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We are glad to host the exhibition TRUST in the spaces of Hartware
MedienKunstVerein (HMKV) at Dortmunder U as the pre-opening event of
ISEA2010 RUHR.

The exhibition contains works by fourteen international artists and deals
with the trust that we put in people, in media and in machines—-out of a
desire for security, for entertainment, or for comfort.

TRUST is made possible by the generous support of the Kunststiftung
NRW, the Art Foundation of North Rhine Westphalia. We are grateful to
the Foundation’s general secretary, Regina Wyrwoll, for the confidence
and interest that she has given to this project. TRUST takes place in the
framework of ISEA2010 RUHR, the 16th edition of the most important
conference for media art worldwide, which happens annually, each time
in a different part of the world. We can confidently say that we are proud
to have brought ISEA to Germany for the first time. The symposium is
officially hosted by medienwerk.nrw, an association of different media
art institutions in North Rhine Westphalia, which was founded exactly 10
years ago, in October 2000.

ISEA2010 RUHR is a project of the Cultural Capital of Europe, RUHR.2010,
and is made possible by funding from RUHR.2010 GmbH, the Minister
President of North Rhine Westphalia, and by the City of Dortmund.

| would personally like to thank the curators of the TRUST exhibition and
their team for the good cooperation which always followed the principle of
‘Control is good, trust is better’.

Put your trust in us!

Dr.Inke Arns

Wir freuen uns sehr, dass wir mit der Ausstellung
TRUST in den Rdumen des Hartware MedienKunst-
Verein (HMKYV) im Dortmunder U den Auftakt zur
ISEA2010 RUHR machen kénnen.

Die Ausstellung umfasst Werke von vierzehn interna-
tionalen Kunstlerinnen und befasst sich mit dem Ver-
trauen, das wir Menschen, Medien und Maschinen
entgegenbringen — aus Sehnsucht nach Sicherheit,
Unterhaltung und Komfort.

TRUST wird ermdglicht durch eine groBzlgige
Férderung der Kunststiftung NRW. Wir danken
insbesondere Regina Wyrwoll, Generalsekretarin der
Kunststiftung NRW, fir das uns entgegengebrachte
Vertrauen und das Interesse an diesem Projekt.
TRUST findet statt im Rahmen der ISEA2010 RUHR,
der 16. Ausgabe der weltweit wichtigsten Konferenz
im Bereich der Medienkunst. Wir sind—ganz im
Vertrauen—stolz darauf, die ISEA, die alle ein bis
zwei Jahre auf einem anderen Kontinent stattfindet,
zum ersten Mal nach Deutschland geholt zu haben.
Das im Oktober 2000 gegriindete medienwerk.nrw,
ein Zusammenschluss verschiedener Medienkunst-
initiativen im Land NRW, ist offizieller Gastgeber der
ISEA2010 RUHR.

Die ISEA2010 RUHR ist ein Projekt der Kulturhaupt-
stadt Europas RUHR.2010 und wird geférdert durch
die RUHR.2010 GmbH, den Ministerprasidenten des
Landes NRW und die Stadt Dortmund.

Bedanken moéchte ich mich fir die gute Zusammen-
arbeit auch bei den beiden Kuratoren der TRUST
Ausstellung sowie ihrem Team. Die Kooperation
folgte ganz dem Prinzip ,Kontrolle ist gut, Vertrauen
ist besser".

Vertrauen auch Sie uns.

Dr.Inke Arns
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The exhibition TRUST presents works from fourteen artists and artist
groups that focus on different aspects of trust. The works make it
possible to grapple with the contemporary meaning of trust and to
explore its boundaries.

We distinguish between different forms of trust such as personal
trust (in other people), system trust (in institutions and technical
systems) and media trust (in images, media and presentation tech-
niques). Communication and social action are unthinkable without
trust - it forms the foundation for the functioning of complex socie-
ties, especially when they are not driven by the threat of violence.
Trust is the retainer and the goodwill that we bring to a relationship:
it embodies the expectation that the other will behave in a reliable
manner although no explicit assurances have been given. Placing
trust in someone means leaving him or her with a precious gift in the
hope that it will be carefully treated and eventually returned.

Die Ausstellung TRUST préasentiert Werke von vierzehn Kunstlerin-
nen, Kunstlern und Gruppen, die sich mit unterschiedlichen Aspek-
ten des Themas \Vertrauen® beschéftigen. Die Werke laden ein, sich
mit der zeitgendssischen Bedeutung des Vertrauens auseinander zu
setzen, und seine Grenzen auszuloten.

Wir unterscheiden verschiedene Formen des Vertrauens, wie
etwa Personenvertrauen (in andere Menschen), Systemvertrauen (in
Institutionen und technische Systeme), Medienvertrauen (in Bilder,
Medien und Darstellungsverfahren). Kommunikation und soziales
Handeln sind ohne Vertrauen nicht denkbar. Vertrauen bildet auch
die Basis flir das Funktionieren komplexer Gesellschaften — wenn
sie nicht stattdessen durch die Androhung von Gewalt angetrieben
werden. Vertrauen ist ein Vorschuss, den wir in eine Beziehung
einbringen, ein Entgegenkommen: Es verkdrpert die Erwartung,
dass der Andere sich verlasslich verhalten wird, ohne dass es eine
Gewissheit hieriber geben kdnnte. Vertrauen in jemanden zu setzen
bedeutet, ihm oder ihr eine wertvolle Gabe zu iberlassen in der
Hoffnung, dass sie sorgsam behandelt und erwidert wird.

Das Vertrauen in Institutionen, in gesellschaftliche Strukturen
und Systeme richtet sich beispielsweise auf das Geld und dessen
Gebrauch, auf gerechtes Verwaltungshandeln, auf eine zuverlassi-
ge Wissenschaft, oder auch auf legitime politische Macht. Medien
vertrauen wir, dass sie als technische Apparate und als Darstellungs-
und Kommunikationsmittel zweckgemaB funktionieren und die Art
von Kommunikation und Formen des Ausdrucks tatsachlich ermdgli-
chen, die man von ihnen erwartet.

Nur allzu oft sind all diese Formen des Vertrauens weitgehend
unbegrindet: Die Massenmedien erweisen sich als Instrumente
der Propaganda; Wissenschaft, Forschung und Technik sehen sich
regelméaBig auBer Stande die Folgen ihrer Errungenschaften abzu-
schatzen und zu kontrollieren; 6konomische und politische Systeme
versagen unter dem Druck von Korruption und Partikularinteressen.

Wenn in der Natur, zum Beispiel bei Tieren, das Verhalten gegen-
Uber anderen von Instinkten geleitet wird, braucht es kein Vertrauen,
denn dann funktionieren die artgemaBen Verhaltensmechanismen.
Dies &ndert sich, wo Intelligenz und Berechnung ins Spiel kommen
und man sich bewusst wird, dass das eigene Verhalten wie auch
das des anderen von Uberlegungen und Wiinschen bestimmt ist, die
man selber vom anderen nicht kennt, wie auch der andere nicht un-
sere Beweggriinde kennt. Das ist der Moment, von dem an soziales



Faith in institutions, societal structures and systems is aligned
with, for example, money and its usage, equitable governance, reli-
able science and legitimate political power. In media, we trust that
technical devices and presentation and communication aids will
function properly to enable the kinds of communication and forms
of expression that are expected of them.

For all of these forms of trust there is often little reason; the mass
media prove to be instruments of propaganda. Science, research
and technology are regularly seen to be unable to gauge or control
the consequences of their actions, and economic and political sys-
tems fail under the pressure of special interest groups and corrup-
tion.

When behaviour towards others, for instance between animals, is
guided by instinct, no trust is required for the characteristic mecha-
nisms of behaviour to function. This changes once intelligence and
calculation come into play and people realise that their own behav-
iour is defined by thoughts and desires that are unknown to others,
just as their motives are unknown to us.

That is when social actions begin to be guided by inner motiva-
tions such as fear of violence, needs, desire and gratification — or
by trust in another person. When we know their motivations, we can
evaluate our expectations of future conduct — trust is the medium of
placing such hopes in another person.

The origin of any social situation is the encounter with others.

In his project Nereida, endeavours to forge a positive
relationship with his counterpart and enter into a dialogue. Nereida
is an instrument through which Guzik hopes to communicate with
cetaceans (whales and dolphins) for which he has, as intelligent
and social creatures, the highest respect. The work is the result of
a search for common ground and a medium to communicate with
the whales. Trust in communication and its media is always accom-
panied by uncertainty about the awareness of the ‘other’. Only with
the greatest caution, respect and the perspective of hope can such
communication be attempted at all. Nereida is a monument to the
longing for contact with another species through music. Given the
finely-tuned senses of whales and the instruments through which
Guzik interacts with them, the work marks a high degree of respon-
sibility that is necessary in every relationship characterised by trust,
and so points to the ethical dimension of communication.

Handeln durch innere Motivationen gelenkt wird: Durch die Angst vor
Gewalt, durch den Wunsch nach Beddrfnis- und Lustbefriedigung,
oder eben durch das Vertrauen in eine andere Person. Wenn wir sie
kennen und ihre eigenen Motivationen einschatzen kénnen, dann
kénnen wir auch unsere Erwartungen an ihr zukinftiges Verhalten
abschéatzen; das Medium dieser in eine andere Person gesetzten
Hoffnung ist das Vertrauen.

Die Ur-Situation des Sozialen ist die Begegnung mit einem Ande-
ren. unternimmt in seinem Projekt Nereida den Versuch,
sich positiv auf einen solchen Anderen, auf ein solches GegenUlber
zu beziehen und mit ihm in einen Dialog zu treten. Nereida ist ein
Instrument, mit dem Guzik in einen Dialog mit Meeressaugern
zu treten hofft, vor denen er als intelligente und soziale Wesen
hoéchsten Respekt hat. Nereida ist das Ergebnis einer Suche nach
Gemeinsamkeiten, nach einem Medium fir die Kommunikation mit
Walen und Delfinen. Das Vertrauen in Kommunikation und deren
Medien ist dabei stets von der Ungewissheit Uiber das Bewusstsein
des Anderen begleitet. Nur mit gréBter Vorsicht, mit Respekt und in
der Perspektive der Hoffnung lasst sich eine solche Kommunikation
Uberhaupt eréffnen. Nereida ist ein Monument der Sehnsucht, durch
Musik mit einem Anderen in Kontakt zu kommen. Angesichts des
sehr empfindlichen sensorischen Apparats der Wale, auf den Guzik
mit dem Instrument einwirkt, markiert das Werk das hohe MaB an
Verantwortung, das in jeder von Vertrauen gepragten Beziehung
notwendig ist, und verweist so auf dessen ethische Dimension.

Eine vertrauensvolle Beziehung ist nur méglich zwischen Part-
nern, die einander kennen. Hier setzt das Projekt macghillie_ just a
void der Kunstlergruppe an, in dem man sich
mit einem Tarnanzug durch die Stadt bewegen kann. Die Figur des
MacGhillie zieht diese Identitat ab, weder das Gesicht des Tragers
noch sein Kérper sind zu erkennen. MacGhillie ist eine vage Pra-
senz, eine anonyme Figur ohne Identitat, eine Leerstelle im gesell-
schaftlichen System der Identitat. Das Projekt macht das Angebot,
sich der normalen Subjektposition zeitweilig zu entziehen und
,MacGhillie zu werden’, und stellt so eine prinzipielle Frage Uber die
zwischenmenschliche Grundlage von Vertrauensbeziehungen. Da-
bei ist MacGhillie nicht einfach eine tragische Figur des Scheiterns,
als die sie erscheinen mag: Der Tarnanzug ist auch ein hinterlistiges
Instrument der Selbsterméchtigung und der Kontrolle iber die eige-
ne soziale ldentitat durch deren Negation.



A trusting relationship is only possible between two parties that
know each other. This is what the project macghillie_ just a void
by the artist group in which one can move
through the city in camouflage, taps into. The figure of MacGhillie
subverts this identity; neither the face of the wearer nor their body
can be seen. MacGhillie is a vague presence, an anonymous figure
without identity, a void in the social system. The project offers the
chance to temporarily withdraw from the normal subjective position
and ‘become MacGhillie,” and so represents a fundamental ques-
tioning of interpersonal relationships based on trust. MacGhillie
is not, as it seems, simply a tragic figure of failure: camouflage is
a cunning instrument of self-empowerment and control over one’s
social identity through its negation.

In her video performance One Day, Instead of One Night, a Burst
of Machine Gun Fire Will Flash, If Light Cannot Come Otherwise

presents herself ‘as herself,” a trustworthy and seem-

ingly harmless person. We see a woman in everyday clothes who
roams calmly through the city of Belgrade, holding a simple white
plastic bag in one hand and a gun in the other. Along the way she
visits unmarked locations where important events in the Yugoslav
resistance to German occupation took place in the Second World
War. Tomic seems completely casual about the gun — an item that,
because of the inherent threat of violence, deserves mistrust. She
overrides the intuitive distrust of weapons and manages to bring a
dangerous object into a public space without it being able to exert
its power and absolute dominance. In the attempt to build trust
where there really is suspicion, this resonates with the impression
of false confidence in someone who seems harmless but conceals
dangerous potential. Through her performance Tomic succeeds in
capturing this ambivalence of trust.

prasentiert sich dagegen in ihrer Videoperformance One
Day, Instead of One Night, a Burst of Machine Gun Fire Will Flash, If
Light Cannot Come Otherwise als sie selbst, als eine vertrauenswiir-
dig und harmlos erscheinende Person. Im Video beobachten wir eine
Frau in Alltagskleidung, die ohne jede Aufregung die Stadt Belgrad
durchstreift. In der einen Hand hélt sie ein Gewehr, in der anderen eine
simple weiBe PlastiktUte. Auf ihrem Weg besucht sie nicht ndher mar-
kierte Orte, an denen im Zweiten Weltkrieg wichtige Aktionen des jugo-
slawischen Widerstands gegen die deutsche Besatzung stattfanden.
Tomic stellt das Gewehr — ein Gegenstand, der wegen der inharenten
Gewaltdrohung tendenziell unser Misstrauen verdient — véllig indif-
ferent zur Schau. Sie Uberspielt das intuitive Misstrauen gegenuber
Waffen und schafft es, den geféhrlichen Gegenstand im 6ffentlichen
Raum zu platzieren, ohne dass er seine absolute Dominanz, seine
Macht, ausspielen kénnte. In dem Versuch, Vertrauen zu schaffen, wo
eigentlich Misstrauen herrscht, schwingt freilich auch der Eindruck von
falschem Zutrauen gegeniber jemandem mit, der nur harmlos scheint,
dabei aber ein gefahrliches Potenzial verbirgt. Durch ihre Performance
gelingt es Tomic, diese Ambivalenz des Vertrauens zu fassen.

Die Arbeit Otondro Prohori, Guarding Who von

beschéaftigt sich mit dem Gebrauch von Kommunikationsmedien wie
der Mobiltelefonie oder dem Internet in einer Situation, in der dem
herrschenden politischen System nicht zu trauen ist. Die technische
Funktionalitat der Medien gibt schematisch einen Gebrauch vor und
erweckt das naive Vertrauen in einen Apparat, der einen bestimmten
Zweck erfillen soll: Telefonieren, Fotokopieren, E-Mail versenden,
World Wide Web darstellen, an sozialen Netzen teilnehmen, etc. Der
reale Gebrauch jedoch, der tatsachliche Kontext der Anwendung hat
eine Komplexitat, die dieses naive instrumentelle Vertrauen konterka-
riert, denn das Abhdren von Telefonen und die staatliche oder nicht-
staatliche Uberwachung des Datenverkehrs gehéren langst zum Alltag
digitaler Kommunikation. Mohaiemens Bilderserie beschéftigt sich mit
diesem Bruch des Vertrauens am Beispiel der alltdglichen Nutzung
moderner Medien in Bangladesch und deren Kontrolle durch einen
autoritdren Staat mit dieser Ent-Tauschung. Nicht nur dort wird man
als aufgekléarter Nutzer heute zum Misstrauen gegenuber den Medi-
en angehalten und zu der schizophrenen Einsicht gezwungen, dass
private und intime Medien ein offenbares Leck unserer Privatsphére
darstellen.



The work Otondro Prohori, Guarding Who from

deals with the use of communication media such as mobile phones
and the internet in a situation in which the ruling political system
is not to be trusted. The technical functionality of media encour-
age a naive trust in devices that should fulfil a particular purpose:
phoning, photocopying, sending e-mail, accessing the internet,
taking part in a social network, etc. However, the real use and the
actual context of the application has a complexity that contradicts
this naive instrumental trust. The interception of telephones and
the state or non-governmental monitoring of data traffic have long
been an everyday part of digital communication. Mohaiemen’s
series of images deals with this breach of trust through the exam-
ple of the deception in everyday modern media in Bangladesh and
their control by an authoritarian state. As enlightened users today
we are encouraged to distrust the media and forced to assume a
somewhat schizophrenic perspective towards the private and inti-
mate media that cause obvious leaks in our private sphere.

You need not be cynical to doubt the principle of trust in social
systems. Often these systems are infinitely distant from benevo-
lence and require suspicion as a necessary attitude. The theses in

text piece Trusted Realities spotlight the manipu-
lation of truth, fraud and deception as counterparts of trust. The
social philosopher Theodor W. Adorno suggested with his dictum
“Wrong life cannot be lived rightly,” that there can be no free life as
long as social conditions are characterised by a lack of freedom.
The rules of deception that Becker sets up, and the description of
his efforts to conceal the falsity, signify a glaring need for security
even in that state of falsity. Becker’s work thus offers a rigorous de-
construction of the principle of trust in a technologically advanced
society where justified trust seems unimaginable and where only
the certainty of false illusion is realistic.

Man muss kein Zyniker sein, um das Vertrauen in gesellschaftliche
Systeme grundsétzlich in Zweifel zu ziehen. Oftmals sind diese Sys-
teme vom Wohlwollen unendlich weit entfernt und fordern Misstrau-
en als notwendige Grundhaltung. Die Thesen in

Textarbeit Trusted Realities pointieren als Gegenbilder zum Vertrau-
en die Manipulation von Wahrheit, den Betrug, und die Tauschung.
Der Philosoph Theodor W. Adorno verwies mit seinem Diktum, ,Es
gibt kein richtiges Leben im Falschen®, darauf dass es kein freies
Leben geben kann, solange die gesellschaftlichen Bedingungen vor
allem von Unfreiheit gepragt sind. Die Regeln der Tauschung, die
Becker aufstellt, und die beschriebenen Bemiihungen, das Falsche
zu kaschieren, deuten dagegen ein eklatantes Bedurfnis nach Si-
cherheit auch im Falschen an. So bietet Beckers Arbeit eine rigorose
Dekonstruktion des Prinzips Vertrauen. In einer technologisch auf-
gerUsteten Gesellschaft ist begriindetes Vertrauen nicht vorstellbar,
realistisch ist nur die Gewissheit falscher lllusionen.

Mit dem ambivalenten Vertrauen in Sicherheits- und Uberwa-
chungssysteme beschéftigt sich auch die Installation Desire of
Code von bei deren Betreten der Betrachter in das
Innere einer groBen Maschine einzudringen scheint. Zahlreiche
kleine Roboterarme an einer langen Wand reagieren mit zuckenden
Bewegungen auf die Présenz des Betrachters. Die kleinen Arme
folgen jeder Bewegung des Besuchers und richten ihre leuchtenden
Kamera-Augen wachsam auf dessen Position. In einer Projektion
ist wie in einem Kaleidoskop eine Unzahl von Bildfragmenten zu
sehen, von denen einige aktuell aufgenommen sind, andere frihere
Momente aus dem Installationsraum zeigen, und wieder andere tUber
das Internet von anderen Uberwachungskameras stammen. Trotz
der scheinbaren Totaliberwachung stellt sich jedoch nicht ein Ge-
fuhl des Misstrauens ein, denn die Anlage erscheint hinsichtlich ihrer
Funktionalitat transparent und die Kommunikationswege nachvoll-
ziehbar. Unklar bleibt zwar, was die Maschine mit den gewonnenen
Informationen bezweckt oder produziert, aber man fihlt sich in der
Beobachtung aufgehoben, beruhigt und durch die standige Aufmerk-
samkeit vielleicht sogar getrdstet — im Vertrauen auf die Sicherheit,
die ein wachsames Auge bieten kann. Die fragilen und nervés
zuckenden Roboterarmchen legen zudem nahe, dass die Maschine
selbst eher &ngstlich und schutzbedurftig ist. Die Maschine scheint
nicht bésartig, sondern begegnet dem Betrachter aufrichtig wie ein
scheues Tier.



The installation Desire of Code from also deals with
the ambivalent confidence in security and surveillance systems.
When visitors enter the installation, they seem to venture into the
interior of a large machine. Numerous small robot arms attached

to a long wall react to the presence of an observer with twitching
movements. The arms follow every movement of the visitor and turn
bright, watchful camera eyes towards their position. In a projec-
tion a kaleidoscopic myriad of image fragments can be seen, some
current, some showing earlier moments from the installation space,
and yet others coming via the internet from different cameras. De-
spite the apparent total surveillance, there is no feeling of mistrust
— the system is transparent in terms of functionality and the com-
munication channels are comprehensible. However, what remains
unclear is what the machine intends to do or produce with the ob-
tained information. You feel suspended in the animation, reassured
by the constant attention and perhaps even comforted - trusting in
the security being provided by a watchful eye. The fragile and twist-
ing little robot arms suggest that the machine itself is more anxious
and vulnerable than the observer. The machine doesn’t seem mali-
cious, but confronts the viewer sincerely - like an animal.

More radical is the question that formulates with
her installation ENDO about trust in technical control systems. Trust
needs transparency and ENDO poses the question of trust in data
and in its collection. An anonymous, incomprehensible, hermetic,
closed machine unceasingly registers and documents data on its
immediate surroundings. ENDO absorbs information, expropriates
data, avoids a communicative engagement and stays instead silent,
motionless on the floor and leaves the viewer in an uncomprehend-
ing helplessness. Is the data useful, perhaps, for the provision of a
healthy indoor climate, as a safeguard against misconduct, or fire
safety? It is nevertheless difficult to grant trust to this introverted
apparatus.

Above all the mass media want to serve up manipulations and
banal diversions — and yet we expect them to convey information
that will help us to orient ourselves in this complex reality.

installation TIME SLIP is about the desire to not only
learn about the past through the media, but also to get a grip on the
future. TIME SLIP is based on computer software that modifies the
grammatical tense of current reports from news agencies. Head-
lines are translated from the present or past into the future tense

Noch radikaler ist die Frage, die mit ihrer Ins-
tallation ENDO uber das Vertrauen in technische Kontrollsysteme
formuliert. Vertrauen braucht Transparenz und ENDO stellt die Frage
nach dem Vertrauen in Daten und dem Vertrauen ins Sammeln. Eine
anonyme, nicht verstehbare, hermetisch verschlossene Maschine
registriert und dokumentiert ohne Unterlass Daten und Messergeb-
nisse ihrer unmittelbaren Umgebung. ENDO schluckt Informationen,
enteignet Daten, entzieht sich einer kommunikativen Auseinander-
setzung und steht stattdessen gerduschlos, regungslos auf dem
Boden und lasst den Betrachter in verstandnisloser Ohnmacht
zurlick. Ob die gesammelten Daten vielleicht nltzlich sind, fir die
Bestimmung eines gesunden Raumklimas, als Schutz vor Fehlver-
halten, oder als Brandschutz? Es fallt dennoch schwer, diesem in
sich gekehrten Apparat Vertrauen zu schenken.

Die Massenmedien mégen vor allem der Manipulation und ba-
nalen Unterhaltung dienen — dennoch erwarten wir von ihnen auch
Informationen, mit deren Hilfe wir uns in der komplexen Wirklich-
keit orientieren kbnnen. Installation TIME SLIP
beschéftigt sich mit dem Verlangen, durch die Medien nicht nur
etwas Uber die Vergangenheit zu erfahren, sondern auch die Zukunft
in den Griff zu bekommen. TIME SLIP basiert auf einer Computer-
software, die aktuelle Meldungen von Nachrichtenagenturen in ihrer
grammatikalischen Zeitlichkeit verandert. Die Schlagzeilen werden
aus der Gegenwarts- und Vergangenheitsform in ihre Zukunftsform
Ubersetzt und auf einer LED-Laufschriftanzeige wiedergegeben.

Fur den Moment des Lesens wird der Wunsch befriedigt, in die
Zukunft zu schauen. Textlich und visuell vermittelt in den ,Sprachen
der globalen Wahrheit', also in englischsprachigen Schlagzeilen,
entsteht ein faszinierendes Gefiihl des Wissens um die Zukunft, dem
man gerne Glauben schenken méchte. Die Schlagzeilen befriedi-
gen einerseits den Wunsch nach einer guten Geschichte und legen
andererseits, sofern man die aktuellen Nachrichten schon kennt, die
Logik der zugrundeliegenden Tauschung offen. TIME SLIP ist die
Simulation eines Orakels, einer prophetischen Maschine. Vertrau-
en stellt sich hier als Wunsch, als eine kleine Verschiebung und
Selbsttduschung in einem Moment ein, in dem man das Wissen

um die Wahrheit der Nachrichten mit der lllusion ihrer Zukiinftigkeit
verbinden kann.



and reproduced on an LED ticker display. At the moment of reading,
the desire to look into the future is satisfied. Lyrically and visually
conveyed in the ‘language of global reality’ that is English head-
lines, a fascinating sense of knowledge is created about the future
that one would like to believe. On one hand the headlines satisfy the
desire for a good story and on the other, open up the logic of the
underlying deception — especially if you are already aware of the
current news. TIME SLIP is a simulation of an oracle, a prophetic
machine. Here trust is employed as a desire, a small displacement
and self-deception at the moment where knowledge of the truth of
the message can be combined with the illusion of its futurity.

Our mistrust of the media doesn’t mean that we don’t consult
them again and again, in the hope that a true, or at least good story
is told. It is similar for us with our sense organs. For orientation in
the world, we rely absolutely on our perceptual apparatus and it is
difficult to mistrust or doubt sensations, even if we have learnt from
experience of visual or acoustic illusions that we do not see, hear or
smell everything as it actually is. video installation blink
leads us to an insistence on the truth of visual perception literally
before our eyes. Viewers quickly understand that their perceptions
are not to be trusted. The composition is designed for sophisticated
and highly precise video projections to create impressions of opti-
cal illusions in the space. It is therefore all the more fascinating to
observe how the perceptual apparatus processes what is presented,
but takes it again at face value, even though a moment before what
we saw was exposed as illusion. Finally, it is clear that we have
nothing but our senses to rely on. Even if we are sceptical about the
deceptions, the edges of light and reflections presented here are
so clear that after a short period of doubt we want to trust our eyes
unconditionally. blink asks us to: ‘Mistrust perception, if you dare!’

Unser Misstrauen gegenuber den Medien bedeutet nicht, dass wir
sie nicht immer wieder konsultieren in der Hoffnung, dass uns eine
wahre, oder doch zumindest gute Geschichte erzéhlt wird. Ahnlich
geht es uns mit unseren Sinnesorganen. Fir die Orientierung in der
Welt sind wir auf unseren Wahrnehmungsapparat unbedingt ange-
wiesen. Es fallt schwer, Sinneseindriicken zu misstrauen oder an
ihnen zu zweifeln, auch wenn wir durch zahlreiche Erfahrungen der
optischen oder akustischen Tauschungen erfahren haben, dass wir
uns tauschen kénnen, und tduschen lassen. Videoinstal-
lation blink fuhrt uns das Beharren auf die Wahrheit visueller Wahr-
nehmung buchstéblich vor Augen. Die Anlage ist darauf ausgelegt
durch trickreiche und hochprazise Videoprojektionen optische Tau-
schungen im Raumeindruck zu erzeugen. Die Botschaft ,Misstraue
Deiner Wahrnehmung!* kommt schnell beim Betrachter an. Es ist
darum umso faszinierender zu beobachten, wie sich der Wahrneh-
mungsapparat darauf einstellt, das was ihm prasentiert wird, doch
wieder flr bare Mlnze zu nehmen, obwohl wir es einen Moment
vorher bereits als lllusion entlarvt hatten. SchlieBlich wird klar, dass
wir nichts als unsere Sinne haben, auf das wir uns verlassen kénnen.
Selbst wenn wir skeptisch gegenliber Tauschungen sind, wie den
hier prasentierten Lichtkanten und Reflektionen, so wird nach einer
kurzen Zeit des Zweifels doch klar, dass wir unseren Augen bedin-
gungslos vertrauen wollen. blink fordert uns auf: ,Misstraue Deiner
Wahrnehmung, wenn Du Dich traust!*

Der Frage nach dem Vertrauen in unsere Wahrnehmung auf der
einen, und in die Wissenschaft auf der anderen Seite, geht auch
die Installation rota von nach. Im Raum sehen wir
einen ubermannshohen, sich drehenden, verspiegelten Zylinder,
dessen Oberflache regelmaBig von geometrisch geformten Léchern
durchbrochen ist. Im Zentrum des Zylinders befindet sich eine



The question of confidence in our perceptions on one hand, and in
science on the other, is also dealt with by the installation rota from

In the room we see a tall, rotating, cylindrical mirror
with a surface broken regularly by geometrically shaped holes. In
the centre of the cylinder is a lamp spilling bright light through the
holes which becomes moving spots of light on the surrounding
walls. A text panel on the wall shows a table that describes the dif-
ferent frequencies of light at which altered states of consciousness
are triggered in the viewer. The cylindrical sculpture is thus present-
ed as a manipulation machine in the tradition of ‘brain machines’ of
the 1960s. It remains unclear whether the information in the table is
true and whether the alleged effects are actually provoked in every
visitor. Finally, it is hard to determine at what speed the cylinder is
actually turning. As in other communicative situations, the relation-
ship between exhibitors and visitors is a risky undertaking. The
visitor enters a potentially ‘dangerous,” manipulative situation and
must rely on the fulfilment of responsibility at the hands of a careful
and cautious host. Or is this perhaps an example of those scientific
experiments that manipulate their subjects under the guise of ob-
jectivity and transparency but actually follow a completely different
and hidden interest in knowledge?

Nicolai’s work opens up a complex discourse about truth, percep-
tion and ethics that includes a critical assessment of the confidence
in one’s own senses: could our perceptual apparatus, our brain and
mental state really be nothing more than an automatically respon-
sive, controllable system?

One method of ascertaining reality is the imitation of the found
world. tries this in her Choir piece for 24
voices attuned to the spectrum of frequencies of a sodium lamp
powered by 60 hertz. The sound of the technical device is simulated
by the most fundamental instrument — the human voice. An audible

Lampe, deren helles Licht durch die Locher als sich bewegende Licht-
flecken auf die umliegenden Wande fallt. Eine Texttafel an der Wand
beschreibt tabellarisch, dass bei unterschiedlichen Lichtfrequenzen im
Betrachter entsprechend unterschiedliche kognitive Grundzusténde
ausgeldst werden. Die zylindrische Skulptur wird hierdurch als Manipu-
lationsmaschine in der Tradition der ,brain machines’ der 1960er Jahre
vorgefluhrt. Dabei bleibt unklar, ob die Informationen in der Tabelle der
Wahrheit entsprechen, ob der behauptete Effekt bei jedem Besucher
tatsachlich so ausgeldst wird, und schlieBlich lasst sich kaum ermitteln,
mit welcher Geschwindigkeit der Zylinder sich tatséchlich dreht. Wie in
anderen kommunikativen Situationen geht es auch in der Beziehung
zwischen Ausstellendem und Besucher um ein durchaus riskantes
Unterfangen, denn der Besucher begibt sich in eine potenziell ,gefahr-
liche, manipulative Situation und muss sich darauf verlassen kénnen,
dass der Ausstellende seiner Verantwortung als vorsichtiger und sorg-
samer Gastgeber nachkommt. Oder handelt es sich vielleicht doch um
ein Beispiel fur jene wissenschaftlichen Experimente, die unter dem
Deckmantel der Objektivitat und Transparenz ihre Subjekte manipulie-
ren und eigentlich ein ganz anderes, verborgenes Erkenntnisinteresse
verfolgen? Nicolais Arbeit erdffnet einen komplexen Diskurs Uber
Wabhrheit, Wahrnehmung und Ethik, in dem auch das Vertrauen in die
eigenen Sinne kritisch beleuchtet wird: Ist unser Wahrnehmungsap-
parat, unser Gehirn und unser psychischer Zustand wirklich nichts
anderes als eine automatisch reagierende, steuerbare Anlage?

Eine Methode, sich der Wirklichkeit zu vergewissern, ist die Nach-
ahmung der vorgefundenen Welt. versucht in
ihrem Chorstiick fiir 24 Stimmen, gestimmt auf das Frequenzspektrum
einer Leuchtstofflampe, betrieben bei 60 Hertz (engl. Originaltitel: Choir
piece for 24 voices attuned to the spectrum of frequencies of a sodium
lamp powered by 60 hertz) dem Brummen des Leuchtmittels nachzu-
gehen. Mit Hilfe des fundamentalen Instruments der menschlichen
Stimme soll der Klang des technischen Apparates simuliert werden.
Es entfaltet sich ein hérbares Drama von groBziigigem, hartnéckigem
Bemulhen um die korrekte Nachahmung des Tons und des Scheiterns



drama unfolds of generous, persistent efforts to obtain an accurate
imitation of the sound, and of the subsequent failure in the face of
the technological precision of the lamp. This drama is marked by
the fact that it addresses the banal tone of a fluorescent tube, which
is actually a waste product and commands little attention.

The kind of empathy needed to take this sound so seriously in an
aesthetic sense and then guide a chorus in the singing of it is also
needed for entry into a communicative relationship. The desire to
acquire technology and control its effects in a highly technological
world is increasingly urgent and reflected in the longing for another
entity that can be trusted, whether person or system. The desire of
becoming-lamp, of not only singing but also shining, puts forward a
humorous attempt at a human variation of technological simulacra.

A deep immersion in technically produced simulacra is offered by
digital animation in film and computer games. In Lonely Record Ses-
sions, has edited together scenes from such games
into a linear video. The virtual worlds seem highly charged emotion-
ally and make use of a cinematic visual language in scenes of the
city and countryside. These mood shots aim to create a particular
emotional state. The scenes never relinquish their status of simu-
lated image, always remaining clearly artificial. It is obvious that the
emotion is not produced by real things, but occurs in response to a
construction. The deliberate mistrust of the image causes a mis-
trust of one’s own emotions when viewing the work and reveals just
how dependant we are in our responses to certain visual and audi-
tory patterns. In these sessions, any interaction and control over
the course of the story is removed, and we are forced to experience
the intrusion presented by the pseudo-emotions of the images.

an der technologischen Prézision der Lampe. Dieses Drama wird
dadurch pointiert, dass es um den banalen Ton einer Leuchtstoff-
réhre geht, der eigentlich als Abfallprodukt kaum Beachtung findet.
Das Einfuhlungsvermégen, das notwendig ist, diesen Klang in seiner
Asthetik so ernst zu nehmen, um daraufhin einen Chor anzuleiten
diesen nachzusingen, diese Empathie ist auch beim Eintritt in eine
Kommunikationsbeziehung vonnéten. Der Wunsch, sich Technologie
anzueignen und ihre Effekte zu beherrschen, ist in einer hochtech-
nisierten Welt zunehmend dréangender und spiegelt sich im Verlan-
gen danach, einem Anderen, ob Person oder System, vertrauen zu
kénnen. Das Lampe-Werden-Wollen, nicht nur singend, sondern
vielleicht auch leuchtend, ist ein humorvoller Versuch, den Simulak-
ren der Technologie eine menschliche Variante entgegen zu setzen.

Ein tiefes Eintauchen in technisch erzeugte Simulakren bieten
heute die digitalen Animationen in Filmen und Computerspielen.

hat fiir seine Lonely Record Sessions unterschied-
liche Szenen aus solchen Spielen zu einem linearen Videofilm
zusammengeschnitten. Diese virtuellen Welten scheinen hoch
emotional aufgeladen und bedienen sich einer kinematografischen
Sprache, die durch die gezeigten Stadtansichten und Landschaften
dieser ,Mood Shots’ eine bestimmte Gefuihlslage erzeugen wollen.
Da die Szenen aber nie den Status eines Simulationsbildes auf-
geben, sondern in einer stets deutlich zu sehenden Kiinstlichkeit
verharren, wird klar, dass die Emotion nicht durch einen realen
Referenten erzeugt wird, sondern als Reaktion auf eine Konstruktion
entsteht. Mit dem so hervorgerufenen Misstrauen gegeniber dem
Bild entsteht beim Betrachten des Werks auch ein Misstrauen ge-
genuber den eigenen Emotionen. Es wird uns vor Augen geflhrt, wie
abhangig wir in unseren Reaktionen von bestimmten visuellen und
akustischen Schemata sind. Indem in diesen ,Sessions’ jede Art von
Interaktion und Kontrolle Gber den Verlauf der Geschichte entzogen
ist, missen wir die Aufdringlichkeit erleben, mit der uns die Pseudo-
Emotionalitat der Bilder entgegen kommt.

Mit seiner Installation Memory Cone hat eine starke
Metapher fur den Zusammenhang von Bildern und Erinnerungen
und fur den prekaren Status unserer Erinnerungen gefunden. Eine
offen sichtbare Apparatur, die aber in ihrer Komplexitat kaum zu
durchschauen ist, 1adt die Besucher ein, durch das Zusammenlegen
und Verschieben von weiBen Papierstreifen ein Photo in einer Pro-
jektion sichtbar zu machen. Hierbei scheint es sich um eine private



With his installation Memory Cone, has found a strong
metaphor for the relationship of images and memories, and for the
precarious status of our memories. An open visible device that is,
however, in its complexity almost impossible to comprehend, in-
vites us to make a photo visible in a projection through moving and
compiling strips of white paper. This photo appears to be a private
document with possibly great emotional content. But in the face of
such a confusing technical system in which it is not clear where the
image is actually being created, is it possible to really believe this
picture? The image and its origins remain mysterious and even if we
see that our interaction can appear in the image, we are separated
from it by a border that is not only technical, but seems to be emo-
tional as well. And if the images cannot be trusted, can one trust
one’s memories? The everyday desire to conserve and construct
memories by means of media can only be fulfilled if we believe in
the veracity of images — a veracity that cannot be proven ultimately.
Like these pieces in front of us, the shards of our memories have to
be laboriously assembled before they again fragment and lose their
solid form.

Media transmit content. They make it possible to experience
something that is absent, or past, or that cannot be sensed with our
perceptual apparatus. Conventional radio converts specific electro-
magnetic waves into acoustic signals that can be perceived by the
human ear. In everyday use, waves which are broadcast by a trans-
mitter, are received and heard as music, sound or spoken word.

deals with a frequency range that is affected by
the rather random and secondary electromagnetic effects of natural
and technological phenomena. There is something improbable and
uncanny about how she presents an electro-acoustic reality that
can be made audible by antennas drawn in graphite. This is not a
kind of techno-animism, but simply antennas for one part of the re-
ality spectrum that manifests itself and can be experienced through
the medium of these drawings.

Aufnahme zu handeln, vielleicht mit groBem emotionalem Gehalt.
Aber kann man ob der unlbersichtlichen Anlage, bei der nicht klar
ist, wo denn das Bild eigentlich entsteht, diesem Bild trauen? Das
Bild und seine Herkunft bleiben geheimnisvoll, und auch wenn wir
erleben durfen, dass unsere Interaktion das Bild erst erscheinen
Iasst, so sind wir doch von diesem Bild durch eine Grenze getrennt,
die nicht nur technisch, sondern auch emotional zu sein scheint.
Und wenn den Bildern nicht zu trauen ist, kann man dann den Erin-
nerungen trauen? Der alltdgliche Wunsch, durch Medien Erinnerun-
gen zu konservieren und zu konstruieren, wird nur erfillt, wenn man
Vertrauen in die Wahrhaftigkeit der Bilder setzt; letztgultig beweisen
|&sst sich diese Wahrhaftigkeit nicht. Immer liegen die Erinnerungen
wie hier als Scherben vor uns, die mihsam und fragmentarisch zu-
sammengesetzt werden mussen und ihre feste Form schnell wieder
verlieren.

Medien Ubertragen Inhalte, sie machen etwas erfahrbar, das
einmal war, abwesend ist oder sich unserem Wahrnehmungsappa-
rat entzieht. So setzt das konventionelle Radio bestimmte elek-
tromagnetische Wellen in akustische Signale um, die durch das
menschliche Gehér wahrgenommen werden kénnen. Im alltaglichen
Gebrauch handelt es sich dabei um Wellen, die vorher von einem
Sender ausgestrahlt wurden, um als Musik, Gerdusch oder gespro-
chenes Wort empfangen und gehoért zu werden.
beschéftigt sich mit einem Frequenzbereich solcher Radiowellen,
in denen sich vor allem die eher zufélligen elektromagnetischen
Sekundareffekte natlrlicher und technischer Phdnomene auswirken.
Es hat etwas Unwahrscheinliches und Unheimliches, was sie uns als
elektroakustische Wirklichkeit vorfihrt, die hérbar gemacht werden
kann durch die mit Grafit gezeichneten Antennen. Hierbei handelt
es sich nicht um eine Art von Technoanimismus, sondern einfach
um Antennen fiir einen Teil des Spektrums der Wirklichkeit, das sich
manifestiert und durch das Medium dieser gezeichneten Antennen
erfahrbar gemacht wird. Dabei ist der Teil des Spektrums, in den die
Antenne eintaucht, sehr spezifisch und hangt von der individuellen



The part of the spectrum that the antennas pick up is very spe-
cific and depends on the individual form of each antenna. The
drawing creates its own specific signals from this reality, which,
in this particular form, is heard only through the specific shape
of the antenna — a slightly differently drawn antenna produces
a different signal from the same place. This could be described,
albeit a little clumsily, as an aesthetically motivated spectrum-
constructivism: it is not initially the objectivity of the electro-
magnetic spectrum that matters, but rather the drawing that
corresponds to a unique aspect of the spectrum. Hinterding’s
drawings are an expression of a desire for communication as
well as an expression of trust in this communication.
Hinterding’s trust in the world of devices has a different quality
to the trust in a ‘normal’ antenna, calculated and constructed
according to the rules of radio technology. She puts trust in
drawing as a world-disclosing technique that produces an instru-
ment for an operation in the spectrum of reality at degrée zéro of
media technology: graphite pencil on paper. Her drawings are an
expression of the desire for communication and of the confi-
dence in this communication.

In the winter of 1967/68, the sociologist and systems theorist
Niklas Luhmann worked at the former Social Research Centre
of the University of Miinster in Dortmund on his study of ‘trust’.
This work is still one of the key theoretical texts for our exhibition
theme. In his book, Luhmann describes precisely the mecha-
nisms and functions of trust both between individuals and in
complex social systems. He writes in the spirit of the cybernetic
social systems of his time, foregrounding the question of the
functioning of systems through the illusion of trust. But is this
‘real world’ actually a world without trust? Or is it a world that
should again reconsider personal trust after spending decades
on perfecting its trust in systems alone?

Form der Antenne ab. Die Zeichnung erschafft ihre je eigenen Sig-
nale aus dieser Wirklichkeit, die in dieser Form tGberhaupt nur durch
die spezifische Form der Antenne hérbar wird — eine etwas anders
gezeichnete Antenne wirde an derselben Stelle ein anderes Signal
hervorbringen — man misste diese Strategie etwas unbeholfen als
asthetisch motivierten Spektrumskonstruktivismus bezeichnen: Es
geht nicht zuerst um die Objektivitét des elektromagnetischen Spek-
trums, sondern um die Zeichnung, die einem einzigartigen Aspekt
dieses Spektrums entspricht. lhre Zeichnungen sind Ausdruck eines
Verlangens nach Kommunikation, und Abdruck des Vertrauens in
diese Kommunikation.

Hinterdings Vertrauen in die Apparatewelt hat eine andere Qualitat
als das Vertrauen in eine ,normale’, nach den Regeln der Radiotech-
nik berechnete und konstruierte Antenne. Ihr Vertrauen ist eines in
das Zeichnen als welterschlieBende Tatigkeit, die hier ein Instrument
hervorbringt fur eine Operation im Spektrum der Wirklichkeit am
degrée zéro der Medientechnik: Grafitstift und Papier. lhre Zeich-
nungen sind Ausdruck eines Verlangens nach Kommunikation, und
Abdruck des Vertrauens in diese Kommunikation.

Im Winter 1967/68 saB der Sozialwissenschaftler und System-
theoretiker Niklas Luhmann in Dortmund an der damaligen So-
zialforschungsstelle der Universitat Minster und arbeitete seine
Studie Uber das Vertrauen' aus — bis heute einer der wesentlichen
theoretischen Texte zu unserem Thema. Luhmann bemiht sich in
seinem Buch um eine prézise Beschreibung der Mechanismen und
Funktionen, die das Vertrauen zwischen einzelnen Menschen und in
komplexeren sozialen Systemen hat. Hierbei stellt er, ganz im Sinne
des kybernetischen Systemdenkens seiner Zeit, die Frage nach
dem Funktionieren des Systems durch die lllusion des Vertrauens
in den Vordergrund. Aber ist diese ,wirkliche Welt* tats&chlich eine
Welt ohne Vertrauen? Oder ist es eine Welt, die sich wieder auf das
Personenvertrauen besinnen sollte, nachdem sie Giber Jahrzehnte
vor allem das Vertrauen in Systeme entwickelt hat?
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TRUSTED REALITIES

Text is a mythical practice. Authors like to claim that words were dictated to them
by reality. Infected with the unconscious, language vaporizes into colle&tive dream.

Attention is the key to intangible forms of power and coercion, inseparable from the
reality of our drives and its very opposite: perceptual disintegration.

The past slips away so fast it creates the illusion of change, the future is non-
predictable because nothing ever happens.

Influence makes targets believe that ideas and desires originate in their own mind.
Myth creation engineers consent by internalization.

Psychological manipulation exploits the streams of desire stimulated by media
channels; libidinal attention feeds a plethora of ghosts multiplying every moment.

The Evil Eyes of antiquity manifest in digital surveillance, social sorting and
invisible categorization.

The enigma of the Zombie: What is the difference between Death and the Living-
Dead, undead enough for work and consumption?

The installation by Konrad Becker displays,
carved in stone, what is probably the most
deceitful medium of human expression,

namely te)ft' Like codes of Iaw. he p.)resent§ The mysteries of Information Societies do not hide in the shadow lands of
theses which speak of deception, insecurity

: - . - technology but in the human nervous system. What is real is not certain, what is
and distrust, pointing us to the simultaneity tain is not real
of truth and delusion. certain s not reat.

Ignes fatui, foolish fires, ghostly lights seen hovering over swamps at night compel
travelers to chase the strange and elusive glow.

Die Installation von Konrad Becker zeigt in Stein gemeiBelt, was zwei-

fellos das triigerischste Medium menschlichen Ausdrucks ist, ndmlich

einen Text. Wie Gesetze fiihrt er Thesen vor, die von Tauschung, von MMX
Ungewissheit und von Misstrauen handeln, und verweist so auf die

Gleichzeitigkeit von Wahrheit und Tauschung.



Strategic Reality: AffeGtive Images ~ Artificial Resurretion ~ .
~ Buried Alive ~ Cartographic ProjeGtions ~ Conspired E:
Agencies ~ Cultural Terrorism ~ Death Count ~ Desire M:
Enforced Embeddings ~ Epidemic Communication ~ Experi
Spirits ~ Genuine Quasi~Monsters ~ Ghost Authors ~ Hall ¢
Ontologies ~ Hybrid Objects ~ Hyperreal Estate ~ Identity Ag,
~ Influence Spheres ~ Info Warcraft ~ Intelligence Cycles ~ Iny
Attention ~ Military Entertainment ~ Mimetic Copyright ~
~ Operation Systems ~ Paranoid Styles ~ Persuasive Technol
Encryption ~ Predator Patterns ~ Psychic Property ~ Realit
Management ~ Ritual Repetition ~ Situational Practice ~ So
~ Synthetic Fear ~ Theaters of Possession ~ Transaction Bond
Domination ~ ~ ~ Tacical Reality: Ambiguous Informatior
Coercive Continuum ~ Cognitive Framing ~ Consistent Illv
Hedonism ~ Cultural Counterintelligence ~ Cultural Intelli
(C4I) ~ Deceptive Communication ~ Deceptive Intelligence ~
~ Dimensional Framing ~ Dream Nation ~ Eleé&ric Emotions -
~ Explanation Driving ~ Fluffy Logic ~ Future Heritage ~ I
Attack ~ Infobody Biofeedback Modulation ~ Intelligent Pan
~ Leviathan Supersystems ~ Mac Believe ~ Magnetic Somn
Constru¢tion ~ Memory States ~ Mesmerized Data ~ Micrc
~ Nested Images ~ Non~Lethal A&ion ~ Pattern Detection
Expectations ~ Persuasive Influence ~ Persuasive Internalizati
~ Reality Engineering ~ Senso~Linguistic Infiltration Prograr
Delusion ~ Symbolic Order ~ Synchronous Isopraxis ~ Synthe
~ Telepresent Contagious Postures ~ Vast Active Living Intelli

ientic Falsification ~ Bionic Spectacle ~ Bounded Irrationality
nments ~ Control Panic ~ Credibility Crisis ~ Crossover
s ~ Domain Shifter ~ Ele@ric Grids ~ Enchanted Things ~
- Configuration ~ Fictitious Memory ~ Flow Control ~ Free
rrrors ~ Haunted Doppelgingers ~ Hidden Sources ~ Horror
~ Incorporated Entities ~ Imperative Rules ~ Imperial Charms
> Obje&tives ~ Libidinal Economies ~ Matrix Culture ~ Media
Itiple Avatars ~ Mundus Imaginalis ~ Necromedia Presence
s ~ Phantom Induction ~ Plagiarism Appropriated ~ Power
ips ~ Recurring Afterimages ~ Reproduction Vectors ~ Risk
Narratives ~ Sound Effets ~ Space Invaders ~ Strategic Arts
Jnique Doubles ~ Value Creation ~ Wizard Science ~ World
\ttentive Relevance ~ Behavior Patterns ~ Belief Networks ~
s ~ Control Stratagems ~ Corporate Intelligence ~ Critical
¢ ~ Cybercratic Conspiracy Command Control Intelligence
-ognition Training ~ Digital Ecology ~ Digital Human Rights
ibedded Commands ~ Expanded e~scapism ~ Expert Systems
r Politics ~ Hyper Topology ~ Indu¢tion Codes ~ Infobody
onium ~ Invisible Intelligence ~ Knowledge Representations
ulism ~ Manipulation Patterns ~ Meme Slaves ~ Memory
- Discommunication ~ Mind Modification ~ Mind Patterns
attern Recognition ~ Perception Management ~ Perceptive
- Propaganda Propulsion Proje& ~ Psychotronic Stimulation
Social Styling ~ Spell Checking ~ State Control ~ Structural
ults ~ Synthetic Worlds ~ Tactical Truth ~ Tactical Synrealism
¢ System ~ Virtual Patrol ~ WholsWho Anonymous



It is not only tempting because it is a taboo of civic intellectuality.
‘Conspiracy theories’ are considered to be superstitious and are likely
to be presented as a secularisation of a religious-magical imagination,
although world history certainly is full of examples of successful and
even more of unsuccessful conspiracies. Genuine execution of power
lives off its invisibility. Naturally, the denial of opaque operations is
nothing but an expression of the fear of ghosts.

Science always bears elements of ‘conspiracy theory,” because all research wants

to reveal and describe new and hitherto unseen connections. The emergence of the
modern notion of ‘conspiracy theory’ has been linked with the early globalisation of
trade in the late nineteenth century and the development of multilayered connections
around the world. Simultaneously, the meaning of networks has aggravated the aware-
ness of expanded contexts and the importance of orchestrated exertions of influence.
In the age of globally connected hyper contexts, in which everything is linked with
everything else, it is always about complex interrelations. Since non-physical immate-
rial methods of governance do not have an immediately graspable existence, their
ability to control and transform the social body is perceived as a supernatural force.

A ‘conspiracy theory’ typically applies when it concerns Western elites and office-
bearers. That way, critique can be dismissed (e.g. illegal abductions and torture in se-
cret prisons) and at the same time sinister intrigues by ‘malicious Orientals’ theorised,
or notions that Saddam Hussein has conspired to build weapons of mass destruction
can be claimed.

The classification as ‘conspiracy theory’ mainly serves as a weapon to marginalise
competing models of reality. Although the attempt at a systemic critique of the modus
operandi is a far greater challenge for systems of governance than the identification
of isolated grievances or individual misbehaviour. Every resolute form of knowledge
generation which forms its own truths or realities is thus ominous and dangerous.

There may always have been more or less witty forms to orchestrate mobbings and
intrigues. The sentence ascribed to Napoleon Bonaparte ‘Never ascribe to malice that
which can adequately be explained by incompetence,’ | could agree with myself. Even
though a conspiracy of incompetence and mediocrity does exist. It is in no way only a
few that conspire against the majority, on the contrary, in democracies frequently the
majority conspires against minorities. There are so many conspiracies that it wouldn’t
be worth tracing all ploys in the ongoing war of ideas. It is not by chance, that the
financial markets are reminiscent of organised crime. In this context there is, for ex-
ample, the global conspiracy of the rich to get ever more rich.

H

B There will always be cohesion forces of intentionality or collaborative attempts
to influence reality; the force of gravity most likely was also in effect before
it was discovered. However, a manoeuvre that has been stymied because it
reached the public prematurely is part of the daily business of politics, it’s es-

pecially not so uncommon when it comes to decisions over political personnel.

Enlightenment in the sense of ‘the Enlightenment’ would be counter-productive, espe-
cially since it is about emancipation from the myths of modernity. Vigilance towards the
abuse of power always means systemic thinking. I’'m living in a morbid city indeed, but
to look into issues of governance, power and injustices, to not put lipstick on things,
and to also think politically as an artist is not morbid, but the opposite. However, I'm in-
terested in the transgressive as well as the abysmal aspects of horror, and its relation-
ship to the principles of humour, indeed. Each in reference to daily life. Although I'm
not interested in de-politicised death culture, but in the trauma as inversion of wonder
and the potential of rebellion.

No, | don’t suffer from flight anxiety, but if one is engaged
with technologies seriously one learns about their problems.
Whereas the fear of bombs and terror instead shows how far
the politics of angst have been inscribed into the imagina-
tion very successfully. Rather than dealing with real dangers,
many prefer unrealistic dangers much more.

We know that recent discussions often have boiled down to the assumption that cul-
tural critique ultimately refines the methods of oppression and further stabilises exist-
ing systems. In many cases it seems justified to state that. From the bigoted art world,
to the precariously flexibilised creative class or the military entertainment complex, to
cultural greenwashing. Even in radically oriented practice, illusions about the impact
of the individual (or small groups) may be given up confidently. Networks of parallel
cultures and unauthorised re-evaluations of an epistemological guerrilla remain largely
invisible. But this does not mean at all that cultural practice doesn’t have effects — even
if they may not be as spectacular as some may wish. Nevertheless, the sole privilege of
humankind is to demand the impossible. As the saying goes, ‘only those who attempt
the impossible will achieve the absurd’.

Oh yes, | would say they are practically carved in
stone! It’s hardly possible to be more trustworthy!
They were transmitted quasi from outer space.



Konrad Becker is active in electronic media as an artist, author, composer
as well as curator, producer and organiser. Director of the Institute for New
Culture Technologies/ t0, and World-Information Institute (World-Informa-
tion.Org), a cultural intelligence provider, co-founder of the seminal Public
Netbase (1994-2006) he also created Monoton, a pioneering electronic
music act, and the Global Security Alliance for cultural risk management.

Becker’s field of work and artistic production includes all areas of
electronic art and culture, from audio to video, TV and radio, multimedia
productions and installations, software, VR and digital networks to per-
formance and activism. He has realised numerous electronic productions,
exhibitions, conference series and event designs for international festivals
and cultural institutions as well as a range of controversial interventions
in public space. Media works and installations, electronic audiovisuals,
and many video productions from experimental works to documentaries
have been presented in galleries, museums, festivals as well as broadcast.
His audio releases were singled out by The Wire magazine as among the
100 most important records of the twentieth century. His work has been
characterised by extensive cooperation with influential collectives and pro-
tagonists of new artistic practices worldwide. Member of various boards
for information technologies and a founding member of European cultural
networks, he has contributed to policy recommendations towards a digital
ecology of information landscapes.

Publications include theoretical texts and books on the politics
of the infosphere. As an interdisciplinary communication
researcher Becker investigates the cultural and social impli-
cations of technology in information societies. A particular
emphasis is placed on the interrelations of the symbolic and

the real, immaterial information regimes and tangible reality.

His latest books include ‘Strategic Reality Dictionary, Deep
Infopolitics and Cultural Intelligence,” (Autonomedia NY, 2009)
‘Critical Strategies in Art and Media’ Konrad Becker, Jim Fleming
(eds.), (Autonomedia NY, 2010) ‘Deep Search — The Politics

of Search beyond Google’ Konrad Becker, Felix Stalder (Eds.),
(transaction, 2009), ‘Phantom Kulturstadt’ Konrad Becker, Martin
Wassermair (Eds.) (L6cker, 2009).

www.t0.or.at

Konrad Becker

Konrad Becker ist als Klnstler, Autor, Komponist sowie als Kurator, Produzent
und Organisator im Bereich Kunst und elektronische Medien aktiv. Er leitet
das Institut fir neue Kulturtechnologien t0 und das Cultural Intelligence Net-
work World-Information Institute (World-Information.Org) und war Mitbegriin-
der von Public Netbase (1994 —-2006) einer bedeutenden Kulturschnittstelle
fur neue Kommunikationstechnologien. Er grindete Monoton, ein legendéres
Projekt aus der Frluhzeit elektronischer Musik und initiierte die Global Security
Alliance fur kulturelles Risiko-Management.

Becker betatigt sich in zahllosen Bereichen elektronischer Kunst und Kultur
von Audio und Video, Radio und Fernsehen, Multimedia-Inszenierungen und
Installationen, Software, VR und digitalen Netzwerken bis hin zu Performance
und Aktivismus. Er realisierte zahlreiche elektronische Inszenierungen, Aus-
stellungen, Konferenzreihen und Event-Designs flr internationale Festivals
und Kultureinrichtungen sowie eine Reihe kontroverser Interventionen im
Offentlichen Raum. Seine audiovisuellen Arbeiten und Installationen werden
in Galerien, Museen, Festivals sowie in zahlreichen Broadcastmedien pra-
sentiert. Das Magazin The Wire wéhlte seine Musikverdffentlichungen unter
die 100 wichtigsten Platten des 20. Jahrhunderts. Sein Werk als Klnstler im
Bereich elektronische Medien zeichnet sich durch zahlreiche weltweite Ko-
operationen mit namhaften Vertretern einer neuen kiinstlerischen Praxis aus.
Als Mitglied in diversen internationalen Arbeitsgruppen zu Informations- und
Kommunikationstechnologie und Griindungsmitglied Europdischer Kultur-
netzwerke leistet er einen Beitrag fur politische Handlungsempfehlungen zu
digitalen Okologie von Informationslandschaften.

Als Buchautor und Verfasser von Texten zur Politik der Infosphére die in
mehreren Ubersetzungen vorliegen, beschéftigt er sich mit den kulturel-
len und psychosozialen Implikationen einer von Technologie bestimmten
Informationsgesellschaft. Ein besonderes Augenmerk liegt auf dem Zu-
sammenhang zwischen dem symbolischen und dem realen, immateriellen
Informationsregimes und greifbarer Wirklichkeit. Zu seinen letzten Buch-
verdffentlichungen zahlen ,Strategic Reality Dictionary, Deep Infopolitics
and Cultural Intelligence’, Autonomedia NY (2009) ,Critical Strategies in
Art and Media‘ Konrad Becker, Jim Fleming (eds.), Autonomedia NY (2010)
,Deep Search — Die Politik der Suche jenseits von Google’ Konrad Becker,
Felix Stalder (Eds.), transaction (2009), ,Phantom Kulturstadt’

Konrad Becker, Martin Wassermair (Eds.) Lécker (2009).
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For her work Choir Piece for 24 Voices
Attuned to the Spectrum of Frequencies
of a Sodium Lamp Powered by 60 Hertz,
Sophie Bélair Clément has analysed the
acoustic frequency spectrum of a so-
dium lamp, and has subsequently com-
missioned a choir to perform and sing
this spectrum of sound. In the exhibition,
the artist presents a recording of this
choir performance as a sound installa-
tion piece.

Fur ihre Arbeit Chorsttick fir 24 Stimmen, gestimmt auf das Frequenz-
spektrum einer Leuchtstofflampe, betrieben bei 60 Hertz analysierte
Sophie Bélair Clément das akustische Frequenzspektrum einer Sodium-
lampe und beauftragte anschlieBend einen Chor, dieses Klangspektrum
aufzufuhren und zu singen. In der Ausstellung prasentiert die Kinstlerin
eine Aufnahme dieser Chor-Performance als Klanginstallation.

Performed by:

Francine Lemay Delorme (soprano)
Natalie Bériault (contralto)

David Jacques (baritone)

Olivier Girouard (tenor)

Francgois Dubé (bass)

Spectral analysis of the sound produced by a sodium lamp powered by 60 hertz



Spectral analysis of a 24 voice choir attuned to the frequencies of a sodium lamp

The piece was made under pressure, in a single recording session with
the assistance of Olivier Girouard, an electroacoustic composer who
helped me through the recording and the mix. We met the singers in
a studio and used software to analyse the sound emanating from the
sodium lamp (recorded in a deserted corridor in downtown Montreal)
and it generated an active sonogram. Corresponding to the range of
their voice, one at a time, the singers listened to every important fre-
quency of the sonogram of the recording of the lamp while performing
it for the longest length of time possible — thinking about the final mix
as a continuous sound. The problem with human voices is the need
to breathe, as can be seen by the hole in the accompanying graphic
' representation.

To embody the stability and the continuity of the electric tone was the (utopian) challenge.

They performed the largest band of frequencies possible,

from bass to soprano, and we stopped when we felt it was
" enough to recreate the complexity of the electric source. |

counted them afterwards, for the precision of the title.

L It is true that the failure of the recreation is the only possible
result. The attempt of being attuned and having continuous
breath is activated by desire and performed with a voluntary
consciousness of the impossible exactitude of the end result.
The performance is more of an excessive analytic play based on
empiric experience rather than a metaphoric one. The voices are
performing beyond language; a white noise choir (or almost);
this is maybe where the alienation appears.



Sophie Bélair Clément

Sophie Bélair Clément is interested
in exhibition circumstances, in
information obtained in the course

of the documentation process and

in the dissonances that derive from
attempts at recreations. Her perform-
ances and installations, contextually
developed in collaboration with cul-
tural workers and musicians, suggest
sustained attention to the immediate
and mediated space. Bélair Clément
lives in Montreal, Canada. In 2010 she
is artist in residence at Kiinstlerhaus
Bethanien, Berlin, on invitation by
the Conseil des arts et des lettres du
Québec.

Sophie Bélair Clément beschéftigt sich in ihrer
Arbeit mit Ausstellungsbedingungen, mit dem
im Dokumentationsprozess entstandenen

Material und mit den Dissonanzen, die lber
entsprechende Wiederherstellungsversuche
entstehen. Ihre Performances und Installa-
tionen, die kontextbezogen und kollaborativ
mit Kulturarbeitern und Musikern entwickelt
werden, regen eine nachhaltige Aufmerksam-
keit gegeniber unmittelbarem sowie vermittel-
ten Raum an. Bélair Clément lebt in Montreal,
Kanada. 2010 ist sie als Gastkiinstlerin im
Kinstlerhaus Bethanien, Berlin, auf Einladung
des Conseil des arts et des lettres du Québec.







ENDO is a recording device that captures and logs the surround-
ing situation from its individual point of view. Equipped with
various sensors and a terabyte hard drive, the object continuously
gathers information about its environment: sound, camera images,
GPS-coordinates, brightness, temperature, air pressure and hu-
midity values are archived within this black box without observers
ever knowing what happens to the stored data.

In the course of time the machine produces a huge pool of
information whose content or usage remains unknown. Does the
record serve any secret purpose? Could it be exploited to act
against us? Is this a trap? What remains is endless speculation -
about the nature of information, the construction of a media-
dominated reality, the ‘ghost in the machine,” and a potential loss
of control.

ENDO hence mirrors a situation we are all in: data — also about
us - is gathered continuously. These mountains of data are rarely
evaluated, yet they remain piled up, beyond the control of any
single individual.

ENDO ist ein Aufzeichnungsgerét, ausgestattet mit
verschiedenen Sensoren und einer terabytegroBen
Festplatte, das die Umgebungssituation aus seinem
individuellen Blickwinkel heraus erfasst und proto-
kolliert. Der schwarze Kasten sammelt kontinuierlich
Daten der aktuellen Umgebung: Téne, Kamerabilder,
GPS-Koordinaten, Helligkeit, Temperatur, Luftdruck,
und Luftfeuchtigkeit werden im Inneren dieser Black-
box archiviert, ohne dass der Betrachter jemals erfahrt,
was mit den gespeicherten Informationen passiert.

Im Laufe der Zeit produziert die Maschine einen
ungeheuren Informationsvorrat, dessen Inhalt und
Verwendung in Frage steht... Dient die Aufzeichnung
einem geheimen Selbstzweck? Oder kann sie instru-
mentalisiert und gegen uns verwendet werden? Ist das
alles eine Falle? Was bleibt ist endlose Spekulation—
Uber das Wesen von Information, die Konstruktion
medialer Realitét, den ,Geist in der Maschine® und die
Méglichkeit des Kontrollverlusts.

ENDO spiegelt eine Situation, in der wir uns alle
befinden: Laufend werden Daten angesammelt — auch
Uber uns. Diese Datenberge werden meist nicht ausge-
wertet, bleiben aber angehauft und der Kontrolle des
Einzelnen entzogen.



Verena Friedrich ENDO




GPS Receiver

Camera

Temperature Sensor

| would like to put it this way: it is possible that | actually
record data and that | evaluate it afterwards. It is also pos-
sible that | record it and only store it, and it is also possible
that this data does not exist at all. It doesn’t really make
sense to insist on one of these possibilities, since it would
be merely an unproven claim. Regarding the technical im-
plementation, of course | had to choose one variation. | have
chosen the variation which seemed to make the most sense
for my work and with which I could live. | think it is important
that the different possibilities exist simultaneously, and

to ask what the difference would be. How does your own
behaviour change, if you assume that the object is recording
you or not? What are the traces | decide to leave? How does
my ‘room for manoeuvre’ change?

What is especially important to me is to generate profound
uncertainty. This of course is only constructed, because no
outsider has access to the things actually happening inside
the device. And in between there is the description level,
which the exhibition visitor may trust or not. In the case of
ENDO, the ‘technological reality’ is additionally protected by
the rules of the exhibition environment.

However, this situation can also be compared to other mo-
ments in which we leave behind data traces without being
able to erase them again - for example search requests

on the internet. The user has to trust the corporate privacy
policy, but has no access to the server on which his data is
actually stored. And we know that it is rather common with
many companies to take privacy issues not so seriously
— Google Street View vehicles, for example, ‘accidentally’
recording the user data of private wi-fi networks.

Photo Sensor

Cooling Humidity Sensor T~

Power Supply

Microphone

Air Pressure Sensor

I’m not sure if the presence of a ‘black box’ (as in aeroplanes) helps to
re-establish the belief in security as such. This ‘black box’ is used with a
potential accident in mind, and ultimately is only used once an accident
has happened. It might help then to investigate the circumstances and
add to the prevention of such accidents in the future. The operation
itself is not getting any more safe, the device may merely help to avoid
the problem next time around. Still, it would be interesting to ask why it
does produce a comforting feeling subjectively to have such a unit on
board. | think the presence of precise recording equipment generates

a feeling of being in control, to be able to oversee the overall complex
situation and therefore maintain a ‘grip’ on it.

The black box is also about the fantasy of recording without any gaps,
about the memory capacity of the machine vs. the human ability for
recollection. This ‘black box’ is used because the pilots in most cases
wouldn’t survive the crash. In contrast, the machine device does survive
and gains a prolonged life because of its material consistency, with the
promise to preserve the message about the course of things that have
happened in the past, and are no longer accessible in any other way.

So the concept of the flight recorder was indeed an important reference
in the development of the work. | remember one day the imagesina TV
documentary about plane crashes, and my fascination with this near
indestructible thing, sitting in between dirt and wreckage, promising to
solve all uncertainty.

ENDO does exploit the mundane trust in the surfaces

of technical things in a way. Certain surface designs
suggest a particular functionality on the inside. A low,
humming work noise, the spinning of a fan...at the same
time, the whole thing could be altogether fake. For me,
ENDO, mainly raises the question of how far we can trust
such technological entities at all if we do not know how
they really work because, for example, we are deprived
of direct access to them.

We do of course deal with these ‘black boxes’ on a daily
basis — which can be technical equipment, but also other
people — who we also cannot look into. This ignorance

is to some extent necessary and wise. We are operat-
ing with surfaces which in a functional sense is mostly
absolutely sufficient. Only few people could for instance
explain a daily object like a cell phone in all its parts

and functions. Even if a technical device is dismantled
into pieces, all you get is another pile of smaller black
boxes ... So there may be further and ever more detailed
levels of explanations, but there will never be a complete
‘understanding’ of the other.



Verena Friedrich ENDO




Verena Friedrich is an artist who avails herself of diverse media to

develop artworks dealing with the relationships between humans,
science and technology — mostly in the form of installations, ob-
jects and robotics.

Shown internationally at various media art festivals and exhi-
bitions in Germany, Austria, Switzerland, Italy, Turkey, Japan and
the USA, Friedrich‘s works have received the International Media
Award for Science and Art from ZKM Karlsruhe and were nomi-
nated for the Transmediale Award 2008. In 2009 she received a
work stipend from the German foundation Stiftung Kiinstlerdorf
Schéppingen.

Verena Friedrich studied art and media at the Academy of Fine
Arts Vienna and at the University of Art and Design Offenbach
from which she also holds a diploma and where in 2009 she also
taught and conducted workshops related to electronics.

Verena Friedrich is based in Frankfurt/Main and Cologne where
she is currently studying in the postgraduate programme of the
Academy of Media Arts (KHM).

www.heavythinking.org

Verena Friedrich

Verena Friedrich ist eine Kinstlerin die sich verschieden-
ster Medien bedient, um Arbeiten zu entwickeln, die sich
mit dem Verhéltnis von Mensch, Wissenschaft und Tech-
nologie kritisch auseinandersetzen — zumeist in Form von
Installationen, Objekten und Robotik.

Teilnahme an zahlreichen internationalen Medienkunst-
festivals und Ausstellungen in Deutschland, Osterreich,
Schweiz, ltalien, Turkei, Japan und USA. 2005 Auszeich-
nung mit dem Internationalen Medienpreis fir Wissenschaft
und Kunst des ZKM Karlsruhe; 2008 Nominierung fiir den
Transmediale Award. 2009 erhielt sie ein Stipendium der
Stiftung Kinstlerdorf Schéppingen.

Verena Friedrich studierte Kunst und Medien an der
Hochschule fur Gestaltung Offenbach und an der Aka-
demie der Bildenden Kiinste Wien. 2009 erhielt sie einen
Lehrauftrag an der Hochschule flir Gestaltung Offenbach
und leitete Workshops im Bereich Elektronik. Verena
Friedrich lebt in Frankfurt/Main und KéIn, wo sie zurzeit ein
Aufbaustudium an der Kunsthochschule fir Medien (KHM)
absolviert.

www.heavythinking.org






blink starts with an empty gallery space. The floor is printed in

a shiny grey, the walls and ceiling are white. The physical quali-
ties of the empty space modulate the projected image and sound.
Speakers are placed at various positions on the ceiling, bouncing
sound off the surfaces of the room, creating a drone texture. A
video projector is the only light source. The precisely mapped
projection is combined with reflections from the floor onto the
walls of the space, and the mirroring of images from the walls
onto the floor. The gallery space is transformed into a dynamic,
abstract light painting.

blink beginnt mit dem leeren Raum der
Galerie. Der Boden ist glanzend grau ge-
strichen, Wande und Decken sind weif.
Die physikalischen Eigenschaften des
leeren Raums modulieren die projizier-
ten Bilder und Téne. An verschiedenen
Stellen der Decke sind Lautsprecher
positioniert, deren Klang von den Ober-
flachen im Raum reflektiert wird und eine
brummende Klangtextur schafft. Ein
Videoprojektor ist die einzige Lichtquelle.
Die exakt ausgerichtete Projektion wird
mit den Reflexionen des Bodens auf die
Wande des Raums verkniipft und die
Bilder von den Wanden auf den Boden
gespiegelt. Der Ausstellungsraum wird

in ein dynamisches, abstraktes Gemalde
aus Licht verwandelt.



HC Gilje blink




For me, blink is more about focussing on
particular parts or qualities of a space
using light, colour and sound. Of course
| work with contrasts and colour combi-
nations that might make us perceive the
space differently than in a normally lit
space, accentuating how light forms the

way we perceive a physical form or space.

I think it is also interesting to invert the
role of light and space: how a space mod-
ulates the light, drawing on ideas from
Moholy-Nagy’s Light-Space-Modulator. |
send image and sound into the exhibition
space which functions as a giant effect
box transforming the light and sound,
based on the physical characteristics of
the space.

A video projector in combination with a digital source gives us the promise
of the ultimate controllable light source, down to individual pixel level.

Video projection is basically an advanced light source: In combination with
a computer you can combine an infinite variety of masks with millions of
colours to give you a tool for painting with light.

| realized quite early in my work the potential of using video projections as
light sources. In 1999-2000 | developed the project VideoNervous where |
wanted to explore the combination of computer controlled digital video with
video projectors, and this resulted in my first experiments in projecting
video into three dimensional spaces and onto physical bodies.

Thinking of video projection as light detaches it from the usual format of
projection of content onto a screen, and opens it up to projecting on bodies,
objects, surfaces, walls, floors, ceiling, buildings, etc.

The interplay of light and darkness forms the world (as we experience it),
and by being able to control both the placement, intensity, colour, and
shape of the light as well as being able to control these parameters over
time, gives me the possibility to transform spaces using light.

One of the interesting differences between film and video projection is

the depth of field. While film projection has a very narrow depth of field,
video projection has an almost endless depth of field, so both foreground
and background can be sharp at the same time. This makes it possible to
project on objects/forms at various depths using the same video projector.



Improvisation has always been a key element in my work, in live constel-
lations like 242.pilots but also as a strategy for recording and generating
material for my video works. During the last five years | have been looking
for ways of improvising with physical spaces directly, where position and
movement become as important as the actual content of the image and
sound. So | have stripped down my sources to light, colour and sound (of-
ten generated by the light), and have focused more on creating movement
through a physical environment.

This has resulted in works as different as Wind-up Birds, nodio and shift.
Wind-up Birds is a network of mechanical woodpecker-like birds placed in
forests. Nodio is a series of multi-channel sequencer environments where

| explore how to compose with movement, placement and combination of
image and sound, using multiple audiovisual sources. The shift installa-
tions extend this by combining mapped projections onto boxes as well as a
direct connection between image and sound: when a box is projected on it
also generates sound based on the projection.

At first sight shift looks similar to works that came out at the same time

by people like Valbuena and AntiVJ: mapped projections on more or less
complex physical forms. But while a lot of the mapping projections are
exploring the viewer’s perspective to seemingly explode physical struc-
tures using virtual geometry, | have become more interested in the interplay
between the projected light and the physical form.

There are basically two approaches to projection mapping. You can recre-
ate the physical geometry of the space you want to project into in 3D soft-
ware, where the virtual camera is the video projector. This means you need
to know a lot about the physical characteristics of both the environment
and projector. Also the projector needs to be in exactly the same position
as the virtual camera to get an exact match between the projected texture
and the physical form. The measuring, modelling and calibration is a time-
consuming and difficult job, and in most cases it rules out real-time work.

| created Video Projection Tool (VPT) as a free and open-source tool for
people to work with projections in physical environments. My approach,
achieving similar results as the mapping technique described above, is
based on positioning, masking and warping multiple projection layers (us-
ing a single projector) onto a physical structure. There is no need for meas-
uring the space, creating a 3D model or calibrating the projector. Basically
| build the projection while | am in the space, giving me the possibility to
work directly with how the light modulates the space and the space modu-
lates the light. So the short answer: flexible software gives me the opportu-
nity to compose with light in real-time, making it more intuitive to work with
more than just the geometric qualities of a physical structure.

| am interested in the duality in the interplay between light and physical structures.
How light shapes our perception of time and space, for instance how a city changes in
appearance from day to night. A change in light indicates a passing of time, so by be-
ing able to control the changes in light | am able to manipulate people’s sense of time,
which | think is an important element in blink.

So the light influences how we perceive time and space, but the space itself modulates
the light. | particularly work with the floor, which has a shiny surface. When the light
from the projection hits the floor it bounces off and hits the walls and ceiling, and any
irregularities in the floor distort the reflected image. The floor also functions as a giant
mirror, mirroring the light patterns on the walls and floor. There is then an interplay be-
tween the projected image, the reflection and the mirroring. If the visitor steps into the
light she becomes part of the light modulator, creating new shadows and distortions.

The sound, which consists of a single sound texture played back from multiple speak-
ers with slight offset in time, is coloured by the acoustic qualities of the space. It func-
tions as an anchor in the physical space, gluing the different ‘blinks’ together.

I think it is difficult to distinguish between an aesthetic manipulation of the space and
the manipulation of the visitor’s experience, as my aim is to create a changing sense
of place/time using image and sound. It might not be obvious, but | am quite inspired
by the New Zealand artist Len Lye, who said his material was motion; he composed
‘figures of motion’. | guess you could say | am trying to mould the flow of time through
a space, so rhythm, repetition, and movements from static to dynamic, are important
building blocks when composing blink.



HC Gilje works with realtime environments,
installations, live performance, set design and
single channel video. Gilje has presented his
work through different channels all over the
world: in concert venues, theatre and cinema
venues, galleries, festivals and through several
international DVD releases, including 242.pilots
live in Bruxelles on New York label Carpark and
Cityscapes on Paris-label Lowave. He was a
member of the video-improv trio 242.pilots, and
was also the visual motor of the dance company
kreutzerkompani. In 2006 Gilje initiated the
research project Conversations with Spaces

in which he explores how audiovisual technol-
ogy can be used to transform, create, expand,
amplify and interpret physical spaces.

hcgilje.com

HC G

HC Gilje arbeitet in Bereichen wie Echtzeit-
Umgebung, Installation, Live-Performance,
Set-Design und Einkanal-Video. Gilje prasen-
tierte seine Arbeit weltweit und in unterschied-
lichen Formaten: In Konzertsalen, Theatern
und Kinos, Festivals, Galerien und in einer
Reihe internationaler DVD-Veréffentlichungen,
darunter 242.pilots live in Bruxelles beim New
Yorker Label Carpark und Cityscapes beim Pa-
riser Label Lowave. Er war Mitglied des Video-
Improv Trios 242.pilots und war der visuelle
Motor der Tanz-Company kreutzerkompani.
2006 initiierte Gilje das Forschungsprojekt
Conversations with Spaces, in dem er erkun-
det, wie audiovisuelle Technologie physische
Raume erschaffen, expandieren, verstarken,
transformieren und interpretieren kann.

hcgilje.com
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Ariel Guzik Nereida Photo: Raul Gonzélez




Nereida consists of a capsule that contains a
device with strings and circuits. It is part of
a collection of tools whose purpose is to es-
tablish contact with cetaceans (whales and
dolphins) through music, without interfering
with their freedom. The experiments made
with Nereida are based on some aspects

of the theory of chaos and on the fact that

to dolphins and whales, observation and
communication are one circular, indissoluble
process based on sound waves.

Nereida besteht aus einer Kapsel, die
eine Einheit aus Saiten und Schaltkreisen
enthalt. Sie ist Teil einer Sammlung von
Werkzeugen, deren Zweck es ist, mittels
Musik Kontakt mit Meeressaugern (Walen
und Delfinen) herzustellen, ohne in ihren
Freiraum stérend einzuwirken. Den mit
Nereida durchgefiihrten Experimenten
liegen Aspekte der Chaostheorie zugrun-
de. Sie beruhen auf der Tatsache, dass
Observation und Kommunikation flr Wale
und Delfine ein zyklischer, unauflésbarer
Prozess ist, der auf Klangwellen basiert.



. My work is an artistic practice. It follows different
rules than science. Although | develop technology
for reaching my purposes, it is mainly a subjective,
affective and intuitive approach, free of any kind of
useful purpose, which puts the work far away from
aseptic and pragmatic science.

Being seen accurately by a whale, and then being ‘hosted’ in the
whale’s mind — a mind that describes the universe with sound.
That was the most important experience for me in this research.

If you talk about trust on both sides, you are describing the es-
sence of my research. Finding partners outside is what | seek.
My work is an act of survival. Nereida is a personal instrument
for making contact with cetaceans.

In my experiments, the sounds emitted by the whales are as subtle as a whisper, much lower
in frequency and amplitude than the noise from boats and equipment present in the sea.

But also, we do have direct and obvious responses from cetaceans; communication between
human beings and other species is quite common, although in our research the possibility
of working with animals in captivity is ruled out. At this stage of the invasion and human de-
struction of the sea, trying to communicate with cetaceans in a simple and humble way could
be an ethical strategy used to approach cetaceans.

Currently I’'m concentrating on the construc-
tion of a crew capsule, called Narcissus Ship.
Its construction process, with its various
implications in the philosophical, technical and
practical fields, lead me to envision a life-long
project.

Ariel Guzik
Nereida—Seeking contact with the ancestors
who emigrated to the sea.

“The only creatures who possess a larger and perhaps more developed brain than ours

are cetaceans: whales and dolphins. Perhaps someday they will have something important
to tell us, but it is very unlikely that we may ever hear it, since we are coldly and efficiently
exterminating them, motivated by economic interest.”

Jacques Cousteau

Nereida is the beginning of a project to design, build and ultimately operate
an underwater station, the purpose of which is to make contact and to create
some kind of intelligent link with cetaceans in their natural habitat, free from
any type of domination and without restricting their freedom. A series of
experiments are performed based on some aspects of chaos theory and on
the fact that, in dolphins and whales, observation and communication mecha-
nisms constitute one and the same circular, indissoluble process based on
sound waves.

Nereida is an underwater, molten-quartz musical instrument. The capsule
design is based on the Plasmaht Mirror, the Harmonic Spectral Resona-
tor, and the Spectral Subharmonium, tools created to bring to light, through
resonance phenomena, harmonic elements and distinctive signals which are
usually found hidden in the architecture of those things we describe as being
natural.

The submersible is usually suspended between a floating buoy and an
anchor. The capsule can be submersed to a depth of 30 meters (4 ATM) and it
is coupled through a communication cable and control to the mother station,
which is located in a ship that can be up to 250 metres away.

A series of expeditions are taking place starting in Baja California, Mexico,
a territory with biodiversity and geographic conditions that make it one of the
most important whale sanctuaries in the world.

Narcissus shining Experiment

The dolphin’s stage of evolution being so high, | am particularly interested
in the fact that they use sound to scan their environment and as a means to
communicate. Like all cetaceans, dolphins have developed a complex vocal
language as well as an echolocation system (sonar) based on frequency and
sound pulsation displacements.
We are faced with a specific form of intelligence where observing and ex-
pressing constitute the same circular process involving the same organs.
Underwater, sound travels in a different way than it does in the air. Water
resistance to sound dispersion is lower than air resistance by several orders
of magnitude. Cetacean messages can spread travelling dozens of kilome-
tres. In a dolphin community, the sound environment constitutes a chatter of



space description waves and communication which suggests a great con-
sciousness unity shared by all members of the group.

For light, on the other hand, it is the exact opposite. In the air, light is
dispersed even more than sound. The role and importance of sight organs
for humans is equivalent to the ear in cetaceans (consider that thirty meters
below the sea surface, light and colour barely permeate the ocean). Studies
have shown that the auditory area in dolphin’s brain is larger than the visual
area in a human brain.

Experiment description:

The Quartz Harmonic Resonator, built into the architecture of Narcissus Ship,
is an instrument designed to receive high-frequency signals (like the dolphin’s
sonar) and produce other subtle signals in response, which contain low and
medium frequency harmonic sequences originated in the convolution' of the
fundamental arbitrary frequency of a local low frequency harmonic resonator
and the received signals.

When the dolphin aims its sonar at the capsule immersed in the sea, the
capsule reflects the natural echo usually described by its shape and contour
in the cetacean’s mind, but it also emits — outside the sonar’s band and within
the band of its guttural sounds — subtle harmonic spectrums which constitute
a musicality derived in an accurate and continuous way from the spectral
inflections of the sonar in convolution with the instrument’s set of resonance
frequencies.

The dolphin will then be facing an object which, when observed by it through
ultrasonic signals, produces subtle vibrational harmonic figures physically
linked to the mechanics inherent to such observation. In other words, the
musical order produced by the quartz harmonic resonators is modified by
the mind of the dolphin hearing it. Perhaps this could be the beginning of a
refined and unprecedented communication bridge between dolphins and
humans through music.

For example, imagine you are walking through a wood in the moonlight. The
crickets chirping, the stars, trees, rocks and paths are familiar to you since
they all belong there. Suddenly, you discover that when you set eyes on a fara-
way hill, a strange crystal object located there sings a delicate note. When you
look again and watch the object and its surroundings, the mysterious harmony
of the song becomes richer and this embellishment grows with the detail and
care with which your eyes and your mind examine the object. If you close your
eyes, the singing stops. If you open them and look at the object again, the
singing reappears. You could create harmonic manifestations governed by
your own observation and, in time, you would learn to modulate them at will.

Considering this object from a strictly human point of view, we might think
that the crystal object had been placed there by beings of a nature differ-
ent to our own. It might seem that they had found a way to get our attention:
our eyes. The subtle harmony of the alien instrument might produce in us a
strange déja vu; a narcissistic feeling of hearing music sung by something
or someone who derives this music from our own mind, creating for us an
intimate experience.

1 a function, derived from two given functions by integration, that expresses how the shape of one is modified by the other.

This far-fetched visualization reflects the character and intention of the
project, but we are unable to establish beforehand the effect the experiment
will have on the dolphins. Nevertheless, we are certain that these are beings
with a complex intelligence and that they are, like us, eager to communicate.

We must underscore that the experiment does not intend to interfere with
the dolphin’s echolocation mechanism. Therefore, the band of frequencies
broadcast by the capsule is found, together with others which abound in the
ocean’s natural sound environment, several octaves below the cetacean’s so-
nar range. The amplitude (volume or intensity) of the vibrations produced by
the resonator is self-regulated to make the total energy produced equal to or
lower than the surrounding average sound energy striking the capsule body.
This purist consideration ensures that the sounds produced by the Narcissus
Ship are not significantly invasive in the already contaminated oceanic sound
environment.

In view of the many-sided resourcefulness that characterises both humans
and dolphins, when the conditions to explore this particular encounter are set,
we find it difficult to assume that such a phenomenon could go unnoticed by
either species.

Experiment of the White Field Context

Practical by nature, current science rarely contemplates answering questions
that are too daring, preferring to ask others which, when worked on, yield far-
reaching technological results or clearly defined conclusions that represent
developments true to previously-reached conclusions. Fortunately, in recent
decades some physicists have resumed thinking whose virtue lies precisely
on a fertile margin of ambiguity or uncertainty, and which glances at the roots
of mystical vision, creativity and art. Some even examine how the conscious-
ness of an observer has an effect on the behaviour of its own subject of study.

In the particular subject of describable versus indeterminate, new posi-
tions are introduced which relax the scientific approach, returning to forms of
thought where other criteria and domains of human culture are included.

Precisely the relative threshold between order and chaos constitutes the
starting point of this experiment to approach cetaceans.

Larger whales, such as the sperm whale, blue whale, grey whale and the
humpback whale, as well as dolphins, inspire me to try and create instru-
ments to approach them, contemplating the highly probable fact that these
beings possess minds not only comparable to the majesty of their appear-
ance, but quite specifically to the enormous size and complexity of their
brains, larger, by the way, than ours.

In general | find it pointless to try to understand the thought processes
of other species from perspectives too attached to our own references and
manners, but | imagine it is probable that universal foundations exist which
link us to other inhabitants of this planet, since we can take as a basis that
consciousness is only one, or at least that we share a fundamental thing: the
iceberg of memory. Understanding others is also interpreting ourselves. Un-
derstanding is perhaps just remembering what was forgotten.

The elements that constitute this experiment are quite varied. Most impor-
tant is a joint creation of a broad context. Animals in captivity are inappropri-



ate for this experiment, as much as it would be inappropriate to impose our
presence. This can only be accomplished by providing room for the wealth,
care, freshness and justice of this eventual encounter. In the first experi-
ence of aesthetic approach to grey whales which our work group had in Baja
California in 2002, fantasy, freedom and creativity proved to be even more
essential elements than our own material resources and tools.

After the encounter we had the feeling that it had been carried out in con-
cert, a kind of common agreement between both species. The experiment
consisted of recording the whale’s voices and at the same time producing sig-
nals from the Plasmaht Mirror, one of the tools created in my lab (described
later). Since this encounter was taking place at the peak place and moment of
the yearly cycle of this species of migratory whales, mating and parturition,
the doubt arose: “No matter how subtle our participation may be, is it wise?”
This was when the whales seemed to take control of the experiment.

The different ways they approached us and expressed acceptance were
so remarkable that the unfolding of this event turned out to be crucial in the
course of my life and my work. The foundations were set for the Narcissus
Ship project. That experience and its fruits, abstract as they might seem at
first, were captured in the multidisciplinary work called Grey Whale (2004).

In the yearly project, context is of course determined by the broad stage
where the encounter takes place and by the action of the interpreters from
different species on that stage, which we will call the great context. But in
particular, the Liuvoide (Rainoid) one of the instruments which make up The
Narcissus Ship, is specifically designed to produce an environment called
White Field Context.

In defining the design of an instrument that might enable us to communi-
cate with cetaceans by means of ordering harmonic signals, | find it more
convenient to seek such signals in a source of infinite possibilities rather
than in a sound repertoire with a given order. White light contains in it all pos-
sible colours. Likewise, white noise contains, from a statistical point of view,
all possible sounds.

Experiment description:

A small thermometer contained in a crystal sphere, located on the outside of
the capsule, collects thermal ocean noise and translates it into a complex
signal called boltzian white noise® Theoretically, a white noise signal is made
up of an infinite number of frequency components. Each component of this
signal contributes an infinitesimal part to the total noise energy, which is in-
finite. This is analogous to the concept of the ensemble of dots which consti-
tute a line. Although the dots which form a finite line are an infinite ensemble,
if we cross that line with another line, the resulting dot will have a determina-
ble value. The distance between the start and the point of intersection can be
measured with a ruler.

A circuit produces a variable time clock derived from the low frequency
or high pulsating subaqueous sound components usually found within the

2 White noise is theoretically a signal that ins all p ible fr ies. A practical

implementation of the same principle is Boltzman Noise, a way of representing the entropy of

gases statistically, attributed to Ludwig Boltzman (1844 -1906).

whales’ area of influence. A signal thus produced forms a pulse train with
variable and indefinite intervals. With each pulsation from the clock, another
circuit takes a sample of any of the infinite possible waves from the frequency
spectrum from the boltzian thermometer. This x frequency wave is fed with
energy (delta pulse) and focused on the capsule quartz harmonic resonator.
Most of these signals projected on the resonator are dispersed, since they
produce an effect not larger than a low-intensity homogeneous, harmonic
shower. A small portion of these aleatory x signals, nevertheless, resonates
with any of the resonator’s harmonic components, producing a sound figure
which spreads, as a message, to the sea.

These intermittent consonant sonorities derived from the infinite ensemble
of possible events of white noise from the sea, constitute a beautiful musi-
cality which can be described in physical terms as a collection of events of
higher order, that is, in a sequence unpredictable to the human mind (al-
though determinable in its statistical range of probable frequencies, which
are related to the nature and tuning of the instrument).

These sounds, transmitted at the core point and moment of the experiment,
acquire great significance when they influence our own mental mechanisms
which build perception — a conjunction of sensations and memory - taking a
timely, emotive and symbolic position within the great context.

Cetaceans will also be witness to and participants in these primitive har-
monic sonorities derived from chaos in a context of mutuality, which will also
crystallise in their consciousness when influencing their perception builders,
made up over time by a refined sense of hearing and their own memory. Per-
haps to them it will be nothing more than low-intensity noise, which repre-
sents a minimum amount of information. But there is a possibility that it may
not, since we assume that the threshold between signal and chaos is different
in human and cetacean minds, and that for them such musicality, originated
in something from an undetermined order, may reach their field of conscious-
ness and memory triggering some particular expression, a song, a genuine
look, an unpredictable gesture of acknowledgment or approach. This alone
would make this experiment, the mission of Nereida, meaningful.

Collaborators in the project are Leobardo Ramirez, Catalina Juarez,
Emilio Galvez y Fuentes, Alejandro Colinas, Adriaan Schalkwijk,
Peter Schalkwijk, Raul Gonzalez, Beatriz Beltran and Rafael Salazar.
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Loops and Fields is a collection of drawings that resonate sympathetically with
the electromagnetic fields within the gallery. Delving into the relationships
between physical principles and the chaotic nature of the hand drawn line, these
drawings are an exploration of conductive materials and the possibilities for
drawing electronic components. When connected to a sound system these draw-
ings make audible their interior activity and reveal the energy that exists in the
immediate environment.

“An electric hum pervades the gallery — a low static vibration — like inputs incor-
rectly plugged. It is the sound of unanchored energy amplified, open to the poten-
tial for articulation. Like an open channel it sounds available for use, as if existing
at the brink of articulation.

Deriving from the Greek — energia, an ‘activity or operation’— energy is a quantity
that can be assigned to every particle, object, and system of objects. Energy is
created as a consequence of the state of these particles or systems, and despite
the seeming certainty of their categorical definitions, any form of energy can be
transformed into another form. As a universally occurring transformative process
this possibility for movement on a particle level highlights the mutability of all
things, regardless of scale.”"

The gold and graphite drawings in Loops and Fields aim, like any receiving
antenna, to convert an electromagnetic wave into a voltage; the loop antenna
is particularly sensitive to magnetic fields and outputs a voltage proportional
to that field. Monitoring this activity allows us to experience the local fields
and generates the site-specific and dynamic aural landscape, literally, out

of thin air. The hand drawn nature of the antenna opens up thoughts about
potential tactical relationships to energy scavenging, while providing a
platform for representation and functionality to collide through drawings of
mathematically derived forms.

“In the early electric age of the middle twentieth century Heidegger pondered
the question of things — of how it was that things came to speak, to yield their
truth. For his examples, he took ancient temple stones, simple tools, dumb
things, works of art as things. Hinterding is likewise engaged in finding the
means to a deconcealing. Her medium, however, in the late electric age, is a
subtle line which literally comes a-live, becoming productive.’?

Loops and Fields ist eine Sammlung von Zeichnungen, die in Abhangigkeit von
den elektromagnetischen Feldern im Ausstellungsraum ins Schwingen geraten.
Die Zeichnungen untersuchen leitende Materialien und die Méglichkeit, elekt-
ronische Komponenten zu zeichnen, indem das Verhéltnis von physikalischen
GesetzmaBigkeiten und die chaotische Natur der von Hand gezogenen Linie
erkundet wird. Sobald die Zeichnungen mit einer Verstérkeranlage verbunden
werden, wird ihre innere Aktivitat horbar und offenbart die im unmittelbaren
Umfeld vorhandene Energie.

,Ein elektrisches Summen durchzieht die Galerie — eine tiefe statische Vibration
— wie von falsch verstdpselten Steckern. Es ist der Klang verstarkter freiliegen-
der Energie, die gegentiber potenzieller Artikulation offen ist. Wie ein offener
Kanal steht sie zur Benutzung frei, als ob sie am Ubergang zur Lautbildung
verlduft.

Aus dem Griechischen stammend — energia, eine ,Aktivitdt oder Ablauf’— ist
Energie eine GréBe, die jedem Partikel, Objekt und Objektsystem zugewiesen
werden kann. Energie entsteht als Folge des Zustands dieser Partikel oder
Systeme, und trotz ihrer scheinbar sicheren kategorialen Definition kann jede
Form der Energie in eine andere umgewandelt werden. Als universell erschei-
nender transformativer Prozess stellt diese Méglichkeit der Bewegung auf
Partikelebene die Wandlungsfédhigkeit aller Dinge heraus, unabhdngig von ihrer
GréBenordung.*

Die Zeichnungen aus Grafit und Gold in Loops and Fields haben das Ziel,
wie jede Empfangsantenne, elektromagnetische Wellen in elek-

trische Spannung zu Ubersetzen; die Rahmenantenne ist besonders
empfindlich gegenuber Magnetfeldern und gibt eine zu diesem Feld
proportionale Spannung aus. Das Abtasten dieser Aktivitat erlaubt

es, die lokalen Felder wahrzunehmen, und erzeugt die ortsspezifische
dynamische auditive Landschaft, sprichwértlich aus der Luft gegriffen.
Die handgezeichnete Natur der Antenne eréffnet Gedanken ber etwaige
taktische Uberlegungen zur Riickgewinnung von Energie und bietet
gleichzeitig eine Plattform, auf der die Darstellung und die Funktionalitét
von Zeichnungen mathematisch abgeleiteter Formen aufeinander prallen.

»Im friihen elektrischen Zeitalter der Mitte des zwanzigsten Jahrhunderts
sinnierte Heidegger liber die Frage der Dinge — wie es geschieht, dass
Dinge zur Sprache kommen, und wie sie ihr Wesen freisetzen. Als Bei-
spiele nahm er alte Tempelsteine, einfache Werkzeuge, stumme Dinge,
Kunstwerke als Dinge. Hinterding ist ebenso damit befasst, die Mittel zu
einer solchen Freisetzung zu finden. Ihr Medium ist jedoch, im spéten
elektrischen Zeitalter, eine subtile Linie, die sprichwértlich zum Leben
erwacht, und produktiv wird.“?



The drawings in Loops and Fields function primarily as antennas, reso-
nating to the background electromagnetic environment, but as they are
drawings with no sealant on the graphite or the gold they are also materi-
ally unstable and function to some degree like open circuit devices. The
result of this is that when the drawings are touched, the volume of the
sound increases. This change in volume appears to be a reflection of the
electrodermal energy of peoples’ skin or the fluctuations attributed to
the galvanic skin response. As a result people have mildly different ef-
fects on the drawings when they touch or come very close to them. Gen-
erally it’s the volume that changes rather than the pitch, but this increase
in volume opens the sound out so that you hear more of the nuances and
harmonics of the local fields.

This interaction with the drawings changes the work, smudging and leav-
ing marks on the surface which breaks with a fundamental art conven-
tion, one of not touching. New media and interactive work is complete

with reset switches but this is an interactivity of consequence that
endures in the work.

The drawings rely on the basic principles of the directional loop antenna and
the VLF (Very Low Frequency) antenna. This frequency range correlates with
the audio frequency range and is generally not used for broadcasting because
it is ‘noisy’. Listening to this ‘noise’ commonly called natural radio, is what VLF
frequency range antenna are primarily used for.

The fields generated by the human made electrical environment also resides
predominantly in this frequency range and override the more subtle naturally
occurring phenomena. The drawings have been designed specifically to reveal
the complete local electromagnetic environment and explore the overlay that
we have built for ourselves. The results have revealed that this environment is
a terrain that has its own temporal ecology — one of sonic reinforcements, can-
cellations and spectacular sounds — of extraordinary intensity.

The work also opens up connections concerning the relationship between
technical or experimental drawing and the relationship between language and
images that function as the thing they represent.



The different shapes and line qualities that make up the algorithmi-
cally generated and stencilled body of drawings come from thinking
about the possibilities of extending a line. As most contemporary
technology is concerned with a reduction in size, fractal mathemat-
ics and the research into fractal antenna has provided a means for
reducing the overall size of the space an antenna needs to occupy.

The frequency range | am fascinated by belongs to the lower regions
of the spectrum where the wavelength is large, so | have been ex-
ploring other possibilities for producing large handmade fractal loop
antennas that can receive this large wavelength with something that
is the size of a standard piece of fine art paper. This exploration has
led me to look at some very cool, old mathematicians such as Helge
von Koch, Stanislaw Ulam and Pierre de Fermat.

My interpretations have resulted in
works of art that are both aesthetic
works on paper and experimental an-
tennae. As the works are based on six
iteration algorithms, | am still in the
process of listening to these works
and discovering how to include all

the audible qualities inherent in these
lines into the wider universe of my
work. The exploration into algorithmic
mathematics has been inspirational,
revealing more possibilities for work-
ing with generative methods, and has
opened up a greater understanding of
the naturally occurring chaotic quali-
ties of the hand drawn line.

The drawings are live or real time sound art works and can indeed be
thought of as musical instruments. | have used them in experimental
sound performances and used the recordings as live sound compo-

nents to video works.

As a minimalist sound art work, Loops and Fields is very site specific, since

the local environments can fluctuate quite a lot. The basic background of the
60hz and 50hz systems are the first differentiating factor, some buildings are
well insulated and just hiss while others carry low frequencies or have defi-

nite periodic data pulses running through them. This variation does not really
change the outcome of the work, although it can change the overall ambience of
the work. The subtlety of this aspect is really only revealed after the event when
comparing the documentation from different places, and these recordings are
now forming a secondary sound ecology style project.

Maybe not quite the fragility of the environment but
the extraordinary energising of our atmosphere and
environment. This in turn opens up the possibilities
for thinking about energy scavenging.

The element of trust that is revealed in this work
points to how little we know about electricity and
the electromagnetic environment that we have
built for ourselves.
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In the public performance project macghillie_just a void,
urban sites are visited by a figure, clad in a camouflage
suit, who reveals neither the traits of an individual, or even
of a person. The so-called Ghillie Suit was originally in-
vented in the nineteenth century for hunting, and has been
used as camouflage for soldiers in military conflicts ever
since the First World War. Its camouflage results in the
anonymisation and the neutralisation of the person who
wears it in public. The figure oscillates between the hyper-
presence of a mask, and visual redundancy. It traverses
the modern urban environment in which conspicuity holds
ambivalent currency, wavering between cumbersome af-
firmation and visual arbitrariness.

Im &ffentlichen Performanceprojekt macghillie_ just

a void werden urbane Orte von einer mit Tarnanzug
bekleideten Figur aufgesucht. Sie zeigt nicht die Zuge
eines Individuums, noch nicht einmal die einer Person.
Urspriinglich wurde der sogenannte Ghillie Suitim 19.
Jahrhundert fir Jagdzwecke erfunden und seit dem
ersten Weltkrieg dann auch als Tarnung fur Soldaten

in militdrischen Konflikten eingesetzt. Seine Tarneigen-
schaft fihrt zur Anonymisierung und Neutralisierung
der Person, die ihn in der Offentlichkeit tragt. Die Figur
oszilliert dabei zwischen der Hyperprésenz einer Maske
und visueller Redundanz. Sie durchquert die moderne
urbane Umgebung, in der Sichtbarkeit als ambivalente
Wéhrung zeichnet, und schwankt zwischen bemuhter
Affirmation und visueller Beliebigkeit.



knowbotic research macghillie_just a void Photo: Christoph Oeschger




knowbotic research (kr) discovered the suit in the course of
doing research about camouflage in spaces controlled by
technology and surveillance. In a historical foray through * -
the (martial) history of camouflage, in which artists were "
frequently involved in the development of the art of defilade,

kr explored the Scottish Highlands of the nineteenth century,
where some people in Ghillie disguise, clad in grass and earth,
hunted game (and sometimes amorous adventures). After kr in
an earlier project built a boat invisible to radar — a boat which
was technologically invisible, but perceptible to the human

eye — this suit was interesting in so far as it makes its user un-
identifiable for video surveillance in public space, but in con-
trast to the boat, this time also circumvents human recognition.

The wearer of the Ghillie Suit, Macghillie, attains a multilayered
ambivalent visibility: Macghillie, on the one hand is becoming
hyper-present through the rather peculiar outfit, which against
a differently coloured background doesn’t serve as camou-
flage at all. On the other hand, the figure as such can not be
decoded by most of the passers-by. What is this? A tramp, a
lunatic, an animal, someone who has missed Helloween? Most
people confronted with this anonymised protagonist cannot
solve these questions, and thus do not want to see him. Invis-
ible, because he is not supposed to be seen. This is something
very typical for an overregulated city like Zurich. A city that
gives space to everything that is calculable but declares the
rest non-existant. MacGhillie is the visual leftover that remains.

MacGhillie is a ‘prefer not to be,” an actor, in between any claim for
identity and recognition. MacGhillie is just roaming around, defying
a goal, without intention, withdrawing from purpose. Somebody is
crossing the cybernetic loops, indifferent to what is happening, not
man, nor woman, not dominant, nor subjecting. MacGhillie defies
classification, attributions are shifted into the void, no will to com-
municate. How long can this last in a post-utopian space? Are there
locations for something that does not want to be anything?

Better to ask what does it mean to be part of the post-utopian space we live
in. It means taking part in an evolving loop, where you are both the subject
and the object of experimentation. This is the relationship that has devel-
oped between scientific inquiry and world-changing technology. Research-
ers reshape the environment that defines them, and vice-versa. Such
self-affecting loops are the vectors of a radical constructivism, an artifi-
cialization of existence. Their content and their continuous metamorphosis
are what gives form to life... All that can be done with a powerful feedback
loop is to subtly change its informational contents, its flow parameters, its
intensity and modulation.

MacGhillie’s presence in an ostensive encounter is merely
tender affection, no obvious threat. He withdraws from any
closeness. Faint-hearted and yet menacing? MacGhillie is
present, and absent, at any time, at any place. Our blind-
ness and numbness for the unknown, the undesired and the
unclassifiable in urban space assures his omnipresence.

There lived a fuzzy-head who had no eyes or ears.
He didn’t have hair either, so he was called a fuzzy-
head arbitrarily. He couldn’t talk because he had no
mouth. He had no nose either. He didn’t even have
arms or legs. He had no stomach, he had no back,
he had no spine, and he had no innards at all. He
didn’t have anything. So we don’t even know who
we’re talking about. It’s better that we don’t talk
about him anymore.

Try it out, put yourself at stake! Pass the passers-by, seem-
ingly enclosed in a fleshless shell, meet the messianic animal
in you.

No matter, the question may be asked (off the record): why time doesn’t pass,
doesn’t pass, from you? Why it piles up all about you, instant by instant, on all
sides, deeper and deeper, thicker and thicker? Why it buries you grain by grain
neither dead nor alive? With no memory of anything, no hope of anything, no
knowledge of anything, no history and no prospects, buried under the sec-
onds, saying any old thing, your mouth full of sand. Oh | know it’s immaterial:
time is one thing, | another. But the question may be asked, why time doesn’t
pass? (Just like that, off the record, en passant — to pass the time.) | think
that’s all, for the moment. | see nothing else (I see nothing whatever), for the
time being. But | really mustn’t ask myself any more questions (if it’s I), | really
must not.



knowbotic research (Yvonne Wilhelm, Christian Hiibler,
Alexander Tuchacek) was formed in 1991 and is based in
Zurich, Switzerland. The artist group has been experi-
menting with urbanity, construction of knowledge and
political representations in mediatised public spheres.
Most recently, kr have been investigating the construc-
tion of meaning and communication in a series of

‘test cases’ that raise important questions about the
constitution of subjectivity under the conditions of an
information society.

knowbotic research has participated in the 48th Venice
Biennale (1999), Seoul Biennale (2002), Hongkong
Shenzen Biennale (2007), Architecture Biennale
Rotterdam (2009), exhibited in Museum of Contemporary
Art, Helsinki, (1994), Hamburger Kunstverein (1995),
Henie Onstad Kunstsenter Oslo (1996), Museum Ludwig
Kéln (2000), New Museum New York (2002), Witte de
With Rotterdam and MOCA Taipei (2004), Kunsthalle St.
Gallen (2005), Wilhelm Lehmbruck Museum and Skuc
Gallery Ljubljana (2006), NAMOC Beijing (2008), Aarhus
Kunstmuseum (2009), FACT Liverpool (2010).

www.krcf.org

knowbotic research

knowbotic research (Yvonne Wilhelm, Christian Hibler, Alexander Tuch-
acek) wurde 1991 gegriindet und ist anséssig in Zurich. Die Kunstlergrup-
pe experimentiert in langfristig angelegten Projektreihen mit Themen wie
Urbanitat, der Konstruktion von Wissen und der Zirkulation von politischen
Reprasentationen in medialen Offentlichkeiten. Konzentrierten sich die
friheren Arbeiten der Klnstlergruppe auf netz- und medienimmanente
Materialitdten und Intensitaten, untersucht sie in ihren aktuellen Arbeiten —
den Testféllen — Momente der Transkodierungen in Real-Rédumen, d.h. das
Ubersetzen von abstrakten, sich klassischen Offentlichkeiten entziehen-
den gesellschaftlichen Sachverhalten und Bedingungen in temporér sicht-
und verhandelbare Situationen.

knowbotic research nahmen teil an der 48. Venedig Biennale

(1999), Seoul Biennale (2002), Hongkong Shenzen Biennale (2007),
Architekturbiennale Rotterdam (2009), und stellten aus im Museum
fur zeitgendssische Kunst, Helsinki, (1994), Hamburger Kunstverein
(1995), Henie Onstad Kunstsenter Oslo (1996), Museum Ludwig KéIn
(2000), New Museum New York (2002), Witte de With Rotterdam
und MOCA Taipeh (2004), Kunsthalle St. Gallen (2005), Wilhelm
Lehmbruck Museum und Skuc Gallery Ljubljana (2006), NAMOC
Beijing (2008), Aarhus Kunstmuseum (2009), FACT Liverpool (2010).
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Joan Leandre *LONELY RECORD SESSIONS*




I have been recording landscapes from computer war games. |
used cheats to kill all moveables so there was no one around. The
result is a collection of empty, digital, frozen moments of beauty:

It was a very bright high-resolution day with a peaceful slow sun-
shine down in the valley. A pressure in the air, dense soft seconds
into hours of waiting invisible standing... One could imagine a
world of silence where nothing really happens as time spins around
the shaders and frames. It is the Day of the Tentacle when one has
managed to sit down and contemplate the silent remains of nature
itself. Those short journeys in search of that centre. Those experi-
ences without words eventually led by a sharp and pure instinct.
This is the file left by Wojtek Kubasik at the site of impact close

to ‘Le Chateau des Pyrénées’ long before the Great Erasing Day:
‘machine quickly seizes the area, prompting me to dispatch an elite
team of Special Forces Operatives on a fake rescue mission.’ | say
no! During the Shredding, the true nature of the artefact quickly
emerges, pointing to the existence of several disturbing corporate
entities on Earth, and ultimately the trigger for a massive-scale
bewildering operation. The battle to save Earth begins as a flash
freezes the tropics into a ghostly-white frozen landscape, a name-
less land... the area in which the disasters have turned into a barren
wilderness, filled with artefact-hunting characters and vicious mu-
tants. As you wander the land in search of items and people on your

Ich habe die Landschaften von Computer-Kriegsspielen aufgezeichnet. Ich habe Tricks benutzt, um alles
was sich bewegt auszublenden, so dass keiner mehr da war. Das Resultat ist eine Sammlung von leeren,
digitalen, erstarrten Augenblicken der Schénheit:

objectives list you’ll find out you are absolutely alone. ‘Silent is
around like a company that whispers low and calm. You can listen
to your own heartbeat, you breathe deep, you wish then there was
someone there or at least some far very low rumour which would
warm you enough.’ It is the crisis of the self, a shock imposed by
our own biology (‘now that things have lost their common sense
contemplation holds us together’). It is the shift of time which leads
us to the unknown Stalker, the emptiness of dead rooms in space.

Es war ein sehr heller, hoch aufgeléster Tag mit friedlichem langsamem Sonnen-
schein unten im Tal. Ein Druck lag in der Luft, dichte weiche Sekunden zu den
Stunden des unsichtbaren Wartens... Man kdnnte sich eine Welt der Stille vorstellen,
in der nicht wirklich etwas passiert, wahrend die Zeit sich um Shaders und Frames
dreht. Es ist der Tag des Tentakels, an dem man es geschafft hat, sich hinzuset-

zen und die stillen Uberreste der Natur zu betrachten. Diese kurzen Reisen auf

der Suche nach jenem Zentrum. Diese wortlosen Erfahrungen, die schlieBlich vom
scharfen und reinen Instinkt geleitet werden. Dies ist die Datei, die Wojtek Kubasik
am Ort des Einschlags in der Nahe von ,Le Chateau des Pyrénées’ lange vor dem
GroBen Tag der Ausléschung zurticklieB: ,Maschine erobert schnell die Gegend,

war veranlasst eine Eliteeinheit der Spezial-Einsatz-Kréafte in einer verschleierten
Rettungsaktion einzusetzen.’ Ich sage nein! Wahrend des Schredderns tritt die
wahre Natur des Artefakts schnell hervor und deutet auf die verstérende Existenz
einiger Unternehmenseinheiten auf der Erde, und letztlich auf den Ausldser einer
verwirrenden Operation im groBen Stil. Die Schlacht um die Rettung der Erde be-
ginnt, wéahrend ein Blitz die Tropen in einer geisterhaft-weiBen Landschaft erstarren
Iasst, ein namenloses Land... die Gegend, in der das Unheil sich in eine wiste
Wildnis verwandelt hat, voll von Artefakte jagenden Figuren und boshaften Mutanten.
Wahrend du durch das Land streifst auf der Suche nach Dingen und Personen, die
auf deiner Aufgabenliste stehen, wirst du herausfinden, dass du véllig allein bist. ,Es
ist still rundherum, wie ein leise und ruhig flisternder Begleiter. Du kannst deinen
eigenen Herzschlag héren, du atmest tief ein, dann wiinscht du dir, da wére etwas,
oder zumindest ein weit entferntes leises Murmeln, das dich etwas warmt. Es ist die
Krise des Selbst, ein Schock, ausgeldst von der eigenen Biologie (,jetzt da die Dinge
ihren Verstand verloren haben, hélt uns die Kontemplation zusammen®). Es ist der
Zeitenwechsel, der uns zu dem unbekannten Stalker fihrt, die Leere der toten Platze
im Raum.



One of the motivations of the whole ‘In the Name of Kernel’ series in which the Lonely
Record Sessions is included, is the visualization of certain common stereotypes inside
this contemporary form of mass media distraction, the so called computer game
environment. This idea of loneliness confronted with media cloning and this moment
of software interruption breaking into the true game or the adventure of learning... The
Lonely Record Sessions is a collection of rare moments of loneliness inside certain
commercial software products. It is about using the whole thing — not to make a narra-
tive sequence or a short film or some sort of post video-art... in my opinion perhaps it
shouldn’t be that easy. | mean this idea of the medium here is secondary. Even more, it
all should go beyond any legal or corporatist consideration. | always felt very seduced
by this utopia, the idea of the communication agent acting in absolute freedom. Most
of this effort is perhaps about an impossible dream, confronting and turning a mass
media system of mirrors into emotional pulsations, I’d like to see it as an honest act of
translation.

Five heavy First Person Shooter computer ‘games’ were used in the
search for contemplation. Of course the term ‘game’ should always be
questioned: Where and which is the last boundary of the game? Some
of the lonely moments were recorded by cheating... cheats such as the
well-known ‘killMoveables’ (in Doom 3, an engine intended to basically
remove all Al and so remain alone) some others are just peaceful mo-
ments, empty moments of calm and contemplation in between nightmar-
ish episodes. In any case, the interruption of the powerful mass media
stereotype is the big thing, not to lose the scope and to keep the hard
work in mind. So, as said before, the Lonely Record Sessions is about
translating all these media iconographies.

It is this almost invisible limit imposed by the synthetic nature of the image which is
very interesting to me... there’s partly here a very strong connection with this well
known phenomenon of perception that is very common in Hyperrealism, this feeling
of ‘dead nature’ can be very disturbing. Very often there’s a clear rupture of the border
into one side or towards the other. This thin line of tension between dimensions is
almost imperceptible and has become a common variable in the human relationship
with nature. So, | actually think it matters what kind of experience we would really like
to have, how someone wishes to be involved in a global context... We really should
specifically consider the contemporary alienated human approach to nature itself.

A desire for any kind of emotional experience is always good, now in these times

of excess perhaps even more. This experience in the digital-distraction environ-
ment is most of the time a physical experience (a chain of fast reactions to light and
sounds, a mechanical continuity, an illusion of the infinite), it very rarely implies the
adventure within, not even a mental effort because it’s simply designed to not trigger
such things. That is historically a structural part of mainstream media. Because it is
designed to become a ritual of repetition — when this cloning experience is missing,
everything changes completely and the media loses its main role. There’s obviously
no adventure when repetition is involved and when there is a confrontation with the
unknown, the emotional immersion is a full part of the story.



Joan Leandre, media translator and inter-
preter, has been a member of the OVNI
Archives since 1992. Between the years
1994 and 1996 Leandre worked in the media
interruption / continuity Analog Series MAP
(Mega Assemble Project), Zero Foundation
and Serial Monuments. From 1995 until 1997
he worked on the Oigo Rom Mega Assemble
Project, and was later involved in the Presi-
dent Archives node. In 1999 he developed
some software reversing techniques using
commercial digital-distraction products such
as computer games resulting in the series
retroyou RC Fuck the Gravity Code, retroyou
RC Butterfly Overflow and retroyou nostal(G)
Phoenix West. Some unfinished projects are

Deep Boot and the long ongoing series ret-
royou nostalg2. Other collective projects in-
clude the Babylon Archives and Velvet Strike.
Leandre is now developing the impossible ‘In
the Name of Kernel’ series, a desperate effort
to escape the mass media nonsense gravity
sphere in search of the true unknown.

www.retroyou.org

Joan Leandre

Joan Leandre ubersetzt und interpretiert Medien. Er ist Mitglied der

OVNI Archive seit 1992. Zwischen 1994 und 1996 arbeitete Leandre bei
der media interruption / continuity Analog Series MAP (Mega Assemble
Project), Zero Foundation und Serial Monuments. Von 1995 bis 1997 arbei-
tete er am Oigo Rom Mega Assemble Project, und war spéter befasst mit
dem President Archives Knoten. 1999 entwickelte er einige Umkehrtech-
niken fir Software, die von kommerziellen digitalen Ablenkungsprodukten
wie Computerspielen benutzt wird, was die Serien retroyou RC Fuck

the Gravity Code, retroyou RC Butterfly Overflow und retroyou nostal(G)
Phoenix West zum Ergebnis hatte. Einige seiner unvollendeten Projekte
sind Deep Boot sowie das Langzeitprojekt refroyou nostalg2. Andere
kollektive Projekte umfassen die Babylon Archives und Velvet Strike.
Gegenwartig entwickelt Leandre die unmdgliche ‘In the Name of Kernel’
Serie, eine verzweifelte Bemihung, auf der Suche nach dem wahrhaft
Unbekannten dem Gravitationsbereich des Unsinns der Massenmedien zu
entkommen.

www.retroyou.org







A video camera records the hands of a person organising strips of paper on
a table. The whiteness of the blank paper triggers micro mirrors that orient a
section of a photographic image on a screen. These micro mirrors, activated
by a video source, open up ‘photographic windows’. With his Memory Cone,
Julien Maire invites us first of all to explore the nature of the grain in the image
and question its apparent motionlessness. The installation functions as a
laboratory for probing the material qualities of a mediated image.

The status of the image in Memory Cone can neither be described as a pho-
tograph, nor a slide, nor a video nor film still. A video-image without pixels?
A quietly vibrating photograph? The projection of the white paper fragments
seems neither purely digital nor analogue. Julien Maire prefers a conflation,
or hybridisation, to a simple opposition. In Memory Cone, the combination
of visual sources provokes the awareness of different generations of images.
When participating in this heuristic process, the viewer turns into a media-
archaeologist.

Whereas consumer electronics become increasingly smaller and at the
same time continue to expand their memory capacity, Julien Maire celebrates
the sheer materiality of a deconstructivist display, foregrounding the whole
configuration of machines necessary for the production of a limited number
of images. In sharp contrast with the daily visual overkill, polluting our con-
sciousness without making lasting impressions, Julien Maire cultivates the
slow process of image recuperation.

Eine Videokamera filmt die Hande einer Person, die auf einem Tisch Papierstreifen
ordnet. Die weiBen Flachen des leeren Papiers steuern Mikrospiegel, die Segmente
einer auf eine Leinwand projizierten Fotografie ausrichten. Die Mikrospiegel werden
von einer Videoquelle aktiviert und 6ffnen ,fotografische Fenster'. Mit seiner Arbeit
Memory Cone ladt uns Julien Maire dazu ein, die Eigenschaften der Kérnung von
Bildern zu erkunden und deren scheinbare Bewegungslosigkeit zu hinterfragen. Die
Installation fungiert dabei als ein Laboratorium, in dem die materielle Beschaffenheit
des medialen Bildes untersucht wird.

Der Zustand der Bilder in Memory Cone ist weder als Fotografie oder als Dia, noch
als Video- oder Filmstill richtig beschrieben. Ein Videobild ohne Pixel? Eine leise
vibrierende Fotografie? Die Projektion auf den weiBen Papierfragmenten scheint
weder auschlieBlich digital, noch analog. Julien Maire bevorzugt die Verschmelzung,
oder Hybridisierung, gegenuber der Kontrastierung. Die Kombination der visuellen
Quellen in Memory Cone macht aufmerksam gegentber den unterschiedlichen Ge-
nerationen von Bildern. Sobald der Besucher in diesen heuristischen Prozess eintritt,
wird er automatisch zum Medienarch&ologen.

Waéahrend Konsumenten-Elektronik immer kleiner und gleichzeitig ihr Speicher-
vermdgen immer gréBer wird, zelebriert Julien Maire die schiere Materialitét des
dekonstruktivistischen Displays, und riickt den ganzen Aufbau der Maschinen, der
notwenig ist, um ein paar wenige Bilder zu erzeugen, in den Vordergrund. Im schar-
fen Gegensatz zu dem téaglichen visuellen UbermaB, das unser Bewusstsein belastet
ohne einen bleibenden Eindruck zu hinterlassen, kultiviert Julien Maire den langsa-
men Prozess der Wiedergewinnung des Bildes.

Memory Cone has been initiated by DOCK Berlin e.V. and produced by STUK Leuven (Artefact festival) and Group T.
Memory Cone wurde initiiert von DOCK Berlin e.V. und produziert von STUK Leuven (Artefact festival) und Group T.



Julien Maire Memory Cone Photo courtesy Artefact STUK Leuven




The aesthetic problem with electronics and mechanics is very important
for me: I try to find an aesthetic way of working with the materials I’'m us-
ing. The way they are built and the construction solution must fit with the
idea of the piece and must reflect its meaning... In this sense, the easiest
way to do it is not always the best: | avoid the standard use of electronic
materials as much as possible.

| like the setup of the exploding machines, because they turn the inside
of the machine out. Some part of the hardware can be taken away, some

m other parts can be isolated and set up in the front and they suddenly
become a main actor in the installation.

For example, in a previous work called Exploding Camera, | took all the
elements of a video camera apart and assembled them in such a way that
you could still see what their (separate) function was. This is my look into
the machine.

| very much identify with Claude Lévi-Strauss’ notion of the ‘bricoleur’
who creates improvised structures by appropriating pre-existing materi-
als. The practice of ‘bricolage’ can be seen as operating through several
key transformations: addition, deletion, substitution and transposition.
The bricoleur approximates ‘the savage mind’ and the engineer approxi-
mates the scientific mind. Still the word ‘bricolage’ is normally used in

a very derogatory way — either you are a professional, or you are a bri-
coleur... But | totally accepted that after a while, and I like it because I’'m
actually not trying to do anything new or better, I’'m remixing pre-existing
things and technologies that are not made to work together, that is what
makes the work new.

The piece is mainly about time, about different times that have to be superimposed. There
is the ‘real-time’ (present) and there is the time of the photograph, which is more connect-
ed to the idea of the archive (past) and which is a visible and tangible medium in opposi-
tion to the invisible digitally stored image.

Real-time in many media installations is usually about being fast, using computers that
are as fast as possible to simulate the ‘real time’ in the best way they can. Paradoxically,

it means that ‘real-time’ tries to reach the static state of ‘presence’ by increasing the
speed! High-speed cameras are also working with the same paradox. For me, it is a very
important point: the lie of all the moving images. We are an entity of movement and not the
infinity of a cut in time. (Zeno’s paradox is very helpful to understand what | mean: Zeno
abolishes motion saying: ‘What is in motion moves neither in the place it is in, nor in one
in which it is not.’)

In almost all my works, | try to find a system for portraying the ambiguous relationship
that exists between reality, moving images and still images.



|
n
| always bring together and condense different levels of time in an image. For exam-
ple in Demi-Pas there are cuts through the images on their different levels and you
see that they are only inside the projector, and suddenly the real-time of the place
and the time of the projector overlap, resulting in a momentary concurrence of time.
The audience then has to work out these different time scopes.

Memory Cone uses optical processes that mix a slide projection with a video projec-
tion without using a computer: the presence of the spectator and his simple interac-
tion represent the ‘real time’.

The interactive aspect in the piece is very simple. Still, the visitor actually becomes
part of the overall image. So it is more a performative work, where the interaction of
the individual is an integral part of the functioning of the work. The work is probably
not so much interactive, but rather participative.

The interest of the piece is more in the comprehension of what your presence
means! Your presence is filmed and you become a moving image, the moving image
opens a window that shows part of a still image projected in the room: a photo-
graphic memory is always present, but invisible until you decide to re-project it: your
movement triggers the view of the immobility!

The title refers to the notion of the ‘memory cone’ described by Henri Bergson in his
book Matter and Memory. | don’t know why, but | had this figure in mind for a very long
time. The figure drawn by Bergson could be an optical setup, or an acoustic setup. It is
really about the idea of sharp/unsharp, where the end of the cone is actually sharp/in
focus and the rest of the cone is out of focus. Since | work with film material very often
and on different levels, this idea of the inverted (light) cone was great...

Technically, | was taking the light processing technology and connecting it to the idea

of Bergson (there is actually a good description in a text by Edwin Carels about thatin a
forthcoming catalogue about my work). Anyway, | was trying to work out the difference
between human memory and the memory of the computer — which, of course, function
very differently. One distinguishes between 1s and 0s; the other arranges the memory
and the access to it in an entirely different way, with no such clear or sharp distinction
between the individual bits that make up the memory. This Memory Cone is part of a
series of several memory stations which | have built, and some others are still in develop-
ment. They make an attempt to describe how an image may be functioning inside your
own head and how you recover it.

The piece is more of a metaphorical machine that doesn’t deal so much with specific
memories. Until now | have used anonymous memories (anonymous pictures). | have a
large collection of slides (I buy them at the flea market here and there) and | have also
used some pictures from Sebastien Koeppel’s slide collection in Brussels. | think anony-
mous pictures are universal in the way that they could be the memories of anybody.

The technical process of Memory Cone establishes a small moment of astonishment that
changes the perspective and creates the actual involvement in the image even if they
are not your own memories... Memory Cone can also only display a portion of the image
at one time. To reconstruct the whole image you have no other solution than to use your
memory: it’s a process of persistence of vision...

| think it’s important to understand and to find another way to
construct different perspectives of time and image composition.
I’m not interested in pre-existing technical solutions, but | use
them as a reference. Since machines are closed and look for

a well-defined and common use, the problem is to make them
permeable again: it’s what we called ‘reverse engineering’. The
concept of reverse engineering (also called ‘hacking’) allows
you to enter the machine and to change it.

In Memory Cone | have tried to change the technology of the
setup so that it would work a little bit like the brain. | have mixed
two generations of projection systems (analogue and digital)

to project a hybrid image: the image is a perfect mix, but it is
incomplete, never totally sharp, like the images that we partially
remember in our brains... But what is more important is that we
experiment with a totally unstable and fragile projection system
and look at a non-recordable image.

I’m not sure how critical of technology | would be, I’'m certainly
very fascinated by it. I'm more looking for a new type of expres-
sion that shows what is missing in the classic recorded image.



Julien Maire
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In her latest project, Seiko Mikami addresses the relationship
between human and machine agents. A matrix of sensors, mini
spotlights and surveillance cameras is arranged across the
space and follows the movements of visitors. Every movement
a viewer makes sets off a response from a whole swarm of small
surveillance units, each using their stepper motors to find the
right position for pointing at the body present in the room. An
uneasy dialogue may evolve in which the visitor looks for strate-
gies to either confuse the machine sensing system, or become
completely invisible by standing still.

There are three parts to this work; the first and second part are
being shown in the TRUST exhibition. The first part, Wriggling
Wall Units consists of 180 devices distributed across a wall. As
soon as a visitor enters the area in front of the wall, the devices’
heads start blinking. They move in the direction of the visitor in
synch like an insect’s tentacles. Highly sensitive cameras and
microphones able to detect motion and sound beyond human
perception record the visitors’ actions and send the recorded
images and sounds to an integrated database. From there they
are transmitted to Compound Eye Detector Screen.

Compound Eye Detector Screen is the second part of the work,
and this image is like facets of an insect’s compound eye; count-
less hexagonal parts make up one large screen. Accumulated
visual data in the database from wall cameras, as well as data
collected by surveillance cameras installed in public spaces
around the globe, are projected onto the single facets that form
this screen. Detailed real-time images of visitors’ skin, eyes and
hair are projected onto the screen facets where they are mixed
with pre-recorded footage of other people and with surveillance
images recorded at public places such as airports, parks, hall-
ways and crowded streets from around the world. The accumu-
lating compound eye can be considered a device that illustrates
the automatic generation of desire, (data) based on information
collected in contemporary information/surveillance society.

Desire of Code was commissioned by YCAM/Yamaguchi Center for Arts and Media.
Desire of Code wurde von YCAM/Yamaguchi Center for Arts and Media in Auftrag gegeben.

Progr ing Comp Eye D Screen: Norimichi Hirakawa
Hardware Wriggling Wall: TAKEGAHARASEKKEI

Curator (YCAM): Kazunao Abe

Co-developed with YCAM InterLab

Technical direction: Soichiro Mihara
Technical direction: Richi Owaki
Sound programming: Satoshi Hama




In ihrem neuesten Projekt beschéftigt sich Seiko Mikami mit
der Beziehung menschlicher und maschinischer Akteure. Eine
Matrix von Sensoren, Mini-Spotlights und Uberwachungska-
meras, die Uber den Raum verteilt angeordnet ist, verfolgt die
Bewegungen der Besucher. Jede Bewegung eines Besuchers
I6st die Reaktion eines ganzen Schwarms kleiner Uberwa-
chungseinheiten aus, von denen jede mit ihren Schrittmotoren
die richtige Position des im Raum befindlichen Kérpers sucht.
Ein unbehaglicher Dialog kdnnte sich daraus entspinnen, in
dem der Besucher entweder nach Strategien sucht, das
sensorische System der Maschinen zu verwirren, oder durch
Stillstehen einfach unsichtbar zu werden.

Die Arbeit besteht aus drei Teilen; der erste und der zweite
Teil werden in der TRUST Ausstellung gezeigt. Der erste Tell,
Wriggling Wall Units, besteht aus 180 auf einer Wand verteilten
Einheiten. Sobald ein Besucher den Bereich vor der Wand
betritt, beginnen die Einheiten an ihrer Spitze zu blinken. Sie
bewegen sich synchron in die Richtung des Besuchers, wie
die Tentakel eines Insekts. Hochempfindliche Kameras und
Mikrofone, die in der Lage sind, Bewegungen und Gerdusche
jenseits der menschlichen Wahrnehmung zu erfassen, zeich-
nen die Aktionen der Besucher auf und senden diese Bilder
und Téne an eine integrierte Datenbank. Von dort aus werden
sie an den Compound Eye Detector Screen libertragen.

Compound Eye Detector Screen ist der zweite Teil der Arbeit,
wobei seine Erscheinung den Facetten des Netzauges eines
Insekts &hnelt; unzahlige hexagonale Elemente bilden einen
groBen Schirm. Die in der Datenbank angesammelten visuel-
len Daten der Wandkameras werden zusammen mit Bildern
von Uberwachungskameras auf éffentlichen Platzen aus aller
Welt auf die einzelnen Facetten projiziert, die diesen Schirm
bilden. Dabei werden detailreiche Echtzeitbilder von Haut,
Augen und Haaren der Besucher auf die Facetten projiziert
und mit vorproduziertem Bildmaterial von Uberwachungskame-
ras aus Flughafen, Parks, Korridoren und Uberflllten StraBen
gemischt. Das akkumulierende Netzauge kann als Instrument
angesehen werden, das die automatische Erzeugung von
(Daten-)Begierde illustriert, auf Information basierend, die in
der zeitgendssischen Informations- und Uberwachungsgesell-
schaft gesammelt wurde.



In Wriggling Wall Units fifteen multiple viewpoint cameras with monitoring systems are
installed amongst ninety arms which simultaneously record the space the videos are sent to
a database of the compound-eye images which feeds the sixty-one cells/units of the Com-
pound Eye Detector Screen. Intermingled on the screen are not only multi-view images of the
scene but also archive images accumulated in the past, some selected images of face recog-
nition, partially analyzed, and surveillance images from public spaces all over the world fed
onto the web. Thus, all the images and sound in Desire of Code is created by you — the instal-
lation audience. The multiple images are created from data that has been introduced into the
system by you. That is why it feels a little as if you are being taken care of. Also these moving
units produce insect-like sounds that seem to make people think of the forest which is calm-
ing and makes them comfortable.

Desire of Code has a double ontological theme relating
to the boundaries of ‘individuality’ in public and private
existence: ‘the body of data’ and ‘the physical body’. The
work represents the blurring of the boundaries of this
contemporary state. For me, ‘code’ is, in the information
society, an accelerating desire. Swirling desires. Your
data, reflected, exposed, analyzed and rewritten, are
present and labelled in the double helix. ‘Code’ has ‘De-
sire’ and ‘Desire’ has ‘Code’.

The first interactive installation idea was to build life-like mosquitoes or flies
and to let viewers walk through hundreds of small, camera-equipped flying ma-
chines. However, a tight budget and the technicalities of wireless flying made

it difficult. These machines, attached to the wall, are a more realistic approach.
The improved version was a little slow in coming because | had another work
called gravicells showing internationally at the same time. Basically the former
version is on a smaller scale and there is no compound-eye screen.

6 Multiperspective Search Arms is being shown at the Kiinst-
lerhaus Vienna from 5 August to 20 September 2010. If you
have time, please see it.

These ‘search arms’ are also related to and a part of Desire
of Code. The wall cameras film from the side, but these arm
cameras film from above, to trap you — the six robotic search
arms resembling tentacles are suspended from the ceiling.
Cameras and projectors mounted onto the ends of these
arms keep recording and projecting images while the arms
follow the movements of visitors. A visitor who enters the ex-
hibition space is detected and recorded by the robotic arms,
and eventually confronted with enlarged images of him- or
herself projected onto the floor. The images and the behav-
iours of the ‘search arms’ are at the same time transmitted to
the database, all of which is then updated in the soundscape
of the installation.

Superdirective microphones are installed at several points in the exhibition
area and | record every sound occurring in the space. Voices and other nois-
es generated by visitors, as well as the artworks’ own mechanical sounds,
are mixed on a recombined time axis to create the soundtrack for this instal-
lation. The behaviours’ respective elements trigger all previously recorded
sound data accumulated up to the present point, and these components
keep forming a constantly updated sonic environment. We can’t hear how
our own voices sound because what we hear is conducted through our
bones, so it sounds a little strange. In this installation, you will faintly hear
fragments of your own voice from a few minutes ago.



Seiko Mikami

Seiko Mikami is an artist living and working in Tokyo. She
has been showing large-scale installations themed on infor-
mation society and the human body since the 1980s. Since
the nineties most of her works have been interactive media
art installations incorporating human perception, such as
the eye tracking project Molecular Informatics at Canon
ARTLAB, the acoustic sense and inner body sound project in
ICC’s permanent collection, and gravicells, on the theme of
the gravity, ‘the sixth sense,” at YCAM. Her works have been
exhibited at many galleries in Europe and the USA, includ-
ing the Miro Museum in Spain, Musée des Beaux Arts de
Nantes, and Kulturhuset in Sweden. She has also exhibited
work at media art festivals around the world — DEAF in Rot-
terdam, transmediale in Berlin, the SHARE FESTIVAL, Italy,
Ars Electronica Linz, MoisMulti, Quebec, the Digital Culture
Festival, UK, and many others. Mikami is currently Professor
of Media Art at Tama Art University.

Seiko Mikami ist eine in Tokio lebende Kinstlerin. Seit
den 1980er Jahren arbeitet sie in groBformatigen Instal-
lationen Uber das Thema der Informationsgesellschaft
und des menschlichen Kérpers. Seit den 1990ern waren
die meisten ihrer Arbeiten interaktive Medienkunstins-
tallationen, die menschliche Wahrnehmung einbeziehen,
wie etwa das Eye Tracking Projekt Molecular Informatics
am Canon ARTLAB, ihr Projekt tiber den Hérsinn und
Gerausche im Innern des Kérpers, das sich in der Samm-
lung des ICC befindet, und gravicells Gber das Thema
der Schwerkraft als ,sechstem Sinn‘ beim YCAM. lhre
Arbeit wurde an zahlreichen Orten in Europa und den
USA gezeigt, darunter im Miro Museum in Spanien, im
Musée des Beaux Arts de Nantes und im Kulturhuset in
Schweden. Daneben nahm sie weltweit an Medienkunst-
festivals teil, wie DEAF in Rotterdam, transmediale in
Berlin, SHARE FESTIVAL, ltalien, Ars Electronica Linz,
MoisMulti, Quebec, Digital Culture Festival, GroBbri-
tannien, und vielen anderen. Gegenwartig ist Mikami
Professorin fur Medienkunst an der Tama Art University.







The images in Mohaiemen'’s slides show re-stagings of
the interstices between political life, surveillance, and
the media, in a globalised world. They display a skewed
glance at reality from the perspective of shadow puppet
theater. Military camps, building demolitions, wall slo-
gans, demonstrations, and personal details merge into
a narrative about the foundations of distrust in digital
culture.

Die Bilder in Mohaiemens Dias zeigen Neuinszenierungen von Zwischenrdumen
zwischen politischem Alltag, Uberwachung und Medien in einer globalisierten Welt.
Es ist ein verdrehter Blick, der die Wirklichkeit aus der Perspektive eines Puppen-
schattenspiels betrachtet. Militérlager, Abrissgeb&ude, Wandparolen, Demonstrati-
onen und personliche Details verschmelzen zu einer Geschichte tber die Grundla-
gen von Vertrauen und Misstrauen in der digitalen Kultur.

Sound: Kaffe Matthews



Naeem Mohaiemen
Otondro Prohori, Guarding Who

Naeem Mohaiemen Otondro Prohori, Guarding Who




I’ll wait to have an audience walk into portions of this project and see what
they draw out of it. The universal will come out with a little bit of serendip-

ity, I’'d rather not force-feed or produce a summary. Otondro of course came
out of a specific context, the military government that ran Bangladesh for two
years (2007-2008), and the ensuing meltdown in our lives over that period. It
was a repetition of a pattern Asia had seen many times before (the benevolent
strongman, we will only be here for few years, for the greater good, we had

no choice, we did not want this but were compelled...). It also echoed strands
that appear in mutated forms in many familiar contexts: country, nationalism,
histories, borders and unintentional comedy.

Actually the work is often taken to be precise because there’s so
much text in my work, which seems to trigger the idea of factual
descriptions or journalism. But because the specific histories | re-
search are not excavated, even when there is an amount of whimsy
or invention, it’s not clearly grasped. People don’t know which
portions of the narrative are fiction, and that makes things slip out
of reach.

Well | think the continuous migration of clashing
practices into the visual arts over the last decade has
already created one such media ecology. If you look at
an instance like Rags Media Collective’s co-curation of
the last Manifesta Biennial, there’s a collision of many
different disciplines and forms, in a fairly energetic
way, that creates space for my peer group.

Family and friends. The novel as a form that will outlast gimmicks.

MRI scans (sometimes). Glass bottles for water. The last thought
before going to bed.

Naeem Mohaiemen

Back to elections. Back to democracy.
The new normal. Mission accomplished.

But the residues are still here. A temporary camp for highway con-
struction. Phantom investor. New chairman. List of approved guests.
Shadow falls.

A theorist talks about the architecture of occupation, hollow land.
But security presence in Asia is subtle. Suit tie coat bideshi degree.
Think tanks, seminars, conferences, talk shows, newspapers. Eve-
ryone has an opinion on the century’s obsession. War against an
invisible enemy.

They tell us, we know all the answers. How to catch them, inside
and outside borders. How to keep them out. Facial hair, surname,
skin hue, city of birth, passport - the full spectrum domination of
motivation recognition. It’s not who you are, it’s who we say you are.

Dhaka is now inside a security zone bubble. Will democracy re-
move the steel wire barricades and midnight checks on Dhanmondi
Bridge? On the day after the state of emergency was lifted, | saw a
homeless woman drying her family clothes on that same wire bar-
ricade. A sweet, fleeting moment. But a few days later, the barricades
were back in action. The demand for ID, the sudden stop and search,
the rummaging inside your camera bag, the interrogation. Eto raat e
beriyechen keno? Janen na din-kal kharap?

| feel a searing nostalgia for open space, a time before these
‘temporary’ structures. Temporary camps that never leave. It’s all to
make you safe and secure. Safe from what?

A long pause.

Yourself, your weaker side, your politics, your affiliations, your night-
mares, your ideology, your rights, your friends and neighbors.

Your dreams.



October 2006

Dhaka is ripped open by ferocious street battles between the
two main political parties, the Bangladesh Nationalist Party
(BNP) and the Awami League (AL). At issue is whether the ruling
BNP will allow fair elections.

November 2006

Grameen Bank’s Muhammad Yunus arrives in Oslo to receive
the Nobel Peace Prize. He is the third Bengali to win a Nobel,
after Rabindranath Tagore in 1913 and Amartya Sen in 1998, but
the first from Bangladesh (the other two laureates are techni-
cally ‘Indian’).

January 2007

United Nations representatives send a letter stating that if the
Bangladesh Army supervises any ‘controversial’ elections
under the BNP government, they could lose UN peacekeeping
quotas. Bangladesh is the largest supplier of soldiers to UN
blue-hats.

On January 11th (1/11), the Army declares a state of emergen-
cy, removes the civilian administration and forms a ‘Caretaker
Government’. It is Bangladesh's third military government after
1975 and 1982.

February 2007

Among the army's new austerity measures is the requirement to

have all lights out by 8 pm to save electricity. Officials arrive at

the Public Library to eject people and enforce the new law.
Muhammad Yunus announces he will form a ‘third platform’

and run for President. He is seen as tainted by association

with the military government and meets a boycott on university

campuses.

April 2007

As Yunus continues to travel all over the world for post-Nobel
events, he is described as ‘out of touch’ by local media. Seem-
ingly rejected by the intelligentsia as well, he abandons his
political bid.

May 2007

CNN stringer Tasneem Khalil is picked up by military intel-
ligence for writing against the army. His wife fears he is being
tortured and an international appeal is launched.

Two days after his arrest, Tasneem is released. He goes into
hiding while his newspaper editor negotiates to have his pass-
port returned.

Interrogators selectively leak contents of Tasneem's computer
and allege that he is funded by anti-army politicians. Jonotar
Chokh (‘Eyes of the People’) publishes cover story ‘Laptop Con-
spiracy to Overthrow Government’.

June 2007

Tasneem's passport is returned. He flees into exile in Sweden
and has never returned to Bangladesh since.

July 2007

Caretaker Government escalates arrest campaign against politi-
cians, culminating in the midnight arrest of AL leader Sheikh
Hasina. Her rival, Khaleda Zia of the BNP, remains outside jail.

August 2007

A confrontation between soldiers and university students, at a
football match, escalates into rioting that spreads across the
country.

After days of student riots, the army backs down and vacates
the campus. It is a costly loss for the regime and the beginning
of the end for the Caretaker Government.

September 2007

Khaleda Zia is arrested, along with her sons who are considered
the kingpins of Bangladesh politics. The move is seen as bring-
ing parity of arrests, as leaders of both parties are now in jail.



December 2007

The army bulldozer campaign against illegal buildings hits a
major snag with the infamous Rangs Building. After a floor
collapses, bodies of demolition workers killed in the accident
are trapped in rubble for almost a week. As bodies decompose,
the press talks ‘omens’.

January 2008

Although the Caretaker Government began with a ‘war on cor-
ruption,” rumors become popular that the money trail is reach-
ing army officers as well. Civilian gossip encompasses institu-
tions like Trust Filling, the army-welfare-trust run gas station.

June 2008

Military regime releases Sheikh Hasina after sustained inter-
national campaign. Part of the media debate leading up to her
release is whether she is suffering slow poisoning from prison
food.

August 2008

The medical community is in turmoil as the MRI scan of
Khaleda's son Tarique Zia becomes a key exhibit in a war of
words. At issue is whether the scan shows he was tortured
in custody, or that he had an old spinal injury.

September 2008

Military regime releases Khaleda Zia, and her two sons are
allowed to leave the country. Negotiations begin to return power
to elected officials, which includes implicit assurance that there
will be no trials of military officers.

December 2008

Sheikh Hasina's Awami League wins a landslide victory in Army-
supervised elections. The rightist BNP and the Islamist Jamaat
e Islami are reduced to a small minority in Parliament.

February 2009

The new government faces its’ biggest crisis when a mutiny
erupts at the headquarters of the border guards, Bangladesh
Rifles (BDR). While negotiators meet with mutiny leaders,
behind the scenes the rebels hunt down and kill their senior
army officers inside the barricaded headquarters.

The final grisly death toll from the BDR massacre is 81, almost
all senior army officers. A national debate erupts over whether
the Army should have been allowed to capture the headquarters
by force.

Army officers, reeling with grief, have an angry exchange with
Prime Minister Hasina during a closed-door meeting, clandes-
tine recordings of which are leaked. The government temporar-
ily bans YouTube to prevent the tapes from circulating.

April 2010

Interrogation of arrested BDR soldiers yield no conclusive evi-
dence of a ‘foreign link’. 56 rebels die while in custody, but they
are classified as ‘heart attack’.

May 2010

After a year of allegations of foreign conspiracy, the govern-
ment seems to conclude that the BDR rebellion was over basic
grievances of salary, ration and promotion. However, investiga-
tors are still mystified by the brutal killing spree.

July 2010

After legal debates over whether the mutineers would be tried
in civil or military court, the government finally brings charges
against 824 soldiers. Death sentences are expected.

In an attempt to remove the stigma of the rebellion, the border
guards get a new name and uniform. No word yet on whether
their slogan will change. It is currently ‘Otondro Prohori’—never
sleeping, always on guard.



Naeem Mohaiemen is an artist and writer working in Dhaka and New York.
He uses text, photography and video to explore histories of the interna-
tional left and utopia-dystopia slippage. Mohaiemen’s projects have been
shown at venues including Gallery Chitrak (Dhaka), Experimenter (Kolkata),
Third Line (Dubai), Ashkal Alwan (Beirut), Queens Museum of Art (New
York), Shedhalle (Zurich) and the Finnish Museum of Photography. He or-
ganised the Visible Collective, a group of artists, lawyers and activists who
had a video project shown at the 2004 Whitney Biennial (‘Wrong Gallery’).
Excerpts from his current research on 1970s ultra-left movements will be
shown at the 2011 Sharjah Biennial.

Naeem also works on activist projects in Bangladesh. He writes on reli-
gious and ethnic minorities in the Ain Salish Kendro Annual Report (askbd.
org) and the Daily Star newspaper (thedailystar.net). Working between two
countries, this work explores contradictions between Bengalis in marginal
migrant status in northern countries, and majoritarian (and authoritarian)
status inside Bangladesh. As part of this work, his film Muslims or Her-
etics: My Camera Can Lie was screened for an ancillary meeting of the EU
Human Rights Commission at the UK House of Lords.

His essays include ‘Everybody Wants To Be Singapore’ (Carlos

Motta’s La Buena Vida/Democracy, 08), ‘AdMan Blues’ (Indian
Highway, Hans Ulrich Obrist, Serpentine Gallery, UK. 08),
‘Fear of Muslim Planet: Hip Hop & Islam’ (Sound Unbound,
MIT Press, Paul Miller ed. 08), ‘Mujtaba Ali: Amphibian Man’
(Manifesta 7, European Biennial, Rana Dasgupta ed., Trentino.
08), ‘These Guys Are Artists & Who Gives A Shit’ (Jamini
Journal, Dhaka. 07), ‘Beirut, Silver Porsche lllusion’ (Men of
the Global South, Zed Books. 06), ‘Why Mahmud Can’t Be a
Pilot’ (Nobody Passes, Seal Press. 06), ‘Enigma of Transit’
(The Book of Bangladeshi Fiction. 06), the book Collectives in
Atomised Time (with Doug Ashford, Idensitat Press. 09), and
the comic ‘No Exit’ (with Glenn Urieta, Secret Identities: Asian
Superhero Comics, New Press, 09).

Naeem studied economics and history, and was awarded a
Thomas Watson Fellowship to make an oral history of the 1971
Bangladesh genocide.

shobak.org

Naeem Mohaiemen

Naeem Mohaiemen ist ein in Dhaka und New York lebender Kuinstler
und Autor. Mit Text, Fotografie und Video erkundet er die Geschichte
der internationalen Linken und das Entgleiten von Utopie und Dystopie.

Mohaiemens Projekte wurden unter anderem gezeigt bei Gallery
Chitrak (Dhaka), Experimenter (Kolkata), Third Line (Dubai), Ashkal
Alwan (Beirut), Queens Museum of Art (New York), Shedhalle (Zirich)
und im Finnischen Fotografiemuseum. Er war einer der Organisatoren
des Visible Collectives, einer Gruppe von Kinstlern, Aktivisten und
Anwaélten, die mit einem Videoprojekt bei der Whitney Biennale 2004
(,Wrong Gallery‘) vertreten war. Auszlige aus seiner aktuellen For-
schung Uber ultralinke Bewegungen der 1970er Jahre werden bei der
Sharjah Biennale 2011 gezeigt.

Naeem Mohaiemen arbeitet ebenfalls an aktivistischen Projekten in
Bangladesch. Er schreibt tber religése und ethnische Minderheiten im
Ain Salish Kendro Annual Report (askbd.org) und in der Tageszeitung
Daily Star (thedailystar.net). In seiner Arbeit zwischen zwei unter-
schiedlichen Landern untersucht er die Widerspruche zwischen dem
marginalisierten Migrantenstatus von Bengalis in nérdlichen Landern
und ihren mehrheitlichen (und autoritdren) Status innerhalb Bangla-
deschs. Sein Film Muslims or Heretics: My Camera Can Lie, der aus
diesem Arbeitsfeld stammt, wurde anlasslich einer Begleitkonferenz
der EU Menschenrechtskommission im britischen Oberhaus gezeigt.

Jungste Essays umfassen ,Everybody Wants To Be Singapore’ (Carlos Motta’s
La Buena Vida/Democracy, 08), ,AdMan Blues’ (Indian Highway, Hans Ulrich
Obrist, Serpentine Gallery, UK. 08), ,Fear of Muslim Planet: Hip Hop & Islam’
(Sound Unbound, MIT Press, Paul Miller ed. 08), ,Mujtaba Ali: Amphibian Man’
(Manifesta 7, European Biennial, Rana Dasgupta ed., Trentino. 08), ,These
Guys Are Artists & Who Gives A Shit* (Jamini Journal, Dhaka. 07), ,Beirut; Silver
Porsche lllusion’ (Men of the Global South, Zed Books. 06), Why Mahmud Can’t
Be a Pilot' (Nobody Passes, Seal Press. 06), ,Enigma of Transit (The Book of
Bangladeshi Fiction. 06), die Buchpublikation Collectives in Atomised Time (mit
Doug Ashford, Idensitat Press. 09), und der Comic ,No Exit* (mit Glenn Urieta,
Secret Identities: Asian Superhero Comics, New Press, 09).

Mohaiemen studierte Wirtschaftswissenschaften und Geschichte und
erhielt das Thomas Watson Fellowship, um die miindliche Geschichte des
Vélkermordes 1971 in Bangladesh zu untersuchen.
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Carsten Nicolai
rota

Rotating cylinder with engraved and perforated stainless steel surface, light, sound
Rotierender Zylinder mit perforierter Edelstahl-Oberflache, Lichtquelle, Klang
2009




rota, considered as an experimental work, combines scientific
research with artistic production. The installation deals with
the effects of audiovisual stimulation on human perception by
creating a stroboscopic visual effect which, depending on the
rotation speed, produces changing frequencies of flickering
light pulses that are also transformed into sound. According to
scientific research these pulses can have a direct effect on the
brain waves of the spectator causing neural feedback that can
simulate different types of mental states like trance, meditation,
relaxation and stress.

The dream and mind machines in particular, developed by
Brion Gysin during the 1950s beatnik era, which apparently
produced alpha waves to expand human consciousness, were
the inspiration for rota. The construction presents an experi-
mental set-up that allows viewers to experience in what way
light pulses might effect their own brain activity and if special
functions of the brain — like relaxation, attention, learning po-
tential and hence creativity — might potentially be controllable.

Die als Experiment zu verstehende Arbeit rota vereinigt wissenschaftliche Forschung

mit kinstlerischer Produktion. Die Installation beschéftigt sich mit den Auswirkungen
audiovisueller Stimulation auf die menschliche Wahrnehmung durch die Erzeugung eines
visuellen Effekts, der je nach Geschwindigkeit des Rotationsvorgangs verschiedene Fre-
quenzen flickernder Lichtimpulse generiert, die auch auf akustischer Ebene umgesetzt
werden. Laut wissenschaftlicher Forschungen kdnnen diese Impulse direkte Auswirkun-
gen auf die Gehirnstrdme des Zuschauers haben und somit ein neuronales Feedback
bewirken, welches unterschiedliche Zustdnde mentaler Verfassung — wie Trance, Medita-
tion, Entspannung bis hin zu Stress — hervorrufen.

Besonders die im Kontext der Beatnik-Bewegung seit den 1950er Jahren von Brion
Gysin entwickelten dream oder mind machines, welche durch die Produktion von Alpha-
Wellen eine bewusstseinserweiternde Funktion besitzen sollten, standen Pate fiir rota.
Daran angelehnt stellt die Arbeit eine Versuchsanordung bereit, welche den Zuschauer
potenziell am eigenen Leib erfahren 14Bt, inwiefern seine eigene Gehirnaktivitat durch die
Lichtimpulse beeinflussbar ist. Es ergibt sich die Frage, ob und inwiefern sich bestimmte
Funktionen des Gehirns — wie Entspannung, Aufmerksamkeit, Lernfahigkeit und damit
auch Kreativitat — potenziell steuern lassen.

Courtesy Museum der bildenden Kiinste Leipzig
and und Galerie EIGEN + ART Leipzig/Berlin.



Carsten Nicolai rota Courtesy Museum der bildenden Kiinste Leipzig and Galerie EIGEN +ART, Leipzig/Berlin Photo: Uwe Walter, Berlin




166

delta

theta

alpha

beta

gamma

0.5-4.0 hz

4.0-6.5 hz

6.5—-8.0 hz

8.0-13 hz

13-15hz

15-21 hz

21-38 hz

38 -70 hz

deep sleep
trance

early sleep phase
hypnosis
daydream

hypnosis

daydream
meditation

relaxed state of being awake
(closed eyes)

relaxed state of being awake
(open eyes)

normal to increased attention

stress
anxiety

high level excitement
hyperactivity

increased learning ability
creativity

increased concentration
and learning ability

good receptivity

good intelligence performance

rapid thoughts activity

neuronal reorganisation



When | started the work, | first had to free myself from the
fact that this flicker effect had been discussed extensively
within the beatnik generation, who of course had always
been seeking to reach psychedelic states through drug use
(given the coincidence with the early use of LSD). However,
this kind of reference is actually not helpful at all when
talking about rota. My explorations have led me to results
from scientific research about this flicker effect, which is
well known and well defined, where the interweaving of the
stimulation of the so called alpha waves of the brain and
the synchronisation of these alpha waves is not only made
up in the artistic context, but is very much established in
the scientific context. Yet, no further research really exists
outside of specific neurological disorder patterns, like
epilepsy for example. | have consulted a few scientists spe-
cifically about these effects and they have confirmed that
these effects do exist in such a way that they may evoke
psychedelic and hypnotic states, but also other states too.
And my focus was on these other states, which are not only
stress, but also increased learning attention. | was inter-
ested in the fact that these stimuli are being brought back
into consciousness, not only into artistic consciousness,
but into scientific consciousness too. The work itself was
first presented in the Schering Stiftung, which explores
this symbiosis of science and culture. In this context |
wanted to create an occasion for inspiration or attention to
these flicker effects, because there is very little scientific
research to it, and because there are very few opportunities
to make use of these effects in a positive way.

In principle one can assume that people are different, and that they react to
these effects in very different ways — some react very strongly, others not
at all. | have experienced myself, after a few times of being exposed to the
effect, that it does have quite an impact. That is what | also like about the
work, that you cannot assume the same conditions. Every person has a dif-
ferent perception, so that the degree of constancy we may know from visual
media or from the written word, or even from music, does not exist in this
case. This of course shows the boundaries and the depth and the individual
dissimilarity of perception. This is very important for me in the context of
this work.

[ | | think the answer to the question is very simple. One has to
trust things and take the time with any artwork. If one opens up
and engages with the artwork, one can experience things that
wouldn’t be possible to experience without that commitment.
Otherwise nothing much would be happening. But it is of course
left to everybody to decide in how far they want to be affected.

In the first place the work is a sculpture that is reviving a topic which dis-
appeared forty years ago. It had been washed out and perhaps had been
ascribed too much to drug or music contexts. That is why the work is so
important to me, to show how little we know about the phenomenon and
how much could still be done. And here | see approaches where teams of
artists and scientists could work collaboratively in the future.



Carsten Nicolai, born 1965 in Karl-Marx-Stadt, is part of an
artist generation that works intensively in the transitional
area between art and science. As a visual artist Nicolai
seeks to overcome the separation of the art forms and gen-
res through a holistic approach. He strives to overcome the
separation of the sense perceptions by, for example, mak-
ing sound and light frequencies perceivable for both eyes

and ears, to sensitise the viewer to the connection of the
different sensory levels. Other aspects of his works include
the integration of error and chance as well as the implemen-
tation of mathematical, physical or natural phenomena and
theories. He also has a special interest in so-called self-
organising processes like the growing of snow crystals.

Following participation in major international ex-
hibitions like documenta X and the 49th and 50th
Venice Biennial, Nicolai’s works were shown in
two comprehensive solo exhibitions at Schirn
Kunsthalle Frankfurt, Germany (anti reflex) and
at Neue Nationalgalerie in Berlin, Germany (syn
chron) in 2005. In 2007 he had further extensive
shows in Zurich and New York. For several years

Carsten Nicolai, 1965 in Karl-Marx-Stadt geboren, gehért zu
einer Kiinstlergeneration, die intensiv in den Ubergangsberei-
chen zwischen Kunst und Wissenschaft arbeitet. Als bildender
Kinstler sucht Nicolai die Trennung der Kunstformen und
Genres zu Uberwinden, indem er um einen holistischen kiinst-
lerischen Ansatz bemiuiht ist. Daher versucht er, die Separation
sinnlicher Wahrnehmungen zu uberwinden, indem er etwa
Klang- und Lichtfrequenzen fur Augen und Ohren wahrnehmbar
macht, um das Publikum fur die Verbindung der verschiedenen
Wahrnehmungsebenen zu sensibilisieren. Weitere Aspekte sei-
ner Arbeit beinhalten die Integration von Fehlern und Zuféllen
sowie das Implementieren mathematischer, physikalischer und
natirlicher Phdnomene und Theorien. Ein besonderes Inter-
esse legt er auf sogenannte selbstorganisierende Prozesse,
beispielsweise das Zlichten von Schneekristallen.

Carsten Nicolai has been experimenting with

sound under the pseudonym noto to create his Nach Teilnahmen an groBen internationalen Ausstellungen wie der

own code of signs, acoustic and v_lsual symbols. documenta X und der 49. und 50. Biennale von Venedig wurden

AS alva noto he 'Ieads t.hose experiments into the Nicolais Arbeiten 2005 in zwei umfangreichen Einzelausstellungen

field of electronic music. an der Schirn Kunsthalle Frankfurt (anti reflex) und der Neuen

www.carstennicolai.de Nationalgalerie Berlin (syn chron) gezeigt. 2007 bestritt er weite-
re ausgedehnte Ausstellungen in Zirich und New York. Carsten
Nicolai experimentiert seit vielen Jahren mit Klang unter seinem
Pseudonym noto und schafft seinen eigenen Code von Zeichen,
akustischen und visuellen Symbolen. Als alva noto fuhrt er diese
Exprimente in den Bereich der elektronischen Musik.

www.carstennicolai.de

Carsten Nicolai
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Antoine Schmitt TIME SLIP



On a public display, a news ticker continuously shows news in scrolling text.
The news items are, however, conjugated in the future tense: ‘the NASDAQ
will drop 4.3 points today,” ‘A plane will crash in Madrid killing 153 people,’
‘The Giants will crush the Red Socks 10—3’. Aside from the tense of the verbs,
all the news is completely true... TIME SLIP is a visual artwork anchored in
philosophical questionings about destiny, its potentially predetermined nature
and its causal determinism. It is also a work about free will in a universe where
time and causality can ‘slip’. It confronts the spectator with the control of his
or her own destiny. It is also a work engaging with the motifs of unpredictabil-
ity and risk, which are increasingly central in the contemporary world.

TIME SLIP is based on custom-built software that feeds from official news
agencies, changing the tense of selected news items from near past to near
future. TIME SLIP is always current. It is a programmed generative artwork.

Auf einem 6ffentlichen Display wird kontinuierlich der Text
durchlaufender Neuigkeiten eines Nachrichtentickers angezeigt.
Die Nachrichten werden dabei jedoch in lhrer Zukunftsform
konjugiert: ,Der NASDAQ wird heute um 4,3 Punkte fallen’, ,ein
Flugzeugabsturz in Madrid wird 153 Todesopfer fordern’, ,die
Giants werden die Red Socks mit 10 zu 3 auseinanderneh-
men‘. AuBer der Zeit der Verben entsprechen alle Nachrichten
vollsténdig der Wahrheit... TIME SLIP ist eine visuelle kunstle-
rische Arbeit, die philosophischen Fragen Uber Schicksalhaftig-
keit, deren potenziell vorherbestimmte Natur und ihre kausale
Bestimmung nachgeht, und am Ende auch eine Arbeit Uber
den freien Willen in einem Universum, in dem die Zeit und ihre
Ursachlichkeit entgleiten kénnen. Der Besucher wird dabei mit
der Kontrolle Uber sein eigenes Schicksal konfrontiert. Es ist
aber auch eine Arbeit tber Motive wie Unvorhersagbarkeit und
Risiko, die in der heutigen Welt eine immer zentralere Stellung
einnehmen.

TIME SLIP basiert auf einer speziell angefertigten Software,
die sich offizieller Nachrichten-Feeds von Agenturen bedient
und die Zeiten ausgewahlter Schlagzeilen von der Vergangen-
heits- in ihre Zukunftsform andert. TIME SLIP ist immer aktuell.
Es ist eine programmiertes generatives Kunstwerk.



When confronted with TIME SLIP, the reader of the news has two
possibilities: either he already knows the news and he is then pro-
jected mentally into a past time where some oracle tells him a future
that he knows to be true (‘a bomb will kill 12 people in Moscow’ - yes,
this is true) — there is a feeling of time fuzziness. Or he or she does
not know the news yet, and she is then confronted with an oracle that
pretends to know the future and that bluntly and neutrally announces
it — creating a feeling of anxiety or of perverted absolute power. In
both cases, time is blurred, whether it is the near past or the near
future. The fundamental equation that states that the past is past and
that the future is unknown suddenly loses its solidity. This equa-

tion is the basis of one of the main forces that move us as humans:
curiosity (and its opposite, fear). By deactivating this equation, TIME
SLIP creates a feeling of deep unease. It stops us, giving us some
time to question this powerful attraction to the future.

In the installation notes, | specify that TIME SLIP should be displayed in order to look
official. The red LED version looks like a plain standard outdoor news ticker. This gives
it a neutral, almost laconic quality, that added to the fact that the vocabulary and gram-
mar of TIME SLIP exactly reflects those of the usual news, account for the fact that the
information displayed by TIME SLIP is immediately recognized as news and is imbued
with the quality of truthfulness in the viewer’s mind. At that point, the viewer has lost

— his mind is already caught up in the TIME SLIP trap. There is only one escape for the
viewer, which is to realize the vanity of this system that pretends to know the future but
that in fact, of course, does not know anything.

| analysed many media sources, focusing on the
ones that were strongly related to announcements

of general interest (rather than discussions, or futile
or specialised news): financial news, economic news,
international news. There are also some technical
constraints: the translation engine is rather simple so
only phrases in which the engine finds and knows the
verb are selected, transformed and displayed. Also all
the phrases that were already in the future tense are
dropped. This unnatural selection mechanism gives
a sense of subjectivity to the system, which seems to
select some news items and drop others, and gives it
an added ‘oracle’ sense.

TIME SLIP is subversive on two levels: first, as outlined above,
it deactivates and questions our own attraction to the unknown
future. And secondly, by forcing us to distrust the supposed
oracle with its ever so official look, it leads us to wonder how
much trust can be put in the normal newsfeeds anyway.



Antoine Schmitt

Artist and programming engineer Antoine Schmitt cre-
ates installations, situations and objects, minimal and ab-
stract, anchored in time and movement, that address the
modalities of the free being in the system of reality. With
reference to a systemic contemporary world, Schmitt
places programming, an artistic medium that he consid-
ers radically new because of its active dimension, at the
core of most of his artworks to challenge the forces in
play, and their form. He has, alone or through collabora-
tions, fostered confrontations with this approach in more
established artistic fields like music, dance, architecture,
literature and cinema, whose codes he re-examines. He
has collaborated with Vincent Epplay, Jean-Jacques
Birgé, Atau Tanaka, Anne Holts and Jean-Marc Matos,
Alberto Sorbelli, Joana Preiss, Juha Marsalo and others.
As a theorist, jury spokesman, and editor of the gratin.
org portal, Schmitt explores the field of programmed art.
Antoine Schmitt lives and works in Paris.

www.gratin.org/as

Der Kiinstler und Programmierer Antoine Schmitt arbeitet mit In-
stallationen, Situationen und Objekten, minimal und abstrakt, die
Zeit und Bewegung ergriinden und sich mit den Bedingungen
des freien Wesens im System der Realitét befassen. Bezugneh-
mend auf eine systemische zeitgendssische Welt setzt Schmitt
das Programmieren selbst — ein kiinstlerisches Medium, das er
aufgrund seiner aktiven Dimension als radikal neu betrachtet —
ins Zentrum der meisten seiner Werke, um damit die Krafte im
Spiel und deren Form zu hinterfragen. Die Auseinandersetzung
mit diesem Ansatz pflegt Schmitt, alleine oder mittels Kollabora-
tionen, ebenso in etablierteren Kunstfeldern wie Musik, Tanz, Ar-
chitektur, Literatur oder Film, deren Codierungen er neu aufgreift.
Er arbeitete zusammen mit Vincent Epplay, Jean-Jacques Birgé,
Atau Tanaka, Anne Holts und Jean-Marc Matos, Alberto Sorbelli,
Joana Preiss, Juha Marsalo, und anderen. Als Theoretiker,
Jurysprecher und Herausgeber des gratin.org Portals erkundet
Schmitt das Feld programmierter Kunst. Antoine Schmitt lebt
und arbeitet in Paris.

www.gratin.org/as







Over a period of two months, in the autumn of 2009, Milica Tomi¢
visited particular sites of successful antifascist actions that mem-
bers of the People’s Liberation Movement and ordinary people,
citizens, carried out in Belgrade against German occupation during
the Second World War. The photos and video footage taken during
these repeated walks are documents of the marking and mapping of
sites where these actions took place, actions that are not part of the
public memory of the city of Belgrade.

“Today, whether we are in a direct war situation or not, we find our-
selves in a state of permanent mobilization. However, is it possible
to use armed force without establishing a strict division into the
terrorist versus the terrorized? Even if it were possible, such an ac-
tion would have to be singular and entirely separate from all public
opinion, political promises of identity groups, parties, movements
or organizations, and would be distanced from the politics of terror
and anti-terror. This description of a singular and universalistic
position of the use of armed force is very much reminiscent of Par-
tisan warfare, and of the politics that Yugoslav partisans conducted
in the course of their antifascist revolutionary struggle, in a war
against war — for peace. The action is an attempt to proceed from
the position of a rebel, assuming an active position, without refer-
ring to the position of a victim, moving from the position of a victim
onto the streets, with a machine gun in hand, carrying it simply and
with determination, as if it were a supermarket carrier bag or an
umbrella.”

Im Herbst 2009 suchte Milica Tomic¢ tber einen Zeitraum von zwei Monaten
markante Orte in Belgrad auf, an denen Mitglieder der jugoslawischen Volksbe-
freiungsbewegung, gemeinsam mit einfachen Burgern, erfolgreich antifaschis-
tische Aktionen gegen die deutsche Besatzung zur Zeit des Zweiten Weltkriegs
ausfuhren konnten. Die Fotos und Videos, die bei den wiederholten Begehungen
entstanden, dokumentieren das Markieren und Kartieren jener Orte, an denen
sich diese Aktionen zugetragen haben. Aktionen, die heute ihrerseits nicht mehr
Bestandteil der 6ffentlichen Erinnerung der Stadt Belgrad sind.

sWir stehen heute in einem Zustand permanenter Mobilisierung, unabhéngig
davon, ob wir uns in einer unmittelbaren Kriegssituation befinden oder nicht. Ist
es aber moglich, bewaffnete Gewalt auszutiben, ohne eine strenge Untertei-
lung in Terroristen und Terrorisierte vorzunehmen? Selbst wenn dies moglich
sein sollte, so musste die Aktion jenseits aller 6ffentlicher Meinung, politischer
Versprechungen einzelner Gruppen, Parteien, Bewegungen oder Organisatio-
nen geschehen, und distanziert sein von der Politik des Terrors und Antiterrors.
Diese Beschreibung einer singulédren und universalistischen Position erinnert
stark an die Kriegsfuhrung der Partisanen und an die Politik der jugoslawischen
Partisanen in ihrem antifaschistischen revolutionaren Kampf. In einem Krieg
gegen den Krieg — flr den Frieden. Die Aktion ist ein Versuch, von der Position
des Rebellen aus fortzuschreiten, eine aktive Haltung einzunehmen, ohne sich
dabei auf die Stellung des Opfers zu beziehen, die Stellung des Opfers auf die
StraBe zu bringen, mit einer Maschinenpistole in der Hand, die ganz einfach und
mit Entschlossenheit getragen wird, so als ware sie eine Einkaufstasche, oder
ein Regenschirm.*

*The title is taken from the fragment of a poem by Oskar Davico, 1925.
*Der Titel stammt aus einem Gedicht von Oskar Davico, 1925.
(Eines Tages, statt eines Nachts, wird ein Maschinengewehrfeuer aufflammen, wenn es kein anderes Licht gibt.)



Milica Tomié One day, instead of one night, a burst of machine-gun fire will flash, if light cannot come otherwise Photo: Milica Lopicic




| openly carried this army gun (Kalashnikov) as if it was perfectly ‘natural’ and | was not
challenged at all. People on the street didn’t react. They even avoided looking at me. My first
thought about this was that the image of an armed woman in civilian clothes is something
non-recognizable, because it is non-expected. It is not part of any layer of remembering or
history of the city in Belgrade. Except in WWII, in which (armed) women had a significant and
important place. But today the anti-fascist struggle and the People’s Liberation Movement
are no longer part of public memory, and my intervention was exactly about this — through
pointing out locations in the city where the People’s Liberation Movement performed suc-
cessful anti-fascist actions during the Second World War, | tried to confront an erasure of the
anti-fascist struggle from public history, and new forms of fascism which developed along-
side. Images of armed women were not present during the wars in the 1990s. The role of the
woman during those wars was completely different — to cover and hide the fact that the war
was going on — but very important.

And then another aspect: during the recent war, the Serbian regime never admitted that
Serbia took part and waged wars all over the region. By ignoring the appearance of an armed
woman walking along the streets, there is again some kind of a denial. Belgrade citizens then
in the 1990s and today do not want to know anything about what they actually see and what
is being displayed in front of their eyes. We all know that most of the male population had
contact with machine guns, or tried avoid it using different strategies during the time of the
military mobilization of the citizens (leaving the country, hiding etc.). So, everybody knew
exactly what | was carrying. Even the police ignored me. Why did nobody want to look at me?
Just a few kids and teenagers...

But something happened during the One Day ... intervention. It coincided with the detention
of the ‘Belgrade Six’. During my intervention, six young activists who are associates of the
Anarcho-syndicalist organization (ASI, Belgrade, Serbia) were imprisoned, under allegations
of ‘International terrorism’. They are also a member organization of the International Work-
ers Movement. By being imprisoned they became victims of political prosecution, facing

the very worst cruelty of the EU and global anti-terrorist regulations. For me it appeared as
direct proof of my thesis on the enclosure of public space and reductions of political and civil
liberties through discourse on terrorism and its criminalization. The event in real life and my
art action meet and pose the same questions: Who is a terrorist and who is being terrorized?
And can violence, if not conceptualised as (anti)terrorism, be constructive today?

| considered this to be an important connection with my artistic work and | supported the
‘Belgrade Six’ in public. They were in prison for six months. Many intellectuals supported
them, and finally, during the trial the allegations were changed.



In the case of the Anarcho-syndicalist group, anti-terrorist regulations
within European law reduce the area of political and civil freedom and
open a space for the criminalization of politics. They are about the right

to the consumption of public space. These kinds of regulations intervene
and reduce the free space for citizens, they allow nothing to appear that is
not marked, signed and approved by the state, and through that, citizens
are pacified.

My solidarity with those imprisoned was realized by using a media space
in the free daily newspaper, 24 sata (24 Hours), to support the campaign
for liberation, by dedicating my artistic intervention to the anarcho-syndi-
calists and by concentrating on spreading information about these events
to international art venues.

The social semantics of the fight for liberation conditions the ambivalent
relationship between Serbian-nationalist connoted self-determination and
determining what must be regarded as a struggle for freedom, terrorism,
or criminal machinations. Who is a terrorist and who is being terrorized?
What is legitimate resistance and what is simply a criminal act?

My intervention makes clear that historically determined places have
fostered various concepts of the criminalization of the current state’s
monopoly of violence. | also see that the fragile relationship of Legitimacy
and Legality has to be redefined in each case. For this reason it is neces-
sary to ask to what extent the demands for (bourgeois) freedoms and
political, as well as civil, resistance are being criminalized, and who feels
entitled to ignore the state’s monopoly on violence. Moreover, the artistic
intervention also consists of marking the site as a territory in which a pro-
cessual ‘monument’ is simultaneously created, one that only exists in the
presence of events. At the same time this is the antithesis of the political
acts that will be later underlined in the writing of history and which will be
reified in monuments that legitimate the political governance by creating
the corresponding memorial culture.

War used to be defined as a continuation of politics by other means. The moment
when the war on terrorism was declared marked an act that changed the concept
of war. This new type of war introduced specific mechanisms of criminalization and
also placed certain ethnic groups, states, religious groups and political organi-
zations outside the law. This new type of war changed the concept of the public
(public space) and as a result we faced, as | already said, enclosure of public space
and reduction of political and civil liberties through discourse on terrorism and its
criminalization. How can we speak about trust when the shift of the notion of war to
permanent war placed us at the centre of an open question: Who is being terror-
ized and who is the terrorist? Suspension of rights and the terror, for example, of
the US state over Afghans is actually a terrorist act against American citizens. Or
the suspension of rights and the terrorist actions of the Serbian state over Kosovo
Albanians is actually a terrorist act against Serbian citizens.

But this also means that permanent war mobilizes us all, regardless of whether we
are in a direct wartime situation or not. This gives rise to a question: how do we
position ourselves in relation to this state of permanent mobilization? Mobilization
bans any use of weapons whose outcome is not a division into the terrorist and

the terrorized; that is to say, this confirms that there is a general ban on the use of
armed force unless it is for the purpose of anti-terrorism or terrorism. Each act of
getting hold of a weapon that does not serve the purpose of war against terrorism is
proclaimed to be a terrorist act. What happens when we use armed force that does
not establish the above-mentioned division into the terrorist and the terrorized?

The repressed history that | am talking about is also a his-
tory of rebels and their struggle against fascism. The Peo-
ple’s Liberation Movement is a movement that undertook
a radical act of rebellion when rebellion was not possible.
The People’s Liberation Movement, known as partisans

in the Second World War in Yugoslavia, was the only
anti-fascist political movement in Europe. This movement
invented the politics of emancipation, actually the politics
of universalism of those who were excluded from it. And in
doing so, defeated fascism.



Milica Tomié

Milica Tomi¢ works and lives in Belgrade. She is a
visiting lecturer at international institutions of con-
temporary art, such as Academy of Fine Arts, Helsin-
ki, NIFCA (Nordic Institute for Contemporary Art), Piet
Zwart Institut, Rotterdam, Akademie der bildenden
Kiinste, Vienna, and others. Currently she is a PhD
candidate at the Finnish Academy of Fine Arts,
Helsinki. Tomié’s work centres on issues of political
violence, nationality and identity, with particular at-
tention to the tensions between personal experience
and media constructed images.

Milica Tomié has participated in international biennales,
such as Venice Biennale (2001 and 2003), Sao Paulo Bien-
nale (1998), Istanbul Biennale (2003), Sidney Biennale (2006),
Prague Biennale (2007) and Gyumri Biennale (2008), and

exhibited internationally, including Museum voor Moderne
Kunst, Arnhem, Kunsthalle Wien, Moderna Museet, Stock-
holm, MUMOK - Museum Moderner Kunst Stiftung Ludwig
Wien, Fundacio Joan Miro, Barcelona, Ludwig Museum
Budapest, Malmo Konsthall, Palazzo Della Triennale Milano,
Museum of Contamporary Art Belgrade, GfZK-Galerie

fiir Zeitgendssische Kunst, Leipzig, State Museum of
Contemporary Art Thessaloniki, Kunsthalle Fridericianum,
Kassel, Copenhagen Contemporary Art Center, Brooklyn
Museum of Art, New York, Freud Museum, London, KIASMA
Nykytaiteen Museo, Helsinki, Nasjonalmuseet for Kunst,
Arkitektur og Design, Oslo, Stedelijk Museum, Amsterdam.

Milica Tomi¢ lebt und arbeitet in Belgrad. Sie ist als Dozentin an inter-
nationalen Einrichtungen zeitgendssischer Kunst tatig, darunter Acade-
my of Fine Arts, Helsinki, NIFCA (Nordic Institute for Contemporary Art),
Piet Zwart Institut, Rotterdam, Akademie der bildenden Kiinste, Wien.
Gegenwartig ist sie PhD-Kandidatin an der finnischen Academy of

Fine Arts, Helsinki. Tomi¢s Arbeit fokussiert auf Themen wie politische
Gewalt, Nationalitat und Identitat, mit einem besonderen Schwerpunkt
auf den Spannungen zwischen persénlicher Erfahrung und medial
konstruierten Bildern.

Milica Tomi¢ nahm teil an internationalen Biennalen wie

der Venedig Biennale (2001 und 2003), Sao Paulo Biennale
(1998), Istanbul Biennale (2003), Sidney Biennale (2006),
Prag Biennale (2007) und Gyumri Biennale (2008). Sie
stellt international aus, u.a. Museum voor Moderne Kunst,
Arnhem, Kunsthalle Wien, Moderna Museet, Stockholm,
MUMOK- Museum Moderner Kunst Stiftung Ludwig Wien,
Fundacio Joan Miro, Barcelona, Ludwig Museum Budapest,
Malmo Konsthall, Malmo, Palazzo Della Triennale Milano,
Museum of Contamporary Art Belgrade, GfZK-Galerie fur
Zeitgendssische Kunst, Leipzig, State Museum of Contem-
porary Art Thessaloniki, Kunsthalle Fridericianum, Kassel,
Copenhagen Contemporary Art Center, Brooklyn Museum
of Art, New York, Freud Museum, London, KIASMA Nykytai-
teen Museo, Helsinki, Nasjonalmuseet for Kunst, Arkitektur
og Design, Oslo, Stedelijk Museum, Amsterdam.







Imprint
Impressum

This publication is published on the occasion of the exhibition TRUST

31st July — 5th September 2010, Dortmunder U — Centre for Art and Creativity
Diese Publikation erscheint anlasslich der Ausstellung TRUST. Vertrauen
31.Juli—5. September 2010, Dortmunder U — Zentrum fir Kunst und Kreativitat

in the context of im Rahmen von
ISEA2010 RUHR, 16th International Symposium on Electronic Art

Curators Kuratoren Dr. Andreas Broeckmann, Stefan Riekeles

Technical Directors Technische Leiter Uwe Gorski, Stefan Karrass
Production Produktion Florian Wachinger, Lena tom Dieck
Administration Tina Ebner

Organised by Organisiert von Hartware MedienKunstVerein
(Artistic Director Kiinstlerische Leiterin Dr.Inke Arns,

Managing Director Geschéaftsfihrung Frauke Hoffschulte)

Publication Publikation

Edited by Herausgegeben von

Andreas Broeckmann, Stefan Riekeles and und Thomas Munz
Translations Ubersetzungen Thomas Munz, Janet Leyton-Grant
Additional editing Lektorat (Englisch) Janet Leyton-Grant
Design Gestaltung labor b designbiiro, Ruhrgebiet

Paper Papier Profi Silk 150 g/m?2

Font Typografie Helvetica

Production Herstellung DruckVerlag Kettler, Bonen/Westfalen
Publisher Verlag Kehrer, Heidelberg—Berlin

ISBN 978-3-86828-158-3

© ISEA 2010 RUHR, editors, authors, translators, photographers, their heirs
or assigns. ISEA2010 RUHR, Herausgeberinnen, Autorinnen, Ubersetzerlnnen,
Fotograflnnen, deren Erblnnen und Rechtsnachfolger.

© If not credited otherwise the copyright of the photographic material is held
by the artists. Wenn nicht anders angegeben, liegt das Urheberrecht der Fotograf-
ien bei den Kunstlerlnnen.

© Kehrer Verlag Heidelberg, Berlin

All rights reserved Alle Rechte vorbehalten

No part of this book may be reproduced in any form or by any electronic or mechanical
means without prior permission from the copyright holders.

Jede Art der Vervielfaltigung, insbesondere die elektronische Aufbereitung von Texten

oder der Gesamtheit dieser Publikation.

Bibliographic information published by the Deutsche Nationalbibliothek

The Deutsche Nationalbibliothek lists this publication in the Deutsche Nationalbibliografie;
detailed bibliographic data are available in the Internet at http://dnb.d-nb.de

Bibliografische Information der Deutschen Nationalbibliothek

Die Deutsche Nationalbibliothek verzeichnet diese Publikation in der Deutschen
Nationalbibliografie, detaillierte bibliografische Daten sind im Internet unter

http://dnb.d-nb.de abrufbar.

Thanks to Dank an

The Artists Den Kiinstlerlnnen

and und

Kazunao Abe, Susanne Ackers, Rob Feigel, Galerie Eigen+Art,
Hans-Heinrich Grosse-Brockhoff, Kiosk Wurstkultur, Claudia Klugmann,
Barbara Kénches, Kiinstlerhaus Bethanien Berlin, Kiinstlerhaus Dortmund,
Sandra Kuttner, Soichiro Mihara, Museum der bildenden Kiinste Leipzig,
Marie-Elisabeth Rékel, Anne Schwanz, Ingrid Stoppa-Sehlbach,

Daniel Tamayo, Christoph Tannert, David Tomas, Karla Villegas,

Regina Wyrwoll.

ISEA2010 RUHR
www.isea2010ruhr.org, www.ruhr2010.de/isea2010

Kehrer Verlag
E Heidelberg—Berlin
www.kehrerverlag.com



TRUST. Vertrauen
An exhibition by Eine Ausstellung des Funded by Gefordert von atim

HMK\/ K TIFTUNG © NRW U s

Hartware MedienKunstVerein [

TRUST is supported by wird unterstttzt von

Conseil des arts

JAPANFOUNDATION ‘t% " Québec 28

schweizer kulturstiftung

prchelvetia OCA les jardins des pilotes

Offce for Contemporary Art Norway.

TRUST. Vertrauen takes place in the context of findet statt im Rahmen von

ISEA
2010

ISEA2010 RUHR is a project by ist ein Projekt von
RUHR 2010

o

Organised by ausgerichtet von

MY HYKY

medienwerk.nrw Hartware MedienKunstVerein

Funded by Geférdert von
RUHR 2010

Der Ministerprasident

DORTMUND

Shareholders and Public Sponsors of RUHR.2010
Gesellschafter & Offentliche Partner von RUHR.2010

E DerBeauftragte der Bundesregierung
Der Ministerprasident i
STADT 3 s Landos Rordrnein Westfalen itiati - ® ' firKuhur und Medien
ESSEN =

Main Sponsors of RUHR.2010
Hauptsponsoren von RUHR.2010

Mobility
et €01 |rune=s B E nzgruppe
e energy to lea










An exhibition funded by Eine Ausstellung geférdert von
KUNSTSTIFTUNG © NRW

- .
[
l .

ISBN 978-3-86828-158-3 KEHR3R



