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KW Institute for Contemporary Art launches Open Secret—an online program featuring 
sixteen newly commissioned artworks, articles by leading thinkers, and a manifold 
mediation program. 
 
16 July – 31 December 2021 
 
Featuring Nora Al-Badri, Maithu Bùi, Erick Beltrán, Tara Isabella Burton, Caroline Busta, Jennifer 
Chan, Wendy Chun, Joshua Citarella, András Cséfalvay, Inland (Ed Davenport), Constant Dullaart, 
Orit Halpern, Adam Harvey, Vladan Joler, Bea Kittelmann, Kateřina Krtilová, Lauren Lee McCarthy, 
Lukáš Likavčan, Jen Liu, Eva and Franco Mattes, Tom McCarthy, Lisa Messeri, Ramak Molavi 
Vasse’i, New Models, Lisa Rave, Rachel Rossin, Konstanze Schütze, Caroline Sinders, Dirk 
Sorge, Charles Stankievech, and others, as well as the AURORA School for ARtists, 
Jugendgremium Schattenmuseum, and MOTIF. 
 
Curators: Nadim Samman (Curator, Digital Sphere) in collaboration with Katja Zeidler (Head of 
Education and Mediation). 
  
 
The program 
 
Open Secret (16 July – 31 December 21) is a six-month long online program that explores the 
image of the ‘technological hidden’ in our apparently ‘open’ society. With new contributions 
released on a monthly basis, the Open Secret website opensecret.kw-berlin.de will bring together 
art, automation, politics, and new patterns of exchange. The website is designed by Sometimes 
Always and will be made available from 16 July 2021 onwards. 
 
Technology increases our access to knowledge, making the world more legible, while undermining 
ignorance and superstition. At least, that’s what we are told. But it sometimes feels like we have 
entered a new dark age of black boxes. In computer science, a black box is a unit of software or 
hardware that interacts entirely through its interface. What happens inside it is opaque, veiled in 
shadow. Users of black boxes may only partially understand how they work, but can easily observe 
their effects in the world.  
 
There is drama—desire, disappointment, and uncertainty—in coming to terms with these effects. 
As we make our way through a landscape of inscrutable machines, living the life they make for us, 
we attempt to deal with them through incommensurate means, projecting wishes, insecurities, and 
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analogies of what they might be onto them. Ours is a culture obsessed with the unseen, the 
inaccessible and the known-unknown.  
 
Open Secret pursues this topic through numerous artistic commissions and a suite of essays by 
leading thinkers. Contributions will be released on a monthly basis, beginning 16 July 2021. 
Artworks will take the form of algorithms, bots, websites, videos and more, while the essays explore 
secrets, visibility, access, and exclusion.  
 
The project expands to explore public formats dedicated to the critical reappraisal of digital 
infrastructures that organize civic life. Those encounters will take place in hybrid online-offline 
formats, and are realized in collaboration with a diverse group of interlocutors whose experience 
spans contemporary culture, technology, education, and accessibility. Key institutional 
collaborators for the public program will be the Jugendgremium Schattenmuseum, MOTIF (Katrin 
Fritsch and Helene von Schwichow), the AURORA School for ARtists, and more. The program will 
be additionally advised by a group of experts including Maithu Bùi, Ramak Molavi Vasse’i, 
Konstanze Schütze, and Dirk Sorge, along with art educators and KW team members. These 
meetings, which will for the most part be held in private, will then be published on the website 
towards the end of the project. 
 
As part of KW’s attempt to push online accessibility, the Open Secret website will release short 
videos in international sign language describing each contribution and the project in general. These 
videos will be in line with the conceptual approach of Open Secret: more than merely an additional 
medium, the videos will serve as additional sources of content, exhibiting the contradiction between 
the necessity of the signer’s physical visibility and the value of resisting facial recognition 
algorithms. Additionally, the website will present a glossary, where keywords and terms from 
technology, arts, economics, and digital culture will be commented and described in short texts. 
This section will be updated throughout the project’s duration and will eventually be compiled into 
an alternative reader for the project. It does not aim to present a ‘neutral’ definition of the terms it 
engages with, but rather functions as a subjective commentary based on each Glossary 
contributor’s position and perspective.   
 
 
KW Institute for Contemporary Art 
Auguststraße 69 
10117 Berlin 
www.kw-berlin.de  
 
 
KW Institute for Contemporary Art is institutionally supported by the Senate Department for Culture 
and Europe, Berlin. 
 
Open Secret was developed as part of dive in. Program for Digital Interactions of the Kulturstiftung 
des Bundes (German Federal Cultural Foundation) with funding by the Federal Government 
Commissioner for Culture and the Media (BKM) through the NEUSTART KULTUR program. 
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July 2021: 
Project descriptions  
 
 
 
Joshua Citarella 
Choose Your Future, 2021  
  
„Choose Your Future takes the hyperbolic political imaginings of young people, raised on the 
Internet, and puts those words directly into the mouths of content creators. In this way, the project 
mimics the process of signal amplification that occurs through social media, when radical takes 
move from the fringe and into the mainstream. Is this the complex analysis of the Rand 
Corporation? Or is it a teenager on Instagram who thinks it would be cool if these two labels were 
combined? I am interested in those two spheres exchanging information.  
  
In 2021, I commissioned a group of artists and Gen Z-memers to write short wiki-style descriptions 
of improbable futuristic scenarios. To produce these texts, writers were instructed to copy/paste 
existing Wikipedia entries and to play ‘mad libs’ with the nouns, verbs, and dates. Drawing from 
political precedents and movements of the past, these short stories recombine history in order to 
anticipate long tail ideological factions that may emerge in the future. The clunky and stylistic prose 
shows tensions between competing editors and interpretations. The factional disputes can be read 
between the lines. 
  
This project combines the creative efforts of some of the artists, memers, and content creators who 
have inspired me mostly over the past years.“ 
  
Texts by: Margo Bergamini, Nick Bird, @cyber_reactionx, David Noel, Abbey Pusz, D.Z. Rowan 
and Joshua Citarella.  
  
Read by: Caroline Busta, Mat Dryhurst, A.M. Gittlitz, Daniel Keller, Anna Khachiyan, Holly Herndon, 
Lil' Internet, Jack Wagner and Joshua Citarella. 
  
– Joshua Citarella 
 
 
Vladan Joler 
New Extractivism, 2021 
 
„A new form of extractivism defines life in the 21st Century. It is one that reaches into the furthest 
corners of the biosphere and the deepest layers of human cognitive and affective being: the stack 
that underpins contemporary technological systems goes well beyond the multi-layered ‘technical 
stack’ of data modeling, hardware, servers, and networks. Today’s full stack reaches into capital, 
labor, and nature, while demanding an enormous amount from each.  
 
This animation and accompanying diagram gather together different concepts and images of the 
new extractivism, proposing a semi coherent picture of the full stack. The concepts that it presents 
are mostly represented in the form of visual allegories. Dictionaries define allegory as a story, 
poem, or picture that can be interpreted to reveal a hidden meaning, typically a moral or political 
one. All of these allegories and concepts gathered here add up to a blueprint—for a machine-like 
superstructure; a super allegory that encompasses the whole world. What we have here is an 
almost fractal allegorical structure—an allegory within an allegory within an allegory […].“ 
 
– Vladan Joler 
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Eva & Franco Mattes  
The Bots, 2021 
 
„We know that everything we post on social media is screened and surveilled—reportable and 
deletable—and subject to ‘community guidelines’ and ‘content restrictions.’ 
Whose community? Whose restrictions?  
There must be some algorithm involved, right? 
The Bots are no robots. They are human beings in offices. The Bots apply rules that they have 
received from elsewhere (perhaps from some other office, in California) while assessing your 
vacation photos, your uncle’s pornography, your neighbor’s glorifications of Hitler, your friend trying 
to make a living selling herbal teas, or your local MP’s anti-immigrant diatribe. 
Somewhere—let’s say, in Berlin—people sit behind screens in drab office buildings and decide 
what stays and what goes. They are not supposed to speak to anyone about their job. The artists 
Eva & Franco Mattes have however tracked them down and convinced them to share their 
experiences. 
Open Secret debuts three newly commissioned video works by the artists (in collaboration with 
writer Adrian Chen) based on the real confessions of Facebook content moderators. These videos 
borrow the aesthetics of fake make-up tutorials, which are sometimes used on social media to 
bypass censorship. Speaking to their smartphones, from their apartments, actors Jesse Hoffman 
and Irina Cocimarov perform versions of the interviews, combining the mundane levity of dressing 
up for one’s followers with the equally mundane horror of online hate. 
The Bots are true accounts, using words from the workers that social media keeps hidden.“ 
 
– Eva & Franco Mattes 
 
The videos were shot with support from DIS Magazine. 
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July 2021: 
Essays  
 
 
 
 
Tara Isabella Burton 
The Daemonic and the Aspirational Self 
  
In 2018, the writer and chaos magick scholar Gary Lachman (previously a member of Blondie) 
published a book called Dark Star Rising—that traced the influence of occultists within modern 
right-wing politics. In it, he observed that interest in a belief system known as Traditionalism unites 
several major players in the reactionary ecosystem. Common to Russia’s Aleksandr Dugin (an 
esotericist and fascist writer often referred to as Putin’s Rasputin) and Trump’s onetime right-hand 
man, Steve Bannon (a devotee of the Italian reactionary occultist Julius Evola), Lachman, claimed, 
was commitment to Traditionalism’s core tenet: that a single font of secret knowledge, passed down 
through select initiates, lies behind all the world’s major religions. For Lachman, as for the occultists 
of whom he writes, the world of magical and mystical forces and the world of elections and 
propaganda are inexorably intertwined. The magic of memes, like the chaos magick of an Aleister 
Crowley or the theosophy of a Helena Blavatsky, is a powerful, unseen force sustaining the 
universe. 
 
At the core of Lachman’s argument is the figure of Donald Trump himself: not as magician but 
rather as golem – a man-made being, common in Jewish rabbinic mythology, who exists to do the 
bidding of his makers. Catapulted into office by meme magic, Trump, Lachman argues, is less a 
human being in his own right than an amalgamated avatar of cultural consciousness, brought into 
being by the force of our collected cultural hunger for chaos—for a destruction of the old neoliberal 
order and its attendant institutions.  
  
Whether or not we are occultists, we can see in Lachman’s interpretation of propaganda as a form 
of magic something about the world of modern Internet culture. Even as it (somewhat mysteriously) 
influences our ‘real-world’ economic and political lives, contemporary Internet culture is itself 
governed by unseen forces: literalizations of collective conscious and unconscious desire. 
  
I do not mean this merely in the sense famously promulgated by Arthur C. Clarke, who wrote in 
1962 that “any sufficiently advanced technology is indistinguishable from magic.” Magic is not 
simply what we call technology before we understand it. 
  
Rather, in modern internet culture, in the creation of digital avatars, in the freewheeling veneration 
of self-making, in the ‘attention economy’ that has come to permeate nearly all aspects of our social, 
sexual, and economic lives, we see a literalization (and an exteriorization) of a truth already 
inherent within the liberal-capitalist, post-Enlightenment understanding of the self. Our essence, on 
this account, is want. Our desires render us more than merely machines. 
  
Without making any claims about the metaphysical status of this desire, we can nevertheless argue 
that, from a functional perspective, want takes the place occupied in other religious or spiritual 
semiotic systems by the soul: an unseen but constitutive force of the self. The forces by which it 
manifests itself in society are likewise invisible, but they are the foundation of our cooperation with 
one another. They are functionally equivalent to magic. 
  
In this ostensibly secular modern vision, we do not have souls, exactly—in the sense of something 
entirely separate from our bodies, or as something embodied but nevertheless not purely material. 
So what, in this view, makes us human beings, rather than simply human animals? Where is the 
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ghost in our machines? The answer, in late Internet culture, is in our aspirational selves: the selves 
constituted by our embodied present, rather than our imagined futures. 
  
To this inchoate quality we grant a kind of mystical power, a metaphysical weight. Our desires are 
at the core of our ‘authentic’ selves: they make us who we ‘really’ are. This quality is not static but 
dynamic: it is what we want, what we hunger for, what we desire, what we aspire to, in the sense 
of what we breathe life into, and what breathes life into us. This aspirational self is the apotheosis 
of the capitalist project: the self whose desires govern not merely its own action but the entire social 
and economic apparatus. If we have a telos, in this schema, it is to achieve that which we aspire 
to. It is, furthermore, to decide—through the magical action of will—what we aspire to in the first 
place. Self-making is our ultimate aim: deciding what to want, and then pursuing that desire. 
  
Under the rule of the aspirational self, we are ‘authentic’—most ourselves—when we embrace and 
celebrate our desires, which are more true of us than those qualities that are seen as contingent 
(given to us by circumstance—such as class, gender, or culture). In The Ethics of Authenticity, the 
political philosopher Charles Taylor argues that the tensions of contemporary modernity are defined 
by such romanticization of the ‘authentic’ self (and by the link of this authentic self with our 
aspirations). I want to go even further: While this ‘authenticity’ is akin to a secular soul, with both a 
concrete non-physical status and distinct creative powers, it is not only a part of ourselves as 
human animals, but the prime non-physical motivating force within our world. Aspiration, in other 
words, is magic. Magic, but of a daemonic kind: it creates from nothing; it transforms; it allows us 
to remake ourselves in the images we crave. It is the hidden hand. It is the glamour that transforms. 
It is the very breath in our lungs. 
  
Enter the World Wide Web. An entire system predicated on the illusion of disembodiment; a space 
for avatars and memes, online shopping and catfishing; for swiping and sexual gratification, 
divorced from the flesh. Online space is where our desires take shape, if not weight. It is where we 
can be anybody, where we can buy anything, where we can transform our faculties of attention into 
a commodity, through advertising and the clickbait economy that accompanies our entertainment. 
Here, attention is bought and sold: through clicking on the right kind of articles, through sharing the 
right kind of headlines to the right kind of friends on social media, through posting photographs of 
ourselves or pithy career-boosting jokes. Or else, through the no-less aspirational pleasure of 
subscribing to a beautiful woman’s OnlyFans—burlesqueing intimacy as she allows us to imagine 
ourselves in her company. It is a carnival funhouse universe: a place where desires—untethered 
from geography or facticity—can be, if never fully fulfilled, at least temporarily sated. It is, no less 
than Avalon, Atlantis, the Goblin Market, or any other parallel fairyland that one arrives at by 
mistake, a magical universe. But, like all fairylands, ours has a catch.  
  
The daemonic deal is never resolved in our favor. The fantasy of the aspirational self is that we 
have ultimate freedom: freedom to decide who we will be and to live our lives according to our 
wants. What could be truer to ourselves? But do we really decide what we want? Are our desires 
really the most authentic parts of us—the arena of life in which we are more concretely free? St. 
Augustine, for one, did not think so. For him, as for centuries of Christian theologians, it is precisely 
in the disordered nature of our desires, the way in which we want what we should not and will what 
we do not want, and do not understand why we want what we want (at all), that we find the root of 
sin. 
  
Whether or not we agree with Augustine, we must confront the fact that our desires are never fully 
sui generis. We never know if what we want is what we actually want, or what we think we 
want.  And what is the difference between the two? Is our desire to smoke a cigarette more real 
than our desire to be able to run a marathon? What does desire mean when desires are conflicting, 
or when we want something in the short term that we know is bad for us in the long-term?  
  
Beyond this, we are all taught what to want. Despite the fact that we often code desires as 
primordial or intrinsic—setting them up in a Freudian binary against the ‘civilizing’ repressions of 
culture—our desires arrive mediated by that same culture. We are, after all, contingent individuals 
who live in a society where the understanding of ourselves, our neighbors, and our surroundings 
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is mediated through a cultural repository (of stories, images, and narratives). We access our 
notionally ‘primordial’ desires only through the refraction of the narratives we have available to us. 
Few people would want a blue ribbon or gold-colored trophy in the abstract. What is important is 
that they represent the winning of a first prize in a tournament. It’s the same with the coded 
language of status symbols—the Rolls Royce, the Birkin bag—where desires are only legible in 
terms of our shared understanding of what they represent.  
  
But less obvious desires function this way, too. Consider a man who falls in love with a 
conventionally beautiful woman who possesses a degree from a name-brand university. He may 
experience his love for her as genuine; his sexual attraction may also feel innate. But is he even 
able to recognize her? Does he love her for who she is, or simply because she conforms to qualities 
that he knows are valuable, and which in turn render him valuable as her ostensible conqueror? 
We often want what others want—that which we learn is good (or prestigious) to want. Our 
desires—as René Girard has so often written—are mimetic. 
  
In the world of memes, where we can see this desire distilled into easily calculable likes and follows, 
we are all the more vulnerable to the formation (and reformation) of our desires. We learn what is 
‘desirable’ on a mass scale, and it shapes what we, personally, want. In this, we are aided by the 
algorithms that follow us around the internet, coaxing us with images of products that other people 
in our marketing demographics have wanted in the past. In this situation, whatever authenticity our 
desires might have had in a hypothetical state of nature is already lost; our aspirational souls have 
already been enchanted by forces outside ourselves. 
  
Today, we define ourselves by wants that we do not, in fact, control. Far from being our souls, our 
aspirations have become our chains. At first glance this state is nightmarish. It suggests that we 
lack any will or autonomy. But such bondage to desire doubles as a potential for intimacy. We are 
all, as the mystic Father Zosima tells Alexi Karamazov, responsible to one another for everything. 
We—perhaps even without meaning to—shape the desires of others, even as our own desires lie 
beyond our exclusive control. It is a power much greater (and more dangerous) than will alone; it 
is one we did not (and cannot) choose.  
  
The great irony of the aspirational self is that our power to self-create is limited, while our power to 
form others is terrifying. We are at our most powerful not when we create our own images, but 
when we meme others into beliefs, desires, realities. A recent Huffington Post article, chronicling 
the ubiquity of FaceTune (an app that edits photos, largely to make its subjects adhere to 
conventional models of beauty) among young women reports that nearly all of those who got 
addicted to the app did so after seeing it used on perfectly-proportioned women online. In this 
respect, each woman who went on to post a FaceTuned selfie became part of a demonic multi-
level-marketing scheme—responsible, in turn for those who went on to use the app.  
  
It may be difficult, in today's Internet-saturated attention economy, to escape this cycle altogether. 
But in recognizing the responsibility that we have, for and to one another, we may be able to re-
conceptualize our relationship with the Internet, learning to relate to it not as a canvas on which we 
can create ourselves, but as a web through which we can work to liberate one another, a vehicle 
for social rather than individual transformation. 
  
In shaping others’ desires, we shape part of who they are. It is a magic power we did not ask for. 
But it may be the one we have to use. 
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Caroline Busta 
Losing yourself in the dark 
 
If one were to imagine a spatial layout of the internet—not the cables and satellites and server 
farms (albeit fascinating to map in their own right), but the metaverse—what does one see? On 
screen, professional emails and personal DMs coexist with public tweets, pirated movies and 
notarized tax documents, each separated by millimeters. We accept this. Our devices are just the 
user-level portals to the digital beyond. But what does this beyond look like? What are its regions? 
How does one travel between these spaces psychologically or, moreover, psycho-geographically? 
 
In the past year, our analogue neighborhoods came to feel like the backstage to everything that 
was happening ‘virtually’ (if such a distinction still has any meaning). With all ‘non-essential’ activity 
turning online-only, bodies outside the screen were newly free to look and do as they pleased. 
Dress twenty-something and gothy one day, middle-aged professional the next. Out for a jog? Pass 
the teens synchronized-dancing in 15-second bursts. Observe their indifference as an onlooker 
irony-posts this performance to her own gram. The teens don’t care because their primary audience 
will never see this passerby’s content. And although they’re neighbors in the analogue world, the 
teens and the passerby will likely never knowingly meet online, physical proximity being incidental 
to spaces of digital belonging. Both parties have become cyber-local-prime, their ‘regional’ 
communities algorithmically organized into groupings of similar market-profiles regardless of the 
geographical distribution of their members. 
 
So how do we map this, and how do we understand the communities that form in each space? 
What affordances and pressures define the various digital neighborhoods and what kinds of 
environments do they produce? Creators featured in KW’s Open Secret are no doubt aware of 
these questions, encountering them as they carve out enclaves beyond Web 2.0. By this, I mean 
digital spaces that are not indexed by mainstream search engines and that do not strictly correlate 
users with their government-registered selves. This sub-clearnet (i.e., non-Facebook, Instagram, 
Twitter) strata of the internet is growing rapidly, changing the shape of the social web in turn. 
 
To start we might consider how, for the past 15 years, the internet that most users know has been 
built around the individual as the smallest divisible unit—the user as pixel (contrast this to the pre-
millennial television era where, despite attempts to further differentiate it, the household was 
functionally the base particle). Since the mid-00s, ‘going online’ has meant logging on and being 
automatically fed a personalized world: your personalized Google search, your personalized news 
feed, your profile page, your follower count, your private messages, new posts tagging you. And 
what could be more engrossing than a digital mirror? TV is full of other people. But on the internet, 
you are the center of the universe—as if in a reverse Copernican turn. Meanwhile, smart devices 
with their casual ‘I’s (styled lowercase, like the tech-overlord presenting to shareholders in a t-shirt) 
have not only reinforced the illusion of one’s personal gravitational pull, they’ve successfully 
individuated the capacity for productivity and attention of each user so that they can be hyper-
efficiently utilized (not to say exploited) by third party commercial entities. In this way, Margaret 
Thatcher’s famous creed—“Who is society? There is no such thing! There are individual men and 
women”—was supplied with its perfect tech. 
 
But it turns out that when 53% of the world’s population fragments into 4.2 billion i-pixels1, we find 
ourselves much more vulnerable to top-down extraction, peer-to-peer competition, and the illusion 
of agency through swarm-like formations that, given this infrastructure, ultimately serve the goals 
of the platforms more than those driving the swarm. However, it also turns out that this is not the 
only internet. 
 
As a way of imagining other internets, let’s first give the one that is presently hegemonic two more 
dimensions:  

 
1 As of January 2021, global internet penetration reached 59.5 percent, with 53% of the world’s 7.9 billion people active 
on social media. Per: https://www.statista.com/statistics/617136/digital-population-worldwide 
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If one key parameter for mapping online space has been how the online space isolates and 
regroups its users (the individual-user-as-pixel isolated from its physical surrounds placed within a 
new digital local according to shared consumer profiles), the surface web / deep web schema has 
been another. Proposed in 2000 by information scientist Michael K. Bergman, the ‘deep web’ model 
of the internet entered more popular use in the following years with the rise of illicit digital 
marketplaces and the broader adoption of Tor, Hushmail, and other tools for encrypted web 
communication.2 At some point, Bergman’s initial illustration of a fishing trawler sitting atop the 
ocean gave way to the now well-circulated (and thoroughly memed and détourned) ‘iceberg’ 
diagram of the internet: above the water’s surface, the peppy sans serif logos of mass platforms in 
primary colors in full sunlight; immersed just below, WikiLeaks, 4chan, and dark marketplaces such 
as PirateBay and SilkRoad, before the berg descends into more sordid and depraved forms of 
encrypted internet use. In the popular imagination, this y-axis—spanning Instagram-your-brunch to 
file-sharing-snuff—illustrates the user-pixel’s possible range of motion. 
 
A third basic parameter is the geopolitically specific digital ‘stack’ one must use to access the 
surface web (or clearnet). Users in China, for instance, do so via the BAT stack (Baidu, Alibaba, 
Tencent). In the US (and by extension, other NATO member-states and official Global Partners), 
the clearnet runs on GAFA (Google, Apple, Facebook, Amazon). In Russia and many post-Soviet 
regions, mail.ru (Vkontakte, Odnoklassniki) and Yandex define this mainstream online space. 
Meanwhile, residents of the global south connect via a patchwork of these aforementioned 
platforms as each vies for market dominance. Whatever the physical location of the entity supplying 
your internet connection (unless using a virtual private network to circumvent your local ISP), your 
clearnet activity—social media use, web searches, map services, shopping, etc—will be 
automatically bound by the digital stack that governs that region. It suffices to say that this, in turn, 
very efficiently shapes the way each region’s users perceive the world. 
 
From these three vectors, we can start to imagine some kind of spatialization of the mainstream 
internet: the user as pixel, active along a y-axis running from the clearnet to deep web spaces, 
accessing them via a particular geopolitical digital stack (encryption workarounds notwithstanding). 
 
But this model is insufficient for understanding our place within the broader (non-‘you’) internet and 
how we are as various ‘we’s online—communities that may share multiple enclaves along the 
vertical iceberg axis. It also perpetuates old conceptions of how online space is organized, which 
limits our ability to autonomously (non-algorithmically) find content—and each other. 
 
Recently, something called the ‘Dead Internet’ theory has emerged from 4chan’s /x/ board. Its 
premise is that the indexable (i.e., clearnet/surface) web is a “bloated corpse,” a sprawling, listless 
entity swollen with auto-generated content and fake profiles. Proponents of this concept note that 
“compared to ten years ago, the internet feels … empty.”3 Personally speaking, I think it does too—
which should be unnerving given that, ten years ago, it contained half as many (2.1 billion less) 
users.4 But what if the clearnet platforms are just organizing us differently or filtering who we see 
more intensely than they were 10 years ago (siloing us into increasingly homogenous groups); and 
what if, simultaneously, we’re simply not active online in the same way we were then? What if, as 
social media has come to resemble stretches of strip malls anchored by mega-churches, users are 
spending more time in the sub-clearnet zone, beneath the water’s surface or—to use a different 
metaphor—in the dark forest,5 where one can forage for content semi-anonymously rather than 

 
2  See: MK Bergman, “The Deep Web: Surfacing Hidden Value,” Taking License (Aug. 2001) 
https://doi.org/10.3998/3336451.0007.104. The iceberg diagram first gained traction on Web 1.0 messageboard sites 
like bodybuilding.com, particularly with the rise of darknet marketplaces. 
3 See also: Pseudiom’s video Dead Internet Theory, The Internet is Empty, April 2021 
https://www.youtube.com/watch?v=BEIZHlfjAT8 and @IlluminatiPirate, “Dead Internet Theory: Most of the Internet is 
Fake,” Agora Road forum, January 5, 2021 https://forum.agoraroad.com/index.php?threads/dead-internet-theory-most-
of-the-internet-is-fake.3011/ 
4  https://www.pingdom.com/blog/internet-2011-in-numbers/ 
5 “Dark forest” is a term coined by Yancey Strickler in 2019 after Liu Cixin’s 2008 SciFi novel by this name. 
https://onezero.medium.com/the-dark-forest-theory-of-the-internet-7dc3e68a7cb1 

 

https://doi.org/10.3998/3336451.0007.104
https://www.youtube.com/watch?v=BEIZHlfjAT8
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having it forcefed algorithmically. What if the issue isn’t with the internet being un/dead but with our 
working model of it being outmoded? 
 
I’m not totally sure what this new model would look like—and I recognize that there is some benefit 
to keeping things obscure (and thus less easy to recuperate)—but here are some notes that might 
be useful in sketching out alternate forms: 
 
Individuals are not at the center of the internet; industry is 
 
Human users account for only a fraction of global web use, and our clearnet access is made 
possible not because it’s some inalienable human right but because our presence there is itself a 
commodity. Framed this way, it’s interesting to think about how social media data runs through the 
same fiber optic cables as data governing oil refineries, waste management systems, power grids, 
and shipping logs (among other industrial IoT tech), as well as massive amounts of data generated 
by financial markets, scientific research centers, governments, and so on. Representing the social 
web as just one component of a spectrum of global connectivity might help us think outside of the 
hegemonic idea of the internet as you-centered and also demystify the Earth-scale systems that 
are both monitoring and changing the planet. 
 
The clearnet is a b2b ecosystem not conducive to individual human life  
 
In recent years, clearnet platforms have nudged users toward a personal-professional status (blue 
checkmark certification, prosumer “creator dashboards”)—which honestly makes sense—given the 
degree to which users are scrutinized (by both platform bots and other humans) and held 
accountable for what they say (online), not to mention the expectation that users self-financialize, 
leveraging their private lives for platform success. Rather than lamenting this, we could instead 
simply acknowledge that social media is not the personal, local space  that it presents itself as, but 
an explicitly professional, airport-like non-place for performing the “minimum viable spectacle” 
(Peter Limberg, founder of the online community The Stoa) necessary for reminding the world wide 
web that you exist (and are available to work). On this speculative new map, we could imagine 
social media represented more like a grand bazaar, with lanes of kiosks, grouped roughly by trade, 
displaying representative works to passersby. At the back of the mini-shop is a trap door with stairs 
leading to a sub-basement where deals can be done. This sub-basement is connected to other 
sub-basements and ultimately reaches out to the edge of the medina where a neutral commons 
allows workers, children, and older people to interface directly, unmediated by the protocols of the 
bazaar.  
 
The smallest divisible particle may be the individual user, but “individuals” can also be run 
by groups. 
 
This is the essence of incorporation. And if the clearnet is asking us to function as corporate entities, 
there is no reason, especially in the era of the lowercase ‘I,’ that incorporation can’t be casual, too. 
Finstas do this already, with multiple anonymous users posting to a shared account. In MMO, 
gaming success is shared and depends on support from one’s guild. With the rise in dark forest 
creator communities such as New Models and Joshua Citarella’s Super Secret Sleeper Cell, users 
have the option to avoid being personally indexed on the clearnet and can instead air their ideas 
as part of a collective voice. This engenders more experimental thinking because the 
consequences of a bad take are buffered by the collective shell and the benefits of a viral take are 
shared rather than building the singular celebrity of (and thereby further isolating) any individual 
member. This is an interesting exploit of the hegemonic map of the internet, as it calls for 
‘overclocking’ the “1 ‘i’ = 1 individual” formula that underpins clearnet economics. 
 
We need a neutral commons 
 
Without light that leaks in from the mainstream, dark forest communities can become myopic and 
atrophy. There needs to be a selectively-permeable barrier between the clearnet and the dark 
forest, but also a place for various dark forest communities to communicate with each other. Web 
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2.0 social media is currently the default commons. Yet there is little tolerance on mainstream 
platforms for transgressive expression and tripping the censors can get you indefinitely 
shadowbanned (i.e. in the dark, without light) or worse. This is true of both the GAFA stack and the 
BAT stack despite their ideological opposition. One simple solution for this is to embrace DIY 
printing; for instance, one could periodically precipitate a physical object from a community’s online 
activity and allow that object to circulate through IRL social networks. But it would also be cool if 
guilds of dark forest communities could come together to build independent digital commons as 
well. Perhaps the affordances of Web3—where community stakeholders can collectively direct an 
enclave’s financial resources toward a shared goal—will help facilitate this in the near future. 
 
In practice, the new map will be continuously changing, waxing and waning in complexity as the 
internet continues to evolve. For now, though, the most important thing may first of all be to make 
the maps messier, undo the closed loops, venture away from the you-centered internet and get lost 
amid the more unhinged data flows—both on- and offline. 
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August 2021: 
Project descriptions 

 
Erick Beltrán 
A Dynamogram, 2021 
 
“The Western model of knowledge historically conceives truth as a bright shining figure: Truth 
offers light from a single evident source, whose energy and clarity we may use to perceive other 
things as well as our surroundings. The closer we are to the source, the more of its essence we 
receive. Like moths we are attracted to the brightness of knowledge. This new work looks for a 
different model of knowledge, inspired by the Italian mythographer and philosopher Furio Jesi’s 
quasi-gnostic concept of the Mythological Machine. Such a machine produces narratives, trading 
in signs and metaphors. It never works directly. Its core is an inaccessible space, which is 
supposed to hide an archetypical, meta-historical vision: the myth. If demanded, the machine will 
never give up truth—only versions of it in the form of mythologies. I propose an apparatus in the 
form of an iconological machine that will produce images in the same manner as Jesi did with 
mythologies—a kind of multi-dimensional kaleidoscope, where images flow and reorder into new 
constellations, depending on our strategy of visualisation.”  
 

– Erick Beltrán 
 
A Dynamogram looks for a different model of knowledge, inspired by the concept of the 
Mythological Machine by Italian author Furio Jesi. According to Jesi’s theory, such a machine 
produces narratives, trading in signs and metaphors. Its core is an inaccessible space, in which 
the myth is hidden. For Open Secret Erick Beltrán creates an apparatus in the form of an 
iconological machine that will produce images in the same manner as Jesi did with mythologies—
a kind of multi-dimensional kaleidoscope. 
 
 
New Models 
WEBDEX 
 
Over the past several months, members of the New Models community came together to 
produce a physical book—NM Codex Y2K20—precipitating, in analogue form, the events of 
2020, an extraordinarily online year. The book comprises essays, memes, image spreads, 
comment threads, audio codes, and other informational formats conducive to ink-on-paper. In 
parallel, NM members proposed an experimental digital glossary, dubbed the NM Webdex, a 
uniquely navigable repository of the symbols and terms that underpin the discourse and 
information architecture of the New Models community.  
 
The NM Webdex 2020 team is led by Bradley Griffith, Will Freudenheim, and @phm. 
 
NM Webdex is a multi-navigable digital archive that reflects the bodies, machines, voices and 
information repositories that made up the New Models community in 2020. The contents of the 
Webdex cover the emergent effects of networked technology on art, tech, politics, and pop-
culture, and more—through various formats, including essays, memes, image spreads, comment 
threads, audio codes, and more. 
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Lisa Messeri,  
Deserts of the Unreal 
 
With every innovation, our view of the world sharpens, the world comes more into focus. But 
while reality gains clarity, something else appears in its shadow and demands our attention: it is 
the unreal. Lisa Messeri illustrates this phenomenon in her text with a VR-experience that she 
saw during a visit to the UFO Museum in Roswell, New Mexico. 
 
 
Nora Al-Badri  
The Post-Truth Museum  
 
In this essay the artist Nora Al-Badri writes about the museum as a database without walls. Also, 
about the emancipatory potential of indigenous AI protocols, and AI as a ‘black box’. To 
decolonize the imperial museum she uses some non-magic tricks and new forms of image 
making, while reflecting on ‘stateless’ data and the unseen. 
 

 

Centering care in platform work: A workshop by MOTIF 
25 September 21, 2-5 pm  
 
Loacation: KW Institute for Contemporary Art, and on the Open Secret website 
In German 
 

Workshop requirements: 
 
Limited capacity, please register in advance at reservation@kw-berlin.de 
 
This workshop is for everyone who is interested to learn about the hidden structures, 
functionalities, and working modalities on platforms like Uber, Gorillas, Helpling or Lieferando – 
and who would like to change something about it. It does not matter whether you have a 
scientific, artistic or activist background—or if you have been working for platforms yourself. 
 

 

About  
 
In the early days of the Internet, platforms were praised for their openness, and democratizing 
potential. They were presented as facilitators and enablers for workers, and it was promised that 
they would make labor more accessible and flexible. These narratives, however, veiled how 
these platforms instead contributed to the diminishing of workers’ rights. 
 
With the public debate on current working conditions at Uber, Gorillas, or Helpling, it becomes 
clear that platforms do not diminish, but rather sustain power structures on the labor market and 
beyond. Algorithmic governance individualizes workers, obscures structures, and advances 
classism, sexism, and colonialism. 
 
So, what if we could reset the current ‘politics of platforms’ (Gillespie, 2010), what would we do 
differently? What would it look like if we centered care, not extraction, in platform work? If we 
build platforms around trust, safety and solidarity? Is it at all possible?  
 
In this co-creative workshop, participants will create collectively new proposals for platform work 
that are centered on care. All developed materials will be accessible on the Open Secret website 
for further contributions and interactions by users. The workshop will be accompanied by keynote 
inputs from guest speakers (Chenai Chair and NN). 
 

mailto:reservation@kw-berlin.de
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August 2021: 
Essays 
 
Deserts of the Unreal 
Lisa Messeri 
 
I have long abandoned the desire to understand reality, to measure and quantify what the 
world is and predict what it will be. This is what science and technology have long 
presupposed: that with each new discovery and innovation the world sharpens and comes into 
focus. But as the real attains clarity, something else appears in the shadows, demanding 
attention even as it becomes more obscured by the brightening radiance of the real. This is the 
unreal: that which is unexpected and slippery. The unreal exists alongside the real as a promise 
of the otherwise. 
 
The unreal is on display in Roswell, New Mexico at the International UFO Museum and Research 
Center. I took a half-day detour while driving from California to New York to explore this remote 
and dusty town, famous as the site of a UFO crash and alien encounter in 1947. I didn’t know 
what to expect. I wanted to know how the museum articulated/framed the real and the unreal, the 
known and the unknowable. 
 
I visited this museum after spending a sabbatical year in the capital of the unreal: Los Angeles. 
Los Angeles offered endless lessons in the fluid interchange between unreality and reality. This 
desert city ought not exist, but the perpetual sunshine and mild climate convinced East Coast 
movie makers in the 1910s that their industry could be otherwise. Disneyland sprung up a few 
decades later and has since inspired countless thinkers to meditate on the hyperreal. In 2018, 
during my sabbatical year in the land of the unreal, I took electives in Hollywood and theme 
parks, but my primary course of study was virtual reality and the community of storytellers and 
innovators that had collected in LA to update this 20th century technology for the new millennium.  
 
Part of VR’s appeal is its offering of digital adventures more real than reality: a plunge into the 
deep sea to swim alongside blue whales, the experience of floating weightlessly through a 
psychedelic infinitude. But my interest in the technology was grounded in a fantasy that VR’s 
immersion could bring a user into another’s reality or even into another’s body. VR seemed to 
me to offer a promise of being anywhere and anyone—a radical transparency of being, 
able to access any and all worldviews. Could wielding such a technology bring us closer to the 
truth we believe to be out there? 
 
The UFO Museum in Roswell documents as completely as possible the 1947 crash—an archive 
that has been framed and hung on the walls that carve up the main room of the museum. It would 
take hours to read and examine everything on display and, in a weak effort to maintain 

neutrality—to let every visitor draw their own conclusion—there is little curation or commentary. 

“What really happened?” reads a text orienting the visitor: “You decide.” 
 
The conceit of the museum (and of the attached research center, which extends the inquiry into 
UFOs and alien contact beyond the Roswell incident) is that given abundant information, an 
individual can make sense even of something so unreal as a UFO crash. Any phenomenon is 
knowable, the museum tacitly argues, if you spend enough time with the data. But why do we 
accept that there is a common reality, that my reality is the same as your reality? That the world 
is singular in event and experience? While the museum’s agnostic invitation—“You 
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decide”—purports to be a concession of divergent realities, it instead asserts a quiet 
confidence in the knowability of the world through information overload.  
 
Virtual reality similarly pulls in two directions. The very need to embody another in order to 
understand the world as they do embraces an unreality by which the world is differently known 
and experienced. And yet, the claim is that upon completing a VR experience the unknowability 
of another’s reality has been rendered knowable. Multiple unrealities collapse back into a single 
one.  
 
In LA, I feasted on VR experiences that, despite their digitality, could usually only be seen in 
specific places. While it now circulates online, I experienced Dinner Party at a VR showroom.. 
With a VR headset and noise-canceling headphones on, reclining in a red velvet pod 
programmed to swivel and tilt in time with the VR experience, I was brought into a psychological 
exploration of the first reported case of alien abduction. 
 
Betty and Barney Hill are hosting a dinner party and I am a disembodied presence watching the 
evening unfold. It’s the 1960s and they have a few friends over. They all amicably banter, and 

Barney cracks a joke about his and Betty’s first date—in a jail where they met after both were 

arrested at a sit-in. Barney is African American and Betty and the friends at the party are all 
white. Despite Barney’s efforts to keep the evening light, Betty is agitated. She pulls out a tape 
player and insists they listen to the audio. We hear Betty’s voice, recorded during a hypnosis 
session. She’s describing something otherworldly, as if she is learning the secret to the 
universe. I leave the dining room and ascend into Betty’s subconscious. Her body dissolves into 
a mesh of glowing particles as she floats through an abstract environment of hyper-colored 
swirls. The recording ends with her laughing, delighted in the experience. Back in the living room, 
however, it is now Barney who is agitated. The tape switches to the hypnotist coaxing his account 
of the same experience. I ascend now into Barney’s subconscious. He, too, has become a 
glowing point-cloud, but he is in distress—not laughing like Betty but rather afraid for his life, 
being tortured and abused. The recording ends and Betty and Barney struggle to make sense of 
these different experiences. Sensing the tension in the room, the guests see their way out and I 
am left alone with the couple who stare intently at each other, perhaps trying to gain access to 
each other’s interiority to make sense of how the unreal so glaringly exposed the rift between 
their realities. 
 
The UFO Museum wants its visitors to converge on a single understanding. A snapshot of an 
older woman sitting on her front porch is accompanied by a text which explains that she had long 
believed that the UFO at Roswell was a misrecognized Air Force weather balloon. But “before 
passing away,” the text notes, “she admitted that she had been mistaken in the belief and 
acknowledged the reality of the incident.” Another exhibit discusses a small I-beam that was 
recovered from the scene of the crash. While the actual artifact is, with the other recovered 
material, secreted in a government bunker, one of the military officers who cleaned up the debris 
on the night of the crash noticed strange violet symbols lining the inner surface of this particular 
scrap. After surrendering the I-beam to higher authorities, he drew the symbols from memory. At 
the museum, a replica of the I-beam as remembered by the officer is on display. “The I-beam and 
it’s [sic] mysterious symbols. If not of alien origin, then what?” The plaque also notes, “The I-
beam replica has made appearances on both national and international television.” 
 
After the credits for Dinner Party ended, I removed the VR headset and sat in the velvet pod, 
thinking about the experience. UFO sightings were common in the decades following Roswell, 
but the Hill’s account was the first widely-circulated case of alien abduction. But it was not 
immediately clear to the Hill’s that their frightful and disorienting encounter with the UFO included 
abduction; the unreality of their situation was slow to unfold. Days after the event, Betty began 
having vivid nightmares that suggested something more sinister might have occurred. Years 
after, hypnosis sessions convinced them both (but not the examining doctor) that Betty and 
Barney had been taken aboard the craft and medically examined by gray, humanoid aliens with 
giant eyes who communicated telepathically. Just as Roswell created the narrative blueprint for a 

https://www.with.in/watch/dinner-party
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UFO crash, the Hills’ experiences offered the framework for abduction stories that would soon 
proliferate. 
 
One of the final exhibits at the UFO Museum is a life-size diorama depicting a scene of medical 
examination; but here the aliens and humans no longer play the same roles as in the experience 
of the Hills. Two male mannequins—one man in a black suit and hat, the other in a white lab coat 
and scrub cap—stand over a hospital bed upon which is sprawled the naked body of an alien—
thin, small, and gray with a large head. A sign hanging behind the mannequins serves as set 
dressing and explanation: “Alien Life-Form Autopsy Room. Danger. Restricted Area.” Outside of 
the scene, another text informs the visitor that the alien body was a prop used in the 1994 
Showtime movie, “Roswell: The UFO Cover-up.”  
 
And so we have entered a wormhole—stitching together the desert of New Mexico with the 
desert of Southern California—transporting us back to Hollywood. And there, I put on countless 
other VR headsets, entering other realities. This technology wants to disclose the whole world to 
me, wants me to emerge and understand how it really is. But in navigating this matrix I instead 
step sideways into the otherwise, and the pleasure of not knowing. 
 

The Post-truth Museum 
Nora Al-Badri 
 
Dear museums and colonial nations of the Global North, 
 
Your data is haunting you! Demons are waiting for you in latent space, ready to attack at any time 
and from any vector! 
 
Digitization has engendered a notion that certain museums may become Datenkraken, hoarding 
datasets relating to the holdings (whose physical monopoly they already possess). The practice 
leads to moments like this one, where I am compelled to mention the British Museum [sic] when I 
digitally publish or re-mix an artefact from Iraq (such as a 3D dataset of the beautiful Lamassu, 
which you see here).  
 
Yo, maybe you can already tell where this is heading? Let me put it to you straight: We live in a 
post-digital world as much as a post-colonial one. In the end, the important debate is not about 
what kinds of licenses should be granted, but about who owns cultural data and who controls it 
(and, perhaps, to whom it is attributed).  
 
When I write that imperial museums are haunted by data, I am not referring to abstract ghosts, 
but suggesting that you abolish yourselves! Frankly, as long as your collections are not updated, 
you might as well be ghosted by your conscious audience. 
 
There are so many self-appointed “universal” or “world” museums around. But these are really, at 
best, nationalist spaces. At worst, they are fascist ones. There is nothing universal—in the sense 
of stateless, global or even cosmopolitan—involved in what you are up to. 
 
Data can be stateless. I think we (the people) should build digital world museums that live up to 
the name. Citizens of the world cannot yet overcome national citizenship; I wonder whether data 
can be our avant-garde in that struggle. After all, it exists in territories that range from the 
somewhat uncontrollable to the outright unregulated and anarchic. Imperial museums are 
becoming vulnerable to hacks by decolonial minds. Datasets cannot be contained: Once online 
or on a public domain, you can add a copyright license but it means nothing. The virality and the 
afterlife of (cultural) data has real beauty and power. I like to call it, in the words of Sonia K. 
Katyal, technoheritage.6 But stateless technoheritage does not mean random data without a 

 
6Katyal, Sonia K. "Technoheritage." Calif. L. Rev. 105 (2017): 1111. 
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context, or even without representation through classification. On the contrary, today we know 
that data without context is at best worthless and, at worst, harmful. 
 
The conversation gets quite upsetting when museums use copyrights to restrict the distribution of 
knowledge and remixes derived from their physical and virtual holdings (how can a thousand-
year-old artwork have a copyright, anyway?). Museums offer many arguments when trying to 
prohibit re-use in the public domain: They want to ‘prevent commercialization’ (except in their gift 
shops, of course), or even to protect someone or something from the “bad taste” of us peasant 
people and our shameless remixing ;) I am not joking.7  
 
In short, museum practices in the Global North seem highly anachronistic. The suggested 
‘democratic potential’ of technology stands in sharp contrast with widespread institutional angst 
about their declining relevance, and their threatened status as gatekeepers of legitimate 
interpretation (Deutungshoheit) and representation. You are right to be afraid. Yeah, you’d better 
be afraid—because the digital is no slave to the original! And, believe it or not, many people do 
not even require ‘the real thing’ anymore. 
 
In the same breath—one needs to respect (yes, R E S P E C T) the fact that not all cultural data 
wants to be free and dispersed. This is crucial. Datasets will only dance with you once you 
acknowledge, see, know, or truthfully relate to them. As a matter of fact, in very different cultures, 
on different continents, a dataset or 3D-printed object can hold the same power and enable the 
same connection as the original material item. This is the reason why some people think that 
certain objects should neither be exhibited and touched by custodians, nor digitized and their 
copies exhibited. These people view cultural data not just according to its inherent technological 
potential (as Western media theory so often does) but as something that is constantly being 
translated and given meaning by local versions of world-making, cosmologies, and ancestral 
knowledge. For example, in the case of the Tāmaki Paenga Hira Auckland War Memorial 
Museum, the Māori took the power to decide whether their objects, images, and ancestors should 
be digitized or not. The question is: How should the power to decide about digitization and thus 
representation be distributed? Who, in each case, should hold it? 
 
Decolonizing databases is not about just single objects but entire knowledge systems. One 
beautiful example is Mukurtu CMS (Mukurtu is “a Warumungu word meaning ‘dilly bag’ or a 
safekeeping place for sacred materials”).8 It is an open-source platform and CMS (Content 
Management System) that serves diverse communities who want to manage and share their 
digital cultural heritage in their own way, on their own terms. Users include cultural protocols and 
traditional knowledge (‘TK’) labels such as secret/sacred, seasonal, or women-only. 
 
Now with data-driven technologies like Artificial Intelligence (AI), the work of decolonizing 
becomes even more twisted… and fun. Fooling around with digital objects and releasing them 
from their proprietary museum systems and their commodity chains is an act of resistance 
against a pre-narrated archive. You gotta admit, any form of (techno)heritage is (data) fiction! 
 
So, how will we use and shape technology to make sense of culture? Machine-learning (ML) 
makes certain patterns visible, including those that we didn’t know about—and those that are not 
talked about. In Wendy Chun’s essay ‘Queering Homophily’ she describes how ML can offer “the 
generative power of discomfort.”9 Discomfort is indissociable from decolonization. 
 

 
7 When students from Stanford University scanned Michelangelo’s David, they had to promise to “keep 
renderings and use of the data in good taste” because the artifacts “are the proud artistic patrimony of Italy” 
(ibid.,p. 1148). 
8 See the useful writeup of a podcast with a member of the Mukurtu team at 
https://theconversation.com/mukurtu-an-online-dilly-bag-for-keeping-indigenous-digital-archives-safe-
112949. 
9 Chun, Wendy Hui Kyong. "Queering homophily." Zeitschrift für Medienwissenschaften 18 (2018): 131-
148. 
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For emancipatory as well as for artistic practice a few things are worth spelling out. Most of these 
technologies are not yet mastered (nor fully understood) by the colonizer, that is, by the museum, 
this overheated, jerky colonial machine. The museum database is therefore still a political thing 
with emancipatory potential. One that is neither bound nor controlled by global power structures 
and which, on the contrary, can be a means of overcoming them. How exactly this works I will 
explain in a moment. But if AI is only as good as its database, the museum is probably only as 
good as its database, too. . In a panel discussion at the World Economic Forum in Davos, in 
2018, AI expert Jürgen Schmidhuber speculated that machines might soon be able to generate 
and gather their own data, no longer relying on open databases or permissions from museums or 
other institutions museums. This is the genesis of the 
 
In my recent work “Babylonian Vision” and “Neuronal Ancestral Sculptures Series”, realized with 
the help of ML experts Negar Foroutan and Melika Behjati, we scraped databases from the 
largest collections (all of them in the Global North) of Mesopotamian, Neo-Sumerian and 
Assyrian artifacts and got 10,000 images. We used these to train a neural network whose 
process was designed to yield abstract insights into the search for a visual language of form and 
pattern—delivering a speculative and anarchic archaeology. 
 
A visual museum database contains images of original artifacts that can be used to train any 
Generative Adversarial Network (GAN). The input images of these databases are carrying time 
and memory themselves, such as patina or broken pieces. Of course, the AI doesn’t see a single 
image, but numbers only. This is a new form of image-making, with a latent space for new 
synthetic images that the neural network is opening up. 
 
If you train the network with, for example, a hundred thousand human portraits, it will abstract the 
concept of a portrait and generate new portraits. The same goes for museum artifacts! GANs and 
their generated aesthetics certainly challenge our  understanding of and obsessions with 
authenticity, originality and authorship. As Nora Khan wrote on our perception of generated 
images: 
 
“our rational understanding of the process actually helps us enter how provocative this method of 
image creation is. And with this understanding, we can linger, analyzing, close-reading the image 
flow for symbols and meaning.”10 
 
So, what’s the relation between image-making and GANs? Where can I see this secret latent 
space? GANs could be the “start of a new paradigm in making pictures”.11 There’s no magic 
involved, only numbers. Nothing uncanny or dreamy to see here. And for this very reason, what 
we can grasp from the latent space is more fascinating—because it is the unexpected that we 
can find, subjective and interpretative, like an essence of many images, a mood without a frame, 
recalling the infinite. It reminds me of the Mesopotamian way of making images, as noted by 
Zainab Bahrani: 
 
“The images I present are often infinite in their compositional form and conception. They resist 
the frame and are often depicted as segments taken out of the potentiality of an endless 
composition that can be repeated in an endless series of mirrorings, pulling the image into a 
vertiginous mise en abîme ... For Mesopotamia, the place from which we have the earliest textual 
and archaeological evidence about concepts of the image and aesthetics, I make the case that 
images had a diachronic presence; they were seen as objects that transcend time and that carry 
or embody traces of time itself. ”12 
 

 
10 Khan, Nora introduction in: Reas, Casey: Making Pictures with Generative Adversarial Networks, 
Anteism Books, 2019. 
11 Reas, Casey: Making Pictures with Generative Adversarial Networks, Anteism Books, 2019. 
12 Bahrani, Zainab: The Infinite Image: Art, Time and the Aesthetic Dimension in Antiquity, Reaktion Books, 

2014, p8. 
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The produced images can be even photorealistic. But they’re not photos, because each one is 
made up from the noise of hundreds of epochs (the generator’s repetition of learning, via the 
discriminator) by the neural network. How new and original are these images, really? Is this 
verisimilitude? And does this matter? There are even larger questions when it comes to what 
knowledge and forms in the arts are, as passed on through the generations and how we are 
inspired by them. For this reason, the output images are something that I refer to as “ancestral”: 
What we can see through GANs are the semantics of very large visual datasets. And in the latent 
space, there is semantic content that has meaning for the human eye and mind, and this 
resonates. After all, what is at issue is the meaning that we give to data. It is impossible to control 
or foresee the latent space, because it is a space of the unknown and unseen, of an 
accumulation of visual epistemologies or knowledge systems. The abstraction of the output 
allows us to contemplate the images and their language as a form of visual memory not limited to 
the input objects—a memory that transcends them, and which is able to generate new memory 
objects; the potentiality of an archive of infinite abundance. Through GANs, one generates new 
materialities, which rise to the surface as the affective qualities of the original in a post-original 
form. 
 
My contention is therefore that if ML is seen as a technology performing and processing our 
collective memory, it makes sense to apply it to big cultural data of the past, to generate and to 
give rise to original, synthetic images.  
 
In the case of GANs there certainly is prevision, but humans can’t control or predict what’s 
produced. We have to let ourselves fall into the primordial nebula of our ancestors and of our 
circulating image-worlds… 
Another important aspect that I tried to address in my “Babylonian Vision” work is the question of 
representation in datasets that are used to train AI. Today, datasets are trained with millions of 
images governed by large corporations: With ImageNet or Open Images, 80% of the content 
originates from the Global North. This is visual hegemony. While not being seen may often be a 
big advantage in the surveillance age, it can also lead to being dominated by Western visual 
culture.13  
As of today, AI is a black box system that doesn’t show its workings and it is almost impossible to 
reverse its input data from its outputs. This can be harmful, because of privacy and bias issues. 
But it has turned into an advantage in the case of my project: Ironically, the chosen museums 
cannot make a legal case against me and this form of image creation, because they will never be 
able to prove which datasets were really used for training ;) In this manner, the adversarial in 
GANs is the decolonial. In many instances, the black box is a problem, but in some cases, it can 
also be… well… magnificent, decolonial and emancipatory. 
Let the data dance! 
 
 
 
 
 

 

 

 

 

 

 

 
13 Shankar, Shreya, Yoni Halpern, Eric Breck, James Atwood, Jimbo Wilson, and D. Sculley. "No 
classification without representation: Assessing geodiversity issues in open data sets for the developing 
world." arXiv preprint arXiv:1711.08536 (2017). 
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September 2021: 
Project description 
 
Rachel Rossin 
The Maw Of, 2021 
 
The Maw Of is an interactive narrative video that employs novel ai animation techniques and 
real-time virtual reality cgi. The work discusses what the artist calls the ‘cascading lineage of 
black boxes’ in recent history, and explores ‘where our devices meet our bodies’- through the 
lens of a golem myth. Concluding at neural implants (e.g. neuralink, brain-to-machine interfaces), 
Rossin's work discusses how technology has begun to terraform the space of our minds, bodies, 
and hearts. 
 
 
Caroline Sinders  
A Certain Kind of Doom Scroll, 2021 
 
Caroline Sinder’s new artwork addresses the relationship between online circulation of 
misinformation and the use of hashtagging. While deploying a chaotic visual style, the piece 
moves beyond the issue of a conspiracy theory’s ‘content’, to instead focus on how such 
phenomena flourish under certain technical conditions. 
 
“This web based project explores an aesthetics of noise, paranoia, and networked vitality extant 
within a growing, and harmful group on Instagram. 
 
There is a specific kind of aesthetic and style of talking, sharing, and communicating with 
Instagram. Some of it is conditioned by the constraints of the medium itself, with it’s reliance on 
square boxes, and the rectangular shapes of the smartphone. But the rest is shaped by taste, 
culture, and digital vernaculars that emerge within groups and subcultures of platform users. 
 
'A Certain Kind of Doom Scroll' explores the visual language of millennial aesthetics, combined 
with conspiracy theories and misinformation—through the prism the Instagram hashtag 
"savethechildren." Save the Children is a QAnon-addled 'call to arms' that peddles mistruths, 
disinformation, and conspiracy theories related to child abduction and the 'deep state' within 
American, and Pan-European politics. These posts feature various specific signifers, from colors 
and fonts that are pleasing to the eye, to hashtags and call outs that 'feel' palpable to everyday 
audiences—particularly young women. After all, who isn't concerned with child 
kidnappings? This is emotional malware of the conspiracy theories, used to spread false 
information and ensnare and convert new followers.” 
 
– Caroline Sinders 
 
 
Eva and Franco Mattes 
The Bots (English Market), 2021 
 
Facebook employs people to moderate the posted content, so that our feeds are not awash with 
pornography, hate speech and more. Moderators apply different standards depending on what 
‘market’ they serve. Eva and Franco Mattes’ video work explores this issue, and is based on real 
confessions by moderators. 
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„We know that everything we post on social media is screened and surveilled—reportable and 
deletable—subject to ‘community guidelines’ and ‘content restrictions’. 
 
Whose community? Whose restrictions? There must be some algorithm involved, right? 
The Bots are no robots. They are human beings in offices. The Bots apply rules that they have 
received from elsewhere (perhaps from some other office, in California) while assessing your 
vacation photos, your uncle’s pornography, your neighbor’s glorifications of Hitler, your friend 
trying to make a living selling herbal teas, or your local MP’s anti-immigrant diatribe. 
Somewhere—let’s say, in Berlin—people sit behind screens in drab office buildings and decide 
what stays and what goes. They are not supposed to speak to anyone about their job. The artists 
Eva & Franco Mattes have however tracked them down and convinced them to share their 
experiences. 
 
Open Secret debuts three newly commissioned video works by the artists (in collaboration with 
writer Adrian Chen) based on the real confessions of Facebook content moderators. These 
videos borrow the aesthetics of fake make-up tutorials, which are sometimes used on social 
media to bypass censorship. Speaking to their smartphones, from their apartments, actors Jesse 
Hoffman and Irina Cocimarov perform versions of the interviews, combining the mundane levity 
of dressing up for one’s followers with the equally mundane horror of online hate. 
 
The Bots are true accounts, using words from the workers that social media keeps hidden.“ 
 
– Eva & Franco Mattes 
 
 The videos were shot with support from DIS 
 
 
Orit & Tal Halpern  
The Conservators, 2021 
 
‘The Conservators’ is a comic by Orit and Tal Halpern. The story is set in the near future, where 
climate change, terrorism and pandemics have led to a society organized according to the ‘green 
zones’—perfectly integrated, monitored, and securitized ecosystems that are managed by Smart 
Tech Conservators in partnership with pan-national entities. The story’s protagonist is a scenario 
planner, who must contend with a professional ‘glass ceiling’. 
 
Welcome to the near future! Climate Change, pandemics, and terrorism have led humanity to 
build GREEN ZONES—perfectly integrated, monitored, and securitized ecosystems were 
everything is managed by SMART TECH CONSERVATORS in partnership with pan-national 
entities.  
 
Life is pretty good for the haves who live in the ZONES.  As for the have nots outside these 
ZONES, well….  
 
Let’s start with the haves. Saran D. loves her job! She is a scenario planner, grade B, for ANGEL 
ENVIRONMENTS, the big white horse of the venture capitalized future. She gets to imagine the 
worst and plan for the best. All in an organization that prides itself for its diverse, nonhierarchic 
work culture, and ability to promote individuals who think outside of that BLACK BOX.    
 
But rumor has it there is still a glass ceiling at ANGEL, one Saran cannot see. When Saran is 
tasked with scenario planning for what might be one of the biggest SMART ENVIRONMENT 
upgrades in history, she gets to find out just how dark that BLACK BOX is… 
 
Tal Halpern and Orit Halpern’s comic will send logic into orbit and manipulate data to no end. It is 
carefully crafted by humans for those who can’t prove their humanity by clicking on images of 
traffic lights.  

http://dismagazine.com/


22/33 

 

Katerina Krtilova  
Peripheral vision, 2021 
 
In this essay the author proposes the metaphor of ‘peripheral’ or ‘indirect’ vision, in order to 
characterize our reactions to the paradoxical tension between opacity and transparency that 
attends digital imagery today. ‘Looking out of the corner of your eyes’ means to shift your 
attention away from the center, onto what passes by without being noticed—not because it is 
hidden, but rather because it is too self-evident... 
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September 2021: 
Essays 
 
Rachel Rossin 
The Maw Of, 2021 
 
“It never occurs to people that a satellite environment can alter the perceptions of the entire 
human race. They have no theory that permits them to obtain such a concept of metamorphosis. 
In fact, we perceive the satellite environment whether we conceive it or not.”14 Very early on, 
Marshall McLuhan noticed the impact of new technologies on perception and thinking, redefining 
the concept of “media”. With a much larger number of satellites in orbit than in 1970, when the 
quoted interview was published, it’s still not obvious: how do we perceive them? After five 
decades of media theory, might we still lack a concept of the changes in perception caused by 
media, which are—in a way—in front of our eyes and yet invisible? Not only satellites, but also 
computer networks; the infrastructures and sensors “behind” mobile devices, interfaces, and 
websites—things that might not have an obvious connection with perception but are still shaping 
it?  
 
One of the basic assumptions of media theory is that media make something visible (audible, 
perceptible) but disappear "behind" what is seen and heard—the picture, song or story: "We do 
not hear air vibrations but the sound of the bell; we do not read letters but a story"15 (Krämer 
1998: 74). The empirical sciences offer an explanation of how perception works behind the stage 
of consciousness, so to speak: air vibrations can be measured, described, calculated and 
visualised. The latest techniques of measuring or visualising non-conscious perception seem to 
discover entirely new dimensions in the process, which alone become accessible in (digital) 
technologies. “Non-conscious cognition", as Katherine Hayles (2017) characterises it, is based on 
the processing of data, which can also generate a visible or audible output—images, sounds, 
graphs, etc.—but does not have to.16 That there are pre-reflexive or unconscious processes that 
determine (conscious) perception has already been shown in different ways by phenomenology 
or psychoanalysis. What is new, however, is that the non-conscious cognition made accessible 
by digital technologies does not have to be related to (human) consciousness. Here, it is not 
consciousness, the subject, the mind or the human being who processes the perceptual data, so 
to speak, but machines that do not see or hear, but calculate. 
 
New media are thus not only instruments that make something accessible that remains hidden to 
the naked eye, or something that allows us to see better – the smallest details or something far 
away. They allow us to recognize something completely different than what we (humans) can 
actually perceive. Moreover, they make something conceivable and perceptible which would 
simply not exist without them: connections between different processes in nature or society that 
can neither be observed nor formulated as a hypothesis, based on knowledge gained so far, but 
which emerge as a new relation in the analysis of large data (thanks to pattern recognition). Such 
new media allows to ask, how (old) media have produced the idea of a "consciousness" in the 
first place and why we – in this case not the human species, but culturally and historically located 
concrete individuals – actually see the way we see, and think seeing or see thinking. This "media 

 
14 McLuhan, Marshall ([1970] 2002), The Medium and the Light, Gingko Press, p. 83. 
15 Krämer, Sybille (1998), „Das Medium als Spur und Apparat“, in: Krämer, S. (ed.), Medium, Computer, 

Realität. Wirklichkeitsvorstellungen und Neuen Medien, Suhrkam, p. 74. 
16 Cf. Hayles, N. Katherine (2017). Unthought. The Power of the Cognitive Nonconscious. University of 
Chicago Press. 
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apriori" implicated by Hayles would reject the idea that there is a "natural" seeing, perception that 
is not historically and culturally conditioned, as well as consciousness as a scientifically deduced 
fact. But Hayles' argumentation is inconsistent: on the one hand, consciousness appears to be a 
"natural" phenomenon explained by cognitive science – and media are degraded to mere 
instruments with the help of which new, ever larger parts of non-conscious cognition can be 
brought "to light", into consciousness: they can be described, calculated, measured etc. On the 
other hand, the (new) facts – data – are solely based on digital technologies that show and 
explain how cognition works by allowing cognitive processes to be measured, calculated and 
simulated. The facts/data are produced by the technologies of their processing. Recognition in 
the technical sense is not only about instruments that observe, describe and measure something 
given - "natural" - but about generating data that would not exist without the respective 
technologies. Cognitive processes are what can be computed and simulated. The consequence 
of "media a priori" is, firstly, to question the scientific viewpoint by bringing to the fore the 
manifold practices and techniques without which there would be no "facts" at all - observing, 
describing, measuring, visualising, etc. - as Bruno Latour and others have shown. Second, it 
would also be possible to reflect the specificity of digital technologies that are changing science 
itself – indeed, technology becoming the foundation of knowledge, as well as culture and society. 
However, in order to be able to show these changes at all, new technologies cannot be 
interpreted as the next stage in the scientific development of the human mind, in a combination of 
the "faith in scientific progress" and the "media apriori". Rather, they must be understood as 
historically and culturally conditioned media. 

 
However, cognitive science may offer a model of seeing in a completely different sense than 
Hayles' offers, allowing us to take a closer look at media: Peripheral vision refers to non-
intentional or non-conscious perception which is a self-evident and yet hardly noticed part of 
normal vision: We can see only 1% of our field of vision in “high resolution” (foveal vision). The 
other part—up to a 180° angle—allows us to “map” the whole field of vision and to focus on the 
parts that are relevant. For example, upon hearing the growling of an animal, you will direct the 
attention to a big brown spot or an “animal-like” movement that you see (in “low resolution”) from 
the corner of your eye—even if it might turn out just to be a rock, or a tree moving in the wind. 
With the focus – or "foveal vision" – all indistinct seeing disappears. It becomes only a 
background of what attention is directed at—the infrastructure of seeing, so to speak. 
Significantly, it is precisely the tiny part of the field of vision that plays the decisive role in the 
scientific perspective: foveal vision, which explores the regions not yet (clearly and distinctly) 
perceived, opens the black box of perception.  
 
“Just as people intuitively believe that seeing is a matter only of opening one's eyes, cognitive 
scientists also once assumed that visual perception is like a videotape—that the mind records 
what the eyes take in.”17 From a media-theoretical perspective it is not only reflected, but also 
shaped by media like photography, film, video. What you see is a “realistic” picture, the camera 
just “cuts out” a part of reality as we (the human race) perceive it. Media theory questions this 
idea, pointing out that vision and its media are inseparable: Vision and its understanding, seeing 
and thinking, are always-already shaped by optical instruments—just as much as by (techniques 
of making) pictures, architecture (which creates different views), and trains, ships or cable cars 
(which allow different kinds of the perception of a landscape than walking on foot). Photography 
and film do not represent how human beings see—they produce a certain way of looking. We are 
therefore able to say that a photograph is not a perfect representation of the real world, but a 
perfect representation of the scientific worldview, as Vilém Flusser suggests in his philosophy of 
photography, published in the beginning of the 80s: It actually shows the theories of optics or 
chemistry, constructing an image according to the scientific worldview: An image in which 
everything is clearly visible, clearly and distinctly perceived and conceived, in all its details, from 
different angles, not “deformed” by a subjective viewpoint in which sight and thought are 
prefigured by interests, memories, cultural background etc. Flusser's crucial point is, however, 
that photographers have the ability to “deconstruct” this (world) picture—to play with the settings 

 
17 Siri Carpenter (2001), Monitor on Psychology, April 2001, Vol 32, No. 4, online:  

https://www.apa.org/monitor/apr01/blindness (accessed on August 25th). 

https://www.apa.org/monitor/apr01/blindness
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of the camera and create unexpected images, turn the attention to the apparatus, and thus its/the 
scientific concepts.18 

 
Decades after Flusser`s Philosophy of Photography, both intentionality and the subjective 
viewpoint—which allow us to focus, to see things clearly and in detail—have been challenged by 
a non-human viewpoint, automatically created and manipulable images: a machine vision which 
not only mimics scientific/photographic vision, but which also introduces different parameters: 
Different concepts, drawing on computer science rather than physics and chemistry, on which the 
invisible code of the image is based; different scales, concerning resolution as much as the 
amount of images; different perspectives and movements created by satellites, drones, mini 
cameras etc. If this challenge provokes a shift from foveal to peripheral vision, then rather than 
generating new pictures, it brings forth new practices or techniques of scanning, mapping, 
detecting, sensing. Not just the background of recognizing an object, reacting to a face or 
observing an action, peripheral vision allows us to address seeing as a process which always 
includes intentional and nonintentional, conscious and nonconscious, directed and contingent, 
active and passive aspects. 
 
Peripheral vision does not suggest that we turn our attention to objects or architectures that are 
ignored or, more precisely, not perceived. Rather, that we take account of the changes in seeing 
itself. Not in the sense of a "natural" vision that is discovered or enhanced by technical devices, 
but of a seeing and thinking that is shaped by historically changing media of perception, which 
are reflected in the changes of media conditions. Following Flusser’s media philosophy, “natural” 
cognitive processes are as much an effect of scientific practices and techniques as different ways 
of seeing, hearing or feeling are effects of artistic practices. “Media” entails epistemic as much as 
aesthetic practices—for instance, the camera is an apparatus designed (and used) in science 
and engineering as well as in art, and as an aesthetic or aisthetic practice always connecting 
both. Peripheral vision marks a shift in media practices, bringing forth different ways (and 
concepts) of perception, in/with/through new and old media. It does not follow the logic of 
progress of cognitive science connected to computer science, but develops in critical aesthetic-
epistemic practices. Media theory in this sense does not open the black box of (new) 
technologies, but rather deals with the paradox of the open secret of media effects: while there's 
no doubt that they exist, they can only be traced in an “indirect” way, not as something you can 
see, but in the changes in vision itself. 
 
We are aware of mechanical eyes observing streets and corridors, of grids that are as vital for 
urban spaces as houses, that enable the city to be managed, controlled, mapped, designed and 
read. Perhaps we notice the human and non-human agents of their infrastructures from the 
corner of our eyes. It is only on the peripheries that the grid catches our attention—in landscapes 
that still seem to be shaped by paintings and photographs, following different architectures of 
perception. A solar collector in the desert is still an eye-catcher. At first you might have no clue 
what the luminous tower in the middle of nowhere is—trying in vain to recognize its contours and 
compare it with familiar architecture, or with science fiction films; images of ancient temples and 
so on. It may even be a blind spot in the photographic-scientific architecture, capturing the 
attention and becoming invisible thanks to its reflecting surface—blinding the lens of the eye and 
camera. Not a tower as a landmark, designed to be seen from afar, changing its colors according 
to the sunlight. Not offering a view from above or shedding light on the surrounding, but 
“absorbing” light, using it completely independent of seeing—transforming it into electric energy. 
Rather than reflecting the gaze, the solar collector unintentionally tests the lens of the eye and 
the camera, another device analyzing and processing light. There are few moments when the 
changes in the landscape are so eye-catching. At other times, one perceives them just out of the 
corner of one's eye. But perhaps the “corner of the eye” of the cameras are not only part of the 
changed landscapes and new architectures of perception, but also make it possible to to re-flect 
them, to bring something into view; and perhaps rather than showing something new, let us see 
and think in a different way. 

 
18 Cf. Flusser, Vilém (2000), Towards a Philosophy of Photography, Reaktion Books. 
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Biographies 
 
 
 
 
Nora Al-Badri is a multi-disciplinary and conceptual media artist with a German-Iraqi background. 
She graduated in Political Sciences at Goethe University in Frankfurt am Main and is currently the 
first artist-in-residence at the École Polytechnique Fédérale de Lausanne, EPFL (AT) and its 
Laboratory for Experimental Museology (eM+). Her practice focuses on the politics and the 
emancipatory potential of new technologies, such as machine intelligence or data sculpting, non-
human agency, and transcendence. She has exhibited in the Victoria and Albert Museum’s Pavilion 
of Applied Arts at La Biennale di Venezia; 3rd Istanbul Design Biennial; ZKM | Center for Art and 
Media Karlsruhe; Science Gallery, Dublin; Berliner Herbstsalon at Maxim Gorki Theater, Berlin; Ars 
Electronica, Linz (AT); Abandon Normal Devices (AND), Manchester; The Influencers, Barcelona; 
among others.  
Al-Badri regularly gives classes and lectures at universities and museums all over the world such 
as Techne Institute at University of Buffalo (US); MassArt – Massachusetts College of Art and 
Design, Boston (US); Universität der Künste Berlin; KTH Royal Institute of Technology, Stockholm; 
University of Halle (DE) and IRIBA Center for Multimedia Heritage, Kigali; Warburg Institute, 
University College London; Haus der elektronischen Künste Basel (HeK); as well as Central Saint 
Martins College of Art & Design, London. She is acting as jury member for the Chaos 
Communication Congress’ Arts & Culture Track, the Berlinale Peace Prize from Heinrich Böll 
Foundation (2019) and the Digital Academy Dortmund (2019). 
 
  
Maithu Bùi is a việt-German philosopher, research activist and artist. After studying philosophy of 
language, logic and literature at LMU Munich, Maithu Bùi has been studying art at University of the 
Arts Berlin in the Lensbased Class since 2017.Their research and work focuses on Creative 
Technologies, Ethics of Technology, Memory Culture, War History, (Digital) Colonialism, Context 
Sensitivity, Truth and Belief Systems, Education Policy and Anti-discrimination.Their work Maithuật 
- MMRBX (2019-ongoing) is an AR/VR archive of personal memories and transgenerational 
traumas. Stories begin and end where ghosts can be encountered in a virtual việt-german diaspora. 
Their work Biolum Thunder Sweep is an anti-war project to eliminate mines and explosive remnants 
of war using bioengineering. 
Maithu Bùi co-founded Curating through Conflict with Care (ccc) and works at the German 
Informatics Society in the Sustainable and Digital Education Department. 
 
 
Erick Beltrán’s work is a constant investigation into and reflection on the mechanisms of thought 
systems, particularly the power relations unfolding between editing processes and ways of 
knowledge production. From diagrams, information gathering, archives, and insertions into the 
media, it approaches the way in which images are defined, valued, ordered, classified, selected, 
reproduced, and distributed to create political, economic, and cultural discourses in contemporary 
society. Beltrán experiments with the link between public art and diverse graphic languages 
investigating the museum, library, and the archive as forms of visualizations. Beltrán has exhibited 
at El Eco Museum and Muac – University Museum of Contemporary Art, Mexico City; Liverpool 
Biennial; Galeria Labor, Mexico City; Halfhouse, Barcelona; Volt, Bergen (NO); La Tallera, 
Cuernavaca (MX); Cuenca Bienal; Kadist Foundation, Paris; Museo Rufino Tamayo, Mexico City; 
Sao Paulo Bienal; TBA21 Thyssen-Bornemisza Art Contemporary, Vienna; Taipei Bienal; MACBA 
Museum of Contemporary Art of Barcelona. 
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Tara Isabella Burton is the author of the novel Social Creature (Doubleday, 2018) and the 
nonfiction book Strange Rites: New Religions for a Godless World (PublicAffairs, 2020). Her next 
novel, The World Cannot Give, will be published by Simon & Schuster in March 2022. She is 
currently working on, Self-Made, a history of self-creation from Leonardo Da Vinci to the 
Kardashians, to be published by PublicAffairs in 2023. She has also written for The New York 
Times, The Wall Street Journal, The Washington Post, and more. She is a recipient of the 2012 
Shiva Naipaul Memorial Prize and a 2020 Robert Novak Fellowship. 
  
 
Caroline Busta is a Berlin-based writer working with questions of culture, technology, and 
globalism. She is the founder of NEW MODELS, a media platform and community addressing the 
emergent effects of networked technology on art, tech, politics, and pop-culture. From 2014 to 
2017, she served as Editor-in-Chief of the Berlin-based critical art journal Texte zur Kunst. Prior to 
that, she was an Associate Editor at Artforum magazine in New York City. 
 
 
Jennifer Chan uses the Internet as a source to remix videos as social commentaries on sex, love, 
desire, equality, wealth, and various kinds of mediated ideals, which will not be met in real life. She 
has had solo presentations at Transmediale, Berlin; Images Festival, Toronto (CA); Nightingale, 
Chicago (US); and Future Gallery, Berlin. Chan has shown at Moving Image, London; Trinity 
Square Video, Toronto; Interstate Projects, New York City; ltd, Los Angeles; and Xpo Gallery, Paris. 
Her work has been featured on Rhizome, Furtherfield, Sleek, Dazed, and LEAP. 
Chan was born in Ottawa (CA), grew up in Hong Kong, and now lives in Toronto. Chan holds an 
MFA in Art Video from Syracuse University (US) and an HBA in Communications, Culture, 
Information Technology. 
  
 
Wendy Hui Kyong Chun, PhD, is Simon Fraser University’s Canada 150 Research Chair in New 
Media, Burnaby (CA) and leads its Digital Democracies Institute. She is the author of several works 
including Discriminating Data(forthcoming from MIT 2021) plus three other books from MIT: 
Updating to Remain the Same: Habitual New Media(2016), Programmed Visions: Software and 
Memory (2011), and Control and Freedom: Power and Paranoia in the Age of Fiber Optics (2006). 
She has been Professor and Chair of the Department of Modern Culture and Media at Brown 
University, Rhode Island (US), where she worked for almost two decades. She has held numerous 
visiting chairs and fellowships, from institutions such as Harvard, the Annenberg School at the 
University of Pennsylvania, the Institute for Advanced Study (Princeton), the Guggenheim, ACLS 
American Council of Learned Societies, and American Academy of Berlin. She is also Principal 
Investigator on several grants including one from the Canada-UK Artificial Intelligence Initiative. 
 
 
Joshua Citarella is an artist researching online political subcultures. He is the author of Politigram 
& the Post-left (2018) and 20 Interviews (2020), commissioned by Rhizome. He is the host of 
Memes as Politics on Montez Press Radio in New York. Recent solo exhibitions include Bas Fisher 
Invitational, Miami (FL); the Corcoran School of the Arts and Design at George Washington 
University (DC); and Higher Pictures, New York City. He earned his BFA from the School of Visual 
Arts, New York City in 2010. He is an adjunct professor at the Rhode Island School of Design and 
the School of Visual Arts, Providence (US); and has served as an outside advisor at Carnegie 
Mellon University, Pittsburgh (US) and Tufts University, Medford (US). He lives and works in New 
York City.  
  
 
András Cséfalvay is a visual artist and filmmaker based in Bratislava. His work concerns ways of 
balancing and reframing the duality of Nature and Culture, while evaluating marginalized 
representations of the world and the relationship between natural sciences, politics, art, and 
religion. He is a founding member of Digital Arts research platform at the Bratislava Academy of 
Fine Arts.  
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Inland (Ed Davenport) is a British producer, DJ, and founder of Counterchange Recordings based 
in Berlin. His busy output stands for purist and inherently progressive rhythmic work. Grounded in 
the romantic traditions of early techno, it is however driven by a constant search for new ground, 
textures, and studio-techniques. Known for his detailed and explorative techno releases on 
Counterchange, Infrastructure, and more, his debut LP on Ostgut Ton sub-label A-TON was 
released in September 2018. In recent years, Davenport has undertaken soundtrack collaborations 
with artists including Julian Charrière and Wermke / Leinkauf. 
 
 
Constant Dullaart’s often conceptual work manifests itself both on- and offline. In his artistic 
practice, the Dutch artist reflects on the broad cultural and social effects of communication and 
image processing technologies while critically engaging the power structures of mega corporations 
that dramatically influence our worldview through the Internet. He examines the boundaries of 
manipulating Google, Facebook and Instagram and started his own tech companies Dulltech™ 
and https://common.garden.  
Constant Dullaart is a former resident of the Rijksakademie in Amsterdam. His works were shown 
in Museum of Contemporary Art Chicago (US); Whitechapel Gallery, London; Schirn Kunsthalle 
Frankfurt (DE); Utah Museum of Contemporary Art, Salt Lake City (US); ZKM | Center for Art and 
Media Karlsruhe (DE); Victoria & Albert Museum, London; and MAAT – Museum of Art, Architecture 
and Technology, Lisbon; among others. Dullaart has curated several exhibitions and lectured at 
universities and academies throughout Europe, most recently at Werkplaats Typografie, Arnhem 
(NL). He lives and works in Berlin and Amsterdam. 
 
 
Orit Halpern, PhD, is an Associate Professor in Sociology and Anthropology at Concordia 
University, Montreal (CA). Her work bridges the histories of science, computing, and cybernetics 
with design. She is currently working on two projects: the first is a history of the relationship between 
artificial intelligence, race, neo-liberal thought, and democracy; the second project examines 
extreme infrastructures and the idea of experimentation at planetary scales in design, science, and 
engineering. She is also the director of the Speculative Life Research Cluster and D4: The 
Disrupting Design Research Group, both are laboratories bridging the arts, environmental 
sciences, media, and the social sciences. 
 
 
Adam Harvey is a German-American applied artist and technical researcher based in Berlin 
focusing on computer vision, privacy, and surveillance. He is a graduate of the Interactive 
Telecommunications Program at New York University (2010) and is the creator of the VFRAME.io 
computer vision project, Exposing.ai research project, and CV Dazzle computer vision camouflage 
concept. Harvey's research and artwork has been featured widely in publications including the New 
York Times, Wall Street Journal, Nature, New Yorker, Economist, and the Financial Times; and 
shown at internationally acclaimed institutions and events including the Victoria & Albert Museum, 
London; Seoul Mediacity Biennale; Istanbul Design Biennial; Frankfurter Kunstverein (DE); 
Zeppelin Museum, Friedrichshafen (DE); Utah Museum of Contemporary Art, Salt Lake City (US) 
and Kemper Museum of Contemporary Art, Kansas City (US). Recently, Harvey developed 
VFRAME, a computer vision project for human rights researchers working on OSINT investigations. 
VFRAME received an Award of Distinction from Ars Electronica in 2019, a nomination for the EU 
STARTS prize in 2018, and for the Beazley Design of The Year Award in 2019. 
 
 
Vladan Joler, Prof., is an academic, researcher, and artist whose work blends data investigations, 
counter-cartography, investigative journalism, writing, data visualization, critical design, and 
numerous other disciplines. He explores and visualizes different technical and social aspects of 
algorithmic transparency, digital labour exploitation, invisible infrastructures, and many other 
contemporary phenomena in the intersection between technology and society. He has curated and 
organized numerous events and gatherings of Internet activists, artists, and investigators, including 

https://common.garden/
http://vframe.io/
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SHARE events in Belgrade and Beirut. His artistic pre-history is rooted in media activism and game 
hacking. Joler’s work is included in the permanent collections of the Museum of Modern Art 
(MoMA), New York City; the Victoria & Albert Museum, London; the Design Museum, London, as 
well as in the permanent exhibition of the Ars Electronica Center, Linz (AT). His work has been 
exhibited in more than a hundred international exhibitions, including institutions and events such 
as: ZKM | Center for Art and Media Karlsruhe (DE); XXII Triennale di Milano (IT); HKW Haus der 
Kulturen der Welt, Berlin; Vienna Biennale; Victoria & Albert Museum, London; Transmediale, 
Berlin; Ars Electronica, Linz; Biennale WRO, Breslau (PL); Design Society, Shenzhen (CN); 
Hyundai Motorstudio, Peking; MONA Museumpedagogy and Augemented Reality, Hobart (AU), 
various European cities; GlassRoom; La Gaite Lyrique, Paris; the Council of Europe, Strasbourg 
(FR); and the European Parliament, Brussels. Joler has received the 2019 Design of the Year 
Award by the Design Museum, London and the S+T+ARTS Prize ’19 Honorary Mention by the 
European Commission and Ars Electronica. 
 
 
Kateřina Krtilová, PhD, is a researcher at the Zurich University of the Arts, focusing on aesthetics 
and media theory. She also coordinates the PhD program “Epistemologies of Aesthetics Practices” 
(ZHdK, University of Zurich and ETH). She received her PhD in 2017 from Bauhaus-University, 
Weimar, with a dissertation on Vilém Flusser’s media philosophy and initiated and coordinated 
several international projects in media philosophy, among others the DFG funded research project 
‘Positions and Perspectives of German and Czech Media Philosophy’. Recent publications include 
Praxis und Medialität, Internationales Jahrbuch für Medienphilosophie, Band 5 (2019), ed. together 
with Dieter Mersch; “Medienanthropologische Szenen. Die conditio humana” in Zeitalter der 
Medien (2019), ed. together with Christiane Voss and Lorenz Engell; “On the Practice of Theory. 
The Technological Turn of Media Theory and Aesthetic Practice of Media Philosophy” in Practical 
Aesthetics (2020); “Can We Think Computation in Images or Numbers? Critical Remarks on Vilém 
Flusser’s Philosophy of Digital Technologies”, in Flusser Studies 22 (2016). 
 
 
Bea Kittelmann is an interdisciplinary artist, currently focusing on graphic design and illustration. 
In their artistic practice, Kittelmann consequently puts fun first and is less interested in rules and 
limitations. Instead, it is much more about perceiving and acknowledging the existence of these 
rules, in order to ultimately be able to reject and break them. Kittelmann is currently studying Visual 
Communication at the Weißensee Kunsthochschule Berlin.   
 
 
Lauren Lee McCarthy is an artist examining social relationships in the midst of surveillance, 
automation, and algorithmic living. She is a 2020 Sundance New Frontier Story Lab Fellow, 2020 
Eyebeam Rapid Response Fellow, 2019 Creative Capital Grantee, and has been a resident at 
Eyebeam, New York City; ZERO1, San Francisco; Frank-Ratchye STUDIO for Creative Inquiry, 
Carnegie Mellon University, Pittsburgh (US); Autodesk, Mill Valley (US); Interactive 
Telecommunications Program at New York University; and Ars Electronica, Linz (AT). Her work 
SOMEONEwas awarded the Ars Electronica Golden Nica and the Japan Media Arts Social Impact 
Award, and her work LAURENwas awarded the IDFA DocLab Award for Immersive Non-Fiction. 
Lauren’s work has been exhibited internationally, at places such as the Barbican Centre, London; 
Fotomuseum Winterthur (CH); Haus der elektronischen Künste Basel (CH), ACM SIGGRAPH, in 
various locations; Onassis Cultural Center New York; IDFA DocLab, Amsterdam; Seoul Museum 
of Art; and the Japan Media Arts Festival. She is the creator of p5.js, an open-source programming 
language for learning creative expression through code online. She helps direct the Processing 
Foundation, a non-profit whose mission is to promote software literacy within the visual arts, and 
visual literacy within technology-related fields—and to make these fields accessible to diverse 
communities. Lauren is an Associate Professor at UCLA Design Media Arts, Los Angeles. 
 
 
Lukáš Likavčan is a Slovak philosopher focused on technology, ecology, and visual cultures. He 
studied Philosophy at Masaryk University, Brno (SK), where he is currently concluding his PhD 
studies in environmental humanities, and Sociology at Boğaziçi University, Istanbul. As a 



30/33 

 

researcher, he was based at Wirtschaftsuniversität Wien, The Hong Kong Polytechnic University, 
and BAK – basis voor actuele kunst, Utrecht (NL). Likavčan is a lecturer at Center for Audiovisual 
Studies FAMU, Prague; faculty member at Strelka Institute for Media, Architecture and Design, 
Moscow; and a member of Display – Association for Research and Collective Practice, Prague. He 
is a co-editor of the Czech anthology of contemporary philosophical realism Mysl v terénu. 
Filosofický realismus ve 21. století (2018), and an author of Introduction to Comparative 
Planetology (2019). 
  
 
Jen Liu is a visual artist based in New York, working in video/animation, choreography, genetically 
engineered biomaterial, sculpture, and painting to explore national identities, gendered economies, 
neoliberal industrial labor, and then re-motivating of archival artifacts. She builds fictional worlds 
from multiple lines of research, fabricated narratives that speak to contested accounts of the past 
and present. She is a 2019 recipient of the Creative Capital Award, 2018 LACMA Art +Technology 
Lab grant, and 2017 Guggenheim Fellowship in Film/Video. She has presented work at The 
Whitney Museum, MoMA, and The New Museum in New York City; Smithsonian American Art 
Museum, Washington DC; Royal Academy and ICA in London; Kunsthaus Zurich; Kunsthalle Wien; 
the Aspen Museum of Art (US); Henry Art Gallery, Seattle (US); MUSAC, Leon (ES); UCCA Peking, 
Times Museum Guanzhou, (CN); and the 2014 Shanghai Biennale and 2019 Singapore Biennale. 
  
 
Eva & Franco Mattes are an Italian artist duo based in New York City. They make work that 
responds to and dissects our contemporary networked condition, always approaching the ethics 
and politics of life online with a hint of dark humor. Group exhibitions include Sharjah Art Foundation 
(AE); SFMOMA, San Francisco; Athens Biennale; Mori Art Museum, Tokyo; Museum of 
Contemporary Art, Chicago; Biennale für aktuelle Fotografie, Mannheim (DE); Biennale of Sydney; 
Whitechapel Gallery, London; Minneapolis Institute of Arts (US); Sundance Film Festival, Salt Lake 
City; MoMA PS1 and Performa in New York City; National Art Museum of China, Beijing; The New 
Museum, New York City and Manifesta 4, Frankfurt (DE). In 2001, they were among the youngest 
artists ever included in the La Biennale di Venezia. Survey exhibitions of their work have been held 
at Fondation PHI, Montreal (CA), and at Fotomuseum Winterthur, Zurich 2021. Past solo exhibition 
venues include Nassauischer Kunstverein Wiesbaden (DE); Team Gallery, Los Angeles; Essex 
Flowers and Postmasters Gallery, New York City; Carroll/Fletcher Gallery, London; and Site 
Gallery, Sheffield. Their works can be found in the collections of the SFMOMA, Whitney Museum 
of American Art, Fotomuseum Winterthur (CH), X Museum, and the Walker Art Center (US).  
  
 
Tom McCarthy is a novelist and is known in the art world for the reports, manifestos, and media 
interventions he has made as general secretary of the International Necronautical Society, a 
semifictitious avant-garde network. His books include C and Satin Island, both of which were short-
listed for the Booker Prize; Transmission and the Individual Remix: How Literature Works; and Men 
in Space. In 2013 McCarthy was awarded an inaugural Windham Campbell Literature Prize from 
Yale University. He contributes regularly to publications such as The New York Times, The London 
Review of Books, Harper’s and Artforum. 
McCarthy has held Visiting Professorships at the Royal College of Art London; Columbia University, 
New York City; and Städelschule Frankfurt (DE). In 2019 he guest-curated the exhibition ‘Empty 
House of the Stare’ at London’s Whitechapel Gallery, and in 2022 will guest-curate a major 
exhibition, ‘Holding Pattern’, in Kunstnernes Hus Oslo (NO), exploring themes and motifs of his 
work.  He lives in Berlin, where in 2019 he was a Fellow of the DAAD Artists-in-Berlin programme. 
 
 
Lisa Messeri, PhD, is an assistant professor of Sociocultural Anthropology at Yale University. She 
works with scientists and innovators to understand how their practices and imaginaries shape 
broader understandings of what it means to be in the world. In the book Placing Outer Space 
(2016), Messeri explores how planetary scientists and exoplanetary astronomers transform planets 
from scientific objects into places and worlds. Presently, she is writing a book that weaves together 
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the fantasies and technologies that enliven the virtual reality community in Los Angeles. Messeri is 
more of a Scully than a Mulder. 
  
New Models (NM) is a media platform and community addressing the emergent effects of 
networked technology on art, tech, politics, and pop-culture. Established in Berlin in 2018, by 
Caroline Busta, Daniel Keller, and LILINTERNET, NM includes some 1000 members and exists 
worldwide via the New Models Discord server and https://newmodels.io.  
 
 
Lisa Rave is born in the United Kingdom and has since 2001 been living and working in Berlin. 
Rave studied Experimental Film at the Universität der Künste Berlin and Photography at Bard 
College, New York City. Her essayistic work often investigates the agency of matter and the hidden 
narratives of material from which our modern world is made, in the complex interplay of culture, 
economy, and ecology. She was a fellow of The Current at TBA21 Thyssen Bornemisza Art 
Contemporary Academy, the Academy of Media Arts in Cologne, KHM (DE); as well as the 
Academy Schloss Solitude in 2014. Her work has been shown by, among others, Kunstmuseum 
Basel (CH); Hessisches Landesmuseum Darmstadt (DE); Berlinische Galerie; BOZAR Brussels; 
Transmediale, Berlin; the Museum for Modern Art Dubrovnik (MOMAD); mumok, Vienna; the 
Toronto Biennale (CA); and Lofoten International Art Festival ,LIAF (NO); NTU Centre for 
Contemporary Art Singapore; and the Württembergischer Kunstverein, Stuttgart (DE). Rave 
currently works at the Academy of Fine Arts Nuremberg (DE). 
 
 
Rachel Rossin is a painter and programmer whose multi-disciplinary practice has established her 
as a pioneer in the field of virtual reality. Her work blends painting, sculpture, new media, gaming, 
and video to create digital landscapes that focus on entropy, embodiment, as well as the ubiquity 
of technology and its effect on our psychology. Past solo exhibition venues include Zabludowicz 
Collection, London; 14a, Hamburg (DE); The Journal Gallery and Signal Gallery, New York City; 
Contemporary Art Centre, Riga and Zieher Smith & Horton, New York City. Rossin’s work was part 
of group exhibitions at the Frist Center for the Visual Arts, Nashville (US); K11 Art Museum, 
Shanghai (CN); Kiasma Museum, Helsinki; The New Museum, New York City. Rossin received a 
Fellowship in Virtual Reality Research and Development, from New Museum’s NEW INC in 2015. 
 
 
Konstanze Schütze, Dr. phil., is a curator and art educator. As Junior Professor for 'Art Media 
Education' at University of Cologne (DE) she teaches and conducts research in art mediation, 
media education. Fields of work and research: art education and media theory with a focus on 
contemporary art and inter-institutional approaches on research. She is co-founder & curator of the 
queer-feminist post-digital performative arts platform and collective 'dgtl fmnsm‘ at 
digitalfeminism.net. Academic focus: speculation labs in Art Education, imagery after the Internet, 
Art and the postdigital condition, updates for critical art mediation. She co-edits the online platforms 
‚PIAERnet/texte' and ‚myow.org – Workbook Arts Education‘. Current projects: Algorithmic Literacy 
Lab* (http://kunst.uni-koeln.de/algorithmic-literacy-lab/), Critical Procedures (http://kunst.uni-
koeln.de/criticalfutures-possibleprocedures/). 
 
 
Caroline Sinders is a machine-learning-design researcher and artist. For the past few years, she 
have been examining the intersections of technology’s impact in society, interface design, artificial 
intelligence, abuse, and politics in digital, conversational spaces. Sinders is the founder of 
Convocation Design + Research, an agency focusing on the intersections of machine learning, 
user research, designing for public good, and solving difficult communication problems. As a 
designer and researcher, she has worked with Amnesty International, Intel, IBM Watson, the 
Wikimedia Foundation, and others. She has held fellowships with the Harvard Kennedy School; 
the Mozilla Foundation and Yerba Buena Center for the Arts, San Francisco; Eyebeam and the 
International Center of Photography, New York City; and Frank-Ratchye STUDIO for Creative 
Inquiry, Carnegie Mellon University, Pittsburgh (US). Sinders’ work has been supported by the Ford 
Foundation, Omidyar Network, the Open Technology Fund and the Knight Foundation and has 
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been featured in the Tate Exchange, Tate Modern and Victoria & Albert Museum, London; MoMA 
PS1, New York City; LABoral Centro de Arte y Creación Industrial, Gijón (ES); Ars Electronica, 
Linz (AT); the Houston Center for Contemporary Craft (US); Slate; Quartz; Wired; among others. 
She holds an MA from the Interactive Telecommunications Program at New York University. 
  
 
Dirk Sorge works as an artist and cultural mediator in Berlin and Saxony. He studied Fine Arts and 
Philosophy and deals with the topics of standardization, mechanization, and automatisms. His 
works include installations, performances, and computer programs. Often, he involves his audience 
directly and questions the concept of authorship. He has worked for various museums, including 
the Berlinische Galerie; the Bauhaus Archive, Berlin; and the Staatliches Museum für Archäologie, 
Chemnitz. Dirk Sorge is a founding member of Berlinklusion, a network that promotes the active 
participation of people with disabilities in art and culture. 
 
 
Charles Stankievech is a Canadian artist whose research has explored the notion of ‘fieldwork’ in 
the embedded landscape, the military industrial complex, and geopolitics. His work has been 
shown at institutions including the Louisiana Museum of Modern Art, Humlebæk; Palais de Tokyo, 
Paris; Haus der Kulturen der Welt, Berlin; National Gallery of Canada, Ottawa; TBA21 Thyssen-
Bornemisza Art Contemporary, Vienna; MASS MoCA, Massachussetts; Musée d’art contemporain 
de Montréa, North Adams (US); Musée d’art contemporain de Montréal (CA); Canadian Centre for 
Architecture, Montreal; and the Venice (IT) and SITE Santa Fe Biennales (US), among others. He 
has lectured at dOCUMENTA (13) and the 8th Berlin Biennale and his writing has been published 
by Sternberg Press, e-flux, Verso, MIT and Princeton Architectural Press. Stankievech has 
participated in such residencies as The Banff Centre (CA); Fogo Island; Marfa Fieldwork (US); 
Atlantic Centre for the Arts, New Smyrna Beach (US); Museumsquartier Vienna; and the Canadian 
Military. In 2015, he won the OAAG award for best solo exhibition Monument as Ruin. He is an 
editor of Afterall Journal out of London, and founded the art and theory press K. in Berlin in 2011. 
In 2007, he was a founding faculty member of the Yukon School of Visual Arts, Dawson City (CA) 
(under joint governance by the indigenous sovereign nation of Tr'ondëk Hwëch'in). He is an 
Associate Professor in the Faculty of Architecture, Landscape and Design at the University of 
Toronto (CA).  
  
 
Ramak Molavi Vasse'i is a digital rights lawyer and policy advisor. She is a visiting lecturer at the 
University of Potsdam and IE Law School in Madrid. Her research includes privacy and data 
protection, Artificial Intelligence, algorithmic systems and ethics, and the regulation of technology. 
Her interdisciplinary work is dedicated to sustainable and public service-oriented technology. 
 
 
The AURORA School for ARtists at the University of Applied Sciences Berlin (HTW) offers further 
education in the fields of augmented reality (AR) and digital media production to art and culture 
professionals. In regular practice-based programs, existing AR solutions from the creative and 
artistic field are presented and ideas for their further implementation are developed. In the 
AURORA production lab, some of the AR app designs can also be realized and programmed with 
the support of the AURORA team. 
From 2018 to 2021, the AURORA School for ARtists receives funding from the European Regional 
Development Fund (ERDF) under the “Program for Strengthening Innovation Potential in Culture 
II” with the support of the Senate Department for Culture and Europe. 
  
 
Jugendgremium Schattenmuseum is a collective of 14 young people who advise museums and 
cultural institutions on their inclusion of younger audiences as well as develop their own artistic 
interventions. The collective was formed in 2018 as part of a collaboration with the Jewish Museum 
Berlin. Since, its members have met regularly in the form of workshops to develop their own 
projects and collaborations. Together with sideviews e. V., the collective realizes exhibitions for 
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and together with cultural institutions in Berlin. Their recent work is documented on the website 
schattenmuseum.de. 
 
MOTIF is an independent think tank that operates at the intersection of technology and society. 
MOTIF conducts research and advises organizations and policymakers on equitable tech. Current 
focus topics are fair platform work, feminist artificial intelligence, and open digital infrastructures for 
civil society organizations.  
 

https://www.schattenmuseum.de/

