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6.1 Concluding thoughts softer future realities with the materiality of this earth.

<script>...make with, collaborate with, or become...</script><script>...by way
of... </script><script>...communication... </script>

At this point in this thesis — intended as the final conclusion
— I’m conscious that [ have left many paths unvisited, have neglected
other perspectives, and surely not expressed myself in a way that speaks
to all readers. I’'m aware that this assembly of ideas still remains to
take shape, have their strengths unfold, and be brought into deeper
investigation and interpretation.

OS/error as a practical outcome softens the perception of
separation and the boundaries of and between the human, the computer
and the environment. The works that [ reference and the project
OS/error, highlight the importance of envisioning a world in constant
relation, co-dependant, interconnected with human and nonhuman
matter. In addition, the aesthetics challenge the notion of the human,
the computer and the environment as concretely defined, and instead
shows a critical re-imagining which proposes that matter is not fixed
and forever materially entangled with otherness.

Now composed, OS/error has become a story, a memory,
an operating system, a marker in/of time and space, “a hybrid of
machine and organism, a creature of social reality as well as a creature
of fiction.””* 1 don’t yet know what the work will be able to do in
the world. Completing the project leaves me with many unknowns
and speculations. [ understand OS/error still very much through my
intentions: to produce an artistic act of defamiliarization, to stimulate
critical thinking and to provoke questioning about the boundaries of
and between the human, the computer and the environment. I trust
that this written thesis manages to effectively articulate some of the
successes, limitations and findings of that research.

This thesis has led me to find technofeminist discourse and
follow its connections to critical posthumanism and queer theory,
where [ am with others, hopeful and inspired to technovison life in a
post-anthropocentric world. OS/error as a project, and as an operating
system, will not bring justice and reparation to the multiplicity of all
who suffer, have suffered, and will suffer on Earth. In my foreseeable
future, there is still much activist work to do. I am not exempt from
the very real cultural anxieties about the near future — all the while
knowing that my future holds a reliance on (and vision of) very specific
forms of technological reproduction and progress. [ am weary of trans-
muting paranoid fictions into truths and am working on envisioning
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In this thesis | focused my energy on locating oppressive forms
of power which operate on and through foundational structures of
digital technology. Without detaching myself from the matrix, [ aimed
to convey a world that is indeterminate and inexorably entangled.

“We are respousible for boundaries. We are they...”" *...for poetics
though, if nothing else, they are glitches in the system, generating
bewilderment, refusing what is known and exposing what is possible.

[ am with and for efforts to find creative ways to interrupt the mundan-
ity of computer technology. | am with and for efforts to forge a radical
politics fit for a period of system collapse and paradigm change. The
reproduction of the earthly organism moves a diverse ecology of rela-
tions into existence, seeding a time and space for relational machines,
relational environments and relational efforts.
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6.2 Limitations and critical counsideration

In the practice of composing OS/error, there are areas where |
feel | have not succeeded in aligning with my feminist ethics and ideals.
There are also areas where | want to be more transparent about what
enabled this work. In the production of this thesis, my collaboration
with the computer was more than just circumstantial. This union stems
from a great deal of access through privilege and from being embedded
in a culture of rapid technological innovation. It stems from being in a
culture and field of design that desires computers, or better or different
work with better or different outcomes. As a designer who works
digitally, in the sense of being both a user and maker of digital content
and media today, | am using digital infrastructure which currently relies
on resource extraction, non-renewable energy, infinite growth, among
other gross injustices. Computer technology is not neutral, and my
practice of design is not without significant contradictions | want to
lament on.

Adobe Inc. is a computer software empire which is now 37
years old. The company is based in California along with Apple Inc. (44 125
years old) and this pair is arguably the most popular software/hardware
combo used in the field of visual communication design today.” "~ In
reflecting further on the production of this work, 1 realize that [ used
designs from multiple centralized multinationals and companies that
do not reflect my values. I supported options which are not free or
open source. Supporting open-source programming and free software
initiatives is a way to contribute to accessibility and decentralization of
computer technologies. It is a way to support alternatives and a way to
better align with technofeminism and digital activism.

Furthermore, to record, mix and produce the video and sound,

[ was able to borrow professional equipment from Aalto University,
where [ was also granted full access to books, academic journals and
libraries. Access to these resources and materials reveals on a practical
level what it required to make this thesis, and reveals the fruits of my
institution affiliation. Many of the references and source [ have cited
have not made openly accessible to anyone and everyone. [ want to

be transparent about this as it raises important questions concerning
the access, value and replicability of my work and other work deemed
critical or postmodern which neglect to consider or articulate the
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conditions and privileges of the culture and society that made the
work possible. [ am left with considering: Who else can make this type
of art or design research? Who else can read it, access and reproduce
it? Which canon of designer-academics am [ in?

Now that [ have completed the written component, [ am
conscious about having stretched myself and this thesis broadly, by
touching on several large domains of theory and many thinkers and
writers who [ encountered and whom [ felt were important to include.
This was in part due to encountering the feminist method of auto-
theory, where I strived for inclusion and abundance in many ways. [
recognize that this method may have also clouded the clarity and focus
of my research. [ want to clarify now that my approach to making this
thesis was an eager one, that felt full of freedom and curiosity. The
writing has become a recollection for myself of the thinkers [ engaged
with, and who informed me at the time of making this thesis.

In terms of accessibility of this text, I'm afraid that there
are limitations to my style of scholarly writing. As a native English
speaker with an inclination toward poetics, my strive for clarity of
meaning through writing often presented me with the most obscure
words, words that [ also choose to use at the threat of enclosing myself
narrowly with the audience who I am writing for.

In the practical component OS/error, 1 have incorporated
writing poetry, making video and coordinating sound, thus combining
multiple domains of art and design practice into one project. This
process has a long narrative. [ put myself in a deep relation with
other species and material elements of the environment. In this sense,
composing OS/error has been a meditative process, sometimes ritu-
alistic. Perhaps a limitation is that [ have not found a way to articulate
the extent of the process thoroughly enough.



6.3 Further inquiries

Further into the future, I imagine a longer continued study
where technofeminism will be a focus or a background for any
research [ engage in. | will seek continued collaboration, and find
others to work together in the interest of gender, sexuality, the envi-
ronment and technology. My work will be with other people, and in
that process | will continue to learn about what it means to make with
and collaborate with others.

This year, the distancing caused by the CO-VID19 pandemic
brings me to slow down, and reflect further on crisis, loss and suffer-
ing. In the past six months I have needed to consider more deeply my
boundaries with the personal computer. My critique, thoughts and
emotions are cloudy. [ feel as though I need to ask better questions,
and to further consider the effects these new global changes bring
to (my)self, culture and world. [ am brought back to my original
motivation and intentions at the beginning of this thesis, which were
to bring technofeminist knowledge to others in different ways and
formats.

As of now, [ imagine this work could resemble creating
dialogic and feminist learning environments and finding the methods
and skills to care for and learn with others. | am interested in and
have questions about performativity, fictioning, technovision /
speculative realism and storytelling. Digital technology is evolving
rapidly, becoming more abstract and at the same time more personal
and intimate. The industry, its designs, power and devices are being
ruthlessly theorized and critiqued. [ am aware that feminist environ-
ments for learning, processing, healing and raising consciousness in
this context need still continue.
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