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			Abstract

			Through critical analysis, this paper examines the antithetic and analogous dynamics between organic and synthetic memory within Eduardo Kac’s 1997 bio artwork Time Capsule and M. Eifler’s 2020 AI artwork Prosthetic Memory. Kac and Eifler’s use of prosthetics and digital networks substitutes the human body for a dematerialized human presence. This unique combination situates new media art history as a fixture of posthuman change, incorporating corporeality, migration and augmentation. A comparative analysis between Time Capsule and Prosthetic Memory reveals mutual outcomes in which body and memory become issues of corporeality, migration impacts bodies and technology, and augmentation drives the evolution of technology and memory. Consequently, memory becomes the binding agent throughout an expanding transdisciplinary and multifaceted approach to art history. By examining the connections between bio art and AI art, we progressively trace memory’s evolutionary consequences through action, media and material. Time Capsule and Prosthetic Memory present examples of a holistic transformation of digital human memory centring on the body and mind. The issues presented in our analysis of these artworks, such as augmentation, corporeality and migration, highlight how new media art can shift the conversation about human evolution and present active examples of networks archiving the growing indivisibility of organic life and virtual data.
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			Resumen

			A través del análisis crítico, este documento examina la dinámica antitética y análoga entre memoria orgánica y sintética dentro de la obra de arte biológica de 1997 de Eduardo Kac Time Capsule y la obra de arte de IA de M. Eifler de 2020 Prosthetic Memory. El uso de Kac y Eifler de prótesis y redes digitales sustituye al cuerpo humano por una presencia humana desmaterializada. Esta combinación única sitúa la nueva historia del arte de los medios como un elemento de cambio poshumano, incorporando la corporealidad, la migración y el aumento. Un análisis comparativo entre Time Capsule y Prosthetic Memory revela resultados comunes en los que el cuerpo y la memoria se convierten en problemas de corporealidad, la migración afecta a los cuerpos y la tecnología, y el aumento impulsa la evolución de la tecnología y la memoria. En consecuencia, la memoria se convierte en el agente de unión de la historia del arte a través de un enfoque transdisciplinario y multifacético en expansión. Al examinar las conexiones entre el bioarte y el arte de la IA, hacemos un seguimiento progresivo de las consecuencias evolutivas de la memoria a través de la acción, los medios y el material. Time Capsule y Prosthetic Memory presentan ejemplos de una transformación holística de la memoria humana digital centrada en el cuerpo y la mente. Los problemas presentados en nuestro análisis de estas obras de arte, como el aumento, la corporealidad y la migración, destacan cómo el nuevo arte de los medios puede cambiar la conversación sobre la evolución humana y presentar ejemplos activos de redes que archivan la creciente indivisibilidad de la vida orgánica y los datos virtuales.
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			1.	A dawning of the 90’s subculture

			In the dawn of the rapidly expanding World Wide Web, philosophers, artists and scientists began to speculate about how technology would one day erode the prominence of humankind on our planet. When the internet became publicly accessible in 1993, humanity’s sense of presence expanded with the revelation of the digital self. From this moment on, questions, reflections, and a growing comprehension of a secondary non-material existence blossomed into an understanding of our posthuman existence. Our current symbiotic relationship between humans and machines is new within our biological and technological schema. In 1997, when Eduardo Kac actualized his bio artwork Time Capsule, our digital “self” did not exist. Physical interaction with technology was not linked to sleek, ergonomic mobile devices and wireless broadband connections but was constrained to a slow, heavy, stationary dial-up connection (Emberton 2020). In 1997, engineers at Microsoft initiated innovation by replacing aluminium with copper in computer chips. These new, smaller chips were efficient and possessed a larger storage capacity. Not only did they pave the way for faster and cheaper computers, but the copper chips also enabled and supported new multi-directional 3D processing between other chips. This development led to a flexible and effective method of transmitting information in real time (George 1997). Memory was becoming increasingly important. Flowing between the organic and mechanical, the seamless conversion between experience and data became the ongoing barometer of stability as virtuality grew. This rapid expansion of global interconnectivity required unprecedented growth in information storage and retrieval. As more people formed their online presence, memory became the focal point of connectivity throughout humanity. Sustained by memory, the interchange between man and machine reflected humanity as one element within a greater network of systems. In this era of technological awareness, humanity has begun to comprehend its interconnected legacy and extensive posthuman presence.  

			Enabled by the advent of the Internet, the philosophy of posthumanism positioned humanity to move beyond anthropocentric worldviews. It became a precursor to the acceptance of interchanging biological and technical systems. Initially introduced in 1977 by postmodern theorist Ihab Hassan’s article “Prometheus as Performer: Towards a Posthumanist Culture?”, the disembodiment presented by digitization positioned posthumanism as a platform on which humanity relinquished its focus on individualized philosophies in exchange for a more permeable and collective role (Bolter et al. 2016, 1). Posthumanism describes a philosophical consideration that emphasizes the role of non-human agents in the realm of man (Schatzki 2001, 10-11). It is a concept that encompasses both the biological and digital dimensions of our planet, portraying the presence of our species as only one facet within a more extensive network of systems. 

			In 1985, eight years after Hassan’s article, American ecofeminist scholar Donna Haraway expanded on posthuman philosophy by challenging the traditional linearization between biology and machine in her “Cyborg Manifesto”. Embracing the human body’s amalgamation with technology, Haraway states, “The machine is us, our processes, an aspect of our embodiment” (Haraway 1985, 180). Haraway’s cyborg theory was particularly significant in the discourse of posthuman digital technology, as it politicized and deconstructed categories of human, gender and machine while initiating a discussion on the equity and transcendence between biological and technical systems. Haraway introduced the concept of posthumanism by presenting the body’s current state as a cyborg (Haraway 1985, 150). Following the posthumanist view of decentralizing the role of man as one element within a system of all things, Haraway’s cyborg emphasizes the inclusion of technology as a central role in the networks that support life. It is defined as “…a cybernetic organism, a hybrid of machine and organism…” (Haraway 1985, 150). Cyborgs are genderless, without familial attachments, and externally integrated, emphasizing a unified gestalt over the functions of their parts (Haraway 1985, 150). Both organic and machine, the existence of cyborgs reflects the inherent ambiguity in digital disembodiment, opening a philosophical discussion on the concept of memory. As byproducts of individual biological neural networks become obsolete, such as familial legacy and identity, memory exists as “a final appropriation of all the powers of the parts into a higher unity” (Haraway 1985, 150). Eight years later, the World Wide Web became public. The public’s newfound sense of disembodied presence was illustrated in Peter Steiner’s 1993 New Yorker cartoon, “On the Internet, nobody knows you’re a dog”. The vernacular surrounding private and public identity began to emerge into mainstream popular culture. In the cartoon, a large dog is seated at a computer while a smaller dog looks on. The large dog turns to the smaller dog and says, “On the internet, no one knows you are a dog”. The cartoon serves as a symbolic representation of the cultural climate surrounding the emergence of anonymity on the Internet. On the Internet, the state of virtual presence has rendered the demand for physical presence, which requires being present in one location at a time, obsolete. In the late 1980s and early 1990s, humanity became increasingly virtual; a growing sentiment emerged surrounding disembodied corporeality and identity. Individual identity and memory are prioritized according to their contribution of to a greater system, which has led to a need to define posthumanism in a clearer and more direct manner.

			In 1999, American literary critic N. Katherine Hayles built on the concept of interchangeability between humans, technoscience, and animals by outlining four elements of posthumanism in her book How We Became Posthuman. First, Hayles asserts that posthumanism prioritizes information structures over biological ones. Here, methodology predominates over the presentation of information, such as physical bodies. Second, she argues that posthumanism views consciousness as a byproduct of the systems that support it. Third, Hayles posits that the body is a prosthetic, and that using an additional prosthetic is a “continuation of a process that existed before we were born”. Most critically, the fourth element Hayles presents is the interchangeability between the functional processes of machines and biological systems (Hayles 1999, 2-3). As we evolved in the wake of the Internet, posthumanism incorporated telepresence and memory into a digital, omnipresent network in which humans collectively exist and modify in real time. 

			 Merriam-Webster defines memory as “the power or process of reproducing or recalling what has been learned and retained, especially through associative mechanisms” (Merriam-Webster 2025). Using Merriam-Webster’s definition, Haraway’s cyborg theory, and Hayles’ criteria as a basis for expansion, posthuman memory is a flexible and interchangeable method of storing and recalling technological and biological information. Currently, the idea that posthumanism utilizes memory to incorporate non-material bodies is explained in the philosophy of feminist posthumanism. Using the rejection of humanist-centred philosophy as a baseline descriptor of humanity’s declining prominence over machines, posthuman scholars Cecilia Åsberg and Rosi Braidotti introduce feminist ideals into posthuman theory through the rejection of the masculine-centred structures of anthropocentrism (Gündoğan İbrişim 2024, 94). In 2024, Dr. Deniz Gündoğan İbrişim, a scholar in trauma, memory studies, gender and sexuality studies from Kadir Has University, built on the work of Åsberg and Braidotti to suggest that the exclusion of masculine bias contemporizes posthuman theory by expanding it to include the various embodied and material states present in an inclusive and changing world (Gündoğan İbrişim 2024, 95).  Through feminist posthumanism, Dr. Gündoğan İbrişim establishes a connection between posthumanism and memory by introducing the concept of “response-able memory.” She presents that memory utilizes pre-established experiences to respond ethically to changing anti-anthropocentric environmental and social conditions. Stemming from the feminist posthuman assertion that “the hierarchy that privileges the human subject over other life forms, including nature, matter, and nonhuman animals” should be undercut, memory is a response mechanism “which is reshaping how essential interdependence is practiced in the everyday rituals of living and remembering within our more than-human world” (Gündoğan İbrişim 2024, 101). Centring on an infinite, non-material consciousness unconstrained by time, space or organic biology, the bio artwork Time Capsule and the AI artwork Prosthetic Memory are important in describing posthuman memory because they use prosthetic memory storage to respond to a wide range of anti-anthropocentric environmental and social conditions. Manifesting two points on a continuum of simultaneous digital and analogue human existence, Kac demonstrates posthuman memory through his body, while Eifler demonstrates it through the mind. Corporeality, migration, and augmentation play an essential role in their discussion, as they present a timeline of posthuman evolutionary change. 

			While Time Capsule and Prosthetic Memory present unique opportunities to observe the conversion of subjective experience into objective memory through disembodied encoding, other artists throughout the 1990s and 2000s experimented with corporeal dematerialization and digitization. For example, in 1995, Stelarc demonstrated the interchangeability of physical and digital presence in his performance artwork, Fractal Flesh. Through the audiences’ input from Paris, Helsinki and Amsterdam, Stelarc used the Internet, an exoskeleton and his third-hand prosthesis to remotely choreograph his body in Luxembourg (Lawler-Dormer 2018). In an interview with Stelarc for SLEEK magazine, Sophia Lawler-Dormer eloquently states, “In Fractal Flesh, the internet became almost a nervous system for the body” (Lawler-Dormer 2018). Her statement on Fractal Flesh highlights the interchangeability between biological and technological networks presented by N. Katherine Hayles as the fourth element of posthumanism. In 2014, British-Irish artist Neil Harbisson became the world’s first legally recognized cyborg when he implanted a Wi-Fi-enabled antenna in his skull (Pejcha 2023). Harbisson’s antenna can receive “electromagnetic radiation, phone calls, and music as well as videos and images” for the construction of unique sensory experiences such as connecting “with a NASA satellite to receive colors from space, amplifying their sound into an experimental composition” (Pejacha 2023). Harbisson’s brain and digital networks interact as an integrated unitary structure that predominates over the material structures that separate them. Between Eduardo Kac and M. Eifler, Stelarc and Harbisson demonstrate a twenty-three-year progression in posthuman artistic growth. In this timeline, technological advancement and the fluid nature of posthumanist philosophy support unlimited creativity between humanity and larger external systems. However, Time Capsule and Prosthetic Memory are unique in their use of memory as a cohesive element in the fusion of corporeality, migration and augmentation. Between an artificial mind and a telepresent body, they are poignant reminders of the evolution of dematerialized presence at the extremes of corporeal embodiment. Both are the disembodied generation and storage of encoded information initially gathered from organic human life. Through the critical analysis of their parallel yet linear existence, art history provides the opportunity to demonstrate and explore the rhetoric surrounding posthuman memory.

			1.1.	Time Capsule: blurring organic and digital presence  

			Seizing on the tremendous shift in digitization and virtuality in the 90s, Eduardo Kac created the artwork Time Capsule. A contemporary artist and professor, Kac’s artwork uses various media to explore artistic expression, including performance art, poetry, visual art, holography, space art, telematic art, and transgenic art. This body of work experiments with the boundaries of traditional studies and explores the consequences of their overlap. Time Capsule is a site-specific work located simultaneously in Kac’s ankle and a remote database. Kac’s use of prosthetic implantation creates a work of bio art, which the artist describes as “art that literally works in the continuum of biomateriality, from DNA, proteins, and cells to full organisms. Bio Art manipulates, modifies or creates life and living processes” (Kac et al. 2017). When Kac inserts the RFID chip into his ankle, his body manipulates and modifies digital networks to convert memory into a disembodied version of himself. At 10:00 pm on Tuesday, 11 November 1997, Kac initiated Time Capsule at the Museo Casa da Rosas in São Paulo, Brazil. Containing the number sequence 026109532, Kac implanted a biocompatible, hermetically sealed copper RFID microchip into his ankle and registered himself as both a “pet” and “owner” in a remote database (Paul 1998, 4-13). The microchip utilizes a transponder to receive and transmit radio waves while connective tissue prevents the microchip from migrating inside the body (“What Is RFID?” 2020). After implantation, Kac placed his leg into a scanning apparatus activated via a telerobotic finger. When scanned, the waves retrieve the programmed identification number using an integrated coil and capacitor. At the same time, the chip identifies, records, and logs the location of the chip wearer in a remote Chicago database. Typically used on animals, the chip remains inside the artist and is readable by a scanning device.

			Simultaneously, broadcast live on television and the Web, Time Capsule utilizes the human body and artificial memory as reflections of time between temporal and eternal life. Interpretations of time play a significant role in the artwork’s function. Amid the ornate exhibition space in Sao Paulo, Kac paired Museo Casa da Rosa’s parquet floors and plaster ceiling with seven sepia-toned photographs showing Kac’s ancestors in Poland at the beginning of the Second World War. Brought to Brazil by Kac’s grandmother in 1939, these seven photographs were hung facing an X-ray of his ankle and a screenshot of his implant’s registration. Connecting Time Capsule to the artist’s familial legacy, these photographs reflect the various impacts of transplantation and migration on history and contemporary culture.

			1.2.	Prosthetic Memory: blurring organic and digital experience

			Twenty-three years later, posthuman memory evolved alongside neural networks. Highly philosophical and rapidly evolving, a simplistic definition of AI art is artwork produced with the assistance of a neural network. Beyond the use of generative adversarial networks, AI art encompasses the use of neural networks to generate various types of artistic output, such as prosthetics for the mind. Presented at Ars Electronica 2020, M. Eifler’s artwork, Prosthetic Memory, is an artificial supplementary memory system that records and indexes the loss of organic memory. An American artist from San Francisco, California, M. Eifler works with interface, graphic and web design. Utilizing a BFA in film and theatre and an MFA in New Media Art, Eifler’s work employs “prosthetics and simulations to experiment with disabled and autistic ways of knowing” through the use of an “algorithm or set of rules that influences the evolution of its processes and outcomes” (Eifler 2023). Like Time Capsule, Prosthetic Memory functions as the artist lives by gathering data on the material world of “events, experiences, thoughts and feelings” and stores them as immaterial constructions of binary code (Eifler 2020, 1:43). Termed an “alternative archive,” the artwork relies on “assistive intelligence, computer vision, and machine learning” to systematically arrange memories archived “as paper paint, video, audio, sketchbook, and ink” (Eifler 2020). Coalescing into three components: handmade paper journals, video documentation, and a custom machine learning algorithm, the result is a cohesive digital collage of the “real and virtual objects which make up [their] prosthetic memory” (Eifler 2020, 1:43).

			Prosthetic Memory generates a collaborative posthuman gestalt – a construction of senses based on multiple participants through digital networks. The artwork manifests a new multipoint singular perspective by translating a single personal memory into a shared encounter. Visitors continuously shift and evolve the artist’s original perspective into an endless multiplicity of their unique experiences. Participants enter the gallery and see a copy of a journal on a desk. Computer vision and AI project a corresponding video onto the desk as they turn the pages. Here, electronic prosthetics digitally align the audience’s perspective with Eifler’s internal frame of reference. The fused experience is a singular moment in which one person’s internal memory intertwines externally with another person’s present perspective. Combined, they create a new memory based on the present moment. As the audience turns the journal pages, Prosthetic Memory’s interactive and personal interface forces us to reflect on the authenticity of digital experience and how the disembodied subjective sensation obscures authorship.

			1.3.	Together: creating and archiving posthuman memory 

			Both Time Capsule and Prosthetic Memory function as time capsules that archive and preserve the lives of the artists through the construction of the digital “self”. Typically, time capsules consist of a collection of objects representing a specific period for future generations. In contemporary culture, they encompass the preservation of digitized memories. In the posthuman realm of new media art history, Time Capsule and Prosthetic Memory retain and collect information on specific times and places, but they do so within a permeable structure that interacts with and shifts in real time alongside the outside world. In this way, posthuman memory dissolves the specificity between genres and broadens the possibilities within the sciences. Although distinct in their respective mediums, bio art and AI art coincide in the cultivation of this organic process. Prosthetic Memory is an example of AI art that preserves subjective memory through objective expression. Time Capsule is a work of bio art involved in preserving objective memory. In both Time Capsule and Prosthetic Memory, time acts as the categorical enclosure that binds the production of information into the memory of a single corporeal source.

			2.	Corporeality, migration, and augmentation: 		posthuman memory in action

			Over two decades, Kac’s and Eifler’s approaches to memory reflect a progressive migration between real and virtual identities. In an interview with the New Media Arts History program at the Danube University Krems, Eduardo Kac describes the delegation of memory to technological augmentation as a reconnection of human identity constructs to a more expanded external network (Kac et al. 2021, 4-5, 11).  Although the material state of their outputs and inputs varies, Kac and Eifler reignite a primitive drive towards tribalism by dissolving the self into migration patterns through a multifaceted telepresence network. Through a combination of digital memory and physical action, their use of prosthetics demonstrates the corporeal-mathematical transmission of biological time and sensation into posthumanist existence. Time Capsule and Prosthetic Memory articulate the anthropological impacts of this biological change using virtual transcendence to contextualize the variations in cultural and technological evolution that have sustained human survival over the past twenty-five years. These terms, corporeality, migration, and augmentation, describe the central issues fueling innovation in telepresence, with Kac’s and Eifler’s prescient artworks buttressing the ends of a spectrum of innovation.

			2.1.	Corporeality

			In modern society, we see the advantages of digital prosthetics and memory as fundamental attributes of our bodies (Shah 2023, 78). The biological mind is connected to artificial networks. Corporeality, embodied physical presence, is central to discussing posthumanist memory. In organic life, the body constitutes a unitary whole that supports life-sustaining processes. In the process of digitization, the importance of the body is decentralized in favour of the information produced by the mind. The common element between digitization and organic life is the prioritization of neural information. Decentering the body in favour of the networks within it demonstrates the interchangeability between humans and machines. It articulates the significance of collective contributions over a unified biological product. 

			According to both N. Katherine Hayles’s posthuman theory and Nancy Haraway’s cyborg theory, the formation of the unitary whole is secondary to the elements that produce it (Haraway 1985, 150; Hayles 1999, 2-3). The priority of networks and the interchangeability of organic and technological functions are evident in the work of both scholars, as demonstrated in Kac’s and Eifler’s positions on posthuman corporeality. Building on Haraway’s conceptualization of the cyborg, both artworks challenge the division between humans and machines, as well as the boundaries between corporeality and digitality. Cyborg theory questions the biology/machine dichotomy and the notion of unified, organic wholeness (Haraway 1985, 150). This idea aligns with how both Time Capsule and Prosthetic Memory challenge traditional concepts of memory and identity by embedding human presence within technological systems. Haraway’s observation that “our machines are disturbingly lively, and we ourselves frighteningly inert” offers a perspective on Eifler’s dynamics between human and artificial memory, as well as Kac’s biological body becoming intertwined with technological processes (Haraway 1985, 152). While digital prosthetics animate human memory into perpetuity, the human body becomes a secondary host to these more agile, adaptable technologies.

			As Time Capsule physically augmented Kac’s body, it became a technical expression of a future integrating subject and object. The artist became a work of art mediated through his body, which coexists in a global wireless network. Conversely, in Prosthetic Memory, external technology enables Eifler’s holistic embodiment. Here, artificial intelligence subsidizes a physical component of the human body. Eifler merges personal recollections with collective interpretations, challenging the concept of memory ownership. Haraway’s cyborg rejects “organic wholeness” and embraces multiplicity (Haraway 1985, 150). In doing so, the cyborg reflects posthuman memory, not as an isolated archive but as a fluid and collaborative process. Organic and digital, Prosthetic Memory’s use of memory challenges the Cartesian dualism that Haraway’s cyborg destabilizes. Rather than positioning memory as a purely biological phenomenon, Eifler’s work reimagines it as an interplay between human cognition and machinic augmentation. In both artworks, Kac and Eifler utilize extraction from the body to digitally extend their presence. Between them, they establish an art historical timeline that culturally situates a transforming presentation of corporeality with the ongoing utility of disembodiment. It is the same method coupled with different intentions.

			Although the intentions are different, with Time Capsule seeking to expand and Prosthetic Memory aiming to contain, their use of interactive networks transforms individual time-bound organic memory into perennial external digitized storage. These digital records move and augment in real time, depending on the interactions the memories have with other networks and user experiences. This transcoded information contrasts with the traditional structure of history. Memory shifts from the isolated perspective of one person’s biological experience; instead, it moves in sync with a global hive of responses that alter its interpretative state. It can be uploaded and downloaded, replicated, and edited without the consciousness that initially created it.

			2.2.	Migration

			As our species becomes increasingly intertwined with technology, the breadth of the Internet expands our presence within a collective consciousness and acknowledges the prospect of migration. Through Prosthetic Memory and Time Capsule, we can see how the topic of technological symbiosis has shifted from a fear of confinement to one of emancipation. While networks deconstruct aspects of human autonomy due to our dependence on the Internet, they also open pathways for migration. As we transition from the analog to the virtual, cultural perspectives on the positive and negative impacts of digital growth rely on the individual’s self-perception concerning telepresence. Embodying human culture’s collective realization of its ubiquitous interconnectivity, Time Capsule and Prosthetic Memory present a compelling alternative to technological subjection. In both works, connectivity places the individual within an expansive global community. Here, the dissolved self has unlimited potential to grow, shift, and connect with other human beings.

			Time Capsule is a cultural precursor to the current constellation of wireless communication and memory. The concept of technological bondage draws from the potential vulnerability interconnectivity brings to conserving individuality. However, the current survival of our species depends on digital networking and telepresence. As seen in Prosthetic Memory, modern developments over the past thirty years have revealed connectivity as a liberation of the mind from the limitations of physical presence (Lovink & Tombaz 2019). Some periods in human history, such as the COVID-19 pandemic, have shown the power of telepresence in adapting the social structures necessary for a thriving global environment. As telecommunications create new standards of presence, the instantaneous transfer of information enables every facet of modern society, from food supply to political change. The consequences of this global technological network enable virtual social movements, such as Black Lives Matter, #MeToo, and the Arab Spring, to manifest into physical action (Howard et al. 2011, 3). During the COVID-19 pandemic, the Internet enabled digital migration to maintain global social and economic stability through mandatory social distancing procedures. Vital attributes of society, including education, retail, culture, organized religion, entertainment and interpersonal relationships, depended on network connectivity for non-physical interaction. Reflected in a recent Pew Research study, 87% of adults in the U.S.A. confirmed the vitality of digital interaction in modern society by saying the Internet has been essential for them during the pandemic (Vogel et al. 2020). The pandemic demonstrated how virtual presence supports biological sustainability by strengthening a global medical infrastructure to include virtual consultations and access to life-saving medicine (Shah 2023, 586). Within the scope of these examples, we see the range of tension telepresence places on humanity.

			In this way, Time Capsule and Prosthetic Memory are important placeholders within the various possibilities that virtuality present during the transition to a posthumanist state. Between the material and the immaterial, infinite variations in mobility augment the human need for bodily presence. In both Kac and Eifler, the implications of that transition manifest in different ways, as the body’s external existence hinges on both the crucial and the unnecessary. The consequence of this impact is a revaluation of the role of the human body and its transition into a critical battleground of immateriality. Here, our species either resists or accepts the augmentation of biological and cultural selves.

			2.3.	Augmentation 

			The fluid and ambiguous networks of nature inspire digital evolution. Disembodied presence lacks the boundaries of the corporeal body and supports a fusion of life-forms constantly augmenting themselves in favour of a common goal. Posthumanism dematerializes our species through digitization into a new amalgamation within a preexisting biological structure. Time Capsule’s digital augmentation of the human body places organic corporeality at the edge of the cyberculture frontier. In 1997, it presupposed a new type of human migration and presented a preface for the ongoing conversation on the impacts of a permeable identity. After his RFID chip inscribed itself into modern technological circuits, Kac reflected on “a sense of ever-faster cycles of technological invention, development, and obsolescence”, altering the human body and reinventing our sense of self within newly burgeoning social patterns (Kac 2000, 248). Rather than breaking humanity from the confines of physical existence, this idea postulates that the species changes itself rather than being liberated (Deitch 1992, 35). Both liberation and augmentation circulate the idea that digitalization removes the person from the body and dissolves it into a more extensive network of combined experiences.

			Eifler performs the opposite. In Prosthetic Memory, the physical implications of augmentation are demonstrated by using AI to supplement their biological memory. It is the use of technology as a prosthetic to extend the self into a disembodied state to reconfigure it back into the self. Prosthetic Memory’s use of material objects to transform ephemeral experiences into recoverable data demonstrates the multi-directional fluidity of networks. These networks reveal the scope and power of posthuman augmentation. Anything, including people themselves, can be broken down and reconstructed in various forms and places.

			In both artworks, augmentation represents the movement of entities and objects between the infinite states of telepresence. Kac and M. Eifler’s use of memory to demonstrate digital augmentation poignantly showcases the conversion of a subject’s internal and external state of being. In their networks, two states of being are transparent to one another, as memory exists within and without the physical body. In Time Capsule, memory augments from an internalized phenomenon into an external digital reconstruction. In contrast, Prosthetic Memory augments external experiences into fresh internal ones through a blurred exchange of subjective experience between individuals and the world around them. Both artworks demonstrate the power of network fluidity to transform an individualized physical being into an immaterial collective entity. Through art, Kac and Eifler have shown the evolution of our species in multitudes of current reconstructed forms and the growing changes in the machines that facilitate these transitions.

			Disembodied digital memory is also changing our relationship with tools. The range of augmentation in Time Capsule and Prosthetic Memory reveals potential changes in the concept and function of anthropology. Blurring the distinctions between tools and the people who use them, Kac’s and Eifler’s use of the medium challenges traditional notions of objecthood. While both artists use modern tools to realize their work, their work augments the nature of the tools used as the artwork progresses. In effect, the augmentation is reciprocal between the artist and the technology used. The information it collects mutates the medium through parametric information from our behaviour, preferences, social relationships and biometrics. Social psychologist Shoshana Zuboff describes this phenomenon as a culture inherently tied to surveillance capitalism, in which technology feeds off our data for growth (Zuboff 2014). The advancement of advanced technologies, such as artificial intelligence, geared to collecting individually or collectively generated data, points towards an augmented future in which cyborg characteristics, such as a prosthetic memory, are becoming an everyday function of natural survival (Guga 2015, 47). 

			While technology stood on the cusp of discovery and utilization, Eduardo Kac demonstrated the broader cultural implications of telepresence on concepts of autonomy, migration, and physicality. By 2020, Prosthetic Memory highlighted the far-reaching consequences of the burgeoning cultural landscape introduced by Time Capsule. Through artificial intelligence and art, M. Eifler proposes a new frontier of subjective flexibility within the possibilities of digital transcendence. Building off twenty years of technological and social change, Prosthetic Memory advances Kac’s 1997 precedent by extending beyond individualized virtual transcendence into an expanded multi-perceptual digital experience. It represents a new form of virtual mobility that extends and binds to other individual participants through networks. The result is a unitary, non-corporeal, ephemeral experience fueled by the migration of subjective experience through digital networking. The differences between the two artworks challenge the notion of a purely utilitarian function of the global Internet, compelling us to consider the reality of permanent social changes to our species.

			Conclusion

			Time Capsule’s materialization of memory and the temporality of Prosthetic Memory’s amnesia centers posthumanism within a debate bound by the differences between destruction and preservation. The differences between the two artworks outline two decades of posthumanist progression in telepresence. In Time Capsule, the physical durability of the material is at odds with the obsolescence of the body and technology. In Prosthetic Memory, the fragility of memory faces obsolescence. While Kac internalizes his prosthetic through his microchip, Eifler externalizes theirs through artificial intelligence. An external neural network mediates the storage and functionality of their internal memory. While each shares several differences created by circumstance, availability of technology, and context, both artworks are theoretically forward-thinking. They consider future preservation a vital function of memory storage. 

			Kac’s and M. Eifler’s memories demonstrate a gradual transition from material and natural structures to synthetic and ephemeral posthuman states. The effects of augmentation, migration and corporeality on memory, the body and technology in their artworks preluded the budding of the 1990s cyberculture into today’s everyday reality. Contemporary technology surpasses biological limitations allowing for a customized augmented version of ourselves. Continuing life in a digital realm, Time Capsule and Prosthetic Memory challenge the viewer to develop a new sense of morality centred around the potential migration of the posthuman body. From smartphones to artificially intelligent bionic eyes, devices and human tissue are forever coupled in a brave new world of scientific reality unimaginable to Charles Darwin. With each gesture, data point or interaction, Time Capsule’s chip and Prosthetic Memory’s neural network gain a small amount of sentience that transcends history, serving as small messages in a bottle, whose almost romantic titanism was probably never imagined by the artists themselves.
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