
The Outsider within the 
Image: Tyler Homan and 
the Deconstruction of Bias 

Responding to the weight of our digital world, Tyler Ho-
man’s work creates a space of stillness, a moment to re-
flect on visual boundaries that shape us. Meeting in his stu-
dio space on a cloudy day, we vented about surveillance, 
data collected from DNA testing kits, the future of digital 
consciousness, and Instagram culture at-large. While con-
temporary society is filled with material for mass confusion 
and anxiety, Homan’s interpretations of these concerns 
offer a respite from this chaos. Street photography void 
of human figures, digitized film collages utilizing scanner 
glitches, mixed media distortions with paint and repetitive 
forms: in his work, we find a space for emotion and delib-
eration of our current position in society, one dominated by 
visual material that is increasingly deceptive or differential 
to our known reality.
 “The amount of imagery we’re exposed to every 
day is insane,” says Homan, when asked what he finds 
inspiring. “I don’t think we realize how much imagery we’re 
consuming in a day…this constant spam of images that is 
attacking us affects our physical presence in this reality. 
We’re creating this new online reality for ourselves based 
off images and videos, but photography and image-based 
things are inherently [biased]. So, I think the over-con-
sumption of media I have [had] has led me to this realiza-
tion that everything on the Internet is very curated. I don’t 
want to say it’s fake, but we’re just in this fascinating space 
where we’re starting to create this new reality based on 

something that people still think of as a truthful medium.”
Bemoaning the chicken-and-egg conundrum of truth within 
a digital space, Homan stresses the effects of the manipu-
lation currently driving so much of our visual output.  “The 
methods [companies are] using to advertise to you now—
using people—it’s this personal level that’s so impersonal,” 
he insists. “It’s this sneaky way…someone takes a picture 
of themselves on the beach and there’s like, an advertise-
ment on it and even though you know it’s fake, I think see-
ing that image still affects you no matter what.”
 “So I think this is sort of what inspires me, just this 
influx of technology, which I think should be critically looked 
at.” Homan, enthralled in the subject, is quick to ensure he 
doesn’t present himself as a luddite. “I do think obviously 
technology has its benefits, and I think it’s good that we’re 
like a little more connected because we can learn more 
about social issues, but I think also this immense connec-
tivity can also be harmful. At the end of the day, technology 
is a great way to spread messages, but it’s just interesting 
to think about while technology can be used for [increasing 
social awareness], it’s still owned by the rich. And the rich 
have all the power, and they’re obviously trying to stay in 
power, and so while I do understand that in a way we’re 
progressing, [the Internet’s] very curated, or could be very 
curated. Even just algorithms, they can be against you, or 
they can work for you. Privacy that you should have is now 
becoming erased and every part of you is becoming known 

Sarah Anderson

U
JA

H
  

   
   

A
R

TI
S

TS

72





Untitled (Fall 2019) . Photographed by Hubey Razon.

by people who can use it against you.”
 Homan grew up in Calgary, and when I asked 
how his creativity was expressed as a child, he noted his 
father’s love for science-fiction. Watching Star Trek was 
accompanied by his father’s prophetic remarks about the 
speed of technology and the future that awaited: “Since 
I was like 5, he’s been like, ‘technology’s getting’ crazy! 
Soon they’re going to be implanting stuff in people!’ And 
like, now, they’re starting to implant stuff in people.” Aging 
up into a world where one must reckon with the fundamen-
tal materiality constituting our personhood, Homan feels in-
creasingly compelled to question how our physical security 
is valued.

 “Privacy is a big theme in my photographs…these 
images deal with protection as well as privacy in public 
space.” Homan’s photograph Untitled (July 2018), an im-
age of a parked motorcycle with a clear plastic sheet over 
it, addresses these concerns. “I was just sort of looking 
at it and I found it very intriguing, the sort of protection of 
material possessions that we see, and something that can 
say so much about a person. So I find if you’re protecting 
valuables, such as a motorcycle or, say, your car, I think 
that’s such a loaded image. We’re in a capitalist society 
that values nice things, so I find it sort of compelling, that 
preservation of material things. And also while this one’s 
clear in this image, some car covers are obviously opaque, 



Untitled (Fall 2019). Photographed by Hubey Razon.

so it’s a little bit of privacy as well.”
 Over Homan’s shoulder, hung on the studio wall, 
I see Untitled (August 2018), a photograph captured on a 
typical Vancouver street on a summer afternoon. In front of 
a large geranium and a house encased in shadow, a shal-
low inflatable pool leans against a white picket fence. The 
sun is setting, and the figures have left the scene. The only 
marker of their earlier presence is the pool, gently rested in 
order to drain the hose water it ostensibly held: a record is 
formed from an intimate moment. 
 “I think [Untitled (August 2018)] sort of speaks to 
this absence, this sort of aftermath of someone enjoying 
a summer pool,” says Homan on the photograph. “There 

was no one there when I took the image, it’s just sort of this 
isolation. There’s the kid pool held up against the fence, 
keeping you from [it]. I think a lot of my work is viewing…is 
being viewed as me as an outsider, for sure.” 
 There’s an indulgence in the kind of looking Ho-
man employs on his walks throughout the city, a temptation 
fuelled by strangers’ open curtains, and blinds yet to be 
drawn. As we share anecdotes, we agree this kind of gen-
tle snooping is a significant representation of how humans 
look, and also, best done at dusk, before people realize 
their home has become a tableau. Negotiating this intima-
cy, whether as a pedestrian or in one’s own home, is a phe-
nomenon reflective of how Homan positions himself behind 
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the lens. Embracing the inability to look away—whether 
from a car accident, a fellow bus passenger browsing their 
phone, or a woman hanging her laundry in the sun—creates 
a relationship with these moments that’s structured around 
the public and the private. Wondering how the position of 
an outsider influences what he decides to capture, I asked 
Homan if the distance and anonymity with the subject are 
the driving force in how he’s framing his images.
 “I think that by distancing myself [my photography] 
becomes a very [biased] and almost selfish way of taking 
pictures… going through the world and trying to document 
how I see things is a very personal and very self-centred 
viewpoint. Like, I’m documenting something that’s hap-
pened in the past, and how I’m looking at it now… I’m creat-
ing a narrative within this image, but it could mean nothing 
that I’m portraying it as. So I think that perspective—and  
thinking of my photography in that way—has led to me to 
this sort of distortion, and the idea of trying to push my 
hand in photography.”
 This distorted perspective is utilized in a number 
of works, including 107 Attempts to Destroy the Intangi-
ble (2018), where a scanned image, originally taken on 
film, is dissolved into a blank page, and ultimately bound 
into a book. Homan’s paintings  use negative space and 
geometric blocks of colour to distort the photographs 
underneath, playing with structures of privacy and our 
perspective on the image. These works all emphasize 
the photographer’s bias, framing the depersonalization 
of the photograph as a  bewitching yet futile endeavour.  
 “I think like even just bringing the camera to your 
eye and creating this abstract chunk of time: that’s what 
you chose to take a picture of, that’s what you chose to 
frame, I don’t think that’s a universal image,” says Ho-
man, rejecting the idea that photography is an objective 
process. Because I took it, it’s very [biased] to how I 
think. In that way I find photography is just fascinating 
and why I think it’s very important that we think critical-
ly about how image-based work is being used. I think 
I’ll continue taking pictures of just everyday things [be-
cause] that’s one of my favourite things to do and sort of 
how I got into [photography]. But I think my art has start-
ed to accentuate that and sort of delve into technology, 
and how images are sort of used in technology, like the 
Internet, for example.”

 On that note we turned to his scan art: medium-sized  
prints of film photographs manually distorted on a house-
hold scanner. After our earlier discourse on manipulation 
in digital spaces, I was curious about Homan’s process 
behind scanning as a technique and medium. “With the 
scanner art, [Untitled (January 2018) and Untitled (March 
2018)], I’m trying to get across and sort of emphasize the 
amount of bias in images and how much is constructed. So 
I wanted to distort the background, make it sort of messy, 
but also leave my fingers in [the image] so you can tell I am 
the one who’s done this, the artist’s hand, or whatever. You 
can see the process of what’s going on, kind of juxtaposed 
with an image, which is supposed to be seen as real life, 
but is actually just me curating something or documenting 
something how I saw it.”
 In seeing the development between the first and 
second scans, I got a strong sense that many more are 
on their way. I asked Homan what his plans are for this 
method, and what pathways he sees this gesture taking. 
“With the second scanner work, Untitled (March 2018), I 
was looking at sort of fragmenting them a little more, so I 
actually kind of cut up the image as well. I wanna try and 
make it a little bit bigger; I’m sort of looking into making an 
installation with a bunch of scanner images and also start-
ing to incorporate my body parts into it. Because I with this 
sort of method of altering things, it sort of brings up ideas 
of the digitalization of human beings…especially because 
I shoot with film, I think it’s interesting digitizing this analog 
medium.” Given his current involvement with the concerns 
of digital consciousness, as well as the formation of bias 
within the image, a route in which Homan’s work de- and 
reconstructs the representation of himself could synthesize 
several of his theoretical concerns, finding forms that both 
explain and challenge the current state of being in our ad-
vancing technological society.
Homan’s practice questions our understanding of the 
image, as it stands in traditional photography and in in-
creasingly dystopian digital spheres. In collapsing various 
image-making processes together theoretically, Homan 
creates moments for emotive reflection on what it means 
to construct an image. As our digital landscape expands, 
he will continue to place us in positions of viewership that 
challenge our perception of privacy, and question our con-
sumption of the image as truth. 
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