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[ Paper Trace ]

e

Dual Narrative in Ledger Art -
[ Website ]

Individual Video Project

GSAPP Studio: ARCHIVES OF RESISTANCE:

A LOUDREADING takeover of historical narratfives
Adyvisor: Cruz Garcia , Nathalie Frankowski

July 2024
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[Paper Trace]

"Paper Traces: Dual Narrative in Ledger Art" looks af the complex and hidden steries found in
Ledger Art. This art form mixes the fales of Indigenous people and colonizers, where both these

stories are told and uncovered. It challenges viewers to find the true histories and understand the
layers in these artworks.

In this project, | use ledger art as a research mairix fo question the narrative logic and devices
of non-native artifacts in museums such as the MET and the Brooklyn Museum. By tracing back
the information on their labels, such as the collector and date, | reorganize and re-position them
in the local perspective, connecting them to the colonial footprints and resistance history of the

Indigenous people that has been infentionally hidden in the course of history, and thus formulating
a critique of colonialism.

Acollage of Fort Marion
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[ Ash, echoes ]

an Archaeology of Pink Floyd at Pompeii

Individual Project

GSAPP Studio: HOTSPOTS:
ARCHITECTURES OF CULTURAL GEOLOGY
Advisor: Mark Wasiuta

May 2025

A Fchoesin 1971 A Echoesin 1972

Pink Floyd's performance at the ancient amphitheater of Pompeii tfransformed
the ruinous arena into a site of sound and imagery, where progressive rock
merged with the historical aura of the Roman ruins. The band's use of the
amphitheater as a vast, echoing chamber not only altered the dacoustic
dynamics of their music but also highlighted the intersection of history, space,
and sound. This event was not merely a concert but a spatial and temporal
dialogue, connecting ancient history with modern cultural expression.

Ash, Echoes draws on this profound interplay between music, space, and history,
proposing d series of architectural inferventions that capture and manipulate sound
as a spatial experience. By integrating reflective surfaces, responsive materials, and
strategically placed speakers, these inferventions create a dynamic environment
where sound waves form visual patterns, embodying the echoes of Pink Floyd's
perfermance. This project tfransforms the stafic ruin info a living, sonic space, where
past and present converge.

A plan of pink floyd at pompeii
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A Study of Echoes (original plan overlayed)
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[Overall Rendering]

Pink Floyd's Live af Pompeili is more than a concert film—it is a cultural
geography in action. By performing in the empty ruins of a Roman
amphitheater, the band fransformed a historic site of ancient spectacle
info a temporal, sonic landscape. The performance merged ancient and
modern, history and music, stone and sound. The amphitheater became
a vast, resonant instrument, where echoes of progressive rock intertwined
with the silence of ruins. This unique inferplay of space, history, and sound
underscores how cultural geography can transform places intfo immersive,
layered experiences.
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"Paper Traces: Dual Narrative in
Ledger Art" looks at the complex and
hidden stories found in Ledger Art. This
art form mixes the tales of Indigenous
people and colonizers, where both
these stories are fold and uncovered.
It challenges viewers to find the true
histories and understand the layers in
these artworks.

In this project, | use ledger art as
a resedrch matrix to question the
narrative logic and devices of non-
native artifacts in museums such as
the MET and the Brooklyn Museum. By
tracing back the information on their
labels, such as the collector and date,
| reorganize and re-position them in
the local perspective, connecting
them to the colonial footprints and
resistance history of the Indigenous
people that has been intentionally
hidden in the course of history,



[ Sacred Turn ]
September 11th Cenotaphs Design

Group Project

Collaborator: Angela Chiesa

GSAPP Studio: Sacred Turn: Investing in architecture’s unstable,
yet persistent, notion of the sacred

Adyvisor: Ziad Jamaleddine

November 2024

This project creates Cenotaphs at Freshkills Park fo honor the sacred 9/11 debris
relocated from Ground Zero. Designed for victims' families, it offers spaces for
reflection, mourning, and gathering across four typologies: Sound, Giving, Calm, and
The Collective. Emphasizing sustainability, the memorials use eco-friendly materials
that will be dismantled after three generations. Maintenance is funded by the park's
methane gas revenue, blending memory, ecology. and cultural heritage in a lasting
fribute.

Sacred Shift in connection

The relationship between the Abbaye
Saim-Michel-de-Cuxa and the Santiago
de Compostela represenis e abbey § role
ad part of the pilgrimage network Juring
the Middle Ages. The transatlantic reloca
tion of parts of the abbey s architectural
elements to The Cloisters musenni in New
York represents the relationship between
indigenous artifacts and the posicolonial
and modern globalization contexis, Both
of these relationships reflect a sacred shifi
and share a connection,
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Decline and Ruin

-, ¢ 16th : The monks begin living separately, and the
A abbey is divided urc(o,ﬁ"_asj\bf
1789: The French Revolution leads w ionali:

aof church praperty.

sold off and repurposed)) ..

2. [ The MET Cloister ]
Sale and Dispersal

1862: The abbey s classified as a Historic Maium:errr.
1907 The American artist George Grey Barndrd acquires
several sculprures and columns, eveniually férming the
basis for (The Cloisiers museum in New York,)

3. [ Saint-Michel de Cuxa (new) |
20th Century Restoration

1919: The abbey is sold and returned to
though only the church and sonte parts remgfn intact,
1932-1934: Archaeological interest in the abbey renews
under Josep Puig [ Cadafaleh and Hendt Nodet,

19505 Architect Sytvain Stvm-Poppér reconsiucts parts af
the eloister using original elements brought back to France.
1957: The church is fullv rooféd, and Pablo Casals estab-
lishes a famous(music festivallat the abbey,

1969: Thyfirst Romanesque Days) dedicated to medieval art
v studies are held.
1970-1980: Further nction)efforts restore additi
al parts of the cloister.
&
L
L= "
3
iy

[ The MET Cloister |

A Case Study: Sacred tum?®, transition of cuxa
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[Wagf as a design tool]

Wagf, as a design tool, fransforms architecture
info a medium for memory, healing, and
ecological stewardship. By defining specific
uses, beneficiaries, and femporal frameworks,
Wagf establishes a sacred site where space is
endowed with spiritual, social, and ecological
significance. In this context, architecture
is not merely a static form but an evolving
sanctuary that respects historical frauma while
adapting to the needs of future generations.
The Wagf framework allows for dynamic
interactions, from spaces for mourning
and spiritual cleansing to areas supporting
biodiversity. It ensures that architecture serves
as a living testament 1o memory, community,
and environmental continuity.

Wagf "object"+ Wagqf "asset"" mmmw-m.-rz; and New Jersey

i the goverrment of the

debries

management

'YC Department of Sanitation
Waqf administrator:

NYC Parksis

the final resting place

Architectual
Interventions
[ ]

g ublic e
i aqf Donor: reshkills organizatione—sFreshkills park
H A
P H
: . £ fromm wasts H
H

’

* ganifin

11 War Memorial Foundation

v
Wagqf Beneficiaries

Families of Victims.

Athe Structure of Waqgf
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Waqf

The purpose of this Wagf is to create a series of Cenotaphs for the debris and human remains of 911, which
were relocated to Freshkills Park in Staten Island from Ground Zero.

[1] This Wagf states that the debris from the Twin Towers is sacred. First being rubble at Ground Zero, and
later transported to Freshkills Park, formally Freshkills Landfill. The 1.4 million tons of debris is sitting in
the final resting place, a 48-acre area in Section 1/9 at Freshkills. The travel and the grounds of the park
shall remain sacred and, therefore, remain buried and untouched. This shall serve as a site for families to
come to mourn in private as it is secluded from the public, both fiom its location and entrances. This will be
created by a series of Cenotaphs and be located in different areas within the debris remains within Freshkills
Partk.

[2] The financial donation for the construction of the Cenotaphs shall be from the 911 Memorial Foundation.

[3] All remaining financial assets shall be managed by NYC Parksis and Freshkills Park. The park shall use
the profits generated by the extraction of methane gas which is completed by the New York City Department
of Sanitation. Methane is produced from the decomposing waste that was buried at Fresh Kills landfill. This
methane is harvested and sold to the National Grid which generates an annual revenue of 12 million dollars
from the sale of gas. This shall cover any maintenance required.

[4] The beneficiaries of the Cenotaphs will be the families of the victims of 911. For the existing families,
their children, and their children's children. This place shall remain sacred and only for the families for
three generations down. After the third generation, the wagqf shall stay, but the Cenotaphs shall be taken
down, as the memories of the relatives will fade among these generations. Therefore, the assembly of the
Cenotaphs shall not be made of permanence and shall be disassembled when the time comes.

[5] There will be four Cenotaph typologies that will be added to the site to create relics.

[5.1] "Sound" will be a space to provide a secluded and private area for grieving. The space will be
enclosed and spatially designed to reduce sound and give families the ability to grieve.

[5.2] "Giving" will be sections of the gabion wall which will allow individuals to bring rocks as memento.
There will also be sections throughout the relics that allow individuals fo bring or plant flowers. The flowers
are required to support future pollinators. These flowers include but are not limited to Black-eyed Susan's,
Common Milloweed, Fleabane or Tickseed Sunflowers.

These flowers can be interchanged based on the existing needs of the ecology. The Cenotaphs shall consider
the habitants for current and future organisms. This includes providing food for bees, wasps, flies, butterflies,
hummingbirds, and bats by planting the local flowers. This shall act as a way of giving back to the park thus
creating a cycle where the site gives a place for the family to grieve, and for the architecture to give back to
the site as a place of habitat and food.

[5.3] “Calm” is the space that covers the debris and is meant to be silent where people can pay their
respects.

[5.4] "The Collective" will be a place of gathering. This area is meant to allow families to come and
celebrate together to reflect these traditions.

[6] The architectural elements shall use materials that minimally impact the sacred and impact the
environment. It shall lay overtop of the landfill and proposed landscape. After the third generation of the
Jamilies of the victims, the materials used shall be disassembled and returned fo its surrounding context.
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[Excavation and Construction]

In the Wagf's execution, the debris area will be divided into
a grid for precise analysis and systematic excavation. Each
section will be cdrefully examined, and any discovered
debris will be documented and preserved, freating each
fragment as a sacred frace of history. This approach
transforms the site intfo an active archaeological field.

As excavation progresses, temporary sfructures will
be built over the uncovered debris. Initially serving ds
protective shelters, these structures will gradually tfransform
info commemorative spaces. This fransition marks a shift
from active excavation to a place of reflection and
remembrance, connecting archaeological discovery with
architectural memory.



A Sacred Journey: route of construction

A Sacred Journey: route of memory
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3 Points Between Suneil Sanzgiri’s Project and Mine:
A Cultural Reflection on Post-colonialism

In this semester's argument course, we did a seminar on the different guest speakers. Among these
guests, I was particularly impressed by the lecture of Suneil Sanzgiri. This is not only due to his
presentation of postcolonial issues in his lectures, but also to his narrative using diverse media in
the context of postcolonialism in the films he has produced. This semester my studio selection is
also situated within the broader context of postcolonialism, and the outcome of the project is also a
film, so I would like to use this essay to tall: about the similarities and differences I see between our

projects, and what I have learned from his film.

Suneil Sanzgiri is an artist, researcher, and filmmaker. His work spans experimental video and film,
animations, essays, and installations, and contends with questions of identity, heritage, culture,
and diaspora to structural violence. In his film "At Home But Not At Home" produced in 2020, he
returns to his father's youth and retells his father's story through various mediums such as film,
photography, and oral narratives. The film situates this narrative in the context of Portuguese and
British colonial history of India, thus linking memory and history strongly in the film. This leads to
his reflections on identity, colonial resistance history, and the movement of people through space

= 1
and time. ™

This film, the first in his trilogy, is also my favorite because of the straightforward editing and
the clash of objects and images that give the film its rustic texture. Various objects, such as old
photographs, are referenced in the narrative, giving the film a poetic and nostalgic tone. Its also
inspired me a lot during the making of my project's short film. Before the comparative analysis I
would like fo talk about the short film of my project which called 'Paper Traces'. In this project, I use
ledger art as a research matrvix to question the narrative logic and devices of non-native artifacts
in museums such as the MET and the Brooklyn Museum. By tracing back the information on their
labels, such as the collector and date, I reorganize and re-position them in the local perspective,
connecting them to the colonial footprints and resistance history of the Indigenous people that has
been intentionally hidden in the course of history, and thus formulating a critigue of colonialism.

1.Start with micro-objects

Here I would like to quote Susan Schuppli, another of our speakers, in one of her dialogues about
projects starting with micro-objects. In her view, this approach allows her not to look down on the
earth as if it were a Creator's perspective, but rather to start from subtle personal experiences such
as materials. Often, she starts with certain artifacts, entities, or events. She then unfolds them in
order to understand how these things exist in a multifaceted world. ™ This detective-like method
of piecing together clues to form a strung-out history is very appealing to me, and is the method
of research that I think I have undertaken in Paper traces. In this project, I kept collecting ledger
art objects from different museums, trying to rearrvange them in time to find potential connections.
1 think Suneil Sanzgiri's film, which begins with an email conversation with his father, interspersed

with photographs of his father as a young man, is a more immersive narrative, and Suneil's film

17

reminds me of why I chose ledger art as the vehicle for this critical project: one day a Brooklyn
museum's In a corner of the Brooklyn Museum one day, I found a simple painting of an artifact
that looked like a child's drawing. It had no background, only characters, and actions, like a movie
director's subplot before shooting. This wonderful association made me realize that perhaps this

painting was also part of a coherent narrative.
2.Parallel narrative

In Suniel's film At Home but not at home, the father's story parallels the historical events of
Portugal’s withdrawal from the Goa colony in India as two narrative threads. The film repeatedly
switches back and forth between historical films and old photographs, suggesting the relevance
of the two, and the way in which Suneil shifts between the two scales of the family's history of
resistance and the struggle of the nation. These historical events are brought to life through personal
experience. And in my project paper traces, ledger art, as a homegrown archive of graphic historical
records, indirectly engages in a confrontation with the dominant American narrative through its
display in museums. As Jacinda Tran argues, this antagonism of "your history" against "my memory"
also resonates deeply with the continual production and consumption of colonial narratives of
conquest we are witnessing today. In the course of my research I have found that the vehicle of
ledger art and the subsequent traces of revision allude to the juxtaposition of these two traces in the
ledger art is itself a parallel narrative. It is this parallel narrative that reveals the contradictions

and correlations.
3. Mixed mediums

At home not at Home combines 16mm footage with drone videography, montages from the "Parallel
cinema'" movement in India, desktop screengrabs, and Skype interviews with my father, the resulting
film utilizes various methods and modes of seeing at a distance to question the construction of
artifice, memory, and identity through the moving image. ™ In his lecture, he mentions that formally
his exposture to these emerging technologies became a tool for its creation, and in another of his
films, it was created using the same technologies of surveillance that mining companies use to map
locations for iron ore in the region. A tool for extraction and exploitation becomes a method for
preservation. Y This reversal shows Suneil's intention to seek deeper into the empire and re-examine
it externally. In my project, I drew on some of its media inspirations, such as inserting the process of
searching for the archives on a computer into the film by recording it on screen. In addition, I have
created some collage images to visualize the conflict between the local narrative and the museum
narrative, and finally made ledger to tell stories by itself.
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Computational design and planning of archaeological workspaces

Individual Project

GSAPP Elective: DESIGN INTELLIGENCE
Advisor: Danil Nagy
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APareto Front Solutions (the last generation)

This project reimagines Freshkills Park as a memorial by exposing and preserving 9/11 debris buried beneath
the restored landscape. After the 9/11 attacks, debris from Ground Zero was transported to Freshkills Park,
where it was buried as part of landfill restoration. Over time, this area has been transformed info a nature park,
concedling these remnants.

The project employs an archaeological approach to rediscover these buried artifacts, using a systematic
grid layout (100 feet by 100 feet, further refined to 25 feet by 25 feet). Excavation areas are desighed with
three key functional spaces: soil piles, sorting rooms, and archive rocms. Using genetic algorithms in Rhino and
Wallacei, the layout is optimized based on three criteria: proximity to excavation areas, access to roads for
fransportation, and maximizing usable space.

This optimization process generaftes mulfiple solutions, allowing for flexible site design while maintaining

efficient workflow. The final design makes the buried debris visible, fransforming Freshkills Park info a place of
remembrance and reflection.
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A Genetic Algorithm Applied Grasshopper Components
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Seeing with Algorithms in polifical issue =

[Debate Faces]

Group Video Project

Collaborator: Yongzhuo Xu

GSAPP Elective: Seeing with Algorithms
Adyvisor: Catherine Griffiths

December 2024
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=

A Debate Faces screen shot A Pixel Protest screen shot

Debate Faces analyzes how facial expressions in 2024 U.S. presidential debates convey
emotions like confidence, aggression, and sarcasm, impacting candidates' perceived
credibility and leadership. Using Roboflow for data annotation, we classify emotions such
as confidence (smiles, direct gaze), aggressiveness (furrowed brows, intfense eye contact),
defensiveness (tense muscles), and contempt [smirks). Qur analysis examines how facial
expressions evolve during key debafte moments—attacks, counterattacks, and climactic
statements—revealing how candidates' reactions influence each other and viewers'
perceptions. The study aims tfo uncover how nonverbal cues shape political narratives,
offering insights for political communication, voter psychology, and Al emotion recognition.

Pixel Protest explores how computer vision algorithms shape our understanding of social
phenomena, focusing on protests related to the Israeli-Palestinian conflict. Using OpenCV
filters, including edge detecticn and contour analysis, we deconstruct visual symbols like
flags and slogans, highlighting their role in conveying political messages. Our video sources,
primarily from social media, captfure the dynamic energy of protest scenes. Through
abstracted, high-confrast visuals, we reveal the power of these symbols while questioning
the algorithmic process itself. Inspired by Hito Steyerl's "The Uselessness of Images," we
crifically examine how algorithms may amplify certain narratives while ignoring others.
This project invites viewers to reflect on the limitations of machine vision in understanding
complex social issues, urging caution in interpreting algorithmically processed visuals.
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[ 1 cap = cv2.videoCapture(video_path)

if not cap.isOpened():

print("Error: Could not open video.")
else:

print("Video loaded successfully.")

cap.set(cv2.CAP_PROP_POS_FRAMES, 50@)
ret, frame = cap.read()

if ret:
gray_frame = cv2.cvtColor(frame, cv2.COLOR_BGR2GRAY)

print("Original Grayscale Image:")
cv2_imshow(gray_frame)

_, binary_image = cv2.threshold(gray_frame, 127, 255, cv2.THRESH_BINARY_INV)

print("Original Binary Image:")
cv2_imshow(binary_image)

kernel = np.ones((1, 1), np.uint8)

[]

erosion = cv2.erode(binary_image, kernel, iterations=1)

print("Eroded Image:")
cv2_imshow(erosion)

dilation = cv2.dilate(binary_image, kernel, iterations=1)

print("Dilated Image:")
cv2_imshow(dilation)

opening = cv2.morphologyEx(binary_image, cv2.MORPH_OPEN, kernel)

print("Opening (Erosion followed by Dilation):")
cv2_imshow(opening)

closing = cv2.morphologyEx(binary_image, cv2.MORPH_CLOSE, kernel)

print("Closing (Dilation followed by Erosion):")
cv2_imshow(closing)

else:
print("Error: Could not read the frame.")

cap.release()

AMorphologica's execution code
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Trace of a Man

Group Project

Collaborator: Shuaigin Chen; Amalia Kamien

GSAPP Elective: 1:1 Crafting and Fabrication of Details
Adyvisor: Zachary E. Mulitauaopele

May 2025

A construction process

Tension: Trace of a Man is an experimental installation that explores the relationship
between movement, form, and material. The project uses laser-cut wooden frames,
each shaped by the abstract intersection of a moving human figure and a grid of planar
segments. This infricate design is then further developed through the meticulous process
of threading yarn dlong the laser-cut confours, credating d complex woven structure.

The resulting installation captures a sense of dynamic fension—each thread tracing the
invisible movements of the human form while being bound to the rigid framework. This
inferplay between rigid geometry and organic weaving embodies the tension between
control and freedom, structure and fluidity. Set within an industrial setting, the project’s
raw desthetic emphasizes the confrast between precise digital fabrication and the tactile,
handcrafted quality of the yarn. Tension: Trace of a Man invites viewers to reflect on the
relationship between body, space, and the traces of human action.
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