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Summary of Topic

Discussing the inherently narcissistic way human beings capture, view and respond to portraiture, and our obsession with our own self image. Through advancements in artistic and photographic practises and technological advancements, portraiture has kept undertones of egotism and control that have been present since we started capturing our likeness.























Introduction

‘The first image was a portrait. In classical mythology, a lovely youth named Narcissus lay besides a pool gazing in adoration at his own reflection. Ignoring the loving attention of the nymph Echo, he wasted away, died and was metamorphosed into a flower bearing his name.’ Portraiture, Facing the Subject. Joanna Woodall (1997: 1)

Humankind’s narcissistic obsession with self image began long before we started capturing our likeness in drawings and paintings. The establishment of portraiture has contributed to higher narcissistic tendencies from artists and individuals, creating a persistent desire to be portrayed in a favourable manner. This dissertation will address how our narcissistic obsession with self image through portraiture is constantly adapting with advancements in technology. Kevin Hudson writes in Photography: Narcissism and Realism ‘As we did when it was first invented, we still struggle today with the dual nature of the photograph. We humans, after 170 years, have yet to grow tired of our own image.’ (2017). Within my own practice, the relationship between subject, camera and photographer are major interests of mine; exploring aspects of control by having my sitter capture their own self portrait. Through researching books and publications from the university library and reviewing newer, online articles, I have been able to compare the differences and similarities within topics spoken about within this dissertation.
Discussing within the Chapter one, the control within portraiture and its association with status and power, addressing the egotistical way we view ourselves as humans and the rooted anxieties we have over self image. Looking at extracts from Susan Sontag’s On Photography text and other publications. In Chapter 2, the emergence of social media and selfie culture and their impact on the way we capture and respond to portraiture are discussed, looking at the validation and gratification individuals receive from their uploaded self image. Using Kim Kardashian’s photo book Selfish and Extracts from Roland Barthes’ Camera Lucida and other texts to illustrate the topic discussed in this chapter. In the third and final chapter, the future of portraiture is discussed. Exploring post human portraiture by discussing Cindy Sherman’s digitally altered Instagram selfies and the world’s first digital supermodel, Shudu. With extracts from Joan Fontcuberta’s Pandora’s Camera and thoughts from thinkers John Berger and Ervin Goffman to strengthen points made in this chapter, and also previous chapters on societies obsession with self image. 

















Chapter 1
Portraying the Ego

Portraiture has been used throughout history as a medium that exhibits the beauty, wealth, class and power of the individuals involved with its process. The types of people artists would paint would be powerful men and beautiful women. Households and families that could afford to have their portraits painted did so out of pride and as a symbol of privilege and dominance, with their portraits being hung up on the walls in their home for their guests and house staff to gaze upon their likeness. Shearer West writes in Portraiture ‘The social role, authority and power of the individual in their own era helped shape the way he or she was represented in the portrait’ (2004: 71). These individuals would have their image painted in a way that gave them a powerful demeanour, displaying their affluence and superiority by concealing any imperfections they might have had. The painted subject would have had their own fears, inadequacies and self-conscious thoughts but a painter could capture their portraits in a way that could hide the negative traits of the individual and display them as confident and powerful figures. In terms of portraiture, there has always been self consciousness from the artist about the implications of portraying the age, gender ethnicity, nationality and other signs of their sitter’s identity (Shearer, 2004: 205). This process fed the ego of the individuals who sat for their portraits to be painted in a glorifying light and began the narcissistic way we view ourselves through our own captured images.
With the introduction of the photographic process in the 19th Century a new form of capturing a portrait was popularised, a photographic portrait. While this contemporary practice was easier and faster than the standard commissioned painted portrait, it was still only the wealthiest of families that could afford to own their own camera. The development of the camera meant that people fortunate enough to be able to have their photograph taken would have a single frame of themselves captured rather than a painter who could paint them as they saw fit. Portraits were captured in a serious manner in the early days of photography because the shutter speeds were so long, it would be easier to look serious than hold a smile especially if you had children who were posing for the camera. Families did not want to waste money on a blurry photograph of a family member. These serious and formal photographs could also relate to the way individuals had their portraits painted not long before photography began. A photograph looking powerful and important would look better hanging on your wall rather than a blurred portrait of a muddy smile. Sam Falls states in the text We are all here now ‘Unlike painting and sculpture, what we see in a photograph is the direct transfer of information to a document from reality, whether altered before the camera or not’ (2008: 5)
 This narcissistic obsession that individuals had with their portrayal in painted portraits had also been embedded in the photographic practice, but with deeper fixation as the camera captures an image that is a single frame of that exact moment. 
When early cameras started becoming cheaper and more regularly available for working class families the photographs and portraits developed different meanings. Photographs that were once taken to show wealth, power and status for the households that could afford them become cheap family snapshots of holidays, events and family outings that the photographer wanted to cherish and preserved in more than just their memories. Portraits of individuals were taken in a light hearted and meaningful way, a snapshot of them capturing a single frame image of their life at that moment in time that could be kept as a memory instead of being hung up on a wall in their house and viewed at as a symbol of affluence and egotism. However, this snapshot photography brought about a new type of fear in people, the fear of being captured by the camera and not looking their best. The camera became an unforgiving device that could capture a portrait of someone in the best light, and in the worst. Peoples feared being caught off guard, being captured when they were not prepared or a candid photograph of themselves not looking their best became genuine anxieties for individuals. These photographs could be placed in family albums or framed around the house and seen by many people, giving the opposite desired effect that the classical portraits would give. Portraits with overtones of power and control replaced with snapshot portraits that displayed the inner insecurities and personal flaws of the individuals in them. Did this new fear represent our primal, animalistic nature of wanting to be on guard and not caught by predators or the newer, egotistical way we view ourselves as humans through portraiture. Susan Sontag states in her text On Photography
‘Many people are anxious when they’re about to be photographed: not because they fear, as primitives do, being violated but because they fear the cameras disapproval. People want the idealised image; a photograph of themselves looking their best. They feel rebuked when the camera doesn’t return an image of themselves as more attractive than they really are’ (1977: 85).

We have become a society that is obsessed with our self-image, to the point that we fear an object that could portray us in a disapproving light. In the past individuals posed for the slow shutter of the camera with confidence and a deliberate poise, but now the camera has become an object that many people are uneasy to see. Apprehensive of the unforgiving eye of the camera, many people describe themselves as ‘camera shy’ or ‘un-photogenic’ in hopes of lessening the blow the camera could cause to their self-image.
In more modern times almost everyone has the capability of capturing photographs, portraits and self-portraits with the use of the smartphone devices they carry in their pockets, and with this they have the ability to share it instantaneously with millions of people around the world. Photography and portraiture are evolving with the rapidly changing technological advances that we are going through in this modern age. In On Photography, Sontag writes
‘Recently, photography has become almost as widely practised an amusement as sex and dancing — which means that, like every means art form, photography is not practised by most people as an art. It is mainly a social rite, a defence against anxiety, and a tool of power.’ (1977:8)

With the technological advancement in photography, the fear of being photographed becomes heightened as nearly everyone has the potential to capture an unflattering portrait, and upload this photograph onto social media apps that can be viewed by hundreds and thousands of people. Unapproved and unflattering portraits that are uploaded online without consent can be unsympathetic to the individual’s ego. Most of the world will view at least one portrait a day in their day to day life, through advertisement, social media and their own smartphones they are exposed to portraiture regularly. This extract is from Amelia Jones’ text Self Image, Technology, Representation and The Contemporary Subject ‘The portrait is therefore a sign whose purpose is both the description of an individual and the inscription of social identity’ (2016: 37). Social media users upload their portraits and self-portraits online to achieve a sense of their own individuality and also a desire to be seen by the other users. Many people are shaped and influenced by what they see online, especially those who do not feel as though they fit in within the society they live in. The ability to capture and view portraits so easily through social media has hugely impacted the way we interpret them. Have we progressed as a society from the egocentric and strategically calculated format of classical portraiture, or are subconsciously continuing this behaviour in current times with the help of social media? Social media has fuelled this self-centred way we view ourselves by giving us a platform to exhibit our appearance and way of life to hundreds, thousands and sometimes millions of followers. In the days of classical portraits, people used them to showcase their beauty, fashion styles, wealth and achievements. In modern times with the aid of social media, people can easily continue doing this by uploading portraits on to their accounts that boast their lavish or desirable lifestyles to their followers.
The smartphone brought about the development of the ‘selfie’ through the use of the smartphone’s front camera. These self-portraits brought back the power and control that people would have during the days of painted portraits and the early days of photography. ‘The self portrait is the artist’s most personal form of expression. It is the ultimate means of self analysis, presenting an opportunity for self reflection, self expression and self promotion; a bid for eternity’ Liz Rideal’s National Gallery Insights, Self-Portraits. (2005: 7) With selfies, individuals could control how they wanted to present themselves once again, making themselves be seen in the best light possible. This ability to capture self-portraits so easily lessened the fear people had of being photographed and again fuelled the egotistical way we view ourselves through our own portraits. Photo sharing social media apps such as Snapchat and Instagram are massive platforms that millions of people use daily to share copious amounts of images, mainly, selfies or portraits of themselves. Each portrait possibly having a unique and personal memory for the individual who uploaded it, but the underlying intention being to maintain their ego by gathering likes from their followers. This hedonistic drive to capture a portrait of yourself to gain a momentary sense of fulfilment from empty, online appreciation has changed how we view and capture portraiture dramatically. 


Chapter 2
Preforming for the Front

The popularity of the selfie comes from the ease of which an individual can capture a portrait of themselves and that the act of taking a selfie carries very little fear from the individual taking it as they are the ones in control, unlike when their portrait is captured by someone else. This level of control when taking a selfie shows up in almost the same way as classically painted portraits before the time of photography. There is an amount of dominance and power in a selfie, especially when compared to a photograph of an individual that was taken by someone else. A selfie can be looked at in a similar way to how classic painted portraits or self-portraits were painted, with special instruction by the sitter to capture them in a specific way to portray them in a certain light. Controlling how one looks in an image, deciding on lighting and what the best possible way to present yourself is can create a powerful self-portrait that shows a confidence and assurance in the individual capturing it. This extract is taken from the text From Selfie to Self-Expression by the Saatchi Gallery ‘The selfie has emphatically become one of the most significant expansionist forms of visual expression’ (2017: 5). Every person with a smartphone that has a front camera has the ability to capture a selfie of themselves, and with the assistance of the internet and social media can be shared across the world with millions of people in seconds. Before the technological advancements of today, wealthy individuals who had their portraits painted would hang them in their homes for their staff and guests to see during parties or social gatherings. The popularity of social media and the ease of using the front camera of your smartphone to capture a self-portrait has given everyone the opportunity to experience the egotistical feeling of having your painted portrait exhibited in your home.
The act itself of taking a selfie has underlying connotations of control, power and confidence but incites our latent narcissistic and conceited values when combined with the cyber hedonism that social media encourages. There is a performance happening for the front camera that presents itself through a selfie. Joan Fontcuberta wrote in his Pandora’s Camera text ‘In short, photographs are no longer taken to preserve a memory, or to be kept. They are more like exclamations of vitality, extensions of our experience that are transmitted, shared and then disappear, mentally and / or physically’ (2014: 27/28). The same can be said about the selfies that individuals take to record a memory of themselves in a particular occasion. Selfies can be temporary moments of personal happiness that individuals can look back at as a physical memory, especially when they were captured in a context that they can be reminisced about. Selfies during vacations, events or with loved ones that they miss or that have passed away can be kept as a physical copy of that memory and viewed whenever. These selfies can then be uploaded onto social media apps for individuals to share this precious memory they have with their followers in return of virtual likes on the image. This online recognition of the memory by digitally liking it can encourage the validation people feel from this online recognition, creating a different, more narcissistic and egotistical drive to upload these memories. Individuals upload these selfie memories to boast about their lives and for gratification from their online peers, cataloguing this memory onto their online profile to gather virtual dust once a newer image is uploaded. Roland Barthes writes in his Camera Lucida text ‘Photography transformed subjects into object, and even, one might say, into a museum object’ (2000: 13). This extract coincides with image sharing social media apps and their platform that allows users to upload countless images of themselves onto their profile. These portraits become objects that are mindlessly viewed every day, with the substance of each being lost through the aim of the selfie being uploaded as a quick way to satisfy a fragile ego. Image sharing social media apps have changed these reminiscent selfies into a catalogue of repetitive, hollow images with little to no context behind them other than to satisfy the ego of the individual uploading them from the online recognition and validation they receive on their images from their followers. This online validation is something that many people, especially the younger generation, have become dependent on receiving. The online recognition of selfies by handing out virtual likes fuels the narcissistic way we view selfies, with individuals caring more about the likes on the photograph rather than the actual memory or significance of it. Selfies have become a form of visual communication, especially within the younger generation, with many social media apps having 24 hour story posts available on their platform. In the article Identity Crafting: Reading the Agency and Art Implicit in Selfies by Margaret Nichols, she writes ‘The selfie does allow for the photographer to be both a member of the audience and the dictator of his or her own portrayal. In this way there is a total agency given to the object of attention.’ (2015: 4). There is a performance happening when the average selfie taker tries to capture their likeness in the way they see fit. Portraying themselves as a happier, wealthy or smarter individual, they can create a completely different persona by capturing themselves in the front camera of their smartphones. This performance has been happening since the days of painted portraiture. Individuals have always wanted their likeness to be captured in a positive, confident and reputable light to support their fragile egos with fabricated representations of themselves that would boost other’s opinions on them. The same can be said about selfies and the use of social media as a platform to display the sometimes elaborately structured performances that happen between an individual and the front camera of a smartphone.
[image: pasted-image.tiff]
















	Fig 1: Selfish 	

The image in fig.1 is the cover from Kim Kardashian’s ‘Selfish’, a photo book designed for the coffee table composed entirely of Kardashian’s own selfies. Kardashian is an avid user of the image sharing social media app, Instagram, with 120 million followers she is one of the most followed users in the world. ‘A Niagara Falls of selfies is cascading down on us from the heavens as every nobody on the planet is handed a tool with which to turn themselves into a somebody’ (2017: 19). Again, an extract from the From Selfie to Self-Expression text by the Saatchi Gallery perfectly encapsulates how the soaring popularity of the front camera has granted almost everyone the ability and control to portray himself or herself in a way that they see fit, especially when they have an online following that have expectations of them being a certain person. The image in fig.1 recapitulates the discussion in chapter 1 on how wealthy individuals with status and social class could have their likeness painted in portraits and showcased in their homes. Kardashian’s ‘Selfish’ photo book in fig.1 is the embodiment of the control and power these wealthy individuals had in the past, the level of control Kardashian exudes in these selfies along with how she structured them into the photo book correlates very similarly to the narcissistic way individuals had their portraits painted. The book itself raises overtones of narcissism and pride, the title itself, ’Selfish’, almost playfully reminding the viewer that this book is designed purely to satisfying the ego of the individual in the selfies. This photo book is more substantial than a regular Instagram post, the pride, wealth and ability for Kardashian to publish an entire photo book of her own selfies demonstrates a strangely modern way to display her selfies in such a classic manner. ‘Selfish’ pushes past the constraints of social media and creates a physical copy of this narcissistic power that is abundant online. Again, Barthes’ extract from Camera Lucida ‘Photography transformed subjects into object, and even, one might say, into a museum object’ (2000: 13) is extremely relevant to fig.1 as Kardashian manages to create a physical collection of her selfies that are available to purchase to view. Berger writes in his Ways of Seeing text ‘Publicity is the life of this culture - in so far as without publicity capitalism could not survive - and at the same time publicity is its dream’ (1972: 154). The ability for a wealthy individual like Kardashian to publish a photo book of her selfies is encouraged by her millions of followers who are willing to purchase it. Kardashian’s following supporting this photo book gave her the drive to create a physical copy of her egotistic online selfie collection. This shift from virtual into a physical copy of Kardashian’s selfies raises the questions, what is the different between a self portrait and a selfie? In addition, can a selfie unintentionally become art? The amount of thought and control many social media users take to ensure that they capture the perfect selfie for their profile and the performance they go through to capture it transforms these simple, ego feeding selfies into more artistically thought out self portraits. The way we capture portraiture is constantly evolving with our technological advances but ultimately a narcissistic element will always be present, whether it be subconsciously or consciously. The use of social media as a platform to showcase selfies challenges preconceptions on what artistic self portraiture is and also provokes us to respond to this contemporary format in a different light. Sontag writes in On Photography 
‘It was only with its industrialisation that photography came into its own art. As industrialisation provided social uses for the operations of the photographer, so the reaction against these uses reinforced the self-consciousness of photography-as-art’ (1977: 8).

The rise of the front facing camera on smartphones and selfies thanks to the popular feature on the iPhone 4 in 2010 has completely transformed the ease of which individuals can capture their own self portraits, and with the help of social media, a new digital age of portraiture is entering the art world. With many artists and photographers using social media accounts such as Instagram as a platform for their own work, the differences between artistic self portraiture and ordinary, extremely thought out and controlled selfies become less clear










Chapter 3
Post Human Portraiture

The rise of social media as a platform for artists to display their work has altered the way that individuals [image: Screenshot 2018-11-27 at 19.39.16.png]respond to this format of uploading selfies for online validation.
Fig 2: @CindySherman

The image in Fig 2 is one of film director and photographer Cindy Sherman’s Instagram posts. Sherman has been a well known photographer since the 70s creating characters and illustrating social issues through self portraits. Being a photographer who has lived during the rise of the digital age and the selfie, Sherman’s work has adapted to the technological advances, bringing her artistic expression to a social media platform that many people can use to see her work. While she still takes self portraits to create characters in her images, her approach to capturing and portraying these images has changed. Sherman takes selfies and then digitally manipulates them to create almost non human, virtual avatar versions of herself. Sherman’s method of capturing and manipulating herself into unrecognisable, virtual avatars when uploaded onto social media sites such as Instagram, an app that is widely used to gather online likes as ego validation on selfies, almost challenges the usual function of the app. Sherman is manipulating herself in an unconventional, unusual and non human way which is completely different to the copious amount of selfies shared on Instagram that are done so to fit mainstream beauty standards and influential trends. Berger states in Ways of Seeing ‘The art of the past no longer exists as it once did. Its authority is lost.’ (1972: 33) In this digital age of artistic portraiture, Sherman’s selfies neglect the current beauty trends and standards, making herself look unrecognisable and non human in her images. This challenges the topic discussed in the first chapter on the egotistical way individuals view their own self image through portraiture by wanting to be portrayed in the best way possible. In a way, Sherman uploading these manipulated, digitally altered selfies onto an app that encourages beauty standards and conformity is an act of artistic rebellion, and a new approach to self portraiture that can influence others to post similar selfies with no judgment. But, with Sherman uploading these images onto a social media app that gratifies users by distributing online validation through ‘likes’, similar problems arise that were touched upon in the second chapter on the narcissistic drive to upload selfies for online validation. Even though these selfies are digitally manipulated to not look like Sherman, the popularity and online recognition of her images from her followers will encourage the hedonistic desire for more gratification, fuelling the narcissistic way that Sherman views her images and compelling her to produce more selfies in a similar way to continue gathering likes and validation from her followers. ‘Web practises indicate the emergence of a new form of ritual, one in which users “construct” then “inhabit” virtual environments in an invocation of the power of celebrity and technology itself.’ This text from New Media, Old Media (2006: 352) furthers the idea that even when a digitally manipulated selfie or virtual avatar of an individual is uploaded online there is still an aspect of power, control and stardom when those posts get recognition, again, fuelling the egotistical drive to capture and share more of these images. Derek Conrad writes in his article Notes to self: the visual culture of selfies in the age of social media. ‘The selfie does not simply comment upon a narcissistic need to see oneself in an idealised state, rather it makes one aware of the predatory nature of looking: the voyeurism in gazing at others and the implied pleasure in knowing that one is being gazed upon’ (2015: 512). The idealised state, be it a perfectly composed and thought out selfie, or a digitally altered avatar of an individual, accompanied with the hedonistic desire for online recognition and validation raises the question, is there [image: Screenshot 2018-11-27 at 19.42.15.png]any non-egotistical way of sharing a selfie online?
Fig 3: @shudugram
The individual in Fig 3 is Instagram model Shudu, the world’s first digital supermodel. Shudu, along with two other digital models, became the faces of Fashion house Balmain’s September 2018 campaign. This type of Post Human Portraiture will have a massive impact on the way we view and respond to portraiture within media and advertisements, setting impossibly unrealistic beauty standards for non digital individuals and adding to the competitiveness of the modelling industry. Miller writes in Understanding Digital Culture ‘The danger of simulations lies in their ability to deceive, often through idealisation, so much so that simulations become preferable to the messiness and complications of ‘the real’’ (2011:38). The perfection associated with these digital models is more desirable from their ‘Employers’. Their lack of human functions and social needs makes their flexibility more appealing to work with. These digital models lack a voice and consciousness of their own, with their creators accepting jobs and potential contracts for them any job that the creators are happy for them to do, they will be made to do. In Erving Goffman’s text, The Presentation of Self in Everyday Life, he writes ‘Society is organised on the principle that any individual who possesses certain social characteristics has a moral right to expect that others will value and treat him in an appropriate way.’ (1956: 6). Shudu possesses human characteristics but is inherently non human and artificial. With post human portraiture becoming more recognised and popular, and with prejudice being prevalent online constantly, there will be remarks made on Shudu and her appearance. With Shudu having no conscious of her own, it falls onto her creator and her followers to defend her human like existence.
As discussed in the first and second chapters, individuals since the beginning of portraiture have posed to have their likeness captured in the best possible way, being portrayed as more powerful, beautiful and wealthy to soothe their egos and to boast to those who view it. And in recent years, by uploading it online and receiving validation from online followers, individuals using their own selfies for hedonistic gratification. Shudu herself has no control over how her own likeness is portrayed. Her creator, a photographer and visual artist named Cameron-James Wilson, digitally creating her image in every photograph. Shudu being a digital avatar, the narcissistic obsession with an idealised self-image is absent and the validation she receives from online likes from her followers on Instagram does not affect her. Any online recognition or gratification sent to Shudu on Instagram goes directly to her creator and social media manager, Wilson. This validation and approval from followers and even big fashion houses drives Wilson to create and produce more images of Shudu, to leech off of his own idealised, fabricated human used to perform for not only social media gain but also in real life campaigns. Fontcuberta writes in Pandora’s Camera ‘Perfection is not forbidden to us mortals, but we should humbly renounce it, because it is an exclusive prerogative of divinity’ (2014: 188).   Wilson’s use of an idealised figure such as Shudu for personal gain, receiving admiration towards being the creator of such an original and well made model and receiving the compliments Shudu receives online from her followers himself conceives the beginnings of a God complex. With Shudu’s reputation and success as a digital avatar increasing, Wilson’s ego will be expanding. The narcissistic way we view our own self image is imitated in Wilson, watching his digital creation becoming increasingly more popular.
















Conclusion

The narcissistic obsession with our self image and how others perceive it spoken about in each chapter will always be prevalent within portraiture. Be it in painted portraits, selfies on Instagram or digitally created models, we will always view portraiture, and especially self portraiture, in an egotistical way. Portraiture’s ability to transcend an individual’s depiction into something greater has impacted the desire of individuals to be portrayed. The development of photography has accentuated this obsession and the introduction of social media has made a significant impact on the way we respond to them. Since the beginning of photography, we have turned the cameras on each other and ourselves, placing our narcissistic fixation with being portrayed in the most ideal way on display in a single framed image. We have become a society that is obsessed with our self-image, to the point that we fear an object that could portray us in a disapproving light (Sontag: 1997).
The introduction of the ‘Selfie’ and Social media platforms such as Instagram have undoubtedly changed the way that portraiture is viewed, and changed the intentions behind capturing portraiture, especially self portraiture through selfies. The smartphone being a photographic tool that is available to the masses has given authoritative control over the portrayal of oneself to nearly every person on the planet. I believe that selfies that are shared on social media apps are only uploaded to satisfy the ego of the individuals uploading them, taking away any meaning or sentimentality from the intended upload. In this digital culture that we are currently living in, online identity is an important aspect to many individuals, especially the younger generation, and the validation received from online recognition of their representations is very important. However, humans have always sought after this validation, long before social media and selfies emerged. As individuals, we seek validation from our peers, especially through portraiture, to soothe our egos and create a sense of comfort within ourselves. Humans are inherently narcissistic by nature, always wanting to be their best possible selves, particularly when having their likeness captured. 
Again, to quote Fontcuberta’s extract from Pandora’s Camera ‘In short, photographs are no longer taken to preserve a memory, or to be kept. They are more like exclamations of vitality, extensions of our experience that are transmitted, shared and then disappear, mentally and / or physically’ (2014: 27/28). Through my research, I theorise that an individual’s narcissistic desire to look their best, especially within portraiture, is a human characteristic that has always been an aspect of human nature. Our obsession with self image within portraiture will always be present, continuously adapting to the technological and artistic advancements surrounding us.
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