their unique perspective of a scene or 
experience within their photo. 

Because I wanted to encourage users to go do, explore, and be present 
in the moment, I thought about constraining at what point you can 
view the images shared by other users. Looking at other photo sharing 
applications, I noticed that I could browse photos by location tag from 
wherever I am and immediately be transported to a new place through 
the window of my phone. A feature that distinguishes PhotoCache from 
other applications is that it only allows users to view and share images 
when they are physically in that specific location. I discovered that I was 
working with two locations: a user’s location inside the train and the 
geographical location of the train in space.

How could I build a system that tracks both the user and the train as they 
capture, view, and exchange images of their experience? 

A relatively new technology iBeacon was the solution for facilitating 
location-based content. iBeacon, an indoor positioning system that 
works on Bluetooth Low Energy, enables an iOS device or other piece of 
hardware to send push notifications to iOS devices in close proximity. 
With the use of iBeacon, users connect and are notified when there is a 
Beacon nearby for them to explore a collection of images. The PhotoCache 
is password protected and a user's location acts as the password to 
unlock the collection of images. Users would be able to leave a piece of 
themselves behind for someone new to find. By capturing and viewing 
images, a dynamic story of this experience begins to take shape over 
time, all through user-generated content. 

After prototyping the application with paper, I moved to the computer 
with the aid of a wireframing software called Fluid UI. The software 
provided all the necessary elements for constructing the iPhone screen, 
menus, and buttons, as well as a way organize the screens and test the 
application in a web browser. 

 materials

II: Photocache
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results

Sketching was helpful in uncovering the paths a user may take to using 
the application. Prototyping on paper before moving to the computer 
allowed me to overcome challenges and solve the following usability 
questions: Where am I? Where am I going? How do I get there? 

I learned that the functions I originally wanted within the application 
wouldn’t fit on the screen of the iPhone. Features like a journal or a way 
to curate a personal log of photos that a user found, along with their own 
photos would be difficult to include. While, the ability to keep or store 
the photos you found allows you to preserve a memory to look back on, I 
remembered the magic of a photograph and what makes photography so 
unique compared to every other communication medium. A photograph 
is the physical record of something fleeting, a moment frozen in time that 
will never occur again. Just as a photograph captures a passing moment, 
so are we when we meet a stranger and make a connection. 

I wanted to maintain this idea of the fleeting moment. 

I discovered that requiring a user to login or create an account is 
a stopping point in the experience. Placing this at the start of the 
application may discourage the user from using it. Instead, bring the 
content to the user immediately and allow them to dive in right away. 

II: Photocache
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discussion

Photographs of a place allow us to remember our experiences in it 
from another point in time. There is memory and story attached to 
photographs that gets uprooted just by viewing. The spontaneous 
connections we make on the train are fleeting and difficult to make 
tangible. Geocaching attempts to make those connections tangible 
with the cache and the exchangeable objects inside. The coming and 
going and the storage or capture of something physical to represent the 
experience is much like how we already use photography. I questioned 
what purpose these images, these documents of experience, taken on 
the train served. Are my photos of train rides just for my own personal 
memory bank? I desperately wanted the space inside the train to come to 
life, become its own place, not just a sterile space you occupy in-between. 
We sometimes take the in-between, the time or space in the moment, for 

granted because we are so focused on getting to the destination. Taking 
a step back, I appreciate the train as a unique and interesting space to 
be in because it is a space within a space. With the Photocache, I was 
attempting to construct the identity of the train through user-generated 
and location-specific content. With geocaching, there is something 
powerful in the exchange that is created by the container. A bond is 
created subconsciously, just by finding this container someone else had 
found at another time. With photography as a communication tool, the 
exchange of images is representative of a conversation. 

II: Photocache
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conclusion

The Photocache is an example of how to experience photography both 
in the digital landscape and with others. The mobile application allows a 
user to participate with images in a new way one in which they are invited 
to explore the place around them, document their experience in that 
place, and seek out documents of experience of others that have been in 
that place prior. The activity of capturing photographs is traditionally a 
relationship between photographer, camera, and experience or subject. 

Today, we are able to capture photographs with such great ease, filling up 
our devices sometimes with images we may never use or look at again. 
The activity of viewing photographs digitally today is one in which we 
are confronted with infinite amounts of images. As the quantity of 
images increases, the value of images is diminished. Photocache attempts 
to restore the value of the image in conveying the experience, telling 
a unique story, creating a deeper more personal connection between 
photographer, viewer, and a shared space.

In other photosharing applications, the location piece is not as accessible. 
I can not search for photos by location on Instagram, only by users and 
hashtags. Someone has to tag their photo by location, then we can click 
on that tag and be brought to the collection. The Photocache reverses that 
experience of searching digitally, it requires you to physically move and 
be active to reveal photos. 

Photocache focuses on the image as a tool for communication and how 
it creates a dialogue between two or more people. I remembered my own 
similar personal experience with images of sunsets that I exchanged 
with an old friend, Chris Gonzalez in New York City. We never held 
conversations, we only shared our images of sunsets from the places we 
lived, yet it still felt like a connection or conversation. The image was the 
point of contact. 

Going forward, I ask where else can iBeacon be used in a photosharing 
experiences and what is the goal of collecting photos from a place?

Using iBeacon in a space that is stationary is one way the story of a place 
and experiences can be collected. For example, if the Photocache was on 
Boylston Street in Boston at the Boston Marathon finish line, I imagine 
would yield a variety of images both from the marathon, including 
images from the tragedy in 2013, tourists visiting the site and Boston 
locals making their way along the street.  A place takes on an identity 
through the photographs captured and shared by those that pass through 
or inhabit it. Places have stories, but the stories are not complete until 
the people begin filling in their personal experiences or memories of that 
place. 
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I observed something fascinating as I photographed the piece. The mural 
was transformed in a new way every time the viewers interacted with it.  
I was captivated as I looked at the images from the floor level, walking 
across them, and then as I made my way upstairs to view from the 
balcony levels. The piece was more striking with the additional layer of 
people woven into the space. Being immersed in the space and watching 
others’ response triggered such an emotional reaction, and I left the 
space with tears in my eyes. I was moved that photography could be used 
in this way. 

While this piece can’t be defined as dynamic media, I consider it a platform 
to create a dynamic experience for viewers. Viewers are able to interact 
differently with the photographs than if they were in a gallery on a wall. 
As viewers moved across the piece, they became a part of the work. I felt 
immersed in photography. This is just one example where the experience 
with photographs is altered by using the space in a new way.

JR The Eye of the Beholder
New York City Ballet
February 2014
I travelled to New York City to see an installation by street artist JR at the 
New York City Ballet’s David Koch Theater. I had previously seen images 
and videos posted online before arriving to see the piece in person and had 
understood that it wasn’t an example of photography in dynamic media. 

The piece was created with photographs of dancers clad in white and 
folded into white paper. The images were captured using HD cameras. 
Because of the scale of the installation, the floor of the lobby of the 
theater, the photographs had to be shot at a high resolution so to fill the 
space and not distort or pixelate. The experience that viewers had was 
more than I ever envisioned or expected. Simply put, the installation was 
photos printed onto the floor. Yet the viewers were completely engaged 
and transformed the space into something dynamic--just their presence 
put them in to the photograph, an environment was created almost 
effortlessly. Viewers became participants. They were as much a part of 
the work as the work itself as they walked through and lay down with 
the life-like ballerinas, and captured photos of the piece, often including 
themselves in their photos. 

The images were catalysts for a dynamic experience. Different viewers, 
different ways they interpreted the piece, and the photos they captured 
and shared were unique to their experience. These photos became 
evidence of the experience, a record of their moment in the space. 
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The Mosh Cyclorama
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the experience and producing the photograph. The photograph is then 
later reflected for the viewer to process and take away meaning. There 
is a both complex relationship and distance between the three, as 
photographer and viewer have different perspectives and understand 
visual elements in their own unique way. These become challenges that 
affect the story or message being communicated. 

When you create experiences which combine photographs with dynamic 
media, the roles of operator, object and spectator crisscross where the 
control is placed on the spectator. The spectator can affect his or her 
experience with the photographs and actively participate, something that 
the traditional medium lacks. By introducing photography to dynamic 
media, there is tangible feedback from the interaction in contrast to 

introduction

The operator, the object, the spectator. 

Roland Barthes describes the operator, the object, and the spectator early 
in his book Camera Lucida. 

The photographer serves as the operator with control over the camera, 
capturing and framing an experience for the viewer, and creating a 
representation of it in the photograph. The object is the subject being 
captured, an individual, an event, or an experience which exists on 
the other side of the camera. And lastly, the spectator is the viewer or 
audience that experiences the photograph. 

Unlike other mediums, photography is a language that involves these 
three in dialogue with one another. The photographer who is capturing 

III: The Mosh Cyclorama
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photography being absorbed and reflected in the subconscious. Dynamic 
media creates an additional layer where there is a kind of push back and 
the reaction is turned outward and seen.

Photographing musicians for 11 years has given me the opportunity to 
observe not just what is on stage, but also the response of the participants 
of this shared experience. I have developed habits, repeated methods 
from the moment I enter the space. Even before the music starts, I walk 
the room, I observe how the light falls across the stage, walls, and floor, 
and the sight-lines. I am startled at the response of the crowd, the roar 
that erupts as the lights go dark. There is an energy and a pulse to the 
experience that lives inside the crowd. However, it is difficult to capture 
and make tangible for someone outside the experience. 

The focus of a concert is typically what is on stage. All attention is on 
the lights, the sounds, and the energy of the band performing. This 
is the spectacle that mesmerizes a crowd, participants sharing in the 
experience. The spectacle for the photographer exists within the room. 
The photographer focuses attention on everything in the space. They take 
a step back, remove themselves, observe the experience, and capture a 
representation within the camera’s frame. All the energy and chaos is 
presented for the photographer only to control and confine. For what 
affect? To mediate the chaos, this overwhelming experience, for a viewer. Is 
there a way to immerse the viewer to pull them back in to the experience?

objective

Mosh Cyclorama is an immersive physical space, a platform for images 
from crowds, where the viewer can experience the chaotic nature of a 
mosh pit. In the experience, the viewer interacts with the images and has 
the ability to control the speed at which the images are displayed. A mosh 
pit naturally creates a circular space where people move quickly around 
the edges leaving an opening in the center. When watched from above, it 
resembles a tornado. The center of the space is calm and at rest, yet as you 
move closer to the edge you are pulled in and along with the movement 
of the people. Therefore, in the Mosh Cyclorama, the images of the crowd 
on the screen change more rapidly as a user moves closer to the screen 
and slow down or pause as a user moves toward the center of the space. 
With this platform, I hope to give an audience a new way to experience 
photography, another access point where they can participate and affect 
what they wish to see. The Mosh Cyclorama serves as an example of how 
dynamic media and photography can be combined in a physical space. 

My goal for my users is that they can catch a glimpse of this uplifting, 
energetic, and chaotic experience. By providing both a new access point 
and a means of control with room for observation and reflection, I 
anticipate that users would have a clearer understanding of a mosh pit 
and a new way to discover the experience.

When the spectator becomes operator, the control is passed to them. They 
are the apparatus, not the camera. With this control, the spectator is able to 
reflect, reinterpret, and form a narrative? Can the spectator connect with 
the object in the photograph, the crowd or the experience, on another level?

III: The Mosh Cyclorama
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methods

I developed the concept through doodles and sketches to complete 
drawings and describing how the space would operate. To preserve the 
authenticity of the experience of a mosh pit, the same circular space had 
to be created with curved surfaces, walls or screens to enclose the user. 
The perspective of the content used for the video was a key element in 
recreating and setting the stage for a participatory experience. It was 
important that images were captured from the perspective of someone in 
the crowd to allow the user to feel a part of the experience. 

I researched other art that was displayed in a 360-degree form. I was 
intrigued by the Boston Cyclorama and its history of housing life size, 
panoramic murals. I looked towards panoramic paintings like one 
depicting “The Battle of Gettysburg” and discovered Sanford Wurmfeld’s 
E-Cyclorama, a contemporary example of a painting in the round. Using 
the historical model of a cyclorama, I imagined projecting photographs 
on the walls. These photographs would change based on the distance  of 
a viewer from the walls. The experience would behave much like the real 
experience. As as user moves closer to the crowd depicted in the images, 
it becomes chaotic and turbulent, with images moving quickly across the 
screen. If a user is further away or closer to the center, the images would 
slow down and eventually pause. 

I started by building small paper models with printed photos sourced 
from Flickr. I was particular about the perspective--eye level, life-like--
to recreate the feeling of standing on the floor next to the people in the 
crowd. From these physical models with still images, I progressed to the 
digital space by creating a video using the images as frames and varying 
the speed to simulate how I wanted the experience to work. The video was 
then projected on flat walls in the studio space. I began user testing this 
flat surface experience with a fellow graduate student, Sofie, in which 
I asked her to move closer or further away from the wall based on the 

cyclorama 
a panoramic painting on the inside of a cylindrical platform, designed 
to provide a viewer standing in the middle of the cylinder with a 360° 
view of the painting. The intended effect is to make a viewer, surrounded 
by the panoramic image, feel as if they were standing in the midst of an 
historic event or famous place.
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Sample images sourced from Flickr with 
permission from the photographer,  
James Lamberg. 

(flickr.com/photos/jameslamberg/)

materials

Dowels, rope, shower curtains, tape

speed of the video. Additional testing included projecting onto a shower 
curtain, where the video could be seen from both sides. At this stage, I 
introduced the element of interactivity with a Kinect that detected an 
object and that object’s distance from the screen. The Kinect captured the 
necessary data from the physical space and fed that data to a Processing 
sketch which controlled the speed of the projected video. 

I created a more formal sketch in Illustrator using the dimensions of the 
room in the Bakalar Gallery. The sketch included the structure with an 8 
ft diameter, a 3 ft opening for entry, the distance of the projectors from 
the screen (structure), and the distance from the ceiling if the structure 
was hung at average eye level. I prototyped a half circular structure from 
dowels, paper, rope, and tape in the studio space. Projecting on this half 
circle was meant to understand how the image would appear, get a feel for 
the placement of the projector, and determine where the image started 
to distort on the curved surface. I then built the full 8 ft circle from the 
same material replacing the paper with shower curtains and suspended it 
from the ceiling. My goal was to determine how the space felt and if the 
screen was free flowing on the bottom vs stretched or rigid.

capturing the content

I organized and secured credentials at three concerts in one week for 
myself and another photographer, Tom Harmon. Tom was capturing 
images of the crowd gathered for artist Flogging Molly, an Irish folk-
punk band, at the Electric Factory in Philadelphia on a Monday night. 
That same week, I would photograph the crowd for the same artist at the 
House of Blues in Boston on Wednesday night. The last night of capture 
would be Thursday at The Palladium in Worcester of the crowd for Bring 
Me the Horizon, a hardcore band based out of the UK. 

III: The Mosh Cyclorama
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Prior to photographing the shows, we discussed how to set our cameras 
and the equipment. Based on experience, we chose to keep the camera 
ISO sensitivity between 4000 and 5000, best for low light conditions. 
The shutter speed would fluctuate as needed-- 1/15, 1/30, and 1/60 
of a second--determined by the available light needed to capture the 
movement of the people. The slower shutter speeds would bring out more 
motion blur. Flash would reveal more of what was happening in the space 
of the mosh pit, however the goal was not to freeze the movement, but to 
see it pull across the frame. If a flash was necessary, it would only be used 
to fill in the areas that were completely dark, positioned above the crowd 
or reflected off a bounce card. 

Other important elements to consider were the lenses and perspective. 
We chose to use the widest and brightest lenses we had in our collection 
to allow for the most light possible in the dark venues. The perspective 
would be wide, panorama, framing from the waist up, shot straight on, 
as life-like as possible to simulate a viewer being there inside the crowd. 
Lastly, the quantity of usable images we aimed to capture at each show 
was 200-300, a large collection of images to choose from. 

Several factors existed outside of our control that posed challenges. The 
first was the lighting at each venue and how it varied across the space. 
Often at these venues the stage is very bright and well-lit yet the floor 
area for the audience is dark, filled with shadows, or back-lit forms. 
Another challenge was the venue security. Traditionally, photographers 
are able to shoot from a press pit area in front of the stage for the first 
3 songs of an artist’s set, no flash is permitted. After those three songs, 
the photographer exits that area and can watch the show from anywhere 
in the venue. Photographers are not permitted to continue to take 
photographs beyond those three songs. 

I have learned this rule several times and yet I am still willing to break it.  
Because when you are in charge of documenting an experience, you work 
to capture every moment, and you shouldn’t let anything stand in the way 
of that. Pushing boundaries and taking risks is part of a successful craft. 

Learn the rules like 
a pro, so you can break 
them like an artist. 
-Pablo Picasso

III: The Mosh Cyclorama
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results

Through all the testing conducted, I determined the necessary resources 
for fabrication as well as technical equipment.

From testing on the campus, a small space next to a stairwell in Tower, 
I learned how much space participants would have to interact with the 
projection in a long space. The space on campus was chosen as it was very 
similar to the space for Fresh Media at CyberArts Gallery. 

Capturing the content presented its own set of challenges. The first 
evening, Tom had wanted to take some test shots of the crowd during 
the first artist’s set. The camera and equipment he was using concerned 
security personnel and they forced him to leave the venue.

We realized we had to make the camera disappear and it was nearly 
impossible to do that with a digital SLR. The GoPro camera, significantly 
smaller in size with the ability to hide it within clothing, naturally 
became the primary camera. A few hours before the show, I tested the 
GoPro in the studio and on campus to understand the size of the images 
captured, the focal length, the capture interval (how many seconds 
between each photo), and the angle to set the camera. I covered the 
GoPro’s waterproof housing in black electrical tape, making sure to hide 
all the indicator lights. I then attached the GoPro to the GoPro chest 
mount accessory and tried a button down shirt. This was awkward, 
blocked the camera lens, and was very noticeable. I cut a hole in an old 
black, cotton t-shirt that had some stretch to it. Perfect! The camera 
lens’ view stayed in place, it laid flat enough to my chest that it was 
unnoticeable, and did not prevent me from moving around. 

» Hardware: iMac, Microsoft Kinect,  

3 short throw projectors

» Materials: bendable piping (PVC 1" max 

thickness), modified couplings, projection 

fabric 5ft in height 

» Programming: Processing 

or OpenFrameworks, MPE (Most Pixels 

Ever) to run the video across 3 screens, 

MadMapper projection mapping software
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Sorting through the resulting content, I realized I had to be a little more 
lenient with the images I chose. As a photographer, I have a critical, 
developed eye for editing and curating. I focus heavily on lighting, 
composition, sharpness, and focus. However, these images were far 
from that with light trails blazing across the frame, blurred bodies, 
shadows, and abstract forms. The content was far from what I was used 
to editing. Approximately 1000 images were captured from the GoPro, 
and in my first edit I had only chosen 50. I am so accustomed to editing 
concert photos for newspapers, websites, and magazines, that I struggled 
with letting go. My thesis advisor, Daniel, offered advice to look at the 
experience as a whole--a concert is filled with constant changes to lights 
and the images really reflected that. There was a pulse that you could see 
in the images as you scrubbed through them on the computer screen. I 
returned to the collection of images again, this time looking for a range, 
images that were completely dark to those that were overexposed. 
When the final selection of images was imported as a sequence in to the 
video editing program, Adobe Premiere, a stop motion effect naturally 
occurred. 

I was able to collect feedback from showcasing one panel of the 
installation at the annual Fresh Media show at CyberArts Gallery in 
Jamaica Plain. I also had the opportunity to give a gallery talk to a group 
of students from Smith College’s Computer Arts Department. Users 
commented that they wanted to be put inside the image, see themselves 
projected into the mosh pit. While excited to watch others in the mosh 
pit in the images, they too wanted to be a part of that experience. 
Others asked if it could work with multiple people, imagining something 
different would happen if there was more than one person in control. 
Users suggested adding sound, touch, and floor vibrations to provide 
more of the sense that you were in that space. The students asked 
questions about my concept and process. I thought it may be helpful to 
come up with a checklist for someone new to interactive installation. 

III: The Mosh Cyclorama
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1. be flexible.

You WILL have to make changes or modifications to your original design. 
I’m here to tell you that is ok. This particular installation was greatly 
affected by space and technology. There were a total of 5 spaces, both 
galleries and prototyping spaces, that I had to build for. I had to learn to 
relax and let go of having such a tight grip on the setup and not try to 
resist change so much. If you let this initial stage stress you, you’re not 
going to make it through everything that comes next. 

2. hold fast to your original concept even if you don’t know how 
to do something.

I come from zero experience in installation art and limited knowledge 
of programming technology. There are resources at MassArt, the DMI 
family, and the artist community, Refer to #3 for more.

3. ask for help.

The community at MassArt is a wealth of knowledge and great resources. 
You have students across SIM and video that may already understand 
what you’re trying to accomplish. You MUST seek them out. I was lucky 
to have so many people willing and able to help. My thesis advisor, 
Daniel Buckley who was an expert at projection mapping, Processing, 
and OpenFrameworks, Fred Wolflink who spent countless hours with me 
and Processing and the Kinect, and Cindy Bishop who provided the final 
sketch for us to modify. 

Maroon’s Guide to 
Interactive Installation

III: The Mosh Cyclorama
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4. go low tech.

I’m a visual and hands-on learner. I have to see something in a physical 
form to understand how it is going to work or feel. Start to work on a 
smaller scale--paper, pencils, post-its, glue, tape, and cardboard. I began 
with a doodle, then sketches, then moved to a physical table-size model, 
and finally a prototype with wooden dowels, rope, and shower curtains. 
You can save time and money by trying out your ideas in these ways. 

5. throwback: basic math and geometry.

I had to recall a great deal of my high school math skills. I was not the 
best at math in school and of course I hated it. Working through the 
builds for this installation brought back memories of my math anxiety. 
Take a breath. You get to use a calculator and some software this time. As 
I mentioned earlier, there were a total of 5 spaces. This meant calculating 
dimensions, placement of technology, fabrication, and overall setup-
-FIVE times. I chose to work on the most difficult space first which 
made the math much less painful to get through on the other four 
spaces. Getting the exact measurements is crucial to the success of your 
installation and will save you time troubleshooting later on. 

6. be prepared to answer questions..a lot.

Questions are natural and important to the process. Take questions 
as they come up, address them, and move on to the next. Don’t get 
overwhelmed. Instead, find a way to prioritize and make decisions quickly 
by what you find. Accept that once you answer one question, there may be 
three more questions behind that one based on your answer. Questions 
are unavoidable, don’t try to steer around them. 

7. tell everyone about it

The more you share your project with others, the more feedback you will 
get in return. This also opens the door for others to share resources and 
point you in the right direction. For instance, I shared my work with an 
artist John Gonnella, who came into my work one day. John was one 
of the first artists outside MassArt I discussed my idea with. He was so 
excited! He also pushed me to contact local technology and advertising 
companies for sponsoring my work or donate the equipment needed to 
make it happen. A new friend, Daran was interested in how I was going to 
be using the GoPro in the crowd. He was already planning to attend the 
concert, helped me capture the images, and survive the wild crowd for an 
hour and a half. I also created a crowdfunding campaign on IndieGogo 
to raise the expenses needed for the technology and fabrication of the 
structure. I learned how to present the project clearly and convey my 
vision to a new audience for feedback.

III: The Mosh Cyclorama
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conclusion

By removing the photograph from its traditional 2-D space, specifically 
within the space of the  gallery, the experience captured in the image 
comes to life. The photograph begins to create a space within a space, the 
frame is a window to the experience, this other world where the viewer 
can escape to. The new platform for the photograph packages it in a way 
that aims to restore the authenticity of the experience documented. 
Creating an immersive experience for a photograph, allows a viewer to be 
guided back to the event and invited to participate. 

The Mosh Cyclorama is an example where control is the emphasis in the 
interaction. Manipulating how images are displayed, releases the control 
from the photographer and gives the control to the viewer. They are able to 
uncover the document of experience with this new interaction. I imagine 
how viewing the images live at the same time as the concert would affect 
the experience viewers have with the images. 

The tools we use for documentation have allowed us to break through 
other experiences that were once challenging to capture. One example 
would be surf photography. The technology available today provides 
photographers with the ability to capture surfing from multiple points of 
view. Gear that includes, waterproof housing, remote controlled helicopter 
drones, and various mounting hardware opens up so many possibilities 
for documentation. I am always moved seeing these images. However, I 
question the medium and platforms I view them with--print, web, social 
media, and applications my mobile device. 

What platform is going to push these kinds of images further where the 
content really engages and immerses the viewer in the experience of 
riding a 10 ft wave and being rolled into the barrel as it breaks?

My immediate response is a similar structure to the cyclorama, turned on 
its side, one that resembles a tunnel or barrel. A user could walk through 
the space, photo and video documentation would play and move around 
them, shifting as they moved through it. In this new experience, it would 
be interesting to think both about how to create and control sound and 
how the interaction would work.

The experience of a concert that is captured and seen most often in 
images is the artist on stage. This is just one perspective from the concert-
-the photographer’s from the press area. Today, we have better tools to 
document the space of a mosh pit. The crowd is a space that needs to be 
captured, recognized by media, and seen by the public more so than it has 
in the past. There is more depth to the experience with this additional 
documentation. Images captured in the crowd convey the energy of the 
human spirit in relationship to the music.

photo by Ryan Struck
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conclusion

What can dynamic media do for photography that photography can’t do for itself? 
-Joe Quackenbush 

A single photograph can speak volumes just by what it includes or 
excludes and the perspective of an experience that it presents. “Images 
are one means of representing information, yet logic not imagery 
communicates the true intention” (Kubasiewicz, 12). Therefore, when a 
viewer interacts with an image, they are processing information in visual 
form. Each viewer connects with the information in a photograph in 
their own unique way, be it through memory or experience, taking away 
what is meaningful to them. Dynamic media allows us to tap into this 
connection, provide an additional layer of information, context, and adds 
new access points for the viewer. As I define a photograph as a document 
of experience, dynamic media is the key to unlocking and enriching the 
experience in a photograph. 

In the past, photography was exclusive. With limited access to cameras, 
film, and a means of producing images, the medium could be thought of 
as a kind of secret club. Today, with camera technology easily accessible to 
almost everyone, photography has become a popular visual language and 
images are a significant part of our culture of communication. However, 
photography has also evolved into a commodity. We are saturated with 
photographs in the digital and physical space more so than ever before. 
Images are ubiquitous, perishable, and as a result, have lost their value. 
Restoring the value in to photographs is central to my work and this 
thesis. 

Dynamic media systems adapt to its users and the stories that they are 
trying to tell. Through my case studies I explore a series of methods 
for adding value to photographs and enriching the experience of 
photography both for the photographer and the viewer. My work 
illustrates the power of combining data relative to the experience in 
the photographs. Data allows a photographer to tell a more compelling 
story by inviting viewers to participate in the experience. Viewers 
are empowered to explore collections of photographs in new ways. 
Photocache focuses on the photograph as a point of contact for 
communication. It proposes a system where we can use images to form 
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meaningful connections in the digital space. Through a participatory 
experience in a shared physical space, users exchange photographs of 
personal experiences, memories, and stories. Mosh Cyclorama imagines a 
new way to view photography in the physical space, one that is immersive, 
participatory, and experienced from a unique perspective. Users are given 
a new entry point to the documentation as well as a way to control how 
images are displayed. 

There are new devices for capturing and sharing images, systems for 
telling stories, and tools for controlling our viewing experience with 
images. As we capture images, we seek new devices for communicating 
our experiences more deeply. With the unprecedented volume of 
images we are exposed to on a daily basis, we are in need of tools that 
provide new ways to interact with images and understand what they 
communicate. I recognize a need for systems to be more specific with 
the ability to adapt to users and content. The type of experience in a 
photograph should determine the tools or methods chosen or the way the 
system is designed. Users need more control over photographs because 
of the immediate nature at which they are produced and consumed. 
Adding this layer of control provides a tool for viewers to filter and sort 
collections. This transforms the passive viewer into an active participant 
shaping the story and meaning of the photographs they are looking 
at. Combining photography with other forms of media--sound, video, 
or interactive elements--is not always going to enrich the content or 
story behind an image. It all depends on the type of experience being 
documented. 

While dynamic media opens up many possibilities for the medium of 
photography, it is important to point out that not every facet of the 
medium may be enriched by dynamic media. Commercial photography 
could be investigated further from as photographers here are producing 
and working with large collections of images. My work primarily focuses 
on the opportunities that we can uncover for consumer, documentary, 
and photojournalism.

With my research conducted through the lens of dynamic media, I 
now have a new approach and understanding of photography as a 
communication medium. My  goal is to discover more ways to use new 
media as a tool for pushing content forward to captivate viewers. To 
accomplish this I began designing systems in the digital and physical 
space that invite users to participate, feel immersed, and ultimately 
take control over how they access and process images. When curating 
experiences for my audience in the future, I will look to tools and 
platforms that encourage my users to explore, investigate, and provide a 
means to add value to their images. 

As technology evolves, there are new opportunities to enhance the 
experience of viewing photography. Devices like the Autographer, a 
wearable camera, combats the traditional mediated experience of 
capturing images. The camera’s ability to record multiple pieces of data 
delivers a method for viewing, filtering, and organizing collections of 
images. The GoPro camera presents a new point of view of an experience, 
with options for wearing or mounting virtually anywhere.  Mobile 
applications like Momentage are designed for combining images with 
audio, video and text for richer storytelling.

By bringing photography and design closer together we can create new 
opportunities to share and tell stories through images. Photography’s 
next pivotal moment will be framed by both photographers and 
designers. There is opportunity for both communities to shape how we 
use this communication medium. Through collaboration, embracing 
new technology, and integrating dynamic systems, we can engage our 
audiences in completely new ways, restore the value back in to the image, 
and push photography in new directions.  

Conclusion
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