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rules, the tension between playing the game or
playing against it.

Rica Cerbarano Your curatorial concept trig-
gers reflection on photography beyond its pure
and simple nature: What is it that makes the re-
lationship between photography and play so im-
portant today?

Matteo Bittanti An allegedly “playful” element
haunts the so-called post-photographic. How-
ever, far from being joyful and carefree, this
attitude seems to be a by-product of neoliberal
phantasies of pseudo-empowerment through
consumption and self-branding, on the one hand,
and proto-fascist celebration of masculinity and
white supremacy, on the other. This tension also

ended, disruptive, and subversive. Dangerous,
even. We are also reminded that games, accord-
ing to Theodor W. Adorno and Max Horkheimer,
are nothing more than a continuation of work
through other means. Amusement, as described
in their Dialectic of Enlightenment, is simply
capitalism under a different guise. When [ look
at video games, all I see are powerful ideological
training tools. Video games allow the exploited
to feel like exploiters: alpha males colonizing
entire worlds. Like apps, video games are highly
addictive. They are all based on the slot machine.
A whole generation of kids has sunk their child-
hood into Minecraft and Roblox before graduat-
ing to Fortnite. In short, there’s nothing “playful”

From left to right: Emily Hadrich, Neue Gefilde — Altes Ich, 2019-20: Aram Bartholl, de_dust, 2004; Jo:{n
Pamboukes, Videogame Color Fields, 2006—-ongoing; Cory Arcangel, Super Landscapq 1, 2005. Installation
view at Fotomuseum Winterthur, 2021. Photo: Fotomuseum Winterthur / Conradin Frei.

informs contemporary gaming culture as a whole.

And since gaming exerts such a powerful influ-
ence on pop culture, it is no surprise that the ico-
nosphere, as a whole, has been “gamified.” The

exhibition was meant as a survey of this phe-
nomenon.

W It is telling that Friedrich Schiller, in his se-
ries of letters On the Aesthetic Education of Man,
connected “play” to emancipation and the very

essence of humanity. In what is obviously a very

simplified sketch of the problem, you can go in dif-
ferent directions from here: arguing, with Johan

Huizinga’s Homo Ludens, that play is the prima-
ry experiment at the roots of any social institu-
tion, or, with Guy Debord, taking the stance that

play is a most suitable paradigm for subversive

behavior in an institutionalized society of the

spectacle. Whatever Debord’s debts to Huizinga,
his political position is closer to Schiller’s vi-
sion. Now, many exhibits in your show imply

that our society has become more spectacular

than Debord could have imagined in his worst

nightmares. How does this relate to your con-
cept of play?

MB In his book The Utopia of Rules: On Tech-
nology, Stupidity, and the Secret Joys of Bureau-
cracy, David Graeber reminds us that games re-
quire rules, while play doesn’t necessarily imply
the existence of rules at all. He says that play can

be improvisational, and he concludes that, in its
pure form, play can be understood as “a pure

expression of creative energy.” It can be open-
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about video games. Most gamers do not play. It
does not surprise me that after leaving Paris for
good, a) Debord spent most of his life design-
ing war games, and b) self-medicated through
alcohol, and ¢) quit playing before the end of
the Game.

RC One part of the show focuses on in-game
photography. Where did your interest in this top-
ic originate, and what do you think makes in-
game photography relevant for photography at
large?

MB My epiphany happened in 2005 when Marco
Cadioli produced the pioneering work ARENAE,
a performance with online first-person shooters
culminating in a photographic documentation of
simulated warfare. He actively disregarded the
intended gameplay to role-play his way through
this violent game as an ersatz photographer,
which was, in many ways. a declaration of paci-
fism.

MDM I first read about the concept of in-game
photography in 2012 on a blog by the game jour-
nalist Rainer Sigl. [ felt we had reached a turn-
ing point: even if the practice of screen-grabbing
was not a new phenomenon per se, remarkable
technical advances in visualization were sud-
denly allowing players to think “photographi-
cally” when exploring game worlds. Companies
eventually took note and encouraged players to
take pictures in-game by introducing advanced
photo modes that mimicked the interface of ad-
vanced DSLR cameras and photo-editing tools.
As it often happens, a vernacular practice was
subsequently validated by the industry and “nor-

malized.” It’s been interesting to follow the de-

velopment of in-game photography since then

and the addition of photo modes in computer

games. In a sense, we witnessed game spaces

becoming more and more photorealistic and be-
ing “photographed.”

RC Photography’s gamification can be consid-
ered from two points of view: on the one hand,
the mechanisms of video games are replicated
in the context of the production and circulation
of images; on the other hand, video games are in
some way influencing photographic aesthetics,
and vice versa. Where is this phenomenon partic-
ularly evident in our approach to photography?
MDM The influence is mutual and complex.
The camera isn’t usually presented as something
to play with. It comes with buttons, levers, and
parameters to be learned and mastered. We are
taught rules of composition and lighting in art
school, so in a way, taking photographs has al-
ways been inherently playful and filled with reg-
ulations. More recently, game mechanics have
been applied to online platforms of image ex-
change. Basically, we have seen scores and point
systems introduced to networked images, creat-
ing a new system of values which grounds the
success of images based on their circulation. We
have also seen the development of machine vi-
sion systems and artificial intelligence algo-
rithms which analyze and “read” images, detect-
ing objects and faces, but also giving an aesthetic
score.

WB With how you comment on the photogra-

pher’s tool, it seems evident that you're aware of

Vilém Flusser’s apparatus theory. I wonder if he

is the éminence grise in your show: in his writ-
ing, he complains about how photography limits

our freedom of choice, and that we’re bound to

fulfill the machine’s program rather than invest-
ing our own creative self when we use the camera
without reserve. This being said, Flusser didn’t

waste much time commenting on alternatives to

what was the mainstream at the time of his writ-
ing. What do you think about Flusser in regard
to more recent developments of man-machine
relations in photography and in related fields?

MB Flusser argued that in order to be playful,
images must be dialectic, and he defined dia-
logues as an exchange in which information is
generated. He argued that telematics is “a game
strategy with the goal of steering dialogues to-
ward the production of new information.” Based
on these statements, we can conclude that a) we
can make images dialogically through memes,

Marco Cadioli, ARENAE (D-Day, Omaha
Beach), 2005. Digital Print on Baryta, 33 x 50 cm,
Courtesy: the artist.

for instance, and b) 4chan’s anonymous posters
are artists or, better still, “envisioneers.”

WB What is the relevance of historical refer-

ences in your show? Ed Ruscha’s rule-plays
made him an obvious candidate, but there’s also
Claude Cahun and Florence Henri, amongst
other protagonists. With Cindy Sherman also

.o shown, visitors will feel invited to draw a
pein ® modernism to post-modernity . .. but
: ;e ey supp“-“‘v‘d to draw the line from
wher® We can read all these modern classics as

re’ - cheek allusion to what photography

ue-i ;
,tongnce upon a time —when museum walls
was [;d like just the right place to contemplate
seerm

Dries Depoorter & Max sinciens, Aroply

e v0.9, 2017, Interactive installation and
website (www.trophy.camera), 16 X 10.5 x 8.5
5 Courtesy: Fotomuseum Antwerpen, Copy-

right: the artists.

owever, you may have had more ambi-
toriographical intentions. The implica-
onmay be that we (_dn look at lhc‘sn-cul led clas-
8 inan entirely different way In what 1 feel
sics 1 Jto call your show’s rear-view mirror.
lﬂmp,t;his is an area in which Marco and I do
MB ecessarily see eye to eye, but far from be-
!wt naralyzing‘l believe this ongoing dialogue
in r[:,ducti\’e- Let’s say that Marco is role-play-
- Walter Benjamin. His point is that photogra-
has nO aUTa. Post-photography does noteven
“w the meaning of aura, u]thuugh. it is des-
cately trying 10 get one th-rnugh various cons,
ip:cluding NFTs. Okay. Let’s also say that [ am
playiﬂg Susan Sontag, who, in her essay

them. 1

le- b
".;i,hmographic Evangels.” argued that museums
qould confer an aura on photography through

irinstitutional power. Sowho's i ght? Perhaps
i[doesﬂ" really matter. Pc_rhup.s we Just _u..‘:lmlcd
1o compare and contrast, J_u.x[upmmg different
aches to image-making that are, at once,
mchroniSliC and brand new. We convinced our-
wlves that these various fictions would create
kind of critical friction. We were, in other
words, playing.
RC Gamification includes a strong presence of
{pteraction, which, if framed in the contempo-
m—yexhibilion context, solicits reflection on the
5 ptioﬂ of the work of art beyond the mere
;Waﬁon of photographs hanging on museum
WI]IS How is this interactive component trans-
“nted on the physical level of the exhibition?
& there anything that turns the museum space
e the playground that you argue photography
helps to create”
DM There are a couple of playable works in
':5110\"" including Dries Depoorter and Max
T 's Trophy Camera v0.95 from 2021, but

f"ﬁgsﬁck instead of a gun and take selfies instead
ofshooting down monsters. Akihiko Taniguchi’s
parallax, developed in 2021, is also a playable
avironment, a “game essay” in which the artist
as created different scenes to reflect on digital
mege& screenshotting, and simulation. How-
 gyer, we didn’t endeavor to create a playground.
Visitors are encouraged to play with images, but
most importantly they are invited to think of im-
gesasthe result of a play activity, and of a nego-
* fiation with a game that we should always be able
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: xhibition title implies that
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its in the show suggest that it may be
appealing to win against photography er:'m]te‘
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an afterimage, or a side effect in many workl'u'n‘
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tl}ink it would be more fruitful to examine the lo-
gic and the aesthetics of failure, which is an en-
tire field in itself —here, I'm specifically think-
ing about the book Failure by Arjun Appadurai
and Neta Alexander. What may “losing as win-
.ning" look like? Not to engage with the medium
|l-3-cll".’ For instance, John Berger wrote exten-
sively about photography but refused to become
a photographer. He taught us how to read a pho-
tograph. Is he a winner? Is he a loser? Ditto for
Sontag, who crafted an essential book on pho-
tography completely devoid of images and re-
mained at arm’s length from the camera for her
entire life. On the other hand, at one point Bau-
drillard found more joy in photography than in
writing. He fully embraced the simulacrum. He
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;A‘]] I.ec'!mo‘lngy reflects the society that pro-
;L;Les 11,1 writes Legacy Russell in her bold book
slitch Feminism: A Manifesto, “including its
POwer structures and prejudices. This is lruclt
all the way down to the level of the algorithm.”
Through the work of ten artists, the exhihiliur;
[?am Streams explores the ways in which algo-
rithms, data collection. and digital survci]lun%e
reproduce existing systemic structures, and how
these underlying systems play out in influences
on our lives and bodies. The show points to u‘r-
gent 1ssues that surround the Internet today, of
surveillance and its risks, while also explor;ng
huwf algorithms predict and guide patterns of be-
havior, and touching on the duty of care for us-
ers, makers, and moderators of digital spaces.
In designing the show, the curator Chris

Clarke and the media scholar and lecturer in
Ergnch studies Anais Nony wanted to make the
Visitor aware of the “impact of digital surveil-
!ance on actual bodies.” This embodied sense is
immediately felt upon entering the exhibition
space on foot, as a staircase approach reveals,
line by line, All I Know and Then Some (2014/
2021), a wall work by Addie Wagenknecht, of
oversized handwritten text.

: Wagenknecht’s mural suggests a devolution
Irpm control as its message dissolves from the
virtuous proclamation “I will not download
thiugs that get me in trouble,” into the more pas-
s1v‘e.resignation “I will download things.” Hand-
writing may be a comparatively slow and messy
lec:hnology today, but as a physical gesture
unique to each person, it contributes to a sense
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of agency in our actions. In articulating a loss of
control through that format, Wagenknecht draws
attention to the too-familiar feeling of slippery
unseen forces directing our hands while online.

In Ed Fornieles’s work Associations (2021),

a map-like series of images documents an as-
sociative journey through the online world as

mediated by search engines, further visualizing

the ways in which negotiation of the Internet is

nudged along by unseen forces. Through an inti-
mate video portrait, Malia Bruker offers insight

into a highly subjective mode of negotiating on-
line space. Installed here, cloaked in a pair of slid-
ing doors to suggest discretionary viewing, VIR/L
(2017) is a portrait of Lena NW, an artist and

game developer who self-describes as a “femi-
nist-nihilist.” This work collages a staged docu-
mentation of Lena NW with excerpts of her self-
made online material, viral content, and inter-
views where she speaks of her process and inner
world. This form, with various perspectives oc-
cupying each frame, offers the viewer profound
insight to the memories, feelings, and subjectiv-
ities of Lena NW, exploring the gooey boundar-
ies between inner identity and online exposure.

The first iteration of Real World Harm (2018),
a series by Kennedy Browne, could also be de-
scribed as a portrait of an individual. The re-
trieved Facebook data of the Austrian activist
Max Schrems is a stark pile of A4 documents in-
side a vitrine. According to Wikipedia, Schrems
“made a request under the European Right of ac-
cess to personal data provision for the company’'s
records on him and received a CD containing
over 1,200 pages of data.” This action was part
of a process of Schrems seeking accountability
from Facebook for their privacy violations. The
scale of record and surveillance for one individ-
ual is striking. Also significant to the theme of
this exhibition is the notion that this artifact is
one piece of evidence in a novel and evolving
narrative, drawing attention to the ethical con-
cerns of privacy online.

Real World Harm is part of The Redaction
Trilogy.aseries of artworks by Kennedy Browne
looking at early twenty-first century capitalism.
The second work in this series. a sound installa-

Clemens von Wedemeyer, Transformation Sce-
nario, 2018. Installation view at The Glucksman,
Cork, 2021-22. Photo: Jed Niezgoda.

tion presented in a listening room on five stand-
ing speakers, consists of interview responses by
former content moderators for social media. who
speak about their training and work experiences.
The impact on their inner lives is one of the many
unseen costs of social media; and the culpability
of audiences for these platforms is made man-
ifest. They bear the cost of seeing “the ugliest
parts of human society” in order to allow an un-
cluttered social media landscape. While anony-
mous, the voices betray the very real individu-
als with emotions, inner lives, and relationships
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who must carry the burden of what they are con-
fronted with.

The final work in Real World Harm is an ex-
tracted image from a 360-degree video on Ocu-
lus, a virtual reality platform, capturing the Irish
Data Commissioner’s office. Unfortunately, the
Oculus experience is not made accessible 1o vis-
itors in this exhibition. Instead, the headpiece it-
self is exhibited as an object bearing an unwieldy
disclaimer message, highlighting surveillance

vast scale of data that creates algorithms sees in.-
dividuals as units in a collective, behaving
cording to a set of informed predictions, ;

While the exhibition deals predominantly
with the societal impact of digital surveillance
the sculptural work of Yuri Pattison offers ;:.
glimpse atthe physical machinations of the digital
world. Somehow the transparency of Pattison’s
work emphasizes the innocence of technology:
ultimately, the power and potential for |1|;1|L:\_._

dcC-

From left to right: Suzanne Treister, Post-Surveillance Art, 2014; Addie Wagenknecht, All I Know and
Then Some, 2014/2021; Ed Fornieles, Associations, 2021 Installation view at The Glucksman, Cork,
2021-22. Photo: Jed Niezgoda.

and the surrender of personal data that so often
is a prerequisite to access to online experiences.

The exhibition highlights the issue of surveil-
lance in physical spaces through works by Ben-
jamin Gaulon and Esther Hovers. In Gaulon’s
Corrupt.Yourself (2013), a collage of submitted
surveillance records is assembled and subject
to programmed, random “glitches™ or errors in
transmission. Esther Hovers’s work gestures to
sacrifices in personal privacy and the grave risks
of surveillance. In her False Positives (2015-16),
street scenes depict compositions of individuals
in public space, where “anomalies™ have been
detected by surveillance cameras. Such anoma-
lies imply any unpredictable movement or ges-
ture that, according to the intelligent surveillance
systems, might indicate criminal intent. Hovers’s
work The Right To Be Forgotten (2021) offers a
negative to this type of unasked form of surveil-
lance by multiplying a reproduced image of the
first man to successfully scrub his identity from
online search engines.

Suzanne Treister's digital prints titled Post-
Surveillance Art (2014) refer to an aesthetic of
the hopeful promises of the early days of Internet
idealism. The posters in psychedelic print hang
banner-like in the gallery space, yet upon read-
ing the statements the viewer is confronted with
the reality of hyper capitalism that allows a mo-
nopoly of global businesses to collect and profit
from personal data.

The means by which online behavior can be
corralled and profited from is vividly depicted
in the video work of Clemens von Wedemeyer,
Transformation Scenario (2018), which draws
on visual representations of human behavior in
crowds. It examines the practice of crowd predic-
tion training, through narration describing a his-
tory of monitoring groups of people as a means
of both simulating and managing large crowds.
The documentation reveals ways in which the

olence is in how and by whom these tools are
used. Pattison’s video work Outsourced Views,
Visual Economies (2013-14) is a compilation of
video and photo material gathered from “work-
ers” — sourced by the artist through the Amazon
Mechanical Turk platform. The hired workers
were requested to take a video from the near-
est window.

I Was Her and She Was Me and Those We
Might Become (2016) by Kitso Lynn Lelliott
elaborates on the notion of boundaries and
identity in a compelling multiscreen installa-
tion. In one element of the installation, a video
projected on mesh material allows its imagery
to bleed through onto the surrounding environ-
ment. Constellations of symbols overlay a per-
formance of a person trying on different outfits,
Another video depicts a street scene. Accord-
ing to the exhibition notes, Lelliot here refers
to the Ghanaian Adinkra concept of “Sankofa™
(loosely meaning that people have to look back
on where they came from to see where they are
going). The work defies linear notions of time,
instead enveloping the viewer in a network of
possible spaces and moments. This sense of
rupturing time could perhaps be described as
a “glitch,” such moments as those described by
Legacy Russell, where there is a sense of “some-
thing gone wrong.” Russell writes that while the
digital platforms we use manifest underlying
systems, boundaries, and inequalities of the of-
fline world —or, as she calls it, the “AFK" (away
from keyboard) world — they can also offer the
potential for realizations of the self that defy
those limiting constructions.

Data Streams evokes an experience of the In-
ternet as a space of potential pitfalls, both for
our individual selves and our society, suggest-
ing a need for systems of care, counter-surveil-
lance and possible regulation. While tentatively
critical, the show gives space too to the transcen-
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von Anna Brohm

In der Asthetik eines Musikvideos folgt der neue
Film 6 } riedberg-Chicago (2021 ) v %
Gregory Atkinson einer Gru
Miinnern, deren Viiter als
Soldaten in Deutschland
¢iner n

von James
Ppe von 17 jungen
afroamerikanische US-
stationiert waren, Nach
unimalistischen Choreografie von Josh
Jlohnson bewegen sie sich auf dem Terrain d.cr
verlassenen US-Kaserne Friedberg bei Frank furt
In einer Szene tragen sie, einer Uniform uluu‘hv
weille T-Shirts und Unterhemden, die Lduruh‘
Blaulicht unnatiirlich leuchten und Club-Atmo-
Sphitre erzeugen. Dann._ in goldenem Licht wild
herumspringend, zelebriert sich die

se gefundene
Brotherhood. Im Geiste

von MTV produzierte
Atkinson diesen Film mit verschiedensten Un-
tertonen. Musikalisch getragen wird er von ¢i-

nem Cover des Titellieds des deutschen Spiel-

1 D (Vi » » . To 1
films Toxi (1952), bei dem es sich um ein me-

- Made of lape

dal na-

lodisches Wiegp

enlied mit
»Ich mache:

i dem traurigen Refrain
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l]' "”lt'|l.:1;1~.|||1Ur|"m:] ‘

o i - ‘

€en Siingerip und Sch
unter dem Kijngy
E€N wWurde. Toxi er
»brown baby.

n, el e , €1
von der dunkelhiiy
auspielerin Marie Nejar
Crnamen Lejla Neg .

. ra gesun
zahlt von dem S¢ -

*hicksal eines

: s Wie nach de

\’w“kriu”\ s :l.u h dem Ende deg Zweiten
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Soldaten und deutschen Fr T

iy auen bezeichnet w ur
e ' klingt das | ied in

e ound durch den Raum
r Kiinstlerin und H \
o _ln t.I-:_r ,"\m\lc[]nng trif’
< € 1 hartem Nachkrie
l:Iul‘:clcxt:lgxtluhutlu aus dem Jahr 195>
..m.whulung einer ersten (‘IL‘!‘I':‘I"l[i r
schwarzer uHc.\;n/llnu\kindc i
den Rassismus der cll‘utschc
den |‘)§Hcr-.lu|1rcn ul't'cnllcg[.
Atkinson Studierte an der Stid
I)t?llglals Gordon und kollaber n
beiten nicht nur mit Chor

In der neuen Versiop
Sall produzierte
formt von de
Simone.

_ T
arfenistin Ahyy
ft dieser Suul.ul
gsdeutsch gefijhrie
, die die
ausender
r« verhandelt ung
n Gesellschaft in

elschule bej
aboriert fijr seine Ar-
cograt*innen und My-

i.{l}lrlus (Jrcgfiry' Atkinson, 6
2021, 4K-Video (F
tonsansicht im Do
22, Foto; Jens Franke,
und Dortmunde

l"ricclhcrg-(‘hic;:gn
arbe, Ton), 6°16* Installa-
rtmunder Kunstverein, 2021

Courtesy: der Kiinstler
I Kunstverein,

stker*innen sondern

auch mit Wissenschaf
Iu'|r1ncn\Sound—[:ixpc -

. Lmen, Soun rt*innen und Filmteams,
;::::]\t};ltrl:][] 1;1z",‘usmnnwmrhcit mit der Kunst-
e ’Ld’rg\Ncgus}.‘c und dem Soziolo-
gen u C nlll|kw1.\henschatllcr Eric Otieno ej

Archiv, duﬁ sich mit den Biografien Schwwr:l‘n
:‘l'c.r.l,:;chcn in I?cumchluml und den hi.‘i[()!‘is‘t‘h:l:
[;:L\-lii:_-!:-]:;‘i‘;:i;:i.w Nl{_ verbinden, auseinandersetzt.
5 . en sind daraus Briefe, Artikel, Bii-
cher, Iillflcr und Gegenstinde zus;tmmc.n ye-
lr‘.:gc‘n. die durch vereinzelte Pm'lriitrcichn!bL

gen Schwarzer Personlichkeiten wie ‘dcr B(l:n-
[:g.-lgcmlc Charly Graf und dem Sch -
Giinther Kaufmann an den Wiinde
werden. Bruchstiicke
Geschichte

auspieler
n erginzt
HISTUCKE vernachléssigter deutscher
sind hier zu erkennen: das Buch Sre-
: ‘ der Rheinlandbastarde . Das Schick-
sal ('rfsc'f'.){axr'f}i,qz’al deutschen Minderheir 1918
1937, zwei Ausgaben der Zeitschrift Voice of the
Lumpen, die in den 1970er-Jahren von Unterstiit-
zern der Black P;nnhcr-Bcwcgung hcrausg‘egm
hpn wurde und sich an Schwarze US-Soldaten
Eu:lnclc. eine E-Mail eines Captain der US Arm
tiber sein Leben und seinen Alltag in Deut\'ct{—
land. In erster Linie versammelt das Archi\; je-
dpch Materialien zu den Kindern afroamerika-
nischer US-Soldaten, die ab 1946 bis heute vor
;|Iicnj in Stidwestdeutschland geboren wurden.
‘ Die Stiirke seiner mit groBer Sorgfalt geschaf-
fenen multimedialen Werke riihrt nicht zuletzt
von Atkinsons eigener Betroffenheit. 1981 als
Sohn eines afroamerikanischen US-Soldaten
und einer deutschen Mutter in Bad Nauheim ge-
h}“'L‘H. istseine Biografie Teil des Archivs: durch
¢ine Widmung an ihn in einem Buch, Portriits

rilisierung
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