PROSTHETIC MEMORY

BODIES, BITS, & DEVICES BY CHRISTA ERICKSON

.y
k™
L

JANUARY 30 - FEBRUARY 24, 2007



h, Video Tracking Installation, 2005-7

Leaming

TRACE, V. AND N.
PRACTICES OF SUBJECTIFICATION IN
THE ART OF CHRISTA ERICKSON

BY LISA DIEDRICH

trace, v.: literally, o take one's course, make one's way; to
proceed, pass, go, travel, tread”; “to follow the foolprints or
traces of " Figuratively, “to follow the course, development,

or history of” and %o trace its origin or history; to go back

in time, lo date back.” Also, “follow(ing] (with the eye or

mind) the course or fine of: to ascertain (the course or line

of something)®; “to make out (worn or obscure wriling), to
discern, decipher”: “to discover evidence of the existence or
occurrence of.” Also, "o follow or make out with one’s finger.”

trace, n.: “the way or path which anything takes, course,
road”; ‘the track made by a passage of any person or thing,
whether beaten by feet or indicated in any other way "
“vestiges or marks remaining and indicating the former
presance, existence, or action of something”; “a mark or
impression left on the face, the mind. etc.™

| begin with the multiple meanings of the word “trace” to
suggest the interdisciplinarity of a particular concept, a concept
that is demonstrated in all its complexity in Christa Erickson’s
waork. “Trace” as verb and noun, as process and object, is
presented here: a trace is a practice, something that one does,
and it is an object, something that one might lose or find. Her
work crosses multiple domains; she connects psychological
fraces with historical ones, poetic traces with digital ones,
and economic traces with biomedical ones. When we make
our way through Erickson’s work, we discover tracing as a
practice that moves from both the inside out and the oulside in.
She explores the sometimes solid, sometimes fleeting traces
we leave of ourselves, and the many ways we are traced.
Indeed, in Erickson's work, the multiple practices of memaory
and surveillance might be thought of as contemporary forms
of what Foucault called “arts of existence” or “technologies of
the self.” And, like Foucault, Erickson is interested in tracing in
and through her artwork a history of “practices of subjectivity™
— particularly postmodern ones, which utilize digital media
technology, games, and everyday objects.

If we consider the show as a whole, tracing becomes a kind
of methodology. Presented together, Erickson's work traces a
genealogy of the postmodern subject, demonstrating in particular
two modes of subjectification: memory and surveillance. We, the
viewers, are interpellated into this work; we participate, willingly
or not, in our subjectification in and by her art. Using digital,
physical, and narrative devices, our bodily movements are traced
and our stories of ourselves are remembered and recorded.

OUTSIDE IN: MEMORY

Conventionally, memory is thought of as the recollection of a
past experience that one has had. We like to say that a memory
is more authentic, closer to the “truth,” the more accurately it
recalls a past event. When we remember we become witnesses
to the past, and we can ba either good or bad wilnesses
depending on our ability to remember the details of a past event
correctly. But, already, we can see the difficulties of ascertaining
if @ memory is “correct,” because the details that make up our
experiences of a particular event are infinite and changing from
one moment to the next.






gallery juxtaposes the activities in the gallery to all the other
spaces further afield. Video of the space that surrounds us

as we view the show is also projected, displaying visually the
process of making distant spaces closer and proximate spaces
more distant. This suggests both the promise and peril of digital
technology: it brings us together even as it forces us apart.

Throughout the show, our bodies in space are traced, but
we are also traced through the accumulation of information
about us. This process is rendered visible in Dataskins, Eternal
Climb, Debt Reducer, and Dis-ease, where images of bodies
are written on with personal, economic, scientific, and medical
data. We can, and are encouraged to, make our personal data
and stories part of two larger stories presented here: stories of
debt and disease. We are asked to contribute our own personal
account of debt by text messaging our data to the Debt
Reducer installation, which also includes a live data feed of the
usually increasing National Debt of the United States.

We may also add a story or stories of iliness to the multiple
stories — scientific, medical, political, historical, personal
— accumulated for and as Dis-ease, and presented in the
form of an examination table complete with an ever-changing
exquisite corpse that layers words, images, and sounds of
bodies. The installation takes us inside the body: we see
historical anatomical drawings, images from x-rays, MRIs,
and other imaging technologies, and fragments of the ongoing
human genome mapping project; and we hear sounds meant to
give us a feeling of the body's internal rhythms. Dis-ease also
moves out from the individual body and its parts to the multiple
experiences of ill bodies in the world: in hospitals, clinics, and
other medical spaces, but also in the streels demanding new
treatments and in support groups where a group of individuals
becomes a community of the ill.

From body to data to the world and back again, Christa
Erickson’s work demonstrates the traces of this “continuing
moment, movement, motive” of subjectification.® It makes
visible mechanisms of the self, tracing the connections between
“personal” memories and cultural histories, between identity
palitics and information technologies, between the stories we
accumulate about ourselves and the data we are reduced fo.
You are asked to add another trace: a memory of childhood,

a story of loss, a message of accumulated debt, a series of
images on a gallery wall. You may not want to play along, but
you will.
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| am fascinated by the stories we tell ourselves about our bodies and the technologies that increasingly mediate our
experience of themn. We use imaging technologies like photography, film, and video to help us remember. We leave traces
in countless databases. Communications technologies extend our voices, eyes, hands, and ‘presence” geographically
and in real time. Biotechnologies peer into us and raise a host of important cultural questions. Various technologies of
“convenience” help us organize our lives, often disciplining our bodies to their configurations and leaving us tangled in the
wires of their power needs. My work looks to reveal aspects of such contemporary experience with combinations of video,
objects, electronics, and computer controls. | think of many of the objects/interfaces as “cinematic devices."

At first glance, my installations often resemble familiar spaces and objects. Upon closer inspection, however, it becomes
clear that they have been skewed in specific ways. Much of my work, particularly those pieces incorporating scratchy
analog imagery, makes use of video loops to explore my interest in the social, technological, and psychological
mechanisms of memory and expenience. Tactile objects and materials are often juxtaposed against ephemeral video
projections or informational screens. In many cases, the interface between such disparate elements requires the viewer o
engage her or his own body as the performer or operator of the piece. | see this moment of discovery as an opportunity for
viewers lo rediscover their physical body in an increasingly disembodied culture. Other times, | let the information control
the interface, making data more tangible and relating it to a sense of physicality. For a while, | revisited childhood devices
and games to explore a moment in our culture wherein we have used communications technologies fo relearn patterns of
social interaction. .

Chrisfa Erickson

http:christaerickson. net

A o Wl uparale  saarch  crodds

.'
|

| | | x

Debt Reducer, Cell Phone Interactive installation, 2007 Dis-ease, Animated Database, 2003-present
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