
D
IS
PL

A
C
E

CouchSurfing                                                                     

POT                                                                                               

The Invisible Seminar: Space                                                    

(Il)legal Aesthetics                                                                       

Aesthetic — Responsibility — 
Drones                                                                                          

95 %                                                                                           

Contrabbando                                                                               

Voices                                                                                             

Creative Un(A)Counting                                                              

Fictiocratic Operation No. 27C                                                  

state in between                                                                            

Dislocations                                                                                     

Food — Biotechnologies —                        
Postcolonialism                                                                            

Crime Scene                                                                                        

Ringa                                                                                                   

The Sun Had Exploded Before                
We Found Out It Would                                                                  

3

35

67

99

131

163

195

227

259

291

323

355

387

419

451

483

DISPLACE
A Migrating Art Academies 
compendium of ideas

This book — the third Migrating Art Academies (MigAA) publication—
marks the end of the third phase of the MigAA program, which, over the 
course of seven years has grown into a dynamic and vital network 
of art academies and universities, independent arts organizations, many 
hundreds of people, and endless ideas. The program has activated the 
concept of migration — that of resources, competencies, disciplines, and 
individuals — as a method for the production of knowledge, as it diver-
sified and expanded both traditional understandings of creativity and tra-
ditional educational systems.

The series of international activities constituting the first phase — 
that led to MigAA’s initial formation — concluded with the publication of 
the volume Migrating Realities. It focused on notions surrounding migra-
tion and presented a collective overview of the concept from economic, 
political, artistic, and cultural perspectives. The second phase of the pro-
ject — involving several workshops “on the road” as it were — ended with 
a second publication, Migrating:Art:Academies:. This volume followed a 
group of emerging artists who were learning, collaborating, and produc-
ing while on the move.

Conducted over the last four years, phase three has seen an expanded 
and evolved MigAA network implementing a radical new scheme for cre-
ative collaboration and learning. This phase phase explored the process 
of developing ideas while being displaced: away from one’s usual envi-
ronment at school, work, and home, and far from family and friends. This 
volume, suitably titled Displace, traces the wide-ranging results of this 
latest MigAA phase.
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The third Migrating Art Academies (MigAA) volume 
Displace documents the results of sixteen innovative 
workshops that the network organized during the 
last four years that took place across nine European 
countries.

The network facilitated, and indeed, had its pri-
mary source in these short-term workshops that 
materialized independently in different places and 
at different times. Called “creative laboratories” in 
the MigAA context, the workshops usually lasted 
around ten days, with time allocated to three general 
activities: input, process, and output. Each labora-
tory had a theme that was reflected upon throughout 
its duration. Inputs were typically trans-disciplinary 
stimuli brought by guest facilitators or other agents 
provocateur: these acted as triggers for the overall 
creative and individual work that ensued. A typical la-
boratory output was a public event where the ideas 
that materialized during a laboratory were presented 
along with a robust and intensive discussion around 
the concepts that had surfaced. Altogether there 
were more than 300 enthusiastic participants from 
more than 40 countries who took part in the labs.

The first laboratory, CouchSurfing, was set in mo-
tion to brain-storm new challenges and forms for 
the overall MigAA program; while the last laboratory 
of the sequence, The Sun Had Exploded Before We 
Found Out It Would, was a novel facilitation meant to 
stimulate the formation of creative ideas. With these 
and fourteen other creative laboratories in mind, 
this whole phase of MigAA and especially this book 
stands as a compendium of ideas on creativity and 
learning.

The book includes works, essays, concepts, and 
other documentary and peripheral material devel-
oped before, during, and after the sixteen different 
workshops. It is first of all presented as a source for 
any and all emerging artists who search for a means 
of creating, nurturing, and manifesting their ideas. 
Secondly, it is meant as a source for inspiring and 
fresh perspectives for professional artists experienc-
ing a creative block or who are stuck in unproduc-
tive patterns of thought. Finally, for those seeking to 
understand contemporary art and its challenges, it 
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constitutes an excellent window into the surprising variety of practices with 
which the participating artists addressed the issues that confronted them.

In order to emphasize the distributed nature of the MigAA network, 
the book is designed with no particular hierarchic continuity. The only 
source of continuity is the page numbering that follows the chronological 
sequence of the laboratories: each of them are separated into chapters 
corresponding to the name of the laboratory. The chapters are presented in 
a random order to reflect the open nature of the network. Each laboratory/
chapter is formatted the same: identifying where it took place, and provid-
ing the relevant information on the input, the process, and the output, as 
well as an introduction section and a list of participants. In addition, each 
laboratory received exceptional support from a number of organizations 
duly credited in the introductory text for the respective lab. Without the 
generous funding and/or logistical support of those organizations, none  
of the laboratories could have materialized.

It is also worth reminding the reader that this volume represents an in-
termediary phase of the overall project and is not intended as a wrap-up of 
the entire MigAA program. There is already a number of future activities in 
development for the next months and years. The MigAA network continues 
to grow organically and is always open for new proposals and initiatives.

Producing this tome would not have been possible without the labo-
ratories and everyone who participated in making them happen. It was a 
great pleasure working with the many dedicated individuals who devoted 
their time preparing the initial lab inputs and subsequently facilitated 
the laboratories themselves. My sincere thanks goes to all the partici-
pants who helped collate the ideas, sketches, texts, and photos that were 
produced during each of the laboratories and that became the source 
for this book. I am also grateful to the editors — John Hopkins and Lina 
Rukevičiūtė — without their hard work the book would have sounded quite 
different. I also want to express my special appreciation to the designer  
of the book, Dovilė Aleksaitė, who spent many hours shaping and reshap-
ing the book, listening to my endless comments while piecing together  
the texts and images.

And finally, the publication of this book could not have been possible 
without the enthusiastic and farsighted support of the EU Culture  
Programme 2007-2013, Nordic Culture Point, and the Lithuanian Council 
for Culture.

Editor-in-Chief and MigAA initiator,
Mindaugas Gapševičius
Berlin, Germany
30 November 2014
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CouchSurfing

17–21 July 2011
Nida Art Colony
Nida, Lithuania
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The seminar on future collaboration among cultural organizations.
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For five days in July 2011, forty international participants gath
ered at the Nida Art Colony on the Baltic to frame a coopera
tive model that would offer emerging artists a means to gain 
mobility and in crease their professional knowledge. 

The laboratory was led by Alvydas Lukys with support from  
Žilvinas Lilas, Mindaugas Gapševičius and Matze Schmidt. 
The time together was divided between the two days seminar 
focu   sing on future collaboration among cultural organiza    
tions and four days workshop on streaming. The seminar ex 
plored the es tablishment of a network of cultural organiza
tions that offered a lowbudget model for artistic collaboration 
and tutoring based on “couchsurfing,” the practice of moving 
from one friend’s house to another and sleeping in whatever 
spare space is available.

The CouchSurfing laboratory was generously supported by 
the Culture Support Foundation of the Republic of Lithuania, 
Nordic Culture Point, the Goethe Institute, and the Embassies 
of Sweden and of Norway in Vilnius. The laboratory was coor
ganized by the Vilnius Academy of Art in cooperation with 
Academy of Me dia Arts Cologne, the Top e.V. Association for 
the Promotion of Cultural Practice in Berlin, and the Lithuani
an German Forum Association in Vilnius.
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As a student at the Estonian 
Academy of Arts, Hannes 
Aasamets (EE) works with his 
immediate surroundings. That 
inevitably means investigating 
different aspects of space and 
ways of perceiving it. 
www.aasamets.com

David Butler (UK) is 
the coordinator of the 
professional practice program 
for fine art students at 
Newcastle University. He 
maintains contact with 
graduating students and feeds 
their working experiences back 
into the teaching program.

Mateusz Drabent (PL) is doing 
an MA in photography at 
University of Arts in Poznań. 
His main inspirations are 
Stephan Shore, Todd Hido, 
Jeff Wall, and Andreas Gursky. 
Recently he switched his 
attention from photography 
to film.

Raphael Dupont (FR) is 
studying at the European 
School of Visual Arts 
Angoulême-Poitiers. He 
explores new media and 
especially video art along 
with learning about exhibition 
management. 
www.raphaeldpn.com

As a new media student at 
the Estonian Academy of 
Arts, Fine Arts Department, 
Liisalotte Elme (EE) is 
interested in psychology 
and the cause and effect 
relationship between space 
and people.

Professor and Dean of the 
Multimedia Communication 
Faculty at the Academy of 
Fine Arts in Poznań, Andrzej 
P. Florkowski (PL) has worked 
with documentary and creative 
photography since the early 
1960s.

Fiona Flynn (UK) is an artist, 
researcher, writer, editor, and 
teacher, living in Peckham, 
South London. At present, her 
practice is concerned with 
agency and commonality 
within human experience.

Working with 2D and 3D 
graphics, visual effects, and 
filmmaking since 1999, Arnar 
Steinn Friðbjarnason (IS/
SE) is working towards an 
MA degree in fine art, with 
a focus on digital media, at 
the Valand Academy. www.
wonderlandfilms.net

Ieva Bernotaite· (LT) is 
studying interdisciplinary 
art in the Department of 
Photography and Media Art at 
the Vilnius Academy of Arts. 
She expresses her creative 
interests through performance, 
sound art, and new media 
work.



9
C

ou
ch

su
rfin

g
P

A
R

TIC
IP

A
N

TS

Helene Førde (NO) is studying 
at the Bergen Academy of Art 
and Design. She uses a variety 
of media to address issues 
of presence, space, time, and 
transformation, with a focus 
on installation, performance, 
and sound. 
www.heleneforde.com

Reflecting on the significance 
of storytelling, Philipp Hamann 
(DE) considers that the 
pictorial account duly turns 
into a process of discovery 
in the act of narration. He is 
studying at the Academy of 
Media Arts Cologne. 
www.philipphamann.com

Florian Heinzen-Ziob (DE) 
is studying at the Academy 
of Media Arts Cologne. In 
2011 he finished his work on 
the animated documentary 
Growth. www.heinzenziob.de

Agne· Jonynaite· (LT) is studying 
in the Department of Textiles 
at the Vilnius Academy of 
Arts. She is interested in 
contemporary exhibition art 
and installations.

Raivo Kelomees (EE) is a 
professor in the New Media 
Department at the Estonian 
Academy of Arts. His doctoral 
thesis in art history was 
titled “Post-materiality in Art: 
Indeterministic Art Practices 
and Non-Material Art.”

After finishing an MA in art 
history and film studies at 
the universities of Ghent, 
Bologna, and Antwerp, Sarah 
Kesenne (BE) recently began a 
PhD on contemporary art and 
the tragicomical role of the 
amateur in video activism.

Wolfgang Knapp (DE) is a 
professor and researcher at 
the Institute for Art in Context 
at the Berlin University of 
the Arts. His main focus is 
on interdisciplinary projects 
at the interface of art and 
science.

Julia Kotowski (DE) is 
studying at the Academy of 
Media Arts Cologne. Since 
2008 she has been producing 
mellow acoustic folk music 
and has developed a loop-
sampler-based live set that 
allows her to perform as a 
one-woman-band.

Mindaugas Gapševičius  
(LT/DE) is currently doing 
MPHIL/PhD at Goldsmiths 
University of London. He is 
engaged in futuristic themes 
and takes a critical position 
on contemporary neoliberal 
tendencies. 
www.triple-double-u.com
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Harri Laakso (FI) is a 
Professor of Visual Culture 
in the Department of Art at 
the Aalto University School of 
Arts, Design and Architecture. 
Current interests are in 
photography theory, curatorial 
practice, and in issues dealing 
with artistic research.

As professor of experimental 
3D art at the Academy of 
Media Arts Cologne, Žilvinas 
Lilas (LT/DE) has research 
interests that include 
interactive art and design, 
simulated environments and 
scenarios, and identity and 
technology.

Alvydas Lukys (LT) is the 
Head of the Department of 
Photography and Department 
of Photography and Media 
Art at the Vilnius Academy of 
Arts. His main interests are 
in various aspects of cultural 
anthropology and photography 
in contemporary art.

Danielius Masiulis (LT) 
is studying at the Vilnius 
Academy of Arts, in the 
Department of Photography 
and Media Art. His ideology: 
that there is no shortcut to 
success, just hard work and 
lots of disappointment.

As a lecturer at the Vilnius 
Academy of Arts, Department 
of Photography and Media 
Art, Vytautas Michelkevičius 
(LT) works as a media theorist, 
activist, and curator focusing 
on interdisciplinary art and 
artistic research.

Dalia Mikonyte· (LT) is 
studying at the Vilnius 
Academy of Arts, in the 
Department of Photography 
and Media Art. Her creative 
work focuses on intimate 
space and time, personal 
experiences, women’s identity, 
and feminism.

Persefoni Myrtsou (GR/DE) 
is pursuing an MA at the 
Institute for Art in Context at 
the Berlin University of the 
Arts. She is interested in the 
ways in which visual artists 
perceive and appropriate 
physical and non-physical 
space. 
www.persefoni.co.uk

Vaclovas Nevčesauskas (LT) is 
a lecturer in the Department 
of Photography and Media Art 
at the Vilnius Academy of Arts. 
He specializes in audiovisual 
art and video editing.

Elena Petre·naite· (LT) is 
studying at the Vilnius 
Academy of Arts, in the 
Department of Photography 
and Media Art. Her creative 
interests lie in video 
installation, sound art, and 
new media art.
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Karolina Pronckute· (LT) 
completed animation studies 
at the Vilnius Academy of 
Arts, in the Department of 
Photography and Media Art. 
She likes drawing in nature, 
painting, taking photos, 
watching movies, kayaking, 
and collecting postcards from 
all over the world.

Šarūnas Rudys (LT) is 
studying at the Vilnius 
Academy of Arts, in the 
Department of Photography 
and Media Art. In 2010 he 
bought a handy-cam and 
started filming all sorts of 
events and making music 
videos.

Margarita De Rycke (BE) is 
studying in the Experimental 
Studio at Sint-Lucas Visual 
Arts Ghent. She is interested 
in how one creatively 
expresses via language and 
images, and especially with 
the moving image.

Matze Schmidt (DE) is 
an editor at the n0name 
newsletter. His doctoral 
dissertation focused on the 

“Phantasm in Technoculture.” 
www.matzeschmidt.de

Susanna Schoenberg (IT/DE)
lectures on mediated reality & 
performance at the Düsseldorf 
Arts Academy. Her artistic 
production is dedicated to 
non-linear narrative, expanded 
media, and alienated formats. 
www.susanna-schoenberg.net

A student at the Vilnius 
Academy of Arts, Department 
of Photography and Media Art, 
Kristina Sinkevičiūte· (LT) is 
currently working as a studio 
photographer while focusing 
on social questions and 
emotions in her creative work.

Alan Smith (UK) operates 
as a participant/observer, 
playing with conventional 
understandings of interpretive 
and perceived realities. He 
received an MFA from the 
University of Massachusetts 
and is Creative Director and a 
co-founder of the ACA. 
www.alansmith.org.uk

Salome· ja Sovaite· (LT) is 
studying and working at 
Klaipeda University. Currently 
she is a mathematician 
who merges two different 
things — numbers and 
music — into one.

Niilo Rinne (FI) studied 
sociology at the University 
of Turku and art at the Aalto 
University School of Art, 
Design and Architecture. He 
is broadly interested in reality, 
pedagogy, and exploring 
what roles that artists play in 
society.
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An artist-innovator who, 
since the mid-1990s, has 
worked with Raitis Smits in 
emerging media, Rasa Šmite 
(LV) is currently an associate 
professor in the New Media 
Art program of Liepaja 
University.

Raitis Šmits (LV) graduated 
from and is a senior lecturer 
in visual communication at 
the Art Academy of Latvia. He 
is currently studying in their 
PhD program.

A new media artist-designer 
and freelance researcher living 
in Göteborg, Sweden, Richard 
Widerberg (SE) investigates 
the many dimensions of 
sound and listening.

Andrew Wilson’s (UK) 
creative practice playfully 
provokes dialogue between 
the concepts of both the 
absurd and the rational. After 
receiving a BA (Hons) in fine 
art from Newcastle University 
in 2008 he has continued 
developing his practice in 
North East England.
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AlvydAS lukyS
Association or A Search for Other Alternatives
presentation

MigAA was framed as an alternative to a formalized study process. The 
idea of the MigAA project came from a school of philosophy in ancient 
Greece: to travel, to see, to accumulate experience, to analyze, and 
generalize it. The result so far is interesting, but because of the logistics, 
only a few schools have the possibility to participate. Without rejecting 
the idea it is important to search for other alternatives. One of them 
could take the form of an informal association or network of media 
professors connecting more schools than we have presently. Master stu-
dents could visit these professors for short-termed and intensive studies.

MindAugAS gApŠeviČiuS
The CouchSurfing idea
presentation

Mobile technologies, the Internet, and low cost travel solutions shape 
new collaborative models. A distributed network among art schools, 
artist-in-residence programs, art galleries, and other cultural organiza-
tions could accelerate the learning processes and expand creative skills. 
Such a network might be based on the “CouchSurfing” idea: a volun-
teer-based network connecting travelers with members of local commu-
nities while offering free accommodation and/or advice. As a low-budget 
model for artistic collaboration and tutoring it could transform into 
a volunteer-based, self-organized, and mobile network, able to easily 
adjust to shifting educational and artistic markets.
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ŽilvinAS lilAS
Xenocentric Morphogenesis
presentation

An academic environment is a medium characterized by distinctive 
relational coherence. Unlike economy or ideology, academie, at it’s best, 
is a structure capable of maintaining an open framework. It is however a 
symbolically weak system and, as such, is in a constant danger of subver-
sion by stronger systems: e.g. economy or ideology. The principal mode 
of operation of academia — education — is but one of many possibilities. 
Furthermore, education tends to resemble a process of production, turn-
ing The Academy — conceived as a shrine of wisdom — into a factory or 
repository of knowledge. Art as an academic field is especially well-suited 
for para-educational strategies based on context-sensitive participatory 
experience and situationally-inspired individual morphogenesis.

dAvid BuTler
CouchSurfing Questions
presentation

1. What is the “academy"? The original Academy was established by 
Plato outside Athens on an ancient site sacred to Athena, the goddess 
of wisdom where one of the rituals was a torchlit night race. Interest-
ingly Allendale (just down the road from Allenheads Contemporary Art) 
has a New Year’s tradition of guisers carrying flaming barrels of tar to 
the town center. That’s a digression — is that a useful part of academic 
discourse?

2. Where is the “academy”? Plato’s Academy was in an olive grove that 
provided oil as prizes for the Panathenaic games. But only because 
that was a place where people could meet. Is “meeting” the important 
question about where?
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3. Who is the “academy”? I ask that question without any comment.

4. When does the “academy” happen? Do we always recognize this? Or 
could we be unaware sometimes when we are taking part in academic 
discourse? And would that matter?

5. What is the “academy” for? In Deschooling Society, Ivan Illich ques-
tions the nature of the “institution” of education, saying that a good 
educational system should have three purposes: to provide all who 
want to learn with access to available resources at any time in their 
lives; to empower all who want to share what they know to find those 
who want to learn it from them; and, finally, to furnish all who want 
to present an issue to the public with the opportunity to make their 
challenge known.

AlAn SMiTh
Facilitating Time Travel
presentation

Is progress inevitable or merely a construct? Are boundaries established 
in order to define an ethical/moral position and direction? Are we in a 
constant state of improvisation or is it instinct? For the majority, is the 
future increasingly difficult to visualize as the mechanics of advanced 
technologies are made ever more invisible/illusive? What would you 
predict as a device or technology that will facilitate time travel through 
physical movement or telecommunications?
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hArri lAAkSO
The ignorant Schoolmaster
presentation

Recently there has been a lot of heated discussion about the future of 
the art school. To be sure, both academia and art practices and their 
role in society have changed and diversified in the last few years. This 
lecture recapitulates these current debates and the challenges posed to 
artistic research in the international cultural context, keeping as a kind 
of starting point Jacques Rancière’s book, The Ignorant Schoolmaster. As 
a practical consideration the possibility for a future seminar/workshop 
on the Kylmäpihlaja lighthouse island in the Bothnian Sea in Finland is 
presented.

rAivO kelOMeeS
untitled
presentation

We are used to hearing about the world shrinking because of telecom-
munications. Still, a large portion of the world has problems with water 
and natural resources. This puts pressure on cultural workers to build 
sustainable networks that are oriented towards the future and the reno-
vation of our life and society. How then to make collaboration and mo-
bility easier and not dependent on wasteful use of our natural resources? 
This question is difficult to answer. If you consider that even the use of 
computers and internet is predicated on the use of natural resources, as 
electricity is produced from nature, and the fabrication of a computer 
chip means the consumption of electricity and water. There are a few 
solutions that enable sustainable mobility and this doesn’t necessarily 
suggest the need for sailing.
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rASA ŠMiTe And rAiTiS ŠMiTS
Sustainable networks
presentation

This short talk will introduce RIXC and the Art Research Laboratory 
proposals for collaboration and contributions, including the forthcoming 
RIXC festival and Liepaja’s iWeek, Renewable network, Liepaja University 
and its New Media Art program, and Acoustic Space publications.

WOlFgAng knApp
inter Multi Trans: Collaborations and interactions in the Fields of 
Arts, Sciences, and research
presentation

Interdisciplinary collaboration, multidisciplinary approaches, and trans-
disciplinary potentials and perspectives are recent topics that describe 
the interactions between disciplines in arts, sciences, and research. 
Artistic research is hardly at the edge of becoming a fashionable label in 
art discourses, unlike “fresh art” or “young art.” Could artistic research 
be the new hype that global art markets needs? What kind of social 
responsibility characterizes interdisciplinary collaboration? What quality 
of content in the professional interactions are necessary in this field? 
Which potential artistic and scientific knowledge might be developed? 
Which kind of artistic practices and concepts fit into these collabora-
tions? Under what conditions do collaborative settings make sense? 
How might such projects be presented, exhibited, published, docu-
mented, visualized, and streamed? What professional qualifications and 
soft skills should be integrated for both artist and scientist in a future 
academic curriculum?
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SalomĖja Sovaitė
Other Ways And possibilities Of international Collaboration For 
Organizations practicing Artistic Work
presentation

This report frames the possibilities of collaboration among student 
organizations in tertiary education institutions. An example would be an 
association of graduates who create “Art Factories” after their studies end. 
The report presents a contemporary vision of art-making while sailing 
from one participating place to another.

FiOnA Flynn
interdisciplinary residency
presentation

I will introduce my plan for a pan-European interdisciplinary residency 
next summer. I want to do this so that ideas may be shared and possi-
bilities for collaboration might surface. For me, such a residency arises 
because of my relationship to expertise. I have no technical expertise, but 
am always charmed and excited by those who do. This proposed residen-
cy is for artists to work alongside technical experts so that they can ex-
plore possibilities of making contemporary conceptual work together. I’d 
like to brainstorm the types of experts we all might like to work with, with 
view to firming up a plan that has been developed collaboratively. Hope-
fully we’ll have an astronomer in Nida this year, which is really exciting, 
but I’d also like to spend time with a linguist, for example, and a chemist 
who can do pyrotechnics. Who else would everyone like to work with?
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MATze SChMidT
im-possible Spaces: Sketch for a “pOT” in kassel during 
the Summer 2012
presentation

The city of Kassel in Germany — some say “near Frankfurt” — is known 
as the place for the “world’s largest art exhibition.” Every five years this 
circus comes to town, displaces normal day life, and wakes a Sleeping 
Beauty. Kassel is also known for the fairytales of the Brothers Grimm as 
well as for the armaments industry. In fact the Documenta exhibition is 
one outcome of the Cold War depression in this region and is internally 
quite inconsistent, as there are profound effects on the population. On 
one hand these consequences are superficial, on the other, they are 
deeply buried — for instance, the belief in art as a social practice or the 
educational benefit of internationality. Taking this as a field of operation, 
the Top e.V. Association for the Promotion of Cultural Practice in Ber-
lin — with well-cultivated ties to Kassel — will open up a space for work 
and conviviality called “POT” in Kassel during the summer of 2012. The 
Association seeks to identify all parties interested in cooperating in this 
undertaking. This might be a rent-a-space action or a symposium on the 
questionable terms of gentrification. The POT will offer its infrastructure 
and support for foreign cultural producers to create a program of discus-
sions and presentations.

POT = Plenty of Torrents
POT = Point of Transaction
POT = Plan de Ordenamiento Territorial (Spanish: “Zoning Plan”)
POT = Plan of Test
POT = Performance Oriented Training
POT = Plenty of Time
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vyTAuTAS MiChelkeviČiuS
reading, Collecting, Thinking, Mapping: 
how to Translate imagination into practice
presentation

After having experience in two widely differing and sometimes compet-
ing fields of endeavor — eleven years doing theory and research, grad-
uating with PhD from Vilnius University; and six years of teaching art 
practices and media theory at the Vilnius Academy of Arts — I am still 
very interested in developing strategies for joining these two different 
practices to the benefit of both students and artists.

I still have a lot of unanswered questions: What kind of methodology 
should art students choose in order to communicate with professors 
in theory? What is artistic research? How does it qualify as “social 
sciences and humanities research?” How might it communicate and 
compete with other types of research? How does one translate theory 
into a successful practice? How do we bring studio art majors and art 
theory majors together and facilitate their collaborative work to produce 
joint projects?

SArAh keSenne
research-based residency Sint-lucas visual Arts ghent
presentation

We are currently working on an application for funding from the EU 
culture program. The idea for this research-based residency was a 
natural step towards expanding and internationalizing the two-year-old 
residency program that we developed in our department. 

What makes our concept original? Centers of research expertise in 
the arts — where there is a robust investigation of what research in the 
arts is and can be — benefit from structural interactions between edu-
cation, science, and professional arts organizations, and at the same 
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time bring debates on research in the arts outside what is generally the 
closed circuit of arts education. We think it is important to proceed on 
a double track: working both inside and outside the academic context; 
collaborating with artists both with and without PhDs; interacting with 
art centers that make both the place and the time for process and 
discourse; and working closely with other art schools that share our 
concern for research-based artistic practices. The concept is also based 
on an intelligent mix of functions: a sustainable distribution of research, 
education, production, and presentation functions among partners in 
a way that elevates the efficacy of international artists’ mobility. We are 
still open for partners for the October 2011 application round.

riChArd WiderBerg
informal Collaborations Between Academic institutions
presentation

During my stay in Nida I would like to use my identity as an organ-
izer of events and workshops in grassroot cultures largely outside of 
academic institutions. I want to discuss how this identity might meet 
my other identity as a teacher in academic institutions — which is not 
easy. To develop the idea further I also want to discuss how we might 
collaborate between academic institutions in informal ways. I hope that 
the environment of both Nida and the meeting will foster interesting 
discussions on these topics.
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SuSAnnA SChOenBerg
untitled
Skype presentation

For new media researchers and educators the space of tension be-
tween technology and knowledge —  and their interchange or mutual 
impact — is of course the expanse to work within. In particular mobile 
intelligences, aids, prostheses, tools, and all the media able to shift the 

“where and when,” are changing the experience and the expectation of 
creative activities.

All those engaged with these virtual spaces and mediated presenc-
es are developing a new language game, one that does not refer to 
an absolutely unique reality but rather one that produces a reality of 
ever-changing and unstable relationships.

In this context, the question of the relationship between knowledge 
and education is not only a linguistic one, but also a spatial one, espe-
cially in regard to the locus of education.

Beginning in 2008 MigAA has evolved a new model for art educa-
tion — one with a deep relation to the migration of resources, people, 
competencies, and disciplines — as a method for producing knowledge 
which aspires to expand traditional educational systems.

Mobilization (also as transfer-of-content and the inter-mediation 
between different realities) may be seen as a strategy for art education 
and post-modern knowledge in general.

Continuing development of an extended cycle of academic exchange 
and collaborations under its moniker, this MigAA laboratory will present 
some of the formats and ideas for activities to realize from September 
2012 onwards.

MATze SChMidT
Streaming that is constantly 
received and presented
workshop

“Since the early days” could be simply a phrase during times of vast and 
rapid innovation cycles. But since the early days of what we know as 
the Internet, ideas of self-organization were not merely ideas but rather 
essential everyday practices that gave rise to many questions: for in-
stance, how to interconnect data volumes to produce messages? Does 
streaming media equate with broadcasting, transmission, and data 
transfer? Does new media always need to contain older media such 
as TV or radio? What about homemade streaming — with its attendant 
profit or loss of time and money — continuously sending out immateri-
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Streaming workshop.

al artifacts, why do we always need to display a form for what we do?
During the four day workshop laboratory participants will work with 

streaming media — ranging from the theoretical and historical back-
ground for the transmission of information, to the technical details of 
setting up a real-time streaming media studio, and on to the practical 
issues of live event broadcasting. Participants will be introduced to 
the concept of streaming through games like Chinese whipsers, and a 
robust discussion of the principles. 
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MindAugAS gApŠeviČiuS
Shared Space and knowledge
essay

Standards and protocols are not the only issues that art education 
has to face in these present times. Alongside increasing tuition and 
fees, the challenges facing art education in a variety of disciplines also 
include a distinct lack of skilled professional tutors.1

The Bologna Process is a wide-scale reform of tertiary European 
education that was initiated in 1999 in order to standardize the educa-
tion system — especially in regard to normalizing academic degrees.2 
Although most higher education institutions have signed off on 
Bologna agreements, the reform is still not fully implemented across 
all schools.3 The Process is not simply about educational standards, 
either — it also gives institutions certain rights to decide on funda-
mental principles of autonomy, for instance, the number of theoretical 
classes taken by practice-oriented students.4 The Bologna Process and 
other European-wide directives have the potential to become a potent 
source of change by offering interdisciplinary approaches and mobility 
programs that provide students opportunities for attending classes in 
other schools while completing studies at their home university.

Most established institutions — families, social organizations, 
the State — manifest a hierarchic structure. So do tertiary education 
institutions that are usually accountable to a state-level education 
ministry. Along with overly complex systems5 and a definite lack of 
primary autonomy, higher education institutions typically will reify or 
at minimum, will begin to engage in counter-productive communi-
cation practices. For example a boss (director, rector, president) feels 
like being the main figure in the institution and simply disagrees with 
initiatives of lower-level staff within the hierarchy, perhaps a vice rector 
or a dean of a faculty. These people then hold a superior position to-
wards the heads of department, who in turn reject initiatives suggest-
ed by lecturers or students who are seen to inhabit the bottom of the 
hierarchy. All this occurs under conditions sanctioned by individuals 

1  For example media students working with sound at the Vilnius Academy of Arts will 
not get any reliable critique as there is no professor working with sound.
2  The Bologna Declaration, 2000, http://www.ond.vlaanderen.be/hogeronderwijs/
bologna/documents/MDC/BOLOGNA_DECLARATION1.pdf, accessed 16-11-2014.
3  For example, as of 2013, the Berlin University of the Arts and the Düsseldorf Art 
Academy have implemented BA and MA degrees, while smaller schools like the 
Academy of Media Arts Cologne and the Merz Academy in Stuttgart still have not 
incorporated Bologna Process standards.
4  See for example differences between the Vilnius Academy of Arts, the Academy of 
Media Arts Cologne, and the European School of Visual Arts Angoulême-Poitiers.
5  The Berlin University of the Arts has a student population of around 5000.
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located at higher levels of the pyramid. This is the typical result of a top-
down hierarchy.

An alternative would be a more dynamic and fluid presence — though 
perhaps having less influence than established institutions — an NGO 
or cultural association providing quality content without necessarily 
enjoying wide recognition within the educational system.6 One radical 
example for changing the way we educate ourselves is offered by the 
Free University in Lithuania (LUNI), an informal communal initiative 
that offers education outside the established “bureaucratic and hierar-
chical structure, nurturing the power of authority.”7 Rather, they offer a 
flat structure where “anyone who wants to share his/her knowledge and 
experience with others can become a lecturer.”8 In such an organization, 
the system that is created is not an institutional hierarchy, instead it is 
a social network where people share their knowledge instead of selling 
or buying it. Although it lacks the integration of established institutions, 
the network in this case is fully decentralized and occupies a uniquely 
optimistic position.

In 1973 Joseph Beuys founded the Free International University as-
sociation in order to create an alternative model for education, offering 
knowledge through art and through the process of actually “doing” art. 
This, rather than focussing on the art product that is the usual case in 
higher art education. Beuys was not trying to radically change the exist-
ing system of education, but instead supplementing it with new possi-
bilities and features, and introducing a process of learning that initiates 
imagination and thinking.9 A similar proposal was made by Prof. Wolf-
gang Knapp, who presented an interdisciplinary model for education 
during the CouchSurfing seminar. The model is based on collaborative 
work among art and science students, who would bring their expertise 
into the process of the work. The vexing question of being taught as an 
individual (genius) artist or as a social participant is however kept open: 

“go your own way as [this] is more important.” 10

The artist’s (or anarchist’s) position — typically balancing on the edge 
of established norms — can stimulate new approaches to the interpreta-
tion and reinterpretation of existing rules. In initiating the CouchSurfing 
laboratory, Prof. Alvydas Lukys suggested an emphasis on breaking 
established rules within educational structures and academia, although 

6  For example the Kawenga media lab in Montpellier or the General Public project space 
in Berlin.
7  See http://luni.lt/luni-free-university, accessed 16-11-2014.
8  Ibid.
9  Joseph Beuys, 1970, Kunst für den Menschen.
10  Wolfgang Knapp, 2011, “Inter Multi Trans. Collaborations and interactions in the 
fields of arts, sciences and research,” presentation given during the MigAA CouchSurfing 
laboratory. Available at http://www.migaa.eu/couchsurfing/videos/, accessed 16-11-2014.
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he himself (like Joseph Beuys) proffered a new style of educational struc-
ture based on an informal association of independent organizations.11 At 
the same seminar, Prof. Žilvinas Lilas, offered a non-traditional approach 
towards learning processes and proposed that schools needed to be 

“escaped from” in order “to find another kind of concentration.” Having 
proposed topics like “The Whale in the Baltic” and “Ghostology,” Lilas in-
vited students to play within newly-established rules of the game12 instead 
of following traditional concepts like (re)telling someone else’s story or 
documenting political or economic processes.

The golden mean might be a distributed and decentralized network 
of various organizations including established higher education insti-
tutions and NGOs along with other non-educational institutions and 
associations. In such a network, participants (professors, cultural workers, 
students) would have the right to choose between official and unofficial 
programs associated with the different organizations. If, for example, a 

11  Alvydas Lukys, 2011, “Association or Search for Other Alternatives,” presentation 
given during the MigAA CouchSurfing laboratory. Available at http://www.migaa.eu/
couchsurfing/videos/, accessed 16-11-2014.
12  Žilvinas Lilas, 2011, “Xenocentric Morphogenesis,” presentation given during the 
MigAA CouchSurfing laboratory. Available at http://www.migaa.eu/couchsurfing/videos/, 
accessed 16-11-2014.
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professor from an established educational institution had the space and 
desire for other people to join their class, they could simply share the 
number of free places with collaborating partner institutions and their 
students. Or, a student could offer her area of expertise to the network 
to aid other students and professionals lacking that particular knowl-
edge-base. Another approach, if an NGO or non-educational institution 
organizes a workshop, a seminar, or a conference, an invitation would 
first be sent around to the organizations participating in the network. 
In the operation of such a model every initiative would be considered 
seriously and understood as a potential shared learning process.

Importantly, on a more personal scale, participants might offer shared 
housing opportunities in their particular location. Existing networks — of-
fering people informal accommodation in spare spaces that are available 
at the moment of traveling — have already demonstrated successful 
operation.13

The proposed network structure for sharing space and knowledge 
would need to remain open for organizations or individuals to join 
or leave and would function like a mailing list where one bases their 
participation solely on their own inclination. A self-organizing and easily 
scalable network of various associations and individuals that offers 
emerging artists and/or professionals both qualified knowledge and 
attainable mobility across different spatial locations and people could 
become a reality.

The proposed learning model does not deny the existing Bologna Pro-
cess strategies or established educational structures, rather it uses them 
as a basis for opening up learning opportunities that employ this novel 
approach.

13  According to couchsurfing.org, during the last week of November 2011, 29,666 people from 
their network met in person “to experience fun, adventure, and hospitality.” http://couchsurfing.
org, accessed 29-11-2011.



31
C

ou
ch

su
rfin

g
O

U
TP

U
T



32
C

ou
ch

su
rf

in
g



33
P

O
T



34
P

O
T



35
P

O
T

pOT

9 June–16 September 2012
POT

Kassel, Germany



36
P

O
T

IN
TR

O
D

U
C

TI
O

N
                     

A presentation in the POT space in Kassel.
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During the summer of 2012 thirty international participants 
sought the creative atmosphere of Kassel, Germany in parallel to 
dOCUMENTA (13), one of the largest and most influential art 
exhibitions in the world. Within the MigAA framework five week
long laboratories were organized, each by a different art school 
and each having a different purpose. The five laboratories were 
led, respectively, by Sylvie Marchand (European School of Visual 
Arts AngoulêmePoitiers), Alvydas Lukys (Vilnius Academy of 
Arts), Raivo Kelomees (Estonian Academy of Art), Mindaugas 
Gapševičius (Top e.V. Association for the Promotion of Cultural 
Practice) for the Academy of Media Arts Cologne, and Roman 
Minaev (Rodchenko Moscow School of Photography and Multi
media). The MigAA framework also overlapped with a parallel 
artistinresidence program at POT that included Alicia Grulon, 
Marguerite van Sandick, Robertas Narkus, Neringa Černiauskaitė, 
Ugnius Gelguda, and Lina Albrikienė among others.

The concept of POT was thought of as a space for work and 
conviviality, while the term as an acronym stood for various 
meanings such as “Point of Transaction” or “Plenty of Time.” The 
participating art schools were invited to think of POT as a “Plan 
for Optimal Tactics,” understood as an individual plan for what
ever activities were to be offered or tactics to be employed. From 
another point of view “Plan for Optimal Tactics” invoked tactical 
media situations of the postColdWar, including the appearance 
of mobile gadgets and the public Internet. Participants were invit
ed to model viable settings for unfolding a range of interdiscipli  
  nary knowledge from economics to politics to arts and to educa
tion. It was anticipated that these individual concepts proffered 
be as critical and as pointed as possible in order to become an 
empowered alternative to dOCUMENTA.

The POT laboratory was organized by Top e.V. Association for 
the Promotion of Cultural Practice in Berlin. It was generously 
supported by the Lithuanian Culture Support Foundation, the 
European School of Visual Arts AngoulêmePoitiers, the Vilnius 
Academy of Arts, the Estonian Academy of Art, the Academy of 
Media Arts Cologne, and the Rodchenko Moscow School of Pho
tography and Multimedia.
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Šarūnas Akelaitis (LT) is 
studying at the Vilnius 
Academy of Arts, in the 
Department of Photography 
and Media Art. With dizziness 
as an essential part of his 
creative process, his aim is to 
overcome both the censorship 
of consciousness and 
consciousness itself. 

Loris Chennebault (FR) 
studied at the European 
School of Visual Arts 
Angoulême-Poitiers. He 
works on digital media and 
music projects that combine 
technology research and 
artistic production. 
www.lorischennebault.fr

Vitalij Červiakov (LT) is 
studying at the Vilnius 
Academy of Arts, Department 
of Photography and Media 
Art. He is interested in the 
experience of thought while 
walking in silence.

A student at the Estonian 
Academy of Arts, Faculty of 
Fine Arts, Liisalotte Elme (EE) 
is interested in psychology 
and the relational dynamics 
between space and people. 

Mindaugas Gapševičius 
(LT/DE) is currently doing 
MPHIL/PhD at Goldsmiths 
University of London. He is 
engaged in futuristic themes 
and takes a critical position 
on contemporary neoliberal 
tendencies. 
www.triple-double-u.com

Jan Goldfuß (DE) is pursuing 
post-graduate media arts 
studies at the Academy of 
Media Arts Cologne. He 
aims to materialize multi-
dimensional world models 
or something similar 
to Deleuze’s planes of 
immanence.

Studying scenography at the 
Estonian Academy of Arts, 
Henry Griin (EE) is interested 
in generating atmospheres 
through such non-visual 
means as soundscapes, 
odors, and controlling the 
movements of air.

A graduate of the State 
University of New York at 
New Paltz in intermedia 
design, Alicia Grulon (US) 
is a multidisciplinary artist 
who explores the ways 
art transforms how both 
community and history are 
experienced. 
www.aliciagrullon.com

Before starting his studies at 
the Academy of Media Arts 
Cologne, Patrick Buhr (DE) 
studied philosophy at the 
Humboldt University in Berlin. 
He is a self-employed media 
producer working in video and 
computer animation.
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Donatas Gurklys (LT) is 
studying at the Vilnius 
Academy of Arts in the 
Department of Photography 
and Media Art.

Maria Kalinina (RU) studied at 
the Stroganov Moscow State 
University of Arts and Industry. 
She is an exhibition architect 
and curator.

Anastasia Kalk (RU) studied at 
Rodchenko Moscow School of 
Photography and Multimedia 
and the European University 
at Saint Petersburg. As an 
artist and sociologist, Kalk 
works in the field of socially-
oriented art.

Raivo Kelomees (EE) is a 
professor in the New Media 
Department at the Estonian 
Academy of Arts. His doctoral 
thesis in art history was 
titled “Post Materiality in Art: 
Indeterministic Art Practices 
and Non-Material Art.”

Following her studies at the 
Rodchenko Moscow School of 
Photography and Multimedia, 
Taisia Kruhovykh (RU) now 
works as an artist and 
cinematographer in the field 
of activist art.

Simonas Kuliešis (LT) studied 
painting at the Vilnius 
Academy of Arts. In his 
paintings abstraction merges 
with quasi-realistic figures. 
www.simonaskuliesis.com 

Milda Laužikaite· (LT) 
completed an interdisciplinary 
arts MA at the Vilnius 
Academy of Arts. She now 
focuses on writing and 
performance work while 
practicing art through music, 
poetry, and shamanic ritual.

Saulius Leonavičius (LT) 
studied at Vilnius Academy 
of Arts, Department of 
Photography and Media. He 
is engaged in a self-reflective 
exploration of different art 
processes: the evolution of the 
artist’s persona, art-as-object, 
and art-as-institution. 
www.airb.lt

Marija Jociūte· (LT) completed 
an interdisciplinary arts MA at 
the Vilnius Academy of Arts. 
Her work investigates the 
structures that humans are 
consciously or unconsciously 
led by in their everyday lives. 
www.marijajociute.lt
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Jiaxin Liang (CN) studied 
interactive installations at the 
European School of Visual 
Arts Angoulême-Poitiers. 
His art research questions 
telepresence.

Sylvie Marchand (FR) is 
currently teaching at the 
European School of Visual 
Arts Angoulême-Poitiers. 
Her work incorporates 
digital devices with land art 
materials installed in either 
nature or in public urban 
spaces. 
www.gigacircus.net

A graduate of the Berlin 
University of the Arts, 
Institute for Art in Context, 
Roman Minaev (RU) is 
currently a professor at the 
Rodchenko Moscow School of 
Photography and Multimedia. 
He works in the field of art 
and education.

After studying at the 
European School of Visual 
Arts Angoulême-Poitiers, 
Floriane Musseau (FR) 
now explores the theme 
of human excess through 
various techniques 
including drawing, textiles, 
photography, and writing. 
www.filoflo.com

Ivan Novikov (RU) studied 
at the Surikov Moscow State 
Academic Art Institute and 
presently works in the field of 
expanded painting.

As a graduate of the 
Estonian Academy of 
Arts, Faculty of Fine Arts, 
Maarja Nurk (EE) employs 
mechanical minimalism 
as an instrument to 
question the requirement of 
originality for an artwork. 
maarjanurk.weebly.com

Matze Schmidt (DE) is 
an editor at the n0name 
newsletter. His doctoral 
dissertation focused 
on the “Phantasm in 
Technoculture.” 
www.matzeschmidt.de

Sina Seifee (IR/DE) completed 
a four-semester postgraduate 
degree in media arts at the 
Academy of Media Arts 
Cologne. His works focusses 
on digital media, optics, and 
space. 
www.sinaseifee.com

Zhaolian Liu (CN) studied 
at the European School 
of Visual Arts Angoulême-
Poitiers where he practiced 
performance. His artwork 
questions intercultural identity.
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Sensitive and playful 
reactions to the surrounding 
environment are a common 
theme in Rūta Songailaite·’s 
(LT) creative practice. She 
recently graduated with a BA 
from the Vilnius Academy 
of Arts, Department of 
Photography and Media Art.

Maria Volkova (RU) studied 
at the Lomonosov Moscow 
State University and Lumière 
University Lyon II. She is 
active as art historian and 
educator.

Sofia Tatarinova (RU) studied 
at the Rodchenko Moscow 
School of Photography and 
New Media. She works in 
the field of photography and 
research installation.
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The eurOpeAn SChOOl OF viSuAl ArTS 
AngOulêMe-pOiTierS
untitled
02–08 July 2012

During their residency at POT Kassel the emerging artists from the Europe-
an School of Visual Arts are asked to contribute ideas inspired by visiting 
Kassel and the dOCUMENTA (13) event. Keywords covering their expected 
activities include: commentary, homage, criticism, discussion, correlation, 
and contemplation.

The vilniuS ACAdeMy OF ArTS
On a Journey to a goal you may discover that the Journey is the 
goal
30 July–05 August 2012

Phenomenology of the road: Research and collaboration: A Journey from 
Vilnius to Kassel and back, via Berlin.

Eight students from the Vilnius Academy of Arts will travel to Kassel in 
order to see dOCUMENTA (13) and participate in the POT laboratory. In the 
months before embarking they agree that the journey would be a process 
reflecting their personal aims and means, and that the object of collaboration 
will be collaboration as such. Each participant will be free to choose their 
own strategies, modes of relation with others, attitudes, and goals. Attention 
is to be equally distributed between means, reasons, and results. Participants 
also agree to communicate, to share, to reflect, to observe and participate, 
and to question and initiate the inner and outer changes in themselves and 
of the group as a whole. It is anticipated that the experiences of the journey 
become the documents saved in both personal and collective memory. The 
eight students will never return to the exact place they depart from.
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The eSTOniAn ACAdeMy OF ArT
Minus One day diary
06–12 August 2012

The emerging artists from the Estonian Academy of Art are asked to re-
flect on their actions and presence in Kassel during their week in August. 
Reflections might be site- or time- specific showings of thought and 
discoveries in town, shifted by one day. In a classical and open way this 
will document their experience of dOCUMENTA (13). Participants hope 
to find themselves mentally somewhere else by the end of the week 
compared to where they started.

The rOdChenkO MOSCOW SChOOl 
OF phOTOgrAphy And MulTiMediA
untitled
13–19 August 2012

Documenta was reputedly established as an international cultural 
event with substantial financial backing in order to express anti-fascist 
positions in post-World War II German art. With this example, we might 
consider that the contained force of contemporary art can be used as a 
creative tool with the capability of rehabilitating a nation in the eyes of 
the civilized world.

A similar situation was experienced in Russia between the 1930s and 
the middle of the 1980s — where modern art was purposely ignored 
be cause of the severe restrictions imposed by the doctrine of Socialist 
Realism.

Today’s contemporary art is supposed to create a positive interna-
tional image of the nation with ambitious budgets for projects like the 
Moscow Biennial of Contemporary Art, where artists from all over the 
world meet to share their experience of today’s life in the language of 
art. Nevertheless the academic art schools in Russia have never been re-
formed and few art curricula provide any knowledge about contemporary 
art practices. The Open Studio project initiated at the Rodchenko Mos-
cow School of Photography and Multimedia aims to develop innovative 



46
P

O
T

IN
P

U
T

forms of education where students from different universities teach their 
own vision of certain artistic disciplines.

The ACAdeMy OF MediA ArTS COlOgne
Fragments of gestalt (Fog)
03–07 September 2012

FoG is envisioned as an investigational journey descending on Kassel 
at the beginning of September to chronicle the creative topology of the 
dOCUMENTA (13) event. Emerging artists from the Academy of Media 
Arts Cologne are invited to collaborate with New York-based artist Alicia 
Grulon, who brings her project Bringing the Bronx to Kassel into the collab-
oration.

In the vast landscape of the 150-plus artworks that make up dOCU-
MENTA (13) participants are expected to discover and classify unambigu-
ous specimens of art in a periodic context. Following that, they are expect-
ed to extract key communicative elements based on a tripartite framework 
consisting of a material axis (visual aesthetics), an axis of ideation 
(concept), and a semantic axis (referential, narrative). During the course 
of one week these young artists should assume the role of the merciless 
researcher: unlocking the secrets of conceptual art with zeal, unfolding 
uncanny structures, and extrapolating ways to improve (Verbesserung) the 
selected artworks. Participants should deconstruct the selected examples 
and then reconstruct them following a hypothetical “exaggeration of the 
core mechanics” principle.

Alicia’s project Bringing the Bronx to Kassel reflects her ongoing 
investigations of social interaction. Using the New York City borough of 
the Bronx as a catalyst, she invites audience to participate in roundtable 
discussions to reconsider design solutions to specific environmental chal-
lenges the people experience on a daily basis.
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FlOriAne MuSSeAu
An Open proposition around the 
eeg Cask potentials
intervention

Psychogeography is the study of the 
effects of the geographical environment 
on the emotional behavior of individu-
als. The inspiration for An open propo-
sition came while reading a short text 
on psychogeography written by Robert 
MacFarlane.

The first step of the process is to 
open a street map of Kassel, place a 
drinking glass upside down somewhere 
on the map, and trace a circle around 
its perimeter. Then it is necessary to 
take the map, go out into the city, and 
walk along the circle, staying as close 
as possible to the line representing the 
circumference.

The purpose is to record the ex-
perience, the essences of the entire 
event — graffiti, snippets of conversa-
tion, whatever — gathering the stream of 
data (with photography, on paper, or via 
video or audio recording). It is necessary 
to pay attention to the appearance of 
metaphors, to look for visual rhythms, 
for coincidences, for analogies, and 
for the changing moods of the street. 
Finally, when the circle is completed the 
recording ends. Then, editing begins the 
search for the signs of the city.
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Work in progress. Floriane Musseau (top left), Loris Chennebault (top right), Jiaxin 
Liang and Zhaolian Liu (bottom).
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SauliuS leonavičiuS
One More Occasion to Argue With 
yourself or how did We  
Sneak into dOCuMenTA (13)?
intervention

The chance to visit dOCUMENTA (13) for 
free — to live, to work, and to have fun in 
Kassel for a week — was an absolute gift 
to each participant. It was not enough 
for us, though, we wanted to give away 
as little as possible and to get as much 
as possible. Hungry and selfish, we were 
not satisfied with having just our travel 
and accommodation costs in Berlin and 
Kassel covered by MigAA in exchange for 
a chance to realize our creative ambitions 
in the context of dOCUMENTA (13). 
Inside us, our enthusiastic opportunism 
won out against modest idealism.

We decided that we would acquire free 
entrance to dOCUMENTA (13) using 
counterfeit “press-cards” that we forged 
ourselves. The most important point was 
that we were lucky — by using the name 
of the (to-remain-anonymous) contem-
porary art e-magazine, we all suddenly 
became freelance journalists, receiving 
free press packs along with free entry to 
all dOCUMENTA (13) exhibitions. Each 
participant had a chance to make a 
fake press card and to use it. The whole 
intervention was documented and a 
performative video was created. The press 
cards are still being used for other events. 
However, all this was still not enough, 
as later, when presenting our work we 
explained that this action was a deliber-
ate intervention into the organizational 
system of dOCUMENTA (13) and that it 
should be considered as an art project in 
itself. We wanted to call it an art action 
and in fact “sell the stolen shirt to its 
owner.” The motivation for institutional 

critique was perhaps a sort of expression 
of one’s subconscious enmity towards it. 
And if indeed such a simple explanation 
was sufficient, was it really a problem 
in this case? I am convinced however, 
that institutional critique should first of 
all criticize itself and its schizophrenic 
intentions to be legitimized by the art 
world. It is an incurable chronic disease. 
More importantly, a crime that happened 
within an art world environment func-
tioned as a concrete action deconstruct-
ing that world’s conventions more than 
any other form of institutional critique. 
However it is probably more important 
to remain free and to instead recall these 
events — probably best left undocument-
ed — while drinking a bottle of wine later.

Raivo KElomEES
Minus One day diary
event

Every day the emerging artists from the 
Estonian Academy of Art reflected on 
their actions and presence in Kassel dur-
ing their week in August. The result was a 
daily sharing and presenting of thoughts, 
ideas and works.
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Work in progress, faking press cards.

Henry presenting.
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rOMAn MinAev
peMOhT (russian: “renovation,” 

“to renovate”)
intervention

During the residency, the emerging 
artists from Moscow worked within one 
of the main concepts: that the language 
of contemporary art operates as a 
multifunctional political tool. The result 
was an installation that turned the entire 
exhibition space into an object of artistic 
expression.

Work in progress. Preparation of the POT 
space (top) and Ivan Novikov’s installation 
(bottom).
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The windows of the POT space painted over with the Russian word 
“PEMOHT” (“renovation”) scratched on them (top) and Thaisya 
Krugovykh’s blue paint flowing out of the shuttered exhibition space 
(bottom).
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Maria Kalinina, I envy Joseph Beuys. Object.
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AliCiA grullOn, lOCAl 1, 
lOCAl 2, JAn gOldFuß, 
pATriCk Buhr, And SinA SeiFee
Bringing Bronx to kassel
roundtable

During the POT laboratory Alicia Grullon 
held a roundtable with emerging artists 
from Academy of Media Arts Cologne to 
discuss sustainability, climate change, 
the Bronx, and urban cities with under-
served populations. The following is the 
short excerpt: 

Alicia Grullon (AG): What do people refer 
to as “the Bronx” here in Kassel?

Local 1 (L1): Here in Kassel, people 
sometimes say that there are two areas 
that would seem as if they were in the 
Bronx. Typically, these areas are made 
up of a lot of old houses, some of them 
having been demolished in the Second 
World War. They were rebuilt very quickly 
to make space for the people who lived 
there. The more affluent residents of 
Kassel would not live there because the 
area was not so nice (because of this 
history). They say that when you have to 
walk or drive through it, they call it going 
through the Bronx. And in this area, “the 
Bronx,” there are not such nice houses 
and a lot of people immigrants live there 
as well. Also, there isn’t any green space 
or any place where you can relax. It is 
only a place to quickly drive through. I 
don’t know if you understand … 

AG: Yes I do … 

L1: And so I think these people who say 
these things don’t have any idea what 
the Bronx in New York is really like. They 
imagine what it might be like without 
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Local 1.

Jan Goldfuß.
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any real knowledge about the Bronx. 
It makes me wonder what people say 
about other areas in Kassel when they go 
through them.

AG: What interests me is how Kassel 
was rebuilt ... 

Local 2: After the Second World War?

AG: Yes, after all the bombing. It seems 
that Germany has a much stronger 
connection to sustainability issues with 
green energy being at the top of its agen-
da, and I want to see if I can incorporate 
those ideas into the Bronx. Ultimately 
ideas that we develop in conversation 
will be part of the bill that I am going to 
propose in New York City. It is a “Per-
cent for Green” bill. It will be the first 
specifically green legislation to occur in 
New York City.

Patrick Buhr (PB): Are artists the right 
people to talk to about this?

AG: It’s not necessary whether artists 
are the right people to talk to but I think 
right now we have come to a point 
where we have to start talking and the 
problem is no longer exclusive to urban 
planners or architects or engineers 
anymore. I think it has been up to 
them for such a long time. I think that 
now, considering the way the world is 
changing, the dialogue needs to opened 
up to include residents, citizens, and 
other professionals. It is vital to begin 
to change the way that life has been, or 
the way that the system has been doing 
what it has been doing.

PB: But the problem is that the science 
around the climate change is ambigu-

ous and it makes it very complicated to 
look forward. The general direction is 
clear that human action has an impact, 
of course, but how you would need to 
restructure the multiple processes is 
a very complex question. I personally 
would have to do a lot of research before 
I would know exactly what to do. 

Jan Goldfuß (JG): From my point of view 
I am completely sure that you don’t need 
cars in cities. It is absolutely unneces-
sary. You just get used to driving a car 
but you don’t need it. You can go by bike, 
you can go by taxi or public transport, 
but you don’t need cars. Saying this to 
the Americans is something very difficult. 
But Copenhagen is a very good example 
and they have also been trying to export 
this point of view. They say that every city 
can do it — they can have good cycling 
paths so that people are not afraid of 
biking on the road. This is a big issue 
which can help alleviate traffic, but you 
have to change the way society actually 
thinks.
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(essential) things right now and that 
sustainability is not at the top of the list.

PB: It is a problem, obviously.

JG: Maybe sustainability means that you 
can make things for yourself — it’s not 
only about being sustainable globally but 
about being sustainable privately and 
locally. When you think about economic 
problems — one solution could be to 
make the decision to live sustainably 
and grow your own food, if possible.

AG: Is this about a discussion on Iran? 
The whole world knows that United 
States has been insistent on Iran stop-
ping its nuclear development but have 
any sustainability issues come up within 
the American population regarding 
their own nuclear plan? Not because of 
what other countries are saying, but, for 
example, because of what happened in 
Fukushima?

Sina Seifee (SS): I don’t know. Iran is not 
at that stage yet. It is more a political 
stage right now than a real tangible 
problem you can talk about. Right now it 
is just theater as far as we know.

AG: Is sustainability a topic? Are people 
concerned about carbon emissions in 
Iran?

SS: It is not at the top of the list. Right 
now there are more important issues to 
deal with, more essential ones. 

AG: It is interesting you say that. I think 
that when talking about climate change 
with people in largely urban areas, espe-
cially in places like the Bronx, a popular 
response might be: “We have too many 
other things to worry about than worry-
ing about climate change and sustaina-
bility.” There have been a lot of organi-
zations in the Bronx that are doing great 
things in regards to sustainability and 
trying to rebuild the Bronx, the South 
Bronx especially, but I think that the gen-
eral public is too concerned about other 
issues — employment, schools, health 
care, rising cost of living, debt — so that 
what’s happening in terms of green 
energy is very distant from their reality. 
It is interesting that you said that in Iran 
people are just thinking about other 
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MindAugAS gApŠeviČiuS
The national Character of lithuanian Art
essay

Ten years have passed since I last read any of Lev Manovich’s texts. Since 
that time I came to the conclusion that trying to differentiate between 
cultures within the globalized and networked world is quite tricky. On one 
hand, Manovich continues to define and promote his ideas about aspects 
of Western and Eastern culture,* on the other hand, I later had a discus-
sion with Dutch artist Marguerite van Sandick on the national character of 
creative cultures. The dialogue started out by considering the possibility of 
the seemingly impossible — how to define features of national art — and 
ended up exploring several speculative examples: French contemporary art 
became conservative; German art turned formalistic with a slight hint of 
the political; and Dutch art had a documentary undertone.

The “working and conviviality” space POT in Kassel was opened by 
the Top e.V. Association for the Promotion of Cultural Practice in Berlin in 
parallel to the ongoing dOCUMENTA (13) event. Artists from the Vilnius 
Academy of Arts and the Lithuanian Interdisciplinary Artists’ Association 
were invited to find ways of cooperating on this project. Thanks to the One 
Night Only gallery, the POT atmosphere later moved to Vilnius for one day.

Had someone asked me to speak about the national character of Lith-
uanian art, I would never have dared to do so before the POT activities in 
Kassel and Vilnius. I will probably never talk about it again either. Driven by 
this opportunity, though, I will take a chance with the following reflections.

Chance No. 7 was a project by Robertas Narkus, who, secreting himself 
behind a vow of silence, waited for his public end-of-the-week presentation. 
According to the artist his recent activity is based on the management of 
chance in the economy of circumstances: chance encounters with unpre-
dictable (or rather, predetermined?) activities. After endeavoring to find 
out what might happen on Friday evening, rumors suggested an impend-
ing thunderstorm. Then Godot showed up.

Another unstable activity — the use of pirate radio transmitter — was 
led by the artistic duo Neringa Černiauskaite· and Ugnius Gelguda, who 
broadcast, without permission, the dOCUMENTA (13) hypnosis session 
hosted by Marcos Lutyens. What if the recording device had been detect-
ed? Interestingly, when the hypnosis session started, the transmission 
unexpectedly quit only to restart when the session had ended as though 
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*  For example, see Manovich, L. 2007. Designing Shanghai, or Why East of the New West. 
Available at http://manovich.net/content/04-projects/056-designing-shanghai/55_
article_2007.pdf, accessed 16-11-2014; and Manovich, L. 2009. How to Follow Global 
Digital Cultures. Available at http://manovich.net/content/04-projects/060-how-to-follow-
global-digital-cultures/59_article_2009.pdf, accessed 16-11-2014. 
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someone had prevented the artists from crossing the sanctioned/unsanc-
tioned threshold.

The emerging artists from the Vilnius Academy of Arts went even fur-
ther while playing against the prevailing rules and etiquette. dOCUMEN-
TA (13), like most galleries and museums, offered a “press pass” to give 
privileged access for representatives of the media. One of these passes 
works like a magic, providing free entrance to all exhibitions and more. 
This unforeseen opportunity stimulated the collaborative act of forging a 
number of press passes and entering dOCUMENTA (13) free of charge, 
simple and straight.

Lina Albrikienė, yet another artist who took part in POT, actualized 
her ideas while performing a stenographic recording of outside activities. 
The masking tape used for the performance metamorphosed into a tape 
recording when written on it in real-time. When I consider the common 
features in Albrikiene· ’s work along with the other creative outcomes 
examined here, I did not find anything political or economic. Rather they 
all seem to be synergizing very close to life situations at a casual level.

These works carried within themselves a kernel of the unexpected as 
they touched their audience. They stimulated the feeling that there was 
something of a Fluxus influence. Is it possible then to define the national 
character of contemporary Lithuanian art as being of the Fluxus “school”?
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Mindaugas Gapševičius introducing the POT laboratory in Vilnius.



58
P

O
T

MildA lAužikAiTe
·

The Odds of not Meeting are so great that every Meeting  
is like a Miracle
report

The most important thing in the process of collaboration is to learn to 
listen to others, or to simply listen carefully and wait until the other’s 
thoughts resonate with one’s own. The main problem in the dynamic 
of the dialogue is to fix ideas at key moments. This was a hard task to 
accomplish, because expecting quick results generated obstruction, 
evaluation, and analysis, and suddenly listening became speaking or even 
shouting. Later, questions began to appear organically: Is it necessary to 
work on products when communication itself has both quality and value? 
Is it necessary to produce another object-in-a-gallery? And then, after we 
had arrived at dOCUMENTA (13) — Can you perform while being the 
audience for yourself? Initial interior questions on collaborative dynam-
ics overflowed into active discussion when confronted by the exhibition 
and its context. The final beauty of this project lay not in “our personal 
relations to things, but our social share of pleasure.”*
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*  quote taken from the Time/Bank installation by e-flux (who is Julieta Aranda and Anton 
Vidokle), dOCUMENTA (13), Kassel, Germany, August 2013.

Saulius Leonavičius and Milda Laužikaitė, How sensitive turns to clumsy in a gallery 
space. Found instructions, found object.
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liiSAlOTTe elMe And henry griin
untitled
report

The laboratory space was in a very favorable location — in a former retail 
shop with one full wall of windows right on the street. Unfortunately it 
was not on a major pedestrian street, so the passers-by were generally 
on their way somewhere rather than roaming about looking for entertain-
ing activities.

We planned to introduce ourselves and our work on the first evening 
of our stay but sadly no visitors arrived at the announced time. The 
opportunity still seemed promising so we printed more than 200 flyers 
to gather an audience for the following evening. As we handed out half 
of these directly to individuals we received a few promises of attendance, 
and because the city was full of dOCUMENTA (13) visitors we figured 
that the potential art audience would be plentiful.

Reality was quite the opposite. Apart from the organizers and a few 
friends, no one appeared. Nevertheless, the sharing of ideas and projects 
among those present was still very positive. Even though the original 
plan of performing each evening was not successful, we were able to 
make good use of our time in Kassel. We made the most out of observ-
ing dOCUMENTA (13) and mingling with some artists. The sharing of 
thoughts and of updating contacts was a very useful experience. 

rOMAn MinAev
peMOhT 
essay

The one-day exhibition PEMOHT in Kassel was the final stage of the ex-
perimental Open Studio educational project, organized at the Rodchenko 
Moscow School of Photography and Multimedia during 2012. The Open 
Studio had its origins in the active concerns — shared by both the stu-
dents and teachers at several Moscow art schools — about serious prob-
lems in the tertiary visual arts educational system. Official art education 
in Russia remains true to academic traditions and as a result, studies 
of contemporary art practices are indeed available — but only within the 
framework of alternative educational programs — none of which have 
yet been recognized as legitimate by traditional state standards. This 
seemingly small detail often leads to their denigration. On one hand, an 
academic system — with its style of promotions inherited from the Soviet 
times — cannot and does not want to share its privileges with the artists 
who are not sanctioned by a recognized academic education. On the oth-
er, the system dominating contemporary art prevents the representatives 
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of academic art from participating in current artistic life, but by complet-
ing certain up-to-date programs. This overall situation in the art world 
of Yeltsin’s and Putin’s Russia calls for a constant reassessment of the 
relationship between the state-supported system, the establishment, 
and the system that is essentially responsive to the external impulses 
coming from the international art scene.

The Open Studio project was devoted to facilitating collaboration 
between these two systems at the fundamental level of information ex-
change among students. Ivan Novikov, a student of the Surikov Moscow 
State Academic Art Institute was the first to hold a series of workshops 
with the students of the Rodchenko Moscow School of Photography and 
Multimedia. With painting as his main research subject the workshops 
covered the knowledge gap inherent in the Rodchenko program that 
focused on new media. The workshops featured an overview of painting 
and an analysis of its current state, practical assignments, an introduc-
tion to the classical examples in the Tretyakov Gallery collection, and a 
discussion of the suitability of choosing a painting practice as a medium 
in contemporary art. Development of the Open Studio project suggested 
an ongoing process that would move from the territory of one educa-
tional institution to another. This would tend to incrementally involve 
more and more students in a learning process that offered the trans-
disciplinary knowledge and skills that are necessary to get a complete 
picture of the art system, the art world, today.

The POT laboratory in Kassel provided a new impetus to Open Studio 
by focusing a critical comparison between the situation in the contem-
porary Russian art world as just described, and the history of Docu-
menta as one of the most influential international exhibition projects. 
Clear parallels appeared in the domain of the complex systemic issues 
that needed to be addressed in both situations. In Germany the current 
historical period may be viewed as dominated by an ongoing process of 
denazification through the means of contemporary art; while in contem-
porary Russia, art is instrumentalized as a means of communicating 
with progressive Western ideas, even though everyone is cognizant of 
the conservative inclinations of the present Russian authorities.

The site-specific idea of the PEMOHT event was suggested by the 
glass windows of a former shop chosen as the exhibition space. The 
POT participants decided to view the glass-walled cube as symbolic of 
an art institute in a state of permanent flux: where work seeks to tran-
scend implicit limits while retaining a contextual link with the cube as 
the legitimating element of the whole. The shop windows were painted 
white and the word PEMOHT was scrawled on them from the inside, 
as it was commonly done during a shop reconstruction in Soviet times. 
An installation comprising a found vacuum cleaner and a lamp was 
installed inside the windows to suggest preparatory activities.
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Ivan Novikov painted a fresco on the basement walls and displayed 
the result on an iPad screen through a small opening in the shop win-
dow that had been cleaned of the white paint. The substitution of the 
original with a low-quality digital image — along with the attenuation of 
the physical experience of examining the monumental work with practi-
cally motionless contemplation — interpreted anew the problematics of 
the spectator’s visual perception of art.

Subterranean subconsciousness also manifested itself in the work of 
Sophia Tatarinova. The exhibition’s opening day coincided with a Rus-
sian court’s decision in the Pussy Riot case. In an act of solidarity with 
her colleagues in prison, the artist played back their protest song — orig-
inally performed in the Cathedral of Christ the Saviour in Moscow and 
prohibited for public broadcast in Russia — through the air vents from 
eight meters underground. 

Anastasia Kalk’s work addressed the problematic communication 
between the artist, the institution, and the audience. Her artistic contri-
bution was reduced to a minimalist statement: a random stranger was 
invited to a private view of the closed exhibition, and her status shifted 
to that of an object of contemplation.

A desire to emphasize the enforced segregation of the social hierar-
chy was the main theme in Thaisya Krugovykh’s work. Blue paint flowing 
out of the shuttered exhibition space hinted at the noble origin of the 
institution as the source of authority in an arbitrarily structured system.

Maria Kalinina quoted a famous work by Joseph Beuys, 7000 Oaks, 
produced specifically for Documenta 7 in 1982. She left a message saying 

“I envy Joseph Beuys” on a cobblestone found by chance, suggesting the 
impossibility of getting closer to the social engagement of the postwar 
era in Germany today.

AliCiA grullOn
Bringing the Bronx to kassel
introduction to the manifesto

The nature of this work is to experiment and explore through process 
and exchange. Participating in community allows one to further research 
how community itself is one site where issues of race, class, gender, and 
activism open. The ideas surrounding this project came from asking 
whether it’s possible for art to transform how community and history 
are experienced. Can the process of art-making impact history? What is 
the role of an artist’s personal position?

How can an artist — as part of the community — put their skills to 
use beyond the basic process of producing an object or what might be 
considered as “art”? Art, like politics, questions how one establishes 
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one’s presence in the world. How people collectively engage each other, 
exchange information, and take action are the starting points for a direct 
re-structuring of society. To an artist these ideas bring up many questions, 
especially those regarding how useful art might be. “If I write it I will man-
ifesto,” was an act seeking an answer but getting only more questions. It 
was a moment of taking all the information received and seen at dOC-
UMENTA (13) and asking oneself, “Can I really do it? As an artist, can I 
manifest an entire change in the world through the idea of art?”
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The invisible Seminar: 
Space

15–18 October 2012
Bergen Academy of Art and Design

Bergen, Norway
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Old county jail, Bergen, Norway.



69
T

h
e In

visible Sem
in

ar: S
pace

In October 2012 more than twenty international participants 
gathered in Bergen, Norway to explore space. The Invisible Seminar: 
Space laboratory was designed as an intensive threeday event  
where each day, led by a preeminent creative practitioner, a given 
question, methodology, or debate was explored. Participants  
were engaged in each day’s investigation through collective discus
sion and collaboration, emphasizing the performative and rela 
tional characteristics of what it means to be in space.

Space is often understood as the architected rooms we move 
through and inhabit. In thinking about space we imagine particular 
forms and envision a certain concrete materiality. Yet space may  
also be understood as the volume of air hovering within and between 
rooms — as the intangible matter is shaped both by architectural 
structure and through daily use. Space may also be understood as a 
place for human encounter that is often defined by unseen energies.

This MigAA laboratory — taught by Brandon LaBelle (Berlin) 
along with Rodrigo Tisi (Santiago de Chile) and Rori Knudtson (Co 
penhagen) — focused specifically on questions of space and meth
ods of spatial practice. The aim of the laboratory was to further an 
unorthodox perspective by examining the issue of invisibility and 
how it might contribute to understandings of space. Legacies of spa 
tial practice and spatial thinking set the scene for probing such 
perspectives and experiences, appreciating less material features of 
architecture. Contributing to strategies of spatial intervention and  
to expanded artistic practices, aspects of sound, light, texture, atmos 
phere, and ambience were presented as elements no less important 
for defining the experience of space. In addition, space was consid
ered as delineated by invisible ideologies that influence form and 
how we occupy space. In this sense, modes of behavior result not 
only from what space suggests, but what we may perceive about it 
and perform upon it.

The Invisible Seminar: Space was organized by the Bergen Acad
emy of Art and Design in collaboration with Top e.V. Association 
for the Promotion of Cultural Practice in Berlin. The laboratory 
was partly supported by the KUNO network and Lifelong Learning 
Programme.
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Old county jail, Bergen, Norway.
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Aron Adobati (SE/NO) studied 
at the School of Design and 
Crafts at the University of 
Gothenburg and the Bergen 
Academy of Art and Design. 
He aims to restore user 
initiative through designing 
co-creational situations that 
activate knowledge generation.

A student at the Danish 
Royal Academy of Fine Arts, 
Signe Boe (DK/DE) works 
with translation from image 
to sound and sound to 
image. The relation between 
composition and score with 
forest landscapes is her 
point of departure.

As a new media student at 
the Estonian Academy of 
Arts, Fine Arts Department, 
Liisalotte Elme (EE) is 
interested in psychology 
and the cause and effect 
relationship between space 
and people.

Helene Førde (NO) is studying 
at the Bergen Academy of Art 
and Design. She uses a variety 
of media to address issues 
of presence, space, time, and 
transformation, with a focus 
on installation, performance, 
and sound. 
www.heleneforde.com

Jan Goldfuß (DE) is pursuing 
post-graduate media arts 
studies at the Academy of 
Media Arts Cologne. He 
aims to materialize multi-
dimensional world models 
or something like Deleuze’s 
planes of immanence.

Studying scenography at the 
Estonian Academy of Arts, 
Henry Griin (EE) is interested 
in generating atmospheres 
through such non-visual means 
as soundscapes, odors, and 
controlling movements of air.

Hållams Linnea Henriksson 
(SE/NO) studied at the School 
of Design and Crafts at the 
University of Gothenburg and 
the Bergen Academy of Art and 
Design. She is a textile artist 
working with place-related and 
site-specific art. 

Håvard Holmefjord (NO) 
is studying at the Bergen 
Academy of Art and Design. 
He works primarily in new 
(digital) media where he 
explores language and 
text using philosophical 
undertones.

A graduate of the School 
of Design and Crafts at the 
University of Gothenburg and 
the Bergen Academy of Art 
and Design, Malin Andersson 
(SE/NO) raises questions 
about social structures and 
identity in her performance, 
installation, and textile work.
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Rori Knudtson (US/DK) is 
one of the founding partners 
of the School of Critical 
Engagement. She is an artist 
and architect working with 
installation, sound, video, 
and performance questioning 
physical, psychological, and 
social constructs of space.

Brandon LaBelle (US/DE/
NO) is a professor of new 
media at the Bergen Academy 
of Art and Design. His 
work results in installations 
and performances often 
using sound, text, and sited 
constructions. 

Gisa Pantel (DE) studied at 
the Academy of Fine Arts 
Münster and the Royal Danish 
Academy of Fine Arts. She 
works within a variety of 
mediums, often including 
sculpture, collage, and text.

A student at the Bergen 
Academy of Art and Design, 
Alexandru Raevschi (MD/NO) 
is interested in exploring the 
socio-political and psycholo-
gical aspects of other people’s 
worldview — both near and far. 

Niilo Rinne (FI) studied socio-
logy at the University of Turku 
and art at the Aalto University 
School of Art, Design and 
Architecture. He is broadly 
interested in reality, pedagogy, 
and what role artists play in 
society.

Earning an MA in new media 
from the Estonian Academy 
of Arts Taavi Suisalu (EE) 
works with sound, mostly 
via fieldwork: hunting and 
gathering, a process that 
pushes him to concentrate 
on specific elements of his 
perceptive capabilities. 
www.taavisuisalu.com

As an architect with a PhD 
in performance studies from 
New York University, Rodrigo 
Tisi’s (CL/US) professional 
work combines fields of 
creative practice beyond 
architecture to highlight 
questions of public space  
and performance.

Mae Köömnemägi (EE) 
studied architecture and urban 
planning at the Estonian 
Academy of Arts. She currently 
works at KAOS Architects in 
Tallinn.
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Wain Marriott (UK/NO) 
studied fine arts at the 
Nottingham Trent University 
School of Art and Design. His 
work considers how the artist 
can engage with and retain an 
audiences’ attention.
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BRandon laBEllE
The invisible Seminar
seminar

The Invisible Seminar is an ongoing research project led by Prof. Brandon 
LaBelle at the Bergen Academy of Art and Design. It seeks to investigate the 
operations of visibility by highlighting the unseen, the camouflaged, the im-
material, and the erased as particular aesthetic strategies. If the visual arts 
historically have relied upon the seeing subject as its partner, functioning to 
give representation to the imagination or world events, what forms of cri-
tique, protest, and poetics have been developed by occupying the space of 
the invisible? How has visual culture studies — and what Camiel van Winkel 
terms the “regime of visibility”— contributed to the contemporary imper-
ative to visualize and to expose? Might notions of the invisible be used 
to deepen perspectives on the power dynamics of the gaze and of image 
production? And, importantly, how might invisibility contribute to rethinking 
modes of collectivity and politics?

RoRi KnudtSon
untitled
workshop

In 2012 a project entitled The People for a Better Bergen was started at the 
School of Critical Engagement in partnership with the Bergen School of Ar-
chitecture. The city designated the Old Bergen Jailhouse (Norwegian: Gamle 
Bergen Kretsfengsel) across from the main municipal administration building 
as a site that was currently a “void” within the city — as both something 
the city can’t figure out what to do with, but also as a space that is in direct 
need of repurposing to align itself with a twenty-first century citizenry.

For The Invisible Seminar, For The Invisible Seminar, the jailhouse will be 
used as the first experimental site to help understand the context of invisi-
ble architecture within the wider (city) infrastructure. We are also interested 
in understanding how — with a building and grounds that formerly func-
tioned as a space for rendering an individual invisible and where a person 
was removed from active and engaged visible life in order to reform and 
re-socialize behavior.

We will read and discuss the chapter “Panopticism” from Michel Fou-
cault’s book Discipline and Punish: The Birth of the Prison to understand 
the intentionality in creating an internal architecture that is meant to control 
visibility from every angle of movement. Seminar participants will then be 
invited to select one jail cell to occupy and to begin testing the idea of invisi-
bility within “the visible.” The goal is to explore ideas of sound and the body 
based on Brandon’s and Rodrigo’s expertise.
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RodRigo tiSi
visualization of Hidden Spaces
lecture

The spaces to be explored are somehow detached from our common 
perception as they are not part of the regular experiences that we have 
day-to-day. Invisible spaces are then spaces that exist in parallel to our 
conventional perception of our surroundings, what Foucault characteriz-
es as spaces of other spaces. He suggests that these “heterotopias” as 
he names them are only perceived when performances take place within 
them and that such spaces — the spaces of heterotopias — are spaces 
constructed by perception within the scope of conventional situations.

In exploring the invisible, the hidden, participants will be able to 
contemplate and give shape to new temporal situations that enhance 
perception. To highlight this approach this presentation invites partic-
ipants to look at the work of Chilean visual artist Alfredo Jaar who has 
been exploring issues surrounding the invisible by making visible certain 
atrocities committed by our contemporary society.

The laboratory participants are charged with exploring the condition 
of an existing building in Bergen that was not part of the common 
perception. With this opportunity and this approach participants will 
learn about an old city structure that is no longer used for what it was 
designed and built for. As artists and architects, participants will have 
the opportunity to produce a temporal art intervention that explores 
both built spaces (what we will find there) and the many parallel ones 
(installed) in the building.
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malin andERSSon 
and aRon adoBati
untitled
performance

Our project evolved loosely around an 
open interpretation of the thematic 
assignment as we interpreted it: the 
negative space of the jailhouse.

We first tried to converge on a 
common idea of how we understood 
the theme. It seemed as though the 
negative space of the prison was likely 
made up of something outside of the 
building. Not just the space outside 
but also the culture, the artifacts, and 
the people. We finally defined it as the 
archive of random stories of different 
people.

We were interested in the tangibility 
of place, expressed as something other 
than the walls and the interior. We 
wanted to express one way in which 
the building exists and how it becomes 
visible in memories, through embodied 
perception, and through time.

It became clear to us that we needed 
to get outside to document and gather 
these traces. We fixed on a method 
of asking random individuals for their 
thoughts about the jailhouse. We decid-
ed that our encounters with these people 
should be open and unpretentious. 
After walking around the neighborhood 
surrounding the jailhouse, interviewing 
several people, and then analyzing the 
material, we characterized the result as 
a collection of highly dynamic material, 
made up of subjective content that could 
be interpreted in a variety of ways.

We choose to present the material 
inside the building as a way of problema-
tizing the idea of the negative as a singu-
lar. For there to be a negative there has 
to be a positive(!) and what happens if 
you introduce that negative into the pos-
itive. In other words: What is dualism? 
And/or: (how) is it constructed? Does it 
have a reciprocal counterpart?

We ended up enacting several of the 
authentic stories we had gathered as a 
performance inside of the prison using 
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the architecture as a guiding feature. 
We recited the texts aloud as we paced 
back and forth along the two narrow 
open gangways on either side of the 
large multi-story open space of the sin-
gle atrium that constitutes the building 
interior.

We felt that our action generated 
more possibilities as to what the build-
ing could be. Stories from the building’s 
past — acted out in fragments from 
memory in the building of the pres-
ent — created an invisible space for all 
to immerse within.

liiSalottE ElmE 
and HEnRy gRiin
another Place you Cannot go to 
Without Being milked
performance 

One paradox in the material world is 
that money provides freedom as much 
as it confines people. The more you 
give the more you get, yet the more you 
need.

Throughout history prisons have 
been institutions that people want to 
stay out of. Although money may keep a 
person out of prison for a while by pay-
ing fines or bail, this normally cannot 
continue forever.

A performance was set up where 
the artists sold tickets providing public 
entry to the Old Bergen Jailhouse. To 
get on to each floor the audience had 
to pay different prices and there were 
also taxes for using the toilet, hanging 
overcoats in a wardrobe, entering some 
specific room, and so on. Guards stood 
on each floor, checking visitors’ tickets 
and keeping an eye on what they were 
doing. There were also souvenirs for 

sale along with some special offers. No 
one got a discount.

The artists represented the private 
owners of the historical site who thus 
profited themselves rather than the 
public.

The goal was to have people recog-
nize the irritating feeling that everything 
has a price — even for entering places 
that people historically did not want to 
enter even if payed — and to feel a bit of 
the power and magic of the past that can 
never again be actually experienced.
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Jan goldfuß
untitled
performance

My first thought was to modify a cell 
to render it a soundproof black hole. 
Entering, you would neither see nor hear 
anything. You would be forced to stay for 
fifteen minutes and so experience time in 
a rather direct way, as you were confront-
ed with only yourself.

In the small amount of working time 
that we had, it was not possible to gather 
the resources to construct such a black 
hole, so I decided to keep it simple and 
just focus on the available possibilities.

There happened to be a cell that was 
already painted black, so I decided to 
use that as a starting point. I spent some 
time in it on my own, experiencing time 
passing and imagining the experience 
of being imprisoned. Doing nothing, 
listening to the city outside, watching the 
sky, closing my eyes, looking inwards: not 
getting bored, nervous, impatient.

For the final presentation I decided to 
stay in the cell, seated just below a small 
window, where I could hardly be seen 
because of a shaft of bright daylight shin-
ing in. I sat there while people entered 
the cell, the door closing behind them. 
Sitting there in the dark I addressed them, 
inviting them to experience the cell, as I 
was sitting there alone. This as if I was 
the ghost of a longtime detainee.
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Overleaf: Hållams Linnea Henriksson, Box Performance.

HållamS linnEa HEnRiKSSon
Box Performance
performance

The week before The Invisible Seminar: 
Space, I was busy with an idea for a 
performance: trying to get out of a box. 
The performance was about place and 
time — building up a home in a box. 
Then the seminar came along and we 
went to the former city prison and that 
previous work landed in an entirely new 
context, a new space. I decided to debut 
my performance without actually having 
the time to prepare. I fortuitously found 
a box at the prison site so I placed box in 
one of the prison cells and had a friend 
tape me into the box. The audience was 
led into the cell and the door was shut.

The box performance was about men-
tal and physical escape, mind and body 
being in different locations and the mind 
not being aware of the body. It was also 
about being in a small space and trying 
to go somewhere else; visibility and 
invisibility. The box clearly defined two 
spaces in contact with each other via the 
body, the inner and the outer and also 
the known and the unknown. It was a 
play between viewer and performer, what 
was invisible and unknown for me as the 
performer was quite to the contrary for 
the viewer.
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HållamS linnEa HEnRiKSSon 
and maE KöömnEmägi
invisible door
video projection

The project Invisible Door comprised a 
video of a window projected on the wall 
of the building immediately opposite the 
second floor prison door that otherwise 
led only to emptiness. It was as if the 
window made of light on the other side 
of the wall and the corridor of light that 
formed between the two buildings made 
a sort of gateway to a different, invisible 
space. The emergency exit door on the 
second floor seemed interesting: if one 
went out through the door one would 
fall straight down through open air to 
the ground because there’s nothing 
on the other side of the door, nothing 
but the outside. The light was aimed in 
different ways to suggest a prisoner’s 
attempts to make contact with the outer 
world through the cell window. The 
installation is about mental escape. Is it 
possible to get out or is it only the stuff 
of dreams and reverie? The Old Bergen 
Jailhouse was formerly a part of the city 
hall, but now there are only traces of this 
connection left, namely a peculiar piece 
of double wall with a set of two doors. 
A narrow passage has been formed 
between the new town hall and the old 
jailhouse. For this project the image of 
a window was chosen to be projected 
through the door, a film sequence taken 
from the outside of the prison, where 
the prisoner’s attempts to make contact 
with light signals were caught. Because 
there was double door, the inner door 
was closed and the outer door was open. 
From the outside it looked like an open 
escape route, from inside there was only 
a closed door. In fact it was a locked 

door in a locked house, a dream escape.
One question arises: Is the prison-

er reaching for human contact or is it 
merely a reflection, himself in a mirror? 
The projection also recreated a contact 
with the city hall. We are led to further 
questions: Is the emergency door an 
entrance or an exit? A passage in or out? 
What is the address and who is trying to 
connect with who?
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giSa PantEl and SignE BoE
Weather forecast
video, 00:01:42

In the video Weather Forecast the green 
wall color of a prison cell is used as a 
green-screen backdrop for a fictitious 
weather forecast. A nonsensical script 
adapting the typical language of a 
weatherman but lacking any real content, 
as well as the exaggerated gestures of 
the female forecaster, create an absurd 
choreography. The accompanying green-
screen, as a potential source of informa-
tion, remains empty or at least invisible, 
demanding that the viewer imagine 
images themselves.
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Wain Marriott, Untitled.



91
T

h
e In

visible Sem
in

ar: S
pace

P
R

O
C

ESS

giSa PantEl and 
SignE BoE
Cells
video loop, 00:00:34

The video Cells transforms an image of a 
prison-cell into images of shower stalls 
that share a similar color scheme. The 
morphing gradient and the similar qual-
ities of anonymity and solitude highlight 
the lack of privacy in the prison cell, while 
the bathroom interior becomes an unat-
tainable luxury good.
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alExandRu RaEvSCHi 
loneliness of memory
installation

Live through, which is the starting point 
in the formation of human personality 
traits, often can be in the vacuum space 
of the human experience. The given fact 
does not guarantee departing from the 
own internal disagreements concerning 
the choice of vector orientation and find-
ing an optimal solution to assigned task.

This project is my personal and inti-
mate story of contiguity with this situa-
tion later turned over my life. It is a story 
about one moment in my biography, 
which describes developments and the 
internal struggle that began to unfold 
inside of me after a deep reassessment 
of the scale of values.

niilo RinnE
Synopticon
installation

In the installation Synopticon, a laptop 
with headphones is placed in a closed 
prison cell. Through the small hatch 
in the jail door, one saw the glow of 
the screen flickering on the walls and 
headphones hanging on the laptop as 
though there was an invisible person in 
front of the screen. The headphones in-
dicated the presence of sound and gave 
the sensation of an illusory character 
looking at something that could be seen 
only vicariously as light on the walls. The 
installation was set in a space inacces-
sible to the voyeur where the inhuman 
constellation was clearly operational.

In contrast to the classical idea of 
the panopticon — where the few are 
watching the many, as in Orwell’s 
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1984 — there is the idea of the “synop-
ticon,” where the many are watching 
the few, as with celebrities. Taking the 
installation into a closed space a kind of 
diorama is created, presenting the field of 
a contemporary ideological battle. It ar-
gues that the human spirit may very well 
get hijacked by the few using cinematic 
images that work in the dark inner spaces 
of human desire. As in Plato’s cave, hu-
mans are seduced and held captive by the 
resolution and the glow of their screens: 
the unreachable but enchanting world of 
virtual objects and characters enthralls. 
Many would cry out for their right to co-
habitate in the dark with their audiovisual 
companions and would indeed fight back 
if someone tried to force them to go out-
side into the broad daylight of the public. 
One can easily imagine the image of an 
apartment block with hundreds of cell-like 
windows flicking in the night during a 
World Cup football final.

This interplay of seeing, being seen, 
and not being seen, brings the idea of (in)
visibility to the core of society. As Jacques 
Rancière has commented on the sensual 
character of politics, ideology has always 
been about showing and hiding, and, 
ultimately, about the power over being 
visible. This game is propagated by media 
technologies that Bernard Stiegler would 
probably label technologies de l’esprit 
(French: “technologies of the spirit”). The 
most powerful contemporary weapon 
in this game, a computer, is revealed in 
the installation. But just as a director, a 
cinematographer, or an editor stands out-
side the camera’s frame yet controls the 
eyes and the ears of the spectator, in the 
prison cell the engineer and the machinist 
remain invisible.  
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Niilo Rinne, Synopticon.
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Jan goldfuß
Report about the invisible Seminar
report

This is a rather fragmented report on The Invisible Seminar: Space labora-
tory in Bergen, Norway, that I was happy to be a part of, thanks to MigAA.

In preparation for the short lab, we were asked to read a part of Camiel 
van Winkel’s book The Regime of Visibility, a critical examination of visual 
culture.

The laboratory started off with a presentation of works selected by the 
facilitators. These included works by both individual artists and collec-
tives — the Invisible College, Liu Bolin, Alfredo Jaar, Vito Acconci, Parasite, 
and others.

Our first excursion was to the Old Bergen Jailhouse, an abandoned 
prison, the location quite hidden despite being in the center of town.

We were asked to address the “negative space” of the place: to consid-
er the surfaces, materials, the presence of the body, the dialogue between 
people and the space. For this we split up into small groups, examining 
this very impressive decaying structure.

My group brainstormed the following: Time as medium → decay (seen 
on surface) → sound (echo) → nature (growing again on the old structures), 
cells as compression of time, time capsules, rhythm (day cycles), time layers 
on the walls (cracks), boredom, structure of time, meditation, waiting.

After a short presentation of our ideas, we were directed to work on-
site in the building for the following two days, where we developed small 
projects that were subsequently presented at the end of the seminar.
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(il)legal Aesthetics

16–20 January 2013
Ptarmigan (Tallinn)

Tallinn, Estonia
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Area closed to transit, Sicily, 2012.
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For five days in January 2013, twentytwo international partici
pants gathered in Tallinn, Estonia, to focus on content and tools 
not commonly used by the typical artist. (Il)legal Aesthetics sought 
to investigate another side of the truth. Can norms and etiquette 
be ignored? And where are the borders of art and education?

The worlds of economics, culture, academia, and science all  
adhere to strictly Darwinist principles. The strong triumph; the 
weak are swept away. Any and all attempts to rectify this situa
tion along with its resulting inequalities — through state activity, 
through acts of social conscience or charity — are themselves 
subject to the same existing systems.

The rule of law binds these worlds, yet the ties are not absolute. 
The concept of legality is fluid, and those who have conquered 
these worlds are often the very same ones who least abide by the 
regulations that have benefited them to begin with.

In the realm of art and aesthetics, legality is rarely an issue 
except perhaps with explicitly activistoriented projects. As a fluid 
concept it often exists as an unobserved parallel or undercurrent 
to critical dialogue.

Facilitated by Mindaugas Gapševič ius, this MigAA laboratory 
encompassed a variety of activities revolving around these and 
similar concerns. Grappling specifically with the educational 
realm, (Il)legal Aesthetics explored activities that straddle the gap 
between legal and illegal. These activities tested concepts such  
as law, permission, and property (ownership) rights. Participants 
investigated responsibilities as well as possibilities in their at
tempts to discover (il)legal forms of action and aesthetics.

(Il)legal Aesthetics was organized by Ptarmigan (Tallinn) in col 
laboration with the Lithuanian Interdisciplinary Artists’ Asso 
ciation and the Estonian Academy of Arts. The laboratory was sup
ported in part by the KUNO network and Nordic Culture Point.
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Overleaf: The Parkla intervention by Evi Pärn.
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Simon Barker (UK/EE) holds 
a PhD from Royal Holloway, 
University of London. He 
struggles daily learning 
Estonian grammar and 
teaching university students 
what it is to know something. 
www.simonbarker.is

Fiona Flynn (UK) is an artist, 
researcher, writer, editor, and 
teacher, living in Peckham, 
South London. At present, her 
practice is concerned with 
agency and commonality 
within human experience.

Mindaugas Gapševičius 
(LT/DE) is currently doing 
MPHIL/PhD at Goldsmiths 
University of London. He is 
engaged in futuristic themes 
and takes a critical position 
on contemporary neoliberal 
tendencies. 
www.triple-double-u.com

William Kelly (IE/EE) is 
studying photography at the 
Dun Laoghaire Institute of Art, 
Design & Technology, Dublin. 
His work focuses primarily 
on social, geopolitical, and 
economic issues; although 
there is a recurring theme 
of trauma throughout. 
williamkelly72.tumblr.com 

Raivo Kelomees (EE) is a 
professor in the New Media 
Department at the Estonian 
Academy of Arts. His doctoral 
thesis in art history was 
titled “Postmateriality in Art: 
Indeterministic Art Practices 
and Non-Material Art.”

With an MA from the 
Medialab of the University 
of Arts and Design Helsinki, 
Mari Keski-Korsu’s (FI) work 
examines environmental and 
socioeconomic changes in 
people’s everyday life. Her 
work has a social nature, often 
with a humorous twist. 
www.artsufartsu.net

Sandra Kossorotova (EE) 
is studying fashion at the 
Estonian Academy of Arts. She 
is interested in trend research 
and forecasting.

Egor Kraft (RU/AT) studied 
at the Rodchenko Moscow 
School of Photography and 
Multimedia and the Academy 
of Fine Arts Vienna. He works 
in a wide range of visual 
disciplines, while balancing 
between art and design. 
kraftfolio.tumblr.com

John W. Fail (US/FI) co-
facilitates Ptarmigan, a non-
commercial project space/
platform, in Helsinki and 
Tallinn. His work focuses on 
collaborative interactions and 
exploring interdisciplinary 
creative approaches through 
workshops, seminars, and 
events.
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Lewis McGuffie (UK/EE) is 
brand manual designer and 
sign painter. He explores 
the power relationship 
between mankind and the 
natural world — a dynamic 
that remains largely invisible 
without the use of technology.

After finishing architecture, 
environmental design, and 
art studies in Japan, Hidemi 
Nishida (NO) is now studying 
at the Bergen Academy of Art 
and Design where he works 
on environmental art that 
is strongly connected with 
architectural concepts.

Evi Pärn (EE) graduated 
from the Estonian Academy 
of Arts with an MA in new 
media arts. She addresses 
topics that reflect reality and 
the problems that she sees 
around her or that are strongly 
related to her perception. 

Ida Britta Petrelius (SE) 
is studying at the Valand 
Academy in Gothenburg. She 
works with different materials 
and techniques in order to 
circle around and approach 
the border of the coherent 

“body” of perception.

Alexandru Raevschi (MD/
NO) is studying at the Bergen 
Academy of Art and Design. 
He is interested in socio-
political issues as well as the 
psychological aspects of the 
worldview of people who are 
within and beyond his reach.

Emilia Rosenkrantz (DK) 
studied ethnology, sustained 
herself by teaching 
snowboarding, and did a lot 
of scenography for all kinds 
of theatre. In her art practice, 
she concerns herself with 
pictorial tendencies, identity, 
and gender.

Ivan Rynn (IE/EE) is working 
on a BA in photography at 
the Dun Laoghaire Institute 
of Art, Design & Technology. 
He has experience in art, 
documentary, and event 
photography, and through 
learning is improving his 
practice. 
www.ivanrynn.com

With an MA in sculpture 
and audiovisual art from 
the Vilnius Academy of 
Arts Antanas Stančius (LT) 
researches the problematics 
of identity and internecine 
communication, as well as 
the workings of public social 
structures.

Sara Milazzo (FI) is part 
of the electronics hacking 
group koelse and the 
transdisciplinary platform for 
experimental art Pixelache. To 
her the difference between 
garbage and reusable waste is 
merely a question of context. 
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Sandra Strēle (LV) is studying 
at the Art Academy of Latvia 
in the Department of Painting. 
She is interested in going 
beyond of borders, exploring 
the new and that which is 
difficult to realize.

Andrej Vasilenko (LT) received 
a BA in photography and 
media arts from the Vilnius 
Academy of Arts. His artistic 
research looks for ways to 
articulate ideas through 
photography. 
www.andrejvasilenko.com

As a student of art history 
and theory at Art Academy of 
Latvia, Veronika Viluma (LV) 
has a  professional interest in 
writing about the processes 
that occur in contemporary art 
and culture in general.

Ernest Truely (US/EE) is an 
instructor at the Estonian 
Academy of Arts and the Baltic 
Film and Media School of 
Tallinn University. He works 
with painting, drawing, film 
and digital photography, 
video installations as well as 
working in ceramics, wood, 
and metal.
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MindAugAS gApŠeviČiuS
p2p Workshop
workshop

The term “illegal” is associated with violations of the law — as in crime 
within a social and legal framework — or anarchy in a broader political 
and social organizational sense. Although from the anarchist’s point of 
view anarchy is, of course, no violation of the law. Anarchists advocate 
stateless societies based on voluntary non-hierarchical association. In this 
case, justice is relegated to the individual and not society.

Computer networks and social systems share similar organizational 
structures. Both are predicated on the existence of two mechanisms: hier-
archical rules (within society and within the organized political communi-
ty) and non-hierarchical ideologies (stateless society). Although physical 
networks are decentralized, actual access to data is not implemented that 
way. The World Wide Web or public Internet, for example, has a semi-hier-
archic structure based on the Domain Name System (DNS) that requires, 
among other mechanisms, upper level intermediaries (servers). These 
servers control the flow of data lower down in the hierarchy of the system. 
Other non-hierarchic concepts are based on typically anonymized P2P 
network structures that characterize anarchic and self-organizing systems.

The P2P Workshop presents an alternative model of networked society. 
The essence of P2P is to challenge the accepted architecture of inter-
net while using anonymous communication systems. The workshop is 
visually supplemented with several examples of artistic remix, modified 
software, and hacked systems.
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FiOnA Flynn And leWiS MCguFFie
Making Benign explosions
workshop

During the workshop Making Benign Explosions artists Flynn and McGuff-
ie will instruct participants on how to create explosions using simple 
materials — a few candles, wooden sticks, and self-made containers. This 
workshop came about through a series of other workshops in Lithuania 
and Latvia that resulted in several public performances. The performanc-
es explored historical events that occurred during World War II in this area 
specifically, the beginnings of the Holocaust. They functioned as a gesture 
towards the exploration of memory and its subsequent construction. 

rAivO kelOMeeS
new Media and Critical Approaches in Art
lecture

Prof. Kelomees will trace the histories of critical, subversive, ironic, illegal, 
and interventionist approaches in art. Criticality is seen as a basic attitude 
in twentieth century art where it sometimes has metaphoric connotations: 
it suggests that things should be done differently or unconventionally. It 
can also be understood as being creative and innovative, but sometimes 
a critical approach has an object and a target: it is focused on changing 
something in particular.

Fiona Flynn and Lewis McGuffie, Instructions on making benign explosions.
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SiMOn BArker
illegaleese Without Standard
video installation

Discussing illegality, as with any 
discourse, requires both a perspec-
tive on and a knowledge of history. In 
addressing morality and justice — law 
in abstraction, arising in different 
disciplines, words, truth, authority, and 
political voices — all these provide the 
cursory context. This work illustrates the 
layered complexity of the issue. Illegality 
per se is elusive, but one constant is 
central: To act outside a standard is to 
act against all standards — and this is 
perhaps the real essence of illegality. A 
mis-constructed historical discourse 
goes against etiquette and thus, gives 
rise to distress. In a new form, a new 

“found narrative” is interjected.
The installation utilized two over-

lapping video projections where the 
layered (legalistic) textual content played 
off of each other. With sources ranging 
from thermodynamics to Estonian civil 
law to media reports to philosophical 
treatises, the texts illustrated the wide 
and profound presence of standards in a 
cultural system. 
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Squeeze half a lemon into the soup, 
or if you’re feeding a lot of people, a 
whole lemon or perhaps even two. Dice 
some dill or parsley, and sprinkle it on 
the top.

Bon appetit!

FiOnA Flynn
hacker Soup
An open-source recipe that anyone can 
make:

For each person you’re feeding, take one 
onion, a stick of celery, a carrot, a leek, a 
small potato, and a clove of garlic — one 
of each for each person — or whatever 
vegetables you have available and that 
you like.

Peel what needs to be peeled and 
chop everything into the size that you 
prefer. Dice the garlic.

Sauté everything in butter or oil for 
ten minutes and add boiling water, add 
a little salt and grind in lots of fresh pep-
per. Vegetable bouillon is helpful, too.

If you have a handful of pasta, throw 
that in, too.

When the vegetables are soft — in 
about 15-20 minutes — mash the soup a 
little with a potato masher. Add the right 
amount of salt to your taste.
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WilliAM kelly
Tsar Bomba rT-2uTTkh “Topol-M”
object

The object was constructed to resem-
ble the head of a nuclear weapon and 
named for one of the most powerful 
nuclear weapons on the planet. It was 
designed to allow maximum airflow 
when fired. The rapid suction of the 
fire should create a large mushroom 
cloud that will appear both powerful 
and beautiful. The piece will conceivably 
initiate a discussion on our own creative 
and (self-)destructive nature. Atoms for 
peace, not for war!
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hideMi niShidA
untitled
performance

The project is about the struggle of 
being an individual — and the ease of 
being individual. It is about a struggle 
of being a part of society —  and the 
ease of being a part of society. The 
performance revealed an essential 
deformation of society.

evi pärn
parkla
intervention

Parkla was an action that took place 
during the MigAA laboratory. Parkla 
means “car parking place” in Estonian. 
The signage at five bus stops that are 
officially named “Kunstiakadeemia” 
(Art Academy) was changed to “Parkla.” 
The original location of the Estonian 
Academy of Arts building between 
1917 and 2010 is now a parking lot; 
and all the academy departments are 
presently scattered around Tallinn in 
several different locations. Funding for 
the construction of a new building for 
the academy was turned down by state 
officials in 2012.

idA BriTTA peTreliuS And 
eMiliA rOSenkrAnTz
untitled
intervention

Allowing aesthetics to have a law. 
Letting the law create itself through ex-
perience and failure. Letting the failure 
and law become one. Giving the one 
the power to rule. And remembering to 

always rule aesthetically. 
Language evolves through actions of 

art. Within that language there is an un-
spoken law, a dialectic system for living. 
In dialogue, the language itself creates 
a third participant, undergoing constant 
development and growth. In the dia-
logue between an object and a observer, 
the only thing existing between them is 
language. That language may never be 
controlled, nor ruled, nor decided upon. 
Legality is to give or to take the space 
for being. Legality is having a voice in 
the conversation. Legality can never be 
a hermit, it is dependent upon sociality: 
illegality is its opposite. In challenging 
the legal, one engages in an experiment 
and in doing so leaves room for failure: 
when the bomb does not go off.

During the last days of the laboratory 
a series of drawings were made in the 
snow in order to stimulate that dialogue.
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Work in progress, Evi Pärn’s intervention.



11
4

(I
l)

le
ga

l A
es

th
et

ic
s

11
4

(I
l)

le
ga

l A
es

th
et

ic
s

P
R

O
C

ES
S

significant questions arise: To what 
extent is the manipulation of voluntarily 
submitted information acceptable? Is it 
legitimate to declare such work as art?

Are these objects owned by the indi-
vidual or by the collective? In any case 
a curatorial discourse exploring the re-
lationship between public and private is 
important and absolutely necessary. The 
discussion should extend to the rights of 
authorship: What should belong to large 
corporations and what to society, and 
ultimately what should belong only to 
the individual?

Another important critical issue im-
plicit in the growth of the Web 2.0 social 
media space lies in the sharing of more 
and more information of a personal 
nature. As this data becomes a powerful 
proxy in monitoring and otherwise con-
trolling individuals, how should society 
and the law deal with this development?

AleXAndru rAevSChi
public individualism
intervention

A state of completely empty conscious-
ness is only possible when attention is 
not focused on specific inputs. A limited 
field of empty consciousness is usually 
less pronounced than the rest of the 
field of consciousness. In this sense we 
might speak not about consciousness 
per se, rather only the actual point of 
fixation of the consciousness.

ivAn rynn
WaxBombwax
object

WaxBombwax: A random group of peo-
ple from many different places converg-
es to partake in an unusual project; they 
ensure an exchange of ideas; everyday 
objects are used to make something ex-
plosive; the process of constructing the 
object and preparing the fuel is engaged; 
an element generally associated with 
extinguishing fire is used to ignite one; 
the anticipation, the timing, the fear, the 
excitement, and finally, there  
are explosions.

antanaS StančiuS
lost Objects
slide show

In this project, digital objects found on 
the Internet — specifically data acquired 
from social networking sites — were 
used as material for making an art piece. 
Assuming that all the content that users 
put on the World Wide Web is public 
and thus stripped of confidentiality, 
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Alexandru Raevschi, Public Individualism.
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AndreJ vASilenkO
Tallinn landing
video, 00:09:07

As it is forbidden to use any electronic 
devices during the takeoff and landing 
of an airplane, the video shot out the 
window of the plane suggests that the 
footage might have been taken covertly 
with a hidden camera. In addition, the 
ambient album Music for Airports by 
Brian Eno was downloaded illegally and 
possibly used in the video, violating the 
author’s rights.

verOnikA viluMA
The Alphabet
prints

The philosopher Ludwig Wittgenstein 
has claimed that “ethics and aesthetics 
are the same,” but are they really? This 
unfinished alphabet reveals various 
examples that prove how widespread 
the use of illegal practices actually are in 
art — and thus, at the same time, how 
debatable those practices actually are. 
A highly structured and precise way to 
organize the names of artists, artworks, 
and practices was chosen to reveal the 
perpetual relationship between the arts 
and ethics.
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Veronika Viluma, The Alphabet, detail.
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Real-time data traffic log from the local network shown during Mindaugas Gapševičius' P2P 
Workshop.
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SArA MilAzzO
The Theoretical part of the Workshop
essay

Everyone remembers the example in their secondary school philos-
ophy class where a boy steals medicine for his sick mother. No one 
wants to let the mother die. Regardless, at least here in Finland, peo-
ple are very obedient to laws — and the reasons for this bother me. 

Then there are the different levels of “ethical” crimes. For example, 
civil disobedience — something that is different than breaking the law 
by necessity or for convenience — more than anything it is a symbolic 
form of protest that may benefit all parties.

The (Il)legal Aesthetics laboratory started out with a round of 
introductions where each participant had to describe at least one 
instance when they broke the law. No one admitted to committing a 
crime that harmed another human being: all the stories were instead 
about victimless crime. Of course, one might argue that downloading 
copyrighted material harms the author or the company holding the 
copyright. But that’s another story, one of authorship and the freedom 
of information. Some people would argue that it is in the interest of 
culture at large that information be spread freely in a non-commercial 
context. In the end, “the healing of the nation” is free information 
and when you gain something from culture — that is where culture 
enriches your life or point of view — you want to give something back. 
And so, everyone gains. This reminds me of Yoneji Masudas’ term 

“computopia” (computer utopia). In a nutshell Masudas was promot-
ing the availability of free information through computers and the 
evolution of human beings as intellectuals so that there would be no 
more wars or injustice. 

Indeed, I agree that people without access to information are more 
likely to be controlled by others who have information. So, as informa-
tion is power and power very easily corrupts, misuse of power is likely 
to ensue. I am not so sure that access to information corresponds di-
rectly to gaining wisdom though. If the information in an information 
society is the new capital, as a kind of communist utopia, I must agree 
with the idea of the liberation of information. 

As a former media science student, I’m an off-line human. Al-
though the possibilities of computer-based hacking are seductive, I 
know that I won’t spend too many hours in front of a computer. That’s 
just how I am. Peer-to-peer (P2P) data sharing is similar to real life. 
Maybe on-line the flow and change is more rapid, but all around there 
is a buzz around people teaching other people and not just asking 

“the teachers.” This is a good sign as to how the relation between 
power and information is conceived. Little by little, by learning that 
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Cooking breakfast tatar with an improvised oil burner at the Culture Factory Polymer.

your neighbor is in fact not your enemy, power might spread back to the 
people. But that is a vast subject. 

There is something that bothers me about this emphasis on com-
puters and technology as “the salvation.” It is a fact that we consume 
huge amounts of technology and that is a problem in several ways. But 
as noted previously, perhaps this is just a phase that has to be passed 
through. Maybe these issues are secondary and what matters is the ide-
ology behind them. Perhaps just believing in the idea that information 
will set us free suggests that it will happen.

No single change will ever be that important, no matter the well-be-
ing or comfort it brings to people, unless they are committed to revolu-
tion and the good that it brings. Society consists of human beings and 
should not be reduced to a process of mechanistic cause and effect.

Hands-on Practice

Fiona Flynn’s presentation on explosions was both interesting and 
exciting. What might be done with these explosions? Demolish some-
thing? Dig a hole? Heat a building? What kind of power is enclosed 
inside those fast flames? Maybe there is no need for a purpose: violent 
bursts, big fires, and other fast detonations tend to be poetic already. 

I, however, had had another project in mind. What I intended to do 
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(and still intend to) was to blow up paint. I chatted with Fiona about 
it, but she said that it could not be done using her method. So I used 
my time to search for the information elsewhere. Luckily enough I 
met some people who knew some people… so, later that evening we 
went for a ride. We drove a short distance outside the center of Tallinn 
to a small house near the railroad. There I met Hole (name changed 
to protect his identity). He is a technician, a former heating system 
salesman and engineer working for the Russian MIR space program, 
and choir singer. 

He explained that at least in the US they use paint bombs to, for 
example, paint the interior of large halls. He explained how to make 
smaller bombs so simply that I hadn’t even thought of it. All I need is 
paint, black powder, a fuse, and a six-volt battery. The advantage of this 
technique is that it explodes even when wet (with paint in my case). 
The tricky thing is to get the black powder. They use black powder to 
make ammunitions and fireworks. I needed about 30 grams. If I don’t 
want to waste all my money in fireworks, perhaps I’ll try to cook it up 
myself. A quick look at Wikipedia tells me it is a surprisingly simple 
mixture of sulfite, charcoal, and potassium nitrate. My next task then is 
to find out where to get these items. 

Because I was living at the Culture Factory Polymer my stay was not 
entirely simple. I felt that it was more important to help those who 
offered me shelter hunt for wood, heat up the rooms, and do small 
household chores, rather than hang around in, yes, warm, Ptarmigan. 
I think that also fits elegantly to the theme of the workshop — to do 
what feels morally right, at the same time, if not breaking, at least 
bending some rules. I had to improvise while cooking breakfast tatar 
(photograph, page 120) with an improvised oil burner. The kettle is held 
up by two cans and some sofa legs found on the streets of Tallinn.

Even if I was going to make a tiny explosion on the presentation day, 
I was simply too busy helping to heat the sauna and cook pancakes for 
twenty people. Cooking pancakes with the rocket stove is not the most 
simple thing as one has to constantly feed it with wood and be careful 
with the smoke.

I was able to watch some of the presentations from the balcony of 
the Culture Factory. I saw some nice flames, but unfortunately saw no 
big explosions. Big detonations are what we all want to see. Let’s aim 
for that.
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Mindaugus Gapševičius’ illustrates the hierarchies of networks. 

Flynn and McGuffie's graphic charting the scale of 
previous explosions as correlated with the efficacy of bee 
extermination.



123
(Il)legal A

esth
etics

O
U

TP
U

T

SiMOn BArker
illegal Aesthetics: Blowing the Art Out of Tallinn
essay

(Il)legal Aesthetics, one of an ongoing series of laboratories facilitated 
within the MigAA framework, hijacked the Ptarmigan space during the 
first weeks of 2013. It was effectively a brazen purse-snatching with the 
goal of interrogating the very scope of art’s social domain. How tightly 
might cultural critique be constrained by the laws and the principles of 
its recipients? Should creative endeavor be prepared to abandon the 
aesthetic in aesthetics, the legal framework of society, and the moral 
absolutes of behavior? Lured by the promise of transgressing a few dis-
ciplinary border lines and a chance to actually blow things up, I took the 
law in my own hands and attended the movement’s core workshop.

The contract terms

The dual fundamentals of the workshop underlay both extremes of the 
theme: one embedded in information, the other embodied in physicality. 
From each extreme, naïve but significant questions emerged.

Laboratory leader Mindaugas Gapševičius pushed us through the 
looking glass of the Internet via P2P art/activism. P2P is a true twen-
ty-first century frontier of illegality where an identical sequence of phys-
ical actions — the clicking of buttons via minute gestures — might lead 
to either licit or to illicit content. And where the distinction between the 
two is dictated only by the data residing in a form humanly incompre-
hensible until decoded.

Fiona Flynn and Lewis McGuffie’s benign explosions were concocted 
from common candle wax and a splash of water: and boom! an unregu-
lated, forbidden, fiery eruption resulted. Between romance and revolu-
tion there is little save the question of degree, scale, and severity — the 
same fuel yielding extremes of thermo-legal expression.

Both extremes operate in relation to the other: information illegality 
still supervenes in the physical, changing the screen, unplugging the 
wires, clicking elsewhere, and the crime is over. An explosion is only for-
bidden if it lies outside of code and certification. Staged without explicit 
legal blessing in the deathly cold yard of the Culture Factory Polymer, the 
benign explosions workshop is outside, both legally and literally. A short 
walk away, state-sanctioned pyrotechnics surround the city’s battle-
ments, kicking off the annual fire and ice festival. The difference is only 
minimal, physical — a form, a signature, ink marks on paper, scanned 
bits in a database — the import is in the data, the information recorded, 
and (once again) interpreted, decoded.
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Ernest Truely of the Error Collective atop Mari Keski-Korsu’s firewood sledge. 
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Hierarchical re-arrangements

As Gapševičius gave us a virtual tour through the background, issues, 
and classics of network, P2P, and hacker art, it was difficult not to 
draw parallels with non-art hacking. An earlier project that Gapševiči-
us created, Disk Defragmenter, illustrated the comparison well.1 Under 
the convincing guise of a hard-drive defragger, in actuality, eating up 
system resources (hopefully) and driving the computer to seizure, this 
faux-software fits a genre of work intended to elicit user response and a 
questioning of their relationship to their computer through the charged 
vehicle of frustration and anger. It’s a clever trick and, with its subversive 
mimicry, it reveals a mesmerizing aesthetic. The same could be said of 

“rickrolling.”2

This is no criticism, rather it is a question that should arise in the con-
text of any illegal aesthetic: If it’s breaking rules, can it be labeled such 
that it implies a normative social value? In the presentation that intro-
duced the workshop, Ptarmigan’s John Fail laid out just such a challenge 
when he asked: would we consider the founders of the Westborough 
Baptist Church to be artists? Likewise, within the conversational context, 
simply being asked what laws we have broken in the last two years 
instantly threw us in the center ring. (For the record, [name withheld]’s 
religious identity fraud earns kudos as the most striking act, however, 
who has committed the most criminal act among us is less clear).

Gapševičius’ response to this challenge was refreshingly straightfor-
ward; for him it is the intention behind the intention (to create friction) 
that makes the difference. This is an instance where text and explanation 
matters. Later we discussed my own contribution to the workshop, work 
that I specifically did not label as “Art,” and Gapševičius injected a dose 
of obfuscation, reassuring me: “We don’t call it art except when seeking 
funding.” This is not unwelcome, a touch of the ill-defined in the conver-
sation seems appropriate. It is exactly this indeterminacy that bedevils 
any system of legal code.

If it sounds like the appeal of what Gapševičius introduces is pure-
ly conceptual — having value in defying value, anarchy in the face of 
authority — what obliterates that idea are the surprisingly raw responses 
found in the visceral experience of much of the work. The most striking 
instance presented is the alteration of network communication data, 
where aesthetic qualities emerge from a subversion of subversion. Made 
in this context, it was a simple choice to display the back end move-
ments of raw code underlying a more deliberate visual output.

1  www.o-o.lt/mi_ga/.
2  An internet meme.
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A change in narrative

Where Gapševičius’ P2P work presented its illegality first and its 
aesthetic second, Flynn and McGuffie’s bombastic redneck homage 
was up front about viscera and the spectacle. The theoretico-physical 
introduction, slideshow, and Youtube party demonstrated this clearly. 
As previous experiments, accidents, and flashpoint dramas are proudly 
shown, not one person in the room asks why, it’s just “ooh!” and “aah!” 
followed by the question “How and when do we get to do it?”

The laboratory group dove into explosives work with aplomb. 
The favorite to explode the best was the Northern-Irish-built Rus-
sian-nuke-tribute Tsar Bomba RT-2UTTKh “Topol-M” by William Kelly. 
The warhead shape with impressive air-intake skirting along with the 
unsettling gleam in Kelly’s eyes convinced us all. Others engage with 
no less verve: a two-piper by Andrej Vasilenko and Alexandru Raevschi; 
a bare bones stack by Ivan Rynn; and the final effort, a milk-churn 
chimney constructed by Ida Britta Petrelius, Johanna Rannula, and 
Emilia Rosenkrantz with McGuffie’s help, festooned with decorations 
for the ultimate theatrical touch.

The final countdown for each ended frequently and disappointedly 
with sputters and flame-outs — some laws just couldn’t be broken. The 
air temperatures hovering at minus twenty degrees Celsius didn’t mix 
with backyard candle bombs. The Tsar Bomba was stomped disgustedly 
into oblivion after barely a belch, but even this outperformed the oth-
ers, until, from out of nowhere, with McGuffie’s face for fuel, the milk-
maid blew her golden top and we got one single shot at the heavens. 
Fittingly refined, a little restrained, this was more than enough for our 
frozen feet and minds, and more than enough for the second lesson of 
the night: Blowin’ up shit looks damned pretty!

It sounds too simple, but discourse can be a fluid, physical demon-
stration that explosively expands on an intellectual concept. Gee whizz, 
shock, awe, and wonder overpowered any hesitation to break the law. 
Society’s formal structure fails to restrict loud noise and fire. Emotional 
response — joy or fear — trumps rational justification. This should be 
an option rather than always vice-versa.
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Making benign explosions at the Culture Factory Polymer in Tallinn.
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Aesthetic —  
responsibility —  

drones

2–7 May 2013
Kunsthalle am Hamburger Platz, 

Weissensee Academy of Art Berlin
Berlin, Germany
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Aesthetic — Responsibility — Drones poster.
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For six days in May 2013, twentynine international participants 
gathered in Berlin to discuss contemporary aesthetics and its 
responsibilities towards the world immersed in both technologies 
controlled by others or technologies whose operation is unknown 
to us. This MigAA laboratory, entitled Aesthetic — Responsibility — 
Drones was held at the Kunsthalle am Hamburger Platz, the gal
lery of the Weissensee Academy of Art Berlin.

Contemporary life creates new relationships between the ob
jects that populate our lives; these evolving associations impose a 
shift in our perspective of those objects. In the 1960s, for Mar
shall McLuhan, the object was an “extension of man”; for Vilém 
Flusser, in the 1980s, man became an extension of the “appa
ratus.” Since then, though, the roles have switched literally and 
physically: the machine is the one who creates and man is the one 
who serves it. Who in this changing world will dictate the aims? 
Who is responsible if an unmanned vehicle kills a man?

Led by Hannes Brunner with assistance of Mindaugas 
Gapševičius and Hannah Hennenkemper the laboratory facilitat
ed wideranging discussions on the basis of texts by Judith Butler 
and Christoph Menke. There was also work on aesthetic respon
sibilities in social gaming and experiments with sound, and with 
electronics.

Aesthetic — Responsibility — Drones was organized in collabora
tion with the Lithuanian Interdisciplinary Artists’ Association, 
Weissensee Academy of Art Berlin, Vilnius Academy of Arts, and 
Top e.V. Association for the Promotion of Cultural Practice in Ber
lin. The laboratory was supported in part by the Culture Support 
Foundation of Lithuania, the EU Culture Programme 20072013 
and Lifelong Learning Programme, and Nordic Culture Point.
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Derek Holzer’s workshop on autonomous sonic agents.
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Hubertus von Amelunxen (DE) 
holds the Walter Benjamin 
Chair at the European 
Graduate School where he 
teaches media philosophy and 
cultural studies.

Mark Bishop (UK) is a Professor 
of Cognitive Computing at 
Goldsmiths, University of 
London and Chair of the UK 
Society for the Study of Artificial 
Intelligence and Simulation of 
Behaviour. He is particularly 
interested in strong embodied, 
strong enactive, and embedded 
approaches to cognition.

Hannes Brunner (CH/DE) is 
a Professor of Sculpture at 
the Weissensee Academy of 
Art Berlin. His contextual art 
projects incorporate social 
process and a range of media 
from digital communication 
systems to physical spaces.

Giannis Cheimonakis (GR) 
studied at the Athens School 
of Fine Arts. His work focuses 
on a reassessment of the 
social and aesthetic value 
of crucial historico-cultural 
moments through drawing, 
sculpture, installation, and 
photography.

Maria Dabow (DE) is studying 
painting at the Weissensee 
Academy of Art Berlin. She 
works predominantly in media 
arts and film.

Giannis Delagrammatikas 
(GR) studied archeology and 
history at the University of 
Athens and art at the Athens 
School of Fine Arts. His 
creative work focuses on the 
cultural and political issues 
that are indigenous to the 
modern era.

Helene Førde (NO) is studying 
at the Bergen Academy of Art 
and Design. To address issues 
of presence, space, time, and 
transformation, she uses a 
variety of media, with a focus 
on installation, performance, 
and sound. 
www.heleneforde.com 

Mindaugas Gapševičius (LT/
DE) earned his MA at the 
Vilnius Academy of Arts in 
1999 and started an MPHIL/
PhD at Goldsmiths University 
of London in 2010. He is 
engaged in futuristic themes 
and takes a critical position 
on contemporary neoliberal 
tendencies. 
www.triple-double-u.com

Lisa-Rike Birkholz (DE) 
graduated with an MA from 
Weissensee Academy of Art 
Berlin. She explores sequential 
notation applied to time/
space and the theoretical 
paradoxes of juxtaposition and 
interference that emerge when 
sketching time and process. 
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Varvara Gevorgizova (RU) 
studied philosophy and art 
in Russian State University 
for the Humanities and 
the Rodchenko Art School 
(Moscow). She is a practicing 
artist as well as a writer for 
the Moscow Art Magazine.

Hanna Hennenkemper (DE) is 
a lecturer at the Weissensee 
Academy of Art Berlin. Her 
research interests in particular 
include the role of intuition 
as a genuine resource for 
compiling complex collections 
of knowledge and content. 
www.hannahennenkemper.com 

Lisa Holmgren (SE/DE) is 
studying at the Weissensee 
Academy of Art Berlin. Her 
favorite color just changed 
from orange to blue.

Derek Holzer (US/DE) is a 
sound artist whose current 
interests include analog DIY 
electronics, sound art, field 
recording, and the intersection 
of electroacoustic, noise, 
improv, and extreme music. 
www.macumbista.net 

Gregor Kasper (DE) is a 
graduate of the Weissensee 
Academy of Art Berlin. 
His interests lie in the 
transformation of everyday 
routines into artistic 
processes and the potentials 
of an artistic practice based 
in community building and 
social change. 

Žilvinas Lilas (LT/DE) is 
currently a professor of 
experimental 3D art at the 
Academy of Media Arts 
Cologne. His research 
interests include interactive 
art and design, simulated 
environments and scenarios, 
and identity and technology.

Sebastian Omatsch (DE) is 
studying at the Weissensee 
Academy of Art Berlin. His 
work explores space and 
sound. 
omatsch.wordpress.com

Foteini Palpana (GR) 
graduated from the Athens 
School of Fine Arts, where she 
studied painting, sculpture, 
and graphic arts. She creates 
semi-fictitious documentation 
to deal with facts through a 
subjective narrative.

Gerrit Grimm (DE) studied at 
the University of Fine Arts of 
Hamburg and the University 
of Art and Design Helsinki. 
His work examines the 
construction of environment. 
www.telenautik.de/grimm
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Evi Pärn (EE) graduated from 
Estonian Academy of Arts with 
an MA in new media arts. She 
works with topics that reflect 
reality and with issues that 
impinge most immediately on 
her perceptions.

Niilo Rinne (FI) studied 
sociology at the University 
of Turku and art at the Aalto 
University School of Art, 
Design and Architecture. 
He is broadly interested in 
reality, pedagogy, and what 
role artists play in society.

Yamila Rios (ES/NL) is a 
composer, performer, and 
sound artist. Her arts 
practice deals with the 
creation of aural spaces; she 
explores aspects of time and 
space in her compositions. 
www.yamilarios.com 

Nicolay Spesivtsev (BY/RU) is 
studying at the Rodchenko Art 
School (Moscow), Department 
of Intermedia. He works in 
collaboration with Dina Zhuk.

Jannis Bo Starke (DE) is 
studying at the Weissensee 
Academy of Art Berlin.

Philosopher Marcus Steinweg 
(DE) teaches regularly at 
the People’s Theater Berlin, 
the Berlin University of the 
Arts, and the Braunschweig 
University of Art. His speciality 
is working across the fields of 
art and philosophy.

Björn Streeck (DE) is 
studying painting at the 
Weissensee Academy of Art 
Berlin. He works at the gap 
between inner awareness 
and external conception. He 
interprets himself via other’s 
observations about him.

Gedvilė Tamošiūnaitė (LT) 
studied at the Vilnius 
Academy of Arts. Her work 
is interdisciplinary and is 
inspired by the structures 
and aesthetic imitations used 
in commercials, cinema, 
television, pop culture, and 
kitsch.

Julie Peter (DE) studied 
sculpture at the Weissensee 
Academy of Art Berlin where 
she investigated emotion 
tracking.
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Ino Varvariti (GR) is currently 
enrolled in the Institute for 
Art in Context at the Berlin 
University of the Arts.The 
thematic focus of her artistic 
practice is collective memory, 
identity, and history.

Daria Zonova (BY/RU) 
graduated from the Institute 
of Contemporary Art in 
Moscow. She is an emerging 
artist and is looking for 
inspiration.

Dina Zhuk (BE/RU) is 
studying at the Rodchenko 
Art School, Department of 
Intermedia. She works in 
collaboration with Nicolay 
Spesivtsev.
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hAnneS Brunner
reading Judith Butler’s “To Sense What is living in the Other: 
hegel’s early love”
lecture

Each year on the last Saturday of March, between 20:30 and 21:30, millions 
of people switch off their lights for Earth Hour. At the same time, others 
use that hour for attracting people’s attention. All of the sudden, the Star 
Trek logo appears above London Bridge, generated by a cloud of quadro-
copters that etch the sign into the sky, directing attention to a new movie. 
Elsewhere, others drones (technically, UAVs, Unmanned Aerial Vehicles) 
circulate above the earth, leaving the trace of death behind. Who is respon-
sible? Which messages are taken for granted?

“Infinity,” Judith Butler writes, “if there is one, is thus found rustling 
among the abandoned clothes and old stuff accidentally bequeathed by 
the dead — no one’s property anymore — rags, recycled, that eventually, 
perhaps, get taken up by some other body, in some movement, evanes-
cent and alive.”

For her contribution to dOCUMENTA (13) in Kassel, Judith Butler 
reflected on a text by Hegel: To Sense What is Living in the Other: Hegel’s 
Early Love. To initiate the discussion on “aesthetic responsibility drones,” 
a collective reading serves as an introduction and cross-linking.

maRK BiSHoP
All watched over by machines of empty grace?
lecture

The word “robot” was introduced to the public by the interwar Czech 
writer Karel Čapek in his 1926 play R.U.R. (Rossum’s Universal Robots). 
Since then, the common perception of the robot has been of the “hard” 
robot — a solid mechanical slave, an engineered golem that can perform 
tasks, either under its own volition or with human guidance. Such sys-
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tems are typically computer-controlled electromechanical machines that 
sense, act, and operate, with some degree of autonomy, in the everyday 
physical world.

The inverse conception of robot — the “soft” robot — inhabits a parallel 
virtual universe, instantiated and maintained by the execution of an 
appropriate computer program. The soft robot or “bot” (a.k.a. software 
agent, autonomous agent, or intelligent agent) is simply a computer 
program which processes toward a set of goals (as opposed to simply 
performing a series of specific discrete tasks seriatim) over an extended 
period of time. It typically functions in a dynamic environment without 
continuous human supervision or control.

When discussing the place of either type of robotic system in civil-
ian and military society, typically two key opposing themes will emerge: 
dreams of a robot heaven and nightmares of a robot hell. It was in the 
1960s, in this dual context — the robot as facilitator; the robot as destroy-
er — that the poet, Richard Brautigan highlighted a vision of humans and 
robots working together to build a new society; a utopian cybernetic world 

“all watched over by machines of loving grace.”1

In the intervening four decades since Brautigan’s poem was first 
published a number of core technologies required to underpin such 
cybernetic utopias have been successfully developed, even if the concom-
itant social changes he promised have yet to materialize. In the civilian 
world, current foot soldiers from the robot-army (a diverse swarm already 
in excess of twelve million2 robot workers) include: the ubiquitous yellow 

“Fanuc” industrial robots; the “i-Robot” vacuum cleaner, the “Robomow” 
lawnmower; the “Cogniron” home-companion; “Forex” financial trading 
bot, etc.3

Similar new robotic technologies have equally permeated the military 
world, perhaps most famously in the guise of the cruise missile. Typically 
this is a jet powered robot-missile, used to remotely project super-pow-
er (with minimal super-risk) as it autonomously carries a (conventional 
or nuclear) explosive payload towards a land or sea-based target. Once 
it has been targeted and launched by its support crew and systems, the 
cruise missile will autonomously plot a course enabling it to appropriately 
engage the enemy target. In contrast to unmanned aerial vehicles (UAVs), 
cruise missiles are only used as weapons and are never deployed for 
reconnaissance.

1  Richard Brautigan, 1967, All Watched Over by Machines of Loving Grace. Communication 
Company USA.
2  The IFR Statistical Department forecast deployment of approximately eleven million service 
and leisure robots and one million industrial robots worldwide. Source: World Robotics 
Report 2010 (http://www.worldrobotics.org/).
3  Background information on robots referenced in this article sourced from relevant manu-
factures’ and Wikipedia web pages.
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Conversely unmanned aerial (drone) aircraft are controlled from 
remote video consoles. These devices are increasingly being used by 
the U.S. military in Afghanistan and by the CIA in Pakistan and other 
places outside of traditionally recognized war zones (with a concomi-
tant diffusion of traditional state boundaries). The widespread use of 
armed drones, alongside inevitable civilian deaths, raises both tech-
nical concerns about their effectiveness and philosophical questions 
about their ethics. Worryingly, as Noel Sharkey highlighted in a Science 
Perspective article, “... despite [these] potential problems, no interna-
tional or national legislation or policy guidelines exist except in terms of 
negligence.”4

The use of drones — both in conflict situations and for targeted 
assassination — is controversial but so long as there is a human-in-
the-loop — one who ultimately decides whether to fire the missile — it 
is not fundamentally a radical shift in how humanity wages war. Since 
stone-age man first threw stones and sharpened sticks when hunting, 
warriors have been inventing ways to strike their enemies while remov-
ing themselves from harms way. However in recent times there have 
been growing demands to remove the human — the pilot and weapons 
officer — from the loop: humans are expensive to train, slow and rela-
tively easily distracted (by fallible emotion, distractions, tiredness, etc.). 
Conversely a “fully autonomous weapon” would be able to select and 
engage targets without human intervention.

Despite a lack of public awareness and public debate, a number of 
governments, including European states, are pushing forward with the 
development of fully autonomous weapons; furthermore, precursors 
to fully autonomous weapons have already been deployed by high-tech 
militaries with Human Rights Watch highlighting expert prediction that 

“fully autonomous weapons could be operational in 20 to 30 years.” The 
problem is that such weapons would be incapable of meeting inter-
national humanitarian law standards, correctly applying the rules of 
distinction, proportionality, and military necessity, etc. Furthermore, 
the weapons would not be constrained by the capacity for compassion, 
which can provide a key check on the killing of civilians; thus, in one 
particularly worrying scenario from HRW we are asked to imagine:

a mother who sees her children playing with toy guns as a military 
force approaches their village. Terrified, she sprints toward the scene, 
yelling at them to hurry home. A human soldier would recognize 
her fear and realize that her actions are harmless. A robot, unable to 
understand human intentions, would observe only figures, guns, and 
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4  Noel Sharkey, 2008, “Science Perspective.” Science 322: 5909, pp. 1800-1801, AAAS.
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rapid movement. While the human soldier would probably hold fire, 
the robot might shoot the woman and her children. 5

Fully autonomous weapons also raise serious questions of account-
ability because it is unclear who should be held responsible for any 
unlawful actions they commit: the aerospace firm that designed and 
built them; the government that is complicit in their deployment on its 
territory; the local commander who initiated their deployment?

And in addition to the complex ethical problems they bring to the 
fore, by their implicit diminution of state-boundaries and explicit light-
ning-triggered responses, there is a real danger that fully autonomous 
systems could easily automatically escalate a relatively minor incident 
into a relatively major war; or, in a worse-case scenario, world-wide 
nuclear armageddon; the drive towards the development, manufacture 
and deployment of autonomous weapons is not without risk.

In this talk I will sketch out issues relating to robotic warfare — at 
one end of the spectrum a future humanity unleashing killer robots 
(Hollywood’s “Terminators”; teleological machines ultimately capable 
of widespread destruction and subjugation) — at the other, current 
deployment of the “Iron Dome” (an all weather anti-missile defence 
system); and highlight some of the risks that lie ahead unless interna-
tionally, nationally, and collectively we act swiftly to stop the “March of 
the Killer Robots.”

dEREK HolzER
Autonomous Sonic Agents
workshop

In sonic terms, a “drone” can be defined as an ongoing temporal 
process that acts of its own accord. While this is commonly thought of 
as a steady tone or chord, it may involve the creation of more complex, 
autonomous agents responsible for various parts of an audio compo-
sition. In this workshop, we will investigate different methods — involv-
ing loudspeakers, feedback, and simple 9-volt electronics — for creating 
generative, self-playing sound systems. Each participant will construct 
their own primitive noise synthesizer, which they will present on the 
final day of the workshop. 
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5  Bonnie Docherty, 2012, “The Trouble with Killer Robots,” Human Rights Watch, 
http://www.hrw.org/news/2012/11/19/trouble-killer-robots, accessed 17/12/2014.
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ŽilvinaS lilaS and Hanna Hennenkemper
dronology
workshop

A drone-based action is primarily an impersonal, one-way playable system 
that strictly adheres to a sinister seek-and-destroy routine. Our workshop 
begins with an exploratory excursion to the Weisser See (a lake) where we 
will gather site-specific facts and characteristics, and observe subsidiary 
phenomena on location. We will transform geographic information into 
other narrative or an interactive/playable formats as we record settings 
and situations as parametric structures with social, aesthetic, and/or po-
litical functions. This process will allow us to focus our attention on space 
as an ideological construct and will allow us to experiment with a spatial 
narration that departs from rigid cartographic tradition. Ultimately this 
will open an array of activities that encourage an extended departure from 
the orthodox dronological act.

maRCuS StEinWEg
The Subject of Art
lecture

The subject of art is the subject of this self-assertion. It asserts itself as a 
subject of breathlessness which leads it to the limit of being a subject. In 
this case “subject” meaning that which is irreducible to a status as object, 
to objective reality. The object-status constitutes a subject’s portion of 
reality. A subject is what transcends, transgresses, surpasses this reality as 
it is something other than an object codified and represented in the realm 
of facts. The factual codification of the subject may be neither disputed 
nor made absolute. It is nothing other than fact. In relation to this fact, the 
subject asserts itself in nameless resistance to being subsumed by the 
authority of facts.
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liSa-RiKE BiRKHolz
untitled (Weissensee)
watercolor, pencil, and ink on paper

Starting off from an old overlook I took 
a one-hour walk around Weisser See. 
While walking clockwise I took notes on 
an irregular basis about the actual time, 
my location, and what I saw or heard: di-
alogues, people passing by, the changing 
perspective. I soon realized that it was 
impossible to notice everything and so I 
began to enumerate what I observed in 

“code words” that related to my point of 
view. I could then reconstitute the whole 
situation from those few words.

The drawing illustrates the process of 
visualization of the time that passed dur-
ing the walk, of the constantly changing 
perspective on the lake, and of the code 
words that entered into memory. A text 
(typewritten on paper) presented another 
possibility for dealing with the situations 
that were itemized.

maRia daBoW
untitled
audio guide

This project is an audio guide for the 
Weisser See Park in Berlin. The Dronol-
ogy workshop opened up the idea of 
mapping an area by creating an audi-

tory tour. Several locations in the park 
around the lake appear as places where 
the traces of political events were left 
behind. Throughout the fictitious tour 
the audience takes the role of the flâneur 
who experiences a clash between the 
past and present.

HElEnE føRdE
untitled
sound object

One creative focus of this workshop 
was to begin to study the strange 
language of simple electronics. Even 
though electronic machines are ubiqui-
tous and surround us, we know almost 
nothing about them and their language. 
So this was a good opportunity to find 
a way into this other world and to learn 
to read, write, speak, and act in this 
language. A five-day workshop may not 
make one fluent, but it can teach one 
how to say simple phrases like: “Hello, 
how are you?,” and “Can you show me 
the way to the city center?” and that’s a 
good starting point!
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gERRit gRimm
Kids these days
sound object

"Pushbutton, non-existence. Nullified for 
your Convenience.” is a line from one 
of the Drone-Cargo-Cult Prayers that 
recently appeared among the Young Be-
lievers in a World dominated by ancient 
Religions. It demonstrates a new Hope 
for almighty Judgment from the droning 
Heavens.

To attract the Attention of their Deity, 
Believers plant IMPROVISED EXPLO-
SIVE DEVICES in Heavy Traffic Areas, 
this distracts the Attention of their God 
away from cleansing Fire Strikes and 
Smoke Clouds.

On the other Side of the Globe the 
Youth Cults are hiding away from the 
Sunlight to bathe in the cool Light of 
LIQUID CRYSTAL DISPLAYS while 
longing to experience first-hand the 
Conquering of the new Territory through 
the Fractal-lens-eyes of their powerful 
flying Hosts.

This Vision leaves the Apostles of the 
vertical Judgement dreaming of explo-
sions without sound in infrared Color 
Schemes while unable to differentiate 
between a Child and a Dog.

And finally there’s yet another Group 
of young Adults who try to merge the 
two previously-mentioned Cults into one 
single Cult — this by constantly trigger-
ing online Search Queries about IEDs 
and how to plant them, all the while 
their Computer LCDs illuminate their 
Soldering Work on handmade Electronic 
Devices.
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liSa HolmgREn
untitled
installation

The amorphous trace of haphazardly 
designated locations never really mi-
grates. We shall use European tools to 
introduce a metal probe all the way up 
into our nostrils to literally display them 
before our minds; only then can the 
understanding of fake sand truly begin. 
This undertaking is rare, and in rare 
cases is fatal. The idea of the installation 
was to draw and thereby make some-
thing unmistakably visible to both eyes.

I walked aimlessly around the lake. I 
saw things, and simultaneously I looked 
for them. I then drew them when I ar-
rived back where I started from. It was a 
sunny day. I saw a man eating a mango. 
I enjoyed my time there. I enjoyed mak-
ing the drawings. I made them because 
through them a story develops about 

what I am experiencing and then con-
nections between the future and the past 
appear. There is a void between what 
things feel like and what things look 
like.The outcome necessarily inherits a 
logic that is not to be appreciated in one 
single way. Luckily, there is no need for 
appreciation. Perhaps we live in a time 
where there is a certain lack of respon-
sibility that is useless to fight against. 
Words are evidence and shall be used 
against us.
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gREgoR KaSPER
untitled
sound object

For this project an audio-feedback 
system was created. It was made from 
the envelopes that arrive in the mail 
and contain books ordered from online 
shops. When speaking about books peo-
ple usually don’t refer to their physicality 
or what they are to hold and use. The 

“real” book is not visible, it is hidden 
within the content that the words are 
transporting. Normally people just focus 
on the “imaginary” story that is carried 
by the language. No one is looking into 
the “story” that is told by the physical 
object itself. The envelopes also receive 
the same treatment. No one cares 
about them, they have no value, they are 
thrown away. They are just a container 
for something people are interested in. 
No one is “listening” to them. This pro-
ject attempts to “to get in contact” and 
start a conversation with these objects.
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fotEini PalPana and 
gianniS dElagRammatiKaS
We are the receiving end of a 
Mapping device in a Blissful State 
of responsibility refusal
video installation

The work evolved out of a thought pro-
cess focused on the lake Weissensee 
as a geological, social, historical, and 
metaphysical feature. The Cabinet of Dr. 
Caligari (1920) by Robert Wiene —  
filmed in 1920 at a studio in the vicinity 
of the lake — offered a mythological  
backdrop and a point of departure 
for this procedure. The model that we 
followed was a cognitive construct 
predicated on a transmitter-receiver 
relationship.

niilo RinnE
Apparatus
installation

Apparatus is the result of a process of 
mapping the workshop as a situation. 
In this case a map is something that 
coalesces at the interface of inner and 
outer vision: it seeks to establish a com-
mon ground to focus upon. Apparatus 
investigated how the Dronology work-
shop around the Weisser See affected 
the approach and led to the construction 
of the lake-as-object. The name of the 
work refers to the overhead projector as 
a photographic technology. It also refers 
to the workshop as a kind of spiritual 
technology that presents a certain tem-
porary platform from which the world 
may be viewed, touched, and felt and 
from which different perspectives might 
arise. The work also focused attention 
on the artificiality of television that turns 
a multi-sensory world into 2D images.
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Overleaf: Apparatus (detail) by Niilo Rinne.
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yamila RioS
untitled
sound object

As the laboratory proceeded this project 
evolved constantly because the devic-
es could not be controlled. Rather the 
converse was true, where the machinery 
actually controlled and limited the artist. 
The final result was a motor vibrating 
a string that was itself connected to an 
amplifier.
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Yamila Rios with her sound object.

niColay SPESivtSEv 
& dina zHuK
untitled
intervention and performance

An online software prototype was devel-
oped and then opened up on the local 
wi-fi network so that people could use 
it for free. All contextual advertisements 
that showed up on the network through 
people's browsers were then archived. 
At the final performance the contextual 
adverts were read aloud while a sponta-
neous visual interpretation was made.
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Nicolay Spesivtsev & Dina Zhuk, screenshots of advert interpretations.
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Björn Streeck, A Map of Staring into Nothing.



155
A

esth
etic —

 R
espon

sibility —
 D

ron
es

daRia zonova
untitled
photographs

These photos were taken in the park 
around Weisser See, they examine the 
area around the lake as a mapping that 
attempts to capture the mood of the 
place. They precisely reflect the artist’s 
thoughts about the park.

Picture #1 The End

I felt a nostalgia for the former German 
Democratic Republic (GDR) among 
the elderly people in Weisser See Park. 
I also noticed their standpoint on the 
park: as though it was their property 
alone. This was a particular feeling, 
them treating the park as their strong-
hold, a place where they could feel 
comfortable and not need to compete 
with younger folks. The park was a 
place where everything is stable and 
predictable for them. For me it seemed 
that they somehow made a fetish out 
of the lake. The mood reminded me of 
GDR times — an artificial romanticiza-
tion of a fallen regime. I was born in the 
USSR so I can feel certain similarities in 
a communist regime. This topped birch 
tree signals the end of the romantic ep-
och despite all the attempts to simulate 
the reality of what’s gone.

Picture #2 Aesthetic/Responsibility?

Here you can choose any meaning you 
like. A man is about to push a wheel-
chair because he’s tired of the respon-
sibility. Or vice versa, he’s responsible 
enough to let his woman feel the speed 
and the freedom. One sense suggests 
that he’s about to fly like a bird.
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Picture #3 Lust auf Genuss

Here you can see a two-fold representa-
tion of an ice cream cone. Neither is real. 
One is of plastic, the other printed on a 
poster. A representation of what in fact 
is not real is equivalent to the attitude 
to the lake of the elder people. They 
have added an illusory meaning to the 
environs of the lake. A meaning that no 
longer exists. The mood reminds me of 
an abandoned amusement park. There 
was a feeling of desolation despite its 
functionality as a focal point of the com-
munity and the attractions around the 
lake. The feeling was provoked because 
the place is itself is privatized in the 
people’s minds. Reflecting on this Hegel 
wrote: ‘When objects become property, 
and property law comes to prevail, the 
effect is to break down those relations 
among humans and objects that we 
might call loving.’
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niilo RinnE
Our laboratory
essay

Marshall McLuhan, Vilém Flusser, Judith Butler: these were the names I 
recognized when I first read the announcement about a “laboratory” en-
titled Aesthetic — Responsibility — Drones. The first two names were, how-
ever, conspicuous in their absence in the presentations and discussions 
during the lab. Nevertheless, for me they set the stage; they put me into 
sub-cultural program mode, and made me think about complex networks 
of thought and the technological extensions of man. 

Into the hearty meal prepared by these two dead men — free spirited 
visionaries of the post-World War II era — is added the hyper-real vortex of 
disembodied paranoia of the twenty-first century. And, on top of that the 
addition of a living woman, Judith Butler, re-animating and re-evaluating a 
fragment of hard core philosophy: a text from 1798 in which the twenty-
eight-year-old Hegel ruminates on love. This recipe, concocted by MigAA 
and the Weissensee Academy of Art Berlin and first served to us in the 
Kunsthalle am Hamburger Platz began to develop interesting flavors with 
an introduction to Butler’s text by Prof. Hannes Brunner.

What was to come after love, then? Death, by the cold, faceless, and 
casual algorithms of supersonic war machines: robotic technologies that 
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"Pop Song” from the Autonomous Sonic Agents Workshop.
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destroy and kill without human intervention? The “dromological” rev-
olution has left us with quite a different landscape than the one Hegel 
drifted through with his idealistic theological thoughts. In this regard, 
Mark Bishop, a professor of cognitive computing from the Goldsmiths 
University of London offered us a hyper-modern petite mort. Surpris-
ingly, it was his first lecture to an audience outside his own discipline. 
His engaging and accessible analysis of the complex computational is-
sues and the ethics of drones and other deadly systems was clear and 
enlightening for our transdisciplinary audience. His successful effort 
to cross disciplines was not just a difficult task, it also comprised an 
important mission.

It became clear that things can go wrong: it’s both frightening and 
crazy once you scratch the surface on the possibilities that new tech-
nology offers the human race. Behind the handy gadgets and beautiful 
interfaces lies a dark horizon where governments and the military-in-
dustrial complex play their apocalyptic games. Images from films such 
as Doctor Strangelove, World on a Wire, Terminator, and Robocop came 
to mind during Mark’s lecture. The title All Watched Over by Machines 
of Empty Grace played on Richard Brautigan’s poem — the only differ-
ence that the word “empty” was replaced by “loving.” Also evident was 
the reference to Adam Curtis’ 2011 BBC documentary. The cybernetic 
utopias of the 1960s — the ones that imagined a harmonious world 
where people would devote themselves to love and where new tech-
nologies free humans from work — have now evolved into a society 
where technology is developed and deployed to supervise, control, 
and destroy; and labor, too, has produced ever more stressed, harried, 
and worried humans.

Surrounded by artists more or less the same age that Hegel was 
225 years earlier, there was little sense of stress around our labora-
tory, but there certainly were lots of wires and devices — computers, 
cameras, recorders, loudspeakers, beamers, microphones, televisions, 
and smartphones. I don’t know where all the recorded material went, 
but people obviously had a tremendous drive to capture the moment. 
Now, somewhere in the microscopic circuits of memory cards, rests 
data that can be turned into sounds and images that reflect and ani-
mate my self. Yes, the physical paraphernalia gave the confident sense 
of a cutting edge laboratory, but the real lab wasn’t only to be found on 
the surface. Something was definitely going on in the minds of the in-
ternational assemblage of artists, as the inputs we received produced 
impressively varied and interesting outputs.

After the two lectures — one on love, the other on war — the group 
split in two. Some went to build “real drones,” or, to be more precise, 

“autonomous sonic agents,” as the workshop organizer Derek Holzer 
called them. Derek had gathered a pile of circuit boards, transistors, 
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and other electronic stuff. Eleven enthusiastic artists — mostly without 
previous hands-on experience in electronics — jumped into this pile and 
started to reassemble the bits and pieces yielding noisy boxes and sys-
tems that functioned as slightly unpredictable sonic objects.

Important as it could have been to get my hands dirty by hacking 
electronics in a philosophically conceived situation, I chose the other 
option — where I ended up getting my hands dirty in the mud and flora of 
the Weisser See Park. This workshop was lead by Hanna Hennenkemper 
and Žilvinas Lilas and it was titled Dronology. (And, sorry Hanna and Žil-
vinas, I still don’t know exactly what the concept, idea, subject, or content 
of the workshop was, or how it happened.) What I do know is that it 
worked. Doesn’t this sound a bit like the definition of a “black box"? I re-
member hearing words like protagonist, narrative, path, and cartography 
in a beautiful park in eastern Berlin after having asparagus for lunch near 
the place where The Cabinet of Dr. Caligari was filmed 93 years earlier.

It soon became clear that something had to be done for the final 
presentation four days later. During the days, ideas were stumbled upon, 
shared, developed, and forgotten. Some people worked in groups, some 
individually. I did the latter. In the end, an exhibition was held and a 
lecture delivered. It was amazing to see how invisible ideas turned into 
marvelous visible actions, drawings, sounds, images, videos, and instal-
lations. After a round of presentations based in the Dronology workshop, 
people gathered to listen to a lecture by Marcus Steinweg on the subject 
of art. After that, Derek Holzer and the Autonomous Sonic Agents Or-
chestra were set free to perform.

In the end, what actually happened in our laboratory? What were the 
sonic agents, or who, and in what sense were they autonomous? There 
are many other questions.

I went to Berlin, I did things, I talked and thought, I returned home, 
and now I’m writing about the laboratory because Mindaugas kindly 
asked me to. As I lay in my bed 1113.335 km away from the center foun-
tain in the Weisser See, I’m tapping out words on my keyboard knowing 
that shortly the coded text will appear on the MigAA website and that a 
few people, wherever they are, might read it and get some small idea of 
what happened in May 2013 in Weissensee. 

Meanwhile, chemical weapons are apparently being deployed in Syria 
and real drones are departing to spread real death.
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95 % laboratory participants. 
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For one week in August 2013, twenty international participants 
gathered in Allenheads, England to explore a relatively scientific 
theme: the Universe. This laboratory, entitled 95 % was hosted 
by Allenheads Contemporary Art (ACA), a local independent 
arts organization. Emerging artists came together with scien
tists and Buddhist monks to explore methods and systems for 
engaging with their surroundings. Dynamically selfdirected  
by individual interests, the participating artists developed strate
gies for an engaged and holistic response.

The idea for the laboratory came about one day in April 2013, 
when Alan Smith, cofounder and Creative Director of ACA left 
his house that sits on a hill and simultaneously contemplated 
his observational capabilities. He was reflecting on the 95 % of  

“stuff” apparently out there but currently out of sight. He won 
dered if imagination and creativity might help us to create or  
at least make sense of the inexplicable. Is it faith that makes us 
believe in the intangible, and if so, how might that belief sit 
comfortably alongside scientific thinking?

The laboratory was led by Alan Smith with the support of 
Helen Ratcliffe and Rosalind McLachlan. Time was divided 
between group workshops and individual research periods that 
took place in the ACA studio spaces, as well as in the surround
ing landscape including some of the disused underground 
mines characteristic of the area.

Physicist Dr. Peter J. Edwards, of Durham University and 
two Buddhist monks, the Reverends Willard and Wilfred were 
invited to contribute their ideas to initiate discussion. Edwards 
presented scientific theories on the vast invisible components 
of the uni verse — dark matter and dark energy — while both 
monks approached the subject of the 95 % from the point of 
view of meditation.

The 95 % laboratory was organized in collaboration with the 
Lithuanian Interdisciplinary Artists’ Association and Vilnius 
Academy of Arts. The laboratory received support from Nordic 
Culture Point, the Culture Support Foundation of Lithuania, 
and the EU Culture Programme 20072013.
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In addition to topics surround-
ing gender and consciousness, 
Sally Annett (UK) is interested 
in the aesthetic processes of 
science and religion. She is 
currently completing a Mas-
ters in Intercultural Commu-
nication at the University of 
Bedfordshire. 
www.sallyannett.com.

Brian Degger (AU/UK) is an 
art and science practition-
er, with a PhD in molecular 
biology. His interest in science 
has become more about 
science-as-a-culture than sci-
ence-as-experimentation. www.
transitlab.org

Peter Edwards (UK) coordi-
nates the outreach program 
of the Ogden Centre for 
Fundamental Physics at the 
University of Durham and the 
UK Dark Matter Collaboration. 
The program’s primary focus 
is on developing resources 
and activities to explore the 
fundamentals of the universe. 

Mindaugas Gapševičius 
(LT/DE) earned his MA at 
the Vilnius Academy of Arts, 
currently doing MPHIL/PhD at 
Goldsmiths University. He is 
engaged in futuristic themes 
and takes a critical position 
on contemporary neoliberal 
tendencies. 
www.triple-double-u.com 

Marija Jociūte· (LT) finished 
her Interdisciplinary Arts 
master’s studies at the Vilnius 
Academy of Arts. Her work 
investigates the structures 
that humans are consciously 
or unconsciously led by in 
their everyday lives. 
www.marijajociute.lt

As an artist, Ruth Le Gear 
(IR) is strongly attracted 
by the methodologies of 
investigation of non-physical 
phenomena, particularly water 
memory. She graduated from 
the Galway Mayo Institute of 
Technology with a degree in 
sculpture in 2007. 
www.ruthlegear.com

Saulius Leonavičius (LT) stud-
ied at the Vilnius Academy of 
Arts, Department of Photogra-
phy and Media. He is interested 
in a self-reflective exploration 
of different art pro cesses — rep-
resentation and the evolution  
of the artist’s persona, art-as-
object, and art-as-institution. 
www.airb.lt

After studies in archaeology at 
University College London and 
art at The Slade School of Fine 
Art, Rosalind McLachlan (UK) 
became disenchanted with 
academic archaeology. She 
investigates the ways that crea-
tive narratives have shaped our 
understanding of the world. 
www.rosalindmclachlan.com

Samantha Clark (UK) is 
currently working on a PhD 
in Creative Writing at St An-
drew’s University.  Her thesis 
work includes  a book entitled 
The Subtle Ether where she 
explores nothingness between 
and within things.
www.samanthaclark.net
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A 2004 graduate of the 
Maryland Institute College of 
Art, Elizabeth McTernan (US/
DE) pursues global overland 
exploration. Her artistic 
prerogative is to provide a 
narrative structure for the 
reconsideration of perception. 
www.astheworldtilts.com

Dave Pritchard (UK) is a chair 
of both the Arts and The 
Environment Network and the 
international Ramsar Culture 
Network, in association with 
UNESCO. He attended the 
95% exhibition and final 
discussion at the ACA.

Helen Ratcliffe (UK) is the 
Development Director of 
the ACA, responsible for 
developing partnerships to 
expand the ACA’s future profile. 
In a former life she was an 
Assistant Director at both the 
Pace and the Curt Marcus art 
galleries in New York City. 
www.acart.org.uk

Alan Smith (UK) operates 
as a participant/observer, 
playing with conventional 
understandings of interpretive 
and perceived realities. He  
received an MFA from the 
University ofMassachusetts 
and is Creative Director and a 
co-founder of the ACA. 
www.alansmith.org.uk

Taavi Suisalu (EE) earned an 
MA in new media from the 
Estonian Academy of Arts. He 
works with sound, mostly via 
fieldwork: hunting and gath-
ering, a process that pushes 
him to concentrate on specific 
elements of his perceptive 
capabilities. 
www.taavisuisalu.com

Zoe Sumner (UK) is passion-
ate about art and education 
and plans to continue to 
develop her art work in a more 
collaborative direction. In 
2013 she enrolled in an Artist 
Teacher and Contemporary 
Practices MA program at 
Goldsmiths University.

Reverend Willard (UK) is a 
monk from Throssel Hole 
Buddhist Abbey under the 
spiritual direction of the 
Abbot, Rev. Master Daishin 
Morgan. The Abbey, of the 
Soto Zen school, is set in a 
wooded valley just ten miles 
from the ACA. 
www.throssel.org.uk

Ji Hyun Park (KR/DE) studied 
agriculture in Korea and me-
dia art in Cologne, Germany 
where she is currently based. 
She combines this background 
in a practice of art interdisci-
plinarity. www.jihyunpark.org

Gerardo Montes de Oca
Valadez (MX/AT) is currently
a PhD candidate at the
Academy of Fine Arts Vienna.
His research explores the
intersection of social relations,
subjectivity, trust, solidarity,
violence, and domination, all
within a decolonial framework.
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Andrew Wilson’s (UK) creative 
practice playfully provokes 
dialogue between the con-
cepts of both the absurd and 
the rational. After receiving a 
BA (Hons) in Fine Art from 
Newcastle University in 2008 
he has continued developing 
his practice in North East 
England.

Reverend Wilfred (UK) is a 
monk from Throssel Hole 
Buddhist Abbey under the 
spiritual direction of the 
Abbot, Rev. Master Daishin 
Morgan. The Abbey, of the 
Soto Zen school, is set in a 
wooded valley just ten miles 
from the ACA. 
www.throssel.org.uk
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AlAn SMiTh
95 % invisible or as far as the eye can See
essay

I wake and before seeing the light I feel it on my face; I walk to the sink 
and before splashing my face I consider the temperature of the water; 
I look forward to the taste of toothpaste and the sensation of clothing 
being drawn over my body. I smell the coffee as it pours into my cup, 
checking the milk in case it is sour; I add sugar and make it sweet. I am 
responding to the wakening chapter and appropriately relate to my new 
day condition, I reach for the door latch and step outside. Looking around 
I embrace the day’s weather, hear the birds sing, the young lamb’s bleat, 
and a car engine revving as it passes through our village. Assisted by 
gravity I walk down the hill and make good progress into the wind and 
while contemplating the ordinariness of a morning’s activity I pause to 
consider the stuff that I am not seeing, feeling, or sensing. We are appar-
ently only able to find, see, and understand 5% of the stuff that surrounds 
us; the rest is made up of 27% Dark Matter and 68% Dark Energy. Both 
are invisible to us and while having a pretty good idea of what might 
make up Dark Matter, Dark Energy remains a mystery.

I carry on walking to the hill tops and study the landscape that sur-
rounds me; I observe its moods, temperature, altitude, colors, textures, 
and smells.

Field trip to the abandoned lead mines.



17
0

9
5 

%
IN

P
U

T

Am I really not seeing 95% of what I am looking at? If this is true 
should it concern me and does this illusory idea alter how I perceive and 
engage with an otherwise tangible visualization?

We haven’t yet found the means to see the unseen 95 % but this 
doesn’t mean it is invisible; it is simply beyond the current limit of our 
observational capabilities.

Can imagination and creativity help us make sense of the inexplicable 
or is it faith that will help us believe and if so how can that sit comfortably 
with scientific thinking?

 

As a venue Allenheads lends itself perfectly for a “field visit” in order to 
consider how and what it is to visualize or make sense of the stuff that 
surrounds us. Allenheads is England’s highest village and remotely set 
with a population of around 200 people who largely (around 95 %) migrat-
ed here in the last 15 years.

Historically, people moved here for an improved quality of life. In ear-
lier times people would have migrated here from all over Europe to work 
in the lead mines and therefore improve their financial situation. More 
recently the reasons for moving here are aesthetic — improved lifestyles 
and for warmer social and cultural engagement.

However you look at the movement of people into Allenheads, like all 
global migration, the primary reasons are colored in the mind’s eye, from 
ideas of greener pastures, of blue skies, and for those early miners the 
color of money — a gold rush! This despite the attraction that made jour-
neying to Allenheads a good prospect was in the dull cast of grey lead. 

So the laboratory takes us through an experiential encounter with 
“place.”  To quote Werner Herzog “you must not avert your eyes.” It is 
for us to travel through the Allenheads environs and explore our new 
surrounds as individuals, as aliens. But not only do we have our collective 
strength of shared singular predilections, we will also be fueled by other 
knowledge, ideas, and philosophies that helps us realize what else is out 
there beyond the obvious and perhaps helps us navigate towards a better 
examination of our habitation.

Allenheads is a perfect place to consider ones surroundings and all 
its complexities; above ground, below ground, the sky, dark matter, and 
spiritually. All this provides a more holistic foundation from which to 
interrogate what it means to stand on this planet and make ‘some’ sense 
of the stuff that surrounds us; both visible and invisible.

This may help us consider the question I posed previously which is, 
again, “Can imagination and creativity help us make sense of the inex-
plicable or is it faith that will help us believe and if so how may that sit 
comfortably with scientific thinking?” 
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peTer edWArdS
revealing the dark Side of the universe
lecture

Most of our universe is missing! When we look into the night sky we 
realize there is much more out there than meets the eye. Our universe 
is filled with mysterious dark matter, whose gravity provides the cosmic 
glue that holds it together.

So far all our attempts to detect the dark matter have failed, but the 
Large Hadron Collider (LHC) at European Organization for Nuclear 
Research will investigate many of the mysteries that the universe has so 
far kept hidden. Using the LHC we hope to travel back in time to reveal 
the nature of the dark side of the cosmos.

We will explore the immense scale of the experiment, find out how 
the LHC works, and ponder some of the big questions it will address.
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Seats of Contemplation
chairs, mirrors, reflection, pilgrimage, 
nature, ritual, and play

Seats of Contemplation is a set of ideas 
and a formal structure that intends  
to stimulate the sensing of a familiar 
environment in a reflexive and self-reflec-
tive way. The singular presence of a chair 
in a landscape along with a constella-
tion of mirrors initiates the use of the 
human body as a vehicle or mediator 
of consciousness. It simultaneously 
provides a temporal and spatial context 
for thoughts to arise. Eleven chairs are 
positioned in a specific sequence that 
alludes to both scientific and esoteric 
traditions.

A written explanation along with 
questions for a sitter to ask him or her-
self is included. Language and ritual are 
intertwined within almost every aspect of 
our lives and the project directly engages 
both bodies and minds through estab-
lished rituals, stories, and practices. The 
intention is to provide an opportunity to 
explore different aspects of conscious-

ness through embodied encounter with 
both rural and urban landscapes.

Seats of Contemplation embraces the 
idea of the plasticity of the self. That is, I 
recognize ‘me’ through the analysis of a 
stream of sensory data, which I interpret 
and about which I synthesize the best 
approximation of what is ‘me’ over time. 
When I look at my hand I know it is mine, 
because muscular, tactile, and visual 
signals — racing through the neurons in 
my prefrontal brain cortex and bound by 
my perception of time — combine to tell 
me that it is mine.

Thoughts, feelings, and emotions are 
important even if they are seen as merely 
biochemical by-products or the result 
of novel sensory stimuli. We live in a 
society where concentration and action 
are valued more than contemplation 
and stillness, while our consciousness is 
continually fluid and changing. Human-
ity’s consciousness is not separate from 
the rest of the natural world, and should 
therefore be evolving in parallel with it.
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SAMAnThA ClArk
Observing the universe
antenna, holes, boots

Three instruments were assembled for 
observing the universe: (1) an anten-
na, (2) some holes, and (3) a pair of 
boots. The first allows one to hear the 
beginning of time; the second provides a 
view of the entire universe; and the third 
allows one to investigate the phenome-
non of gravity.
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BriAn degger
MicroWaterBeastiary
pond water, netted organisms, pipettes, 
containers, hacked webcam, computer, 
books on invertebrate identification

In the work MicroWaterBeastiary a col-
lection of water invertebrates as a living 
bestiary was assembled and presented. 
A bestiary (or Bestiarum vocabulumn) is 
a book containing descriptions of beasts 
(including animals, birds, and even 
rocks) real and imaginary. It illustrates 
the principles of good living through 
examples and parables with the animals 
acting as protagonists. Such books were 
especially popular in medieval times, 
with lavishly illustrated compendiums.

The laboratory straddled two ide-
as — that of the Lab and that of Field-
work — with an emphasis on the latter.

What was brought? Electronics in 
the shape of small modules that can 
detect acceleration, magnetism, temper-

ature, humidity, air pressure, possibly 
air pollutant detectors, hacked webcam 
microscope for hunting microbes, a few 
interesting ‘popular science’ books from 
the turn of the century, and a water quali-
ty/sampling kit.

What was done or explored? The bit 
of the biosphere (planktons to microbes) 
that exists at the scale of the barely per-
ceptible to the microscopic. Getting an 
idea of the plankton found in the Allen-
heads dam; bio-prospecting for bacteria 
in extreme environments: for instance 
microbes in mining tailings, hunting for 
water bears (tardigrades) and nema-
todes in moss, and more.

What was taught? About webcam 
hacking and microscopes.

What was learned? More about local 
foraging and about useful herbs and 
plants in the environment.
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marija joCiŪtė
Five drawings
marker on paper

Five drawings illustrate a series of con-
versations between the artist and some 
other participants concerning the topic 
of the laboratory. The drawings were 
presented along with the following text:

 “I draw lines to try and understand 
things, and to share my uncertainty. 
Here is ‘me’ and here is the ‘universe.’ 
Suddenly everything is reduced to lines. 
My mind tries to make things simple. 
A couple lines, gestures, and there is 
someone else’s hand, just like mine, 
adding more lines to my lines, trying to 
grasp the structure of the world.” 
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ruTh le geAr
hidden in plain Sight
installation, documentation

A video entitled, Hidden in Plain 
Sight — produced during the lab and 
documenting various performative 
actions — explored the idea that there 
is a certain resonance held within water. 
Meltwaters from Arctic icebergs were 
given to the waters of the mine in Allen-
heads. Remedies out of the water from a 
certain well was given to other bodies of 
water in the area. The contradiction of a 
remedy based on water as diluted with it-
self presented a fascinating conundrum. 
The work was initially made for the water 
and the land: the results are found the 
documentation of these interventions 
with the landscape. The work engaged 
with subtle energies that ebb and flow 
through the landscape and earth, cre-
ating a relationship between spirit and 
place. The project was sourced primarily 
in a process that explored unquantifi-
able substances and theories through 
unquantifiable methodologies. 

A diffraction grating — an optical 
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device with a periodic structure that splits 
and diffracts light into several beams trav-
eling in different directions — was used to 
amplify the poetic immediacy of the imag-
es for and to underline the fundamental 
paradox of the work, while also trying 
to capture distillations of an ephemeral 
environment. This subtle material, water, 
was investigated through a performance 
epistemology and interventions with the 
landscape. The work suggested that the 
quantification of things hoped for and 
the evidence of things unseen are only 
currently experienced in effect, while the 
notion of theory versus belief is explored 
through the experience.

Interdisciplinarity and flexibility 
throughout both a scientific and intuitive 
methodology allows a contemplation 
of the areas of questioning. By its very 
nature, an explanation will have its limits. 
These limits are inherent in the words, 
the methodology of expression, the sym-
bols, and imagery — all things we have 
grasped at in order to convey the story 
that we have attempted to bring away 
safely. “Never trust the teller,” as D.H. 
Lawrence put it, “trust the tale.” 
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SauliuS leonavičiuS
if it’s a Word, you Can erase it
intervention, documentation

In 2007 at Allenheads, the Lithuanian 
artist Artūras Raila performed the final 
part of his project The Power of the 
Earth. Along with other practitioners of 
traditional Baltic culture he mapped the 
geomantic energy structure of the area 
and facilitated the performance of some 
ancient Baltic rituals and rites.*

In the space that The Power of the 
Earth opens — a space that was a 
reference point in my explorations — it 
is possible to reach the border of the 
5 % of perceivable reality. Referring 
to the theme of the laboratory, it was 
suggested that the missing 95% of our 
perception exists only when defined as 
such. If so, one of the ways to access 
the invisible part of life’s stream would 
be to move outside language — to the 
point when language loses its gravita-
tional power, when it can be transcend-
ed as if moving outside of itself. Raila’s 
work creates a very richly structured 
space by rearranging cultural texts and 
contexts. His work manifests a “New 
Age” approach, where ethnography and 
science merge. In this case his creative 
practice addresses others’ practic-
es — their current contexts, conditions, 
and causes — raising questions that are 
relevant when thinking about ethno-
graphic knowledge, the Gaia mind, 
animism, New Age thought, expanded 
consciousness, and especially how lan-
guage dissolves in the phenomenologi-
cal encounter with the earth’s power.

During the 95% laboratory I per-
formed a vision quest ritual. I stayed on 
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a hill for three days and nights without 
food, water, or shelter. After the third day, 
I entered a fenced area nearby without 
authorization. With hunters active in 
the area at the time of the trespass, I 
documented the hilltop where in 2007 
Raila had performed his rituals for the 
old gods. My actions were documented 
with photo and video.

*  Documentation of this project at http://www.raila.lt.
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rOSAlind MClAChlAn
ex nihilo nihil fit
video 00:03:25

Ex nihilo nihil fit is a Latin phrase that 
translates “nothing comes from nothing.” 
Many human cultures have a creation 
myth about how the universe was cre-
ated ex nihilo, “out of nothing.” Did our 
own universe explode out of nothingness 
at the moment of the Big Bang? How can 
something come from nothing?

Ex nihilo nihil fit is a short looped 
single-screen video projection. The 
footage was shot in Northumberland, 
UK, and the accompanying soundtrack is 
a spoken excerpt — on how matter is re-
quired to make matter, and how objects 
cannot spring forth without reasonable 
cause — from De Rerum Natura (On the 
Nature of Things) by the Roman poet 
and philosopher Lucretius.
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If It’s a Word, You Can Erase It with Saulius Leonavičius. 
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elizABeTh McTernAn
A Composition for an August 
evening to be read Only When 
Standing Atop the Tallest hill in 
the highest village in england
text installation

A story folded up into the form of a 
paper rock is offered to the viewer to 
be carried, at walking speed, to the top 
of Killhope Law on an August evening, 
whether this year or in some future year. 
The piece is completed once it is opened 
and read.

The work emerged from the contem-
plation of wayfaring rocks — whether 
ejected from the ground or falling from 
the sky — their obscure and distant trails 
visible only to the mind’s eye. Deep time 
braces itself underfoot as fickle weather 
and stardust churn above. These time 
scales flex to converge in the human 
on the hill. While the world creates its 
own cinema without us, we can pull the 
realm of witness inside to meet our story.

gerArdO MOnTeS de OCA 
vAlAdez
My Breath pulls Me Forward
video installation, 00:04:35

The physical setting where the video My 
Breath Pulls Me Forward was that of The 
Ballroom — deep inside the abandoned 
lead mine where breath created a very 
particular misty condensate. The mist 
was only visible up to a meter away in 
the available lighting. It floated slow-
ly and subtly, it had no fixed form or 
rhythm. The video begins with a few 
reflections on the human search for 
meaning and knowledge. Within this 
existential expression both reality and 
the self become perceptible.

P
R

O
C

ES
S



183
9

5 %

Ji hyun pArk
Fluorite noise
installation, performance

Circulating sonic energies are trans-
mitted as sound to our sensory system. 
Through our senses we perceive the 
world. Our senses also manifest in an 
emotional and invisible way. During 
the residency questions were raised 
about invisible particles, dark matter, 
dark energy, and mass. How can one 
measure mass? What is the mass of 
something? The work Fluorite Noise was 
inspired by a field trip to a place called 
a “spoil”: a neglected place covered in 
waste rock from the many abandoned 
lead mines in the area. There, samples 
of fluorite (a calcium fluoride mineral) 
that attracted the eye were collected. 
These mineral samples generated num-
bers through a self-defined system. The 
following numbers were used to create 
oscillating frequencies of artificial noise: 
1201608014023572541.
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TAAvi SuiSAlu
untitled
installation, performance

Even if we had access to 95% of the 
things that are out of our reach now, 
would we be able to make sense of it? 
Would it be legible to us? Would we “see” 
it? There is a plenitude of things that are 
visible (sensible) to us without being 
seen (understood, framed, conceptual-
ized, noticed). Grand narratives, whether 
scientific, religious, mythological or else 
wise, frame the things we perceive in 
ways that suggest aspects of holistic 
experience. They shift our focus. Keeping 
that in mind, creativity can generate a 
multitude of experiences of the same 
thing: another way of saying that art 
generates subjective meaning.

During the week two collaborative 
and participatory sound improvisations 
were facilitated in two very distinctive 
spaces. These encounters explored the 
unseen and opened participants up for 
other modes of engagement with every-
day objects and with their surroundings. 
The two locations — first, The Ballroom 
(a sonorous room deep in an abandoned 
lead mine) and then the Allenheads Art 
Gallery — were linked together during 
the second performance by having the 
audience, together, improvise in reaction 
to the recordings made in the mine.
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zOe SuMner
Future Formulas
objects, game

If 95% is out of sight, how might our 
minds imagine that 95%? What does the 
mind construct so it can hold the theo-
ries and scientific concepts of what that 
95% is? Facing what we don’t know and 
what we can’t see is simultaneously fas-
cinating, intriguing, and frightening. The 
mind, left to its own devices, constructs 
imaginings. 

Science and religion both explore 
the invisible external forces that shape 
our realities and our futures. How does 

an individual assimilate this informa-
tion into their own future plans? Using 
symbols taken from both science and 
religion, Future Formulas explores how 
people plan, predict and envisage their 
individual future pathways. Future For-
mulas presents the documentation of a 
game in a form that echoes mathemati-
cal and scientific formulas but in a more 
personalized and playful way. During the 
game the individual has a set period of 
time to express through secret symbols 
their plans for the next stage of their life. 
The journey and game is punctuated, as 
is life, with moments of contemplation 
and individual decision-making.

P
R

O
C

ESS



18
6

9
5 

%
O

U
TP

U
T

A walk on the high fells.



187
9

5 %

AlAn SMiTh And rOSAlind MClAChlAn
5 % as far as the eye can See
essay

In Allenheads, a small former mining village that sits high in the North 
Pennines (in the north-east of England) you are always at the mercy of 
the elements; the rain feels wetter here, the wind stronger, the winter 
longer and the midges hungrier.

How does someone living in “England’s last wilderness,” with its big 
skies and 360 degree views, make sense of the idea that there is another 
95% out there that cannot be felt or seen? This is the question that Alan 
Smith, artist and Creative Director of the ACA, pondered in April 2013. 
Four months later, 14 other artists from all over the world joined him to 
grapple with related questions.

In the months leading up to this weeklong MigAA laboratory, Alan 
Smith initiated discussions with Dr. Peter Edwards, a physicist from Dur-
ham University and Professor Nicholas Owens, an oceanographer and 
former director of the British Antarctic Survey. These meetings steered 
the content of the laboratory and led to a program that also included 
conversations with Zen Buddhist monks.

Central to the week’s objectives was providing time to experience 
the local environment; the moors above Allenheads and the disused 
lead mines below it. Together, artists, scientists, and monks used their 
separate, but sometimes overlapping ideas and systems of analysis to 
explore questions such as: can imagination and creativity help us make 
sense of the inexplicable, or create the inexplicable; is it faith that will 
help us believe, and if so, how can that sit comfortably with scientific 
thinking?

The week began with a walk up to nearby hill named Killhope Law. The 
wind and rain lashed our faces, penetrated our clothing, and ran into our 
boots; with every one of our senses alive and jangling, it was hard to be-
lieve that we humans are able to sense less than 5% of what surrounds us.

While on the hill the original intention had been to use the grouse 
hunting blinds as isolated spaces for the artists to individually con-
template and experience their locale. But weather conditions were so 
extreme that all we could do was keep moving. In retrospect, it was 
through the shared act of walking that we found a frame of reference for 
our questions and subsequent related art works in Allenheads.

Throughout the week the invisible was considered from a number 
of different perspectives. Guest speaker Dr. Peter Edwards told us that 
physicists looking out into the universe think that much of it is com-
prised of dark matter and dark energy. The monks, on the other hand, 
suggested that meditation could be understood as the act of looking 
inwards for the invisible 95%.
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The description of dark matter and dark energy provided by physics 
reminded Alan of the biblical definition of faith, “the substance of things 
hoped for and the evidence of things not seen” (Heb. 11:1). For the 
layperson, particle physicists’ strange mathematical formulae offer little 
in the way of tangible evidence for dark matter and dark energy, arguably 
no more than a person of religious faith might provide for the existence 
of a deity.

The Buddhist monks, Reverends Willard and Wilfred, provided a 
useful counterpoint to the concept of dark matter and energy. Their 
responses to our questions seemed evasive at first, but as the conver-
sation developed it became clear that the world in front of them was a 
crucial point of reflection. When meditating they would keep their eyes 
open and then go through a reductionist process of searching inwards. 
This freed them of their innermost human desires and needs, as they 
strove for enlightenment.

Trying to get our heads around particle physics and inner enlight-
enment in the space of a day was no small feat, and for the artist it 
was easy to fall into the trap of thinking we had to fully understand 
theoretical particle physics before making work in response to it. As the 
week progressed it became clear that the more we tried to understand 
particle physics, the more we seemed to encounter questions rather 
than answers.

The week concluded with an exhibition and public conversation, dur-
ing which we discussed why Dr. Peter Edwards and the monks had not 
asked us why we had invited them to contribute to an artists’ residency. 
What was our agenda? In the context of this residency we were the in-
stigators; we had invited the guest speakers for reasons of our own, not 
because we wanted to understand dark matter or dark energy necessar-
ily, but because we were curious about the intangible, the mystical, and 
the imperceptible. Could it be what drives us both — as artists and as 
scientists — is an interest in the unknown?

Art may not be able to make sense of the inexplicable, but perhaps 
it can indirectly shed light on it by offering alternative interpretations 
that can be at once enigmatic and experiential, and poetic rather than 
concrete.

Science develops our understanding of the world in a mechanistic 
sense, but thinking about what those discoveries might mean to us is 
perhaps something that the arts can better contribute towards. After 
the Cold War ‘Space Race’ it became harder to justify the enormous 
expense of space exploration. Astronaut Buzz Aldrin suggested that 
that one of the mistakes NASA made was “that we never sent anyone 
who could really communicate what was happening … As well as engi-
neers and pilots, the Moonwalkers should have included writers, a poet 
perhaps, or an artist among the pilot-jocks.”
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Are artists simply communicators, illustrators, or PR representa-
tives? Or are we better equipped to look beyond concrete facts and de-
liver what Werner Herzog calls “ecstatic truths” (deeper, poetic truths 
that can be reached only through subjectivity and imagination) in order 
to augment human experience?

During the public conversation, Alan suggested that artists might 
behave like parasites, feeding off other peoples’ interests and knowl-
edge. Could this be true, are we trying to express an alternative view-
point or are we scrabbling to make sense of other peoples’ seemingly 
logical representations of something that they cannot show us?

We also asked if it is right for artists to be free to follow their own 
lines of enquiry without being answerable to others.

Would we benefit from adopting a system of peer review as used in 
the sciences? Had we more time in Allenheads we might have experi-
mented with this during the laboratory.

It became important to state that as artists our aim is not to be-
come scientists, but looking into the methodologies of practitioners 
from other fields can help us interrogate our practice.

Interestingly, one of the conclusions from the week’s activities and 
discussions was that although physicists, monks, and artists use 
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Reverends Willard and Wilfred.
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different methods of inquiry and points of focus we all share an interest 
in understanding better what it is to be human and to be in deep relation 
with our surrounding universe. Here, at the 95% laboratory, religion, art, 
and science were honored for their similarities as well as their essential 
differences.

dAve priTChArd
Too much information
essay

I used to be a postgraduate scientist. More to the point, I used to be a 
four-year-old kid: humanity’s highest form of explorer-hero. In neither 
guise did I question the impulse to invade the unknown and colonize 
it with knowledge. We worry today about things like overspecialization, 
looking fondly back at Leonardo and proudly reinventing interdisciplinari-
ty. Perhaps, though, we do not worry enough about the hubris of believing 
that more than 5% of the universe is knowable, and the assumption that 
we must work harder to know it.

I now carry in my pocket more data — on a device the size of my fin-
gernail — than used to exist in my college library; but I am not much wiser. 
Information is power when it is inequitably distributed. When everyone has 
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access to everything, the greatest problem may not be ignorance, but 
how to move beyond the Anthropocene to a Post-Information epoch. 
Some of the week’s artworks at Allenheads will help to prepare us for this 
evolution.

Ji Hyun Park’s hypnotic rhythms of relationship with the weather and 
the physicality of the land went way beyond what words or images could 
do.

Samantha Clark’s rock-filled boots suggested, iconically and in 
the idiom of the place, that we can understand some aspects of the 
universe quite well in a somatic/bodily/experiential way; and maybe in 
the case of gravity we are capable of accessing 95% of what we need to 
know about that force by simply feeling it.

Sally Annett’s contemplation seats included one that didn’t face 
the view but challenged the sitter to face a grassy bank, up close. I 
remembered reading about a school class whose members had been 
asked to write about the street where they lived. When that produced 
few results they were offered the more specific scope of writing about 
their bedroom, and when that was similarly unproductive the teacher 
pointed to a brick in the wall of the classroom and said “write about 
that,” and suddenly a great creative flow of imagination was unleashed. 
All the world in a grain of sand — as in Buddhism (with Indra’s net) and 
in physics, everything is contingent on everything else, and the whole 
may be (has to be!) expressed in terms of its relationship to any one 
constituent part. Deeply contemplating 5% therefore necessarily conjures 
up the other 95%, and perhaps we get a more effective handle on the “big 
picture” by intelligent use of sampling, than we do by trying to suck in as 
much information as possible.

A more highly-evolved state might be one in which we get good at 
not-knowing, and strive instead for understanding. Art that consists of 
insights — how things in nature come to be arranged the way they are, 
the constraints that are operational, and the way in which the dynamics 
of an organism interact with the forces of its environment — gives us a 
strong sense of patterns, and of what seems “right” or “not quite right.” 
This is directly relevant to strategies for environmental sustainabili-
ty — being able to understand whether we are working with the grain of 
the realities of nature or not; and whether we are in tune with its limits 
of tolerance to change or not. We may cultivate this better with aesthet-
ics than we do with science. The 95% laboratory at the ACA provoked 
these very necessary questions.
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Contrabbando

1–15 September 2013
Nida Art Colony
Nida, Lithuania
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For two weeks in September 2013, twentysix international partic
ipants came together at the Nida Art Colony of the Vilnius Acade
my of Arts to work on smuggling issues — the theme suggested by 
the title of the creative laboratory, Contrabbando.*

 Smuggling is considered a risky, dynamic, contentious, and 
creative act in which each opposing player, facing the rest, justi
fies their own actions by the tangible and intangible rewards. Nida 
is on the Lithuanian border with the Kaliningrad Oblast, a Rus
sian exclave. It is a region with a long history of smuggling and 
where smugglers are still active. This fact ensured that specific 
local issues were pertinent to the laboratory discussions and re
flected on the work produced.

The laboratory, specifically designed for emerging artists, stim
ulated a multifaceted and interdisciplinary analysis of smuggling. 
Many positive and negative aspects of smuggling were discussed: 
for example, the negative influence on state security and finance 
systems, human trafficking, cyber attacks and viruses; and the 
positive, including culturaleducational, knowledge dissemina
tion, homing pigeons, sociocultural protest, universitiesinexile, 
hacking authoritative state information firewalls, and illegal visual 
aesthetics. Provocative themes from other disciplines (e.g., the 
quantum world, law, and customs enforcement) were also offered.

The laboratory was led by Audrius Mickevičius with support 
from Mindaugas Gapševičius. The time together was divided 
between a daily presentations,  discussions on work in progress,  
individual working periods, and cooking sessions. The laboratory 
culminated with an exhibition at the Nida Art Colony facilities.

The Contrabbando laboratory received support from the EU 
Culture Programme 20072013, the Culture Support Founda
tion of Lithuania, and Nordic Culture Point. The laboratory was 
organized by the Department of Photography and Media Art of 
the Vilnius Academy of Arts in cooperation with the Lithuanian 
Interdisciplinary Artists’ Association.

*  Italian: contra “against” + bando “government order,” “the illegal smuggling of goods 
through state borders.”
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Dovile·  Aleksaite· (LT/DE) is 
studying at the department of 
Visual Communication, Arts, 
& Media, Berlin University 
of the Arts (UdK). She works 
in video and experimental 
film exploring the themes of 
perception, repetition, and 
language.

Morta Burdilauskaite· (LT) is 
studying at the Department 
of Photography and Media 
Art, Vilnius Academy of Arts. 
She is particularly interested 
in collaborative and collective 
creative practices and the 
ideas they generate, especially 
the simple ones with a lot of 
love.

Nadia Degtyareva (RU) is 
based in Moscow and is a 
student at the Rodchenko Art 
School, Intermedia Depart-
ment. Her work in photo and 
video examines collective 
memory, the society of specta-
cle, and relational aesthetics.

Based in Moscow, Nick 
Degtyarev (RU) is a student 
at the Rodchenko Art School, 
Video Department. His work, 
expressed in video and multi-
media installations, explores 
utopian theories in the recon-
figuration of urban structures 
and public spaces.

Mindaugas Gapševičius (LT/
DE)earned his MA at the 
Vilnius Academy of Arts, 
currently doing MPHIL/PhD at 
Goldsmiths University. He is 
engaged in futuristic themes 
and takes a critical position 
on contemporary neoliberal 
tendencies. 
www.triple-double-u.com

Anka Helfetova (CZ/DE) is 
studying at the Weissensee 
Academy of Art Berlin. Recent-
ly she participated, as assis-
tant to the director of research, 
in an anthropological field 
project on migration focusing 
on markets run by diasporic 
Vietnamese.

Marija Jociūte· (LT) finished 
her Interdisciplinary Arts 
master’s studies at the Vilnius 
Academy of Arts. Her work 
investigates the structures 
that humans are consciously 
or unconsciously led by in 
their everyday lives. www.
marijajociute.lt

Visvaldas Kairys (LT) is a 
researcher at the Institute of 
Biotechnology at Vilnius Uni-
versity. His present research in 
molecular dynamics focuses 
primarily on ligand-protein 
docking in pharmaceutical 
design.

Wolfgang Knapp (DE) is a 
professor and researcher at 
the Institute for Art in Context 
at the Berlin University of the 
Arts. His main focus is on in-
terdisciplinary projects at the 
interface of art and science.
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Gediminas Kulikauskas 
(LT) graduated from Vilnius 
University with MA in History. 
He is a PR representative 
for the Customs Criminal 
Service. He recently published 
a book examining Lithuanian 
inter-war life, smuggling, and 
monopolies.

Saulius Leonavičius (LT) 
studied at the Vilnius Acad-
emy of Arts, Department of 
Photography and Media Art. 
He is engaged in a self-reflec-
tive exploration of different art 
processes: the evolution of the 
artist’s persona, art-as-object, 
and art-as-institution.  
www.airb.lt

Žilvinas Lilas (LT/DE) is 
currently a professor of exper-
imental 3D art at the Academy 
of Media Arts Cologne. His 
research interests include 
interactive art and design, 
simulated environments and 
scenarios, and identity and 
technology.

As Vice Dean of the Faculty of 
Law, Kazimieras Simonavičius 
University, Jolita Malinauskaite· 

(LT) is engaged in research in 
the field of smuggling control 
and prevention.

Emanuela Marenz (IT/UK) 
graduated from the University 
of Verona, with a degree in Art 
and Cultural Heritage. In her 
practice, she uses photogra-
phy to explore the reality of 
contemporary society and 
reactions to it within everyday 
life.

Audrius Mickevičius (LT) is 
a multidisciplinary artist and 
docent in the Department 
of Photography and Media 
Art at the Vilnius Academy 
of Arts. His main focus is on 
time-based arts — film, sound, 
and photography — along with 
architecture, graphics, and 
writing.

Cynologist (canine specialist) 
Linas Perkauskas (LT) works 
at the Customs Department of 
the Republic of Lithuania.

Agnieszka Pokrywka (PL/EE) 
is educated in both fine arts 
and physics. The experience 
of different disciplines and 
places has shaped her into 
a transdisciplinary nomad 
permanently interested in 
challenging the field of the 
possible, while valuing the 
new and the inspiring.
alwaysunderconstruction.info

Matthias Roth (DE) studied 
visual communication at the 
Art University Kassel. His 
research interest is on agricul-
tural lands (Agrarlandschafts-
forschung). 
www.rolux.de
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Kristupas Sabolius (LT) is an 
active public intellectual, a 
writer, and an Associate Pro-
fessor of Philosophy at Vilnius 
University. His work explores 
the subjects of imagination, 
technology, virtuality, cinema, 
and art.

A graduate of the European 
Humanities University, Kateri-
na Shatavo (BY/LT) is studying 
at the Vilnius Academy of Arts, 
Department of Photography 
and Media Art. Her interest 
and practice is centered on 
questioning.

Antanas Stančius (LT) gradu-
ated from the Vilnius Academy 
of Arts with an MA in sculp-
ture and audiovisual art. He 
researches the problematics 
of identity and internecine 
communication, as well as 
the workings of public social 
structures.

Can Sungu (TR/DE) studied 
film and visual communica-
tion design at the Istanbul 
Bilgi University. Currently at 
the Institute for Art in Context 
in Berlin University of the Arts, 
his work explores the aesthetic 
dimensions of issues such 
as migration, mobilities, and 
consumer society.

Gerardo Montes de Oca 
Valadez (MX/AT) is current-
ly a PhD candidate at the 
Academy of Fine Arts Vienna. 
His research explores the 
intersection of social relations, 
subjectivity, trust, solidarity, 
violence, and domination, all 
within a decolonial framework.

In 2013 Greta Vileikyte· (LT) 
began master studies at 
the Vilnius Academy of Arts, 
Department of Photography 
and Media Art. Her work 
deals with the construction 
and  transformation of reality 
through the subtle changing 
of form and point of view.

Mikko Waltari (FI/LT) worked 
as an export manager for over 
twenty years but eventually 
got tired of the rat race. He is 
currently studying photogra-
phy and media arts at the 
Vilnius Academy of Arts. 
www.waltarina.com 

Artūras Zaleckas (LT) is a Sen-
ior Inspector the Lithuanian 
Customs Training Center.
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audriuS miCkevičiuS
Smuggling in private life and Art
presentation

Creativity, imagination, tension, risk, challenge, and novel solutions: all fea-
ture in both smuggling and in art. This lecture is an examination of seven 
cases of smuggling — personal stories from everyday life into the art world.

Tadas. As a boy he dreamed of being a pilot. He finished aviation school 
in 2002 and bought his own plane, a Wilga 35A. He painted it grey, added 
an extra fuel tank, and began to smuggle Asian immigrants to Europe. In 
March 2003 he left home and did not return. After eight months searchers 
found a plane with the remains of four bodies in a bog in Belarus. After 
DNA-testing, investigators stated that one of the bodies was of Tadas.

Bela. Hiding a helicopter just outside the camera’s frame provides a 
possibility to reach the absolute truth in the films of the Hungarian film 
director Bela Tarr.

Immanuel. In Kaliningrad a young Russian couple drinks champagne at 
Immanuel Kant’s grave during their wedding: Lenin’s statue is no longer 
a popular place for such occasions. The lack of cultural heritage, the total 
demolition of the old town, and feeling a distinct emptiness for the city’s 
history leads to the perfect possibility to smuggle in a new ideology and a 
new monument to an orangutang.

Jonas. Eighty-four years old and ill, Jonas Strazdas left his house and dis-
appeared in the woods where he worked as a forester all his life. Five days 
of fruitless searching in thirty-four degree heat — incompetent authorities, 
family sacrifice — 23 June 2013.

Paolo. About two hundred years ago someone smuggled reindeer horns 
into Paolo Rosa Salva’s family house in Venice. Recently a family guest 
from Rovaniemi (in Finland) immediately noticed that the horns were 
fixed upside down. The Finn opened the eyes of the Italians.

Vladas. A strange and expensive sculpture appeared in the very heart of 
Vilnius in 2009 when Vilnius was a European Capital of Culture. Who 
made the decision about this public art?

Vincas. I bought three bee hives from Vincas and placed my business 
cards and family photos inside in an attempt to get to know the occu-
pants. Communication with non-human minds began 01 May 2013.
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gediMinAS kulikAuSkAS
history, Traditions, and Creativity  
of Smuggling
lecture

This lecture uncovers the old roots and wide branches of the phenome-
non of smuggling in Lithuania. The ghostly connections between smug-
gling in the past and the present are disclosed — e.g., how “furmans” 
became “truck drivers.” In terms of smuggling it is suggested that the 
present situation actually recalls that of nineteenth century Lithuania. 
The oldest kinds of smuggling that still exists in the country date back 
more than two thousand years. But smuggling is no simple matter — it 
is a complex paradox that spans cultural-religious as well as commer-
cial interests. Video evidence from the Customs Criminal Service is also 
introduced to illustrate the most complex and inventive hiding places that 
contemporary smugglers use.

kriSTupAS SABOliuS
imagination as the Smuggling  
of the incommensurable
lecture

Mass media images — recurrent, ubiquitous, and repetitive — synchro-
nize separate individual consciousnesses into a common flux of images. 
In an insight borrowed from Kant, these images rely on aestheticiza-
tion — on “the impact of beauty” — to harmonize people’s imaginations. 
Conversely, in contemporary art and cinema practices, a negative or 
rebellious nature of imagination is present, one that interrupts illusional 
and reverential order. In this instance, imagination functions as a conflict 
or short circuit that materializes in the media system and thus opens up 
a path for smuggling what is unforeseen, incompatible, and incommen-
surable.

WOlFgAng knApp
A Contraband Approach as Artistic Challenge?:  
Crossing professional Boundaries with  
interdisciplinary Collaboration between Art and Science
lecture

It is possible to cross professionally-defined boundaries in an artistic con-
text. Is this practice a risky self-exploiting approach or simply a mode of 
operation or artistic acting? What knowledge-base is already found within 
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the arts to accomplish this and what might be developed to do so in the 
future? If Contrabbando is the historical result of collaborative teams, is 
it a critique of individual art practices? Are the activists in the art world 
politically isolated and simply longing for a (romanticized) fireplace to sit 
around? Many more questions are possible. Let’s look for the potentials 
that are implicit in crossing the boundaries between arts and sciences.

viSvAldAS kAiryS
Quantum World: Atoms and Molecules
lecture

A wide range of topics about the structure of our universe are covered, 
beginning with the ancient Greek view of atoms and ending with the theo-
ries of relativity and quantum mechanics. Many unexpected things hiding 
beyond our common everyday experience are revealed. Some basics of 
chemistry, molecular modeling, and protein/drug design are included to 
give participants a better grasp of current biochemical science.

jolita malinauSkaitė
The expert Approach on Attitudes Towards Smuggling
lecture

This presentation explores the legislative, executive, and judicial atti-
tudes — as well as those of various other groups — towards the issue of 
post-independence (1990) smuggling. The relevance of this multi-faceted 
examination is underscored by the fact that 60% of the Lithuanian border 
coincides with the EU’s external frontier — where any weak link in border 
control may become a smuggling route to the entire EU. As expressed by 
a European Commission report: “The control of the EU’s external fron-
tiers, in particular aiming to collect value added taxes on imported goods, 
shall be deemed to be an important element, that will help to ensure the 
imported goods are cleared through customs and move legitimately into 
the EU rather than disappear on the black market.”

linAS perkAuSkAS
dogs on duty
lecture

To achieve more effective control over the illegal smuggling of goods, the 
Lithuanian Customs Department uses supplementary methods during 
customs checks. The primary and most effective of those techniques is 
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using dogs on duty. Because of their extraordinary sense of smell they 
simplify and speed up an inspection as well as act as an important el-
ement for prevention. The valuable information contained in a smell is 
simply unavailable to humans. Such information can be identified with 
the help of ancillary bio-sensory systems: most often, dogs. Of course, 
these complex bio-detection animals are often hard to coordinate and 
demand constant attention when used. However as scientifically-proven 
methods exist to control the effectiveness of these canine signals, the 
use of dog bio-detectors achieves an overall positive result.
The combined power of scent of a dog on duty, the knowledge of the 
inspector-cynologist, as well as information about hiding places and 
smuggling methods all significantly increase the effectiveness of a 
customs check. Dogs are used by customs officials in all developed 
countries and at the moment there are no cost-effective replacements 
for them.

Kristupas Sabolius during his lecture (top), Wolfgang Knapp 
and Greta Vileikytė  during tutorials (bottom). 
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morta BurdilauSkaitė
untitled
digital photographic prints

This work is about two types of smug-
gling that existed in the nineteenth cen-
tury and that are still practiced. On one 
hand there were the book smugglers of 
the past, represented as the country’s 
heroes and defenders of Lithuanian 
national heritage. In the present time 
we have many books and movie scripts 
written about their lives, their families, 
and all the details of their smuggling. 
When one looks at photographs of 
them, one feels respect and pride. On 
the other hand there is a negative side 
to smuggling — the illegal cross-bor-
der transport of products. This side of 
smuggling ordinarily remains invisible 
to the wider society. The smugglers have 
no identity, they hide behind their own 
crimes. It is almost impossible to identi-
fy them or to look them in the eyes: they 
have no face.

niCK dEgtyaREv and nadia 
dEgtyaREva
Borderline
two-screen video loop, 00:07:28

Based on the historical background of 
the Curonian Spit, Borderline addresses 
themes of time and place, and of collec-
tive memory. It questions how we see 
history and how history touches today’s 
reality. We envision a border more as a 
situation between political, social, and 
cultural phases of society — as illustrat-
ed, for instance, by mass or individual 
protest or the clash of political and 
social interests. Morta Burdilauskaitė, Untitled.
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In this video installation, on one 
screen nothing happens, time is still; 
the other screen presents the actual 
flow of time. The two modes of tempo-
rality form, simultaneously, a deepened 
perception of time and an incorporation 
of a place in our memory that we keep 
returning to. Filmed on the dunes of 
Parnidis, close to the border between 
two states, the video poses a question: 
From this vantage, how many borders do 
we see that block our next movements?

Nick Degtyarev and Nadia Degtyareva, Borderline.

anKa HElfEtova
01-CB-05a
performance

It is a highly suspect substance: in the 
Nickel-Strunz classification, a struc-
tured schema for categorizing minerals, 
the code 01-CB-05a stands for carbon.

A huge, sparkling diamond, a heap 
of grilling charcoal, graphite, ash-
es — all these consist of carbon. When 
burned, materials of organic origin turn 
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to ash. This outcome illustrates how 
material with a wide variety of appear-
ances yields a common constituent of 
soil. 

Considering this, can such sub-
stance be dismissed as simple? 

As a pattern-that-connects, a pol-
ymorphous and ubiquitous material 
linking all that is alive — even more 
so connected when “alive” turns into 

“dead” — such a curious material must 
be regarded as potentially subversive, 

Anka Helfetova, 01-CB-05a.
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thus dangerous, and so, in need of 
regulation. 

Powerful, dangerous, and desirable as 
it is, it certainly must be smuggled. 

Can the fourth most abundant ele-
ment in the universe become the new 
super-drug?
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Anka Helfetova, 01-CB-05a.
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marija joCiŪtė and 
Greta vileikytė
untitled
intervention, installation

Everything has its own place. 
Everything has its own structure. 
Every chaos, its own order. 

When a space is named, it becomes a 
place; and, when occupying that place, 
we become a community. Rules are 
established and the game starts. Small 
movements act as triggers to reawaken 
the senses. Gently, like walking the line, 
the border line. Not crossing, just play-
ing around. There’s nothing to deliver 
and there’s no prize to win.
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SauliuS leonavičiuS
A a aaa a 
object, text

Translating the word “contraband” into 
Lithuanian reveals particular ideological 
contradictions: actions declared “illegal” 
are only so to the political or economic 
benefit of governing institutions. For 
that reason smuggling may be under-
stood as a resistance to dominant power 
interests and, consequently, as a form of 
activism. Perhaps this might explain why 

smuggling is criminalized and why the 
penalties are increasing.

While reading Hakim Bey’s The 
Temporary Autonomous Zone, Ontological 
Anarchy, Poetic Terrorism* about the ontol-
ogy of chaos, I discovered why anarchism 
must develop from within oneself. The 
manifestations of spiritual anarchy that 
Bey proposes must be reconsidered in 
every different time and space. Follow-
ing his call for poetic terrorism I raised 
the question, How might the energy of 
a social institution be appropriated for 
intervening into a given mental state? 
Presenting a tool for psychoactive plant 
consumption suggested the need to re-
consider diverse and constantly changing 
networks of cultural interconnection and, 
furthermore, suggested that they should 
be adapted to, not resisted.

eMAnuelA MArenz
italian view: Cultural Contrabbando 
photographs

Cultural exchange requires constant 
subconscious assimilation. This sub-
liminal activity builds up layers in our 
personality and eventually we change 
after being transported into new realities. 
My art practice explores and translates 
this issue into visual images based on 
the belief that a photograph can transmit 
a sense of place to a viewer. The scenery 
around Nida is commonly compared to 
that of the Mediterranean. Thomas Mann 
described the landscape as having an 

“inexpressible beauty and uniqueness,” 
calling it the “Italian View” in 1930. Being 
Italian, I found this an interesting coinci-
dence and I decided to use the surround-
ing panorama to recreate an “Italian View” 
and contravene the idea of one place by 
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Saulius Leonavičius, A a aaa a. 
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presenting another. Using photographs 
I took in Nida I made postcards illustrat-
ing stereotypical Italian scenarios and 
then I distributed them around town and 
waited to see if I could trick any visitors.

audriuS miCkevičiuS
nothing personal
installation, mixed media

The installation is a spatial script for an 
imaginary film. By making a 180-degree 
turn from the entrance to the cupboard 
in the room, the viewer dynamically 
experiences a shift of meaning in time: 
from balanced aesthetics to the everyday 
unmade bed, from coolness to intimacy. 
Nothing Personal combines five separate 
pieces: Lips of Fools, a still frame of the 
imagined film; Noyes, a paper bag for 
beer drinking from Kaliningrad; Tries to 
communicate, bee combs filled with hon-
ey; Royal Nail, a nail from an archeologi-
cal excavation site of Kaliningrad’s Royal 
Palace; and, finally, an unmade bed.

Regarding the piece, Royal Nail: After 
the Second World War Königsberg was 
renamed “Kaliningrad.” The remains 
of Königsberg’s Royal Palace along 
with a large portion of the old city were 
demolished. Neither the new Soviet 
ideology nor the populace were sen-
timentally attached to the heritage of 

the Palace. The Dom Sovetov, “House 
of Soviets,” was built on the former 
location of the Palace and is still empty. 
I decided to take personal responsibility 
for protecting a small piece of Prussian 
heritage. On 08 September 2013 while 
visiting Kaliningrad I stole a “royal” nail 
from the archeological excavation on the 
Palace site and smuggled it back into 
Lithuania. This action demonstrated my 
intention to keep the royal nail safe in EU 
territory until the authorities in Kalinin-
grad change their attitude towards their 
cultural heritage.
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gERaRdo montES dE oCa  
valadEz
The leak
performance

Imagination and trust combine in the 
pursuit of desire. Trust allows us to go 
beyond our reservations and take action. 
In the pursuit our desires we negotiate 
and test limits and structures. We may 
find new ways of understanding, feeling, 
and being. This is the process of becom-
ing that choreographs the actions of a 
community.

During the lecture that the philos-
opher Kristupas Sabolius gave — Im-
agination as the Smuggling of the 
Incommensurable — I noticed a small 
leak in the ceiling that left drops water 
on the floor. It was a rainy morning. We 
discussed imagination and its potential 
to open up gaps and new possibilities 
within symbolic fields. The night before 
I was discussing with Can, one of the 
participating artists, a similar quality of 
trust. Imagination and trust go together 
and both have the potential to maintain 
systems or symbolic frameworks;  but 
they also exercise the potential to think 
the unthinkable within those systems.

I decided to make that leak the focus 
of my work for the laboratory: the water 

“smuggling” through the roof was a 
metaphor for the imagination. It was a 
ready-made created by climatic condi-
tions that humans cannot control. It 
penetrated the architecture, the build-
ing, the institution of art practice, and 
education itself. The unexpected and the 
out-of-control coexist with and influence 
human interaction at both personal and 
institutional levels.

To make sure the leak was still active 
on the day of the exhibition, I poured 

buckets of water on the roof right where 
the leak was. I also invited other partici-
pants to collaborate by doing the same. I 
documented this with photos and video. 
During the exhibition I placed a card on 
the wall with the title and instructions 
for people to take the bucket — placed 
next to the leak in the middle of the 
room — and fill it up and then go pour 
the water on the roof. I also placed a 
photograph of the leak exactly on the 
leak spot on the floor, so that the water 
affects it. The documentation of the 
collaborative action, of the piece, was 
therefore affected by the piece itself. The 
instruction card provided an apropos 
historical reference to the Lithuanian 
artist George Maciunas and the Fluxus 
movement.

The piece then was formed by a 
constellation of elements involved in the 
events of the week: the artistic organiza-
tions, the laboratory’s program, the sym-
bolic context and topic, the conceptual 
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frame, the building, the climate, the infil-
tration of the water, my repetitive actions 
of pouring water, and people’s collabo-
ration. It was important to create a truly 
collaborative interaction that maintained 
the process of the piece. Trust played a 
role between my invitation and people 
participating in the happening.

Instructions:
You are invited to collaborate:
Take the bucket
Fill it with water
Go upstairs to the roof
Pour the water on the spot that’s 
leaking so it continues to drip

agniESzKa PoKRyWKa
Confessions on a razor’s edge 
digital files, work in progress

Confessions on a razor’s edge is an 
edited, updated, and illustrated version 
of Robert “Bob” Malecki’s book titled 
Ha Ha Ha McNamara, Vietnam — My 
Belly Button Is My Crystal BaII!, it is a 
nine chapter travel through Bob’s life 
in a form of the monolog with a for-
ty-year-old Gillette razor that Bob got 
from a prison guard. This while being 
imprisoned for his participation in the 
anti-Vietnam War movement. The razor 
became the most faithful and intimate 
witness to Bob’s life, a tangible reminder 
of a great turn that happened in his life. 
Because of this importance, the shape 
of the razor and its parts are used to 
organize and illustrate the content of the 
book. The illustrations are dominated by 
striped barcodes that are used exten-
sively in the shipping industry. These 
barcodes are invisible on a surface read-
ing of the book, however,  they “smuggle” 

extended content to the reader “in the 
know” by delivering complementary 
video content online that amplifies an 
understanding of the text.

KatERina SHatavo
Sweetened Condensed Milk
installation

On my way back home to Minsk — al-
most once a month for six years 
now — I always experienced the same 
uneasy feeling when passing through 
customs at the border. It never com-
pared to any other feeling I ever had. It 
is the irrational fear that I am carrying 
something illegal across the border, 
although, of course, I never am. As 
time passed I began to understand that 
the thing I am actually carrying is an 
immaterial object — a hidden, or, to be 
more precise, invisible disloyalty that 
is a manifestation of all the rights and 
freedoms that are inside my head. It 
is interesting that in such a case the 
human being is not the prohibited item. 
However, if they are carrying objection-
able ideas and might potentially act 
on those ideas, does it mean that the 

“load” of their thoughts and experiences 
is contraband — just like the hero in Ray 
Bradbury’s Fahrenheit 451?

The installation consists of a can 
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of sweetened condensed milk that was 
smuggled across the Russian-Lithuani-
an border 08 September 2013.  Along 
with it is documentation of the research 
made before, during, and after the 
incident. A text about the case is also 
provided where the key phrases guiding 
a conceptual understanding of the work 
are: “inscrutable ways,” “knowledge 
sharing,” “meanings of contraband,” 

“energy recharge,” and “milk for harmful 
conditions.”

antanaS StančiuS
parcel
performance, action

Three hundred years ago the Curonian 
Spit was established as an important 
route on the European postal road 
system. In some specific cases the black 
market of the “Deep Web” also relies 
on postal transfers — exploiting a legal 
infrastructure for its own illegal purpos-
es. In this performance, the use of the 
international postal system is an attempt 
to go beyond the borders not only of two 
countries, but also between virtual and 
physical reality, while linking cultural, 
historical, and communicative spaces. It 
is also an attempt to measure the bound-
aries of institution by dressing a legiti-
mate action in conspiratorial clothing.

Parcel is a work in progress — smug-
gling as an act of cultural develop-
ment — the parcel is still on its way...

The uncertainty of the situation, the 
controversy, is a paradox. The act of 
smuggling is seen as both a study of 
and an erasing of social boundaries at 
the same time: contraband as material 
reality’s indefinite information. The artist 
wishes to get to the curator’s source of 

information, at the same time avoiding 
the curator’s practical guidelines. The 
line between provocation, performance, 
and a work of art merges, and the situa-
tion becomes… curious.

Can Sungu
replaying home 
video, 00:07:00

Before the introduction of cheap airline 
flights, automobiles were the most 
important means of long distance travel 
for Turkish “guest workers” (Gastarbeit-
er) living in Germany. Many items were 
carried from Germany in the trunks of 
these cars — cosmetics, electronics, high 
quality fabric, appearing for the first time 
in Turkey. The most significant of these 
smuggled products, video recorders 
(VCRs) and videotapes, initiated a new 
video culture in Turkey. The VCRs were 
connected to color television sets and 
placed into the favorite corner of the 
living room. They were turned on only 
for regular family “video nights” that 
evolved as social events often including 
neighbours. Video clubs featuring cheap 
video cassette rental became common-
place. This new video-based market grew 
rapidly in Turkey, although it was a bit 
improvised or “semi-legal” and content 
was largely in the form of smuggled cop-
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ies. Replaying Home includes selected 
cuts from these tapes: everything from 
Turkish movies of the 1980s, produc-
tions made by Turkish film companies in 
Germany, films by Turkish video distrib-
utors and studios, TV commercials, orig-
inal wedding videos, German soft-porn 
movies, Bollywood movies dubbed in 
Turkish, and Hollywood movies dubbed 
in German. This found footage mash-
up reflects the fragmented structure of 
memories that are often disrupted and 
sometimes incomplete. It is a journey 
to a transit space where the memories 
meet up with the universe of videotape.

miKKo WaltaRi
Quantum 1
c – print

To be an artist is to be curious, to 
analyze, and to understand the world 
and oneself — or at least to question 
and to try to find answers. The pictorial 
illustration that was created included all 
the things discussed at the laboratory: 
quantum theory, parallel realities and 
time-travel through black holes, creativ-
ity, dreams and the imagination, and, of 
course, smuggling. Quantum1 is about 
how to smuggle kitsch into an academic 
contemporary art exhibition and how to 
do it in an extremely transparent way.

Mikko Waltari, Quantum 1.
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SauliuS leonavičiuS
legalise Contraband *
essay

How does an object or a text become the carrier of alternate content? 
What is the difference between a concrete block stuffed with cigarettes 
and an activist’s head stuffed with anti-state propaganda? The question 
that I brought to Contrabbando laboratory was this: How might an insti-
tution become a laboratory of sabotage? The case in particular concern-
ing an institution situated a few kilometers away from the border of an 
empire; and one that plays a representative role in the field of culture as 
a “white cube” and as an academic space. Can ideologically conflicting 
ideas — radical in relation to any existing norms — be possible within 
such an institution? Can the meaning of an offense against this institu-
tion be explained and re-evaluated in a situation where only social norms 
have been disobeyed? Can such creative laboratory become an event, the 
meaning of which would be measured by the level of threat?

Political activism rarely appears in contemporary Lithuanian art and 
when it does, it is very fragmented. The cinema Lietuva Pro-test lab and 
the perennial Alytus Biennial (Art Strike) are two examples. It is difficult 
to know how much institutional critique remains important to artists, but 
many contradictions are ignored or simply go unnoticed in the art world. 
One of the reasons might be the left-wing nature of this institutional 
critique and the way it emerged in the West in the 1960s. The ideas of the 
new left are only  now appearing in Lithuania — from public readings of 
Marx in Vilnius to the popularity of Deleuze’s name at the Vilnius Acad-
emy of Arts. As MigAA and Nida Art Colony are both closely related to 
the Vilnius Academy of Arts, pretensions regarding provocative initiatives 
within these institutions are perhaps understandable.

Ontological contraband is defined as the illegal importation of irration-
al factors into reality — ideas that are incompatible with the structure of 
rational logic — the law of non-contradiction, the principle of individua-
tion, and the concept of randomness.

Much of the work during Contrabbando was related to place, location, 
territory, and space. One could predict that living for two weeks in such 
a beautiful environment during this pleasant time of year turns ones 
thoughts from a memory-dream flow onto a contemplation of the present. 
The Leak by Gerardo Montes de Oca Valadez most of all emphasized the 
present moment — where water dripped into a bucket on the gallery floor 
through the leak in the roof. It was a reaction to the palpable sense of the 
here and now. The physicality of the work came through a balance of natu-

* Extracts from works of Hakim Bey, Hans Haacke, and Kristupas Sabolius were used 
illegally in this text.
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ral forces: a diagram of the basic laws of nature was drawn. Institutional 
context was touched upon as well — the leaking skylight of the gallery 
space refers to the frequent communal living problem of being flooded 
by the upstairs neighbors. That Valadez encouraged the spectators to 
pour the water through the leak themselves connected material and 
action into one. The water dropping into the bucket opened up the di-
mension of time (of anticipation) while the vertical and horizontal lines 
of gravitation and of matter established a model of the physical space. 
The simplicity of this piece and the idea behind it was thrilling: not from 
the top to the bottom, not from the bottom to the top, not from the side, 
but from eye to eye. Its essence, to be present, to capture and shape the 
present moment. 

Cultural criminology reveals the obvious fact that everyone commits 
smaller and larger offenses all the time. It begins with jay-walking and 
continues with illegally torrented movies and music — minor daily crimes 
that persist without ever being identified as such. The understanding 
of such offenses and their control are both dependent on the meaning 
of an offense in a particular culture. The constant commission of small 
sins places one at a critical distance from common rules and norms: the 
demons of the resistance are awakened. Sometimes we get punished 
or threatened, but this does not influence our dignity or self-awareness 
nor does the negative feedback insinuate itself into our daily lives. Minor 
offenses inhabit our outer layers and evolve into a tolerated though fragile 
part of our personality. Having committed a crime one covers his face 
with his hands. Something we did illegally can only be told to those close 
to us — these are our secrets, something we carefully hide. The moment 
an offense becomes a part of our history is the most fragile and the most 
significant to observe, here the private and the public link into a common 
narrative.     

An artist of chaos may behave in a threatening manner, he may even 
behave as a grand guignol, but he may never allow himself to dive into 
putrid negativity, death, or a delight in torture. Even if it looks like rage, 
anyone — with the help of an invisible third eye — may see the difference 
between spirited revolutionary art and morbid reactionary art. The im-
ages we choose have dark power, however, all images are masks behind 
which hides an energy transformed into light and pleasure. 

 Jociūtė and Vileikytė made almost unnoticeable interventions in the 
Nida Art Colony space during the entire two weeks: small changes to 
the existing order that others were not aware of. Among the activities 
revealed at the conclusion of the laboratory: items were moved from 
their usual places, fake notices were posted in the space, and food was 
cooked by/for someone who did not exist. It was a game well-played 
in which the participants could only suspect they were involved in 
something they did not understand, and it was a good comment on 
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the intertwining of reality and our perceptions of it. Whether it is wise 
for a contrabandist to turn back and tell the customs officer about what 
they have just done, I’m not so sure: they should rather tell the story only 
to their accomplices. All actions that Jociūtė and Vileikytė made seemed 
organic and everyone definitely experienced their emotional content. This 
was a case where the artwork was transitory: existing at a certain time in a 
certain space, disappearing as soon as the door was opened.

By the end of the second week of the laboratory my naïve hope of 
identifying opportunities for conspiracy within a functioning institutional 
structure was overcome by the understanding that anarchy is born first in 
one’s heart. It then grows and develops, transforming one’s entire being, 
and only then can it appear with its unpredictable forms. 

The video work Borderline by Nick Degtyarev and Nadia Degtyareva 
resonated on a very intuitive level of emotion and sensibility. The two-chan-
nel installation targeted our variable perception of time (in history and in 
memory) — static time versus dynamic time. Without literally commenting 
on contraband, this work alluded to the energy of the edge, the verge — the 
verge between the two screens, between our horizon and their horizon, 
between the existent and non-existent. Any line may be expanded to a plane, 
any present moment contains all the moments of the past. The horizon does 
not exist, it is just the angle of repose of one’s head. Blurred boundaries 
might be crossed over without noticing or without being noticed: the word 

“smuggle” comes from the Scandinavian root “smog” which refers to fog.         
An intervention that crosses the line between the sanctioned and the 

prohibited, between right and wrong, good and bad is a means to rec-
ognize the conditional and fearful nature of this line. All thirteen works 
presented in the exhibition contained an element of illegal intervention 
to the existing order: a bolt stolen from Königsberg Palace, pseudo-drugs, 
instructions for hacking the organizer’s email, postcards with false land-
scapes, the transport of goods across the border, a visionary journey to the 
unconscious. All these actions appear very subtle, poetic, actually tran-
scending the ethics of offense. Languages that operate in the field of art 
allow for more than one interpretation of the same fact — this divergence 
can be used when uncovering alternate versions of reality. However it is 
not easy to elicit changes in the system or even to arouse a response — es-
pecially when the existing system does not seem that problematic or 
unacceptable to the majority of artists. For that reason MigAA Contrab-
bando worked out as an opportunity to breach internal boundaries. There 
are many ways to cross the line — to erase it, to not notice it, to ignore 
it — but first one needs to identify and submit to the contrabandist within 
and allow that character to do the job. When the last yet-unfulfilled wish 
wins out against the customs officer inside one’s head — then perhaps the 
surrounding world begins to change.
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Gigacircus Media Art Group
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The Voices poster.
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For one week in October 2013, twelve international participants 
gathered at the premises of  the Gigacircus Media Art Group in 
Villefagnan, France to explore sound and its aesthetics. 

The framework for the laboratory was proposed by Sylvie 
Marchand and Horacio Gonzales, who together supplied  
a traditional understanding of music along with various visual 
interpretations of sensory input, both those perceived directly  
by the senses as well as those augmented by technological devices.

The specific sense of hearing relies on a subjective relationship 
with the physical phenomena. For example, certain sounds cannot 
be perceived by adults while easily heard by children. Sounds do 
not always sound the same — heard again and again, new sounds 
appear. Dogs hear sounds that are outside the frequency spec
trum of human hearing. Some people "hear" the voices of ghosts, 
others do not.

Laboratory participants explored the phenomenon of voice and 
the sense of hearing. The residents of Villefagnan helped the 
visitors discover local sounds; while the artists supplied unique 
inputs to the local sonic environment. The data acquired from 
this shared “aural experience” was conceptualized, interpreted, 
then assembled into a tangible form, and, finally, retransmitted 
through several mediums.

The Voices laboratory was organized by the Gigacircus Media 
Art Group in collaboration with the Lithuanian Interdisciplinary 
Artists’ Association. The laboratory was supported by the Culture 
Support Foundation of Lithuania and Nordic Culture Point.
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Claire Bergerault (FR) studied 
piano and voice at the Poitiers 
and Versailles Conservatories. 
As a singer, accordionist, and 
conductor she is involved in 
several projects in mu-
sic — both contemporary and 
improvised experimental.

After training as a sculptor 
and land artist, Lionel Cambu-
ret (FR) graduated from the 
Besançon School of Visual 
(Fine) Arts. He creates audio-
visual installations, photogra-
phy, digital soundtracks, and 
sound poetry with the French 
collective Gigacircus Media 
Art Group. www.gigacircus.net

Valia Fetisov (RU) graduated 
from Rodchenko Moscow 
School of Photography and 
New Media, where he now 
lectures on new media. He 
posits the social aspect of new 
media as the sharing of tasks 
between human and machine.

Mindaugas Gapševičius (LT/
DE) earned his MA at the 
Vilnius Academy of Arts and 
is currently doing MPHIL/
PhD at Goldsmiths University 
of London. He is engaged in 
futuristic themes and takes a 
critical position on contem-
porary neoliberal tendencies. 
www.triple-double-u.com

With a degree in fine arts 
Horacio González Diégez (ES)  
is currently a PhD student in 
design and engineering at the 
University of Vigo. He is cur-
rently teaching at the Faculty 
of Fine Arts of Pontevedra. He 
works with augmented reality, 
online mapping, and interac-
tive design. www.notours.org 

Sylvie Marchand (FR) is 
currently teaching at the 
European School of Visual 
Arts Angoulême/Poitiers. Her 
work incorporates digital 
devices with land art materials 
installed in either nature or in 
public urban spaces. 
www.gigacircus.net

Adjacent to  science and 
adjoining the mythological, 
Rosalind McLachlan’s (UK) 
work investigates the way 
that narratives shape our 
understanding of the world. 
She studied archaeology at 
University College London. 
www.rosalindmclachlan.com

Rostislav Rekuta (LV) aka 
Sound Meccano is a Latvian 
musician, dj, promoter, and 
radio journalist. He has opera-
tional experience with acoustic 
sounds, field recording, synthe-
sizers, and software. 
www.soundmeccano.com

Raquel Rodriguez Izquierdo 
(ES/DE) graduated from the 
University of Barcelona, Facul-
ty of Fine Arts. She is currently 
leading the dreiUNdreizig print-
making workshop in Munich. 
www.dreiundreizig.tumblr.com
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Oscar Octavio Soza Figueroa 
(BO/ES) is currently working 
on an MA in artistic research 
and production at the 
University of Barcelona. He 
is a co-founder of ARTErias 
Urbanas, a transdisciplinary 
art collective.

Greta Vileikyte· (LT) is studying 
at the Vilnius Academy of 
Arts, in the Department of 
Photography and Media Art. 
She is interested in the pos-
sibilities of constructing and 
transforming reality through 
different angles of viewing and 
seeing.

Patrick Treguer (FR) is 
currently researching the 
development of international 
cultural and artistic projects 
at the Lumière University Lyon 
II. He has curated a number 
of digital arts exhibitions at 
L’Espace Mendès France.
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Locative Media workshop with Horacio González Diégez.
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Exploring Villefagnan: visiting local organic farms.
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SylviE maRCHand 
Transhuman routes
lecture

For the Voices laboratory Sylvie Marchand will present her approach to 
creative research that is based on the recording of interviews: voice and 
dialogue as raw material. 

Marchand will introduce a recent work, Continent Rouge, an interactive 
digital multimedia installation based on a soundwalk composed of voices.

The energy of sound, breath, and voice are the foundations of Continent 
Rouge. Arising from a dialogue between Tarahumaran, Mexican, Spanish, 
and French artists, the working process comprised an inter-tribal creative 
laboratory in vivo. The project embodied an “ecology of relationships."

In terms of writing, such heterogeneous cultural contacts produce 
unprecedented aesthetics. In terms of shape, digital/mobile sound tech-
nologies nurture multi-sensorial experiences, giving birth to an “extended” 
body. For Antonin Artaud radiophony was essential in 1947. For us, in 
2014, mobile geo-locative technologies let words fly, fragmenting poetry 
into space and releasing rather than reifying human thought.

ClaiRE BERgERault and PatRiCK tREguER
Stick Slip
performance

Claire Bergerault and Patrick Treguer will investigate voice as a phenom-
enon and an artistic process. Among other principles, they will introduce 
the scientific term “stick slip” that defines the “study of forces of friction 
between two surfaces sliding on one another.” To Claire and Patrick, these 
two interacting elements are the frequencies created by voice and cello, 
two instruments creating events, random songs, and unexpected manifes-
tations.

hOrACiO gOnzÁlez diÉguez
locative Media
workshop

"That’s another thing we’ve learned from your Nation,” said Mein Herr, 
“Map-making. But we’ve carried it much further than you. What do you 
consider the largest map that would be really useful?"

"About six inches to the mile."
"Only six inches!” exclaimed Mein Herr. “We very soon got to six yards 

to the mile. Then we tried a hundred yards to the mile. And then came the 
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grandest idea of all! We actually made a map of the country, on the scale 
of one mile to the mile!"

"Have you used it much?” I enquired.
"It has never been spread out, yet,” said Mein Herr, “the farmers 

objected: they said it would cover the whole country, and shut out the 
sunlight! So we now use the country itself, as its own map, and I assure 
you it does nearly as well."1

Locative media makes Lewis Carroll’s paradox of the complete map 
a reality today. The overlaying of all kinds of data over a territory at a 
1:1 scale makes perfect sense when driving with a GPS, playing around 
with Layar (augmented reality software), or accessing information about 
a new place using Wikitude. Nevertheless noTours (an “augmented 
aurality” software) was not conceived as a fancy app for a gadget, it was 
developed in relation to concepts long discussed by phonographers, 
sound artists, and particularly situationists.

There are three important concepts that form a starting point to a dis-
cussion about the creative possibilities of the noTours software platform: 
1) the artistic use of the exploration of space that links the project to the 
situationist dérive and the flâneur as described by Walter Benjamin; 2) 

1  Carroll, Lewis. 1893. Sylvie and Bruno Concluded. MacMillan & Co., New York

Claire Bergerault And Patrick Treguer, Stick Slip.
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originally described by Murray Schafer as a schizophonic situation — and 
later explored in a creative way by other artists including Hildegard West-
erkamp — the act of recording is a profound dislocation of sound from its 
source to a different place or time; and, finally, 3) the radical transforma-
tion of the contemporary world produced by geo-location, locative media, 
and augmented reality.

A new data sphere described earlier by Peter Traub as a kind of super-
imposed virtual Earth has exponentially multiplied the possibilities of 
intervention in real space along with our capability to constantly change it 
and interact with it.

After a theoretical introduction — to the concepts of the soundwalk, 
of augmented aurality, and of superimposed reality — the workshop will 
explore the use of small voices for creating a soundwalk with noTours. 
Small voices — as short sound events that happen while walking —  are 
created by recording speech, singing, or any other use of the voice. They 
constitute a resource to creatively introduce characters into a non-line-
ar narrative and to generate different sonic moods that will sustain an 
intimate scenario.

The workshop will allow ample time for exploration and experimen-
tation with several technologies as well as time for reflecting on the 
concepts surrounding noTours.

Horacio González Diéguez, Locative Media workshop.
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Valia Fetisov, The Accident (top). Rosalind 
Mclachlan, Greta Vileikyte, Untitled (bottom).

vAliA FeTiSOv
The Accident
interactive installation

The work consists of an automobile 
placed immediately outside the exhibi-
tion space at the courtyard gates with 
its emergency lights activated. The car 
produces a beeping sound every time 
someone passes by it along the street. 
The idea is to provoke the interest of 
the local community, to stop people, 
and to invite them into the exhibition.

The technology employed for The 
Accident consists of a video camera 
connected to a computer with software 
for motion detection, along with MAX/
MSP software to trigger a set of pre-re-
corded sounds based on the motions.

RoSalind mClaCHlan and 
Greta vileikytė
untitled
sound installation

Sound piece:

"I don’t know much but it’s about a 
place. Place itself has a story. And 
sometimes what I sense is not true. 
Perhaps that’s how stories grow. I’m 
uncertain, standing at a crossroads, but 
still on the way."

Sound provides a powerful means 
for affecting human perception. The 
town, the place itself, Villefagnan, 
inspired a site-specific story connected 
to an object of obscure local legend — a 
mysterious stone from the Middle Ages 
that stands at a crossroad. An image of 
that location and a sound composition 
were used as an interpretation of hu-
man faith to make the connection be-

tween the place and the story. The work 
included sounds that played with the 
perception and sensibility of reality. The 
installation was located in a van where, 
while holding the image, one listened to 
the story through headphones.

Overleaf: Valia Fetisov, The Accident.
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rOSTiSlAv rekuTA
untitled
performance

Every sound contains information about 
where it comes from; every sound tells a 
story. At the same time sound is empty 
and transitory in itself. Through our ability 
to listen and to imagine, the harmony 
and atmosphere of an environment can 
be perceived. For the performance field 
recordings were used in order to create a 
sonic ambience.

Verso: Rostislav Rekuta’s performance.

Rostislav Rekuta during the locative media workshop.
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rAQuel rOdriguez izQuierdO
The pearl diver
sound installation

The Pearl Diver installation refers to a text 
written by Dr. Julia Cabaleiro Manzanedo 
exploring Hannah Arendt’s representa-
tions of history in relation to the position 
of the feminine figure. Reflecting on the 

“Pearl Diver,” it researches the femi-
nine genealogy of Villefagnan through 
dialogues with several local women 
and through a collection of objects that 
belong to these women. 

The idea of a popular folk myth was 
invoked: that if one holds a seashell 
(specifically, a conch shell) to one’s ear, 
one might hear the sound of the ocean. 
Of course, the sound that one hears is in 
fact the noise of the surrounding environ-
ment, resonating within the cavity of the 
shell. The same effect can be produced 
with any resonant cavity, such as an emp-
ty cup or even by simply cupping one’s 
hand over one’s ear. It could be that the 

“spirit” of the lost feminine genealogy is 
still flowing in the surroundings, in the 
air. One way to recover it is to listen for 
it — through the resonance of specific 
collected objects — as though they were 
shells containing the voice of hidden 
pearls.

Special thanks goes to Muriel Rosseau, 
Micheline Prat, Maria Guet, Sylvie March-
and, and Celine Peloquin for participating 
in The Pearl Diver.
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1  French: inframince, a term invented by Marcel Duchamp referring to an ineffable 
essence of a situation.
2  Quechua: goddess, “World Mother” to indigenous Andean tribal groups.

oSCaR oCtavio Soza 
figuERoa
untitled
sound installation

Everything is moving and this infrathin1 
draws us into a universe of sound, it 
travels inside us, like waves of the sea, 
spreads, expands, merges and creates 
an imperceptible space for our senses. 
Frequencies constantly interact, creating 
an aura, the spirit of all the things that 
resonate with all the other things.

Everything has life and feeling, for 
this reason we see nature and the earth 
like the mother, the Pachamama.2 When 
we touch we make contact, we perceive 
existence, we transmit and receive 
energy, we communicate. In this project 
sensing, sensation, is important: the 
experience of being present, of feeling 
and perceiving things differently. There 
is an invisible world that surrounds us: 
with the development of open source 
technologies and sustainable communi-
ties, there are ways to extend our senses 
into that world.
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Greta vileikytė
On voices
essay

We usually think of voice as a sound produced in a person’s larynx and 
uttered through the mouth as speech or song. Voice is also a quality of 
singing that would include concepts such as as dialect, language, and 
even mouth structure. But all these features are only a part of the sounds 
that surround us. Auditory perception, the attribute that allows human 
beings to live in this acoustic world, reveals an environment around us 
that is filled with constant sounds. The auditory sense is one that is a 
bit neglected, but it brings to us a complex spatial understanding and 
awareness. Through hearing we perceive the distance, direction, loudness, 
pitch, and the tone of many individual sounds simultaneously, a greater 
sense of reality than even vision. If you don’t want to see, it’s possible 
to close your eyes and be left with your imagination or the reflected 
visions of your mind. Sound, however, is more difficult to shut out. Vision 
apprehends everything, but it concentrates on specific parts or special 
elements. A complex of different sounds seems more difficult to separate 
and distinguish. With practice, though, it’s possible to develop this sense. 
Presently, technology brings us recorders and sounds systems that some-
times sound better than reality.
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Voices laboratory participants.
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The MigAA laboratory Voices, hosted by the Gigacircus Media Art 
Group and in particular the artists Sylvie Marchand and Horacio González 
Diégez, invited emerging artists from different parts of the world to come 
together to experience Villefagnan. Their idea was to explore the voice 
and the hearing of other phenomena via a technological approach to 
stimulate the discovery of the surrounding, local sounds. Is “voice" — our 
keyword and starting point — something that we do, or something that 
we hear, or both?

It certainly is a socializing element even without a shared language. 
There is always the possibility of expressing ideas or transmitting content 
through the use of an expressive voice and manners, including body 
language. It depends, though, on patience, openness, and intuition. By 
manipulating voice one can build up a complete story, can alter it, or even 
fool the listener’s perception of it. It is easy to experience this when you 
are a non-Francophone visitor in France!

Without a common language, socializing is a bit primitive. The charm-
ing romantic image of being lost somewhere vanishes the moment one 
realizes that one can’t understand a single word being spoken. It perhaps 
depends on being a closed person, or maybe only I had this strange 
feeling about being in  a strange place. All the misunderstood situations 
inspired me to think about another side of communication, from a verbal 
way to an intentional experiencing of it. This led to an idea of miscom-
munication, misunderstanding, and chaos. Within myself it became a 
miniature theatre scene cloaked in politeness.

A good example was the workshop about mis-translation. We invited a 
very expressive and cheerful French man, a local, who told three stories in 
French. These stories had to be interpreted by participants of the labora-
tory (who didn’t speak French). In one way, each person’s character, expe-
rience, and even cultural background influenced and shaped the stories 
in very different ways. Needless to say, the interpretations were far away 
from the reality of his stories. This exercise became a practical exercise 
to warm up our imaginations: you are in France, this is an old Medieval 
village, it’s possible to guess the Monsieur’s age and there is one keyword 
for each story. All the stories build up in their own ways through every 
person’s individual way of thinking. It is such that the internal voice of 
stories is shaped by knowledge and personal experience and sometimes 
even by one’s sense of humor.

After that workshop I pondered the idea of sound compared to vision. 
In the context of thinking about perceptual blindness, there is the well-
known anecdote of how indigenous Americans could not see Columbus’ 
sailing ships at sea because they had never before seen such things. It 
was the tribal shaman who was the first to perceive these alien phenom-
ena after long days of observation. Only then he was able to convey this 
information to other members of the tribe. Through the trust between 
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Exploring Villefagnan, a visit to the boulangerie 
to make field recordings.

Oscar Octavio Soza Figueroa, working in progress.
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them, they too began to see the ships. It’s possible that they first saw 
them as giant fish at sea, because that was the closest thing to their 
reality or (visual memory) that they could draw upon. How does it work 
in visual and auditory spheres, if perception depends on experience and 
knowledge? By being unsure about what you are hearing? It’s an open 
question, perhaps easy to explain.

The letter of invitation to the laboratory mentioned the fact that dogs 
hear sounds that humans cannot because the sounds fall outside of 
the frequency spectrum of human hearing. This stimulated a utopian 
idea for a general system of sounds, and the concept of organizing and 
representing it in the same way across different cultures. Do we hear the 
same sound, but receive and interpret it in different ways because of our 
differing cultures? A dog barking in England says “wuf wuf,” in Lithuania 
it says “au au."

Throughout the week voices and sounds were considered from a vari-
ety of different perspectives. Sound artists Claire Bergereaut and Patrick 
Treguer introduced the “stick slip,” a scientific term defining the “study 
of forces of friction between two surfaces sliding on one another.” To 
Bergereaut and Treguer, these forces are the frequencies created by voice 
and cello, which, when gathered together build up unexpected sounds 
that can be presented in unusual ways. 

We discovered a number of technical dimensions to the question of 
voice and sound with the help of the artist and tutor Horacio González 
Diégez who facilitated our explorations of both voice and sound as a cre-
ative resource for making a narrative soundmap via the soundwalk: how 
to use “small voices” and all the other voiced sounds that happen in our 
everyday life. He broadened our creative toolbox with other tutorials and 
lectures on technical issues including microphone building and an intro-
duction to Pure Data, an open source digital signal processing platform.

We explored the local space — the Villefagnan area, with organized 
events. Space itself has a special importance and influence on the 
question of sound, a feature that was discovered through the influence of 
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Exhibition view. Raquel Rodriguez Izquierdo, The Pearl Diver.
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geographical location, political or historical situation, as well as specif-
ically through the local agricultural landscape. We were invited to expe-
rience the land through sounds. The land may be represented through 
its natural soundscape or it can be formed into a new space through an 
emotional and creative way of sensing place. The sightseeing became 

“sighthearing” and built up a space through different sound points. It was 
a pleasure to meet local people, even though some spoke no English. A 
small town that didn’t appear to have changed much since the Middle 
Ages provided a mysterious and calming atmosphere.

Outcomes and results

The laboratory participants interpreted the topic in a variety of ways and 
by the end of the week it was clear that there were countless means of 
understanding, exploring, and using sound and voice in contexts rang-
ing from the social to the individual to the purely perceptual. Particular 
individual interpretations, indistinct at first, were materialized in the final 
concrete works that were presented at a public event.

Briefly looking through the artistic results one noticed the many 
different approaches and themes. Raquel Rodriguez Izquierdo explored 
the local feminine genealogy by actively socializing with the women of the 
town and collecting some objects with cavities — cups or teapots — that 
belonged to them. She revivified all their personal narratives by arranging 
a table with the collected items that contained silently recorded stories. 
It brought a feeling of importance and a quiet patience to those fragile, 
short stories hiding under the collected items. Valia Fetisov parked a spe-
cially prepared car outside the laboratory space near the gated entrance. 
The car was wired to produce a beeping sound every time someone 
passed by. The “car awareness system” was intended to attract attention 
and encourage people to come in to the exhibition. Oscar Octavio Soza 
Figueroa explored the impact of new open source technologies on human 
senses and their extensions. He created the possibility to produce record-
ed sounds by touching different materials. A work by Rosalind McLachlan 
and Greta Vileikytė combined perceptual games of voice with a site-spe-
cific object in the village, a stone. They created a short sonic story about 
a mythical local space, where a whispering voice pronounced “Place 
itself has a story…” And, as a final performance there was an expansive 
soundscape built from field recordings and shaped into a composition by 
Rostislav Rekuta.
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Overleaf: Rosalind McLachlan and Greta Vileikytė, Untitled.
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un(A)Counting

9–14 December 2013
Gallery Akademija, Vilnius Academy of Arts

Vilnius, Lithuania
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For one week in December 2013, fourteen international partic
ipants gathered in Vilnius with the intention to actively engage 
several concepts: to explore counting as a creative condition; to 
enhance their own engagement with various types of media; and 
to search for the most suitable media combination for the com
prehensive delivery of narrative.

The numeric representation of reality, as ubiquitous as it is, is 
not frequently invoked as a creative strategy, perhaps because it 
most often communicates purely factual information and is void 
of traditional narrative devices. Cognitively, however, humans 
ordinarily comprehend numeric relationships and the basics such 
as an understanding of size and of distance. Civilizations have 
an intrinsic relationship with the numeric. The digital revolution 
aside, the quantity of numbers that each new generation deals 
with is dramatically increasing. In many cases we, as social be
ings, are defined by numbers.

The laboratory was led by Žilvinas Lilas with support from 
Mindaugas Gapševičius and Lina Rukevičiūtė. The laboratory cul
minated with an exhibition at the Akademija gallery.

Creative Un(A)Counting was organized by the Vilnius Academy 
of Arts in collaboration with Lithuanian Interdisciplinary Artists’ 
Association. The laboratory was supported by The Ministry of Cul
ture of the Republic of Lithuania and Nordic Culture Point.
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Mindaugas Gapševičius (LT/
DE) earned his MA at the 
Vilnius Academy of Arts and 
is currently doing MPHIL/
PhD at Goldsmiths University 
of London. He is engaged in 
futuristic themes and takes a 
critical position on contem-
porary neoliberal tendencies. 
www.triple-double-u.com

Mariya Belikova (BY) is study-
ing sociology at the Belarusian 
State University. Her career 
as a photographer began in 
2010 when she began to per-
ceive reality not as a natural 
surrounding but as a complex 
system of good and bad shots.

Before starting his studies at 
the Academy of Media Arts 
Cologne, Patrick Buhr (DE) 
studied philosophy at the 
Humboldt University in Ber-
lin. He is a self-employed me-
dia producer working in video 
and computer animation.

Vera Drebusch (DE) is study-
ing at the Academy of Media 
Arts Cologne. She uses pho-
tography, video, installations, 
sound, and performance to 
explore space and perception. 
www.veradrebusch.de

Håvard Holmefjord (NO) 
is studying at the Bergen 
Academy of Art and Design. 
He works primarily in new 
(digital) media where he ex-
plores language and text using 
philosophical undertones.

Algirdas Javtokas (LT) first 
graduated from Vilnius Uni-
versity with a BS in physics; 
in 2004 he received a MS in 
mathematics; and, three years 
later, he earned a PhD in 
number theory. 
www.mif.vu.lt/~javtokas

Saulius Leonavičius (LT) stud-
ied at Vilnius Academy of Arts, 
Department of Photography 
and Media Art. He is engaged 
in a self-reflective exploration 
of different art processes: 
the evolution of the artist’s 
persona, art-as-object, and 
art-as-institution. 
www.airb.lt

Alvydas Lukys (LT) is the 
Head of the Department of 
Photography and Media Art 
at the Vilnius Academy of 
Arts. His main interests are 
in various aspects of cultural 
anthropology and photography 
in contemporary art.

Žilvinas Lilas (LT/DE) is 
currently a professor of exper-
imental 3D art at the Academy 
of Media Arts Cologne. His 
research interests include 
interactive art and design, 
simulated environments and 
scenarios, and identity and 
technology.
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A 2004 graduate of the Mar-
yland Institute College of Art, 
Elizabeth McTernan (US/DE) 
pursues global overland explo-
ration. Her artistic prerogative 
is to provide a narrative struc-
ture for the reconsideration of 
perception. 
www.astheworldtilts.com

Evi Pärn (EE) graduated from 
Estonian Academy of Arts 
with an MA in new media arts. 
Her work reflects on reality 
and the problems that she 
perceives around her.

Živile· Minkute (LT) is an 
MA student at the Vilnius 
Academy of Arts, Department 
of Graphics. She believes that 
art is a process stimulated by 
the information we receive; 
and that an artist absorbs the 
energy expressed by those 
around him/her.

Oscar Octavio Soza Figueroa 
(BO/ES) is currently pursuing 
an MA in artistic research and 
production at the University of 
Barcelona. He is a co-founder 
of the movement ARTErias 
Urbanas, a transdisciplinary 
collective developing artistic 
projects within society.

Antanas Stančius (LT) gradu-
ated from Vilnius Academy of 
Arts with an MA in sculpture 
and audiovisual art. He 
researches the problematics 
of identity and internecine 
communication, as well as 
the functioning of public 
social structures.
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ŽilvinaS lilaS
Creative un(A)Counting
concept

The following concept is based on combination of two successful labo-
ratories, the Creative Statistics workshop conducted by Visar Studio as 
part of Pixelache (Naisaare, EE, 05/2013), and Dronology led by Žilvinas 
Lilas and Hanna Hennenkemper as part of MigAA Aesthetic — Responsi-
bility   — Drones laboratory (Berlin, DE, 05/2013). This proposal however 
expands the original ideas and practical approaches to include such novel 
strategies as semiotic space analysis and repetitive behavioral aesthetics.

The numeric representation of reality, as ubiquitous as it is, is not 
frequently invoked as a creative strategy, perhaps because it most often 
communicates purely factual information and is void of traditional narrative 
devices. Cognitively, however, humans ordinarily comprehend numeric rela-
tionships and the basics such as an understanding of size and of distance. 
Civilizations have an intrinsic relationship with the numeric. The digital rev-
olution aside, the quantity of numbers that each new generation deals with 
is dramatically increasing. In many cases we, as social beings, are defined 
by numbers: our age, our income, the amount of time we spend working, 
the distances we travel, the price tag we check while in the store, the grades 
our children bring home from the school, the number by which our team is 
winning or losing, the size of the fine we have to pay for driving above the 
speed limit, and on and on. These circumstances underscore the condi-
tion that not only are numbers becoming normative statements, but that 
our construct of reality is to a large extent numeric. Finance — as a reality 
construct — has been affected dramatically by numeric procedures. Finance 
both utilizes a numeric system for assessing value relationships, but also 
shapes this very value relationship with a numeric system. Numbers are 
key in the seamless abstraction of the value system to the degree that 
the value system itself is being hijacked by this abstraction. The situation, 
arguably defined as a “financial crisis” was in fact a numeric phenomenon 
that turned into social construct — one that eventually turned into a harsh 
social reality for some. Unbridled exuberance in planting derivatives and 
harvesting the profits (numbers) also led to the situation where eight per-
cent of the population controls fifty percent of the wealth on the planet and 
a staggering accumulation of (primarily numeric) wealth where the global 
super-rich were able to “stash up to $32 trillion offshore.” These numbers 
are indicative of certain historically agreed upon (numeric) procedures, but 
their exact relationship to either post- or pre-numeric reality is harder to 
define, as is the precise locality (in many cases virtue) of those stashed 
trillions. On a more critical note, our perception of political reality is also 
being widely influenced by the numbers. The number killed in sectarian 
bombings, in a shabby building collapse, or as a result of a mysterious 
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new virus, these numbers are the blocks of the building we live in. The 
“real” is being objectified with the means of objective representational 
system (numeric signs) and objectivity itself is being organized through 
numeric discourse. Measurement as an objective act does, however, give 
rise to many questions: What are we measuring? Why are we measuring 
what we measure? What are the units of our measurement and why are 
we using these units to measure what we measure? Who set the relational 
value of the unit? and so on.

The Creative Un(A)Counting laboratory is an attempt to raise an aware-
ness of objective reality constructs, such as survey or statistical data, and 
to enhance an understanding of the possible ideological underlining of 
numeric representation. Creative interpretation of numeric data is the key 
methodology in the case of this laboratory and might also be regarded as 
an attempt to “bring life” to the numbers. The mental choreography of 
corporeal counting — heartbeat, steps, handshakes, smiles, breath — is 
an additional source for an embodied statistical milieu that expands the 
abstract objectivity of the “mind with no body."

During this weeklong academic and practical engagement participants 
are expected to:

Observe and analyze semantic peculiarities of the surrounding geo-his-
torical environment, paying close attention to specifics of terrain 
organization (landscape) in conjunction with historical narrative and 
prevailing social and/or repetitive corporal patterns.

Define a rule-set as an imaginary mental frequency through which nar-
ration will unfold. A rule-set is a parametric sketch of a given situation 
or place — a precondition for an individual narrative path — bound to 
the concrete locality and unfolding as a routine. For example, counting 
steps as a routine constituted by the rule-set would result into an inte-
ger number, in this case serving as a representational agent of the land-
scape, the dividing line of horizon is another, tied to representational 
agency (and for centuries tightly bound to the tradition of landscape 
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painting). Choosing the representational rule-set is a first step in 
mastering a narrative matrix. The rule-set carves a cohesive slice out 
of the total logosphere — a 360-degree possibility of anything — thus 
restricting but also providing a clear framework for the shape of the 
creative outcome. Results of the rule-set may be either a performa-
tive routine or an observation leading to a direct aesthetic outcome, 
for example, drawing the flight path of the sparrow; or it could be 
translated into an entirely different semantic notation system.

Inflect the counting-to-content system in order to build up creative 
content out of a mere message. For example, counting trees on the 
way home (method), would give a numeric representation of the nar-
rative circumstance (message), however the narrative in itself being 
flat and lacking any content polarity. Therefore the final organization-
al factor of the creative content should involve such non-quantifiable 
conditions as imagination and originality and is expected to deal with 
codes and representation.

The chosen thematic focus and the information gathering method — au-
dio-visual or otherwise — will shape the style and to some extent, the 
content of narration. The method is the message!

ŽilvinaS lilaS
phantom Constants
lecture

Almost two hundred years have passed since Charles Babbage, a 
notable member of the Royal Society of London for Improving Natural 
Knowledge, published his concise treatise On Tables of the Constants 
of Nature and Art. Within a plethora of whimsical propositions, under 
category Nr.:17 Babbage declared that the “conversion of all money of 
every country into English pounds sterling” was an of act commensura-
ble with the discovery or articulation of a constant of nature (and/or art). 
It was also the same decade of the Reform Act of 1832 that introduced 
articles of balance and prudence into the British electoral system — an 
enlightened measure pursued exuberantly along with the grand Imperial 
plan for the cognitive circumnavigation of the entire universe. Unfolding 
high the immaculate sails of numbers, the rational mind was on its way 
to unlock the secrets of nature as a celestial masterwork of harmony 
and logic that was comprehensible, countable, and ultimately able to be 
classified. 

19 July 2012: The Tax Justice Network (TJN), a UK-based coalition of 
researchers and activists declared that there may be as much as $32 tril-
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lion in hidden financial assets held offshore — an invisible range of sub-
merged fiscal highlands, both extraordinary in size and incomprehen-
sible in relation to financial value per se. Numbers — the preferred tool 
of enlightenment, the shining arrow of progress and virtue — became 
an expression of mad and uncontrollable irrationality. The paradigms 
of cyclical mechanics has been replaced by the paradigm of progressive 
growth: rendering the notion of harmony and stability obsolete and 
opening up passages for gradual quantitative suffocation.

algiRdaS JavtoKaS
On numbers
lecture

This lecture provides an understanding of the basic mathematical struc-
tures through which numbers are defined and studied. It also includes 
an introduction to topics such as set theory, algebra, topology, and 
functional analysis.
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alvydaS luKyS
geometry of human gaze
lecture

This lecture is based on several issues surrounding the hypothetical 
idea of the “social fractal” function. Consciousness extends itself by 
propagating patterns of memory through input from the motor cortices 
of vision along with various social interactions. This is the convergence of 
an artistic hypothesis with scientific facts using a Borromean knot.

mindauGaS GapŠevičiuS
(un)proved Computable universe
lecture

In Stephen Wolfram’s 2002 book A New Kind of Science he proposed 
that the natural world — including the entire universe — could be de-
scribed by mathematical rules and could thus be embedded in simple 
computer programs. Those simple programs could generate patterns 
similar to those found in nature: a cone shell’s pigmentation pattern, or 
the structure of snowflakes. This talk intends to unfold the idea of cellular 
automata and to show how creative patterns emerge from simple calcula-
tions.

Alvydas Lukys, Geometry of Human Gaze. 
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MAriyA BelikOvA
untitled
participatory installation

It is suggested that numbers always 
present a sacral appearance. However, 
there is a big problem connected with 
Pythagoras’ numbers in philosophy. 
Numeration itself is a cross-functional 
protocol for understanding and commu-
nicating with others. Sometimes people 
cannot understand each other even if 
they speak the same language because 
they lack the sense of what is being said. 
At the same time, numbers are acknowl-
edged in all modern countries. Initially a 
method of enumeration, digital systems 
gradually acquired this nature. According 
to different cultural characteristics some 
numbers acquire qualities, imbuing 
them with special life: “seven” is a lucky 
number for Belorussians as is “eight” for 
the Japanese. Some numbers are able 
to instill fear even today — based on his-
torical roles — like the “Number of the 
Beast,” six-sixty-six (666), from the Bible.  

A number in a photograph is a way to 
connect the creator and viewer. It is a 
means to give sense to a work that does 
not belong to an original idea. One may 
never know the meaning of a symbol to 
an individual, because all numbers are 
abstract. Although, playing with combi-
nations, reading and decoding it is hard, 
it is engrossing in a great degree.

This project is based on the numbers 
that appear universally in one’s life and 
thus define its order. When looking at a 
tombstone with dates of birth and death 
we think about the years the person 
lived, but we don’t necessarily think of 
the quality of his or her existence. In 
fact, the whole of their life is defined by 
the hyphen between the two numbers. 
In this participatory work, the audience 
was asked to fill the paper stickers with 
events, emotions, and troubles, that they 
thought the unknown man could have 
experienced in his life. This process pre-
sents an opportunity to identify between 
one’s own life and that of the deceased.
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verA dreBuSCh
o.T. (eis läuft) 
video, 00:04:53

We are living in a total collage. A lucky 
mushroom. Archive: found footage. Not 
having a feeling for time. Not knowing 
when an idea passes. Immerse into the 
topic while starting to work. Getting 
materialized. Power of light. Let the art 
piece speak. Being far and near in the 
same moment. Holiday and addiction. 
Studying a person. Walk to break through. 
Being someone else in another language. 
Staying in a room.

håvard holmefjord
untitled
structural sketches

This work involved making structural 
sketches at different points around town 
to reveal connections between them. 
Classical “Platonic solids” were chosen 
as the foundation of the exploration, as 
they are grounded in both geometry and 
spiritual thinking. Suggesting mental 

“realities” constructed via our sensory 
perception of the world — yet based in 
actual physical points, buildings, and 
structures located in the city center of 
Vilnius — the solids suggest a duality 
of the real. Logical systems formed in 
mind and filtered through language and 
sensibility form a sharp contrast to the 
dynamic world that the mind tries to de-
cipher. And despite the apparent gap, the 
two still manage to coincide somehow. 
The solids are represented here by fire 
stations, parking lots, post-offices, and 
weather-stations, mirroring the quali-
ties attributed to them by Plato — fire, 
earth, air and water — leaving the fifth, 
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the divine element, to the shapes and 
structures formed by the many churches 
in the city. Numbers convey the mapped 
coordinates of the points (structures) 
needed to complete the geometric shape 
of the particular Platonic solid, and at 
the same time stand as a direct numeric 
representation of reality. That is, at least 
one such reality.

Overleaf: Håvard Holmefjord in front of his work.
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SauliuS leonavičiuS
dedicated to algis uždavinys
text on the wall

A few years ago philosopher Nick 
Bostrom proposed that our universe is 
a simulation. Recently researchers at 
the University of Washington initiated 
a project to describe the universe as 
a numeric simulation. Their task is to 
find a matrix that will function as the 
basis for such a simulation: to do that 
it is necessary to recognize signatures 
of simulation (anomalies) in our reality. 
Such concepts recall traditional myth-
ological cosmologies that model the 
universe out of visible and invisible 
planes, that are interdependently linked 
at certain points. However, instead of 
speculating on these notions it is much 
more important to research methods 
and practices that would unveil hidden 
signatures not through scientific obser-
vation but through phenomenological 
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experience. Reflecting on the labora-
tory context, studies of theurgy and 
hermetic traditions by the Lithuanian 
philosopher Algis Uždavinys became a 
primary source. In his writings numbers 
are seen not only as the definition of 
data but as sunthemata — a watchword 
or passport that allows consciousness 
to rise and perceive a higher intellect. 
Here the confrontation between archaic 
and modern ideologies is clear, where 
in the latter numbers are seen as alive 
and active within intuition rather than 
in the realm of reason and the power of 
numbers may be directly experienced 
through ritual and ritualistic art forms. 
In the context of Creative Un(A)Counting, 
constructing a model or situation where 
numbers become a means to experience 
our reality as numeric simulation was 
deemed to be a fertile area to explore.

The work is based on a vision during 
which it appeared that throughout 
history numbers were greatly misused. 
Numbers became the means of separa-
tion, identification, and of constructing 
conflicted situations between us and 
inside of us. It was said that numbers 
are not for counting. After following a se-
quence of connections between hermetic 
philosophies and the concept of the 
pharmakon, an intervention was used as 
an artistic strategy. The work describes 
an intervention in a given situation and 
suggests that it is a sunthemata or at 
least as a proposal that such a thing 
might actually be possible.
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ŽilvinaS and pauliuS lilaS
Six-bedded Ward
drawing

...development and generalization of 
disciplinary mechanisms constituted 
the other, dark side... — Michel  
Foucault from Discipline and Punish: 
The Birth of the Prison.

Discipline as a manifestation of spa-
tial and behavioral semantics is an 
anomalous genre. It claims reason and 
rationality at the same time as oppress-
ing individual agency with its “other, 
dark side.” Being here within institu-
tion — in the particular case, enumerat-
ed, bound to legal, administrative, and 
medical structured code, flattened to the 
two-dimensionality of the ward-room, 
fully adapted to codified daily patterns of 
intake-outtake, and slowly fused by the 
regime with alter-ego wrapped tightly 
around the “I" — and, at the same time 
being elsewhere and nowhere as a fully 
compliant, routine avatar of the virtual 
order.

The goal of the terror-space is to 
make individual measurement impossi-
ble. Criteria, judgment, and other tools 
of individuation are relentlessly searched 
for and withheld. Membership in the 
system is being unfolded, stretched on 
the operational framework, and forged 
by Pythagorean hammers to a perfect 
harmonious pitch.

Harmony stands as an ideal voice 
with no individual imperfection: reso-
nating in unison with the instrument 
is a glorious valorization of the inner 
sanctum of the institution.
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Žilvinas and Paulius Lilas, Six-bedded Ward. Remote reconstruction of Room 210/Section C2 in 
the Rokiškis psychiatric hospital (where the use of rulers or optical recording devices is strictly 
forbidden). Measurements were done entirely with a pack of Pall Mall cigarettes (85mm long), 
collating and transmitting the numbers over the course of several days was accomplished via SMS 
text messaging.
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elizABeTh McTernAn
restless north
installation

At this very moment, magnetic north is 
wandering towards Siberia at a speed of 
almost seven meters per hour. A small 
camera transmitting a live video feed is 
mounted on a heavy tripod that stands 
over a hand compass, indicating the 
compass needle’s position. The image 
is projected large into a corner of the 
room, with the video beam and compass 
pointed due north, tethered to the great 
beyond. In this scaled-up construction, a 
perceptual distance is created between 
the object and the viewer. Abstract geo-
graphical distance is bridged. Introduc-
ing “strangeness” to an imperceptible 
situation creates a tension that connects 
human perception to the opaque fact 
of an event — not via effect, illusion, or 
illustration, not by proof, but by framing 
fact in a space of truth. The viewer can 
see it when they believe it.
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Živilė minkutė
Memory: Subjective Truth 
postcards

Images from a crashed hard disc were 
used as postcards. The first associations 
about the glitches in the images were 
linked to subjective impressions.

Historical images are unconsciously 
influenced by personal emotions, atti-
tudes, and previous experiences that are 
concealed by the strata of idealism or 
criticism. Excavating this strata reveals a 
mass of substituted facts, hidden mean-
inglessness, and sometimes even all-im-
portant details. All content, reconciled 
on a scale of priority and transformed 
into a puzzle, potentially creates a new, 
personally suitable truth: some yellow for 
the sun, some blue for the rain, a bit of 
red for love, and black for its pain.

P
R

O
C

ES
S

Živilė Minkutė, Memory: Subjective Truth. Evi Pärn, Self Portrait.

Evi PäRn
Self portrait
piece of string, clips, paper, hair, recycled 
materials

How to sketch a portrait without fig-
uratively drawing it? Self Portrait is an 
historical record of an artist, left behind 
for posterity. The record documents the 
numerical values of the artist’s actual 
dimensions and temporal features. The 
lock of hair in the plastic bag is evidence 
of actual corporeal existence. By shifting 
the primary role in the artwork to num-
bers — the work plays with the imagi-
nation of the viewer and subsequently 
provides the mental space to subjective-
ly reconstruct the image.
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oSCaR oCtavio Soza 
figuERoa
untitled
interactive installation

Our society relies on a numerically driv-
en system that is used to predict what 
will happen in the environment around 
us. To be sedentary is to accumulate 
things and from this arises the necessity 
to count those things. In other cultures, 
especially nomadic ones, relations with 
numbers are different. This installation 
explored the experience of sensing 
the environment using open source 
technologies that employ light and 
heat sensors. This process converted 
aspects of the surroundings into purely 
numerical representations. This numeric 
representation was then translated back 
onto a scale of musical notation. The 
work followed these two environmental 
variables and from these provided both 
a feeling of and a sound for the seden-
tary environment of Vilnius.

antanaS StančiuS
The variable for psychohistory 
Factor[i]
animation

Statistical data only partially reflects the 
truth and certainly does not refer directly 
to a particular individual. The manipula-
tion of data through statistical methods 
can lead to certain desired results — the 
creation of new laws, the enactment of 
socio-political decisions, the legaliza-
tion of untested medicine, and so on. 
It is often unclear who actually profits 
from particular statistical information 
and what methods of manipulation are 
being used to influence the numeric 
representation. It is therefore also a 
question whether such information can 
be trusted. 

The idea of psychohistory was first 
introduced in the writings of Isaac 
Asimov. He suggested that “calculating 
the future” becomes possible through 
the collection of large quantities of 
data from a population. So, while it is 
impossible to calculate the future of an 
individual, it may be possible to calcu-
late it for all society.

Overleaf: Antanas Stančius, The Variable for Psychohistory Factor[i].
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ElizaBEtH mctERnan
i’ll See it when i Believe it
essay

Under the decidedly ambiguous theme Creative Un(A)Counting, ten artists 
were invited to come together in the fleeting human collision that is the 
usual MigAA format. The accompanying social anxiety and uneven footing 
in an unfamiliar landscape was a small price to pay for a week of welcome 
lectures, discussions, kitchen time, and the kind of disorientation that can 
help you find your way — not to mention the disruption of routine that 
comes from being spit out into a new place.

The first of many confrontations with opacity: we get off a plane, step 
into a strange city, hear tangled tongues, see historical narratives record-
ed in the Soviet-era renovations of Gothic and Baroque structures. We 
have arrived in Vilnius, but how do we actually enter into it? This question 
seemed to touch the true undercurrent for this latest MigAA laboratory.

Sitting all together in the gallery space, like patient sponges on the 
seafloor, we artists extended our clumsy limbs into the ether in hopes of 
collecting edible particles of sustenance for our own, uniquely evolved 
systems. Each participant entered this lab with their own internal cos-
mos, shaped over time by counting, discounting, and accounting for the 
world’s relentless current of information. As creative creatures, we have 
our specific, sometimes oddball methodologies, but we also know the im-
portance of remaining open — adapting to and adopting the new — hence 
our easy seduction by transdisciplinary intrigues.

The first days were filled by participants presenting their practices, as 
well as lectures from several guests who addressed topics such as cellular 
automata, the Kabbalah, phantom constants, the geometry of the gaze, 
and number theory, to name a few. Time was peppered with home-cooked 
meals during which everyone could digest all the new information. While 
the lecture program was diverse, what the speakers shared was a culti-
vation of abstraction — a manipulation of codes of representation within 
their individual fields of interest.

Pointing to an absurd mathematical object that was projected onto 
the wall, the lecturing mathematician, Algirdas Javtokas, said very mat-
ter-of-factly, “Here, we are making more space to think.” To my ears, he 
wasn’t just speaking of a (mathematical) topological space, but of a larger 
creative space, whether that of the mathematician, the artist, the writer, 
or the daydreamer. He also pointed out that Euclidean space happens to 
be where we live, but we’re not obliged to stay there. And so, as creatives, 
we are the architects of whatever fantastic constructions that we might 
imagine — ones that can free us of this Euclidean limit, even if only briefly 
so we may re-enter it a bit wiser and a bit more open than before. Perhaps 
our forays out of this traditional space-time can help us to see things as 
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new, as strange, as outside the realm of assumption and presumption. 
The old adage when the high school art teacher instructs students on how 
to copy a photograph — how you’re supposed to turn it upside down so 
that you forget what it is just long enough to really see it. Rather, you view 
it in a state of phenomenological suspension: as new, alien, other.

Following the first couple days of absorbing lectures, we all got to 
work on the (intimidating) task of creating something new — from this 
odd heap of borrowed parts and enigmatic ideas — in time for the public 
presentation on Saturday. The energized exchanges over the first days 
crystallized into a handy lens through which to view functions, rhythms, 
quantification, and sets, not just as means to visual ends, but rather as 
a representational feedback system. The human act of utilizing data and 
(in)determination is itself an event that tells us something more about the 
very humanity acting upon it. What can our interaction with the abstrac-
tions we ourselves construct tell us about the human condition?

One day a long time ago, I was skeptical towards a story being related 
and declared, “I’ll see it when I believe it!” When I realized what I had 
said, despite the accidental inversion, the statement resonated. It is, after 
all, true that we often see only when we are ready (and equipped!) to see. 
Sometimes understanding our coordinates in the world requires that the 
right chord be struck, the right story be woven. For example, a study by 
psychologist Elizabeth Spelke at Harvard University suggests that while 
very young children understand discrete spatial concepts, such as “four 
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walls,” “left,” or “the blue wall,” a child’s ability to understand relative 
location — for example, “left of the blue wall" — only comes with the 
development of the language of relative location. That is, with the ability 
to string together the words “left” and “the blue wall” into the phrase 

“left of the blue wall,” the image becomes visible. Paradoxically and 
necessarily, the world is made concrete via the abstraction of language. 
One could say the story renders the world real. The ability to describe is 
the very thing that causes that which is described to appear.

Another example I like to ruminate on is that of the moon moving 
away from the earth. If you hear that the moon is moving away from 
the earth at a speed of 0.0004315 cm per hour, you may now know it as 
a fact, but do you understand it? This number means something and 
nothing at the same time. But then someone notices a neat analogy 
and reframes the number: “The moon is moving away from the earth 
at the speed that your fingernails grow.” And while that speed may still 
be physically imperceptible, you are now able to understand it based 
on your familiarity with your own body, based on this shift of scale. I 
can’t see my fingernails growing, but I understand that they do because 
I have to cut them periodically, sometimes as often as the moon is full. 
A dry, high resolution description can make the perceptual distance 
between the description and that which is described impassable — per-
haps even as impassable as the physical distance between the earth and 
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moon. A seemingly prosaic analogy can render transparent a process 
whose empirical description, however detailed, is otherwise opaque, 
abstracted beyond the capacities of the senses.

In short, abstraction has the power to create a perceptual distance 
that can either make the world more manageable or more unimaginable. 
In the end, the artists gathered in Vilnius did not just go straight for the 
visual aestheticization of data sets into fashionable patterns or info-
graphics. Instead, the week’s reflection resulted in a kind of reconsid-
eration of encounter. Numbers were used to structure action, to create 
conduits to the sublime, to bring us down to earth, to reconsider identity, 
to unify mindscapes. The word “numbers” was also used synonymously 
for rules, for translation, for non-space, non-place, for neutralization, 
for amplification, for confirmation of cosmological conspiracy, and so 
forth. Everything is loaded and anything can be coded: a city, a brick, a 
grain of sand, the idea of a grain of sand. Spinning stories and rendering 
connections between otherwise disparate things in our world is how we 
survive as creatures. It is the stuff of language (including the non-verbal), 
it is the stuff of meaning and the ability to navigate this sea floor that is 
the earth.

Despite the strong academic context of the research disciplines on 
display during the week, there was a refreshing lack of emphasis on 
didactic messaging or on collections of arcane research information 
presented to be “researched” all over again by the viewer. The artists 
didn’t “do the math” for the viewers; instead, they opened up a space for 
unassuming, unpretentious encounter; they created more space to think. 
The works that emerged from this intense laboratory week threw our ap-
proach to knowledge itself under the lens. That is, the crucial differences 
between knowing and understanding, between fact and truth, between 
seeing and believing.
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Oscar Octavio Soza Figueroa, work in progress.



287
C

reative U
n

(A
)C

ou
n

tin
g

O
U

TP
U

T



28
8

C
re

at
iv

e 
U

n
(A

)C
ou

n
ti

n
g



289
Fictiocratic O

peration
 N

o. 27C



29
0

Fi
ct

io
cr

at
ic

 O
pe

ra
ti

on
 N

o.
 2

7C



291
Fictiocratic O

peration
 N

o. 27C

Fictiocratic Operation 
no. 27C

27 Dec 2013–2 Jan 2014
Ptarmigan (Tallinn)

Tallinn, Estonia
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The “copyright” symbol of fictiocracy. Rather than denoting ownership, it casts its eye into the 
vortex of all possible uses, where potential is more important than mere appearance.
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For one week at the end of December 2013 through the New 
Year and into 2014, eleven international participants gathered at 
the premises of Ptarmigan (Tallinn) to advocate for the cause  
of (re)designing everyday life, and to provide a framework for 
these designs to become sustainable and public. Such experi
mentation may be considered as an (art)work itself. Just as we 
have the format of the novel, the play, or the film, we can 
establish the format of an experiment with its own characteris
tics and techniques. Of course, these are yet to be developed as 
their development is one of the goals of the laboratory.

In general, social life is at least partly based on conventions 
that dictate our behavior — in cafés, shops, at lectures, and at 
family dinners — how to behave in public and in private. All of 
these conventions are fabrications. They are not the creations 
of one auteur, but rather the collective product of the course 
of cultural events. Nevertheless, they are creations in the same 
sense that an artwork is a creation. Such behavioral patterns 
can be created just as artworks are, and subsequently offered to 
society as potential conventions. The Fictiocratic Operation No. 
27C laboratory aimed to acknowledge and explore such possi
bilities during the New Year’s holiday, a time full of repeata
ble, sociallysanctioned rituals often established on a fictional 
basis, the same fiction that artworks sometimes espouse. After 
all, Santa Claus or a New Year’s costume party is constituted 
of similar fictional formations as a movie about a worldwide 
catastrophe or a murder that happened on a theatre stage.

The participating artists were encouraged to blur the bound
aries between art, social ritual, and life itself by any means 
accessible, whether reinventing the habits characteristic of 
New Year’s celebrations or redesigning the organizations that 
host them. The laboratory was accompanied by the extravagant 
fireworks celebrating the start of 2014 in the central and insti
tutionalized district of Estonia’s capital city, Tallinn, dense with 
embassies and government buildings.

The Fictiocratic Operation No. 27C laboratory is a part of 
Fictiocracy, a social metareality movement initiated by Pekko 
Koskinen of the Reality Research Center. It was adapted to 
Tallinn’s conditions by Agnieszka Pokrywka, who also led all 
the laboratory. The laboratory was supported by the EU Culture 
Programme 2007–2013.
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Synes Elishka (AT/FI) is 
currently working on a PhD 
in the Department of Film, 
Television and Scenography in 
Aalto University, Helsinki. He 
is exploring the phenomenon 
of immersion in film and other 
media by applying relevant 
neuroscience research. 
www.syneselischka.com

Currently a co-curator of the 
Grafodroom printmaking 
workshop and studios in 
Tallinn, where she helps 
organizing events and 
encouraging collaborations, 
Hannah Harkes (UK/EE) 
studied printmaking at Gray’s 
School of Art. 
www.hannahharkes.com

Antti Kirjalainen (FI) is 
an architect working 
with sustainable design, 
disruptive technologies, and 
collective consciousness. 
His future work focuses on 
activating blood memory, 
evolving cooperation, and 
interacting with fairy tales.

Pekko Koskinen (FI) is 
currently a research 
administrator at the Reality 
Research Center. His projects 
are primarily experimental 
testing platforms that 
integrate elements for a 
playful approach.

Ari-Pekka Lappi (FI) is 
multifaceted: an agile and lean 
coach, a tech-savvy nerd, a 
game researcher and designer, 
and a philosopher.

Toni Ledentsa (FI) has BA 
in cultural production and 
management and soon an 
MA from Aalto University 
in Helsinki. He has worked 
extensively in the fields of 
contemporary art and music. 
www.ledentsa.com

Ana Monteiro (PT) formally 
studied theater, dance, 
and choreography. She is 
interested in investigating 
alternative modes of doing 
beyond the distinctions of 
theory and practice, reality 
and fiction.
anamonteiro.hotglue.me

Jana Pejoska (MK/FI) received a 
BA in art history and archeology, 
later continuing on for an MA 
in digital culture. In the past 
four years she has focused on 
designing games for children. 
www.oyogames.fi

John W. Fail (US/FI)  
co-facilitates Ptarmigan 
in Helsinki and in Tallinn. 
His background is in 
experimental music and 
sound, and he is working 
at the intersection of 
improvisation, modern 
concrète, and sound art. 
www.icewhistle.com
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Recently finishing a PhD in 
music composition from the 
University of Birmingham, 
Shawn Pinchbeck (CA/EE) 
is currently a lecturer at the 
Baltic Film and Media School. 
His creative works centers 
around the use of sound as a 
medium. 
www.spinchbeck.com

A graduate of the Gerrit 
Rietveld Academie 
in Amsterdam, Gaile·  
Pranckūnaite·’s (LT) creative 
practice uses a graphic 
design approach to transform 
language and to create 
autonomous works of art. 
www.gailepranckunaite.com 

Andrea Traldi (IT/ES) is 
PhD Researcher with The 
Planetary Collegium of the 
University of Plymouth. 
He studied and practiced 
alternative medicine with 
a special interest in group 
dynamics and body-mind 
techniques.

Patrick Thomas (DE/PT) is 
studying at the Academy of 
Fine Arts, Munich, and is 
currently on an internship 
in Lisbon, Portugal. He is a 
modern nomad: hitchhiker, 
filmmaker, photographer, and 
artist.

Greta Vileikyte·  (LT) is studying 
at the Vilnius Academy of 
Arts, in the Department of 
Photography and Media 
Art. She is interested in the 
possibilities of constructing 
and transforming reality 
through different angles of 
viewing and seeing.

Agnieszka Pokrywka (PL/EE) 
is educated in both fine arts 
and physics. The experience 
of different disciplines and 
places has shaped her into 
a transdisciplinary nomad 
permanently interested in 
challenging the field of the 
possible, while valuing the 
new and the inspiring. 
alwaysunderconstruction.info
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fictiocratic operation no. 27C
call

Aware and unaware members of the Fictiocracy movement1 are called to 
Operation No. 27C!2 Operation of Sappers Mining Under the Citadel of 
Gregorian Juncture is calling exactly you! It’s calling until 24 November! If 
you miss this opportunity, there will never be another!

Anyone thinking of breaking rituals during the most ritualistically 
dense time of the calendar3, your place is with us! Anyone who is a fic-
tionaut,4 step forward! Anyone worrying about practicalities, let it go!5

We are social meta-reality movement that has a place for everyone, 
with everyone in their place! If you decide to join us, we congratulate 
you here and now and invite you to manipulate the environment and the 
people within it under the spell of the Holiday Spirit!

But hurry, be sure not to miss the 45th anniversary of Apollo 8’s return 
to Earth. We start on 27 December 2013, at 10:51 a.m. EST6 in Tallinn, Es-
tonia, never to reopen again! Cursed be anyone who does not believe us!

1  “Fictiocracy” is a social meta-reality movement — a subversive, persistent, and 
systematic declaration of rights for a life according to fiction. The prevalent paradigm of 
reality — based on the collation of shared “meaning” with sensual “concreteness” — is 
like a fortress, built to shield us from the full wildness of our lives. Yet the walls of 
this fortress are as fictive as any. Ultimately, we govern ourselves by our creations. 
Societal forms and the laws that actualize them are creations comparable to novels 
or movies — hence, they can be considered as works of fiction. The fortress has 
already been infiltrated as it’s made from the very matter it seeks to resist. Fictiocracy 
incorporates our fabrications and the processes that go with them directly into our 
reality — without branding them as second-class citizens or inconsequential participants. 
It acknowledges the presence of the fictitious and artificial in the very fundament of our 
lives. We depend on fiction — this is not something that should be minimized with an 
apologetic air, rather it should be exploited with a celebratory manner. We can create our 
reasons for our own existence. Our beliefs, our manner of being can stand proudly on 
fabricated roots. Our reality is already a work of creation, textured by our fabrication. It’s 
time that we started to live like it.
2  Another embodiment of MigAA, hosted by Ptarmigan between 27 December 2013–2 
January 2014 in Tallinn, Estonia.
3  The circumstances of New Year’s Eve: A time of subservience to our common 
practices, their constraints offering a fenced form of freedom. Revelry by rules, party by 
the numbers. What can be created with such material? How does it react? How can we 
modify its behavior?
4  Anyone interested in cooperation between arts and all other fields (not limited to 
activism, anthropology, game design, performance, etc.) that services the creation of 
innovative architectures of social convention and utopian fantasy productions. Anyone 
willing to blur the borders between art, social ritual, and life itself by any accessible 
means, whether altering the norms of New Year’s Eve or re-designing the organizations 
that host them.
5  Travel costs are covered, accommodation and food are provided.
6  27 December 2013, 5:51 p.m. local time.
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Not only is the content of the Laboratory questioning existing con-
ventions. Its format is also an exploration of the unknown, where the 
boundaries between the facilitators and participants are blurred: the 
format becomes content. Case-specific methods and one-to-one talks are 
prioritized over regular presentations.

The Pact. This is where participants arrive and get settled. They swallow 
the pill. They find out what the Fictiocratic Operation is about and who 
the other participants are.

27 December: arrival of the participants; first common dinner.
28 December: initial pill swallowing ritual; Pekko Koskinen’s introduc-
tion to Fictiocracy; experiment #1 (round table of Q&A about things 
that never happened); ongoing action of Ari-Pekka (text-based trans-
formers of the space).

The Disturbance. Questions arise that do not easily produce answers, 
rather they provoke even more questions.

29 December: experiment #2 (randomly chosen, four groups work on 
the inside), experiment #3 (randomly chosen, four groups work on the 
outside).

The Bubble. A micro-universe with its own rules and mechanics is created. 
Most of the participants find their place in the resulting configuration.

30 December: experiment #4 (participants are divided into smaller 
groups according to the topic of interest; members can freely com-
mute in between groups).

The Door. Something opens into something new, new realities, new 
perspectives, new thoughts; the differences between ready-made and 
individually synthesized fiction diffuse.

31 December: experiment #5 (redesigning New Year’s Eve — brain-
storming and its implementation).
1 January: reflection meeting; map drawing; documentation of true sto-
ries that never happened; day-by-day performance; and the last supper.

The Beginning. The end of the operation is also the beginning of what 
comes after.

2 January: closing ritual of clothing exchange; participants depart.
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SynES EliSCHKa
Personalizing institutions
intervention

Personalizing Institutions was initiated 
during the Fictiocratic Operation No. 27C 
mainly because of the circumstance of 
being located in the vicinity of the Cana-
dian Embassy. After some searching it 
was discovered that their telephone line 
was running directly through the space 
that our Fictiocratic Operation No. 27C 
laboratory was occupying during the 
holidays: what an incredible opportu-
nity! As Tallinn’s old town doesn’t have 
access to modern fiber optic technology, 
they were using a simple digital sub-
scriber line (DSL) over regular phone 
cables. After adding a splitter to the DSL 
it was possible to log all their commu-
nications traffic. It was astonishing that 
most of it was actually unencrypted and 
so it was even possible to hijack their 

traffic in order to influence their search 
results on Google. (That is, Google’s 
search results are changed according 
to other searches you’ve done in the 
past. Personalization via IP is illegal in 
the EU but Google doesn’t care.) The 
process was automated using a Raspber-
ry Pi, so if they searched for information 
relating to mining operations in Canada 
their top results would always be about 
indigenous resistance against Canadian 
mining operations.
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HannaH HaRKES
untitled
installation

Fictiocratic Operation No. 27C resulted 
in a multi-purpose installation which 
was, by its nature, adaptable to different 
art spaces, public spaces, and personal 
spaces. Within the space, a series of 
windows were hung in various configura-
tions, in a manner that allowed a visitor 
to control the width of empty space be-
tween each window. The windows, each 
as an individual art work, involved a 
combination of reflective, tinted, conver-
sational, demonstrative, and penetrable 
frames which showed a variety of night 
scenes, sunrises, lunar illusions, and 
so on. Installed alongside the windows 
were two doors that went unnoticed 
from time to time by the re-configurable 
and distracting nature of the surround-
ing windows. The works were interactive 
and in that, collectively engaged the vis-
itor’s sense of temporal sequence. They 
replaced the typical autonomous and 
universal method of order with one that 
was mutable, personal, and driven by a 
combination of curiosity, persuasively 

Hannah Harkes, Untitled.
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induced mimicry, shifting perspectives, 
modified context, and flat out ambition.

antti KiRJalainEn
untitled
design tools

The gathering at Ptarmigan brought 
together a range of fictional strategies 
based on a pre-workshop conclave in 
Helsinki. In Tallinn these strategies were 
studied, brought to the point of social 
convention, and subsequently put into 
practice. During the seven day laboratory 
a group of multidisciplinary researchers 
studied the social, spatial, and linguistic 
technologies of everyday interaction, cul-
ture, and design. Research was accom-
plished through a process of changing 
small parts of themselves, making inter-
ventions and mapping out their function, 
structure, and memetic DNA. 

The body of work created during Ficti-
ocratic Operation No. 27C represented a 
whole new set of design tools, dilemmas, 
and thoughts. The tools could be imple-
mented as both premise and method in 
a design, facilitation, and problem solv-
ing process. There was also a perceptible 
empowering effect in taking a holistic, 
programmatic approach to investigate 
the fictional dimensions and subsequent 
manipulation of particular phenomena. 
This is no small feat given our fictional 
cultural programming. 

The technologies catalyzed and 
evolved during the laboratory emerged 
from a platform established by our 
social, cultural and political processes. 
They are parallel to the platforms they 
emerged from and as a result are not 
revolutionary per se, rather they disrup-
tive by nature. They are also not new 
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in terms of the applications. The func-
tion that was mastered was the reverse 
engineering, evolution, and subsequent 
democratization of fictional strategies, 
technologies, and programming.

aRi-PEKKa laPPi
untitled
notes, diagrams, maps

Ari-Pekka was frequently illustrating — like 
a court-room cartoonist — the evolving 
concepts and philosophies of fictiocratic 
thought through drawings, diagrams, 
graphs, and other abstract models. From 
the beginning, these sketches appeared 
on the chalkboard and by the end of the 
week, Ptarmigan’s walls were covered 
with Post-it notes with additional themes. 
Those sketches — although using the 
conventions of objective knowledge rep-
resentation — were in fact visual interpre-
tations of Ari-Pekka’s subjective point of 
view, analytically manifest.
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Ari-Pekka Lappi, Untitled diagram. 
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The last Fictocratic supper.
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ana montEiRo
interactions with an Extraterrestrial
performance

As member of the Fictiocratic Move-
ment, I took this opportunity to reveal 
my extraterrestrial side while inviting 
human beings to interact with me from 
that perspective.

An alternate space-time platform 
was created by allowing earthlings to 
ask questions about extraterrestrial 
existence. The platform operated in the 
in-betweenness of the immaterial and 
material through a conduit, what one 
might label on this planet as “imagi-
nation.” As we shared — information 
transmuted into language through tone 
and resonance, across the rhythm of the 
hearts, sweaty palms, and fleeting eye 
contact — a third “reality” transpires, 

Ana Monteiro, Map.
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one that cannot be commodified, sub-
stantiated, or represented. As we dwell 
in the realm of the indeterminate, we 
access the speculative mode, where the 
questioning becomes the answer itself, 
creating a space for full potential, where 
all truths are truth. And, when this is the 
case, which truth does one prefer?

SHaWn PinCHBECK
untitled
sound piece

The Apollo 8 mission returned to Earth 
27 December 1968 after the first lunar 
orbits achieved by mankind. What is 
not well-known regarding this visit to 
our nearest celestial body is that the 
universe as a whole was not as ready for 
mankind as mankind was ready for the 
universe. This disjunct resulted in a rift 
in the space-time fabric that, until now, 
remained a deep dark secret held by 
Them from us. Thanks to the research 
and the haphazard, possibly dangerous 
explorations at the Fictiocratic Operation 
No. 27C laboratory, this vortex-like aber-
ration was fully explored. The result was 
a dramatic rending of life-worlds and a 
shattering of realities that allowed one to 
foresee the past-future of 2013 — at least 
for participants and guests invited to 
a special evening of revelation. Partici-
pants were bestowed their new past-fu-
tures while in a state of semi-lucidity, 
somewhat similar to the moment shortly 
after one stubs a toe on a chair leg. In 
this state, the Fictiocratic past, present, 
and future are clearly perceived and may 
be communicated in normal human 
language. This rewriting of participant’s 
existences opened new possibilities, 
pathways, and experiences previously 
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not available before this event. It was an 
honor and a privilege being a part of this 
important milestone in human experi-
ence, thanks to the brave astronauts of 
the Apollo 8 mission all these many years 
ago.

Gailė pranCkŪnaitė
untitled
poem, images

During the Fictiocratic Operation No. 27C  
a work consisting of a poem and four 
images was created. The poem reflected 
on the artist’s personal experience during 
the six days of the operation. The images, 
taken from several different sources, sig-
nified specific instances in time that led 
to certain realizations.

somewhere time blurred, but it was 
sufficient.
kept me in the luxury of captivation, 
while it lasted —
the profit washed in from the ocean of 
consensus.
I’m a Capricorn. Tonight’s my birthday. 
If you’re really a Libra, you’re wasting 
your time with me.
I am here now recalibrated.

andREa tRaldi
untitled
performance

I studied alternative medicine and 
worked as a healer for some years, but 
it’s been several since I’ve performed 

“healing.” This temporal distance along 
with the direction my life has taken 
in the last few years brought me to a 
space where I chose not to facilitate the 
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conditions fostering healing anymore. 
The fictiocratic context of the laboratory 
presented a perfect opportunity to lower 
the deterrent threshold of skepticism 
and fear that in our society is usually 
raise around experiences of healing and 
other alternative medical techniques. 
Hence, the fictional framework of the 
event created the conditions to enhance 
my real healing skills.

The performance was formed around 
the intention to communicate about:
1. The fictional and performative element 
of all “real” things past.
2. The experience of summoning a “real” 
past makes the experience of creating a 
fictional present more “real.”

The “superpowers laboratory” at Ptar-
migan during Fictiocratic Operation No. 
27C became a fictional framework into 
which a real experience of healing mate-
rialized into The Healing Room during 
the night between the 31 December 2013 
and 1 January 2014.

Technical Details

The performance was voluntary in the 
same way that a real hands-on healing 
therapy session would be proceed.

Participants came into the room that 
had been prepared for the experience, 
one at a time.

The door to the room was shut to 
create a protective environment of 
intimacy where the healing process was 
undertaken

Several essences and aromas were 
available on a small table close to the 
bed, ready to be integrated in the ritual if 
needed, also some fruits and...
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Greta vileikytė
untitled
role-play

This untitled role-play explored the 
image of the artist within society: the 
image as a fictional role built upon the 
expectations of how an artist should 
look and how they should behave. The 
image converges on impression and on 
representation. The laboratory was a 
fitting context to examine this — the con-
vergence of many different people in one 
place, living everyday life along with the 
artistic approach of the laboratory and 
the tutorials — as participants came into 
relationship with each other, changing 
roles from first impressions into them-
selves as they actually are.

Everything may become nothing, and 
nothing may evolve into something. 
Then everything merges again and all dif-
ference vanishes. If a survey was taken of 
how an artist should behave in the pro-
cess of creating something meaningful, 
the opinions would eventually converge 
on the point that nothingness may be-
come meaningful if it is represented as a 

pathway to a means of expression.
People who participate in short 

workshops generate a community in the 
setting of the special unfamiliar space 
where they gather. People not familiar 
with each other are pushed to represent 
themselves. This self-representation may 
evolve to the point of role-playing. As 
role-playing is “taken on” it can affect 
socializing and even manipulate the 
space. One can never be quite sure what 
is real or true: at that point it is possible 
for everything to become fiction.
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AnTTi kirJAlAinen
untitled
report

The gathering at Ptarmigan brought together a range of fictional 
strategies based on a pre-workshop conclave in Helsinki. In Tallinn 
these strategies were studied, brought to the point of social con-
vention, and subsequently put into practice. During the seven-day 
laboratory a group of multidisciplinary researchers studied the 
social, spatial, and linguistic technologies of everyday interaction, 
culture, and design. Research was accomplished through a process 
of changing small parts of themselves, making interventions, and 
mapping out their function, structure, and memetic DNA. 

The body of work created during Fictiocratic Operation No. 27C 
represented a whole new set of design tools, dilemmas, and 
thoughts. The tools could be implemented as both premise and 
method in a design, facilitation, and problem solving process. There 
was also a perceptible empowering effect in taking a holistic, pro-
grammatic approach to investigating the fictional dimensions and 
subsequent manipulation of particular phenomena. This is no small 
feat given our fictional cultural programming. 

The technologies that evolved and catalyzed during the laboratory 
emerged from a platform established by our collective social, cul-
tural and political process. They were parallel to the platforms they 
emerged from and as a result were not revolutionary per se, rather, 
they were simply disruptive by nature. They were also nothing new 
in terms of the actual applications. The activities mastered included 
the reverse engineering, evolution, and subsequent democratization 
of fictional strategies, technologies, and programs.

agniESzKa PoKRyWKa
Fictiocratic Operation no. 27C
diary

6 December 2013

Fictiocratic Operation No. 27C made a call1 for participants in the same 
way The Great Nature Theatre of Oklahoma called for prospective 
employees in Kafka’s Amerika: vaguely and only once, and the call, by 
its peculiarity, filtering out only those people who might fit. As it was 
for Franz Kafka that Oklahoma seemed a fantasy, so for me Fictiocracy 

1  See page 299.
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Final summaries and reflections.

Instruction 5: understanding is about “crystal rooster."



315
Fictiocratic O

peration
 N

o. 27C

became the mental locus of reverie.
The response to the fictiocratic call was surprisingly substantial and 

enormously creative. Similis simili gaudet: an unconventional call attracted 
corresponding replies. Someone wrote on their submission: “The ideas 
you propose to explore in Estonia are in the air here as well” therefore 

“I cannot and will not miss this opportunity (even if I miss it).” The re-
sponses confirmed my suspicions that the fictiocratic movement already 
existed although not yet properly named and recognized.

In the end eleven people from widely ranging fields — game design, 
film, psychology, music composition, alternative medicine, curating, ar-
chitecture, fine arts, choreography, and neuroscience — were selected. No 
one refused their acceptance letters. 

27 December 2013

The first participants arrive by bus, by ferry, and by plane. Some wander 
in alone, others show up in guided groups, both friends and strangers. 
My past, my present, and most likely my future are gathered in one spot. 
Throwing away unnecessary items goes along with gathering the neces-
sary ones. 

From now on most of the meals will be collectively prepared by teams 
on a rotating schedule. Beside that there is no rigid or clear schedule yet. 
No prediction is yet able to reveal how to deconstruct one of the most 
ritualistically complex time of the year: the Christmas holiday season with 
its peak around New Year’s Eve. No surprise that most of the new arrivals 
are not yet sure exactly why they came. One has to be vigilant enough in 
order to upgrade from participant to explorer.

28 December 2013

Every time I try to describe “fictiocracy” or lock it into a static definition it 
seems to be one step ahead of the formation of my words. Nevertheless, I 
keep trying.

Fictiocracy is a subversive, persistent, systematic, and complex 
structure that, as a whole, can be understood as a social meta — reality 
movement consisting of people willing to live openly according to fictions 
that conceal different spheres of their lives: language, communication, 
behavior, movement, body, relationships, whatever. This openness con-
siders as a given the fictional basis of current societal norms and seeks 
to devolve these back to the point of fictional creation. What keeps us 
from that step? Why do we have to be isolated from the ability to create 
own conventions and make them valid in much wider (life) context than 
the merely artistic? Sadly, for many it is easier to imagine the end of the 
world — an asteroid destroying all of life — than to imagine ourselves 
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living in a more creative behavioral system than that proposed by our 
civilization.2

To prepare participants to embrace the painful fact of inflexibility, we 
will serve them pills of forgetfulness. Each person has a choice of purple, 
white, green, or pink pills to forget, respectively, conventions, language, 
physicality, and sociality.

Instruction 1 — Imagine that you can free yourself from being subject 
to a certain framework of social conditioning by swallowing a pill. 
Which will it would be? How do you feel after taking such a medica-
tion?

After this treatment we listen to Pekko’s lecture about fictiocracy and 
later on we talk through a variety of details about personal stories and 
common interactions that actually never happened. The main plot is 
created as an ongoing process.

Once again back at Ptarmigan,3 a bit empty, an abandoned, traceless 
space located in the Old Town of Tallinn, it proves its mutable, ves-
sel-like nature. During Fictiocratic Operation No. 27C Ptarmigan’s freshly 
ground coffee, thanks to Ari-Pekka, has a smell of the final solution, a 
mirror becomes an observer, the sound of the water makes us special, 
and the toilet is occupied by an invisible observer who sits insolently on 

O
U

TP
U

T

2  Paraphrase of Zizek’s “It’s easy to imagine the end of the world — an asteroid destroy-
ing all of life, and so on — but we cannot imagine the end of capitalism."
3  http://www.ptarmigan.ee.

Instruction 4: collective results from one of the randomly assembled 
groups.
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4  Another words, a phrase that has no meaning. 
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the chair whether the room is busy or not.

29 December 2013

The group of fifteen people (eleven reincarnated explorers and four com-
manders) is divided into four groups according to random methods. Each 
has a certain amount of time to exchange ideas and then present them 
free-form to the others. There are two rounds: one round takes place in 
the inner space, the second in the outer space of Ptarmigan.

Instruction 2 — Go through an interior space of a generally specified, 
accepted, and therefore narrow functionality, and try to redefine it in 
order to expand its usability. Example: lavatory with the lights turned 
on becomes a toilet and with the lights turned off a meditation room.

Instruction 3 — List all the social formations that you belong to wheth-
er it’s your nationality, bank, preferred customer program, or library. 
This is who you are.

Instruction 4 — Write one word in the middle of the page or board. The 
next word should be derivative of the first one. Repeat this process 
infinitely or until you manage to fill the field completely. Each new 
word can become a multiple source. Branch out. Example: love is fear, 
hygiene, comedy, and silence at once.

Instruction 5 — While employing obscure language, turn on your 
speech-recognition software in order to interpret it. Example: Under-
standing is about crystal rooster.4

Instruction 6 — Extract actions from different subjects, write them 
down on paper, and put them into two separate jars. After each person 
draws one word from each container, perform the specified combined 
instruction. Examples: stalk a tree, poke a street light, follow a stranger.

31 December 2013

The last day of the year is fully focussed on replacing the fictional, repeata-
ble, and socially accepted patterns of the New Year’s Eve with the new 
creations. When ready Ptarmigan will open its doors to the wider public in 
order to offer this creation to society as a potential new social convention.

We gather in the morning to brainstorm. We analyze different New Year 
phenomena according to Ari-Pekka’s diagrams. We try to sort out what 
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makes that very day a New Year’s Eve, what are its components? On this 
basis we make a list of various interventions and spread these among 
three coherent groups that are managing different areas of the action. 
One team takes care of logistics and supplies. Another crew operates in 
a spontaneous and secret mode interrupting ongoing processes.5 The 
core of the whole evening is created by the third team that works on a 
set of alternate rituals in order to carry us from 2013 in to 2014.

Instruction 7 — During New Year’s Eve spent with a group of people, 
get assigned (whether by yourself or someone else) to one su-
per-power. Preferably it’s already a characteristic you display although 
this should be more exaggerated and obvious. Afterwards you throw 
one or more dice. The number appearing on the dice indicates the 
number of interactions between you and other individuals based on 
chosen superpowers. Each meeting may be quite intense as it’s an 
encounter between two very rigidly defined characters. Each interac-
tion brings you closer to the end of the list. The end of the list is the 
beginning of your New Year. In this manner everyone goes through 
the actual transition between years in a different moment. Some 
people will be trapped in the past year forever.

No more are we a group of organizers, participants, and spectators 
rather now we a bunch of individuals related to each other. There is a 
healer, a listener, a storyteller, an energy-giver, a future-past-teller. Some-
one is shooting films, someone else is making portraits, another person 
is creating an island of creatures made of aluminum foil. Everyone 
participating in their own role and their own way. 

1 January 2014

It’s a time for summaries and reflections. After the last supper we float 
through a round-table atmosphere without a table — where person 
after person reflects on the past days. On the side, some explorers are 
documenting their achievements both fictional or real. After that we 
draw maps that illustrate the process each of us went through. Later on 
everyone briefly explains how their map works. At the end we perform 
an extract from Fictiocratic Operation where each day of experiences and 
emotions becomes one minute filled by body movements. 

2 January 2014

Participants are departing, returning to their origins. While waiting for 
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5  That is, “horsing around.”
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the moment of separation we continue with our experimenting. Our 
interaction turns into a clothing swap. It becomes a base for our commu-
nication and functions as a goodbye ceremony. 

3 July 2014

Verbalizing the experience of both a formal organizer of and informal par-
ticipant in such a loosely structured event is challenging. Words very often 
pauperize an experience that — while already in the past is still generat-
ing new constellations by interleaving with present events. That’s why I 
waited so long to document my reflections on Fictiocratic Operation. Now 
I close it in a box made of words that can be treated simultaneously as a 

“gift” to the reader and as a stepping-stone for myself. The “gift” con-
tains 7 (2+0+1+4 = 7) objectified, developed, and tested sets of exercises, 
applied during the laboratory. They may be reused in various contexts 
whether individually or in a group. The stepping-stone I will place on the 
ground and treat as an extension of the path towards whatever is next. 
From here the horizon seems to be a bit clearer. I see the seeds of future 
developments sown in Tallinn.
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state in between

29 January–4 February 2014
transmediale, Organ of Critical Arts (OKK)

Berlin, Germany
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For one week at the end of January through the beginning of Feb
ruary 2014 eighteen international participants gathered in Berlin 
to consider the question whether digital techniques have lost their 
innovative character and have instead become a standard feature 
of contemporary art practices. The 2014 transmediale festival for art 
and digital culture (henceforth abbreviated transmediale) in Berlin 
suggested just this, that the digital revolution is over. On the other 
hand humanity’s trajectory is converging on a culture loaded  
with transhumanistic and posthumanistic ideas. How might one 
best exist on the verge of ending and beginning moments, forms, 
and attitudes? What dimension do we live in and what is the state 
of being in between?

These questions are posed in reference to transmediale, the 
2014 theme entitled “afterglow,” reflecting the perceived ambiv
alent state of digital culture at present.1 In an expanded context, 
we also refer to Deleuze and Guattari’s notions of “the rhizome,” 

“the nomad,” “inbetweenness,” and “reterritorialization.”2 These 
concepts are more and more influencing contemporary thought 
and are often used by theorists3 to define the contents, functions, 
and forms of digital media culture.

Led by Irma Stanaitytė with support from Mindaugas 
Gapševičius state in between laboratory participants attended the 
festival conference and researched manifestations of the reter 
ritorialization of social constructs and digital cultures. A public 
event on 4 February in the Organ of Critical Arts (OKK) pro 
ject space brought the freshly developed ideas and forms into the 
open for an uptodate examination of new media contexts. The 
outcomes — a variety of thoughtful experiments — manifested a 
shifting configuration of media topics, elements, formats, and 
methodologies.

The laboratory was in part supported by the EU Culture Pro
gramme 20072013.
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1  transmediale, 2014, transmediale, www.transmediale.de/past/2014 Accessed 2014-11-13.
2  Gilles Deleuze and Félix Guattari, 1988, A Thousand Plateaus: Capitalism and Schizophrenia.
3  Bernard Stiegler and Katherine Hayles among others.



32
6

st
at

e 
in

 b
et

w
ee

n
IN

P
U

T



327
state in

 betw
een

IN
P

U
T



32
8

st
at

e 
in

 b
et

w
ee

n

Studying at the Vilnius 
Academy of Arts, Department 
of Photography and Media 
Art, Egle· Abromaite· (LT) 
investigates the relationship 
between artificiality and reality 
in the modern world. 

Hannes Brunner (CH/DE) is 
a professor of sculpture at 
the Weissensee Academy of 
Art Berlin. His contextual art 
projects incorporate social 
process and a range of media 
from digital communication 
systems to physical spaces.

Roberta Busechian (IT/DE) 
studied fine arts in Venice 
and is currently working 
towards an MA at the 
Institute for Art in Context, 
Berlin University of the Arts. 
Her areas of interest are 
sound installation and the 
study of sound in general.

Esedele Sandra Dinnendahl 
Lopez (PY/DE) received a BA 
in visual arts from Oberlin 
College and is currently 
studying at the Institute 
for Art in Context, Berlin 
University of the Arts. 
www.esedele.com

Mindaugas Gapševičius (LT/
DE) studied at the Vilnius 
Academy of Arts and is 
currently doing MPHIL/PhD 
at Goldsmiths University 
of London. He is engaged 
in futuristic themes and 
takes a critical position on 
contemporary neoliberal 
tendencies. 
www.triple-double-u.com

An MA student in the 
Institute for Art in Context, 
Berlin University of the 
Arts, Christian Heck 
(DE) is interested in 
computational practices, 
decentralized computer 
networks, and encrypted data 
communications.

Wolfgang Knapp (DE) is a 
professor and researcher at 
the Institute for Art in Context 
at the Berlin University of 
the Arts. His main focus is 
on interdisciplinary projects 
at the interface of art and 
science.

Brigita Kudarauskaite
.
 (LT) 

is studying at the Vilnius 
Academy of Arts, Department 
of Photography and Media 
Art. She researches emotional 
fields, places of belonging, the 
explicitness of physical space, 
and the meaning of home. 
brigitaelena.tumblr.com

As a student at the Vilnius 
Academy of Arts, Department 
of Photography and Media Art, 
Vilte·  Bražiūnaite· (LT) raises 
controversial issues, like the 
position of Christian values in 
contemporary society and the 
differing perspectives of men 
and women.
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Agne· Matulevičiūte· (LT) 
is studying at the Vilnius 
Academy of Arts, Department 
of Photography and Media Art. 
She is interested in working 
with soundscapes, sound 
recordings, music, science, 
astronomy, and cinema.

A 2004 graduate of the 
Maryland Institute College of 
Art, Elizabeth McTernan (US/
DE) pursues global overland 
exploration. Her artistic 
prerogative is to provide a 
narrative structure for the 
reconsideration of perception. 
www.astheworldtilts.com

Zofia Nierodzinska (PL/DE)
studied at the Academy of 
Fine Arts in Poznan and is 
currently studying at the 
Berlin University of the Arts. 
Her interests lie in the field 
of gender studies and post-
feminist theory and practice. 
www.zosianierodzinska.com 

Tomas Sinkevičius (LT) 
is studying at the Vilnius 
Academy of Arts, Department 
of Photography and Media 
Art. He evokes new meanings 
within mediated messages by 
revealing their emotional side 
effects while maintaining the 
position of detached observer.

Irma Stanaityte· (LT) is a 
lecturer in the Department of 
Photography and Media Art at 
the Vilnius Academy of Arts. 
She studies the interactions 
between artist and authority, 
personal identity in different 
socio-cultural contexts, and the 
relationship between idealism 
and reality.

Studying at the Vilnius 
Academy of Arts, Department 
of Photography and Media 
Arts, Elze· Vareikyte· (LT) raises 
questions about relationships 
and modern society, intending 
to provoke people to see 
things differently and to 
experience the collective 
opportunity in art.

Pursuing an MA in the Spatial 
Strategies program at the 
Weissensee Academy of Art 
Berlin, Ivar Veermäe (EE/DE) 
concentrates on the issues 
of public space, mediatory 
processes, new technology, 
and networks. 
www.ivarveermae.com

Mikko Waltari (FI/LT) worked 
as an export manager for over 
twenty years but eventually 
got tired of the rat race. He is 
currently studying photography 
and media arts at the Vilnius 
Academy of Arts. 
www.waltarina.com

Eva Pandulova (SK/DE) 
studied IT at the University 
of Economics in Bratislava 
and currently studies at 
the Weissensee Academy 
of Art Berlin. She uses 
a variety of techniques 
including photography, video, 
installation, and painting in 
her practice. 
www.evapandulova.com
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StatE in BEtWEEn PaRtiCiPantS
individual Plans
google doc

Every participant is invited to construct an individual program in connection to what 
is on offer at transmediale. The proposed meeting time for lunch, informal discus-
sions, and socializing during the conference/festival is daily at 14:00 in the “Auster” 
restaurant of the House of World Cultures (HKW).
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eGlė aBromaitė
feel Healthy, feel fit
haiku poems

Attending transmediale, one is over-
whelmed with a flood of information that 
tended to inhibit thought. One of the 
primary festival themes was meditation, 
and at one point, the concept of creating 
one’s own form of meditation was 
suggested. Through composing haiku, 
thoughts once blocked by the festival 
contents were instead reflected upon. 
At the same time, those thoughts were 
deeply affected by the information flow 
received during the festival.

viltė BraŽiŪnaitė 
and tomaS SinkevičiuS
untitled
installation and performance

This project alludes to the many presenc-
es that might be invented when telling 
the same story from differing points of 
view. Two objects found by chance — a 

plastic bullet and the business card of 
a person who works for the Nuclear 
Weapons Agency of the Stockholm Inter-
national Peace Research Institute — be-
came the reason to tell a story. Shifting 
perception and subsequently taking on 
the roles of these objects one of the 
infinite number of possible narratives 
for these pre-determined characters was 
performed.

The Bullet: I was found in Berlin next 
to the metro station. People tend to think 
that I am supposed to spread joy and hap-
piness with my appearance, but that is mis-
leading. I might look like a toy but I want 
to be treated as a real bullet. Now when I 
sit here next to a business card I see that 
the distance between us is not that large.

The Card: I was found in Stockholm 
near a gay nightclub. Others tend to avoid 
me because of who I am — they see me as 
a danger. People always judge me, thinking 
that I am harming society but they have 
the wrong impression. The truth is, I try to 
protect society.

Performance by Viltė Bražiūnaitė and Tomas Sinkevičius.
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loPEz
the Permanence of an object that 
will no longer be an object once 
Humans are no longer around to 
define it as Such
installation

Trevor Paglen described satellites as 
the most permanent footprint humans 
have made yet. Not only are satellites 
made from particularly durable materials, 
more importantly, many of the thou-
sands that have been sent into space 
are in geostationary orbits some 36,000 
km from the planet. They are in deep 
space, and in deep time. They are not 
subject to the processes that on Earth 
corrode, decompose, degrade, wash 
away, and otherwise materially break 
down objects, buildings, and organic 
material over time (tidal waves, pressure, 
chemical processes, biodegradation). In 

Paglen’s words, if one were to calculate 
the lifespan of a satellite, the number 
would be literally astronomical. That is, 
the life span of satellites approaches the 
lifespan of planets and stars. 

Our planet goes back approximately 
4.6 billion years and will eventually be 
absorbed by the expanding Sun in about 
7.5 billion years, though by then Earth 
will have long been uninhabitable (as we 
currently understand life). Barring even-
tualities, Paglen suggested, satellites will 
continue to orbit our planet until they 
too are absorbed and destroyed by the 
dying Sun. 

These satellites — made by a species 
that has been around for a mere 200,000 
years (depending on how one defines 
the human species) — will outlive its 
creators by enormous spans of time. By 
then, humans might have moved on 
to different planets or solar systems, 
evolved into an entirely different species, 
or simply succumbed to extinction. Sat-
ellites will be locked into orbit for billions 
of years, unable to fall to Earth or break 
out of orbit and float away into interstel-
lar space. 

Whether one considers this to be 
a triumph of humankind or a tragic 
testament to our waste-creating capa-
bilities is irrelevant. Satellites will cease 
to be satellites. They will become merely 
things. A satellite is an object — that is, 
it is both its physical materiality and a 
concept. Any object is a combination of 
both. The concept may be functionality, 
cultural significance, historicity, or any 
form of meaning that is defined and 
endowed by humans. Without humans 
around to define them as such, satellites 
will cease to be satellites, will cease to 
be objects, they will become mere things. 
In a similar fashion, the satellite image 
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on the gallery floor will be eroded by the 
passing by or over of people moving 
about in the gallery. Movement repre-
sents transformation; the unpredictable 
changes that humankind will undergo 
in the astronomically far future: the 
passing away of humans. The image of 
the satellite now erased leaves only its 
physical, material remains, representing 
the transformation of satellites to mere 
things, a physical shell devoid of name, 
functionality, or concept.  

P
R

O
C

ESS

BriGita kudarauSkaitė
untitled
video installation

This work explores the unity of distance 
and closure in relation to the transmedi-
ale experience. The rational subjects of 
digital culture and science merge with 
the non-rational experiences of relaxa-
tion and meditation. The video captures 
two rocks that become a metaphor for a 
unity. The two elements are not posi-
tioned in opposition, rather they are 
seen as a materialization of the yin-yang 
dynamic, where one side comes to dom-
inate and the other is forgotten.
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aGnė matulevičiŪtė 
and CHRiStian HECK
eSC
computer game

The game ESC was created in order to 
question the role of identity in the digital 
world. If you can alter your IP address 
using anonymity software and appear to 
be located in a different country without 
moving your physical body, does this 
mean you are vanishing? While you 
are definitely leaving digital traces, it is 
impossible to track you down in the “real” 
world. This game repels the theory of rel-
ativity and absorbs time. It suggests that 
you should create your own story.

ElizaBEtH mctERnan
Measuring a puddle etched in Stone
lithographic prints

Measuring a Puddle Etched in Stone is a 
1:1 scale study of the “Richardson effect,” 
a.k.a., the “coastline paradox.”

According to the coastline paradox first 
described by Lewis Fry Richardson, if one 
winds a ruler around every single pebble 
and grain of sand along the perimeter 
of an island so thoroughly intent on 
measuring the length of the coastline, 
what would intuitively appear as a finite 
length would actually unfold to infinity. 
That small, isolated world could, in fact, 
seem to go on forever. The measurement 
of a landscape can only ever approach 
our desire to grasp its absolute magni-
tude. Often, the more exacting we are, the 
further we drift from knowing.

P
R

O
C

ES
S



335
state in

 betw
een

zofia niERodzinSKa 
and RoBERta BuSECHian
formal States
performance

Formal States was a reflection on the 
most common form of artistic expres-
sion during transmediale, namely the 

“artist’s lecture.” The formal presenta-
tions that took place during the festival 
were observed and compared — the 
body language of the presenters, the 
gestures they used, the sounds they 
made, the variability in their voices, 
laughing, breathing, coughing, and their 
English (as the most common lan-
guage of communication). The physical 
elements that were used during the 
presentations were also considered: the 
stage, tables, microphones, loudspeak-
ers, projections, photos, voices, texts, 
and the audiences. In every lecture the 
distance between the knowledge-giving 
professional artist and the knowledge-re-
ceiving audience was very apparent. A 
tally of participants according to gender 
was made — two thirds of them were 
men that came principally from Western 
and Northern Europe.

The technical aspects of giving a 
presentation were noted with interest; 
but questions were raised as to the 
credibility of an artist’s lecture. Should it 
be considered in the same way that sci-
entific knowledge is? Where is the border 
between lecture and performance? How 
can an audience distinguish facts from 
the fantasy? Is it necessary to do so? 

The performance by Zofia Nierodzins-
ka was visual, with movements; Roberta 
Busechian’s was a sound installation on 
the street, improvised live in relation to 
the audience and to the street itself.
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Formal States performance with Zofia Nierodzinska.
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elzė vareikytė (dizzy Bee)
david and i
video

There are always several ways to present 
a memory. Your mind plays with it, re-
states the facts, drifts with the imagina-
tion, and adds desires. Can you be sure 
that something is an absolute truth? 
How much do you trust yourself? How 
much do you trust me?

ivaR vEERmäE
toP 100
print

TOP 100 is an informational ready-made 
based on the annual list of the top 100 
global corporations that appears in the 
American business magazine Forbes. 
Focussing on information technology 
companies and comparing their value 
and assets with other types of compa-
nies, Top 100 highlights their power. An 
important point was emphasized in 
this exercise — that more traditional 
companies still occupy many of the top 
positions on the list.

miKKo WaltaRi
i/o error
photograph, text

A dirty young man with long hair and 
an even longer beard was howling like a 
captured beast at the taxi stand in front 
of the railway station. Poor bastard, in 
torn trousers and bare feet that were blue 
from the cold, no one stopped to ask 
him why was he feeling so miserable. So 
I didn’t bother either — I had to hurry to 
an important conference about whistle 
blowing. No point in photographing such 
an anguished creature — why would I?
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Installation view, David and I, by Eglė Vareikytė. Ivar Veermäe presenting Top 100.



339
state in

 betw
een

P
R

O
C

ESS

Above: Ivar Veermäe, Top 100. Overleaf: Mikko Waltari, i/o error.
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viltė BraŽiŪnaitė
What is Real
essay

Contemporary reality exists in multiple and ever-changing states of flux. 
When considering the paradoxical co-existence of several spaces — as 
experienced in misleading translations and failed dialogues — the discon-
nect between the different complex narratives of our time perhaps might 
be measured. This implicit disconnect may be materialized through travel 
stories that are illustrated by pictures of unseen landscapes and shaped 
by memories and the imagination. New narratives — arising in the space 
between fact and fiction and developed through the intersection of people, 
cultures, imagination, and experiences along with the technologies that 
capture them — were the focus of attention at the latest MigAA laboratory.

New layers of meaning can be formed when fragments from the past 
are perceived from the perspective of the present. While exploring with 
the distance between reality and blurred memories Elzė Vareikytė gener-
ated unexpected patterns. In her video piece, David and I, she shaped a 
fictional memory about a boy she met in her childhood while traveling 
with her parents and whose picture she still carries in her wallet. Exam-
ining the photograph, she predicted David’s possible surroundings and 
transformed her appearance in order to fit in with that landscape. In the 
process of constructing a fictive documentary that re-creates a lost reality, 
she invented new pathways to connect with David. In telling the story 
of his life the video plays with the lines that divide fact from fiction: the 
structure of this film feels firmly secured in the genre of docudrama as a 
dramatic reconstruction of truth for the purposes of entertainment.

How can art visualize the differences and divides throughout society 
through the artifice of fiction? What is the difference between artistic 
expression and simply irritating or obscene gestures? Zofia Nierodzinska 
& Roberta Busechian explored this through a performance in the middle 
of the street outside the gallery. They came as close as possible to each 
other, there on the street, to do away with the distance between the audi-
ence and passers-by, merging the internal gallery event with its real-time 
exterior context.

The potential narrative trajectories that emerge between locations, ob-
jects, and characters initiated a collaboration between Tomas Sinkevičius 
and Viltė Bražiūnaitė . Two found items — a plastic bullet and the business 
card of an employee from the Nuclear Weapons Agency at the Stock-
holm International Peace Research Institute — were the two objects that 
kickstarted a synergistic story. The bullet, without a known back-story, was 
seen as a neutral object but when joined with the business card, potential 
narratives come into play. They each presented fresh ways of imagining 
fictional relationships between the two objects and invited their audience 
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to consider their own, alternative versions.
A story is not necessarily constructed by the sequencing of charac-

ters — technology suggests another way of perceiving it. Christian Heck’s 
and Agnė Matulevičiūtė’s work, ESC, provided an example of this where a 
database became a vehicle for constructing a contemporary culture and 
a network became the multi-path site for a journey. The virtual travelog 
unfolded through the playing of a computer game that questioned the 
role of identity in the digital world. A player was offered an anonymized 
conversation in the Tor network, that questioned the impossibility of trac-
es left in the “real” world. While alien lands remained unseen, new travel 
stories can be created.

The way we develop and share narratives today is multifarious and 
layered, it allows many different modes of storytelling. Those diverse 
representations always overlap and tend towards instability: reality itself is 
always complex and prone to collapse. What has changed is not the form 
of developing narratives and future scenarios, but the way in which we 
perceive and imagine new fictions as being distinct from reality.
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miKKo WaltaRi
state in between Laboratory
essay

A week in Berlin — I had never been to Berlin before, so I had no clear 
ideas of what to expect. A cultural capital of Europe, a big city with an 
interesting history, plenty of new architecture — a place every emerging 
artist should visit. At the age of forty-seven, it was about time for me to 
go there. 

The MigAA state in between laboratory facilitated a connection 
between transmediale and a group of enthusiastic young people. I knew 
most of them from recent history, and I was excited for good reason. 

What made this laboratory stand out in my mind is that most of the 
lectures were part of the festival program, and our work was directly tied 
to the festival. The situation was a kind of closed system, where inter-
actions with the outside world were limited to commuting between the 
House of World Cultures and our apartment. This was especially true for 
me — the youngsters had the energy to scout around the city at night. 

transmediale was concentrating on the “afterglow of the digital revo-
lution.” As I see it, working in such a limited conceptual space could be 
understood as a sort of reality where everything virtual is insulated from 
the real by thick walls. We were to create [our] ideas inspired by [per-
forming artists’ (often digital)] ideas about [institutional] ideas that very 
often were based on quite virtual [imagined] ideas (from government 
defense to marketing scams).

Despite the tireless efforts of our contributors on location, I had 
difficulty finding a connection between reality and these ideas. Just as a 
holiday is a getaway from the mundane day-to-day, a workshop (working 
holiday) that takes one to a new location, also isolates one from the 
everyday. I needed a getaway from the getaway — from the intensive 
program of the laboratory — just to ventilate my mind. 

My diary takes me back to the event, and helps me to remember my 
in-between state.

Only after two months had the tsunami of ideas finally calmed down, 
and I had a possibility to observe the resonances of it in my own private 
afterglow.

“The diary”

People here at transmediale seem enthusiastic about the program, but 
I am feeling more or less as an outsider. I look at the faces of people 
coming out of a seminar, they smile or look serious, but they seem to 
share an idea that the message in the seminar was acceptable. A man 
on a stage behind my back is saying to the audience that one is not 
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human if one feels like an outsider, and that one should accept that 
most of us are not (humans). I got a tattoo on my hand that says “to err 
is human.” So, what am I? 

Lots of electronic devices around here, showing this and that truth 
of our time. Even more electronic trash, diluted gold, plastic garbage, 
and some rotting fruit materially demonstrate what we are hooked to. 
But aren’t the artists themselves hooked to creating new devices of 
their own? We are obsessed about new thoughts and refreshed ways of 
expression. 

I feel like a dinosaur with my pen and black notebook (which isn’t 
even a Moleskine) among all these Macs and iPads. 

I can’t deny it, the festival program is interesting but quite confusing. 
The seats are eating in to my flesh, causing my arse to ache. Need to 
google: when was this House of World Cultures built? I have to take a 
long walk ... I want to see more of Berlin, as a tourist. After all, I am here 
in this city for the first time in my life. 

I don’t have to remind myself that I am a photographer; I am wondering 
if this is an art festival or a tech conference? I wonder if Apple is here? 
Samsung? Nokia? Anyone? Hello! (I feel a bit lost!)

I find myself consuming the dark reality of surveillance, presented 
to us by Jacob Appelbaum, Trevor Paglen, and Laura Poitras. They feel 
strongly that they are being followed by governments — governments, 
for sure, are followed by them. There, in their presentation, I find photo-
graphs — what a relief! I became interested in... this is something I can 
relate to. 

These guys belong to the company of Julian Assange, Bradley Man-
ning, Edward Snowden, Anonymous, and the like. The heroes of whistle 
blowing, the phantoms of the governmental opera, illusionists, little boys 
playing detective, the men from La Mancha — or are the government 
guys? I become even more interested in... 



34
6

st
at

e 
in

 b
et

w
ee

n
O

U
TP

U
T



347
state in

 betw
een

Admittedly, there is certain romanticism in their actions — in the 
lonely hacking and nomadic wandering, and secret information-shar-
ing — in the mystery of their doings, a secret society but not so invisible. 
Interesting how they feel confident in breaking the law for a common 
cause. No-one’s mentioned filtering any of the stolen information they 
upload to the web. 

My shock on seeing gay porno in one of the screenings could only have 
been greater had I found it turning me on! 

But these heroes — Why isn’t anyone mentioning Ukraine? — like it was 
entirely an analog rebellion, nothing to do with digital stuff? Oh, they 
did have a panel event about the Arab Spring — should have gone to 
that ... 

And so, becoming interested in the event as a phenomenon, I am pho-
tographing people — or should I say, masses, hunting for rhythm, color, 
light ... and suddenly this lady jumps into my face and begins to bitch 
about being included in one of my shots. “Why?” and “Think!” and “This 
whole event is about such things, like, you know … ?” 

Hah!, what about freedom of expression, the freedom of the press, 
and the openness of art? 

My tourist trip to Checkpoint Charlie turns out to coincide with a small 
demonstration in support of Edward Snowden — do I want to see it as a 
meaningful coincidence serving my ideas?

I want to make contact with Appelbaum and Paglen, in order to write 
lightly about their photographs for my photography-enthused audi-
ence. It just so happens that when asking about it at the press-counter 
they tell me that an interview with Appelbaum is about to begin in ten 
minutes. I have no time to prepare myself, but go in anyway. I may learn 
something by listening silently to the show of questions and answers. 

There he is, a Clark Kent-looking man talking clearly and professional-
ly about the digital spying that governments are involved in. 

Strangely, the wifi stops functioning the very moment Appelbaum 
steps into the room. A coincidence, perhaps …? I don’t want to start 
imagining things! I can no longer google background information about 
the things he is talking about. 

He has recently moved in to Berlin, because of being “watched” so 
intensely in the USA. “Think of all the Stasi surveillance in the recent 
past — it seems that we have not learned our lesson yet. There couldn’t 
be a better place, symbolically, than Berlin,” he said. 
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Afterthoughts

I am reading an interview with Laura Poitras: 

I was completely shocked when I met Snowden, and I saw how 
young he was. I literally could not believe it. I assumed he would 
be somebody much older, someone in the latter part of his career 
and life. I never imagined someone so young. In retrospect, I 
understand it... One of the most moving things that Snowden said 
when we were interviewing him in Hong Kong was that he remem-
bers the Internet before it was surveilled. He said that mankind has 
never created anything like it — a tool where people of all ages and 
cultures can communicate and engage in dialogue.1

Laura’s comments lead me to think of Herman Hesse’s Steppenwolf, 
where he writes in 1925 that 

Every age, every culture, every custom and tradition has its own 
character, its own weakness and its own strength, its beauties and 
ugliness; accepts certain sufferings as matters of course, puts up 
patiently with certain evils. Human life is reduced to real suffering, 
real hell, only when two ages, two cultures and religions overlap. 
A man of the Classical Age who had to live in medieval times 
would suffocate miserably just as a savage does in the midst of 
our civilization. Now there are times when a whole generation is 
caught in this way between two ages, two modes of life, with the 
consequence that it loses all power to understand itself and has no 
standard, no security, no simple acquiescence. Naturally, everyone 
does not feel this equally strongly. A nature such as Nietzsche’s 
had to suffer our present ills more than a generation in advance. 
What he had to go through alone and misunderstood, thousands 
suffer today.2

The US National Socio-Environmental Synthesis Center announces that 
global industrial civilization could collapse in coming decades due to 
unsustainable resource exploitation and an increasingly unequal distribu-
tion of wealth. 

1  Tatiana Bazicelli, 2014, The Art of Disclosure, transmediale/magazine Issue #2, p. 20. 
Available at http://issuu.com/transmediale/docs/transmedialemagazine_02/20 Accessed 
2014-11-22.
2  Hermann Hesse, 1927, Steppenwolf, Berlin, S. Fisher Verlag. The quotation is taken 
from Basil Creighton’s translation, 1975, London: Penguin Books, p. 28.

O
U

TP
U

T



35
0

st
at

e 
in

 b
et

w
ee

n
O

U
TP

U
T



351
state in

 betw
een

The fall of the Roman Empire, and the equally (if not more) advanced 
Han, Mauryan, and Gupta Empires, as well as so many advanced 
Mesopotamian Empires, are all testimony to the fact that advanced, 
sophisticated, complex, and creative civilizations can be both fragile 
and impermanent.3 

Loneliness, or alienation from the society, both treated and catalyzed by 
social media, by computer games, by internet shopping services, banking, 
and other errand-running. Think about the battle that is fought and won 
in the media, because we are too afraid to loose our material comfort by 
reacting any other way but liking each other’s posts while ourselves post-
ing about the absurdity of the events in Ukraine. Never mind that there 
are people at Maidan, holding hands and singing songs, showing that 
they belong together. They just might be the last remnants of true human 
collectivity.
My fear is that the great digital afterglow is yet to be seen. It will be then 
when Herman Hesse’s real hell becomes reality for the majority.
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3  Safa Motesharrei, Jorge Rivas, Eugenia Kalnay, 2012, A Minimal Model for Human and 
Nature Interaction, Available at http://www.ara.cat/societat/handy-paper-for-submis-
sion-2_ARAFIL20140317_0003.pdf Accessed 2014-11-22.
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dislocations

13–22 March 2014
Noarte Cultural Association, Paese Museo

San Sperate, Italy
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Sebastian Thewes, Untitled incorporates elements photographed in a radar control room at the 
Decimomannu military base visited during the Dislocations laboratory in 2012.
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For ten days in March 2014, sixteen international participants 
gathered in San Sperate, Italy to search for emerging shapes 
of unknown structures and phenomena, to design synesthetic 
effects, and to work on multidimensional translations. The 
laboratory offered theoretical and mediarelated leads and other 
input including field excursions and production support for  
the final project presentation at the local Museo del Crudo.

There is a variable distance between a perceiving subject and 
their environment. The aim of this sitespecific laboratory was 
to reflect on, differentiate between, and extend the possibilities 
of action in relation to the perception and cognition of frag
ments of the real.

The Noarte Paese Museo invited a group of emerging artists 
to experience San Sperate along with guests Susanna Schoen
berg and Thomas Hawranke of the Paidia Institute. As an asso 
ciation of artists and researchers — focussed on the interac
tions between virtual and material spaces and the possibility of 
creative activity in the expanse between the two — the Paidia 
Institute proposed this new laboratory with a strong orientation 
towards fieldwork.

Dislocations was organized by the Noarte Paese Museo in col 
laboration with the Paidia Institute in Cologne, Germany. The 
laboratory was supported by the EU Culture Programme 2007
2013 and Nordic Culture Point.
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Günter Baumann (DE) is 
pursuing an MA in applied 
theater studies at the Justus 
Liebig University Giessen. His 
artistic approach makes a 
strong relationship between 
theory and practice with 
an focus on the politics of 
collaboration, emancipation, 
and power structures.

Tatiana Efrussi (RU) is 
studying at the Rodchenko 
Moscow School of 
Photography and Multimedia. 
She works with the perception 
of history, the presence of 
architecture in the city, and 
the post-Soviet transformation 
of urbanism.

Karin Harasser (AT) is a 
professor of cultural studies 
at the University of Art and 
Design Linz. Her research 
examines the production 
of gender and knowledge 
in museums. She has 
completed numerous 
projects at the intersection 
of arts and science 
communication.

Thomas Hawranke (DE) 
is a faculty member at the 
Academy of Media Arts 
Cologne and is a member 
of the Paidia Institute. His 
artistic research is dedicated 
to relational space and 
perception.
www.thomashawranke.com

Francesco Marrosu (IT) is 
a professor of neurology at 
the University of Cagliari. He 
leads research on Parkinson’s 
disease, while his personal 
research interest is dedicated 
to the functioning of emotions 
on the cerebral level.

Audrius Mickevičius (LT) is 
a multidisciplinary artist and 
docent in the Department 
of Photography and Media 
Art at the Vilnius Academy 
of Arts. His main focus is 
time-based arts — film, sound, 
and photography — along with 
architecture, graphics, and 
writing.

A graduate of the Gerrit 
Rietveld Academie 
in Amsterdam, Gailė 
Pranckūnaitė’s (LT) creative 
practice uses a graphic 
design approach to transform 
language and to create 
autonomous works of art. 
www.gailepranckunaite.com 

Susanna Schoenberg (IT/DE) 
lectures on mediated reality & 
performance at the Düsseldorf 
Arts Academy. Her artistic 
production is dedicated to non-
linear narrative, expanded media, 
and alienated formats. www.
susanna-schoenberg.net

Completing a media arts MA 
at the Karlsruhe University 
of Arts and Design, Dina 
Boswank’s (DE) work 
combines sound and video 
to de-construct modernity in 
Indian discourse. 
www.schnittmengen.de 
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A Sardinian artist known 
both for his sculptural oeuvre 
and as being the father of 
Sardinian muralism, Pinuccio 
Sciola (IT) declared in 1968 
that his village, San Sperate, 
was to become a museum, 
anticipating the contemporary 
discourse on contextual or 
site-specific art.

Ivana Sidjimovska (MK/DE) 
completed an MA in space 
strategies at Weissensee 
Academy of Art Berlin. Her 
practice involves contesting 
social narratives and 
representations through 
forms of urban exploration 
that are imagined, lived, and 
performed.

Nataša Sienčnik (AT) studied 
at the University of Applied 
Arts in Vienna, Kingston 
University in London, and 
the Piet Zwart Institute in 
Rotterdam. She is working 
at the intersection of various 
disciplines and territories. 
www.natasasiencnik.com

Daniele Spiga (IT) studied 
at the University of Cagliari. 
He is an engineer-architect 
who enjoys research into 
architecture as a means 
of creative sustainable 
development.

Emma Spiga (IT) studied in 
the Department of Architecture, 
Design, and Urban Planning of 
the University of Sassari. She 
is an active member of the 
cultural organization Noarte, 
supporting its initiatives and 
cultural activities. 

Daniel Wolter (DE) is a PhD 
candidate at the Bauhaus 
University in Weimar in the 
Faculty of Arts and Design. 
He focusses on developing a 
phenomenology of landscape 
by investigating and filtering 
the dynamic flows between 
human and nonhuman 
agencies. 
stratagrids.wordpress.com

Manuela Serra (IT) earned 
an MA from the National 
Institute of Architecture in 
Rome. She is an engineer-
architect who enjoys research 
in architecture as part of the 
world of art, creativity, and 
sustainable development.
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SuSAnnA SChOenBerg
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James Robert Brow, 1991, The Laboratory of the Mind: Thought Experi-
ments in the Natural Sciences. 

Roger Caillois, 2003, Mimicry and Psychasthenia. Durham and London, 
pp.91-103.  

George Didi-Huberman, 1984, The Index of the Absent Wound (Mono-
graph on a Stain). Pp. 63-81, Cambridge.  

Georges Didi-Huberman, 1999, Contact Images, in: Journal of Compar-
ative Literary Studies. Los Angeles, Issue 3. 

Diedrich Diederichsen, 2012, Animation, De-reification, and the New 
Charm of the Inanimate. 

Vilém Flusser, 2006, Skin. 

Anselm Franke, 2012, Introduction - “Animism.”  

Gordon G. Globus, 1976, Consciousness and the brain: a scientific and 
philosophical inquiry. New York, Preface, Chapters 2, 8, and 9.

Jerome Lettvin, 1968, What the frog’s eye tells the frog’s brain, in The 
Mind: Biological Approaches to its Functions. WIlliam C. Corning, Editor, 
pp. 233-258. 

Karl R. Popper, 1977, The Self and Its Brain, Berlin, pp. 251-274.

Isabelle Stengers, 2012, Reclaiming Animism. 
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Field Work 
field trips 

This laboratory is oriented towards field work. In particular, there are two 
field trips: one to Santa Cristina and Arborea in Oristano Province and the 
other to San Basilio and San Vito, Cagliari Province. Part of the assign-
ment of interventions during the workshop include active examination of 
emerging shapes of unknown structures and phenomena, the design of 
synesthetic effects, and work on multi-dimensional translations. 

Tatiana Efrussi in the field, at the Sardinia Radio Telescope in San Basilio (Cagliari).
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günTer BAuMAnn
Folding San Sperate
performance

Folding San Sperate was an experimen-
tal arrangement that included two per-
formers, three walkie-talkies, a speaker, 
an audience, a map, and a score. As a 
performative gesture it literally folded 
San Sperate like a piece of paper along 
the Rio Concias. A map of San Sperate 
was first folded across the old and new 
village that aligned the two into one 
complex net of streets criss-crossing 
each other.

The reverse process of unfold-
ing left traces, revealed marks, and 
suggested the stopping points along 
the path taken by the two performers. 
With two routes and seven waypoints, 
walkie-talkies were used to record the 
environment at intervals along the 
way — one through the old town and 
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one through the new town. The routes 
crossed each other at Point Six in the 
Piazza Gramsci where the audience 
could sit and listen to the sounds of the 
folding/unfolding process.

dinA BOSWAnk
Transitions
on-site installation with binaurally 
recorded soundscape and four speakers

The waterflow of the Rio Concias 
that courses through San Sperate is 
controlled by two sluice gates, and the 
river bed in the city is basically an open 
concrete flume, not designed to be 
either clean or a public space. Rather, it 
functions as a blank slate for graffiti and 
other questionable activities. Around 
noon students use it as a playground on 
their way home from school and in the 
evening the benches along side it are 
filled with preening young men.

Near the main plaza there was a 
small white pedestrian bridge where 
one could easily climb down to the 
man-made river bed and take a short 
walk until one reached the end of the 
concrete and could look out onto 
an expanse of greenery. Seeing that 

Dina Boswank, a concept map for Transitions.
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Dina Boswank, Transitions, installation views along Rio Concias.
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transition as a stereotypically-staged 
pilgrimage from culture to nature, 
Transitions sought to amplify the spatial 
formations by adding sounds into the 
situation. These additional sounds 
were acquired by placing a directional 
microphone right next to my feet and 
walking through the streets, forests, 
and abandoned villages that we visited 
during the workshop.

The sounds of footsteps — straight-
forward ones, heavy ones, slow 
ones — reflect on the walls of the 
concrete river bed and seamlessly blend 
in with the surrounding sounds of birds, 
cars, chickens, screaming children, and 
airplanes to create a single dislocated 
soundscape. Or at least a dislocated 
moment in a location well-known to 
locals. The installation triggered a 
certain curiosity and an urge to discover 
the origin and direction of the sounds.

TATiAnA eFruSSi
intervention
action, installation

While being “dislocated” in San Sperate 
one could not stop following the trou-
bling news from Russia and Ukraine: 
this was the time of the referendum in 
Crimea that was to decide the future of 
the territory. Intervention arose out of 
the decision to work with the political 
anxiety that was carried all the way to 
Sardinia.

Equipped with a box decorated as a 
portable ballot box, a radio transmitter, 
and a pile of ballots, an election was 
organized among passers-by. People 
were asked to answer the same set of 
questions that were proposed in the 
Crimean case: would they rather prefer 
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that the Russian Federation annexes 
Sardinia or do they prefer to maintain 
the status quo as part of Italy. The 
voting “booth” was moved from one 
part of town to another, all the while mi-
cro-transmitting announcements along 
with pro-Russian propaganda on the 
frequency of a popular local radio sta-
tion. The results of the referendum — a 
victory for the Russian proposal — were 
tallied and published in the local news-
paper.

The project was presented in the 
form of a installation celebrating 
the triumph. It included silent video 
documentation of the action styled as 
TV-reportage, a recording of the radio 
broadcast, the ballot box that was never 
opened, and the newspapers, hanging 
like flags. A pile of ballots was placed by 
an urn and visitors could participate in 
the leading-to-nowhere process.

TATiAnA eFruSSi
understanding Architecture
performance

During the workshop a portable set of 
data-collection tools was assembled 
that provided an almost unbearable 
distortion of normal human sensory 
abilities and that provided a sense of 
more or less complete isolation. The 
system consisted of a thermographic 
(infrared) camera connected to a heads-
up VR-display along with an electronic 
sniffer with headphones. During the 
performance Understanding architec-
ture I used it to examine one of the 
places that I explored in San Sperate: 
a quasi-modernist residential building 
that I found to be the most interesting 
in the whole town and that the popu-
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lace regarded as the most ugly. Their 
perception was influenced mostly in 
relation to the owner of the house: my 
perception was formed by a personal 
mythology built up around a modern-
ist utopia. Using the special sensory 
apparatus, I made a tour around the 
building, delving deeper into my highly 
subjective notion.

audriuS miCkevičiuS
dislocated Films
wearable objects

Dislocated Films explored non-linear 
film and alternative narrative structures 
that might convey intimate subjective 
experiences and emotions as well as a 
subtle sense of mental dislocation. It 
investigated how the forced physical 
dislocation of people influences and 
affects their mental state. It relates 
to another project currently in devel-
opment (possibly a documentary) 
about prisoners facing life sentences 
in the Vilnius Lukiškės prison. There 
are around one thousand prisoners 
there and the majority of them were 
incarcerated for committing homi-
cide. There is a group of ten prisoners 
in a knitting group coordinated by a 
prison psychologist. They deliver their 
knitted products as a social donation 
to welfare recipients. Socks, gloves, 
and scarves become the storytellers 
and main characters of the project and 
as well as the mediators between two 
worlds: prison and free society. In such 
a situation it would seem possible to 
record a specific interchange between 
these two worlds and to transmit the 
lifers’ message to society about their 
attempts to change.

Audrius Mickevičius, Dislocated Films, wearable 
knit video tapes from various sources.
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Gailė Pranckūnaitė, B-Level, in the field.
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Gailė pranCkŪnaitė
B–level
video installation

To divide the situation into two basic cat-
egories: the Dislocations laboratory con-
fronted one with both technological tools 
and rich wild landscapes. In a way, the 
two went together well, the tools we were 
provided with opened up possibilities of 
seeing and experiencing the locations in 
a specific way — as if being on a mission. 
That is, a mission that you yourself might 
only grasp in the present tense.

B–Level is a selection of video material 
captured on the locations of our field 
work and screened using multi-layered 
projections. The selection is based on 
four criteria: the number of projections 
(0–5); the percentage of reality within the 
projections; the set-up conditions; and 
the subjectivity percentage of personal 
opinion. The final video was presented in 
a dark space using one monitor and one 
projector running simultaneously.

ivAnA SidJiMOvSkA
Transient Ambiences
intervention

Transient Ambiences was a playful mobile 
laboratory that took place in a public 

space, with the objective to gather 
sonic observations, occurrences, 
and moods. Using binaural micro-
phones — and at the same time using 
GPS to track the recorder’s move-
ment — sounds were recorded while 
walking in many different surroundings 
(urban spaces, a dairy farm, an aban-
doned village, the beach, and so on). 
The field recordings were processed 
into an audio game — a sort of naviga-
tor involving random itineraries with 
many turns and stops. The audience 
was invited to replay the soundwalks 
in these sonically dislocated environ-
ments. By merging and layering the 
direct and momentary experience of a 
place with the field recordings and the 
walking routes, a singular performative 
reality was created.
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nataŠa Sienčnik
Calibration
eight-channel audio installation

Calibration consisted of eight ceram-
ic objects with integrated speakers 
that hung from the ceiling, creating a 
spatialized installation. A male voice 
singing a variation of two alternating 
tones came from each speaker that 
resulted in either a harmonic, or a dis-
sonant chord progression. The voices 
derive from recordings that were 
made during the practice session of a 
local polyphonic choir from Semmine, 
Sardinia. Using binaural microphones 
and standing very close in front of 
each singer, a very intimate moment 
was archived, representing the tuning 
or calibration of the choir. By walking 
through the installation visitors could 
physically get closer to each one of the 
voices, revealing an intimate instance 
completely dislocated from its original 
expression.

dAniel WOlTer
Set-up eeg
installation

An experimental EEG device was 
developed based on an available 
EEG sensor and software that could 
interpret the sensors data (electro-
magnetic brain waves) as different 
human moods. The goal was to 
discover if the electromagnetic fields 
around nonliving things — for exam-
ple, a stone — could be measured and 
then interpreted by the software. Even 
though the software readouts were 
purely speculative and not empirically 
valid, the stone reacted and its chang-
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Nataša Sienčnik, Calibration, installation view in the Museo del Crudo.
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ing moods were observed. Intending to 
deepen the connection between mind 
and earth, a second set-up was created, 
using video clips of a Sardinian river. 
Recorded at different points along the 
riverbed, the video gauged the water 
flow within that specific part of the river. 
Wifi transmissions made while “surfing” 
along the river coordinates in Google 
Maps were picked up with a special an-
tenna and sonified to replace the natural 
water sounds on the video.
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SuSAnnA SChOenBerg 
Some notes On dislocated 
prospecting1

essay

Dislocations is the title of a temporary art laboratory2 dedicated to the idea 
of dislocation as a material jump or rift to be found in the perceptual ap-
paratus of the so-called subject as well as in the environment the subject 
is exploring. In the methodological perspective of the laboratory disloca-
tions were not only assumed to be existing and observable, they were to 
be designed as part of a “constructivist” research process.

To spot emerging shapes of unknown structures or phenomena, to 
design synaesthetic experiences, to practice multi-dimensional trans-
lations: these were some of the challenges that the invited artists were 
asked to integrate into their sketches and performances. The program 
required an explorative bias, combining specific recording and monitoring 
techniques,3 abstract landscapes and cropped architectures,4 lectures,5 
and broad-spectrum readings from neurology to aesthetic animism.

1  The author has to thank colleague Thomas Hawranke and the participant artists for 
specific statements integrated in this text.
2  The laboratory took place in March 2014 in Sardinia and was lead by Susanna 
Schoenberg and Thomas Hawranke, both engaged in the Paidia Institute in Cologne. 
The Institute is a platform for art and research focussing the interactions between 
virtual and material spaces and the potential of action these interactions might offer. 
Dislocations was produced in San Sperate and its surroundings by Noarte Paese Museo 
(http://www.paesemuseo.com).
3  The technical side the laboratory introduced the use of mobile devices including ul-
trasonic sensors, electronic sniffers, frequency detectors, radio transmitters, directional 
and binaural microphones, thermographic cameras and VR-displays. Participants were 
also introduced to the subject of brain-computer Interfaces. Several art works using this 
technology were presented as well as a simple setup to sense and record alpha brain 
waves. Participants tried Emotiv-EEGs: One of the first exercises was to connect and 
trigger the playback of a video by opening and closing the eyelids.
4  The group travelled to destinations almost chosen as abstract spaces, geometric 
shapes, and functional diagrams. They visited the holy fountain of Santa Cristina; some 
stone towers of the Nuragic Age; the area around the San Basilio radio-telescope;
the historic center of Cagliari; the beach of Arborea; a highly automated dairy farm; and 
the abandoned mining village of San Vito.
5 The theoretical or conceptual part of the laboratory was built on a lecture given by 
Prof. Karin Harasser (University of Art and Design Linz) on semi-sovereign agency with-
in technology. A lecture on emotions and how they can be located in the brain was given 
by neurologist Prof. Francesco Marrosu (University of Cagliari). Guest artist Audrius 
Mickevčius (Vilnius Academy of Arts) contributed with a lecture on the aesthetic of 
death. Introductory lectures were given by Susanna Schoenberg on the idea of openness 
and the attitude of investigation, and by Thomas Hawranke on brain-computer-interfac-
es and their application in artistic projects.
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Dislocations project presentation at Contemporary Art Ruhr, Essen.

Orienteering

The dislocation as this supposed and demanded gap in the structure of 
reality itself can be seen as related to different possible “scales of the dis-
course”: how many autonomous entities are involved in the setup? How 
many cuts and interactions are to be differentiated in the given frame-
work? Both as theoretical reference and as possible investigational prac-
tice Vilém Flusser’s Leibkarte or skin-map6 played an important role in 
developing the program of this laboratory. Philosopher Flusser converted 
the conflict between subject-oriented and objectivist schools of thought 
into a three dimensional reality, a reality of bodies. The traditional sub-
ject-object separation — assuming that there is one subject clearly sepa-
rated from everything they can perceive as an object — is bridged by the 
idea of a (gradient) subject in space, made of a cognitive kernel and some 
sensorial extensions with different attitudes of being near to the subject 
or near to their environment. As far as the eye is closer to the cognitive “I” 
while the fingers or the liver are closer to the environment, understanding 
and acting the environment means for the subject to orientate themself 
through their own body first. To force the separation of different tracks of 
perception — first of all to dislocate as much as possible the pole-position 
of the eye under the strongest “I”-cognitive-sensors — were declared aims 
of the laboratory.

6  Vilém Flusser, 2000, Von den Möglichkeiten einer Leibkarte, in Lab Jahrbuch 2000 für
Künste und Apparate, Cologne; and Vilém Flusser, 2006, Skin, in Flusser Studies 02, 
(http://www.flusserstudies.net).
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Relocating

Acoustic recording and sonification was a relevant component of our 
work in the field. Binaural recording — with its ability to preserve some 
spatial information within the perception of sound — and directional re-
cording were used as sculptural techniques able to enforce the experience 
of leaving a mark on matter while walking, for example encapsulating 
the subject in their body with headphones. To compensate for the strong 
solipsistic tendencies of audio-recording, the use of short-range ra-
dio-transmitters introduced the idea of a “transfer of reality” — operating 
between different subjects — which became particularly relevant in three 
of the projects. The realization of Transient Ambiences — sound walks in 
public spaces by Ivana Sidjimovska — combined binaural recordings in 
different surroundings (a milking farm, an urban scene, the area around 
a radio-telescope, an abandoned miners’ village) with GPS-tracking. The 
gathered locative data was translated into a navigation plot including ran-
dom itineraries, turns and stops. These edited navigation tracks address 
an audience asked to restage the walks in translocated environments 
where they can experience mixed relational spaces and soundscapes.

Transitions — a sound installation for public space by Dina 
Boswank — started with recordings of steps made on different surfaces 
during the laboratory. The recordings were used for a sound installation 
placed in the concrete bed of the Rio Concias in San Sperate. Walking 
along the line of speakers, visitors could get an “image” of the spatial 
shape of the steps walking: through the sonic variations of a repeated 
action, by the offset of the “artificial” added foreground and the “natural” 
background, and through the absolute dislocated of the soundscape.

Folding San Sperate — a concept that drove a site-specific action by 
Günter Baumann — was an experimental set-up that included two per-
formers, three walkie-talkies, a speaker, an audience, a map and a score. 
Folding San Sperate like a piece of paper along the line of the Rio Concias 
is a performative gesture: The map of San Sperate is first folded in order 
to divide the village into old and new part, and afterwards aligned into a 
complex net of streets impressing on each other. 

The reverse process of unfolding left traces, revealed marks, and sug-
gested the stopping points along the path taken by the two performers. 
With two routes and seven waypoints, walkie-talkies were used to re-
cord the environment at inverse intervals along the way — one through 
the old town and one through the new town. The routes crossed each 
other at Point Six in the Piazza Gramsci where the audience could sit 
and listen to the sounds of the folding/unfolding process.7

7  Quoted from Günter Baumann’s concept paper, folding san sperate, 2014.
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Documentation of the Transitions sound installation by Dina Boswank.

Günter Baumann, Folding San Sperate. Ivana Sidjimovska, Transient Ambiences.
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8  Nicolas Bourriaud, 2009, Radikant, Berlin.
9  Quoted from Nataša Sienčnik’s concept paper, Calibration, 2014.
10  Quoted from the lecture by Karin Harasser on the reasons of a semi-sovereign subject 
and the idea of para-human agency.
11  Something reducing the autonomy of the subject acting: cf. Bruno Latour, , 2005, 
Reassembling the Social — An Introduction to Actor-Network-Theory, New York.

Intersubjectivity

These three projects used sound as a medium to determine a transition 
in space and a transition between different subjects: the perceiving re-
cording subject, the ideal origin; and the perceiving dislocated subject, 
the ideal destination. Of course there are different “declinations” of 
what is the measuring unit of a subject: if Sidjimovska is setting up a 
one-to-one translation, Boswank is already socializing the dislocated 
effect as an ambient value. Baumann for his part is negotiating the 
subject already at the origin, setting up a collaborative intersubjectivity 
which is partial — the use of walkie talkies does not permit simultane-
ous transmitting by both players. The intersubjectivity is also polar-
ized — the idea of the division between old and new town itself refers to 
a real symbolic conflict in the local community.

Another project referring to a practice of intersubjectivity or “trans-
lation for” the local community in the sense of Nicolas Bourriaud’s 
radicant8 was realized by Nataša Sienčnik: Calibration consists of eight 
small ceramic objects with integrated speakers which are hung from 
the ceiling. Each speaker plays back a male voice singing a variation 
of two alternating tones, which in total results either in a harmonic, or 
a dissonant, chord progression. The voices were recorded during the 
rehearsal of a local polyphonic choir. 

Using binaural microphones and standing very close in front of 
each singer, a very intimate moment was archived, representing the 
tuning or calibration of the choir. By walking through the installation 
visitors could physically get closer to each one of the voices, re-
vealing an intimate instance completely dislocated from its original 
expression.9

Semi-sovereignty

On which kind of subject did Dislocations focus exactly? Not the rational 
autonomous subject from a Western enlightenment-based tradition. To 
assume that there is always “something co-acting while we are acting”10 
is an intrinsic constitutional attitude for a laboratory of this nature. Be-
cause of the deliberate overstatement of technology, where technology 
can be seen as an entity re-distributing the action11 and as the vehicle 
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12  The ability to give a response, the capacity to be affected by others: cf. Donna 
Haraway, 2008, When Species Meet, Minneapolis.
13  Concluding his lecture Francesco Marrosu admitted that there is no real norm for the 
functional organization of a brain: as product of “inscription” of action one brain is not 
really comparable to an other.
14  Quoted from Tatiana Efrussi’s concept paper, Understanding Architecture, 2014.

Nataša Sienčnik: Calibration

for active shifting or extending the subject’s response-ability,12 for (re-)
designing one’s own openness. Even the subject’s brain can be seen as 
a self-constructed and self-constructing architecture in which experience 
with the outside is inscribing the cognitive identity of the brain itself.13

In her public space performance Understanding Architecture, Tatiana 
Efrussi constructed a specific action based on “data-collection tools ... 
that provided an almost unbearable distortion of normal human sensory 
abilities and that provided a sense of more or less complete isolation.”14 

The system consisted of a thermographic (infrared) video camera con-
nected to a VR-display and an electronic sniffer with headphones. Efrussi 
wore the sensorial equipment in different field work situations, finally 
using it as a set-up of inquiry for a very specific item of interest in San 
Sperate: 

Gailė Pranckunaitė, B-Level.
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a quasi-modernist residential building that I found to be the most 
interesting in the whole town and that the populace regarded as the 
most ugly. Their perception was influenced mostly in relation to the 
owner of the house; my perception was formed by a personal mythol-
ogy built up around a modernist utopia. Using the special sensory 
apparatus, I made a tour around the building, delving deeper into my 
highly subjective notion.15

Documented through the video work B-Level by Gailė Pranckunaitė, a 
similar attitude to perform inquiry as the interaction or “collaborative” ac-
tion that the artist needs in order to work on her self is seen: both trying 
to understand her own preferences and trying to design more objective 
shapes for her subjectivity. Pranckunaitė completely adopted the idea 
of being on a mission, as she says: “that you yourself might only grasp 
in the present tense.”16 B-Level is a selection of video material the artist 
recorded on the sites of fieldwork using multi-layered projections. “The 
selection is based on four criteria: the number of projections (0–5); the 
percentage of reality within the projections; the set-up conditions; and the 
subjectivity percentage of personal opinion.”17

Both projects typify some idea of staging an evident practice of “creat-
ing an objective reality” beyond the (theoretic) limits of a subjectified one: 
reality is always acted, as far as objects do not precede their interaction, 
rather, they “emerge” through particular inter-actions.18

Epiphenomena (the ghost in the machine)

To the emerging objects of the laboratory belongs the newest of Audri-
us Mickevičius’ Dislocated Films: the VHS-tape of the film Post Tenebras 
Lux (2012) by Mexican filmmaker Carlos Reygadas was knitted into an 
(unfinished) video-scarf. In relation to this practice Mickevičius explains 
he is actually investigating “how the forced physical dislocation of people 
influences and affects their mental state.”19 In particular he is referring 
to a group of life-sentenced prisoners in Vilnius Lukiškės prison who 
knit socks, gloves, and scarves for charitable donation. As the objects 
communicating between the two worlds — a regimented one and a 
civil one — knitting should become the medium of the artist’s project. 
Mickevičius’ ambition is to develop “alternative narrative structures that 
might convey intimate subjective experiences and emotions as well as 

15  Ibid.
16  Quoted from Gailė Pranckunaitė’s concept paper, B-Level, 2014.
17  Ibid.
18  In the sense of agential realism: cf. Karen Barad, 2012, Agentieller Realismus, über die 
Bedeutung materiell-diskursiver Praktiken, Berlin.
19  Quoted from Audrius Mickevičius’ concept paper, Dislocated Films, 2014.
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20  Quoted from Daniel Wolter’s concept paper, Set-Up EEG, 2014.
21  Hito Steyerl, 2010, A Thing Like You and Me, e-flux journal 15. http://www.e-flux.com/
journal/a-thing-like-you-a nd-me/.
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a subtle sense of mental dislocation.” He hopes to collaborate with the 
prisoners’ knitting group and film in the prison. Mickevičius is using his 
own video collection as further material for knitting.

But how concretely might mental states be conveyed? As the moni-
toring of brain activity should have revealed, there is a gap between the 
physical evidence of a particular state and the mental awareness of it: for 
example, the intention of an action becomes “visible” in the brain before 
the actor “knows” about it.

The relationship between physical and mental states or events is an 
explicit issue for Daniel Wolter’s installation Set-up EEG. Wolter devel-
oped an experimental arrangement made of an EEG sensor combined 
with an interpretative software which visually suggests human moods by 
measuring electromagnetic brain waves. Wolter’s aim was “to discover 
if the electromagnetic fields around nonliving things — for example, a 
stone — could be measured and then interpreted by the software.” He 
states: “Even though the software readouts were purely speculative and 
not empirically valid, the stone reacted and its changing moods were 
observed.”20

To subject a stone through the use of software is not that different 
than to do it with a human being. Why should it not be a thing? An object 
without a subject? A thing among other things?21
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6–13 May 2014
Podium Project Space
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Poster inviting the public to the Food — Biotechnology — Neocolonialism public event.



389
Food —

B
iotech

n
ologies —

N
eocolon

ialism

For one week in May 2014, ten international participants came 
together in Oslo to experience edibles and “livables.” The ethics 
of patenting live organisms and questions around food control 
and eugenics were some of the issues for discussion in this la 
boratory on the power relations between food, biotechnology, 
and neocolonialism.

Food is central to life and access to food for all is central to 
modern civilization. Human knowledge and skills in the cultiva
tion and preparation of food, sharing it in social gatherings, our 
care and nourishment of each other using it, are all aspects of 
our relationship with food that is interwoven across generations, 
cultures, and traditions. Food is one of the seeds of the self.

The laboratory was led by Juan Pablo Díaz with support from 
Ignas Krunglevičius and Mindaugas Gapševičius. The time to
gether was divided between field trips to explore local gardening 
initiatives along with cooking sessions and individual working 
periods. The laboratory ended with a public event in the Podi
um Project Space.

Food — Biotechnologies — Neocolonialism was organized by the 
Lithuanian Interdisciplinary Artists’ Association in collabora
tion with the Top e.V. Association for the Promotion of Cultural 
Practice in Berlin and the Institute for Colour in Oslo. The la 
boratory was supported by The Ministry of Culture of the  
Republic of Lithuania, the Lifelong Learning Programme, and 
the Nordic Culture Point.
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Amber Ablett (UK/NO) 
is studying at the Bergen 
Academy of Art and Design. 
Through a research-based 
practice incorporating 
performance, text, film, and 
sound works, she questions 
whether the self and language 
are both social constructs.

Juan Pablo Díaz (CO/DE) 
completed an MA in the 
Institute for Art in Context 
at the Berlin University of 
the Arts. He researches 
decentralized structures and 
systems, collective work, 
hierarchies of power, and 
questions about the properties 
of knowledge.

Fiona Flynn (UK) is an 
artist, researcher, writer, 
editor, and teacher, living 
in Peckham, South London. 
At present, her practice is 
concerned with agency and 
commonality within human 
experience.

Mindaugas Gapševičius (LT/
DE) earned his MA at the 
Vilnius Academy of Arts and 
is currently doing MPHIL/
PhD at Goldsmiths University 
of London. He is engaged in 
futuristic themes and takes a 
critical position on contemporary 
neoliberal tendencies. 
www.triple-double-u.com

Kim Dotty Hachmann (DE) 
studied visual communications 
and fine arts at the Art 
University Kassel, focusing 
on new media. She invents 
fantastic scenes and places to 
answer questions concerning 
the topic of family. 
www.kimdottyhachmann.de

Persefoni Myrtsou (GR/DE) 
is pursuing an MA at the 
Institute for Art in Context at 
the Berlin University of the 
Arts. She is interested in the 
ways in which visual artists 
perceive and appropriate 
physical and non-physical 
space. 
www.persefoni.co.uk

Matthias Roth (DE) studied 
visual communication at 
the Art University Kassel. 
His research interest 
is on agricultural lands 
(Agrarlandschaftsforschung). 
www.rolux.de

Lina Rukevičiūte· (LT) is a video 
artist and a graduate of Saint 
Martin’s School of Art. Her 
work focuses on particular 
subjects of cultural identity and 
the perception of material and 
immaterial environments. 
www.vejai.net

Brian Degger (AU/UK) is an 
art and science practitioner, 
with a PhD in molecular 
biology. His interest in science 
has become more about 
science-as-a-culture than 
science-as-experimentation. 
www.transitlab.org

P
A

R
TI

C
IP

A
N

TS



391
Food —

B
iotech

n
ologies —

N
eocolon

ialism
P

A
R

TIC
IP

A
N

TS

Stefanie Simmen (DE) studied 
visual communications and 
fine arts at the Art University 
Kassel. When addressing the 
topic of society, she uses 
performance, video and 
interdisciplinary media forms.
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Juan Pablo Díaz and Persefoni Myrtsou preparing tamales.
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perSeFOni MyrTSOu
labneh Cheese
recipe

Labneh cheese is a Greek yogurt that has been strained to remove the 
whey, as a result, it has a relatively thick consistency.

Ingredients
½ liter plain full-fat milk yogurt or soy yogurt
½ tsp salt or caster sugar
Flavoring of your choice: lemon or orange zest, crushed coriander and 
cumin seeds, chopped herbs, dried fruits, whatever

Cut a large square of cheesecloth or muslin around 40 cm (15") in diame-
ter. Moisten it and use it to line a colander or sieve, making sure it hangs 
over the edge a bit. Place this over a decent sized bowl. 

In another mixing bowl, mix the yogurt and salt (or sugar) and any oth-
er flavoring you’ve chosen. Mix them well. Traditionalists like this cheese 
to be pungent, so feel free to experiment with different blends to find your 
own preference. 

Spoon this mix into the cheesecloth, bring up the corners and tie the 
square tightly with a long piece of string, then hang it over the bowl so 
that the excess liquid can drip into it. You can weigh down the cheese 
with a plate and heavy can on top, or let it drain by itself. 
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It needs to hang for at least 15 hours in a cool place. The longer it’s 
left, the firmer it becomes, but you can speed it up by squeezing it to 
force the liquid out.

When it’s ready, unwrap what is now cheese and drain any excess 
liquid. This is the whey while the remaining cheese forms the curds. Tip 
it onto a plate or into a bowl. If you prefer, you can beat fresh herbs or 
dried fruit into the cheese at this stage rather than at the beginning, 
though this will change the consistency of the cheese. 

Keep it in the fridge for up to four days, covered with cling-wrap. If 
you roll the cheese into small balls and put them in a sterilized jar with 
good olive oil and some rosemary or thyme stalks or spice seeds, it’ll 
keep for a week or two in the fridge. Allow it to marinate for a day before 
eating. 

This cheese spreads well on fresh bread and crackers, or on its own or 
as a dip, and it’s also nice on top of steamed vegetables. 

BriAn degger
Mizithra
recipe

Mizithra is a cottage cheese made with sheep or goats milk.

Ingredients
1 liter of full fat milk 
Lemon juice or vinegar
Salt or any other seasoning 
Cheesecloth, muslin, or any other loosely woven cloth

Bring the milk to boil and keep stirring. Remove it from the heat and 
while continuing to stir, slowly add drops of lemon juice or vinegar. This 
will sour the milk. When it has reached a heavy consistency, pour it into 
the cloth and strain it, adding salt and any other seasoning. 

IN
P

U
T



39
6

Fo
od

 —
B

io
te

ch
n

ol
og

ie
s 

—
N

eo
co

lo
n

ia
li

sm

BriAn degger
Sima
recipe

Finnish spring mead, a lightly fermented lemonade.

Ingredients
4 liters water 
The zest of two large lemons 
½ cup brown sugar and ½ cup of white sugar and extra sugar for the 
bottles
¼ tsp of yeast and a handful of raisins 

This is enough for around 20 glasses.

Bring the water to a steady boil and put the lemon zest in a large glass 
or plastic container (not metal but it must be heat-proof). Peel off the 
bitter inner white rind of the lemons and then slice them and add to the 
zest with the brown and white sugar.

Pour the boiling water into the container with the lemons and sugar. 
Let it cool to lukewarm, then stir in the yeast. Cover and allow it to sit 
at room temperature between 24 and 48 hours until surface begins to 
bubble slightly.

Strain it into clean glass bottles, quart jars or plastic containers. Add 
half a dozen raisins and another teaspoon of sugar to each bottle. Seal 
each one tightly and refrigerate from two to five days. The sima is ready 
when the raisins float to the top of the bottles.
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BriAn degger
Sour dough
recipe

Ingredients
1½ cups dark rye flour
8 cups bread flour
4½ tsp yeast
2 cups warm water
Salt and sugar

To malt the dark rye flour for the bread, put one and a half cups of dark 
rye flour in a bowl and pour two cups of almost boiling water over it. Cov-
er it and leave overnight in a warm spot.  

The next day, add four and a half teaspoons of yeast (or two packs 
of dried yeast), along with two cups of warm water, three teaspoons of 
salt, and two teaspoons of sugar. Stir well and then beat in eight cups of 
bread flour, a little at a time, to make a heavy, sticky dough. If you need 
to, sprinkle more flour over it to help get it out of the bowl to knead and 
shape into a loaf.
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BriAn degger
Finnish Sourdough rye Bread
recipe

Finnish sourdough rye bread has a long history in Finland, it’s a true na-
tional treasure. The preparation to create the proper sourdough starter 
takes several days, but it can be frozen and held for up to a year. Once 
created, a great starter dough is something to be passed down through 
generations. 

Ingredients
Soaker
6 slices regular Finncrisp crispbread, crushed
1 ½ tsp active dry yeast
½ tsp sugar
1 ½  cups warm water
1 cup of rye flour

Mix the yeast, half teaspoon of sugar, and warm water in a bowl and let 
stand for ten minutes. Add one cup of rye flour and the crushed Finn-
crisps and mix until smooth. Cover and let it stand in room temperature 
for half a day to ferment. Stir a few times to help it along.

Rye sourdough starter
1 ½ cups water
½ cups of rye flour

Mix another one and a half cups each of rye flour and water in the soak-
er and let it stand, covered, at room temperature for another day, then 
take half a cup to keep. You can keep it in the freezer for up to a year. 
Note: If you already have an existing rye sourdough starter, mix it with 
one cup of water and a ¾ cup of rye flour and let stand for half a day.

Rye bread dough 
2 ½ tsp dry yeast 
¼ cup warm water
1 tsp sugar
1 ½ tbsp salt
4 ½ cups rye flour

Mix the yeast, warm water, and sugar in a bowl and let it stand for ten 
minutes then add it to the starter. Add salt and rye flour to the dough in 
small amounts, then knead it until smooth and elastic. Cover and let it 
stand for around two hours or until it’s doubled in size.
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Cut the dough in three pieces and on a well-floured baking surface 
knead a few times. Shape the dough to three round loaves and place 
them on a non-stick baking pan. Cover and let them rise again for about 
an hour.

Poke around your loaves with a fork and bake in a hot oven (425 
degrees F) for between forty-five minutes to an hour, until the crust is 
brown and the bread sounds hollow when tapped on the bottom.

JuAn pABlO díAz
Tamales (Arriero Style)
recipe

The tamale or tamal is a traditional Latin American dish made of masa 
(a starchy dough, usually corn-based) which is steamed or boiled in 
a leaf wrapper that is discarded before eating. They can be filled with 
meats, cheeses, fruits, vegetables, or chillies. They originated in Mesoa-
merica around ten thousand years ago as a portable food in the Aztec 
and Maya civilizations, as well as the Olmeca and Tolteca before them, 
often to support their armies, as well as for hunters and travelers. 

To make fifteen small tamales:

Ingredients
Marinade
½ white onion
4 spring onions
5 cloves garlic
4 tbsp all-purpose seasoning 
2 cups water
Salt and pepper to taste

Filling
1 lb pork ribs, cut into 15 pieces
1 lb other pork meat to your liking, cut into 15 pieces 
1 lb pork belly, cut into 15 pieces 
4 medium red potatoes, cut into thick slices
4 medium carrots, cut into thick slices
15 sprigs Italian parsley 

Water
Banana (or other leaves)
Butchers string
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The night before, mix your marinade ingredients and cover your pork 
meat and leave overnight in the fridge. If you’re using frozen leaves, 
you’ll need to defrost them.

Guiso (seasoned sauce)
2 tbsp olive oil
½ white onion or three shallots, finely chopped
2 cloves garlic, finely chopped
½ red pepper, finely chopped
Chicken bouillon
1 tsp of all-purpose seasoning 
4 tomatoes, seeded and finely chopped
Salt and pepper to taste

In a large pan, heat the olive oil and add the onion, then the garlic, red 
pepper, and then the chicken bouillon, and seasoning. Stir well and 
cook for about five minutes or until the vegetables soften then add the 
tomatoes and simmer.

Masa (Dough)
8 cups of water 
1 chicken bouillon 
1 tbsp all-purpose seasoning 
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2 cups pre-cooked white corn meal 
1 cup frozen or raw sweet peas
Salt to taste

Add chicken bouillon and any other seasoning to a large pot of water, and 
heat it, but not to a boil. Slowly add the pre-cooked cornmeal and stir 
until it looks like thick oatmeal, and then add the peas and mix in. 

Cut the leaves into rectangles around 20 cm in length and clean both 
sides with a damp cloth. If they’re stiff, you can pass them through a 
stove burner set to medium low for a few seconds to soften them and 
stop them from cracking. 

Each banana leaf should be on a flat surface with the veins facing 
up, and spread around ¼ cup of masa over the leaf with a spoon. Add a 
tablespoon of guiso, then a sprig of parsley, then a slice or two of potato 
and carrot, then a piece of pork rib, another of pork meat and a piece of 
pork belly. 

Fold the sides of the leaf together in the centre and tuck them in, 
folding in the top and bottom sides as well and tie them up with butcher 
string.

Steam the tamales in a large pot over salted, boiling water (a tamalera), 
holding them in a steam rack to keep them in the steam but above the 
water. Keep them on a low heat for around two hours, checking every half 
an hour that the water doesn’t evaporate. When they are cooked, let them 
rest for a few minutes, then unwrap them and eat with Colombian hot 
sauce, or if they’re for breakfast, with hot chocolate. 
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AMBer ABleTT
recipe Swap
installation

While Podium visitors were offered 
things to taste and the chance to find 
out more about the connection be-
tween cultural histories and food, they 
were also asked to provide a recipe 
or a personal story that was linked to 
food — perhaps a favorite meal that they 
had learned by heart or a traditional 
dish that reminds them of home. In 
exchange they would get a token to try 
one of the dishes that the laboratory 
participants had created as well as a 
recipe card, so that they could save 
the recipe of that dish for themselves. 
By the end of the evening a variety of 
recipes and stories were collected and 
the exchange process had opened up 
interesting discussions about way we 
see the food we eat.
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BriAn degger
Fermentation is a dish Best Served
installation

We are surrounded with biological 
technology, we just don’t recognize it 
as such. Genetic engineering or genetic 
modification is just one of a profusion of 
techniques that humans use to produce 
food, medicine, entertainment, compan-
ionship, and other life enhancements.

In this context, it was appropriate to 
examine the bio-technologies that have 
been around for the longest time, that 
is, microbial fermentation of foodstuffs. 
All cultures have their own version of fer-
mentation be it tea, beer, bread, cheese, 
tempe, salami, chocolate, and coffee 
among many others. During the residen-
cy in Oslo a number of quick fermenting 
foods were made — the Finnish lemon-
ade sima and rye sourdough, along with 
many soft cheeses that were served at 
the collective event ending the laboratory.
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JuAn pABlO diAz
Fortune Maize Tamal
dish

Arising from the idea that art is a social 
instrument used to analyze the rela-
tionship between human behavior and 
its natural context, this action intended 
to contribute to and to pose questions 
about biopolitics, food sovereignty, and 
cultural identity in the Anthropocene 
debate. As one outcome for this collab-
orative MigAA laboratory Fortune Maize 
Tamal deals with the issue of eating as a 
field of political action. After an expe-
dition through different local markets 
and immigrant grocery shops around 
Oslo in a hunt for the necessary ingre-
dients — some of them coming from 
agri-monocultures over ten thousand 
kilometers away — the tamal was pre-
pared from Latin American maize and 
other makings. 

FiOnA Flynn
essential ingredients
drawings

In order to focus on a few essential 
ingredients, an eggplant, a tomato, and 
an onion were drawn from scratch on 
the phone. The sketches made one 
think about the essence of the original 
vegetables, their textures, and their feel. 
Drawing the three involved a lot of labor 
and deliberation, like the recipes that 
they represent. It was hard work, just as 
a lot of cooking is hard work. Getting the 
finish right is a bit like cooking, the sheen 
is almost everything. Almost, but what 
really matters in the end is the finish, the 
flavor. Getting that part right in a black 
and white illustration was very hard. 
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FiOnA Flynn And  
perSeFOni MyrTSOu
Moussaka, Cheese, and Booze
action

It’s fashionable to consider our foods 
as central to each of our respective 
cultures — cheese as a marker of place, 
cocktails as badges of cultural sophis-
tication. In reality, of course, each indi-
vidual ingredient, the process of mixing 
those ingredients, and the passing on 
of recipes is a far more complex affair. 
Through the “medium” of moussaka, we 
demonstrated that the traditions and 
cultural identities of the food we make 
and eat is an interwoven web of migra-
tion, trade, technology, politics, and 
desire.
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kiM dOTTy hAChMAnn And 
STeFFi SiMMen (FOrMFuTure)
don’t Feed the pusher
video installation

Seeds are the oldest and most powerful 
data storage devices ever created. They 
should be considered as open source in-
formation but right now they are locked 
up in a “seed bank” deep down under-
ground in the far north of Norway. 

The performative video Don’t Feed 
the Pusher explores the institutionalized 
industry of food and the imprisonment 
of food and seeds, as well as making a 
call for the free exchange of seeds. 

Extract from the lyrics:

Pushers have taken control.
Nature has been criminalized.
Resistance is on the rise.
Explorers prepare for the battle!

mindauGaS GapŠevičiuS
A piece of “livable”
chemicals, water, objects

In science, a crystal is considered to be 
a non-living system. Despite its inor-
ganic nature, it can demonstrate life-
like processes including growth. During 
this experiment sodium chloride and 
magnesium sulfate were used in order 
to follow how their structure alters over 
time and how they interact with their 
environment. The result questions the 
uniqueness of organic life on the Earth 
and proposes that the concept of life 
should be reconsidered. At the same 
time the collection of crystals that were 
produced were given as a gift to the 
friends and colleagues who together 
investigated “livables” and edibles.
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MATThiAS rOTh
gurkenbanane
animation

Bananas were not only the symbol for 
the Federal Republic of Bananas, they 
also stood for the hunger for bananas 
in the old German Democratic Republic. 
Transforming cucumbers into bananas 
was one solution.

lina rukevičiŪtė
Cheating the game
objects

Mummification refers back to cultures 
where people believed in a post-mor-
tem life into which they would be 
reborn via their preserved bodies. In 
ancient Egypt an intact body was an 
integral part of a person’s afterlife. 
Mummification, in that sense, reduced 
the basic human fear of death. Through 
the years this belief transformed into a 
new belief of immortality without the 
body, one option being to download 
the contents of your brain into a silicon 
machine for eternal existence (transfer-
ring yourself into a state of singularity). 
This has yet proved to be a success in 
the sense of bio-hacking.

Cheating the Game looked into the 
process of food preservation from the 
opposite standpoint. It replicated the 
process of human mummification. 
Mummification preserved the fruit; it 
stopped bacteria from growing, but at 
the same time, rendered the apple ined-
ible. The rule is broken. A human is left 
with an apple that he cannot eat.
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Lina Rukevičiūte·, Cheating the Game.
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fiona flynn
Moussaka, Tamales, and the Story of the desired Banana
essay

Among us there are the feeders and there are the eaters. Most of us are 
eaters; only some of us are feeders. In Oslo, at the MigAA Food —  
Biotechnologies — Neocolonialism laboratory in May 2014, most of us 
were feeders as well as eaters, which, given that we were to live and work 
together for an entire week, boded well.

If more of us valued food and cheer and song above hoarded gold, it 
would be a merrier world. — J.R.R. Tolkien

Food is primarily a fuel. Around the back of the Central Station in Oslo, 
the Fattighuset (the Poverty House) provides food donated by the city’s 
supermarkets to those who cannot afford Oslo’s high prices. Those re-
cently arrived, recently evicted, or those recently made redundant are all 
welcomed without prejudice, with no demand for papers or permission. 
The queue for food parcels every Friday is many hundreds of people long.

Food is also love — connecting us to our families and to the desire to 
nurture and grow. On the first full day of our workshop we visited what 
seemed outwardly to be an abandoned urban setting in Herligheten, 
within sight of the Oslo Opera House and overlooked by a busy arteri-
al highway serving the city. People had taken over this deserted urban 
space to grow vegetables in  more than a hundred individual raised gar-
den allotments. When we visited it was cold, gray, and raining quite hard, 
yet even then there was one Asian lady tending her radishes as though 
they were emerging treasures. The plastic sheeting she used as a cloak 
flapped in the icy wind as she showed us her young seedlings.

Food is an indicator of sophistication, and we can’t help ourselves 
but to judge others by the foods they have a preference for. Upmarket 
Maldon sea salt from Essex, England, was available in the well-appointed 
kitchen of our middle-class Oslo family house, yet there was no roasting 
tray to be found and few saucepans. Five squeeze tubes of cod roe lived 
alongside a bewildering array of Scandinavian condiments in the Amer-
ican-style fridge, but the available spread for our bread was margarine, 
not butter.

Two cornerstone projects in the MigAA Food workshop in Oslo exam-
ined our relationships to food and the identities it may appear to bestow 
on us — or should that be the identities that we bestow on it?

Persefoni Myrtsou (born and raised in Greece, living and working in 
Berlin, and about to marry a Turkish man and spend some of her time 
in Istanbul) cooked moussaka for the workshop participants and a few 
visitors, and as she did, she talked about the origins and histories of 
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different ingredients. One such was the tomato — now a staple of the 
Greek kitchen — it was introduced to Europe in the sixteen hundreds by 
the Spanish conquistadors who had brought it from Mexico where it had 
been domesticated after originating in the Andes mountains a very long 
time before that.

It’s easy to think that moussaka confirms the assumptions we make 
about it — that it is very Greek and very traditional — however, Persefoni 
explained its modern Greek form was invented by an early twentieth 
century Greek chef and ideologue, Nicholas Tselementes who, as part 
of a new Greek modernism, determined to rid Greek cuisine of its 
long-standing Turkish, Roman, and other foreign influences. He sought 
to “purify” Greek cooking through the introduction of French cooking 
traditions such as the (Bechamel) roux, which were much more sophis-
ticated than the peasant foods of old, and he thus became the kitchen 
companion of the Greek bourgeoisie.

Moussaka, as Persefoni pointed out, isn’t even a word of Greek 
origin — it’s probably Arabic, and different versions of it exist in every 
country and region across the near and middle East, like hummus and 
falafel, two other common subjects of Mediterranean culinary dispute. 
Yet if you asked anyone what they consider to be the most famous Greek 
dish, there’s a good chance they’d say moussaka, such was Tselementes’ 
success in “cleansing” Greek cuisine of Ottoman influences, via French 
culinary techniques.

There are people in the world so hungry, that God cannot appear to them 
except in the form of bread. — Mahatma Gandhi

Juan Pablo Díaz prepared tamales. He’d never cooked them before, but 
his mother did, and Juan described to the workshop and to visitors how 
tamales are very much a comfort food like moussaka, dishes made and 
shared on special occasions. Tamales go back to pre-Columbian times as 
a portable food source originally carried and eaten by warring tribal ar-
mies. They were prepared by the women they took along with them and 
are now universally loved by Latino people across the Americas. Juan 
explained that because tamales are now consumed across many differ-
ent peoples, countries, and cultures, each has their own local ingredients, 
not least for the masa, the dough made from cornmeal that holds the 
fillings in place, which in turn, is held together with a wrap made of any 
readily available, large leaf.

Using cornmeal and banana leaves he found in an Oslo Oriental 
supermarket, Juan explained that for the last twenty years, nine out of ten 
corn crops are now produced as genetically modified (GM) mono-cul-
tures — that is, they’re all the same breed of corn. In 2008, Monsanto’s 

“triple stack” corn was planted on thirty-two million acres in the US alone. 
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However, it wasn’t always this way. Corn, like the tomato, was first domes-
ticated in Mexico and was subsequently taken to cultures further south 
in the Americas where different indigenous varieties took root: Black 
Aztec, Bloody Butcher, Brown Sugar Popcorn, Cancho Blanco, Country 
Gentlemen, and Dakota Black.1 GM is a controversial development for a 
primary subsistence crop such as maize. It has been illegal to grow GM 
corn in Mexico since 19982 yet in Brazil, GM beans are being embraced 
wholeheartedly for their national crops, not least to eliminate the hazards 
caused by local viruses.3 It is likely to remain a controversial issue in the 
Americas, not just economically but culturally and philosophically, for as 
long as strong national and regional feelings remain attached to these 
basic and fundamental ingredients.

Wider considerations within food policy also remain controversial. 
We throw away 30-40 percent of the food we produce while nearly one 
billion people live in near starvation.4 Panic in the commodities markets 
in 2008 and 2010-11 forced global food prices up by 30 percent.5 In 
other recent years, failed harvests or poor weather have seen prices on 
canned tomatoes, coffee, and chocolate sky-rocket, and most recently 
there was a threat in the rising costs of essentials like lentils and rice. 
Following a price rise, prices rarely go down unless there are important 
commercial reasons for the retailers to reduce them. Kim Hachmann 
and Steffi Simmen (of the FORMFUTURE collective) presented a 
manifesto for local food production outside of big business in the video 
piece they made on-site in Oslo.

The current vogue for local produce was preceded by the story told by 
Matthias Roth’s moving image of the cucumber, a common vegetable 
in Cold War East Germany, morphing backwards and forwards with a 

“morning glory” of tumescence into a banana, a fruit so unattainable and 
so desired by East Germans that they broke down the Berlin wall to avail 
themselves of bananas in West Berlin shops, refusing to believe that there 
would be more tomorrow and the day after.6

1  Sara Novak, 2012, 6,000 Year Old Peruvian Popcorn Reminds Us How New GMO Corn 
Really Is, Treehugger, 21 January 2012, http://www.treehugger.com/green-food/6000-year-
old-peruvian-popcorn-reminds-us-how-new-gmo-corn-really-is.html accessed 20/5/2014.
2  Drake Bennett, 2013, Brazil Says ‘Yes’ to Genetically Modified Foods. Mexico Says 

‘No’, Bloomberg Businessweek, 20 October 2013, http://www.businessweek.com/
articles/2013-10-30/brazil-says-yes-to-genetically-modified-foods-dot-mexico-says-no 
accessed 20/5/2014.
3  Ibid.
4  Alex Renton, 2013, Feeding Frenzy by Paul McMahon; A Greedy Man in a Hungry World 
by Jay Rayner — review, The Guardian, 26 May 2013, http://www.theguardian.com/
books/2013/may/26/feeding-frenzy-hungry-man-rayner-review accessed 20/5/2014.
5  Ibid.
6  Unsigned article in Zeenews, 2009, When bananas brought down the Berlin Wall, 8 
November 2009, http://zeenews.india.com/home/when-bananas-brought-down-the-ber-
lin-wall_577051.html accessed 20/5/2014.
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Our relationships with the food we rely on or that we love can be odd, 
when seen by the standards of others. Amber Ablett cooks for an office 
of professionals to pay her rent and explained how they are delighted 
to be fed middle-eastern lunches, for example, but would not be hap-
py with, say, English comfort foods such as cauliflower cheese. Amber 
offered recipe cards for the bread and the cheese we’d made under Brian 
Degger’s guidance during the course of our workshop, along with tokens 
of exchange which could be traded for samples of the food and drink on 
offer during our public event in the gallery. To earn these, guests were 
asked to write a note, a story, or a recipe for a food that is meaningful to 
them, such as their childhood comfort food, or their student survival food, 
or the food they’d learned to love while traveling or on holiday.

Lina Rukevičiūtė and Mindaugas Gapševičius experimented with 
bio-technologies to explore directions of travel for organisms with chemi-
cal compounds — Miga by finding ways to generate new salt crystals, Lina 
by setting an apple on the road to mummification.

Fermentation may have been a greater discovery than fire. — David Rains 
Wallace

The art of the kitchen is in understanding bio-technologies. The reaction 
of acid with alkali, the emulsion of oil and water, the chemical break-
downs during fermentation are all part of the alchemy that comes about 
when making our food. Brian Degger ran evening workshops on how to 
make different fresh cheeses, Finnish sourdough bread, and Finnish sima 
beer — a beer that blends surprisingly well as a mixer for the rum, vodka, 
and gin that we’d brought in duty-free to escape Norway’s punitive alco-
hol taxes. The rigors of making Finnish sourdough bread are now being 
practiced in Bergen, Berlin, and London from the starter batch created in 
the MigAA Food — Biotechnologies — Neocolonialism laboratory.

Bon Appétit!
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Crime Scene

12–18 June 2014
Rauma Art Museum

Rauma, Finland
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The Crime Scene tape for the Rauma Biennale Balticum 2014.
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For one week in June 2014, eighteen international participants 
gathered in the Underground of the Rauma Art Museum to re
search concepts and aesthetic processes that might imagine and 
instigate social change through art.

This collaborative laboratory proposed the convergence of 
social activismand civil participation as a contemporary art prac
tice. As a counterpoint to the Rauma Biennale Balticum 2014 
(henceforth abbreviated RBB), Crime Scene expanded on the RBB 
through different theoretical and practical processes. Led by 
Gerardo Montes de Oca Valadez, the lab included a series of ex 
perimental lectures (antilectures, lectureperformances), field 
trips, and fieldwork. Participants reflected upon and proposed 
modalities of social agency and dissent under the current cultur
al and cognitive frameworks of capitalism and violence. Partici
pants asked: What is a crime scene? What is it to bear witness? 
What is responsibility? What forms of social agency and solidari
ty might emerge within situated alterity? Among other concepts, 
political subjectification, vulnerability, and place were addressed.

Crime Scene was organized by the Rauma Art Museum and 
the 2014 Rauma Biennale Balticum in collaboration with Insti
tutio Media. It was supported by Nordic Culture Point, the City 
of Rauma, and the Finnish Forestry Administration.
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Ahmed Alnawas (IQ/FI) 
is working on an MA in 
curatorial studies at the 
Aalto University, where he 
researches aspects of post-
representational curating as 
an intervention into classical 
curatorial work.

Liisi Eelmaa (EE) received an 
MA in interdisciplinary art 
from the Estonian Academy of 
Arts. She creates and stages 
fictional elements in the real 
world, creating bizarre and 
impossible scenarios, and 
striving for an anguished 
feeling of being between 
reality and fantasy.

Inga Erdmane (LV) graduated 
from the Riga Teacher 
Training and Education 
Management Academy after 
studying social sciences 
in psychology. She studies 
social systems and how 
individuals interact with 
them. 
www.erdmane.com

Miina Hint (EE) received an 
MA in interdisciplinary arts at 
the Estonian Academy of Arts. 
Through her work she raises 
questions and searches for 
answers to simple, yet hard to 
define questions of time, work, 
money, love, and power. www.
minnahint.wix.com/hint

Stine Marie Jacobsen (DK) 
received an MFA from the 
Royal Danish Academy of Fine 
Arts. Using video, performance, 
photography, and drawing, 
she takes on the most serious 
and dark issues of the human 
psyche. 
www.stinemariejacobsen.com

JP Kaljonen (FI) is studying 
at the Lahti University of 
Applied Sciences, Institute 
of Design and Fine Arts. His 
projects focus on intercultural 
communication and the 
interplay between different 
social groups. 
www.kaljonen.com

Laura Kokkonen (FI) received 
an MA in Art history from the 
University of Helsinki. Her 
research focuses on art that 
coincides with other fields of 
reality from the environment 
and nature to society and 
everyday life.

Aino Korvensyrjä (FI/DE) 
received an MA in social 
science history from the 
University of Helsinki. Her 
performance work employs 
fictional and educational 
formats, while engaging issues 
surrounding technology, media, 
memory, labor, economy, 
information, and mobility.

Coolturistes (LT) is a group 
of anonymous female artists 
and critics from Lithuania. 
Coolturistes was founded 
in 2005 in Vilnius. They 
produce provocative public 
art by recycling ideas taken 
from psychoanalysis, post-
structuralism, neo-Marxism, 
and postmodern feminism.
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Haidi Motola (IL/FI) is 
currently finishing her 
MFA studies at the Finnish 
Academy of Fine Arts. Her 
work deals with social-political 
issues such as European-wide 
immigration policies and the 
structure of the Jewish-Israeli 
identity.

Gerardo Montes de Oca 
Valadez (MX/AT) is currently 
a PhD candidate at the 
Academy of Fine Arts Vienna. 
His research explores the 
intersection of social relations, 
subjectivity, trust, solidarity, 
violence, and domination, all 
within a decolonial framework.

Niilo Rinne (FI) studied 
sociology at the University 
of Turku and art at the Aalto 
University School of Arts, 
Design and Architecture. He 
is broadly interested in reality, 
pedagogy, and what role 
artists play in society.

Carolina Trigo (AR/FI) is 
a guest lecturer at Aalto 
University, School of Arts, 
Design and Architecture 
and a PhD candidate at the 
European Graduate School. 
Her work departs from the 
notion of no individuality 
outside plurality, and extends 
this with her choice of 
materials. 

Titus Verhe (FI) received an MA 
from the University of Helsinki. 
He works mainly with art and 
architectural photography, and 
also does assorted photography 
projects for private clients, 
companies, and organizations. 
www.titusverhe.fi

Giovanna Esposito Yussif 
(MX/FI) graduated from the 
Ibero-American University 
in Mexico with a degree in 
art history. She researches 
matters relating to dissident 
and resilient social dynamics 
and tacit knowledge.

David Munoz (MX/FI) 
graduated from the School of 
Arts, Design and Architecture 
of Aalto University. He 
stages critical and punctual 
interventions that play with 
degrees of transparency by 
confronting layers of truth, 
myth, and reality. 
www.davidmuoz.com
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Overleaf: Expedition to Kylmapihlaja Island: Migrating ships fictional real scenario.
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Expedition to Kylmapihlaja Island: Migrating ships fictional real scenario.



427
C

rim
e S

cen
e

IN
P

U
T

Expedition to Kylmapihlaja Island: Migrating ships fictional real scenario.
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gerArdO MOnTeS de OCA vAlAdez
The underground
lecture

The Underground (UG) is a complementary open space at the Rauma 
Art Museum as well as part of the RBB designed to host emerging art-
ists and curators who are developing situated and interdisciplinary pro-
jects with both social and artistic relevance. It was also conceptualized 
as a context for experimental and interdisciplinary gatherings — labo-
ratories, workshops, seminars, exhibitions, public talks — any kind of 
activity that might generate and disseminate free and new knowledge. 
The space welcomes challenging proposals of artistic and curatorial 
projects within any medium with special emphasis on research-oriented 
onsite production practices and pedagogical outcomes. The UG is open 
to collaboration with other organizations of any kind — museums, uni-
versities, NGOs, artistic groups or collectives, and the like — that lead 
to artistic and curatorial research, events, exhibitions, or exchange.

CArOlinA TrigO
Fragments of geopolitical intimacy
lecture

“You are still stuck inside my mind, that is a rare happening for me, it 
is similar to a storm that passes by for a whole day and when it goes 
the gray silence appears ... such a beautiful storm.” (letter received, 
Palestine).

“My tension bound by a gasp that pulls me apart; returning me to 
myself, without you.” (letter sent, Helsinki).

Anne Carson said “When I desire you a part of me is gone,” to which 
I add: “When I destroy you a part of me is gone. Desire is a fragile fury.” 

The text explores lovers, home, and war as tainted sites of adjacency. 
It asks: How are figures of affirmative and destructive desire bound? 
Who are we when we become undone through the other? and what 
does it mean to come home, to come home from the scene of the 
crime, war in this case? The text reads these questions non-linearly 
through sent, unsent, and received love letters, a political reading on 
Roland Barthes’ A Lover’s Discourse, and a fragment of Judith Butler’s 
Frames of War.
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gerArdO MOnTeS de OCA vAlAdez
Sentiments of Fidelity: Trust and Betrayal. notions of Trans-
subjectivity, Sentimental Cartographies, Solidarity, and Agency
lecture

Felix Guattari’s multiple and fluid understanding of trans-subjectivity 
erases the separation between the individual and the collective. At the 
same time it underscores an individual’s agency and capacity to explore 
and produce particular forms of subjectivity. Subjectivity here is seen as 
an existential territory in which we might become active cartographers 
and create new territories. It is important to note that in the context of 
neoliberal capitalism, biopolitics — as Michel Foucault conceptualized 
it — sets social relations into the logics of the enterprise and compe-
tence which, drawing upon the ideas of Suely Rolnik, silences our sensi-
bility for the other as well as our sense of mutual vulnerability.

This leads back to Guattari’s call to fight capitalism by producing 
new singularities and expand our existential territories of experience. 
It is within this frame that I discuss the role “trust” can play not only 
in neoliberal capitalism and biopolitics but in fostering disruptive and 
singular counter-hegemonic forms of subjectivity.
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gerArdO MOnTeS de OCA vAlAdez
Aesthetics of evidence and performativity of dissidence. Artistic 
practices and Activism
lecture

Crime scenes are constructs that respond to social values and legal appa-
ratuses. Such scenes are not fixed but open to reconstruction and further 
elaboration according to political, social, and contingent conditions. 
These elaborations, performed by certain agents, tell us about the political 
narratives and power relations that play a key role in the understanding of 
justice. Questioning and thinking otherwise may take many forms, here is 
where the explorations on the performativity of dissidence become impor-
tant, if not necessary, in order to fracture the given dominant narratives 
and their instruments of domination. 

gerArdO MOnTeS de OCA vAlAdez
location and existential Territory. infrastructure and 
Will in Social relations
expedition to the Taidekahvila Torni (water tower)

This field trip is planned in order to relocate ourselves to a different 
perspective and view of the territory, distant from the close gestures and 
encounters of the everyday life. This should provide a general overview of 
the town and, hopefully, access to other stimuli and hints. Interactions, 
relations, dynamics, space and time might become scaled, relativised and 
mediated by a solid and monumental infrastructure. What do we want to 
sense? How do we relate to and what do we do with what we sense?

gerArdO MOnTeS de OCA vAlAdez
Migrating Ships: Fictional real Scenario
expedition to Kylmapihlaja Island

In contrast to our constant fixed and stable grounds, we set sail onto the 
waters in order to stimulate and provoke our bodies, senses, emotions, 
perceptions, and relations. We draw certain cartographies everyday and 
we perform certain narratives. Sailing brings another form of experiencing 
and drawing territories; it allows for the questioning and reconsideration 
of our given narratives, parameters, perspectives, dimensions, distances, 
and relations. Such disruption might give us the chance to imagine and 
sense virtual possibilities within the becoming real and the opportunity to 
inhabit new forms of being.
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The Rauma skyline from the municipal water tower.

A view of the Kylmapihlaja Island lighthouse.
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COOlTuriSTeS, ingA erdMAne, 
CArOlinA TrigO
1' 1" One hour One Minute
performance

The performance questions imprison-
ment and invisibility. What is it like to 
be cast aside, to be cut off from social 
solidarity? To remain invisible to others, 
perhaps even forgotten? What are the 
operations of power at stake here? Par-
ticipants were locked up in a cold dark 
cellar for one hour, and when released 

given a minute to reflect upon their im-
pressions in front of a camera. The shift 
from inner space to outer space — from 
dark to light, from personal to so-
cial — was often jarring and revealing. 
Some could speak, others could not. 
Some sang out loud, others hid them-
selves from the gaze of the camera. The 
performance itself took place behind 
locked doors, inside each of the individ-
uals who participated, invisible to those 
who remained outside.
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StinE maRiE JaCoBSEn
Advertising Campaign for  
the rauma Biennale Balticum 2014
descriptions of images

During the final days of the laboratory 
the advertisement campaign for the 
Biennale became the most discussed 
item in one of the collaborating artists’ 
groups. The campaign images contain 
perceptual spaces that are left unex-
plained in order to invite the viewer to 
use their own imagination and become 
co-producers of the meaning. This 
project interfaced with the advertising 
process by describing the images in 
as detailed a manner as possible to 
emphasize the space that frames the 
imagination.

Description of street poster image #1

Strips of white tape cover the face of 
a black woman. One of the woman’s 
eyes is visible. The eye is wide open and 
looks straight at the viewer. The tape 
bends a bit in all corners, suggesting 
that she is completely wrapped in the 
tape.

On the strips of tape a text is printed 
and truncated like this:

Rauma Biennal
Crim
rime
Rauma Art Museum 14.6.
Rauma
Crime
lticum RaumB
Crime Sce

On the bottom of the image there is 
another smaller text printed directly on 
the image:

Aram Bartholl, Coolturistes, Group 
Helm, Inga Erdmane, Evgenia Golant, 
Geir Tore Holm & Søssa Jørgensen, 
Stine Marie Jacobsen, JP Kaljonen, Ka-
rel Koplimets, Haidi Motola, Dorota 
Nieznalska, Nug & Pike, Pouk Theater, 
Lauri Rotko & Juka Rappo, Telekom-
munisten
www.raumabiennale.com

Description of street poster image #2

A white dirty mattress. On the mattress 
there are dirt imprints in the shape 
of four rectangular long shapes. The 
four rectangular shapes are blurry and 
located vertically in the middle of the 
mattress. There are a few black spots in 
different places on the mattress. On the 
top left of the mattress there are a few 
wooden splinters. The wooden splinters 
could be from an object which was used 
to create the imprint. The mattress 
has a checkered stitching pattern. In a 
few places there are scratches on the 
mattress. White tape runs through the 
image diagonally. The tape tightens the 
mattress on the left side and creates 
three folds.

The white tape has a printed text on it:
Rauma Biennale Balticum
Crime Scene
Rauma Art Museum 14.6 -14.9.2014

On the bottom of the image there is 
another smaller text printed directly on 
the image:

Aram Bartholl, Coolturistes, Group 
Helm, Inga Erdmane, Evgenia Golant, 
Geir Tore Holm & Søssa Jørgensen, 
Stine Marie Jacobsen, JP Kaljonen, 
Karel Koplimets, Haidi Motola, Dorota 
Nieznalska, Nug & Pike, Pouk Theater, 
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Lauri Rotko & Juka Rapo, Telekommu-
nisten
www.raumabiennale.com 

Description of an image from a video 
teaser on the RBB website

A young white man is holding a white 
tape in front of his mouth.

On the tape a text is printed:
Rauma Biennale Balticum
Crime Scene
Rauma Art Museum 14.6 -14.9.2014

The text repeats itself on both sides 
and is truncated like this:

Balticum
14.6 -19.9.2014
(left side)

Rau
Crim
Rauma A
(right side)

His eyes are visible and he is looking 
straight at the viewer. The tape covers 
the area right under his eyes to the 
lower chin. The man has long hair and 
a beard. The man is wearing a dark 
blue shirt, a sweater with yellow dots, 
and a jacket. In the background there 
is a window with white venetian blinds. 
The window glass reflects a building. 
He is outside. 

Description of an image from a RBB 
flyer

A young black girl is holding a white 
tape in front of her mouth.
On the tape the black text is printed:

Rauma Biennale Balticum

Crime Scene
Rauma Art Museum 14.6 -14.9.2014

The text repeats itself on the tape and is 
truncated like this:

Rau
Crim
Raum
(on the right side)

Her eyes are visible. She is looking 
straight at the viewer. There is a tiny dot 
of spotlight reflecting in each eye. The 
tape covers the area right under her 
eyes to the lower lip. Her lips have pink 
lipstick on them, but it is hardly visible 
as the tape covers her mouth. On the 
left side of the image the tips of two of 
her fingers are visible. The nails have 
pink nail polish on them. The girl wears a 
white jacket with yellow lining. A spot-
light casts shadows of her and the tape 
on the wall. The wall behind her is white. 
She is inside.

dAvid MuOz And giOvAnnA 
eSpOSiTO yuSSiF
Subjects of unwilling 
representation — circa 1885
installation

Inherent within images of female sub-
jects there is a representational crime. 
Appropriated images, found in a book 
from the late eighteen hundreds, portray 
archetypes that have accreted in the im-
agination of the commons. The images 
are bound to an “identity” set that was 
attached to the subject without question-
ing the violence that this act of repro-
duction implies. Can the subject ever be 
free of representation or is it bound to be 
inscribed as an archetype in perpetuity?
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dAvid MuOz And giOvAnnA 
eSpOSiTO yuSSiF
Fire at Will
installation, gasoline, lighter, wooden 
pallet.

An instigation, an incitement. An 
attempt to overcome the symbolic rep-
resentation of the object. An act for real-
izing a sense of presence. A threatening 
presence as a fact, as a statement, as an 
irreversible question. A concrete piece of 
materiality. An open possibility. An una-
voidable matter. A call for commitment. 
An act of making tangible power sub-
jections. A void filled with a static doubt 
directed to shake ambiguity. Another 
object taken into custody. A passerby 
taken violently as an accomplice. An 
attempt to unsettle stillness. At the end, 
it seems more important who guides the 
speculative discourse about the threat, 
than the threat as a reality itself.
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gerArdO MOnTeS de OCA
Migrating Art Academies laboratory: Crime Scene
review

The MigAA laboratory Crime Scene took place in the new UG experimen-
tal space of the Rauma Art Museum and included the nine artists exhib-
iting in the Rauma Biennale Balticum (RBB): Minna Hint, Liisi Eelmaa, 
JP Kaljonen, Inga Erdmane, Stine Marie Jacobsen , Coolturistes, and 
Haidi Motola. In addition, the laboratory’s coordinator also invited four 
other participants: curators Ahmed Alnawas and Giovanna Esposito 
Yussif along with artists David Munoz and Aino Korvensyrjä, resulting in 
an international and multicultural group composed of individuals with 
different and diverse backgrounds and perspectives. The key lecturer 
was Carolina Trigo, while project coordinator Gerardo Montes de Oca 
also presented a lecture and coordinated several field trips to stimulate 
alternative and embodied ways of thinking and producing. The laborato-
ry began one day before the opening of the RBB and continued as a par-
allel event with the intention to expand on the exhibition themes from a 
different approach to research, conceptual and material production, and 
display. Instead of maintaining the main concern on production per se, 
the laboratory created a horizontal ground to facilitate a critical focus on 
the reflections and on the process. 

During the lectures the notions of crime, crime scene, bystander, and 
agency were discussed in order to pave the way to the geopolitics of 
intimacy, and to analyze the relations between the body, the private, and 
the public in contexts of both structural and direct violence. Reflections 
on inter- and trans-subjectivity from a feminist, postcolonial and, most 
importantly, decolonial framework allowed us to consider varied forms 
of co-responsibility and the required capacity to be sensible to the other. 
This to be able to counter hegemonic forms of dominance. One part of 
the group dedicated significant discussion time — from a postcolonial 
and critical standpoint — to some of the RBB advertising images (invi-
tations and posters). This process connected the concerns about the 
politics of representation with an institutional critique, having the focus 
on the production, use, and interpretation of images.

The next days of activity were scheduled to take place outdoors and 
in particular locations featuring different physical characteristics and 
outlooks. The intention was to stimulate other forms of embodied 
reflection and relation through a range of physical environments. We 
climbed to the top of the city water tower that has a commanding view 
of Rauma. The forest is to one side, the harbor and the sea to the other, 
and in between, the industrial zone and the busy city itself. The shifted 
perspective and wide view, distant from the ground but seemingly close 
to the gestures of everyday life, provided an overview of the whole town.
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Minna Hint, Liisi Eelmaa, JP Kaljonen, Inga 
Erdmane, Stine Marie Jacobsen, Haidi Motola, 
Ahmed Alnawas, and Aino Korvensyrjä, 
Untitled, RBB poster after intervention.

We then spent a couple of days reflecting on the concepts in a more 
informal way and at different spontaneous moments. One day was spent 
on the shore of the Bothnian Sea, close to the water under the white night 
of Finnish summer. The physical and symbolic territories and the surreal 
sense of time were already somehow overlapping. To reinforce this sense 
of displacement we made a trip to Kylmapihlaja Island, located in the 
Bothnian Sea National Park. A fifty minute boat ride, one-way, through the 
many islands of the archipelago west of Rauma constituted a reminder of 
the fluctuating and unstable qualities that conform our lives and relations. 
Once on the ground we explored the island and went to the top of the 
lighthouse there to absorb the place: water and a few islands all around 
us, open sunny sky, and a fresh breeze. A local guide told us stories about 
the prehistoric inhabitants of this region and about some tragic ship-
wrecks nearby — every place has its own memory and scenarios from the 
past that are not always evident. 

When our processing time ended and production time came about, 
the main group decided to undertake collaborations rather than individu-
al works. This resulted in three collaborative groups based on the subject 
material that their members wanted to deal with. 
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David Muoz & Giovanna Esposito Yussif used the smaller cellar of 
the UG experimental space at the museum to install two pieces. Their 
work Subjects of Unwilling Representation - circa 1885, made use of images 
taken from an old Swedish book found in a second-hand shop in Rauma. 
The book contained a large number of illustrations of so called “minori-
ties” — migrants, black people, Roma, poor people — depicted in the late 
eighteen hundreds, and conforming to dominant colonial perceptions and 
representations of bodies and race. Muoz and Esposito selected, scanned, 
and re-printed images of female subjects from the book and placed them 
along with lit candles in niches on one of the cellar’s wall, resembling a 
religious altar. The installation formally worked well in the space, making 
use of few elements that carry a high symbolic charge. The installation ad-
dressed colonial structural violence inscribed in the politics of representa-
tion, asking: “Can the subject ever be free of representation or is it bound 
to be inscribed as an archetype in perpetuity?” The spectator was invited 
to reflect on the question within the frame proffered — confined by the two 
absolute states suggested, freedom or inscription — or perhaps moving 
towards an even greater degree of alterity and dissenting subjectivity.

Another important aspect of their piece related to one particular con-
cept. They stated that the images in the book “portray archetypes that have 
accreted in the imagination of the commons.” The notion of the “com-
mons” has recently become the focus of intense debate in some acade-
mies and is increasingly discussed within the context of political art. The 
artists refer to the process of naturalization of social and racial stereotypes 
that go together with dominant forms of representation and unequal 
social relations. How might we dismantle such dominant constructs? Who 
is the subject of agency in that process? 

These questions were more directly articulated with their second piece 
Fire at Will, which was installed in front of Subjects Of Unwilling Representa-
tion. It consisted of a wood pallet on which was placed a plastic container 
with eight liters of gasoline and a cigarette lighter next to it. Their state-
ment clearly and literally describes the work as an incitement, as means to 
break out of mere representation and to bring “A threatening presence as 
a fact, as a statement, as an irreversible question. … An open possibility. … 
A call for commitment. … A passerby taken violently as an accomplice.” It 
immediately made tangible power subjections by actually setting up the 
conditions for a potential conflagration in the space. It directly dealt with 
the question of responsibility and violence. It compromised the institution 
sponsoring the exhibition by breaking a legal prohibition against keeping 
gasoline in cellars — for obvious safety reasons. It also placed the muse-
um’s staff and anyone who either knew about or witnessed the installation 
in a legally compromised situation. 

It is worth mentioning that Old Rauma, as a UNESCO World Heritage 
site, is the largest intact wooden town in the Nordic countries. Fire has 
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and even more so in the minds of Rauma’s populace. Many towns in 
Finland have simply been erased from history because of major confla-
grations. Therefore, this work, representing a very real potential fire, was 
perceived as a very aggressive expression by the local people. The most 
important thing is that a real potential detonation and damage was staged 
in order to explore the artist’s ideas and enquiries. The staff at the Muse-
um took the gasoline away immediately, while the artists were insistent 
that the real gasoline should not be replaced with anything else (such as 
water).

In psychology there is a rule: never psychoanalyze violence. What this 
means is that violence in any form should never be justified with theoret-
ical explanations, this so as not to fall into the seduction of rational spec-
ulation while violence is taking place. The rule is to stop the violent act as 
soon as possible. In this instance, I transliterate the concept as: Do not 
aestheticize real danger and risk. No well-articulated rhetoric can justify a 
real or potential danger. The piece accomplishes what it states: a violent 
act. It places a potential explosion — shall we just call it a bomb? — as 
a sort of experiment where everyone, including us, is endangered. We 
are not asked but rather are forced to take part in such “research.” Who 
here is taking the sovereign position in relation to the others? Does any 
intellectual or aesthetic exploration justify a violent act or a real danger? 
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Minna Hint, Liisi Eelmaa, JP Kaljonen, Inga Erdmane, Stine Marie Jacobsen, Haidi Motola, Ahmed 
Alnawas, and Aino Korvensyrjä, Untitled, installation intended to criticize the RBB.
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As a psychologist I know we can never assume how others will perceive, 
interpret, and react to any given situation, never. In the case of an actual 
explosion — for whatever reason (and having a security guard does not 
prevent the unforeseen accident) — would any material or human injury 
or even death be called simply a “collateral effect”? Would that also be 
part of the art project? Would it be art, or a crime, or both? Who would be 
responsible? 

In her book Frames of War, When Life is Grievable?1 Judith Butler dis-
cusses ways in which we are all bound together because we are “vulner-
able to destruction by the other.” Precariousness, Butler affirms, is what 
binds us all, because of that fact that

the subject I am is bound to the subject I am not, that we each have 
the power to destroy and to be destroyed, and that we are bound to 
one another in this power and this precariousness. In this sense, we 
are all precarious lives.2

In this case, the artists stated that they would assume all responsibility 
even in the case of an explosion and loss of life. What form or notion of 
responsibility is it that it would endanger someone else’s life? The act 
of making the installation violated people’s free will to engage in a risky 
situation, while creating an unequal distribution of power and a situation 
of vulnerability that the artists did not share. 

Fire at Will and Subjects Of Unwilling Representation operate on the pol-
itics of representation and questions of racism, colonialism, violence, and 
responsibility. I find an interesting relation between these two works and 
Stefano Harney and Fred Moten’s 2013 critique of the notion of the com-
mons, The Undercommons: Fugitive Planning & Black Study, understood as 
part of colonizing enclosing strategies today:

And even when the election that was won turns out to have been lost, 
and the bomb detonates and/or fails to detonate, the common perse-
veres as if a kind of elsewhere, here, around, on the ground, surround-
ing hallucinogenic facts. Meanwhile, politics soldiers on, claiming to 
defend what it has not enclosed, enclosing what it cannot defend but 
only endanger.3

An explosion, potential or real, creates a resolution, once more. It accom-
plishes this as it works within the logics of the hegemonic dualism of 

1  Judith Butler, 2009, Frames of War, When Life is Grievable?, London, Verso.
2  Ibid, 43.
3  Stefano Harney and Fred Moten, 2013, The Undercommons: Fugitive Planning & Black 
Study, New York, Minor Compositions, 18.
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liberation or domination; alongside with the logics of debt and credit; and 
of observation and correction.

The largest group of artists comprised Minna Hint, Liisi Eelmaa, JP 
Kaljonen, Inga Erdmane, Stine Marie Jacobsen, Haidi Motola, Ahmed 
Alnawas, and Aino Korvensyrjä. The group decided to focus on the RBB 
advertising images — mainly the posters that depicted a black female sub-
ject’s face almost fully covered by a white tape that was inscribed with the 
title, dates, and place of the Biennale. The first piece the group made was 
an installation placed in inside the foyer of the museum: a table with the 
newspapers and magazines they gathered at a grocery store, all with the 
same date. Next to the publications the artists placed some of the altered 
publicity posters that had on their reverse side a technical description of 
the content of the images. This text emphasized the difference between 
what someone might see in the images with an objective eye, and what 
the image might represent or imply, along with multiple possible interpre-
tations. Other posters included a text from psychologist and writer, Grada 
Kilomba, exploring how colonialism has silenced many cultures and peo-
ple, and how colonialism was deaf to what an emancipated subject might 
say. This installation reframed the everyday media we see in places like 
the grocery store, brought it into the exhibition space and transformed it 
into an object of reflection and analysis. The installation emphasized the 
relation of frame, content, and context, along with the creation of audi-
ence, and the potential role of the active spectator. The inclusion of the 
altered RBB poster offered a more direct approach to what the curatorial 
team aimed to bring to the event: the discussion on migration in the 
Nordic and Scandinavian context. 

The same group also staged a series of interventions in shops and 
within the publicity infrastructure wherever the RBB advertising was 
placed. The group added the letter “T” in red tape on many shops where 
the town name “Rauma” was found, resulting in the word “trauma.” Tak-
ing advantage of an old joke in the town, the artists pointed to the unseen 
traumas of the city and in people’s lives. On the RBB advertisement the 
artists again added Kilomba’s quote. In this way, the artists surfaced the 
fact that we all have our own secret and hard experiences, creating a pos-
sible meeting point between the self and the others: local and foreigner. 

As their final intervention, the group decided to compose a text that 
addressed their reflections on the RBB advertising that was published in 
an online Finnish magazine two months after the MigAA laboratory in 
Rauma. For her part, artist Stine Marie Jacobsen wrote a separate text de-
scribing the images in a more technical and graphical way — what literally 
was to be seen on the posters — as she wished to further investigate the 
producer’s intention. When the offer came to have her name mentioned 
in the former text as a group member, Jacobsen refused, not because of 
the political opinions raised in the text, but because she did not agree 
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on the incorrect use of witness reporting and the personal confrontative 
approach to the curator and the museum without having had a proper 
dialogue beforehand.

In Alnawas and Korvensyrjä’s text they analyzed the RBB images and 
suggest that they reproduced dominant forms of representation and vio-
lence towards black women as, according to their reading, those images 
made use of ambiguity and depicted a victimized black female subject. It 
is noteworthy that they affirmed that there are multiple readings of the 
images, and while they described and analyzed many visual details, they 
never mentioned the fingers of the black woman holding the white tape. 
The Museum, the RBB, and the Crime Scene production team replied 
with another letter to address Alnawas and Korvensyrjä’s and to request 
a clarification concerning misinformation stated therein, that letter was 
also published online. The Museum, the RBB, and the Crime Scene pro-
duction team indicated that the intention of the entire laboratory and the 
Biennale was to address race and immigration issues in Finland and the 
region, agreeing with Alnawas and Korvensyrjä that these topics needed 
to be discussed publicly. What the team did not agree with was their 
interpretation of the situation and on the creation of an antagonistic and 
confrontative form of debate, rather than a collaborative, inclusive, and 
respectful open dialogue. 

While I agree that the RBB images play with certain range of ambiguity, 
I see this ambiguity from different point of view than Alnawas and Korven-
syrjä. However, I did not take the position of “speaking the truth.” What I 
think was necessary was to take into account that the images may be read 
in many ways. After some visual analysis what I could see in those images 
was a person who, in fact, is holding the white tape (the whiteness), 
perhaps in order to show it to us. If not, why was she holding it? I also 
saw an active subject that was coming to us making herself visible and 
willing to confront us. Her eyes look brave and perhaps she was ready to 
speak up — the tape never touches her mouth. In one of the images she 
seems to struggle with the white tape, but she nevertheless finds her way 
through the entanglement and manages to watch us. She was looking at 
us. Was she analyzing us? What does she think about us? If we consider 
the Biennale statement, the institutional stand seems quite clear. It aimed 
simply to address the issues of exclusion and exploitation, racism, immi-
grant and human rights, migration, and human trafficking in relation to 
the history of Nordic colonialism. 

I find it not only problematic but also worrying and worth a serious re-
flection how some forms of intellectual and academic criticality reproduce 
dominant racial and capitalistic relations while not even being aware of 
it. From my view the approach that Alnawas and Korvensyrjä take starts 
from and underlines a very confident victimization of the female black 
subject and, furthermore, seems to address the politics of representation 
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and race in order to speak for the subaltern. It goes on to claim compen-
sation and a pay-off in a way that remains very much within the capital-
istic system of debt and credit described by Harney and Moten.4 Is this 
a way to break hegemonic forms of racial domination? Or is it merely a 
reproduction of dominant colonial frameworks and power relations? To 
make it even clearer, Caravalho, quoted by Ari Lima, puts it in this way: 

Subalternity is a condition of silence ... For this very reason, the 
silenced subaltern needs a representative. However, from the moment 
in which he submits himself to being represented by a mediator, he 
becomes an object in the hands of this spokesperson to be traded in 
economic and power circuits. Self-definition is no longer under his 
control... Paradoxically, the subaltern’s legitimacy is conferred upon 
him only by his spokesperson, who then usurps his place in the public 
imagination and reduces him to a generic other.5

Criticality, as we see, is not immune to institutionalization and, more 
dangerous, to colonization. Certain forms of criticality — including the 
ones addressing issues of representation — might tend to reinforce and 
reproduce the social dominance that neoliberal capitalism in parallel with 
colonial structures both generate and sustain. Further more, Moten and 
Harney insist that 

Critique endangers the sociality it is supposed to defend, not because 
it might turn inward to damage politics but because it would turn to 
politics and then turn outward, from the fort to the surround, were it 
not for preservation, ... Taking down our critique, our own positions, 
our fortifications, is self-defense alloyed with self-preservation.6

At the same time, antagonistic forms of criticality — at times also academ-
ic — may prevent the creation of articulations social solidarity that counter 
structural power. Instead, paradoxically, these practices and standpoints 
sometimes end up strengthening the hegemonic power of capitalist and 
colonial forms. In their book, Harney and Moten express a break with 
established ideas aspiring to end with colonization. Gender and queer 
theorist, Jack Halberstam, writing in the introduction, explains: “Fanon, 
according to Moten, wants not the end of colonialism but the end of the 
standpoint from which colonialism makes sense.”7 Is not victimization 

4  Ibid.
5  Ari Lima, 2006, Blacks as Study Objects and Intellectuals in Brazilian Academia, in Latin 
American Perspectives, Issue 148, Vol. 33 No. 4, July 2006, 1-24.
6  Harney and Moten, The Undercommons, 19.
7  Jack Halberstam in Harney and Moten, The Undercommons, 8.
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and the pretension to “save” the assumed victim a stand that sustains 
such a misplaced sense? 

Halberstam continues, 

The undercommons do not come to pay their debts, to repair what 
has been broken, to fix what has come undone... If you want to know 
what the undercommons wants, what Moten and Harney want, what 
black people, indigenous peoples, queers and poor people want, what 
we (the “we” who cohabit in the space of the undercommons) want, 
it is this — we cannot be satisfied with the recognition and acknowl-
edgement generated by the very system that denies a) that anything 
was ever broken and b) that we deserved to be the broken part; so 
we refuse to ask for recognition and instead we want to take apart, 
dismantle, tear down the structure that, right now, limits our ability to 
find each other, to see beyond it and to access the places that we know 
lie outside its walls8

and

the undercommons is not a realm where we rebel and we create 
critique; it is not a place where we ‘take arms against a sea of troubles/
and by opposing end them’.9 

It is valuable and, I contend, necessary to break institutional boundaries 
in order to counter hegemonic forms of domination. This act requires 
open forms of dialogue and collaboration that reinforce a sense of com-
munity and solidarity, instead of confrontative practices that both harm 
and diminish human potentials. 

Some of these issues are what Coolturistes collective and Carolina 
Trigo tackled with their work 1'1" One Hour One Minute. As they affirm in 
their statement:

The performance questions imprisonment and invisibility. What is it 
like to be cast aside, to be cut off from social solidarity? To remain 
invisible to others, perhaps even forgotten? What are the operations of 
power at stake here?

They structured the action such that one by one each of the artists would 
be locked alone in one of the cellars at the museum for exactly sixty 
minutes. The cellar where the performance took place is humid, cold, 

8  Ibid., 6.
9  Ibid., 9.
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with no light, and a dirt floor. After each participant was released from the 
cellar, they were given one minute in front of a video camera to reflect on 
and express their impressions. All the documentation resulted in a sin-
gle-track video installation that was later projected on the wall of a second 
cellar. They invited and got three additional people to participate. Each 
person had totally different expectations before being closed in and each 
had a different experience. They knew the “work” happened inside the 
cellar and only the performer knew what really occurred: his or her expe-
rience could only partially be shared. Our precarious lives are embedded 
in opacity, but there are ways to create bonds of solidarity with others and 
their unknown biographies. 

The Crime Scene laboratory provided a solid platform for reflection, 
unlearning, production, and, especially, reflexive and emotional criti-
cality, along with bits of exploration and chaos. It experimented with its 
own form by refusing “the call to order.” By seeking out the “subversive 
intellectual” — to borrow Harney and Moten’s terms — the one who “is 
not toiling in misery and from this place of misery articulating a ‘general 
antagonism’”10 the lab rejected hierarchies and conventional notions of 
what being a revolutionary meant. It was an event of unexpected encoun-
ters and outcomes that expanded the subject of the RBB. In the end it 
explored complex forms of structural and political crime and violence, 
managing also to touch on several intricate issues on the ethics of ar-
tistic/curatorial and institutional practices. I hope such an experimental 
event had at least a small constructive impact on the creative practices of 
all involved, as it aimed to support forms of political art that contribute to 
the imagining and creation of new inclusive worlds.

10 Ibid., 10.
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Map of Riga and the Daugava River (Maps and Plans Collection (Ref. 6828, Inventory 2, No. 94), 
Latvian State Historical Archives, Riga). 
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For six days end of July 2014, fifteen international participants 
gathered in Riga to work on art writing and the potential of 
writing as an artmaking process. Special attention was given to 
the process of excavating the literal and historical meanings and 
resonances of words. This in order to deviate from dominant 
meanings and interpretations, and to investigate the relationships 
between the past and present of words as well as their relation
ship to specific places and cultures — in particular, Riga, Latvia.

The activities of the laboratory were structured around a 
consideration of the concept of the “loop” and the mathematical 
concept of the Möbius strip. Different activities both examined 
processes that began and ended at the same place, and that re 
sponded to loops or strips of contextspecific intervention from 
creative, visual, or writerly perspectives. Films may be viewed 
and reviewed; a walk taken more than once; a text written several 
times. These activities sought to zero in on the process of inter
pretation itself — to focus on the small, often overlooked details 
that constitute semantic, associative, and historical meanings in 
language. All workshop participants were asked to help the organ
izers design these interpretative activities to expose the etymolog
ical, constitutive, and often political renderings of Riga itself.

This MigAA laboratory was led by Alex Davidson and organ
ized as a collaboration between the kim? Contemporary Art 
Centre, Riga, Rupert (Vilnius), the Vilnius Academy of Arts, the 
Lithuanian Interdisciplinary Artists’ Association, and the Top e.V. 
Association for the Promotion of Cultural Practice in Berlin.

The laboratory was in part supported by Nordic Culture 
Point, EU Culture Programme 20072013, Lifelong Learning 
Programme (Grundtvig), Ministry of Culture of the Republic of 
Latvia, State Culture Capital Foundation, Riga City Council, and 
RĪGA 2014 among others.
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Stanisław Lem, In the Time Loop, courtesy of the Lem estate.
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examining modes of language, 
writing, and production, along 
with the notion of retreat, 
as questioned by visual art 
practices.

A writer, Will Pollard (NZ/
NL) completed a BA (Hons) 
in English at the University 
of Auckland. He has worked 
in news and commentary 
for radio and television and 
as a researcher for film and 
television documentaries.

Sebastian Rozenberg (SE) is 
an artist based in Stockholm. 
His interests include theory-
fiction as a practice, the 
poetics of confusion, and the 
withdrawal from credibility. 
www.sebastianrozenberg.com

Lina Zaveckyte · (LT) holds an 
MA in photography and media 
art from the Vilnius Academy 
of Arts. She is interested in the 
relationship between matter, 
text, imagination, and art.

A 2004 graduate of the 
Maryland Institute College of 
Art, Elizabeth McTernan (US/
DE) pursues global overland 
exploration. Her artistic 
prerogative is to provide a 
narrative structure for the 
reconsideration of perception. 
www.astheworldtilts.com
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Laura Preston (NZ/DE) is 
operating a studio that began 
in Paris in 2013. Her artistic 
practice is based on acts 
of writing and editing, and 
takes form in both publishing 
and exhibition production. 
www.studio-laurapreston.de
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On Lucav Island with Jana Kukaine.
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AleX dAvidSOn
On Translation
presentation

This presentation focuses on translation as a process that occurs when 
a work is translated or adapted from one form or medium into another. 
Translation can take place from an object to writing, from a novel to a film, 
or from one text to another. The comparison is made between this pro-
cess of translation and that of intercultural and inter-linguistic exchange. 
This becomes a useful framework to begin to think about what could be 
done in Riga as a visitor. How does our work translate into the city and, 
conversely, the city into our work, if at all?

The starting position is set by considering the name of Riga. One theo-
ry for the origin of the city’s name is that it is a corrupted loanword from 
archaic Livonian. The word “ringa” meaning “loop,” refers to the ancient 
natural harbor formed in a meander of the Daugava River. This short 
etymological tracing indicates the depths that the Livonian language re-
mains embedded in the current language and culture of the city. Another 
reason to borrow this word is for its spectral presence (the last native 
speaker of the moribund Livonian language, Grizelda Kristina, died last 
year, aged 103). The past, in Riga, plays and replays in a feedback loop of 
the city’s cultural and political acoustics.
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lAurA preSTOn
From the Screen to the Firelight
presentation

In writing about an art object, an alteration is made. Something of the 
situation and its atmosphere is taken into account.

Art criticism by its very nature — in the very expectation to docu-
ment — elaborates on a work’s object-ness. It shows the object as adapt-
able to the situation of being made public (transformed into words, talked 
about as though heresy) and of operating in a feedback loop of call and 
response. Further, in identifying written criticism as expanded reportage, 
expectations to name and to transact meaning — and, more broadly, to 
acknowledge, the dynamics of power circulating within the ecosystem of 
contemporary art production of which it is part — are put to question.

As a starting point for the Ringa laboratory, this talk seeks to provoke 
a discussion on the writing of art criticism as fiction placed in public 
circulation. It became a dialogue alongside a screening of Reassemblage, a 
film essay by Trinh T. Minh-ha, shot in Senegal and released in 1982. This 
film was part of a three-year project of ethnographic field research in West 
Africa sponsored by the University of California, Berkeley. In Reassemblage, 
Trinh explains that she intends “not to speak about/just speak near by” 
images caught as a document of that culture.
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lina alBrikienė
The residue of Being i
photographs

At the moment I am interested in the 
residue of being, in this, I was inspired 
by the famous Japanese photographer 
Kohei Yoshiyuki and his voyeuristic 
photographs. Once during the laboratory 
I was walking down by the river Daugava. 
The riverside was so overgrown that it 
was impossible to see anything except 
the narrow path. Suddenly, I ran across a 
few groups of people lying hidden in the 
grass fully nude or half-naked, engaged 
in intimate activities. They had sheltered 
themselves from society and maybe 
even from themselves. It was an asocial 
gathering. The day after, I walked along 
the same area. It was raining and no one 
was there just the small abandoned lairs: 
the residue of being.

niCk BASTiS
A Building as Text
ongoing performative structure

One intention for the laboratory was 
to develop performance scores that 
manifest through the delivery of timed 
video-based scripts. They would open 
up the possibility of difference amongst 
sameness, while filling in the gaps be-
tween juxtaposed realities with intention-
al fictions. What are these realities? Well, 
Riga does exist, we do exist, these words 
exist: these are truths, yet all of them, 
when repeated and examined, manifest 
awkward ambiguities much to our sub-
jective pleasure.

A Building as Text used scripts as a 
way of relieving language of its guilt 
when it inevitably fails. The written 

scores — given to non-actors via video 
teleprompters for both recitation and 
choreography — were premiered without 
rehearsal. The performances and scripts 
juxtaposed the reality of the subjects and 
the alternate reality of the written score, 
producing awkward moments of learn-
ing-while-performing, all in real time. 
The authority of the artist was negotiated 
through the agency of the performer as 
they vacillated between being a guided 
object and a reactive subject: while both 
states hinged on a mutual acknowledge-
ment of uncertainty within a limited 
structure. Language floats and stretches, 
narratives congeal temporarily, only to 
be broken apart and re-formed along a 
completely different trajectory.

The ongoing performative structure is 
happening in another world at this exact 
same moment but with lights that are a 
slightly different hue.
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Overleaf: Patrick Buhr, Untitled.
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pATriCk Buhr
untitled
presentation

The idea of the loop and feedback was 
placed in context of the body and of an 
artistic practice. Certain fundamental 
loops keeping us alive: blood circula-
tion, breath, and so on. Furthermore, 
the smallest mental practices, exercised 
as loops, add up to the foundation of 
what we experience as a state of mind. 
What is the state of mind of the artist 
who tries to engage the world in a more 
intensive way? How can you “make 
things happen” in an artistic context? 
The “Om” sound in yogic meditation is 
a feedback loop that helps one reflect 
on the complex relation of body-mind 
tensions that manifest in dynamic ways. 
An artistic practice perhaps insinuates 
artistic rituals.

The invocation of texts or poems with 
a self-perpetuating rhythm can be a tool 
to detach from the mechanics of the 

body/mind. Chanting enables one to 
step outside their process of speaking 
and become the observer of sequential 
expressions that have a feeling of pur-
pose and necessity behind them.

Writing stream-of-consciousness 
texts is one way to mesmerize the self 
and to get an idea of the underlying pat-
terns in the own bio-linguistic system. 
It is a “performing” of text rather than 
using text as a tool for sense-making. 
It is an active rearranging of textual 
aesthetics into collages that then act as 
a mental map for what might happen 
next. Writing, reciting, talking, and 
rearranging language is a way of com-
municating through alienation (towards 
oneself but also towards other people). 
Alienation may represent a first step 
towards something “new.” Through 
repetition and looping, ideas propagate 
forward, a feeling for the locus of the 
circle is established, and unexpected 
constellations emerge.

Patrick Buhr, Untitled.
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kriS diTTel
Speculative Translation 
of Facts and Figures
text

During the laboratory a text was devel-
oped around the notion of the circle 
in connection to the thought process. 
This was done while attempting a 
speculative translation of experiences 
collected through the week. Visual 
and verbal tools — chart, graphs, and 
language — helped this initial interpreta-
tion and subsequent re-interpretations. 
Figures were sourced from findings and 
encounters during the stay in Riga, but 
also from (collective) empirical observa-
tions. Particular concepts were explored, 
for example, that of the Möbius strip, 
and of the spiral in natural, historical, 
and artistic references. Certain reali-
zations were encountered: A broken 
circle that transforms into a spiral gives 
way to unsettling new forms, while the 
moment of breakage is also a moment 
that breaks with meaning in order to 
produce sense. Potentially this exercise 
could lead towards an understanding of 
different meanings and temporary truths, 
and, at the same time, it could debunk 
the usual means of considering evidence 
and certainty.
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STeFAnie heSSler
untitled
presentation

Francis Alÿs’ work Déjà-Vu brilliant-
ly plays with memory and confuses 
exhibition visitors. The work is a series 
made up of a number of almost iden-
tical diptychs, of which one painting is 
exhibited in a room in the beginning 
and the other towards the end of an 
exhibition. The viewer’s experience of 
repetition is central to the work, causing 
a forced backtrack. In art, as in many 
other disciplines, certain things tend 
to repeat themselves. Repetition might 
be found in form of a cheap copy of a 
famous da Vinci painting sold at a flea 
market downtown; another might be an 
(un)intentional reference to that famous 
1960s conceptual artist, in an attempt to 
aggrandize one’s own practice by draw-
ing on that other one’s name. In an art 
world where, for decades, originality and 
newness are considered the principal 
paradigm for artistic quality, it seems 
surprising that artists and critics are so 
prone to referencing and repeating.

Looping repetitions are closely related 
to quantum mechanics and Heisen-
berg’s uncertainty principle: Whereas 
each particle has x potentialities, only 
one becomes actual. By looking at 
something, we identify it and thereby 
abandon the possibility of seeing other 
options. Hence, it is crucial to encircle 
it again from a different angle, since by 
doing so new aspects surge for the fore 
every time. The same is true for art: the 
context and way it is presented define 
the way we see it.

The format of this presentation mir-
rors the structure and content as it refers 
to closed circuits and repeating feedback 

loops. What happens if we loop a situ-
ation?, which possibility becomes true 
in each repetition?, and what does this 
tell us about the thing we are looking 
at? Referring to cybernetics and systems 
theory, repetition and the application of 
feedback loops to curatorial work and 
writing was investigated.

Nothing evolves out of context, and 
whereas some things may seem novel to 
us, it is perhaps closer to the “truth” to 
assume that it is never concepts that are 
new, but rather us humans who perceive 
them and thus our perspective upon 
them. New generations need to relearn 
established “facts,” aided by new tech-
nologies, while old concepts connected 
to obsolete tools may be forgotten, ced-
ing room for different thoughts, which in 
the future might be replaced once again 
by the resurrection of old concepts, new 
concepts, old concepts … and so it goes.

elizABeTh McTernAn
lonely planet. A Moon-crossed  
romance Between earth and Time.
performance

A story entitled Lonely Planet was typed 
on the Robotron Comfort 1981, a 
typewriter that was made the same year 
as the artist was born. Every line of the 
story took exactly sixty keystrokes to 
complete. After the story was typed, each 
individual character was read aloud at 
a tempo of sixty characters per minute, 
the speed of the second hand of a clock. 
This reading was recorded. During the 
Clock Hands performance, the resulting 
audio “score” was transmitted to the art-
ist via headphones as she set to the task 
of retyping the story — a story whose 
meaning was lost in symbols disasso-
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Elizabeth McTernan, story script.
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ciated by sound and slowness, while, at 
the same time, its new form as a radio 
transmission was too fast for anticipat-
ing fingers. Built into the action was the 
inherent struggle to keep up, and the 
inevitability of falling out of time. Pieces 
of the story disappeared in the resulting 
textual time map. This arhythmic clock 
tick generated by the act of typing was 
amplified by giant speakers facing west, 
towards the past, while the artist was 
oriented east, towards the future.

elizABeTh McTernAn
An experiment in Mapping (un)
earthly Time, ii (A Moon-crossed 
romance Between earth and Time)
email

Hello lovely people!

This is an audio file for you to down-
load onto your portable listening 
device, whether it’s an mp3 player, a 
smartphone, or the Soviet Union’s first 
portable radio. It is meant to operate 
as a score for a walk through a land or 
cityscape, at any time and place that you 
see fit. You can listen to it while walking 
along a land-water boundary, or walking 
along an automobile thoroughfare, or 
walking as the compass points west or 
eastward, or walking as the crow flies 
west or eastward (in this case, since 
everyone has one leg that is shorter 
than the other, your path will, ipso facto, 
form a circle). Additional proposals for 
walking routes are more than welcome. 
I’m passing this around in the spirit of 
experimentation — it’s quite a rough-cut 
edit with a delightful hissing sound in 
the background that I’m sure you’ll find 
most charming. I’m curious to hear what 

might emerge from the space between 
content and context, not to mention con-
tent and content. Please enjoy responsi-
bly — meaning, make sure to look both 
ways before crossing the street.

With heaps of gratitude for your time,
Elizabeth

Will PollaRd
untitled
map

The “travel” section of the bookshop is 
home to many different modes of writ-
ing, including (but not limited to) that 
of the tourist’s guidebook — which acts 
on our idealisation of the exotic, and of 
which the ubiquitous Lonely Planet series 
is a prime example — and the “literary” 
travel book, of the type written by people 
like Bruce Chatwin. These different 
modes claim different relationships with 
fiction. In Chatwin’s case, the factual 
accuracy of several of his accounts has 
come into question — though his biogra-
pher Nicholas Shakespeare would argue, 

“he tells not a half-truth, but a truth-and-
a-half.”

The starting point for this presenta-
tion was a collection of historical travel 
narratives in which Riga was featured. By 
re-visiting the contemporary city through 
this series of divergent texts, changes 
in touristic gaze and in the language 
of the city could be noted (as evidence 
of its political and social genealogies). 
Interest was expressed not only in what 
this could expose of the city’s specific 
historical reconstructions — i.e., what 
has changed? — but also how it might 
invite blurring of the fictional and factual 
accounts of place by exaggerating the 
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distance between text and town.
In this way, a first visit to Riga became 

a project of returning to it. We might 
call this a process of echolocation, since 
repetition defines distance, though the 
luxurious union hall of the Riga Fisher-
men’s Collective was never found. 

SEBaStian RozEnBERg
untitled
reading

Taking Francis Ponge’s processual poem 
Soap as a stepping stone, this reading 
demonstrated how this and other works 
might be sampled and rewritten into the 
text — which is both a way of being more 
general and more specific — in showing 
the importance of precision with words 
at the same time showing that they 
are interchangeable and interesting as 
conceptual tools. Repetition can also be 
a tool, as it was for Ponge in Soap, for 
productive confusion, and a play with 
the conventions of representation and 
referentiality. Substituting Ponge’s work 
with hip hop lyrics, one may achieve 
something similar and work in the same 
way as with modernist techniques of 
dislocation, except more fresh. Perhaps 
a bit of trying and talking and working 
with Emmanuel Lévinas’ concept of 

“language and proximity,” a word, a text 
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could evolve differently when used close 
to different artworks for example, and 
maybe vice versa.

With uncreative writing there is often 
the implication that it is impossible 
to read, or that its concept is more 
interesting than the text itself, and that 
it is first and foremost simply a gesture. 
What is interesting to experiment with is 
a text that tries to be both, in the sense 
of a strictly uncreative text that can also 
have value and give enjoyment in the 
same way as a literary or poetic text. This 
experimental sourcing would apply to 
other texts — ones that are bifurcate in 
other senses — both art and literature, 
both rewarding and disappointing, both 
original and repetitive, and so on. Con-
fusion and resistance are good tools, a 
work doesn’t always have to show a way 
forward, it doesn’t need to expand and 
evolve.

A reading was carried out with a 
cumulative and slightly uncreative text 
titled Throuwe, that uses as its main 
character the “frisbee.” The text was 
utilized to meditate on the act of poetry 
as a means to both transfer to the reader 
different forms of interpretation of 
the spoken and written word, and to 
emphasize the use of poetry as a tool 
for understanding relationships between 
currency, people, and objects. The pro-
ject as a whole is a form of theory fiction, 
and includes written text, performances, 
readings and physical objects.

The work displays an awareness of 
the act of writing and of its points of 
fission, as well as an awareness of the 
making of concepts and conceptualizing. 
It samples and rewrites other written 
media which is both a way of being more 
general and more specific — a way of 
showing the importance of precision 

with words at the same time demon-
strating that they are interchangeable 
and interesting as conceptual tools.

Repetition may also be a tool for 
productive confusion — as it was for 
Ponge in Soap — as well as manipulator 
of the conventions of representation and 
referentiality.

lina zaveCkytė
untitled
objects

At the moment it is interesting what 
is not dead yet and what is not really 
alive — the Soviet past and the culture of 
memory in Lithuania. This project was a 
hunt for the specters that keep coming 
back to haunt us: the ghosts that are 
stuck in a loop and keep being revived. 
The project was also intent on exploring 
the possibilities of getting closer to an 
actual experience of things past. In Riga, 
one is positioned at a certain temporal, 
spatial, and cultural distance from the 
past. The evidence of historical events 
separated from us by an ever-growing 
distance tend to fade away, become un-
recognizable: the haunted places give up 
their ghosts when living eyes no longer 
look for them. Untitled explored these 
unknown and faded memories, echoes 
of the past.
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Lina Zaveckyte·, Untitled.
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alEx davidSon
Ringa: a migaa laboratory at kim? in Riga
report

Stanisław Lem’s drawing, In the Time Loop, was the image that came to 
represent the MigAA Ringa laboratory. In Lem’s drawing, two characters 
lie on their bellies, with chins on the ground, head’s back, facing each 
other, with bulging eyes staring into the other’s eyes. It is an expression 
of terror, intrigue, or complete incomprehension, a face searching for an 
answer in the other opposite it with the same expression being returned. 
Neither face seems to provide any inkling of awareness, rather simply a 
blank stare. 

Between the 27 July and 2 August, we spent a week in Riga, con-
templating jointly, among other things, what we were doing there. The 
workshop took its title, Ringa, from one theory of the origin of the name 
Riga, which claims that the city’s name is a corrupted borrowing from the 
Livonian word “ringa” meaning “loop,” referring to the ancient natural 
harbor formed in a meander of the Daugava River. In a crude attempt to 
translate this topographical feature into the structure of a social and artis-
tic enquiry, the focus of the week was loosely themed around the feedback 
loops between writing and objects — where these two forms separate and 
merge — the wordiness of objects, and the objecthood of writing. The 
focus of the week’s explorations was the process that could be charac-
terized as “translation between forms.” Operating parallel to this was a 
questioning of the process of translation between specific cultural and ge-
ographical contexts. In particular, what did the context of the city of Riga 
offer this particular workshop? and would we come to an understanding 
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of the context and history of Riga as artists-cum-pseudo-ethnographers? 
How might one read the history of a city through the cultural and aural 
feedback loops inherent in the names and languages of its present? 

I wouldn’t say that we came to many conclusions, but we did a lot 
of talking and walking. We hiked to Lucavsala with Jana Kukaine and 
saw a performance in the Daugava River by Anda Lace; we undertook 
an after-dark, “Riga-Noir” bus tour with Latvian philosopher Ainārs 
Kamoliņs; we visited a Latvian open-air ethnographic museum and 
Didzis Pučs’ private and very far-from-official museum of things that are 

“the first and last of their kind” with Kaspars Groševs, Ieva Kraule, and 
Virginija Januškevičiūtė; we watched a screening of show reels made 
between the 1960s and ‘80s in Soviet Riga, showcasing daily life in the 
city, with a commentary by film researcher Viktoria Eksta; and we were 
witness to presentations by Laura Preston, Alex Davidson, Stefanie 
Hessler, Sebastian Rozenberg, Nick Bastis, Patrick Buhr, Kris Dittel, Lina 
Zaveckytė, Will Pollard, Lina Albrikienė, and Elizabeth McTernan. 

Perhaps the best way to conclude without any conclusions would be 
to speculate that in Lem’s drawing, the dread we might perceive as a 
glimpse of the eternal reflection in the eyes of the two characters might 
be a completely different feeling altogether. We can’t tell. With the illegi-
bility of their expressions we focus instead on the contours of the curves, 
the lines made with the pen. There is the disappointment of a faulty 
feedback loop; of a call and no response (no answer); of a faulty trans-
lation; of missing the culturally-specific references in a new place. But it 
was good to be in a city for a week with a group of intelligent people and 
to trace on foot the outlines of its features.

PatRiCK BuHR
As if the heart Was not enough: Thoughts about loops
essay

This author is concerned. He wants to do justice to his fellow partici-
pants at MigAA’s Ringa laboratory. He writes a lot, but he is not a writer. 
That’s why the beginning of (t)his text will give off an apologetic aroma. 
That’s why he takes a step back and refers to himself as the author. On 
day four of the laboratory, he questioned the apologetic introduction of 
a fellow participant. Now he feels the need to do the same with t(his) 
text. However, the self-referential language makes it a meta-apology. In 
other words: this paragraph was not an apology, it was just an introduc-
tion.

The author enjoyed the company of his fellow participants. The 
unique combination of attentive international minds challenged him to 
choose his words carefully and remain focused throughout the week. 
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The author felt obliged to think more intensively about the workshop’s 
theme: loops and feedback.

Day two. The small wooden church in the Latvian Museum of Ethnog-
raphy contains a few dozen candles — all of them (apparently) used, but 
all are free of wax-drippings and all are the same height. As the church 
is in use from time to time the questions are posed: “Who fixes the can-
dles?” and “What need does this practice serve?”

The presentations took place in the kim? Contemporary Art Center’s 
white cube. This cube demanded sensorial focus because of its affinity 
for reflected sound waves. Some talks became a productive practice in 
listening. The carefully listening mind rapidly ran through small circles in 
order to process the thoughts before they fell out. Kim?’s cube reflected 
what remained and let interferences thrive.
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If big muscles are evidence of will power then the whiteness of the 
cube was evidence of a focused attitude. Keeping walls white and candles 
trimmed requires continuous effort. Keeping things tidy in a certain way 
implies that the host is challenging the guest to be more respectful and 
focused on what is taking place. In that sense the act of artificially clean-
ing up can be read as an invitation for thought.

Day three. The author and his fellow participants visited a historical 
gadget-collector on the outskirts of Riga. The participants were intro-
duced to old Soviet radios and televisions dating back to the Second 
World War. They were for the most part imitations or even copies of 
Western devices. The most significant distinction that stuck in the 
author’s mind revolved around the metaphor of Soviet citizens “drinking 
the content of their television’s lens that was filled with vodka due to the 
refractive qualities of the drink.” Post-colonial issues brought up in sev-
eral presentations highlighted the use of stereotypes in conversation and 
made them the object of both spoken and unspoken debate — especially 
within international convocations where cultural stereotyping is common-
ly used as an instrument for initial connection. The collector concluded 
his presentation by flashing us with the biggest light bulb the author has 
ever seen.

This is an appropriate occasion for speculating on the psychology of 
collecting. Besides relying on mere momentum and fetish, the act of 
collecting might be a medium for certain states of mind and emotion. 
Collecting something means that one is interested in the variations of 
the same. The same, once again, but always a little bit different. Is this a 
method of re-living the same emotional experience (or metaphor) over 
and over again through the right balance of similarity and difference with-
in the collected items? Perhaps this is a special kind of loop. A loop that 
remains essentially the same, but keeps fulfilling its purpose by perma-
nently incrementing its form just enough to create a sufficient amount of 
difference necessary to triggers a fresh experience. In the particular case, 
vintage televisions and radios — functioning as the modern camp fire 
with family and friends gathering around drinking TV-lens-vodka — act 
like trance objects that reconnect the admirer to moments (or ideas) of 
deep human connection.

But is true repetition even possible? Can a loop stay the same? Rep-
etition always creates difference: AA feels different than A, and AAA is 
not AA. Considering the perspective of qualities (perhaps the only “real” 
perspective), the idea of “repetition” is always a construct. Experiencing a 
repetition as repetition just means that one has gotten used to or simply 
doesn’t notice the perpetually emanating difference. Hazily pondering, 
perhaps the difference between science and art might be that in one of 
them there exists the assumption that true repetition is possible.
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As if the heartbeat wasn’t enough. They got us using drum machines now. 
The hums of the machines. Trying to make our drums humdrum. — Saul 
Williams

The most significant ontological concept might be Nietzsche’s “eternal 
recurrence of the same.” It is the first loop that is the foundation of our 
perception. The “same” does not refer to behavioral patterns or history, 
rather, it describes the persistence of being, the fact that the world is still 
there after we re-open our eyes. Each new moment is a repetition of the 
principles and laws that applied to the previous one.

The second loop that lies at the core of our perception is the human 
body itself. Or, to be more precise: the in and out of our respiratory 
system and the pulsating cycles of our circulatory system. The lungs air 
condition the drumbeat of the heart. The harmony of interdependent bio-
logical loops are supporting all thought and perception — a “conservative” 
system conserving energies in order to make progress possible.
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The Sun had exploded 
Before We Found Out 

it Would

1–15 September 2014
Nida Art Colony
Nida, Lithuania



48
4

T
h

e 
Su

n
 H

ad
 E

xp
lo

de
d 

B
ef

or
e 

W
e 

Fo
u

n
d 

O
u

t 
It

 W
ou

ld
IN

TR
O

D
U

C
TI

O
N

The “interactive” blackboard for the laboratory.
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For two weeks in September 2014, eighteen international partic 
ipants gathered in Nida to exercise their imaginations by speculat
ing on or even answering questions of being, space, and depth as 
well as to creatively explore current scientific news.

Contemporary science declares itself on the verge of radical 
change (change that will alter the notion of being). One senses 
that art is in an inferior position in relation to science. However, 
artists — not being obliged to prove any fixed truth — retain their 
right to express vague answers that refresh notions of what life 
actually is.

Would we go against human nature and destiny if we found out 
that we are not alone in the Universe? Having realized that we 
could not damage the ecological, would we understand what affect 
our thought has on our environment? Having discovered other 
planets with life would we understand that the race for survival is 
not necessarily the aim of life? Or perhaps all these questions 
come from snakeoil salesmen.

The laboratory was led by Artūras Raila with support from 
Alan Smith and Mindaugas Gapševičius. The time together was 
divided between a daily breakfast news review, followed by either 
presentations or discussions on the state of everyone’s process, 
individual working periods, cooking sessions, and of course liber
al doses of the sun and the sea. The laboratory culminated with  
an exhibition at the Nida Art Colony gallery space.

This MigAA laboratory was organized as a collaboration be
tween the Vilnius Academy of Arts and the Lithuanian Interdisci
plinary Artists’ Association. The laboratory was supported in  
part by Nordic Culture Point, the EU Culture Programme 2007–
2013, and the Lithuanian Council for Culture.
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Lina Albrikiene· (LT) completed 
her MA studies at the Vilnius 
Academy of Arts, Department 
of Photography and Media Art. 
In her work autobiographical 
facts become the creative 
material, the motive, and the 
theme. 
www.albrikienelina.lt

Ilaria Biotti (IT/DE) is 
currently writing her MA 
thesis in the Institute for Art 
in Context, Berlin University of 
the Arts. Her work questions 
collective social practices 
in connection to happiness 
research. 
www.ilariabiotti.com

Egle· Bertašiūte· (LT) is 
studying at the Vilnius 
Academy of Arts, Department 
of Photography and Media 
Arts. She is focusing on 
nonexistence — subtleties 
that signify the presence of 
tangibility — as a ground for 
hegemonic ways of being in 
the contemporary world.

Ian Damerell (UK/NO) is a 
professor at the Oslo and 
Akershus University College 
of Applied Sciences, Faculty 
of Technology, Art and 
Design. His research concerns 
how art is received in the 
contemporary social arena.

Brian Degger (AU/UK) is an art 
and science practitioner, with 
a PhD in molecular biology. 
His interest in science has 
become more about science-
as-a-culture than science-as-
experimentation. 
www.transitlab.org

Stephen Fortune (IE/UK) is 
a PhD candidate at Sussex 
University. His practice 
involves unfolding the 
mechanisms of media and 
exploring the non-neutrality & 
agency of software. 
www.stephenfortune.net

Mindaugas Gapševičius (LT/
DE) earned his MA at the 
Vilnius Academy of Arts and 
is currently doing MPHIL/
PhD at Goldsmiths University 
of London. He is engaged in 
futuristic themes and takes a 
critical position on contemporary 
neoliberal tendencies. 
www.triple-double-u.com

After studying natural sciences 
and engineering, Henrik 
Hedinge’s (SE) interest 
switched to the arts. He seeks 
playful ways of communicating 
serious issues through 
performance. 
henrikhedinge.blogspot.com

Dovile Aleksaite· (LT/DE) is 
studying in the Department of 
Visual Communication, Arts, 
& Media, Berlin University 
of the Arts. She works in 
video and experimental film 
exploring the themes of 
perception, repetition, and 
language. 
www.aleksaite.com 
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Alvydas Lukys (LT) is the 
Head of the Department of 
Photography and Media Arts 
at the Vilnius Academy of Arts. 
His main interests are in the 
various aspects of cultural 
anthropology and photography 
in contemporary art.

Julie Peter (DE) studied 
sculpture at the Weissensee 
Academy of Art Berlin where 
she investigated emotion 
tracking.

Anastasia Ryabova (RU) 
holds an MA in philosophy 
from National Research 
University, Higher School 
of Economics (Moscow). 
She combines networking, 
curatorial, and print 
initiatives with individual 
artistic projects.  
www.nastyaryabova.com

Artūras Raila (LT) teaches in 
the Photography and Media 
Arts Department at the Vilnius 
Academy of Arts. His work 
relies on close collaboration 
with specific social groups or 
subcultures, integrating them 
into carefully scripted projects. 
www.raila.lt

Throughout his practice Alan 
Smith (UK) has played with 
conventional understandings 
of interpreted and perceived 
realities. He received an 
MFA from the University of 
Massachusetts and is Creative 
Director and a co-founder of 
the ACA. 
www.alansmith.org.uk

Aiste· Viršulyte· (LT) graduated 
from the Vilnius Academy of 
Arts with a BA in photography 
and media arts and an MA in 
sculpture. The focus of her 
current creative work is on  
time-based media where she 
explores both art and science.

Lina Zaveckyte· (LT) holds an 
MA in photography and media 
arts from the Vilnius Academy 
of Arts. She is interested in 
the relationship between 
matter, text, imagination, and 
art.

Vaiva Zemkauskaite· (LT) 
is studying at the Vilnius 
Academy of Arts, Department 
of Photography and Media Art.

Maria McKinney (IE) is 
currently a resident at the 
Fire Station Artists’ Studios, 
Dublin. Her work considers 
the complexities that structure 
our everyday environment. 
www.cargocollective.com/
mariamckinney
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artŪraS raila
intro
framework

The anonymous quotation, “as we found out the Sun would explode, it 
had exploded already,” refers to a state (or a condition) that leads to or 
generates a new sensibility, a new vision, or even a new kind of reflex. 
All this proceeds naturally as if unnoticed and the past as we know it has 
disappeared; previous motivations for creativity are gone as well.

Through our contemporary imaging technology we can now see the 
billions of suns (and their novas) in our galaxy; we now see billions of 
galaxies like ours where there are also billions of suns and their planets. 
All of this we embrace with predatory eyes and consumer instincts. The 
daily reports in the mass media reflect human greed: “having exploited 
our planet we will colonize others...” When encountering more ad-
vanced civilizations, with our perception of “friendship,” we will take 
over their technologies. This will happen by employing grotesque irony, 
fictions, and hoaxes. Our false pretense will claim to be based on our 
need to survive. The so-called aliens are a typical example of the aggres-
siveness of human nature. Specifically, they are simply a reflection of 
human negativity: our imagination is unable to resist our bad habits and 
behavior.

The key questions are, then: how best do we use our knowledge? 
How does this process affect art and culture? And, what is the eventual 
feedback? The shift (by accident) in the translation of the title, “the Sun 
had exploded, before we found out it would” perhaps gives us a hope.
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I propose the following schedule for the laboratory: 

Starting off in the morning we’ll have a press review over breakfast. 
(I’m not kidding! I’ll explain more later.) After that, there will be lectures 
and critical reviews before and after lunch time, and in the evening, some 
film screenings. To be sure, everyone checks the news and their email 
in the morning, that’s inevitable. I would, however, recommend that 
everyone pay attention to scientific reports that appear within the daily 
flow of information, and that we share our impressions and discoveries 
on the kitchen video screen. Daily lectures will segue into participating 
artist’ presentations and critical reviews of work. The main lecture will 
be delivered by Prof. Damerell and I’m sure it will resonate with our 
activities. Alan Smith will be available to help with daily needs and input. 
Other daytime lectures will circulate around several theoretical texts. The 
evening cinema screenings and discussions might be characterized as 
the “debunker debunked.” We will have the opportunity to explore numer-
ous popular narratives — UFO TV, ancient knowledge, aliens, mermaids, 
and so on — that may perhaps be viewed without irony (a difficult task!). 
The playlist of evening films will be updated on a daily basis (on the 
kitchen blackboard). I hope to see every one there! I hope that the evening 
screenings will stimulate late evening discussions and deep dreams. The 
most important part of the laboratory are the daytime presentations and 
the explosion of your creativity! I believe that our group socializing will 
instantly bond us and that no one will regret coming to Nida!

ian damEREll
Seeing things through things
seminar/lecture

I quote from the website: “Contemporary science declares itself on the 
verge of radical change (change that will alter the notion of being). One 
senses that art is in an inferior position in relation to science.” My ap-
proach to these problems, already raised in preparation for this seminar, 
is to embrace the particular challenge, but from another angle.

I question why such a situation need arise, in order to change us as 
human beings. It appears to me that we have consistently failed to create 
even a faint resemblance of a peaceful world. The great quest of democ-
racy from the Enlightenment to present day has not delivered the goods 
either. The environmental problems mentioned here are ones that we 
have inherited from a continued lust for power among nations, corpora-
tions, and their leaders. It becomes harder to believe in solutions, and 
perhaps this is why we consider the challenge of alien life in outer space 
the external threat that will force us to change.
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Of course, we have, already, throughout our history, been confronted 
with challenges at various points in time. They have demanded radical 
change. The First World War initiated the violence of the modernist period 
of the last century. It did so with a radical destructive force, the like of 
which humanity had never seen before. When thousands … no, millions 
of lives … were sacrificed for a few meters of muddy earth … we were, as 
humans, permanently altered.

Our ability to be generous and reasonable as human beings — to show 
genuine empathy towards others — can be questioned. Yet, the question 
of becoming techno-humans appears to me to be one of giving up on 
humanity. One of the less-desirable by-products of modernity is the move 
towards a more mechanized form of human … (Trotsky, for one, hoped 
for this). Artists may well be allowed to create discussions that lack sci-
ence’s clarity and its desire for proof, yet art in its widest context can still 
help us to resolve problems, in a way that science cannot. And should we 
not distrust science’s drive towards more and more radical solutions to 
how we should live?

I find myself continually referring back to Aldous Huxley’s Brave New 
World — the false positive attitudes of the Facebook generation; the banali-
ties of the Instagram age; the carelessness, no, indifference, towards grave 
political issues. Thus, although facing threat and confrontation from an 
alien species from outer space, should we not fear more the threat of our 
own destructiveness?

artŪraS raila
Primitive Sky
presentation

In 1980 in Telšiai (Lithuania), Artūras Raila observed unearthly points 
of light, flying at high speed in a strict geometrical trajectory in the sky. 
Twenty-two years later he returned to Telšiai to reconstruct the conditions 
of the earlier experience. The result of this reconstruction was a set of still 
and moving images of five separate moments, which advanced attempts 
to investigate whether that original sequence of events and trajectories 
carried any message. Thousands of similarly witnessed instances are 
being ignored because of a lack of proof — however should this be of any 
concern to the artist who no longer cares about being disqualified?

One evening towards the end of October 1980, around 8 p.m., I was 
walking along a street when — high in the sky, against the backdrop of 
frozen stars — I noticed points of light fluttering one after another in a 
wave trajectory, very fast and in complete silence. At first I thought they 
were sea birds somehow reflecting the lights from the town, but the 
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precise geometry of the trajectory and the extraordinary speed made 
me realize this was not the case. I don’t know their exact number as I 
didn’t count them, but my visual recall suggested there were about ten of 
them. Each separate point of light had a strong and clear color — that is, 
orange-brown towards its center, the edges paler, yellowish. They were not 
object-like, were not like “things,” and seemed to have no clear form. The 
overall trajectory of movement for all of them was strictly geometrical and 
three dimensional, not bound to a planar surface. This I could judge from 
the intense and high speed wave motion. I followed them with my eyes 
until they disappeared far away. The total duration of this experience was 
only around ten seconds. From that moment onwards I began to watch 
the sky in the nights. The streets were very dimly lit and it seemed as if 
the wide sky cupped the town with its vast silence.

The second time I saw a swarm of these points of light was when a 
cluster of them appeared, moving with angled linear trajectories within 
a spheroidal shape. Single lights were constantly separating from the 
sphere and disappearing into space. This spherical swarm was moving 
slowly away, very high up, until it disappeared. The sphere was three-di-
mensional and when I drew the trajectories I therefore had to show them 
as moving towards me and away from me. At the time it seemed as if 
there was an infinite number of spots within the sphere, but when I tried 

IN
P

U
T



49
2

T
h

e 
Su

n
 H

ad
 E

xp
lo

de
d 

B
ef

or
e 

W
e 

Fo
u

n
d 

O
u

t 
It

 W
ou

ld

to sketch the dynamic principle of their movement it became clear that 
there were not only points leaving the sphere but also the other way 
round, points entering it from the outside. It seemed that the entire  
spherical form was made up of the lights flying in and out of it. The con-
tents of the sphere consisted of some finite number of spots.

During the third instance, between four and six lights flew over me 
at low altitude with odd angular and intertwined trajectories, as though 
they were playing among themselves. They were moving at a very high 
speed and in complete silence. This time the phenomena took place 
(apparently) closest to the ground than all the rest. The rapid angled 
movements looked very strange — as if they were bouncing off of invis-
ible barriers.

The fourth time was special, because in the moment I noticed a 
swarm similar to what I had seen before, I was able, for the first time, 
to formulate something like a question or request: “[…?]” And the 
flying swarm stopped. Within the swarm shape the movement of the 
lights continued, but they no longer jumped outside the shape. Shortly 
afterwards, though, the lights started to leave the swarm in couples. 
They followed a trajectory of double waves that transformed the oval 
swarm into two lines of oscillating lights. These slowly shrank in size. 
The wave-line persisted for a very long time, as long as my vision could 
follow it. I was standing next to the house where I was living. It was the 
beginning of November, around 11 p.m.

The fifth and last time I saw one single light, low against the horizon, 
fluttering around with that typical angular trajectory. This movement 
looked like a vibrating light was bouncing at right angles off the interior 
wall of an invisible tube. Because of the speed you had to be attentive 
and in order to focus upon the movement you had to look at it obliquely. 
This time I tried to point it out to some other people, but they somehow 
became both confused and amazed that the stars in the sky were so 
clear. 

mindauGaS GapŠevičiuS
at the Edge of arts and Sciences
presentation

There are things balancing at the edge of fantasy and reality and be-
tween art and science. Examples of these would include astrology, “The 
Face on Mars,” the Bermuda Triangle, dowsing, and Ufology. None of 
those have a scientific basis from a traditional western scientific per-
spective. On the other hand scientific conjectures might become scien-
tific truth if proven empirically: consider, for example, the Higgs Boson 
particle, theorized in 1964 and its discovery confirmed in 2012. Some 
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are taken for granted by common agreement like the Big Bang theory. 
In this short lecture I will introduce two of my own artistic projects bal-
ancing at the edge of arts and science: Plaster [As a hierophany] (1997) 
and 0.30402944246776265 (2013-2014). The former was developed 
based on the consideration that the universe and all manifest artefacts 
are organized deterministically, while the latter suggests the thought 
that artificial intelligence is the next step within the human evolutionary 
process.

alan SmitH
on the notion of Being
presentation

In 2014, how would the Vitruvian Man sit? For we humans, what makes 
us different to other mammalians is our notion of being.

The German philosopher Martin Heidegger spoke of, “being in the 
world; to make sense of our capacity to make sense of things, to be 
dasein, ‘being there’.” To exist as a part of a complex system by discov-
ering the components that make up our domain, that is being.

We appear driven by the need to make sense of what we don’t under-
stand, by perpetually fracturing the Gaian organism of our world into 
categories, divisions, and hierarchies. And in doing so we divide our 
species into a multitude of experts in specialist subjects who will often 
struggle to communicate with one and other.

More positively for us voyeuristic artists, this tangible amalgam pro-
vides a rich soup from which to probe, consume and reinterpret, often 
without fully understanding the specifics of each essential element.
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Artists are not simply communicators, illustrators, or PR representa-
tives. It is for us to look beyond concrete facts and deliver what Werner 
Herzog calls “ecstatic truths” (deeper, poetic truths that can be reached 
only through subjectivity and imagination) in order to augment human 
experience.

Personally my aim is not to seek justification for my actions and 
function as or become a scientist; but rather explore the methodologies, 
systems, and findings of practitioners from other fields to advance my 
outlook and imagination.
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lina alBrikienė
the Residue of Being
photographs

Three lectures took place, “Seeing 
Things Through Things” by Ian 
Damerell, “Primitive Sky” by Artūras 
Raila and “On the Notion of Being”  
by Alan Smith. The space represented 
in these photographs is without time. 
The photographs provoke consider-
ation of what has happened or might 
take place in a future. Significant 
evidence remains; a video camera, 
a  laptop, and a glass of water. Who 
were the people that sat in the chairs? 
What were their thoughts during the 
lectures?
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dovilė alekSaitė
on Counting
video

Humans understand and construct 
their world in quantifiable ways. Pro-
posing that the organic nature of the 
dynamic cosmological system is of 
an opposite nature to the static world 
constructed by humans, the logic of 
calculus being able to describe nature 
is questioned. In the project entitled 
On Counting, counting is taken as the 
standard way to define and construct 
things, whether they are defined by 
quantity, mass, or by distance. In order 
to rethink our relationship with the 
natural, the video presents a hypnotiz-
ing sea view in counterpoint to a hu-
man “scientific” approach that seeks 
to construct artificial systems.
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ilaRia Biotti
Biotti/Bijoti
video

My surname “Biotti” is decontextualized 
by the sound of its pronunciation to 
a local ear. The spelling is transposed 
and what remains is the sound “bijo-
ti" — a Lithuanian term relating to the 
notion of fear. The starting point of the 
project Biotti/Bijoti is to consider the 
effect of the encounter with the following 
specific stretch of physical space: the 
fear contained within a ten minute walk 
in Nida, a so-called paradise. The aim is 
to deconstruct the affective and aesthet-
ic experience of my own fear through 
repetition. The method employed to 
explore the narrative contained in Biotti/
Bijoti is comprised of the reenactment 
of my initial arrival in Nida once a day 
for the period of one week. Every night 
at precisely 22.07, I walked alone along 
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the path from the corner where the bus 
left me the first night all the way to the 
Colony which functioned in this context 
as the destination and my comfort zone.

The formal result of this extended 
action is an audiovisual documentation 
edited to form a short mockumentary of 
the journey.
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eGlė BertaŠiŪtė
a Splint of unlawful memory
drawings

Worldly empathy for mythical reasoning 
through law, boundaries, and experience 
is embedded to create memory. Sugges-
tive channels come to our aid, like trans-
mitters and satellites; used to switch on 
perceptual systems that enable us to 
consider being “inside of the outside.” 
Should we be concerned about a place 
that exists only for itself and are we 
immune from it radiating a secret life of 
otherness? While immersed in an over-
flow of data, how do we wake our hidden 
instincts and act on poetic subjectivity? 
In order to act on these speculations and 
bend contemporary enactment do we 
trust narratives, preconditioned relation-
ships, and meaning without an earthy 
contract?

BRian dEggER
objects and languages
installation

The practice of both science and art in-
volves transforming processes, ideas, or 
materials into some kind of distinguish-
able form, something that we can relate 
to and share — Ellen Roed.

In these days, referred to by sociologist 
Zygmunt Bauman as “liquid times,” all 
is possible, both the worst and the best. 
For a small window of time the winds 
are favorable, and what impossibilities 
were once only to happen “when pigs 
fly” can be scientifically actualized. These 
so-called pigs are now engineered with 
wings. Shifts in scientific thought have 
moved on to gnaw on the large elephants 

in the room — those once thought to 
be the domain of art, philosophy, and 
religion — consciousness, and higher 
intelligences. Like the blue smoke that 
escapes when an electronic component 
fails, are we afraid that we have lost the 
blue smoke of meaning as we are tested 
by ever more overwhelming information 
deluges? Once in the eighteenth century 
there was a man who could have read 
every book in print. You can’t remember 
everything; in order to remember, you 
also forget briefly. Dialogue between 
information carrying systems: all is net-
worked, all is fluid.

StEPHEn foRtunE
a Shared digital Sensorium
sugar, water, yeast, jars, video 

This piece meditates on the control of 
atmospheres. Within one of the two 
glass enclosures a fundamental element 
is withheld. The difference in manipula-
tion of each environment manifests in a 
vertical oscillation. Rudimentary comput-
er vision is the sensing apparatus — the 
rate of respiration is transduced into pixel 
matrix transitions. There are instruments 
better suited to sensing the medium of 
these micro-worlds and the atmospheres 
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they create. Each jar is placed in front 
of a digital recording of their previous 
movement. Movement may be observed 
with the naked eye, and also in terms of 
the digital traces that the motion-detec-
tion sensors record when attached to the 
glass jars environment. That noted, using 
a digital motion detector provides a view 
of both worlds breathing in concert with 
each other, and in so doing it captures 
their motion as a data set that may 
become recombinant with other worlds 
at potential future points in time. The 
apparatus (discerning lines of flight by 
the light differences left in the wake of the 
bubbles) aspires to materially connect 
with the advanced mechanisms by which 
exoplanets in the distant universe are 
detected.
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Above: Stephen Fortune’s jar with water and yeast. Overleaf: Egle· Bertašiūte·, A Splint Of Unlawful 
Memory.
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henrik hedinge
how Would you Massage an Alien?
intervention

I started in the forest, making explora-
tions of robots and exo-skeletons with 
what I could find: investigating new tech-
nologies, seeing a low-tech approach 
ahead, arriving at something between 
the fallen angel of Marquez’s story and a 
half-tree-half-man.

Inspired by space and NASA, I moved 
the low tech experiments to the water: 
extra limbs, extra senses, movement, 
feeling twenty meters into the unknown; 
on the way to break the waves, seven 
meter mermaid construct.

The body with the sea. The sea with 
the body. Via a number of experimental 
on-body structures exploring the sensa-
tion of the sea and interaction with the 
sea. The sea, Earth’s second space.

The use of the sea. The culture of the 
sea. Becoming one with a sea. Sea me. 
Feeling seas.

Exploration of robotics and exoskel-
etons turning into action meditations. 
Stelarc on salty waters. Synchronized 

swimming into the unknown. One with 
the elements.

My experiences. Peoples’ reactions. 
Scifi readings. Current science and meet-
ings with a scientist lead to exploration 
of the theory of mirror neurons. How 
they work. How they connect. How they 
construct a mind and a body. A percep-
tion of an other.

A massage of an exoskeletal part 
during a body perception experiment 
leading our minds to thinking of an 
eventual NASA lab for alien encoun-
ters — how would you understand a 
being with a different body or no body? 
What methods would you use and what 
science to understand the responses? 
How would you massage an alien? 
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MAriA Mckinney
incredulity of the pointless
installation

There is renewed significance in re-
gards to digital dexterity, that is, how 
we use our fingers to interact with the 
world in its current digitalized state.

Compelled to make contact 
with a living thing that is largely 
indistinguishable from its surround-
ing — seeing alone is not enough to 
perceive — I must touch in order to 
be convinced of its presence.

This aquatic animal-form has 
drifted in the seas for over 500 million 
years, making it the most ancient 
multi-organ creature on earth. Its 
interior is perceptible from the exteri-
or — making it so incredibly strange 
that we may be forgiven for thinking it 
as otherworldly.

The notion of bringing something 
which is internal to the external 
surface, be it a thought or an emotion, 
is a practice we sometimes struggle 
with as humans.
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Julie peTer
untitled
installations

Why do humans make artificial paradis-
es on our planet? Why does it matter if 
the aliens are here or not? How should 
we humans welcome the aliens? If 
aliens would come to Earth or if they are 
already here how can we make them feel 
welcome in our man-made paradise and 
how would they feel being here? Do they 
have feelings at all? What would they 
leave behind to show us they were here 
(as we put a flag on the Moon to show 
we were there…)?

AnASTASiA ryABOvA
Towards an experience of Spatial 
dimensions
installation

The installation consists of a series of 
objects including tools, stencils, and 
drawings entitled demon tools:  
Stick–meter (Russian: palka–izmeryalka), 
Telehummer, Sawed saw. Plus Examples 
of magic rulers Measured and Ruled!

The demon tools are accompanied by 
the following text:

Observe the observers!
Hack all instruments!
Measure only unmeasured!
No conceptual comments any more.
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aiStė virŠulytė
for memory Evocation
installation

Touring through locations, through 
times, through minds ... At first glance, 
this installation may seem like things 
that have been found by the wayside 
to remember the visit. But ... Findings 
breathe naturalness, their visual arrange-
ment creates compendious, non-scien-
tific, non-verbally annotated references 
concerning the principles of the Uni-
verse, creation, and all its characteris-
tics, including the human place in the 
cosmos. Objects are used as reference 
points (to these major matters) and they 
function as implements to evoke and 
reflect individual and collective subcon-
scious memory. It is not an accurate re-
flection, but rather a mere indication of a 
number of parallel layers of meaning.

P
R

O
C

ESS



50
6

T
h

e 
Su

n
 H

ad
 E

xp
lo

de
d 

B
ef

or
e 

W
e 

Fo
u

n
d 

O
u

t 
It

 W
ou

ld
P

R
O

C
ES

S

lina zaveCkytė
untitled
maps

A being in the middle of an empty field 
draws a circle around itself. The simul-
taneous action of drawing the line and 
framing the surrounding chaos causes 
something that is unknown and unruly 
to become comprehensible. Yet some-
times, during the day, the sun draws a 
shadow of this being that falls onto the 
surrounding line and forms a shape 
similar to the letter “Q.” This shadow 
connects the inside with the outside, the 
known and the unknown, one’s self with 
the other. In a poetic way this could be 
seen as the birth of a Question that is 
driven by its own curiosity towards the 
unknown horizon.

vaiva zemkauSkaitė
Cold Beet Soup 
recipe

When I was little I used to think that 
every human being had a double. I 
managed to explain everything that 
was beyond my zone of understanding 
through this simple idea of two of exact-
ly the same persons living on different 
sides of the world. It is impossible to 
meet your double, because she moves 

in the reciprocal direction as you all the 
time: I also believed this situation had 
something to do with magnets. I could 
sense my double whenever I wanted and 
I could have an impact on her any time 
in a kind of telepathic way.

We search for God or extraterrestrial 
life, or we create/imagine some hypoth-
esis of the universe ourselves. What a 
strong need humans have to not feel or 
be alone. I feel so empty that the only 
thing I can offer is this cold beet soup 
recipe.
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ilAriA BiOTTi in COllABOrATiOn WiTh AnASTASiA 
ryABOvA, BriAn degger, And Julie peTer
On (non)Counting/Measuring/Sharing
essay

It was a dark and pleasant night when we arrived in Nida, situated on 
the Curonian Spit. The resort town — often referred to as a para-
dise — sits on forest-covered dunes that overlook the Baltic Sea. The 
border with the Russian enclave of Kaliningrad is only two kilometers 
away: more or less visible frontier control systems dominate the entire 
area.

The writing of this text began on the moment opposite to our arriv-
al, that is to say, when we left Nida. It is an eight-handed text written 
by Anastasia Ryabova, Brian Degger, Julie Peter, and myself, Ilaria 
Biotti, in a small bus traveling towards the Vilnius airport, after our 
two-week encounter.

The MigAA laboratory, entitled The Sun Had Exploded Before We 
Found Out It Would, was hosted in the permanent Nida Art Colony 
facility. It is a modernist (à la japonaise) pseudo-modular structure, 
characterized by the abundant use of glass, the transparent lightness 
providing a sense of comfort to the occupants.

It was in this context and under the aims expressed by the laborato-
ry open call — How does the agency of communication operate within 
the distinction of knowledge between art and science? — that individ-
ual intellects embarked on a process that transformed them into a 
working group. An introductory exegesis on the history of epistemo-
logical thinking by Ian Damerell initiated the laboratory.

From the third day on, our temporary community comprised 
sixteen artists: thirteen of us as participants (Aistė Viršulytė, Anasta-
sia Ryabova, Brian Degger, Dovilė Aleksaitė, Eglė Bertašiūtė, Henrik 
Hedinge, Ilaria Biotti, Julie Peter, Lina Albrikienė, Lina Zaveckytė, 
Maria McKinney, Stephen Fortune, and Vaiva Zemkauskaitė); two, 
Artūras Raila and Alan Smith, were invited lecturers; and Mindaugas 
Gapševičius hosted the gathering in the context of the MigAA project. 
Each artist presented his or her work to the group, unfolding a plural-
ity of themes and concepts that included situated knowledge, resid-
ual matter, abstraction within models, speculative history, collective 
memory, epistemological normativity, otherness, and the visualization 
of potential networking loops among mechanical elements.

Besides the organized time spent together during lectures, screen-
ings, and discussions, the informal sharing of living and working fa-
cilities generated a relaxed forum that encouraged dialogue. This fluid 
situation activated an exchange of perspectives, shared field excur-
sions, and collaborative (im)material practices. The formal result was 
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a one-day collective exhibition curated by Artūras Raila and Alan Smith.
During our bus ride to the airport, we decided to present the exhibi-

tion in terms of three main themes woven together: (non)code-sharing, 
primitive forms of (non)counting, and (non)measuring. In this frame-
work, the following is a guided tour of the exhibition:

primitive forms of (non)counting Aistė Viršulytė displayed a private 
collection of objet trouvé gathered during the two weeks time-span 
spent in Nida: stones, a feather, a pine cone, a metal coil. She used the 
objects to construct a personal narrative that revealed a universe ruled 
by mathematical manifestations.

(non)sharing codes/(non)measuring Anastasia Ryabova looked at the 
formal appearance of tools belonging to the sphere of construction. 
She adopted a postmodernist approach to her process. Deconstruct-
ing a tool — the hammer — inhibits its function while it unveils and 
aestheticizes its formal aspects. A series of (non)tools were displayed 
as canvases on the wall.

(non)sharing codes/(non)measuring Brian Degger let his work settle 
between form and function. He staged his personal collection of unla-
beled tools as a “punk science manifesto” on the window ledge of his 
studio/shared room. Degger aimed to question the fluid matters that 
lie between art and science.

primitive forms of (non)counting Dovilė Aleksaitė projected a video 
loop on the wall documenting a purpose(less) and obsessive act of 
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counting the uncountable: sea waves. Her process was inspired by the 
human struggle to control and dominate sensitive natural processes.

(non)measuring Eglė Bertašiūtė sketched black and white diagrams 
in the form of mind maps. The constellations invited the viewer to 
read a plurality of positions within the communication of a personal 
narrative.

(non)sharing codes/(non)measuring Henrik Hedinge massaged 
material spaces like buildings and dunes with his limbs. At the same 
time he invited his audience to perform the same gestures. Massaging 
something stimulates a different perception of it. His sequence of per-
formances, documented on video, explored a physical relation between 
body and form.

(non)sharing codes/(non)measuring Ilaria Biotti screened video 
impressions of a haunted Nida. By sharing her dystopian perception of 
a place called “paradise” she engaged the non-verbal, non-conscious 
dimensions of the experience. Affectivity functions as epistemological 
signifier: she used it as a tool for measuring space.

(non)measuring Julie Peter’s work aimed to beautify Nida. Her 
process modernized the forest floor and the trees with geometrical in-
terventions. She presented a photograph of a moss triangle applied to 
the trunk of a tree. Moss alters and controls surfaces without putting 
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down roots and for this reason it functions — in this context — as a 
tactile measuring tool.

(non)measuring Lina Albrikienė presented three images and a short 
text. The photographs documented the room with several objects: 
chairs, a table, cameras. A text informed us that the images are of the 
residue left by the group after participating in three different lectures. 
The room is suspended in three non-defined moments that Albrikienė 
placed outside of time.

(non)sharing codes Lina Zaveckytė presented a series of working 
sketches on a table in the intimacy of her room. A found image of a 
hand-drawn circle that is obscured by blurred dots triggers a series of 
thoughts. The viewer has access to Zaveckytė’s interior mind-maps, her 
imagination, and external references related to this image through a 
series of carefully sketched drawings and texts.

(non)sharing codes Attempts to relate the “self” to the “other” in-
spired the work of Maria McKinney. Formally McKinney presented her 
work as objects and a video installation. In the video, McKinney offers 
her hand to a jellyfish. This simple ritual of encounter — used in many 
cultures — probably originated as a gesture of peace to demonstrate 
that the hand holds no weapon.

(non)measuring Stephen Fortune explored the notion of community 
space by developing two living systems contained in glass jars. In this 
case, yeast cells in solutions characterized by different oxygen levels. 
The inhabitants of the two living communities constantly sought a 
collective balance by moving up and down in the liquid. Sugar cata-
lyzed their activities, and the lifespan of the cells shorten through the 
burning (oxidizing) of resources.

primitive forms of (non)counting Vaiva Zemkauskaitė made a final im-
pression of the collective time together as a gift for Alan Smith before 
leaving. She made a hand-written recipe for šaltibarščiai (a bright pink 
Lithuanian beet soup). The recipe omitted quantities and specific steps 
for preparation, instead, it is suggested that a certain meta-ingredient 
guides the process: love.
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