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How to Make a Paradise
Under the exhibition title "How to Make a Paradise" Frankfurter Kunstverein
has invited nine artists and collectives to present a broad spectrum of
artistic projects dealing with the human desire for digital escapism, and
the aspiration to expand human capabilities with technology. Curated by
Mattis Kuhn with the support of Franziska Nori, the exhibition includes
multimedia installations, digital films and VR-experiences.
Paradises evokes notions of fulfilment and longing. Longing for that
which is far off, for beauty, for an effortless existence. Digital gadgets are
accessible anytime, anywhere. They promise expansion of our comfort
zone. They whisk us away from the here and now. They take us into
worlds whose surface appearance is adaptable to our wishes. Playful, userfriendly and with a soft-toned voice, they help us effortlessly through
everyday life.
One focus of the exhibition is the use and effects of artificial intelligence. So that digital assistants can respond to a clap of the hands
or a swipe of a finger, the globe is spanned by a powerful infrastructure
of satellites, underground cables, databases and server farms operated by a handful of global corporations. These services use energy, raw
materials and underpaid labor; but provide quick access that satisfies
our immediate desires. Artificial intelligence, robotics and virtual reality
promise an alternative, extended experience of the world without
analog burdens. Solutions optimised by technology are seemingly free
of human error.
Lauren Lee McCarthy ; Kate Crawford & Vladan Joler; the collective
Tega Brain; Julian Oliver & Bengt Sjölén; as well as Julien Prévieux, all
problematize vastly different aspects surrounding A.I. in our society.
Elisabeth Caravella and Jaakko Pallasvuo employ the recognisable
aesthetic evident in online tutorials to explore the possibilities of artistic
expression using technical materials.
A second focus of the exhibition is individual experience in virtual
worlds. Jakob Kudsk Steensen; artist duo Fleuryfontaine, consisting of
Galdric Fleury and Antoine Fontaine; as well as the collective Keiken, all
describe a feeling of loneliness in their work through varying stylistic
perspectives.

The exhibition has selected nine positions that represent a relevant
spectrum of current themes and forms of expression. The materials and
methods used to create all the works presented include screen castings,
programming code, software applications, Instagram filters and graphics
programs. The image carriers are screens and smart glasses that provide
access to extended artificial worlds in which visitors can temporarily
lose themselves. Simultaneously they are also mirrors; two - dimensional
surfaces that reflect an image of ourselves in the act of viewing for us to
find.
"How to Make a Paradise" offers an individual area for each artistic
work where the digital world is expanded and intensified within analog
space. The nine works exemplify current artistic productions that succeed
in anticipating emerging ruptures, both for the individual and on a
political, collective level.
Retreat into digital paradises and controllable worlds is one pole,
constant optimization of the physical is the other. However, the subliminal
inherent themes in almost all of the works are isolation and doom scenarios. The desire for control through digital instruments and applications
continually filters through. The longing for comfortable, iridescent worlds
can be traced through the exhibition. The omnipresence of digital images
asserting their own reality through flawless surface appearance reinforces
the desire for individual self-optimization. We reflect ourselves in the
digital plane. We continue to optimise our skills, our self and our individual
world. In our individual paradise we yearn for seduction and the experience of closeness without intimacy, of excitement without consequence.
With a digital body as an artificial manifestation of our staged self, we
move through the matrix of the digital world in search of recognition and
self-assurance through likes from online communities.
With the aesthetics of Instagram filters and motion graphics, a spectacle of animated images is created that stages the moment of attention
in the fleetingness of the digital image economy. Increasingly, analog and
digital spheres are merging into a meta-reality in which people act,
meet and expect the realisation of what they long for.

						Franziska Nori
Director Frankfurter Kunstverein
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Introduction
Through technologies like artificial intelligence, robotics, and virtual
reality, we promise ourselves a better world. “How to” use-knowledge is
usually greater than deeper understanding; the act of making normally
exceeding the level of reflection on the goal. We are constantly optimizing our abilities, ourselves and our world, in the longing for an earthly
paradise. This appears to be a double-edged sword - on the one hand is
it a place of wish fulfilment, and of limitation and dependence on the other.
Paradise has been typically located in the afterlife, beyond the
reality of earthly existence, in a virtual space. It is considered a desirable
place; existence is timeless and there is no death. It is a garden or
park. The environment is tamed and tailored to the needs of human
inhabitants. Once, these gardens were designed by the divine. In recent
centuries, humans have endeavoured to subordinate nature through
technology. Gradually, paradise has shifted from a place beyond earth
to this world. Humans are also equally striving to abolish the separation
between themselves and the divine. The aim is to optimize existence in
this world instead of waiting for admittance to an afterlife in the next.

TECHNOLOGICAL OASES
We can in fact make life on earth easier and more pleasurable. The
development and practical application of algorithms, artificial intelligence,
robotics and the Internet of Things expands the possibilities of what
we can do with technology. Primarily, many things are becoming easier
through the likes of smart phones, smart homes and personal digital
assistants. Things are also improving substantially in areas such as medical care, resulting in increased life expectancy. As such, the quest for
immortality does not only come to fruition in the afterlife. It can already
start before death through the possibility of becoming a cyborg or
freeing our being from our mortal body via mind uploading.
With the help of instructions, we can acquire new abilities and optimize ourselves and our environment. "How to" tutorials about digital
technologies such as 3D programs, 3D printers, software for editing
pictures and films etc., are exemplary of the growing prospects made
possible by technology ; even for private individuals. With these tools,

not only are virtual worlds created, but we can actively change our
physical world. Computer-based calculations shape our world(s).
This gives the impression of subjective autonomy and potentiality
at the hand of humankind.

TECHNOLOGICAL ENCLOSURES
Just as the word paradise alludes to exclusivity in its linguistic stem
(it means enclosure or fenced area), so too is access to technology
exclusive and as such, it can limit us. With the rapid development of
technology, we are depriving ourselves of our livelihood by consuming or wasting natural resources in an unsustainable way - both for
the production of all our technical devices and infrastructure, and
their ongoing operation. The absolute subjugation of nature proves to
be an illusion. In view of dwindling resources and climatic changes,
we are striving to fabricate an exclusive extra-terrestrial paradise as an
alternative, by colonizating Mars.
Demand for free digital services, attempts at self-optimization, or
the desire for simply user-friendly convenience are leading to a continual increase in the aspects of our lives that are transformed into data,
stored, and used for profiling. The constant bid for security requires
the systematic surveillance of both physical and virtual spaces. Privacy
is dissolving.
Increasingly, we are transferring our competencies to machines.
Artificial intelligence is optimistically tipped at becoming a universal
problem solver. In many parts of the world, it seems that the greatest
amount of power no longer lies with states and governments, but
with the private corporations that develop these technologies. By building
and relying on their products, we make ourselves dependent on these
companies. We become dependent on the tools are made available
to us. Increasingly, technical devices are hermetically sealed in production
so that they cannot be freely modified or repaired. Social media platforms
limit the scope of action of their users, confining them to suit their own
interest.
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MAKE
The integration of an increasing amount of technology in our lives allows
us to expand the scope of our possibility. We can do much more than we
could a few years ago, but of course, our dependence on these technologies has also increased. In this way, spaces that were originally characterized by possibility, can become enclosures that limit the freedom we
have achieved.
But will our skills as doers be in demand at all in the future, or will we
just play the role of passive consumers? Can we even expect to be
comfortably surrounded by paradise? Paradises, in their imagination and
realization, always seem to be both oases and enclosures. At present, the
realization is primarily driven by large technology corporations and their
interests. Are there possibly still alternative interests, alternative goals?
What might earthly paradisiacal visions look like? What could alternative
narratives for a (paradisiacal) living world, which is neither ruthless towards
the earth, exclusively made for a small part of the global population, nor
bound for technocracy, be?
The exhibition "How to Make a Paradise" reflects these current
developments. The exhibited works are critical, even potentially classifiable as dystopian. But in criticism there is always a call to action; within
dystopia there is always utopia. It is important to find this, and to realize it.
In this sense, "How to Make a Paradise" encourages visitors to individually
reflect on their own optimization of self, instead of waiting for instructions
to mechanically follow.

							
						

Mattis Kuhn
Curator

ELISABETH CARAVELLA
How To
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Elisabeth Caravella (*1986) is a French filmmaker who acquired
technical digital design knowledge with the help of "how to" instructions
on the internet. The artist draws attention to this learning and these
animation software skills in her work "Howto". The film takes on the
perspective of a designer, allowing us to follow what happens on
the screen through the individual work steps and comments. At first, the
animation adopts the two-dimensional screen aesthetics of a graphics
program. As a stylistic device, Caravella uses the visual and formal
language of an online tutorial until the narrative moves to another level.

We observe how the fictional designer, whose voice we hear, uses
the software’s individual design options such as colouring an object
or selecting a font. During this ongoing process, her decision-making
authority increasingly slips away from her. The program no longer allows
changes and begins to set parameters of its own accord. Now acting
autonomously, the software leaves the author with an ever decreasing
scope for choice in the design. After entering a password, she leaves
the screen view of the software work-window completely, and the action
switches to a full-screen film format. A new space of illusion is created.
A figure appears that breaks with the laws of the operating window,
moving through the machine world like a ghost. The movements of a
dancer were transferred through motion capturing, so that the cape-like
form visible on the screen appears and disappears in flowing movements. The ghost in the machine becomes the protagonist.
By nesting levels of reality, distinction between the different staged
spaces is blurred. Who makes decisions within the pictorial world?
Increasingly, the question of authorship and loss of control in artificial
realities becomes apparent. Caravella addresses the longing for the
creation of parallel worlds; the desire to break out of everyday structures
into fantastic spaces of illusion and places free of deficiency. Sites that
seem to transcend the rules of everyday life, but that simultaneously
demand subordination to new ones.
What begins as a journey in the first person through a creative
process in a graphics program, turns into a pictorial reflection on the
longing and attraction of fabricated artificial worlds in which we can
lose and find ourselves again.
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ProRes Video, 25:14 min, 2014
Produced by Le Fresnoy with the support
of Fondation d’enterprise Hermès
Courtesy the artist

FLEURYFONTAINE
I would prefer not to
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Fleuryfontaine is a French artist duo Galdric Fleury and Antoine
Fontaine. Their work deals with the interaction between people and their
environment. The question of dependency created by technology plays
a central role.
In the video installation "I would prefer not to" Fleuryfontaine creates
a portrait of Ael, a young man from the south of France who has been living
as a "Hikikomori" for 13 years. The Japanese term refers to people, mostly
men, who almost entirely withdraw from society and public life. Hikikomori
rarely, or never, leave their rooms or apartments for months or even years.

Ael is a young man who actually exists. He lives in a hut in the garden of his
parents' house. Apart from getting himself cigarettes, he spends all his
time in this hut. He maintains social contacts via the Internet. In this way,
Fleuryfontaine also communicates with Ael and slowly gets to know him
and his surroundings. This process is documented in the artistic work.
Through a development environment for games, the artists translate Ael's
real world into a computer-generated world. Initially they have little knowledge of his world and follow their own ideas. Thus, the space only hints at
it, and recognizable as if through fog. They send this digital reconstruction
to Ael. We experience his initial immediate impressions and hear his
comments, creating an analogy to walkthrough videos from the game
world. Through this format, a form of how-to videos, we experience Ael's
electively limited world from his individual perspective. We see via his
movement, we experience what he experiences and hear what he says.
Over the course of time, Ael's confidence in the artists grows. He
gives them more detailed insights into his living environment. As such,
Fleuryfontaine are then able to trace it more realistically. Towards the end
of the film, we see a mobile phone video that Ael records during a short
night walk into the real outside world. We see the increasing anxiety that
Ael experiences when he leaves his trusted space.
A central aspect of "I would prefer not to" is boundaries. The virtual
space of the recreated world is defined by the designed environment:
in one version Ael cannot enter the hut; in another he cannot leave the
garden. In reality, however, he has set his own boundaries to the outside world. This does not function as a restriction, but as a form of protection. He extends this space into the virtual, where he interacts
socially, but the boundaries remain perceptible. While trying to leave the
shelter, Ael reaches a psychological point that he cannot overcome on
an evening walk. What remains are hints and inklings of his past: Images
and experiences that do not let him go, and from whose inner limits he
cannot break free.
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Video -and Roominstallation, 19 min, 2019
Produced by Le Fresnoy with the support
of Palais des Paris, Takasaki (Japan),
Frédéric Weigel, Yoshiko Suto
Courtesy the artists

JAKOB KUDSK STEENSEN
Primal Tourism

20

Jakob Kudsk Steensen's (*1987 ) multimedia work "Primal Tourism"
offers a critical examination of the human capacity to live in constant
contradiction between fantasy and reality, desire and actuality.
Steensen's working methods are exemplary of our ability to make: the
world is measured and made tangible with technologies such as
satellites and cameras. This data , from various sources, is combined
to generate new worlds.
In the work "Primal Tourism" Jakob Kudsk Steensen modelled a
replica of the island of Bora Bora in a computer game development

environment, which can be explored at the VR station on a scale of 1:1.
The shape of the island is based on satellite images. For the design
of the accessible landscape on the island, he used holiday photos that
were shared online. In addition, he integrated drawings and notes
by the Dutch navigator and explorer Jacob Roggeveen who, in 1722, was
commissioned by the Dutch West India Company to open up a trade
route to the Moluccas in eastern Indonesia and came across Bora Bora.
"Primal Tourism" consists of a walk-in hut, inside which visitors
can explore the digital replica of Bora-Bora using VR technology. The VR
work allows viewers to take in the perspective of different living beings from humans, snakes, wild dogs, insects, fish and even bees. In this
way, Steensen thematizes an anthropocentric view of the world and simultaneously visualizes the effects of human intervention on the environment.
Steensen complements the video with the scenery installation "Primal
Tourism: Walk-through". The term "Walkthrough" is related to video game
screen recordings that show the game from the perspective of the
players. These videos serve to provide assistance with individual parts
of games. Beyond the guide function, walkthroughs are also created to
share game experiences online.
An island is a central symbol of our idea of paradise. It stands for
a place of longing that promises paradisiacal conditions outside our
everyday reality; it is secluded and far away. Throughout human history,
traveling has meant leaving the known world for unknown places, for
adventures and conquests. The foreign also concurrently stands for the
unknown and the threatening.
In the VR-Experience "Primal Tourism" visitors embark on an
exploration of the island where the natural beauty of the landscape is
interspersed with traces of human intervention. Over the course of time,
more and more signs of danger become apparent. Water threatens to
flood the island and ruins of building are visible. Steensen creates a virtual
paradise in which illusion is progressively eroding, as evinced by content
cues and formal breaks. The island emerges from a digital surface so
that its illusionistic claim to reality is broken. We see two - dimensional
fish that can swim through a poster, as if in disturbance of the image.
The entire paradise scenario continually develops into a dystopian environment in which we are trapped.
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Video -and Roominstallation, 22:41 min, 2016
VR-Application
Courtesy the artist

TEGA BRAIN, JULIAN OLIVER & BENGT SJÖLÉN
Asunder

24

These three artists work as a collective. Tega Brain is an artist and
environmental engineer who combines art, ecology and engineering in
her work. Julian Oliver works on open source projects to preserve privacy,
critically investigating technologies. Oliver is the co-author of the "Critical
Engineering Manifesto" (2011 ). Bengt Sjölén is working as an independent
software and hardware designer, hacker and artist. Among other things,
he is concerned with the program- controlled generation of design,
hardware and code.

Current debate poises artificial intelligence as a technology that has
the potential to solve universal problems. A central challenge today is
the drastic climate change caused by human intervention. In response,
artists Tega Brain, Julian Oliver and Bengt Sjölén developed "Asunder",
an AI-based fictitious "environmental manager". The work consists of a
high-performance computer and a specially developed neural network
that analyses live satellite, climate, geology, biodiversity, topography,
population and social media data. The "environmental manager" is
constantly connected to the internet for the duration of the exhibition and
continually generates new scenarios, arranged as a triptych. "Asunder"
presents case studies of different geological regions such as the Arctic,
the Brazilian rainforest, Silicon Valley or Dubai, whose problems have been
examined by “Asunder”. The visualization shows different simulations
of future scenarios in order to develop different solutions to problems.
Thus, geological measures for change are proposed, assuming that
optimization of the planet in the age of the Anthropocene is viable through
geoengineering.
In her 2018 article "The Environment is not a System", Tega Brain
references theorists Nancy Katherine Hayles and Anna Lowenhaupt
Tsing, who consider our knowledge of the planet as a complex system
insufficient. The term system implies a whole made of individual parts,
manageable by controlling these separate components. Complex
ecological realities are insufficiently simulated by mathematical models
and formal input-output relations. Computer programs can be used to
calculate possible scenarios, but as with all models, they only represent
a simplified representation of reality.
In general, AI applications are developed with interest-orientated
objectives in mind. Whoever programs the systems sets parameters,
which always comes with the risk of distortion, or so-called "bias".
"Asunder" does not situate the human being as the central sole-reference
factor, but has included a balance between natural resources, social
justice, the protection of endangered species and sustainable production.
Viewers will find some of the solutions the system calculates disturbing,
as it creates simulations that recommend, for example, the resettlement
of entire cities or their extinction.
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Three-channel-videoprojection, Satellite images, 2019
CESM-Climate model, multiprocessor computer
and self-produced software
Commissioned by the MAK for the Vienna Biennale 2019
Courtesy the artists

JAAKKO PALLASVUO
Soft Body Goal
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Jaakko Pallasvuo (*1987 ) combines a variety of visual and narrative
forms in his works. His work encompasses themes like reflection on
what it means to undertake artistic work and examination of phenomena
such as fear, sadness and belief in progress.
The video work "Soft Body Goal" is a computer-generated animation.
In programs for generating 3D worlds "Soft Body" refers to flexible,
malleable figures that can be altered by simulated physical effects such
as gravity, wind or collisions.

The central element of the work is the voice of a first-person narrator.
The voice adds thought to the visual world and second level of meaning.
We follow an inner monologue that reflects on physicality in a reality
that is no longer analogue, but digital. The spoken text suggests that this
is a time after the destruction of the planet. Physical bodies have been
replaced by virtual ones that are not bound to the limits of a physical
identity, having received a multitude of other possibilities in virtual space.
The work can also be read against the backdrop of transhumanism,
the evolution of human biology through technology. The voice in Pallasvuo's film references scenarios that depict the separation of mental
from physical existence.
Conversely, we also track the voice as it delves into thought about
the limitation of our own scope of action. When action seems impossible
in the real world, we seek escape in digital worlds. Designing in software worlds remains an option for action. Focusing on the acquisition of
new skills aids escape from the aimlessness of doing. There is no time
to reflect on what one does and why.
In "Soft Body Goals" the human figure constantly morphs into
new forms with changed surfaces. The figure is multiplied and distorted.
Identical copies continue to form. Change is constant and identity
remains open and incomplete. The digital process of reformulation is
central, just like Zygmunt Baumann's concept of "Liquid Modernity",
which describes modern society as being in a state of constant and
increasingly rapid change. Bauman reflects on how we have developed
from a "heavy" hardware-based modernity to a "light" and "liquid"
software-based epoch. This fundamental change has triggered a
profound shift in the existential self-awareness of human beings. Forms
of modern life may differ in many respects, but what unites them all
is their fragility, precariousness, vulnerability and tendency towards
constant change. To be modern is to be flexible, changeable and unfinished; in constant flow from one form to another.
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Video, 03:36 min, 2017
Courtesy the artist

Anatomy of an AI system

An anatomical case study of the Amazon echo as a artificial intelligence system mad
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"Anatomy of an AI System" is a research undertaking that consists
of a detailed infographic and comprehensive essay (https://anatomyof.ai).
It depicts the actual infrastructure required to deliver the result of users’
operation of smart devices, from human labor, extraction and refining
of rare earths, cable networks, server farms and satellite systems to
data flows.
The infographic presents an anatomical case study of the global
system behind Amazon's "Echo". It can be read from left to right and top
to bottom. From left to right, the chart visualizes three dimensions from
the planet and geological process, to production, use and disposal.
From the top, the map focuses on the human who gives a command to
the device and leads down to quantified knowledge about our world,
with which the AI is trained. Every interaction with "Echo", no matter how
small, requires an earth-spanning, invisible network.
Crawford and Joler's research critically examines the concept of the
"cloud", which as a word, is a metaphor that evokes a disembodied,
ethereal image. In reality, however, digital technologies are inextricably
tied to material resources, and economic and geopolitical interests.
The research establishes direct links between the exploitation of the
planet and that of humans and their work.
The Amazon "Echo" device is only the user’s hardware interface.
The complex functional system is outsourced to the global infrastructure
behind it. Countless human workers are needed to construct, train and
maintain the system: to mine minerals, produce the necessary hardware, generate training data and manually correct the A.I. The production
conditions are often poor, underpaid and harmful to health and the
environment, whilst vast amounts of natural resources are also consumed.
For example, 17 rare earths are used to produce laptops and smartphones. Elements that were created over billions of years are now squandered in devices that are often only used for a few years.
In addition to financial capital, access to data has itself become
capital. Companies are capturing and quantifying ever increasing aspects
of our lives, making private data a commodity. While we as consumers
are analysed in all areas of life and are therefore practically transparent for
corporations, they largely obscure information about themselves. But
the true costs of these systems, social; ecological; economic and political,
remain hidden. Thus, Crawford and Joler's project acts as a countermeasure, rendering the invisible tangible for public perception.
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Research project, 2018
Detail
Courtesy the artists

LAUREN LEE MCCARTHY
LAUREN
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Lauren Lee McCarthy's artistic practice is focused on social
relations under the influence of surveillance, automation and algorithm-dependent lifestyles. In addition to her activity as an artist, she
develops software tools for artists and teaches the necessary skills
to use them.
A life in which all our wishes are fulfilled by voice command seems
paradisiacal. With "LAUREN", the artist created a human version of
Amazon's wish fulfillment machine Alexa, the voice-based interface
for Amazon's smart home devices.

Lauren Lee McCarthy staged several three to seven-day performances,
which are on display as documentation in the exhibition.
For this project, the artist placed ads on the Internet to find volunteers to participate in the experiment. Volunteers agreed to installing
specially made devices in their own homes. Controllable cameras,
microphones, light switches, TVs, toasters, microwaves, taps and door
locks enabled the artist to constantly monitor and govern the private
space of participants. Residents communicated with the artist via the
internet, so she became an ever-present factor in the household and
everyday life of participants. During this time, "LAUREN" tried to be there
for participants around the clock. McCarthy's goal was to feel her way
into people on a human level. "LAUREN" was to be a human version of
Amazon's technology-based "Alexa". The knowledge gained through
constant observation led the relationship between the observed and the
observer to traverse the tension between revealing the private sphere
and familiarity towards the permanent presence.
The artist is interested in investigating human longing and the desire
not to be alone. She researches the willingness of people to give up
their private sphere in favour of an exchange, even if only in the form of
a voice. As numerous scientific projects have already tested, intensive
research is underway into algorithm-controlled speech that plausibly and
competently replaces human points of contact for users, customers or
patients. It is foreseeable that the development of human relationships
will go beyond pure human-to-human communication to human-technology. How the quality and intensity of the relationships should be
designed and optimized depends on cultural contexts, and is already
a vehemently contested field between private economic and public
interest.
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Video and room installation, 03:50 min, 2017
Digital prints,
Film by David Leonard
Courtesy the artist

KEIKEN + GEORGE JASPER STONE
Feel My Metaverse
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"Keiken" is the Japanese word for "experience" and the name of the
artist collective comprised of Hana Omori, Isabel Ramos and Tanya Cruz.
Thematically, Keiken deals with the influence of technologies on our
consciousness and self-image. They sketch out possible future scenarios
for an ever advancing technologically enhanced life world. George
Jasper Stone specializes in the creation of computer-generated image
worlds, working at the intersection of physical and virtual spaces.
"Feel My Metaverse", the work presented here at Frankfurter
Kunstverein, encompasses multiple levels of perception. The three-

channel work is spatially arranged in the room and extends into virtual
space. Augmented reality applications and image processing filters
are available for visitors as downloads that increase participation and
the intensity of the experience. Metaversum is a term coined by
Neal Stephenson in his 1992 science fiction novel "Snow Crash". In the
book, people have mutated into avatars and interact with software
agents in a three-dimensional space that takes the world as metaphor.
In the context of technological development, the term metaversum
describes the future of the Internet where virtual space is used collectively and encompasses all levels of experience, from physical to
augmented to virtual reality.
The computer-generated worlds in Keiken's film were created using
a game engine. The artists worked on the digital environment in a
collective process. The action takes place in an environment where the
earth is no longer habitable due to climate change and environmental
destruction. People have to live in protective capsules ("Life Units")
and can only escape them by immersing themselves in virtual worlds.
We gain insight into the everyday life of three characters: Pando, O
and C. They spend their time in this system of virtual environments, which
are provided and controlled by the Chinese company Alipay, for a fee.
There is the wellness world "Pome Sector"; "068", a beta VR world
for learning through role play, an anomaly of the system; and "Base Reality", our earth. The guide in these worlds is Uber 3000 Moral Compass™,
a transport system with an integrated psychiatrist equipped with ultimate
knowledge. The virtual environment is smooth and clean, enlivening
and warm. Snow-covered mountains, for example, are experienced without the cold of snow. Experiences cannot be felt physically but are
simulated digitally. The system allows the characters to assume different
bodies and identities.
The film refers to the concept of the "Platform Diverse Body" by the
American designer and scientist Dr. Natasha Vita-More, one of the most
well-known representatives of transhumanism. "Feel my Metaverse"
poses the question of the fundamental conditions of perception today,
and how we construct our notion of reality from this. Technological
systems link people, data and processes increasingly closer together.
Immersive technologies will progressively replace the analog environment
with virtual data spaces and radically change the way we interact socially,
work, and spend our leisure time.
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HD CGI three-channel video projection, 40:00 min, 2019
Augmented Reality Filter / foam seats, reflective vinyl floor
Thanks to Charlotte Oppenheim, Sakeema Crook and Linda Rocco
Soundtrack and sound design: Khidja, Additional sound design: Ebe Oke and Robert Malone
Courtesy the artists

JULIEN PRÉVIEUX
Where Is My (Deep) Mind?
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Julien Prévieux (*1974 ) explores the visualization and functionality of
AI technologies, and the principles of machine learning. In the video
"Where Is My (Deep) Mind?" Previeux translates invisible digital processes
into human actions that are performatively executed.
Usually these processes take place in neural networks that aren’t
really physically accessible; they are only generally perceptible via
interfaces. Prévieux relocates these interfaces to a physical space similar
to a laboratory or test site that becomes a stage for the four performers.
As in robotics, the movement sequences of the figures are tested for

stability by using different objects to bring them out of balance. In addition
to training systems with movement, Prévieux also introduces the
process of training systems with language. Dialogue of the trials with balls,
books and hats come from Facebook's AI research lab. In 2017 the lab
created dialogical test arrangements for algorithms to learn negotiation
techniques and strategies. Another part of the training data comes from
databases of recorded human conversations such as counselling interviews. The dialogue on gambling was based on the conversation of two
chatbots called Eliza and Parry, computer programs that communicated
with each other in natural language in 1972. These machine systems
had already been developed in 1972 to practice communication patterns
in order to become plausible conversation partners with people. The
mechanical behaviour, both in physical movement and verbal argumentation, leads to a hopeless endless loop, which is contrasted by the
body language and voice of the performers.
"Where Is My Mind?" is the title of a 1988 song from the American
indie rock band Pixies. It has been used as the soundtrack in numerous
films such as "Fight Club", "Trainspotting" or the series "Mr. Robot". The
lyrics allude to the feeling of a parallel plane of perception where there is
no control over the mind. A state of undefined limbo between consciousness and intoxication, between dream and reality. Prévieux extends the
title
with the adjective "(deep)" in reference to the concept of Deep Learning.
The sober transfer of mechanical processes into performative action
helps the film succeed in inverting the principles of AI to the point of
absurdity. This stylistic hold aids Prévieux in rendering the mechanisms
of deep learning visible, and also ironically debunks mythic and often
threatening ideas that circle in current debate.
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HD video, 15:00 min, 2019
Supported by Fondation des Artistes
and Seine-Saint-Denis Department,
Lab'Bel and General Pop
Courtesy the artist

FLOWER (Video Game)
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"Flower" is a deceleration game developed by Thatgamecompany.
Released by Sony Entertainment in 2009, it was designed by Jenova
Chen and Nicholas Clark for the PlayStation 3. Players slip into the role
of the wind. The audio is suggestive, evoking the sound of the wind.
The game develops over six levels. The starting point is always a flower on
a windowsill. The player touches the flower to embark on a digital journey
through colour and soundscapes.

Once in a level, the player controls the wind, which blows a single
petal through the air. Tilting the PlayStation 3 controller tilts and rotates
the floating petal. Pressing any key makes the wind blow stronger, moving
the petal faster. There are different flowers in each level: when the player
approaches them with the petal, they bloom and a new petal succeds the
first one. As the player approaches certain flowers or groups of flowers,
the game world changes. New environments become visible, dead grassy
areas turn into light green fields and new flowers bud for the player to
interact with. When a player flies through the flower, a melodic bell-sound
chimes in harmony with the music. The music itself dynamically adapts
as the world changes. It is impossible for the player to fail a level or not
progress. The game offers no opponents, points or time limits. A single
play through of the game takes about one hour.

We thank: Sony Interactive Entertainment
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Developed by Thatgamecompany and designed by Jenova Chen & Nicholas Clark, 2009

The Frankfurter Kunstverein is permanently supported by:
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