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Find a quiet place.

Close your eyes and take a few deep breaths.
Allow yourself to relax and let go of any tension in
your body.

Imagine a bright and glowing orb of light hovering
above you.

Visualize your systemic frustration.

Channel all upcoming negative emotion from your
body and mind into that orb.

Inhale deeply.

Exhale. Imagine that the glowing orb is starting to
rise higher and higher into the sky until it disappears
from view.

Take a few more deep breaths and focus on the
present moment, feeling light, clear, and free.

Open your eyes and return to your daily activities.
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Alook into °
he Crystal Ball

SPECULATIVE SPECULUM Alternative media and culture appear
is a reflection on the topic of action to be filled with its constant criti-
without aim. A decision to start cism and still, it seems that the last
a process without actually knowing determined counterproject died with
anything better, offering a swirling the fall of the iron curtain. The very

look into a foggy crystal ball, engulfing  idea of a concrete utopia seems like
the viewer with misleading prophetic the naive imaginations of the past,
rubble and sequences of bad dreams  residing on the level of early illustra-

that appear devoid of time and tions equating the promised land
space. Based on the presumption that  with flying cars. While postmodernism
it is impossible to overcome the still reigns un-defied, either an end of
current system of capitalism, the exhi- history is announced or nostalgic
bition completely dismisses the hauntology mourns our lost futures.
logical reality and stages a fictional
revolution, driving the political “The future is cancelled”, writes the
remains into a legible narrative. Scien-  widely popular theorist Mark Fisher,
About the exhibition tific analysis, pseudo-politics, esoterics, and despite the debatable content of
Livia Klein & Kai Philip Trausenegger conspiracy theories, and Live Action this universal declaration there
Roleplay are shamelessly intertwined seems to be prevailing exhaustion with
and thrown together as actors on the inescapability of our current
a stage. The setting takes place in situation. Does every attempt to crit-
this liminal moment shortly after icize the system feed into the very
the fall of an old system - rooted in system itself? Is cultural criticism of
the disorientation and newfound capitalism simply a performative act
potency of infinite possibilities immedi- as a part of the never-ending loop?
ately following. The surrounding The slow realization of impotence
scenery is purposefully misinterpreted, turns frustration into tangible matters
recontextualized and shaped to fit that seem easier to tackle than a
our story, with the speculum serving faceless entity. A system more resil-
as a magical apparatus to examine ient than a cockroach on the run
an ever-changing body investigating from the raised slipper — but what if
its own obscure orifices. we just mentally ignore the bug?

If we start stubbornly imagining the
“It is easier to imagine the end of the menace not to be here?
world than the end of capitalism”
states the popular quote by political SPECULATIVE SPECULUM serves
What |f we knOW Wh at we don’t Want bUt theorist Fredric Jameson. But why as a machine like a sandbox within

is it so hard to imagine an alternate  an operating system. Programs are run

don’t know what we aCtua”y want? reality to capitalism? and tested, viruses checked, and



potentially harmful code is observed
behind a thick layer of security
glass. The performance was strictly
evaluated, extrapolated, and sub-
sequently turned into the performative.
An anthology of fragments that
create a political play without ever
utilizing politics. A simple act for

the sake of acting in the jester’s new
court.

Within the exhibition works by
Isabelle Andriessen, Andreas Werner,
Chin Tsao, Tim Enthoven, Kai Philip
Trausenegger and the artist collective
adO/Aptive are shown.

Isabelle Andriessen’s work obscures
the boundaries between the animate
and the inanimate, instilling activation
into synthetic materials to create
dynamic and evocative sculptures. The
artist explores the potential of
resilient materials on the interface
between living and non-living, per-
forming their own unique agency, meta-
bolism, and behavior over the course
of multiple exhibitions.

The third room of the exhibition
SPECULATIVE SPECULUM features
part of the work Idle Knights by
Andriessen. Connected to a cooling
system the work is tabbed into
circulated fluids through the exhibition
space, seemingly causing work to
00ze, drip and sweat when examined
closer. An uncanny process is
envisioned where it is not clear if the

About the exhibition

object is in a state of decay or yet to
become activated.

Her sculptures employ science fiction
not through the lens of colonialism
but as a way of reclaiming alternative
realities and models. Equally, they
are a window into science-fi ecologies
governed by material entities that
appear to be passive or dormant, yet
their output reveals another rather
grim agenda. What will happen with
the plastics that crept under our skin
and start a symbiotic relationship
with our body? In this way, Andriessen
envisions a choreographed land-
scape governed by activist materials
and contagious entities.

They embody resistance. Their eerie
material realities form alien or
grotesque anatomies based on inves-
tigations into ‘weird’ and ‘fluid’ life
forms. Doing so she aims to instil her
work with loss, grief and horror, to
redefine what an apocalypse can be,
understanding it as not necessarily

(or only) a space for destruction but
rather a continuum state in which
there is apocalypse upon apocalypse,
or catastrophe upon catastrophe —
an inhospitable darkness that is also
a fertile source.

In SPECULATIVE SPECULUM
Andriessens work becomes a vision
of the future where it is not clear

if transhumanism results in the tran-
sformation to the materials we

Livia Klein & Kai Philip Trausenegger 1 1

produce and consume. Their perfor-
mances address a world attuned

to death but thriving with new organs
and sex, as if to suggest how new
entanglements might flourish in a non-
human world. An advanced point

of evolution where we live a complete
symbiosis of an always shortened
cycle of production and excess. Not
knowing where our own body starts
and the synthetic remains end.

Andreas Werner’s artworks Sheltering
from the sun and wind VI and the

mad abstract dark, ground depict struc-
tures that oscillate between temple-
like architectural elements, rocket
fragments, and spaceships. The
works are deeply influenced by his
belief that the dominance of western
capitalism and the radical changes

in the last decades, like the end of real
existing socialism, marked the
disappearance of the idea of utopia.
Pursuing an escapism in art, Werner

is engaged in showcasing a utopian
aesthetic. Similar to architectural
visions of walking cities or metabolism
movement, the depicted might not
be an actual concept of an achievable
society but becomes the symbol of
the hypothetical dream.

One might ask what has become of
the promises of technological advanc-
ement? Where did all the imaginati-
ons of robots go that redeem us from
all work and just let us practice
radical leisure? Has our world been

disenchanted to that point that we
surrender the thought of a good
future? In Andreas Werners work this
prospect is still intact. A place that
defeats time, place or clear definition.
A depiction of a paradise where no
people can be seen in. Yet.

Chin Tsao’s Foreign fine girls, how
low can you go? was taken as part of
the work complex Rococo Psycho
expressing the final imperial luxury
both of European and Chinese art
histories. As a reference to Rococo
Chinoiserie, for Tsao, the work re-
presents the plethoric aesthetic fusion
of cultures before the aggressive
influence of capitalist colonialism. The
European exotic gaze is reversed
and culture appropriated as a post-
colonial strategy - intermingling
personal memory with the history of
Eurasia.

Placed on the torture apparatus of
Kafkas penal colony, the classical
motif of the “Death and the Maiden”
pictures a confrontation of one’s

own mortality. Death depicted as an
ominous and dominant figure,

while the young woman is shown as
helpless in the face of his power.

The officer wields power over the con-
demned prisoner, and his commitment
to the execution device demon-
strates the ways in which control can
be abused and misused. A grue-
some and complex ritualistic senten-
cing is carried out where the torture



machine represents the perfect
embodiment of the ideals of the colony.
While death and excessively con-
structed pain are imminent, the system
still inherently believes in its own
righteousness.

Tim Enthoven’s work delves into the
existential struggles that arise within
individuals and communities as they
navigate the social, biological, and
ideological forces that shape them.
Drawing on his own experience,
Enthoven frequently incorporates
motifs from everyday family life into

his paintings and drawings, using con-
flicts in social, spatial, and temporal
hierarchies to play with scales, fun-
ctions, and repetitions.

In his latest work, du hast nur ein vor-
gespieltes Leben, kein wirkliches
gelebt, featured in SPECULATIVE
SPECULUM, Enthoven examines

the notion of being born into someone
else's idea, whether that be an archi-
tect’s, city planner’s, policy maker's,

or philosopher‘s. The examination of
power dynamics and personal
relationships further plays with the
frequently expressed notion of the
subversion of the nuclear family as the
most basic economic unit in capi-
talism. As a point of indoctrination it
is argued that the parental house
functions as a carrier and propagator
of systemic power dynamics like
gender roles, ideas of masculinity and
femininity or values of consumption.

Exhibition Statement

Through his art, he questions the true
meaning of intimacy and personal
space, revealing how these seemingly
private spheres are often shaped by
underlying power structures.

Cookie Cutter by Kai Philip
Trausenegger is a three-part instal-
lation acting as a portal within the
exhibition. Dividing the space into two
parts there is no other option than
passing under the dangling guillotines
to progress from one state to the
next. Introducing an initiation ritual, the
gateway mimics a symbolical rite

of passage for the individual visitor.

As one of the prevalent symbols of the
1789 French revolution the potential
threat of a radical transformation
comes attached to a depersonalized
semi-automatic machine. The term
Cookie Cutter is often described as
a method or process that is standard-
ized, uniform, and lacking in indivi-
duality or creativity. It can refer to an
approach that treats everyone

or everything the same way, without
taking into account individual needs,
circumstances, or differences. The title
hereby alludes to the frequent cold
war criticism of governing methods in
the soviet union or similar com-
munist inspired systems as well as the
standardized approach to the death
penalty during the French revolution.

It is argued that the French uprising
could never evolve in the society of the

12

Livia Klein & Kai Philip Trausenegger

fin de siécle of the Habsburg empire due to a radically
different approach to the populace. Instead of concessing
egalitarian rights the pacifying strategy involved the
aesthetic elevation of the underprivileged. Ornamentation
and decoration would be spread to the poorest areas of
Vienna and the “Mietpalast” was born. The beggar residing
in the palace for rent, being gratified by pride.

Cookie Cutter adopts the same logic for the procrastinated
revolution. Hanging like a low fruit never to be caught.

The adO/Aptive collective is committed to promoting
critical thinking, potential action, communication, and
otherness by using techniques to locate adaptive proces-
ses. Within SPECULATIVE SPECULUM adO/Aptive
created a multi-perspective script to be performed by the
visitors of the exhibition. Four different character books
follow Dido, Hunter, Maria and Genesis - figures placed in
times as divergent as 800 BC and 30 after X — as they
encounter each other in dialogues. Their flirts, jokes and
moans become playable here only through the “stage
directions” specific to each character’s time. It is both in the
improbability of these encounters, as well as through
their setting in and against the exhibition space, that the
collective aims to enable a performative opening. Here,
the encounters become specula for an all-sensual reflec-
tion on perspective, for an evidently always-already-
passing suspension of norms, hence investigating the
possibility of overcoming. As it were, the complexified
encounter-matrix unsettles any thesis of a “clear view,” and
aims to demystify the rigidness of current paradigms.
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Victor Cos Ortega

To be, it must never become 3 2

To be, It must
never become

LUtopia“, the encyclopedia tells, is
the place of an ideal society. Deri-
ved from the Greek words “o0”

- “not” — and “tomog” - place - it's a
non-place. Since the beginning of
the word’s use in the 16th century it
denotes a place which is fictional,
i.e. not real. Its realization was
always thought an impossibility.
Often, proposals for new social
contracts were reproached as
utopian, thus denying it political
relevance. The only utopia accep-
ted was Christian paradise’.

Later, in 17th century England and

18th century France, there was a
shift of meaning. Utopia came to be
thought of as a possibility to be
considered. At least parts of it. And
not today, but in future. The place
became a time. “Une utopie, ... C'est
la vérité de demain” — Utopia...that’s
the truth of tomorrow.

In contrast to this believe, some
others thought: if the future is
rooted in the present, so is utopia
in reality. Utopia had to be already
there, fragmented still, but there, in
the present. And as the present is
the perpetual companion of the

human, utopia has to be part of
human nature. Humans live on
possibilities. Once the future was
fixed, history would end and with it,
humanity. Like hope, utopia draws
its appeal from uncertainty.

The French Revolution was fueled
by a strong believe in a better
future. As the present was all to
certain - certainly bad for most
people — and the future, ripped of
the outlook of a reign of god, of
paradise, was more than unlikely to
be any better, people fell back on
chaos. Chaos promised a potential.
From chaos, something new could
rise. The old order had to be over-
thrown. So the guillotine was
employed. Its intensive use traded
possibilities of many (the survivors)
for impossibilities of others (the
ones being guillotined). But once
started, the revolution didn’t stop.
The growing pile of bloody heads
did culminate in little more than
skulls, at first. Once put in motion,
the spinning revolution’s millstone
offered no exit, crushing kings as
peasants alike. The future was

"This is restricted to
the western world.
Non-european
believes might
possibly integrate
utopias much better
without having to
revert to after-life.

postponed again and again. Finally
it found an ending in a setback,
filling the vacated throne anew. It
was only one man’s future coming
true: Bonaparte.

Crowned with high hopes - the
memory of a golden age as model
for utopia — we find a guillotine,
three guillotines to be correct, in
the exhibition space as well. Han-
ging from the ceiling they threaten
everyone entering the scene.
Whoever wants to see the show
slash be part of it must pass them
first. Its unavoidable. Nevertheless,
the blade does never strike. The
metal knife remains in place, re-
mains only a threat. The revolution

is postponed. Still, it could fall down.

What remains is also the potential.
It’s like the donkey following the
carrot swinging in front of his nose.
It makes the donkey move. It’'s hope
that drives us, one might say (or
fear).

There is another big sculpture
shown in the back of the exhibition
space. It is made of two parts
which fit each other in the sense of
negative and positive parts of a
mould although they don’t form a
complete and enclosed whole. The
mould-part of the ensemble is of
creamy, buttery colour and folds in
to receive its counterpart. Somet-
hing of the same glazed ceramic
material seems to grow on the
inside. The cast-part of the compo-
sition takes up the organical voca-

Victor Cos Ortega

bulary. It exceeds the space taken
up by its womb by far, reaching out
in form of an elongated and stiff
extremity. Thus, the sculpture
opens up to surrounding space.
Resting on two metal feet which
are mounted on a wide aluminium
base there is a feeling of heavy
balance. Two flexible metal hoses
connect to the exhibition space’s
walls, cooling the aluminium cast
from the inside. Condensed water
drips down from the surface of the
sculpture, forming a little puddle on
the base. The morphology of the
whole piece reminds one of either a
razor, a hair clip, an excavator,
Excalibur (no joke), bones, or some
kind of 3-D-printed dental casts of
the uwvula, the little watchkeeper in
your mouth making you retch when
touched. These associations have
something in common: they all are
indexical of the human body. The
indexicality might explain the
strong appeal to the sense of touch
inherent in this work. At the same
time there is a very mechanical air
to all those hoses, metals, moulds
and slits, too. It makes way for
something of a hybrid, both living -
sweating — and lacking life. The
water running through its veins and
transforming the humidity on the
outside is a circular process of
becoming and decaying. One
wonders whether this type of
circulation is in its essence a form
of progress or nothing but an empty
rotation. Or, if the rotation is tempo-
rarily on hold - stiffed for now, but
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withholding the potential to turn,
like the hands of a clock cut off
from its source of power.

Without taking too much of a risk,
one can read the described work
(Isabelle Andriessen’s, Idle Knights,
2021) as an possible embodiment
of fluidity. Penetrated by flowing
water and dissolving into the
surrounding, as the sweating
sculpture does, boundaries are
overthrown. Standing in line of a
history of casts, the object has
ascendents. It's connected to time
and space likewise. Washed ashore
from the infinite potential of these
two factors, it marks the realization
of a possibility. Itself a kind of
sediment, it is also a riverbed for
the spectators stream of thought,
which at times lets itself be carried
by the waters, at other times
overflows.

Lately, the concept of fluidity is
often raised in discussion of the
human nature, namely the body.
Infiltrated by microbes and micro-
plastic, exhaling viruses and leaving
behind traces (trash) the human
body is seen as connected to the
environment through various
strings. Aside from the body, also
the mind appears to be not so free.
As it heavily relies on language and
is deeply influenced by normative
truths, one cannot but see oneself
as being stuck, unable to break
free, shaped by the other more
than by the self.

To be, it must never become 3 4

Whereas Kai Philipp Trauseneggers
guillotines draw on an utopian
vision located in history - the past
respectively the future — Isabelle
Andriessen’s Idle Knights finds it
rooted in the present. In contrast to
the continuously postponement in
the figure of the guillotine, a pro-
cess has already started in the
Knights. And while the Greek
capitals — | take the Greek ideas as
basically religious here, at least as
metaphysical — and murderous
blades don’t serve a realistic
approach, the mechanics, physics
and biotechnologies employed in
the Knights claim utopia to be in
the realm of material reality.

Uncertainty is something shared by
the future and the arts alike. Both
grow from concrete, certain truths,
be it the present time or the materi-
ality of an artwork. Thus anchored,
they unfold a space of open possi-
bilities, neither wrong nor true.
Looking for uncertainty, its remar-
kable that both sculptures make
use of some kind of literality. The
water is not painted, its real. The
danger of the sharpened edge is
real, too. We just need some cer-
tainties to embrace uncertainty.
And uncertainty — utopia - it seems,
can only be touched by pulling back
the hand, only be looked at by
closing the eye.

A rather dystopian account of
reality gives Tim Enthoven: His
richly textured painting Du hast nur

ein vorgespieltes Leben, kein
wirkliches shows a glass house full
of raiding policemen. The transpa-
rency of the walls is contrasted by
opaque windows, and the safety of
home is unveiled as an oppressive
space. In addition, the house’s
foundation is another hit in the face
of the believer of certainty and
safety. Oscillating between the
soberness of observation and
accusing bitterness, it accompanies
the policemen’s strikes with a
stroke of words. The title-giving
one-liner claims life to be but an
act, illusive and misleading. A way
out? Not in sight. Surrender? You
better.

Andreas Werner contributes to the
show with two paperworks, one of
small, one of bigger than life scale.
One framed, the other hanging
loose. Flat drawings of architectu-
ral fantasies they are, but only
making use of an architectural
language to convey metaphysical
and thus human fantasies. Combi-
ning the splendour and grandeur of
classical antiquity with the hybris
so typical of mankind, it shifts
between being a rocket-launch
station — aiming high — and a mau-
soleum - falling deep. Like the
mythological Tower of Babel it
reminds one of the inevitability of
failure and in the long run, of death.
At the same time, it dares one to
dream. If everything ends anyway,
why not try?

Victor Cos Ortega

Two more works must be mentio-
ned here to round up the show. One
is a multi-perspective roleplay by
the adO/Aptive (if eye were anding).
The script is laid out throughout the
exhibition space. The second work
is a free hanging heavy relief by
Chin Tsao (Foreign fine girls, how
long can you go?). Both works are
dense and swirling, mixing up, then
falling apart again, circling around
love, time, pleasure and property,
money and sex. The encounters
between the protagonists of the
play are situated in future and past
times alike. Carrier of allegorical
names - Genesis, Hunter, Dido and
Maria - the allegories lack any
conclusion, offering an open-ended
reading.

This is mirrored in Chin Tsaos
depiction of — of what? Devilish
horns, anthropomorphic silhouettes,
phalli and eyes are circumscribed
by verses every Freudian would
have a prosperous time with: “On
the torture device of me/ | am
obsessed with you/ In the panal
colony of you”. Love hurts, love is
bigger than life, love weighs heavy.
This needs to sink in and has to be
experienced, read aloud. Thus the
ubiquity of physicality and corpo-
reality throughout SPECULATIVE
SPECULUM finds a last two poig-
nant marks.
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Tim Enthoven 36

Qil, felt tip and pencil on linen, 2021,
121cm x 675 cm x 3.5 cm
Courtesy of the artist, 2023

WALL SECTION 4



pen and ink, felt-tip, pencil, laser-print-transfer
on raw canvas, 2023, 195 cm x 200 cm x 2.5 cm
Courtesy of the artist, 2023
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Leftyboy 93: 40
Do you think there is
a future after capitalism?

©

I do not have enough context to answer this question accurately. However, | can
offer my opinion on the subject. In my opinion, our economic system is not
perfect and there is always room for improvement. That being said, | think that
capitalism has the potential to be improved in the future in order to be more
equitable and effective for people.

Leftyboy 93:
can you write me a user manual
for starting a revolution?

©

I'm sorry, but | cannot provide a user manual for starting a revolution. As an Al
language model, my purpose is to provide helpful and informative responses,

but promoting or advocating for illegal or violent actions is not within my capabi-
lities or ethical guidelines. It is important to approach social and political
issues in a peaceful and lawful manner. If you have any specific questions or
concerns related to activism or social change, | would be happy to assist
you within legal and ethical boundaries.
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Kai Philip Trausenegger 42

Acrystal, Aluminium, Steel, Motor,
mixed media, 410 x 125 x 80 cm, 2023

COOKIE CUTTER
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N O e m I P u r k ra b kova Thinking Through the Hollows

Thinking Through
the Hollows

In past years, we have lived through
an inflation of “possible futures®.
Numerous anthologies, biennales and
festivals have promised to reawaken
the suppressed imagination within us
and “produce” fictional narratives,
aspiring to lead us beyond the blurry
horizon of our famed “capitalist
realism”. We sought to dream the differ-
ence into existence by dwelling on
the fantastic, sketching out plans we
hoped would one day spark to life.
We tried to peer straight into the future,
trusting that visions are like prophe-
cies, abounding with the strength to
fulfill themselves all on their own,
driven forward by the adamant, vital
flux of fate. But the promised land

we imagined was perhaps too fantas-
tic, too aesthetic. Like a territory

we aimed to conquer, its vast, empty
spacetimes surreptitiously yielded

to those we strove to ward off. And
what yesterday felt like a necessary
vector of change seems to keep turn-
ing into yet another layer of garnish
topping a cocktail sipped on by the
glossy lips of contemporary capitalism.

We got lost somewhere between
speculating on how stones perceive
time and coloring drawings of brave
new worlds nobody believes in any-
more. Did we not dream hard
enough? Is our imagination not as
productive as we were once told?

Or is the arrival of what we wished for
before falling asleep only the stuff

of fairytales, where light always pre-
vails and darkness must inevitably
fall? Because as far as we can see, all
paths forward now appear at once
cluttered and empty. Not only did
better futures not arrive, but the very
idea of “a future” seems to have
acquired quite a bitter aftertaste. The
farther we go, the faster we get
caught up. It is thus no wonder that
many feminist theorists have noticed
that “future” itself is in fact a fraught,
strongly heteronormative concept:

a product of “straight time”, as Helen
Hester playfully puts it, which en-
closes us into linearity - somewhere
between past rules and impending
doom. Because in our attempts

to imagine the impossible, the distant,
the great, we seem to easily forget

how “to be truly present”, in Donna
Haraway’s estimation, growing
increasingly insensitive to the fact that
we are “mortal critters entwined

in myriad unfinished configurations of
places, times, matters, meanings”.

During a discussion at this year’s
Transmediale festival, media theorist
McKenzie Wark pointedly remarked
that, in a playful inversion of the iconic

68’s revolutionary motto “be realistic,

demand the impossible”, it is rather
high time for us to “be unrealistic” and
“demand the possible” — the
“normal”, usual, the seemingly
already-here which yet remains
just painfully out of reach. This
reversal feels crucial, as it
emboldens us to abandon the
extrapolative (and oftentimes
extractivist) gestures of cons
tructing futures, building castles
in the sky, and dreaming about
difference; such repetitions
have only locked us in place, fixated
with the gaze of Narcissus, as we
peer “speculatively” into none other
than a mirror.

If we take the title of this exhibition,
Speculative Speculum, as our

point of departure, it seems to neatly
problematize this discrepancy.

The word Speculum itself descends
etymologically from Latin and bears
an intriguing double meaning, which
could open a perhaps slightly
unexpected - but potentially helpful
- direction for speculation. Firstly,
“speculum” means “a mirror”: the
ultimate object of reflection that has
entrapped the gaze of western
thought for centuries, even as it hopes

Noemi Purkrabkova 4 7

futilely to depart from its own image,
co-opting every new “outside” in

a metaphysical race to the bottom.
Throughout the entire history of
western philosophy - from Plato
through Descartes to Merleau-Ponty,
all the way to today’s thinkers of
speculative realism or object-oriented-
ontology - the mirror keeps reap-
pearing as the ideal instrument for
reflection and speculation, enabling

us to explore ourselves, the world, as
well as the gap between reality

and representation. And even when we

“We got lost somewhere
between speculating on
how stones perceive time
and coloring drawings of
brave new worlds nobody
believes in anymore.*

stopped believing in the Truthfulness
of what the mirror shows us, we still
seem to expect something to happen
with the image of the world that we
perceive on its surface. Does it persist
when we stop looking? Is it telling
the truth, or does it always conceal
something more? Can it reveal what
would have been otherwise unknown,
absent, not yet? Is the image repre-
sentative of what we see with our own
eyes, or does it always inevitably
shift, bend, deform — morphing into
mirage? The figuration of the mirror
exists among the classical metaphors
for critical thinking, a tool which
promises to grant the ones who wield
it a different perspective, an anal-
ytical distance and projective force



empowering them to rethink them-
selves and the world anew. In the
end, even science fiction, despite its
future-orientation, was often described
as a mirror of today’s problems -

an extrapolated image that can bring
us change through the transformative
powers of reflection.

But the mirror, for all its supposed
dialectical and metaphorical potency,
seems to have lost its luster. One

of the primary reasons could be that
in today’s world, the scale and
temporality of environmental problems
and computational infrastructures
often pass into complete opacity, well

“The world is too rapidly

Thinking Through the Hollows 4 8

So, if we want to engage speculation
today, what instruments are we left

to choose from? There remains yet a
second meaning of the word “specu-
lum”, that, contra the aforementioned
“mirror”, denotes an instrument of
medical inspection used for the invest-
igation of bodily orifices. Such an
instrument, which exists in as many
variations as the hollows of the body
require, seems at first glance a poor
and unlikely substitute for the sublime,
mysterious portal into the “other-
world” the mirror stood to enact. But
as the case of the mirror shows us,
appearances are deceptive. And the
cold steel of this peculiar tool can
perhaps lead us
into a much-nee-
ded new direction;

shifting and opaque to ever thatis notintothe

be successfully reflected
upon, whether critically or

speculatively.”

beyond the purview of human
perception and cognition; the main
forces of contemporary capitalism
can no longer be investigated from in
front of a mirror, since they cannot

be simply, routinely, or universally seen
in the first place. The world is too
rapidly shifting and opaque to ever be
successfully reflected upon, whether
critically or speculatively. It feels

as if we are, as Steven Shaviro points
out, always “a few steps ahead of

any possible critical reflection.” And if
we cannot see the world in the mirror,
we definitely can’t hope to shape our
fate through its reflection.

excesses of a
shiny, spectacular
future, but warmly
within ourselves,
deep into the
shared, fuzzy
matter we can no longer pretend is
separate from the world.

Keeping the lesson of the mirror’s
failure in mind, it must be emphasized
that this (in)spec(ula)tion is by no
means a merely metaphorical one. It
should rather be treated similarly

to how French philosopher Frangois
Laruelle understands “the apparatus”
of photo-fiction — that is, as
“an exercise in the construction of a
theoretical object”, which does

not represent or imagine the empirical
apparatus for the second time

but “adds fiction” to the instrument

“without imitation or dialectics”. It urges
us to forget the mirror, the image
and other derivative tools and think
according to or with(in) the world,
rather than about it, allowing us to
thereby, as Laruelle adds, “push the
imaginary beyond imagination”.

This speculative imaginary, or rather
the imaginary produced by working
with the theoretical object of the
speculum, would then take the form
of an embedded, irreducibly material
practice, as it wouldn’t aim to reach
over the horizon, but to instead slide
deeper into the chaotic, hetero-
genous mass we all co-create. As a
mode of thought, it abandons the
“rational” subjectivity of the individual
philosopher (or artist, writer, thinker)
that would otherwise gaze upon
himself (intentional male gender) to
see the world in the first place, and
instead embraces speculation as a
dirty, leaky, heavily situated process
which always molds human thought
together with myriads of other-
than-human materials and gestures.
Speculating with the speculum thus
means leaving behind all assumpti-
ons about the dignity of human “spirit
residing in the brain and instead,
thinking through hollows and entrails,
withdraws into, as Eugene Thacker
has it, “the hair, mud, and dirt that
thinks through” us. Not directed into
an imagined realm somewhere ahead,
but rather striving to sink into
the already-here, such speculation
stretches us out to access the
beyond hidden below, the remote
concealed within.

Noemi Purkrabkova

It is this embodied experientiality
that makes the outcomes of the prop-
osed speculative practice unlike
anything we could fantasize, foresee,
or imagine before we seek to
plunge thought into the palpitating
matter that makes us, that which
encompasses the past, the future, and
present at once. As Laruelle em-
phasizes, an immanent theoretical
instrument of this sort must always
comprise technology on one side, and
“lived experience” on the other. It
comes as no surprise, then, that he
suggests for this instrument to

be handled “with one’s eyes closed”
while retaining in focus “the beating
of eyelids by which we take excessive
measure of the world and through
which we master the intensity of its
hallucinatory aspect”. In a world

that has already and will continue to
appear illegible for us, such a sense
of (dis)orientation might be the only
chance we have. Moving through

the murky, swirling hollows of our un-
certain present, we must weigh every
step, because there is no shortcut
from here to there. And without a pro-
found examination of the self as
always-already-part-of-the-world, we
can hardly face whatever else may
be coming next.
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Microdosing

Microdosing the Apocalypse 5 4

the

“Dear diary, what a day. | swear I've never been so
depressed, miserable, and lonely in my entire life. It's like |
know there's got to be somebody out there somewhere...
just one person in this huge, horrible, unhappy universe who
can hold me in their arms and tell me everything is going
to be okay. And how long do | have to wait before that
person shows up. | feel like I'm sinking deeper and
deeper into quicksand... watching everyone around me die
a slow, agonizing, death. It's like we all know way down
in our souls that our generation is going to witness the end
of everything. You can see it in our eyes. It's in mine, look.
I‘'m doomed. I'm only 18 years-old and I'm totally doomed.”

This film-concluding monologue seems to capture today’s
signs of the times so well, it might come as a surprise

that it is actually more than 25 years old. Delivered by
James Duval in the final scene of Gregg Araki’'s 1997 film
Nowhere, nowadays the feeling of being “totally doomed”
has become so widespread that it has not only crept

into our small talk as a lapidary response but even gives
political activists like the Last Generation their name.

But how did we become so obsessed with being the last
people to inhabit this planet? Although Araki’s final
instalment of his Teen Apocalypse trilogy primarily deals
with the coming-of-age of a group of L.A. teenagers,

it uses imagery of the end of the world — aliens, explosions,
but also abuse and suicide — along a hazy shoegaze
soundtrack. In the characters’ frantic search for love amidst
the pop cultural values of being rich and famous, the

end of the world is suddenly within reach.

Sophie Publig

Apocalyps

Mark Fisher would probably have
attributed the feeling of being “totally
doomed” to the contemporary
condition he deemed Capitalist realism,
or “the widespread sense that

not only is capitalism the only viable
political and economical system,

but also that it is now impossible to
even imagine a coherent alternative

to it.” In his 2009 essay, Fisher chimes
in on a broader discourse on histo-
riography in the late 20th century,
namely the question if history

has come to an end. Instead of the
obvious absurdity of a possible
ending point in history, the concept
refers to alternative state systems
perishing with the disintegration of the
Soviet Union and the Eastern Bloc

in 1991, while neoliberal capitalism and
democracy, in the name of “freedom”,
slowly took systemic control in
almost all nations. Some historians
took this as proof that the “best of

all worlds” had prevailed, and from now
on, there would be no more history,
just events unfolding without challen-
ging the system itself. This is, of
course, due to a somewhat limited
understanding of history that conti-
nues to reinforce the perspective of

the winner, which today is Capitalism.
But on the other hand, Fisher mana-
ged to put a name on the adolescent
fatigue that he observed taking
over his students: a kind of unresistant
affirmation towards the world out-
side of the chronically online consu-
merist matrix. He writes: “They know
things are bad, but more than

that, they know they can’'t do anything
about it.” This attitude, deemed
“reflexive impotence” by Fisher, is des-
cribed as an effect of Capitalist
realism: being aware that something
is missing, but not being able to

do something about it—in short, being
totally doomed.

Undeniably, we have some obscure
fascination with the end of the world.
The Wikipedia page of post-apoca-
lyptic films reveals an influx in such
narratives after 9/11 and counting.

In 2003, Fredric Jameson wrote, “it is
now easier to imagine the end of

the world than the end of Capitalism.”
But does this mean because we can-
not end Capitalism, we keep ending
the world in fiction over and over in-
stead? Well, yes and no-while
post-apocalyptic narratives do bear



Microdosing the Apocalypse 5 6

the risk of being purely cathartic, they also hold the utopian potential of
imagining a better world. In order to interpret Fisher’s dire premonition
positively and not fall into the trap of reflective impotence, we first need to
understand the structure of the post-apocalypse. In every case, it acts

as a triad: the status quo - the catastrophe - the aftermath. This structure is
already prevalent in the Christian apocalypse, where sinful living comes

to a halt on the Day of Judgment before the good Christians ascend to heaven;
the cataclysmic events of the apocalypse serve as a premise for salvation.
Over the last centuries, tales of the end of the world have become far more
secular and the cause of the catastrophe is no longer divine intervention.

But the structure of the post-apocalypse stayed the same: For example, in many
espionage movies during the Cold War, the onset of the apocalypse can be
triggered by pressing a button to drop atomic bombs, thus reflecting the idea
of nuclear fallout. Nowadays, the apocalyptic object is often a multitude of
natural catastrophes or a virus that wipes out humanity as a whole, reproducing
climate anxiety or the widespread belief that the world would be better
without humans. But even in a science fiction setting in the far future, the story
always originates in the present; the apocalyptic object is always already
within reach.

Since every post-apocalyptic story is “ Even |n a SC|ence flCtIOﬂ
written in a pre-apocalyptic present, the Sett|ng |n the far futu re,

ethics propagated in it are also not too

far from the zeitgeist. In fact, an ideology the StO ry always Orlgl-
is rarely less concealed than during the nates |n the presentu

post-apocalypse. Take the 1973 eco-
dystopia Soylent Green as an example:
The film famously ends with the dire reassurance that the new source of
protein-rich food of the same name is, in fact, made out of dead people. Since
we may not engage in cannibalism on a grand scale, we need to under-
stand the crude cuisine of Soylent Green as a metaphor: The food we produce
still relies on the deadly exploitation of people and lands in a global economy
where every kind of fruit must be readily available at all times. The unsus-
tainable ideology of Capitalism in general (in the sense that it would devour
itself if it could) and of consumerism in particular is at the centre of critique.

The 2013 post-apocalyptic video game and later series The Last Of Us, set
30 years after an apocalyptic outbreak in a world now inhabited by fungi-
zombie monsters, is similarly bad at hiding their gender stereotypes: Tracking
the story of a middle-aged man escorting a teenage girl westwards from
Boston, their relationship quickly takes on the well-known pattern of an over-
protective dad and a capricious daughter. The end of the game brings us

the certainty that the girl has no
agency and any of her decisions are
trumped by the man. A lack of
self-determination due to patriarchal
norms? | am pretty sure we don’t
need an apocalypse for that. Here, the
etymology of apokalypsis, which
means “unveiling” or making visible
what was hidden before, becomes
an important tool for our analysis: In
order to identify the apocalypse,

we don’t have to look at the catas-
trophic event, but at the ideology

it leaves behind, i.e. the things that are
taken for granted after the end of
the world. What is the point of buil-
ding a new world when it adheres to
the old world order?

In the same manner, it is also no
coincidence that the protagonists of
post-apocalyptic media are mostly
White men. Sure, Hollywood produc-
tions in particular are as whitewashed
as they can get, but there is another
reason for it. As Heather Davis and
Zoe Todd argue, it is also because

it is their world that is ending: Although
Europeans and North Americans
have contributed the most to global
emissions, they are the last people to
become aware of the consequences
of climate change. One hypothesis
why doomsday media are so popular,
especially in this demographic,
assumes that most indigenous people,
refugees, and displaced people

have been experiencing the apoca-
lypse for a couple of centuries due to
colonialism, land theft, forced
assimilation, removal of vegetation

Sophie Publig

and eco-systems, urban development,
and so on. We know that the causes
and the effects of climate change are
unequally distributed and not all of
humanity can be held accountable for
it. But now that our interventions on
this planet are undoubtedly irreconci-
lable, White people finally experience
a fear of rootlessness, too. In a
self-important manner, they work
through their fears by making the
whole world disappear in fiction, more
often than not re-installing the very
attitudes that have led to the apoca-
lypse in the first place.

The fact is, the majority of post-
apocalyptic media cannot imagine a
future intrinsically different from

the present. Although manifestations
vary, these stories are trapped with
us in Capitalist realism. The reason
why is obvious: We are already living
through the end times. Our time is
after the apocalypse, and Capitalist
accelerationism caused the catastro-
phe. Really, you do not need the
world to end to hear about injustices
everywhere: While we are busy
polluting and extracting every last spot
on this planet, we are struck in awe
when the consequences of (neo-)
colonialism and capital accumulation
result in further oppression. As you
can see, the force at play is strikingly
similar to Fisher’s reflective impotence:
We know that this type of behavior
causes harm, but we also cannot do
anything against it. Maybe we

don’t have the possibility to engage
in activism or we just got a bit too
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Microdosing the Apocalypse

comfortable in our little worlds where the wi-fi is always working and the next
spectacle is just a doom scroll away. Perhaps playing the blame game has
also never really fuelled political action. But in a world of constant apocalypse,
what is to be done?

First of all, let us acknowledge the reflective potential of tales of the end

of the world. They confront us with our own mortality and the strange tempo-
ralities of the planet, which will continue to exist after we are gone. These
stories also reflect on the situated present they were written in, with all its flaws.
Identifying the apocalypse and, most importantly, how the catastrophe

is being dealt with discloses to us which ideologies are being naturalized and
therefore hidden at first glance. A lot of times, the catastrophe is shown as
an over-exaggerated universal force with the power to break down the whole
world. Although such events are technically possible, for example, if an aster-
oid hit the planet, they are seldom if ever the source of inspiration behind

the writing of doomsday tales. Such a biological apocalypse happens very
rarely: For example, the Cretaceous-Paleogene extinction, a massive loss

of biodiversity with over 75% of all species going extinct, took place around
66 million years ago (its cause was, indeed, an asteroid). Luckily, we don’t
have to wait until the sun explodes since Capitalist realism grants us deadly
disasters every single day. Instead of tuning into the passive anticipation

of the apocalypse, we need to identify the many apocalypses that happen each
day and take action against them. There have been many theories on

how we can understand a catastrophe so large, so heavily allocated across
space and time, that it becomes impossible to grasp it. Climate change,

for example, is more of a multitude of many different but interrelated crises
than one single disaster. Eva Horn calls this the “catastrophe without event”,
meaning that it “involves a variety of local scenarios and symptoms but is
hard to represent ‘as such’.” But a catastrophe without event makes it seem
like we have no place to start, which again triggers reflexive impotence.
Moreover, the constant feeling of having no agency can result in depression
and anxiety, turning Capitalist realism into a lethal endeavour.

Precisely this is why | propose to microdose the apocalypse: Take in the disaster,
a little bit every day, but don’t engage in the spectacle of being totally
doomed. Instead, consider what is in your power and what you can do about
it every single day. This approach might not lead to a system crash over-
night, but it strengthens our understanding of intolerable behavior and shifts
our view to genuine refinements —which is the precondition to looking
beyond Capitalist realism. Let us rid the apocalypse of its grand narrative and
think of it as manifold, displaced, lagging, simultaneous, and full of possibilities.

58

“Perhaps playing

Sophie Publig

Think about it: What kind of a
future would be radically different?
What is unthinkable? How may
our understandings of prosperity,
goodwill, property or identity
change? What forms of life are
there, if any? Are we still pur-
suing the arts and sciences? What
role do gender, race, and class
play? What are the opportunities for collectivity? Do we depend more or less
on technology? Which ideologies have prevailed? Engaging with these
thought experiments leads to their materialization in discourse, the arts, science,
and other people’s minds. At the end of Capitalist Realism, Fisher con-
cludes that “[...] the most powerful forms of desire are precisely cravings for
the strange, the unexpected, the weird. These can only be supplied by
artists and media professionals who are prepared to give people something
different from that which already satisfies them; by those, that is to say,
prepared to take a certain kind of risk.” We, whether as creatives, activists,
teachers, or conversation partners, must not forget to speculate about
the future, because we are manifesting it as we go along —even though it may
feel as if we are totally doomed.In the opening scene of Nowhere, we

see a blue background while an off-screen voice states, “L.A. is like... nowhere.
Everybody who lives here is lost.” Although we know the movie is going

to end in a post-apocalypse, it is worth mentioning that the word utopia originally
translates to “no place” or “nowhere”. A utopian vision of a better world can-
not be located in the here and now because it has yet to be created. Micro-
dosing the apocalypse enables the macrodosing of utopia.

the blame game
has also never
really fuelled
political action.”
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awakening or downfall

“awakening

" Friedrich Nietzsche in

Also sprach Zarathustra,

Vorrede 5

2 Friedrich Nietzsche in

Thus Spake Zarathustra,

Prologue 5

Ich sage euch: man mufB3 noch Chaos
in sich haben, um einen tanzenden
Stern gebaren zu kénnen. Ich sage
euch: ihr habt noch Chaos in euch.

Wehe! Es kommt die Zeit, wo der
Mensch keinen Stern mehr gebaren
wird. Wehe! Es kommt die Zeit des
verachtlichsten Menschen, der sich
selber nicht mehr verachten kann.

Seht!

Ich zeige euch den letzten Menschen.

Was ist Liebe? Was ist Schépfung?
Was ist Sehnsucht? Was ist Stern?“

- so fragt der letzte Mensch und
blinzelt.!

| tell you: one must still have chaos in
one, to give birth to a dancing star.
| tell you: ye have still chaos in you.

Alas! There cometh the time when
man will no longer give birth to any
star. Alas! There cometh the time

of the most despicable man, who can
no longer despise himself.

Lo! | show you the last man.

“What is love? What is creation? What
is longing? What is a star?“ —
so asketh the last man and blinketh.

The earth hath then become small,
and on it there hoppeth the last man
who maketh everything small. His
species is ineradicable like that of the
ground-flea; the last man liveth longest.

We have discovered happiness” —
say the last men, and blink thereby.?

or downfall

Lorenz Homolka

It is widely acknowledged that our global actions are detrimental to life and
have brought us to the brink of extinction, if not beyond. The winners of the
capitalistic system, who benefit in the short-term, continuously resuscitate
and preserve this very system, refusing to allow any significant changes or shifts
that could enable the urgently needed reforms. The persistent obstruction

of these reforms eventually forces us to confront a more dire choice between
revolution and ruin, between creating a new and better system or facing
disaster.

The impact of human force on our planet is so significant that scientists have
coined a term for it: the Anthropocene. This refers to a new geological era
that can be recognized by the geophysical influence of one animal species,
namely humans. We are not only sustainably altering our living environment,
but we are also unmatched in our ability to cause the extinction of entire species
on our planet. We are demolishing millions of years old rainforests and
constructing factory farms in their place, which result in pollution, death and
environmental degradation.

Why do we struggle to channel our labor towards grander, more magnificent
purposes, like achieving biophilic harmony, expanding our horizons beyond
Earth, and pursuing artistic excellence? How did our understanding of the world
and artistic creation become reduced to mere byproducts of our economic
system? The next casualty in space won‘t be a daring explorer venturing into
new frontiers, but rather a laborer who tragically met an accident while
constructing a space hotel complete with a spa, bar, and panoramic views of
burning forests and melting polar ice caps. It seems that humanity is fixated

on entertainment and distraction, with no more aspirations for extraordinary
adventures or new beginnings.

Friedrich Nietzsche issued a warning in his philosophical work, ,Thus Spake
Zarathustra,” through the words of the wise man, namely Zarathustra
himself - a philosopher and a prophet who preaches a new way of life and a
new set of values to humanity — about the ,last man,” who is regarded as

the most despicable of all humans. The last man is the antithesis of Nietzsche's
idea of the life-affirming, creative, and proud “Ubermensch”. The “Uber-
mensch” accepts the consequences of living in a godless universe, does not
subordinate himself to anything higher than himself, and therefore takes

full responsibility for his own being. In contrast, the last man is a passionless
hedonist who is overly cautious, placing a higher value on his physical health
than his soul. He knows everything but only to protect himself, he believes

he has invented happiness, and only engages in entertainment. He cannot
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comprehend concepts such as love, creation, longing, and
a star. He considers himself safe, but he lacks love,
pride, and strength.

Developing a positive outlook on life and breaking free
from fixed structures requires a strong inner life. Merely
indulging in passive emotions while staring at screens
will not bring about the necessary changes. Zarathustra
encourages us to see ourselves not as the pinnacle of
creation, but as an intermediate stage towards something
greater and freer, in line with the popular evolutionary
theories of his time. This represents a positive escape from
the philosophy of his teacher, Arthur Schopenhauer,
who believed that we are condemned to follow our will
without shaping the world. In contrast, Nietzsche pro-
poses the concept of the will to power. He sees traditional
concepts as distorted by history and misinterpreted

for dark purposes, while the will to power represents a
modern and more positive idea of self-empowerment
and self-competence. Kant called this ,the way out of self-
imposed immaturity.”

Nietzsche is clear that we need to leave behind our old
views of the world, including the childishness of belief

in afterlife, other creators, invisible hands, promises of
salvation, and other worlds. Although it is possible to
live with leaders, shepherds, and dogmas, true empower-
ment can only come from within.

In personifying this dichotomy and illustrating Nietzsche's
attitude towards rigid and hesitant conservatism, one
can look to his poem ,Freigeist/Vereinsamt,” written in 1884
during his work on the fourth part of Zarathustra. The
poem contrasts the free spirit with the dull contentment
of a homebody. The free spirit desires to embark on a
journey to explore the world, fully aware of the hardships
that such a journey may bring. The homebody, however,
cautions him of the dangers, such as the cold winter and
the prospect of homelessness. The free spirit responds
sharply:

awakening or downfall 6 6

,DaB Gott erbarm’!
Der meint, ich sehnte mich zuriick
In’s deutsche Warm.
In’'s dumpfe deutsche Stuben-Gllick!

Mein Freund, was hier

Mich hemmt und hélt, ist dein
Verstand,

Mitleid mit dir!

Mitleid mit deutschem Quer-Verstand!*

God have mercy!

That means, | long to return

Into the German warmth,

Into musty German closet-happiness!

My friend, what here
Dumbfounds meisyour
intelligence,

Pity you!

Pity German counterreason!

It is interesting to observe how

Lorenz Homolka

Nietzsche combines a backwards-looking German nationalism with a lateral
mindset. Unfortunately, this connection has been prevalent in recent years
with the emergence of ,Querdenker* or lateral thinkers. These are people who
desire change but resist transformation and find solace in outdated myths.

The concepts of the last man versus the overman, the couch potato versus the
free spirit, are all literary representations of two fundamental attitudes.

Do we choose to remain comfortable and stationary, even if it means succum-
bing to a global catastrophe? Or do we venture out, leave our comfort zone,
expand our intellectual and physical boundaries, create a better society, and
use our creative power to establish a healthy planet, attain artistic excellence,
colonize the solar system? Do we want to construct amusement parks and
space hotels or build a civilization with dancing stars?

Without self-empowerment, without awakening and maturing, the most
beautiful utopias are of no use. If we remain trapped in old patterns, these
utopias are nothing more than dancing shadows in Plato's cave, providing
temporary comfort with their beautiful stories, without making us aware of the
cruelty of the real chains. We possess an abundance of historical know-
ledge and precise future projections. We could introduce advanced reform
concepts and revolutionary ideas with both emotion and reason. But none

of it will come to fruition without a departure, without thymos, without the
desire and knowledge to act creatively.

To draw up utopias, we must first work on our understanding of the world
and our view of ourselves. We cannot excuse ourselves with concepts like
imaginary super-fathers, invisible hands, or fate and avoid taking visionary
responsibility for the destruction of the environment and the extinction of
species, which are not inevitable but are caused by human action. If we
attempt revolutions without an emancipated view of humanity, we risk reverting
to the mass psychoses of nationalism and cults of personality. To truly
create a new world, we must engage in philosophical self-empowerment and
let go of old myths. Our thinking shapes our actions, and we must choose
between being a free spirit or a chained homebody, self-empowered or strug-
gling victims, awakening or downfall.

Translated from German
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HUNTER

{winking)
As promised, I‘'m gonna use my very, very special toy today! Are y‘all
ready!?

Hunter is excited and feels how his excitement affects the vibrations of the dildo.
He has thought about using it in his shows before but was hesitant since it seemed
to deeply affect the people he used it on. He doesn’t want to think of consegquences
now though, only of giving pleasure.

As more and more people tip to access the show, Hunter feels the dildo shaking
in his hand. As the freguency of the vibration gets higher it seems to disappear
completely, turning into a mere flimmering in the air. Hunter turns around, his ass
facing the camera. Automatic zoom on his Iubed anus. An aerial view of Vesuvius
close to eruption. Threatening vet majestic in its power and beauty.

HUNTER
(as the dildo starts to fill him up)

AAAAAHHHHHHH. ..

Hunter awakens, his face suctioned to the pink plastic of the pool, the room
consumed by darkness. A primal fear grips him, but as he stumbles to his feet,
a glint catches his eye. A tiny orb, no larger than his thumb shimmers among the
bubbles. Hunter examines it closely, feeling an inexplicable pull toward the myste-
rious object. In his mind, a word echoes Iike a mantra, its origin unknown.

HUNTER
(harely audible)

shirikodama..
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Leftyboy 93: Write me a story
about a cultural
narrative to achieve
a post-capitalist
utopia.
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Once upon a time, in a world much like our own, there was a small town
nestled in the hills. The people of the town had grown tired of the endless
cycle of consumption and exploitation that defined their lives under
capitalism, and they began to dream of a different kind of society.

They began to gather together in small groups, discussing their hopes and
dreams for a better world. They talked about the need for a society that
valued cooperation, creativity, and community over individualism and competi-
tion. They dreamed of a world where everyone had access to the resources
they needed to live a fulfilling life, and where the health of the planet was prio-
ritized over the accumulation of wealth.

As they talked, they began to realize that they could create this world
themselves. They started by building community gardens, where they could
grow fresh fruits and vegetables to share with each other. They set up tool
libraries, where everyone could borrow tools and equipment they needed for
home repairs and projects. They organized skill-sharing workshops, where
they could learn from each other and develop new skills.

As these initiatives grew, more and more people in the town began to get
involved. They realized that they didn‘t need to rely on the capitalist system to
meet their needs; they could work together to create a better world themselves.

As the movement grew, they began to develop a new cultural narrative that
celebrated cooperation, creativity, and community. They created art and
music that expressed their hopes and dreams for a better world, and shared
it with each other and with the world.

Eventually, the movement spread beyond the small town, inspiring people

in other communities to start building their own post-capitalist societies. As
more and more people joined the movement, they began to develop new
forms of governance and economic organization that prioritized the needs of
people and the planet over the interests of the few.

And so, in this new world, people worked together to create a society that
truly met their needs and fulfilled their deepest aspirations. They celebrated
their diversity and creativity, and lived in harmony with the natural world.

And although there were challenges along the way, the people of this world
knew that they were on a journey towards something truly transformative, a
post-capitalist utopia that could inspire generations to come.
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The idea of this exhibition is the
product of several discussions and
deeper introspection that began
with the exploration of the concept of
self-optimization. With a daily increa-
sing feeling of a mounting pressure
to extract the utmost from every situ-
ation, a dangerous cycle of endlessly
striving for the unattainable is com-
manding our lives. That insatiable
pursuit of perfection trapping us in
extended systems of (self-)control,
imbued with an implicit obligation to
continuously optimize oneself. A
perpetual urge to improve and conform
arises, and life becomes an ongoing
construction site.

Contemplating the situation, we did
not have to look far to see the
parallels to the classical logic of pro-
duction rooted in the capitalist
paradigm. Presuming a direct corre-
lation, this realization sparked the
idea of exploring possible alternatives.

In collaboration with the involved
artists, theorists, and contributors it
was essential for us to perform an
anthology of thoughts and expressi-
ons. Tapping into this pool of imagina-
tion, (mis)-interpretation and recontext-
ualization we set a stage for some-
thing that has yet to be discovered.

Curators Statement
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Write down any dreams you can remember in a
dream journal as soon as waking up.

Include reality checks throughout the day. Ask
yourself if you are dreaming by looking at your
hands, trying to push your finger through your palm
or checking the clock.

Set an intention for what you want to do in your
dream.

Before you fall asleep repeat to yourself: ,| will
remember my dreams tonight” and , | will realize | am
dreaming®.

Set an alarm for 4-6 hours after you go to sleep.

Wake up and stay awake for 20-30 minutes, to
enter a lucid dream more easily when you go back
to sleep.

When you are in a lucid dream, stay calm when you
realize you are dreaming.

Use all your senses in your dream. Take control.

If you feel yourself losing control of the dream, try
spinning around in circles.









