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European Media Art Platform project supported 
by EU Programme Creative Europe.

EMAP/EMARE programme is created to enable 
European artists to collaborate on projects and 
consequently to create closer bonds between 
European media organisations. EMAP mem-
bers are Ars Electronica (Linz), Bandits-Mages 
(Bourges), FACT (Liverpool), Impakt (Utrecht), 
Kontejner (Zagreb), LABoral Centro de Arte y 
Creación Industrial (Gijón), m-cult (Helsinki), 
Onassis Cultural Centre (OCC) (Athens), RIXC 
(Riga), Werkleitz Gesellschaft (Halle), WRO 
&HQWHU�IRU�0HGLD�$UW�)RXQGDWLRQ��:URFĄDZ���1H[W�
to the EMAP Members there are several partner 
institutions outside of Europe with which the net-
ZRUN� FRRSHUDWHV� FORVHO\�� 7KLV� RƂHUV� D� XQLTXH�
chance for even further cultural exchange for 
artists within but also outside of Europe.

,]VWÃGH�Ţ=Dþģ���$WPDVNRWVţ�QRULVLQÃV�SURMHNWD�Ţ(L-
URSDV�0HGLMX�PÃNVODV�SODWIRUPD�(0$3ţ� LHWYDURV�
DU�(6�SURJUDPPDV�Ţ5DGRģÃ�(LURSDţ�DWEDOVWX�

(0$3�(0$5(�SURJUDPPD�LU�UDGíWD�� ODL�HLURSDV�
PÃNVOLQLHNLHP� QRGURģLQÃWX� SODWIRUPX� VDGDUEí-
EDV�SURMHNWX�YHLGRģDQDL��WÃGÕMÃGL�YHLGRMRW�FLHģÃ-
NDV�VDLNQHV�(LURSDV�PHGLMX�PÃNVODV�RUJDQL]ÃFLMX�
VWDUSÃ��(0$3�SURMHNWD�SDUWQHUL� LU�Ars Electronica 
(Linca), Bandits-Mages� �%XUłD��� FACT� �/LYHUSį-
le),  Impakt��8WUHKWD���,QGXVWULÃOÃV�PÃNVODV�FHQWUV�
LABoral (Hihona), Kontejner� �=DJUHED��� .XOWįUDV�
centrs Onassis� �$WÕQDV��� m-cult (Helsinki), RIXC 
�5íJD���Werkleitz Gesellschaft (Halle), WRO Mediju 
PÃNVODV� IRQGV� �9URFODYD��� 3DSLOGXV� PLQÕWDMLHP�
(0$3�VDGDUEíEDV�SDUWQHUX�ORNÃ�LHWLOSVW�DUí�YDLUÃ-
NDV�LQVWLWįFLMDV�ÃUSXV�(LURSDV��QRGURģLQRW�XQLNÃOX�
LHVSÕMX�YÕO�SODģÃNDL�PÃNVOLQLHNX�VDGDUEíEDL�

Support / Atbalsta

UN/GREEN 
������ƺ����������
Latvian National Museum of Art

Curators: 
Jens HAUSER (DE/FR)
5DVD�60,7(�DQG�5DLWLV�60,76��5,;&��/9�

Exhibition artists: 
Agnes MEYER-BRANDIS (DE)
Rebekah BLESING (US)
.DULQH�%211(9$/��)5�
Adam W. BROWN (US)
6DQWD�)5$1&(��/9�
HeHe (FR/DE/UK)
5REHUW�+(1*(9(/'��&$�
9ROGHPÃUV�-2+$16216��/9�
Iodine Dynamics (NL/FR/US/UK)
Eva-Maria LOPEZ (DE/FR)
Francisco LOPEZ (ES)
AnneMarie MAES (BE)
Joana MOLL (ES/DE)
Quimera Rosa (ES/AR/FR)
Jan-Peter E.R. SONNTAG (DE)
Taavi SUISALU (EE)
5LKDUGV�9ì72/6��/9�
Opening performance: 
Florent DI BARTOLO (FR)

=$ýĢ���$70$6.276�
������ƺ����������
/DWYLMDV�1DFLRQÃODLV�PÃNVODV�PX]HMV

Kuratori: 
Jenss HAUZERS (DE/FR) 
5DVD�Ģ0,7(�XQ�5DLWLV�Ģ0,76��5,;&��/9�

,]VWÃGHV�PÃNVOLQLHNL��
Agnese MEIJERE-BRANDISA (DE) 
5HEHND�%/(6,1*$��$69��
.DUíQH�%211(9Â/$��)5��
$GDPV�9��%5$816��$69��
6DQWD�)5$1&(��/9��
HeHe (FR/DE/UK)
5REHUWV�+(1*(9(/'6��&$�
9ROGHPÃUV�-2+$16216��/9�
Iodine Dynamics (NL/FR/US/UK) 
Eva Marija LOPESA (DE/FR) 
Francisko LOPESS (ES) 
$QQHPDULMD�0Â6$��%(�
'łRDQD�02//$��(6�'(�
Quimera Rosa (ES/AR/FR)
-DQV�3HWHUV�(�5��=2117Â*6��'(��
7ÃYL�68,6$/8��((�
5LKDUGV�9ì72/6��/9��
$WNOÃģDQDV�SHUIRUPDQFH��
)ORUÃQV�',�%$572/2��)5�

UN/GREEN Exhibition Opening: 
�����������������

The exhibition takes place in the framework of 
RIXC Art Science Festival and it is thematically 
FRQQHFWHG�WR�WKH��WK�2SHQ�)LHOGV�FRQIHUHQFH�ƺ�
Ţ8Q�*UHHQ��&RP�3RVW�+XPDQ��DQG�1�$,ţ�� WDNLQJ�
SODFH� LQ� 5LJD�� IURP� ������ƺ������������ LQ� WKH�
Latvian National Museum of Art and Art Academy 
of Latvia.

Produced by RIXC Center for New Media Culture

Exhibition and Festival producers:
'DLQD�6LOLĈD��$JQHVH�%DUDQRYD�
$VVLVWDQWV��$QQD�/DJDQRYVND��/íJD�9ÕOLĈD
9LVXDO�FRQFHSW�DQG�GHVLJQ��0ÃUWLĈģ�5DWQLNV
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7KH������5,;&�)HVWLYDO������DLPV�DW�FRPSOLFDWLQJ�WKH�SHUYDVLYHO\�HPSOR\HG�QRWLRQ�
of ‘green’ by providing a cross-disciplinary platform for discussions and artistic inter-
ventions exploring one of the most paradoxical and broadest topics of our times. The 
festival features the UN/GREEN exhibition at the Latvian National Museum of Art, and 
the 4th Open Fields conference that aims to ‘un-green’ greenness, eco-systemically 
UHFRQQHFW�SRVW�KXPDQ�SRVWXUHV��DQG�GLVFRYHU�DQG�XQSDFN�ş1DWXUDOO\�$UWLƃFLDO�,QWHOOL-
gences.’

Going against the grain of dominant colour symbolism, the UN/GREEN exhibition ad-
dresses ‘green’ as percept, medium, material biological agency, semantic construct, 
and ideology. ‘Green’, symbolically associated with the ‘natural’ and often employed 
to hyper-compensate for what humans have lost, is addressed here as the most an-
thropocentric of all colours, in its inherent ambiguity between alleged naturalness and 
DUWLƃFLDOLW\��:H��DV�WKH�KXPDQ�VSHFLHV��V\PEROLFDOO\�UH�FRQWH[WXDOL]H�WHFKQR�VFLHQWLƃF�
WRROV�DQG�WKHLU� UHODWHG�PHWDSKRUV� WR�RƂVHW�ZKDW�ZH�IHHO�ZH�DUH� ORVLQJ� � LQ� WKH�WLPHV�
labeled the Anthropocene. Are we in control of ‘green’? Despite its broadly positive 
connotations, ‘green’ incrementally serves the uncritical desire of fetishistic and tech-
no-romantic naturalization in order to metaphorically hyper-compensate for material 
systemic bio- and necro-politics, consisting of the increasing technical manipulation 
and exploitation of living systems, ecologies, and the biosphere at large. On the one 
hand, engineers brand ‘green’ chemistry or biotechnology as ecologically benign and 
VXVWDLQDEOH��RQ�WKH�RWKHU��FOLPDWH�UHVHDUFKHUV�VSHDN�RI�WKH�şJUHHQLQJ�RI�WKH�HDUWKŠ�WR�
DGGUHVV� WKH�DODUPLQJ�HƂHFW�RI� LQFUHDVLQJ�DQWKURSRJHQLF�&2Ƥ emissions and nitro-
gen deposition, resulting in ‘global greenness trends’ and climate change. Toxic algae 
blooms have done much to discredit the shallow symbol and overused association of 
‘green’ with ecological sustainability, while humans are green-washing greenhouse 
HƂHFWV�DZD\�

$W�WKH�VDPH�WLPH��WKH�FXUUHQW�K\SH�VXUURXQGLQJ�$UWLƃFLDO�,QWHOOLJHQFH�DQG�$UWLƃFLDO�/LIH�
EDVHG� WHFKQLFDO� ƃ[HV� VSDUNV�GLVFXVVLRQV�DERXW�ZKHWKHU� WKH� ODUJHO\�DPELJXRXV�QR-
WLRQV�RI� şLQWHOOLJHQFHŠ�DQG�şDUWLƃFLDOLW\Š�DUH�UHVHUYHG�IRU�KXPDQ�FRJQLWLRQ��DFWLRQ�DQG�
prowess, when designing regulatory systems. Beyond anthropocentric positions and 
related modeling of human-like capacities and consciousness, the innate technical 
capacities of non-human agents play a crucial role within a larger bio-semiotic web 
of trans-species relationships, resulting in eco-systemic intelligence that might be ad-
GUHVVHG�DV�ş1DWXUDOO\�$UWLƃFLDO�,QWHOOLJHQFHV�Š

UN/GREEN
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������JDGD�5,;&�0ÃNVODV�XQ�]LQÃWQHV�IHVWLYÃOV�WLHFDV�YHLGRW�VWDUSGLVFLSOLQÃUX�SODWIRU-
PX�GLVNXVLMÃP�XQ�PÃNVODV�LQWHUYHQFÕP��NRPSOLFÕWL�SÃUVNDWRW�SODģL� L]SODWíWRV�SULHNģ-
VWDWXV�SDU�Ţ]DþRţ�ƺ�YLHQX�QR�YLVSUHWUXQíJÃNDMÃP�XQ�GDXG]ģùDXWĈDLQÃNDMÃP�WÕPÃP�
PįVGLHQÃV��)HVWLYÃOD�LHWYDURV�QRULVLQÃV�L]VWÃGH�Ţ=Dþģ���$WPDVNRWVţ�/DWYLMDV�1DFLRQÃ-
ODMÃ�PÃNVODV�PX]HMÃ��NÃ�DUí���� Ţ2SHQ�)LHOGVţ�NRQIHUHQFH��NXUDV�PÕUùLV� LU� ŢDWPDVNRW�
]DþRţ��ŢHNRVLVWHPÃWLVNLţ�QR�MDXQD�VDYLHQRW�ŢSRVWKXPÃQRV�VWÃYRNþXVţ��DWNOÃW�XQ�DWģLIUÕW�
ŢGDELVNL�PÃNVOíJR�LQWHOHNWXţ��

Ţ=Dþģţ�VLPEROLVNL�WLHN�DVRFLÕWV�DU�YLVX�GDELVNR�XQ�L]PDQWRWV�� ODL�DU�X]YLMX�NRPSHQVÕWX�
WR��NR�FLOYÕFH�LU�]DXGÕMXVL��Ţ=Dþģţ��LU�ŢDQWURSRFHQWULVNÃNÃţ�QR�YLVÃP�NUÃVÃP�ƺ�WDL�YLHQ-
ODLNXV�SLHPíW�GDELVNXPV�XQ�PÃNVOíJXPV��1HVNDWRWLHV�X]�NRSXPÃ�SR]LWíYR�QR]íPL��Ţ]Dþģţ�
DUYLHQ�ELHłÃN�WLHN�QHNULWLVNL�IHWLģL]ÕWV�XQ�WHKQR�URPDQWL]ÕWV��,]VWÃGH�Ţ=Dþģ���$WPDVNRWVţ�
NULWLVNL� DSOįNR� GRPLQÕMRģR� ELRSROLWLNX�� NDV� YÕUVWD� X]� WHKQRORåLVNÃP� PDQLSXOÃFLMÃP�
DU�HNRORåLMX��ELRVIÕUX�XQ�G]íYíEDV�VLVWÕPÃP��/DL��DQWURSRFÕQD� ODLNÃ�G]íYRMRW�� ģùLHWD-
PL�]DXGÕWR�DWOíG]LQÃWX��NÃ�FLOYÕFH�PÕV�QR�MDXQD�VLPEROLVNL�NRQFHSWXDOL]ÕMDP�WHKQR-
ORåLMX� XQ� ]LQÃWQHV� OíG]HNþXV�� XQ� DU� WLHP� VDLVWíWÃV�PHWDIRUDV��0ÃNVOD�� NDV� SLHWXYLQÃWD�
WHKQRORåLMX� XQ� ]LQÃWQHV� MRPÃP�� YDU� OíG]ÕW�� DWNOÃMRW�SUHWUXQDV�XQ�SDUDGRNVXV�� NÃ�DUí�
ģùHWLQRW�ģùLHWDPL�VDYLHQRWRV�ŢG]íYíEDVţ��ŢGDELVNXPDţ�XQ�Ţ]DþXPDţ�MÕG]LHQXV��,HSUHWLP�
SLHĈHPWDMÃP�NUÃVX�VLPEROLVNDMÃP�QR]íPÕP�L]VWÃGH�Ţ=Dþģ���$WPDVNRWVţ�X]OįNR�Ţ]DþRţ�
NÃ�SULHNģVWDWX�NRSX��PHGLMX��ELRORåLVNL�PDWHULÃOX�PHKÃQLVPX��VHPDQWLVNX�NRQVWUXNFLMX�
XQ�LGHRORåLMX��0HGLMX�PÃNVOD�OLHOLVNL�NDOSR�VLPEROLVNÃ�Ţ]DþÃţ��RQWRORåLVNÃ�Ţ]DþXPDţ�XQ�
SHUIRUPDWíYÃV�Ţ]DþRģDQDVţ�VDYLMXPD�NULWLNDL�XQ�GHNRQVWUXÕģDQDL�,]VWÃGÕ�LHNþDXWLH�GDUEL�
X]VNDWÃPL�SDUÃGD�Ţ]DþÃţ�WRNVLVNR�GLYSXVíEX��X]WYHUHV�PDLQíEX��NÃ�DUí�SLHGÃYÃ�PXOWL-
VHQVRUDV�DOWHUQDWíYDV�VWDUSVXJX�VDVNDUVPHL��WHKQRORåL]ÕWX�]ÃOÃMX�ULVLQÃMXPXV�XQ�DQD-
OL]Õ�GLJLWÃOR�WHKQRORåLMX�LHWHNPL��DU�Ţ]DþRţ�VWÃMRWLHV�SUHWLP�NOLPDWD�SÃUPDLĈX�GUDXGLHP��

-HQVV�+DX]HUV��5DVD�ĢPLWH��5DLWLV�ĢPLWV
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Art at the threshold of the techno-sciences appears to be well suited to reveal the 
contradictions and paradoxes, and to disentangle such allegedly linked notions as 
‘aliveness’, ‘naturalness, and ‘greenness’. The media arts are especially well equipped 
to critique and deconstruct the entanglement between symbolic green, ontological 
greenness and performative greening. They stage the noxious ambivalence, percep-
tual shifts and multi-sensory alternatives to vision, trans-species encounters, tech-
nologized lawns, or the very ‘ungreen’ impact of digital technologies. The positions 
presented in the UN/GREEN exhibition cover a large range of aesthetic and episte-
mological challenges: They investigate how we may technically measure, analyze and 
HQJDJH�ZLWK�YHJHWDWLRQ�EH\RQG�WKH�VXSHUƃFLDO�OD\HU�RI�JUHHQQHVV��DQG�H[SORUH�HFR-
logical, physiological and physical data in multi-modal ways, such as via sound or 
pollination patterns. They question how the fear of radioactivity’s invisibility is giving 
way to the nuclear industry’s discourse advertising  atomic power as ‘clean and green.’ 
They live-perform the making of seductive but highly toxic green pigment, pointing to 
the paradox that despite the availability of plant-based materials, pigments stable 
HQRXJK� WR� WHFKQLFDOO\�ƃ[� WKH�FRORXU�JUHHQ�ZHUH� WKH�PRVW� WR[LF� LQ�DUW�KLVWRU\�ƺ�KRZ�
PDQ\�SDLQWHUV�DQG�DUW� ORYHUV�DFWXDOO\� GLHG� LQ�DQ�HƂRUW� WR� UHSUHVHQW� şQDWXUHŠ"�:KLOH�
chronic drought fuels the dubious business of lawn painters, employed to maintain the 
image of undisrupted individual wealth, in rich California, artists stage the problematic 
IHWLVKLVDWLRQ�DQG�WKH�WHFKQLFDO�HƂRUW�QHHGHG�WR�QXUWXUH�WKH�LGHDO�ODZQ��2U�WKH\�GUDZ�
attention to our tendency to replace material real-world exposure to photosynthe-
sizing organisms with medial consumption, such as via large LED screens transmit-
ting images of green turf during football matches, while emphasizing that our internet 
data consumption is increasingly responsible for global COƤ emissions. They transfuse 
and self-experiment with chlorophyll in an attempt to literally ‘become plant’, or pro-
duce ice-cubes using solar power to cool down the Antarctic or Arctic seas, in times 
where even ‘Greenland’ may become an advertising brand to attract farmers. 

'HVSLWH�WKHLU�GLƂHUHQW�PHGLD��81�*5((1�DUW�HPSOR\V�şJUHHQQHVVŠ�ZLWK�WHFKQR�VFLHQ-
WLƃF�DZDUHQHVV�DQG�FULWLFDOLW\��DQG�DGGUHVVHV�WKH�SKLORVRSKLFDO�DQG�SROLWLFDO� şQDWXUH�
versus culture’ debates through the lens of a much-needed deep media analytical 
approach.

Jens Hauser, Rasa Smite, Raitis Smits

=$ýĢ�$70$6.276
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Agnes Mayer-Brandis (DE)

)RUHVW�*UHHQ��6OHHSLQJ�DQG�$ZDNHQLQJ�
%HDXWLIXO�'DWD�6HULHV��$FFRUGLQJ�WR�3DVL
������PXOWL�FKDQQHO�YLGHR�LQVWDOODWLRQ

Agnese Meijere-Brandisa (DE)

0HłD�]DþDLV��PLHJV�XQ�DWPRģDQÃV�
6NDLVWR�GDWX�VÕULMD��SÕF�3DVL

������GDXG]NDQÃOX�YLGHR�LQVWDOÃFLMD

The point of departure of the two channel video 
installations was a conversation with the forest 
researcher Pasi Kolari. Being asked by the artist 
if there is such a thing as beautiful data, the 
scientist showed a statistical diagram that he 
loved, representing the incoming and outgoing 
greenness of a forest.
The left video channel shows the awakening and 
the sleeping of the trees over a year by showing 
D�PRQRFKURPH�FRORU�ƃHOG��7KH�FRORU�LV�SUHFLVHO\�
calculated and reveals the average colour val-
ue in RGB of a landscape captured from ten of 
thousands of webcam images, generated by 
tailor-made software created by Christian Dietz. 
5DSLGO\�FKDQJLQJ�JOLPSVHV�UHƄHFW�WKH�FRORXU�SDO-
ette of nature, of days and nights as well as the 
year’s cycle.
The right channel shows the immediate reality of 
D�ERUHDO�IRUHVW�ƺ�WKH�YHU\�RQH�IURP�ZKLFK�WKH�5*%�
data were generated from: webcam images tak-
HQ�IURP�VFLHQWLƃF�REVHUYDWLRQ�FDPHUDV�RI�VHYHUDO�
IRUHVW�ƃHOG�VWDWLRQV�LQ�)LQODQG�RYHU�WKH�FRXUVH�RI�
WZR�\HDUV������ƺ������WR�PRQLWRU�SKHQRPHQR-
logical events during a one year period.
The sound track echoes the blinking colour nar-
UDWLRQ�ƺ� FRPSRVHG�DQG�SHUIRUPHG�E\�0LFKDHO�
Moser.

$JQHV� 0H\HU�%UDQGLV� OLYHV� DQG� ZRUNV� LQ� %HUOLQ��
she comes from a background of both sculp-
ture and new media art. Her prize-winning work, 
exhibited worldwide, explores the zone between 
IDFW�DQG�ƃFWLRQ�ƺ�DUWLVWLF�UHVHDUFK�RQ�WKH�TXHVW�
for a degree of reality within constructions. She is 
WKH�IRXQGLQJ�GLUHFWRU�RI�WKH�5HVHDUFKUDIW�))85�ƺ�
Institute for Art and Subjective Science.

The work has been made in cooperation with: 
Pasi Kolari and the SMEAR Station Hyytiälä Fin-
land, University Helsinki and Climate Whirl.
Software: Christian Dietz
Sound: Michael Moser
Data: Pasi Kolari and Mikko Peltoniemi
With friendly support of: Stiftung Kunstfonds
 
ƂXU�GH�IRUHVWJUHHQ�

'DUED� DL]VÃNXPV� PHNOÕMDPV� VDUXQÃ� DU� PHłX�
SÕWQLHFL�3DVL�.RODUL��.DG�PÃNVOLQLHFH�YLĈDL�MDXWÃ-
MD��YDL�SDVWÃY�NDV�WÃGV�NÃ�VNDLVWL�GDWL��]LQÃWQLHFH�
YLĈDL�SDUÃGíMD�NÃGX�VHY�PíþX�VWDWLVWLVNX�GLDJUDP-
PX��'LDJUDPPD�DWWÕORMD�PHłÃ�LHQÃNRģR�XQ�QR�WÃ�
L]HMRģR�]DþXPX�
9LGHR� NUHLVDMÃ� SXVÕ� UHG]DPV� PRQRKURPV� NUÃ-
VX� ODXNXPV�� NXUģ� DWVSRJXþR� NRNX�DWPRģDQÃV� XQ�
PLHJD� SURFHVXV� JDGD� JULH]XPÃ�� .UÃVD� LHJįWD��
SLHOLHWRMRW� SURJUDPPDWįUX�� NR� VHYLģùL� SURMHNWDP�
L]VWUÃGÃMLV�.ULVWLDQV�'LHFV��Ģí�SURJUDPPD�SUHFí]L�
DSUÕùLQD�GHVPLWWįNVWRģX�PHłD�DLQDYX�DWWÕOX� YL-
GÕMÃV� NUÃVX� 5*%� YÕUWíEDV�� 6WUDXML�PDLQíJLH� NDGUL�
DWVSRJXþR�GDEDV�NUÃVX�SDOHWL�GDłÃGRV�GLHQQDNWV�
un gada laikos.
/DEDMÃ�YLGHR�SXVÕ�UHG]DPL�]LHPHþX�PHłD�DWWÕOL�ƺ
WLH�SDģL��QR�NXULHP�åHQHUÕWL�NUHLVÃV�SXVHV�5*%�GDWL��
7íNOD�NDPHUDV�DWWÕOL�LHJįWL�QR�]LQÃWQLVNR�QRYÕURMX-
PX�NDPHUÃP�GDłÃGÃV�6RPLMDV�PHłX�VWDFLMÃV�GLYX�
JDGX�SHULRGÃ������ƺ�������NDV�SÃUUDXJD�IHQR-
PHQRORåLVNÃV�QRULVHV�JDGD�ODLNÃ�
6NDĈX�FHOLĈģ�DWEDOVR�PDLQíJR�NUÃVX�VHFíEX��VNDĈX�
NRPSR]íFLMDV�DXWRUV�LU�0DLNOV�0RVHUV�

$JQHVH�0HLMHUH�%UDQGLVD�G]íYR�XQ�VWUÃGÃ�%HUOíQÕ��
LHSULHNģ� GDUERMXVLHV� JDQ� WÕOQLHFíEÃ�� JDQ� MDXQR�
PHGLMX�PÃNVOÃ��9LĈDV�GDUEL�� L]VWÃGíWL�XQ�DSEDO-
YRWL� YLVÃ� SDVDXOÕ�� DSOįNR� ]RQX� VWDUS� IDNWX� XQ�
ƃNFLMX��7LH� LU�PÃNVOLQLHFLVNL�SÕWíMXPL��NXUX�PÕUùLV�
LU� L]]LQÃW� NRQVWUXNFLMÃV� LHNþDXWR� UHDOLWÃWL�� 9LĈD� LU�
Ţ5HVHDUFKUDIW� ))85ţ�PÃNVODV�XQ� VXEMHNWíYÃV� ]L-
QÃWQHV�LQVWLWįWD�GLELQÃWÃMD�XQ�YDGíWÃMD���

'DUEV�WDSLV�VDGDUEíEÃ�DU�3DVL�.RODUL�XQ�60($5�
VWDFLMX� +íWHOÕ�� 6RPLMÃ�� +HOVLQNX� 8QLYHUVLWÃWL� XQ�
Ţ&OLPDWH�:KLUOţ�
3URJUPPDWįUD��.ULVWLDQV�'LHFV
6NDĈD��0DLNOV�0RVHUV
Dati: Pasi Kolari un Miko Peltoniemi
Atbalsta: Stiftung Kunstfonds

ƂXU�GH�IRUHVWJUHHQ�
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Rebekah Blesing (US)

7R\V�LQ�7LPHV�RI�(FRORJLFDO�'LVDVWHU
5HEHNDK�%OHVLQJ�LQ�FROODERUDWLRQ�ZLWK�6FRWW�%DQNURƂ
������YLGHR��LQVWDOODWLRQ

Rebeka Blesinga (ASV)

5RWDþOLHWDV�HNRORåLVNDV�NDWDVWURIDV�DSVWÃNþRV
5HEHND�%OHVLQJD�VDGDUEíEÃ�DU�6NRWX�%DQNURIX
������YLGHR��LQVWDOÃFLMD

Toys In Times of Ecological Disaster is an 
on-going project focusing on nuclear ener-
gy, remediation, the climate crisis, and ma-
terial and community agency. The explosion 
RI� WKH�ƃUVW�DWRPLF�ERPE�DW� WKH�7ULQLW\� WHVW� VLWH�
in White Sands New Mexico threw sand, earth 
and plutonium into the air, raining liquid glass, 
and leaving a radioactive glass lake at the 
site. Survivors of Hiroshima describe shards 
of glass and debris from the explosion deeply 
embedded in their bodies, in some cases work-
ing its way to the surface over decades. Today, 
WKURXJK� JHRPHOW� YLWULƃFDWLRQ� SURFHVVHV�� WR[LF�
waste is immobilized and sealed for deep earth 
storage. This project presents artifacts of nu-
clear propaganda found in the family home, 
ZKLOH� H[DPLQLQJ� WKH�SURFHVV� RI� YLWULƃFDWLRQ�DV�
the embodiment of nuclear history.

Rebekah Blesing is a visual artist and Assistant 
Professor at Michigan State University. Her cur-
rent research focuses on material nuclear histo-
ry and investigates social and ecological issues 
DƂHFWLQJ�FRPPXQLWLHV��+HU�ZRUN�KDV�EHHQ�SUH-
sented as part of the Dlectricity Light Festival, 
,6($�9DQFRXYHU��$�6KLS�LQ�WKH�:RRGV�)HVWLYDO�6DQ�
Diego, and recently as part of Deep Media: New 
State of Living Conference in Perm, Russia. 

3URMHNWV� Ţ5RWDþOLHWDV� HNRORåLVNDV� NDWDVWURIDV�
DSVWÃNþRVţ�SLHYÕUģDV�NRGROHQHUåLMDL��YLGHV�DWYH-
VHþRģDQDL��NOLPDWD�NUí]HL�XQ�WR�PDWHULÃODMLHP�XQ�
VDELHGULVNDMLHP�DVSHNWLHP��3LUPÃ�DWRPEXPEDV�
VSUÃG]LHQD� ƺ� 7ULQLWLMDV� L]PÕåLQÃMXPD� ƺ� ODLNÃ�
ćįPHNVLNDV�WXNVQHVí�JDLVÃ�QRQÃFD�VPLOWLV��DXJ-
VQH�XQ�SOXWRQLMV��ĢíV�YLHODV�ģùLGUD�VWLNOD�YHLGÃ�QR-
OLMD�DWSDNDþ�X]�]HPHV��DWVWÃMRW�UDGLRDNWíYD�VWLNOD�
H]HUX��+LURģLPDV�VSUÃG]LHQÃ�L]G]íYRMXģLH�VWÃVWD��
ND� VSUÃG]LHQD� UDLGíWDV� VWLNOD� ģùHPEDV� XQ� LHłL�
WLN�G]LþL� LHVSLHGXģLHV�YLĈX�PLHVÃV��ND�GDłNÃUW� WLH�
L]VSUDXFDV�X]�ÃGDV�YLUVPDV�SDW�SÕF�JDGX�GHV-
PLWLHP��0įVGLHQÃV� WRNVLVNLH� DWNULWXPL� WLHN� LPR-
ELOL]ÕWL�SÃUVWLNORģDQDV� �YLWULƃNÃFLMDV��SURFHVÃ�XQ�
FLHģL� QRVOÕJWL� QRJODEÃģDQDL� G]LþL� ]HP� ]HPHV��
'DUEÃ� SDUÃGíWL� åLPHQHV� PÃMÃV� DWUDVWL� NRGRO-
SURSDJDQGDV�DUWHIDNWL�� SÃUVWLNORģDQDV�SURFHVX�
X]OįNRMRW�NÃ�NRGROYÕVWXUHV�OLHFíEX�

5HEHND� %OHVLQJD� LU� PÃNVOLQLHFH� XQ� 0LÏLJDQDV�
ĢWDWD�8QLYHUVLWÃWHV�GRFHQWH��3DWODEDQ�YLĈDV�SÕW-
QLHFíEDV� LQWHUHģX�FHQWUÃ� LU�NRGROYÕVWXUHV�PDWH-
ULÃOLH� DVSHNWL�� VRFLÃOR� XQ� HNRORåLVNR� SUREOÕPX�
L]SÕWH��0ÃNVOLQLHFHV� GDUEL� WLNXģL� LHNþDXWL� Ţ'OHF-
WULFLW\� /LJKW� )HVWLYDOţ�� Ţ,6($�9DQFRXYHUţ�� Ţ$� 6KLS�
LQ� WKH�:RRGV�)HVWLYDO�6DQ�'LHJRţ��NÃ�DUí� Ţ'HHS�
0HGLD��1HZ�6WDWH�RI�/LYLQJ�&RQIHUHQFHţ�3HUPÃ��
.ULHYLMÃ�
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Karine Bonneval (FR)

'HQGURPDF\��LQ�,QWLPDF\�ZLWK�7UHHV
���������PLQ����V��D�GLJLWDO�FRROHG�WKHUPDO�OHQV�FDPHUD�PRYLH

Umarmen
������SKRWRJUDSKV�RI�DQ�HSKHPHUDO�RXWGRRU�LQVWDOODWLRQ�PDGH�IRU�&DKRUV�-XLQ�-DUGLQV�LQ�����

7URSLTXHV�'RPHVWLTXHV
������ZHDUDEOH�RXWƃW��ZRROO\�\DUQ�QHWWOH��300$�GRPH��SODQWV��K\GURSKLOLF�JHO

.DUíQH�%RQQHYÃOD��)5�

Dendromacy��WXYíEÃ�DU�NRNLHP
���������PLQ����V��GLJLWÃOD�LQIUDVDUNDQÃV�
WHUPÃOÃV�NDPHUDV�ƃOPD

Umarmen
������IRWRJUÃƃMDV��NXUÃV�GRNXPHQWÕWD�LQVWDOÃFLMD�
&DKRUV�-XLQ�-DUGLQV�LHWYDURV�������JDGÃ

Tropiques domestiques
������YDONÃMDPV�WÕUSV��YLOQDV�XQ�QÃWUX�G]LMD��
RUJDQLVNÃ�VWLNOD�NXSROV��DXJL��KLGURIíOV�JHOV

The Dendromacy project, in intimacy with the 
trees, is a work carried out in collaboration with 
Claire Damesin, ecophysiologist in ecology, 
systematics and evolution at the University of 
Paris-Orsay. Together, they imagined a movie 
where a human and a tree exchange their 
breaths. A room of intimacy, built around a 
tree trunk, allows an unprecedented meeting. 
In a transparent geodetic structure the human 
breath can be intimately mixed with the tree’s. 
A new protocol has been developed to visual-
L]H�WKHVH�FURVVHG�EUHDWKV��PDWHULDOL]HG�E\�&2��
ƄRZV�� $Q� LQIUDUHG� FDPHUD� ZLWK� D� FRROHG� OHQV��
used for the detection of gas leaks in industry, 
has been diverted here from its original appli-
cation, in order to capture the lightness of the 
ŢEUHDWKţ� RI� WKH� WUHH�� YHU\� WHQXRXV� FRPSDUHG�
WR� WKDW� RI� KXPDQV�� LQ� D� ƄHHWLQJ� YLVXDOL]DWLRQ�
Made in collaboration with Claire Damesin (eco-
physiologist). Original soundtrack by Jean-Michel 
3RQW\�� HGLWLQJ� E\� *DEULHOOH� 5HLQHU�� DQG� $WHOLHU�
�����/LJKW�&RQH�SURGXFWLRQ��

Umarmen means to kiss, to surround with one’s 
DUPV�LQ�*HUPDQ��LW�LV�D�SLHFH�WR�ƃQG�DQ�LQWLPDWH�
connection with the tree next to home: the one 
in the square, the one in the city. Seen from the 

outside, one becomes half tree, half human. Ma-
terials of the pieces: metal structure, crate wood, 
inner tube, horticultural felt.

7URSLTXHV�'RPHVWLTXHV��GRPHVWLF�WURSLFV��RƂHUV�
a minimalist solution to any urban human being 
who wants to keep in touch with nature. Every-
one can breathe, touch and see real living plants 
without leaving home. An ironic view of our need 
for normalized, domesticated nature.

How to regain empathy towards the non-human? 
Karine Bonneval’s work focuses on the otherness  
RI�SODQWV��DQG�WKH�FRPSOH[�DQG�VSHFLƃF�LQWHUDF-
tions that link humans and plants. In her projects, 
she is also interested in the way in which plant or 
human forms constitute a repertoire of referenc-
es of all times used by artists.
6KH�ZDV�ERUQ�LQ������LQ�/D�5RFKHOOH��DQG�OLYHV�LQ�
-DORJQHV��)UDQFH��6LQFH�������VKH�KDV�ZRUNHG��LQ�
FROODERUDWLRQ�ZLWK�WHDPV�RI�VFLHQWLVWV�LQ�WKH�ƃHOG�
of plant ecology.

karinebonneval.com

3URMHNWV�ŢDendromacy��WXYíEÃ�DU�NRNLHPţ�YHLGRWV�
VDGDUEíEÃ�DU�3DUí]HV�2UVÕ�8QLYHUVLWÃWHV�HNRƃ]LR-
ORåL� HNRORåLMDV�� VLVWHPÃWLNDV� XQ� HYROįFLMDV� MRPÃ�
.OÕUX� 'DPHVHQX�� .RSGDUEÃ� UDGíWD� ƃOPD�� NXUÃ�
VWDUS�FLOYÕNX�XQ�NRNX�QRWLHN�HOSDV�DSPDLĈD��7X-
YíEDV�WHOSD��NDV�X]EįYÕWD�DS�NRND�VWXPEUX��LU�YÕO�
QHSLHUHG]ÕWDV�WLNģDQÃV�YLHWD��&DXUVSíGíJDMÃ�åHR-
GÕ]LVNDMÃ�VWUXNWįUÃ�FLOYÕND�HOSD�YDU� LQWíPÃ�YHLGÃ�
VDMDXNWLHV�DU� NRND�HOSX�� ĢíV� NUXVWRWÃV� HOSDV�� NDV�
PDWHULDOL]ÕWDV� &2�� SOįVPÃV�� YL]XDOL]ÕWDV� íSDģÃ�
YHLGÃ�� /DL� QRWYHUWX� NRND� ŢHOSDVţ� YLHJOXPX�� NDV�
VDOíG]LQÃMXPÃ�DU�FLOYÕND�HOSX� LU� þRWL� UHWLQÃWD��WLHN�
SLHOLHWRWD� LQIUDVDUNDQÃ� NDPHUD�� ĢÃGDV� NDPHUDV�
SDUDVWL� L]PDQWRWDV�JÃ]X� QRSOįłX� NRQVWDWÕģDQDL�
UįSQLHFíEÃ��EHW�ģDMÃ�GDUEÃ�WÃ�L]PDQWRWD�QHLHUDV-
WÃ�YHLGÃ��JDLVWRģDV�YL]XDOL]ÃFLMDV�UDGíģDQÃ��
'DUEV� WDSLV�VDGDUEíEÃ�DU�HNRƃ]LRORåL�.OÕUX�'D-
PHVHQX�� 6NDĈX� FHOLĈD� DXWRUV� ŁDQV�0LģHOV� 3RQWí��
PRQWÃłD�ƺ�*DEULHOD�5HLQHUH�� Ţ$WHOLHU������/LJKW�
&RQHţ��

Ţ8PDUPHQţ� WXONRMXPÃ� QR� YÃFX� YDORGDV� QR]íPÕ�
maigi apskaut. Redzamais objekts ir pielietojams 
LQWíPDV�VDLNQHV�YHLGRģDQDL�DU�SLHPÃMDV�NRNX��ODX-
NXPÃ��SLOVÕWÃ��1R�ÃUSXVHV�UDXJRWLHV��FLOYÕNV�NþįVW�
SD�SXVHL�NRNV���'DUEV�YHLGRWV�QR�PHWÃOD�VWUXNWį-
UDV��NRND��LHNģÕMÃV�FDXUXOHV��GÃU]NRSíEDV�ƃOFD�

Tropiques domestiques� �PÃMX�WURSL��SLHGÃYÃ�PL-
QLPÃOLVWLVNX� ULVLQÃMXPX� VDLNQHV� VDJODEÃģDQDL� DU�
GDEX� FLOYÕNLHP�� NDV� PíW� XUEÃQÃ� YLGÕ�� ,NYLHQDP�
VQLHJWD�LHVSÕMD�LHHOSRW��DSWDXVWíW�XQ�UHG]ÕW�íVWXV��
G]íYXV�DXJXV��QHL]HMRW�QR�PÃMÃP��'DUEÃ� LURQLVNL�
X]OįNRWD� PXPV� SLHPíWRģÃ� QHSLHFLHģDPíED� SÕF�
QRUPDOL]ÕWDV��SLHUDGLQÃWDV�GDEDV���

.Ã� QR� MDXQD� UDVW� HPSÃWLMX� SUHW� WR�� NDV� QDY� FLO-
YÕFLVNV"�.DUíQHV� %RQQHYÃODV�GDUEíEÃ�FHQWUÃOD� LU�
DXJX�ŢFLWÃGíEDţ�� NÃ�DUí� NRPSOHNVD�XQ�]LQÃWQLVND�
PLMLHGDUEíED�FLOYÕNX�XQ�DXJX�VWDUSÃ��9LĈDV�SUR-
MHNWRV� L]SDXłDV� DUí� LQWHUHVH� SDU� YHLGLHP�� NÃGRV�
DXJX�YDL�FLOYÕNX�IRUPDV�YHLGR�YLVSÃUÕMX��YLVRV�ODL-
NRV�PÃNVOLQLHNX�SLHOLHWRWX�DWVDXÏX�UHSHUWXÃUX�
0ÃNVOLQLHFH�G]LPXVL�������JDGÃ�/DURģHODV�SLOVÕWÃ�
)UDQFLMÃ��SDģODLN�G]íYR�ŁDORQí��.RSģ�������JDGD�
YLĈD�VDGDUERMDV�DU�]LQÃWQLHNLHP�DXJX�HNRORåLMDV�
MRPÃ���

karinebonneval.com
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Adam W. Brown (US)

6KDGRZV�IURP�WKH�:DOOV�RI�'HDWK
������SHUIRUPDQFH�DQG�LQVWDOODWLRQ

Adams V. Brauns (ASV)

ÔQDV�QR�QÃYHV�VLHQÃP
������SHUIRUPDQFH�XQ�LQVWDOÃFLMD

The performance Shadows from the Walls of 
Death draws its inspiration from MSU Professor of 
&KHPLVWU\��'U��5REHUW�.HG]LH��ZKR�LQ������ZURWH�
D�ERRN�RI�WKH�VDPH�WLWOH�LQ�DQ�HƂRUW�WR�UDLVH�SXE-
lic awareness about the dangers of arsenic-pig-
mented wallpaper. The human drive to recreate 
greenness within urban settings led to a series of 
paradoxes and contradictions. The very chemical 
SURFHVVHV� DUWLƃFLDOO\� HPSOR\HG� WR� EULQJ� JUHHQ-
ness back into people’s lives helped to contribute 
to the Anthropogenic destruction of the environ-
ment. Mass-produced toxic pigments were used 
to reproduce decorative patterns attempting to 
UHSODFH�WKH�ŢQDWXUHţ�WKDW�WKH�,QGXVWULDO�5HYROXWLRQ�
was eroding. We recreate Paris Green and the 
deadly wallpaper in a chemically safe and con-
trolled environment, re-establishing our material 
connection to the color green.

Adam Brown (US) is an internationally recog-
nized artist, scholar and educator whose work 
incorporates art and science hybrids including 
living and biological systems. Brown has ex-
hibited in international venues including the 
.DSHOLFD�*DOOHU\�LQ�/MXEOMDQD��6ORYHQLD��=.0��WKH�
&HQWHU� IRU� $UW� DQG�0HGLD�� .DUOVUXKH�� $UV� (OHF-
WURQLFD�� /LQ]�� 6\QWK�HWKLF�� 9LHQQD��+LV�ZRUN� KDV�
been written about widely in publications such 
as the New York Times, Wired, Nature, Sculpture 
Magazine, Washington Post, Forbes, PNAS, and 
Discover. Brown is currently an Associate Profes-
sor at Michigan State University, where he directs 
the BRIDGE Artist in Residency.

adamwbrown.net

3HUIRUPDQFH� ŢÔQDV� QR� QÃYHV� VLHQÃPţ� YHLGRWD��
LHWHNPÕMRWLHV� QR� 0LÏLJDQDV� ĢWDWD� 8QLYHUVLWÃWHV�
ùíPLMDV� SURIHVRUD� 'U�� 5REHUWD� .HQG]LMD� ������
JDGD�WÃSDW�QRVDXNWÃV�JUÃPDWDV��NDV�SXEOLVND-
MÃ� WHOSÃ�DNWXDOL]ÕMXVL� WDSHģX�UDłRģDQÃ�SLHOLHWR-
WR�DUVÕQD�SLJPHQWX�EíVWDPíEX��&LOYÕND�WLHNVPH�
SLOVÕWDV� G]íYÕ� UDGíW� ]DþXPX� QRYHGXVL� SLH� GDX-
G]ÃP�SUHWUXQÃP�XQ�SDUDGRNVLHP��3DģL�ùíPLVNLH�
SURFHVL��NDV�SLHOLHWRWL�]DþXPD�LHQHģDQDL�DWSDNDþ�
FLOYÕNX� G]íYÕV�� LU� YHLFLQÃMXģL� DQWURSRJÕQR� YLGHV�
L]QíFíEX��0DVYHLGÃ� UDłRWL�� WRNVLVNL� SLJPHQWL� WLND�
L]PDQWRWL� GHNRUDWíYX� UDNVWX� UHSURGXFÕģDQÃ��
PÕåLQRW�DL]YLHWRW�WR�ŢGDEXţ��NR�DWĈÕPXVL�LQGXV-
WULÃOÃ� UHYROįFLMD�� 3HUIRUPDQFÕ� PÃNVOLQLHNV� DW-
NÃUWRWL�UDGíV�QÃYÕMRģÃV�WDSHWHV�DU�Ţ3DUí]HV�]DþRţ�
GURģÃ� XQ� NRQWUROÕWÃ� YLGÕ�� DWMDXQRMRW� PDWHULÃOR�
SLHVDLVWL�]DþDMDL�NUÃVDL�

$GDPV�%UDXQV�LU�VWDUSWDXWLVNL�DW]íWV�PÃNVOLQLHNV��
]LQÃWQLHNV� XQ� SHGDJRJV�� NXUD� GDUEL� DSYLHQR�
PÃNVOX�XQ�]LQÃWQL��LHNþDXMRW�G]íYDV�XQ�ELRORåLVNDV�
VLVWÕPDV��%UDXQD�GDUEL�WLNXģL�L]VWÃGíWL�WÃGÃV�YLH-
WÃV�NÃ�JDOHULMÃ�.DSHOLFD�ýXEþDQÃ��=.0�PÃNVODV�
XQ� PHGLMX� FHQWUÃ� .DUOVUįÕ�� Ţ$UV� (OHFWURQLFDţ�
/LQFÃ�� Ţ6\QWK�HWKLFţ� 9íQÕ�� 0ÃNVOLQLHND� GDUEíED�
DSOįNRWD� GDłÃGÃV� SXEOLNÃFLMÃV� L]GHYXPRV� NÃ�
Ţ1HZ�<RUN� 7LPHVţ�� Ţ:LUHGţ�� Ţ1DWXUHţ�� Ţ6FXOSWXUH�
0DJD]LQHţ��Ţ:DVKLQJWRQ�3RVWţ��Ţ)RUEHVţ��Ţ31$6ţ�
XQ�Ţ'LVFRYHUţ��3DģODLN�%UDXQV�LU�0LÏLJDQDV�ĢWDWD�
8QLYHUVLWÃWHV� GRFHQWV� XQ� Ţ%5,'*(ţ�PÃNVOLQLHNX�
UH]LGHQFHV�YDGíWÃMV�

adamwbrown.net
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Santa France (LV)

6QDNHV�DQG�$GGHUV
������GLJLWDO�SULQW

Santa France (LV)

ÎįVNDV�XQ�SDSLOGLQÃWÃML
������GLJLWÃOÃ�GUXND

An illustration composed of living organisms 
deceptively disguised between an array of oth-
er visually similar man-made objects. The ani-
mals and plants depicted are modeled solely 
after watercolor illustrations found on a set of 
old postcards portraying endangered species 
of the former Soviet Union. After individually re-
searching the contents of each postcard online, 
the latest extinction status of some of the spe-
FLHV�UHPDLQHG�XQNQRZQ�ƺ�WKH�LQIRUPDWLRQ�DERXW�
the subject being hidden within an oversatura-
tion of similar, yet not completely accurate data. 
The resulting composition was created by im-
agining a future where these species have gone 
completely extinct and the only evidence of their 
existence is buried under a mass of mislead-
LQJ� LQIRUPDWLRQ�� 7KH� DUWLƃFLDO� FRXQWHUSDUWV� IRU�
disguising these organisms were selected and 
modelled by feeding the original illustrations 
to a reverse image search engine as well as by 
making personal associations.

6DQWD� )UDQFH� ZDV� ERUQ� LQ� ����� DQG� OLYHV� DQG�
works in Riga. She is a Latvian digital artist 
mainly focusing on exploring the potential of 
�'�VRIWZDUH�DQG�LWV�XVDJH�LQ�FUHDWLQJ�ZHE�FRO-
lages, videos, animated .GIF images and digital 
illustrations that deal with the themes of self-re-
ƄHFWLRQ��VROLWXGH��QRVWDOJLD�DQG�LQWHUQHW�FXOWXUH�

santafrance.info 

,OXVWUDWíYD� NRPSR]íFíMD�� NXUÃ� DSNRSRWLH� G]íYLH�
RUJDQLVPL� WLHN�PDOGLQRģL� VOÕSWL� VWDUS� FLWLHP� YL-
]XÃOL� OíG]íJLHP�� FLOYÕND� UDGíWLHP� REMHNWLHP�� .Ã�
YLHQíJDLV� DWVDXFHV� PDWHULÃOV� DWWÕORWR� DXJX� XQ�
G]íYQLHNX� PRGHOÕģDQÃ� LU� L]PDQWRWDV� DNYDUHþX�
LOXVWUÃFLMDV��NDV�DWUDVWDV�YHFÃ��LQIRUPDWíYÃ�SDVW�
NDUģX� NRPSOHNWÃ� SDU� DSGUDXGÕWDMÃP� VXJÃP�
ELMXģÃV� 3DGRPMX� 6DYLHQíEDV� WHULWRULMÃ�� ,QGLYL-
GXÃOL� SÕWRW� NDWUDV� SDVWNDUWHV� VDWXUX� WLHģVDLVWÕ��
YDLUÃNX�VXJX�SDģUHL]ÕMDLV�DSGUDXGÕWíEDV�VWDWXVV�
MRSURMÃP� SDOLND� QHVNDLGUV� ƺ� LQIRUPÃFLMDL� SDU�
PHNOÕWR� VXEMHNWX�HVRW�SDVOÕSWDL� OíG]íJX��EHW�QH�
OíG]�JDODP�SDUHL]X�GDWX�SÃUVÃWLQÃMXPÃ��5DGíWÃ�
LOXVWUÃFLMD� WLND� YHLGRWD� L]WÕORMRWLHV�QÃNRWQL�� NXUÃ�
ģíV�VXJDV�LU�SLOQíEÃ�L]PLUXģDV��XQ�YLHQíJÃV�OLHFíEDV�
SDU�WR�HNVLVWHQFL�LU�DSUDNWDV�]HP�PDOGLQRģDV�LQ-
IRUPÃFLMDV� PDVDV�� 0ÃNVOíJLH� REMHNWX� OíG]LQLHNL��
NDV�NRPSR]íFLMÃ�DSVOÕSM�G]íYRV�RUJDQLVPXV��WLND�
L]YÕOÕWL�� LHYLHWRMRW� RULåLQÃOÃV� LOXVWUÃFLMDV� DWJULH-
]HQLVNÃ� DWWÕOX�PHNOÕWÃMSURJUDPPÃ�� NÃ� DUí� YHL-
GRMRW�SHUVRQLVNDV�DVRFLÃFLMDV�

6DQWD� )UDQFH� ������� G]íYR� XQ� VWUÃGÃ� 5íJÃ�� LU�
ODWYLHģX� GLJLWÃOÃ� PÃNVOLQLHFH�� NXUDV� GDUEíED�
OLHOÃNRWLHV� LU� VDLVWíWD� DU� �'� SURJUDPPDWįUDV�
SLHGÃYÃWDMÃP�LHVSÕMÃP�XQ�WR�SLHOLHWRMXPX�ZHE�
NROÃłX�� YLGHR�� DQLPÕWX� �*,)� DWWÕOX� XQ� GLJLWÃOR�
LOXVWUÃFLMX� YHLGRģDQÃ�� 9LĈDV� GDUEXV� WHPDWLVNL�
LHWHNPÕ�LQWHUQHWD�NXOWįUD�ƺ�VHYLV�UHƄHNVLMD��QRV-
WDþåLMD�XQ�YLHQWXOíED��NDV�VDLVWíWD�DU�PÃNVODV�UD-
GíģDQX�XQ�SXEOLFÕģDQX�WLHģVDLVWÕ�

santafrance.info
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HeHe (FR/DE/UK)

7R\�(PLVVLRQV��0\�IULHQGV�DOO�GULYH�3RUVFKHV�
������YLGHR���PLQ���V

HeHe (FR/DE/UK)

5RWDþOLHWX�HPLVLMDV��9LVL�PDQL�GUDXJL�EUDXF�DU�Porsche�
������YLGHR���PLQ���V

Performance with a miniature Porsche Cayenne 
GULYLQJ�WKURXJK�WKH�VWUHHWV�RI�0DQKDWWDQ��2XU�ƃUVW�
impression of New York was the unstoppable traf-
ƃF�DQG�WKH�GDLO\�VSHFWDFOH�RI�HQRUPRXV��[�V��WKH�
Porsche Cayenne was the most sleek and em-
blematic of these. By changing the scale the eye 
IRFXVHV�RQ�WKH�OLWWOH�FDU��7KH�WR\�ZDV�PRGLƃHG�WR�
release smoke in yellow, pink, green, blue or pur-
ple which surprised passersby who can be heard 
laughing and commenting on the performance. 
The toy Porsche has everything the bigger ones 
have, as well as more beautiful clouds of colour-
ed emissions.

+H+H�� +HOHQ� (YDQV� �)5� 	� 8.�� ������ DQG� +HLNR�
+DQVHQ� �*HUPDQ\�� ������� DUH� DQ� DUWLVW� GXR�
based in Le Havre, France. Using humour, roman-
ticism and ingenuity, their work explores poetic 
paradoxes and alternatives to the narrative of 
ecology versus industry.

hehe.org

9LGHR� GDUEÃ� GRNXPHQWÕWD� SHUIRUPDQFH�� NXUÃ�
0DQKHWHQDV�LHOÃV�VWDUS�PDģíQÃP�SÃUYLHWRMDV�PL-
QLDWįUV�DXWR�Porsche Cayenne��0įVX�SLUPLH�ćX-
MRUNDV�LHVSDLGL�VDLVWíWL�DU�QHSÃUWUDXNWR�VDWLNVPL�XQ�
PLO]X�ÏHWUULWHĈX�SLHG]LĈDV�DXWR� L]UÃGL�� NXUX� ORNÃ�
NÃ�VPDONÃNDLV�XQ�VLPEROLVNÃNDLV� L]FÕOÃV�Porsche 
Cayenne�� 0DLQRWLHV� PÕURJDP�� DFV� SLHYÕUģDV�
PD]DMDL� PDģíQDL�� 5RWDþOLHWD� WLND� SÃUYHLGRWD�� ODL�
EUDXFRW� UDGíWX� G]HOWHQXV�� UR]Ã�� ]DþXV�� ]LOXV� XQ�
YLROHWXV�GįPXV��NDV�SÃUVWHLG]D�JDUÃPHMRģRV�FLO-
YÕNXV��)RQÃ�G]LUGDPL�JDUÃPJÃMÕMX�VPLHNOL�XQ�NR-
PHQWÃUL��Porsche URWDþOLHWDL�SLHPíW�YLVV��NDV�SLHPíW�
WÃV�OLHODMDL�YHUVLMDL��WXUNOÃW�WÃ�YHLGR�VNDLVWÃNXV�NUÃ-
VDLQX�L]PHģX�PÃNRĈXV��

HeHe�LU�PÃNVOLQLHNX�GXR�QR�+DYUDV�SLOVÕWDV�)UDQ-
FLMÃ�� NR� YHLGR� +HOÕQD� (YDQVD� �)UDQFLMD�� $QJOLMD��
������XQ�+HLNR�+DQVHQV��9ÃFLMD���������9LĈX�GDU-
EL�FDXU�KXPRUX��URPDQWLVPX�XQ�DVSUÃWíEX�L]]LQD�
SRÕWLVNXV�SDUDGRNVXV�XQ�DOWHUQDWíYDV�QDUDWíYDP��
NDV�HNRORåLMX�SUHWQRVWDWD�UįSQLHFíEDL��

hehe.org
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Robert Hengeveld (CA)

.HQWXFN\�3HUIHFW
�����������URERWLF�VFXOSWXUH

Roberts Hengevelds (CA)

3HUIHNWDLV�PDXULĈģ
�����������URERWLVND�VNXOSWįUD

A short tract of turf stretches out over a narrow 
aluminum structure. Continually drifting over the 
grass is the scanning motion of a wheeled light 
assembly. This operation is occasionally inter-
rupted by the abrupt entrance of a reel mow-
er that cuts back any growth of the last twenty 
minutes. The light again returns to its methodical 
sweeping. A watering-boom periodically drops 
down and enters onto the stage. Collectively, 
these components are engaged in the elaborate 
HƂRUW�RI�PDLQWDLQLQJ�WKH�LGHDO�ODZQ��7KH�DPELWLRQ�
RI�WKH�SURMHFW�ƺ�WKH�QXUWXUH�DQG�PDLQWHQDQFH��RI�
WKH� LGHDO� ODZQ�ƺ� LV�RIWHQ�PHW�ZLWK� WKH� UHDOLW\�RI�
its failure as the turf beings to die back despite 
WKH� H[FHVVLYH� WHFKQLFDO� HƂRUWV� DQG� XQFHDVLQJ�
ODERULRXV�FDUH��7KH�SURMHFW�ƺ� LQ�DOO� LWV� WHFKQLFDO�
workings and continuous endeavor to nurture the 
LGHDO�ODZQ�VSHFLPHQ�ƺ�UHƄHFWV�DQG�DPSOLƃHV�WKH�
reality of our culture’s interest in controlling and 
shaping the natural environments around us, and 
PRUH��b7KH�ZRUN�IXUWKHU�H[SORUHV�RXU�FXOWXUDOO\�UH-
inforced perceptions of beauty and the societal 
pressures to conform to these inset aesthetics.

Hengeveld is an artist whose work explores the 
ERXQGDULHV�EHWZHHQ� UHDOLW\�DQG�ƃFWLRQ��+H�QRZ�
lives in Newfoundland where he teaches at Me-
morial University. His research has been pre-
sented across Canada and internationally. Past 
exhibitions include Hallwalls Contemporary Arts 
&HQWHU� �%XƂDOR� 86��� $UW� $WKLQD� �$WKHQV�� *&���
Powerplant (Toronto, ON), Mercer Union (Toronto, 
ON), Mulherin New York (NYC, US), and Opinion 
Makers (London UK).

roberthengeveld.com

Robert Hengeveld is represented by Katharine 
Mulherin

Supported by Canada Council for the Arts and 
$UWV1/�ƺ�1HZIRXQGODQG�DQG�/DEUDGRU�$UWV�
Council

'DUEX�YHLGR�QHOLHOD�YHOÕQDV�MRVOD��NDV�QRYLHWRWD�
X]� ģDXUDV�DOXPíQLMD� VWUXNWįUDV��3ÃUL� ]ÃOÃMDP�� WR�
VNHQÕMRW�� OÕQL� SÃUYLHWRMDV� JDLVPDV� LHNÃUWD�� /DL-
NX� SD� ODLNDP� ģí� NXVWíED� WLHN� DSWXUÕWD�� XQ� ]ÃOHV�
SþÃYÕMV� QRJULHł� SÕGÕMR� GLYGHVPLW� PLQįģX� ODLNÃ�
DWDXJXģR� ]ÃOHV�GDþX��SÕF� NÃ�DWNDO� WLHN�DWVÃNWD�
PHWRGLVNÃ� SÃUEDXGHV� NXVWíED�� 3HULRGLVNL� SÃU�
]ÃOÃMX�WLHN�L]VPLG]LQÃWV�įGHQV��ĢÃGÃ�YHLGÃ�QRULW�
FHQWLHQL�PDXULĈX�X]WXUÕW�LGHÃOÃ�VWÃYRNOí��3URMHN-
WD�PÕUùLV�ƺ�LGHÃOÃ�PDXULĈD�DXG]ÕģDQD�XQ�X]WX-
UÕģDQD�ƺ�ELHłL�DWGXUDV�SUHW�QHYHLNVPL��MR�]ÃOÃMV��
QHVNDWRWLHV�X]�SÃUPÕUíJDMLHP�WHKQLVNDMLHP�FHQ-
WLHQLHP�XQ�QHSÃUWUDXNWDMÃP�UįSÕP��VÃN�DWPLUW��
3URMHNWV�� WÃ� WHKQLVNDLV� YHLNXPV� XQ� QHULPVWRģLH�
PÕåLQÃMXPL� X]WXUÕW� SHUIHNWÃ� PDXULĈD� HNVHP-
SOÃUX�� DWVSRJXþR� XQ� L]FHþ� FLOYÕNX� WLHNVPL� YHLGRW�
XQ�NRQWUROÕW�GDELVNR�YLGL�VHY�DSNÃUW��'DUEÃ�WLHN�
SÕWíWL�NXOWįUÃ�L]SODWíWLH�SULHNģVWDWL�SDU�VNDLVWR��NÃ�
DUí�VRFLÃODLV�VSLHGLHQV�ģDL�HVWÕWLNDL�SLHOÃJRWLHV��

5REHUWV� +HQJHYHOGV� LU� PÃNVOLQLHNV�� NXUD� GDU-
ERV�WLHN�SÕWíWDV�UREHłDV�VWDUS�UHDOLWÃWL�XQ�ƃNFLMX��
9LĈģ� SDģODLN� G]íYR� ćįIDXQGOHQGÃ� XQ� SDVQLHG]�
ćįIDXQGOHQGDV� 0HPRULÃODMÃ� 8QLYHUVLWÃWÕ�� 9LĈD�
SÕWíMXPL�SUH]HQWÕWL�JDQ�.DQÃGÃ��JDQ�VWDUSWDX-
WLVNÃ�YLGÕ��+HQJHYHOGV�YHLGRMLV�L]VWÃGHV�Hallwalls 
/DLNPHWíJÃV�PÃNVODV� FHQWUÃ� �%XIDOR�� $69��� Ţ$UW�
$WKLQDţ��$WÕQDV��*ULHùLMD���JDOHULMÃ�Ţ3RZHUSODQWţ�
�7RURQWR�� .DQÃGD��� PÃNVODV� FHQWUÃ� Ţ0HUFHU�
8QLRQţ� �7RURQWR�� .DQÃGD��� JDOHULMÃ� Ţ0XOKHULQţ�
�ćXMRUND��$69��XQ�Ţ2SLQLRQ�0DNHUVţ��/RQGRQD��
/LHOEULWÃQLMD��

roberthengeveld.com

5REHUWX�+HQJHYHOGX�SÃUVWÃY�.DWUíQD�0XOHULQD

$WEDOVWD��.DQÃGDV�0ÃNVODV�SDGRPH�XQ�ArtsNL – 
ćįIDXQGOHQGDV�XQ�/DEUDGRUDV�0ÃNVODV�SDGRPH
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9ROGHPÃUV�-RKDQVRQV��/9�

8QFHUWDLQW\�'ULYH
������VRXQG�VFXOSWXUH��VWHHO��FRQFUHWH��HOHFWURQLFV�

9ROGHPÃUV�-RKDQVRQV��/9�

1HQRWHLNWíEDV�G]LQÕMV
������VNDĈDV�VNXOSWįUD��PHWÃOV��EHWRQV��HOHNWURQLND�

Uncertainty Drive is a sonic environment. At the 
heart of its  real-time composition lies a natural 
source of constrained randomness that is pre-
sented via a computational process to render 
results as a sound composition. The artwork illus-
trates the emission of ionised particles by means 
RI� VRQLƃFDWLRQ�� 7KH� ƄXFWXDWLQJ� HOHPHQW� RI� UDQ-
domness within this construction is a delta time 
interval between two consecutive impulses which 
cannot be precisely predicted. The detected im-
pulses serve as input data to a complex network 
of signal functions that form an analog comput-
er designed to render results as an audible rep-
resentation of the emissions. 
In contrast to the rigid design within most of  
man-made systems, characterised by straight 
lines, right angles and regular pulses of rhythms, 
DQ� RUGHU� RI� D� GLƂHUHQW� NLQG� FDQ� EH� HQFRXQ-
tered within the natural world. These phenome-
na are governed by an organisation that is not 
linear and can exhibit chaotic qualities. As Ilya 
3ULJRJLQH� �������� SK\VLFDO� FKHPLVW� DQG� 1REHO�
ODXUHDWH��IDPRXVO\�SXW�LW�ŢLQVWDELOLW\�DQG�FUHDWLYLW\�
are inherent to our world [..] In an unstable world, 
absolute control and precise forecasting are not 
SRVVLEOH�ţ�:H�FDQ�LGHQWLI\�WKH��GULYLQJ�IRUFHV��EXW�
never calculate the exact result. Precisely these 
properties make the observation of physical sys-
tems valuable for art and design practice. By 
REVHUYLQJ�WKH�SK\VLFDO�ZRUOG�RQH�PLJKW�ƃQG�WKDW�
a constant state is as unlikely as is a large jump 
in value. Although there is constant change, it 
cannot be predicted precisely and it  is also not 
completely random. At the same time, we can 
perceive that the physical and organic systems 
DUH�ƄXFWXDWLQJ�LQ�D�VWDWH�RI�G\QDPLF�HTXLOLEULXP��

7KH� ZRUN� RI� 9ROGHPDUV� -RKDQVRQV� PHUJHV� KLV�
interests in visuality, sound and science and ex-
plores the perception and nature of experience 
in visible and audible domains. He creates exper-
imental projects that synthesize art, science and 
technology to explore diverse phenomena and 
represent the experience through environments 
assembled from the visual, acoustic and spatial 
structures. His research interests address the or-
ganic combination of acoustic information and 
spatial forms in the creation of sonic environ-
ments and sculptures, examining the joint mor-
phology of acoustic, visual and spatial domains. 
In his work, the borders between the perception 
of the visible, the invisible and the audible dis-
VROYH�WR�FUHDWH�D�XQLƃHG�SHUFHSWXDO�VLWXDWLRQ��Ţ$UW�
KDV� WKH�SULYLOHJH�RI� EHLQJ�DEOH� WR� UHƄHFW�DERXW�
the unproven, the unrecognized, thus broadening 
WKH�KRUL]RQV�RI�WKLQNLQJ�ţ�FRPPHQWV�WKH�DXWKRU��
Johanson’s work has been presented interna-
WLRQDOO\�DW�GLYHUVH�HYHQWV�DQG�YHQXHV��WKH�9HQLFH�
biennial of Architecture, Ars Electronica Center 
(Linz), BOZAR (Brussels), Ruhrtriennale (de), To-
daysArt Festival (The Hague), STEIM (Amster-
dam), Sound Forest (Riga), Unsound Festival 
�.UDNRZ���&$&�9LOQLXV��&RQFHUWJHERXZ�%UXJJH��
WRO Media art biennale (Wroclaw), LISTE art fair 
(Basel), the Latvian National Opera and else-
where. 

johansons.info

Supported by Erica Synths

Ţ1HQRWHLNWíEDV� G]LQÕMVţ� LU� VNDĈDV� YLGH�� 7ÃV� SD-
PDWÃ� LU� GDELVNV� LHUREHłRWDV� QHMDXģíEDV� DYRWV��
NDV� VNDLWþRģDQDV� SURFHVÃ� SÃUYÕUVWV� SDU� VNDĈDV�
NRPSR]íFLMX��0ÃNVODV�GDUEV� VNDĈDV�YHLGÃ� LOXVWUÕ�
MRQL]ÕWX� GDþLĈX� HPLVLMDV�� 1HMDXģíEDV� PDLQíJDLV�
HOHPHQWV�ģDMÃ�NRQVWUXNFLMÃ�LU�GHOWD�ODLND�LQWHUYÃOV�
GLYX� VHFíJX� LPSXOVX� VWDUSÃ�� ĢLH� LPSXOVL� LU� NRP-
SOHNVD� VLJQÃOD� IXQNFLMX� WíNOD�ƺ� DQDORJD� GDWRUD��
NDV� HPLVLMDV� UHQGHUÕ� UHSUH]HQWÃFLMDL� G]LUGDPÃ�
YHLGÃ�ƺ�LHYDGGDWL��
3UHWÕML� YDLUXPD� FLOYÕNX� UDGíWR� VLVWÕPX�� NR� UDN-
VWXUR�VWLQJUV�GL]DLQV�ƺ�WDLVQDV�OíQLMDV��WDLVQL�OHĈùL�
XQ�UHJXOÃUL�SXOVÃFLMX�ULWPL�ƺ��GDELVNDMÃ�SDVDXOÕ�
QRYÕURMDPD�FLWD� YHLGD� NÃUWíED�� ĢRV� IHQRPHQXV�
UDNVWXUR� QHOLQHÃUV� XQ� SDW� KDRWLVNV� RUJDQL]ÃFL-
MDV� YHLGV�� .Ã� WHLFLV� ùíPLùLV� XQ� 1REHOD� SUÕPLMDV�
ODXUHÃWV� ,þMD� 3ULJRłLQV�� ŢPįVX� SDVDXOL� UDNVWXUR�
QHVWDELOLWÃWH�XQ�UDGRģXPV�>��@�1HVWDELOÃ�SDVDX-
OÕ�DEVROįWD�NRQWUROH�XQ�SUHFí]DV�SURJQR]HV�QDY�
LHVSÕMDPDV�ţ�9DUDP�LGHQWLƃFÕW�G]LQÕMVSÕNXV��EHW�
QHYDUDP�DSUÕùLQÃW�SUHFí]XV� UH]XOWÃWXV�� 7LHģL� ģíV�
íSDģíEDV�ƃ]LNÃOX�VLVWÕPX�QRYÕURMXPXV�GDUD�QR-
GHUíJXV� PÃNVODV� XQ� ]LQÃWQHV� SUDNVÕ�� )L]LNÃOÃV�
SDVDXOHV�QRYÕURMXPX�ODLNÃ�YDU�VHFLQÃW��ND�NRQ-
VWDQWV�VWÃYRNOLV�LU�WLN�SDW�QHLHVSÕMDPV�NÃ�SÕNģĈV�
YÕUWíEX�SLHDXJXPV��3DVWÃYRģR�NRQVWDQWR�PDLQí-
EX�QHYDU�QHG]�SUHFí]L�SDUHG]ÕW��QHG]�WÃ�LU�SLOQíJL�
QHMDXģD��)L]LNÃODV�XQ�RUJDQLVNDV�VLVWÕPDV�DWUR-
GDV�VYÃUVWíJÃ�XQ�GLQDPLVNÃ�OíG]VYDUD�VWÃYRNOí��

9ROGHPÃUD� -RKDQVRQD�GDUERV� VDYLHQRMDV� LQWHUH-
VH�SDU� YL]XÃOR��SDU� VNDĈX�XQ�SDU� ]LQÃWQL�ƺ� WDMRV�
YL]XÃOÃ�XQ�DXGLÃOÃ� YHLGÃ� WLHN� L]]LQÃWD�X]WYHUH�XQ�
SLHUHG]ÕMXPX� GDED�� 9LĈģ� YHLGR� HNVSHULPHQWÃOXV�
SURMHNWXV��NDV�VLQWH]Õ�PÃNVOX��]LQÃWQL�XQ�WHKQROR-
åLMDV��SÕWRW�GDłÃGDV�SDUÃGíEDV�XQ�DWWÕORMRW�SLHUH-
G]L�YLGÕV��NR�YHLGR�YL]XÃODV��DNXVWLVNDV�XQ�WHOSLVNDV�
VWUXNWįUDV�� 9LĈD� SÕWQLHFíEDV� LQWHUHģX� ORNÃ� LHWLOSVW�
DNXVWLVNÃV�LQIRUPÃFLMDV�XQ�WHOSLVNR�IRUPX�RUJDQLV-
ND�VDYLHQRģDQD��UDGRW�VNDĈDV�YLGHV�XQ�VNXOSWįUDV�
XQ�SÕWRW�DNXVWLVNR��YL]XÃOR�XQ�WHOSLVNR�VIÕUX�PRU-
IRORåLMX�� -RKDQVRQD�GDUERV� WLHN� VDSOXGLQÃWDV� UR-
EHłDV�VWDUS�UHG]DPR��QHUHG]DPR�XQ�VDG]LUGDPR��
Ţ0ÃNVODV�SULHNģURFíED�LU�VSÕMD�UHƄHNWÕW�SDU�QHSLH-
UÃGíWR�� QHDW]íWR�� WÃGÕMÃGL�SDSODģLQRW�GRPÃģDQDV�
KRUL]RQWXV�ţ�NRPHQWÕ�DXWRUV��-RKDQVRQD�GDUEL� L]-
VWÃGíWL�VWDUSWDXWLVNL�GDłÃGRV�SDVÃNXPRV�XQ�YLHWÃV��
9HQÕFLMDV�$UKLWHNWįUDV�ELHQQÃOÕ��Ţ$UV�(OHFWURQLFDţ�
FHQWUÃ� /LQFÃ�� Ţ%2=$5ţ� %ULVHOÕ�� Ţ5XKUWULHQQDOHţ�
9ÃFLMÃ��Ţ7RGD\V$UWţ� IHVWLYÃOÃ�+ÃJÃ��Ţ67(,0ţ�$PV-
WHUGDPÃ��IHVWLYÃOÃ�Ţ6NDĈX�PHłVţ�5íJÃ��Ţ8QVRXQGţ�
IHVWLYÃOÃ� .UDNRYÃ�� 9LþĈDV� /DLNPHWíJÃV� PÃNVODV�
FHQWUÃ�� %ULJHV� NRQFHUW]ÃOÕ��:52�PHGLMX�PÃNVODV�
ELHQQÃOÕ� 9URFODYÃ�� /,67(� PÃNVODV� PHVÕ� %Ã]HOÕ��
/DWYLMDV�1DFLRQÃODMÃ�RSHUÃ�XQ�FLWYLHW��

johansons.info

$WEDOVWD�Ţ(ULFD�6\QWKVţ
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Iodine Dynamics (NL/FR/US/UK)

:KDW�5HPDLQV
������LQVWDOODWLRQ

Iodine Dynamics (NL/FR/US/UK)

.DV�DWOLFLV
������LQVWDOÃFLMD

:KDW�5HPDLQV� LV�DQ���ELW� LQWHUDFWLYH�ƃFWLRQ�DQG�
adventure video game about environmental is-
sues, the manipulation of public opinion, and 
whistleblowing. It is distributed on recycled video 
JDPH�FDUWULGJHV� IRU� WKH�RULJLQDO������1(6�� 7KH�
game story is based on  two years of research  
which sought  to identify strategies used to delay 
industry regulation and manipulate public opin-
LRQ�GXULQJ�WKH���V��0RUH�VSHFLƃFDOO\��ZH�H[SORUHG�
ways to show the strategies used by  the oil and 
tobacco industries and others to spread false in-
IRUPDWLRQ�DQG�GRXEW�� LQƄXHQFLQJ�SXEOLF�RSLQLRQ�
in order to delay new regulations to protect the 
public and the environment. These same strate-
gies are still used today by industries and gov-
HUQPHQWV��FUHDWLQJ�D�KXJH�REVWDFOH� WR�HƂHFWLYH�
action  on the threat of global warming. 

Iodine Dynamics has an extraordinary creative 
team of programmers, designers, writers and 
crypto-furbies who seamlessly combine ad-
YDQFHG� DQDO\WLFDO� WKLQNLQJ� ZLWK� EROG� ��V� HQJL-
neering and boots-in-the-mud practicality. We 
pride ourselves in building games that both break 
and work in the real world. Iodine Dynamics is 
represented by Arnaud Guillon, Chun Lee, Dustin 
/RQJ��$\PHULF�0DQVRX[�DQG�0DUORHV�GH�9DON�

iodinedynamics.com

Ţ.DV� DWOLFLVţ� LU� �� ELWX� LQWHUDNWíYD� YLGHRVSÕOH� SDU�
YLGHV�SUREOÕPÃP��VDELHGULVNÃ�YLHGRNþD�PDQLSX-
OÃFLMX��XQ�]LĈRģDQX��7Ã�WLHN�L]SODWíWD�SÃUVWUÃGÃWÃV�
YLGHRVSÕþX� NDVHWQÕV�� NDV� SDUHG]ÕWL� RULåLQÃOD-
MDL� ������ JDGD� 1LQWHQGR� VSÕþX� VLVWÕPDL�� 6SÕOHV�
VWÃVWV� EDOVWíWV� GLYX� JDGX� JDLWÃ� YHLNWÃ� SÕWíMXPÃ��
NXUÃ� DXWRUL� FHQWXģLHV� LGHQWLƃFÕW� VWUDWÕåLMDV�� NDV�
WLNXģDV� L]PDQWRWDV�� ODL�QRYLOFLQÃWX� LQGXVWULMDV� UH-
JXOÕMXPXV�XQ�PDQLSXOÕWX�DU�VDELHGULVNR�YLHGRNOL�
DVWRĈGHVPLWDMRV�JDGRV��3UHFí]ÃN��WLND�SÕWíWL�YHLGL��
NÃGRV� FLWX� VWDUSÃ� QDIWDV� XQ� WDEDNDV� LQGXVWULMDV�
L]SODWíMD� YLOWXV� LQIRUPÃFLMX�XQ�ģDXEDV�� LHWHNPÕMRW�
VDELHGUíEDV� YLHGRNOL�� ODL� QRLOG]LQÃWX� MDXQR� VD-
ELHGUíEDV� XQ� YLGHV� DL]VDUG]íEDL� SDUHG]ÕWR� UH-
JXOX� L]VWUÃGL�� 7ÃGDV�SDģDV� VWUDWÕåLMDV� LQGXVWULMDV�
XQ� YDOGíEDV� SLHOLHWR� DUí� PįVGLHQÃV�� UDGRW� PLO]X�
ģùÕUģþXV� HIHNWíYDL� FíĈDL� SUHW� JOREÃOÃV� VDVLOģDQDV�
draudiem. 

Iodine Dynamics� LU� QHSDUDVWD� UDGRģÃ�NRPDQGD��
NXUÃ� LHWLOSVW� SURJUDPPÕWÃML�� GL]DLQHUL�� UDNVWQLHNL�
XQ�NULSWRIÕUELML��NDV�DSYLHQR�DGYDQFÕWX�DQDOíWLVNR�
GRPÃģDQX��VSLOJWX�DVWRĈGHVPLWR�JDGX�LQłHQLHUL-
MX�XQ�SUDNWLVNX�SLHOLHWRMXPX��0ÕV� OHSRMDPLHV�� ND�
UDGÃP�VSÕOHV��NDV�QH�YLHQ�LU�DNWXÃODV�UHÃODMÃ�SD-
VDXOÕ��EHW�DUí�WR�PDLQD��
0ÃNVOLQLHNX� NROHNWíYÃ� LHWLOSVW� $UQR� *LMRQV�� ÎXQV�
/í��'DVWLQV�/RQJV��$MPHULNV�0DQVį�XQ�0DUOXVD�GH�
9DOND�

iodinedynamics.com
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,�1HYHU�3URPLVHG�<RX�D�*UHHQ�*DUGHQ
������SKRWRJUDSK\��LQNMHW�SULQW

(V�QHVROíMX�WHY�]DþX�GÃU]X
������IRWRJUÃƃMDVEva-Maria Lopez (DE/FR)

:2+1=,00(5*5�1��/LYLQJURRPJUHHQ�
����ƺ������SKRWRJUDSK\

Eva Marija Lopesa (DE/FR)

:2+1=,00(5*5�1�
�9LHVLVWDE]Dþģ�
����ƺ������IRWRJUÃƃMDV

During important football matches there is a 
special atmosphere in the streets. Towns usu-
ally turn into ghost towns. I have always liked 
such evenings, enjoying the somehow deserted 
atmosphere. During football matches I walked 
through the streets in the evening and saw the 
colour green. The LED screens indicate if people 
in their houses are watching football matches 
EHFDXVH�WKH�JUDVV�RI�WKH�SOD\LQJ�ƃHOG�LOOXPLQDWHV�
their living room with its colour. During Europe-
an Championships or World Cups, I have been 
wandering in the streets prospecting for green 
windows. 
WOHNZIMMERGRÜN is also an exploration of the 
XUEDQ�VSDFH��GLƂHUHQW�KRXVHV�DQG�VRFLDO�FODVVHV�
connected by the green colour. The intention was 
WR�LOOXPLQDWH�WKH�WRSLF�RI�IRRWEDOO�IURP�D�GLƂHUHQW�
DQJOH��WKH�GLVWDQW�YLHZ�RI�D�GUDPDWLF�HYHQW�ƺ�WKH�
contrast between the colour of hope on the quiet 
facades and possible abysses behind the WOHN-
ZIMMERGRÜN.

Ţ,�1HYHU�3URPLVHG�<RX�D�*UHHQ�*DUGHQţ�WDNHV�D�
look at the back of the agrochemical business. 
It consists of several ornaments with decorative 
motifs similar to those  folk art and mandalas. 
The ornaments look quite harmless and deco-
UDWLYH�XQWLO�\RX�ƃQG�RXW� WKDW�HDFK�PRWLI�FRQVLVWV�
of logos from companies that produce or sell 
glyphosate or GM plants. The logos of the global 
SOD\HUV��PRVWO\�ƄRUDO�PRWLIV��UHLQIRUFH�WKH�PRWWRV�

for growth and a better world. Glyphosate is a re-
curring symbol of the agricultural business and of 
the fragile ecological situation today. For me as 
DQ�DUWLVW��LW�LV�LPSRUWDQW�WR�ƃQG�D�FRPSOHWHO\�GLI-
IHUHQW�SRLQW�RI�YLHZ�E\�WUDQVIRUPLQJ�WKH�VFLHQWLƃF�
way of considering the issue into a strong visual 
message. The title takes up this contradiction: The 
garden as a symbol of nature and recreation and 
green, the colour of ecology. The promise of her-
ELFLGHV��KRZHYHU��LV�D�ŢFOHDQţ�JDUGHQ��

Eva-Maria Lopez is a multidisciplinary artist 
based in Karlsruhe, Germany and Paris, France. 
After receiving a master’s degree in Agriculture, 
she studied Art at the Academy of Fine Art in 
Karlsruhe, Germany. Due to this background, is-
sues relating to nature, society and the environ-
ment have an important impact on her artwork. 
In addition to photography as the main medium, 
she has been transforming her projects as Land 
$UW�VLQFH�������+HU�ZRUNV�H[SORUH�WKH�PHDQV�RI�
conveying these issues visually. Merging realities 
or history together into one picture or graphic 
and reframing themes are the central aims of 
her projects. Research is also an integral part of 
her work. By the interplay of keywords, titles and 
slogans, Lopez’s attempt is to arouse question-
ing in the audience.

eva-lopez.de

1R]íPíJX�IXWEROD�VSÕþX�ODLNÃ�LHOÃV�YDOGD�VHYLģùD�
DWPRVIÕUD�� 3LOVÕWDV� SÃUYÕUģDV� ŢVSRNX� SLOVÕWÃVţ��
0DQ�YLHQPÕU�SDWLNXģL�ģÃGL�YDNDUL�XQ�WR�QHDSG]í-
YRWÃ� DWPRVIÕUD�� )XWEROD� VSÕþX� YDNDURV� HV� VWDL-
JÃMX�SD�LHOÃP�XQ�LHYÕURMX�]DþR�NUÃVX��/('�HNUÃQL�
QRUÃGD�� ND� FLOYÕNL� PÃMÃV� VNDWÃV� IXWEROD� VSÕOHV��
MR�IXWEROD�ODXNXPD�]DþDLV�PDXULĈģ�L]JDLVPR�YLĈX�
YLHVLVWDEDV� ģDMÃ� NUÃVÃ�� (LURSDV� ÎHPSLRQÃWX� XQ�
3DVDXOHV�.DXVX�ODLNÃ�HV�NOíVWX�FDXUL�SLOVÕWDL��PHN-
OÕMRW�]DþRV�ORJXV�
WOHNZIMMERGRÜN� LU�DUí�XUEÃQÃV�WHOSDV� L]SÕWH��
]DþÃ� NUÃVD� YLHQR� GDłÃGÃNÃV�PÃMDV� XQ� VRFLÃORV�
VOÃĈXV��ĢR�IRWRJUÃƃMX�PÕUùLV�LU�L]JDLVPRW�IXWEROD�
WÕPX� QR� FLWD� OHĈùD�� DWWÃOLQÃWL� X]OįNRWV� GUDPD-
WLVNV�QRWLNXPV��NRQWUDVWV� VWDUS�FHUíEDV�NUÃVX�X]�
NOXVDMÃP�ÕNX�IDVÃGÕP�XQ� LHVSÕMDPR�KDRVX�DL]�
9,(6,67$%=$ýÂ��

Ţ(V� QHVROíMX� WHY� ]DþX� GÃU]Xţ� X]OįNR� DJURùíPLMDV�
EL]QHVD�ÕQDV�SXVHV��7R�YHLGR�RUQDPHQWL��NDV�OíG]L-
QÃV� WDXWLVNÃV� PÃNVODV� PRWíYLHP� XQ� PDQGDOÃP��
2UQDPHQWL�L]VNDWÃV�JDQD�QHNDLWíJL�XQ�GHNRUDWíYL��
NROíG]�X]]LQL��ND�NDWUX�PRWíYX�YHLGR�NRPSÃQLMX�OR-
JRWLSL��NDV�UDłR�XQ� L]SODWD�JOLIRVÃWX�YDL�åHQÕWLV-
NL�PRGLƃFÕWXV�DXJXV��*OREÃOR�VSÕOÕWÃMX� ORJRWLSL�
SDUDVWL�VDWXU�DXJX�PRWíYXV�XQ�SDXł�GHYí]HV�SDU�
DXJģDQX�XQ�ODEÃNX�SDVDXOL��*OLIRVÃWV�LU�ODXNVDLP-
QLHFíEDV�EL]QHVD�XQ�WUDXVOÃV�PįVGLHQX�HNRORåLV-
NÃV�VLVWÕPDV�VLPEROV��0DQ�NÃ�PÃNVOLQLHFHL�LU�Eį-
WLVNL�UDVW�MDXQX�VNDWíMXPX��WUDQVIRUPÕMRW�YHLGX��NÃ�
SUREOÕPD�WLHN�X]OįNRWD�]LQÃWQLVNL��VSÕFíJÃ�YL]XÃOÃ�

YÕVWíMXPÃ��1RVDXNXPÃ�LU�DWVSRJXþRWD�ģí�SUHWUXQD��
GÃU]V� LU� VLPEROLVNL� VDVDLVWíWV� DU� GDEX�� UHNUHÃFLMX�
XQ�]DþR��HNRORåLMDV�NUÃVX��7XUSUHWLP�KHUELFíGL�VROD�
ŢWíUXţ�GÃU]X�

(YD�0DULMD�/RSHVD� LU� VWDUSGLVFLSOLQÃUD�PÃNVOLQLH-
FH��NDV�G]íYR�.DUOVUįÕ��9ÃFLMÃ��XQ�3DUí]Õ��)UDQFLMÃ��
3ÕF�PDåLVWUD� JUÃGD� LHJįģDQDV� ODXNVDLPQLHFíEÃ��
YLĈD� VWXGÕMD� .DUOVUįHV�0ÃNVODV� DNDGÕPLMÃ�� ĢÃGX�
SULHNģ]LQÃģDQX� GÕþ� YLĈDV� GDUERV� EįWLVND� ORPD� LU�
GDEDV�� VDELHGUíEDV� XQ� YLGHV� SUREOÕPÃP�� 9LĈDV�
GDUERV� WLHN� SÕWíWL� YHLGL�� NÃ� SDU� ģíP� SUREOÕPÃP�
UXQÃW�DU�YL]XÃOLHP� OíG]HNþLHP��.DXW�DUí� IRWRJUÃƃMD�
LU�PÃNVOLQLHFHV�SDPDWD�PHGLMV��NRSģ�������JDGD�
YLĈD� YHLGR� OHQGÃUWD� SURMHNWXV�� &HQWUÃOLH� PÕUùL�
/RSHVDV�SURMHNWRV� LU� VDYLHQRW�DWWÕORV� YDL�JUDƃNÃV�
GDłÃGDV� UHDOLWÃWHV� YDL� YÕVWXUHV��$Uí�SÕWQLHFíEDL� LU�
VHYLģùÃ�QR]íPH�YLĈDV�GDUEíEÃ��5RWDþÃMRWLHV�DU�DW-
VOÕJYÃUGLHP�� QRVDXNXPLHP� XQ� VDXNþLHP�� /RSHVD�
FHQģDV�PXGLQÃW�VNDWíWÃMX�X]GRW�MDXQXV�MDXWÃMXPXV��

eva-lopez.de



�� ��

Francisco López (ES)

+\SHU�5DLQIRUHVW
������LPPHUVLYH�VRXQG�LQVWDOODWLRQ�����PLQ��FRQWLQXRXV�ORRSHG�SOD\EDFN�

Francisko Lopess (ES)

+LSHU�OLHWXVPHłV
������LPHUVíYD�VNDĈDV�LQVWDOÃFLMD�����PLQ��VNDĈDV�FLOSD�

Rainforests are natural acousmatic environ-
ments: whereas they typically manifest an as-
tonishing sonic variety and complexity, the 
sources of all those sounds are overwhelmingly 
invisible. Hyper-Rainforest is an immersive sound 
work, presented in an installation form, that has 
been created from original environmental re-
cordings carried out by the artist, along with an 
extensive and intensive experience of profound 
ƃHOG� OLVWHQLQJ�� GXULQJ� D� WZHQW\�\HDU� SHULRG�� LQ�
rainforests all over the world.
None of the sounds that can be heard in this 
ZRUN�ƺ�HYHQ�WKH�PRVW�VXUSULVLQJ�DQG�RXWODQGLVK�ƺ
have been processed or transformed. In stark 
contrast with  most traditional approaches of 
VR�FDOOHG� ƃHOG� UHFRUGLQJV�� KRZHYHU�� WKLV� ZRUN�
does not aim at reproducing or simulating any 
QDWXUDO� ŢUHDOLW\ţ� RI� WKRVH� RULJLQDO� ORFDWLRQV�� ,Q-
stead, with a forceful compositional character, 
this work develops an elaborated and subtle 
form of hyperreality that strives to generate a 
VHOI�VXƅFLHQW�VRQLF�YLUWXDO�ZRUOG��VROHO\�FUHDWHG�
from those original recordings, with no transfor-
mation and with no added sounds, instrumental 
or otherwise.

Francisco López is internationally recognized as 
RQH�RI�WKH�PDLQ�ƃJXUHV�LQ�WKH�UHDOP�RI�VRXQG�DUW�
and experimental music. His experience in the 
ƃHOG� RI� VRXQG� FUHDWLRQ� DQG� ZRUN� ZLWK� HQYLURQ-
mental recordings covers a period of forty years, 
during which he has developed an impressive 
sound universe that is completely personal and 
iconoclastic, and based on profound listening to 
the world. 

franciscolopez.net

/LHWXV�PHłL� LU� GDELVNL� DNXVPDWLVNDV� YLGHV�� NDXW�
DUí� WDMÃV�SDUDVWL� VDVWRSDPD�SÃUVWHLG]RģD�VNDĈX�
GDłÃGíED�XQ�NRPSOLFÕWíED��YLVX�ģR�VNDĈX�DYRWL�LU�
SLOQíJL� QHUHG]DPL�� Ţ+LSHU�OLHWXVPHłVţ� LU� VNDĈX�
GDUEV��NDV�L]VWÃGíWV�LQVWDOÃFLMDV�IRUPÃ��7DV�UDGíWV�
QR� RULåLQÃOLHP� YLGÕ� YHLNWLHP� LHUDNVWLHP�� NÃ� DUí�
QR�HNVWHQVíYDV�XQ� LQWHQVíYDV�SDG]LþLQÃWDV�NODXVí-
ģDQÃV��NR�PÃNVOLQLHNV�GLYGHVPLW�JDGX�SHULRGÃ�LU�
YHLFLV�OLHWXVPHłRV�YLVÃ�SDVDXOÕ�
1HYLHQD�QR�VNDĈÃP�ģDMÃ�GDUEÃ�ƺ�SDW�QH�YLVSÃU-
VWHLG]RģÃNÃ� XQ� VYHģÃNÃ� ƺ� QDY� DSVWUÃGÃWD� YDL�
SÃUYHLGRWD��3UHWÕML�YDLUXPDP�WUDGLFLRQÃOR�SLHHMX�
WÃ�VDXNWDMLHP�ŢODXND�LHUDNVWLHPţ�ģLV�GDUEV�QHWLH-
FDV� UHSURGXFÕW� YDL� VLPXOÕW� MHENÃGX�ģR�RULåLQÃOR�
ORNÃFLMX� GDELVNR� ŢUHDOLWÃWLţ�� 7Ã� YLHWÃ� DU� VSÕFíJX�
NRPSR]LFLRQDOLWÃWL� GDUEV� DWWíVWD� NRPSOLFÕWX� XQ�
L]VPDOFLQÃWX� KLSHUUHDOLWÃWHV� IRUPX�� NDV� WLHFDV�
UDGíW� SDģSLHWLHNDPX� VNDĈDV� YLUWXÃOR� SDVDXOL� QR�
WíULHP�RULåLQÃODMLHP� LHUDNVWLHP��EH]� WUDQVIRUPÃ-
FLMÃP��EH]�SLHYLHQRWÃP�VNDĈÃP�ƺ� LQVWUXPHQWÃ-
OÃP�YDL�FLWÃP�

)UDQFLVNR� /RSHVV� VWDUSWDXWLVNL� SODģL� SD]íVWDPV�
VNDĈX� PÃNVODV� XQ� HNVSHULPHQWÃOÃV� Pį]LNDV�
MRPÃ�� 9LĈD� SLHUHG]H� VNDĈX� UDGíģDQDV� MRPÃ� XQ�
GDUEV� DU� YLGHV� LHUDNVWLHP� DSWYHU� ÏHWUGHVPLW�
JDGX� LOJX�GDUEíEDV�SHULRGX�� NXUD� ODLNÃ�PÃNVOL-
QLHNV�LU�DWWíVWíMLV�LHVSDLGíJX�VNDĈX�YLVXPX�ƺ�SLOQíJL�
SHUVRQíJX�� LNRQRNODVWLVNX� XQ� EDOVWíWX� SDPDWíJÃ�
SDVDXOHV�NODXVíģDQÃV�SURFHVÃ��

franciscolopez.net
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AnneMarie Maes (BE)

%HH�$JHQF\�
�D�G\QDPLF�V\VWHP�RI�LQWHUGHSHQGHQW�SURFHVVHV�
The Intelligent Guerrilla Beehive (sculpture)
Sensorial Skin (R&D experiments)
9DULDWLRQ�*DPHV��YLGHR�
$OFKLPLD�1RYD��YLGHR����PLQ����V�
����ƺ����

$QQHPDULMD�0ÃVD��%(�

%LģX�DåHQWįUD�
�GLQDPLVND�VDYVWDUSÕML�DWNDUíJX�SURFHVX�VLVWÕPD�
6DSUÃWíJDLV�SDUWL]ÃQX�ELģX�VWURSV��VNXOSWįUD�
6HQVRULVNÃ�ÃGD��SÕWQLHFLVNL�HNVSHULPHQWL�
9DULÃFLMX�VSÕOHV��YLGHR��
$OFKLPLD�1RYD��YLGHR����PLQ����V�
����ƺ����

BEE AGENCY is a dynamic project of interrelated 
organic and bio-technological processes and 
experiments. Created with honeybees, micro-or-
ganisms and bacteria it is a system developing 
in harmony with its environment. The departure 
point is the endangerment of  honeybee colonies. 
These ‘intelligent super-organisms’ are environ-
mental bio indicators.
The Intelligent Guerrilla Beehive supports the 
bees by implementing research results from ma-
terial science. It is a bio-art project developed 
in collaboration with biologists and engineers, 
manufactured from microbial skin and bacte-
ULD� WKDW� UHJLVWHU� HQYLURQPHQWDO� LQƄXHQFHV� DQG�
UHVSRQG� WR� LW�� 7KH� YLGHR� 9DULDWLRQ�*DPHV� FRQ-
denses one year of audio-visual observation 
which was made with an infrared camera and 
contact microphones in a beehive. The images 
show us that the bees’ coexistence is based on 
‘decision-making, networking, collaboration and 
collective intelligence’. The video Alchimia Nova, 
ƃOPHG� LQ� WKH� VWXGLR� DQG� RSHQ� DLU� ODERUDWRU\� RI�
$QQH0DULH�0DHV���JLYHV�DQ�RYHUYLHZ�RI�WKH�GLƂHU-
ent elements of the Sensorial Skin-research.

AnneMarie Maes is an artist who has been stud-
ying the close interactions and co-evolutions 
within urban ecosystems. Her research practice 
combines art and science, with a keen interest in 
DIY technologies and biotechnology. She works 
with a range of biological, digital and traditional 
media, including live organisms. On the rooftop 
of her studio in Brussels she has created a(n) 
(open-air) lab and experimental garden where 
she runs her experiments with honeybees and 
bacteria.

https://annemariemaes.net 

̳$KěW�CíGPVīTC̴� KT�FKPCOKUMU�UCXUVCTRéLK�UCKUVùVW�
QTICPKUMW� WP� DKQVGJPQNQíKUMW� RTQEGUW�� WP� GM-
URGTKOGPVW� RTQLGMVU�� 5KUVéOC�� MQ� XGKFQ� OGFWU�
DKVGU��OKMTQQTICPKUOK�WP�DCMVéTKLCU��CVVùUVÓU�JCT-
OQPKLÓ� CT� XKFK�� 2TQLGMVC� K\GLCU� RWPMVU� KT� OGFWU�
DKěW� MQNQPKLW� CRFTCWFéLWOU�� ªKG� ̳KPVGNKíGPVKG�
UWRGTQTICPKUOK̴�KT�XKFGU�DKQKPFKMCVQTK��
̳5CRTÓVùICKU� RCTVK\ÓPW� DKěW� UVTQRU̴� W\VWT� DKVGU��
NKGMQV� NKGVÓ�OCVGTKÓN\KPÓVPGU�RéVùLWOW�TG\WNVÓVWU��
6CU�KT�DKQOÓMUNCU�RTQLGMVU��MCU�VCRKU�UCFCTDùDÓ�CT�
DKQNQIKGO�WP�KPĸGPKGTKGO��XGKFQVU�PQ�DCMVGTKÓNÓU�
ÓFCU�WP�DCMVéTKLÓO�� MWTCU� TGCíé�W\� XKFGU� KGVGM-
OK�� 8KFGQ� FCTDU� ̳8CTKÓEKLW� URéNGU̴� MQPEGPVTé�
ICFC� NCKMÓ� XGKMVWU� CWFKQXK\WÓNWU� PQXéTQLWOWU��
MCU�XGKMVK�DKěW�UVTQRÓ�CT�KPHTCUCTMCPQ�MCOGTW�WP�
MQPVCMVOKMTQHQPKGO��0QXéTQLWOK�RCTÓFC��MC�DKěW�
MQRF\ùXG� KT� DCNUVùVC� ̳NéOWOW�RKGĈGOěCPÓ�� VùMNQ-
ěCPÓ��UCFCTDùDÓ�WP�MQNGMVùXCLÓ�KPVGNKíGPEé �̴�5CXW-
MÓTV�QVTU�XKFGQ�FCTDU�̳#NEJKOKC�0QXC �̴�MCU�ŜNOéVU�
OÓMUNKPKGEGU�FCTDPùEÓ�WP�DTùXFCDCU�NCDQTCVQTKLÓ��
UPKGF\�KGUMCVW�FCĸÓFQU�UGPUQTKUMÓU�ÓFCU�RéVùLW-
OW�CURGMVQU�

#PPGOCTKLC� /ÓUC� KT� OÓMUNKPKGEG�� MCU� RéVC� OKL-
KGFCTDùDCU� WP� NùF\ÓU� RCUVÓXQěÓU� GXQNīEKLCU� WT-
DÓPÓU� GMQUKUVéOÓU�� 8KĈCU� RéVPKGEùDCU� RTCMUG�
CRXKGPQ�OÓMUNW�WP�\KPÓVPK��CT�UGXKěþW�KPVGTGUK�DIY 
VGJPQNQíKLÓU� WP� DKQVGJPQNQíKLÓU�� 8KĈC� UVTÓFÓ� CT�
DKQNQíKUMKGO�� FKIKVÓNKGO� WP� VTCFKEKQPÓNKGO� OG-
FKLKGO�� KGVXGTQV� CTù� F\ùXWU�QTICPKUOWU��7\� UCXCU�
FCTDPùECU�LWOVC�$TKUGNé�OÓMUNKPKGEG�KT�K\XGKFQLWUK�

DTùXFCDCU��NCDQTCVQTKLW�WP�GMURGTKOGPVÓNW�FÓT\W��
MWT�XKĈC�XGKE�GMURGTKOGPVWU�CT�OGFWU�DKVéO�WP�
DCMVéTKLÓO��

CPPGOCTKGOCGU�PGV�
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������SÃUOįNSURJUDPPÃ�EDOVWíWD�LQVWDOÃFLMD
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&2�*/(�
������EURZVHU�EDVHG�LQVWDOODWLRQ

&2�*/(� LV� D� UHDO�WLPH�� QHW�EDVHG� LQVWDOODWLRQ�
that displays the amount of COƤ emitted  each 
second thanks to global visits to Google.com. 
:KDW�LV�WKH�PDWHULDO�LPSDFW�RI�bFRPPXQLFDWLRQV�
through the Internet? I often ask this question 
of my friends and colleagues, and I rarely get 
a reply. Indeed, almost nobody recalls that the 
Internet is made up of interconnected physical 
infrastructure which consume natural resourc-
es. How can such an evident fact become so 
blurred in the social imagination? This project 
was created from an urge to highlight the mas-
sive environmental impact of digital communi-
cations technologies. Forty percent  of the In-
ternet’s total carbon footprint may be attributed 
WR�WKH�GHVLJQ�RI�D�ZHE�VLWH��,Q������WKH�,QWHUQHW�
ZDV�DOUHDG\�UHVSRQVLEOH�IRU����RI�&2Ƥ of global 
emissions, more than that of the aviation indus-
try and the amount of data produced ever since 
has increased at a whooping pace. On average, 
WKH�SURGXFWLRQ�RI���N:K�HPLWV�����JU�RI�&2Ƥ. It 
WDNHV����N:K�WR�WUDQVPLW��*%�RI�LQIRUPDWLRQ��WKH�
equivalent of 7,07 kg of COƤ.
Due to the complex set of actors involved in the 
FRQƃJXUDWLRQ�DQG�RSHUDWLRQ�RI�WKH� ,QWHUQHW�� LW� LV�
impossible to determine the exact amount of its 
COƤ emissions, so the data I present here is ap-
SUR[LPDWH��7KHUHIRUH��&2�*/(�DFWV�DV�D�V\PEROLF�
agent which seeks to reveal the link between our 
actions and their material impact on the physical 
world, and aims at creating a mechanism that 
may trigger thoughts and actions that stimulate 
and re-appropriate subjectivity. I believe that 
this is an essential process in the generation of 
critical thought about the true nature of technol-
ogy, and in the imagination of alternative tech-
no-paradigms which may coherently respond to 
our environmental and human conditions.

DEFOOOOOOOOOOOOREST shows the amount 
of trees needed to absorb the amount of COƤ 
generated by the global visits to google.com 
every second. Google is the most visited site on 
WKH� ,QWHUQHW�� 7KH� VLWH� KDV�DQ�DYHUDJH�RI� �������
YLVLWV�SHU�VHFRQG�DQG�ZHLJKV��DURXQG��0%��UHVXOW-
ing into an estimated amount of 500kg of COƤ�
emissions every second. On average a tree can 
DEVRUE������NJ�RI�&2Ƥ per year. Thus, in order to 
counteract the amount of COƤ emissions derived 
by the global visits to google.com, every second, 
ZH� ZRXOG� QHHG� DQ� DSSUR[LPDWH� DPRXQW� RI� ���
trees/second. This project has been created with 
the aim to highlight the massive environmental 
impact of ICT. In our contemporary algorithmic 
decision-making society, ecosystems are being 
increasingly considered as mere economic ex-
ternalities, thus it is urgent to generate critical 
thought about the true nature of technology in 
order to imagine alternative techno-paradigms 
which may coherently respond to our environ-
mental and human conditions.

Joana Moll is a Barcelona/Berlin based artist and 
researcher. Her work critically explores the way 
SRVW�FDSLWDOLVW�QDUUDWLYHV�DƂHFW�WKH�DOSKDEHWL]D-
tion of machines, humans and ecosystems. Her 
main research topics include Internet materiality, 
VXUYHLOODQFH�� VRFLDO�SURƃOLQJ�DQG� LQWHUIDFHV�� 6KH�
KDV� SUHVHQWHG� KHU� ZRUN� LQ� GLƂHUHQW� PXVHXPV��
universities, festivals and publications around the 
world. She is the co-founder of the Critical Inter-
face Politics Research Group at HANGAR and is 
currently a visiting lecturer at Universität Potsdam.

janavirgin.com

-RDQD� 0ROO� LV� ,PSDNW� (0$3�(0$5(� ����� 5HVL-
dency artist with support of the Creative Europe 
Culture Programme of the European Union.

&2�*/(� LU� WLHģVDLVWHV� LQWHUQHWD� LQVWDOÃFLMD�� NXUÃ�
SDUÃGíWV�RJþVNÃEÃV�JÃ]HV�GDXG]XPV��NDV� LN� VH-
NXQGL�VDUDłRWV�YLHWQHV�Google.com�DSPHNOÕMXPX�
GÕþ��.ÃGD�LU�LQWHUQHWD�VD]LĈDV�PDWHULÃOÃ�LHWHNPH"�
ĢR�MDXWÃMXPX�HV�ELHłL�X]GRGX�GUDXJLHP�XQ�NROÕ-
åLHP��WRPÕU�UHWL�JįVWX�DWELOGL��7XUNOÃW�WHMX�QHYLHQV�
QHDWPLQDV�� ND� LQWHUQHWX� QRGURģLQD� ƃ]LVND� LQIUD-
VWUXNWįUD��NDV�SDWÕUÕ�GDEDV� UHVXUVXV��.Ã�JDQ� WLN�
DFíPUHG]DPV� IDNWV� YDU� VDELHGULVNDMÃ� L]WÕOÕ� EįW�
WLN� DL]PLJORWV"� ĢLV� GDUEV� WDSLV� FHQWLHQRV� L]JDLV-
PRW�WR��FLN�EįWLVNX�LHWHNPL�GLJLWÃOÃV�NRPXQLNÃFLMX�
WHKQRORåLMDV�DWVWÃM�X]�YLGL������LQWHUQHWD�UDGíWÃV�
RJOHNþD� GLRNVíGD� SÕGDV� VDLVWÃPL� DU� PÃMDVODSX�
GL]DLQX��-DX�������JDGÃ�LQWHUQHWD�UDGíWR�RJOHNþD�
GLRNVíGD�HPLVLMX�DSMRPV�VDVQLHG]LV����QR�NRSÕ-
MÃ��WDV�LU�YDLUÃN�QHNÃ�DYLÃFLMDV�LQGXVWULMDV�UDGíWDLV��
WXUNOÃW�VDUDłRWR�GDWX�DSMRPV�NRSģ�ģí�ODLND�LU�LHYÕ-
URMDPL�SLHDXG]LV����N:K�VDUDłRģDQDV�ODLNÃ�JDLVÃ�
QRQÃN�YLGÕML�����J�RJOHNþD�GLRNVíGD��/DL�QRVįWíWX
��*%�LQIRUPÃFLMDV��QHSLHFLHģDPL����N:K��NDV�OíG]-
YÕUWíJL������NJ�RJOHNþD�GLRNVíGD�
,QWHUQHWD�GDUEíEDV�XQ�NRQƃJXUÃFLMDV�QRGURģLQÃ-
ģDQÃ�LHVDLVWíWR�SXģX�WíNOV�LU�NRPSOLFÕWV��XQ�SUHFí]X�
COƤ�L]PHģX�GDXG]XPX�QRWHLNW�LU�QHLHVSÕMDPL��WÃ-
GÕMÃGL�GDUEÃ�X]UÃGíWLH�GDWL�LU�WLNDL�DSWXYHQL��/íG]�
DU� WR� &2�*/(� GDUERMDV� NÃ� VLPEROLVNV� UíNV�� NDV�
VDYLHQR�PįVX�GDUEíEDV� XQ� WR�PDWHULÃOR� LHWHNPL�
ƃ]LVNDMÃ�SDVDXOÕ��NÃ�DUí�WLHFDV�UDLVíW�SÃUGRPDV�XQ�
YHLFLQÃW�UíFíEX��VWLPXOÕMRW�XQ��QR�MDXQD��SLHOLHWRMRW�
VXEMHNWLYLWÃWL��(V�X]VNDWX��ND�ģLV�SURFHVV�LU�EįWLVNV�
NULWLVNÃV�GRPDV�YHLFLQÃģDQÃ�SDU�WHKQRORåLMX�SD-
WLHVR� GDEX�� NÃ� DUí� DOWHUQDWíYX� WHKQR�SDUDGLJPX�
L]YHLGÕ��NDV�VDVDXNWRV�DU�YLGHV�XQ�FLOYÕNX�QRVD-
FíMXPLHP��

Ţ$70(Ł2222222222227ţ� X]UÃGD� NRNX�
GDXG]XPX�� NDV� LN� VHNXQGL� QHSLHFLHģDPV�� ODL�
DEVRUEÕWX� Google.com� DSPHNOÕMXPX� UDGíWRV�
RJOHNþD� GLRNVíGD� L]PHģXV�� Google� LU� SDVDXOÕ�
YLVYDLUÃN� DSPHNOÕWÃ� LQWHUQHWD� YLHWQH�� 9LGÕMDLV�
YLHWQHV� DSPHNOÕMXPX� VNDLWV� VHNXQGHV� ODLNÃ� LU
��������NDV�OíG]YÕUWíJV���0%�GDWX�DSMRPDP��OíG]�
DU�WR�VHNXQGHV�ODLNÃ�WLHN�VDUDłRWV�DSPÕUDP�����
NJ�RJOHNþD�GLRNVíGD��.RNV�YLGÕML�DEVRUEÕ�������NJ�
RJOHNþD�GLRNVíGD�JDGÃ�� 7ÃGÕMÃGL�� ODL� L]OíG]LQÃWX�
YLHQDV� VHNXQGHV� ODLNÃ�Google.com� DSPHNOÕMX-
PX�UDGíWR�&2Ƥ�L]PHģX�GDXG]XPX��QHSLHFLHģDPV�
���NRNX�VHNXQGÕ��Ģí�SURMHNWD�PÕUùLV�LU�L]JDLVPRW�
LQWHUQHWD� XQ� NRPXQLNÃFLMDV� WHKQRORåLMX� LHWHNPL�
X]�YLGL��0įVODLNX�VDELHGUíEÃ��NXU�OÕPXPL�WLHN�SLH-
ĈHPWL�DOJRULWPLVNL��HNRVLVWÕPDV�MR�YDLUÃN�WLHN�X]-
OįNRWDV�NÃ�YLHQNÃUģL�ÃUÕMLH�IDNWRUL��WÃGÕþ�LU�EįWLVNL�
DWWíVWíW�NULWLVNX�VNDWíMXPX�X]�WHKQRORåLMX�GDEX�XQ�
YHLFLQÃW� DOWHUQDWíYDV� WHKQRORåLMX� SDUDGLJPDV��
NDV�DWELOVWX�YLGHV�XQ�FLOYÕNX�QRVDFíMXPLHP��

'łRDQD�0ROOD� LU� %DUVHORQÃ� XQ� %HUOíQÕ� G]íYRMRģD�
PÃNVOLQLHFH�XQ�SÕWQLHFH��9LĈDV�GDUERV�NULWLVNL�X]-
OįNRWD�SRVWNDSLWÃOLVPD�QDUDWíYX�LHWHNPH�X]�LHNÃU-
WX��FLOYÕNX�XQ�HNRVLVWÕPX�DOIDEHWL]ÃFLMX��*DOYHQÃV�
SÕWQLHFíEDV�WÕPDV�LHNþDXM�LQWHUQHWD�PDWHULDOLWÃWL��
NRQWUROL�� VRFLÃOR�SURƃOÕģDQX�XQ� LQWHUIHLVXV��9LĈDV�
GDUEL�UÃGíWL�GDłÃGRV�PX]HMRV��XQLYHUVLWÃWÕV�� IHV-
WLYÃORV�XQ�SXEOLNÃFLMÃV�YLVÃ�SDVDXOÕ��9LĈD� LU�Ţ.UL-
WLVNÃV� LQWHUIHLVD� SROLWLNDV� SÕWQLHFíEDV� JUXSDVţ�
OíG]GLELQÃWÃMD�PÃNVODV� FHQWUÃ� Ţ+$1*$5ţ�� NÃ�DUí�
OHNWRUH�3RWVGDPDV�8QLYHUVLWÃWÕ�

janavirgin.com

'łRDQQD�0ROOD�LU� Impakt�(0$3�(0$5(������UH-
]LGHQFHV�PÃNVOLQLHFH��NXUDV�GDOíEX�L]VWÃGÕ�OíG]ƃ-
QDQVÕ� (LURSDV� 6DYLHQíEDV� SURJUDPPD� Ţ5DGRģÃ�
(LURSDţ
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Quimera Rosa (ES/AR/FR)

7UDQV
3ODQW��DQ�2QFR0RXVHů�MRXUQH\�
������LQVWDOODWLRQ�PL[�PHGLD
(video, prints, lights, material remains from biomedical research and performance)

Quimera Rosa (ES/AR/FR)

7UDQV
3ODQW��2QNR0RXVHů�FHþRMXPV�
������MDXNWX�PHGLMX�LQVWDOÃFLMD�
�YLGHR��GUXND��JDLVPD��ELRPHGLFíQLVNX�SÕWíMXPX�XQ�SHUIRUPDQFHV�PDWHULÃOL�

This installation puts into dialogue two central 
routes of the Trans*Plant project, which aims to 
experiment with a process that engages a body 
WRZDUGV� D� KXPDQ�SODQW� K\EULGL]DWLRQ�� 7KH� ƃUVW�
one is  biomedical research in order to replicate 
PhotoDynamic Therapy. PDT is based on an in-
travenous photosensitive molecule used to de-
stroy malignant cells. The second route of that 
molecular journey of self-experimentation, was a 
SHUIRUPDQFH�EDVHG�RQFKORURSK\OO� ,9��$Q�DOPRVW�
invisible performance, where light is no longer a 
visual representation but destructive energy for 
non-photosynthetic beings.
!�>EOXH�IRU�KXPDQ�H\HV@�+DQJDU��%DUFHORQD�������
Photosensitive molecule ʛ-ALA under a wave-
length of 460 nm.
> [green for human eyes] Kapelica Gallery, Ljubl-
MDQD� ������ &KORULQ� (�� SKRWRVHQVLWLYH� PROHFXOH�
XQGHU�D�/('�ZLWK�D�OHQJWK�RI�����QP�

Quimera Rosa is a nomadic lab created in Bar-
FHORQD�LQ������WKDW�UHVHDUFKHV�DQG�H[SHULPHQWV�
on body, technoscience and identities. Aware of 
transfeminist and post-identitary discourses, they 
VHHN�WR�H[SHULPHQW�ZLWK�K\EULG�DQG�ƄH[LEOH�LGHQ-
tities able to blur the frontiers of the binomials of 
modern Western thought. Most of their work is 
done in a collaborative way, always free of pro-
prietary codes.

quimerarosa.net/transplant 

Quimera Rosa is Ars Electronica EMAP/EMARE 
�����5HVLGHQF\�DUWLVWV�ZLWK�VXSSRUW�RI�WKH�&UHD-
tive Europe Culture Programme of the European 
Union.

,QVWDOÃFLMÃ�DSYLHQRWDV�GLYDV�FHQWUÃOÃV�7UDQV
3ODQW�
SURMHNWD� GDþDV�� NDV� WLHFDV� HNVSHULPHQWÃOÃ� FHþÃ�
DWWíVWíW� FLOYÕND� XQ� DXJD� KLEUíGD� LHVSÕMDV�� 3LUPÃ�
GDþD� LU� ELRPHGLFíQLVNV� SÕWíMXPV�� NXUD� PÕUùLV� LU�
UHSOLFÕW� )RWRGLQDPLVNR� WHUDSLMX�� )RWRGLQDPLV-
NÃ� WHUDSLMD� LU� VDLVWíWD�DU� LQWUDYHQR]X�JDLVPMXWíJX�
PROHNXOX�� NDV� L]QíFLQD� þDXQGDEíJÃV� ģįQDV�� 2WUD�
HNVSHULPHQWÃOÃ� PROHNXOÃUÃ� FHþRMXPD� GDþD� LU�
SHUIRUPDQFH�� NDV� EDOVWíWD� KORURƃOÃ� ,9�� *DQGUí]�
QHUHG]DPD�SHUIRUPDQFH�� NXUÃ�JDLVPD�QR� YL]X-
ÃODV�UHSUH]HQWÃFLMDV�NþįVW�SDU�GHVWUXNWíYX�HQHUåLMX�
EįWQÕP��NXUÃV�QHQRULW�IRWRVLQWÕ]HV�SURFHVL�
!�>]LODLV�FLOYÕND�DFíP@�PÃNVODV�FHQWUV� Ţ+DQJDUţ��
%DUVHORQD�� ������ JDGV�� *DLVPMXWíJD� PROHNXOD�
ʛ�$/$��YLþĈX�JDUXPV�����QP�
!� >]DþDLV� FLOYÕND� DFíP@� Ţ.HSHOLFDţ� *DOHULMD��
ýXEþDQD��������*DLVPMXWíJD�PROHNXOD�&KORULQ�(���
/('�YLþĈX�JDUXPV�����QP�
 

Quimera Rosa ir nomadiska laboratorija, kas 
UDGíWD�������JDGÃ�%DUVHORQÃ�XQ�NDV�SÕWD�XQ�HN-
VSHULPHQWÕ�DU�ùHUPHQL��WHKQR]LQÃWQL�XQ�LGHQWLWÃ-
WÕP��7UDQVIHPLQLVPD�XQ�SRVWLGHQWLWÃWHV�GLVNXUVX�
LHWHNPÕ� WLHN�PHNOÕWL� YHLGL�� NÃ� HNVSHULPHQWÕW� DU�
KLEUíGÃP� XQ� ƄHNVLEOÃP� LGHQWLWÃWÕP�� WLHFRWLHV�
L]SOXGLQÃW� PRGHUQÃV� 5LHWXPX� GRPÃģDQDV� EL-
QRPLQÃOÃV� UREHłDV��Quimera Rosa�JDOYHQRNÃUW�
GDUERMDV�VDGDUEíEDV�YHLGÃ�

quimerarosa.net/transplant

Quimera Rosa ir Ars Electronica EMAP/EMARE 
�����UH]LGHQFHV�PÃNVOLQLHFH��NXUDV�GDOíEX�L]VWÃ-
GÕ� OíG]ƃQDQVÕ� (LURSDV� 6DYLHQíEDV� SURJUDPPD�
Ţ5DGRģÃ�(LURSDţ
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-DQ�3HWHU�(�5��6RQQWDJ��'(�

;�IURP�WKH�*$00$YHUW�F\FOH�
������*$00$YHUW�����ƺ�������LQVWDOODWLRQ��PRQRFKURPH�SODVPD�OLJKW��SKRWR�SULQWV��YLGHR�

-DQV�3HWHUV�(�5��=RQQWÃJV��'(�

;�QR�FLNOD�*$00$YHUW�
������*$00$YHUW�����ƺ�������LQVWDOÃFLMD��PRQRKURPD�SOD]PDV�JDLVPD��IRWR�GUXND��YLGHR�

Ţ+DYH�\RX�VRPHWLPHV�REVHUYHG�WKH�VXQ�VHW�RYHU�
the sea? Have you watched it until the upper rim 
of its disc, skimming the surface of the water, is 
MXVW�DERXW�WR�GLVDSSHDU"�9HU\�OLNHO\�\RX�KDYH��EXW�
did you notice the phenomenon that occurs at 
the very instant the heavenly body sends forth its 
last ray, which, if the sky be cloudless, is of un-
paralleled beauty? No, perhaps not. Well, the 
ƃUVW�WLPH�\RX�KDYH�WKH�RSSRUWXQLW\�RI�PDNLQJ�WKLV�
observation, and it happens but rarely, it will not 
be, as one might think, a crimson ray that falls 
upon the retina. It will be green, a most wonder-
ful green, a green that no artist could ever obtain 
on his palette, a green the likes of which neither 
the varied tints of vegetation nor the shades of 
WKH�PRVW�OLPSLG�VHD�FRXOG�HYHU�SURGXFH�ţ��-XOHV�
9HUQH�Ţ7KH�*UHHQ�5D\Ţ�

Jan-Peter E.R. Sonntag is an artist, composer & 
UHVHDUFKHU��+H�VWXGLHG�ƃQH�DUWV��DUW�KLVWRU\��PXVLF�
theory, composition, philosophy and cognitive 
science. His mostly spatial works are shown and 
SHUIRUPHG�ZRUOGZLGH��6LQFH������KLV�RQH�RI�WKH�
editors of Friedrich Kittler’s Gesammelte Schrif-
WHQ��,Q������KH�ZDV�LQYLWHG�IRU�KLV�PLGFDUHHU�UHW-
rospective Rauschen at the Württembergischer 
.XQVWYHUHLQ� LQ� 6WXWWJDUW�� ,Q� ����� Rundfunk Ae-
UFSOB�Ɗ�B�SBEJP�PQFSB was commissioned by the 
GRFXPHQWD����

Ţ9DL�HVL�NÃGUHL]�SLH�MįUDV�YÕURMLV�VDXOHV�ULHWX"�9DL�
HVL� YÕURMLV� WR� OíG]� SDW� EUíGLP�� NDG� VDXOHV� GLVND�
DXJģÕMÃ�PDOD�SÃU� įGHQV� YLUVPX� LU� WHMX� L]]XGX-
VL"�'URģL�YLHQ�HVL��%HW�YDL�HVL� LHYÕURMLV�SDUÃGíEX��
MD� GHEHVLV� LU� VNDLGUDV�ƺ� QHSÃUVSÕMDPL� VNDLVWX��
NDV�UHG]DPD�EUíGí��NDG�VSRłDLV�GHEHVX�ùHUPH-
QLV� UDLGD�SÕGÕMRV� VWDUXV"�'URģL� YLHQ�QHHVL�� /įN��
SLUPDMÃ�UHL]Õ��NDG�WHY� L]GRVLHV�WR�QRYÕURW�ƺ�XQ�
WDV�QRWLHN��EHW�UHWL�ƺ�SUHWÕML�WDP��NR�YDUÕWX�JDL-
GíW�� VWDUV�� NDV�QRQÃN� OíG]�DFíP�� QHEįV� VDUNDQV��
7DV�EįV�]Dþģ��7DV�EįV�YLVEUíQLģùíJÃN�]DþDLV�� WÃGV�
]DþDLV��NR�QHYLHQV�PÃNVOLQLHNV�QHEįWX�VSÕMíJV�X]-
MDXNW��]DþDLV��NDV�QDY�URGDPV�QHG]�DXJX�SDVDX-
OHV� QRNUÃVÃV�� QHG]� YLVG]LGUÃNÃV� MįUDV�QLDQVÕV�ţ�
�ŁLOV�9HUQV�Ţ=DþDLV�VWDUVţ�

-DQV�3HWHUV�(��5��=RQQWÃJV�LU�PÃNVOLQLHNV��NRPSR-
QLVWV�XQ�SÕWQLHNV��9LĈģ� LU� VWXGÕMLV� YL]XÃOR�PÃNVOX��
PÃNVODV� YÕVWXUL��Pį]LNDV� WHRULMX�� NRPSR]íFLMX��ƃ-
ORVRƃMX� XQ� NRJQLWíYR� ]LQÃWQL�� 9LĈD� WHOSLVNLH�GDUEL�
WLNXģL� L]VWÃGL�YLVÃ�SDVDXOÕ��.RSģ�������JDGD�YLĈģ�
ir viens no Friedrich Kittler’s Gesammelte Schrif-
ten� UHGDNWRULHP��������JDGÃ�Württembergischer 
Kunstverein� ĢWXWJDUWÕ� WLND� YHLGRWD� UHWURVSHNWíYD�
PÃNVOLQLHND� GDUEX� L]VWÃGH� Ţ5DXVFKHQţ�� ������
JDGÃ�GRFXPHQWD� ��� LHWYDURV� =RQQWÃJV� YHLGRMD�
UDGLR�RSHUX�Ţ5XQGIXQN�$HWHUQDţ��
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Taavi Suisalu (EE)

:DLWLQJ�IRU�WKH�/LJKW�
������LQVWDOODWLRQ

7ÃYL�6XLVDOX��((�

*DLGRW�JDLVPX�
������LQVWDOÃFLMD

Intercontinental communication is carried by 
threads of light as thin as a tenth of a human hair 
while being as essential to technological soci-
eties as the sun is for the plants. We are hang-
LQJ�E\�D� WKUHDG�ZKLOH�DUWLƃFLDO� VXQ� UD\V�SOXQJH�
through the oceans and light up our faces via 
bright screens.
Waiting for the light introduces baits into these 
QHWZRUNV�DQG�OXUHV�LQ�WKUHDGV�RI�OLJKW�IURP�GLƂHU-
ent parts of the globe. The Wardian cases func-
tion as miniature closed ecosystems and also 
as islands in this vast network between things. 
Any object connected to it becomes a target for 
DXWRPDWHG�SURFHVVHV�ƺ�ERWV�ƺ�ZKRVH�PRWLYHV�
are mostly unknown. Each plant then becomes 
an object of interest to these robots whose com-
municative acts, streams of light, once passed 
DFURVV�WKH�ƄRRUV�RI�RFHDQV��DUH�OLW�EDFN�LQWR�RXU�
environment as bursts of growth light, giving 
them an agenda they are unaware of.

Taavi Suisalu works in the contexts of technolo-
gy, sound and performance, mixing traditional 
and contemporary sensibilities and activating 
peripheral spaces for imaginative encounters. 
His practice is informed by the phenomena of 
contemporary society and its relations to and use 
of technologies. He applies subjective research 
methods to study socio-cultural phenomena, be-
ing interested in the behaviour, perception and 
thinking of social beings.

taavisuisalu.ee

The work was realised within the framework of the 
European Media Art Platforms EMARE program 
at WRO with support of the Creative Europe Cul-
ture Programme of the European Union. Support-
ed by Cultural Endowment of Estonia and Outset 
Estonia.

6WDUSNRQWLQHQWX� NRPXQLNÃFLMX� QRGURģLQD� JDLV-
PDV�YíWQHV�ƺ�WLN�VPDONDV�NÃ�GHVPLWÃ�GDþD�FLOYÕ-
ND�PDWD�ƺ��XQ�WÃ�LU�WLNSDW�EįWLVND�WHKQRORåLVNR�
VDELHGUíEX� QRGURģLQÃģDQDL� NÃ� DXJLHP� VDXOH��
0ÕV� NDUÃMDPLHV� PDWD� JDOÃ�� NDPÕU� PÃNVOí-
JL� VDXOHV� VWDUL� L]QLUVW� FDXUL� RNHÃQLHP�� QRQÃNRW�
VSRłDMRV�GDWRUX�HNUÃQRV��FDXU�NXULHP�L]JDLVPR�
PįVX�VHMDV�
Ţ*DLGRW�JDLVPXţ�ģDMRV�WíNORV�L]OLHN�ÕVPX�XQ�SLHYLOL-
QD�JDLVPDV�YíWQHV�QR�GDłÃGÃP�SDVDXOHV�YLHWÃP��
Ţ:DUGLDQţ�JDGíMXPL�NDOSR�SDU�PLQLDWįUÃP��VOÕJ-
WÃP� HNRVLVWÕPÃP�XQ� VDOÃP� OLHODMÃ� VDYLHQRMXPX�
WíNOÃ�� -HENXUģ� REMHNWV�� NDV� DU� WR� VDYLHQRWV�� NþįVW�
SDU�DXWRPDWL]ÕWX�SURFHVX�ƺ�URERWX�ƺ�PÕUùL��NXUX�
PRWíYL� LU� JDOYHQRNÃUW� QHVNDLGUL�� .DWUV� DXJV� NþįVW�
SDU�ģR�URERWX�LQWHUHVHV�REMHNWX��5RERWX�JDLVPDV�
SOįVPDV�� NDV� UHL]� ģùÕUVRMXģDV� RNHÃQX� JXOWQHV��
DWVSíG�YLGÕ�QR� MDXQD�NÃ�JDLVPDV�DXJģDQDV�QR-
GURģLQÃģDQDL��UH]XOWÃWÃ�VQLHG]RW�WLHP�QHDS]LQÃWX�
uzdevumu. 

7ÃYL�6XLVDOX�VWUÃGÃ�WHKQRORåLMX��VNDĈDV�XQ�SHUIRU-
PDQFHV� NRQWHNVWRV�� MDXFRW� WUDGLFLRQÃOR� XQ� ODLN-
PHWíJR� X]WYHUL� XQ� DNWLYÕMRW� SHULIHULÃOÃV� UDGRģÃV�
WHOSDV��9LĈD�SUDNVÕ�EįWLVNX�ORPX�VSÕOÕ�ODLNPHWíJÃ�
VDELHGUíED�XQ�WÃV�VDLNQHV�DU�WHKQRORåLMÃP��NÃ�DUí�
WR� SLHOLHWRMXPV�� 9LĈģ� SLHOLHWR� VXEMHNWíYDV� SÕWQLH-
FíEDV�PHWRGHV��ODL�SÕWíWX�VRFLÃORV�XQ�NXOWįUDV�IH-
QRPHQXV��0ÃNVOLQLHNX�VHYLģùL�LQWHUHVÕ�VDELHGULVNX�
EįWĈX�X]YHGíED��X]WYHUH�XQ�GRPÃģDQD��

taavisuisalu.ee

'DUEV� WDSLV� (LURSDV�0HGLMX�PÃNVODV� SODWIRUPDV�
(0$5(� SURJUDPPDV� LHWYDURV�:52� FHQWUÃ�� NXUX�
OíG]ƃQDQVÕ�(LURSDV�6DYLHQíEDV�SURJUDPPD�Ţ5D-
GRģÃ�(LURSDţ��,JDXQLMDV�.XOWįUNDSLWÃOD�IRQGV��Out-
set Estonia.
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5LKDUGV�9íWROV��/9�

$QQLX�
������REMHFW��SRVWHU

5LKDUGV�9íWROV��/9�

$QQLX�
������REMHNWV��SODNÃWV

Anniu is a ship that produces ice cubes approx-
LPDWHO\� ���� FP� LQ� VL]H� �VWDQGDUG� LFH�FXEH� VL]H���
The ice cubes produced are dropped into water. 
The surface of the ship is covered with solar cells 
which power it. For creating more energy there 
DUH���ZLQG�JHQHUDWRUV�WKDW�DUH�SRZHUHG�QRW�RQO\�
by the surrounding winds but as well by a cooling 
system used to freeze the water. The ship will drift 
around Antarctica where it will drop ice cubes 
into the water to slow down ice sheet melting and 
the rise of global water levels.

$QQLX�ƺ�$Q\� NLQG� RI� VQRZ� LQWHQGHG� IRU�PHOWLQJ�
into water for drinking or cooking.
Ţ(QF\FORSHGLD�$UFWLFD�9ROXPH����*HRORJ\�DQG�
$OOLHG�6XEMHFWV������ƺ���ţ

5LKDUGV�9LWROV�LV�D�3K'�VWXGHQW�DW�';$576�DW�WKH�
8QLYHUVLW\� RI�:DVKLQJWRQ� �86$��� ,Q� ����� KH�RE-
tained a masters degree in New Media Art from 
/LHSDMD�8QLYHUVLW\��/9���,Q������KH�ƃQLVKHG�'LSOR-
ma II at the Academy of Media Arts in Cologne 
�'(���+LV�ZRUN�KDV�EHHQ�VKRZQ������ƺ�����7KH�
Exhibition Hall Arsenals of the Latvian Nation-
DO�0XVHXP�RI�$UW��'DXJDYSLOV�0DUN�5RWKNR�$UW�
&HQWUH�� ����� 5,;&� ([KLELWLRQ� VSDFH�� ,WDO\� �����
9HQLFH� $UFKLWHFWXUH� %LHQQLDO�� 1HWKHUODQGV� �����
Dutch Design Week.
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Ţ$QQLXţ� LU� NXåLV�� NDV� UDłR�VWDQGDUWD� L]PÕUD�ƺ�
DSPÕUDP� ���� FP�ƺ� OHGXV� NXELĈXV�� 6DUDłRWLH�
OHGXV�NXELĈL�WLHN�LHPHVWL�įGHQí��.XåD�YLUVPX�NOÃM�
VDXOHV�SDQHþL�� NDV� WR�GDUELQD�� 3DSLOGXV�HQHUåL-
MDV� UDGíģDQDL� SLHYLHQRWL� DUí� GLYL� YÕMD� åHQHUDWR-
UL�� NXUXV�GDUELQD�QH�YLHQ�DSNÃUWÕMLH� YÕML��EHW�DUí�
įGHQV�G]HVÕģDQDV�LHNÃUWD��NDV�WLHN�OLHWRWD�įGHQV�
VDVDOGÕģDQDL��.XåLV�GUHLIÕV�DS�$QWDUNWLNX��įGH-
Qí� L]PHWRW� OHGXV� NXELĈXV�� ODL� SDOÕQLQÃWX� OHGÃMX�
NXģDQDV�SURFHVXV�XQ�JOREÃOÃ�įGHQV�OíPHĈD�SD-
DXJVWLQÃģDQRV�

$QQLX�ƺ�6QLHJV��NDV�SDUHG]ÕWV�NDXVÕģDQDL�įGHQí�
G]ÕULHQRV�YDL�NXOLQÃULMÃ�
Ţ$UNWLNDV� (QFLNORSÕGLMD�� ��� GDþD��äHRORåLMD� XQ�
UDGQLHFíJLH�VXEMHNWL������ƺ���ţ
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';$576�GRNWRUDQWįUDV�VWXGHQWV��������JDGÃ�YLĈģ�
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������JDGÃ� /DWYLMDV�1DFLRQÃOÃ�PÃNVODV�PX]HMD�
,]VWÃłX�]ÃOÕ� Ţ$UVHQÃOVţ��'DXJDYSLOV�0DUND�5RWNR�
0ÃNVODV�FHQWUÃ��������JDGÃ�5,;&�JDOHULMÃ��������
JDGÃ�9HQÕFLMDV�$UKLWHNWįUDV�ELHQQÃOÕ�� ,WÃOLMÃ�� NÃ�
DUí�1íGHUODQGHV�'L]DLQD�QHGÕþÃ������

vitols.xyz



�� ��

Florent Di Bartolo (FR)

6RODU�)ODUHV�
������DXGLRYLVXDO�SHUIRUPDQFH

)ORUÃQV�'L�%DUWROR��)5�

6DXOHV�X]OLHVPRMXPL�
������DXGLRYL]XÃOD�SHUIRUPDQFH

6RODU� ƄDUHV� LV� DQ� DXGLRYLVXDO� SHUIRUPDQFH�ZLWK�
real-time graphics and ambient music made 
with modular synthesisers. It uses data about so-
lar activities to generate sound waves and ani-
mate particle systems.
7KH�GDWD�EHLQJ�XVHG�UHODWHV�PRUH�VSHFLƃFDOO\�WR�
the solar magnetic activity cycle: a nearly period-
LF����\HDU�FKDQJH� LQ� WKH�6XQŠV�DFWLYLW\�DQG�DS-
pearance. They include changes in the levels of 
solar radiation and changes in the number and 
VL]H� RI� ƄDUHV�� 6RODU� F\FOHV� KDYH� EHHQ� REVHUYHG�
for centuries by changes in the sun’s appearance 
and by changes seen on Earth’s surface, such as 
auroras.
The performance does not give access to a de-
tailed picture of the solar cycle. It sheds light on 
LWV�H[LVWHQFH�DQG�VWDJHV�WKH�GLVUXSWLYH�HƂHFWV�LWV�
manifestations can have on our communication 
systems.

Florent Di Bartolo is an artist and researcher 
based in Paris. His work includes audiovisual per-
formances, installations and interactive data vis-
ualisations. His artistic practice revolves around 
the notion of data poetics in the context of ubiq-
uitous computing and explore alternative ways of 
representing and accessing data using sensors 
and custom written software.

http://www.webodrome.fr

The work was realised within the framework of the 
European Media Art Platforms EMARE program 
at RIXC with support of the Creative Europe Cul-
ture Programme of the European Union.

$XGLRYL]XÃODMÃ�SHUIRUPDQFÕ�Ţ6DXOHV�X]OLHVPRMX-
PLţ�DSYLHQRWDV�UHÃOODLNÃ�UDGíWDV�JUDƃNDV�XQ�DP-
ELHQWD�PRGXOÃUR� VLQWH]DWRUX�Pį]LND��6NDĈDV�XQ�
DWWÕOD�ƺ�GDþLĈX�VLVWÕPDV�ƺ�åHQHUÕģDQDL� L]PDQ-
WRWL�VDXOHV�DNWLYLWÃWHV�GDWL��
'DWL� DWVSRJXþR� VDXOHV� PDJQÕWLVNÃV� DNWLYLWÃWHV�
FLNOX��DSWYHURW����JDGX� ODLNÃ�QRWLHNRģDV�SHULR-
GLVNDV� SÃUPDLĈDV�� 6DXOHV� UDGLÃFLMDV� OíPHĈX� L]-
PDLĈDV��NÃ�DUí�VDXOHV�X]OLHVPRMXPX�ELHłXPX�XQ�
DSPÕUXV��6ROÃUR�FLNOX�QRYÕURMXPL�YHLNWL�MDX�GDX-
G]XV�JDGX�VLPWXV��YÕURMRW�6DXOHV�YL]XÃOÃV�íSDģí-
EDV�� NÃ� DUí� FLWDV� ]HPHV� SDUÃGíEDV�� SLHPÕUDP��
SROÃUEOÃ]PDV��
3HUIRUPDQFH�QHVQLHG]�GHWDOL]ÕWX�SULHNģVWDWX�SDU�
VDXOHV�FLNOX��EHW�WÃ�L]JDLVPR�ģí�FLNOD�HNVLVWHQFL�XQ�
WR��FLN�VSÕFíJL�WDV�YDU�LHWHNPÕW�NRPXQLNÃFLMX�VLV-
WÕPDV�

)ORUÃQV� 'L� %DUWROR� LU� PÃNVOLQLHNV�SÕWQLHNV� QR�
3DUí]HV�� 9LĈD� GDUEX� ORNÃ� LHWLOSVW� DXGLRYL]XÃ-
ODV� SHUIRUPDQFHV�� LQVWDOÃFLMDV� XQ� LQWHUDNWíYDV�
GDWX� YL]XDOL]ÃFLMDV�� 9LĈD� PÃNVOLQLHFLVNÃ� SUDNVH�
VDLVWíWD�DU� LGHMX�SDU�GDWX�SRÕWLNX�YLVDSWYHURģDV�
GDWRUL]ÃFLMDV� NRQWHNVWÃ�� NÃ�DUí� DOWHUQDWíYX� GDWX�
UHSUH]HQWÃFLMDV� XQ� SLHHMDPíEDV� IRUPX� L]]LĈX��
SLHOLHWRMRW� VHQVRUXV� XQ� VSHFLDOL]ÕWDV� SURJUDP-
PDWįUDV��

http://www.webodrome.fr
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The Laboratory Planet

Research hypotheses
on Capitalism aims and genesis 

Over the past three centuries, 
Planet Earth first turned into 

a factory, and later on into a labo-
ratory. The Laboratory Planet doc-
uments this transformation. 

The Anthropocene debate aims 
to date the moment when human 

species, or part of it, started to 
become a significant driving force 

of major and irreversible terres-
trial environment transformation. 

Hardly able to figure out an 
earthly human project unity leads 
to extend reflexion on this trans-

formation real agents. This investi-
gation states the probability than 
this major transformation may be 
the fruit of a xeno power, alien 
capitalism, denying present and 

past Earth humankinds ontologies. 
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Xenofeminist 
Ecologies
(Re)producing 
Futures Without 
Reproductive 
Futurity
by helen Hester (Laboria Cuboniks) philosopher

The subject of xenofeminism is neither woman 
nor human, if these terms are understood as 

suggesting discrete entities snipped from the wid-
er fabric of technomaterial existence. Instead, xe-
nofeminism is interested in the assemblages within 
which social agents are embedded. This is evident 
throughout our recent manifesto, “Xenofeminism: A 
Politics for Alienation” – a text that seeks to be 
very much alive to the entanglement and co-consti-
tution of silicon-based and carbon-based actors. It 
makes frequent reference to current technoscientific 
conditions, from online solidarity networks, to the 
hyperstitional phenomenon of the stock market, to 
suggestive but embryonic advances in open source 
medicine. In so doing, the manifesto points to some 
of the many ways in which technological alteration 
might generate forms of radical alterity. ‘Nature’, 
meanwhile, emerges as a recurrent force in the text 
– not as a naturalizing or essentializing underpin-
ning for gender and eco politics, but as an always 
already technologized space of contestation that 
fundamentally shapes lived experiences. ‘Nature’ 
(not least as it is manifested in gendered embod-
iment) is viewed as a space of experimentation – 
not a fact to be accepted but a terrain of negotia-
tion to be actively contested for. This is captured in 
the manifesto’s ultimate call to action: ‘In the name 
of feminism, ‘Nature’ shall no longer be a refuge 
of injustice […] If nature is unjust, change nature!’ 
(Laboria Cuboniks, 2015: n.p.). I am starting with 
this outline both in order to emphasize the position 
from which I am articulating my ideas, and because 
a lot of what I want to discuss here takes this posi-
tion as an implicit reference point. 
Xenofeminism, as a political and theoretical proj-
ect, is distinctly future-oriented, tracing emerging 
developments in technology and the post-human 
in order to imagine a world beyond current un-
derstandings of gender, race, and class. However, 
aside from our (relatively brief) reflections upon 
globalized technocultures, our work has yet to real-
ly engage with the Anthropocene. To put it another 
way, we have been theorising the future (not to 
mention various senses of ‘Nature’) without reflect-
ing on the conditions for biological existence upon 
which any future-oriented project would obviously 
depend. With this paper, I want to start to rectify 
this framing our queer, technomaterialist transfemi-
nism in terms of ecology and debates about human 
population. The points I’m making here are intend-
ed to be provocative rather than prescriptive, and 
they are certainly looser and more gestural than 
I would like. However, the ideas contained here 
mark an early gesture in a commitment to a lon-
ger-term project – one that I hope will be viewed 
as an invitation to discuss, engage, and construct a 
better xenofeminism. 

The title of this piece is ‘(Re) producing Futures 
Without Reproductive Futurity’. It takes as its start-
ing point the work of the queer theorist Lee Edel-
man who, in his 2004 book No Future: Queer Theory 
and the Death Drive, famously takes issue with ‘the 
future’ as a heteronormative construct. I’m going 
to be using Edelman’s work to point to the limits 
of some of the discourses that most commonly cir-
culate around climate change activism – namely, 

that the focus of said activism should be preserving 
things for future generations, and that it should be 
framed primarily as an effort to protect ‘our’ chil-
dren’s rightful inheritance. For Edelman, the contem-
porary world is characterised by a reproductive 
futurism in which the ‘Child remains the perpetual 
horizon of every acknowledged politics, the fan-
tasmatic beneficiary of every political intervention’ 
(2004: p. 3). As he puts it, we encounter ‘the disci-
plinary image of the Child […] on every side as the 
lives, the speech, and the freedoms of adults face 
constant threat of legal curtailment out of defer-
ence to imaginary Children whose futures, as if they 
were permitted to have them except as they con-
sist in the prospect of passing them on to Children 
of their own, are construed as endangered by the 
social disease as which queer sexualities register’ 
(Edelman, 2004: p. 19). The needs of adults – par-
ticularly non-reproductive adults – are constantly 
subordinated to those of children, as bearers of the 
idea of the future. Edelman’s primary examples of 
this phenomenon are rampant cultural homophobia 
and so-called ‘pro-life’ activism. 

When we think the future, which is largely the ter-
rain of politics, he feels that we inevitably perpet-
uate a culture laudatory of the child, and therefore 
supportive of ideologies of the family that are both 
hetero- and homonormative. Whilst heterosexual 
sex or the monogamous, dyadic relationship form 
are socially sanctioned via the ‘alibi’ of biological 
and social reproduction, the queer comes to rep-
resent the ‘violent undoing of meaning, the loss of 
identity and coherence, the unnatural access to jou-
issance’ (Edelman, 2004: p. 132). It is the irredeem-
able, unrecoverable other. The only proportionate 
response to this state of affairs is, for Edelman, 
refusal – the refusal of politics, the refusal of the 
future, the refusal of the Child. Those beyond the 
sanctified confines of heteronormativity are, accord-
ing to his analysis, to embrace the death drive and 
to become what reproductive futurism has already 
decided that they are – just a bunch of selfish 
queers.

Edelman’s work is quite clearly a polemic, gleefully 
spooking the straights and denouncing the ‘fascism 
of the baby’s face’ (2004: p. 75). As such it is per-
versely seductive – not to mention seductive in its 

perversity – and compellingly, charmingly, spiteful. 
It also alerts those of us with an interest in eco-
queer perspectives to some of the risks inherent 
in framing the future. Think of the imagery used 
to promote the People’s Climate March in London, 
New York, Paris and elsewhere. On posters spread 
across urban transit networks, we encounter an 
ethereal nymph-child, clutching a toy windmill whilst 
staring wide-eyed into the future. In positioning 
what we do as agitating on behalf of generations 
to come, we may unwittingly participate in the cult 
of the Child that is so central in determining which 
lives are prioritized and whose needs are seen to 
matter. However, the limitations of the argument for 
refusal and withdrawal sketched out in No Future 
are quite clear. What does it mean to cede the 
entire territory of politics to ‘family values’? What 
are the implications of celebrating ‘the act of re-
sisting enslavement to the future in the name of 
having a life’ (Edelman, 2004: p. 30)? Living for the 
now and saying ‘fuck the future’ hardly seems like 
an apt response to impending ecological disaster – 
and indeed, the fact that Edelman’s analysis largely 
proceeds via queer readings of classic Hollywood 
cinema suggests that such crises are not really within 
his purview. He’s not actually considering the brute 
reality of the contemporary Anthropocene here, so 
perhaps it is unfair to frame his argument in these 
terms; and yet, the undesirable implications of No 
Future remain.

Nina Power is amongst those who have sketched out 
objections to this account of reproductive futurity. 
She points out some of the ways in which Edel-
man’s seemingly radical position plays into existing 
structures of neoliberalism, remarking that ‘capital-
ism depends upon the reproduction of sameness in 
the guise of difference, the idea that there is no 
alternative, and [that] no future (in the sense of 
new ways of living) is possible’ (2009: p. 2). She 
also comments that Edelman’s conflation of politics-
with-the-future-with-the-child does not hold in ev-
ery situation: ‘the question of a “queer” (that is, 
non-futural) resistance to communal relations has in 
fact been an issue for various twentieth century po-
litical movements. There have been various kinds 
of ‘queer’ resistance to the organising principle 
of heteronormativity, which have at the same time 
been explicitly political projects’ (2009: p. 8). Pow-
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10 Is There Any 
World to Come?
by Déborah Danowski & Eduardo Viveiros 
de Castro anthropologist

The problem of the end of the world is always 
formulated as a separation or divergence, a 

divorce or orphaning resulting from the disap-
pearance of one pole in the duality of world and 
inhabitant—the beings whose world it is. In our 
metaphysical tradition, this being tends to be the 
“human,” whether called Homo sapiens or Dasein. 
The disappearance may be due to either physical 
extinction or one pole’s absorption by the other, 
which leads to a change in the persisting one. We 
could schematically present this as an opposition 
between a “world without us,” that is, a world after 
the end of the human species, and an “us without 
world,” a humanity bereft of world or environment, 
a persistence of some form of humanity or subjec-
tivity after the end of the world.
But to think the future disjunction of world and in-
habitant inevitably evokes the origin of its present, 
precarious conjunction. The end of the world proj-
ects backward a beginning of the world; the future 
fate of humankind transports us to its emergence. 
The existence of a world before us, although re-
garded as a philosophical challenge by some (if 
Meillassoux’s subtle argument is to be believed 
(1), seems easy enough for the average person to 
imagine. The possibility of an us before the world, 
on the other hand, is less familiar to the West’s 
mythological repertoire.
Yet it is a hypothesis explored in several Amerin-
dian cosmogonies. It finds itself conveniently sum-
marized in the commentary that opens a myth of 
the Yawanawa, a people of Pano-speakers from 
the western Amazon: “The myth’s action takes place 
in a time in which ‘nothing yet was, but people 
already existed.’” (2) The variation of the Aike-
wara, a Tupian-speaking people who live at the 
other end of the Amazon, adds a curious exception: 
“When the sky was still very close to the Earth, 
there was nothing in the world except people—and 
tortoises!”
At first, then, everything was originally human, or 
rather, nothing was not human (except for tortoises, 
of course, according to the Aikewara). A consid-
erable number of Amerindian myths—as well as 
some from other ethnographic regions—imagine 
the existence of a primordial humankind, whether 
fabricated by a demiurge or simply presupposed 
as the only substance or matter out of which the 
world could have come to be formed.
These are narratives about a time before the be-
ginning of time, an era or eon that we could call 
“pre-cosmological.” (4) These primordial people 
were not fully human in the sense that we are, since, 
despite having the same mental faculties as us, they 
possessed great anatomic plasticity and a certain 
penchant for immoral conduct (incest, cannibalism). 
After a series of exploits, some groups of this pri-
mordial humankind progressively morphed—either 
spontaneously or due to the action of a demiurge—
into the biological species, geographical features, 
meteorological phenomena, and celestial bodies 
that comprise the present cosmos. The part that did 
not change is the historical, or contemporary, hu-
mankind. (5)
One of the best illustrations of this general type 
of cosmology is described in great detail in the 
autobiography of Yanomami shaman and political 
leader Davi Kopenawa. (6) We could also recall 
ideas from the Ashaninka (Campa), an Arawak 
people both geographically and culturally distant 
from the Yanomami:
Campa mythology is largely the story of how, one 
by one, the primal Campa became irreversibly 
transformed into the first representatives of various 
species of animals and plants, as well as astro-
nomical bodies or features of the terrain … The 
development of the universe, then, has been pri-
marily a process of diversification, with mankind 

as the primal substance out of which many if not 
all of the categories of beings and things in the 
universe arose, the Campa of today being the de-
scendants of those ancestral Campa who escaped 
being transformed. (7)
We could also mention the cosmogony of the Lu-
iseño from California, evoked in The Jealous Potter 
by Claude Lévi-Strauss, in which the cultural hero 
Wyiot differentiates the originary human community 
into the various species of currently existing beings. 
(8) The theme is also found in some non-Amerindian 
cultures: for example, the Kaluli from Papua New 
Guinea recount that “at that [pre-cosmological] 
time, according to the prevailing story, there were 
no trees or animals or streams or sago or food. The 
Earth was covered entirely by people.” (9) A man 
of authority (a big man) then decided to transform 
the different groups of people into different spe-
cies and other natural phenomena: “those who were 
left aside became the ancestors of human beings.”

We can see how, in Amerindian thought (and some 
others), humankind or personhood is both the seed 
and the primordial ground, or background, of the 
world. (10) Homo sapiens is not the character who 
comes to crown the Great Chain of Being by add-
ing a new ontological layer (spiritual or “cognitive,” 
in modern parlance) on top of a previously existing 
organic layer that would, in turn, have emerged 
out of a substrate of “dead” matter. In the West’s 
mythophilosophical tradition, we tend to conceive 
animality and nature in general as referring es-
sentially to the past. Animals are living arche-fos-
sils, not only because beasts roamed the Earth long 
before we did (and because these archaic beasts 
were like magnified versions of present animals), 
but because the human species has its origin in spe-
cies that are closer to pure animality the more we 
recede in time. (11)
By virtue of a felicitous innovation—bipedalism, 
neoteny, cooperation—the Great Watchmaker, 
whether blindly or omnisciently, conferred upon us 
a capacity that made us into more-than-organic be-
ings (in the sense of Alfred Kroeber’s “superorgan-
ic”), endowed with that spiritual supplement that is 
“proper to man”: the species’ precious private prop-
erty. Human exceptionalism, in short: language, la-
bor, law, desire; time, world, death. Culture. Histo-
ry. Future. Humans belong to the future like animals 
belong to the past—our past, since animals them-
selves are, as far as we are concerned, trapped in-
side an exiguous world within an immobile present.
Yet that is not, as we can see, how things go as far 
as these other humans who are the Amerindians and 
other non-modern humankinds are concerned. One 
of the things that make them other consists precisely 
in the fact that their concepts of the human are oth-

er to our own. The world as we know it, or rather 
the world as the indigenous knew it, is the present 
world that exists (or existed) in the interval between 
the time of origins and the end of times—the in-
tercalary time that we could call the “ethnograph-
ic present” or the present of ethnos, as opposed 
to the “historical present” of the nation-state. Our 
present world that exists is conceived in some Am-
erindian cosmologies as the epoch that began when 
pre-cosmological beings suspended their ceaseless 
becoming-other (erratic metamorphoses, anatomic 
plasticity, “unorganized” corporeality) in favor of 
greater ontological univocality. (12)
Putting an end to the “time of transformations”—a 
common expression among Amazonian cultures—
those unstable anthropomorphs who lived at the 
origins took on the forms and bodily dispositions 
of those animals, plants, rivers, and mountains that 
they would eventually come to be. This was, in 
fact, already prefigured in the names they bore 
in the absolute past; thus, for example, the Pecca-
ry Yanomami—the tribe of originary people who 
had the name “Peccary” [queixada]—became the 
term “peccary,” that is, the wild pigs that we hunt 
and eat today (Yanomani means “people” in their 
language). The whole world (though again, per-
haps not the tortoise or some other oddity) is vir-
tually included in this originary proto-humankind; 
the pre-cosmological situation might thus be indif-
ferently described as a still worldless humankind 
or as a world in human form, an anthropomorphic 
multiverse that gives way to a world conceived as 
the result of the (never quite finished) stabilization 
of the infinite potential for transformation contained 
in humankind as universal substance, or rather uni-
versal “actance,” both originary and persistent. (13)
We thus see a multiple inversion of the cannibal-
istic or zombie-apocalypse scenarios that figure in 
Cormac McCarthy’s The Road and similar narra-
tives: in indigenous mythology, human food consists 
of humans who morphed into animals and plants; 
humankind is the active principle at the origin of 
the proliferation of living forms in a rich, plural 
world. But the indigenous scheme is also an inver-
sion of the Garden of Eden myth: in the Amerindian 
case, humans are the first to come, and the rest 
of creation proceeds from them. It is as if what 
comes from Adam’s rib is much more than his fe-
male complement—rather it is the whole world, the 
entire infinite rest of it. And names, in their infinite 
variety, existed, as we have seen, before-alongside 
things (the Pecari Yanonami, the Jaguar People, the 
Canoe People … ); things did not wait for a hu-
man arche-namegiver to tell them what they were. 
Everything was first human, but everything was not 
one. Humankind was a polynomial multitude; it ap-
peared from the start in the form of an internal 
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Dogon drawing (after Marcel Griaule 
& Ogotommeli, Le renard pâle, 1951). 
Drawing of the Sirus system sketched 
on the sand by Ogotommeli with:
(A) Sirus, 
(B) Sirus B (with two positions), 
(C) Sirus C, 
(D) Nommo, 
(E) Yourougou,
 (F) the star of women, 
(G) the sign of women, 
(H) the sex of women. 
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