
AMALGAMATION



This work, an amalgamation of histor-
ical, prehistoric and contemporary 
models to create universality in a 
post-internet virtual cultural arti-
fact, is a stepping stone to the re-
alisation of a more resolved piece. 
It seeks to combine multiple 3D scans 
of artifacts from a variety of hu-
man eras and empires, from the stone 
age to the roman empire. Through 3D 
modeling and manipulation, such old 
cultural objects are combined into 
an almost retro futuristic image of 
humanity in the post internet era, 
deeply entrenched in tradition and 
visual culture, but brought into a 
realm that occupies neither the past 
nor present. Many of these artifacts 
were 3D scanned and archived as part 
of the British Museum’s online ar-
chive, but others were from the Natu-
ral History Museum, such as the skull 
of the Auroch and other sources of 
photogrammetry practice. 

Amalgam I, 3D Digital render 
(2019).

3D Scanners use lasers to record very 
small individual points on the ob-
ject that passes through the scanner. 
These points are in the millions and 
form a “point cloud” on a computer, 
which then cross references this in-
formation with camera data to form a 
precise, coherent, digitised form of 
the object at hand. Photogrammetry is 
a similar process but relies solely 
on hundreds of digital photos from 
cameras at various angles which then 
forms a similar point cloud, but can 
also be used to capture spaces rather 
than objects. Many museums (such as 
the British Museum) are now virtual-
ly archiving their artifacts for the 
public to view and download, making 
the archives slightly more open than 
before. As part of an open culture 
(free and open sharing of informa-
tion) this allows a sense of closer 
ownership than museum coveting.

The extinct Auroch was a sup-
posed progenitor to domestic 
cattle, being a type of ox 
native to Europe, last seen 
in Poland in 1627. They were 
prominent megafauna, slightly 
smaller than elephants. Their 
presence was recorded through-
out history, even being de-
picted in cave paintings found 
in france. Their dwindling 
population was thought to have 
been as a result of hunting 
and multiple ice ages through-
out the species’ lifespan.



Ellen Dissanayake writes in “Homo Aestheticus” 
that:
 “Instead of ransacking pre modern cultures for mo-
tifs and practices to copy; or patronizing and ro-
manticizing them as worse or better than ourselves; 
or including their arts or epics or modern writers 
in our humanities curricula and thinking such ges-
tures are enough, the species centrist will exam-
ine and compare cultures to identify the underlying 
needs their individual distinguishing practices are 
meant to fulfill. Cultures and their institutions, 
practices, and artifacts- different though they be- 
are means of satisfying fundamental human needs. 
And what these needs are, as well as a broader 
range of workable satisfactions, is to be discov-
ered by accepting the reality that humanity is the 
underlying landscape upon which one approaches (but 
not with which one replaces) the humanities. Both 
have made us what we are.”

This work is not species-centric, but in an academic sense the ideol-
ogy is interesting to apply to disciplines. It would be important to 
acknowledge this when making such work. The attempt was not to appro-
priate, but to amalgamate. In a post globalism era we know that humans 
are not particularly different and in our attempted abandonment of the 
human animal, we abandon the communal 25 to 100-person-minded picture 
of society, and so in transhumanity and post humanity we acknowledge 
there being a post-racial state, and this amalgamation seeks to dis-
play this, as well as suggesting reference to the many inter-cultural 
exchanges in the past, this being in addition to the Internet’s free, 
open culture. There is a continuous, open debate on the legitimacy and 
morality of the British Museum’s ownership and possession of many of 
these artifacts from disparate cultures. The internet and new media is 
allowing for reclamation of such things from various places, even in 
the sense of native british artifacts. No longer must these objects be 
kept behind glass, for we can inspect and manipulate them in virtual 
environments, for free. These virtual objects can be actualised back 
into the physical realm. The ethos of open source, permission to use 
and alter the contents of a product, is already present in the open 
cultural practices it originated from.  



The first place this amalgamating practice occurred was before the 
beginning of the MAFA. The manifestation of the work was disrupted by 
a hurricane in The Bahamas, and so information was mixed into painted 
canvas. The information included gene sequences and protein structure 
visualisation, maps of The Bahamas and Cuba in relation to the Bay of 
Pigs invasion as well as the Operation Yellowhammer redacted release 
from the UK government. These fragments of data reference the viru-
lence of the consequences of natural disasters, and The Bahamas’s re-
lation to its allies - The USA and the UK, the latter of which it was 
a former colony. The root of these combinations came from a long term 
analysis of Rauschenberg’s “combines”, and how they could be recreated 
or re imagined in a contemporary context.

The National Center for Biotechnological Information has been a valu-
able resource in researching biological systems and the great impact 
they can have, in addition to viewing artistic and scientific practic-
es in parallel. The information contributes to the bigger picture of 
life and when considering work about events at a global scale seeing 
how the small results in the large (for example how neural structure 
and subsequent behaviour as a result of genetics meaning that the con-
cept of free will could be made redundant).


