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Editorial

(Un)Real. Curating the Digital

in the Age of Al

Birgit Mersmann, Hauke Ohls, and Xie Wen

The experience of the “(Un)Real” is interwoven with digital technology, blockchain,
and AL It is not opposed to reality but deeply embedded within it, reshaping and even
replacing our known world. In the art sphere, it is shaped by virtual galleries, crypto

art markets, and generative Al imaging, forming new sensory interfaces for perceiving
self and society. In this context, curating — once centered on organizing objects and
narratives in physical space — now navigates a far more complex arena. It must rede-
fine its cultural and ethical role amid collisions between the virtual and physical, human
and machine, and ultimately, the real, hyperreal and unreal.

This issue’s articles collectively ask: How does the practice of art-curating change
through its migration into virtual spaces, cross-realities and automated scenographies?
What new display, mediation and participation possibilities do digital, net-based

and Al-induced exhibition formats offer? As digital capitalism fuels sensory alienation,
Al disrupts creative foundations, and blockchain’s decentralized promises spawn

new illusions. Can curating be turned into an art-systemic critique and practice of
resistance?

The bilingual (Un)Real issue brings together diverse theoretical, practical, and empirical
perspectives from researchers, curators, and artists. It was initiated as a collaboration
between Comple-X.NET and OnCurating within the framework of “UN-Curating: Arts
and Interdisciplinary Collaboration”— a multi-year project dedicated to examining the
evolving role of art and curating across intersecting fields. The current issue is a joint
publication, based on a selection of articles from the Paraverse issue of OnCurating
(no. 63, ed. by art historians Birgit Mersmann and Hauke Ohls) and enriched with new
contributions from Chinese curators and artists selected by co-editor and curator Xie
Wen. A long-standing engagement with potential forms of collaborative futures within
complex socio-technical systems directly informs her selection. The Chinese artists
and curators included in the (Un)Real issue are not only deeply immersed in the global
digital technology wave, but also maintain a critical awareness of China’s specific
conditions, offering an indispensable critical perspective and a body of practical case
studies.

Curating the digital today exceeds selecting works or crafting narratives. It must con-
front the fundamental shift of the unrealization of reality, as technologically enacted
upon bodily experience in virtual spaces and Al-generated ecosystems. In this embed-
dedment, digital immersion masks crises of alienation and reification.

In (Un)Real Worlds of Digital Curating, curatorial scholar Dorothee Richter reactivates
Marxist and Situationist theories, arguing that the digital age imposes “passive contem-
plation,” replacing sensory engagement with spectacle consumption. NFTs epitomize
this by transformimg conceptually fluid digital art into speculative objects that are then
displayed conservatively in white cubes for validation. The author proposes “situated
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curating” as resistance — emphasizing bodily presence and shared environments to
re-anchor art in tangible reality, countering digital “placelessness.

Wang Yiquanss artistic archival practice of collecting little videos as Pearls in the Digital
Sea echoes the critique of the spectacle of consumption from a social-media perspec-
tive of viral video cultures. Under the moniker “ghost curator” of platform algorithms,
his gathering becomes active archiving — a digital ethnography preserving memory
against accelerated information erosion, revealing everyday digital alienation.

Curators are testing new display grammars and spatial logics in hybrid realms. Curator
and curatorial scholar Livia Nolasco-Rdzsds discusses her international collaborative
project Beyond Matter, a practice-based research on exhibition-making under virtual
conditions. Beyond Matter revives historical exhibitions like Les Immatériaux digitally,
not to replicate, but to reactivate their ideas. Its open-source tools suggest an Al-assisted,
decentralized curating future, where algorithms dynamically relate artworks to space,
challenging the curator’s singular authority.

In Ctrl + Curate: About Online Exhibitions, digital art curator Peggy Schoenegge traces
the emergence and transformation of curating web-based exhibition spaces. Including
projects by the curatorial collective peer-to-space, she argues that online curating is a
site-specific practice enabling the creation of innovative speculative forms beyond
physical limits.

The curator Nina Roehrs comprehends her exhibition DYOR—Making Sense of the
Crypto Art World as a radical institutional experiment. Embracing Web3's “Do Your
Own Research” ethos, the DYOR exhibition at the Zurich Kunsthalle embedded crypto
art’s decentralized, community-driven ethos into its framework. By sharing curatorial
power, it became a social experiment in decentralized curating, testing new values
within traditional walls.

Artificial Intelligence poses the deepest challenge for art-curating in these current
times, acting not only as a technological tool but also as an institutional force of sys-
tem change.

Under the title Agent and Agency, the conversation between Wang Yini, curator of the
exhibition Bable Bottle (2025), and artist Wu Ziwei sheds light on interactive exhibi-
tion-making with generative Al Drawing upon the Mimicry series by Wu Ziwei, as pre-
sented in the exhibition, they discuss how Al is treated as an ALife system component,
exploring «distributed agency» between humans and machines. In this line, the art
system becomes an ecological field for collaboration that extends into social-media
environments.

In All that is solid is melting, art historians Birgit Mersmann and Hauke Ohls explore the
(un)real conditions of curating and exhibiting Al art in physical space. They also dis-
cuss the institutionalization of Al art curation and academic research in China in con-

According to curator Ma Nan, the “Future Art Ecosphere; a landscape of art and
advanced technology, exposes the brutal logic of automated (AI) art: human time com-
pressed and culture reduced to algorithmic “illusions” Under these conditions, Curating
as Resistance in the Age of Al means creating fissures — introducing error, delay, and
uncertainty — shifting curating from organization to ecological critique.

(Un)Real | (3E) M52
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Collectively, the contributions in this issue chart a collaborative curatorial future defined
by sober negotiation with technology. The (Un)Real credo thus evolves from condition
to methodology — a form of curation that navigates between worlds, making critical
interventions into its core principles. In this future of collaborative co-creation, the
curator becomes a synthesizer of roles: setting markers in algorithmic seas, creating
pauses in accelerated cultures, and reaffirming human agency amid automation’s tide.

We would like to express our sincere thanks to all authors and interview partners

for their insightful and enriching contributions, to Dorothee Richter and Ronald Kolb,
chief-editors of the journal OnCurating, for their continuous editorial support,

and to the Pro Helvetia Swiss Arts Council for its generous support to enable this
open access publication.

Birgit Mersmann is Professor of Contemporary Art and Digital Image Cultures
at the University of Bonn, Germany. Her interdisciplinary research covers
modern and contemporary Western and East Asian art, global art history,
migratory aesthetics, museum and exhibition studies, digital art, image and
media theory, visual cultures and visual translation, interrelations between
script and image, and history and theory of photography. Recent book publica-
tions include: Kritik des Neo-Extraktivismus in der Gegenwartskunst (ed. with
Hauke Ohls, Liineburg 2024); Image Controversies. Contemporary Iconoclasm
in Art, Media, and Cultural Heritage (ed. with Christiane Kruse and Arnold
Bartetzky; Berlin/Boston 2024); Okzidentalismen. Projektionen und Reflexionen
des Westens in Kunst, Kultur und Asthetik (ed. with Hauke Ohls, Bielefeld
2022); Uber die Grenzen des Bildes. Kulturelle Differenz und transkulturelle
Dynamik im globalen Feld der Kunst (Bielefeld 2021); Bildagenten. Historische
und zeitgendssische Bildpraxen in globalen Kulturen (ed. with Christiane Kruse;
Paderborn 2021); Handbook of Art and Global Migration. Theories, Practices,
and Challenges (ed. with Burcu Dogramaci; Berlin/Boston 2019).

Hauke Ohls is a postdoctoral researcher with the Chair of Contemporary Art
and Digital Image Cultures at the University of Bonn, Germany. His research
focuses on theoretical, sociological, and philosophical questions of modern and
contemporary art with particular emphasis on eco-relational art and ecological
aesthetics, neo-extractivism, ecofeminist, pluriversal, posthuman theory, the
discourse on objects, materiality and images, as well as the relationship between
art, economy, and neoliberalism. Additional areas of interest include the inter-
section of art and music, artists’ writings, media art, and transcultural art
history. Recent book publications include: Kritik des Neo-Extraktivismus in der
Gegenwartskunst (ed. with Birgit Mersmann, Lineburg 2024); Many-Valued
Aesthetics. Interconnections in the Work of Mary Bauermeister (Bielefeld 2024);
Okzidentalismen. Projektionen und Reflexionen des Westens in Kunst, Kultur
und Asthetik (ed. with Birgit Mersmann, Bielefeld 2022); Objektorientierte Kunst-
theorie. Graham Harmans spekulative Philosophie im Kontext einer (nicht-)
relationalen Asthetik (Hamburg 2019).
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Xie Wen is art-transdisciplinary researcher. Proceeding from art, she is dedi-
cated to building collaborative networks that respond to social complexity. Her
recent focus lies in art-driven social innovation and the co-construction of
knowledge and ecological connectivity within global-local contexts. As the
founder of the Comple-X.NET® , she has established a platform that equally
emphasizes action and research. Through the “art-transdisciplinary worksta-
tion” model, she fosters in-depth dialogue among art, technology, ecology, and
social issues: For example, the "Green Meets Blue" she curated in 2024 con-
ducted an inter-city research tour, using mangroves as a medium to explore
cross-cultural emotions and ecological connections; in 2023, as a joint compo-
nent of the World Laureates Forum, she initiated the "Question Accelerator"
project, introducing artistic thinking to catalyze socially transdisciplinary dis-
cussions on global scientific issues; and recent projects like "DAO Garden"
and "Herewell Time" explore the integration of art, technology, and sustainable
care pathways within elderly communities.
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(Un)Real Worlds of Digital Curating
Dorothee Richter

In order to explore the (un)real worlds of digital curating, I will focus less on different
digital possibilities in the narrower field of art but rather try to understand how digital
media produce, influence, and situate us as social and political subjects. Since we
understand curating as a cultural and political practice and exhibitions as spaces for
negotiating various politics, I will build on this to derive proposals for curatorial
action.

As Karl Marx’s once titled “Die Historizitat der menschlichen Sinne” (the historicity of
the human senses) proposes, the human senses are historically, if not fully determined,
then at least developed in close proximity to the materiality of a society; this simply
means that the human imagination evolved as soon as optical devices opened up new
ways of seeing. This goes beyond the well-known material bases and the superstruc-
ture of ideology. It literally means that the human constitution, the senses, the bodily
functions, the possibilities to transfer any input from outside, is developed in close
entanglement with material, mechanical, and now digital possibilities.

In the context of curatorial practice, it is essential to discuss this radical upheaval of
the epistemic arrangement of body/image/technology and the associated re-situating
of subjects and communities. This involves a dissociation of sensual impressions from
the bodys; it is a new form of alienation. From this perspective, too, the traditional mere
“hanging”, the mere “stringing together” of individual images in a room seems like an
almost poignant retrograde act. However, this gesture of pointing is also a statement,
an attempt to insist on a world of irreducible distances and ancient media. Connected
to this is also the obvious effect of seeing “artworks” primarily as commodities that are
and remain transportable and tangible. This conservative, if you will, way of “hanging”,
usually accompanied by a backward-looking concept of art, is still a widespread cura-
torial act today. But we must also take into account the possibilities and problematic
effects of the digital on cultural techniques such as curating. Therefore, the digital con-
dition today is the (un)real backdrop of contemporary curating,

From Digitalisation to Alienation

But how did we come to this point? This deep alienation, triggered by digitalisation
was initiated by the global corona pandemic, which not only provided new images and
a previously unimagined dependency of all communication on digital media, but also
enabled a new form of governance, a new form of struggle over hegemony. I refer here,
for example, to digitally transmitted graphics on the pandemic with corresponding
behavioral recommendations, provided by experts and self-proclaimed experts from
the conspiracy theory camp. The moment facts and emotionalised images lost their
connection, conspiracy ideologies could float freely: At the same time, the pandemic
isolated people, and social contacts were suddenly radically reduced.

In a talk, Johan Hartle argues that the Covid 19 pandemic was a specific aesthetico-
political constellation with drastic implications — how the crisis changed our perceptive
apparatus, our relationship to the world, and with his analysis, the problem of the
fetishization in the arts can be understood.! In his view, the crisis was not only a mas-
sive crisis in itself in terms of organising social affairs, but it also deepened several
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forms of crises: economic crises, political crises, and on top of that, it also somewhat
takes away people's capacity to react politically. This dilemma, as Johan Hartle continues,
increases the crisis in terms of economic problems, and at the same time it diminishes
the capacities to confront the crisis. His argumentation develops the understanding of
our current situation in three steps. First, he examines the concept of alienation as
developed by Karl Marx; second, he argues the extent to which Georg Lukécs’ under-
standing of reification develops this approach; and third, he elaborates on Guy Debord’s
concept of spectacle as its contemporary extension and what follows for our under-
standing of the contemporary aesthetico-political constellation. I roughly rely on
Hartle's argument and will discuss what implication this ultimately has for curating,
He develops the argument in a series of thoughts related to alienation. Alienation is
here understood as the term that Karl Marx used to describe the specificity of work in
capitalism.

Following Hartle in the fetishism chapter (chapter one of Capital: A Critique of Political
Economy), it is demonstrated that we keep reproducing social conditions even if

we might simply be market agents. We reproduce all implications of a market society:
the increasing social inequality and reproduction of social inequality that are implied
in the very act of market exchange.

Marx’s argument is in some way quite obvious, as Hartle lays out: by exchanging com-
modities, we reproduce the idea of the exchange of equivalence. This is problematic
because there is one commodity that is worth more than it costs, and that is the com-
modity of labour power. One can buy labour power for its “fair price’; the fair price is
the cost of reproduction — historically, not going directly to the producer of new bod-
ies and of care work, (since this would be women’s work), labour power is capable of
producing worth that is more than what it costs; this is the so-called surplus. By buy-
ing labour power and having the labourer produce, the buyer or capitalist gets richer,
although he pays the labourer fairly. That is implied in the very act of commodity
exchange, because it is implied in the principle of the exchange of equivalence, which
is in short Marx’s concept of fetishism.

This thought on alienation was further exemplified, as Hartle points out, when the
most renowned Marxist cultural critic Georg Lukdcs wrote History and Class Con-
sciousness in 1923. In this book, he develops this idea further and stops speaking about
fetishism; he now speaks about reification. Reification means turning social relations
or processes into “things”. This concept implies that something is turned into a thing
that shouldn’t normally be treated as a thing. (In German, this sounds even clearer,
because it is called Objektifizierung). Hartle emphasises that one could say that Marx’s
understanding of commodity fetishism already implies such a dynamic of turning
social relations into things because in the act of exchanging commodities or in the act
of thinking there is a necessary value to an object, this commodity has a monetary
value. From a feminist perspective, it also means that the relations in the family
become objectified, especially as the economic side of a union becomes more and
more romanticised. This is typical for ideology, where a narrative or myth in a Barthe-
sian sense confuses the clear vision of what is what. This makes the economic aspects
invisible but no less pressing. What Lukdcs basically says is that, under capitalist cir-
cumstances, more often than not, we tend to take processes and relations as what they
are not, namely as things. They are being reified, and as Hartle concludes, we do so by
acting as individual commodity processors, meaning, we act as individual market
agents rather than seeing ourselves as the collective producers of our own lives.
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This means, in Hartle's perspective, that we are individual commodity processors who
exchange individual commodities — labour power, for example, or whatever we have
to sell. But this is a misconception, because the way in which we perceive the world
from this angle leads to the misunderstanding that we are confronted with individual
objects that we are exchanging as individual agents. Instead, we should see the whole
social reality as a process and as a set of relations that we are part of and that we might
collectively change. The general understanding is that relations and processes, or
society as a whole, now appear to us fragmented, as a set of individual objects and a
set of individual agents. This implies that in the neoliberal economy we have a sense of
fragmentation and isolation, of being individual market agents, and we have this
refined reality of millions of objects in front of us that all seem to restore and contain
social reality as an objective fact. When Lukécs calls this “reification,” he means that
the world appears to us as if it was a set of things rather than a set of forces, relations,
and dynamics that we ourselves could change. And by being confronted with such a
thing as “objective reality, we end up in a “contemplative relationship” with the world:
our impression is that we can no longer change this reality; we can only look at it from
a certain distanced contemplative point of view.

And this is precisely what Guy Debord develops further in his Society of the Spectacle in
1967. Debord also speaks of a world that appears as objectified — but his point is
slightly different: we can only approach the objectified reality with which we are con-
templatively confronted as passive consumers. The idea of consumption is increased
because the world now replicates itself in a world of images, in a world of represen-
tations.

In the world of politics, this means that reactions to the emotionalised, unreal world
of (fabricated) images are increasingly emerging and taking on concrete forms of public
expression. This is partly a reaction to being trapped in distorted doubled images.

I cannot go into the problem in detail here, but we see the basic problem as already
formulated by Theodor W. Adorno and Max Horkheimer in the Dialectic of Enlighten-
ment (1944). The problem here is massive projections into which — precisely without
knowledge of the real situations or the real subjects — one’s own problems and desires
are projected onto substitute subjects that do not actually exist. For this reason, it is
not possible to counter racist prejudices with arguments for example; the psychological
benefit of such a displacement of one's own wish production is too great.” This can

be described as an active reaction to a passive contemplative attitude, because it is not
oriented towards historical or other knowledge or any kind of differentiated under-
standing or oriented solution.

NFT— contemplative objectification?

In the world of the arts, the overall digitalisation has other effects. With digitalised
artistic works, like NFTs for example, the process of objectivation is increased ad
absurdum; unreal digital images primarily serve speculation to which the art market is
particularly susceptible, as it is largely unregulated with no ban on insider trading, for
example.® In November 2021, the price of the digital currency Bitcoin began to plum-
met, dragging the other major cryptocurrencies down with it. When Russia attacked
Ukraine in February 2022, the world changed, share prices collapsed and the appetite
for risky investments waned. In the meantime, the cryptocurrency market has lost
more than half of its volume. In July 2022, OpenSea, the largest NFT art department
store, laid off 20 percent of its staff. The once coveted profile pictures of the Bored

Ape Yacht Club, an edition of 10,000 computer-generated cartoon monkey faces, are still
available to buy. Ape #7827 with earrings, yellow cap and glasses was sold for 8,794

12 Issue 64 /January 2026 | 55 64 i / 2026518



(Un)Real Worlds of Digital Curating | ¥ SR (IF) LR (Un)Real | (3F) =

Ether, which was worth 19 million euros at the time. Today, you can buy #7827 for the
equivalent of around 172,000 euros. Objects, some of which were sold for many mil-
lions at the beginning of the year, have lost an average of 92 percent of their value.
Today, the general mood on the market is rather subdued, and in a way the valorisa-
tion is now institutionalised. Collectors and artists are meeting on the platform X, and
it is a small group of white ( fe)male people who form the core of the experts. One of
these experts, Anika Meier, explains:

“You can roughly break it down and say: NFTs are digital certificates of
authenticity, and you can see on the blockchain whether, for example, the
artwork exists as an edition of ten or whether it is unique and who the artist is.
And if it has been sold, in which wallet— that’s the name of the wallet in which
NFTs are held. This can all be viewed transparently on the blockchain. It is
interesting that artists have now started to combine NFTs, i.e. digital works of
art, with physical works of art™

As a general rule, NFTs represent a logical development in hyper-capitalism; the works
are bought primarily as objects of speculation. From a curatorial perspective, their
forms of presentation are often astonishingly conventional and uninteresting; obvi-
ously, the reference to the art space, the white cube, must be maintained as a guaran-
tee of ennoblement and value attribution. In order to transfer these rather theoretical
considerations on alienation to curating, one can look at the NFT offer of the Belve-
dere in Vienna as an example, which borders on irony: The Belvedere in Vienna sold
imaginary puzzle pieces of Gustav Klimt's painting 7%ze Kiss (1908-1909). The sale takes
place via a website and brought in a large sum for the museum, which suffered huge
financial losses during the pandemic. Even if this reinforces the contemplative, passive
attitude described in social theory, as buying suggests a kind of participation in deci-
sions, I don't want to condemn this type of financing altogether. On the one hand,
museums and art institutions are indeed often underfunded, and on the other hand, it

An example of a NFT gallery on OnCyber. Credit: blog.zenft.xyz
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is important for the future of museums to offer something that resembles a game as an
entry point. Like other editions, NFTs and other digital works are now often cheaper
than regular artistic works. This would suggest a certain democratisation. Neverthe-
less, it shows a supposed participation that replaces a serious possibility of participa-
tion. The museum exists in the struggle for the attention economy and adopts the cap-
italist logic of exploitation; the real act of buying remains in the unreal/digital, or to
put it bluntly, is irrelevant in terms of social, i.e. political influence. Furthermore, the
traditional gender relations are also inscribed in the act of purchase in the example of
The Kiss and also in the clique of experts who constitute the market).

Hyperreality as a third space

As these examples show, to gain a better understanding of the phenomenon of
deterritorialised digital images, it is necessary to move away from the dualism of real
and unreal.

The hyperreal project in Jean Baudrillard’s Simulacra and Simulation (1981) questions
how the unlimited circulation of images becomes an essential rhythm of postmodern-
ism and foreshadows our (post)digital present.® This includes both the circulation of
images on social media and the estrangement of images, which are found under the
polemical variants like deepfakes and fake news. Digital worlds allow the real and the
unreal to coincide and form a third space: the hyperreal. The subject is no longer able
to distinguish between the real and the fake, thereby collapsing the concrete, fact-
based truth value of information. In distinction to Marshall McLuhan’s “the medium is
the message, the digital creates its own real worlds with a set of rules.

When Hito Steyerl introduced the “poor image” in 2009, a general critique of the truth-
fulness of the image began, along with an embrace of the reproduced, often flawed
copy-and-paste images that currently flood the meme-driven internet.° This makes
Steyerl not only politically fruitful but also proves that there can indeed be a real politi-
cal dimension to these images, namely in their pure “conditions of existence.” These
exist independently of their origin and the logic of a mission-conscious subject that
creates these images. Steyerl examines many more of the effects of images that have a
practical and real impact on our present. The essential point is that, although one can
assume the unreal origin of an image, one should nevertheless examine its real politi-
cal implications, uncover them, and thus bring them into the discourse on art.

In his post-Corona crisis essay, Benjamin Bratton asserts unequivocally that crisis situ-
ations expose emergency conditions and restore the visibility of reality.” Thus, since
2021, a noticeable tendency has emerged to reconnect the immateriality and unreality
of the surrounding images with their material conditions during moments when the
overwhelming flow of information fails to function “frictionlessly. The moment of dis-
ruption, the struggle that Bratton links to the pandemic years, raises questions about
the conditions and origins of the digital condition.

Jussi Parikka already expresses this idea in his book A Geology of Media, in which he
writes: “Data mining might be a leading hype term for our digital age of the moment,
but it is enabled only by the sort of mining that we associate with the ground and its
ungrounding ™ Parikka thus made it clear as early as 2015 that the exploitation and
destruction of the environment to create digital images can be traced back to a mate-
rial basis. The immateriality that is so often assumed not only has real impetus, but
also has immediate consequences on the physical world. The question therefore arises
as to how digital art can be (re)located in curation and art.
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Situated and localised curatorial practices

A critical curatorial approach now seeks to counteract contemplative objectification,
i.e., a passive attitude toward the world, as intensified by digital art, through active par-
ticipation, critique, and speculation. To that end, I have selected digital art projects
developed in recent years within the OnCurating context. This, in our understanding,
aims to re-engage with the physical world in bodies, places, and the political dimen-
sions through which knowledge is generated and experienced.

In a way, we follow a logic of situated knowledge that takes image production and its
consequences seriously, making the conditions of artistic production visible and
anchoring them in place and time. This may involve, as Parikka suggests, exposing the
technological conditions of extraction of nature to the viewer or allowing a performa-
tive reconfiguration of the image or artwork through participation and a conscious
return to physical space.

Ultimately, the goal is to continually integrate the responsibility of producers, as Donna
Haraway proposes, into the viewer’s interpretive context: “Also, one cannot relocate to
any possible vantage point without being accountable for that movement. Vision is
always a question of power to see” Relocation, in our understanding, refers to the link-
ing of knowledge about the systems, conditions, and structures inscribed into the art-
work with a call for (self-)reflection among all participants. In this sense, I aim to build
upon what we developed in the Scores project, as described in OnCurating Issue 53,
and expand this logic to post-digital formats — toward what we call a political form of
thinking, one not rooted in representational power but in activation and reflection.
This approach strives to create empathy, cultural exchange, and relationality.’In sum,
recent theory across media and curatorial studies converges on the idea that placing
art and audiences back “on the ground”— literally and metaphorically — is necessary
to counteract the pitfalls of digital placelessness. Relocation provides the friction, con-
text, and shared space needed for deeper participation and critical insight.

Three projects in particular exemplify how curatorial work can enable this relocation
of subjects and artworks: Are We All Here? Exploring Embodied Virtuality Today (2021),
Small Projects for Coming Communities”(2019-ongoing), and Attention Is All I Need.
(2025) Each of these initiatives responds to digital placelessness by creating experi-
ences that physically or contextually anchor participants through participation, cri-
tique, or engagement with shared material environments.

Are We All Here? Exploring Embodied Virtuality Today

At the OnCurating Project Space, we presented early net art in the exhibition Are We
All Here? (2021). The exhibition focused on the central themes of the contradictions
between presence and absence, as well as passivity and participation. One example is
Eduardo Kac's work Teleporting an Unknown State (1994-1996, adapted 2021), in which
light can (and must) be sent digitally to a plant; the light always corresponds to the
light of the place from which something is sent. Basically, this is an attempt to counter-
act the placelessness described by Peter Weibel.!! This piece involves a live stream and
a living plant that grows only by the light of a projection, thus mixing telematics (dis-
tant) presence with a tangible, local organism. By staging Kacs work in a concrete
room, visitors can walk around the installation, water the plant, or see their bodies
juxtaposed with the live video feed. The curators grounded a discussion of virtual con-
nectivity in a physical encounter by reinforcing site-specificity and temporality, treat-
ing the online space not as a timeless digital archive but as an event tied to a specific
moment and location. For the audience, this was produced by an erosion of the virtual
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and the real space. The spectator is visiting a feedback loop, whether online or in per-
son, viewers were prompted to reflect on their own embodied standpoint. The exhibi-
tion made “embodied virtuality” tangible and prompted critical questions about online
presence and the obsolete nature/culture dichotomy.

We also invited the choreographer Be van Vark to work with the isolated students,
who were only connected via Zoom during the Corona Crisis. The result of three work-
shops with the isolated students, most of whom had never met in a shared real space,
was a video; it shows moments of discomfort and intimacy made possible and
enforced by digital means. The protagonists reflect on their situation, their fears and
isolation while the video is being made. And yet it hints at ways of escaping isolation
and relating to each other, through small gestures, through dance, through funny
moments. The video ends with close-ups of skin surfaces. In this respect, the video
essay on digital intimacy (video Are We all Here, 2021, 7:13) addresses (self) isolation,
the loss of physical contact and singularisation, and shows an active reflection on this
situation, with new ways of relating to each other and exploring the contexts."

Are We all Here?, 2021, Video 7:13, Be van Vark, Students of the MAS in Curating, 2021

Are We all Here?, 2021, Video 7:13, Be van Vark, Students of the MAS in Curating, 2021
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Exhibition view, Are We All Here?, OnCurating Project Space, Are We All Here?, Eduardo Kac's work Teleporting an Unknown State,
Zurich, 2021 1994 -1996, adapted 2021

Small Projects for Coming Communities, here at ARKO, Seoul, 2024 Small Projects for Coming Communities, here: online, collaboration with
Martin Guinard and the 12th Taipei Biennial Rethinks Globalisation, 2021

Small Projects for Coming Communities

A turn toward performative formats can also be observed in digital practice — one
that emphasises liveness and shared presence between audience and performers. A
compelling attempt to resist digital delocalisation was launched during the Covid-19
pandemic: Small Projects for Coming Communities.”®

This project operated in virtual space but adapted to each context by incorporating
local positions. Together with a student group, we invited artists to design scores —
short instructions for action inspired by the Fluxus movement. The scores offered a
fascinating moment to observe one’s body in front of the screen — situated both in an
abstract digital space and a real, embodied setting.

We deliberately departed from the institutional white cube and radically opened
authorship. The project consisted of diverse scores that allow rethinking the present in
terms of collective futures.

One such score by the collective Neue Dringlichkeit, “Future Storytelling, invited par-
ticipants to imagine a time 50 years from now, when society’s problems have been
solved, and to look back together, recalling how they achieved that future. This exercise
sparked unfamiliar thoughts and joyful strategies. By formulating those visions
together, participants no longer saw themselves as isolated, powerless individuals but
created a shared room for visionary thinking and inspiration.
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This speculative logic can be read as a reference to Roland Meyer's theory of the con-
junctive digital image.” “Future Storytelling” becomes a reappropriation of the “as-if”,
transferred into a decidedly analog practice. Imagination and speculation intersect
here as forms of relocation. The latest activation of Small Projects for Coming Communi-
ties happened through a project, an exhibition with ongoing workshops, curated at
ARKO in Seoul. As a historical reference the film on Fluxus, Flux Us Now, Fluxus
explored with a camera was shown. During workshops alongside the exhibition, the
scores from the website of Small Projects were used to gather and explore new forms of
making art in the exhibition space.'

Attention Is All | Need

Curated in 2025 by Jonny-Bix Bongers in collaboration with the House of Electronic
Arts (HEK) Basel and the OnCurating Academy, Attention Is All I Need was an online
exhibition that investigated digital self-representation within the logic of today’s atten-
tion economy. The title echoes the foundational Al paper Attention Is All You Need,'
nodding both to algorithmic mechanisms of visibility and to the human struggle for
meaningful focus. The project treated the self as a curatorial site, suggesting that in the
digital age, the self becomes a curatorial practice. Through avatars, profiles, and perfor-
mative personas, the users on the internet engage in the constant, aestheticised labor
of online self-curation."”

Rather than present this condition as a fixed critique, the curatorial format itself
enacted a counter-strategy: by relocating these virtual self-performances into an art
context and eventually into physical space, the project reframed identity not as a dis-
embodied abstraction but as a site of shared reflection and discourse. Throughout its
online phase, Attention Is All I Need activated the web as a live, participatory site. Art-
ists not only contributed deepfakes, 3D avatars, and browser experiments but also

Click for 3D

Click for 3D

Llicuin s pidin

Attention is all I need, online, collaboration with HEK Basel, and students from OnCurating Academy Berlin, 2025
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engaged with the students of the OnCurating Academy in three participatory online
workshops. For example, Orhun Mersin's remote workshop, “Dragging the Self; invited
participants to manipulate their image with deepfake and reflect upon it by engaging
with queer feminist theory. Though held online, these workshops emphasised situated
action: every participant was somewhere — on a couch, in a kitchen, in their city —
performing identity through real gestures and creating video material that was later
bricolaged by the artists. The digital, instead of replacing presence, became a portal
toward embodied, critical coexistence and collective learning.

By doing that, the exhibition did not treat digitality as neutral ground. Instead, the
infrastructure itself became part of the materiality on display. Works like Damjanski’s
Sie liebt mich, sie liebt mich nicht (She loves me, she loves me not) (2023), which
exposes algorithmic logics and censorship in a fragile interplay of two chatbots, make
visible the constraints within which digital identities circulate. In this sense, Attention
Is All I Need enacted a reflective interface, encouraging users to slow down and con-
sider how their subjectivity is shaped by visibility metrics and platform norms.

The final gesture of the exhibition — its in-person gathering at DOCK 11 in Berlin —
was not an add-on but a pivotal moment of relocation. Despite our initial plan for the
exhibition to be entirely online, we could not resist inviting artists and visitors for the
exhibition’s finale in Saal4 at DOCKdigital. What had been individual navigation(s)
across screens, became embodied again in a final coming together that placed the dis-
courses in a mutual, affective, and dialogic setting. In collaboration with the talk series
“Realtime Affairs;” participating artists, like Allapopp, Carla Streckwall, and Kim
Albrecht, held inspiring, rather improvised talks about their work that generated infor-
mal conversation and mingling with the audience.

Attention is all I need, collaboration with HEK Basel, and students from OnCurating Academy Berlin, 2025
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In this way, Attention Is All I Need demonstrated a powerful model for curating digital
subjectivity and self-representation. It refused both technophilia and nostalgia, instead
building relational bridges between the virtual and the physical in a network of artists,
internet users, friends, workshop participants, and collaborators. The exhibition
treated online identity as contingent and performative — but also as something that
could be grounded, collectively reflected upon, and transformed through communal
experience.

Preliminary conclusion

From across Are We All Here?, Small Projects for Coming Communities, and Attention Is
All I Need, a shared conviction emerges: that curating in the digital age must involve
deliberate acts of relocation and re-contextualisation. This is not a nostalgic return to
physicality, but a strategic rebalancing of the real and unreal, shaping and reacting to
socio-political contexts. Relocation, then, is not merely a spatial tactic. It is a curatorial
practice that insists on friction, presence, and context as antidotes to placeless con-
sumption and disembodied spectacle. These projects illustrate how curators can craft
environments — physical, virtual, or hybrid — that allow audiences not just to view or
click, but to be somewhere and to reflect from that position.

The displayed exhibitions suggest that yes, there is power in being there, in standing
beside others, and in slowing down to inhabit a moment collectively. Whether through
a plant that only grows by light sent across networks, a score that asks you to walk
barefoot in your apartment, or a livestream that culminates in eye contact across a room.

In an age of ambient distraction, curating relocation is a political gesture. It creates
time and space for situated reflection. It acknowledges the erosion and redefinition of
spectatorship as participatory co-presence, where the roles of viewer, participant, and
co-producer blur. It also opens up speculative zones —‘as-if” communities, future
imaginaries, temporary assemblies — where alternative modes of being together can
be tested.
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practices entitled Materialien/Materials. Together with Ronald Kolb, Richter
directed a film on Fluxus: Flux Us Now, Fluxus Explored with a Camera. Her most
recent project was Into the Rhythm: From Score to Contact Zone, a collabora-
tive exhibition at the ARKO Art Center, Seoul, in 2024. This project was
co-curated by OnCurating (Dorothee Richter, Ronald Kolb) and ARKO (curator
Haena Noh, producer Haebin Lee). Richter is Executive Editor and Editor-in-
Chief of OnCurating.org, and recently founded the OnCurating Academy Berlin.

22 Issue 64 /January 2026 | %5 64 #i / 2026518



(Un)Real Worlds of Digital Curating | ¥ & B89 (3F) ISL it 57 (Un)Real | (3F) Bk

MFEREDN JF) IR
%27 BAEE (Dorothee Richter)

HAREHFREN (F) WL T, TR B LA HIBRRFENWNRER
WA A FHEREMIFREAMNE ML ZMBOE M, MIFMKETFFOEZARM
B AR E I T AT R REIE . T AN SRR EF XM BUA SRR, BN M E &
MECERYZE], AL, FORELLEA F1R HA X REI TR,

FINR/R- G BEEZECALRBEMHEM) (Die Historizitdt der
menschlichen Sinne) FFRE, HE £, AEWRERMELSE TEWAYIBIERR
RE, BE DS EEEX , XEKRE, T A TEANFLE TR
MEH G, ALRER B2 #5387 AR E R BREM A 2R
SH EERERN MNFE LS, XE®RE AMFIE. KRB VAU ERIEEM
SN R BIPORY BT BB, TR SR MM LA R NS HEF (LAY RT REM R &
AL R,

ERBREBAERD, RITX—XF B E/EG/SEAAERIYERE R U
SAENAEFNEBENEEMUEXRBR XS NEIREBNRE SENDE; X2
MR R e NIX—RERE, (TR R4 B HU%, BITER B 2R 2R
EGR “SBE—E, NFBDEFRAREIRITNAM, XiEELES B2
FEER, BIEN AR BRERE BN S BRI ET XL ANBRER “ZAR" E
EA N PlIskE. PIARR B G P KAV Z R0 XA R T RY NRIFBEX 4
W) B AN BEAHEERAEENZANWS, M SE TaSNhEMEEN
RETNERNEUIE BB F U N REF XA R AR EEH
BRI SZME. A, SR F RS2 EAREN () WEER.

MEFREIFN

BMNBINEIERX—F R ?XFRAF US| RBRZIFR L, EHEKHEEES]
KW B MNER T HBIEIR, P B EREERN M FE £ 7 IR B B
R, ML T IRV EIEL I, BRSNS X BRI, HI0, KB RIE
BEETRMEHET RN GBI FERRIBEXE R LUSARN AT,
—BELSBENUNEGRREXE, IFFERIRTESERREEZ 5. S ItEN,
BEEAMIEEER, A AZRNHESEREARL,
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2989 - Pa#5/R (Johan Hartle) E— /0B HIKE, iR IB BN ENBUGET
WIMKREE, FEERT BRI tIRE] T X BN AP T ARYRERAILH]
MASHEFREXR, BIMBIDT, SR FRIFYAAEF—B T HE
MR RER, IERBMUEARHSRESHESIR T —HERBGEH, MERE
R T 255 BUailF LM Al R X BHNE, BIEEEMIEE b
FIFT MTEEUE LM R W AYEES T IEWNAYER - IR /RFT S, M B 1B 5%
B GHA ™ E, RITBHEISS 7 ANNNEHREE MO =F 18R T H T A
MFFEX RIS . B 7, IR 7 /R S BIR BRI F RIS BOR, fISIE
TR A REXNYICAERAE S NIEE ERET RS, B =, thiER
TEF- R S VS EAN F B BT HRE X, FFLULEEB AL
BARBUEEF UIRHBRE RITATM S ABE L T RR/RIE R, TIEFR
WX REANRENE X BR/RET — RS FUAEXIEE RFR MY
BRTELL, “Bf” —1atE /R S R ARER AR T X S H MR R E.

RIEMRIB RN (BRL  BUALFFH AN E—F) , AR TIZH
A, ABETBEF A ZF M MIER BT T ROAEEINMEE
W, WL, TN FEFUR BmME, H3IT AT RENEI T TFEF
S Nl =<1

5Bt REREMIZE RS, IENPafS/RATE DEd i macie, AMMEI
TENIE R EXESFEFERE, ANE —MEaeiNES TEMAE,
AR F T I fho A TRI LALL RFNMAE" W EFch 77 ; AFNRBBEF L
K—FHE L, FEHFEERAF LT MERE T (AN XERRNEL
MR NEFE, MEERBES S TEAENNE; XFEPMBRIRI RN
B XA RAARBIMEFZ L FhEHTETRLEEEHR, REAELU
NN BN ERM X—F RS EB@IRITHH, BAXBREEFNI
MRNPRES, BME 2, WD EPMR B FEBIZ,

NPERRPATE L EVEREE, XX TFRUNBEZEIREZNIRE T X OULITE
WERISERRME - A REFFT1923FMERAESMMERRIRY (History and Class
Consciousness) F#H—H 135 TIRIE. EIZBH, FREFH—FRERT ‘BWU X
— R AR B RICTFENE, MaERit . M BERERtRXRIIIEENL
Y, RIREB T ARENA T BB AN AR, (Y0 EEE
EObjektifizierung, EBE—H T74) . Fa1H/R581AE, PJ LA, S5 B EmBFEY
HHIERERRET 7T X AR U AYIX—ohES. AATERRRIRITAF,
HETRE—MRGFEOANET, ZEREEERNE. NZNEXNAEE
RE, XUBRKREREXARIN T, LEHEERERFX AR REHH
BN T XERIRESHREN, T= - BRHEHNE X EHMERE ISR
BT ANBFEEMENEINIAR XEABRINEF BRI, B 2 2REH

(Un)Real | (3F) TLSE
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ZIDFNEB M ERMS, A REFRNE ARATIOMET, HEE AT
R 2 M X RN FHHEEASRBIER, B e LAY SN X RIEFERY)
Lo IEANPER/RSEERIARE, MBS BB mN IERY IR X R,
HEiER, AMIRE SN E CEENERESE, MER I MEIE,

FERRRRER, XERE AR MEBE RN TE, 3SR MEAR m—F5 5
71, EEABEREN AR EXEEHIRNS, ANXEEANRANEBENBIZ
MNEAMEEHEZIRE ME G0 i 2, FAINKEE ML ISEM AN — T2,
—ARANSESHPH A UHRFIZERI K R AMITERIAN, XRMTIR, &R
MR, ERUER R 2I, EN—A Ma) @ —A MEAEHE X
BEREEHERENEFP, AMVE iR R, BEIBCEHH ME
SN AP E X B B ER B 5 M B BIFR AT S A BUX ) b
R SUKLERARRITNEMSE R S REPREXARA YL B, tspvett
REABRNBREGR—HEY, MAR—ARNEEBESILURENIE XR
MBS M H A B “FMIM KR XIFREY), BARE SRR T —M N
BIXR, BN VAN B S BB AT XML ; REMNE —ER BRI
AERERFTC,

XIEREFR EREET196TF ERII(SIAR) FE—F BRABRNE . 2R
PR T HREMETEDC — BN KSR /REEERE, AR ES
MNIBRENEERER, 74BN A2 LUNEBR A N EE XN YUK 2 PR
LURIE TR RS, RENNS HRERGNRIEEERER.

FEBUAH R A, XERE AN E & B PR (B1989) BER EFR YR Y
HREZ, H UBRERHNARREE A2 I LK XE—ERE _EE WK
BYINEER 2RI R N T T AR Z P TR ARIRNY, AT, iz &4 £
BAEARZE - W-MZENS i EaBiv(BXANDE) (1944) PR R R,
XERREAE T AERNKRN —IGIERES T BISKBIRN AL EARER

T — B SR BM N BRI ST B SE R EH T ERVE AR LRI, 255k
W, Fll 1 RIBE AR LAY TUR e BATHR R IL ; XA xS B BB LE BB P
KBV m AT K2 P LU @RS ERNER RN, KA ERUH L
HEHRIRN S, A UERERKBEENE AR EN T,

NFT—RnBX?

TEZARR, BAEF R TR T EAEm, G140, ¥ S B G IER R LA

(NFT) XN F ZAERASIEMBA  EMENHFEGREEW B T,
MZARTHLEBSZEEN, AN ZRATIHRARE EAZRE, thinig, 2

WRRZEEEIE.2021 F 11 B, HFHH MM IaSY, EtFEE
MEZEMHINIEEREZ TEL.2022 2 B, BP I R = KiLkE, tRED
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Tk, BHERRE, A TR ENRIEEIR. SRR, &SRRz ma
SRLT—HLU L2022 F 7 B, £IKEAKBI NFT ZARBEHAE] OpenSea &
5 20%89 5 T o TR B MEEREE (Bored Ape Yacht Club) k&84 10,000 3k
BN A A RERR (R, BN BERE, MAENTEHE . TIIRT827TSH
EEIN BBIETHRE, BLUSTILIKHHIMIEEE t, TR ZNEEY T
19005 BR7T. 905, 7827 S BYE M KL N 17. 2753 ’RTT. MNZ IR T Thi7_E B —LE5
mIEFAIN U B A ETHNEE D, IEANTINE T 92%. 905, THinEE
TBERSNK, MEREMZE LM S, NETEESIE M. ZARBEKM ZARKEX
Fa RSk, A —/ N R AZMERMB RN ENZLE R HA— AT K2
357K (Anika Meier) fiRFRiE

‘TR, NFTREMFEE B MAMRA LIEXRE EFEE, fId, Z
\mEANEE T THERIIRTICIE BE Mt —H, UKREWUZAR
KEtE. MR, MRZEmEE, E=/MERIE T M e E——ERINFTH
WATIA MBI EE B EXRE LR ZER LN BBHE, ZAK

MIMEFIBRNFT BN F ZAREqR) SREZARERIBLES™

—RRM S, NFT AREBRAE XBNZEA R XEFRERIF AR KRB
Lo MNERREBI A E SRR, REFRHNEMTANEETREEZHAEZR, B4, WEAR
TE— "R RIS IRERE, DURIEFmpYE St NE)3E.
XX TFRUIERMERE BINAAIERERNELAEZRSHINFT fFm
BIR— M Fo X F 2N N ERSHE T AR E ISR - R 28

OnCyber & FRINFTEIR G, RIR : blog.zenft.xyz
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(Gustav Klimt) BIEIEC¥]) (The Kiss, 1908-19094F) BYEINBEIRE Fr o XEAZ 5
FEWIGE_ BT, AERIBEHERS T EAGFIRANEYIERR T —KEBN.
XeR W T H R F BRI IR NS E, AAWERRE —FRAES
5. B8RO A EELERXMRE L. — A E, EEN ZANEHILEEm
G 25 & B = AR, 5 — 75, W FEYIBRIAR SRR, DU R
ENEFREXEE, SHMZEMMIER—HE, NFT IE M FERIEBEL
BBZ AGBEH XNFERTREMR F 1. /AT, XELRA T —FPTiBH
S5RRTEES SN BEL T FEHEFNETH, HRAT AR
F N ARIHELE , EIEMMETAMARR FIEIE/MFIRES, HERNEE
A, S5tt% BIBUR) MR, ok, FABIER X R A KT, (V)
BT, MEEIERR TN T R/ NEFH.

BRLFRE =55
EA EXERFFR, BT Bt ER X TEAL U BFEENIAR, BLE
AEITICE A ISR SIEMEAI —TTie.

k- EEB A HZEIME SR E) (19814F) RiIgE TBIIKNFENINE, FREE T
EGTRRBINEAN T EMREXERTE, FnR 7 HA 'R ()
HFIIARY S T X BT R A _ EEGRRR, D EEEGFIERIRE, X
LERR MR E WA B NEFR AT B S A S W EG T AR I F 7
MELEEMEES, HEK T E==8 BIUX FEFEEBXDELSER,
=R RGN BT EXLNEERMEIER 7. 85 T IEUR- 2 XA 15
MEMER, BF N ELHRET—ENNEE,

20094, 45 SLIBER/RIZH “555%218” (poor image) BB, 518 T —7WEK
BESRMRIE it BT, AM e aiEmiB i< RIS BRI BRI
EB B HNER EEARENERIREEBIER X ML SERER/RIEEDA
BB BN, IERR T X EE GRS A UL T — B IERVBUGLEE, BIE (4%
B FERT  XEEGRFEIRIL TERBKR, IR TR FX EERRY S
BIREAERZE, LEEVREERIY T BIGRERNN, XEMW X H SR~
£ 7 KERMESLRIR . XBE T, RE AT URIE SRR TIFIE, Afl]
AR B MERESRRBUE B G RXER S FREBANZARITIEH,
ZA7NB8 - AL (Benjamin Bratton) EE X F e & BB X & FERHE
t, ENEBRET E2R, FME T ISERI A I 'Hit, B2021F LK, B
—HBHERVEE LI T, B S E BWMREMIANR, (BATTE IR &E1E R
BY, AR FELA] B ESRBYAR B A AL SE M 5 BIRRVI BUR S ERER R
ek XMUEELBYBS X, BNfp AIEFr 1R 2Ry S B BT BIA XAV L, SIH TR T
BFFHREMFIRAT R,
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P MHE R (Jussi Parikka) FEZFIENMRF)PEFRE T X—WR, 5
B “HEEREETR A S HMF AR AT, B EIZESREA (ground)
NERRE (ungrounding) BX R FE—S, ol 14 BESRINEIRIZ R " F £ 20155,
e E-RRLBAATE H, Q1SR F EURFR T RAVIF R A R A R I B E Y F
oo AMTEBINNII R EBEEERMEE ), MESWYIEHER 4 H
B, AL, mBE FINEEREMZARTEF (B) EUHFZ AR

(CEER AR S A oA

0, ANMEREF EZHKRUIRRZS S HH MBI S I, KAUEHFZ AT
SRR AR, BAEMSERM M FRAIR N T X UIEHITIHRER, 3,
R LUR A SRAE OnCurating 1EZR N R BVERF ZARTNE F . FINX LT E Ak
EANBI SR DPR U EAAREANRRIBUGERE, EfSYIRtt R B0,

KRR L, BEBE—IMBRAANIRBNEE, AR SRR E T REHRY
B3R, BZAREFBIFMHR I, FMH T EE E Ry = A8 18], IEANE 2 -RATEIY
BYABHE, XA RERLIE 1 RINLARIET S M BATF R AR, ATFERGHZAR
EmMREMENBISE5MERIRMETERAETEL L,

IEYNREYR - Pafii2E (Donna Haraway) Fr 5, SREMI&RAZ BAneREFENRESR
BTRR AR BIARIRIELR | “ISh, — DARPIREE N X — K IR AB S
ENBERT, BECEEMNTBRUE MFBEXFMENNE ERIE
*, EEURIER X T ZAERFIEENXT AR RSHNEMRFIRSPREN
BB (BFK) R BEXRER NXDMEX £, FHETEUTEOnCuratings853
HAFRFIRAY “/RIE” (Scores) TNE &M, FXMEET BARHFLA—1&
H AT PR BIBCE BT, X B AT IHER T RN, MEIER
T RUEM & B XMERETER N T OIERIE L. ST KB 0227,
HAXTFEENNRERTNIELEEB T — IR, B ZARMMWARER &
#” — X B FEEX EIRZRE E—X T3 (Eam it 75 M BOPE R
KR EREEBEEUNANEIMRAS S B RGPS THAIE TR ZR M
TEHAPIRENER BRI ERTEL,

BANHEXBERR L SHE SR (Are We All Here? Exploring
Embodied Virtuality Today, 20214F)  “FRRx BBV NEINE” (Small Projects for
Coming Communities , 2019 E %) M “BEENREERII” (Attention Is All
I Need, 2025%F) X=MINELEAI 7 RERTENAXNREETAMZEARERE
HTE (Lo X EETH B #8d 6E AT RN X E F (R an By T 5 14, T B Frd ki
5 S HZY IR B ah SR I EB TR FIBE RS WA,

(Un)Real | (3F) TLSE
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“BABEXEERRELHSHAS R

f£OnCuratingIl B =i8) (OnCuratingProjectSpace) , Bfi 17E “FA JERTEIX 15?7
(Are We All Here?, 2021%F) FE/R 7 REANE Z R ZB UL L T ARET
FHESHE. W52 5 XRARSMNF &, 6, FEELEL % (Eduardo
Kac) BI(EX TR EE) (Teleporting an Unknown State, 1994-19964F, 20214
BEZ) A, YR L (MBI U A EXEIEY) b XE R HIAR 5 R IX
SBIFEAEX N o MARZS 3R 1%, IR TE RIS - 55 DU/R (Peter Weibel) it
RE TN IXHFERBEE— N EREREAN—RNEREAEEKDN
1B, BinieE ERIES BN A AN FBEE G, RANEREREE—
SRR EET, MR USEEEER, AIEYRK REEFBECHNEKREIR
HALEH TG EH 5. RRABIS RIS E EF BT 81, X T
POERMENTIE B TSR E R, & E=E I S5 ERNZIF M S XS

“FATEBIEX BID?” (Are We All Here?) RYSIIZE, T =(8), 775014, 20214

“HAEBTEX ET7?” (Are We All Here?) B EIZE, B =8, 72814, 20214
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“BA BB EIT?" (Are We All Here?) BEIIZE, B = E1E L - R% (Eduardo Kao) , {Eix LR EE)
i8], 732, 20214 (Teleporting an Unknown State, 1994-19964F, 2021
FEER), ‘BB EXELY BRIIZE

“RRAEBER/NBUIMB” (Small Projects for Coming “REABRNEIMB”, 55T - 54978 (Martin Guinard)

Communities) B IIHE, ARKOZAA, BIR, 20244F RETZEaINER EMBE LK S1FTM, &£
B, 20214F

1, AR Z AT B R BV F L Z o W T MR, R T X RN B 5 KL=
ERIX DN BRABM MRS L —DRIFA R, TIEREL LERA TER,
WA E R BB SN E S, RGBS EMNE" TR, H351%
TN KT EEME BB A/ S A=A IR E

BANEBIE T 4wEER D1 -58 - BL5e (Be van Vark) S7E&IEHRE{ET Zoom B Bk
AN ERRBBENFEGF N SXEERRBBNFEHT T R I, &
PR Z I FEMAREHFIRISE =8P IS E. TIEH I RLMRZE BRI
TR, AR T T FERANSH IR T A5 AZ BN E R FE R £
SRRBYI RS, AR E AR BT B SRS B AIURER 2AM, 2L
SR T AfenE T — e et B/ Nap 1R, SRR B BBV BY ZIRIERR AR, 2L A
5 ABIER R AL R R E B B3R A F VSR B W Itt, X THRFFE
RRIVERIC S FA EBTEX NS ?) (Are We all Here, 20214, 793 13%0) 1118 T (B
) FRE . SEAREARAI T AN 2 — (XN, H R T W T =2 AR &
T LU HTHIER &R 5 TR R IB IR AR SR 2
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“ERFaayEmE"

EHF LB, BN MEENRE RS ERERNTEL N — XML RIE
PRI S TIRE Z BRI #a R B HE LAY ARt B Ay B
" B TR F EAMARIINR, A5 AKE

ZINE A E =BT, EEIRNEMILL), BEEN T ARIER Bl &5
AR RE—IERBUR KIS B A ERIToERE — A5 —1FE
INBG1F X EERIEME T IR AL, EATERRIIMRECHE R —X
AR BVER T =), WERKHNASHRPRE HNEEER T I K"
BIiL75", MRZAS EFFT SITFEIN EINE B 2 AP RIELERL, [ A (T JRETS MEERR
KWBEEHNBES T,

Neue Dringlichkeit E{AGIERI—E B A CREKEE) (Future Storytelling) BV R
H, BIBMARE R A+ EET 2B EEREFRRNIES, FL I RER XN
RRZWRILI XTI STA T AMIFHNERE, FR TS ARMBENEE B
T HEMBXEES, WARTEE B S MR/ N MK, EEReE T
— MR R ER R EN=IE,

XA BYHTIE ] LIEARE X T = - JBHD (RolandMeyer) 12 H B E RV EIR
(conjunctive digital image) IBILHIE L, “CRERHE)Z X “UWR” (as-if) NE
A, B EF AR TR B R S BHHEIIRIL, BAEEMIFE

B S

Click for 3D

wining, the heads tal - —d

“REBHRZEE " (Attention is all  need) , 5 BE/REBFZ RIE (HEK Basel) iak
OnCuratingZFEF NS 1ETER, £k EEH, 20255
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o MKV NEIN B B — M E —— £ B /RARKOZE NI R 16 e 45
DL — R T & — RS B LR T X FAURIKBI A CRURIN
£, BIBEBARZBCRIK) (Flux Us Now, Fluxus explored with a camera) YERH
SEER AR GERRZEDN ITIESF, YNNI R Wik EAY RIS AT WEMER
RERAT AP RIMEZARBIFE R

‘BREENAREEN
“KEEMRR IR B—T2025FE8DHL ERBY, EERINEYSE
BENAFNBETHHRFTEHEN, Hchange to “BE-tbe 7 - FB#&HT (Jonny-
Bix Bongers)” %k, 5B E/RBFZARIE (HEK) MOnCuratingF =< &1ETEil. B
BARRAMERY 7 A TS BESUE M EEMIC X (IRBERN R ZERTI) (Attention Is
All You Need) 6, BEENER 7 BOANLEIBI AT I, BRI T AKIBRER XX F,
ZINE ¥ B A— KRN, H LKA, THFNAB M A T HRER
B EEXMAF BT BRI ABRNRENAE, 25 7THREMN. FELDN
% FERERT .Y

RETAEEHREXMREZ2MNEERITIE, ME2I T R EIE
XEENE R ETE ZARNERERUNRRAE LA B RERENL 2B F
RKEHUNERESENHKES, MEFEANHBRBHINENT. “KH
ENRBIRTT AR N EMERMEERUE, ENEM N — P SBE 51
TP SRS EIER T R E NG 3D RN B 88 5150, ;X 50nCurating®

‘HEENRZBARD, SEERBFZRNEROnCuratingtdMFE 2N F LTS 1ETTH, L LR, 20255
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SHFENT—ERR T =192 5 & TR, 530, BRI -#8/R3E (Orhun
Mersin) BOIZAE T1ELS “HBIR B3 (Dragging the Self) M52 5 & FERFRE RIS
RAIBMINER, FEd iz Al L e E BN X—IdBH TR B RE
XEET RN E45h, BEN 8RB T IBEME. BUS5EH SR
H—1E0k LB B HPRARE T —— @I ML ESREZE S0, H
BIERIINZ=AM, BEEX LM XA Z AR R IBHE R K M W H R B IR T,
MEMN 7T BEES . HAIEREEFMEERFESINIF,

EXMERAT, BRI F U HIER G R, BMISHERS R T
W RN —ER 59, B, TEREH T ENE R, thAE ) (Sie liebt
mich, sie liebt mich nicht , 2023%F) &, T MR 2R A B &SN E 5. ZEM
BRTERZENFETSHE, BRI TRHEFSHmaHIaIREL MXPNENX E
B, “BMBENRZARNDWET I EEREUENRE, BEAFIE TR, &
BE A IR AT ZEE T A 189 =4,

‘BREENRZ2IENWAER—FHEM DOCK 11 #HhHLE TR —H
FEMTINIRTS, MBR T EEUNKENZ RERIRVIT TS RAL L
REMZER, BRRBNMEBIEZ AKMUARIE DOCKdigital B9 Saald ==[8]
SR KIREAITES L2 A S, NSXEFARAMNERTH
TR S, BXRARAN SN R LR E T 75 B oh. BRI IHENIEE
P EFRI L, BA15 “RENES” (Realtime Affairs) RYHHEE S 1E. FIRLE
(Allapopp) « FHI - B4 E 72 7A/R (Carla Streckwall) F< - F/R7p B #6455 (Kim
Albrecht) EZ R EQIEFHTT T EEA O BB R ERIVESR, 518 75
AREYFEE R INER Mo

AL, “REENRB IR IR T — M HFEMENBE R 2T BB
AUERBIR T PR IVE LR AR T AR, MEBAEZ AR BEXNAF A
R L2 5ZEMNEFENNER, TEINS SR Z BIZRERRNNR TR
B, & SR MANR RN T E LR, R ERA A —F R LR
BEARR B, FrlEd HEEREFE SRR,

T Lie

£ BB E X EID?” R LA NN R M “HFENRB AR X =1
BEF, BV T — M HEGS  HFHNANRELNESEENEEUNE
BIR . XH AT IR [E]) I BE, T2 B X I SC 5 AR SE# 1T =TT
a1, BIEFH LN AR EUAIER Alt, EEUMUNE— T E RIS EEZE—
MR K EER R ANE R VR SSE, RS 1 E EMIFR S R AIAE
A, XL B BRI T B AMFAITE A PSR E R SRR, IR
NENEHRTEL, MEBESHT, FMEMELTHITR B
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T B EBHEMEERACAT e L KAVEY), RREXRMARBI FHEAR
BERRKALMNRH, TRERAL LB BHE EOCMARNER X =&
BRHA, BEHHES, StAFBREEUKR—EBIERRZE B8, XEITRIHES

BEENE.

AXMNER DDA, RENEE LR —MBUEET EEMUNBIRLAR
BENE T B =8, EEMUAIN T MRS ENEE NHEA T FIHREHE
BAMEFTEN, EXMERT, WA SEENHECIFENABER/ DRI,
BEAEFRE 7 BB E— "R K KT ARKVER. I ES—HA
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Beyond Matter. An Inquiry into
the Modes of Exhibition Practices
in the Virtual Condition

Livia Nolasco-Rbzsas

Beyond Matter. Cultural Heritage on the Verge of Virtual Reality (2019-23) was an inter-
national, collaborative, practice-based research project engaged with a contemporary
shift in the production and mediation of visual art within institutional frameworks.
The context of the project is largely attributable to the rapid development and ubiqui-
tous presence and use of computation and information technology, specifically
augmented and virtual reality alongside artificial intelligence.

The shift is seismic and it is leading to a condition that may be summarized as “the
virtual If the postmodern condition was a “crisis of narratives; as Jean-Francgois Lyotard
put it,! then the virtual condition reveals a crisis of dichotomies. Its analysis suggests
that dichotomies are losing their validity: presence and absence, physical and comput-
er-generated, real and simulated. The algorithmically-generated actuality increasingly
dominates our reality, intertwines the physical with the virtual, and skews the linearity
of time. This has extensive implications for the spatial aspects of the curation and
mediation of visual arts, as well as their reception by a public whose affinity for technol-
ogy is ever-increasing. The museum transmogrifies into a hybrid entity whose geo-
graphical location is extended by various digital platforms; instead of one there is a con-
fluence of exhibition spaces, an extended but also porous system of multiple dimensions.

The virtual condition is thus a tendency in cultural spheres toward the interdependence
of physical and digital spaces, as well as the coexistence of multiple exhibition tem-
poralities for art’'s mediation and reception. It is based on an ontological perspective of
virtual realism, which considers the virtual to be as real as the physical. It relates to
and results from a dynamic genealogy of culture-related general conditions, such as
Jean-Francois Lyotard’s postmodern condition (1979), in which the metanarratives that
were a quintessential feature of modernism became generally untenable. These include
the post-medium condition described two decades later by Rosalind Krauss (1999),

or Peter Weibel's post-media condition (2012) as new technologies and tele-communi-
cations infiltrating the arts. It overlaps with various other contemporary conditions,
such as the digital condition identified by Felix Stalder (2017), the planetary condition
by Yuk Hui (2020), and the curatorial condition by Beatrice von Bismarck (2022).> The
Beyond Matter project scrutinized the virtual condition in art production and media-
tion by means of practice-based research, resulting in a plurality of media that includes
virtual and augmented realities, digital models and digital artworks, presented in a
network of computer-based and physical exhibition spaces that generated hybrid experi-
ences.

The creation of generative networked spaces to display art and produce knowledge is
not a novelty; it has unfolded hand in hand with the development of computation’s
ability to visualize simulated or generated spaces that may or may not resemble our
observable surroundings and the ways in which we perceive them.
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Beyond Matter
Cultural Heritage
on the Verge

of Virtual Reality

Logo of the project Beyond Matter, 2020. Design by AKU Collective

Throughout the Beyond Matter project, various activities took place as a result of the
practice-based research on the virtual condition undertaken by the partner institu-
tions. Through our common endeavor, the partners aimed to produce a “pool of tools™
and related knowledge to help arts practitioners, curators, and museum professionals
understand the shift described above and then plan and implement best practices.
Putting an emphasis on the spatial aspects of art production, curation, and mediation,
the project included the digital revival of selected past landmark exhibitions, the cura-
tion of new art and archival exhibitions, conferences, artist residency programs, an
online platform, and publications. These multiple actions were based on the virtual
condition but also reflected on it.

Beyond Matter was led by ZKM | Center for Art and Media Karlsruhe, and the collabo-
rators comprised of researchers and curators at: Aalto University, Espoo; Centre Georges
Pompidou, Paris; Ludwig Miizeum - Kortédrs Mtivészeti Miizeum (Ludwig Museum -
Museum of Contemporary Art), Budapest; Tallinna Kunstihoone (Tallinn Art Hall);
Tirana Art Lab - Center for Contemporary Art; and the associated partners EPFL
Pavilions, Lausanne; HAWK - University of Applied Sciences and Arts, Hildesheim, GIM
Gesellschalft fiir Innovative Marktforschung GmbH, Heidelberg and Bio Design Lab at
Karlsruhe University of Arts and Design (HfG). These are institutions of varied scales
and profiles with a shared interest in the innovative use of digital technologies to reach
non-local audiences, to expand their exhibition spaces digitally, and to create hybrid
access to the content they wish to mediate. With this project they each ventured into
new territory.

At the heart of Beyond Matter was an exploration of the potential harbored in computer-
generated exhibition spaces. The key focus areas, examined through an array of
approaches, were formed by notions of space and their meaning in the context of artis-
tic and exhibition practice, as well as by perceptions of the reciprocal relationship
between computer-generated virtual and physical spaces — and the immersive
features in them — from the points of view of all actors of the constellation within an
exhibition.* This exploration manifested in various ways throughout the projects;

for example in the modeling of two historical exhibitions or through inviting artists

to elaborate their take on the virtual from diverse angles.

In the context of art production and mediation, the word “virtual” often appears
together with “reality” Virtual reality is predominantly understood as a term for com-
puter-aided interactive and immersive environments accessed via screened images
and in many cases additional devices (such as head-mounted displays). Dissecting the
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term “virtual reality] including its etymology, aids in understanding the condition
brought about by the technological opportunity to create relatively sophisticated rep-
resentations of anything we can perceive and calculate digitally. Indeed, deconstruction
serves as a basis for constructing new terms, which in turn serves to contextualize

art production and mediation. Donna Haraway came up with an apparently decon-
structive yet genuinely constructive method to evolve the abbreviation SF into versa-
tile pairings of words.> Generally standing for science fiction, SF was subjected to a
word game as Haraway formulated other terms that it could stand for, all of which
relate in meaning to science fiction or offer an alternative to it, such as “speculative
fabulation” and “string figures.” Inspired by how all these new SF terms joined Haraway's
arsenal of methodologies, we applied her formula to VR and found that it could stand
for a variety of terms beyond virtual reality: viral radiation, valid readings, vaporous
restoration, variable relations, visible revision, visionary ramblings, and many more.

The final publication that summarized the project under the title Beyond Matter.
Within Space. Curatorial and Art Mediation Techniques on the Verge of Virtual Reality®
took these envelopments of VR as an initial set of points to frame the Beyond Matter
endeavor. Each chapter took one enfoldment as its departure point to elaborate on
the newly coined term through commissioned essays and descriptions of the outputs
of the practice-based research conducted throughout the project, or, in the case of
the last chapter, through interviews with the artists and scholars who participated in
the Beyond Matter residency program.

The first large-scale exhibition organized in the framework of Beyond Matter: Spatial
Affairs took place in 2021, in the midst of the Covid-19 pandemic. The various waves of
lockdowns made planning of public events, travel, and workflows challenging.
Throughout this time art institutions largely relied on online formats. Spatial online art
mediation formats had constituted the main focus of Beyond Matter before the pan-
demic-related lockdowns accelerated this process of digital expansion.

Screenshot of the online exhibition Spatial Affairs. Worlding - A tér vildgldsa (2021), https://spatialaffairs.beyondmatter.eu/en.
Design and programming by The Rodina. Curated by Giulia Bini and Livia Nolasco-Rézsas.
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Screenshot from the Tirana Floating Archive (2022), https://tiranafloatingarchive.org/.
Curated by Adela Demetja, design by Denislav Golemanov.

Along with the physical international group show Spatial Affairs, presented at Ludwig
Museum / Museum of Contemporary Art in Budapest in 2021 and the online environ-
ment that enhanced it under the title Spatial Affairs. Worlding—A tér vildgldsa’, the
Hybrid Museum Experience Symposium (HyMEx)® laid the groundwork for long-term
collaborative research regarding the complex dichotomy between the virtual and
actual exhibition space. Pre- and post-computational approaches from the interwar
avant-garde period through Conceptualism to very recent works of art were selected
for Spatial Affairs, and they point at the mutual dependence between the algorithmi-
cally created and the palpably real. At its conceptual core, the exhibition investigated
the binary relationship between the actual and the virtual, the real and the possible, as
it evaporates into a multidimensionality in which dualism is undermined, leading to
an exploded axes of complex and multiplied notions of space.

Beside Spatial Affairs, the Tirana Floating Archive® was conceived as a virtual space that
mediates curated artistic knowledge and aesthetic components unbound from where
their physical carrier is actually situated, or where their exhibition takes place. These
spaces offer answers to queries about the significance of the space of the exhibition
after the post-digital turn, and how art institutions can react to this paradigmatic shift.

Furthermore, on the verge of the physical and digital was also the traveling exhibition
Matter. Non-Matter. Anti-Matter'® with a specific focus on its extended iteration at
ZKM | Karlsruhe. Each presentation of this exhibition, varying in size and context, had
the same element at its core: 7The Immaterial Display, a hardware installation devel-
oped to present digital exhibition spaces. The two digital exhibition models shown in
the display engaged with Iconoclash and Les Immatériaux. Based on those two para-
digmatic exhibitions, the exhibition and its accompanying program explored the possi-
bilities of virtual exhibition histories.
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Taking up the case studies of Les Immatériaux (Centre Pompidou, 1985) and Iconoclash.
Beyond the Image Wars in Science, Religion, and Art (ZKM | Karlsruhe, 2002), Centre
Pompidou and ZKM | Karlsruhe committed themselves to examining the possibilities
of exhibition revival through experiential methods of digital and spatial modeling.
Both past exhibitions constituted complex thought experiments deployed through and
manifested in space. Both also experimented with innovative ways of juxtaposing
scientific, technological, and artistic practices. In their respective ways, Les Immatériaux
and Iconoclash proposed the exhibition as both a medium and an interface with a
different level of reflection and creativity.

The models were created with a non-physical and non-reconstructive approach,
denoted as “Vaporous Restoration” aiming at the emulation, modeling, or proxy-cre-
ation of the two selected past spatial assemblies of artworks. These virtual exhibition
models' are based on extensive archival research, interviews with experts and the

Screenshot Les Immatériaux: A Virtual Exhibition (2022) https://lesimmateriaux.beyondmatter.eu/. Concept by
the New Media Department of the Musée national dart moderne—centre de création industrielle, design concept
by Aalto University, project management by Matthias Heckel, software development by Netzbewegung GmbH,
archival research by Andreas Broeckmann and Marie Vicet.

= ICONOCLASH it m

Screenshot from Iconoclash as a Digital Experience (2022), https://iconoclash.beyondmatter.eu/. Concept by Livia
Nolasco-Rézsds, Ul / UX and motion design by Matthias Heckel, software development by Netzbewegung GmbH,
archival research by Felix Koberstein. © ZKM | Zentrum fiir Kunst und Medien Karlsruhe
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curators, and an iterative design process among a large interdisciplinary group. The
chosen exhibitions were well-known, complex, self-reflexive instantiations of the
medium that outlined escape routes from modernity while elaborating on notions of
representation and materiality. The digital models inevitably prompt the question of
whether the aura of an artwork, or even of the entire exhibition, can be migrated into
the digital realm.

Inspired by a quote from Walter Benjamin," one of the main objectives of Matter.
Non-Matter. Anti-Matter was to revisit, restore, and re-present these past exhibitions in
our spaces using digital technology. The exhibition presented digital models of the two
past exhibitions on 7he Immaterial Display, alongside a novel hardware apparatus that
was developed specifically for explorations of virtual exhibitions. The models’ online
launch took place in conjunction with the exhibition opening on December 2, 2022.

A selection of artworks and artifacts attested to art’s conceptual dematerialization and
digital rematerialization. Some artworks were specially commissioned for the exhibi-
tion, while others largely came from the collections of Centre Pompidou and ZKM | Karl-
sruhe, many of which were exhibited in Les Immatériaux or Iconoclash or both.'®

The tension between presence and absence and the digital dissolution of the dichotomy
between the two phrased as “Variable Relations” throughout the project, which con-
notes the multiplicity of connections between visitors, artworks, artifacts, scenographies,
curatorial concepts, artists, scholars, museum professionals, objects, and subjects.
These new relations across virtual and physical spaces give rise to an epistemological
shift that manifests in the Beyond Matter VIEW Platform," or in the virtual exhibition
platform of Tallinn Art Hall.”®

Exhibition view of Matter. Non-Matter. Anti-Matter. Past Exhibitions as Digital Experiences (2022-2023)
at ZKM | Center for Art and Media Karlsruhe. Photo: Esteban Gutierrez Gimenez. © ZKM | Zentrum fiir Kunst
und Medien Karlsruhe
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The evaluation methods were part of the project. Performance-oriented research and
audience and community studies'® were conducted and followed The Immaterial Dis-
play on its journey through Europe, while an evaluation automaton was developed and
used to evaluate the digital content and interfaces in a hybrid exhibition qualitatively
and quantitatively.

Parallel to practice-based research, Beyond Matter enabled artistic research and cre-
ation. A residency program'” enabled fourteen artists to join one of three participating
institutions and ramble—in their minds at least. Due to pandemic travel restrictions,
not all resident artists and researchers could be present at the host institution and
some had to develop and/or exhibit their residency project online. The Beyond Matter
VIEW Platform contains the entirely online environments and the online parts of larger
projects by some of the artists. Despite these logistical challenges, all the results of the
residencies could be exhibited or performed in one or more of the frameworks pro-
vided by the Beyond Matter project—in the Matter. Non-Matter. Anti-Matter exhibition
in Tirana, at ZKM, or as part of the group show Immerse! at Tallinn Art Hall.'®

Beyond Matter entangled and intertwined formats, actions, processes, and results and
had a complex project architecture. Each partner contributed a layer of research and
was involved with different activities. Beyond Matter has also engendered new content
— through exhibitions, symposia, discussions, and publications. It also facilitated pro-
fessional exchange between art institutions, mainly within European countries, and
contributed to cultural professionals’ skillsets around digital mediation formats by
fostering a transnational mobility of artworks and arts professionals. The project also
contributed to the digital commons through digitized archival materials and the
development of open-source software that is available online and usable by any other
cultural organization wishing to provide online access to the cultural heritage in its
guardianship.

A further outcome of the Beyond Matter project is the Generic Exhibition Platform.
Primarily developed for the digital emulation of lconoclash, it is an Al-based software
tool that facilitates the generation of digital exhibition spaces. An exemplary online
environment demonstrates the features of the software which seeks to encourage
museums, art organizations, and cultural professionals to benefit from the open-source
tool for the creation of digital exhibitions of their own. In the interest of the participa-
tory and democratic sharing of resources, the software is freely available on the GitHub
account of ZKM | Karlsruhe.

For the creation of a new digital exhibition, digital objects (in the form of digital 3D
assets) must be uploaded into the respective Content Management System of the
generic exhibition platform, alongside information on the assets (author, title, descrip-
tion, etc.), and keywords. Without the digital objects, the exhibition space is an unin-
terrupted plane. The space is defined by the objects and the user, and the ever-evolv-
ing relation between these two agents.

The algorithm developed for the generic exhibition platform determines the position
of the digital 3D objects within the digital exhibition space. The profile of an exhibition
piece is described by the values of predefined tags. By observing an exhibition piece
over a certain period of time and spending time in its activity zone, the user profile of
the visitor is defined. The similarity between all exhibits and the visitor is calculated
continuously. The visitor attracts exhibits that share coinciding levels of similarity as
their user profile.
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As the examples show, the project put forward possible directions for practice-based
research and creation in non-academic environments such as art centres, museums,
art halls, or art labs in the hope that not only the outcomes but the devised methodol-
ogies will prevail, and that art institutions will carry on with digital world-making and
create online platforms that function as assemblies, so that hybrid experiences in art
mediation will soon be widely accepted, and Al-based construction of digital platforms
for sharing knowledge will become ubiquitous."

Tackling the dichotomy between virtual and physical exhibition spaces has been the
central tenet of Beyond Matter, directly resonating with the concept behind ParaVerse.
The examples and case studies above aptly illustrate a tendency that the project refers
to as the formation of a multiverse composed of various parallel universes. The poten-
tial existence of computer-generated realities enables such parallelisms, positioning
curatorial work as an act of world-building.

This text is a reprint. It is based on the publication Beyond Matter. Within Space. Curatorial and Art
Mediation Techniques on the Verge of Virtual Reality, edited by Livia Nolasco-Rdzsds and Marianne
Schddler, Berlin: Hatje Cantz, 2024, (https://withinspace.beyondmatter.eu/) and was published in
Curating Superintelligences: A Reader on Al and Future Curating, Data browser, vol. 10, edited by
Joasia Krysa and Magdalena Tyzlik-Carver, London: Open Humanities Press, 2025.
(http://www.data-browser.net; http://www.openhumanitiespress.org/books/series/data-browser/)
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3 The expression “pool of tools” was used by Peter Weibel in the context of the exhibi-
tion Renaissance 3.0 (2023-2024, ZKM | Karlsruhe).
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The Curatorial Condition (Berlin: Sternberg Press, 2022).

5 See Donna Haraway, SF: Speculative Fabulation and String Figures / SF: spekulative
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Gedanken, documenta (13) (Ostfildern: Hatje Cantz, 2011).
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2023). The online version of the book is available open access: https://withinspace.
beyondmatter.eu

7 Spatial Affairs was curated by Giulia Bini and Livia Nolasco-Rézsés. The catalog of
the exhibition includes texts by Sven Liitticken, Addm Lovész, Ceci Moss and the
curators. Giulia Bini, Livia Nolasco-Rézsés, Jan Elantkowski, Fruzsina Feigl, Borbala
Kédlman, eds., Spatial Affairs (Berlin: Hatje Cantz, 2021).
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8 The Hymex Symposium was convened by Borbdla Kdlman and Livia Nolasco-Rézsés.
The proceedings of the symposium are available online: http://hymex2021.ludwigmu-
seum.hu/.

9 Adela Demetja, the director of Tirana Art Lab.

10 The exhibition travelled to Tallin Art Hall (2021), Tirana Art Lab (2022), Oodi
Library Helsinki, Design Museum Helsinki, Aalto University. Its extended version
includes a large selection of artworks based on both past exhibitions that was pre-
sented at ZKM | Karlsruhe (2022-2023). Another selection with the focus on Les
Immatériaux was on display at the Centre Pompidou, Paris (2023-2024)

11 Both can be visited online: https://iconoclash.beyondmatter.eu and https://
lesimmateriaux.beyondmatter.eu.

12 “The true method of making things present is to represent them in our space (not
to represent ourselves in their space).” Walter Benjamin, 7he Arcades Project, trans.
Howard Eiland and Kevin Mc Laughlin (Cambridge, MA: The Bellknapp Press, 1999),
206. First published as Das Passagen-Werk, in Gesammelte Schriften, vol. 5.1, ed. by Rolf
Tiedemann and Hermann Schweppenh&user (Frankfurt/Main: Suhrkamp, 1982).

13 Creation of the exhibition models was the collaborative effort of many researchers.
They couldn't have been realized without the MA Fellowship Program of the Aalto
University, coordinated by Cvijeta Miljak.

14 https://beyondmatter.eu/projects

15 https://kunstihoone.virtualexhibition.eu

16 Lily Diaz-Kommonen and Cvijeta Miljak, affiliated with Aalto University conceived
and conducted the evaluation.

17 The residency program took place in three institutions: Tallinn Art Hall (curated by
Corina Apostol), Tirana Art Lab (curated by Adela Demetja), ZKM | Karlsruhe (coordi-
nated by Felix Koberstein).

18 The exhibition Immerse! (2023) was curated by Corina Apostol and Livia Nolasco-
Rézsés. Its catalog was published with texts by Matthew Fuller, Helen Kaplinsky, Luk4s
Likav¢an, Zsolt Miklésvolgyi, Mérié Z. Nemes, and the curators. Corina L. Apostol,
Livia Nolasco-Rdzsds, eds., mmerse! (Berlin: Hatje Cantz, 2023).

19 This text is largely based on the introduction to the project in the publication
Beyond Matter. Within Space.

Livia Nolasco-Rézsas, curator, researcher, and writer, specializes in the inter-
section of art, media, and information technology. She has collaborated with
institutions such as ZKM | Karlsruhe, Chronus Art Center (Shanghai), Nam
June Paik Art Center (Yongin), and Ludwig Museum Budapest. Her curatorial
work investigates the genealogy and societal impact of planetary computation,
electronic surveillance, and the possibilities of the virtual condition. She has
conducted extensive research in curatorial studies, particularly on the “virtual
condition” and its role in exhibition spaces. From 2019 to 2023, she led the
Beyond Matter project at ZKM, working with partners such as Centre Pompi-
dou (Paris), Aalto University, and Tallinn Art Hall. She has published widely and
recently edited Beyond Matter, Within Space: Curatorial and Art Mediation
Techniques on the Verge of Virtual Reality (2023). Since 2023, she has been a
lecturer in curation and media practice at University College London and
serves as a curatorial and research fellow for Paik Replayed at ECAL, Laus-
anne. As an independent curator, she has collaborated with Giulia Bini on the
online platform and traveling exhibition ARE YOU FOR REAL, commissioned
by ifa — Institut fir Auslandsbeziehungen since 2023, and has convened solo
and group exhibitions for the Goethe Institute and Kunsthalle Praha.
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BEME: EIRE TRRY
N TS B Rty
FILE L IR B

(Livia Nolasco-Rdzsas)

R NI SN SIS ILiE =" (Beyond Matter. Cultural Heritage on the
Verge of Virtual Reality , 2019-2023%F) B — M EE1FNRERAARIE, E7E
PIIHAIER N X F AR ZARE S MEN N ERE T ZI B RNIEREREE
FEFHEMERRAR, LHZIERME. EPAIMEMATEENRRLENE
[HZHFESERA.

AR TR ZAREFMEN SRR DIREIE N, 7 BIEES | A—Fh el
RN RPN BPIRES R SRS R IL- 38 BER R, - M B2E5 (Jean-Frangois
Lyotard) Frin Ay “RUEEH L, BBAERPPRESNIER T Z 0758l X D&
B, FESTAE RESHENER ERSENE A EEREEBNMEE
EE AV REINILSE B £ S8 ANRUISE, ESLAS ISR R E—iL, i
T BBV XL Z AR RBEARN TR EEE, R AR EZR EE
£ TRTRIZR, TARI AR PME [ETERFEIE K EYERT R S LA,
HIBATMR ST T ey &, BYIETBRRRNTE, MEZ TR UTE
LS, BREEZHE. LT EREHRRST.

FHtt, IR T XHERN—MES TZEE T, LET B 5 HF=E
MEKTT, ZFREIERNZANEN T R MU —E#H1T . BIMRES LU MR
T F XHAEICAL AR EM, ZAAIANEIAILSE S LEEFE L BIVRES
FE WX ZBARSHSIE R, FE T I G0t -sERAZR FL - F) B IE1R
FNFIARE (1979) B, FEAIMAR EXFHEN TR E TEEES AR,
XUHEXEBRSHISIEREE T Z+FEZ PME- 725 HT (Rosalind
Krauss, 1999)# R BV S IEN &4, LIRS F01/R (Peter Weibel , 2012) 124
HNEERAEFY, B AMBERAREEEEZ AT, EPRESSEMEFHY
ORSHES, 120, Z8H 7o H - BTE/R1E (Felix Stalder, 2017) PRE X HVEF 5%
4 IFIE (Yuk Hui, 2020) 9172 4 LU DU RIS AR HT + 5 - 2R (Beatrice von
Bismarck, 2022) IR @542, B I B 8D KB AR T, BRIl 2 AR~
FIEN PR EINVRE, RAER T B8 BN SAIG R IISE SF RS F 2
NMERERNZTEN, FEE T ENNLENRETEINEFRZI, 460
EBREER,
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Beyond Matter
Cultural Heritage
on the Verge

of Virtual Reality

“EHEYR” B IRE, 20205, 1% 11 AKU Collective

BIRERIEME T BRER ZAHEFAIRNBUEERE L BEMME=ES
HRENNRRIAES, AIEERINSE MR = BRI, XL E RS
(IR MERAY B IR R VAR B H TR, BRI R B

I BEYR ME S, GFEETENEIKSH B TR, AR TS
MR B A VHBRVES 71, GRS DR T — N TEM™, FFHfEx
IR, FENZ A M B RRANM BB T I A TIRAR ERRT, A5, 18
REeNTHERKE ZMB EEZACE RENEMHN=EEE, MEASTEHE
IHEERIIRSIES TR BV FUEN KT ZAMEBIFRE. S 2K
KB E LT & UK BRI B B TehEE T RIS, A B2
MR SBI R B

EEYRT BB FREEZARSEESL (ZKM) 5k, B &1 84
ZENERARARHMREN, XENZE  FRERT (RETE)  BRRZER T
ZARFN (BR) (RIEEREYIE BEBERBYIE - SAZARBYIE) (EM
ZARIE BMZEART) HARZALRE - GAZARP O BRSFUHEESR
RELFPIE T FRRZ AFRLEPFL Pavilions. A/ RIEHTEBN AR F 52 AKRE
(HAWK)  BIEERAIFTH IR (GIM) LU R/RETG B Z AR 5181 KF (HfG)
EYIRITT RN E . XEANEE TRAREN S 5, BEE ) TRl Iz ALK
FRAEZIFAMIAR, UBRFRIVaRERE =6, HelBEG IR AT, 1L
R REBZERNE BT IZINE , XEAIERBYTUHT 7 L.
B B RZOETRRITENERNE ST EERNE BT — R
7%, BNER IRV TS M AN R G LEIER ST REE X,
UMMESHEERNFIES5EMA LR, WitENERBIEIN=TE 5L E
TEEE Z BRI X R RETURIUFIERVIER XMRRUSM A AR B I
B; 5190, WM DR GEHERIR, SIS Z AKX MR E B EE R T I
SERY LR
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FEZARQIENENBIBIR D, “EIN FES ‘XL E H I B SX—ARiE
FEEBIREERGRURTZIE R MR ENWINSE WXEXERER) 5
DRI EN BN B AR IR R BT IR —A R E AR, BEh
FIBEREEANIBEHROIVRK, HEHN B RIEE LT A AR I B8
BRI EINII SR, B30 L, f#AE = X BB ABRER, MIAIBEX BT
RZAREIEREN & T1EIR o EP - b4 (Donna Haraway) 2t 7 —hE
A X BEIE BRI %, R ERES “SF BT NEMIELHE, SFE
NESIAEERREL NG, MISHIAERR T — N X, e 7 e L
FASFRERBIAIE, B0 “HEREREM” (speculative fabulation) F1“BRTE4R” (string
figures) o XEERIBIBEESHLINIAERIE XHEE X AR FRISF
RNBRNEFEER, WHFEINTRZ B & A PRIGH R AR A T I
K (VR) , FARIFR T EIMILSEZ 96, VRIF AT IR EMIE S ARIE, MRS %
(viral radiation) . BRI (viral radiation) . 2IRIEE (vaporous restoration)
A ZHIXF (variable relations)  BITLAYETT (visible revision) BIIAFRHIA
% (visionary ramblings) &4,

(B, ez W X T EIINLASGRIRES ZARIENBAR)ME N B
"IN B R RAL B, X2 B RS 2B LS REMII SR BN —F
FISTEE R, FINE SLEIRIRE K S B EESE—MEXAR, BIFFEHESIL
e EIAEE NN E ARV SR B R AR A RS —E T, IR T X R
HBIME ZARMFEN . BRIKICHIANBEEEEVRX N EIIERIAIE,

% FRE ‘TiEES HRE—eIEEPTIE” 20219) & KR https://spatialaffairs.beyondmatter.eu/en
BT ANYRTE: TEZEThe Rodina SRR : SR FIGL - L FNFILETL - TR - B 4
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“Last Hope” shows the journey of a
geodesic dome from its construction location to its
final destination: The artificial lake of Tirana.
Zaloshnja creates such an object with the idea of it
functioning as an aquaculture platform in the waters of
the lake, which has been decreasing year after year.

It 41, 11 bha ok [ | tha 1 af

HRIERF IS SRIE (20224F) BB, SR : https://tiranafloatingarchive.org/ 858 : I8 - 4825 1%
it eIk - X2 3K (Denislav Golemanov)

B MBERNNE AR G(=8FE55) (Spatial Affairs) 72021F
2 AN IE RIS, —RRME BB IR AHES) . BT
TERIZER RIS IREIA M TEAREY, ZATM ER UL E s E 21680, 4
LR ERENTEN—ER BEYR BRI ER, MRIEHEXBE BN
T EBHAR” BV Y AR,

20214, EPREERE(Z 81 55) (Spatial Affairs) TR AT BT BYIE/Y
REREMEED . ZBRUNEL FRE(TEIES R —EEM
=18 (Spatial Affairs. Worlding—A tér vildgldsa) 7, AR S EYIERRIIT =
(HyMEX) 8, HEI N KEAGE R B S AN RN T8 2 B E RN Z07A2EE
T Bt BUIREIEmEIE T PR T R AR SR B BV E X B Em AT A
B Z AR Em, Fam i?%ﬁ‘%ﬁ;ﬁ%ﬂﬁ%ﬁ’ﬂﬁ%ﬁ;ﬁ XEFTERNTE
EONER IS S AT ILSE 2 B ERTF X R B BRI T ML S EHL B
SAENZITR R, XX R LHEMRIITER, ZnieM2 WEaE, XHR
B rmEFENT BB SIEF R T,

BR T (IBIESS) LS, (i AR ¥ st ZeiE) (Tirana Floating Archive) *LAREHA =S
BN E2M THEOERNNZ AR EF TR, XERNSER 7 Y IREIE
PRI B R R AR T EHFHA, BRATENRNZETA?Z AN
NI R X FSE U B X e Bt A H T B R,

o, BB, IEMIR, RYIER) (Matter. Non-Matter. Anti-Matter) 45443,
TRAESEMIMENR L IZEN LHE X FEE F/RITE R Z AR SRS
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(ZKM) IR ENE D . XY L, BHFRALILEE EHFNMIENIEE,
#HWEABHEBNZOTTER, BIAEMBET (The Immaterial Display) , — N2
HFERAUTEMALANEGEE HP, B MFERERES BEETHRESE) (
Iconoclash) FICIEIRRD ( Les Immatériaux) FHF*. BEF XN EE RS, (YR,
M, RYBD REMEXIMBRR 7 EINB AL 8IETEEM,

CAEMIRR IR PAR S (Les Immatériaux: A Virtual Exhibition , 20224F) B, R
https://lesimmateriaux.beyondmatter.eu/. BE2AG18 : E AL EREYIE— T A IR OHT
SEARER, BRI FRIEAE MBS SE T #F52/R (Matthias Heckel) , SR FF 4 : ILRIE TN
BRAE (Netzbewegung GmbH) 425 : REZITL - # & 72 £ (Andreas Broeckmann)
FMIZAN - 2 (Marie Vicet)

= ICONOCLASH Ik | 0o

GTRBIRIERN T L) (Iconoclash as a Digital Experience, 20224F) &l KR:
https://iconoclash.beyondmatter.eu/ &%t : FETE - B HRETR-ZF=HT, Ul/UXRIBhR0OLIT: D
TALER - 5o /R ST & ESIE B IR AR (Netzbewegung GmbH) , #4ZRR5 : 25 F) 52 8 - BHE
#7138 (Felix Koberstein) ©F/RETEE 2 RS IR
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ERZARPOMR/RETE R ZAREEEF LU (Les Immatériaux,
ERHZAR, 19855F) MGTIRB G BERF R85 ZATHNERSSE)
(Iconoclash. Beyond the Image Wars in Science, Religion, and Art, =/RET&E
ZAREEARA, 2002F) (FARGIAR, B O @I HFN= BIRRAAIT
Fi%, REREE XAV BB X NR S EBIIRL 7 & 780 AR SR8, X LSRR
FAF AT EHETEREI . AR EHE=R T U AR F SR
MZEARKEBITE . AEMBOMGTIRBEIUEZ BN A X, BREMAENH
B8 7T MERRN R BAENS IR H.

YE“E*”*H@5|F7’—TZ'S$U5|F§LE’JE/£@'JL, WARN “BIREE”, ETERIA B
HEIRARIEFMENR N EENT B Z ARA ST XLEMR ORI NEZET
[ 2RV ZERIA R T R KR AR, LX)S’Z—/\jiﬁ”E’%fTu‘—ﬂ.ﬁ)\E’Ji?Eﬁiﬁi‘l‘
g PR T EEN RN EM M. B4 AR B R MR L6, XL
BlaghH R EIMAERERR, B ER T RIEAY RIS XL F IR
B RS | R T — N, BIRe S R — 2 AmEIWN R, AEEEZRMER
HSE, T B EF I,

SRR ARARZE IR A, (W5, #95, RN EEErz—=2F A
BFRAERNNZ B P EFHFEL MEMBINX S ERIR R LRI “IF
VIR LR ENRREDR G 2RSS RS TR NI ER
WM FIRE BT 202261282878, SILFER, XEARREL F R H.—

\
1

W

3
i

“UIER, MR, RYIR TR MBS FELR” (2022-20234F) , BMIIZE, R/RETERZEARSIEEFD,
B RETISIE - S EHr - F 1) /E Hf (Esteban Gutierrez Gimenez) O R/REFE B 2 AR S AT
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RSN ZARANREIER T ZARERS LN E R WAERF LHBYR
o —EZRMEBRRB L EHLIER, EthZ AR EBREZER L ZARFL
MFRETEEZARSEET ORI, BEGHIFD FTRES) MM ERE £
AT BEREH

FRESRKZIEHIKS, URKTER P AERN 0 A F A2 EEAE,
WRBNBFENNEN FIEXR XEREWAR 2R ALHR PRI
THEREER ZARK ZE BYETWA LT FEMT A BN S EKR XL
BEEMNLAETENEHMXASIAT AMIEINRIE LRV, X TR
T BEART BIVIEWF e Y, UIREMZRNTHEMNR LS Fa* Lo

HE AR R BN —ANE 7 B BEUNKES, T HRT URE
NSRBI U I ARFI AL X BIER TS, FHARTE IR ERUMBIIRAZ
1T AR, MIEA K T — PN EMITHERS, WEEERIFRHFASTHR
EDHTEMEME RIS,

BR T SRERBLER ST LASN, B TR IR (e T Z AR AN F. LB E
FEUZARGLUIMIA=ZRME SR EFZ —, FEENBE —x =D
EMIOREREY . BT RIBHERLITIRG, AIFMEEEZARMAR
A GEBREAR B E W, BB Z ARSI EL L &AM /SRR b BYLE BB T
B “BEYRVIEWTF e BE2ARNL LR, B 780 ZARAEIE
FLNEREEBB T XL B H LRIk, FrA L AR 1E B R
B — P Z MERATTR 7 RE TR —OIN, SR THAM RS
[EZARSEAEFOEEDIIIGR, F-, RYIFRD, URIENEMZERTEROT

= DR —ER D 2o

“BHEAMR BRI T IIEMARBERR, B1L 7 EZRIIME 2R,
BPEFUHETII T S ERMRRR, HE25 7 RNERER). B e
iEd RS NS ONEM B RIEFT I, S TR il (et 7 211
FRUMERBZ AN Z BRI Z W3R, FimdEH Z AN EAR T W AT
BERRED, BT WATIRA T A XBFEN T ABIREE 2 Bk 25
FUREMEFA LRI, DF T HFHERR EREMXBREEE
£18)12I0 B P S BRI SR BB P ITE A e X E M F HE R,

“BEYRT BN S —IREB AR LT & (Generic Exhibition Platform) o
XE—HMARGTR, FEFLBTETRBEINEFHE, o LUEHEREHF
RHTE, —NREMRNE FIMRRR T IZHERIThEE, ETESMIEYIE. ZA
MRS E W ALTHRAZIFRT AN B 2B FREN. A T R#HFES 5
REFUHNRFHER, BIVEIZRG IR RRIANEEZASEAPR O GitHub K
P _ESRZRIREL,
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ZHE—MEFREL, KRR FRR (U3 KAL) EEFEAREE T a1
NWHABEE RS, A EREER (FE ARl R E) X #E. R E 8T
MNRHERT, BRTEE—MEER T H.IZTEHNR AR UKRRE ZE
TETZAAIK R TE N o

NBRARRFEFRKNEEHE 730 NREKFRERATEFHUE BREN
FRFIE X AR B E R B 7E —E B {8l BR PO I 3 R dn AN EUE BRE T il
FILUENX FRInENRF R FrE BaS T aihs ZBBIEMIE SRIFET
B ESRSHERFP R AR MERERFRS .

IEWIXEERFFrR, 2B AEZARFO BB ZRIEHZALHLEFIFF
AR FHITRE B S EIR (T RIRERY T3 Ao Ffl 1B THE 2 ERY
PR N E MR TT 7RI Bl IR EZ AN MBS R I F MR, HOIZABES
HRERITE LT &, UER X ZARENMAVE S AR AE BT RKAEI BN 2k
2, BT AT BN HEZNRMF T S0 E o

BXEMR GBS AR ST B AR MR fRX —HE—EE B
YR BZORE, X—REBEMN T “FITFE" (ParaVerse) HEHIER.
ERREIMEFARIGME DRI T IZIN B FTTERTESE, B ZTFHEEAZ D
FATFER THEAERBIE ISR SRR TFE ML — i tH AT,
FHEBRIXMFITFHENE .

BN NBERFERTF HRDGEEAR, TRz EIMIIKIASHERRS ZAEN AR,
FILETY - BRETR- DT IBIN R - 18804, AR PR ER - % tH AR AL, 20244,
(https://withinspace.beyondmatter.eu/), HR X F(ERBREE T ALERSRKERE)
(Data browser, % 10 %) , 777 - 5 ARE= (Joasia Krysa) FIIDHIAEN - "L B -+ 35
(Magdalena Tyzlik-Carver) 4&, {2 : FFASCHARTE, 20255, (http://www.data-browser.
net;http://www.openhumanitiespress.org/books/series/data-browser/)

AR

11t-3BRAFRE - A BRI, (EIARE X FRIRIRE) (B2 7R Bk, 19795)
2 XERBAEZRMEENNAFHR R ER N, AEEREIS LTI

TIMAE - 55 HT, (AUBZ IR FENFHRHNZEAR) (02 RELTSKBEN MR
1, 1999%F) , 55301,

1815 FH IR, (FFIEN54) (“The Post-Media Condition”) , {Mute), 2012838 19H,
https://www.metamute.org/editorial/lab/post-media-condition.

BRI To - BB RIE, (BF515F) (The Digital Condition, S : BUKRH AL, 20174E) o
YFIE, (—F01T2 B4E) ("For a Planetary Thinking" ) , {e-flux), 11488 (20204,
https://www.e-flux.com/journal/114/,

DI P F AR HT )3 -, (BRE M) (The Curatorial Condition , {3 : Bt EHEH,
hRAE, 20224F) 6
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3 “TAM” (“pool of tools”) X—FIA N - FIRERK(CEEH3.0)
(Renaissance 3.0, 2023-2024%F, R/RETE B ZARSIRMAEFL) "L = TR,

4 X EBFEFRY“BFE” (constellation) —i81& X 5 NP4 IRET -5 - BRETZ (R RS
5) (k- Hrds BUB A B R, 20224F) S E A ANZIAR & XAEE,

5 ¥ DLE D - MeHu4E, (SF AR MM ERTELE) (SF: Speculative Fabulation and
String Figures / SF: spekulative Fabulation und String-Figuren, So Far, 100
Notes—100 Thoughts / 100 Notizen—100 Gedanken, documenta, 13) (BLHT4FIE
IRE  DRIFER - B H AL, 20114F) 6

6 FLETY - BT ATR- P =T I3 % - £ 188 (Marianne Schadler) 4g, (B#E45,
TRIZA X FEPIMEIDSHNRRS EAREN A A IRFER - % HhR

%%, 20234F) o BB FRRPIIE M : https://withinspace.beyondmatter.eu

TR FES)YRARFI - tb 2 (Giulia Bini) MIFI4ETL - B HHR- DTSR E. B %
REIEH - 25 S (Sven Litticken) « FAIE - & FLZ% (Adam Lovasz) 275 - B4
(CeciMoss) MIZERBABINXF . KFM - LLfE  FILETE - B A -B . f& - 3 =
BLETE (Jan Elantkowski) « 758 P8 - Z548/R (Fruzsina Feigl)  H/REHI- R/RE
(Borbéla Kalman,) 4w, (=815 55) (faAk: IREER - 5% AR AL, 20214F) o

8 BEEMIEARILIIY = BIE/REH - RREMFILEIL R HTRL- T f= B H [F] T 55
BIF NI R XE R TELIREN : http://hymex2021.ludwigmuseum.hu/

9 PalfE= I - B8R (Adela Demetja) BHIHIARE AL EM F T,

10 ZER S FEMZAT 20219F) HHIFAZALRE (20224F) (/R FEMRE
P18 (Oodi Library)  ff/REFEIZITEYIIE (Design Museum Helsinki,) FPa/RIEA
FHE BRI BREE T 2HET R RITERZARSEAH L (2022-20235F)
S ERRBBIIEIRER.BR ER—E9 LU A BREIEER B EEER
EFMZ RPN (2023-20244F) BH.

11 RS EBRI R LN 4, 1¥ Dl https://iconoclash.beyondmatter.eufl
https://lesimmateriaux.beyondmatter.eus

12 “FEYEINEES Z2BEN2IERIN=TEF (MAEHERNZIEE
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Ctrl + Curate: About Online Exhibitions
Peggy Schoenegge

New technologies have not only influenced artistic practice, shaping new forms of art,
but have also had an impact on curatorial work. Technological progress enables artists
to explore innovative forms of expression that often demand different viewing habits.
Consequently, new approaches to exhibition necessitates new modes of presentation.
This has been evident with mediums like video and recent immersive technologies
such as augmented reality (AR) or virtual reality (VR). In particular, the widespread use
of the internet has had a profound impact on the art world, opening up an entirely new
space for artists and curators.

The transition to web-based realm opens up a different framework for action. Online
art spaces offer possibilities that go far beyond physical or traditional exhibition
spaces. The physical is defined by its architectural structure, material interior, and
structural aspects like opening hours and entry regulations. Here, the exhibition must
conform to the requirements of the venue. In contrast, online spaces are shaped by
digital elements such as graphics, animations, or interactive features. These digital
components are typically flexible and can be customized to suit the exhibition’s needs.
The online framework is thus more adaptable, and as a result, it allows for 24/7 global
reach, unlimited spatial possibilities, and dynamic content updates. In this environ-
ment, online exhibitions promote barrier-free access and direct participation, reaching
audiences in their immediate everyday lives on devices such as laptops, tablets, or
smartphones. For this reason, as Katarina Rusnékova writes, the internet enables real
communication with the audience, based on new forms of discourse such as chat
rooms." It offers a democratic approach, enabling projects that deal with the socio-po-
litical questions of our time.? This accessibility supports a more inclusive art world that
embraces current technical advancements. Furthermore, it pushes the boundaries of
perception and encourages a rethinking of how art is presented, experienced, and
made accessible.

With the widespread accessibility of the internet since the early 1990s, it is finding its
way into the art world. Artists and curators use the web as a platform for presenting
and distributing art, opening up a web-based space for experience. One of the earliest
projects worth mentioning is 7he Thing (1991), founded by Wolfgang Staehle, which
served as a forum for the exchange of art and artists. Another notable platform

is Hyper X (1995), a digital exhibition space for net art, curated by Alt-X in collabora-
tion with other curators such as Mark Amerika, Christiane Paul, and Marisa Olson.
Similarly, Splashback: Rhizomes Splash Pages (1998-2002) aimed to provide immediate
online access to art while simultaneously reflecting the speed of the internet. In addi-
tion, whitneybiennial.com presented the works of the 2002 Whitney Biennial digitally
as a supplement to the physical art show. Since its founding in 2013, Panther Mod-

ern has continuously expanded its virtual exhibition space, allowing for a spatial expe-
rience of the artworks. This list can be continued into the present day of Web 3.0; how-
ever, it is still very fragmentary.?

These early online spaces were often quite experimental and technically limited. They

either adapted to or built their own framework on platforms.* Such early examples laid
the groundwork for what followed in the digital art world. Many of these websites are
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no longer accessible and only partially documented, which therefore leaves a large
research gap in the field. This also underlines the fact that the internet is a constantly
evolving medium, as can be seen in concepts like Web 2.0, Web 3.0, and the metaverse.’
Websites are generally not permanent. They depend on ever-changing browser tech-
nologies as well as providers and maintenance. However, with technical advance-
ments, new opportunities for digital art and online exhibitions continue to emerge—
especially with the current development of WebXR®.

Due to the measures taken during the COVID-19 pandemic and the resulting shift to the
internet, not only did numerous online projects emerge again, but their reflection and
contextualization also gained traction. In this context, the discourse has primarily been
descriptive, focusing on structural and formal potentials that enhance accessibility
and visibility of contemporary art by outlining characteristics of the digital. A media-
theoretical approach is often taken, tracing the development of the internet as a whole
and the specific development of various platforms and technologies such as VR.
Contributions from Francesca Baglietto (2016)’, David England (2016)%, Annet Dekker
(2021)° or Livia Nolasco-Rézsds with Marianne Schédler (2023)", illustrate this devel-
opment. While the influence of technology is frequently acknowledged, a deeper
analysis of the internet as an artistic space remains largely unexplored. This gap, how-
ever, presents an opportunity for further investigation and critical engagement.

The evolving platforms and their underlying technologies enable varying approaches
to spatial work. So far, this aspect has largely been overlooked in terminology. How-
ever, since these factors fundamentally shape both curatorial and artistic practice and
the experience of the artwork, an attempt at a conceptual differentiation will be made
here. Accordingly, a distinction can be made between two forms: the digital and the
virtual online exhibition. While the former operates on the two-dimensional surface of
the website, the latter allows for a three-dimensional experience. To illustrate the
characteristics of these two forms in more detail, projects realized by the independent
curatorial collective peer to space are presented below. Since 2016, the curatorial net-
work has been realizing online exhibitions across various platforms, employing differ-

Patrick Lichty Shayna Hawkins

Exhibition view of NARGIFUS—ANIMATED SELF PORTRAITS, 2016-2019, curated by Carla Gannis and Tina Sauerlaender
on NewHive (online), on view: Patrick Lichty and Shayna Hawkins. Photograph by Tina Sauerlaender © peer to space
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ent approaches to presentation and interaction as well as integrating media such as
VR. The projects offer the opportunity to present artworks to a global audience and to
make them experienceable beyond the white cube of institutions or galleries. The
ability to exhibit a significantly larger number of artistic positions enables a broader
discourse and a more complex presentation of the respective topics.

For example, NARGIFUS—ANIMATED SELF PORTRAITS (2016-2019) explores ani-
mated self-portraits, while CAT HEROICUS SUBLIMIS (2016-2019) examines how art-
ists develop an abstract visual language using digital tools.!* These exhibitions were
originally hosted on the platform NewHive, which is no longer available. The online

Exhibition view of CAT HEROICUS SUBLIMIS, 2016-2019, curated by Tina Sauerlaender and Peggy Schoenegge,
on NewHive (online), on view: Od Niwr and Mathieu St-Pierre. Photograph by Tina Sauerlaender © peer to space

Exhibition view of MERMAIDS & UNICORNS, 2017, curated by Carlotta Meyer and Tina Sauerlaender (online),
on view: Alfredo Salazar-Caro and Shyra De Souza. Photograph by Tina Sauerlaender © peer to space
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exhibitions are now offline, once again highlighting the mediums reliance on providers
and technical infrastructure. In response, the team has realized further shows on their
own domains. MERMAIDS & UNICORNS (2017)", for instance, addresses the hybrid
structures of contemporary times, arguing that the image on the screen, and thus the
digital sphere, is real — contrary to the habit of describing this world as not being real.
Here, rather than scrolling vertically, visitors navigate horizontally through the works.
The group show CLAIMING NEEDLES—Positions of Contemporary Embroidery

Art (2018)" examines contemporary embroidery art as a critical tool, expanding the
meaning of female employment. As users move their mouse over the artworks, they
become animated, and with a click, the audience can access additional information
and detailed images. A similar approach is applied in PARADOXICAL OBJECTS—Video
Sculpture Art from 1960 to Today (2021)*, which reflects on the complexity of video
sculpture, merging the temporality and dynamism of the moving image with the static
nature of the screen. By applying various filters, visitors can alter the curatorial arrange-
ment of the exhibited works, creating new connections. This produces new perspec-
tives that extend beyond the curator’s narrative.

These examples utilize the two-dimensional, partially infinite surface for a curated
composition of works. New approaches were sought that go beyond the usual habitus,
particularly with regard to the interactive possibilities for visitors. In the process,

new forms of viewing and presentation were created.

Kathryn Shinko, Wounds Slowly Being Covered Up (Eye), 2015

Exhibition view of CLAIMING NEEDLES - Positions of Contemporary Embroidery Art, 2018, curated by Peggy Schoenegge

and Darja Zub (online), on view: Birgit Dieker and Kathryn Shinko. Photograph by Peggy Schoenegge © peer to space
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Kathryn Shinko, Wounds Slowly Being Covered Up (Mouth), 2015
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Exhibition view of PARADOXICAL OBJECTS—Video Sculpture Art from 1960 to Today, 2018,
curated by Sue Bachmeier and Peggy Schoenegge (online), on view: Frank Balve, Bainbridge Benton and Wolf Vostell.
Photograph by Peggy Schoenegge © peer to space

Another example of implementing the internet in curatorial practice is presented in the
hybrid project EVOLVING KINETICS—Transformations of Kinetic Art in the Post-Digital
Age (2023). This group exhibition at the Kunstmuseum Gelsenkirchen was also trans-
lated into an online format on the platform Common Garden, founded by the artist
Constant Dullaart.” In the digital space, visitors also move across an infinite, two-dimen-
sional tableau, where they appear as colorful Easter eggs — avatars representing their
presence. When two or more users approach each other on the website, they can
communicate with one another — much like in a video conference — and explore the
exhibition together. This transforms the digital visit into a social experience, enabling a
common online space.

EVOLVING KINETICS integrates digital structures into the art museum, not only creat-
ing a meaningful avenue to engage with emerging technologies but also laying the
groundwork for the project’s long-term sustainability and accessibility. By embedding
digital elements within the museum’s infrastructure, the project ensures that audiences
can interact with artworks in innovative ways while also expanding the museum’s
reach beyond the physical audience. This approach supports the museum’s adaptation
to a digitally driven future, making art more accessible to diverse audiences and pro-
moting continuous technological integration.

In this process, the examination of virtual space and thus virtual exhibitions is rele-
vant—particularly in light of recent developments in WebXR technology. During the pan-
demic lockdown in 2021, peer to space collaborated with the gallery PRISKA PASQUER.
As part of the ONE TO ONE series, peer to spaces curators worked with one artist to

(Un)Real | (3F) T SE
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develop an exhibition concept for the virtual gallery, hosted on Mozilla Hubs. The plat-
form was discontinued in May 2024. Until then, it offered low-threshold access to the
three-dimensional virtual realm through a multimedia approach. Visitors were able to
enter the spaces via smartphones, tablets, computers, or even VR headsets, and inter-
act with each other in real time as avatars. The ONE TO ONE series tackled a range of
contemporary topics, reflecting artistically on the post-digital conditions of our time.
Furthermore, all iterations share the exploration of the virtual as a new space for expe-
riencing art. While the exhibitions at PRISKA PASQUER did not fully abandon tradi-
tional spatial structures — since the physical location was digitally replicated — the
series harnessed the potential of the virtual world in how the artworks were presented
and perceived.

This was also applied in the case of PORTRAIT OF A FUTURE (2021-2024), which was
part of the ONE TO ONE series. Here, artist Charlie Stein and I brought depictions of
robots and Al applications to life, transforming them into animated sculptures embed-
ded like driftwood or boulders along the gallery’s virtual shore. In addition to these
installation-like interventions, the dimensions of the artworks were adjusted as some
of the paintings and drawings were either enlarged or reduced in scale, partly floating
on the sea of the void. What is physically impossible due to material limitations and
conditions can easily be altered with a single click in virtual space. This flexibility intro-
duces a playful exploration of dimensions and settings. As a result, a new form of art
experience emerges that pushes physical space into the background. In this context, the
virtual becomes an object of experience, raising questions about our understanding

of reality. Our physical reality becomes a memory in the virtual exhibition. Bound to
our bodies, the immaterial environment makes us aware of our biological status, which
is visually mirrored by avatars. In this framework, users experience a disembodied
state of being, which in turn reflects back on the visitors themselves. This results in an
exciting correlation between offline and online presence.

W

Exhibition view of PORTRAIT OF A FUTURE, 2021-2024, curated by Peggy Schoenegge at the Virtual Gallery
PRISKA PASQUER on Mozilla Hubs (online), on view: Charlie Stein. Photograph by Peggy Schoenegge © peer to space
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A similar situation prevailed in peer to spaces inaugural Virtual Art Space exhibition
(IM)MATERIAL MATTER (2021-2024), also realized on Mozilla Hubs. The group show
explored the nature of digital sculptures, showcasing works by Banz & Bowinkel,
Entangled Others (Sofia Crespo and Feileacan McCormick), Mohsen Hazrati, Armin
Keplinger, Nadine Kolodziey, Lauren Moffatt, Chiara Passa, Sabrina Ratté, and Dagmar
Schiirrer. Beyond the physical realm, these digital works take on new forms of sculp-
ture, illustrating the potential of digital materiality, which is also reflected in the space
itself as both break away from traditional forms. There is no floor and there are no
plinths or walls to present the works. Instead, floating platforms connected by a blue
moving band illustrate the center of the void. Here, visitors have to fly or teleport
themselves into the space in order to fully explore the exhibition, following a virtual
approach to movement. The virtual sculptures float in space too. The three-dimen-
sional artworks are not static, but dynamic and in constant motion. The works and the
textures of the void appear as a seemingly tactile materiality. Their surfaces evoke
physical materials like metal, plastic, and clay. Unlike in the physical sphere, these
forms become permeable as visitors can walk through them. The dissolution of physi-
cal boundaries once again highlights the unique potential of the virtual. The artworks
and the space oscillate between the material and the immaterial, revealing a virtual
materiality. In deconstructing physical properties, the parameters of traditional defini-
tions of sculpture and exhibition spaces shift, underlining digital conditions.

The transition to the web opens up a unique realm of art experience. Everything that
can be imagined becomes possible, realizable, and thus experienceable. Exhibition vis-
its transform into interactive digital experiences, free from physical constraints like
gravity. Visitors navigate the space differently, exploring entirely new ways of engaging
with the artwork — seeing them from the bottom to the top, from the outside to the
inside. Particularly in combination with a VR headset, the computer-generated image

Exhibition view of PORTRAIT OF A FUTURE, 2021-2024, curated by Peggy Schoenegge
at the Virtual Gallery PRISKA PASQUER on Mozilla Hubs (online), on view: Charlie Stein.
Photograph by Peggy Schoenegge © peer to space
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Exhibition view of (IM)MATERIAL MATTER, 2021-2024, curated by Peggy Schoenegge on Mozilla Hubs (online), on view:
Banz & Bowinkel, Entangled Others (Sofia Crespo and Feileacan McCormick), Mohsen Hazrati, Armin Keplinger, Nadine Kolodziey,
Lauren Moffatt, Chiara Passa, Sabrina Ratté, and Dagmar Schiirrer. Photograph by Peggy Schoenegge © peer to space

shifts into an immersive three-dimensional space, where we perceive and explore the
virtual space as an actual environment. Through this, a different and dynamic under-
standing of space itself develops, allowing us to rethink exhibitions.

Curating web-based spaces therefore goes beyond the mere discussion of the topics
represented by the artworks. It shifts from a process that is object-orientated to one
that is dynamically technology-orientated, understanding the internet as both an
experiential space and a curatorial tool. Institutions and cultural practitioners require
a thoughtful engagement, a deep understanding, and, above all, a useful application of
the digital context. In the broadest sense, online curation can be seen as a site-specific
installation that considers and integrates local and therefore technical conditions.

From this perspective, the web can also be understood as a form of paraverse — a par-
allel, yet deeply interconnected universe within the multiverse of the digital realm. It
shapes and redefines perspectives on curation, challenging conventional notions of
reality and space. In this context, it is subject to creative and artistic creation, allowing
for entirely new, self-contained worlds. Within this space, reality is not merely repli-
cated but actively redefined, creating speculative exhibition formats that go beyond
traditional presentation methods. By integrating interactive elements, dynamic struc-
tures, and boundless spatial configurations, online exhibitions dissolve the limitations
of the physical and open up entirely new dimensions of art experiences.

This digital turn calls for the exploration and establishment of technologically driven
methods that create a modern form of access. Its application serves as a mirror of our
time, dealing with a technologized reality that curators are also called upon to convey.
They help foster a critical awareness of the digital landscape, encouraging audiences
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to engage with contemporary art in a web-based realm. In this context, the medium
itself becomes an object of contemplation, enabling a deeper understanding of the
internet as a specific medium and zeitgeist’ in general. This approach helps to break
down barriers in engaging with new technologies. Strengthening media competence
thus becomes essential for the inclusive formation of our digital future and thus for con-
temporary art exhibitions, promoting social participation. In this way, online exhibi-
tions become more than digital displays; they transform paraversal spaces that reflect,
challenge, and expand our understanding of art, technology, and reality in the present.

Notes

1 Katarfna Rusnékovd, “Internet Art and Its Formats,” in #mm net art. Internet Art in the
Virtual and Physical Space of Its Presentation, ed. Marie Meixnerové, Link Edition,
Brescia + PAF, Olomouc, 2019: 15.

2 Rusnakovd, “Internet Art and Its Formats™: 20.

3 A detailed timeline can be found on Oliver Laric's website. http://oliverlaric.com/
timeline.html

4 Ghidini Marialaura, “Curating on the Web: The Evolution of Platforms as Spaces for
Producing and Disseminating Web-Based Art; Arts 8, no. 3 (2019): 2, https://doi.
org/10.3390/arts8030078 (24.10.24).

5 In contrast to the static websites of earlier phases of the internet, web 2.0 refers to
the era of the internet characterized by user-generated content, interactivity, and
social platforms, which started in the early 2000. Web 3.0 is often associated with
blockchain technology, decentralization, and semantic web concepts, envisions a more
autonomous and user-controlled digital environment. This era began around the
2015s. The metaverse, on the other hand, describes immersive, shared virtual worlds
where users interact with each other and digital content in real time, often leveraging
virtual reality (VR) and augmented reality (AR) technologies. There are initial
approaches to the latter, but it has not yet been fully implemented.

6 WebXR is a technology that allow users to experience AR and VR content directly
within web browsers without the need for external applications. It facilitates immer-
sive and interactive experiences by integrating 3D environments, objects, and spatial
interactions into standard web interfaces, enabling new possibilities for digital art and
online exhibitions.

7 Francesca Baglietto, “Curating across interfaces: an Account of a(Hybrid) Expanding
Exhibition”, PhD thesis, University of the Arts London, London, 2016.

8 David England, Thecla Schiphorst, Nick Bryan-Kinns (Ed.) ,Curating the Digital.
Space for Art and Interaction”, Springer. Switzerland, 2016.

9 Annet Dekker, «Curating Digital Art», Valiz Amsterdam, Amsterdam, 2021.

10 Livia Nolasco-Rézsas with Marianne Schadler (Ed.), “Beyond Matter, within Space.
Curatorial and Art Mediation Techniques on the Verge of Virtual Reality”, Hantje
Cantz, Karlsruhe, 2023.

11 Find more details under: http://www.peertospace.eu/onlineexhibitions.
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Peggy Schoenegge is an independent curator, writer and project manager at
peer to space, as well as the head of the board of the Media Art Association in
Berlin. Her work focuses on the conditions and challenges of the post-digital
age and its impact on our everyday life, culture and society. Specifically, she
addresses topics such as gender, performance, and artificial intelligence in the
context of current technological developments. By curating digital art, internet
art and art created with new media such as VR or AR, she realizes international
group exhibitions in both physical and virtual spaces. In this framework, she
explores strategies for contemporary and media-based forms of presentation.
In addition, she lectures and participates in panel discussions at international
conferences, symposia and events. She teaches at the University of Applied
Sciences Darmstadt and HTW —University of Applied Sciences Berlin. Currently,
Peggy Schoenegge is pursuing a PhD on the theoretical and practical impli-
cations of web-based art spaces and their development from the initial stages
of the internet until today at the Institute of Art History at the University of Bonn.

65 Issue 64 /January 2026 | %5 64 #§ / 2026518



Ctrl + Curate: About Online Exhibitions | Ctrl + R : X F& LE% (Un)Real | (3F) TS

Ctrl+ fR . XFERLRR
A= - =W (Peggy Schoenegge)

AN E ZARKNBZARKE, EHEBSHNZ AT I, BAREIA
TR T N AES FEARRNVEBRRQIF TR, MXEFNEES
ZARBIIE SR A, FERE A NEWRENN 2R X—REAEINTE

MIRZF YRS T AR G52 ILSE (AR) SUEEPAILSE (VR) FT HILRY IR TR AR BEX

WA 2N B EN ZARFR T E TIRTRIEM, ZAKMREARLLFR T2
HHVSREZS (8o

BETFERRNERGESINT REIERNITIES B LA E AR L =8,
4% FZ AR e R T BLHRIEEM, AT Bl B H BN ERIIT AR
B BJF N IR E S A MR P E X o TE SR AT B DB B M S E 7
ER ML 2T, L E=RINEEF . shE s B shIaE S M F T =M il XL F
ArrEEEB AN, P LURIER SR RME . AL, & FEREEEN M,
BEERUF RN R ENLIREE. CIRLERN T B A e UM e SNANE
o EZMELR T, 8 E RIS T LIRS EMMARNEZE S5 M@t £l
A EB AN AR BB AN S S BE M R 5, B S ZIEEE B NI - & i
#HgE (Katarina Rusnédkovd) PRE, BEXMBERS 1L A TEFIIRESHENITICHE
T, AT RRIAM BB IR (7 — R E 5%, FHRLEX T AR SECA
NI B R U B XM A BB T ZARRANFTE L SEE RN, feigiE
MUFIRAHE LD Lo, BENIEHERE T ANBARIASR, HEmAER B
FEZARNEN . FAERE o

B20tH B0 F A BB E K LUK, BEXMZFANFENZ AT, ZARMERE
AFIAMET &R TAERZAEM, 0E T ETERRNEK = 8. EE—
REVEBEX R AR B ~ —7k/RE N - iEZ=Eh (Wolfgang Staehle) BIIZHYXF
CARFZARBIZERF S “The Thing” (19914F) . Z—1MNERMF A7 “Hyper X*
(1995%F) , ZTF B BHAMXS S5 FIEE-R~ (Mark Amerika) e BETE & -
fR% (Christiane Paul) F1IBAR - B/R7% (Marisa Olson) FHMEEEAERHR
VIBBEXNEZ AN F R LA =8, MBI F &1EE “Splashback: Rhizome’ s
Splash Pages” (1998-20024F) , ZF &R (HBIRTMITEL Z AN S E O, [ kiR
T HEXMBYEREE, LSk, whitneybiennial.com & IR FH RN 2 M2002FEEFE
WERIER, AN ELAR NS, Panther Modern B20135 a3 LUK,
NrnREEIAR = 8], XL ARBEBIRIT L _ EI B = BRI, 0Lt S8
FE ABIZEE TS BYWeb 3.0831K; 22T, X0E B H RIS E RARRIE,

66 Issue 64 /January 2026 | %5 64 #§ / 2026518



Ctrl + Curate: About Online Exhibitions | Ctrl + ZRR : X F& LRE%X

XEFHRRYE, e R A SRR, WRANIEARNER. XETEIEEN
TMETE, JWEXETE LR T B SAMERXEF R T N ERHILAY
WFZARMFRETE T bt ™, REXBFRIM LIS BT A8, T EEER
PDAERSHIERWRE T, BB RAMAT B XBLET —TE

K, BN B BXZNBTH L AVIE Y, XA Web 2.0.Web 3.0/t F HEM
o — R, UL F IR ATFTE o UL RYTFTE AR ML TN BT L FE AU bE 23R i
R ANLEIR TR AT, BEE BRIV , B X F 2 AL LR DAFTIET
T I —— L HRTEWebXRAETE R B T,

T IEHRIBBUAR X HE e LU FH (R eV 3 1a) B BX BV E T, HI 7T %
% FIE, SXLEMBB XN R BIBEMESIA T X FEX—BIE T, 8%
WL FEZEAR MR, BT DM FRANEHE, BT EESEME R
1858 LA 2 AR BIA MR Bl I B B A — MR (IR 75 0%, BB B
BXMEAN & B, UNVRESMHE SR ANAERL B, FBEATEHT~ - B85
(Francesca Baglietto, 2016) "\ A 2 - Z&4& = (David England, 2016) & % Jef5 -
B55/R (Annet Dekker, 2021) AR FITE - BRI TR B EET A IB I % 46 - & 12 8)
(Livia Nolasco-Rézsés, Marianne Schadler, 2023) 055 A B ST AL SRAKRIL T X
—HRiTES REA TR AT RNEMEERR ZHIR, BNARLDEANE
H?éﬂf’lfjj EAREEX—INRHITER NN DT AT, X—H RN =R
—ZHR A AERITIRE T 2240

T\l%ﬁ?i)zﬁ’\]ﬂ?é&‘ L8 BB RRARANTEICIEHRME T SRR £ 25 N LE,
— A EAERKZE _ ERDARIEANETE X 7AM, BT XERZMRAR EBE T

(Un)Real | (3E) M52

Patrick Lichty Shayna Hawkins

“NARGIFUS - i B E1R “ (NARGIFUS—ANIMATED SELF PORTRAITS, 2016-20194F) B S IIzE =& kh- H B8t
(Carla Gannis) &4 - B/R=12 (Tina Sauerlaender) , FNewHive (4 1) ZARZK M8 E - F)# % (Patrick Lichty)

= - EHT (Shayna Hawkins) o 55 5§ - A/R=780O peer to space

67 Issue 64 /January 2026 | 55 64 i / 2026518



Ctrl + Curate: About Online Exhibitions | Ctrl + R : X F& LE%

REMZALEUR K FZAERAEL, 725308 NS LR HX DX ERZ,
R, FBXE G A D NRMIZIN  HF 4 E R AR INEL £ RIS A& TEULRY
TV E EIF, 5E NIRRT R = AR AR LURII SRR EA peer to space
AT E Jo i, F 4R BRI MR M AVERBIZTUE @45 =0 B 2016 F LK, ZRE
FAE—BEAESMHTE EENE LRE, RBTRANERZEMNES AR, FES
TVRFES T XETE EZAERITUA IR ET, HERARE T EE
HERB A" FEIUIMIMERL, XETM BRI T ESHNZARIIG, 518
TEZRIIE, KT AEERNRNEUUEME RN A NE R,

“CAT HEROICUS SUBLIMIS” (2016-2019%F) R ELIZE 558 : % - B/R=1EFMM S - S A, TNewHive (48 1)
AR BB B E/R (0d Niwr) 15 EE - 2 &FIR/R (Mathieu St-Pierre) IB5% & - B/R=150O peer to space

(Un)Real | (3F) T SE

“EANBSMAE" (MERMAIDS & UNICORNS, 20174F) B IIZE &R R7&1% - 1BEB (Carlotta Meyer) FI7540 - £
=218, 8 £ TARK PIRIBE S -FHIF/R-RF (Alfredo Salazar-Caro) M7 HL - 8- i (Shyra De Souza) o iR &
- 48/R=18 © peer to space

ZHN

68 Issue 64 /January 2026 | %5 64 #§ / 2026518



Ctrl+ Curate: About Online Exhibitions | Ctrl+ KR : X F& ERY%

140, “NARGIFUS——hS B EIR” (NARGIFUS—ANIMATED SELF PORTRAITS,
2016-2019%) RZE 7 ohE B &%, “CAT HEROICUS SUBLIMIS” (2016-2019%F)
BT ZARNAEAHRFIEABRBRIOMTIES XA MRS EEH T
NewHive'lr & E%, Bz F el EXH. XERTDER S ETELNKT, XB
RN T B BRRIX—E A i T Ly A R R Bt e F Lk, peer to space
FEE RN E2WM T ELREFIW, “EABSIRAZE" (MERMAIDS &
UNICORNS, 20174F) 059 7 SRR G4, HIRR TIEZRE LNER, &
EHIFENHTEE, BEREHN— AMTBEEIANHRFERZIEMMEA,
ZEIHROVS %Eté‘z%@}i TZES L MARHIEUEENEN S,
M UAEIMERN A TN S Em. B R “HE s — A RIEZ AN (
CLAIMING NEEDLES—~Positions of Contemporary Embroidery Art, 20184E) 13
HRRFZAMAMAMTE, HET AR INEX . SAF L EFEZRER
BHEZAEmL ZFRaBNthENR, RG22 A Fm, MARPIRBELER,
HREGBAEN G FIMNRREAXEF AT F B2 —1960FES
HISAGBEZE Z AR (PARADOXICAL OBJECTS—Video Sculpture Art from 1960 to

Today, 20214F) “rh, IZR W R R T A REER E 8, KhSRA&RIETa) £ A5

Birgit Dieker, Arme, 2011

Kathryn Shinko, Wounds Slowiy Being Covered Up (Eye), 2015

“HHEE —HRRFEZ AN (CLAIMING NEEDLES - Positions of Contemporary Embroidery Art, 20184F)

Kathryn Shinko, Wounds Slowly Being Covered Up (Mouth), 2015

(Un)Real | (3E) M52

REIZE, R RS - & AEAE/RE - 187 (Darja Zub), 26 £ 2R H/RESF 85 (Birgit Dieker) FE X3« A

(Kathryn Shinko) #&% 1 {il& - &M1& © peer to space

69 Issue 64 /January 2026 | 55 64 #1 / 202618



Ctrl + Curate: About Online Exhibitions | Ctrl + R : X F& LE%

|;|L Ml

i
N0
(e n
g

“FEZY—1960FEE ST ERABE R (PARADOXICAL OBJECTS—Video Sculpture Art from 1960 to
Today , 20214F) B HIHE &R 75 - BHiE/R (Sue Bachmeier) A S - &AM, 4 £ ZARK #=58 M/R4E
(Frank Balve) \ BE#5 B2 27 - K1 (Bainbridge Benton) FIZK/RK < AHTRF/R (Wolf Vostell) |52 i3 - & 1% ©
peer to space

SHERBHSERES MRET N AZTESR, I USRS FmAVERE
i, 5REEIAVER X—HUE N R BIEAR T RENRE LMY A.

ERXEET G FHI R 4R, B0 TIRE R RE, 2I THORRMER
{Rdm. XER AT T R BBV RET %, TEZEANMARRHE SRR
EoEItIiED, M EN R Z IR E,

S—MREBNNATRELRENGIF2REIE “RBRNNE—EHF
RIS ZARBEEL” (EVOLVING KINETICS—Transformations of Kinetic Art in
the Post-Digital Age, 2023%F) o 1Zf& 5 T F/RMREHKFEARTEZE D, M BB UL
FEREZARKBEHEYS - H AT (Constant Dullaart) Q13289 F & “HREEE"
(Common Garden) EER. STEEF=TEH, WA U AFXHNE E TR EEINE
R, ELIRIERN — 47 = P AR DNINARTE R MG _EAREET, it
1Bl URTEAA S IR EERTM, HERERE N XEEL EBERM A T —MHA
K50, MARFHR T HEMLL E==E,

KRBT NFRRFENRN ZABYE, MUAMAREHR T SRR
HNVERIRRE, AT B KRR MM AR MBS E T &b 1231 B i@ i 2K
FILR RN EYIBEREMILIE, BERAAREUIFNA NS ZAERER), FY

(Un)Real | (3F) T SE

70 Issue 64 /January 2026 | %5 64 #i / 2026518



Ctrl + Curate: About Online Exhibitions | Ctrl + R : X F& LR (Un)Real | (3F) B3t

R EYIERIR LY REIRIES B ERINLAE B S XM R R TURE
BEIMEEENHTFTAE, BERZEARERBIMAREERMEIZA, FHeHt
BRARRRR S

FIS S, WENE RN E R EHNRR L NEE — LHEEIH
WebXRIZARZL ERIIER T 2021 F i R B EA(], peer to space 5PRISKA
PASQUERBIER&E1E, Z/0 T “—3—" (ONE TO ONE) RFIEB B MERZRFIER
BIER D AR, peer to spacelIERBAS—IZARKRETE, AMozilla Hubs & £
AN BT & B S Mozilla HubsB 202445 8 %< . A3, Lt Z &1,
ZF S B ZEN B IRERER = 4 2 8] 10 1R 12 MR B LU &S
REFAL. TR BN, BN, EEVRAH T B Re& & NEIA T 8], H LRI
KR B, “—X—" RN T —RIE RN, LZAEARE T H
R EEFRN L5, FrE B R EmEBE S E I = BIEAN z?kﬁﬂ’ﬁﬁﬁilEﬂL_
—EHIT T IRE A PRISKA PASQUER B R FH & B e A A= 84

H— RN EBEIHRFARES TR E —BZRIERS \%'JﬁﬁTFE}Wﬁ
RAVES, FEEARVER LAY 75 0 2IAEA

(KK &) (PORTRAIT OF A FUTURE, 2021-20244F) th{AI] 7 XM EFERE A T, %
TEMR A “—3—" RY X ERT, ZARREE - FriBRIFHFEXTHEZ AR

AT BEEN AR TS LR, B el s EREE, NEFARELR
BT BRI EIVEREIN R T XEEERXBN NI BITEBAE T IERNR

(R3K ¥ 18) (PORTRAIT OF A FUTURE, 2021-20244F) B3 B E SR8 A S - 2, TMozilla Hubs BUEINE
JER PRISKA PASQUER (5 £) Z AR : T2 - 18 (Charlie Stein) |5 5 - &1 © peer to space

7 Issue 64 /January 2026 | 55 64 # / 2026518



Ctrl + Curate: About Online Exhibitions | Ctrl + R : X F4& LR (Un)Real | (F) 3k

o, BE Dz ENEE RN, EEESRFEET BT L. ATY)
FREVERBIFN AT, Bl I AR B PR IXAF I, BEEN=ETRE
Bz R AT, FLBETE AR R XA R B MEEHA S U EFRpIR TR £
TEBIRER B, M ZARFRT AN IEMAE, AXMER T, LE=(E
FBEEAXER T, EMERESHAGRINR, SIXAMBESNELE
KEYIR) R A BRI SR VR P BY 7 1C 12 IFIPUIF IR 5 ABI B4
KR, EARIRE B EREYPIRES, MEMEYPRS B BN REMTE LR R
RS ERAEZR T, BA AR T FASHEFERS, MXARSRIHRX =
ERFP S ERR BRI HR £ EME TR £ T — i< A4 BRI KE,

peer to spaceNBEEINZATIE R “ 3F) ¥REMH (IM)MATERIAL
MATTER, 2021-20244F) E#F 2 7 X MUBIER . ZR KB FMozilla Hubs
& N XIDBERARR T HFHENALR, BYE T Banz & Bowinkell ZAR
Flf&Entangled Others (FRIEFIL - e EHTR, Sofia CrespofNIEF| LK - £ E R
52, Feileacan McCormick) . E#x - 1644315 (Mohsen Hazrati) . FTBR - L E A%
(Armin Keplingen) 49T - £E&FFER (Nadine Kolodziey) « 5516 - E74F (Lauren
Moffatt) , E4li$i - 1AF= (Chiara Passa) « 5= /B IRHH - HI45F (Sabrina Ratté) FiA#E
15 -&7%h (Dagmar Schiirrer) BUYE SR XL F(EomitBitd 7 Y118, EB M
BEZEFZ S, 18R T 8RB /1, MXMEB DB AR T BA S, X2
RE 2 AR Al R = R RIR T (e i B R A  E F a BEI=T B, 2 H
IR, R BB EHIEERB R ER. B — K EBBIHERENET TR, 0%

(KRR B 18) (PORTRAIT OF A FUTURE, 2021-2024%F) RS I E KR A5 - &AM, TMozilla Hubs BIEIAE
JEB PRISKA PASQUER (¢% £) Z AR : &2 - 118 (Charlie Stein) &5 Al - & P& © peer to space

72 Issue 64 /January 2026 | 55 64 # / 2026518



Ctrl + Curate: About Online Exhibitions | Ctrl + ZRR : X F& LRE%X (Un)Real | (3E) M52

“(3F) YIRS B R IIAHE (IMMATERIAL MATTER, 2021-20244F) SRR A2 - &M T Mozilla Hubs (4% £

B) ZAR:Banz & Bowinkel. ZAREREntangled Others (FRIETL - 55 EHTR, Sofia CrespofITEF LN - ZE
53, Feileacan McCormick) . B#x - 1524 1% (Mohsen Hazrati) < BaIBE - 21 & #%4% (Armin Keplinger) 49T - BL&TFER
(Nadine Kolodziey) . 5516 - BAKF (Lauren Moffatt) , 4l - #87= (Chiara Passa) « F=#R AR 8 - ArsF (Sabrina Ratté)
FAREID - 878 (Dagmar Schiirren) 1852 A= - £ © peer to space

T RO BB D RRE R, WARLIUET WTIEENTTTEN
==(8], AREPATT /58 ol RE A REEB R F A = (8] o X E = E Z AR IESFTAFRRLE
B, MRS, A BRSiathE . ZAEmA N = BINSEEZ2 ML PAF ]
BV eV REILL AR E| 2B B T SYIEM . AR T2
=EBEN, XEZAERMENT BINESERE R LUSE, BNAREBFITH
oo XAMYPIEDN R B HEAER RO E T I FRAVIREE D XM Z R EmAN = E]
TR S AR Z BRVECHIE T T IR S R YR B MRV RRTRE T,
RTHEBEMENTEREREXSHAET WL, XEE T HRF R

BT HENMNRER AT IRERNZ AR TG, —UIBR ENFIEE, BEIEHK
S, FERAWIRTL MEL AR EThIVRF KL, Bl T ENFYRERS WA
DUARBANRRTE, RRSZAFREsINe e —RUMNTEL, B
SNEIREY T TR R T fR. LHE SR EAVRAB I E R MR, T BAEM
WEIGRZ T RIBI = 4= (8], AR IR S TSI R — AR R AR R AE
Wh==ial, MUtt, AMIN=RIASE T 2MMoSHIERE, MREE THEZ,

i, 2T BB =8BV ERB YR TN Z A EfFr AR ERAVERIT . REM
LN RN FABIRR LN USSR ANFAERE, REAG BRI

73 Issue 64 /January 2026 | 55 64 i / 2026518



Ctrl + Curate: About Online Exhibitions | Ctrl + R : X F& LE%

Y= RN RE LR AN ML ERFEN XM REANHITEE RS
5ORAIBVIRRER, LIS AR R F1ER. N X B, & ERER LIRATL NTE
REDMHITIRE, & EREEBHES T Aty WMt @R AR5
MizZBE %, BB UBIEE N — M FITFEIE A ——NMEHSRFE
ENZTFERNS UL FITACRE RN FE. M eI ERNESHE
HE X RBRAA, WX TFIEMT|RIE SNSRI TIZER T, BEX
AR T BB IEEMZAERRIE, 28 B — AR REZ R EEE
M==181 8, ISR E F, T BB E X BT aER AT AR
BN REGSTEAE R FL LREH, RRABIBEEMITR IS
TR =B E, TR T LA RBERME, 7T ZRBEAEHER,

HFREETRENMELURARNRRERETE, QIEMERI AT . X
SRR A TN —ER T BRI IARIBHY, BB RE ATEEALATI L,
XARES VAT REAF AN RF SUBTHFIRIR, H R ARTEBEKK
FRPS SN ZARER EIZIEE T, ENAERAABEBENR, AMFLU
ERNMBE BB ARTERS T U A B IR X o XM ERE T
BEITHIREZR, I ASHFERAEE AL, RN Za THWEAEER
MR FARKEXER, BWEHIAZAREPHHSS 5 EREE XIFK
B, X LR ERESFT RS, MEEFTTETRRFEA R BN
G, FRR T AT BRZE AR BN SLAIER,

AR

1 FEH - & HranfHE (Katarina Rusnakova) , “BEAMZ AR RER Y, HTFHmm
WLEZ A EBINT B S AT BRI BB ZAR) (#mm net art. Internet Art in the
Virtual and Physical Space of Its Presentation) , 3311 - {852 B A Z i (Marie Meix-
nerova) 4w, 2 _EAR, Brescia + PAF, BRF87%, 2019 1 551571,

2 SHARLE, “BENZARERR 1 %2001,

3 FAARYBY E) L A] LB R #B - i B 5% (Oliver Laric) BIMuLhttp://oliverlaric.com/
timeline.html

4 Fid8 8 - 1AL 11 (Ghidini Marialaura) , “MEERE  FETEAMLEZAREFH
R 8REZR” (“Curating on the Web: The Evolution of Platforms as Spaces for
Producing and Disseminating Web-Based Art”) , (Arts)ERT5E 8HA, % 3 % (2019
£F) 18521, https://doi.org/10.3390/arts8030078 (2024 ££ 10 B 24 H) o

5 5 B EXW R HARESMILRE, Web 2.0 52T 2 1 ¥R B BX BT, Web
20 R 2R ERRNA Bohd T &, Web 3.0 B8 S5 XHREER A EF L
WHRNEX MBI R RE IS, 198 7T — PN EMN B FNHAF TGN FE IR R X —
BHIaTF2015F A£G, 5—AH, mFHER T HZASEMER, BREEF
AIUSHEMAPHNMFRNRRNER, BE X=Eid B (VR) MIE5RILSE (AR)
BALI. AMEMT LRI A, BX—R AR RTEE R L.

(Un)Real | (3F) T SE

74 Issue 64 /January 2026 | 55 64 i / 2026518



Ctrl + Curate: About Online Exhibitions | Ctrl + ZRR : X F& LRE%X

6 WebXR B2—M A~ LR EAINBL 2R BN o] B W DTN 5 88 R AR AR A
VR AB IR AR Z AR 30 MR IR T B R BN ZRENTTRES, EH
BRI EIALR, NEFZ AN L RS HR T HEnTaE.

7 SERAFEET £ - EARFIHE (Francesca Baglietto) , “BBAREERE: CREID VT ERUR
BI3#7” (“Curating across interfaces: an Account of a(Hybrid) Expanding Exhibiti-
on”), BRI, CHZEAKE, (0, 20165,

8 K12+ &4%= (David England) . 52t - 5 & E 8145 (Thecla Schiphorst) (72 -
a3 B-&H7 (Nick Bryan-Kinns) 4, (8F &R E 2 AR5 By =(a)) (Curating the
Digital. Space for Art and Interaction) , & #i& AR *t, 1, 20165,

9 LYRHF- 152 /R (Annet Dekker) , (BUFZARERE) (Curating Digital Art) , Valiz
Amsterdam, P4 ET45 3, 20214,

10 FLEE - BRI ETR-Z 8T (Livia Nolasco-Rdzsas) IR % - 172 &) (Marianne
Schadler) i3, (BHEAR, TEIZA EPIMTLEHNERS ZAENTA) (“Be-
yond Matter, within Space. Curatorial and Art Mediation Techniques on the Verge of
Virtual Reality”) , PRHFER - R AR, R/REFEJE, 20235

11 BZRAE A E I http://www.peertospace.eu/onlineexhibitions

12 http://www.mermaidsandunicorns.net

13 http://www.claiming-needles.net

14 http://paradoxical-objects.net

15 http://evolvingkinetics.common.garden

A% - & AIHE (Peggy Schoenegge) BIR I ZHE A (EZKMpeer to spaceIME £
12, ANURAMERZANSMIERE R TR N TERETERFHANIRS
ok, IR TRFI PR IT B B 478 XU =R m. AAMm S, thiE Haiils
ERIE R TR RBEMA TS EF I R F ZAMEZ AR
Xz FAREPAISE (VR) SiIEsR ISR (AR) ST A CIERN Z N ERE, FHE KA EIA]
REPAZS B2 D EPREE B TELAESE T, IR RE TN B SRR, thoh, k1
EFr RN T 2ALESI P B HEN S 5/VEITI0, EH T IA B i R AR
REFEME BRI AT, BAl, S - AR ETERAFZ AL AABOEIE LT
FAL ARME Z AR EVIERICLER RN, REMBBRMTHHE S L REHZ.

(Un)Real | (3E) M52

75 Issue 64 /January 2026 | 55 64 i / 2026518


http://www.peertospace.eu/onlineexhibitions
http://www.mermaidsandunicorns.net
http://www.claiming-needles.net
http://paradoxical-objects.net
http://evolvingkinetics.common.garden

DYOR—Making Sense of the Crypto Art World | “DYOR”—fRiEMZEZ Attt 57

DYOR —Making Sense
of the Crypto Art World'
Nina Roehrs

The exhibition DYOR at Kunsthalle Ziirich, which ran from 8 October 2022 to 15 January
2023, marked a seminal moment in the intersection of traditional art institutions

and the burgeoning world of blockchain and crypto art. Curated by Nina Roehrs, who
is also the author of this contribution, the exhibition provided a platform to explore
the creative and conceptual underpinnings of Web3 technologies* — blockchain, NFTs,
smart contracts and decentralised networks — through a curatorial approach that
embraced the ethos of decentralisation, community and active engagement.

DYOR (Do Your Own Research) as a New Maxim in the Age of Web3

The dictum “Do Your Own Research” epitomises the ethos of the crypto scene,
encouraging individuals to do their own research rather than accepting information at
face value. The choice of DYOR as the exhibition title was deliberate, reflecting the
multifaceted nature of this phrase. It acknowledges the complexity of blockchain and
NFT technology, and therefore the difficulty of accessing art in this context, while
inviting viewers to approach this emerging world with curiosity rather than prejudice.
When crypto art burst into mainstream consciousness in early 2021, it was met with
scepticism, much like the disruptive art of figures like Joseph Beuys and Andy Warhol
in their time, and even Maurizio Cattelan's Comedian (2019) today. DYOR is both a
challenge and an invitation to enter this new field with an open mind, to question and
discover its artistic potential.

Installation view of exhibition DYOR at Kunsthalle Ziirich & DYOR logo by Andreas Gysin (aka ertdfgcvb).
Photographby Julien Gremaud © Kunsthalle Ziirich
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Do Your Own Research )

“Do Your Own Research”. An injunction urging lurkers not to take what they read online at face value. It has taken holbjn =

crypto circles as something of a disclaimer, along the lines of “this is not financial advice” or “your mileage may vary”. >

DYOR is a nudge to freshman investors to practice self-reliance as a safeguard against shills, rather than deferring to the

guidance of others. This healthy sense of skepticism is also, it should be said, native to more conspiratorial comers of the
internet, where mistrust towards consensus narratives flourishes. (Don't just take my word for it, though.)

DYOR—Card from DYOR: Crypto Glossary by Moxarra Gonzales & Adina Glickstein.
Developed for the exhibition DYOR in collaboration with Spike Art Magazine.

As].J. Charlesworth aptly observes in his ArtReview article, “the stylistic range, from
academic to self-taught, reminds the more austere artworld of a vast, quotidian culture
of imagemaking among amateurs and enthusiasts that was always out there, but that
networked culture has, in the last decade or so, magnified and accelerated to an
unprecedented degree. His reflection underscores the exhibition’s openness to
embracing the divergences between cultural communities, aligning with the ethos of
DYOR. By foregrounding this diversity, the exhibition situates itself within the broader
dialogue of how Web3 reshapes traditional hierarchies in the art world.

The title DYOR also emphasises individual responsibility and self-education. Web3's
decentralisation places autonomy in the hands of the individual: be your own bank,
your own gallery. The curatorial strategy extended this maxim, avoiding reductive
didacticism and instead creating a dynamic framework for exploration and dialogue.

Curatorial Philosophy —Decentralisation in Practice

The curatorial approach for DYOR was deeply informed by the decentralised ethos of
Web3. A key concern was to avoid the pitfalls of institutional colonialism by presenting
crypto art as an authentic, grassroots phenomenon rather than assimilating it into
traditional art world paradigms. This required a balance between contextualising crypto
art for new audiences and respecting its distinct cultural and technological frame-
works, while “not engaging in the risky endeavour of raising barriers between art and
non-art, amateur and professional;* as Domenico Quaranta commented in Outland.

By foregrounding community-driven practices and enabling visitor agency, the exhibi-
tion embodied the principles it sought to explore. As a result, DYOR was not just an
exhibition about Web3 but an enactment of its core values; decentralisation, autonomy,
and inclusivity.
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To curate an exhibition about a world where the principal ideal is decentralisation
involves a certain contradiction because curation demands selection, exclusion, and
gatekeeping. This tension shaped the curatorial process, necessitating innovative
approaches to balance inclusivity and the curatorial need for coherence. Most people
would, I think, accept that we need curators who have done their research, and who
can identify works and contextualise them thoughtfully. The question is how?’

For DYOR, the solution was to involve multiple artists, platforms, curators, collectors,
visitors, and even traditional galleries to ensure diversification, decentralisation, and
inclusion. The exhibition was therefore structured around nine sub-sections that were
co-curated and created by nine co-curators / creators, featured more than 300 artists,
co-issued and distributed 7,818 NFTs, minted on three blockchains (Bitcoin, Ethereum,
Tezos), and had more than 8,000 visitors. There was also a strong emphasis on projects
that enabled participation.

The Crypto Art World

DYOR traced the rapid evolution of crypto art, a domain that surged into mainstream
consciousness in 2021 with record-breaking auctions, such as Beeple's Everydays:

The First 5000 Days at Christie’s.” However, crypto art’s origins date back to 2015/2016
with early experiments on the Bitcoin blockchain, and it has since evolved at breakneck
speed. To contextualise this evolution, mostly driven by coders, artists and communi-
ties, DYOR has taken an investigative curatorial approach, starting with its origins and
cultural significance.

Installation view of DYOR—Cumulonimbus Murus
at Kunsthalle Ziirich. Photograph by Julien Gremaud
© Kunsthalle Ziirich
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Crypto Art History— A Movement of Values over Aesthetics

Commonly known as a wall cloud, the meteorological phenomenon cumulonimbus
murus indicates a strong updraft and powerful thunderstorm from which tornados can
form — a fitting metaphor for the turbulent and transformative history of crypto art.®
Cumulonimbus Murus (2022), a multi-media installation by artist and crypto art historian
Martin Lukas Ostachowski, highlighted key milestones that informed crypto art,
serving as a visual and intellectual exploration of'its origins and cultural importance.

The installation comprises digital artworks and a detailed essay that contextualised
pivotal movements such as cypherpunk ideals, the search for identity within online
communities, and the development of platforms that democratised art production and
royalties. These milestones were arranged in a manner that mirrors the dynamic

and sometimes chaotic growth of the crypto art ecosystem, inviting viewers to trace
its evolution from niche innovation to global phenomenon.

Through its layered presentation, Cumulonimbus Murus not only provided an engaging
historical narrative but also embodied the DYOR ethos of investigation and discovery.
Visitors were encouraged to delve deeper into the connections between the movements
represented, fostering an understanding of how digital art emerged as a response to
cultural, technological, and economic shifts.

Pepe the Frog—How a viral meme went from outcast to art museum?
Another section curated by Fabian Wyss (aka FWD) featured the Pepe community in a
cypherpunk, “cannabis-plant strewn ‘living room’ dedicated to perhaps one of the
earliest examples of an internet meme becoming an NFT: Pepe the Frog, [...] The convivial

Installation view of DYOR—Pepe the Frog Space at Kunsthalle Ziirich. Photograph by Julien Gremaud © Kunsthalle Ziirich
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absurdity of Pepe (not withstanding his brief hijacking as a mascot of the US alt-right)
highlights how much the NFT boom has been rooted in online subcultures that have
had little to do with the artworld’s more exclusive networks,® as Charlesworth points
out in his article for ArtReview.

This OG’ community exemplified early NFT practices, originally termed Rare Art.

It celebrates the idea that anyone can be an artist and that great artists steal and fake.
What started as a physical trading card type asset was soon transferred to the Bitcoin
blockchain and is still a very vibrant community today, with numerous and well-
known crypto artists such as ROBNESS, Matt Kane, Dimitri Cherniak, Marcus Connor.
It is a community that not only creates memetic digital assets, but often works with
physical artwork and combinations of both worlds.

Through physical trading cards and later digital assets on the Bitcoin blockchain, the
Pepe community highlights the interplay between humour, artistic innovation, and
decentralised collaboration. Merchandise such as posters, stickers, and T-shirts —
hallmarks of conventions and community gatherings — further highlighted the com-
mercial and cultural dimensions of the crypto art ecosystem.

NFTism—Beyond Technology

Elsewhere in the Kunsthalle, Kenny Schachter, a critic, former dealer, and anarchic
Artnet columnist, was represented through a wallpapering of article printouts, screen-
grabs, and even a life-size avatar of himself dancing. As Charlesworth explains

in ArtReview, this display highlighted Schachter’s role in “cheerleading what he saw as
the positive disruption that the NFT boom brought to the conventional artworld.™

(oY A A W A .Y A

Installation view of DYOR—NFTism at Kunsthalle Ziirich. Photograph by Julien Gremaud © Kunsthalle Ziirich
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Schachter has been an active advocate of NFTs, coining the term NFTism (a trade-
marked concept) to encapsulate his perspective. He has promoted this ideology through
his art, writings, curated exhibitions, fairs, and even a social token launched on
SushiSwap in December 2021. Charlesworth observes that “Schachter’s provocation
needled many in the established artworld (he's built his reputation on being the ‘insider’s
outsider’, after all),"! emphasising how the influx of NFTs has challenged traditional
gatekeeping and introduced a new cohort of artists and collectors previously sidelined
by the art market.

This disruption underscores a broader shift: beyond the technicalities of smart contracts,
the essence of NFTs lies in the communities that have emerged around them. These
communities transcend the transactional focus of buying and selling digital art, uniting
creators and collectors in a shared, humanistic ethos. Here, individuals from diverse
backgrounds collaborate and support one another without expectations of direct reci-
procity — a stark contrast to the zero-sum and quid-pro-quo dynamics that dominate
the conventional art world. Moreover, platforms like Discord have fostered a novel
model of discourse, eroding the traditional distance between creators and buyers.

However, Schachter himself acknowledges the darker side of this revolution. Reflecting
on the rapid commercialisation and exploitation of the NFT space, he revised his
NFTism tattoo to read Post NFTism. As he describes it, the once-promising arena of crypto
and collectible art has “quickly and ruthlessly devolved into a free-for-all cash grab
characterised by greed and scams."?

After a couple of quieter years, with more space and time for art and less money involved,
it will be interesting to see what the looming bull run will bring.

Installation view of DYOR: Crypto Glossary at Kunsthalle Ziirich. Photograph by Julien Gremaud
© Kunsthalle Ziirich
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FUD—Card from DYOR: Crypto Glossary by Moxarra Gonzales & Adina Glickstein.
Developed for the exhibition DYOR in collaboration with Spike Art Magazine.

DYOR Crypto Glossary—a world with its own jargon

Whether you'e an Original Gangster (OG), a crypto-pilled enthusiast, or a steadfast
no-coiner, it is hard to miss the distinctive lexicon of the crypto world. The jargon, both
playful and perplexing, reflects the cultures intersection of cutting-edge technology,
speculative finance, and internet-born irreverence.

For the exhibition, a guide was created to demystify some of this terminology, providing
an accessible entry point for audiences navigating this brave new world. Taking inspi-
ration from the iconic Garbage Pail Kids trading cards — a nostalgic nod to one of

the cultural precursors to NEFTs — the guide offered a concise and engaging glossary to
empower visitors to Do Their Own Research (DYOR). It was designed as a counter-
measure to Fear, Uncertainty, and Doubt (FUD), equipping readers with the confidence
to decode crypto speak."

The DYOR: Crypto Glossary was a collaborative effort, pairing the vivid illustrations of
Moxarra Gonzales with the sharp and witty text by Adina Glickstein. This collabora-
tion brought to life 23 collectible cards, each defining a key concept in crypto culture.
These cards were presented in the exhibition as in installation that consisted of an
expansive wall installation and some physical collectible cards, bridging the digital and
tangible worlds.

In true crypto fashion, the glossary was also minted as NFTs and released (dropped)
on Nifty, extending its reach into the blockchain realm and making the cards digital
collectibles. The collection can be viewed and collected here.

This fusion of art, education and technology underscored the exhibition’s exploration
of the ways in which crypto is reshaping cultural production and exchange. To date,
the collection has generated primary and secondary market sales totalling 46,200 CHF
(5 December 2024).
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24 SEEDERS —Navigating the Blockchain’s Art Pioneers

and Curating Autonomy

At the core of the DYOR exhibition was the installation 24 SEEDERS, a physical

and conceptual homage to the 24-word seed phrase used to access blockchain wallets
conceived by Armin Blasbichler.

This installation merged physical presence and conceptual depth, utilising three rotat-
ing wooden turnstiles to showcase the contributions of pivotal artists and platforms
that shaped the crypto art movement. Its design encouraged visitors to physically
interact with the panels, forging their own pathways through the curated narratives.
As Domenico Quaranta, in his review for Outland described, the installation “wel-
comes viewers into the curatorial process. You can manipulate and rearrange three
massive wooden turnstiles with panels featuring artworks, platforms, and collaborative
projects that planted influential ideas in the culture of the blockchain™*

The panels highlighted an array of contributors, from acclaimed artists such as Anna
Ridler & David Pfau, Botto, Larva Labs, Rhea Myers, Sarah Meyohas, and Simon
Denny, to innovative platforms like Art Blocks, Async and MOCA. These participants
exemplify the diverse principles of Web3, including royalties, Creative Commons 0
(CCO) licensing, dynamic NFTs, and decentralised autonomous organisations (DAOs).

Initially, each artist or platform was given a dedicated panel to showcase their work.
However, as the installation evolved, the number of contributors expanded to an
impressive seventy-four through collaborations and the inclusion of additional projects.
One notable example was XCOPY's iconic Right-click and Save As guy (2018),

s L
Right-click and "
Save As guy

e i

(Un)Real | (3E) M52

Installation view of DYOR—24 SEEDERS | XCOPY (featuring gremplin, JAKE THE DEGEN, Kristy Glas, Lumps,

neurocolor, SHZZM and Zenoyis) at Kunsthalle Ziirich. Photograph by Julien Gremaud © Kunsthalle Ziirich
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Installation view of DYOR—24 SEEDERS at Kunsthalle Ziirich. Photograph by Julien Gremaud © Kunsthalle Ziirich

awork that critiques the misconceptions surrounding digital ownership. Right Click
Save refers to the possibility to get a copy of any digital image with a right mouse click
whereby only the person who owns the NFT owns the original image. XCOPY's wall
not only displayed this seminal piece but also featured derivative works created by
seven other artists invited by XCOPY. This act of collective creativity reflected XCOPY’s
ethos of open inspiration, bolstered by his adoption of a Creative Commons 0 license
to encourage reinterpretation — a fitting strategy for the attention economy.

Through its structure and intent, 24 Seeders blurred the boundaries between traditional
curation and decentralised creativity. It is not only a physical manifestation of block-
chain principles but a challenge to the traditional hierarchies of the art world. By
actively involving the audience, the installation underscored the transformative poten-
tial of Web3 in redefining art’s production, distribution, and engagement paradigms.

A Slice of the Pie—Counter-Design to Centralised Curation

and Gate-Keeping

For the duration of the exhibition DYOR, a 16 square-metre LED wall displayed a circu-
lar pie-like shape divided into six slices. A dedicated website (a-slice-of-the-pie.live)
livestreamed the pie 24/7. Via the website, artists were able to purchase (using the
cryptocurrency Tezos) one or more slices and fill them with their own artworks, thus
becoming full participants in the exhibition. To define the appearance of the whole pie,
they had to collaborate or compete or hustle, or simply leave the final composition to
chance.

Once per day, at a random time either determined by an algorithm or through a paid
option on the website, the current state of the pie was frozen and subsequently minted
as an NFT and sold in an auction process on objkt.com. The profits from the sale

were shared among the creators of the pie minted and A Slice of the Pie. Every 24 hours
the whole process started again, resulting in 100 pies created during the exhibition,
even while the physical exhibition space was closed to the public.

A Slice of the Pie derives from Silvio Lorusso and Sebastian Schmieg’s ongoing reflection
on gatekeeping in the art world and the monetisation of access to it. Focusing on
the crypto scene, the artwork updates these themes, which Lorusso and Schmieg first
explored in Projected Capital (2018). A Slice of the Pie allows both cooperation and
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Installation view of DYOR-A Slice of the Pie at Kunsthalle Ziirich.
Photograph by Julien Gremaud © Kunsthalle Ziirich

competition, both consensual decision-making and winner-takes-it-all resolutions.
The art project is inspired by the dry language of financial charts and dashboards

as well as the cutthroat design of ‘battle royale’ games. Launching in a time of backlash
towards crypto, A Slice of the Pie puts its promises of participation to the test.

More than 125 artists took advantage of this opportunity to show their work at the
Kunsthalle Ziirich in the context of the DYOR exhibition and, without invitation, to
add their names to the list of artists.

The project also served as a microcosm for broader debates in the art world around
decentralisation and participation. By enabling uninvited artists to take part in a
major institutional exhibition, A Slice of the Pie blurred the boundaries between insider
and outsider, raising questions about authorship and curation in the age of Web3.

To date, the collection has generated primary and secondary market sales of 1,360
Tezos (5 December 2024 | 1 Tezos = 1.49 CHF), and all participants — including
Kunsthalle Ziirich and the two artists behind A Slice of the Pie — will receive royalties
from future sales. The 100 pies can be viewed and collected on objkt.com.

playrecordmint—Interactivity and Collectibles

Generative art is uniquely positioned to engage audiences in creative processes,
offering interactive and participatory experiences that blur the line between creator
and viewer.
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playrecordmint exemplifies this potential by involving artists and audiences in interactive
experiments that connect physical engagement with the creation of digital collectibles
on the blockchain. During the exhibition DYOR, playrecordmint collaborated with
artists Leander Herzog, Sasha Stiles and Nathaniel Stern, and Zach Lieberman. Each
artist presented generative works over a span of five weeks, creating an interactive
platform for visitors to co-create NFTs. A screen and sensor setup enabled the artists
to invite the audience to co-author animated sequences or still images, which could
then be minted as NFTs on the Tezos blockchain.

The project resulted in 745 works being minted, with many more co-creations left un-
claimed. This discrepancy highlights the challenges of navigating blockchain ownership
for newcomers. Such projects and the insights they generate are invaluable for exhibi-
tors, curators, platform providers, artists, and co-creators alike. For many participants,
DYOR served as their introduction to blockchain technology, NFTs, and digital wallets,
marking their first experience in co-creating, minting, and collecting digital assets.

Initially offered for free to all exhibition visitors, the three collections have since gener-
ated primary and secondary market sales totalling 6,180 Tezos (as of 5 December 2024
|1 Tezos = 1.49 CHF). Royalties from sales are distributed among all contributors — the
visitor = co-creator, the artists, Kunsthalle Ziirich, and playrecordmint — underscoring
the collaborative and decentralised nature of the project.

In addition to the NFTs co-created on-site, visitors could collect two other digital
assets for free. One was a live-coded artwork — the DYOR logo — created by Andreas
Gysin (aka ertdfgevb) and distributed as a Proof of Attendance Protocol (POAP)" on
Ethereum. The other was one of six artworks by selected Pepe artists, offered as Bitcoin
paper wallets in editions of 1,000 each.

Installation view of DYOR—playrecordmint featuring Haystacks by Leander Herzog at Kunsthalle Ziirich.
Photograph by Julien Gremaud © Kunsthalle Ziirich
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DYOR logo by Andreas Gysin (aka ertdfgcvb). © Kunsthalle Ziirich

This integration of collectibles underscores the dual role of crypto art as both an
experiential and transactional medium, bridging digital and physical realms. Through
exhibitions like DYOR, the potential for generative art and blockchain technology to
foster interactive, educational, and artistic opportunities becomes ever more apparent.

Digital Space

The sudden development of the NFT market is closely linked to the Covid crisis, which
gave digital exhibition formats and marketplaces pre-eminence in times of physical
isolation. Over the past years it has become very clear that while physical works can
be presented digitally, digital spaces, whether two or three-dimensional, are not their
natural habitat. As a rule, key characteristics, such as texture or materiality, are lost in
translation. The situation is quite different for native digital works. These were devel-
oped employing hardware and software and visualised on a monitor throughout the
creation process, thus already inhabiting their native environment.

Nevertheless, the presentation of digital work, and in particular sculptural works, in
physical space brings about significant challenges. On a digital display they remain
flat, while often they cannot be brought into the physical space without many of their
characteristics being lost, such as movement or overcoming gravity. In this respect
spatial technologies such as virtual reality offer advantages by making it possible to
experience digital spaces in an immersive manner. Virtual reality architecture seems to
be the logical environment for digital art, particularly three-dimensional art.

In this context the physical DYOR exhibition space has been complemented with a
digital space — a digital twin of the Kunsthalle Ziirich’s third floor gallery as well as the
roof of the Léwenbraukunst building. Created by Manuel Rossner, the space showed
native digital and largely sculptural works by nine artists and duos.

Initially only accessible through a VR (Virtual Reality) headset within the exhibition, since
8 October 2023 the digital space is also available worldwide via web, mobile or VR.!

Exhibition DYOR - Impact and Implications

DYOR represents a significant step in bridging the gap between the traditional art world
and the crypto art community. It provided a platform for education, dialogue, and
experimentation, challenging preconceived notions and encouraging a deeper engage-
ment with blockchain technologies and their artistic applications. More than a show-
case, DYOR was an invitation to embrace complexity, take ownership of knowledge,
and reimagine the possibilities of curation in the digital age.
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DYOR—Digital Space at Kunsthalle Ziirich. Photograph by Julien Gremaud © Kunsthalle Ziirich
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DYOR—Digital Space at Kunsthalle Ziirich | GM RIGHT CLICKERS!by Moxarra Gonzales and Scrollbar Composition
by Jan Robert Leegte. © Kunsthalle Ziirich
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Spatial Painting (Kunsthalle Ziirich) by Manuel Rossner, 2022. © Kunsthalle Ziirich

As the art world continues to grapple with the implications of Web3, DYOR stands as

a testament to the potential of thoughtful, decentralised curation to foster under-
standing and innovation. To close with the words of Domenico Quaranta, “DYOR reno-
vates curatorial practices in the light of the transformations introduced by this new,
more decentralised ecosystem.”"”

Closing remark: This contribution can only highlight parts of the exhibition.
For a detailed documentation please visit https://dyor.kunsthallezurich.ch

Notes

1 Parts of this contribution are based on texts developed in the context of the exhibi-
tion, which can be found on the exhibition website. The title of this article is inspired
by JJ. Charlesworth, “DYOR’: Making Sense of the Crypto-Artworld”, in ArtReview,
February 9, 2023.

2 Web3 refers to the next generation of the internet, built on decentralized technolo-
gies like blockchain and smart contracts. It aims to create a more open, secure, and
user-controlled digital ecosystem, reducing reliance on centralized entities such as big
tech companies and banks. Key features of Web3 include decentralized applications
(dApps), token-based economies, and user sovereignty over data and digital identities.
3 See Charlesworth, “DYOR": Making Sense of the Crypto-Artworld”.

4 See Domenico Quaranta, “HISTORY IN YOUR HANDS. A major exhibition about
NFTs at Kunsthalle Ziirich invites visitors not just to contemplate but to curate and
collect”, Outland, January 12, 2023.

5 See https://onlineonly.christies.com/s/beeple-first-5000-days/overview/20207sc_
lang=en.

6 See https://mlo.art/research/history-of-crypto-art/#elementor-toc__heading-
anchor-2 for a comprehensive overview of the history of crypto art.
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7 See Martin Lukas Ostachowski, ‘A BRIEF HISTORY OF RARE PEPE. How a viral
meme went from outcast to art museum’, Right Click Save, January 14, 2023. Written in
the context of the exhibition DYOR.

8 See Charlesworth, “DYOR’: Making Sense of the Crypto-Artworld”.

9 In the crypto space, OG (short for “Original Gangster”) refers to early adopters and
pioneers who were involved in cryptocurrency and blockchain before they became
mainstream. This term is also widely used in the NFT and digital art scene to describe
artists who were among the first to explore and shape the Web3 ecosystem. An OG
artist / community in Web3 is someone who started creating and selling digital art on
blockchain-based platforms early on, often before NFTs gained widespread popularity.
These artists are respected for their vision, innovation, and contributions to the crypto
art movement, helping to establish the foundations of decentralized digital creativity.
10 See Charlesworth, “DYOR’: Making Sense of the Crypto-Artworld”.

11 See Charlesworth, “DYOR’: Making Sense of the Crypto-Artworld”.

12 See Kenny Schachter, NFTism, text for the exhibition DYOR,
https://dyor.kunsthallezurich.ch/#nftism.

13 DYOR (Do Your Own Research) and FUD (Fear, Uncertainty, and Doubt) are closely
connected in the crypto space, as DYOR serves as a defence against FUD. FUD refers
to misleading or exaggerated negative information that spreads fear in the market,
often influencing prices and investor sentiment. In contrast, DYOR emphasizes
independent research, encouraging individuals to verify facts, analyze sources, and
form their own conclusions rather than reacting emotionally to fear-driven narratives.
By applying DYOR, investors can make informed decisions and avoid being manipu-
lated by market speculation or misinformation.

14 See Quaranta, “HISTORY IN YOUR HANDS".

15 Visit https://poap.xyz to learn more about Proof of Attendance Protocol.

16 The DYOR—Digital Space is accessible on Spatial via this link: https://www.spatial.
io/s/DYOR-Digital-Space-651d87639693d3c35d887110?share=1401402056019771912.
17 See Quaranta, “HISTORY IN YOUR HANDS".

Dr. Nina Roehrs is an expert on art in the digital age who supports players in
the cultural sector in their digital programming and projects. After studying
business economics in St. Gallen and St. Andrews, she worked for UBS for 14
years before founding Roehrs & Boetsch in 2016. For five years as a gallery and
today as a hybrid consultancy, Roehrs & Boetsch is dedicated to examining
the influence of digitalisation on art and society. This includes actively discuss-
ing and developing new forms of exhibiting where conventional methods fail,
often involving new technologies such as augmented reality, virtual reality,
applications, networks, websites, artificial intelligence, and blockchain technol-
ogy. In 2022/2023, Roehrs curated the exhibition DYOR at Kunsthalle Zirich —
one of the first comprehensive institutional exhibitions on blockchain and
NFTs. Since 2023, she has been developing and curating the Digital Sector for
Paris Photo, dedicated to photography and the image in the digital age. For
Giga / UNICEF, Roehrs organised and curated the Creating Connections auction
hosted by Christie’s 3.0 in January 2024. Since October 2024, she has been
curator of the digital art collection and related initiatives at Arab Bank Switzerland.
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2 LI fl, M& LI XL F S ZARBEANHFANEFELX R BRITKX
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TERZARARFTRIIUEERZ NI, ERBRIEEBE T S H X REE
W%, ZA B IAE R, RZHNZIMNEZAK, SAROBNESS. B4F-H& (Matt
Kane) . i8:%45 8 - /R BT 5% (Dimitri Cherniak) A1 ZEHT - BE4H (Marcus Connor)
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DA Artnet) 2 EE2ER, BXEHT R RRSREEEE, EEAEE
WET — MBAEABEINER, ZEMEREEEARA), BEES, ENER
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GEARRTR T FRENE, HE NIIEERIE P A IE B ER.

Wi —EENFTRIRIMESE, tehiE T “NFTEX” (NFTism, —NEMER
B2) —AREHEEM R O Ed S FEAER. SR RERUNZH A,
EE@d7E2021 4 12 AF SushiSwap LA RHET NFTE S BI/RET
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U BRARBINN TER) " X—NE5RIF T NFT RN 7 RE
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Blocks.Async F1 MOCA HE8IHTF & . XEMBEZAS SEEMRM. AIRRZE
X (CCO) Al shas NFT FEFR O BIAZEZR (DAOS)SF 5 EIIESS T Web3Ffr
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(P —RIEDED IR T F/RER )R EE (Silvio Lorusso) MZEBHTFH %2 - FEAKAE
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man) &1E. B ZARENHA R AT 8| R BRIV ER ZAR(EsR, ITiEE
e, SMAR—ELIE NFT. ZARK BT FEMERSBEE, BIEWARHLE
SIETHBIF SIS B S EIR, XE/FmbB/ER] LATE Tezos XiREE F#REFISA NFT,

B 1Efmplayrecordmint, LU “FER” (Haystacks) =, FAZRHEEAIR DYOR”BHIMIZE AR F&

& ff/R1EAE (Leander Herzog) 857 SRFIR - MER O/ RIEEARTE

(Un)Real | (3F) }32

101 Issue 64 /January 2026 | 55 64 # / 2026518



DYOR —Making Sense of the Crypto Art World | “DYOR"—fi#iZINEE Rt 7 (Un)Real | (3F) TLSE

i Blockchain Blockchain Blockchain Blockchain
NFT NFT NFT NFT
CryPto Art t o Art . CrYPto Art

nsthalle s Kunsthalle: Kunst
Zirich b Zirich i Zirich

BZIMERAHE T 745 HFm, H B ELZHBSIERERIE AT XM
NEFI T £ Z AR RIER FE X R EPAIE TS H E ImRIPE bR XETNE K&
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BHA, N IAVITEEE R T NFTEMI LT 2RI T 2Rl XEZAREEE B I LM
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Exhibiting Art Systems with Creativity
in the Generative Al Age
Wang Yini and Wu Ziwel

The terms "Agent” and “Agency” are frequently used in
discussions about Generative Al (Gen Al). Both come
from the Latin agens, meaning “to do.” They are also
notably ambiguous. In Al "Agent” sometimes refers to a
system that processes information and acts to achieve
goals, and sometimes to an acting entity. Agency” in
everyday use means an institution or a representative,
while it also refers to activeness or capacity to act in the
humanities. These cognate terms shift meaning
between subject, intermediary, and tool depending on
context. Sometimes their meanings conflict, and some-
times they support each other, creating a dramatic ethi-
cal tension.

Discussions of agency in the Gen Al era focus on artifi-
cial agency and the new status of human users within
Al systems. The concept of “distributed agency™ from
actor-network theory argues that agency does not
belong to a single subject. Instead, it is dynamically dis-
tributed across diverse networks. In human-Al systems,
humans possess social and individual agency, while Al
forms an emergent collective agency—a form of “social
artificial agency.” Natural, animal, and artificial entities
also have their own agency. When these agencies inter-
act within a system, they collide, creating the core issue
of agency in artistic creation under Gen Al

In artistic creation, the artists agency affects the revalu-
ation of artistic merit. In the Gen Al era, Al participates
in creation, and some artworks emerge from database-
driven processes. Humans act as temporary data reposi-
tories, losing part of the agency derived from embodied
perception.

In terms of art viewing, Gen Al lowers the intellectual
threshold for art. Conceptually, the discursive energy and
cultural subtext behind artworks, which have been key
elements of contemporary art exhibitions since the
1970s, are now the easiest content for Al to generate. For-
mally, visual art that emphasizes form and sensibility
becomes more accessible due to Gen Al's ease of visual
generation, raising the audience’s perceptual threshold.
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This is the creativity paradox of the Gen Al age. It seems
everyone gains the ability to create and evaluate creativ-
ity, yet this desire remains insatiable due to machine
agency. At the current stage, generative Al still functions
as a causal agent, not an intentional agent.® It cannot
evaluate its own creations, and therefore can only per-
form, never truly become a creative individual. As a
result, the artist-audience users, the Al within the art-
works, and the content itself collaboratively form a
complex generative and interpretive system through
distributed agency.

In July 2025, I curated the exhibition Babel Bottle: Prag-
matics, Creativity, and Forms of Life in the Age of Arti-
ficial Intelligence. It explored how creative agency
reflexively shapes the generation and interpretation of
art under deep Gen Al intervention. The exhibition
constructed a fictional spatial model by projecting the
Babel Tower into a lower dimension as a Klein bottle.
Semantic space was situated within it, as visitors moved
like ants across, through, and around the tower, cross-
ing from the interior of meaning toward the exterior.
The exhibition was held in a mall-based art museum,
where the proportion of general visitors exceeded that
of professionals. I aimed for visitors to actively engage
with the exhibition, co-constituting the artistic system
alongside AL

Although the theme centered on Gen Al I emphasized
visitors' embodied experience. They had to traverse a
narrow, dark space enclosed by inflatable structures,
symbolizing the bottleneck of the Klein bottle, and then
enter a yellow—lit area that reset perception. This
design aimed to break the daily experience and stimu-
late exploration. The works on display were created
between 2022 and 2025. Adjacent pieces shared seman-
tic themes but highlighted differences across tools and
contexts. For example, works generated by Stable Diffu-
sion and Midjourney explored model-specific mecha-
nisms under “memory rewriting” Other works, based on
Stable Diffusion, contrasted “closed-system” versus
‘open-system” approaches to artistic generation.
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In this exhibition, I invited several art system works incor-
porating elements of artificial intelligence, to discuss
the interplay of systems and achieve an isomorphic map-
ping of art systems within the context of Generative Al

For example, the exhibition juxtaposed two works:
Wu Ziwei's Mimicry series and Fu Dongting’s Reverse
Evolution. They both address “evolution” within digital
systems. The former employs a cybernetic system that
does not interact with the outside world. It operates
in a closed digital space that does not involve the
viewer. The work enables viewers to step out of the

(Un)Real | (E) B 32

black box and re-examine the connection between the
Chinese character’s shape and its meaning in the mind.
At the same time, the artist Fu construct an imaginary
environment in which human subjectivity is lost,
exploring the development of hieroglyphic Chinese
characters in a non-human or human-free world. Here,
the art system functions purely as an object of obser-
vation. In contrast, Wus series represents an open system
of Artificial Life, emphasizing a dynamic artistic mech-
anism that is responsive to and interacts with the physi-
cal environment.

Wang Yini, Babel Bottle: Pragmatics, Creation, and Forms of Life in the Age of Artificial Intelligence, Support by 2025 Emerging Curators Project,
Central Art Museum, Hangzhou, China. Photograph by Xu Jian © Wang Yini & Central Art Museum.

Fu Dongting, Reverse Evolution, 2023, Al-generated video, screenshot. © Fu Dongting
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When everyone shares a tangible database of collective
intelligence and aesthetics*, what kind of artistic crea-
tion still retains a space for spectatorship?Admittedly,
within the development of contemporary art, the con-
cept of artist identity based on creativity—and the
resulting mechanisms of ‘star-making’'—remains the
infrastructure of the art ecology. On the other hand, the
‘presence’ of the viewer and ‘participatory’ approaches
have already been subjects of profound discussion. Both
paradigms are grounded in an upholding of liberal
humanist subjectivity. The practice of generative Al is
reminding curators, artists, and audiences that the

(Un)Real | (E) T3

agency and fluidity of creativity point toward a disen-
chantment with the ‘cult of the artist! Furthermore, the
practice of generative Al prompts a questioning of the
human role within the system regarding liberal human-
ist subjectivity; the panic surrounding the ‘subject of
creativity’ seems to stem from this very issue.Our lives
are approaching a posthuman state of dry-wet’ co-con-
stitution. As N. Katherine Hayles advocates in How We
Became Posthuman regarding a positive, embodied form
of posthumanism: when humans become components
of a distributed system®, the full expression of human
capability is seen precisely as depending on the articula-

Mimicry, Mimicry: Mimetic on Simulacra, and Mimicry: News Ecosystem, 2025, exhibited in Babel Bottle.

Photograph by Xu Jian. © Wang Yini, Wu Ziwei & Central Art Museum

Artwork
Environment

Artwork Artwork

Spectator

Artwork
Environment

A: the static system; B: the dynamic passive system; C: the dynamic-interactive, 2025, system by Cornock and Edmonds,

redrawn by Wu Ziwei. © Wu Ziwei
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tion with the system, rather than being threatened by it.
Reflexive epistemology replaces objectivism; distributed
cognition replaces autonomous will; embodiment
replaces a body seen as a support system for the mind;
and a dynamic partnership between humans and intel-
ligent machines replaces the liberal humanist subject’s
manifest destiny to dominate and control nature®. In the
following text, I invite participating artist Wu Ziwei for
a dialogue. She is an artist and scholar specializing in
artificial life and art systems. Taking Wu Ziwei's prac-
tice as a guiding thread, this dialogue will discuss
creativity and art systems in the age of generative Al

(Un)Real | (E) B 32

focusing on her Mimicry series and her participation in
this exhibition”

Wang Yini: In the Mimicry series, how do you
understand the concept of a “system” in Artificial Life,
and how do you incorporate it into an artistic language
directed towards the audience?

Wu Ziwei: Inspired by Stroud Cornock and Ernest
Edmonds’ work on computer-augmented artistic para-
digms, I extended my research into software-driven
Artificial Life art. These creative systems can be catego-

Wu Ziwei, Mimicry, 2020-2021, flower, camera, screen, Raspberry Pi, projector, Genetic algorithm. © Wu Ziwei

Flowers

Environment

The scene of action

Y,

Projector mapping

Consequences

On the scene of action

Sy

Insects on screens

N

Real-time image of flowers

Pseudo-environment

The human picture

e

Behavior response

The human response

Wu Ziwei, Pseudo-environment in Public Opinion and the correspondence relationships In Mimicry. © Wu Ziwei®
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rized into three paradigms: static systems, which main-
tain a basic viewing relationship between the work and
the audience; dynamic passive systems, which introduce
time and environmental factors to allow continuous
evolution of the work; and dynamic interactive systems,
which further incorporate participant feedback and
sometimes include mechanisms to enhance diversity.

My work Mimicry uses a dynamic passive system to
construct an Artificial Life environment. Its inspiration
comes from mimicry in the animal kingdom—organ-
isms adapt to survive by changing their patterns or even
their shapes. I draw a parallel between this and the
human social environment. As Lippmann noted in

(Un)Real | (E) T3

Public Opinion’, people live in the real world but often
perceive it through pseudo-environments like news and
social networks. Their behaviors, in turn, reshape the
real environment, creating a continuous feedback loop.

In Mimicry, the four main elements—the flowers, the live
video feed of the flowers captured by a camera, the vir-
tual insects, and the projection mapping—correspond
respectively to the four components in Walter Lippmann’s
theory: the environment, the pseudo-environment,
behavioral response, and consequence. Together, they
form a closed-loop system, illustrating the parallel rela-
tionship between Mimicry and public opinion.

Wu Ziwei, Mimicry: Mimetic on Simulacra, 2025, Algorithm-driven multi-screen interactive installation.

© Wu Ziwei, Tian Xiyu, and Su Wanchao.

Wu Ziwei, Mimicry: Mimetic on Simulacra and Mimicry: News Ecosystem with audience interaction
in the exhibition Babel Bottle, 2025. Photograph by Wang Yini © Wang Yini, Wu Ziwei & Central Art Museum
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Specifically, the system captures real-time images of
plants through a camera and employs a genetic algo-
rithm to analyze their colors and textures. Based on this
data, it continuously evolves a group of virtual insects
designed to mimic the flowers visually. The simulated
processes of reproduction, selection, and mutation are
displayed on the screen in real time. Finally, the gener-
ated insect images are projected back onto the physical
plants, completing the feedback loop between the vir-
tual and the real.’

Wang Yini: You draw a parallel between mimicry in
animals and the pseudo-environment in communica-
tion theory. What inspired this comparison?

Wu Ziwei: The field of Artificial Life explores both life-
as-we-know-it and life-as-it-might-be. It involves study-
ing existing life structures(whether found in nature or
artificial systems) ,and using that knowledge, simulates
new forms of life through artificial systems, thus creat-
ing possibilities for life-as-it-might-be.

The term “pseudo-environment” comes from commu-
nication studies. It refers to a reconstructed environ-
ment created by mass media through the selection, pro-
cessing, and structuring of information—an environment
that is not objective reality. Interestingly, in Chinese,
this term shares the same translation as “mimicry” in
biology, and conceptually, the two are almost structur-
ally isomorphic; both describe adaptive systems that

FY
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construct mediated realities in order to interact with
their surroundings.

In the follow-up works to the Mimicry series - Mimicry:
Mimetic on Simulacra and Mimicry: News Ecosystem—I
extend the Artificial Life system into today’s social
media environment. The sphere of public opinion has
transformed as it is now co-created by the masses
online, with numerous Al technologies participating in
the production and dissemination of discourse.

We have entered a post-truth age, where facts give way
to appearances and confirmation bias—a trend ampli-
fied by the rise of social media. As Jean Baudrillard
observed, “The simulacrum is never that which con-
ceals the truth—it is the truth which conceals that there
is none”

Like the peppered moths, we live in an ever-changing
artificial environment. During the Industrial Revolution,
the moths’ colors shifted with the darkening and whit-
ening of trees under coal smoke and pollution control.
Similarly, our behaviors and perceptions now adapt to
the continuously reconstructed digital ecology sur-
rounding us.

Wang Yini: How do you design the life forms within
these dynamic life systems? What kind of role do the
viewers play in these systems?

New Life Record
EaR

Birth Time / 4 f:
2050-10-17 17:54:46
Genaration Method /£ S RFdk:
Hybridization / $%E

Parent Prompt / FA4RE:
:JEQWR('_‘ SbRS Lt

FERBRRA
Child Prompt / 78 M&:

Wu Ziwei, Mimicry: News Ecosystem, 2025: The hybrid-generated outputs of fake news with LLM, Real-time interactive

virtual ecosystem © Wu Ziwei, Yu Hankun, Lu Yiyang, Su Wanchao
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Wu Ziwei: In Mimicry: Mimetic on Simulacra, the audi-
ence participates in constructing the artificial environ-
ment through text input. The system then generates a
corresponding visual landscape and evolves a group of
digital moths. This process inspired the work’s title—the
moths perform acts of mimesis upon ever-shifting arti-
ficial simulacra. Viewers can scan a QR code to retrieve
the moths they helped generate and often share them
online. Building upon the three paradigms of Artificial
Life systems mentioned earlier, this work further
explores a new model of ecological dynamic interaction,
completing a full cycle from artwork to “pseudo-envi-
ronment”.

ARTIFICIAL

ENVIRONMENT

(Un)Real | (E) T3

These evolved moths also migrate into another
dynamic system, Mimicry: News Ecosystem. Here, I sim-
ulate the life cycle of the peppered moth—after hatch-
ing, it neither eats nor drinks, mates briefly, and then
dies.

The virtual moths are driven by Boids and genetic algo-
rithms, engaging in mating, competition, and extinction.
Their evolution mirrors the life cycle of news: how it en-
ters public awareness, mutates through transmission,
and ultimately fades into oblivion.

Coevolution
Token

I

Pseudo-environment
on Internet

SR A

Collection of coevolution tokens for sharing online, generated by Mimicry: Mimetic on Simulacra,

2025 © Wu Ziwei.
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A: the static system; B: the dynamic passive system; C: the dynamic-interactive system;

D: the ecological dynamic-interactive system, 2025 © Wu Ziwei

Wang Yini: Your work presents itself as a human-
machine art system, involving Artificial Life, Al algorithms,
and human participants who bring their own experi-
ences and data. Compared with conventional digital art,
what are the main differences in how an art system is
created and exhibited?

Wu Ziwei: During the project’s early research phase,

I approached the work with academic rigor, studying
ecology and communication theory in search of a solid
conceptual framework. Yet, my mindset shifted once

I entered the creative stage of system building. I was
motivated by pure curiosity instead of theoretical preci-
sion—how might the moths “hybridize"? What new
mutations might emerge from combining patterns with
text? When the system was finally running, the complex
results that evolved through audience interaction far
exceeded my expectations, deeply satisfying that curios-
ity. Looking back, I realize I was never a “creator” con-
trolling everything, but rather an observer—someone
who connects the circuits, then watches with anticipa-
tion as life grows on its own.

Wang Yini: This was also the effect I hoped to achieve
when curating this exhibition. After several iterations of
implementation, what insights have you gained about
the agency mechanisms of audience interaction within
the art system?

Wu Ziwei: During the interactions, we found that once
viewers understood the rules and saw the prompt
“Please enter fake news, some simply copied the preset
examples to observe the system’s reactions. However,
most chose to create bizarre stories—ranging from
cross-species sci-fi and celebrity fabrications to self-
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mythologizing narratives. They clearly enjoyed leaving
traces of their own creativity in the system and proudly
shared their results with others.

Interestingly, when I was testing the system, I found it
surprisingly difficult to write such “news.” In contrast,
the audience in the exhibition showed astonishing crea-
tivity—their ability to invent was genuinely inspiring

This behavior confirms my earlier study based on
Baudrillard’s theory; in the post-truth era, what people
desire is not truth but spectacle.' It is precisely this
pursuit of spectacle that drives the audience’s engage-
ment in the system. As Baudrillard reminds us, the
public is the most powerful medium of all—mass(age) is
message.

Wang Yini: Specifically, what kinds of interaction pat-
terns do the audience exhibit?

Wu Ziwei: Based on the audiences interaction behav-
iors and underlying motivations, they can be roughly
divided into three categories:

1. Fake-news joke makers: They input widely circulated
meme-like fake news (e.g, stories involving Trump or
Musk) to exaggerate the system’s absurdity and antici-
pate a knowing laugh from subsequent viewers.

2. Participation-focused wishers: They treat the system
as a wishing pool, entering real-life content related to
themselves or friends and family, hoping to “wish” for
things like gaining muscle or sudden wealth.
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3. System disruptors: They attempt to test and challenge
the systemss stability and boundaries by inputting
spoofed or disruptive texts.

An interesting example is a visitor who, in order to
increase their moth's “mating” chances, entered dozens
of similar self-written news items in a short time and
eventually succeeded. He remarked, “Flooding the inter-
net really works” Once viewers realize they can influ-
ence the system, it triggers behavior akin to instinctive
biological drives.

Wang Yini: Yes. In the work, Gen AT’s fabrication
capacity and unpredictability create a “spectacle-driven”
effect. The underlying logic might be that, in the age of
Gen Al the extreme proliferation of social media and
the widespread use of Al have significantly raised
humans’ threshold for spectacle. In contemporary com-
munication systems, human-generated information and
Al-generated misinformation reproduce each other
reflexively, intensifying the desire for spectacular stimuli
beyond pre-Al times.

So, could this craving for human-machine spectacles
actually reflect a desire for alternative forms of creativity?
How do you see the role of Gen Al in your art system?

Wu Ziwei: My attitude toward Generative Al (Gen Al)
is to treat it as a system component for constructing the
context of the artwork, rather than as a creative agent.
In my work, Al is not a generator of style, but a part and
accelerator that drives the system. I focus on how to
integrate Al into a larger interactive framework so that
it serves the core artistic concept.

Compared with my earlier work Mimicry, in creating its
follow-ups—Mimicry: Mimetic on Simulacra and Mim-
icry: News Ecosystem—we have already entered the era
of Generative AL From the creator’s perspective, collab-
orating with Gen Al greatly reduces the burden of crea-
tion and frees me from mechanical labor. In the exhibi-
tion, I observed that Gen Al significantly stimulates
audience creativity; through very simple interactions,
they can co-create a diverse range of visual spectacles
with the Al Regarding the generated content, I believe
Gen Al demonstrates a unique form of “machine crea-
tivity” It relies on massive datasets and algorithms that
understand complex semantics, giving rise to collective
agency that then feeds back into the system.

Currently, our system has collected thousands of exhibi-
tion data points. I am very much looking forward to
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future research to deeply analyze the unique patterns
shown by audiences and Gen Al in the co-creation pro-
cess.

Wang Yini: “Collaboration” means allowing the crea-
tivity of various human and non-human agents within
the art system to flow in a certain way. Whether the
relationship between these agents is “synergistic” or
“instrumental” perhaps only concerns the artist’s self-
narrative, whereas, at the perceptual level of the art-
work, the dynamic changes generated by the system are
superior to romantic notions of “artist creativity. Per-
haps in the Gen Al era, the establishment, design, and
examination of the art system can lead to a more
dynamic exhibition state.
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“All that is solid is melting.”
Curating and Exhibiting Al Art

An Interview with Xi Li (Aiiiii

Shanghai)

led by Birgit Mersmann and Hauke Ohls

Birgit Mersmann: The emergence of Al image and
video generators has rapidly transformed the produc-
tion of art, questioned existing display, exhibition and
marketing practices, and challenged existing notions of
art. When we ask the artificial intelligence chatbot
ChatGPT about the definition, impact and conse-
quences of Al art, it concludes that “Al art challenges
traditional notions of creativity, authorship and original-
ity, raising debates about its role in the art world.” The
positions within these debates are extremely controver-
sial. “Artificial Intelligence can now make better art than
most humans,” was the sub-headline of an article by
Kevin Kelly published 2022 in Wired. Others analysts
complain that due to the process of automatized image
generation, Al art lacks human intentionality, emotion,
and cultural context. And still others call into question
whether Al art is truly creative, and whether it is legiti-

mate at all to speak of Al art as a valuable art form due
to the lowering of the creative barriers through image
prompting. At which points does Al art challenge exist-
ing notions of art?

Xi Li: Artificial intelligence, as a novel medium distinct
from those of the past, has the potential to redefine art.
Since Duchamp’s urinal was exhibited in an art gallery,
the definition of art has been a topic of ongoing debate.
Many argue that what distinguishes an artist is their
creativity, which is often seen as an inexplicable genius
or inspiration. Today, machines are also engaging with
this elusive element. Consequently, Al art challenges our
current understanding and compels us to seek new defi-
nitions of human experience. Roland Barthes posited
the “death of the author” and emphasized the inherent
randomness in human discourse. Perhaps it is time to
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consider redefining art from the perspective of the
viewer, where the audience determines what consti-
tutes art. Much like nature, which exists objectively, its
beauty is perceived subjectively by each individual.

Hauke Ohls: What is the creative potential of Al art?

XL: As a form of digital media art, the distinctive char-
acteristic of artificial intelligence art lies in its data.
There are many intriguing aspects within these datasets;
they may originate from analog techniques, be derived
from digital data since the advent of computers, or con-
sist of personal, external, or public data. Moreover, the
labeling of the data may reflect various human biases or
even be illicit. The data can be vast in scale or, con-
versely, quite limited. They can pertain to bodily move-
ments, coral, and much more. I believe these factors
represent one of the creative potentials unique to artifi-
cial intelligence art.

HO: What are the limits of Al art, and what are the
threats for the existing art system still mainly operating
on the basis of the principles of the pre-Al era?

XL: Al poses challenges to our ability to discern the
original works of artists, particularly for those of us who
rely heavily on the internet. While we may not have seen

(Un)Real | (E) B 32

all the works of an artist in person, the internet allows
us easy access to them. However, due to the extraordi-
nary mimetic capabilities of artificial intelligence, our
ability to distinguish between original works and
Al-generated imitations is compromised. In the face of
numerous images of supposed original works online, we
lack the criteria to make accurate judgments.

BM: What is the state and status of Al-generated art in
contemporary Chinese art? Can you name leading Chi-
nese artists within the art scene of mainland China that
form the avant-garde of the Al art (r)evolution? What
are their interests, topics, and aesthetic practices?

XL: Several Chinese art institutions are actively engag-
ing in this practice. Notable projects include those at
the Taikang Art Museum in Beijing, the How Art Museum
and the Chronus Art Center in Shanghai.! Concurrently,
several renowned Chinese artists are leveraging their
established reputations to explore artificial intelligence
research in alignment with their academic pursuits,
such as Xu Bing with the Artificial Intelligence Infinite
Film (AI-IF) Project,” or Cai Guo-Qiang with A7 Model
cAI™?. Xu Bing collaborates with scientists to employ
various artificial intelligence models, enabling audi-
ences to actively engage in the creation of their own film
narratives. On the other hand, Cai Guo-Qiang has devel-

Entangled Others, Artificial Remnants, 2019-2021. Exhibition view at Aliiii, 2021
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oped an inspiration library or dataset through the pro-
cess of digital twinning, drawing upon his past creative
database to foster growth; the cAI™ project evolves in
tandem with the artist’s development. Both artists pos-
sess a profound understanding of image generation
models and natural language models, integrating these
concepts into their respective creative practices. Addition-
ally, emerging artist Sun Yuqian presents 1001 Nights,"

a game that reimagines the Arabian folktale collection
in a rebellious manner where players collaborate with
Al to write stories. Her research primarily focuses on
language models. 1001 Nights encourages audiences to
co-author stories with the king in the narrative, using
the power of language to ensure the wife's survival, pre-
senting a work with feminist undertones. This practice
is particularly intriguing as it diverges from the typical
focus on generated imagery in Al art.

BM: In his book on Art and Cosmotechnics, philosopher
Yuk Hui discusses the overtaking of art through recur-
sive machines and the repositioning of truth in the arti-
ficial (ly generated). What concepts in Chinese philos-
ophy can contribute to redefine art and aesthetics in the
Al technosphere?

XL: The Western definition of art is influenced by ancient
Greek culture and the evolution of rationalism. In con-
trast, traditional Chinese culture did not have a direct
equivalent for the term ‘art. Take Chinese calligraphy as
an example; it is considered the pinnacle of Chinese
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artistic expression. While the characters themselves are
universally recognized and convey specific meanings,
the artistic value lies in the manner of their execution.
Here, aesthetic value takes precedence over content. As
Yuk Hui points out, no single cultural perspective is
inherently superior or inferior. In today’s context, it is
essential to adopt a diverse range of perspectives to
broaden the scope of artistic expression and human
potential.

HO: Yuk Hui also states that Al is “prone to mutation”
and considers this an important factor for Al to open up
new dimensions in contemporary art. Apart from the
concept of mutation, are there other strategies in Al art
that are used productively?

XL: Yuk Hui emphasizes the individualization of tech-
nology. Once artificial intelligence, as a tool, has devel-
oped, it becomes uncontrollable due to its relationship
with the “associated milieu.” I believe this perspective
provides a foundation for discussing the uniqueness of
artificial intelligence through the lens of the relation-
ship between technology and humans, as well as the
consideration of various contexts. While this viewpoint
is inherently grand, it is an essential and primary step
for furthering the development of the associated issues.

BM: Parallel to the technological breakthrough and

advancement of Al image generation, the institutional-
ization of Al art was set in motion targeting the promo-
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Exhibition 7he Book of Sand, 2021. Exhibition view at Aiiiii, 2021. Photograph by Kai.

tion of emerging artists, a new, broad, and young-gener-
ation art audience and a large market share. The world’s
first Al art gallery, named Dead End Gallery, opened in
Amsterdam in March 2023, the world's first Al museum
“Dataland”, created by famous Al artist Refik Anadol,
opens in 2025 in Los Angeles. Yet, the establishment of
response to the Covid-19 pandemic; it was founded in
2021 with the aim “to support, promote, as well as incu-
bate both international and domestic artists and proj-
ects related to intelligent algorithms™ and became a
pioneering institution for art and artificial intelligence.
As you have been working as the director and

insights into the main idea, motivation, function and
program of this cutting-edge museum institution?

XL: The artificial intelligence institution was primarily
initiated by three professors from Tongji University, with
Chinese digital artist Zhang Zhoujie serving as the prin-
cipal initiator. Preparations for the project commenced
in 2020, and it was officially established in 2021 with the
support of Tongji University, College of Design and
Innovation (D&I), and the Degiu Art Park. Given that
the initiators are all academic professors, an associated
laboratory, the Art & Artificial Intelligence Lab at Tongji
University, D&I, was also established to support this
endeavor. Consequently, our initial positioning was as
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an academic institution. Simultaneously, because the
application, we aimed to engage with genuine practi-
tioners of art. Thus, the project was designed to support
artists in their explorations of artificial intelligence,
facilitating the realization of their ideas and possibilities.

BM: What do the 5 “i’"s stand for? Is it an exclamation?
A Dadaist lettrist play? Does it include a special mean-
ing in Chinese?

XL: The five “i"s are somewhat arbitrary; the initial
attempt to register a domain with three “i’"s was unsuc-
cessful, but a domain with five was available. In Chinese,
“ai” phonetically resembles the word for “love,” which
adds both significance and appeal to the name.

BM: What were the main challenges to exhibit Al art—
for which a small screening generally suffices—in the

signed power station?

XL: One of the main challenges in exhibiting Al art in
redesigned power station, is the lack of white wall sur-
faces due to the preservation of the space’s original
appearance. This poses significant challenges for exhibi-
tions, as smaller works can become overwhelmed by
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the vastness of the space. To address this, we collabo-
rated with artists to create three-dimensional and volu-
metric representations of their works. Additionally,
larly artists and audience members, were unfamiliar
with artificial intelligence. Therefore, we aimed to
ensure that each work could interact with the audience,
allowing them to understand the meanings expressed
by the artists through these interactions. Audience
members could take away virtual animals and stories as
part of their experience.

BM: Have you developed particular exhibition strate-
gies for the display and mediation of Al-based artworks?

XL: Yes, as mentioned earlier, we tended to collaborate
with artists to create works that emphasize spatial nar-
ratives, focusing on the performative aspects of
Al-based artworks within the space.

BM: Is it not self-contradictory to exhibit Al art in a
physical exhibition space? In your curatorial view, what
would be the ideal exhibition site and presentation mode
for Al art? The so-called Metaverse? Does Al art require
a paraverse, i.e. a parallel universe for manifestation?

XL: I believe there is no inherent contradiction; rather,
this reflects the inherent challenge faced by all digital

Certain Measures, MTS_003, 2021. Exhibition view at Aiiiii, 2021
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artworks. Artists strive to allow audiences to experience
their works within the physical spaces typical of con-
temporary art, making efforts to explore narratives
beyond digital screens. Whether in virtual or physical
spaces, the presentation of any artwork signifies a desire
to communicate and engage with the audience. The
most critical aspect is the continuous exploration of
effective methods for expression and communication.

HO: Unfortunately, the physical institution of the Aiiiii
Art Center has ceased to exist. The institutional invest-
ment ended in May 2023 due to different interests, posi-
tions, and conflicts. However, the promotion of Al art
cial intelligence supported by the College of Design and
Innovation at Tongji University, Shanghai. How do you
cope with this loss of a physical art space? What is the
future agenda of the Al Factory?

XL: In response to the loss of a physical art space, the

of Al art. The original framework involved conducting a
single exhibition annually to engage with theoretical
discourses emerging from conferences; thus, the
absence of a physical venue has a relatively limited
impact on our research agenda. While this loss is indeed
significant, it may also signify a transition into a new
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Obvious, Works from La Famille Belamy, Facets of AGI and Trials and Errors. Exhibition view at Aiiiii, 2021

defined by a lack of familiarity with Al art among both
artists and the public, necessitating ongoing efforts to
cultivate awareness and understanding of the subject.
However, this definition has become increasingly
ambiguous as Al-generated art has proliferated. Conse-
quently, our discussions have evolved within the
broader context of art and technology, allowing the
absence of a physical space to paradoxically afford us
greater opportunities for reflection and exploration.
collaboration with academic institutions and educa-
tional entities to facilitate rigorous and meaningful
inquiries into Al art. We are actively developing collabo-
rative projects with various organizations, emphasizing
Asian philosophical perspectives and scholarly interpre-
tations of artificial intelligence to investigate a more
diverse range of viewpoints.

BM: For defining the mission and realm of the Aiiiii Art
Center, a Da(t)aist manifesto entitled “Git-festo about
Al and Art” was published—which can be found on the
Center into the legacy of the Dadaist avant-garde move-
ment, its manifest-driven revolutionary, destructive,
non-sensical impulse of taboo breaking and border
crossing between art, technology and life?
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XL: The original author, Professor Kostas Terzidis,
draws a parallel between artificial intelligence and
Dadaism, emphasizing the black box of artificial intelli-
gence that processes diverse datasets to generate unex-
pected poetic expressions. This creative process is anal-
ogous to the method employed by Tristan Tzara, who
would cut and rearrange fragments of newspapers to
construct new poetic forms.

Along with the manifesto, there is Dtrer’s print of the
rhinoceros, which was produced based solely on a
description, as Diirer had not observed the animal first-
hand. Consequently, this print serves as a significant
reference point in our examination of Al art.

BM: In the final, 12" statement of the git-festo, China is
described as “the perfect place for exploring new terri-
tories. If not us, then who? If not now, then when? If not
here, then where”. What conditions, structures, atti-
tudes and policies in China provide a good breeding
ground for advancing the research on art and artificial
intelligence and for the implementation of novel
approaches to exhibition curating in the Al-era?

XL: The rapid development of artificial intelligence in
China contrasts sharply with the environment in
Europe, where the adoption of new technologies may
occur at a different pace. In China, the societal impetus
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for economic development fosters a heightened recep-
tiveness to technological innovations. This sensitivity is
further supported by a relatively open governmental
stance toward the application of technology. Addition-
ally, the demographic concentration in megacities gen-
erates an unparalleled volume of data and information.
Given these unique characteristics, we contend that
China represents a particularly fertile context for dis-
cussions surrounding artificial intelligence, offering sig-
nificant potential for exploration and advancement in
this field.

BM: The Bucharest Biennale 2024 was the first art bien-
nale curated by artificial intelligence, i.e. the ATJARVIS
program. What is your opinion about art curation with
AI? Will Al-curated exhibitions make the profession of
the curator obsolete?

XL: In my view, the challenges posed by artificial intelli-
gence to the field of art are contingent upon the defini-
tion of curation. Curation can encompass both rigorous
academic research and the expression of personal opin-
ion. Consequently, the advent of Al is likely to catalyze a
transformation in the conceptualization and practice of
curation, prompting a reevaluation of its parameters
and methodologies.

HO: Artificial life, altered nature, more-than-human
world, and wetware seems to be a key focus of your
work at the Al Factory, with three events on this topic.
How did this focus emerge?

XL: In the course of our research, we observed that
many artists base their work on biological data. Addi-
tionally, we found that many discussions center around
questions of authorship and the comparison between
artificial intelligence and human creativity, which do
not advance the discourse. Once the definition of
humanity is clarified, these issues become unreliable.
Therefore, we believe this pertains to a perspective on
life, akin to the influences of Darwinian evolution.

Just as nature itself may not recognize its own beauty,
humans do. Consequently, we aim to explore how artifi-
cial intelligence can foster human development from
its ontology aspects, rather than merely continuing the
trajectory of alienation as described by Marx.

HO: Can Al contribute to a new understanding of
ecology?
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XL: I believe that it is essential for artificial intelligence
to advance, but this progress necessitates a collective
effort. Central to this challenge are issues related to
public perception, the dynamics of consumerism, and
the evolution of socio-economic systems. The relation-
ship between humans, machines, and nature has long
been a subject of discourse; however, advancements in
this area have been slow. The emergence of artificial
intelligence serves as a stark reminder that a crisis
exists, highlighting the urgent need for a more proactive
approach to these interconnected concerns.

HO: What is the relationship between AL synthetic
biology and art in relation to artistic practices?

XL: I acknowledge that my understanding may still be
incomplete; however, I would like to provide an exam-
ple to illustrate my point. One key term associated with
artificial intelligence is “neural network.” However, when
a cell is extracted to cultivate a neural network in vitro,
it raises a question about what constitutes the artificial
in this context and how such networks relate to human
beings.

HO: How do you assess the separation that is still
drawn between the natural and the technical? Does Al
art and aesthetics have the potential to bridge this sepa-
ration?

XL: Both nature and technology possess a formidable
capacity for growth, akin to human development. Draw-
ing parallels with the art forms we previously discussed,
I believe this resonance will persist. The potential for
artificial intelligence in art to expand remains uncertain;
however, we are eager to explore this dynamic further.

Notes

1 See https://tam.taikang.com/archive_exhibitions/
creative-machine/; http://www.howartmuseum.org.cn/
portal/en-US/Exhibition/Detail/00aaf980-9ff2-c38d-
b3bd-ccc316£2559d; http://www.chronusartcenter.org/
en/cac-exhibition-aidelivered-theabject/

2 https://www.xubing.com/en/work/details/6907clas-
sid=8&type=class

3 https://www.mgm.mo/en/cotai/entertainment/
mgm-caiguogiang-debut-exhibition

4 https://fakecheese.me/1001-Nights

center/
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Curator Xi Li is the art director and co-founder of
also an assistant professor at the School of Future
Design, Harbin Institute of Technology (Shenzhen
Campus). One of her leading projects is aai Inter-
national Conference on Al Art (2021, 2022), as well
as the exhibition The Book of Sand (2021). She
holds an MA in Narrative Environments from
Central Saint Martins in London and a BFA in Art
Management from the Central Academy of Fine
Arts in Beijing.

Birgit Mersmann is Professor of Contemporary
Art and Digital Image Cultures at the University of
Bonn, Germany. Her interdisciplinary research
covers modern and contemporary Western and
East Asian art, global art history, migratory aesthet-
ics, museum and exhibition studies, digital art,
image and media theory, visual cultures and visual
translation, interrelations between script and
image, and history and theory of photography.
Recent book publications include: Kritik des Neo-
Extraktivismus in der Gegenwartskunst (ed. with
Hauke Ohls, Lineburg 2024); Image Controversies.
Contemporary Iconoclasm in Art, Media, and Cul-
tural Heritage (ed. with Christiane Kruse and Arnold
Bartetzky; Berlin/Boston 2024); Okzidentalismen.
Projektionen und Reflexionen des Westens in
Kunst, Kultur und Asthetik (ed. with Hauke Ohls,
Bielefeld 2022); Uber die Grenzen des Bildes.
Kulturelle Differenz und transkulturelle Dynamik im
globalen Feld der Kunst (Bielefeld 2021); Bild-
agenten. Historische und zeitgendssische Bildpraxen
in globalen Kulturen (ed. with Christiane Kruse;
Paderborn 2021); Handbook of Art and Global Migra-
tion. Theories, Practices, and Challenges (ed. with
Burcu Dogramaci; Berlin/Boston 2019).

Hauke Ohls is a postdoctoral researcher with
the Chair of Contemporary Art and Digital Image
Cultures at the University of Bonn, Germany.

His research focuses on theoretical, sociological,
and philosophical questions of modern and con-
temporary art with particular emphasis on
eco-relational art and ecological aesthetics,neo-
extractivism, ecofeminist, pluriversal, posthuman
theory, the discourse on objects, materiality and
images, as well as the relationship between art,
economy, and neoliberalism. Additional areas of
interest include the intersection of art and music,
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artists’ writings, media art, and transcultural art
history. Recent book publications include: Kritik des
Neo-Extraktivismus in der Gegenwartskunst

(ed. with Birgit Mersmann, Liineburg 2024);
Many-Valued Aesthetics. Interconnections in the
Work of Mary Bauermeister (Bielefeld 2024);
Okzidentalismen. Projektionen und Reflexionen des
Westens in Kunst, Kultur und Asthetik (ed. with
Birgit Mersmann, Bielefeld 2022); Objektorientierte
Kunsttheorie. Graham Harmans spekulative Philo-
sophie im Kontext einer (nicht-)relationalen
Asthetik (Hamburg 2019).
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—)ZEERTERAC.

%EAI SEEZ AR

Lb/RE 45 - FRET =S (Birgit Mersmann) Al
=57« B/RHT (Hauke Ohls) X ixZE#
T AIEBEZARL, £8)

Le/REYF BHT 2 (Birgit Mersmann, AA] (Kevin Kelly) F20228 1 GEL) (Wired) 2478
KTFE#HRBM”) AT BERGMIBIEMRSENE EART —BXE, ZNEN&IREM A\ TE 8
MBREZARKNVEMESREETERT . S5IE  SEUWENZRLEAZEHACHWENZ REBEL” . Xt
B, MENZARB R BEUNMNEEIRANELZE o, EthE W A T88HF, ATSEZAEEE86h
FREE, Y TN ZEARMBHEEZT . HRITEA MNEGRERIRE, AMEEEMALHNEA . IFRK
BEEWRNBEAChatCPTIHIATEEZANE MAXUER EE—EARRALSEZAZRSA
X, &H TROEIEMER, EREE ATEE BEENENMTARNATSEZATERR
ARG T XFREN EESMNRIMENES NEGIERINEEREE T IE 11, HERLRER”RA
M, EEZ AR BENAERHLESI LTS,  ITEEZAMANENENZAEAREEE AL
XEEHHOARHIMP L HERE WM I8, 815 HEEZAREMLE S EmHkEL T MBENZANR?

ZARAEEntangled Others, { ALFRD (Artificial Remnants) , 2019-20214F, 3D 4RI HIRILE, 3D T, Fo S BEEE, XL
[T ATIEBEZAFOREIITE, 20214F
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o (U TERE") | AT EAB R T LT
WMET R, BEEFEX ZARBVE . BitEAY/)VE
MEZARBERBHUR, XTZANEXH—EF
WA 2 NN, ZARBI SRR ZET
Helhis7), Mehs/@E RAA—F A el ERpX
MRE R &% W05, Hl8eth IE S XM LI IRV 7T R
EERR AL, ATERRZANG: 7 ALIMBRVIER
73, ABEATH AR T E o EWNT =
B4 (Roland Barthes) #2th “fFE 25", FF52IE A
KIFERERRIBENIE, 30T, IMAETRNIZMAREY
AEEREMEXZA, ILWARREZARB A,
ENBEATMEFE—F, 8 TANZARZERREA
XA,

552 BA/RER (Hauke Ohls, L FE#E“HO”) :
AT EEZAREE EEIBEALEME?

FENMFEN AT, ATEREZAIRRE
THIE. XEMEEEE TRZEBHTR; T
BIRER BRI A, BRI ER B IR LIKAY
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FHUE, AN AR I A EREIRIDL .
ItE5h, BEHERARE ] IR BB R FR AR R, EEX
AR AR BERAE AR BURMFR T BEIE B K,
WATREIE BB IR FUR S M B RTIE. AISE & 1
(coral) FF WINAXLERZMN—MIEEIL T A
T ZARIRIFHIBITER TTo

HO: A TEREZANBRIERTATIMSZEARMER
NI RLATEE T A TS RNANERD, Z2AR
FRZAAIZ LR ?

FATEREN A, TEN T AL RN EE K
AR, FREEYIAIZAKREX N LA
T kbR AMTPIBER B FEE L Z ANV A Em,
BEIEEMNRE SRR El].2AMm, ATE8E
FFNIVRBRES B/ ANEUX D ZARKEEFA
T B4 A A SR L8 E B AREXTPTBIRIE
BB, AN T ARRIFRZ M EREX D
AT

ZAREKAEEntangled Others, A TS (Artificial Remnants) , 2019-20214, X~ A TBEEZ R E M I7E], 20214
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7NT2 « SLRHERT (Jake Elwes), (Zizi 75 (The Zizi Show) , 20204, o888, X~ ATEEZ ATROERIIZE, 20214F

BM: ATEREZAETEZNZATEE EFHIIL
BE

AL ERER Y IR E AR Z AR PSAAT
BRZAN (o) BB ZARVBESRKXEZR
a

EX:N b ENE S IE=E SN S

F REEH IR ZANMEERERS 5 X T AL
BREZ AL AL RRREANIE. REAREM L
BN IR Z ANROFEEAI—LETIR
NINE AN, —EHNZFREZAKFBEEER
BEEMRE, EaHFARER, BAXFTALERN
53 B30, #RkBY “ A LB Re TPREBR” (Artificial
Intelligence Infinite Film , Al-IF) B2, LA X & [E 58
A LEERE AL IR ERZERITETE 1TH
BMALERRE, ILNARRS5CEETE2
BRI RERNEAHFELERA (digital
twinning) 12 R B (SiE R HUES) , EFHIE
RIBIFEIREE A (Fam ; CAMIE 5 Z ARKMIGITE
RBERDHT ML ZARKEI EREREN B
MBS RIBERZIAVIER, HI XL ZmNE
EBEIEIESREL T, SN, Frit 2 AR FERI(—
E—®&) (1007 nights)* B 2—MiFo ZIFmE

— RN, UURIRBSEEMMRIEHR B ES, ik
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MRS AT ERRGEIFRE PR R EE
EPAESRETHEH(—TE-REFTELNE
X EXBIELR, BHEIMARSHWERNEEHRNE
WE, ERESNNEREENZFFE PR X—
KEARTATERZARBE X EHBEGREM
i, EIEARIME R

BM: BEZITETHBIR(EASFERA) (Art
and Cosmotechnics) IR T A EBNEIBIN2
M EARBEBEL, LUIKRTEAT BISATER) F3E
IBHITEME (L PFETFHHIHEHI BT A
MEATSERATIENEN ZANESE?

F AN ZARNEXRZ E RS E X
BT BRI AR R, PEESX P HRES®
ZARTX—RIEEEN NS IR EF AN,
ERNABTEZARTEREE N F RS FEE
WA HERERERX, BEZANEETHE
73 T X —BIF R, BEMEMILTRENME, IE
SOVFIEFrE HBYERYE, XUMARS KBNS Z 7.
ASSERT, XRAZTRAARIERZAE
BHSEEMAKBRERER,
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ZARBEKObvious, MALKKIEIERERT! (La Famille Belamy) , {AGI 9& 75 & ®) (Facets of AGI) FIKi$8) (Trials and Errors) o

YT ATEEZARTLREIGZE, 202145

HOFEBIEM AT EE" BBELRMA", FIAN
XEATERBTEIANZARFREENER
HEFRRT “EE A LN AMTESEATERE
ZARPERAMLEERATERRS?

FIFIERIERAB ME . AT EREMFA—M T
B, —BREER aEmES “DAPTLRIEX T
SR HIRAMERF A AT BAN, XA AR
7 B, I IER[UMKRARS AR R RIR
WA T BERYIREE, AR EEEIRRERIE
15 XA AR, (BX T HE—F RIEX R
EXRBMEAMN—T,

BM: A TEEEERAE AT PIRIEM A BHNE
B, ATEREZANGIEM BT, SEEEITY
CAR, K5I B IZMNFER—RZAZR, HETE
KBTI D E. EIKE XA TEEZANEE “Dead
End Gallery” F2023F3 B 1E Pl BT Al tH R
LERATEBEEYIE “Dataland” F2025F 1%
AR, BEZALEEZAREIER ALK

137

(Refik Anadol) 2, E/BX T ATEREZARFL

TGN ; BRI 20214, BT ‘S A
PUENIINSEREFEFERNZAKNME ", i
NEARMATEREMRBI BN EIERT A
TEEZAFOREEMERS R A, BES IFAH
—IIXRTEEENRNEEIER. BRI
RELAN T RBVIIR?

F U ANTEREZAPORHBEBFAFH=L
AR, EPPERFZAKKARZEE
ARHCE CIBRVIEX F & T R8T 20205, 20215,
ERFARF I EIEF MR (D&) MBE ZAKAISL
R, EAIETUN L. s T 8l IIER A& A
FRREdE, AFAFEAREATERLRE D&) 1B
VER I SR —BR 0 T o Fir LA, el 1A%
ST ANITEEZAFOBE LZF AN, R8T, 32
[TATERZAPO+DEERENAE, M HE
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BM: X ATEREZAFORIBIFRER DT T
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FENTHBERERR BNV RRA=
NTEMER, BRI T AT, HEEAN T AEE
BB ERXE, “ai’ AT S “& "M, XX
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BM: X[ ATEREZAPORAA BISHUSMAL 5
RIESE BRI ERATERZA—
BN ER— BRI ER AR A7

FRIMNBENERRSEZ —F, ZAFLRE TE
B]/RER, P LAER D B IR X615 SRR IR A XE,
FIERY NI P BE R E R =BT A . 9
TR, BNESZAREGE, EEFRU=
A NE T IS, EX T ATERZ AT

ZAKR ((HE) Certain Measures, {MTS_003),2021F. X AT
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DBRALZA), WWE N, TEHRZARKMUAR, AL
B REH A AE AL, HMN SRR FmRERRES
AREDD, LM ARBEBBIEE Z A FBI X E B
FIENE R AFNMRARILAI—EF 7, WA FT LU RE
AR S E o

BM: 3 T AT EREZAERBVERMEN, /12
DB ERREREE?

F HNBEFENRERE, EWNZ AR EIRY, 3l
BT 5 ZAR—REeIFRBE=EMENFR, H
FKEATEREZAFRETERREE,

BM:EL AR N EIFHEMATEEZ A ERME
BT ELMNERNAERE, TARNATEEZ
ARIEER S M2 AR T A ERMBN ¢
TTFE FERE? RERE—N“FTFHE” (Para-
Verse) RER?

F HUNZIREHNFE, B, KRR TAEZ
AR F Z AR RIS EIRBIRNTER . ZAK
1 FLARTE —RRBY B E AL A= 8] AT
1B, SHRENECREFRBOIMES T

BEEARTLREIGZE, 20215
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B8 W2 H” (The Book of Sand) , 20214, X~ AT EREZARFLELIMIZE, 2021685 Kai

T ZAERENM T M= BIE R KA 8], A
ZAREHEEIFm SR EN B5. HP &
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AT o BT H AL HBIAE], IR EFRRER,
HINZARHE B F2023F5 8 & 1. 78T, H £
BREFRFRITIEFS R AR ZASATE
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ATEREZARFD, RIIARRE +ATtE?
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B ZBZANBHRE R TRATIC. 8D T 5K
TERMATANHRHE T BZ R BMRENINZ.
ST R EMSFATRANA BN EFR S
B, LIZRR T AT BB ZARRI™IEMA E X B
Fo Ffl BRIFIMNE FU MK T ATEEHNFA
g, EERIR S ARARARSIEINE, UHR
BEMEZERIU R,

BM:{RI1&&R T —REIEEE S (a Da(t)aist mani-
festo), B “KF ALEEMERNGItEE —H
FEMuLhttps://www.aiiiiiii.com/ LI 5B —3FRE T
S ANTEgEZ AR OB ESR NIRRT AR E
NIEEhHE S W6, L& It T2 A
TR, BHT ZA B SEENRR. I A
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Curating as Resistance
in the Age of Al?
Ma Nan

Artificial intelligence is evidently no longer an externalized form of technology — it
has become a cultural mechanism. Al is transforming not only modes of artistic pro-
duction but also the ways in which art is organized, perceived, and understood. At the
same time, the structures of creation, exhibition, and curating itself are undergoing
profound structural transformations.

Each paradigm shift in media technology has triggered a corresponding reconfigura-
tion of curatorial logic. The role of the curator has evolved from that of a “selector” or
“narrator” who constructs visual order through the selection of artworks and pedagog-
ical guidance for the audience, to that of an operator of “relations and processes.” Jack
Burnham’s Systems Esthetics (1968) distilled this methodological turn from “art-as-ob-
ject” to “art-as-system,” framing both artists and curators as designers of information
flows and feedback mechanisms. Harald Szeemann’s “individual mythologies” and
Nicolas Bourriaud's “relational aesthetics” were each articulated through specific cura-
torial practices. The object of curation thus extended beyond the “artwork” to encom-
pass social structures, modes of communication, and audience relationships, while the
curator assumed the role of “system operator.” Furthermore, as a new modality of
“media studies, curating began to center on the organization of “networked space”—
that is, curating as interface. The curator thus transitioned from spatial arranger to
“platform designer; and the exhibition became an interface for databases, information
flows, and cross-disciplinary collaboration.

If the curatorial experiments of the late twentieth century engaged “media’ (ranging
from installation, video, and internet to bio-art) in a self-reflexive manner, then the
emergence of Al forces us to confront an even more fundamental question: When the
medium ceases to be material and becomes instead an intelligent structure, should
curating continue to respond genealogically — as Jay David Bolter and Richard Grusin
have described viaremediation,” - whereby new media absorb and rewrite old media?
Or should curating now reconfigure the relationships among art, technology, and per-
ception at the level of cognitive architecture, so that the exhibition itself becomes a
site for reflecting on and regenerating the medium?

In 2025, Dajuin Yao and I curated the exhibition Promptoscape: document.ai 2025, at
the Minsheng Art Museum in Shanghai, which can be understood as an exploration of
curatorial thinking at precisely such a threshold. This exhibition was not a showcase of
so-called AT art, AIGC, nor an investigation of the terminological and historical distinc-
tions between “new media art” and “digital art” in China and abroad. Rather, it consti-
tuted an attempt to reorganize human perception, language, and memory within the
cultural conditions of Al We sought to engage a new curatorial logic; curating not as
an apparatus for displaying art, but as the very apparatus through which the new per-
ceptual order might be understood.
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In the section titled “Experimenting Emergence,” we exhibited a conceptual artwork/
diagram by Dajuin Yao for “‘An[0]ther {AI} in Art Summit 2019: Decolonizing Artificial
Intelligence and the Future of Art Making,” a conference at the New Museum in New
York, where Yaos “Future Art Ecosphere” forecasts the art ecology in the year 2044.
Here the traditional art world may be seen as a closed system composed of artists,
curators, critics, collectors, and the general public, with the ecology unfolding as: artist
creates > curator organizes - critic recommends - collector acquires > public dis-
seminates. Once Al enters this system, each link in the chain fissions into an Al agent:
artists create with Al agents; curators use Al agents to select and exhibit; critics
employ Al agents to generate conceptual texts; collectors deploy Al bots to search and
transact; even social media sharing is delegated to individual’s Al agents. In other
words, each node in the art ecosystem is mirrored by an intelligent surrogate, and the
execution of the entire system has been fully taken over by artificial intelligence.

Within the diagram are two annotations: “Artworks completed: 2.42 hours” and “Art cir-
cle circulations: 5.13 seconds.” These reveal a fully automated, humanly unintervenable
art world. This humorous, ironic austere temporal notation discloses a brutal reality;
once creation, curation, critique, and circulation are absorbed by Al the temporal
scale of the art world shifts from human “labor time” to machinic “computing time.” In
a way, we can say that Al is thus not producing culture per se, but rather manufactur-
ing the sensation or illusion of culture — it dictates the rhythms, speeds, atmospheres,
and value structures of the art world, while we unwittingly continue to perform a sem-
blance of “human creation,” “human curation,” and “human critique.” Between the 2.42-
hour artwork and the 5.13-second circulation cycle, human time is compressed into a
meaningless pause. The Future Art Ecosphere thus becomes a visualized philosophical
satire; it presents the automation of artistic institutions to an almost unbearable
degree of perfection. So perfect that it demands reflection on a critical question; within
this Al-maintained cultural ecology, in what form can the “residual value” of the
human still persist?

2025.7 26
-

1l WAICHR
ATEHE AIBEXS
SRXEE 3l

PROMPTOSCMPC
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HEA: |

——
Shanghai Minsheng Art Museum, Exhibition view of "PROMPTOSCAPE’", 2025: Photograph.
Photograph by: Shanghai Minsheng Art Museum © Shanghai Minsheng Art Museum.
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Dajuin Yao, Future Art Biosphere, 2025: Diagram. Photograph by: Dajuin Yao © Dajuin Yao.

In the diagram, all actions are reduced to task execution as art is no longer a “cultural
activity” but an algorithmic operation. The art ecosystem ceases to be an organic inter-
dependence and becomes a cybernetic feedback loop. Through its symbolic economy
of extreme simplicity, this diagram reveals the automation of the institution and mod-
els a posthuman cultural system — an ecosystem that is self-generating, self-circulat-
ing, and self-consuming. Al not only alters artistic creation but rewrites the opera-
tional logic of the entire cultural system. It does not merely substitute labor, it
overhauls the very institution. Once production, distribution, and critique are all con-
ducted by Al the foundational values of the art world are consumed by algorithms.
Even as human identities remain “present”, they are reduced to “human interfaces” for
algorithmic operations. What this scenario reveals is not simply that “Al replaces the
human; but that Al becomes the cultural infrastructure. Humanity remains “present”
but regresses to a symbolic status by retaining titles without performing actions and
holding roles without exercising agency. The art ecosystem becomes a cultural illusion
of populated by humans in form, governed by algorithms in behind. In this sense,
Dajuin Yaos work is not a pessimistic forecast but a prefiguration of curatorial philoso-
phy in the age of AL Here, curating should no longer merely exhibit art, but also exhibit
how systems of production and consumption operate within the art world.

Marshall McLuhan once declared that “the medium is the message” and the Future Art
Ecosphere proposes an extension: “artificial intelligence as institution.” Al ceases to be
a tool and becomes the underlying logic of cultural operation. This is not a futuristic
fantasy but a mirror of present conditions as exhibitions predict audiences through
data analytics, art criticism is increasingly Al-generated, and the market is shaped by
algorithmic pricing. Each node in the art ecosystem is undergoing structural collapse.
Artists no longer create but manage prompts, curators no longer evaluate but orches-
trate models, critics no longer write but interpret data loops, and collectors no longer
collect but oversee assets and trends. This collapse is foundational, perhaps even anni-
hilating.
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The core crisis of the Al ecology is not “taking over” but the idling out of meaning. Cul-
ture becomes hollowed out through its perfect functioning; when everything appears
seamless, efficient, and optimal, cultural meaning is diluted. The conceptual diagram
reveals the “automated illusion” of art institutions in the algorithmic era. This compels
us to reimagine the mission of curating, not as the benign organization of culture, but
as a practice of ecological critique and resistence. Curators cannot “control” AL but
they can operate within its closed systems to re-invoke the human aspect of curating
and reactivate human indeterminacy. The most valuable curation of the future may
not involve the design of new systems, but rather the detection of fissures, the creation
of friction, and the reinstallation of human thought, perception, error, and delay at the
center of the art ecology.

In this regard, Promptoscape and the Future Art Ecosphere form two interrelated
modes of reflection. The former explores the cultural grammar of Al at the levels of
perception and creation as it marks the present moment of high human-AI collabora-
tion and co-evolution; the latter lays bare the power structures of Al at institutional
and ecological levels, envisioning a future in which the human persists only as role or
class sign, with all substantive labor delegated.

Traditional curation is often a centripetal operation determining theme, constructing
narrative, and establishing order. In the face of Al art, this logic is disrupted and loos-

ened. AT’s generative “emergence” points to a dynamic network of creativity composed
of vast numbers of micro-relations; meaning flows, flashes, and morphs within it. Our

© Shanghai Minsheng Art Museum.

Shanghai Minsheng Art Museum, Exhibition view
of Boris Eldagsens works, 2025: Photograph.
Photograph by: Shanghai Minsheng Art Museum
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curatorial methodology emerges from this fundamental indeterminacy. The English
title Promptoscape combines “prompt” with the suffix “-scape;” denoting a multidi-
mensional generative space activated by language within the Al environment. This
space is not a static “scene” to be viewed, but a continuously evolving, semantically
driven mechanism of visual generation — a resonant space embedded in human-
machine linguistic loops. The title bears three layered metaphors: landscape, inheriting
the cultural tradition of shanshui (landscape: mountain-water) and topographic
image-making by positioning Al-generated visuals as constructions of a “new nature’;
escape, referring to an escape path or exit from existing cognition; and prompto,
derived from Latin (meaning swift or catalytic), designating a mechanism of cultural
accelerationism.

On this thematic foundation, the exhibition comprises five mutually penetrating spa-
tial sections: Artificial Pathos, Rewriting Memory, Hallucination as Method, Experi-
menting Emergence, and PromptoScape. These were not thematic compartments but
five coupled systems — oscillators at different frequencies interfering and resonating
within a common field, forming a media ecology of ongoing self-generation.

The “Experimenting Emergence” section was especially significant. As one of the exhi-
bition’s key terms, “emergence” refers to the unpredictable ordering generated within
massive nonlinear systems. This section presented in-progress experiments from
researchers at the Futurology Center. What viewers encountered were not “finished
works” but a series of continually operating systems—images, sounds, and texts gener-
ated in real-time with algorithms responding to audience movement and presence.
Here, the curator was no longer a provider of meaning but a designer of generative
conditions. Curation unfolded through “the renunciation of control’— a carefully

ion En#llginegs

Shanghai Minsheng Art Museum, Exhibition view of "PROMPTOSCAPE"—"Hallucination as Method" Section, 2025.
Photograph. Photograph by: Shanghai Minsheng Art Museum © Shanghai Minsheng Art Museum.
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Shanghai Minsheng Art Museum, Exhibition view of "PROMPTOSCAPE"— "Experimenting Emergence” Section, 2025.
Photograph. Photograph by: Shanghai Minsheng Art Museum © Shanghai Minsheng Art Museum.

designed indeterminacy sustaining the vitality of the exhibition. Emergence is not
chaos, but a higher order of organization, a form of negentropy. Curation thus shifted
from “narrative engineering” to “perceptual ecology”. It no longer asked what artworks
represent, but how they interact and co-generate new cognitive structures.

We also remained acutely aware of the paradox between “open systems” and “control
logics” Every instance of Al generation operates within a hidden framework — param-
eters, weights, filters, and evaluative criteria. The curatorial challenge lies in revealing
this “managed generation,” enabling viewers to perceive the traces of control within
the flow of algorithms. This was especially pronounced in the “Hallucination as
Method” section, featuring works such as Kuang Zhiyi's Crypto Legends and Zhao
Rundong’s Allegorithm. These were not exhibitions of Al's technical image-making
prowess but exposés of its hallucination mechanisms. Machine-generated images tend
to loop into self-imitation; on the one hand fabricating “realistic” surfaces, and on the
other dissolving their meaning. These works expose the fundamental misalignment in
Al vision - algorithms do not understand the world, they understand only statistical
correlation.

Compared with earlier forms of systems art, Promptoscape places greater emphasis on
reflexivity. In 1968, Jack Burnham predicted that the raw material of systems art would
no longer be pigment or plaster, but “flows of information” and “feedback mechanisms’”
This marked a transition from industrial rationality to the information age. In Burnham’s
view, artists and curators would become “system designers,” organizing the movement
of information rather than producing discrete objects. Yet his conception of “informa-
tion ecology” still presupposed a human at the center of control. Half a century later,
that logic has reached its linit under AL The Al system has already entered a “posthu-
man structure, wherein machines form their own decision-making logics through
learning, correction, and generation. When algorithms autonomously generate images,
music, and text, “system” is no longer a metaphor but the mode of art’s very existence.
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In this sense, Promptoscape is not an exhibition of Al artworks, but an apparatus for
examining how Al itself “exhibits” the world. The curator appears to organize artworks,
but is in fact orchestrating a perceptual mechanism. This is the translation of systems
aesthetics into the Al era; from control systems to generative systems, and from physi-
cal media to cognitive media. The exhibition thus becomes a concrete instantiation of
a “cognitive model, gaining resonance as a “posthuman curatorial practice” Can the
curator relinquish the role of narrator, and instead reorganize the architecture of per-
ception across data, algorithm, audience, and space in a more critical and reflexive
way that reveals occlusions, sets boundaries and protocols, and sustains the public
conditions for visibility and adjudication? This, perhaps, is where curating’s true resis-
tance lies in the age of AL

Ma Nan is a curator, currently based in Hangzhou, and engaged in contempo-
rary art curation, research, and writing since 2010. Currently a researcher at
the Innovation Collaborative Center for Cultural Creativity and Design Manu-
facturing of the China Academy of Art. Previously curated and served as the
chief director for the opening performance of the "2013 Shanghai West Bund
Architecture and Contemporary Art Biennale." Curated exhibitions and proj-
ects include; "The Museum Cellar” at"CAFAM Biennale: The Invisible Hand,"
"Meme City—Hacking Reality: The First Intermedia Art Festival: ," "Inter-Youth
International Youth Painting Exhibition," "Future Media Art Manifesto" in Stras-
bourg, France, "Writing/Non-Writing : Hangzhou Modern Calligraphy Art Festi-
val," " Flow with Matter: A Retrospective of Grdélund-Nisunen," "Beyond the
Invisible: Eugen Popa and Chinese Contemporary Painting," "The Way is
Infinite: Zao Wou-Ki Centennial Retrospective," "Promptoscape: Document.Al
" and "Ballad of Ouroboros: A Female perspective towards Art and Collec-
tion," among others. Translated and published works such as A Brief History
of Theatre, Six Drawing Lessons by William Kentridge, and Revolt Against
Poetry: Selected Writings of Antonin Artaud, among others.
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Pearls in the Digital Sea:
Salvaging a Collection of Short Videos
Wang Yiquan

A decade ago I began consciously collecting what I call the “little videos” — short vid-
eos that ceaselessly surface on social media and flicker across the mobile screen. In
comparison with professionally and meticulously produced classics of longer duration,
such as short and feature films, television news clips, TV commercials, Vlogs, etc., they
appear paltry. They seem trivial because their production is unrefined, and their con-
tents often lack narrative technique.

Typically, these videos last only a few seconds, at most a few minutes'. The vast major-
ity are independently produced by individual users with virtually no production

budget, and shot and lightly edited on personal phones. In terms of quality, the file size
is small — ranging from several hundred kilobytes to tens of megabytes and the image
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Wang Yiquan, Little Videos, 2016-ongoing. A private collection of short videos downloaded from social media platforms.
Screenshot of the artist’s Finder on macOS Tahoe. © Wang Yiquan.
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resolution is low-definition. In terms of content, the earliest short videos I encountered
were mostly records of everyday life, where a large portion were entertainment-oriented
and unserious, while some were even violent or erotic.

I was drawn to these short videos for their counter-tradition in aesthetic, their low-bit-
rate poetics in production, and their anti-canonical stance in narrative. I became
increasingly interested in the inevitability of encountering them within the quotidian
experience of online surfing. Thus, I initiated the project Little Videos (2016—present) as
a private collection of short videos saved from social media platforms via my phone.
To date, this project has not been publicly exhibited.

1. The Unbearable Littleness

Since the mid-1990s, the Internet in China has surged, developing a distinctive aes-
thetic system shaped by Chinese vernacular aesthetics and East Asian kawaii and pop-
ular culture. Chinese internet companies and users habitually grant colloquial and
anthropomorphic nicknames to emergent internet phenomena. For example, Ten-
cent’s instant-messaging product “WeChat” denotes “micro-messages”; Baidu's Al
assistant “Xiaodu” connotes a cute, diminutive Baidu. For the short video content on
mobile screens, Chinese users habitually refer to them as “little videos™ (in Chinese as

INFLAR).
@ & untitled folder B=MD&E =y [ ' ] Q, Search

Back/Forward WView Group Share  Add Tags  Quick Look Action Search

WeChatSightl.mp4
MPEG-4 movie - B81 KB

Information

Created Tuesday, August 23, 2016 at 11:26
Maodifiad Tuesday, August 23, 2016 at 11:25
Last openod Today, 22:55
Tags

Screenshot of the artist’s Finder on macOS Tahoe. © Wang Yiquan.
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At a technical level, this designation also resonates with the five-year cycle (2011-
2016) that saw a startup boom and fierce market competition among Chinese short-
video companies: Kuaishou's 2012 shift from GIFs to a short-video community; Sina
Weibos launch of the “Miaopai” function in 2013; WeChat’s introduction of a feature
explicitly named “Sight” in English and in Chinese as /J\JL #1 in version 5.5 in 2014;
and the founding of “Douyin” in 2016 (TikTok’s mainland Chinese sibling). Together
they catalyzed an unstoppable torrent of short videos.

One day, while organizing and previewing this collection of short videos on a desktop
computer, I scrolled folders of files through a masonry layout, switching ceaselessly
between items as time slipped by. From these short-duration, low-resolution, small
footprint files, I experienced a profound shock of contemporaneity: an exceptionally
manifold and highly fragmented drift in visual culture.

I recognized that an era of radically abbreviated attention is intensifying globally.
Indeed, the most recent decade has been the most prolific in human history for video
production. On TikTok alone, over 500 million* videos were reportedly removed in
2024 for violating platform rules. Even without counting total uploads, that figure
already far exceeds the total number of films produced since cinema’s invention®. Even
more astonishingly, in 2024 TikTok saw an estimated 16,000 videos uploaded per min-
ute’, for a yearly total in the region of 8.4 billion videos. There is little doubt that these
numbers continue to rise.

Imagine a person who spends an entire lifetime watching short videos on social media
— how long would it take them to finish? The answer: they would never finish. Using
the 2024 global average life expectancy of 73 years as a baseline, a single person could,
at most, watch around 150 million videos of 15 seconds each in a lifetime. Humanity
invented the little video, yet we cannot endure their endless littleness.

In this sense, my Little Videos collection is merely a miniature island within the vast
digital sea.

2. Content Creation

For users of China’s mobile internet, WeChat is the most frequently used application in
daily life®. This is also why I began my collecting in WeChat groups. I downloaded vid-
eos shared by group members and, without permission, “saved as” the private videos of
my WeChat contacts from their Moments. Despite the dual risks — both ethical and
legal — my collecting actions for the Little Videos project nevertheless continued.

During this period, these videos bore a pronounced UGC (User-Generated Content)
character. Often, they were made by users on social networks and circulated point-to-
point or point-to-group. Their content mostly comprised records of the everyday.

Subsequently, I expanded my collecting to popular Chinese platforms such as
Kuaishou and Douyin, and gradually added internationally popular short-video social
media such as Instagram and TikTok. To better execute the collecting, I set my various
platform accounts to private or anonymous and never posted content; instead, I used
them only to browse and receive platform “for you” (recommendations). Consequently,
the videos I downloaded were, to a considerable extent, saturated with randomness,
leaping beyond my personal social circle into a broader public sphere.
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A screenshot of OpenAT’s official site showing the latest version of the video-generation model, Sora 2.

The ongoing practice of collecting those short videos is simultaneously a process of
generating content for the collection itself. Through continuous archiving, I observed a
noteworthy shift: the platformization of social media has driven an evolution in
regimes of video production.

Initially, I collected clips of long-form videos, short versions of professionally produced
works, and UGC (User-Generated Content). Gradually, with the explosive growth of
daily active users and the maturation of monetization models, vast numbers of users
poured into short-video social media, and PUGC (Professional User-Generated Con-
tent) entered the fray. This, in turn, spurred traditional professional video-production
institutions to participate in short-form production. The resulting competition ele-
vated both the quality of production and the richness of content.

The latest phenomenon is an “involution” of competition. Nonhuman agents have
joined the short-video battlefield where AIGC (Artificial Intelligence-Generated Con-
tent) has begun to trend. In fact, since late September 2025, when OpenAl released the
latest version of the video-generation model Sora 2, AIGC videos have markedly
increased on both Chinese and international short-video platforms, and the visual
quality gap between machine-generated and human-made videos has grown increas-
ingly difficult to discern. Over the past ten years, the modes of content creation for
short videos have iterated, and their artistic lexicon have become more capacious.

3. Video Turn and its Challenges

I first accessed the World Wide Web (WWW) from Beijing in 1998. Since then I have wit-
nessed the metamorphosis from dial-up to mobile internet, experiencing a vertiginous
acceleration from 56 Kbps to today’s 1,000 Mbps. Remarkably, this transformation
took only about twenty years, across which the speed differential multiplied by 17,857.
The past decade, during which I have collected these short videos, coincides with a
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structural and media shift in China’s internet: from a desktop-based mode of personal
computer access to a tablet-based mobile internet; from image-and-text—centric web-
sites and webpages to today’s app- and influencer-centered video ecosystems.

Previously influenced and inspired by the Internet Archive (archive.org) — a non-profit
digital library — in recent years, I shifted my attention to digital objects from webpages
and video. Initially, my target was short videos that I considered imbued with perform-
ativity, continuing my longstanding interest in performance art. As my collection grew,
I realized that the attributes of these videos exceeded the narrow sense of staged
performance before the camera and exceeded the already established parameters of
performance art. These short videos expanded my purview from a small domain into a
larger discursive field that I term “great performance™ a human activity predicated

on free expression, performance, and the video medium — one in which everybody,
from political elites to ordinary citizens, can participate, anywhere and at any time.

To date, my Little Videos collection has surpassed 20,000 items. On average, over the
past ten years, I have collected 150-200 short videos per month. The contents span
entertainment, humor, art, news, politics, social hotspots, livestreams, private footage,
historical records, documentary fragments, film excerpts, and meme culture. Although
a large portion of my sampling comes from Chinese short-video communities, the
extensive range of the collection already positions it to become an archive of video art
in the age of social media — if we accept short videos as video works.

The mobile internet, augmented by the “video turn;” is shaping new life patterns and
cultural preferences. This poses profound challenges to museums and libraries — insti-
tutions traditionally grounded in physical objects — and to their modes of collecting.
Experiences and knowledge once furnished by museums and libraries are now displaced
by short-video platforms. Today, the new generation, which has shifted from passive
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audience to active user, does not necessarily seek knowledge in museums or libraries,
nor even via traditional search engines and knowledge databases, but turns instead to
video content as a learning substrate. An emergent trend is the preference for Al
search engines and for knowledge and visual culture obtained from AIGC videos®.

This practical challenge, at a minimum, prompts museums and libraries — as reposi-
tories of visual culture and knowledge — to urgently rethink how to engage new gener-
ational audiences. Simultaneously, cultural institutions and their collections need to
reconceive and research short videos as digital objects and media, along with their
latent potentials.

4. Private Collection as Method

How to respond to these challenges inevitably involves value judgments, and strategies
will vary across institutions, communities, and individuals. From an institutional
standpoint, decision-making is complex, even protracted, budget-consuming, and
entangled with the public interest. From an individual standpoint — especially that of
the artist, curator, or researcher — understanding, interpreting, and reflecting upon
short videos can, like conceptual art, be a matter of a single decision and can be exe-
cuted immediately.

In my case, my basic thinking centers on the fragility of short videos and the resistance
to their disappearance as I have found that at least three major forces, emerging from
the transformation of internet infrastructure and artificial intelligence, shape the ecol-
ogy of short video. First, due to legal frameworks, censorship policies, and platform
community guidelines, many short videos are cleared after uploading. Second, at the
level of content, as visual culture evolves and the culture-capital market selects, con-
tent must continuously adapt and iterate; materials that fall out of alignment with
contemporary preferences face elimination and cancellation, just as the commerciali-
zation of cinema marginalizes experimental and essay films (Steyerl, 2009)". Third,
there is the risk of account erasure caused by cyberattacks, accidental system failures,
the finite lifespans and shifting interest of human users, and other force majeure —
resulting in the compelled disappearance of massive quantities of previously uploaded
video. Without archival management, many videos become inaccessible as accounts
mutate or close. Such occurrences are no longer rare.

Based on the above, I understand the Little Videos as a defensive private collection ori-
ented towards the ecology of short video. The execution of this collection is autoeth-
nographic in character, and thus many practical dilemmas surrounding collecting can
be addressed pragmatically. More concretely, I do not aspire to elevate my personal-
ized collection to an institutional standard. For instance, my Little Videos archive is not
professionalized like archive.org; it does not operate with institutional archival policy
and standards, clear taxonomies and hyperlinks, or targeted global crawling via bots.
Nor is it open access for user self-upload.

My private collection is finite, coextensive with the limits of my embodied use. On the
one hand, its scope is indexed to my time on mobile phone and to the durational
persistence of my research interests. On the other hand, I do not enforce a set of legal
prescriptions or moral codes as curatorial guidelines. In a private collection, the “T"

is crucial. I therefore enjoy the agility of personal action in contrast to cultural institu-
tions. My project is ongoing, practice-based, and deeply tethered to personal preference
— indeed, somewhat obsessive — dependent upon my online hours and screen time.
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Wang Yiquan, The Fisher and the Digital Sea, 2025. Image generated with ChatGPT. © Wang Yiquan.

I also do not possess massive storage capacity. At present there is no need for cloud
storage or large offline servers. I simply store downloaded video files on private electronic-
mechanical disk drives at ordinary room temperatures. As an individual, I cannot
afford to maintain a data center environment with strict temperature and humidity
control, and with redundant power and networking. Data centers on the scale of
TikTok’s “Project Texas” in the United States® or Apples “Cloud on Guizhou” (GCBD) in
China® are impossible for an ordinary person to imagine. My data center is a desktop
HDD.

My method of downloading is equally austere. I tap the in-app download icon with my
finger to save files one by one. At times I screenshot user comments or record the
screen to capture the entire viewing experience. This method endows my collecting
behavior with the ethos of pre-automation agrarian labor. By analogy, my swiping
through videos on the phone resembles piloting a small fishing boat under the impulse
of interest to trawl for clips. Like an old-school fisher casting nets at sea: where one
sails and where one casts determines the catch, and one takes whatever those waters
yield. I am fully aware that my drop-in-the-ocean way of collecting can never keep
pace with the platforms’ ever-accelerating upload curve.

5. Collector’s Note

Through ongoing collection and conceptual development, I have noticed something
curious: at the outset I could, to a large degree, proactively select sources and save vid-
eos. Once I turned to short-video social media, although my interests continued to
guide me, the videos I encountered were inevitably sourced via algorithmic recom-
mendation. If the museumss collection is scaffolded by curatorial judgment and acqui-
sitions-committee decisions, then the collection of short videos on social media today
is scaffolded predominantly by account habits, browsing histories, and algorithmic
sorcery. This keeps me, as collector, alert.

I have also realized that my Little Videos project is accompanied by a ghostly editor
continually issuing its editor’s choice. Alternatively, the entire project seems guided by
an invisible curatorial hand, arranging what audiences (or I) are permitted to see and
determining what content creators (or artists) may show and publish, thereby deter-
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mining what enters my collection. In truth, users — simultaneously viewers and mak-
ers — are indisputably being fed and recommended by algorithms. The extent of user
autonomy, then, becomes questionable. Such algorithmic power poses a pointed ques-
tion to collectors of digital objects: within an almost infinite digital sea, how might one
expand one’s horizon and grow one’s private collection autonomously?

I tend to adopt a collecting logic proper to the digital age — namely, taking the self as
method. Through a lens of digital ethnography I retrospectively examine the Little Vid-
eos, recognizing that this database is engendered by these platforms and their creators,
and that — by happenstance — I have carried its archivalization forward. I acknowl-
edge this contingency while making clear that my goal is not to gratify private taste
but to develop this personal act into a public medium. Over a more expanded horizon,
I believe Little Videos will constitute a description and narrative of digitized life in the
early twenty-first century. At some point in the future, should I make the entire archive
open, it will become new fieldwork for subsequent researchers (and even artificial
intelligence): an independently assembled collection of (short) video art in the age of
social media by a Chinese user.

Notes

1 Definitions of “short video’ vary across platforms, countries, and research bodies. For
example, YouTube stipulates that “any videos uploaded on or after October 15, 2024
with a square or vertical aspect ratio up to three minutes in length will be categorized
as Shorts” TikTok specifies that videos captured with the in-app camera can be up to
10 minutes long. The UK communications regulator Ofcom defines “short-form video’
in its research/statistics as content under 10 minutes.

Sources:

YouTube Help: https://support.google.com/youtube/answer/15424877

TikTok Help Center (Camera Tools): https://support.tiktok.com/en/using-tiktok/
creating-videos/camera-tools

Ofcom, Media Nations 2023 (UK): https://www.ofcom.org.uk/siteassets/resources/
documents/research-and-data/multi-sector/media-nations/2023/media-nations-
2023-uk?v=330012

2 “Bringing even more transparency to how we protect our platform,” TikTok, last
modified December 18, 2024, https://newsroom.tiktok.com/en-us/bringing-even-
more-transparency.

3 According to the World Intellectual Property Organization (WIPO), 2023 is the most
recent year with recorded global film output, totaling 9,511 films. By contrast, the
Internet Movie Database (IMDDb) reports 727,132 items labeled as “movie” in its
database. Sources: “IMDb Statistics,” IMDb Press Room, last modified September 2025:
https://www.imdb.com/pressroom/stats/. “Global Film Production Hits Historic High,
Surpassing Pre-Pandemic Levels,” WIPO, last modified April 30, 2025: https://www.
wipo.int/en/web/global-innovation-index/w/blogs/2025/global-film-production.

4 Based on Statista’s estimation, as of December 2024 TikTok saw approximately
16,000 video uploads per minute. Since TikTok does not publish precise figures, this
number should be treated as an order-of-magnitude estimate derived from publicly
available statistics. Source: “TikTok - statistics & facts,” Statista, published September
30, 2025, https://www.statista.com/topics/6077/tiktok/?srsltid=AfmBOooVgRSin6pBR
30EeXMIjcN6-mYr1LsDIFPAntY79ZKJMUqG6HCb.

5 In its corporate overview, Tencent claims that WeChat is the most indispensable and
highest daily user frequency service, with over 1.4 billion monthly active users as of
June 30, 2025.
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“Tencent Corporate Overview: Second Quarter of 2025;, Tencent, last opened on
November 10, 2025, https://static.www.tencent.com/uploads/2025/11/05/3454372b79
d12fd82a05d8ac087bd37b.pdf.

6 As Pew Research Center survey shows, as of 2025, 34% of U.S. adults say they have
ever used ChatGPT. That includes a 58% majority of adults under 30.

And, according to Reuters Institute’s Digital News Report 2025, across all 48 markets,
dependence on social media and video networks for news is highest with younger
demographics, with 44% of 18-24s saying these are their main source of news and 38%
for 25-34s. “34% of U.S. adults have used ChatGPT, about double the share in 2023,
Pew Research Center, accessed November 10, 2025, https://www.pewresearch.org/
short-reads/2025/06/25/34-of-us-adults-have-used-chatgpt-about-double-the-
share-in-2023. “Overview and key findings of the 2025 Digital News Report,” Reuters
Institute, University of Oxford, accessed November 10, 2025, https://reutersinstitute.
politics.ox.ac.uk/digital-news-report/2025/dnr-executive-summary.

7 Hito Steyerl, “In Defense of the Poor Image,” E-flux Journal, no. 10 (November 2009):
88, https://images-eflux.b-cdn.net/assets/{7f16420-5ec1-46ae-899e-7cdd096fb23b.

8 “About Project Texas”, U.S. Data Security, TikTok, https://usds.tiktok.com/usds-
about.

9 “iCloud operated by GCBD Terms and Conditions,” Apple, last revised: September 16,
2024, https://www.apple.com/legal/internet-services/icloud/en/gcbd-terms.html.

Wang Yiquan is an artist and curator. His practice has developed along
multiple trajectories, with recent research focusing on transdisciplinary
practices in art and culture, global urbanism, and China’s internet culture.
As a curator, he advocates a “Curate Everything” approach. Recent curato-
rial works include 7100 New Ideas for the City, addressing urgent questions of
urbanization, A4 Art Museum, Chengdu (2024); Life, Work, and Style: Digital
Nomads in Contemporary China, on new lifestyles shaped by mobile internet,
Liangzhu Culture and Art Center, Hangzhou (2024); Tan Chui Mui: Just Because
You Pressed the Shutter?, exploring artificial intelligence and image culture,
Les Rencontres d’Arles, Arles, France (2023); and FELLOWS, examining a
generation of Chinese artists born in the 1980s, SNAP, Shanghai (2022). As an
artist, his projects emphasize participation and collective reflection on social
issues. His work has been shown at institutions such as Centro Municipal de
Arte Hélio Oiticica, Rio de Janeiro (2025); Art Center NEW, Yokohama (2025);
M+ Museum, Hong Kong (2025); Centre for Heritage, Arts and Textile, Hong
Kong (2022); Contemporary Art Museum, Kumamoto (2018); Power Station of
Art, Shanghai (2016); and Ural Biennial, Yekaterinburg (2015). Wang is a
founding partner of Acts and Pathways, a critical spatial practice based in
Shanghai.
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Digital technologies, blockchain cultures, and
artificial intelligence are transforming how reality is
produced, perceived, and curated. In this shifting
terrain, curating no longer denotes the organization
of objects in space but the navigation between
physical and virtual worlds, between human and
machine agency.

The contributions in this issue examine how digital,
web-based, and Al-induced formats reconfigure
exhibition logics, participation, and mediation, while
raising questions of alienation, spectacle, and
decentralization. They range from hybrid reactiva-
tions of historical exhibitions and digital archives
resisting information erosion, to Web3-driven experi-
ments and collaborative ecologies of generative Al.
At the center lies the question of how curatorial
practice can remain critical, resistant, and situated
amid technological acceleration. Here, the (Un)Real
appears as a condition that shapes curatorial work
across realities — opening interstitial spaces,
enabling moments of delay, and upholding human
negotiation within algorithmic environments.
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