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Abstract

Visual representation has always been a research field for phenomenological theories. If we analyze 
contemporary art in a phenomenological context, we will find a three-way relation between the viewer, 
the artwork and the creator. This connection constitutes a type of communication between the two parties, 
that use the artwork as an interface. These thoughts serve as a starting point for this paper, which focuses on 
the mechanisms of perception and the bodily experience by which a contemporary artwork is interpreted 
and understood. Phenomenology provides an interesting perspective and gives the appropriate tools for 
the analysis of human experience. Contemporary art practice is a large field with many different types of 
artistic expression. As a research field for this paper I have chosen to look into the work of three artists, 
Andrew Thomas Huang, Rafael Lozano-Hemmer and Matthew Stone. Although they seem to focus on 
different ways of expression, they combine and experiment with different types of artistic creation, as well 
as addressing bodily experience.
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Visual representation has always been a research field for phenomenological theories. If we analyze 
contemporary art in a phenomenological context, we will find a three-way relation between the viewer, 
the artwork and the creator. This connection constitutes a type of communication between the two parties, 
that use the artwork as an interface. These thoughts serve as a starting point for this paper, which focuses on 
the mechanisms of perception and the bodily experience by which a contemporary artwork is interpreted 
and understood. Phenomenology provides an interesting perspective and gives the appropriate tools for 
the analysis of human experience. Contemporary art practice is a large field with many different types of 
artistic expression. As a research field for this paper I have chosen to look into the work of three artists, 
Andrew Thomas Huang, Rafael Lozano-Hemmer and Matthew Stone. Although they seem to focus on 
different ways of expression, they combine and experiment with different types of artistic creation, as well 
as addressing bodily experience.

Studying the viewer’s mental activity and experience as part of the significance and character of 
an artwork led to a phenomenological approach of the subject.This theoretical approach gives the 
appropriate tools to be able to deal with this relation between the viewer and the artwork, as it examines 
issues concerning optical and other ways of perception, multiple gazes and the subjective character of 
experience. As a theoretical terrain for analyzing contemporary art, phenomenology can provide different 
views of analyzing a piece. The following part of the paper presents the key factors that will help us with 
the analysis of the artworks. These factors will be analyzed separately below.

The way of describing an individual as embodied subject in the world gives the opportunity to analyze 
the range of perceptive mechanisms of the viewer and his reciprocal relation with his surroundings and 
within a certain space. As phenomenology measures experience, mental activities and reactions, an artwork 
can be characterized as an interface, as a frame which encloses the artist’s creation. This relationship is 
often reciprocal, as it often introduces the interactive factor.

Analyzing the artwork’s phenomenological depth through its layers of meaning is a useful tool to 
comprehend the different elements that compose the artwork and the range of parallel dimensions it 
presents. Phenomenology also introduces the concept of the “flesh” as an element of being, a tool that 
simultaneously separates and unites us with the world and plays an important role in what we experience.

Finally, analyzing an artwork in terms of perceptive mechanisms led to the study of narration, an essential 
element that helps the creator pass his thoughts and ideas to the viewer by experiencing a short incident.

Contemporary art and the new technological means of representation played a major role in the way we 
perceive art and things in general. Vivian Sobchack mentions that the appearance of new representative 
technologies distorted the former perceptive mechanisms and allowed the creation of a new perceptive 
way of existential and embodied presence. This distortion created new relations between subject and 
object, which is what phenomenology deals with.1 In that way, choosing to analyze three contemporary 
artists through phenomenology makes sense, as a study of those new perceptive mechanisms.
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Phenomenology

Phenomenology provides an interesting approach concerning the “view”, the perception of a 
“phenomenon”, that can be an object, a situation or an event, a place etc, as the viewer’s mental process 
of trying to make sense of what they see. Phenomenology sees things through the human consciousness. 
It is a way of rescuing things from the objective sphere of science transferring them back to the sphere of 
experience.

Maurice Merleau-Ponty, a theorist of existential phenomenology, argues that all the information about 
the world, even the scientific one, is accessible through a personal point of view. In this sense, the objective 
world of science is neither the world in which humans live, nor is the world a creation of the subject of 
experience.2 Torben Crodal, film theorist, claims that what discriminates the phenomenological from the 
scientific approach is the fact that this theory refers to the sensual data of consciousness, whereas science 
describes and explains them.3

Embodied subject

Paul Crowther in his book “Phenomenology of the Visual Arts” talks about a phenomenological approach 
of art, using the term phenomenological depth, to describe and study the ontological reciprocity of 
subject and object of experience. The embodied subject is immersed in a physical world that forms a 
specific character through the range of cognitive and motor capacities which the subject brings to bear 
upon it. At the centre of Merleu-Ponty’s philosophy lies the inseparability of the self and the world. He 
was equally opposed to those theories which see perception as a process of reacting to stimuli coming 
from outside and those that claim that consciousness is autonomous. The human mind is connected to 
both the body and the world. Our physical situation in the world affects our perceptions and experience. 
Perception is possible only from a personal perspective. How space, for example, appears to us, depends 
on the presence of a psycho-physical subject. Bodily intentions reside primary in our relation to the world, 
which has been constituted for us even before we encounter it in cognition.4

Merleau-Ponty does not just emphasize the shared material physicality of the body and the world, 
he emphasizes how they define one another’s character. The shape, size, position, and perceptual 
characteristics of physical things are not absolute, but instead are correlated with the size and perceptual 
abilities of the creature which apprehends them.5

In relation to contemporary art, the phenomenological notion of embodiment can relate to the viewer’s 
state of quasi-immersion in the artwork. This can be found in all forms of artistic creation, even in the more 
static and traditional ones, culminating in the digital and virtual art of nowadays.

Andrew Thomas Huang in his 360 video for Bjork entitled “Stonemilker” offers the viewer a virtual reality 
experience in space, enhanced with the music and the performance of the singer. He also appears sensitive 
concerning questions of perception and interconnection, especially in his 10 minutes experimental fantasy 

Huang, A.T. and Bjork (no date) 
Stonemilker 360 Virtual Reality 
Experience Available at: http://
www.andrewthomashuang.
com/.
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film entitled “The Solipsist” about the way living things connect, the boundaries between them and 
what happens when boundaries collapse.6 The film presents characters and creatures whose bodies are 
combining in some way in every movement of the film, filling the void between each other and forming 
into one conscious entity.

Embodiment can also be achieved by the use of movement and space. Rafael Lozano-Hemmer’s public 
installations “Body Movies” and “Under Scan” surprise the viewer as a happening in an open space and 
invite him to become one with the artwork. By installing a series of sensors and projectors, the artist gives 
his spectators the opportunity to see the projection of another person in their augmented shadows.

In his work “Body Movies”, the artist challenges the passive spectatorship of the mediated city with 
projection. He projects the spectators’ shadows on the exterior walls of a building, introducing a sort 
of game with the shadow. Lozano-Hemmer makes use of the shadow as expressive elements in other 
installations, such as “Under Scan”.

Huang, A.T. (no date) The Solipsist 
[video]. Available at: http://www.
andrewthomashuang.com/.

Lozano-Hemmer, R. (no date) Under Scan [public 
installation]. Available at: http://www.lozano-hemmer.
com/.

Lozano-Hemmer, R. (no date) Body Movies [public installation]. 
Available at: http://www.lozano-hemmer.com/.
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“Under Scan” is a large-scale video installation featuring one thousand video portraits activated by the 
shadows of passers-by, using a custom-made tracking system to detect and follow the shadows. The video 
portraits are randomly selected and consist of short performances of other people that look directly at the 
camera, as so at the gaze of passers-by. As the artist claims, “The piece was intended as a public takeover of 
a city by its inhabitants, linking high technology with strategies of self-representation, connective engagement 
and urban entitlement.” 7

Passers-by become suddenly integrated in the artwork, as it is their shadows that trigger the projected 
images. Their bodies transform from material entities to shadows that frame the image of another person. 
His installations challenge the viewer to rethink about the relationship of the individual to the collective.

In the case of Matthew Stone, “Body Language” and “Optimism As Cultural Rebellion” installation series 
provide a rhythm of navigation in space, like “a-perspective constellations” as curator Hans-Ulrich Obrist 
mentions. They consist of multidimensional constructions of entangled and disentangled bodies in 
fragmentary poses and oppositions. Stone’s work is often based on photography, and also in the case of 
his installations, where he uses staged images of bodies. His images often appear as human landscapes, 
as multidimensional beings full of life. The pivotal questions presented are of separation and return, of 
challenges to perception of individuality. Separated bodies physically return, placed to undergo a romantic 
mutation that enables a metaphysical reconnection.8

Stone, M. (no date) Body Language [Installation]. Available at: http://matthewstone.co.uk/.
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Huang also makes use of space in his work “Interstice”, a multi-sensory film installation and selection of 
digital prints inspired by lion dances, demon-arding, and occultish functions and depictions of the veil and 
all it has come to symbolize. As he mentions, “because the whole film is a series of chapters, it was important 
that everyone move from one chapter at a time, or one veil at a time. Then again, it is kind of like passing through 
different repeated barriers. I want to feel like they are walking into a big, confrontational, transformed space.” 9

Interface

In this relation between the viewer, the artwork and the creator, the artwork can be seen as a form of 
interface that is presented to the viewer and contains what the creator wants to present. It functions as a 
frame presenting an image, an imaginary scenery which charges the viewer mentally. The type of interface 
varies depending on the the form of artistic creation examined. Interfaces are present in our everyday lives. 
Vivian Sobchack’s idea of new perceptive ways examines the new relations between subject and object 
that new technological means have brought.10

Interface is often related to the factor of interaction. The viewer in these cases participates actively in 
the generation of the work, emphasizing the reciprocal relationship between viewer and artwork. Rafael 
Lozano-Hemmer makes use of the interactive factor in his art practice, with examples such as the “Shadow 

Huang, A.T. (no date) Interstice [installation]. Available at: http://www.andrewthomashuang.com/.
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Box” series and “ Redundant Assembly”. In addition, in his installation work as mentioned before, the viewer 
is part of a creative process and formulates the artwork in a different way each time.

“Shadow box” is a series of interactive displays with a built-in computerized tracking system. One of 
these pieces shows a grid of thousands of random numbers extracted from dresses photographed by 
Google Street View, and as the viewer walks in front of the piece, their silhouette is represented within the 
display. In “Redundant Assembly” an arrangement of cameras composes a live-portrait of the visitor from 
six different perspectives at the same time, aligned using face detection. As a result, a strange image is 
generated, detached from the laws of symmetry and the depth of perception of binocular vision. If several 
visitors are standing in front of the work, a composite portrait if their facial features develops in real time. 
Apart from questioning the notion of identity, the artist puts the viewer in front of an interface, an artwork 
that is  presented as a sensitive layer of interaction.

In the case of his installation work such as “Under Scan”, the interactive factor of triggering projections 
in the shadows makes them function as an interface activated by the body of the viewer. As Mark Hansen 
points out, the shadow function as an interface which can achieve agency within the informationally 
energized space of the installation solely because and insofar as it disembodies the individuated body.  
The viewer’s body activates hyperlinks to visual and auditory events predetermined by the artist. In his 
work, the artists “opens” the body of the participant to beings and events outside of it. The body’s shadow 
becomes a medium of contagion, and as the artist claims, “the shadow functions as a disembodied body 
part, inseparable from the body but not of it.” 11

Lozano-Hemmer, R. (no date) Shadow Box [installation]. Available at: http://www.lozano-hemmer.com/.
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Depth and Layers

Contemporary art seems to take many different forms and related to a variety of styles and meanings. 
If we analyze it through phenomenology, art seems to provide different “layers” of meaning to the 
viewer to perceive. Crowther’s “phenomenological depth” as an interpretative concept can be applied 
in contemporary art forms as a tool to understand its different layers. He claims that contemporary art, 
especially installations or “assemblage art”, allows the viewer to understand this “phenomenological depth” 
as a sensory spectacle through optical or even tactile deconstruction of the artworks’ traditionally unitary 
visual presence into a function of intersecting elements and layers of meaning.12

These layers may be presented in different ways. In Huang’s work, especially in his 360 virtual experience 
“Stonemilker”, more visual dimensions are deployed in the occupied space. The notion of “assemblage” can 
be translated in a variety of meanings, whether talking about different dimensions, materials, techniques 
or space. Posing Huang’s work as an example, assemblage can also be found in his installation work such as 
“Interstice” as a combination of film and space, or even in the way he creates his films through a combination 
of different techniques to achieve a variety of pictorial spaces, as he does in “The Solipsist” film.

In the case of Matthew Stone, his installations are characterized as “multidimensional” in his interview 
with Hans-Ulrich Obrist. 

“I was wondering whether this sense of multidimensionality could move from the formal perspectives that 
cubism challenged into the conceptual realm. We can project ideas into multiple dimensions, and then maintain 
a multitude of perspectives on those ideas.” 13

Rafael Lozano-Hemmer’s work can also be studied through different layers. In his public installations, the 
artist creates a perceptive depth through many layers of projection, that change according to the viewer’s 
movement. The movement, the alternate viewpoints and the active positioning in relation to the artwork 
provides the viewer a unique sensory experience. By combining many different elements, his installations 
render architecture, the city, the body, space and technology vulnerable to the outside. In that way, as the 
viewers become users, they realize their surroundings in depth and become aware of their own physicality.

Lozano-Hemmer, R. (no date) Redundant Assembly [installation]. Available at: http://www.lozano-hemmer.com/.
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Flesh

Merleau-Ponty introduces the notion of the “flesh” to describe the reversibility of our relationship with 
the world, that can be found in the act of touching, for example. To touch means to be touched and to see 
means to be seen. “The flesh is not matter, in the sense of corpuscles of being which would add up or continue 
on one another to form beings. Nor is the visible (the things as well as my own body) some “psychic” material 
that would be brought into being by the things factually existing and acting on my factual body. In general, 
it is not a fact or a sum of facts “material” or “spiritual”. Nor is it a representation for a mind: a mind could not 
be captured by its own representations; it would rebel against this insertion into the visible which is essential 
to the seer. The flesh is not matter, is not mind, is not substance. To designate it, we should need the old world 
“element”, in the sense it was used to speak of water, air, earth and fire, that is, in the sense of a general thing, 
midway between the spatio-temporal individual and the idea, a sort of incarnate principle that brings a style of 
being wherever there is a fragment of being. The flesh constitutes an “element” of Being.” 14

In this sense, the flesh is a tool for experiencing. Laura Marks in her book “The Skin of the Film: Intercultural 
Cinema, Embodiment and the Senses” refers to the notion of “haptic visuality” to describe experience. 
Haptic visuality is different from optical visuality, which sees things from enough distance to perceive 
them as distinct forms in deep space. Unlike optical visuality which depends on a separation between 
viewing subject and object, haptic looking tends to move over the surface of its object rather than to 
plunge into illusionistic depth, not to distinguish form so much as to discern texture. As Marks mentions, 
“it is more inclined to move than to focus, more inclined to graze than to gaze”. 15

The notion of flesh as Merleau-Ponty describes it is present in Matthew Stone’s art practice, especially 
in his photography and digital processing work. In his series  “Cosmic Flesh”, “New Photography” and 
“Unconditional Love”, he draws a parallel between flesh and paint emphasizing the artwork’s haptic visuality, 
claiming that “It feels necessary to challenge the established worship of paint as untouchable cosmic flesh, but 
in doing this I intend to contribute to the continued legacy of its emotionally manipulative power… Whilst paint 
might not take the place of flesh, the questions of objectively documenting versus subjectively representing the 
intangible nature of human behavior remains.” 16 Apart from his abstract work, body imagery is present in 
his photography and installation work such as in “Body Language”. 

Stone, M. (no date) Cosmic Flesh [Digital 
print & acrylic on linen]. Available at: http://
matthewstone.co.uk/.

Stone, M. (no date) Body Language [Installation]. Available at: http://
matthewstone.co.uk/.
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Unusual body imagery can also be found in Huang’s work. In his “Hyperskins” work, a virtual sculpture 
series that cycle in an infinite loop inspired by Timothy Morton’s philosophy of “Hyperobjects”, grotesque 
creatures are presented to the viewer, breaking down or reintegrating often behind a veil that seems to 
function as a second skin. He mentions, “In the act of earnestly exploring certain themes that reappear in my 
work, there’s always some sort of return to body imagery that can inevitably turn weird and get under people’s 
skin.” 17

In his “Solipsist” film, where he raises the issue of boundaries between bodies, he is talking about flesh 
as a bundle of cells and the gaps between them. The syntactic gaps between firing neuron cells, the 
transference of information and experience from one individual to another, that is contained in its body, 
and also the impossibility of having any kind of perfect one-to-one transference between two individuals, 
are matters presented in this film.

“I was thinking about flesh reduced to its unicellular components and the gaps between those, and the miracle 
that it’s the boundaries of these cells that contain us and yet also are the skin through which we experience the 
world.” 18

Narration

In many forms of artistic creation, narration constitutes an important element of an artwork. Narration 
can take many different forms apart from a linguistic process. Eisenstein’s theory of narration presents it 
as a process by which an important sentimental value of a story is made clear.19 Andre Gardies and Jean 
Bessalel, cinema theorists, focus on the power of the image in narration, by claiming that the image does 
not talk but shows, and in this sense it can also narrate.20 Narration is another tool that a creator uses to 
stimulate the “stored” knowledge and experience of the viewer.

Huang, A.T. (no date) Hyperskins [video]. Available at: http://www.andrewthomashuang.com/.
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“I’m interested in the idea of syntactic gaps, that information travels by electric signal across an infinite void 
between two cells. Language seems to function the same way. The way we bridge these gaps to communicate 
spurred the idea of making a film about connection.” 21

Huang mentions the idea of syntactic gaps when talking about his film “The Solipsist”. In a way, these 
gaps seem to be integrated in the film narration, taking the form of gaps in sound or between movements, 
color and texture, or between the different parts of the film. This short film is divided into three parts 
depicting three small stories that deal with the same question of interconnection. Following the same 
grotesque aesthetics, Huang uses different film and animation technique to bring to life philosophical 
questions of the way we perceive and connect with each other, mostly influenced by the solipsistic theory. 
The philosophical idea that only one’s own mind is sure to exist led to raising the question of perception 
and interconnection.

In his “Hyperskins” work, where he is exploring Morton’s theory of “Hyperobjects” and Object Oriented 
Ontology, narration is formed abstractly by his own interpretation on Morton’s theory. His interest in 
the relation between the creation of virtual object and the real world produced an artwork that draws a 
parallel between Morton’s theory and today’s growing digitized culture and everyday life. In both cases, 
his interpretation of theories helps the viewer to understand and to be better integrated into the meaning 
of the artwork.

“Interstice” installation is also about gaps and boundaries, in the sense of a ritual act of a person’s body 
crossing a boundary to inhabit a state of socio-political or spiritual transformation. Researching pagan 
and medieval rituals, his interest in the human instinct to naively project onto objects the need for 
transformation in some external social, religious or political context led to the notion of the “veil”, as a main 
narrative concept of the artwork. The veil is presented as a transformative object, and simultaneously all 
objects could be viewed as veils that conceal and reveal themselves.

Huang, A.T. (no date) The Solipsist [video]. Available at: http://www.andrewthomashuang.com/.
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Space can also be used as a medium for narration. A narration in space allows the viewer to move “inside 
the artwork”, and to gradually discover its meanings in a segmentary way. Matthew Stone’s “a-perspective 
constellations”, Huang’s “Interstice” work and Rafael Lozano-Hemmer’s projection based installations are 
based in the concept of segmentary narration. The navigation in space, the concealment of elements, as 
well as the feeling of exploration through experiencing, put the viewer in an active position and trigger 
his interest.

This research is a study of the mechanisms of perception and the bodily experience by which a 
contemporary artwork is interpreted and understood. By using the phenomenological theory as a field of 
study, the tools used for the artworks’ analysis are the notion of embodied subject, the interface, the depth 
and layers, the concept of flesh and the narration. Through the study of the specific artworks by three 
contemporary artists, a deeper analysis of the role of these tools has been achieved.

The artists chosen to support this research, Andrew Thomas Huang, Rafael Lozano-Hemmer and 
Matthew Stone, use a variety of techniques, means and themes in their art practice, which, in many cases, 
raises questions of perception and experience in their work. As contemporary artists, they make use of 
new technological means and ways of representation, that are often combined with other traditional 
ones. Thus, their practice appears quite broad in many ways, and sets a great example to be analyzed and 
understood through a theory such as phenomenology, which addresses human experience.

The phenomenological approach of the subject helped achieving a deeper understanding of the 
creators’ intentions and of the artworks’ meaning. Phenomenology, which indicates experience and the 
mental activities produced to the viewer as essential perceptive mechanisms, led to an approach of the 
ways by which an artwork makes sense and of the means that a creator uses to mentally charge the viewer.



14

Notes:

1. Whobrey and Whobrey, 1994, pp. 83–106
     Note: The scene of the Screen: Envisioning Cinematic and Electronic «Presence» by Vivian Sobchack

2. Merleau-Ponty, 1982

3. Grodal, 1999

4. Merleau-Ponty, Edie, and Cobb, 1964

5. Crowther, 2009

6. Flood, 2012

7. Ravetto-Biagioli, 2010

8. Matthew Stone (no date) Available at: http://matthewstone.co.uk/.

9. Project, M.G.A. (2015) Andrew Thomas Huang. Available at: http://www.themilkgallery.com/
exhibition/51.

10. Whobrey and Whobrey, 1994, pp. 83–106
        Note: The scene of the Screen: Envisioning Cinematic and Electronic «Presence» by Vivian Sobchack

11. Fernández, 2007

12. Crowther, 2009

13. Stone, M. (2009) ‘Hans-Ulrich Obrist interviews Matthew Stone’. Interview with Hans-Ulrich Obrist for 
April, 2009

14. Merleau-Ponty, Lefort, and Lingis, 1968

15. Marks, 2000

16. Matthew Stone (no date) Available at: http://matthewstone.co.uk/.

17. Andrew Thomas Huang (2013) Filmmaker Magazine

18. Andrew Thomas Huang (no date) Available at: http://www.andrewthomashuang.com/.

19. Bordwell, 1985

20. Guerin, 2003

21. Orton, K. (2012) ‘Bjork Selects Andrew Thomas Huang’, Dazed & Confused Magazine



15

Bibliography

Andrew Thomas Huang (2013) Filmmaker Magazine,

Andrew Thomas Huang (no date) Available at: http://www.andrewthomashuang.com/.

Bordwell, D. (1985) Narration in the fiction film. Madison, WI: University of Wisconsin Press.

Crowther, P.A. (2009) Phenomenology of the visual arts: (even the frame). United States: Stanford University 
Press.

Dufrenne, M., Dufrenne and Casey, E.S. (1989) The Phenomenology of aesthetic experience (SPEP). 2nd edn. 
Evanston: Northwestern University Press.

Fernández, M. (2007) ‘Illuminating embodiment: Rafael Lozano-Hemmer’s relational architectures’, 
Architectural Design, 77(4), pp. 78–87. doi: 10.1002/ad.490.

Flood, K. (2012) ‘Colorful, synchronous cacophony: Meet VFX mastermind Andrew Huang’, The Creators 
Project

Grodal, T.K. (1999) Moving pictures: A new theory of film genres, feelings, and cognition. New York: Oxford 
University Press.

Guerin, M.A. (2003) Le récit de cinéma. 2nd edn. Paris: Cahiers du cinema.

Huang, A.T. (no date) Hyperskins [video]. Available at: http://www.andrewthomashuang.com/.

Huang, A.T. (no date) Interstice [installation]. Available at: http://www.andrewthomashuang.com/.

Huang, A.T. (no date) The Solipsist [video]. Available at: http://www.andrewthomashuang.com/.

Huang, A.T. and Bjork (no date) Stonemilker 360 Virtual Reality Experience Available at: http://www.
andrewthomashuang.com/.

Lozano-Hemmer, R. (no date) Body Movies [public installation]. Available at: http://www.lozano-hemmer.
com/.

Lozano-Hemmer, R. (no date) Redundant Assembly [installation]. Available at: http://www.lozano-hemmer.
com/.

Lozano-Hemmer, R. (no date) Shadow Box [installation]. Available at: http://www.lozano-hemmer.com/.

Lozano-Hemmer, R. (no date) Under Scan [public installation]. Available at: http://www.lozano-hemmer.
com/.

Marks, L.U. (2000) The skin of the film: Intercultural cinema, embodiment, and the senses. Durham, NC: Duke 
University Press Books.

Matthew Stone (no date) Available at: http://matthewstone.co.uk/.

Merleau-Ponty, M. (1982) Phenomenology of perception. London: Routledge & Kegan Paul, 1962 (1981 
printing).



16

Merleau-Ponty, M., Edie, J.M. and Cobb, W. (1964) The primacy of perception: And other essays on 
phenomenological psychology, the philosophy of art, history, and politics. 8th edn. Evanston: Northwestern 
University Press.

Merleau-Ponty, M., Lefort, C. and Lingis, A. (1968) The visible and the invisible: Followed by work notes. 5th 
edn. United States: Northwestern University Press.

Orton, K. (2012) ‘Bjork Selects Andrew Thomas Huang’, Dazed & Confused Magazine

Project, M.G.A. (2015) Andrew Thomas Huang. Available at: http://www.themilkgallery.com/exhibition/51.

Ravetto-Biagioli, K. (2010) ‘Shadowed by images: Rafael Lozano-Hemmer and the art of surveillance’, 
Representations, 111(1), pp. 121–143. doi: 10.1525/rep.2010.111.1.121.

Research, A. (no date) Rafael Lozano-Hemmer. Available at: http://www.lozano-hemmer.com/.

Sobchack, V. and Sobchak, V. (1992) The address of the eye: A phenomenology of film experience. Princeton, 
NJ, United States: Princeton University Press.

Sokolowski, R. (1999) Introduction to phenomenology. 7th edn. Cambridge: Cambridge University Press.

Stone, M. (2009) ‘Hans-Ulrich Obrist interviews Matthew Stone’. Interview with Hans-Ulrich Obrist for 
April, 2009.

Stone, M. (no date) Body Language [Installation]. Available at: http://matthewstone.co.uk/.

Stone, M. (no date) Cosmic Flesh [Digital print & acrylic on linen]. Available at: http://matthewstone.co.uk/.

Whobrey, W. and Whobrey, translated by W. (1994) Materialities of communication. Edited by Hans Ulrich 
Gumbrecht and Ludwig K. Pfeiffer. Stanford, CA, United States: Stanford University Press.


