
Art that Examines How We Know: 
Investigating the Construction of Knowledge

“…knowledge is always produced, never found. It is always in a processed form, never innocent or self  
evident.” – Toby Smith (1999). Ingrid Koenig: The Blind Spot in the Garden, exhibition catalogue, Visual Arts 
Burnaby.

“One must find the source within one’s own self, one must possess it. Everything else was seeking – a detour, 
error.” – Herman Hesse (1922). Siddhartha. 
[cited within artwork Mental Note: It’s Not You (2003), by Heidi May]

“Identification with your mind creates an opaque screen of  concepts, labels, images, words, judgements, and 
definitions that block all true relationships.” – Eckhart Tolle (1999). The Power of  Now. 
[cited within artwork Mental Note: It’s Not You (2003), by Heidi May] 

The dictionary describes knowledge as the acquisition of facts, information, and skills; 

the theoretical or practical understanding of a subject gained through experience or education (The 

Concise Oxford English Dictionary, 2008). Contemporary philosophers and social theorists 

continue to challenge traditional understandings of knowledge by revealing knowledge/power 

relationships in society and our role in the production of meaning. Within the study of 

epistemology, there exists the desire to distinguish between knowledge that is merely descriptive 

and knowledge gained through acquaintance, termed “personal knowledge” (Polanyi, 1958). In his 

book Contemporary Philosophy of Social Science, Brian Fay defines knowledge as needing to 

involve an interpretation of the experience: “Knowledge of what we are experiencing always 

involves an interpretation of these experiences. In this, self-knowledge is like other forms of 

knowledge - it is a discursive state in the sense that it involves being able to say something about 

its objects” (Fay, 1996, p. 19). In other words, for one to really know something in relation to a 

concept, object or act, he/she needs to express an understanding of meaning. In regards to the 

pursuit of knowledge through art, the following questions emerge: If knowledge involves being 

able to say something about its objects and to have an understanding of the experience, to what 

extent can non-linguistic forms be considered an expression of interpretive knowledge? How does 
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the depth of meaning change depending on the actual form of interpretative knowledge? And, what  

happens in the moments between an encounter with an artistic form of knowledge and the point 

where that form of knowledge becomes meaningful to the self?

Personalizing Knowledge through the Language of Art

 As an artist who transforms abstract ideas and intangible experiences into non-literal visual 

art, I am particularly interested in these questions surrounding the construction and dissemination 

of knowledge. Art has the ability to personalize knowledge and examine epistemological concerns 

in a way that the written word can not. With the understanding of a/r/tography as a form of living 

inquiry (Irwin & de Cosson, 2004), my work as an academic scholar relates to my work as an 

artist, each act informing the other through a process of relational meaning. With the realization 

that art can enhance the understanding of the written word and vice versa, my interests in each 

area are becoming more and more aligned – or perhaps I am only becoming more aware of this 

dialogical relationship. My recent academic research has explored the intangible space in which 

knowledge emerges within decentralized structures of curriculum and pedagogy, focusing on 

teaching methods that attempt to provoke self-reflection and critical inquiry. My art explores the 

understanding of the self in relation to the visual language systems that exist in contemporary 

culture – television, photography, film, the internet, electronic handheld devices, etc. In connection 

to my academic research, I am interested in how the mind processes information when confronted 

with these visual language systems and how knowledge is manipulated in relation to technology, 

ultimately identifying the invisible and the uncertain. 

 In an effort to further understand the invisible forces at work in our environment, I have 

chosen to examine the work of an artist who also questions the construction of knowledge yet 

explores different subject matter in the process. Ingrid Koenig is an artist who grapples with our 

instinctive desire to know the world around us. Koenig examines the phenomenon of the invisible 

2



forces related to nature and technology by translating scientific theories of physics into domestic 

scenarios from everyday life. We each explore the uncertainty of knowledge in our art practices 

and embrace a rhizomatic process of understanding – Koenig investigates the language of 

scientific communication in relation to kitchen objects while I have investigated the language of 

the “televisual experience”1 (May, 2001) of popular visual culture in relation to the cognitive 

process of the self.

 This paper will explore the conceptual and aesthetic connections between the artwork of 

Koenig and myself in relation to the construction and personalization of knowledge in 

contemporary society, focusing on how knowledge emerges and how it is manipulated in relation 

to science and technology. As I examine how Koenig combines scientific knowledge with the 

experience of everyday life – the “domestication of science” (Koenig, 2008a) – I will continuously 

draw attention to similar aesthetic processes within my own artwork. Common to each of our 

work is a non-linear investigation of a language of knowledge through a process that incorporates 

subjectivity, an aesthetic representation of intangible knowledge that reveals hermeneutic 

processes, and a rhizomatic mapping (or working out) of possibilities and connections of relational 

meaning. This paper will examine these particular themes in more detail by first providing an 

overall picture of Koenig’s artistic practice, including the pivotal moment that inspired her current 

series “Navigating the Uncertainty Principle”, the focus of this essay. 

1 A phrase I use to describe the glance-type mode of viewing that occurs with technologically based systems we 
interact with visually. In “Interrupting the program: descrambling tv through video” (2001) I examine contemporary 
video-based art that comments on this experience in relation to subject-formation and self-development in current 
society.
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Ingrid Koenig: Systems of Thought

 Ingrid Koenig is an artist based in Vancouver, Canada, whose drawings and paintings have 

examined and deconstructed systems of knowledge – the patriarchal capitalist system which 

excluded women from art history (Rap on the Sublime series, 1984), scientific knowledge in 

relation to nature, technology and the environment (Blind Spot in the Garden series, 1999), and 

the language of physics in relation to subjective experiences within the domestic realm 

(Navigating the Uncertainty Principle series, 2008 to present). Her art practice and related research 

is influenced by her role as an associate professor at the Emily Carr University of Art and Design. 

Her interest in scientific knowledge stems from personal experiences as a mother confronted with 

her children’s questions about the world: “My children’s familiar questions about their world have 

at times startled me into considering the larger social context of our time by using everyday life as 

a magnifying glass to chronicle and disrupt a ‘normal’ view” (Koenig, cited in Smith, T., 1999, p. 

2). Koenig’s work exemplifies the concept of art as research, as she provokes new understandings 

of the themes she explores and of knowledge in general. Because her recent work artistically 

investigates scientific principles, in particular a specific diagrammatic language used within 

scientific research, the viewer is more compelled to understand the possibility of art functioning as 

“research”. In this paper I also argue that this connection between art and research, made even 

more apparent through her use of traditional media, allows us to personalize aspects of complex 

theories into our everyday life.

 The drawings and paintings exhibited in “Blind Spot in the Garden” (1999) consist of a 

pairing of intuitive questioning with the skill of scientific narrative in order to reshape such 

interrogations (Smith, T., 1999). Paintings such as Brainstorm (Fig. 1) and Dinosaur Toys (Fig. 2) 

present visual narratives that deconstruct scientific knowledge by literally turning things upside 

down in order to domesticate the environmental crisis. In this context, domestication can be 
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understood in the sense of taking something foreign (a threat) and making it familiar (safe, benign) 

in order to take the uncertainty out of the crisis (Smith, T., 1999). These paintings contain visual 

clues and textual fragments that function in a symbolic and metaphorical manner, allowing us to 

question what is fact and what is fiction. The images are bound within red frames, perhaps a 

critique of the symbols used to represent authoritative power, and are inscribed with uppercase 

gold text that read, “What we observe is not nature itself, but nature exposed to our method of 

questioning” and “To accept that nature is fundamentally irrational (governed by chance)…is a 

powerful blow to the intellect.” I will discuss the source of these quotations a little later in this 

essay. This method of juxtaposing text with image is a technique Koenig used in earlier drawings 

from the 1980s (Rap on the Sublime series), which deconstructed art historical knowledge from a 

feminist perspective (Fig. 3). Within these early works the artist juxtaposed quotations from 

famous male artists next to fragmented personal narratives, placing them in a diptych structure. 

Through this method of presenting different intellectual perspectives within the same visual field, 

tensions are created that allow us to value the act of intuition and perhaps further question 

traditionally accepted forms of authoritative knowledge.

 In 1999, while working with the theme of environmental crisis, Koenig drew a 

chromosome as if it was unraveling: “This drawing was a pivotal point for my use of scientific 

communication. Here I could use a language that drew the imperceptible, and yet the 

profound” (Koenig, 2008b). The work Unraveling Chromosome (Fig. 4) contains a dynamic 

energy and emotion created solely through its use of line, perhaps suggesting the slight 

resemblance to a frazzled entity lost amid time and space. The line applied to this piece 

communicates a process of chaotic movement and it contrasts the other drawings in the exhibition, 

which appear to be constructed with controlled precision (Fig. 5). The energetic movement felt in 

Unraveling Chromosome is similar to the emotional use of line in her Web Chart from 1984 (Fig. 
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6). With Web Chart, Koenig adopted the popular web chart strategy, often used by educators and 

students as a way to get to the root of ideas, to attempt to illustrate the innumerable connections 

between a patriarchal capitalist society, the tradition of the male artist, and the subsequent 

exclusion of women from art history (Koenig, 1984). 

 Personally speaking, it was the above mentioned two works – Web Chart and Unraveling 

Chromosome – that first drove me to investigate Koenig’s larger art practice and it is these two 

works to which I continue to draw connections to as I examine the Navigating the Uncertainty 

Principle series. As I became aware of Koenig’s current interests with rhizomatic relations, both as 

an aspect of environmental crisis and as a method she embraces in her artistic practice (personal 

correspondence, 2009), I began to perceive Web Chart as perhaps an early precursor to her 

attempts to understand scientific systems of knowledge. In the catalogue for the Rap on the 

Sublime exhibition in 1984, the artist described her thought process for Web Chart stating, 

“Through a critical questioning process it became impossible to discuss any one aspect of the male 

artist’s myth without realizing the significant links which reinforced it, as well as the systems 

which this myth reinforced and perpetuated” (Koenig, 1984, p. 43). Web Chart reveals the 

rhizomatic relationships that exist within a “system of beliefs” (Koenig, 1984) which, in Koenig’s 

case, culminated in personal anger. As I view this piece I am also reminded of the quotation 

included at the bottom of Brainstorm from 1999 (Fig. 1): “To accept that nature is fundamentally 

irrational (governed by chance)…is a powerful blow to the intellect.” This line, along with the text 

on Dinosaur Toys mentioned above, was originally written by Werner Heisenberg, the theoretical 

physicist who asserted the uncertainty principle of quantum theory that is the inspiration for 

Koenig’s most recent work. The personal frustration that emanates from Web Chart is later 

transferred to work that genuinely expresses curiosity and inquiry into the workings of the 

universe.
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 With Unraveling Chromosome of 1999 a new aesthetic direction was found, one that 

continued to merge subjectivity with science yet through visuals which address fragmentation, 

pressure, and the mind state within the time of uncertainty (Koenig, 2008b). Koenig’s recent 

drawings and paintings from “Navigating the Uncertainty Principle” (Fig. 7-12), balance the 

precise appearance of domestic objects – bowls, cups, saucers, refrigerators, vacuum hoses – with 

the “invisible kinetic forces that bind the nature of the objects to their reality” (Nanaimo Art 

Gallery, 2009). In this work the artist explores Heisenberg’s uncertainty principle from quantum 

physics, developed in 1926, that states that it is impossible to determine at the same time exactly 

where a particle is and how fast it is moving (Koenig, 2008b). Koenig is interested in how these 

underlying laws permeate our lives both literally and metaphorically. She describes these drawings 

and paintings as an exploration of the poetics of scientific theories.

Deconstructing the Language of Knowledge

 Koenig’s work allows us to question the nature of our existence. The artist’s use of 

traditional media of drawing and painting in “Navigating the Uncertainty Principle” accentuates an 

underlying theme to her art-making practice – art as a way of knowing or, in other words, knowing 

through art. The meticulous detail and quality of traditional mark-making in these works reveal an 

obsessive drive that is inherent to the identity of the researcher and the artist. Koenig doesn’t 

directly claim in her artist statement that she is advocating for art to be valued equal to science in 

terms of a form of research or knowledge, however, I believe that her work allows the viewer to 

contemplate this question and to acknowledge the role we individually play in creating 

knowledge. In discussing Koenig’s work from 1999, Toby Smith attests to the audience’s desire to 

be an active thinker in response to art. As people have become suspicious of power-holders and 

knowledge-producers, many want to be challenged by art, not passified: “In other words, the 

visual arts are now more openly and broadly about knowledge. That knowledge is a product we 
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make for ourselves as viewers, nudged, led and challenged by images and objects which invite 

participation.” (Smith, T., 1999, p. 6). The artist represents kitchenware and household appliances 

within a systematic and orderly pictorial language that conversely demonstrates the principle of 

uncertainty. Koenig does this in a way that combines accuracy and humour in a very interesting 

manner. For instance with Convection (Fig. 7), there is precise order illustrated throughout the 

carefully composed drawing yet the abstract qualities of the symbols suggest a sense of non-

linearity that contradicts the mathematical structure of the composition; in other words, the 

pictorial space is literally organized by chaos. By using everyday objects in conjunction with 

symbols and diagrams, Koenig allows the viewer to connect with this abstract knowledge stating, 

“by mixing this visual language with representations of objects and activities from daily life I 

bring subjectivity to these theories” (Koenig, 2008a).

 Is Ingrid Koenig’s artwork a metaphor for how we experience the current state of our 

society? Are our daily lives organized according to indefinable sequential movements of 

electrons? Koenig’s work demonstrates not only an interest in scientific theories seen through the 

lens of the everyday and the everyday as seen through the lens of science, she is also working to 

create a language that represents the temporal experiences of contemporary life. In her recent artist 

statement for “Navigating the Uncertainty Principle” she writes, “In our pressured, accelerated 

pace of daily life we move about ever faster. We have fragmented experiences. We lose our sense 

of place and self. The underlying laws of the universe pervade our lives on multiple levels.” In one 

of her later paintings in this series titled Explosion (Fig. 12) the abstract nature of this written 

experience is more apparent as the organized structure is less obvious and scientific order 

competes with the dynamic energy and vibrating movement of the coloured shapes. The scientific 

relations within the abstract environment is made more surreal, more humorous, yet the illustration 

of factual knowledge is grounded by the tin can, a recognizable object from the “real” world. 
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Generally speaking, there is a different kind of energy experienced within the pencil drawings of 

this series compared to the paintings. The drawings contain a definite sense of authenticity and 

trust due to their laboured precision and documentary feel, while the paintings (Fig. 11, 12) 

emphasize the chaos within the order of reality through exaggerated colour and a dynamic use of 

space. It is as if Koenig is alternating between macro and micro perspectives in relation to the 

scientific principles at work in the everyday environment.

 With my own artwork I have been similarly deconstructing our existence in contemporary 

society but instead of using scientific theories as visual resources I have explored the sensory 

experience of technology that can disrupt our cognitive relationship with the self – particularly our 

physical interaction with these items and the intake of visual or auditory information from a range 

of media sources. In early paintings from the late  1990s I created abstract representations of lo-fi 

radios, record players, and cassette recorders intertwined with objects dissected from my personal 

memory that were very much dependent on the photographs I found them in (Fig. 13, 14). Within 

the “Recall” series (Fig. 15-17), I paired up painted videodisks (an ancestor of videocassette 

recordings of popular files from the early 1980s) with digital prints that contained visual elements 

both from the movie covers of the disks and personal photos from my childhood. I combined the 

images so that the two realities, public and private, seemed to meld into confusing and unsettling 

images that hinted towards the past. Through my recent work (Fig. 18, 19), I am attempting to 

express the desire to locate and connect with oneself amidst this ever-expanding technically 

advanced world of visual information. In a way, one could say I am attempting to create order 

within the “teletopological puzzle”2 of today’s visual experience – a teletopological language 

perhaps aligned with the language Koenig uses to navigate science.

2 The term teletopological puzzle was coined by Paul Virilio and is referred to by Victor Burgin. The “teletopological 
puzzle” is an expression for all objects of visual culture combined– television, cinema, photography, the internet and 
all other singular forms – not as a totality but as a constantly shifting constellation of fragments.
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Aesthetic Representations of Invisible Processes

 The experiences represented in both mine and Koenig’s work are intangible ones for the 

most part and consist of things in process… identities and entities in flux. In my early paintings 

and the Recall series the objects were made to float and interact with each other in surreal spaces 

that the viewer might imagine to be memories in progress. In the piece Mental Note: It’s Not You I 

combined drawings from observing television, the internet, technological gadgets, and handwritten 

notes from self-help literature to visually represent struggles of personal identity within a 

cognitive landscape. The video Seven slides from a yard sale (view clips at http://www.ecuad.ca/

~mayh/work_sevenslides.html) is a painterly reenactment of the way one physically sees imagery 

on projected slides – the camera glances back and forth from one object to another, giving 

movement and life to the subjects within the images. As this “slideshow” proceeds, the visual 

rhythm becomes disrupted by other media forms that attempt to interrupt the hypnotic sights and 

sounds of the slide projector. The viewer is expected to question the nature of the media forms in 

front of them, as they appear to be a hybrid of still and moving technologies from the past and 

present. 

 All of these pieces invite the viewer to question what they are seeing, ultimately inviting 

them to question his/her relationship with memories, the mind, and the technologies that function 

as a mediator between what they see and what they know. I am exploring the encounter, or the 

process, that occurs between the technology and the individual, which can also be thought of as a 

dialogical space in which relational meaning between the self and the object is formed or not 

formed. In an essay by Heather Passmore, the author appropriately describes my work as “the 

complex inter-network structuring (of) our visual-perceptual field” suggesting that “distilled in 

this way, these qualities appear most meaningful as we realize the invisibility of that which is so 

familiar to us” (Passmore, 2003). 
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 In Koenig’s “Navigating the Uncertainty Principle”, the artist reinterprets and recodes 

concepts taken from physics to not only illustrate the invisible processes that occur in our daily 

lives but to also function as a “metaphor for conditions that we can sense but are difficult to 

explain” (Koenig, 2008a). The diagrammatic language she uses in these works oscillates between 

“factual explanation and subjective experience” (Koenig, 2008a) as she attaches a complex visual 

language to what we normally understand to be simple experiences with items such as cups and 

saucers. The artist’s balancing of factual and personal knowledge in this series of works is 

somewhat similar to how she combined quotes from male masters in the art history canon with 

fragmented personal narratives in the Rap of the Sublime series – the main difference is that the 

juxtaposed texts within the early works were physically separated to reveal the contrasting thought 

processes whereas the symbolic language of science within her later works literally blends into the 

domestic scenes. 

 There exists a common interest in an aesthetically non-linear hermeneutic process of 

inquiry in the artwork described so far in this essay, yet at the same time the insurmountable 

questioning is made less serious by the comical inclusion of everyday objects and references to 

pop culture. Koenig and I each convey an awareness of the somewhat impossible nature of the 

subject matter and the task of bringing visual language to the unspoken. We share a desire to treat 

knowledge as something aesthetic, something that perhaps can’t always be described in words 

alone. As Ingrid and I met to discuss her work she told me how the ancient Greeks continued to 

communicate scientific and other knowledge in poetic form even after writing was introduced. 

Exploring questions about what lies beyond the limits of language allows us to try to articulate an 

understanding of “what we do not understand and for which we may not at present have 

words” (Smith, D., 1999, p. 128). For me, this also raises an important question about the depth of 

meaning interpreted from knowledge that emanates through writing and knowledge communicated 
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through visual art.  Does depth of meaning to an interpreter change when the same concept is 

expressed in writing as when it is expressed in an art form? Perhaps the questions that Koenig 

explores are better understood when articulated in an abstract language such as visual art, a form 

that might be considered closer to the actual experience of quantum physics, than when they are 

articulated with the written word.  Regardless of the language used to explore these questions, 

artists are typically persistent when it comes to searching for understandings that provide 

significant information to how we know what we know.

Working Through the Rhizomatic Relations

 The term “working through” is derived from psychoanalysis and is known as the point of 

therapy when the subject realizes something relevant and feels a need to replay and reanalyze 

things continuously.  Freud coined the term, describing it as the boring part of the process from the 

analyst’s point of view as he states,  “this working-through of the resistances may in practice turn 

out to be an arduous task for the subject of the analysis and a trial of patience for the 

analyst” (Freud, 1899). Knowledge in general can be understood as never static and always being 

“worked through”. Curriculum theorist Patrick Slattery argues for interpretation of knowledge as 

something that should emphasize possibility and becoming since human consciousness can never 

be still (2006, p. 282). The idea of human consciousness never being static is similar to the view of 

knowledge being a complex system of evolving rhizomatic forms (May, 2009). In my piece 

Mental Note: It’s Not You, I express the desire to connect with oneself within an ever-expanding 

technically advanced world of visual information through repetitive coping strategies for 

psychological survival. It is an abstraction of an individual’s complicated search for “personal” 

identity in an overwhelming digitized world. Passmore describes this particular artwork as “mental 

blueprints [that] detail the contradiction of navigating psychological survival amidst industrial 

models of identity and struggle put forth by the consciousness industry” (Passmore, 2003). The 

placement of drawings and handwritten textual fragments are scattered within an incomplete grid 

on the wall, suggesting thoughts popping in and out of the mind – the cognitive system 

continuously forming spontaneous connections.

12



 Rhizomatic relationships are inherent to the uncertainty principle that Koenig investigates 

in “Navigating the Uncertainty Principle” – one individual movement triggering another individual 

movement and so on. The vibrating nature of this process is brought forth even more by the 

repeated use of staccato-like lines and dots throughout each artwork, presented slightly offset in 

order to exaggerate the optical effect (Fig. 11). Another interesting rhizomatic aspect of Koenig’s 

work is in her process of creating the works themselves. Koenig’s Knowledge Map (Fig. 20) 

depicts her research of different systems of knowledge describing how things work, clustered in a 

way that made sense to her. It wasn’t until after she had finished this work that Koenig realized her 

previous larger drawings were actually blown up details of this knowledge map (personal 

correspondence, 2009). As is common to so much of the artistic process, it isn’t until after we have 

completed something that these connections are revealed to us and true knowledge is gained. In 

the process, however, questions continue to be asked and knowledge continues to be personalized 

through the act of asking these questions about our life experiences. 

 As a creative thinker, Ingrid Koenig recognizes the overlaps and a repetition of certain 

forms within scientific concepts and contemporary life. From her research of the Second Law of 

Thermodynamics she discovered that the amount of disorder in the universe always increases, yet 

she insightfully observes that in contradiction to this ongoing process we occupy our daily lives by 

constantly ordering, maintaining, and fixing (Koenig, 2008b). “Navigating the Uncertainty 

Principle” demonstrates a fascination with this tension, particularly in how things don’t fit together 

perfectly and in the lack of solidity (Koenig, Berlin 2008b). Koenig questions how much we can 

maintain an illusion of monitoring chaos considering the level of chaos we continue to create. In a 

recent artist statement, Koenig states that she is driven to “visualize the seemingly invisible 

phenomenon of physics that we activate daily and which acts on us.” Within my own art, I attempt 

to visualize the invisible aspects of communication that occurs through televisual systems and the 

affect these systems have on the human psyche. Similar to the inevitable contradictions that 

Koenig observes, I wonder about our innate desire to connect with others (and ourselves) and the 

new technologies we continuously create to do so. How do these technologies shape how we 

achieve that personal connection and will we constantly need to “upgrade” to maintain that 

relationship?
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I continue to “work through” these questions by personally researching contemporary 

communication systems and analyzing the intellectual and emotional aspects of our relationships 

with them, understanding the possibilities as well as the limitations. By incorporating subjective 

experiences from daily life into our pursuit to understand larger questions about the universe and 

the self, the language of art allows for interpretation of forms of knowledge of which words may 

not exist.
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Figure 1 – Ingrid Koenig, Brainstorm, 1999, oil on masonite, 24 x 16”

Figure 2 – Ingrid Koenig, Dinosaur Toys, 1999, oil on masonite, 24 x 16”
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Figure 3 – Ingrid Koenig, selected drawings from Rap on the Sublime, 1984 (left: Courbet; right: Duchamp)

Figure 4 – Ingrid Koenig, Unraveling Chromosome, 1999, drawing, 30 x 42”
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Figure 5 – Ingrid Koenig, Root, 1999, drawing, 30 x 42”

Figure 6 – Ingrid Koenig, Web Chart – Contextualization in Rap on the Sublime, 1984, graphic from artist’s book
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  *Note: Figures 7-12 are titled under Navigating the Uncertainty Principle (NUP)

         
   Figure 7 – Ingrid Koenig, NUP (Convection), 2008                          Figure 8 – Ingrid Koenig, NUP (Space/Time), 2008

Figure 9 – Ingrid Koenig, NUP (Vacuum), 2008
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    Figure 10 – Ingrid Koenig, NUP (Chain Reaction), 2008

   Figure 11 – Ingrid Koenig, NUP (Monday), 2008
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    Figure 12 – Ingrid Koenig, NUP (Explosion), 2008
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         Figure 13 – Heidi May, CHYM, 1997, acrylic on hardboard, 36 x 48”

  Figure 14 – Heidi May, Mr. Roboto, 1997, acrylic on hardboard, 36 x 36”
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Figure 15 – Heidi May, Recall #9, 1999, digital print 12.5 x 12.5” + acrylic, gouache 12.74 x 14”

Figure 16 – Heidi May, Recall #11, 1999, digital print 12.5 x 12.5” + acrylic, gouache 12.74 x 14”

Figure 17 – Heidi May, Recall #12, 1999, digital print 12.5 x 12.5” + acrylic, gouache 12.74 x 14”
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Figure 18a – Heidi May, see_05, 2003, digital print mounted on sintra, 24 x 33”

Figure 18b – Heidi May, hear_02, 2003, digital print mounted on sintra, 24 x 33”

Figure 18c – installation shot, left: see_03, taste_01; right: Mental Note: It’s Not You
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    Figure 19a – Heidi May, Mental Note: It’s Not You, 2003, digital prints mounted on sintra, 32 x 5” x 7”

    Figure 19b – Heidi May, detail, Mental Note: It’s Not You, 2003, digital print mounted on sintra, 5 x 7”
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Figure 19c – Heidi May, detail, Mental Note: It’s Not You, 2003, digital print mounted on sintra, 5 x 7”

    Figure 20 – Ingrid Koenig, NUP (Knowledge Map), 2008
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