
1



2 3

RESEARCH 
REPORT

By:
WINDSOR PHILLIPS

The Glasgow School of Art
MDes Interior Design 

2020



4 5

CONTENTS

CHAPTER I
CONGREGATION 

THE GATHERING
PAGE 12

CHAPTER II
EXAMINATION

THE INVESTIGATION
PAGE 34

CHAPTER III
REVERBERATIONS

THE ESSENCE
PAGE 56

 

CHAPTER IIII
MAGNITUDE

THE AFTERMATH
PAGE 64



6 7

“It is the function of art to renew our per-
ception. What we are familiar with we 

cease to see. The writer shakes up the fa-
miliar scene, and as if by magic, we see a 

new meaning in it.” -Anais Nin
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INTRODUCTION

A Glitch in the digital world is a tem-
porary malfunction or fault, but when 
applied to a different context the term 
glitch takes on a new meaning. A glitch 
in the physical form or glitch in the 
universe (space and time) is an unfa-
miliar thing or coincidence that grabs 
our attention, and could possibly be 
rationalization for unexplained occur-
rences or alleged paranormal encoun-
ters. After studying “The Fabric of the 
Cosmos: Space, Time, and the Texture 
of Reality” by Brian Greene and “Hy-
perspace: A Scientific Odyssey Through 
Parallel Universes, Time Warps, and the 
10th Dimension” by Michio Kaku, it 
became feasible that once we get past 
the third dimension of depth we start 
to unfold the fourth dimension of space 
and time or duration, which then leads 
to the fifth dimension of gravity and 
electromagnetics. Once we are in the 
fourth dimension and beyond there can 
be an overlap of dimensions causing or 
appearing to be what I claim is a physi-
cal glitch. This opens up an argument of 
an un-tangible space where mysteries, 
conspiracies and the paranormal could 
possibly be explained. This also allows 
the concept of time and gravity within 
space to be considered essential ele-
ments of the experience of the interior.

Can the reflection and 
defamiliarization of self 

and space be used to 
gain a higher 

understanding and 
effectively develop 

fictional space? 

Can a glitch act as a 
portal or 

communication to a new 
dimension, resulting in 
an uncovering of what 
cannot be explained? 

Does a glitch make us 
more aware of 

reality and our existence, 
including the space 

around us and elements 
that surround it?
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This theory will be developed by ongo-
ing primary and secondary research. I 
will be looking at the Mise-En-Scene 
of various sci-fi and horror films in-
cluding their design and production of 
non-physical spaces or dimensions. I 
will use that material, along with phys-
ical and digital experiments in order 
to visualize, encompass and define the 
physical glitch. For my project, the pro-
tagonist The Glitch is the evolution of a 
human subject, myself, once inhabiting 
another dimension deemed The Grave-
yard of Molecules. I am using myself 
as the subject for the project as a met-
aphor for The Glitch, which will be the 
protagonist in a personally developed 
narrative in order to provide a relat-
able framework for the definition of the 
glitch.  I am also considering the digital 
glitch’s purpose in relation to the phys-
ical glitch, and the possibility that the 
digital glitch is an attempt of communi-
cation from the other dimensions.

Through this project I am challenging 
the boundaries of interior and spatial 
design by seeing if it is equally as rel-
evant to occupy a non-tangible space, 
and if that is possible to effectively 
visualize. While also challenging the 
relationship between the body and 
space, and how they affect one another. 
In order to understand and visualize 
different dimensions, I have been inves-
tigating ways to create a space without 
boundaries, while applying the impor-
tance of storytelling which is conveyed 
through The Glitch. I have embarked 
on a journey to discover self-identify 
reflected in space, using Defamiliariza-
tion of self and space to gain a higher 
understanding of the concept of space. 
In my project I am seeking to effectively 
define a physical glitch, or glitch in the 
universe. 

This term has not been fully developed 
and I will do so by creating my own 
narrative to bring better understanding 
to the experience which is developed 
through different elements of lived in 
interiors of my past, mixed with newly 
designed scenes from the future. These 
designed visuals create the mise-en-
scene of my narrative, influenced by 
scenic design and my personal art di-
rection.  This narrative is developed to 
enhance the perception and perspective 
of spatial design while blending togeth-
er my background in multiple areas of 
visual and performing arts.
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CONGREGATION THE GATHERING

Defining the physical glitch ignited the initial basis for the context of my work which was 
then followed by various theories and case studies that serve as a backbone to the developed 
narrative of my project. This gathering of information will touch upon the work from theo-
retical physicist Brian Greene and Michio Kaku; understand the theories of Posthumanism, 
Defamiliarization and Surrealism; and dissect elements of the Mise-en-scene of case studies 

from film and television.

CHAPTER I
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THE POSTHUMAN
Post humanism is the condition which humans and intelligent technology be-
come intertwined. The theory seeks to re-conceive the human, or challenge the 
human condition. Posthumanism originated from science fiction, philosophy and 
futurology.  The Posthuman, which questions Humanism, comprehends imper-
fectability and conflict within their self while viewing the world through assorted 
perspectives. The vital practice to the posthuman is the capability to fluidly mod-
ify perceptions and manifest oneself through altered identities. In critical theory 
the posthuman is not a particular, definite individual. It is one who can become 
or personify diverse identities while understanding the universe from numerous 
perspectives. Posthumans could be completely synthetic artificial intelligences, 
or a symbiosis of human and uploaded consciousnesses. This theory was import-
ant as a tool for the character development of The Glitch because The Glitch is an 
uploaded conscious after being intertwined with technology and a symbol of a 
human as an altered identity. It was also relevant in understanding through theory 
how a human could be considered and perceived in a narrative that takes place in 
the future.

Fig. 1: Justin Shoulder, The River Eats, 2012

Fig. 2: Mathew Barney, Cremaster 3, 2002
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DEFAMILIARIZATION
While Posthumanist theory was important for understanding the groundwork for 
the characterization of The Glitch, Defamiliarization of myself and space is used 
in my practice in order to gain a higher understanding of my identity and connec-
tion to the project while challenging the concept of space. Defamiliarization is the 
technique of presenting known things in an unfamiliar or abnormal way in order 
to heighten someone’s awareness of the familiar. The term was first used by Viktor 
Shklovsky and is linked to Freud’s notion of the Uncanny. Freud states that “the 
uncanny is that class of the frightening which leads back to what is known of old 
and long familiar,” however, this is not a fear of the unknown, but more of a feel-
ing about something being both strange and familiar. Defamiliarization was used 
in the anthropomorphism of The Glitch referring to Masahiro Mori’s term ‘The 
Uncanny Valley.” The Uncanny Valley is a hypothesized correlation amongst the 
level of an object’s similarity to a human being and the emotional reaction to the 
object. The concept suggests that human-like objects which don’t fully look like 
genuine human beings ignite uncanny or strangely familiar feelings of eeriness in 
witnesses.

While using The Glitch (character) as a form 
of defamiliarization from myself by dehu-
manizing myself as a person, I yearned to 
gain a better knowledge of myself and my 
place within a space. In my project I recall 
old events where unknown occurrences have 
occurred, and then use defamiliarization as 
a tool to understand those actions and oc-
currences. Defamiliarization of space is used 
as a technique to visualize the spaces of the 
Graveyard of Molecules since the dimension 
is a place that can be ever changing and is not 
as we see the world as it is. Through applying 
this theory it develops an unknown space 
that is abnormal but somewhat familiar. As a 
writer, by pretending to exist in the world of 
common reality I can situate supernatural or 
paranormal events which defamiliarizes the 
reader from the ordinary world and provokes 
an uncanny experience.

“The purpose of art is to 
impart the sensation of 

things as they are perceived 
and not as they are known. 
The technique of art is to 
make objects ‘unfamiliar,’ 
to make forms difficult to 
increase the difficulty and 
length of perception be-
cause the process of per-

ception is an aesthetic end 
in itself and must be pro-

longed.” - Viktor Shklovsky

Fig 3: Alexander Rodchenko, Shukhov Tower, 1926
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SURREALISM
Surrealism is the movement best known for its visual artworks and writings in-
cluding the juxtaposition of uncommon imagery. Surrealism contains the psycho-
analytical idea of unconscious aspirations and the movement fixated on ideas of 
confusion and unconscious desires in an effort to look into the unconscious mind 
to find inspiration for creativity. 

Fig. 4: Salvador Dali, Swans Reflecting Elephants, 1937

Fig. 5: Frida Kahlo, The Two Fridas, 1939
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BRIAN GREENE MICHIO KAKU

The work from theoretical physicist Brian Greene and Michio Kaku question re-
ality and the existence of higher dimensions of space.

Brian Greene’s book “The Fabric of the Cos-
mos: Space, Time, and the Texture of Reality” 

looks at themes such as teleportation through 
time and existence, concluding that time does 
not flow but exists all at the same time. Also it 
covers String Theory and how it could fill the 
gaps between general relativity and quantum 
mechanics including gravity and its involve-

ment with extra dimensions.

Michio Kaku’s book “Hyperspace: A Scientif-
ic Odyssey Through Parallel Universes, Time 
Warps, and the 10th Dimension” focuses on 

all four forces of the universe (the strong 
force, the weak force, electromagnetism and 
gravity) and the hypothesis that they become 

more coherent in higher dimensions while 
discussing topics as wormholes, parallel uni-
verses and the fate of the universe. The book 
explains how facts that were impossible to 

understand in a flat two dimensional world 
suddenly become obvious when looking at a 

three dimensional world.

“Similarly, the laws of 
gravity and light seem to-
tally dissimilar. They obey 
different physical assump-
tions and different math-
ematics...However, if we 

add one more dimension, 
a fifth dimension, to the 

previous four dimensions 
of space and time, then 
the equations governing 
light and gravity appear 

to merge together like two 
pieces of a jigsaw puzzle. 
Light in fact can be ex-
plained as vibrations in 

the fifth dimension. In this 
way, we see that laws of 

light and gravity become 
simpler in the five dimen-
sions. “(Kaku 1994, pg.11)

“The world of the every-
day suddenly seemed 

nothing but an inverted 
magic act, lulling its audi-
ence into believing in the 

usual, familiar concep-
tions of space and time, 

while the astonishing 
truth of quantum reality 
lay carefully guarded by 

nature’s sleights of hand.” 
(Greene 2004, pg. 199)

Fig. 6: Brian Greene, Cover of The Fabric of the 
Cosmos, 2004

Fig.7: Michio Kaku, Cover of Hyperspace, 1994
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CASE STUDIES

Through the previous theories and theorist I started to move on to start 
to visualize what my part of the 4th and  5th dimension would look like. 
I focused on spaces that were not tangible spaces, but still encompasses 
a place or alternate reality. The majority of my case studies used where 

analyzing existing fictional space within horror and sci-fi film and televi-
sion in order to comprehend how the atmosphere of what a non-tangible 
space or dimension has been interpreted as in film and pop culture. An-
alyzing the Mise-en-scene of each and the different elements including 

what it would look, feel and sound like.
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GET OUT
The Sunken Place
JORDAN PEELE 
2017
American Horror Film

“You know when you’re going to sleep and it feels 
like you’re about to fall, so you wake up? What if 

you never woke up? Where would you fall? And that 
was kind of the most harrowing idea to me. And as 

I’m writing it becomes clear that the sunken place is 
this metaphor for the system that is suppressing the 

freedom of black people, of many outsiders, many 
minorities. There’s lots of different sunken places. 

But this one specifically became a metaphor for the 
prison-industrial complex, the lack of representa-
tion of black people in film, in genre. The Sunken 

Place is something that exists not just for black peo-
ple, but for women, for our Latino brothers and sis-

ters, for any marginalised group that gets told not to 
say what they’re experiencing, it’s the system… The 
Sunken Place is the silencing. It’s the taking away of 

our expression, of our art.”
- Jordan Peele

 Director

From the film Get Out I chose to ana-
lyze the scene containing the setting of 
‘The Sunken Place’. The Sunken Place is 
a dimension where your consciousness 
is forced in to a void, while your body 
is still aware but paralyzed. In the film 
it is designed as sinking physically in to 
a dark nothingness, with possible par-
ticles of dust or light floating around. 
There is also a downward focused light 
shining on the front of the body from 
the view or ‘eyes’ of the host, that is 
represented as a screen inside the top of 
the Sunken Place.

There seems to be a type of gravity 
inside of this dimension, visible by the 
movement of the clothing while falling 
which is being impacted by an invisi-
ble force, possibly air. Even though the 
Sunken Place is a mental space inside 
the brain, it is shown as a physical place 
where a copy of yourself is metaphori-
cally inhabiting.

Fig. 8: Jordan Peele, Get Out, 
2017 (top left)
Fig.9: Jordan Peele, Get Out, 
2017(top right)
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INTERSTELLAR
The Wormhole 
The Tesseract
Christopher Nolan
2014
Science Fiction Film

In the film Interstellar I focused on the 
‘wormhole’ and ‘tesseract’ scenic design in-
cluding the travelling through dimensions. In 
Interstellar, wormholes are theoretical tun-
nels within the fabric of space-time that could 
hypothetically permit rapid travel amongst 
widely unconnected points, from one gal-
axy to another. The wormhole was made by 
future humankind and is a contrary time 
loop. Because wormholes are a projection 
of a fourth spatial dimension which is time, 
Cooper can manipulate past or current time 
from the future. The wormhole in Interstellar 
is visualized as an inverted spherical shape. 
Somewhat like a fold or gap between two 
places in space at a progressively fast pace.

As the craft proceeds through the wormhole 
speed picks up and looks like you are travel-
ing through a cylinder from the characters 
point of view. The light within the wormhole 
is lighting up sporadically like an electric volt 
or lighting. You can hear the pressure on the 
vehicle and turbulence before exiting to the 
other side. 

‘The Tesseract’  is an large hyper-cubic, grid-
like structure that serves as a means of com-
munication for the sentient beings to express 
action through gravity. The sentient beings 
can understand five dimensions as opposed 
to four, able to see every moment in the past, 
present, and future. The tesseract was filmed 
in a designed physical set and uses objects 
that relate to different timelines in different 
settings, in this case it is focused on a book-
case from the past in Coopers house which 
he communicates through to his daughter.

“Wormholes — if you 
don’t have something 
threading through them 
to hold them open — the 
walls will basically col-
lapse so fast that noth-
ing can go through them. 
Holding wormholes open 
would require the inser-
tion of something that 
anti-gravitates namely, 
negative energy. Negative 
energy has been created 
in the lab via quantum ef-
fects” 
- Kip Thorne
 Astrophysicist

Fig.10: Christopher Nolan, Intersteller, 2014 (top left)
Fig.11: Christopher Nolan, Intersteller, 2014 (top right)
Fig.12: Christopher Nolan, Intersteller, 2014 (bottom right)
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POLTERGEIST
Communication From 
Another Dimension
TOBE HOOPER
1982
American Supernatural Horror Film

In the film Poltergeist I analyzed the 
poltergeist as a character and it’s com-
munication between dimensions. The 
first occurrence between Carol Anne 
and the poltergeist is through the TV, 
which is a common form of commu-
nication through televised events to 
humans. Marty in the film investigates 
the television and thinks there may be a 
chance it’s a CB radio transmission or a 
glitch in the system. 

There have been many cases where 
people have claimed spirits have used 
technology to as a way to communicate 
in to another dimension or world.  The 
portals in the film are characterized by 
extreme light, for example behind the 
closet door, or when the TV is static 
and projecting light into the space.

“You can’t choose 
between life and 

death when we’re 
dealing with what 

is in between.” 
- Tangina Barrons

 (character)

Fig. 13: Tobe Hooper, Poltergeist, 1982 (top left)
Fig. 14: Tobe Hooper, Poltergeist, 1982 (top right)
Fig. 15: Tobe Hooper, Poltergeist, 1982 (bottom right)
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THE MATRIX
Glitch in the Matrix
Lana Wachowski, Lilly Wachowski
1999
Science Fiction Action Film

The film The Matrix deals with human 
not being aware that they are living 
inside of a simulation. I analyzed ‘The 
Glitch in the Matrix’ scene and its abili-
ty to heighten the characters awareness 
of reality. For example in a scene from 
the movie The Matrix the main char-
acter, Neo, notices a cat walk by in a 
hallway and just a few seconds later he 
sees a duplicate cat walk in an identical 
fashion. 

The implication here is that when an 
incident is realized to repeat itself near-
ly immediately, it’s like a glitch in a 
recording, except this glitch is a glitch 
in the simulation.

“A déjà vu is 
usually a glitch 
in the Matrix. It 
happens when 

they change 
something.” 

-Trinity
 (character)

Fig.16: Lana & Lilly Wachowski, The 
Matrix, 1999 (top left)
Fig. 17: Lana & Lilly Wachowski, 
The 7atrix, 1999 (top right)
Fig. 18: Lana & Lilly Wachowski, 
The Matrix, 1999 (bottom right)
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STRANGER THINGS
The Upside Down
Matt Duffer, Ross Duffer
2016
American Science Fiction Horror 
Web Television Series

In the TV series Stranger Things I analyzed 
scenic design and Mise-en-scene of  ‘The 
upside down’ as an alternate parallel universe. 
In Stranger Things, the Upside Down is an 
alternate dimension existing in parallel to 
the human world. The Demogorgon moves 
through dimensions by creating temporary 
wounds in the fabric of time and space. Al-
though Will Byers was taken into the Upside 
Down by the Demogorgon, he managed to 
communicate with his mother after he re-
alized he could manipulate electricity in his 
home dimension. The Upside Down affects 
the electromagnetic field of the human world, 
often causing electricity and electronics to 
malfunction.

This was the reason Will could manipulate 
the lights precisely in order to communi-
cate with Joyce, despite the lights not being 
visible in the Upside Down. Will also made 
the telephone ring and was slightly heard 
through noise and static, but it broke as the 
Demogorgon approached. Similarly, when 
the Demogorgon created inter-dimensional 
portals, the lights would flicker frantically. 
The Upside Down contains the same loca-
tions and infrastructure as the human world, 
but it is much darker, colder and obscured by 
an omnipresent fog while ash-like spores drift 
through the air. Light, gravity, and sound 
appear to function the same way as in the 
regular world.

“A dimension that   is 
a dark reflection, or 
echo, of our world. 

It is a place of decay 
and death, a plane 

out of phase, a place 
of monsters. It is 

right next to you and 
you do not even see 

it”
 - Dustin (character) 

Episode 5

Fig.18: Matt & Ross Duffer, Stranger 
Things, 2016 (top left)
Fig.19: Matt & Ross Duffer, Stranger 
Things, 2016 (right)
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EXAMINATION THE INVESTIGATION

CHAPTER II

My practice relates to my research through the investigation of personal interest, such as the 
unknown and unfamiliar, and using alternative methods to show or present a non-tangible 

space. My practice has developed with influences from my background in the performing arts. 
The practice is appropriate to the research through experimenting with things like sound, film, 
light and movement. By experimenting with these elements I can grasp a better understanding 
of feeling or sensing a non-tangible space and characterizing a thing such as The Glitch (char-
acter). My practice is also important to the research being undertaken because I am trying to 
discover and expand ways to visualize and comprehend space physically and metaphorically, 

using a reflection of myself to develop a fictional space.  I am testing how space can possibly be 
interpreted in other dimensions, and how the interior of that space or dimension would feel, 

sound, and look through abstractions and interpretations of my research.
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I started my development of research by experimenting with the digital known 
glitch as a physical form. I was looking at physical characteristics such as texture, 
light, the tesseract or hypercube, movement in folded space, and depth to create 
different models at 2D abstract art. These were a good starting point, but not fully 
effective at translating in to my definition of a physical glitch because of the static 
and tangible nature of the objects. I then moved on to use some of these models 
to film and test for further exploration to gain a better understanding of visualiz-
ing my project.

Model Making
Abstract Art 

Fig.21: Artist’s Own Work, Experimental Model, 2020

Fig.22: Artist’s Own Work, 
Experimental Model, 2020

Fig.23: Artist’s Own Work, Bubble Ink Experiment, 2020

Fig.24: Artist’s Own Work, Experimental Model, 2020
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Experimental film 
Sound 
Performance
Illusion

I moved on to make an experimental video that is testing different illusion backing 
to Pepper’s Ghost (illusion with mirror and projection on different surfaces) from the 
1800’s forward to such as an infinity mirror I made, along with different abstractions 
from the physical models that I made to discover a new layer from them. Here I am 
looking at essential elements of The Glitch as a character and forming a narrative. 
When making this video I am starting to try and understand through physical making 
how the traveling through dimensions from The Glitches point of view would look, feel 
and sound. I mixed together some sounds I recorded to try and capture an essence or 
starting point for that. I started with trying to explore and understand the depth and 
feeling of the non-tangible space of dimensions by playing with illusion, light and color 
in order to create a space. Then I moved on to the movement and performance, trying 
to understand how the glitch might feel. At the time The Glitch was not yet a fully real-
ized character, but many elements of the aesthetics of the glitch were discovered from 
this. At this point I uncovered that I must slightly dehumanize myself when becoming 
The Glitch, while using Anthropomorphism of the physical glitch to make it a living 
thing.

Fig.25: Artist’s Own Work, Screenshots from Experimental 
Video, 2020.
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Digital Collage
Experimental Art
I then moved on to making some investigational collages visualizing a space with-
out physical boundaries. I was trying to capture the essence of physically traveling 
in to another dimension and then trying to visualize the space by collaging differ-
ent elements taken from my previous case studies. These visuals helped with cap-
turing the heart of an atmosphere but proceed to still force a boundary on what 
is meant to be a space without them. This lead me to question since The Glitch is 
essentially myself, could that dimension be a mental reflection of the host, so an 
ever changing space based off of the host’s mental state.

Fig. 26: Artist’s Own Work, Experimental Collage, 2020 (top left)
Fig. 27: Artist’s Own Work, Experimental Collage, 2020 (top 
right)
Fig. 28: Artist’s Own Work, Experimental Collage, 2020 (bottom 
right)
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Narrative
Creative Writing
After these developments and discoveries from the switch between physical and 
digital making I started to finalize my narrative. Building the narrative for my 
project became a dystopian self-portrait. The story takes place in the future and 
begins at a Motorway Gantry as a site. In this future narrative the motorway gan-
tries are repurposed as teleportation network systems as a faster and effective way 
of commercialized travel. In order to time travel we must travel through the 4th 
dimension of time and my story starts by a human getting stuck in the 5th dimen-
sion. In these images at the beginning of the story, the motorway gantry’s act as 
a teleportation system that copies molecules from starting gantry to destination 
gantry. In this The Glitch, which is myself, is visualized trapped between the two 
destinations. Through teleportation a constant question is whether if molecules 
are cloned or transferred, in my narrative the 5th dimension has become a Grave-
yard of Molecules but The Glitch is a conscious being trying to reach and com-
municate to home, but it only gets manifested as digital glitches in technology or 
physical glitches of time and space. There is no coincidences in this story, every-
thing is connected. Creative writing was used as a backbone to my project in or-
der to make sense of a term that hasn’t been discovered or explained yet.
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PERSONAL ENCOUNTERS

As I continued to build the narrative I recorded where each physical 
glitch has taken place throughout my life. Each encounter has been with-
in a house that I lived in or just outside of it on the property. I highlight-
ed and dissected six specific encounters to narrow down the stories. By 
taking the interior elements linked to the memories where these occur-
rences happened, I am deconstructing the interior in order to redefine 

them as a fabric of reality.
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ATLANTA, GEORGIA, USA

COLUMBIA, SOUTH CAROLINA, USA GLASGOW, SCOTLAND, UK

NEW YORK CITY, NEW YORK, USA

I was born in Atlanta, Georgia, where you 
will see different elements of the city within 
the collages created to show each scene of the 
narrative.

Then at age three we moved to Columbia, 
South Carolina where digital glitching start-
ed to manifest and become a reoccurrence 
throughout my life. You will find different 
objects and shapes from the interiors in 
which the glitching happened in this house as 
a symbolic reference. Then we moved to our 
next house in Columbia, SC in 2001 where 
glitching continued to occur, but started to 
happen physically not just digitally.

At age 18 I moved to New York City where 
a specific encounter that I had in Flatbush, 
Brooklyn seemed to cross dimensions, I 
always explained it as an encounter with a 
‘guardian angel’ but by building this project I 
have taken out all coincidences and called for 
explanations for each.

After New York City I moved to Scotland, 
my first flat on Garnethill Street had an as-
sortment of unexplained events or physical 
glitches. You will find elements of these inte-
riors as a demonstration of the dimensions 
and communication throughout the visuals.
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113 Belle Grove Circle
Columiba, SC
29229

AGE: 7/8
TIME: Afternoon

My sisters, two friends and I were play-
ing and had an afternoon together. My 
older sister was babysitting us along 
with one of her friends. My parents 
were at the neighbor’s house, so not 
far away. We decide to jokingly ask “if 
there was anyone with us” while sit-
ting in a circle in the living room. With 
spot on, coincidental timing, sound 
system (SHARP Mini Component Sys-
tem) suddenly turned itself on and at 
full volume was playing static and and 
broken words from mixed stations. 
Not set on a current radio station but 
in-between so it wasn’t picking up any 
specific station. We ran to get parents 
next door but couldn’t explain just said 
it must be a ‘glitch.’

AGE: 9
TIME: Night

In the kitchen we had a radio attached 
to the top cabinet. This was a small Cd 
player/radio. Similar as in the story be-
fore except this time I was by myself in 
the kitchen, my parent’s and sisters were 
home in the living room (they both 
were open to the hall foyer) and the 
radio turned itself on at a full volume to 
static and broken words. Parents came 
in and turned it off. 

Fig.29: Artist’s Own Work, 113 Belle Grove Fa-
cade, 2020. (top left)
Fig.30: Artist’s Own Work, 113 Belle Grove Map, 
2020. (bottom left)
Fig.31: Artist’s Own Work, 113 Belle Grove Floor-
plan From Memory - Highlighted Glitch Areas, 
2020. (bottom right)
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309 NORTHLAKE ROAD
Columbia, SC
29229

AGE: 14
TIME: Various

AGE: 9
TIME: Night

While sleeping in my bedroom TV 
turned on by itself and displayed just a 
static screen and noise. Happened mul-
tiple times that year. 

A friend and I were sleeping in my bed 
but before falling asleep we heard a loud 
laugh/cackle. It seemed like it came 
from the window beside my friend’s 
head but both of us froze in fear. We ran 
to my parents then went outside with 
them to look outside window facing 
the forest. Nothing was there. A week 
later that window’s glass broke while I 
was sleeping. My parents tried to hide it 
from me because they didn’t want me to 
worry.

Fig.32: Artist’s Own Work, 309 Northlake Road 
Facade, 2020. (top left)
Fig.33: Artist’s Own Work, 309 Northlake Road 
Map, 2020. (bottom left)
Fig.34: Artist’s Own Work, 309 Northlake Road 
Floorplan From Memory - Highlighted Glitch 
Areas, 2020. (bottom right)
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43 GARNETHILL STREET
Flat B/1
Glasgow, Scotland
G36QD

AGE: 25
TIME: Night

AGE: 26
TIME: Afternoon

My roommate and I were asleep in our 
bedroom when we heard a loud crash 
in living room that woke us both up. 
My A1 size sketch book was on the 
kitchen table and when we went to look 
in the living room to investigate it. The 
sketch book was about three meters 
away on the floor, opened up to a sketch 
I had previously drawn with the back 
side flipped underneath so only one 
page was visible. The sketch book was 
closed when left of the table before bed. 

I lost my favorite cardigan on a night 
out in Glasgow. I expected that it was 
left at a bar and was upset because it 
was very special to me. After about a 
week of losing it the cardigan shows 
up hanging outside of the flat door. My 
roommate told me not to take it be-
cause it was too weird, but I took it any-
ways and still wear it. If someone found 
it how would they know it is mine, and 
where I live? Why wait a week?

Fig.35: Artist’s Own Work, 43 Garnethill 
Street Facade, 2020. (top left)
Fig.36: Artist’s Own Work, 43 Garnethill 
Street Map, 2020. (bottom left)
Fig.37&38 : Artist’s Own Work, 43 Garneth-
ill Street Floorplan From Memory - Highlight-
ed Glitch Areas, 2020. (bottom right)
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THE OBJECTS

-The Soundsystem/Stereo

-The Cabinet Radio

-The TV

-The Window

-The Table/Sketchbook

-The Cardigan/Door

Fig.39: Artist’s Own Work, Objects/Portals, 2020
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REVERBERATIONS THE ESSENCE

CHAPTER III

From my methodologies I have found it effective to switch between physical making and dig-
ital representation. Using media theory and studying film, then translating elements of that 

has given me a better understating of a subject and helps to encompass and focus my project. 
Storyboarding which is used as a technique to visualize a script or story in film was also a very 

helpful and successful technique to help me with the visualization of my narrative. Forming 
my own narrative using myself as a subject allowed me the freedom to explore while switch-
ing between the role of designer and subject helps me understand it due to my background 

in performing arts. I do find it more difficult to be critical of the work because it is a personal 
representation with myself being the center of the project, but have found it an exciting task to 

try and experiment with.
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Through my methodologies I have discovered the importance of the marriage between physical and digital making, 
along with reality vs. fictional spaces and themes. Once I had the basis of theoretical framework and case studies, I 

used elements from those through experimentation with physical models, film, sound, performance and digital col-
lage. This was qualitive research that is also auto-ethnographic. I used the method of narrative inquiry in order to 

attempt to shape a new theoretical understanding of lived experiences. The research produced a series of responses 
to my theoretical work and case studies. Through these I grasped a better understanding of what my final outcome 

would manifest to be. 
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SIGNIFICANT 
BREAKTHROUGHS

Significant breakthroughs in my project started with firstly focusing on the phys-
ical glitch rather than the digital glitch because it was a subject not as discussed 
or discovered. It also meant that I could use narrative inquiry as a research meth-
od which lead to the next significant moment. This was after experimenting with 
model making, film and sound that I realized my project wasn’t focused enough, 
lacking a site or subject, and was covering too broad of a theme with the allocat-
ed time for the project. This is when I decided to form my own narrative through 
creative writing, based on personal lived events while using myself as the subject. 
This gave me the creative freedom to express firsthand experiences while trying to 
credibly theorize the physical glitch. Also it gave me a more solid structure for my 
project, making it easier to comprehend and communicate to another person.

Using myself as the subject allows me to still be able to experiment with perfor-
mance and characterization during the COVID-19 pandemic because of the ma-
jority of the project being in lockdown with limited accessibility to equipment, 
places and other people. It was essential to make a clear difference in my appear-
ance since I am playing myself in both roles on different timelines. This means 
through the anthropomorphism of an actual glitch to myself I had to consider the 
elements such as light vs dark, temperature, gravity, electromagnetics and time of 
the dimension I was creating (Graveyard of Molecules) and how the body would 
react and evolve in that space.  The next milestone was to ground the project and 
narrative by allocating a starting point that was a real structure or site before 
moving to the dimensions or non-tangible spaces. This was when I decided on the 
Motorway Gantry as a starting location designed as a teleportation network sys-
tem, in order to transport The Glitch (character) in to the next dimension.
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SELF REFLECTION
OUTCOMES

Through putting my personal experiences in the storyline of The Glitch I have 
discovered that this project is a projection of my curiosity and anxieties that sur-
round subjects out of my control that I have not been able to explain or bring 
understanding to in my past. By dissecting the interiors in which these events 
happened, it has shown me that through design I am trying to bring validation 
to these events and uphold a yearning for there to be more than what is known 
or what we are familiar with. Through this project it also proves that a glitch does 
make us more aware of our surroundings and the space we are in. Each memory 
of my encounter with the hypothetical physical glitch has been engraved in my 
memories, with every detail of the occurrence including the time, space, place, in-
terior and objects involved. I found that once the Graveyard of Molecules was de-
cided to be a metaphor or mental reflection through spatial design of The Glitch 
(who is hypothetically myself) that it allowed me to visualize the non-tangible 
space more effectively, while gaining a higher understanding of it and it’s design.

These results informed me that I have effectively answered some of my initial 
research questions. My project could have been more effective if I focused on one 
theme rather than spread myself so thin trying to cover so many subjects, but that 
was a challenge that I wanted to attempt since all were relevant and fed in to the 
development of the spatial design, concept and mise-en-scene of my narrative and 
project.
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MAGNITUDE
THE AFTERMATH

CHAPTER IIII
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In my project it is significant to look at unfamiliar space and become uncomfortable in order to expand our horizons 
and question the truth. The defamiliarization of self and space helps us gain a higher understanding of the concept of 
space, just like a glitch makes us more aware of our surroundings and existence.  It is also important to redefine how 
we can visualize spaces and aspects of interior design in alternative ways while seeking to re-conceive the human as 

an evolved character such as The Glitch by looking at Posthumanist theory. The importance of storytelling using nar-
rative inquiry as a tool to engage and show space alongside a designed Mise-en-scene of each scene is also significant 

through this project. My own narrative effectively engages alternative physics and imagination while using perfor-
mance and characterization to make a viewer emotionally involved or connected to a fictional space, bringing in and 

merging multiple fields and disciplines of the creative arts.
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My research contributes to the 
field by pushing the boundar-
ies and challenging what inte-
rior and spatial design quali-
fies as. It also engages film as a 
main dissection of space along 
with a newly developed the-
oretical narrative and defini-
tion of the physical glitch. The 
project has a connection to 
many areas and practices such 
as spatial design, scenic de-
sign, film, interiors, perform-
ing arts, and alternate physics. 
Even though this marks the 
close of the project at Glasgow 
School of Art, I would like to 
continue with it since it covers 
such a widespread amount of 
themes that I can continue to 
explore. As a designer I would 
like to exercise my skills in art 
direction and mise-en-scene 
through my narrative to a full 
length or short film, or alter-
natively a show that would 
include live performance, 
scenic design or installation 
along with experimental digi-
tal qualities.
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