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Curatorial 
Introduction.
In these series of four solo exhibitions featuring newly 
commissioned work by artists Panteha Abareshi, 
Alexandre Dorriz, Tristan Espinoza, and Maru Garcia, 
we reimagine the role of the gallery experience for our 
current times by presenting research-based artists 
outside of the traditional confines. Each respective 
exhibition engages a variety of interdisciplinary themes, 
with Tristan Espinoza’s activation of machine learning; 
Panteha Abareshi’s relationship to epidemiology; 
Maru Garcia’s creative approach to experimentation, 
cellular evolution, and collaboration; and Alexandre 
Dorriz’s investigative research into the mechanics of 
transactions, public policy, and water rights.

Espinoza’s Index, Interiors features the new, site-
specific, web-based artwork titled perennial, a project 
archiving the artist’s personal and cultural histories 
associated with Southern California’s ubiquitous citrus 
heritage. At its root, perennial is an index of recorded 
and rendered approaches in Espinoza’s (in)visible labor—
from the hand-made artistic medium of cyanotypes to 
an obscured second-hand comprehension derived from 



artificial intelligence—poetically cultivating a discourse 
around societal relationships and distances to material 
experiences, memories, and their proxies.

Tender Calamities features Panteha Abareshi’s 
examination of their own body as material, stripped of 
their personal identity to discuss the more fundamental 
nature of deterioration in human physicality vis-à-vis 
medicalized and intimate circumstances. While in part 
literally referring to states of the body, the title of the 
exhibition also provides a framework to consider the 
body of works. Tender, by adjective, is soft or delicate, 
while calamity, by noun, is a grievous affliction or 
adversity. Abareshi presents multiple ways to interpret 
this embodied/disembodied title and how the body, 
illness and disability might be considered in the present 
and future.



Transforming the Los Angeles Municipal Art Gallery 
into an active laboratory, Garcia’s membrane tensions 
features a constellation of new, site-specific works 
composed of cellulose. The cellulose (produced and 
harvested on-site at the Gallery) is used as both an 
intervention in the Gallery’s balcony windows and an 
installation of sculptural objects and light projections, 
alluding to the beginning of life where the delineation 
between internal and external was essential for life forms 
to first emerge. In using and placing cellulose (literally 
and figuratively) as the medial, membrane tensions 
anticipates future exchanges through reimagining the 
basic building blocks of primordial relationships.



Dorriz’s practice investigates the politics and power 
networks often unnoticed behind the facades of public 
essentials such as space, land-use and water distribution. 
Public Sculpture 001-C takes viewers through a journey 
of research, particularly focusing on the tallying and 
mapping of the many means and measures involved 
in advancing an artist’s concept through production 
phases and public presentation. Dorriz’s research-based 
process unfurls bureaucratic affairs to issue a space for 
vital conversations in creative production, such as the 
monetization of creative labor, complicated discrepancies 
in funding and the dynamics behind transactions such as 
donations and public acquisitions, ultimately revealing 
the internal exchanges that determinately shape and 
shift the materialized and fabricated value structuring a 
commissioned public work.



Tell us about your practice.

It’s easiest to examine where my practice is now by 
contextualizing it with where my practice was a year 
ago. A year ago my work was focused on the Self, with no 
separation from my personal identity. All of the intensive 
forms of self-documentation (which are still pivotal to 
my practice) were linked directly to specific emotions or 
memories as a means of processing and communicating 
them cathartically. The vulnerability in my past works 
was derived from much more literal forms of exposing, 
whether through physical nudity or the release of private 
moments and information. 

Now, I am making every effort that I can to abandon my 
own personal identity in my work, where that vulnerability 
is no longer coming from a literal exposing of myself 
and my experiences, but rather from the stripping of 
the Body as a conceptual entity. While my performative 
and video work still circles the documentation of 
the malfunctioning body, the broken body, there is a 
focus now on the disembodiment of anatomy, and an 

Panteha 
Abareshi.
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intentionality with the materialization of the body that 
speaks more to the concepts of auto-objectification and 
abjectification within my practice. Where my practice 
sits, there is a great focus on the co-opting of the terms 
that exist around identity and body, and reframing them 
in ways which do not hinge upon that safe place of the 
individual self which we covet so greatly as species.

How does working with your subject/material challenge 
you?

The most challenging part about making this work is that 
even with my attempt at the removal of Self, my work is 
ultimately heavily dictated by my experiences within my 
body, within my illness, within my disability. So, there is a 
futility in my practice, which is just fine, but it does become 
difficult to make work without inserting a great deal of 
unconscious subjectivity into it because of an ongoing 
medical struggle. This insertion is inevitable, but I’m 
constantly navigating this unconscious subjective and 
negotiating with myself how to expand my articulation 
beyond the easy and comfortable modes of expression 
of pain. Transforming and translating pain, rather than 

Panteha 
Abareshi. 



simply capturing and displaying it. As opposed to making 
work as a means of contemplating immensely difficult 
emotions and excruciations, I am taking a great deal of 
time to sit with what is overwhelming me so I can make 
work that is less reactionary and more transformative 
and refractive of what I am experiencing.

Panteha 
Abareshi. 



Abareshi’s mode of research focuses on forms of 
communication—whether written language, data, or 
image-based—that are rooted in standardized modes of 
information, aggregation, dissemination and digestion. It 
all goes back to (or starts with) the artist’s deconstruction 
of the Body and human fragility/futility. 
Below are some of the titles that Abareshi has offered 
as another entry point into understanding their practice, 
work and engage in what the artist calls “xeno-crip” 
theory:

Katherine Hayles. How We Became Posthuman: 
Virtual Bodies in Cybernetics, Literature, and 
Informatics. University of Chicago Press, 1999.

“Hayles recounts the history of cybernetics as a 
catalyst to the erasure of the body. The focus in the 
Xeno-Crip reader will fall on Hayles’ discussion of 
posthuman embodiment in the last four chapters 
of the book. While Hayles focuses on the distinction 
between the ‘body’ and ‘embodiment’ as a means 
of discussing human consciousness in the form of 

Panteha 
Abareshi. 
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artificial intelligence, much of her posthumanist 
theory aligns with the Xeno-Crip perspective.” 

Cuboniks, Laboria. Xenofeminism: A Politics for 
Alienation. Verso, 2018.

“This highly accessible text from the techno-feminist 
movement boldly outlines the anti-naturalist and 
“gender-abolitionist” foundations of the Xenofeminist 
movement. Cuboniks writes that Xenofeminism 
exists within the techno scientific realm, wherein 
“nothing is so sacred it cannot be reengineered and 
transformed….to widen our aperture of freedom.” 
The manifesto calls for the abandonment of 
distinguishing the “natural” and the “supernatural,” 
instead envisioning a world in which all things and all 
bodies are considered malleable entities. 

“The Xenofeminist Manifesto provides a solid foundation for 
the dismantling of bodily definitions, and the abandonment 
of the “Organic” as synonymous with “bodily.”
Kafer, Allison. “The Cyborg and the Crip” pages 103-

Panteha 
Abareshi. 
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128 in Feminist, Queer, Crip. Indiana University Press, 
2013.

“Kafer engages with Donna Haraway’s Cyborg 
Manifesto, importantly noting that it is one of the first 
instances within feminist theory where disability has 
played a prominent role.  provides a refreshing critical 
take on Haraway’s cyborg manifesto, cautioning the 
reader to understand that the noting of the “cyborg” 
is not inherently emancipating and empowering the 
sick/disabled body.

“The vital difference between the Cyborg Crip and the 
Xenofeminist Crip is that within xenofeminism there 
is no obligation to mechanization, or technological 
“advancement” of the body. Instead, the Xeno-Crip 
perspective calls for a normalization of all forms 
a body could take, leaving space for the sick and 
disabled to make the choice to alter their body, or 
not, without prejudice from either side of the cyborg/
naturalist divide.”

Panteha 
Abareshi. 



Preciado, Beatriz. “Pharmaco-Pornographic Politics: 
Towards a New Gender Ecology”. Parallax, volume 1 
no. 14, 2008. 

“This text targets the effects of what Preciado 
calls a “punk…Hyper-modernity” framing the age of 
bio-capitalism- an important foundation to a socio-
medical examination of capitalism and body politics. 
A vital connection is made between the tech-driven 
subjectivity, and the embrace of the body as pharmo-
chemically regulated, and completely constructed 
through pharmacological/biomedical science.  

”McLuhan, Marshall. Understanding Media: The 
Extension of Man. MIT Press, 1994.

“In Chapter 4: The Gadget Lover of Understanding 
Media, McLuhan uses the Greek myth of Narcissus 
as a springboard into an exploration of “extensions 
of self.” While this was written roughly 50 years 
before Laboria Cuboniks would form, there is a vitally 
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Panteha 
Abareshi.

important principle of Self outlined in this chapter that 
is an important consideration within the Xeno-Crip 
rhetoric. Theories on ”autoamputation” and techo-
extension of the body make this a great and engaging 
read. What McLuhan writes about echoes more 
contemporary theories surrounding bio-hacking and 
cyborg futurity.”



Methods of Care for the Precarious Body
still from video
2020
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“I am examining my own body as pure material, that has 
no hierarchical advantage over any other sculptural or two 
dimensional medium I am employing. It is a shifting mode 
of thinking around illness and contending with disability, 
moving from the didactic terms of representation and 
validation of illness/disability in my work to discuss the 
more fundamental nature of deterioration, disability and 
dilapidation in human physicality.”



Panteha 
Abareshi. 
Site and Mediation. 

How does site specificity factor in with the representation of 
your body, particularly in a public and/or private place, and 
relationship to access?

A great deal of my work revolves around hyper-vulnerability 
and the removal of the delineation between “public” and 
“private” space and experience as a means of examining the 
structures of power around the sick/disabled Body. The sick/
disabled body is simultaneously treated as shameful, and 
spectacle, urged to be hidden yet subject to the gaze, touch 
and dissection of those in able-bodied positions of power. I 
withhold and over-extend access to the Body in my practice in 
response to this. My “body” is auto-objectified and abjectified 
within my work and used as radical material rather than 
subject. 

In my performance/video work specifically, discomfort plays 
a big part in the process and body-work within each piece. 
The Body is uprooted, disrupted and deconstructed within 
my practice, never allowed to settle and never granted the 
illusion permanence.  In this way, my “Body” is fundamentally 
site-unspecific. This examination of the sick/disabled Body 



Panteha 
Abareshi. 
allows me to critically engage with its othering, isolation and 
mutilation under the socio-medical, ableist gaze of Wester 
society. It is of course impossible to de-tangle my own 
experience inside my sick/disabled body from my practice. 
This structure of thought around the site-unspecific, 
disembodied “Body” allows for exchanges of power within 
myself and my illness that would otherwise not be possible, 
and fuel my performance work. 

Given the physicality of your work, what was it like for you 
to create this work at LAMAG without accessing or being 
present in the space? Are there any new takeaways you’ll 
carry into your practice/process moving forward?

While it required a greater deal of coordination and 
collaboration to execute, the challenges of this installation have 
not been un-welcomed, nor are they entirely new for me. Due 
to the unpredictable and precarious condition of my health, 
I have (on several occasions) found myself creating work or 
coordinating exhibitions of work within spaces I am unable 
to physically be present in. The frustration of inaccessibility 
has been a reality for me all my life, and in many ways, my 



Panteha 
Abareshi. 
practice has had to be highly adaptable to inaccessibility long 
before the pandemic. With Tender Calamities, the challenge 
for me arose largely in the spatial navigation of the pieces 
together, as it is ultimately impossible to grasp their relation 
to both each other and the space surrounding them without 
a physical presence. It is a new era in installation, where the 
digital gallery is being navigated with new depth and intention. 
With this in mind, I created one piece that is intended to live 
completely digitally, bridging the physical exhibition space to 
that which is immaterial and hyper-accessible.



On the topic of mediation, what gap do you wish your work 
will bridge with audiences, both IRL and URL?

Tender Calamities is an examination of what remains once the 
comfortable corporeal is stripped away. It is an exploration of 
the Body as experiment, as fallacy, as construct. And I hope 
that it will allow for viewers to bridge the gap between their 
internalized (and perhaps subconscious) discomforts around 
the sick/disabled Body, and the structuralist ableism that is 
so deeply integrated into all aspects of language, behavior, 
media and ways of seeing. The online access of the work 
allows for a vital perspective on the imaging of illness, and 
the coded voyeurism within viewing the sick/disabled Body. 
In Methods of Care for the Precarious Body specifically, 
I play with these layers of removal between ”viewer” and 
”body,” acknowledging the desensitization and distance that 
digital viewing often has and the parallels this desensitization 
has with the passive relation to illness and disability that is 
fostered within ableist society. There are repeated themes 
of passive violence, restriction and agony within the work, 
calling upon the viewer to engage willingly and intentionally 
with what makes them profoundly uncomfortable. 

Panteha 
Abareshi.



On the topic of mediation, what gap do you wish your 
work will bridge with audiences, both IRL and URL?

Tender Calamities is an examination of what remains 
once the comfortable corporeal is stripped away. It is 

Panteha 
Abareshi. 

Unlearn the Body
still from video
2020



Alexandre 
Dorriz. 
Introduction.

Tell us about your practice.

In 2017 I began research and fieldwork on the finances 
and farming practices of Lynda Stewart Resnick’s 
companies Paramount Farms and Roll International, 
subsidiaries of the now Wonderful Company, which 
owns POM Wonderful, Wonderful Pistachios, Teleflora 
and FIJI Water. Initially, the project’s point of departure 
was looking at the farm through the lens of an 
Orientalist expansion, basing much of the two farmers’ 
own expressed adoration for Napoleon Bonaparte (in 
consideration of the Egyptian Campaign) as well as their 
rhetoric on how they came to “discover” the pomegranate 
fruit and pistachio nut - claiming them to be staples of 
the “Ancient Persian” diet - against the backdrop of 
their mostly 18th Century French Rococo private art 
collection and the exhibition which inaugurated their 
Resnick Pavilion at the Los Angeles County Museum of 
Art (LACMA), Eye for the Sensual: Selections from the 
Resnick Collection.



Alexandre 
Dorriz. 
I would soon become more acquainted with a history of 
obfuscations by the Resnicks, predominantly a public, 
state-owned 32-square-mile aquifer, an underground 
water bank, designated for emergency Los Angeles 
access during drought periods, which became a 
majority-stake owned by the Resnick family’s holdings 
in 1994. In order for the family to broker much of the 
water they then banked, they relied on a financing and 
contracting technique which has been coined, “Paper 
Water,” speaking to the deregulation of buying and selling 
water entitlements and securities, specifically publicly-
owned California water which has been privatized and 
then sold back to the State of California at a premium. 
In consideration of the supply of water allotments which 
exist in water facilities, paper water trading operates 
as an “institutional mirage” to the inconsistencies 
between water supply and water usage. Using an optical 
framework, I became interested in placing those objects 
which would hypothetically be exhibited in a gallery, at 
the place where the money flows and where the patron 
earns their money —apparitions of water where there 
are none, in the case of the Resnicks, a Mirage.



How does working with your subject/material challenge 
you?

It has been my reconciling with making art objects 
and their inevitable display in environments that are 
inherently harmful (specifically on the critique of 
these environments) and reconciling with the history 
of the Museum, the history of Exhibition, the history of 
Collecting, Display, and White Walls. My largest question 
to myself and my practice has been, “Is this art object 
(any art object) complicit to the harm which this patron 
and/or this environment has created?” 

Alexandre 
Dorriz. 
 



Dorriz’s approach to research is best evidenced with 
his 2018 intermittent project entitled Economies of 
Small, or the Location of Capital in which the artist 
bred silkworms, raised mulberry trees and tried to 
recycle water in the “same circular facility” as a way to 
implement and posit new economic models for textile 
production. As he further describes, “This project 
would inform much of the fieldwork I would be invested 
in during my field visits to the Central Valley, which 
included fruit and nut clippings and clonings as well as 
the siphoning and sampling of collections of water in 
order to reproduce and copy the image of the Oriental 
portal (this included indexing longitude, latitude, and 
date of “exposure”). These became ways I was able to 
“photograph” geographies without the camera, in order 
to contextualize an Imagined Geography without the 
colonial apparatus of the camera.”

Alexandre 
Dorriz.
Research. 



Below are some of the titles that Dorriz has offered as 
another entry point into understanding his practice and 
work:

Pamuk, Orhan. My Name is Red. Vintage Books, 2002.

“There is an allegory in Pamuk’s text that I think of 
often and how ‘blindness’ operates as the blessing 
and the prayer, how non-representation, and myth, 
may be representative of the truest devotion, and of 
these optical relationships between the spiritual, the 
myth, and representation.” 

Johnson, John W. United States Water Law: An 
Introduction. CRC Press, 2009.

“Although only briefly looking at the landmark Irwin v. 
Phillips 1855 case and the prior appropriation doctrine 
in California, this text is a comprehensive introduction 
to fundamental legal vernacular to how liquid water has 
been able to be exchanged its public and/or private rights 
have been able to be transferred between owners.”

Alexandre 
Dorriz. 



Wang, Jackie. Carceral Capitalism. Semiotext(e), 2018.

“The chapter, Policing as Plunder: Notes on Municipal 
Finance and the Political Economy of Fees and Finance 
provides an understanding of how the financialization 
of municipalities, specifically through municipal 
bonds in policing sectors, promote ‘productivity’ 
incentives for policing. Wang uses Marx’s M-C-M 
(‘the transformation of money into commodities, and 
change of commodities back into money’) to beget 
the existence of municipal bonds, which have no value 
in themselves, as merely debt claims.” 
Daumal, René. Mount Analogue. Vincent Stuart Ltd., 
1952.

Alexandre 
Dorriz. 
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“There is Iranian mythological mountain range by the 
name of Mount Qaf, by some accounts the highest 
point on Earth and the ancestral of the jinn. It is said 
that the mythology of Mount Qaf was inspiration to 
both Dante’s Divine Comedy as well as Daumal’s text, 
where the tallest mountain on Earth makes itself 
apparent to only those who believe, and only at a 
certain time of day and time of year when the Sun’s 
light refracts perfectly on the horizon at either dusk 
or dawn in the Southern Hemisphere.”



Public Sculpture 001-C
Conair Model GS4, Sekonic L-358, Fomadon LQR, Ilford Ilfostop, 
Syrian Rue (Esfand), Oster CKSTSB100, Boiling Receptacle, Hydrion 
Single Roll pH (5.5 - 8.0), Adorama NP10102, 1,392 minutes and 
40 seconds of Suppositional Contracted Labor by Los Angeles 
Municipal Art Gallery Preparator, .0142034 hundred cubic feet 
of Suppositional Contracted Water from North East Balcony Tap 
Valve of Los Angeles Municipal Art Gallery
314x173x144 in.
2020

Alexandre 
Dorriz. 
Process. 

Image representing Alexandre Dorriz’s conceptual work courtesy of the 
Los Angeles Municipal Art Gallery.



Siah Armajani’s 1970 work, Land Deeds, where the artist 
successfully purchases one square foot of land in all 50 
states after emigrating from Iran, has become a strong 
point of departure for this ongoing work engaging with 
the privatization of public water and land in the Central 
Valley. Over time, I have become more interested in the 
myth of his work and the way it circulated orally rather 
than its physical representation (being the land deeds 
themselves); and, it was the way Armajani was able to 
territorialize this Imagined Geography for himself, the 
States, which in many ways was the territorialization of 
the mirage that is transnationalism. What apparitions 
of a mythical, or hypothetical, “sculpture” can I suggest, 
but then evacuate or evaporate - almost mythically - in 
ways debts of “paper water” are also financed without 
any proof of existence to begin with. 

Alexandre 
Dorriz. 
 



Through this process, I have become interested with 
the evacuation of the art object and its financialization 
through its absence; and, the many ways “public” land, or 
“public” water, are dependent upon our subjective optical 
relationships with an art object, a “land”, a “water”, or a 
“sculpture” - and essentially, a “mirage.” What is sculpture 
to its institution, if not an element - coming out of its soil?

Alexandre 
Dorriz. 
 



How does the site specificity of LAMAG factor in with 
the mythmaking aspect of your work and/or project as a 
whole? 

The larger part of the mythmaking in this project is in 
continuation of looking at optical phenomena, like the 
mirage. In previous projects I was looking at myths 
propelled by the practice of exhibition-making, that 
there is no location of patronage (not dissimilar to the 
apparitions and myth of capital) where I attempted to 
vacillate avowed art objects between a gallery and the 
place from which that donor has obtained their capital. 
Here the transfer is more fluid although not between 
objects but between the phenomena of liquidity (of 
capital, commodity, monies) itself. Because this project 
originated with the four parcels of land in the Central 
Valley first, it becomes important to me to use the City  as 
both a site and an instrument to repair its existing harm 
through the same legal frameworks which enabled it, 
and this state as a project, to exist, specifically looking at 
Irwin v. Phillips, and thinking of this entire transaction as 
a two-way mirror which is only dependent on how much 

Alexandre 
Dorriz. 
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light there exists on either side in order to see through to 
the other side. 

There’s a certain hands on (e.g. field work, etc.) aspect 
of your past works and this new work at LAMAG. What 
was it like for you to create this work at LAMAG without 
actually being physically present or accessing the 
space? Are there any new takeaways you’ll carry into 
your practice/process moving forward? 

I’ve been trying to look at the gallery as a mining site. 
Not exactly in the way Fred Wilson used the Maryland 
Historical Society, but more through an economist’s 
vernacular, using legal precedents. Working with the 
City to obtain data through a similar process I would 
have conducted my research on silkworm growth and 
exposure monitors, utilizing the instruments of the City 
to broker transactions and obtain data, feels in tangent 
to previous bodies of work where I was playing around 
with the a idea of a “reverse museology,” which was 
inspired through a conversation I had had with Amelia 
Jones after a walkthrough of “Fountain” with her, where 
she had mentioned Guillermo Gomez Pena’s discourse 

Alexandre 
Dorriz. 



as a “reverse anthropologist.”

On the topic of mediation, what gap do you wish your 
work will bridge with audiences, both IRL and URL?

The word “Witness” has become a practice during 
this project. I’ve been looking at the theorist Maytha 
Alhassen’s writings, specifically on the Islamic 
conceptual, contractual, and religious frameworks 
around “Shahid” in a dissertation entitled, “To What the 
Eye Beholds”. Alhassen explains how in Arabic, “Shahid” 
means both, “to witness”, as well as, “to testify,” which in 
many ways anchors what legal assemblages this work 
has informed - the collapse of the optical experience of 
“Witness” and “Withness;” and, according to Alhassen’s 
writings, if one has witnessed an injustice, there is no 
separation between how one must be in solidarity as 
witness as well as the obligation to testify in order to 
correct that injustice. While working on “Eye for the 
Sensual” I started looking at J.L. David’s “Napoleon 
Crossing the Alps” - a work which has often been used 
to cite relationships between truth and painting in the 
school of “Historical Painting.” This isn’t a far cry from 

Alexandre 
Dorriz. 



both the artists’ relationship today with any institution, 
or more, our relationship as viewers to the institution of 
art viewing. In Yves Klein’s “Zone de Sensibilité Picturale 
Immatérielle,” Klein engages with his critics, dealers, 
“witnesses,” and a body of water, specifically the River 
Seine, and gold which informed an earlier sketch of 
Public Sculpture 001-C, taking the River Seine for the 
California Aqueduct. 

A good friend of mine recently told me that my work 
allows them to realize we are all implicated in the harm 
by institutions - I would like to think that this is exactly 
what I am navigating: my complicity, our complicity, and 
the nuance between.

Alexandre 
Dorriz. 



Tristan 
Espinoza. 
Introduction. 
Tell us about your practice.

Technology has continued to shape my creative 
interests, manifesting in my artistic practice but also 
in an organizing practice (I co-organize a local zine 
fair focusing on tech zines with two of my friends). My 
interests in cyanotypes, printmaking, and books are 
recent, and inspired by close friends who were doing 
similar things. Being around them has irreversibly 
expanded my practice. I learned how to code because I 
wanted to make video games. Later, I developed a more 
focused interest in code as an artistic tool because I 
found I could quickly and expressively prototype my ideas 
without being restricted to a particular software. For 
me, literacy with code translated to agency, and agency 
opened the path for deeper questions and inquiries. 

Recently I’ve been using my work to think about intimacy 
in relation to data. For my project at LAMAG, that meant 
giving a deep and sustained attention to cyanotypes and 
the plant materials I made them with. I appreciate that 
the work has also returned me to language and creative 



writing with computers, interests I haven’t thought about 
in years. 

How does working with your subject/material challenge 
you?

As an artist, I’m interested in using software in a 
nonconventional way, so I often have to come up with my 
own solutions. For example, machine learning algorithms 
typically need thousands of images to learn and make 
inferences from. It would be difficult to make cyanotypes 
at that scale, except over a period of years. And though 
that sounds deeply evocative, it wasn’t practical for the 
show dates at LAMAG. I got around it by scanning the 
cyanotypes at a high resolution and writing code that cut 
each scan into 25 squares before saving those images to 
a folder on my computer. 

Tristan 
Espinoza. 



Something else I am mindful of is how processes of AI 
or machine learning are entangled with oppressive 
histories, and continue to exclude communities across 
gender, race, sex, class, and ability. I have to constantly 
negotiate with being complicit in these issues through 
the use of biased tools such as AI. My hope is that more 
people will have an opportunity to develop a relationship 
with technology as a creative material, so that it can 
open up a more subversive and expansive vision of what 
it could possibly be.

Tristan 
Espinoza. 



When approaching research methodologies, Espinoza 
starts with something (e.g. residue or data) already 
generated and explores the consequent themes, 
questions and relationships. Often computational in 
nature, the resulting explorations may lead to prints or 
publications, “where that transference to the physical 
signals that it is time to pursue new iterations or begin a 
different line of inquiry.”

Below are some of the titles that Espinoza has offered 
visitors as another entry point into understanding their 
research, practice and work:

Benjamin, Ruha. Race After Technology. Cambridge: 
Polity Press, 2019.

“This is a rich book that locates emerging technologies 
in an ongoing history of colonialism and racism. It also 
shares strategies for reading racist ideologies in tech and 
some examples of creative interventions for responding 
to AI. A good starting point for anyone working towards 
a more critical relationship with technology.”

Tristan 
Espinoza. 
Research.



Campt, Tina. Listening to Images. Durham: Duke 
University Press, 2017.
 
“I like this text because it asks us to confront how 
images are used to expand state control, especially 
over Black communities. This is particularly urgent 
in the context of mass protest, surveillance, and 
automation. Campt argues for a different way 
of interpreting images - listening to them - as a 
way of opening up and/or supporting practices of 
resistance.”

Farmer, Jared. Trees in Paradise: The Botanical 
Conquest of California. Illinois: Versa Press, 2015.

“This was a really useful historical accounting of some 
of the most common trees growing in California and 
how they are entangled in complex social, political, 
and cultural histories. After reading this, I felt I had 
a heightened sensitivity to the artifice of California’s 
natural environment and a more nuanced relationship 
to the materials I was using for this project.”

Tristan 
Espinoza. 



Minh-Ha, Trinh T. When the Moon Waxes Red: 
Representation, Gender, and Cultural Politics. New 
York: Routledge, 1991.

“The way machine learning collects and analyses data 
comes from a specific relationship to knowledge that 
has been present since the Enlightenment; the way 
we classify and schematize everything, the impulse 
to know more, etc. Minh-Ha responds to these issues 
from a filmic perspective, specifically questioning 
documentary films and their capacity to objectively 
document anything. This book fits into related 
inquiries I have about western epistemologies and 
other ways of knowing.”

Piepzna-Samarasinha, Leah L. Care Work: Dreaming 
Disability Justice. Vancouver: Arsenal Pulp Press, 
2018.

Tristan 
Espinoza. 



“Something that is always on the periphery of my 
practice is care, labor, and access; thinking about the 
different encounters people can have with my work 
and anticipating or asking about their needs so that 
they can have full experiences of the project. Piepzna-
Samarasinha doesn’t directly engage with access 
issues in AI or machine learning, but it’s still a loving 
invitation to consider our own needs in relation to 
technology, and what conditions are necessary to 
meet those needs.”

Savoy, Lauret E. Trace: Memory, History, Race and the 
American Landscape. Berkeley: Counterpoint Press, 2015.

“I’m interested in how people come to understand 
home and a sense of place, and how the landscape 
around us can contain traces of that sensemaking. 
Savoy theorizes on those questions by starting from 
her own experiences while simultaneously braiding 
in histories of race and labor. I’m grateful for how 
this text nudges me out of virtual places, and invites 
knowledge that is embodied and situated in space.”

Tristan 
Espinoza. 



perennial (web-based archive)
web-based archive
dimensions variable
2020

Tristan 
Espinoza. 
Process.



Before, I was mostly guided by critiques of technology 
and thinking about how to use those paradigms as 
cloaks for alternative ideas. But with this experience, it’s 
been nice to linger in an exploratory phase. I might stay a 
while as I clarify my intent and approaches. 

I am quarantining with family, so I also want to name that 
my present methods for making are done in collaboration 
with them, and that these collaborations take on many 
forms that do not always produce artwork. We make 
meals for each other, help the kids log into virtual 
classrooms, wash dishes, etc. etc. This feels important to 
bring up because I think it is worth acknowledging the 
labor that surrounds a practice, and right now, for me, 
most of that labor occurs in a home.

Tristan 
Espinoza. 



How does site (both physical and virtual) specificity 
factor in with the relationship to your work and building 
or sustaining networks over the course of your exhibition 
at LAMAG?

The physical specificity is important for grounding the 
narrative in a certain place (Los Angeles). Online, my 
project is less about being in a specific place and more 
about how the web can facilitate access to the piece. When 
it comes to the sustenance of my networks, being online 
has made it harder and easier in different ways. Easier, 
because now there are so many ways to connect with 
people. Harder, because we’re simultaneously coming 
up against the boundaries of networked technology and 
its capacity to facilitate how we relate with one another. 
This has less to do with site specificity and more with 
power and how that manifests in the technologies we 
use.

Tristan 
Espinoza. 
Site and mediation.



Can you describe how interactivity is complicated with 
respect to time and expectations in the self-determination 
of cyanotypes versus the presumptions of AI?

One way I’m interpreting this question is that it is asking 
about the affective impact of artwork and how that shifts 
when art is mediated through screens. This tension feels 
really apparent for the cyanotypes because of how they 
retain a sort of sensuousness of the material pressed 
between glass and paper. AI, however, is integrated into 
our lives in ways that aren’t always transparent. Facial 
recognition, predictive policing, aerial surveillance, for 
example, have a history of being deployed as forms of 
state control. So even if the experience is mediated, AI 
has a material impact. 

I try to navigate some of these concerns by framing the 
encounters in books. I can scan the cyanotypes, or make 
negatives from the AI-generated images to use on new 
cyanotypes, and both types of pictures can live together 
in a book. There is the sensation of touching a surface 
without the complete alienation of a screen. 

Tristan 
Espinoza. 



On the topic of mediation, what gap do you wish your 
work will bridge with audiences, both IRL and URL?

Something I want to be intentional about is that we move 
beyond the binary of remote vs in-person, because there 
is already an art historical precedent for these questions 
in early net art. Also, mediation, screens, and being 
home has been and still is a reality for many disabled and 
chronically ill people. So these issues are not necessarily 
new, but they do take on a different urgency now that 
mediation is a shared experience during COVID. 

For the work specifically, I want to suggest that maybe 
there is no gap to bridge. That you can have a full and 
authentic experience of the work at home or in-person, 
and that either context can serve as a valid access point 
into a project about time, memory, and labor. I hope the 
work, in its virtual and IRL presentation, can gesture to a 
movement beyond that binary, or at least make space for 
a more capacious arts practice.

Tristan 
Espinoza. 



perennial (web-based archive)
web-based archive
dimensions variable
2020

Tristan 
Espinoza. 



Maru 
Garcia.
Introduction.

Tell us about your practice.

My work lives at the intersection of art + science + 
environment. My use of media includes research, 
installations, performance, sculpture, and video, usually 
with the presence of some kind of organic matter to 
help understand the biological processes occurring 
in complex systems. This stems from my interests in 
explorations on biodesign, interspecies relationships, 
and the capacity of living organisms (including humans) 
to act as remediators in contaminated sites. 

For the work at LAMAG, I am coming back to one of my 
favorite collaborators: microorganisms. I’ve worked in 
the past with SCOBY (Symbiotic culture of bacteria and 
yeast; the same used for Kombucha production) because 
this culture produces a cellulosic film that can be shaped 
in different ways. For membrane tensions, I wanted to 
present these films as membranes and further develop 
the concept of symbiogenesis and the tension between 
the individual and the collective.



How does working with your subject/material challenge 
you?

With organic matter, it’s usually the lack of complete control 
over the system. Since I am trying to find new “surprises” 
with materials or research (sometimes new but usually 
known), I try to start pretending that I know nothing about 
the topic and then I start with the “what if” in all of their 
ramifications. Some of the experiments can’t continue. But 
instead of calling them failures, I make a pause or just find 
them as a dead end and start to research one of the other 
ramifications. I usually have parallel experimentations and 
I continue with the ones that have more potential from my 
point of view. Usually, I have a sense of urgency to try a 
specific path, and this propels me to go in that direction. 

“Normal” challenges include contamination by other 
microorganisms (e.g. in the case of SCOBY) and conditions 
that are not ideal for development and that I cannot modify, 
strong smells, and sometimes even personal health 
conditions as being allergic to some kind of organic matter.

Maru 
Garcia.



Maru 
Garcia.
Research.

For Garcia, the work is the research itself. The 
methodologies Garcia employs come from a 
transdisciplinary perspective – the natural sciences, 
social sciences, art – and lived experiences as a woman 
born and raised in Mexico. Research from different 
perspectives crystallize in the artist’s so-called ”self-
integration of all my paths”. 

Below are some of the titles that Garcia has offered 
visitors as another entry point into understanding their 
research, practice and work:

Haraway, Donna J. Staying with the Trouble: Making 
Kin in the Chthulucene., 2016

“The idea of kinship is very important for my work.”

Hauser, Jens. Sk-Interfaces: Exploding Borders: 
Creating Membranes in Art, Technology and Society 

“This book references other artworks on membranes, 
skin and interfaces.”



Ingersoll, Evan and McGill, Gael.  Molecular Landscapes. 
Cellular landscape cross-section through a eukaryotic 
cell

“A beautiful way to enter the scale of microscopic 
organisms.”

Diz-Muñoz, Ewa Sitarska. “Pay attention to membrane 
tension: Mechanobiology of the cell surface” pages 
11-18 in Current Opinion in Cell Biology. Volume 66, 
October 2020.

“Recent scientific reference to the importance of 
membrane tension in cell biology.”

Maru 
Garcia.



membrane tensions
installation and video
glass containers with SCOBY culture, bacterial cellulose sculptures, 
IP camera, overhead projectors, drawings
2020
dimensions variable 
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Maru 
Garcia.
Process.



Maru 
Garcia.



I start with an idea and then that idea starts to develop 
in different ramifications like dendritic growth where new 
connections are formed. I give room to the unexpected, 
allowing the system to develop itself, and valuing the 
process over the results. That is why I like to work with 
biosystems, because it’s like a conversation where I can 
receive a response.

Maru 
Garcia.



How does site specificity factor in with the relationship 
to your work and building (or sustaining) a sense of 
community? 

Part of the piece is site specific and thought for the 
Gallery’s big glass window/ door. The intervention is both 
human and non-human. As we extend the membrane that 
brings us together, the site is extended in the metaphor of 
the window. The one that is giving us access to the work 
through the use of technology (screens) and forming 
a sense of common experience, and at the same time 
separating us from the work. But also the window that is 
shared, where the sense of community is formed as we 
are all invited to continue intervening spaces. This is why 
the workshop ‘playing with scoby’ is part of the piece, and 
the windows of our own homes a site specific installation.

Maru 
Garcia.
Site and Mediation.



Given the hands-on and interactive nature of your work, 
what was it like for you to create this work at LAMAG 
without actually being physically present in the space? 

Technology (e.g. cameras, microscopes, sensors, etc.) 
has helped me extend my own senses and to invite the 
audience to be part of the piece in a more interactive way. 
In the case of the living cultures, it is for sure a challenge 
to think of a piece to be placed in a gallery where I don’t 
have access to install because I cannot have a full sense 
of the conditions. But at the same time, this is allowing 
me to think more in the audience, as we both are sharing 
the same situation of encountering the piece through the 
screen. 

The sensorial part of the piece (smell and the physical 
qualities of the materials) is the most difficult to be 
translated. These are the limits of the image, and it is 
interesting to think about that too. 

Maru 
Garcia.



On the topic of mediation, what gap do you wish your work 
will bridge with audiences, both IRL and URL?

A hybrid format has the capacity to be more accessible. 
People from other places can “visit” and engage with the 
work. I like the idea of the work living outside of the gallery 
and being part of the people’s homes at least for a moment. 
I hope that this work can be perceived as a process and 
not something static. Probably the idea of coming back to 
see how the piece evolved is something that is also part of 
the intention.

Maru 
Garcia.



membrane tensions
installation and video
glass containers with SCOBY culture, bacterial cellulose sculptures, 
IP camera, overhead projectors, drawings
2021

Maru 
Garcia.
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Checklist.
Panteha Abareshi

Methods of Care for the Precarious Body
video
TRT: 5:50
2020

Unlearn the Body
video
TRT: 4:56
2020

New Artifacts
inlaid and pierced 1/3 scale pelvic bones with metal 
hardware
dimensions variable
2021

Aggregation
video installation
dimensions variable
2021



Alexandre Dorriz

Public Sculpture 001-C
Conair Model GS4, Sekonic L-358, Fomadon LQR, Ilford 
Ilfostop, Syrian Rue (Esfand), Oster CKSTSB100, Boiling 
Receptacle, Hydrion Single Roll pH (5.5 - 8.0), Adorama 
NP10102, 1,392 minutes and 40 seconds of Suppositional 
Contracted Labor by Los Angeles Municipal Art Gallery 
Preparator, .0142034 hundred cubic feet of Suppositional 
Contracted Water from North East Balcony Tap Valve of 
Los Angeles Municipal Art Gallery
314x173x144 in.
2020

Exhibition 
Checklist.
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perennial (web-based archive)
web-based archive
dimensions variable
2021

perennial (artist book)
artist book
dimensions variable
2021

Maru Garcia

membrane tensions
installation and video
glass containers with SCOBY culture, bacterial cellulose 
sculptures, IP camera, overhead projectors, drawings
2021
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Biographies.
Panteha Abareshi 
b. 1999, Montreal, Canada

Panteha Abareshi (they/them) is currently completing their 
BFA at the University of Southern California’s Roski School 
of Art and Design. Abareshi has performed and exhibited 
at the Institute of Contemporary Art Los Angeles; Human 
Resources, Los Angeles; and the Los Angeles Municipal Art 
Gallery, among others. 

Tristan Espinoza 
b. 1995, Tamuning, Guam

Tristan Espinoza (he/they) has exhibited internationally 
and in the US, in places such as the Archer Beach Haus, 
Chicago, IL; the Sullivan Galleries, Chicago, IL; Supplyframe 
DesignLab, Pasadena, CA; 187 Augusta, Medford, NY; and 
Human Resources, Los Angeles, CA. Espinoza is a current 
MFA candidate at the University of California,  Los Angeles’ 
Design Media  Arts  program and holds a BFA from the 
School of the Art Institute of Chicago.



Biographies.
Alexandre Dorriz
b. 1990, Los Angeles, California

Alexandre Dorriz (he/him) has previously exhibited at 
the Los Angeles Municipal Art Gallery, Visitor Welcome 
Center, Human Resources, ltd los angeles, and the San 
Jose Museum of Quilts and Textiles. Dorriz’s writing has 
appeared in Temporary Art Review, and his work has been 
featured in the Los Angeles Review of Books Quarterly and 
reviewed in Artforum. He is an artist-gallerist-organizer 
and co-founder of the Crenshaw Dairy Mart and inaugural 
professor for the Social and Environmental Arts Practice 
MFA at Prescott College, where he will teach courses on 
studio practice and critical museology. Dorriz received his 
MFA at the University of Southern California and his BA at 
the University of California, Berkeley.



Maru Garcia
b. Puebla, Mexico

Maru Garcia (she/her) has participated in conferences, 
solo and group exhibitions in North America, Europe, and 
Asia. She was an artist in residence in the National Center 
of Genetic Resources in Mexico. She received awards from 
Los Angeles Sustainability Collaborative, Clifton Webb 
Scholarship for the Arts, and Fundación Jumex. She is 
based in LA and holds an MFA in Design & Media Arts from 
the University of California, Los Angeles, and an M.S. in 
Biotechnology and B.S. in Chemistry from Tecnologico de 
Monterrey, Mexico.

Biographies.



It is the policy of the City of Los Angeles to provide access to its programs 
and services for persons with disabilities in accordance with Title II of the 
Americans with Disabilities Act (ADA) of 1990, as amended.

As a covered entity under Title II of the Americans with Disabilities Act, the 
City of Los Angeles does not discriminate on the basis of disability and, upon 
request, will provide reasonable accommodation to ensure equal access to 
its programs, services and activities. 

The Los Angeles Municipal Art Gallery is a facility of the 
City of Los Angeles Department of Cultural Affairs. 
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	In these series of four solo exhibitions featuring newly 
	In these series of four solo exhibitions featuring newly 
	In these series of four solo exhibitions featuring newly 
	commissioned work by artists Panteha Abareshi, 
	Alexandre Dorriz, Tristan Espinoza, and Maru Garcia, 
	we reimagine the role of the gallery experience for our 
	current times by presenting research-based artists 
	outside of the traditional confines. Each respective 
	exhibition engages a variety of interdisciplinary themes, 
	with Tristan Espinoza’s activation of machine learning; 
	Panteha Abareshi’s relationship to epidemiology; 
	Maru Garcia’s creative approach to experimentation, 
	cellular evolution, and collaboration; and Alexandre 
	Dorriz’s investigative research into the mechanics of 
	transactions, public policy, and water rights.

	Espinoza’s 
	Espinoza’s 
	Index
	, 
	Interiors
	 features the new, site-
	specific, web-based artwork titled 
	perennial
	, a project 
	archiving the artist’s personal and cultural histories 
	associated with Southern California’s ubiquitous citrus 
	heritage. At its root, 
	perennial
	 is an index of recorded 
	and rendered approaches in Espinoza’s (in)visible labor—
	from the hand-made artistic medium of cyanotypes to 
	an obscured second-hand comprehension derived from 
	artificial intelligence—poetically cultivating a discourse 
	around societal relationships and distances to material 
	experiences, memories, and their proxies.

	Tender Calamities
	Tender Calamities
	 features Panteha Abareshi’s 
	examination of their own body as material, stripped of 
	their personal identity to discuss the more fundamental 
	nature of deterioration in human physicality vis-à-vis 
	medicalized and intimate circumstances. While in part 
	literally referring to states of the body, the title of the 
	exhibition also provides a framework to consider the 
	body of works. Tender, by adjective, is soft or delicate, 
	while calamity, by noun, is a grievous affliction or 
	adversity. Abareshi presents multiple ways to interpret 
	this embodied/disembodied title and how the body, 
	illness and disability might be considered in the present 
	and future.

	Transforming the Los Angeles Municipal Art Gallery 
	Transforming the Los Angeles Municipal Art Gallery 
	into an active laboratory, Garcia’s 
	membrane tensions 
	features a constellation of new, site-specific works 
	composed of cellulose. The cellulose (produced and 
	harvested on-site at the Gallery) is used as both an 
	intervention in the Gallery’s balcony windows and an 
	installation of sculptural objects and light projections, 
	alluding to the beginning of life where the delineation 
	between internal and external was essential for life forms 
	to first emerge. In using and placing cellulose (literally 
	and figuratively) as the medial, 
	membrane tensions 
	anticipates future exchanges through reimagining the 
	basic building blocks of primordial relationships.

	Dorriz’s practice investigates the politics and power 
	Dorriz’s practice investigates the politics and power 
	networks often unnoticed behind the facades of public 
	essentials such as space, land-use and water distribution. 
	Public Sculpture 001-C
	 takes viewers through a journey 
	of research, particularly focusing on the tallying and 
	mapping of the many means and measures involved 
	in advancing an artist’s concept through production 
	phases and public presentation. Dorriz’s research-based 
	process unfurls bureaucratic affairs to issue a space for 
	vital conversations in creative production, such as the 
	monetization of creative labor, complicated discrepancies 
	in funding and the dynamics behind transactions such as 
	donations and public acquisitions, ultimately revealing 
	the internal exchanges that determinately shape and 
	shift the materialized and fabricated value structuring a 
	commissioned public work.


	Panteha 
	Panteha 
	Panteha 

	Aba
	Aba
	reshi.

	 
	Introduction.


	Tell us about your practice.
	Tell us about your practice.
	Tell us about your practice.

	It’s easiest to examine where my practice is now by 
	It’s easiest to examine where my practice is now by 
	contextualizing it with where my practice was a year 
	ago. A year ago my work was focused on the Self, with no 
	separation from my personal identity. All of the intensive 
	forms of self-documentation (which are still pivotal to 
	my practice) were linked directly to specific emotions or 
	memories as a means of processing and communicating 
	them cathartically. The vulnerability in my past works 
	was derived from much more literal forms of exposing, 
	whether through physical nudity or the release of private 
	moments and information. 

	Now, I am making every effort that I can to abandon my 
	Now, I am making every effort that I can to abandon my 
	own personal identity in my work, where that vulnerability 
	is no longer coming from a literal exposing of myself 
	and my experiences, but rather from the stripping of 
	the Body as a conceptual entity. While my performative 
	and video work still circles the documentation of 
	the malfunctioning body, the broken body, there is a 
	focus now on the disembodiment of anatomy, and an 
	intentionality with the materialization of the body that 
	speaks more to the concepts of auto-objectification and 
	abjectification within my practice. Where my practice 
	sits, there is a great focus on the co-opting of the terms 
	that exist around identity and body, and reframing them 
	in ways which do not hinge upon that safe place of the 
	individual self which we covet so greatly as species.

	How does working with your subject/material challenge 
	How does working with your subject/material challenge 
	you?

	The most challenging part about making this work is that 
	The most challenging part about making this work is that 
	even with my attempt at the removal of Self, my work is 
	ultimately heavily dictated by my experiences within my 
	body, within my illness, within my disability. So, there is a 
	futility in my practice, which is just fine, but it does become 
	difficult to make work without inserting a great deal of 
	unconscious subjectivity into it because of an ongoing 
	medical struggle. This insertion is inevitable, but I’m 
	constantly navigating this unconscious subjective and 
	negotiating with myself how to expand my articulation 
	beyond the easy and comfortable modes of expression 
	of pain. Transforming and translating pain, rather than 
	simply capturing and displaying it. As opposed to making 
	work as a means of contemplating immensely difficult 
	emotions and excruciations, I am taking a great deal of 
	time to sit with what is overwhelming me so I can make 
	work that is less reactionary and more transformative 
	and refractive of what I am experiencing.

	Abareshi’s mode of research focuses on forms of 
	Abareshi’s mode of research focuses on forms of 
	communication—whether written language, data, or 
	image-based—that are rooted in standardized modes of 
	information, aggregation, dissemination and digestion. It 
	all goes back to (or starts with) the artist’s deconstruction 
	of the Body and human fragility/futility. 

	Below are some of the titles that Abareshi has offered 
	Below are some of the titles that Abareshi has offered 
	as another entry point into understanding their practice, 
	work and engage in what the artist calls “xeno-crip” 
	theory:

	Katherine Hayles. 
	Katherine Hayles. 
	How We Became Posthuman: 
	Virtual Bodies in Cybernetics, Literature, and 
	Informatics
	. University of Chicago Press, 1999.

	“Hayles recounts the history of cybernetics as a 
	“Hayles recounts the history of cybernetics as a 
	catalyst to the erasure of the body. The focus in the 
	Xeno-Crip reader will fall on Hayles’ discussion of 
	posthuman embodiment in the last four chapters 
	of the book. While Hayles focuses on the distinction 
	between the ‘body’ and ‘embodiment’ as a means 
	of discussing human consciousness in the form of 
	artificial intelligence, much of her posthumanist 
	theory aligns with the Xeno-Crip perspective.” 

	Cuboniks, Laboria. 
	Cuboniks, Laboria. 
	Xenofeminism: A Politics for 
	Alienation
	. Verso, 2018.

	“This highly accessible text from the techno-feminist 
	“This highly accessible text from the techno-feminist 
	movement boldly outlines the anti-naturalist and 
	“gender-abolitionist” foundations of the Xenofeminist 
	movement. Cuboniks writes that Xenofeminism 
	exists within the techno scientific realm, wherein 
	“nothing is so sacred it cannot be reengineered and 
	transformed….to widen our aperture of freedom.” 
	The manifesto calls for the abandonment of 
	distinguishing the “natural” and the “supernatural,” 
	instead envisioning a world in which all things and all 
	bodies are considered malleable entities. 

	“The Xenofeminist Manifesto provides a solid foundation for 
	“The Xenofeminist Manifesto provides a solid foundation for 
	the dismantling of bodily definitions, and the abandonment 
	of the “Organic” as synonymous with “bodily.”

	Kafer, Allison. “The Cyborg and the Crip” pages 103-
	Kafer, Allison. “The Cyborg and the Crip” pages 103-
	128 in 
	Feminist, Queer, Crip
	. Indiana University Press, 
	2013.

	“Kafer engages with Donna Haraway’s 
	“Kafer engages with Donna Haraway’s 
	Cyborg 
	Manifesto
	, importantly noting that it is one of the first 
	instances within feminist theory where disability has 
	played a prominent role.  provides a refreshing critical 
	take on Haraway’s cyborg manifesto, cautioning the 
	reader to understand that the noting of the “cyborg” 
	is not inherently emancipating and empowering the 
	sick/disabled body.

	“The vital difference between the Cyborg Crip and the 
	“The vital difference between the Cyborg Crip and the 
	Xenofeminist Crip is that within xenofeminism there 
	is no obligation to mechanization, or technological 
	“advancement” of the body. Instead, the Xeno-Crip 
	perspective calls for a normalization of all forms 
	a body could take, leaving space for the sick and 
	disabled to make the choice to alter their body, or 
	not, without prejudice from either side of the cyborg/
	naturalist divide.”

	Preciado, Beatriz. “Pharmaco-Pornographic Politics: 
	Preciado, Beatriz. “Pharmaco-Pornographic Politics: 
	Towards a New Gender Ecology”. 
	Parallax
	, volume 1 
	no. 14, 2008. 

	“This text targets the effects of what Preciado 
	“This text targets the effects of what Preciado 
	calls a “punk…Hyper-modernity” framing the age of 
	bio-capitalism- an important foundation to a socio-
	medical examination of capitalism and body politics. 
	A vital connection is made between the tech-driven 
	subjectivity, and the embrace of the body as pharmo-
	chemically regulated, and completely constructed 
	through pharmacological/biomedical science.  

	”McLuhan, Marshall. Understanding Media: 
	”McLuhan, Marshall. Understanding Media: 
	The 
	Extension of Man
	. MIT Press, 1994.

	“In Chapter 4: The Gadget Lover of Understanding 
	“In Chapter 4: The Gadget Lover of Understanding 
	Media, McLuhan uses the Greek myth of Narcissus 
	as a springboard into an exploration of “extensions 
	of self.” While this was written roughly 50 years 
	before Laboria Cuboniks would form, there is a vitally 
	important principle of 
	Self 
	outlined in this chapter that 
	is an important consideration within the Xeno-Crip 
	rhetoric. Theories on ”autoamputation” and techo-
	extension of the body make this a great and engaging 
	read. What McLuhan writes about echoes more 
	contemporary theories surrounding bio-hacking and 
	cyborg futurity.”

	“I am examining my own body as pure material, that has 
	“I am examining my own body as pure material, that has 
	no hierarchical advantage over any other sculptural or two 
	dimensional medium I am employing. It is a shifting mode 
	of thinking around illness and contending with disability, 
	moving from the didactic terms of representation and 
	validation of illness/disability in my work to discuss the 
	more fundamental nature of deterioration, disability and 
	dilapidation in human physicality.”
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	How does site specificity factor in with the representation of 
	How does site specificity factor in with the representation of 
	How does site specificity factor in with the representation of 
	your body, particularly in a public and/or private place, and 
	relationship to access?

	A great deal of my work revolves around hyper-vulnerability 
	A great deal of my work revolves around hyper-vulnerability 
	and the removal of the delineation between “public” and 
	“private” space and experience as a means of examining the 
	structures of power around the sick/disabled Body. The sick/
	disabled body is simultaneously treated as shameful, and 
	spectacle, urged to be hidden yet subject to the gaze, touch 
	and dissection of those in able-bodied positions of power. I 
	withhold and over-extend access to the Body in my practice in 
	response to this. My “body” is auto-objectified and abjectified 
	within my work and used as radical material rather than 
	subject. 

	In my performance/video work specifically, discomfort plays 
	In my performance/video work specifically, discomfort plays 
	a big part in the process and body-work within each piece. 
	The Body is uprooted, disrupted and deconstructed within 
	my practice, never allowed to settle and never granted the 
	illusion permanence.  In this way, my “Body” is fundamentally 
	site-unspecific. This examination of the sick/disabled Body 
	allows me to critically engage with its othering, isolation and 
	mutilation under the socio-medical, ableist gaze of Wester 
	society. It is of course impossible to de-tangle my own 
	experience inside my sick/disabled body from my practice. 
	This structure of thought around the site-unspecific, 
	disembodied “Body” allows for exchanges of power within 
	myself and my illness that would otherwise not be possible, 
	and fuel my performance work. 

	Given the physicality of your work, what was it like for you 
	Given the physicality of your work, what was it like for you 
	to create this work at LAMAG without accessing or being 
	present in the space? Are there any new takeaways you’ll 
	carry into your practice/process moving forward?

	While it required a greater deal of coordination and 
	While it required a greater deal of coordination and 
	collaboration to execute, the challenges of this installation have 
	not been un-welcomed, nor are they entirely new for me. Due 
	to the unpredictable and precarious condition of my health, 
	I have (on several occasions) found myself creating work or 
	coordinating exhibitions of work within spaces I am unable 
	to physically be present in. The frustration of inaccessibility 
	has been a reality for me all my life, and in many ways, my 
	practice has had to be highly adaptable to inaccessibility long 
	before the pandemic. With 
	Tender Calamities
	, the challenge 
	for me arose largely in the spatial navigation of the pieces 
	together, as it is ultimately impossible to grasp their relation 
	to both each other and the space surrounding them without 
	a physical presence. It is a new era in installation, where the 
	digital gallery is being navigated with new depth and intention. 
	With this in mind, I created one piece that is intended to live 
	completely digitally, bridging the physical exhibition space to 
	that which is immaterial and hyper-accessible.

	On the topic of mediation, what gap do you wish your work 
	On the topic of mediation, what gap do you wish your work 
	will bridge with audiences, both IRL and URL?

	Tender Calamities 
	Tender Calamities 
	is an examination of what remains once the 
	comfortable corporeal is stripped away. It is an exploration of 
	the Body as experiment, as fallacy, as construct. And I hope 
	that it will allow for viewers to bridge the gap between their 
	internalized (and perhaps subconscious) discomforts around 
	the sick/disabled Body, and the structuralist ableism that is 
	so deeply integrated into all aspects of language, behavior, 
	media and ways of seeing. The online access of the work 
	allows for a vital perspective on the imaging of illness, and 
	the coded voyeurism within viewing the sick/disabled Body. 
	In 
	Methods of Care for the Precarious Body
	 specifically, 
	I play with these layers of removal between ”viewer” and 
	”body,” acknowledging the desensitization and distance that 
	digital viewing often has and the parallels this desensitization 
	has with the passive relation to illness and disability that is 
	fostered within ableist society. There are repeated themes 
	of passive violence, restriction and agony within the work, 
	calling upon the viewer to engage willingly and intentionally 
	with what makes them profoundly uncomfortable. 
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	On the topic of mediation, what gap do you wish your 
	On the topic of mediation, what gap do you wish your 
	work will bridge with audiences, both IRL and URL?

	Tender Calamities is an examination of what remains 
	Tender Calamities is an examination of what remains 
	once the comfortable corporeal is stripped away. It is 
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	Introduction.


	Tell us about your practice.
	Tell us about your practice.
	Tell us about your practice.

	In 2017 I began research and fieldwork on the finances 
	In 2017 I began research and fieldwork on the finances 
	and farming practices of Lynda Stewart Resnick’s 
	companies Paramount Farms and Roll International, 
	subsidiaries of the now Wonderful Company, which 
	owns POM Wonderful, Wonderful Pistachios, Teleflora 
	and FIJI Water. Initially, the project’s point of departure 
	was looking at the farm through the lens of an 
	Orientalist expansion, basing much of the two farmers’ 
	own expressed adoration for Napoleon Bonaparte (in 
	consideration of the Egyptian Campaign) as well as their 
	rhetoric on how they came to “discover” the pomegranate 
	fruit and pistachio nut - claiming them to be staples of 
	the “Ancient Persian” diet - against the backdrop of 
	their mostly 18th Century French Rococo private art 
	collection and the exhibition which inaugurated their 
	Resnick Pavilion at the Los Angeles County Museum of 
	Art (LACMA), 
	Eye for the Sensual: Selections from the 
	Resnick Collection
	.

	I would soon become more acquainted with a history of 
	I would soon become more acquainted with a history of 
	obfuscations by the Resnicks, predominantly a public, 
	state-owned 32-square-mile aquifer, an underground 
	water bank, designated for emergency Los Angeles 
	access during drought periods, which became a 
	majority-stake owned by the Resnick family’s holdings 
	in 1994. In order for the family to broker much of the 
	water they then banked, they relied on a financing and 
	contracting technique which has been coined, “Paper 
	Water,” speaking to the deregulation of buying and selling 
	water entitlements and securities, specifically publicly-
	owned California water which has been privatized and 
	then sold back to the State of California at a premium. 
	In consideration of the supply of water allotments which 
	exist in water facilities, paper water trading operates 
	as an “institutional mirage” to the inconsistencies 
	between water supply and water usage. Using an optical 
	framework, I became interested in placing those objects 
	which would hypothetically be exhibited in a gallery, at 
	the place where the money flows and where the patron 
	earns their money —apparitions of water where there 
	are none, in the case of the Resnicks, a Mirage.

	How does working with your subject/material challenge 
	How does working with your subject/material challenge 
	you?

	It has been my reconciling with making art objects 
	It has been my reconciling with making art objects 
	and their inevitable display in environments that are 
	inherently harmful (specifically on the critique of 
	these environments) and reconciling with the history 
	of the Museum, the history of Exhibition, the history of 
	Collecting, Display, and White Walls. My largest question 
	to myself and my practice has been, “Is this art object 
	(any art object) complicit to the harm which this patron 
	and/or this environment has created?” 

	Dorriz’s approach to research is best evidenced with 
	Dorriz’s approach to research is best evidenced with 
	his 2018 intermittent project entitled 
	Economies of 
	Small
	, or 
	the Location of Capital
	 in which the artist 
	bred silkworms, raised mulberry trees and tried to 
	recycle water in the “same circular facility” as a way to 
	implement and posit new economic models for textile 
	production. As he further describes, “This project 
	would inform much of the fieldwork I would be invested 
	in during my field visits to the Central Valley, which 
	included fruit and nut clippings and clonings as well as 
	the siphoning and sampling of collections of water in 
	order to reproduce and copy the image of the Oriental 
	portal (this included indexing longitude, latitude, and 
	date of “exposure”). These became ways I was able to 
	“photograph” geographies without the camera, in order 
	to contextualize an Imagined Geography without the 
	colonial apparatus of the camera.”

	Below are some of the titles that Dorriz has offered as 
	Below are some of the titles that Dorriz has offered as 
	another entry point into understanding his practice and 
	work:

	Pamuk, Orhan. 
	Pamuk, Orhan. 
	My Name is Red
	. Vintage Books, 2002.

	“There is an allegory in Pamuk’s text that I think of 
	“There is an allegory in Pamuk’s text that I think of 
	often and how ‘blindness’ operates as the blessing 
	and the prayer, how non-representation, and myth, 
	may be representative of the truest devotion, and of 
	these optical relationships between the spiritual, the 
	myth, and representation.” 

	Johnson, John W. United States Water Law: 
	Johnson, John W. United States Water Law: 
	An 
	Introduction
	. CRC Press, 2009.

	“Although only briefly looking at the landmark Irwin v. 
	“Although only briefly looking at the landmark Irwin v. 
	Phillips 1855 case and the prior appropriation doctrine 
	in California, this text is a comprehensive introduction 
	to fundamental legal vernacular to how liquid water has 
	been able to be exchanged its public and/or private rights 
	have been able to be transferred between owners.”

	Wang, Jackie. Carceral Capitalism. Semiotext(e), 2018.
	Wang, Jackie. Carceral Capitalism. Semiotext(e), 2018.

	“The chapter, 
	“The chapter, 
	Policing as Plunder: Notes on Municipal 
	Finance and the Political Economy of Fees and Finance 
	provides an understanding of how the financialization 
	of municipalities, specifically through municipal 
	bonds in policing sectors, promote ‘productivity’ 
	incentives for policing. Wang uses Marx’s M-C-M 
	(‘the transformation of money into commodities, and 
	change of commodities back into money’) to beget 
	the existence of municipal bonds, which have no value 
	in themselves, as merely debt claims.” 

	Daumal, René. 
	Daumal, René. 
	Mount Analogue
	. Vincent Stuart Ltd., 
	1952.

	“There is Iranian mythological mountain range by the 
	“There is Iranian mythological mountain range by the 
	name of Mount Qaf, by some accounts the highest 
	point on Earth and the ancestral of the jinn. It is said 
	that the mythology of Mount Qaf was inspiration to 
	both Dante’s 
	Divine Comedy
	 as well as Daumal’s text, 
	where the tallest mountain on Earth makes itself 
	apparent to only those who believe, and only at a 
	certain time of day and time of year when the Sun’s 
	light refracts perfectly on the horizon at either dusk 
	or dawn in the Southern Hemisphere.”
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	Image representing Alexandre Dorriz’s conceptual work courtesy of the 
	Image representing Alexandre Dorriz’s conceptual work courtesy of the 
	Image representing Alexandre Dorriz’s conceptual work courtesy of the 
	Los Angeles Municipal Art Gallery.
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	Siah Armajani’s 1970 work, 
	Siah Armajani’s 1970 work, 
	Siah Armajani’s 1970 work, 
	Land Deeds
	, where the artist 
	successfully purchases one square foot of land in all 50 
	states after emigrating from Iran, has become a strong 
	point of departure for this ongoing work engaging with 
	the privatization of public water and land in the Central 
	Valley. Over time, I have become more interested in the 
	myth of his work and the way it circulated orally rather 
	than its physical representation (being the land deeds 
	themselves); and, it was the way Armajani was able to 
	territorialize this Imagined Geography for himself, the 
	States, which in many ways was the territorialization of 
	the mirage that is transnationalism. What apparitions 
	of a mythical, or hypothetical, “sculpture” can I suggest, 
	but then evacuate or evaporate - almost mythically - in 
	ways debts of “paper water” are also financed without 
	any proof of existence to begin with. 

	Through this process, I have become interested with 
	Through this process, I have become interested with 
	the evacuation of the art object and its financialization 
	through its absence; and, the many ways “public” land, or 
	“public” water, are dependent upon our subjective optical 
	relationships with an art object, a “land”, a “water”, or a 
	“sculpture” - and essentially, a “mirage.” What is sculpture 
	to its institution, if not an element - coming out of its soil?

	How does the site specificity of LAMAG factor in with 
	How does the site specificity of LAMAG factor in with 
	the mythmaking aspect of your work and/or project as a 
	whole? 

	The larger part of the mythmaking in this project is in 
	The larger part of the mythmaking in this project is in 
	continuation of looking at optical phenomena, like the 
	mirage. In previous projects I was looking at myths 
	propelled by the practice of exhibition-making, that 
	there is no location of patronage (not dissimilar to the 
	apparitions and myth of capital) where I attempted to 
	vacillate avowed art objects between a gallery and the 
	place from which that donor has obtained their capital. 
	Here the transfer is more fluid although not between 
	objects but between the phenomena of liquidity (of 
	capital, commodity, monies) itself. Because this project 
	originated with the four parcels of land in the Central 
	Valley first, it becomes important to me to use the City  as 
	both a site and an instrument to repair its existing harm 
	through the same legal frameworks which enabled it, 
	and this state as a project, to exist, specifically looking at 
	Irwin v. Phillips, and thinking of this entire transaction as 
	a two-way mirror which is only dependent on how much 
	light there exists on either side in order to see through to 
	the other side. 

	There’s a certain hands on (e.g. field work, etc.) aspect 
	There’s a certain hands on (e.g. field work, etc.) aspect 
	of your past works and this new work at LAMAG. What 
	was it like for you to create this work at LAMAG without 
	actually being physically present or accessing the 
	space? Are there any new takeaways you’ll carry into 
	your practice/process moving forward? 

	I’ve been trying to look at the gallery as a mining site. 
	I’ve been trying to look at the gallery as a mining site. 
	Not exactly in the way Fred Wilson used the Maryland 
	Historical Society, but more through an economist’s 
	vernacular, using legal precedents. Working with the 
	City to obtain data through a similar process I would 
	have conducted my research on silkworm growth and 
	exposure monitors, utilizing the instruments of the City 
	to broker transactions and obtain data, feels in tangent 
	to previous bodies of work where I was playing around 
	with the a idea of a “reverse museology,” which was 
	inspired through a conversation I had had with Amelia 
	Jones after a walkthrough of “Fountain” with her, where 
	she had mentioned Guillermo Gomez Pena’s discourse 
	as a “reverse anthropologist.”

	On the topic of mediation, what gap do you wish your 
	On the topic of mediation, what gap do you wish your 
	work will bridge with audiences, both IRL and URL?

	The word “Witness” has become a practice during 
	The word “Witness” has become a practice during 
	this project. I’ve been looking at the theorist Maytha 
	Alhassen’s writings, specifically on the Islamic 
	conceptual, contractual, and religious frameworks 
	around “Shahid” in a dissertation entitled, “To What the 
	Eye Beholds”. Alhassen explains how in Arabic, “Shahid” 
	means both, “to witness”, as well as, “to testify,” which in 
	many ways anchors what legal assemblages this work 
	has informed - the collapse of the optical experience of 
	“Witness” and “Withness;” and, according to Alhassen’s 
	writings, if one has witnessed an injustice, there is no 
	separation between how one must be in solidarity as 
	witness as well as the obligation to testify in order to 
	correct that injustice. While working on “Eye for the 
	Sensual” I started looking at J.L. David’s “Napoleon 
	Crossing the Alps” - a work which has often been used 
	to cite relationships between truth and painting in the 
	school of “Historical Painting.” This isn’t a far cry from 
	both the artists’ relationship today with any institution, 
	or more, our relationship as viewers to the institution of 
	art viewing. In Yves Klein’s “Zone de Sensibilité Picturale 
	Immatérielle,” Klein engages with his critics, dealers, 
	“witnesses,” and a body of water, specifically the River 
	Seine, and gold which informed an earlier sketch of 
	Public Sculpture 001-C
	, taking the River Seine for the 
	California Aqueduct. 

	A good friend of mine recently told me that my work 
	A good friend of mine recently told me that my work 
	allows them to realize we are all implicated in the harm 
	by institutions - I would like to think that this is exactly 
	what I am navigating: my complicity, our complicity, and 
	the nuance between.
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	Tell us about your practice.
	Tell us about your practice.
	Tell us about your practice.

	Technology has continued to shape my creative 
	Technology has continued to shape my creative 
	interests, manifesting in my artistic practice but also 
	in an organizing practice (I co-organize a local zine 
	fair focusing on tech zines with two of my friends). My 
	interests in cyanotypes, printmaking, and books are 
	recent, and inspired by close friends who were doing 
	similar things. Being around them has irreversibly 
	expanded my practice. I learned how to code because I 
	wanted to make video games. Later, I developed a more 
	focused interest in code as an artistic tool because I 
	found I could quickly and expressively prototype my ideas 
	without being restricted to a particular software. For 
	me, literacy with code translated to agency, and agency 
	opened the path for deeper questions and inquiries. 

	Recently I’ve been using my work to think about intimacy 
	Recently I’ve been using my work to think about intimacy 
	in relation to data. For my project at LAMAG, that meant 
	giving a deep and sustained attention to cyanotypes and 
	the plant materials I made them with. I appreciate that 
	the work has also returned me to language and creative 
	writing with computers, interests I haven’t thought about 
	in years. 

	How does working with your subject/material challenge 
	How does working with your subject/material challenge 
	you?

	As an artist, I’m interested in using software in a 
	As an artist, I’m interested in using software in a 
	nonconventional way, so I often have to come up with my 
	own solutions. For example, machine learning algorithms 
	typically need thousands of images to learn and make 
	inferences from. It would be difficult to make cyanotypes 
	at that scale, except over a period of years. And though 
	that sounds deeply evocative, it wasn’t practical for the 
	show dates at LAMAG. I got around it by scanning the 
	cyanotypes at a high resolution and writing code that cut 
	each scan into 25 squares before saving those images to 
	a folder on my computer. 

	Something else I am mindful of is how processes of AI 
	Something else I am mindful of is how processes of AI 
	or machine learning are entangled with oppressive 
	histories, and continue to exclude communities across 
	gender, race, sex, class, and ability. I have to constantly 
	negotiate with being complicit in these issues through 
	the use of biased tools such as AI. My hope is that more 
	people will have an opportunity to develop a relationship 
	with technology as a creative material, so that it can 
	open up a more subversive and expansive vision of what 
	it could possibly be.

	When approaching research methodologies, Espinoza 
	When approaching research methodologies, Espinoza 
	starts with something (e.g. residue or data) already 
	generated and explores the consequent themes, 
	questions and relationships. Often computational in 
	nature, the resulting explorations may lead to prints or 
	publications, “where that transference to the physical 
	signals that it is time to pursue new iterations or begin a 
	different line of inquiry.”

	Below are some of the titles that Espinoza has offered 
	Below are some of the titles that Espinoza has offered 
	visitors as another entry point into understanding their 
	research, practice and work:

	Benjamin, Ruha. 
	Benjamin, Ruha. 
	Race After Technology.
	 Cambridge: 
	Polity Press, 2019.

	“This is a rich book that locates emerging technologies 
	“This is a rich book that locates emerging technologies 
	in an ongoing history of colonialism and racism. It also 
	shares strategies for reading racist ideologies in tech and 
	some examples of creative interventions for responding 
	to AI. A good starting point for anyone working towards 
	a more critical relationship with technology.”

	Campt, Tina. 
	Campt, Tina. 
	Listening to Images
	. Durham: Duke 
	University Press, 2017.

	 
	 

	“I like this text because it asks us to confront how 
	“I like this text because it asks us to confront how 
	images are used to expand state control, especially 
	over Black communities. This is particularly urgent 
	in the context of mass protest, surveillance, and 
	automation. Campt argues for a different way 
	of interpreting images - listening to them - as a 
	way of opening up and/or supporting practices of 
	resistance.”

	Farmer, Jared. Trees in Paradise: 
	Farmer, Jared. Trees in Paradise: 
	The Botanical 
	Conquest of California
	. Illinois: Versa Press, 2015.

	“This was a really useful historical accounting of some 
	“This was a really useful historical accounting of some 
	of the most common trees growing in California and 
	how they are entangled in complex social, political, 
	and cultural histories. After reading this, I felt I had 
	a heightened sensitivity to the artifice of California’s 
	natural environment and a more nuanced relationship 
	to the materials I was using for this project.”

	Minh-Ha, Trinh T. 
	Minh-Ha, Trinh T. 
	When the Moon Waxes Red: 
	Representation
	, 
	Gender, and Cultural Politics
	. New 
	York: Routledge, 1991.

	“The way machine learning collects and analyses data 
	“The way machine learning collects and analyses data 
	comes from a specific relationship to knowledge that 
	has been present since the Enlightenment; the way 
	we classify and schematize everything, the impulse 
	to know more, etc. Minh-Ha responds to these issues 
	from a filmic perspective, specifically questioning 
	documentary films and their capacity to objectively 
	document anything. This book fits into related 
	inquiries I have about western epistemologies and 
	other ways of knowing.”

	Piepzna-Samarasinha, Leah L. Care Work: 
	Piepzna-Samarasinha, Leah L. Care Work: 
	Dreaming 
	Disability Justice
	. Vancouver: Arsenal Pulp Press, 
	2018.

	“Something that is always on the periphery of my 
	“Something that is always on the periphery of my 
	practice is care, labor, and access; thinking about the 
	different encounters people can have with my work 
	and anticipating or asking about their needs so that 
	they can have full experiences of the project. Piepzna-
	Samarasinha doesn’t directly engage with access 
	issues in AI or machine learning, but it’s still a loving 
	invitation to consider our own needs in relation to 
	technology, and what conditions are necessary to 
	meet those needs.”

	Savoy, Lauret E. 
	Savoy, Lauret E. 
	Trace: Memory, History, Race and the 
	American Landscape
	. Berkeley: Counterpoint Press, 2015.

	“I’m interested in how people come to understand 
	“I’m interested in how people come to understand 
	home and a sense of place, and how the landscape 
	around us can contain traces of that sensemaking. 
	Savoy theorizes on those questions by starting from 
	her own experiences while simultaneously braiding 
	in histories of race and labor. I’m grateful for how 
	this text nudges me out of virtual places, and invites 
	knowledge that is embodied and situated in space.”
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	Before, I was mostly guided by critiques of technology 
	Before, I was mostly guided by critiques of technology 
	Before, I was mostly guided by critiques of technology 
	and thinking about how to use those paradigms as 
	cloaks for alternative ideas. But with this experience, it’s 
	been nice to linger in an exploratory phase. I might stay a 
	while as I clarify my intent and approaches. 

	I am quarantining with family, so I also want to name that 
	I am quarantining with family, so I also want to name that 
	my present methods for making are done in collaboration 
	with them, and that these collaborations take on many 
	forms that do not always produce artwork. We make 
	meals for each other, help the kids log into virtual 
	classrooms, wash dishes, etc. etc. This feels important to 
	bring up because I think it is worth acknowledging the 
	labor that surrounds a practice, and right now, for me, 
	most of that labor occurs in a home.
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	Site and mediation
	.


	How does site (both physical and virtual) specificity 
	How does site (both physical and virtual) specificity 
	How does site (both physical and virtual) specificity 
	factor in with the relationship to your work and building 
	or sustaining networks over the course of your exhibition 
	at LAMAG?

	The physical specificity is important for grounding the 
	The physical specificity is important for grounding the 
	narrative in a certain place (Los Angeles). Online, my 
	project is less about being in a specific place and more 
	about how the web can facilitate access to the piece. When 
	it comes to the sustenance of my networks, being online 
	has made it harder and easier in different ways. Easier, 
	because now there are so many ways to connect with 
	people. Harder, because we’re simultaneously coming 
	up against the boundaries of networked technology and 
	its capacity to facilitate how we relate with one another. 
	This has less to do with site specificity and more with 
	power and how that manifests in the technologies we 
	use.

	Can you describe how interactivity is complicated with 
	Can you describe how interactivity is complicated with 
	respect to time and expectations in the self-determination 
	of cyanotypes versus the presumptions of AI?

	One way I’m interpreting this question is that it is asking 
	One way I’m interpreting this question is that it is asking 
	about the affective impact of artwork and how that shifts 
	when art is mediated through screens. This tension feels 
	really apparent for the cyanotypes because of how they 
	retain a sort of sensuousness of the material pressed 
	between glass and paper. AI, however, is integrated into 
	our lives in ways that aren’t always transparent. Facial 
	recognition, predictive policing, aerial surveillance, for 
	example, have a history of being deployed as forms of 
	state control. So even if the experience is mediated, AI 
	has a material impact. 

	I try to navigate some of these concerns by framing the 
	I try to navigate some of these concerns by framing the 
	encounters in books. I can scan the cyanotypes, or make 
	negatives from the AI-generated images to use on new 
	cyanotypes, and both types of pictures can live together 
	in a book. There is the sensation of touching a surface 
	without the complete alienation of a screen. 

	On the topic of mediation, what gap do you wish your 
	On the topic of mediation, what gap do you wish your 
	work will bridge with audiences, both IRL and URL?

	Something I want to be intentional about is that we move 
	Something I want to be intentional about is that we move 
	beyond the binary of remote vs in-person, because there 
	is already an art historical precedent for these questions 
	in early net art. Also, mediation, screens, and being 
	home has been and still is a reality for many disabled and 
	chronically ill people. So these issues are not necessarily 
	new, but they do take on a different urgency now that 
	mediation is a shared experience during COVID. 

	For the work specifically, I want to suggest that maybe 
	For the work specifically, I want to suggest that maybe 
	there is no gap to bridge. That you can have a full and 
	authentic experience of the work at home or in-person, 
	and that either context can serve as a valid access point 
	into a project about time, memory, and labor. I hope the 
	work, in its virtual and IRL presentation, can gesture to a 
	movement beyond that binary, or at least make space for 
	a more capacious arts practice.
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	Introduction.


	Tell us about your practice.
	Tell us about your practice.
	Tell us about your practice.

	My work lives at the intersection of art + science + 
	My work lives at the intersection of art + science + 
	environment. My use of media includes research, 
	installations, performance, sculpture, and video, usually 
	with the presence of some kind of organic matter to 
	help understand the biological processes occurring 
	in complex systems. This stems from my interests in 
	explorations on biodesign, interspecies relationships, 
	and the capacity of living organisms (including humans) 
	to act as remediators in contaminated sites. 

	For the work at LAMAG, I am coming back to one of my 
	For the work at LAMAG, I am coming back to one of my 
	favorite collaborators: microorganisms. I’ve worked in 
	the past with SCOBY (Symbiotic culture of bacteria and 
	yeast; the same used for Kombucha production) because 
	this culture produces a cellulosic film that can be shaped 
	in different ways. For 
	membrane tensions
	, I wanted to 
	present these films as membranes and further develop 
	the concept of symbiogenesis and the tension between 
	the individual and the collective.

	How does working with your subject/material challenge 
	How does working with your subject/material challenge 
	you?

	With organic matter, it’s usually the lack of complete control 
	With organic matter, it’s usually the lack of complete control 
	over the system. Since I am trying to find new “surprises” 
	with materials or research (sometimes new but usually 
	known), I try to start pretending that I know nothing about 
	the topic and then I start with the “what if” in all of their 
	ramifications. Some of the experiments can’t continue. But 
	instead of calling them failures, I make a pause or just find 
	them as a dead end and start to research one of the other 
	ramifications. I usually have parallel experimentations and 
	I continue with the ones that have more potential from my 
	point of view. Usually, I have a sense of urgency to try a 
	specific path, and this propels me to go in that direction. 

	“Normal” challenges include contamination by other 
	“Normal” challenges include contamination by other 
	microorganisms (e.g. in the case of SCOBY) and conditions 
	that are not ideal for development and that I cannot modify, 
	strong smells, and sometimes even personal health 
	conditions as being allergic to some kind of organic matter.
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	Research.


	For Garcia, the work is the research itself. The 
	For Garcia, the work is the research itself. The 
	For Garcia, the work is the research itself. The 
	methodologies Garcia employs come from a 
	transdisciplinary perspective – the natural sciences, 
	social sciences, art – and lived experiences as a woman 
	born and raised in Mexico. Research from different 
	perspectives crystallize in the artist’s so-called ”self-
	integration of all my paths”. 

	Below are some of the titles that Garcia has offered 
	Below are some of the titles that Garcia has offered 
	visitors as another entry point into understanding their 
	research, practice and work:

	Haraway, Donna J. 
	Haraway, Donna J. 
	Staying with the Trouble: Making 
	Kin in the Chthulucene
	., 2016

	“The idea of kinship is very important for my work.”
	“The idea of kinship is very important for my work.”

	Hauser, Jens. Sk-Interfaces: 
	Hauser, Jens. Sk-Interfaces: 
	Exploding Borders: 
	Creating Membranes in Art, Technology and Society 

	“This book references other artworks on membranes, 
	“This book references other artworks on membranes, 
	skin and interfaces.”

	Ingersoll, Evan and McGill, Gael.  
	Ingersoll, Evan and McGill, Gael.  
	Molecular Landscapes
	. 
	Cellular landscape cross-section through a eukaryotic 
	cell

	“A beautiful way to enter the scale of microscopic 
	“A beautiful way to enter the scale of microscopic 
	organisms.”

	Diz-Muñoz, Ewa Sitarska. “Pay attention to membrane 
	Diz-Muñoz, Ewa Sitarska. “Pay attention to membrane 
	tension: Mechanobiology of the cell surface” pages 
	11-18 in Current Opinion in Cell Biology. Volume 66, 
	October 2020.

	“Recent scientific reference to the importance of 
	“Recent scientific reference to the importance of 
	membrane tension in cell biology.”
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	Figure
	I start with an idea and then that idea starts to develop 
	I start with an idea and then that idea starts to develop 
	I start with an idea and then that idea starts to develop 
	in different ramifications like dendritic growth where new 
	connections are formed. I give room to the unexpected, 
	allowing the system to develop itself, and valuing the 
	process over the results. That is why I like to work with 
	biosystems, because it’s like a conversation where I can 
	receive a response.
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	How does site specificity factor in with the relationship 
	How does site specificity factor in with the relationship 
	How does site specificity factor in with the relationship 
	to your work and building (or sustaining) a sense of 
	community? 

	Part of the piece is site specific and thought for the 
	Part of the piece is site specific and thought for the 
	Gallery’s big glass window/ door. The intervention is both 
	human and non-human. As we extend the membrane that 
	brings us together, the site is extended in the metaphor of 
	the window. The one that is giving us access to the work 
	through the use of technology (screens) and forming 
	a sense of common experience, and at the same time 
	separating us from the work. But also the window that is 
	shared, where the sense of community is formed as we 
	are all invited to continue intervening spaces. This is why 
	the workshop ‘playing with scoby’ is part of the piece, and 
	the windows of our own homes a site specific installation.

	Given the hands-on and interactive nature of your work, 
	Given the hands-on and interactive nature of your work, 
	what was it like for you to create this work at LAMAG 
	without actually being physically present in the space?
	 

	Technology (e.g. cameras, microscopes, sensors, etc.) 
	Technology (e.g. cameras, microscopes, sensors, etc.) 
	has helped me extend my own senses and to invite the 
	audience to be part of the piece in a more interactive way. 
	In the case of the living cultures, it is for sure a challenge 
	to think of a piece to be placed in a gallery where I don’t 
	have access to install because I cannot have a full sense 
	of the conditions. But at the same time, this is allowing 
	me to think more in the audience, as we both are sharing 
	the same situation of encountering the piece through the 
	screen. 

	The sensorial part of the piece (smell and the physical 
	The sensorial part of the piece (smell and the physical 
	qualities of the materials) is the most difficult to be 
	translated. These are the limits of the image, and it is 
	interesting to think about that too. 
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	On the topic of mediation, what gap do you wish your work 
	On the topic of mediation, what gap do you wish your work 
	On the topic of mediation, what gap do you wish your work 
	will bridge with audiences, both IRL and URL?

	A hybrid format has the capacity to be more accessible. 
	A hybrid format has the capacity to be more accessible. 
	People from other places can “visit” and engage with the 
	work. I like the idea of the work living outside of the gallery 
	and being part of the people’s homes at least for a moment. 
	I hope that this work can be perceived as a process and 
	not something static. Probably the idea of coming back to 
	see how the piece evolved is something that is also part of 
	the intention.
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	Alexandre Dorriz
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	Public Sculpture 001-C
	Public Sculpture 001-C

	Conair Model GS4, Sekonic L-358, Fomadon LQR, Ilford 
	Conair Model GS4, Sekonic L-358, Fomadon LQR, Ilford 
	Ilfostop, Syrian Rue (Esfand), Oster CKSTSB100, Boiling 
	Receptacle, Hydrion Single Roll pH (5.5 - 8.0), Adorama 
	NP10102, 1,392 minutes and 40 seconds of Suppositional 
	Contracted Labor by Los Angeles Municipal Art Gallery 
	Preparator, .0142034 hundred cubic feet of Suppositional 
	Contracted Water from North East Balcony Tap Valve of 
	Los Angeles Municipal Art Gallery

	314x173x144 in.
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	Panteha Abareshi 
	Panteha Abareshi 
	Panteha Abareshi 

	b. 1999, Montreal, Canada
	b. 1999, Montreal, Canada

	Panteha Abareshi (they/them) is currently completing their 
	Panteha Abareshi (they/them) is currently completing their 
	BFA at the University of Southern California’s Roski School 
	of Art and Design. Abareshi has performed and exhibited 
	at the Institute of Contemporary Art Los Angeles; Human 
	Resources, Los Angeles; and the Los Angeles Municipal Art 
	Gallery, among others. 

	Tristan Espinoza 
	Tristan Espinoza 

	b. 1995, Tamuning, Guam
	b. 1995, Tamuning, Guam

	Tristan Espinoza (he/they) has exhibited internationally 
	Tristan Espinoza (he/they) has exhibited internationally 
	and in the US, in places such as the Archer Beach Haus, 
	Chicago, IL; the Sullivan Galleries, Chicago, IL; Supplyframe 
	DesignLab, Pasadena, CA; 187 Augusta, Medford, NY; and 
	Human Resources, Los Angeles, CA. Espinoza is a current 
	MFA candidate at the University of California,  Los Angeles’ 
	Design Media  Arts  program and holds a BFA from the 
	School of the Art Institute of Chicago.

	Alexandre Dorriz
	Alexandre Dorriz

	b. 1990, Los Angeles, California
	b. 1990, Los Angeles, California

	Alexandre Dorriz (he/him) has previously exhibited at 
	Alexandre Dorriz (he/him) has previously exhibited at 
	the Los Angeles Municipal Art Gallery, Visitor Welcome 
	Center, Human Resources, ltd los angeles, and the San 
	Jose Museum of Quilts and Textiles. Dorriz’s writing has 
	appeared in Temporary Art Review, and his work has been 
	featured in the Los Angeles Review of Books Quarterly and 
	reviewed in Artforum. He is an artist-gallerist-organizer 
	and co-founder of the Crenshaw Dairy Mart and inaugural 
	professor for the Social and Environmental Arts Practice 
	MFA at Prescott College, where he will teach courses on 
	studio practice and critical museology. Dorriz received his 
	MFA at the University of Southern California and his BA at 
	the University of California, Berkeley.

	Maru Garcia
	Maru Garcia

	b. Puebla, Mexico
	b. Puebla, Mexico

	Maru Garcia (she/her) has participated in conferences, 
	Maru Garcia (she/her) has participated in conferences, 
	solo and group exhibitions in North America, Europe, and 
	Asia. She was an artist in residence in the National Center 
	of Genetic Resources in Mexico. She received awards from 
	Los Angeles Sustainability Collaborative, Clifton Webb 
	Scholarship for the Arts, and Fundación Jumex. She is 
	based in LA and holds an MFA in Design & Media Arts from 
	the University of California, Los Angeles, and an M.S. in 
	Biotechnology and B.S. in Chemistry from Tecnologico de 
	Monterrey, Mexico.
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	It is the policy of the City of Los Angeles to provide access to its programs 
	It is the policy of the City of Los Angeles to provide access to its programs 
	It is the policy of the City of Los Angeles to provide access to its programs 
	and services for persons with disabilities in accordance with Title II of the 
	Americans with Disabilities Act (ADA) of 1990, as amended.

	As a covered entity under Title II of the Americans with Disabilities Act, the 
	As a covered entity under Title II of the Americans with Disabilities Act, the 
	City of Los Angeles does not discriminate on the basis of disability and, upon 
	request, will provide reasonable accommodation to ensure equal access to 
	its programs, services and activities. 

	The Los Angeles Municipal Art Gallery is a facility of the 
	The Los Angeles Municipal Art Gallery is a facility of the 

	City of Los Angeles Department of Cultural Affairs. 
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