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Director’s Note

Sue Bell Yank

Clockshop’s mission is to work with
artists to deepen the connection
between community and public land.
We cannot do this without acknow-
ledging that the land we live and work
on is originally and still, inhabited and
cared for by the Native First peoples
of this region. Clockshop is dedicated
to growing and sustaining relationships
with Native peoples and local tribe
governments, including (in no particular
order) the Fernandeino Tataviam Band
of Mission Indians, Gabrielino Tongva
Indians of California Tribal Council,
Gabrieleno/Tongva San Gabriel Band
of Mission Indians, Gabrieleno Band of
Mission Indians—Kizh Nation, San
Manuel Band of Mission Indians, San
Fernando Band of Mission Indians,
through a commitment to truth, healing,
and elevating stories, culture, and
community of these original inhabitants.

Part of Clockshop’s dedication has been
to work with artists like Sarah Rosalena
who explore our connections and
interdependence with the land, to ances-
tors, and to making and craft as ways
to think through how we navigate the
future with those cultural values at the
root of what we do. The site of For
Submersion is on the original floodplain
of Paayme Paxaat, an important water
source for the Tongva people for time
immemorial. The floodplain then became
the site of Zanja Madre (mother ditch),
an aqueduct that connected water
from the river to the fledgling Spanish
colonial project we now know as the
City of Los Angeles. Over generations,
this site and neighborhood became
the Ellis Island of Los Angeles, which
brought immigrants to Chinatown and
Sonoratown on the railroad. In recent
years, it was slated to be developed
into warehouses, but through the incre-
dible efforts of community groups
and organizers over decades, it was
preserved as public space and opened
in 2017 as Los Angeles State Historic
Park in a city in desperate need of public,
open green space, especially in
working-class neighborhoods like

Chinatown and Lincoln Heights. The
particular section of the park that
For Submersion occupies is a bioswale
wetland that is designed to fill with
floodwater when it rains and is one of
the few areas in Los Angeles’ urban
built environment where we see a glim-
pse of the river as it once was. Sarah
Rosalena was interested in exploring
this alluvial history, and as she devel-
oped her work, the conversation around
water and our built environment reached
even more urgent levels. Developed
in a historic drought, For Submersion
has experienced equally historic rainfall—
so much so that its site was under six
feet of water on the week we had planned
its original installation in December
2022. As the sculpture interacts with the
natural cycles of flood, drainage, and
downpour, For Submersion clarifies an
understanding of how the land can
nourish us, if we learn interdependence,
humility, and respect for our watersheds.






Conceptual Threading
Nora N. Khan
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her speak of weaving, hand-beading,
and the textures of her tapestry
substrates, we watch the map iterate
and shift, as if made by hand. This
allows our view to interrupt and
deepen the satellite’s view, which
maps the land with 1:1 certainty as

a neutral field.

In watching her work unfold, viewers
can better understand how weaving
served as an early, instructive manual
and methodology for computation [1].
Rosalena’s process itself is comput-
ational. She uses meticulous, revisionist
patterning, working in an iterative and
algorithmic fashion within the productive
bounds of the grid. In her hands, the
map is always constructed, as are its
boundaries and names. Each name
indicates an inside, a civilization, bound
at the edge by an unknown. Her new
maps guide us to think of the subsumed
layers of socio-political engineering of
the land, in the service of colonial and
neocolonial aims. The viewer can
consider the driving question of large
swathes of theory at this moment:
how do we begin to understand land,
culture, and ideas as autonomous, to
be stewarded rather than unowned,
purchased, parceled, and drilled? This
question seems answered, in part, by
a thorough understanding of the map
as handmade. The pixel and the thread
are where the sovereign image of the
territory is controlled.

Even as Rosalena works with the
computer binary, she refuses, at each
step, the seduction of binary thinking.
Machines and technological systems
may extract data, process it, and offer
it up as material for rapacious algo-
rithms which create our futures. And
yet, the unwieldy, “incorrect,” and
glitchy use of those systems allows for
recoding and retooling, and, with
time, new systems altogether. In between
these poles is the field in which we
negotiate daily our agency and position
in relation to algorithmic logic. Rosalena
models this space between, standing
for hours before her intimidatingly
heavy computational loom. She edits
her digital substrates to then warp,
realign, and manipulate each thread. She
works back and forth between her own
conceptual arguments to process the
question and answer the algorithm has
built into it. Each technological output

is constructed as much as processed.
In her frequently cited The Carrier Bag
Theory of Fiction, Ursula K. Le Guin [2]
urges us to think of the carrier bag, and
gathering, as an alternative model of
relation to our natural environment and
other living beings in place of the hero
or the pioneer who harnesses techne
as a method of direct, unremitting con-
quest of land. The classic paradigm
for the design of computational systems
today is that man invents and uses
these tools to reshape reality for the
better good. One can imagine the sack—
in which we gather our necessary
references and alternative tools—as
computationally woven, a heavy carrier
bag which halts a galactic machine
for a time, allowing us to reconsider the
loom’s purpose and relation to the
futures we want.

1. The importance of jacquard weaving in inspiring the early
history of computing is well explored in James
Essinger’s 2004 book Jacquard’s Web: How a hand-
loom led to the birth of the information age, published
by Oxford University Press. Subsequent writings have
added nuance to the frequently repeated claim that the
jacquard loom is a “direct predecessor” to the modern
computer, including “Mistaken Ancestry: The Jacquard
and the Computer” by Martin Davis and Virginia Davis,
and “Weaving as Binary Art and the Algebra of Patterns,”
by Ellen Harlizius-Kliick. They emphasize the ways
weaving has been a pattern algebra-based binary art
for millenia. Jacquard’s punch card system made those
patterns clear through notation; engineers learned to
see the patterns inherent to weaving through the punch
card notations.

2. Ursula K. Le Guin, “The Carrier Bag Theory of Fiction,”
with an introduction by Donna Haraway. Published by
Ignota Books, 2020.

Nora N. Khan is a curator, editor, and writer of criticism on
digital visual culture, the politics of software, and philosophy
of emerging technology. She is the Executive Director of
Project X for Art and Criticism, publishing X-TRA Contemporary
Art Journal in Los Angeles. Khan’s short books are Seeing,
Naming, Knowing (Brooklyn Rail) on the logic of machine vision,
and Fear Indexing the X-Files (Primary Information), co-written
with Steven Warwick. Forthcoming are No Context: Al Art,
Machine Learning, and the Stakes for Art Criticism (Lund
Humphries), Kingdom (Primary Information), and The Artificial
and the Real (Art Metropole). Her writing has been honored
by the Visual Arts Foundation, the Crossed Purposes
Foundation, and a Thoma Foundation Arts Writing Award in
Digital Art.
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arah Rosalena

Sarah Rosalena (Wixarika) is an inter-
disciplinary artist and researcher based
in Los Angeles. Her work deconstructs
technology with material interventions,
creating new narratives for hybrid
objects that function between human/
nonhuman, ancient/future, and
handmade/autonomous to override
power structures rooted in colonialism.
She is an Assistant Professor of Art
at UC Santa Barbara in Computational
Craft and Haptic Media. She has received
awards from Creative Capital; the
LACMA Art + Tech Lab; Carolyn Glasoe
Bailey Foundation; the Steve Wilson
Award from Leonardo; the International
Society for Art, Sciences, and
Technology; and the Craft Futures Grant
from the Center for Craft. Rosalena
recently showed her work at Frieze LA
and Blum & Poe Gallery.
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For Submersion
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