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Abstract

This thesis deals with the impact of digital life on individuals by examining

how real things become virtual bodies of information. Throughout this text,
| weave key theoretical and literary references between my own thoughts

and experiences which led to the work that appears in this book. | find it

useful to attend to the spaces in between entities, theories, and technolo-
gies. In these undefined spaces lies the spiritual dimension of media, the

everyday magic that makes digital life possible. These ‘in-betweens’ are the

site of transcendence granted by technology. In my practice, I've learned

that things have a certain resistance to being captured, so the transcen-
dence we gain is incomplete and muddled by corruption, distortion, and

loss. | conclude with the suggestion of a new term to refer to the separate

entity of data that constitutes a fractured and fragmented digital double.
This cyberflesh is an evolving, vulnerable being, captured by media and

contained within the global infrastructure of technology.




Introduction




2| use the word corruption to refer toa moral degra-

dation and to the errors that occur
in data transmission. These errors
cause unintentional change of the
original by making its copy. In this
way, the transfer of information is
potentially dangerous for the integ-
rity of the information itself.

3 By ‘physical world,” | am referring to the place

10

where bodies occupy space, as
opposed to the digital world, where
space and materiality are illusions
created with information instead of
tangible matter.

My practice deals with the ways in which digital life impacts how | act, how

| feel,and who I think | am. Because my adolescence was propelled by my
online activities, | view the digital world as a site of corruption.? In contrast, |

idealize the physical world? with the nostalgia and innocence of childhood-
the blissful period before | worried so much about how | was perceived by
others.lam concerned with recovering the embodied experience that goes

untranslatedin the digital information systems which form online identities

and inform offline behavior. In other words, what happens to the body as a

representation of identity when it becomes a body of data?

Throughout this text, | weave key theoretical and literary references
between my own thoughts and experiences which led to the work that
appears in this book. My research and experiments inform and challenge
each other. My practice is an ongoing conversation between the many
sides of myself, where contradictions drive the next iterations of the work.
| find it useful to attend to the spaces in between entities, theories, and
technologies. In these undefined spaces lies the spiritual dimension of
media, the everyday magic that makes digital life possible. These ‘in-be-
tweens' are the site of transcendence granted by technology. In my prac-
tice, I've learned that things have a certain resistance to being captured, so
the transcendence we gain is muddled by corruption, distortion, and loss.

Collage on paper with dried ferns and thread

Specifically, my research has dealt with the way real* things become

virtual® bodies of information. There is adichotomy in my work between the

ephemerality of digital media as a phenomenological experience and the

precarious permanence of digital information. Digital information is both

anenduring record and a transitory experience- it documents and displays;
it recalls and also degrades. | am thinking alongside N. Katherine Hayles’
seminal text How We Became Posthuman: Virtual Bodies in Cybernetics,
Literature, and Informatics. Hayles attends to the commonplace misunder-
standing of information as a bodiless abstraction, wholly separate from the
material world. Instead, she insists that for information to exist, it must be

instantiated within a medium.®

This fundamental misconception of information led to a long history

of human-computer coupling that projected biological processes on

machines, and absorbed system mechanics into the cultural conception

of the human body. The body is not amachine, but it is susceptible to the pull

of technological systems.Hayles writes, “Americans...increasingly engage

in virtual experiences enacting a division between the material body that
exists on one side of the screen and the computer simulacra that seem

to create a space inside the screen.”” | want to bridge this gap by inhabit-
ing the real and imaginary space behind the screen and bringing itinto an

embodied relationship with the world on the other side.

4 ‘Real’ has become a problematic term in my

research. | will use it to describe
things that exist without digital inter-
ventions while acknowledging that
things that take place inside comput-
ers are just as real, physical, and
material as the human body.

5 ‘Virtual’ is also a term worth defining. Gilles

Deleuze claims that virtual things are them-
selves real. In Difference and Repetition, he
writes, “The virtual is opposed not to the real
but to the actual. The virtual is fully real in so
far as it is virtual.” As is typical for French
philosophy, this recursive definition is less
than illuminating. Acknowledging the digi-
tal connotation of virtuality, N. Katherine
Hayles defines virtuality in How We Became
Posthuman as, “the cultural perception that
material objects are interpenetrated by infor-
mation.” So to bring these two definitions
together, virtuality encompasses everything
that happensinside computers as well as the
imagination. Put more simply, virtuality is the
state of approaching reality.

5*7 N. Katherine Hayles, How We Became

Posthuman: Virtual bodies in cyber-
netics, literature and informatics
(Chicago: University of Chicago
Press, 1999),13, 20.
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8| am tempted to adopt the abbreviation AFK

12

(away from keyboard) coined by
Legacy Russell in Glitch Feminism.
AFK honors the fact that our activ-
ities online are very much a part of
real life, while IRL implies that offline
is where real life happens. However,
if | give it a bit more thought, | realize
that there are few, if any, moments
when | am truly away from the
keyboard. My cell phone is with me
everywhere, so | am always strad-
dling the internet and offline experi-
ence. So, | don't find this distinction
useful for my purposes. Instead, |
think IRL can continue to refer to
everything that doesn’t take place
within computers.

What we do in cyberspace is very real in that it impacts what we do out in

the world.The Internet is out in the world because we bring it with us. More

than just residing in our phones and computers, the Internet has come to

occupy our minds and our bodies. 'm captivated by the way we contort our
bodies and our identities for the viewing of others. Social media allows us

toperform a curated version of our identity. Although there is such intimacy
in baring yourself to the cameraq, the black hole of the lens becoming the

eye of the future observer, a certain doubling takes place which allows for
a degree of separation between the performance in front of the camera

and the identity of the performer IRL.2 Behind the interface, it's not only the

images we share that fuel the algorithm, but also the information about
what we watch, who we listen to, and where in the world we log on. | seek
to escape this cycle by taking back control over my own image. Within my
practice of digital performance, there is the chance to separate from my
identity even further by becoming a disembodied sign in a depersonalized

context. | find this space to be incredibly freeing for expression and play;,
with concepts and with the body. The exposure is temporary, but the prod-
uct is still something highly controlled, edited, and framed with a critical

lens for consumption. It is me on the screen and it is also not me, the one

who is watching you watching the me I've made for you.







Data

lused to believe that what separated digital art from traditional mediums
is an immaterial nature. The realization that digital information remains
embedded in material reality has sparked my interest in the physical infra-
structure of technology. Light and sound feel immaterial; they are outin the
air; they come from machines; but the information which gives presence to
these media does exist physically in the material world, stored as bits (I's or
0's) on metal-oxide semiconductors and transmitted as electrical signals
to make their way onto your screen.® The hard, opaque surfaces of tech-
nology make it hard to imagine this process taking place inside comput-
ers.Our culture tends to value the visible, so the invisible operations of our

computers are ignored. Imagine if you could see the digital trash bin on your
computer filling up, or feel the weight of your device get heavier witheach
download-would the clutter of data impact the way you use computers?

The way computers know about us is data. For digital natives like me (agen

Z/millennial cusp) data has been collected about us for almost our entire

lives. Since lwas a child, almost everything about me exists as data some-
where. In addition,much of my childhood has been retroactively uploaded

through pictures on Facebook. These social mediaimages act as memo-
ries and become material records, accessible from anywhere onearth.I'm

interested in exploring the existence of an emotional and physical double

that exists inside the global network of computers and is made up of all of
the information collected about an individual.

9 Electricity is energy created by the movements of
electrons inside some kind of matter.
Itis another kind of in-between.




“The more
the data
Danks

record
about us,
the less
we exist.”’




Memory Quilt (2022)
Polaroid photographs, chain rings. 32 x 18"







This textile was made with 88 pieces of canvas, 41 hours of laser engrav-
ing, ten hours of sewing, and two years of my internet browsing history as
collected by Facebook. My “off-facebook activity” is a.json file containing
timestamped page views and purchase history from every website and
app | visited from approximately September 2019 to September 2021. We
often hear that social media companies armed with this type of personal
information can know us better than we know ourselves, but when | looked
at this data | felt that my identity and personhood was completely absent.
Within these files lies a seemingly endless pattern of letters, numbers,and
punctuation representing my online life. My online life is already one degree
removed from my real interiority, so this data was an abstraction of an
abstraction. Eachline of code contained nonsensical computer language.
I became engrossed by the overwhelming gestalt.

laser-engraved canvas, thread,
3video channels and sound
85 x 135"




' lhgﬁﬂ;
T

S [

A T

TR
1 -EQu;Uﬁ:t;




87435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1575837240

87435711376482,
e": "ACTIVATE_APP",

87435711376482,
: "ACTIVATE_APP",
575831300

87435711376482,
: "ACTIVATE_APP",

87435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1575822900

87435711376482,
'ACTIVATE_APP",

87435711376482,
'ACTIVATE_APP",
estamp": 1575784740

1287435711376482,
'ACTIVATE_APP",

1 287435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1575777960

1287435711376482,
'ACTIVATE_APP",

ype": "ACTIVATE_APP",
"timestamp": 1574093400

87435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1574055000

87435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1574051040

87435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1574031360

87435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1574028300

87435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1573986780

287435711376482,

CTIVATE_APP',
"timestamp": 1573985820
13
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573985280

1 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573933800

b
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573929480

":287435711376482,
‘type": "ACTIVATE_APP",
"timestamp": 1573903560

87435711376482,
: "ACTIVATE_APP",
"timestamp": 1573901280
13
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573857600
b
{
"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573838700
b
{
"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573759140
b
{

"id": 287435711376482,
"type": "ACTIVATE_APP',
"timestamp": 1573713660
b
{

"id": 287435711376482,
"type' CTIVATE_APP",
"timestamp": 1573712400
b
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573711980

1 287435711376482,
"ACTIVATE_APP",
"timestamp": 1573707180

1 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573706520

87435711376482,
‘type": "ACTIVATE_APP",
"timestamp": 1573705560
13
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573704240
b
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573703100

87435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573694760

87435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1573693380
b

87435711376482,
type": "ACTIVATE_APP",
"timestamp": 1573677600
h

87435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1573676040
b
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573663500

87435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1573661100

87435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573622700

87435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1573614180

87435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573611960

b
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573609020

:287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573608060

:287435711376482,
pe": "ACTIVATE_APP",
"timestamp": 1573607400
b

87435711376482,
type": "ACTIVATE_APP",
"timestamp": 1573601100
h

87435711376482,
type": "ACTIVATE_APP",
"timestamp": 1573600020
h
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573599000

:287435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1573597320
L

87435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573596180

h

87435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1573595340
h
{
:287435711376482,

"type": "ACTIVATE_APP",
"timestamp": 1573590780

287435711376482,
:"ACTIVATE_APP",
"timestamp": 1573590240
b
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573577820

287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573534860

id": 287435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1573533900

type": "ACTIVATE_APP",
"timestamp": 157353330

287435711376482,
CTIVATE_APP",
"timestamp": 1573527480
b
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573520460

b
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573517280

:287435711376482,
CTIVATE_APP",
"timestamp": 1573501260

:287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573490940

287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573488840

b
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573374360

id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573287300

287435711376482,
:"ACTIVATE_APP",

287435711376482,
CTIVATE_APP",

287435711376482,
CTIVATE_APP",
"timestamp": 1573278780

b
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573277220

b

87435711376482,
ype": "ACTIVATE_APP',
"timestamp": 1573271040

87435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1573270140
13
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573268100

87435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573266720

7435711376482,
'ACTIVATE_APP",

1287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573265160

1 287435711376482,
'ACTIVATE_APP",
"timestamp": 1573264380
13
{

"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573263720

87435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573262880

87435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573261860

b

87435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1573256760

13

87435711376482,
ype": "ACTIVATE_APP",
"timestamp": 1573256580

%

{
"id": 287435711376482,
"type": "ACTIVATE_APP",
"timestamp": 1573248300

87435711376482,
'ACTIVATE_APP",

87435711376482,
pe": "ACTIVATE_APP",
"timestamp": 1573239720

87435711376482,
'ACTIVATE_APP",
"timestamp": 1573229940

1 287435711376482,
'ACTIVATE_APP",
"timestamp": 1573228620
%
{
"id": 287435711376482,
"type": "ACTIVATE_APP",

"name"; "acnestudios.com",

"events": [
{
"id": 520025771488408,
: "PAGE_VIEW",

"name": "ucsb.edu’,
"events": [

{
"id": 1655551457923852,
"type": "PAGE_VIEW",
"timestamp": 1601334600

id": 799902440173992,
"type": "VIEW_CONTEN
"timestamp": 1569890700

1110563252375567,
ype": "VIEW_CONTENT',
"timestamp": 1569890700

"name": "modernhiker.com’,
"events": [
{
"id": 308940262976306,
"type": "PAGE_VIEW",
"timestamp": 1601225760

308940262976306,
"type": "PAGE_VIEW',
"timestamp": 1601155200

"id": 308940262976306,
"type": "CUSTOM",
"timestamp": 1589420400

:308940262976306,
'CUSTOM',
"timestamp": 1589418480

"name": "alltrails.com’,
"events": [
{
"id": 1468811803353962,
"type": "CUSTOM'",
"timestamp": 1601154960
b
{

"id": 1468811803353962,
"type": "CUSTOM",
"timestamp": 1601154720

1468811803353962,
"CUSTOM",

1468811803353962,
ype'": "CUSTOM',
"timestamp": 1593382380




|
"id": 287435711376482,
“type”: "RESULT_SENT",
"timestamp”: 1631855120

"id": 287435711376482,
“type": "CUSTOM",
"timestamp”: 1585628548

"ig": 287435711376482,
-t"p!'"= -mswll
"timestamp”: 1581808948

“id": 287435711376482,

"type': “ACTIVATE_APP",

"timestamp”: 1576720200
}l‘

"id*: 2B7435711376482,

i

type*: “ACTIVATE_APP,
"timestamp": 1575719788

18
{

"id": 287435711376482,
“type": “ACTIVATE_APP",
"timestamp": 1576714980

b

"id": 287435711376482,
"type": "ACTIVATE_APP,
"timestanp": 1576686728

"id": 287435711376482,
“type": "ACTIVATE_APP",
"timestamp": 1576681988

L

“id“: 287435711376482,
"type": “ACTIVATE_APP",
"timestamp”: 1576646948

}.
"id": 287435711376482,
L]

type*: “ACTIVATE_APP,
"timestamp®™: 1576629548

}I
{

"id": 287435711376482,
"type”: “ACTIVATE_APP™,
"timestamp”: 1576628700

"id": 287435711376482,
"type": “ACTIVATE_APP",
"timestanp”: 1576C086EE

“id": 287435711376482,

[LIF PP ] & TTLATE ARme

your_off-facebook_activity.json






uwc'HaJT

ﬁmEl'?ﬁtq
::-.' ' P pr.}d ';‘1‘.
;A ey

Ewﬁuiﬂwtq._

T}ﬂ. I.la:'j ﬁl- T -

§eSZL ipTs
AT e
::ﬂ;.a, =“=-|lﬂﬂ_=,.‘. -
:&EE E-i - :'_rh_:‘-'r_ 1.1.

L
I-rlJ'n 1A jq#uﬂl-‘-:l

,nmﬂﬁimmn
Tt e

ﬁﬁvdﬂ e
SR

fas '
o i

i

&
|
-1

o

L
>

: .'F

Eiri
-

g
b !
i
W i

"Hama“: 'F?t Fu ﬂI’

L E".F‘E‘TJI-LEH; [ -.

o
'

igny iaTsiadTanaata.
: ""1}‘11'5&": Hcl.j-l:‘]'rlrf”l ; H!

_;n o v?q1515¢-394913}
1F-t3!..p&‘.l =i !:l F‘UJT{- L : v,

p I ;

Si: yraiiinarsen ?*3,
?rpe" SEUSTOMY

TEEtﬂ%“” 153* 332 Eﬁ-{

e ﬂlt :}?ﬁfj #fﬁngj{g
”tyﬁeﬂi 17_{"{]5::" i ted
=-"t1m95famﬂ”‘:iﬂﬁj¢?5ﬂ.

- 4.|'|.-u 2‘)—8', 3 #Tﬂ'gq’ﬂlu;
“tvﬁa”ﬂ e T“H“ -

'?lmFEtam““: 2395423 {

“iﬁ“"??ﬁ*SiEi?ﬁ 54013

tﬂm“'"nﬁﬂm"ﬁ“:' *,
1ﬁ3 “ﬂﬂ#dﬁ {
2;ﬁ?*1ﬁd?ﬁ§491 :
- T""HST.EHJH : o
B A 6aLEN

'"zraﬂﬂpa_

3
% lTEhthE”' *ﬁ-zaqgﬁqg:i

: . “t}l‘p‘““ 5 1.'-| ’LIJSTW”
;-“Tlmestamﬂ“' 15:11&113

271 F31847334

.'.:“t"I-'de' IJ-"L:E iy

It .l. " T]'F‘S i,._?mnj!

“lﬂ“ 2?”’ 1&¢fﬁ34ﬁ
"t"'l-fPE'i Ll "{jl'TA;F_E-h'
"t,mﬁﬂtsﬁp" 165135

e
7 e -1

$idve 7873184709403

f I'_'r-t'}"}-’eu - Ff{:UbT{:ﬁ“f: I

tigestamp®: 1EFIR12

P

“iﬂ“*'E”ﬁ?:i&#?EQ £
'Lt}’!-?ﬁ.'l :-.. HUE"H ..1' :

G =
T 36312674

IHigns 38T 84700401
R R

-“14 eﬁtanp":-;hg1i15é

L]

u;ﬁﬁ; 1jﬂ?3154 Eﬁ4¢13,

: “TFE}ﬂ” L if{‘:dE'imh
"*1mﬂa1 mp" 15312&552

"id“' E?H* 18¢?ﬂﬂ491

Quilting served as a technique to interface with this data using my body,
thereby emphasizing its materiality. Radka Donnell, in Quilts As Women's
Art, frames the practice of quilting as an “interface with silence,? referring
to the isolation quilters endure through their labor. Silence is defined as a
lack of noise, sound or speech, but a secondary definition is the absence
of mention, or oblivion. | see oblivion as the current status of feminine and
queer thought, bodies, and identity within the techno-heteropatriarchy that
is the social media data mining industry.

Amidst growing concern over data privacy, most social media platforms

have responded by giving users access to the information being collected

about them. Dealing with these data-sets manually subverts the intentions

of social media companies in making user data available for download.
The datais logged and delivered in formats optimized to be read by other
computer systems. Spending many hours reading and deciphering this

language was a main component of my research. This exercise served

as a meditation on the labor, both human and machine, that allows for
the creation of online personhood and digital identities. The content and

information created by individual users becomes the product in this capi-
talist and industrial endeavor. What's hidden by user interfaces are the
infrastructure required to collect and store mass amounts of data and the

marketplace within which this data is circulated.

In order to simulate an industrial environment that might contain this data,
| recorded the machines used in the process of making this quilt. The
timelapse videos of laser-cutting and sewing are accompanied by the raw
sound of those machines. The middle channel scrolls through the data file
in its native json format while the synthesized sounds of machines oscil-
late in and out of rhythm. This sound file was created by recording a work
sessionin RISD's spatial audio studio with an ambisonic microphone and
truncating the silent portions of this two hour file, reducing it to about 15
minutes of activity.| wonder what it means to forget the silent moments of
our lives and labor, the time elapsed in between our minds and machines.

2 Radka Donnell, Quilts As Women's
Art: A Quilt Poetics
(Vancouver: Gallerie
Publications, 1990), 2.

35



mm!hm‘ '1."-‘1_““ rqmt—-'m"—- ‘l!f‘ﬂ “"H p'l“‘r‘_’_’\.‘_-l‘-"-frh-h R _Le 4 -1"1-"-["-"‘- Lo
i B et gt o B I e & et et 1| gt b Tonamail Al 1, i 1 W i i iy o A il S |

ﬁﬂlﬂh‘ﬁﬂﬁiiﬂﬁﬂﬂ TH'lI'I ﬁi!fﬂlﬂﬁﬁfﬂlﬂﬂﬁmnﬂiﬂmﬂﬁiﬂlﬁﬂﬂﬁiﬂﬁmilﬁﬂi i‘lﬂi

H-llt\.-ﬂ--u- Hh]lﬁ-'l.--'r-'--w-f R W w-l!h'i'r-l---r-'lf-‘ = 2l r-l'lri'llll

" Lk i i S e i P A e e . N et Tt | L B A

|- PO
ii'i--‘lﬂﬂ-.l‘l iﬂi -1I-III1--II“II-\‘!II“JH _Mli_lil liﬂniﬂli—hi-ﬁlﬁlirﬂﬂ\-ﬂ—l'h—'l-ﬂ-l-l

e E'FHHH AT O o o i i i Huiﬂ'ﬂlﬁ:ﬁliﬂi

AT Tt R i R R M B i RO AT il

=

I ﬂllli !llill Ii IllIEIlII LTI Illl A [ lﬂlllilllll

e i L o om o AR WL e ey | W R
m:ﬂ-?!ﬂﬂ[.q.;-gml-:an;ﬂ. . x b k 5 .'=._.:-llI| —~-=T] JJ:-L. = I::. _-:f;
|.' Lkt ] e

III!I!I!!I]I!'! '!!!!!'!1!'"!!"!!!I!!_lllllﬂ![ﬂ!!'!!ﬁi!!ﬂ!!'!!iﬂ!l'!iil!!llii!“'ll

Lﬂl'ﬂlliili'ﬁm BRI mE il-ilnuu ll!hllllillﬂﬁlllllﬂﬁ

el s Bl RN R L] In-l j el e e e T e ] g om0 o A
[ ::I'.,.,E gudu : —'h#.-q#_:l. S EUSEmOELes = San s

l!lil!lll!!] _!gl!i!!u!lﬁ;_ LU T !!ll!!ll![!,!;,ﬂ[g!ilﬂl!'

i 0 0000 W ||muui“|iiin__|il:| mniuﬂm

|;=-'u- r-ﬁmﬂﬂlm T L T l.!l'l?

rmp 51"‘“3 ‘.!""Hn -="‘=“-_..l-.-1:=-.fﬂ -==';=_E-ﬁ“_..;F

mmmmnﬂmmrmmmm,._m.

V0 0 0 0 i _
I-'p.ulﬂ_" TS s TR ;“!".n—i-'.l-uu-muu BET B RS RS u.p--llll-i-llpu.li.nq- L ] -i..l,n B P LAl 1Y B L TR lll+-g-'|.|l- [E = “lqj'l-p-u? Pl
o ¥ Aad - il 1 s el il i - ﬂ_-r-*-.u# _..-r|—r..—|-.-.-.l..-..l-u

= T IR O e
[ " e —_—— - s, Rl s
N )

A el TEE N R | TR TN AT

R E T = e i = e 270 H ]
= e e e e s e

u‘ili i 1ll|ml T mmn|lllillmuumllmnlluim-l:l
l“n!rrl-rﬂ:l!rmnl:h‘\th‘ln'l-r E i _'lui-nlﬂni-dl AT I bﬂ-"ﬂ.’ﬂ_ﬂl-ﬁ'-_ﬁm-ﬂﬁ-l.lﬂ'ﬂ-ml‘l""“!r'\'

1 e b = - 1 B . - =



| fed archived instagram photos into an image to
sound data translator that turns pixels into audio
frequencies. After many iterations, the image
becomes unreadable.
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data quilt 1(2021)
laser-engraved canvas,
thread

45 x 35"
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Whatis lost fromreality by constructing its representation? Cultural critic
Walter Benjamin would argue that a work of art loses its aura when it is
reproduced® But what happens to people through this process, rather
than works of art? Representing people through digital means necessar-
ily throws out an abundance of qualitative information about the person

in order to construct animage. Animage, in turn, actually gives individuals

a certain aura: of objecthood, flatness, and permanence. It ignores dimen-
sionality and personality in favor of the purely visible.

'3 Walter Benjamin, The Work of Art in the Age of
Mechanical Reproduction, trans. J. A.
Underwood (London: Penguin,2008).
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\
! A A TikTok filter recreates image synthesis used in
facial recognition algorithms.
LA - -

e Rl R D
wwh Targed domaes padh

THE ARCHITECTURE OF A SINGLE SAMPLE PER PERSON DOMAIN
ADAPTATION NETWORK (SS5PP-DAN), [249]

This visibility is also limited to what can be detected by computers. As
form gives way to pixels, the biological reality of our bodies is transformed
into digital information. Although imaging technologies have advanced
to be extremely precise and accurate, | still feel a tinge of the uncanny
when | watch videos of me, listen to my own voice, or see images of myself.
Perhaps it is this exactitude which disturbs my feeling of oneness within
myself. | feel this as a dissociative fracturing of my identity, where pieces
of me have been captured and contained by being reproduced. My digital
double is a perfect replica of the surface of my skin, and yet it could not
be more empty and lifeless, betraying my full humanity in its flatness and
intangibility. At the same time, it’s this doubling and extraction that allows
me to play with my being.
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"Are people
hidden by too
many images?

...Dothey

become
images?””

Didactic Educational MOV File



Eternally Meeting My Self
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This generative audiovisual performance is about the way we encounter s Amatrixis a grid where each cell contains a piece

ourselves and our bodies in the digital landscape. Both the 3D model and of information. In a video screen, each pixel
the video image constitute an instance of my physical existence in the is part of a matrix of color values that come
world, captured and replicated by a digital mechanism, forever stored together to represent an image. Cycling ‘74.
by a machine. This work imaginines the surreal place these instances go “What is a Matrix?” Accessed December
and how they might join to form a metaphysical sense of self that exists 10th, 2022. https://docs.cycling74.com/max8/
between media. tutorials/jitterchapter00a_whatisamatrix.

The custom program generates a new note every second using polyphonic

synthesis, creating an eerie soundscape as the notes fall in and out of
discordance. The glitchy movements of the 3D model are created by turn-
ing the audio signal into a matrix™ and using that information to affect its

position on the screen. After the videoimage is consumed by the 3D model,
a close-up video of my eye is mapped onto its form, suggesting that | am

still peering out of this new container. The additional sound samples were

synthesized by readingimages of myself into a spectrogram player, which

reads pixels as audio frequencies.
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The gaze of the other follows me home. | perform for them, even when
they're not around.limagine cameras hidden in corners.limagine cameras
pointed in my windows. | imagine my neighbors are watching me change
my clothes.limagine someone is stalking me- they follow me everywhere
and they know my every move. | imagine someone is tracking me online,
stripping the location data from my photos and planning to find me IRL.

But | don’t do anything to protect myself.1don’t close the curtains or make
my social media accounts private.

I imagine someone is combing through the archives of my digital data.
I imagine they can read all of my direct messages and see my deleted
photos.limagine someone has found the SIM card from my first cell phone
and they have downloaded all of the pictures | took at 12 years old. limagine
my private conversations are being discussed in public circles. limagine
my greatest fears and anxieties are written all over the Internet. limagine
someone is watching me through my computer and my phone. They have
tapped into my webcam and my microphone and they survey me 24 hours
aday.

“Awoman must continually watch herself. She is almost continually accom-
panied by her ownimage of herself...From earliest childhood she has been
taught and persuaded to survey herself continually. And so she comes to
consider the surveyor and the surveyed within her as the two constituent
yet always distinct elements of her identity as a woman..Thus she turns
herself into an object - and most particularly an object of vision: a sight.”®

Whatdol get out of being seen? It's a haunting confirmation that | do exist.

8John Berger, Ways of Seeing (New York: Penguin,

1977),46-47.
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Studio Trail Cam
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I'm interested in uncovering the essential components of my identity- a
potentially futile task. I've come to believe that who we are when no one is
watching might represent our truest selves, without interference from an
outside observer.For these reasons, | decided to install a motion-activated
trail camera in my studio as a way to document myself in my undisturbed
state of being. The camera was situated to face me at my chair, so that |
was framed from about the waist-up as | worked at my desk. Every time
the motion-sensor detected movement, a six second clip was recorded.
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I quickly amassed thousands of video clips. The impossibility of my Motion activated trail cam set up in my studio
endeavor to capture every moment of my working hours became evident.

| lost a lot of footage due to my own errors (not wiping the memory card

before it filled up and stopped recording, or forgetting to format the

memory cardin the cameraonce | finally did copy the files over to my hard

drive). There were also a multitude of videos where | did not appear at all,

but some movements must have triggered the motion-sensors anyways.

| became very interested in these clips that seemed to represent tran-
sitory moments in my days, moments when | am in flux. They captured

my presence without my image. | was simultaneously documented and

completely absent.

Observer effect meme Watching me watching me being watched.
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Pandemic Interlude
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Isolationis a door locked from the outside. It's staring out the window with

longing. Isolation is a feeling in your bones. It is the call not returned, the

message not answered. It is a ghost: looming invisibly. Isolation is looking

in the mirror and not recognizing the face staring back. It is invisibility to

yourself. Isolation is a pit of despair. It is an endless staircase, aladder to

nowhere, a boat with no sail. Isolation is dull- voices muted, colors desatu-
rated, faces flattened. It is death by a million cuts of a blunt knife. It is pain

spread thin and painted on gently.

Solitude is a door locked from the inside. It is an open window and flutter-
ing papers on a cluttered desk. Solitude is a ceasefire in the body. It is the
callignored, the message not answered. It is the spirit settling in. Solitude
is a great drawbridge hoisted up by chains. Itis closing for the season.Itis
asign on the door for an entire afternoon...‘back in 15 minutes.’ Solitude is
passing by the mirror without aglance at one’'s own reflection. Solitude is a
mountain trail. It is arestful break and a handful of trail mix. Solitude is sharp.
Itis new flavors pairing with the old. It is moldy cheese and crisp, white wine.
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“Who, nowadays, watches the
light stream through the walls
of her “dark chamber” with the
company of a phantasmagoric
assistant, or smashes at her
eyes toreproduce lost color
sensations, or stays up all night
watching colored shadows
drift across the walls? At

times |have done all of these
things, but notin service of
science, nor of philosophy,
not even of poetry.®
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We form our ownimage of ourselves through our relationships with others.
But who are we if nobody else is around?

During the early days of the COVID-19 pandemic, | lived alone in a two
bedroom apartment for six weeks. | didn’t spend the whole time alone. As
a low-risk individual, I left often to do my grocery shopping and patronize
local cafes, taking iced oat milk lattes and pastries to-go. | also spent an
inordinate amount of time riding by bike around my neighborhood in Santa
Monica. Sometimes I'd ride an hour up the Pacific Coast Highway through
Malibu, suddenly a much safer ride without the sports cars revving their
owners’egos.Butwhen | returned home, it didn’t take long for the loneliness
to setin. When the sun finally set, the night stretched long before me and |
questioned if the next day would truly come.

Still life (2020) when my apartment
became my studio

m



Still life image processed in photoshop

Playing in the shadows

After some time of this routine, my small endeavors felt futile. It felt like |
was performing in a simulation. My apartment was my stage, but a black
box had been placed over it so the audience was obscured. Of course, |
turned to social media to stay in touch, to feel relevant, and to look in the
mirror at myself through the eyes of others. It was my tether to reality; but
every day, alittle more length was let out and | drifted.

Towards the end of this period, | spent alot of time laying on the floor in my

living room. I'd stick my arms straight up in my line of sight and play in the
light spilling through the blinds. Sunset was my favorite time of day when
shadows would dance across the blank, white walls. I'd play in these shad-
ows too, making birds and bunnies with my hands. 'd dance with my whole
body and watch my shadowed form abstract itself and coalesce back into
the shape of me | recognized. My shadow became an anchor-a reminder
that | am here, alone, in this cave of my consciousness.
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3D printed tombstone for my former sel

Living my best life in Animal Crossing

Quarantine Grenadine became my alter ego in
online queer spaces
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“The new
Occupying Spaces In-Between medI(] Ore
not bridges
between

man and
nature-
theyare
nature.”




The promise of virtual reality is to transcend the physical. Feminist anthro-
pologist Roshanak Kheshti identifies a “will to shape-shift” as a driving

force of humanity.?' She traces the cultural history of the tools humans  2'Roshanak Kheshti, Wendy Carlos's

have used to transcend: Switched-on Bach (London:

Bloomsbury Academic, 2019), 20.
The pre-Christian and early modern icons of shape-shifting

(sorcery, alchemy, chimeras, magic, spirits, voodoo, hoodoo,
ghosts, etc) became pivotal to the paradigm shift to the
Christian and colonial eras. Jesus’resurrection comes to figure
as exceptional and hence definitive of his divine power and an

end is declared to the more commonplace, everyday forms of
shape-shifting claimed by commoners. The mythos of resurrec-
tion elevated the birth and resurrection of Christ to the preem-
inent form of shape-shifting, rendering sorcery and magic as
base and inauthentic.







Facebook and other social media platforms just might be the tech equiva-
lent of aholy resurrection, where humans upload themselves to an all-know-
ing, paternal cloud that enables them to signal beyond their physical locale.
The self slipsinto the ether,and in aworld where this transcendental space

is controlled by corporate interests, the ether pulls you in deeper to the

seeds of American capitalism. Referring to Baudriallard’s characteriza-
tion of contemporary media as the complete substitution of the real for
its signs, Kheshti recognizes “the analogical condition of postmodernity,
where the copy exceeds the so-called real in both symbolic and material

value."® In a fundamental way, VR fulfills our human need to expand and

transform reality via simulation.

Technology, however, can be a faulty tool for metaphysical transcendence.

Anyone who has experienced virtual reality can attest to the ways in which

the physicality of the technology itself hinders complete immersion. The

cumbersome equipment and overwhelming audiovisual effects tend to

reveal the falseness of VR, rather than creating a new, believable reality.In % Roshanak Kheshti. Wendy Carlos's Switched-on
essence, what VR doesis allow the human body to interface with computer Bach, 35.
programs beyond the mouse and keyboard. We replaced the keyboard

and mouse with controllers in each hand, and replaced the screen witha

smaller screen strapped to the head so that we cannot look away. In this

way, our tools keep us grounded in our bodies and thus, in the physical

world.Unable to achieve complete transcendence of our form, we occupy

the spaces in between.
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Rock vessel #1(2022)
3D printed wood-fill PLA, black glaze
55"x7"x6.5"
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Virtual Reliquary is a virtual reality environment housing relics of the phys-
ical world. 15 rocks from around the world were collected through an open

call wherein participants donated a rock they gathered in their daily lives.
These specimens were then modeled using two industrial 3D scanners: the

EinScan 3D Pro and the Artec Space Spider. The result is a diverse collec-
tion of virtual sculptures, each with a tie to a specific place and personin

the world.

This project is a study of how real things become virtual bodies. I'm inter-
ested in transporting the natural environment into a virtual space and

contemplating the meaning of making the earth intangible. | relied on the

representational device of the medieval reliquary as an allegory for digi-
tal representations, which mask their infrastructure of information with

a decorated surface. Mimicking the radiating chapels of Romanesque

cathedrals creates intimate sites to interface with devotional reliquaries.
Ultimately, the virtual environment became a kind of speculative religious

space, replacing the remains of holy people with relics of the earth. 'm

curious about how we will relate to nature through virtual reality as climate

disaster makes the earth increasingly uninhabitable.
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recording session with contact microphone

Recording session with hydrophone

21

The soundscape of Virtual Reliquary was synthesized from sound record-

ings of the rocks in different recording scenarios. An ambisonic micro-
phone captures spatial audio of the rocks’ surfaces rubbing againsteach
other. Contact microphones record impact and friction between the rocks
directly through their surfaces. A hydrophone records the sounds of the
rocks in water.

Each situation yielded different sound qualities and granular synthesis

drew these nuances out of the raw recordings. My process began by

removing extra noise caused by microphone feedback or my own handling

of the microphones and selecting interesting moments for further devel-
opment. Soundgrain, a graphical interface that allows users to draw trajec-
tories within a sound sample to control granular synthesis, allowed me

to create densely textured sound samples. These short granularized

samples produced a series of longer granular recordings by manipulat-
ing the synthesis with other audio effects, like polyphonic frequency shift-
ing and resonant filters, in real time in Max/MSP.
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field recording kit




Rock musicis an experimental sound project that synthesizes the sound of
stones. All audio elements were made by interfacing with rocks and manipu-
lating the results. Different sonification moddalities characterize each track,
while spatial audio techniques optimized for binaural listening create an
immersive 3D soundscape where the inanimate environment comes to life.




Track list:
1.rock music (intro)

The introduction takes listeners through the process of synthesizing raw
recordings of rocks into noises that sound far from natural. Field recordings
using a contact microphone capture environmental noise using inanimate
objects as the transducer.

For this component of my research, | was interested in discovering if there
are noticeably different sound qualities between natural and human-
made materials through a sample of eight structures dispersed around
Providence, Rl. While the structures themselves didn’t produce any sound,
they did pass along environmental noise to the microphone. In some record-
ings, you can hear the sound of cars, birds, or children laughing.



2.spectrotechno

This track uses images created by 3D scanning rocks to generate sound.
Spectrograms are pictures of sound, but sound can also be generated by
‘playing’images in a digital audio workstation. Sonifying the texture images
of 3D-scanned rocks creates complex, computer-generated audio that
corresponds to the physical characteristics of the rock. These samples
are then composed algorithmically in a live-recorded mix.

After 3D scanning the rocks for virtual reliquary, | became very interested

in the texture files that are generated by the scanner. Using a spectrogram

player allowed me to create sound with the rocks in a completely differ-
ent way, without even touching them. It was very interesting to me that
these samples were completely computer generated. First, the 3D scanner
creates animage that is a flattened version of the surface of the rock, to

be used as texture information by a 3D modeling program. Then, the spec-
trogram player correlates pixels to audio frequencies within a certain set

of parameters dictated by the user.

This process produced 15 different sound samples with a wide range of
frequency information and an electronic, granular quality to them. From
there, | played these samples in an ambisonic drum machine based on
the Euclidean algorithm. The algorithmic approach allowed me to change
the parameters of the drum machine in real time, while maintaining aloose
sense of rhythm. ‘Spectrotechno’ is one of many recordings produced
through this method.
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3.virtual reliquary

This track is a mix of the many different recordings made for the Virtual
Reliquary project. Contemplating the fact that rocks and minerals are
mined from the earth in order to make the technologies we use every day,
this ballad evokes the geological transformation and turmoil taking place
inside computers. The sounds are synthesized from recordings of small
rocks taken with a contact microphone and hydrophone in controlled envi-
ronments. Movement and friction between rocks build an immersive 3D
soundscape with high order ambisonics.
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Rock monoprints
Ink on paper
85x5.5"

After interfacing with the rocks digitally, |
decided to make a series of monoprints by
pressing the rocks into ink and manually
imprinting their surfaces onto paper.
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Cyberfilesh

The system that connects me and my digital self is illusive. Mind and
machine meet at the body’s boundaries. Information flows between body

and machine through invisible electromagnetic waves. This is the bridge
and the abyss.
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% Donna Haraway, “A Cyborg Manifesto: Science,

Technology, and Socialist-Feminism
in the Late Twentieth Century,” in
Simians, Cyborgs and Women: The
Reinvention of Nature, (Routledge:
New York, 1991),149-181.

2"Arthur Kroker, Body Drift: Butler, Hayles,

Haraway. (Minneapolis: University
of Minnesota Press, 2012), 2-3. | am
leaning on the concept of ‘drift’ to
describe the instantiation of a sepa-
rate digital being that corresponds
to an individual's own fleshy body.
Kroker identifies the hybrid nature
of bodies living in multiplicity. The
cyberflesh would constitute one
such instance of the body, produced

by and contained within technology.

2 Siri Hustvedt, AWoman Looking at Men Looking
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at Women, 455.

While Donna Haraway'’s cyborg is an organic, hybrid being enmeshed and

intersected with technology,?® what | am referring to as the cyberflesh is

the separate and separating drift of information about an organic being

into the digital world.?’ It is the evolving, enveloping container and display
of data about an individual received from the physical world. While a body
implies permanence and stability, the term flesh allows for softness, vulner-
ability,and a permeable boundary with the environment that is cause for
change.® For the cyberflesh, the environment is memory cells inside of
the computer, the cables that weave the global internet network, and the

electromagnetic waves that connect everything in between. My cyber-
flesh allows my mind to enter the network while maintaining my identity
and my corporeal form. It offers self-preservation in the form of data. Data

becomes the key toimmortality.

My cyberflesh is my memory embodied in data. It displays me and hides
me. The cyberflesh feels immaterial to my corporeal senses, but it exists
physically as anetwork of information, stored as polarity charged electrons
on hard drives around the world. The cyberflesh is empty: it is a surface
wrapped around forms built by computers. My cyberfleshis immortal: it will
long outlive me, existing in fragmented multitudes while my body decom-
poses in the earth. The cyberflesh is unalive: it doesn’t breathe though it
requires air for its survival. It survives glitches, distortion, and failure. It will
decay and transform as it is subject to erasure, deletion, and corruption,
but it will persist and insist upon its completion and accuracy. The cyber-

fleshis a mirror and a portal and a double and a medium and a bridge and
an agent. My cyberflesh takes me places and keeps me still. It activates
my personhood and reduces me to my form. My cyberflesh waits for me to
log on and give directions. It is also active when | am sleeping, interacting
on my behalf,interfacing as a placeholder- always on, always available, in
uniqueness and multiplicity.

My cyberfleshis virtual,imaginary, physical and real. This digital self would
not exist without me, and in many ways, for people all over the world, | would
not exist without them. She enters the places where | do not go and helps
me be there. There exists a reciprocal cybernetic relationship between
my digital self and my physical existence on earth.2° My cyberflesh is my
virtual antennae for sensing through computers. She is a playground and
alaboratory. She is a practice round and the final word.

2 What Katherine Hayles dubs the ‘second wave’

of cybernetic theory concerned
itself with self-organizing systems
that evolve based on feedback from
within the system and with its envi-
ronment. N. Katherine Hayles, How
We Became Posthuman, 132-140.




Meshing with Myself
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One of my artistic aimsiis to escape the flattening effect (both on the body
and identity) of the screen. So | render my likeness in a new way: 3D scan-
ning. The 3D scanner is able to capture my form with more precision than

images ever could; the amount of detail is uncanny. However, the scanner
is designed for engineering applications, not for capturing a living, breath-
ing body. Because of this, the 3D scan of my body is littered with digital

artifacts and additional layers, especially around my chest cavity, reveal-
ing the body’s resistance to being captured and the faulty transcendence

offered by technology.

This 3D scan allowed me to work through ideas about what happens to
the body when it becomes a configuration of digital information. | came
to think of the scan as an embodiment of my digital double and began
to play with distortion and multiplicity as a way to represent digital iden-
tity. Duplicating my body allows me to stage interactions with myself that
would never be possible in the physical realm. It allows me to show love to
myself and express complex emotions about who | am. These gestures
are an act of restoration amongst a multiplicity of bodies and identities. It
is enmeshing with my cyberflesh and relishing in my form. These are the
kind of affordances granted by the existence of a digital double.




Meshing with myself #4

Pen plot drawing on paper

Meshing with myself #1
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a puzzle made with the material file of my body scan
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How can technology engage the body more fully? I'd like to expand the
range of motion in gestures that control technology. Let me move my entire
armrather than just my thumbs. Let me dance across akeyboard with all my
limbs rather than my fingertips. The interface is not the screen, but the skin.

Virtual reality is perhaps the prime example of the current limits of embod-
ied technology. It isimmersive, sensorial,and utterly convincing. And yet, it

is also limiting and boundaried in the ways it puts the senses in a physical

and virtual box, behind headgear, tied to one point in the room by a leash.
On the other hand are immersive art experiences, which throwimages on

the walls and hide every trace of the technological mechanisms that make

this possible. Visitors roam free from restraint, but there is typically noreal

engagement of the body. The interface is much the same as staring ata

screen. Some installations like this even provide comfortable seating on

the floor, mimicking the way we consume television in the home: reclined,
sedentary, and passive. 'm interested in finding a third path, one that lets

the body be free and engaged.I'm experimenting with ways to acknowledge

the presence of the viewer and, in turn, engage their bodies in relation to

my work. Let them play and discover the interaction with no prescribed

rules or instructions for behavior. Let it be a game of the mind and body
working together to discover something new and simultaneously, some-
thing familiarly human.
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hugging myself

Rhino render landscape

stepping on my face




3D printsin PLA and resin
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G-code preview in Cura







CNC'd aluminum
275x275%125"




Sandcast aluminum
26x05x0.5"

Porcelain
525x3x0.5"




CNC'd aluminum Cast plastic
29x275%x1.25" 3x275x15"
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The I\/le | Ve Mgde FOr YOU My thesis project is an interactive audiovisual installation using computer
vision and custom software created in Max/MSP Jitter. The work represents
the psychological and physical effects of living in the digital age. It imagines
adigital double that is always available for interaction, but remains trapped
within the infrastructure of technology. The viewer's movements generate
their own experience of the work, luring them to embody a fractured connec-
tionwith the other that lives within the screen. This relationship paradoxically

entices interaction while defying visibility.
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The installation consists of a custom frame, embedded screen, and a

computer vision system. The programuses infrared depthimages from the

Xbox 360 Kinect to sense the viewer's position and proximity in the exhibition

space.Onthe screen,a 3D scan of my body breaks into pieces as the viewer
approaches, while the sound is synthesized and interpolated as viewers

move through defined zones. When no one is detected, the system contin-
ues to have alife of its own.

The interaction draws on my own experience with social anxiety, both in
person and online. | have fear of being watched and concern for how | am
perceived by others. At the same time, this visibility is validation of my identity
and confirmation of my personhood. Seeing myself doesn't offer the same
kind of recognition. In fact, | get an uneasy feeling when | see myself repre-
sented on screen; it takes away from my being here in the present. In some
ways, this project is a kind of exposure therapy for being exposed. If digital
identity is ontologically fragmented and flattened by its need to be seen, this
project says that once left alone, it can put itself back together again.
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