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As a global phenomenon,
techno has not only shaped
music history, but has also set
impulses that have impacted
contemporary culture, art, pop
culture, media consumption and
technologies. Techno is music,
but also far more than music,
finding its echoes in design and
fashion, philosophy, subculture,
in people’s relationship to
machines, to the virtual, in
political-emancipatory projects
and in the ruins and fissures
in hegemonic norms Techno
as a sense of life and time that
transcends borders reflects the
respective social, living space
and economic structures it finds
itself in, and can equally well
be used as a political tool.

Starting in Detroit, techno
has been developing and
spreading rapidly worldwide
since the 1980s. What was sitill
a comparatively “manageable”
world changed radically with
digitality and the political
upheaval of 1989/90. In
Germany, after the fall of the
Berlin Walll, techno was seen
as a unifying element between
East and West. Berlin in
particular, which attracted
attention in the 1990s with the
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Love Parade and techno clubs

that became legendary, rose

to become one of the most

important techno metropolises.
Techno and club culture

have engendered different

eras, styles and variants and

are constantly reinventing

themselves. TECHNO WORLDS

references diverse techno

scenes, genres and subcultural-

political projects at different

times and in different places

around the world and features

a selection of these phenomena

as narrated and represented

in works by visual artists

and musicians.

TECHNO WORLDS includes photo,video and installation works by
Cao Fei, Chicks On Speed, Tony Cokes, Zuzanna Czebatul, DeForrest
Brown, Jr. & AbuQadim Haqq, Aleksandra Domanovié, Rangoato Hlasane,
Ryoji Ikeda, Maryam Jafri, Robert Lippok, Narankuu, Mamba Negra, Hen-
rike Naumann & Bastian Hagedorn, Carsten Nicolai, The Otolith Group,
Vinca Petersen, Daniel Pflumm, Sarah Schoénfeld, Jeremy Shaw, Zheng
Ke, Tobias Zielony and Kerstin Greiner (fashion).

TECHNO WORLDS is a Goethe-Institut exhibition on view in muse-
ums and other exhibition venues internationally.

Curators:

Mathilde Weh (Goethe-Institut e.V.),
Justin Hoffmann (Kunstverein Wolfsburg)
Creamcake (a Berlin collective).

Team Goethe-Institut e.V.:
Anita Eylmann (administration and tour management),
Lukas Heger (curatorial assistant)

MACA Curators:
Yang Li
Chu Zhou
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19:30
2010

By a coincidence of history,
widespread internet use came on
the heels of socialism’s collapse
in Eastern Europe. Routes of
global commerce multiplied in
parallel with the speed of infor-
mation. From today’s standpoint,
a world where capitalism and
socialism coexisted is associated
with rhythms of life defined by
slower forms of media. Alek-
sandra Domanovi¢ considers
this condition through her own
experience and the history of her
native Yugoslavia in 79:30 (2010).
The title comes from the time
slot of the Yugoslav nightly news,
when the whole country would
take time to view the broadcast.
Watching the news became even
more important to the daily rou-
tine as ethnic tensions mounted
in the late 1980s, but that routine,
like many other unifying social
norms, dissolved along with
Yugoslavia itself amid open
conflict. Around 1995, electronic
dance music became popular in
the former Yugoslavia (a bit later
than it did in the rest of the world,
due in part to the international
isolation of the warring republics)
and young people crossed the
new borders to attend parties
and dance to wordless, repetitive
techno—a musical genre free of
national associations. When in-
formation can be accessed at any
time, the nightly news loses the
power to create a simultaneous,
shared experience for a multitude
of people. But a live event like a
rave, Domanovi¢ points out, still
holds that power.

19:30 is her attempt to
reconcile past and present. In
2009 Domanovi¢ traveled around

the former Yugoslavia to collect
idents, the graphical introductory
sequences that precede news
broadcasts. Her research process
involved visits to television sta-
tions, national archives, and even
peoples’ homes, and resulted in
an extensive collection of idents,
annotated with historical details.
After assembling the collection,
Domanovié¢ reached out to techno
DJs and asked them to use the
idents as samples and mix them
in their music.

19:30 highlights how the
nature of shared experience has
changed and unites two dispa-
rate models of it. Domanovié’s
collection of digitized idents isn’t
an archive, a graveyard for dead
scraps of history, but an active
library, where audible pieces
of public memory gain new
life. Through remixing and live
performance, the old melodies
become free, like bodies given
over to dance.

Brian Droitcour

Aleksandra Domanovi¢ was born 1981 in Novi Sad, Yugoslavia and

grew up in Slovenia. She works with sculpture, video and born-digital
content. Guided by intensive research, her projects have explored the
pioneering discoveries of women scientists and depictions of gender in
science fiction. Her mining of the social and political histories of former
Yugoslavia, her birthplace, has become a useful tool for interpreting the
current European situation.

Her recent solo exhibitions include Galleria d’Arte Moderna,
Milano; MOCA Cleveland; Bundeskunsthalle Bonn; Henry Moore Insti-
tute, Leeds; Plug In ICA, Winnipeg; High Line Art, New York; Museum
Boijmans Van Beuningen, Rotterdam; Gallery of Modern Art, Glasgow;
SPACE, London; and Kunsthalle Basel, among others.
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Aleksandra Domanovié¢, 79:30,2010/11, HD video, two channels, 11 minutes, 11 min, video still, courtesy of the artist and Tanya Leighton Gallery —
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future past perfect ( FkFid £
pt. 03 (u_08-1) F=2 (u_08-1))
2009 2009
Conceived as the third part R “kF3ERER" RIMNE=
of the series under the name gl‘ﬁ , EEB%!%%EH E@i@ﬁ?‘i*%ﬁ

future past perfect, the short film

introduces a narrative story that E i’] ﬂ: ;ﬁ E Hg ﬁ ii ) # ﬂ gi T ﬂ!', l){ E :"1_7
was inspired by a fascination for A Alva Noto %ﬁﬁ 2008 E}iﬁﬂggﬁ

automation processes as well

as on codes and grids that ma- { Unitxt ) RFERNEHSARES,
terialized in the record alva noto %&5I%T 20065, h—Al2ZAE
. unitxt in 2008. the series itself ﬁiﬂﬁ#ﬁﬁ]&ﬂ‘]%ﬁmﬁ , E’Eﬂi?ﬁa

started in 2006 and is designed

as a row of conceptually inde- ﬁlﬁﬂ‘]ﬁﬂf'ﬁﬁ..ﬁ, tb?iﬁﬁf’ﬁﬂ?%ﬁ‘ﬂ]:*

pfende.nt movies tl:lat document ﬁﬂﬁ%;fto

reapective yoar of originand PRABTRH— AR EERY
also buil_ds up on the results of PMRENHE, AEETNBEFBEREE
I ot st night in HIBFMAREENN, REHNIRE
tokyo. a man stops his car at —ﬁ§ﬁo Efﬁﬁ, maﬁiﬂ,ﬁﬁﬁi#%ﬂ@
a shop front with a number of 1’?, ﬁﬂﬁﬁ&é‘?—%ﬁ%ﬂ‘]iﬂ#

vending machines to get a last
drink of tea on his way home. he
inserts a coin, but instead of the
usual procedure, the machine
starts performing its own peculiar
performance...

Carsten Nicolai is a German artist living in Berlin, using the
pseudonym Alva Noto for his musical output. Born in Karl-Marx-Stadt
(now Chemnitz) in 1965, he is part of a generation of artists working
intensively in the transient area between music, art, and science. With
a strong dedication to reductionism, he creates sound experiments
with his own codes of signs, acoustics and visual symbols. His various
musical projects include notable collaborations with Ryuichi Sakamoto,
Ryoji Ikeda (cyclo), Blixa Bargeld and Mika Vainio. Nicolai musical
oeuvre is reflected in his work as a visual artist. Inspired by scientific
reference systems, he deals with mathematical patterns such as grids
and codes, error and random structures, and the phenomenon of
self-organisation. In doing so, he constantly hurdles the boundaries
across different artistic genres. Since his participation in documenta
X (1997) and the 49th and 50th Biennale di Venezia (2001 and 2003),
his works have been presented in exhibitions at renowned museums

and galleries around the world.
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Carsten Nicolai, future past perfect pt. 03 (u_08-1),2009, hd short movie, 03:43 min, video still, courtesy of (Galerie EIGEN + ART Leipzig/Berlin)

and Pace Gallery, © VG Bild-Kunst, Bonn 2021 — £ffilk- B &, (k¥3ZRZAK $

5{REEFEA, OVG Bild-Kunst, K2 2021
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We Don’t Play Guitars
2003

The Chicks on Speed
collective formulates their
feminist-oriented approach to
electronic music with the video
We Don’t Play Guitars (2003). The
instrument is considered a sym-
bol of rock music — and often a
phallic one at that, as many have
pointed out. With a manifesto-like
title, Chicks on Speed eschew the
masculine attribute of the electric
guitar, instead opting for newer
technologies to produce pop
music that can rock just as hard.
In the video, they also depict the
debate among female musicians
at the time about whether or not
women should use guitars, featur-
ing Peaches (Canadian musician
Merrill Nisker) as the antagonist.

Chicks on Speed are a multinational collective founded by Alex
Murray-Leslie and Melissa Logan. For a number of years, Kiki Moorse
was also part of the group. Ever since meeting at the Academy of Arts
in Munich in the 1990s, they’ve been dedicated not only to the visual
and performing arts but also to music. With specially built instruments,
costumes, objects, mind maps and sound installations, they continue
to deconstruct established arrangements of roles and staging. Their
feminist and participatory happenings consist of pop, readymades,
performance and fashion. Musically, Chicks on Speed are located within
the genre of danceable electropop.

Chicks On Speed, We don't play guitar, 2003, music video, 03:58 min, courtesy of the artist —

MERE, (ENFEEMH) , 2003, FRRFH, 37588, HEARER
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Untitled (montblanc)
2005

Daniel Pflumm’s preferred
medium is an electrical device:
the lightbox. This apparatus gets
used mainly for advertising pur-
poses. Alongside Jeff Wall, Daniel
Pflumm is considered the most
important cultural producer who
uses the lightbox for artistic pur-
poses — although in a completely
different way. The Swiss Berliner
artist creates works formed by
the phenomenon of the electric.
In the early 1990s, Pflumm
founded “Elektro”, a techno club
that became legendary because of
the DJs who played there. Along
with the musicians Kotai+Mo, he
released noteworthy records of
the early techno scene on the
label Elektro Music Department.
As with these musical releases,
abstraction and depletion are
essential stylistic devices that
also appear in his visual works.
Pflumm’s lightboxes are minimal-
ist structures, characterised by a
rigid technical aesthetic. Because
of their luminosity, they reveal
their strongest effect in darkened
rooms, relating to the ambience
of a techno club, where light ele-
ments often create demarcations
and guide orientation. Clear forms
and bright colours are no less dis-
tinguished in his works Untitled
(montblanc) (2005), which can be
seen in TECHNO WORLDS. The
omission of information, writings
and signals as seen in commer-
cial lightboxes, however, suggests
a socio-critical, anti-capitalist per-
spective, which Pflumm has also
expressed clearly in the creation
of websites such as brutalo.com
and seltsam.com.

(Z& (FEk))
2005
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B’E, HEAARR-EXEBEEMH
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BRE “Elektro” , 3K B335 DJF
7, FHEAX LY. AN, 55
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Department i T—ZAEEMA
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i, SERER—N, EXEBHARE
ERBNRMESREAGD, HITHE
mUEENERSSBREAEEER,
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B-EARTEHERER (RE (B
) mEBEA AR, FRFHLL
i, BXEBAENRNFNHAEER
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UHFEREERELL, hiEdHE
E i [ i} brutalo.com 5 seltsam.com
FUE—FREA,

the art as well as the club context.

Daniel Pflumm, born in Geneva, lives and works in Berlin. He
studied at the Fine Arts Columbia University, New York City and at the
Hochschule der Kiinste, Berlin. Daniel Pflumm became known through
his light-boxes which dissected the logos of brand names, and through
his videoloops which reduced the dramaturgy of TV commercials to
their essentials. He founded a company which was listed under various
names but did not produce anything but self-represenations by logos
and symbols. Pflumm strips media art of its last residues of fragmentary
statements and transforms it into something that can be placed within

[
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Daniel Pflumm, Untitled (montblanc), 2005, courtesy of the artist & Galerie Neu, Berlin —

BER-BXEH, (XT& (BEH) ), 2005, HERRSHAEREREL
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The Timeline of Black
Exodus Technology
2021

The Timeline of Black
Exodus Technology (2021) is an
audiovisual transmission from
the illustrator AbuQadim Haqq
and the rhythm analyst DeForrest
Brown, Jr., conceptualizing
techno artists from Detroit in a
century-spanning, multi-gener-
ational epic tale of mythological
science fiction. Set at the end of
the future, painstakingly detailed
artworks and stereophonic poet-
ics converge in a rhythmic sys-
tem, phasing between moods and
scenarios at varying stages of
the history of Black sonic warfare
and the journey home, expanding
on the world conceived in Haqq’s
30-page art book The Technano-
micron (2008) and graphic novel
The Book of Drexciya (2019) with
Brown, Jr.s book on the history
of techno, Assembling a Black
Counter Culture (2021).

(BABRBAREL)
2021

(ZABHEAREL) hiFE W
MHEftl RESHEIAHERS
B wHl-tEREMNME, 2N
MMIAEE FREERERREER
ABTRERtANRFEEES, #U
WESHOANEFE, EHNELER
B, BEREA “RENRE" HA,
BANARNEERREE. EHFE
MENEEDDRE, EREETTE
AEMIENFRAME, EEAR.
BHBAERTHRRAEZABE (BAL
) (2008) LIRSHMAZENE G N
(EERBELEZH) (2019) hFEN
HRW, HEHRMATARERNLHHAR
EFE(ZR-HEARXE) (2021) F
BEXS5BR,

DeForrest Brown, Jr. is an ex-American theorist, journalist and cu-

=<1

rator. He produces digital audio and extended media as Speaker Music
and is a representative of the Make Techno Black Again campaign. His
work explores the links between the Black experience in industrialised
labor systems and Black innovation in electronic music. On Juneteenth
of 2020, he released the album Black Nationalist Sonic Weaponry on
Planet Mu; Primary Information will publish his first book, Assembling
a Black Counter Culture, in 2021.

AbuQadim Haqq is a Detroit based illustrator, futurist, and the
founder of Third Earth Visual Arts. Haqq’s artworks can be seen all over
the world on classic Detroit Techno record labels such as Transmat and
Underground Resistance. Most recently, he released a 76-page graphic
novel entitled “The Book of Drexciya” that express the Afrofuturist
mythology envisioned by James Stinson and Gerald Donald.

ABUQA
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AbuQadim Haqq, Leo Rodrigues and Hector Rubilar, Timeline of the Black Exodus —

MEEaE-RR, 2R SEERGNERR-SIAR, (EABRKANEL)

BREGS AH_HR—AXERLR, CES5KBA. ftibl Speaker Music i
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R 8IH, 202056 5 190, fiff Planet Muk1T%%E (EARKINERES) ;
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Arts MRISEA, RENERT ZHRAKEARKERREBAT MBS, W
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The Museum of Trance
2021

In music history, trance is
usually described as a particular-
ly German phenomenon within
techno culture. However, the
genre could only emerge as a sin-
gular musical style within specific
intercultural and international
conditions.

Whereas techno referred
more to the industrialised, mech-
anised society as a futuristic ele-
ment, along with the captivating
power of the sound derived from
it, trance focussed on the hypnot-
ic potential of primeval musical
rituals and their continuation in
the musical practices of today’s
indigenous cultures. This fact
must be critically emphasised
in the reception of the genre
within the context of the cultural
appropriation of musical styles.
At the same time, certain ques-
tions arise: To what extent are
rituals of spirituality being lost
in a highly mechanised society?
In what form can music act as a
substitute? Can the use of new
technologies even enable such a
reconquest?

In 2015, the artists Bastian
Hagedorn and Henrike Naumann
opened the Museum of Trance
in Port-au-Prince, Haiti, in which
they exoticised German rave

culture and musealised it as “oth-
er” in Haiti. The new multimedia
work Museum of Trance (2021)
continues these reflections on
spirituality, rave culture, exoticism
and otherness. This video piece
ostensibly follows a young team
of researchers in their redis-
covery of trance culture in and
around Berlin. To reconstruct the
phenomenon, the researchers
use archaeological methods and
practices of reenactment. Using
modern technical equipment, they
attempt to use found objects as
instruments. Captivated by their
findings, they put the pieces of
the puzzle together, extrapolating
a primeval ritual to revive the
spirits of the past. In the video,
the layers become blurred, and
the references overlap. Are the
researchers looking for Germanic
relics and ancient evidence of
the origins of trance, or is this a
reconstruction of the trance of
the 1990s?

Henrike Naumann, born in Zwickau, lives and works in Berlin.

She reflects socio-political problems on the level of interior design and
domestic space and explores antagonistic political beliefs through the
ambivalent aesthetics of personal taste. In her immersive installations
she arranges furniture and home decor into scenographic spaces inter-
spersed with video and sound work. Growing up in Eastern Germany,
Naumann experienced extreme-right ideology as a predominant youth
culture in the 1990s. Therefore, she is interested in the mechanisms of
radicalization and how they are linked to personal experience. Although
rooted in her experiences in Germany, Naumann’s work has addressed
the global connectivity of youth cultures and their role in the process of
cultural othering.

Bastian Hagedorn is an experimental percussionist, drummer and
composer. He graduated from the Alice Salomon University of Applied
Sciences in Berlin with a Bachelor of Arts in Social Work and is current-
ly a touring musician as well as a multimedia artist. His work explores
the potentials of unconventional musical styles — such as noise, gab-
ber, black metal and free improvisation — as a form of artistic language,
as well as the transcendent dimensions of the rhythmic. In his mostly
collaborative installations and performances, he negotiates utopian
and dystopian scenarios of current technological developments with
regard to their effects on socio-cultural phenomena and everyday
rituals. In his output, specific sound design and the use of mechanical
automation amplify the results of his reflections.
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BREARERL I NRELR TR B

), BET A
RERESMHEL
ZEERRH
Ehubishgakd:

EHERENE
&, gENRME
REHEH, X
ARRERIE
MmER, E2il

BEHNER.

Henrike Naumann und Bastian Hagedorn, The Museum of Trance, 2021, mixed media installation, Foto: Nik Matilla; in der Rolle

der Trance-Archéolog*innen:Emilie Palmelund und Jan Baszak — %

ROBHAXERNRRE: LRFWRELESH BFER

FHE-EENETREE (MRIEE) , REFNIHETHEK. BERRRT
SXETANERLRBHSHANE, NRHRUS T ARSEXPEENA LY
AMSWER, ERNAEAREFRT, BRAZESHE, CAXASKERINY
BHENTE, RKTHAENEE, G200 0ERFFTRARERMAERER
BEXHHNE, ZEFRATHRENNSIAZRNXBEA AR, REAUER
BTEENHSER, BENFRRABREITEEXHNBEXARAREEXKbEY

BHFR-MRSBR-MXRITERF. RFSEMZR, EATFRRIRE #R
SEANKAE, RUHSTIFPLE, BMERTRERLSSREZAUE, BN
fERERTERE, NB. RERSARMXSFEELEFRARIENZAEZNEN, B
HERENZNEUMEE, ESHANHRESHHRED, HEHERASRSHS
HRFER, BASTHARRMHAXANGSARNANE W, HPHENETR
HENRADEFRE-SHRETERNREY,
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Morning Has Broken
2001

Morning Has Broken (2001)
resets the utopian idealism of Cat
Stevens’ 1971 titular folk song
into the mourning of the end of
a rave—a subcultural movement
that had been quickly usurped
by the mainstream. The Super 8
film documents exhausted ravers
pouring out of a legally-sanc-
tioned event in Vancouver at the
break of dawn after a night of
music, dancing and drugs. By re-
setting the grainy images of can-
dy ravers within the sentiment of
the dated pop hit, the meaning of
dawn is shifted from the bohemi-
an political ideals of the 1970s to
the hedonistic, techno-utopianism
of the late 1990s rave scene.

Maxwell Stephans

(aame )
2001

(% ) 18 1971 AN BF A
fENFARSHATREERERHARR
HALGHHRE, REABRNZ-HT
Xz, HAERERXLBA. X
BeERRRBFRRTTRENGR:
EEMBRETSRBNERG, HEN
ENRBFEERANS, MEFE-1
AiERAPARTL. FREIHERE
BENERNTASELNATEANG
EHE, BRRNESM1970ERER
KUEANHBEE, ¥ih 1990 FRK
AP ERNEFELERESHR,

E3A TR T

Jeremy Shaw, born in North Vancouver, lives and works in Berlin.

He works in a variety of media to explore altered states and the cultural
and scientific practices that aspire to map transcendental experience.
Often combining and amplifying strategies of verité filmmaking, con-
ceptual art, music video and scientific research, he creates a post-docu-
mentary space that complicates expectations of the moving image as a
form of testimony. Works by Jeremy Shaw are held in public collections
worldwide including the Museum of Modern Art, New York, Centre
Pompidou, Paris, and Tate Modern, London. He has been featured in
international surveys such as the 57th Venice Biennale, and Manifesta
11, Zurich.
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AER-HEEFMEALRE, REFNIETHK, MUSHENRRAE,
REBRHERE, URKBHLAERERNNUSHELE, HEERELRR, W
BER, ERRBESHEMRHTRASEL, EH—# “RER™ TE, MAER
HANHFEEERTENES, Nt RSRANGRE, aRF4ARZ
AEME, BREEHZRPOERAFTRARERE, MNERFES5ESERK
HRE, WESTRARHNERSE 11 ERHSRERANER.

Jeremy Shaw, Morning Has Broken, 2001, Super 8 film to digital video, 3:30 min, with sound, film still, courtesy of the artist, Macaulay Fine Arts.

Vancouver, and KONIG GALERIE, Berlin, London, Seoul — KB ¥4, (##) , 2001, #8
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Occupying
Space in 3 Works

A flag moves from

Latin America to Europe.

A programme disseminatesthe
spaces materialised in video.
A manifesto to be appropriated
individually or collectively.

01/We Want to
Realise our Desires

The flag is a symbol for the
occupation of territory.
This flag is the embodied
territory of our desires.

Our flag is red — with its legs
spread open.

The red cannot be ignored.

The flag is a collective
compilation of the everyday
spectacle, between the absurd
industrialism and the fantastic
realism of the tropics.

It is a love story woven
by many hands, machines
and contradictions.

02 / Programme

This video shows dozens of
places in Sao Paulo where
various editions of independent
electronic parties have been tak-
ing place since 2013. Shut-down
factories used as car parks, de-
teriorated buildings, abandoned
houses, fenced-in public spaces,
walled-off parks... hundreds
of faces of a single command:
real-estate speculation in the
largest city in South America.
The images of these empty
spaces prompt words from the

There have been so many
attempts — by us and by others
— to capture in images what
these independent parties mean.

The red evokes different reactions.

audience and actors in the scene.

03 / Manifest Booty

A printed mural with the graphic
design of MAMBA NEGRA’s
manifesto Poétyko.

A series of hundreds of
posters made in Brazil and
printed in Europe with the aim
of disseminating them throughout
the world.

Absence becomes the engine that
invents the past-present-future.

MAMBA NEGRA is an independent party series founded in May
2013 by women and LGBTQIA+ in the electronic-music scene in Sao
Paulo, Brazil. Over its eight years of existence and resistance, MAMBA
has become a platform that realizes, recognizes and fights for the
activities of women, Black people and LGBTQIA+. Stemming from the
collective have been Radio Virusss (2015), the label MAMBAREC (2016)
and the music group TETO PRETO (2014).
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HERBZELE) , 2021, B, BN, T, BS: XA0-58%, BEHE: OWl-A

Mamba Negra, MO(N)STRA — Space occupation, 2021, poster, flag, video, photo: Julia Thompson. Photo assistant: Marina Lima —
g
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—EERRE T X HAREH,
—BEBIIRAEREMASLNEZE,
—HAH ASERRANES.

o1/ EiEFHHENMERE

EEER, BEMNSTALHES,
EMER, BRENRZFHNKIE

RINWERRIEN—Ta MNEKHA.
TERESERN. A6X RN

EEENZHHARRMNERTE, /&
FRENTUFLSRHENFORALEL
Zil.

BR—-ThF. NH5FEXAMH
HENHE,

02/ it

FHREMTH2013EME, AXRTE
MI OB AT R BREL
FRENEES. RBNRR, TENE
E. #EEEENARSTE, HESEN
RE--E-NNER, EAR-11%
hE: BRRAETREE- B,

MASERNES, ERAREEN
ippc k30

Efi, HEHMA, BSRBHMHRE
EHITRRFEENEN. ARESS,
WERHA “BE-BE—RR" BHH,

03/ BEHK S

EEE (Poétyko) EZMT @it
SHRiEE,

BEKBRACART, ERHMD
B, tiEeKERMERE.

EEER—THEEZRTBFEREMN LS LGBTQIA+#{EF 2013558
MARBIRA AR, EENEREDSHEAD, ZECBERBRA—TRATFLH,
INTHEHaE, ZEARLGBTQIA+BANERENNESL. dizAKGTELNER
B 1 1% Radio Virusss (2015) . |~ ¥ MAMBAREC (2016) il & & 5 Hl{k TETO
PRETO (2014) ,
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Model 500
2019

Model 500 (2019) is a metal
and vinyl sculpture focusing on
music and politics, specifically
on Detroit Techno. The installation
is configured as a 10 x 10 grid in
the guise of an American cross-
word puzzle. However, the black
squares typical of a crossword
puzzle are here replaced with
vintage 1980s Detroit Techno LPs
mounted on the metal plates.
The puzzle is made up of 100
metal plates (32.5 x 32.5 cm each)
strung together like a net.

In the early 1990s, techno
quickly gained popularity in the
Europe before being reimported
back into the US as “European
dance music.” The African-Amer-
ican, Detroit—based origins of
techno are often overlooked. As
noted by Ben Tausig, the music
and the culture of techno reflect
an elaborate artistic and techno-
logical response to the transition
from industrial to post-industrial
world, as well as an innovative
approach to the possibilities of
modern machine technologies
and their application to music.
The artwork resembles a mini-
malist sculpture, an LP display
structure, and a metal fence
or urban barrier but more than
that, it is also functional - it is an
actual solvable crossword puzzle,
created in collaboration with the
crossword puzzle constructor and
music historian Ben Tausig. The
clues are written in black vinyl
directly onto the wall nearby. A
take away of the puzzle is avail-
able to visitors who wish to solve
the puzzle. Answers are available
upon request. The title for the
work refers to the name used
by Techno pioneer Juan Atkins
which in turn is of course
a riff on Ford’s Model-T.

Maryam Jafri is an artist working across media and genres - video,
sculpture, photography, and performance. Her practice is decidedly re-
search-based and interdisciplinary. When delving into a particular topic,
she often examines its historical, political and economic implications,
as well as how it is represented in popular visual culture. Her works
borrow aesthetically from scenography and pop art, while the issues
they raise often concern the insidious relationship between capital and
self-optimization. She holds a BA in English & American Literature from
Brown University, an MA from NYU/Tisch School of The Arts and is a
graduate of the Whitney Museum Independent Study Program.

N
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Maryam Jafri, Model 500, 2019, metal, vinyl LPs, plastic, vinyl text, 685 x 335 cm, installation view at TAXISPALAIS Kunsthalle Tirol, 2019, photo:
Giinter Kresser, courtesy of the artist — BRIH-EXE, (285000 , 2019, &, ERIEH, B8, ZHXF, 685x335E %, H 5 RTAXISPALAISEARREIG, 2019,

BE: BN -REER, AZAKER

(25 500)
2019

fEmmERBR SRR, U
EREBAALES, BEERERRE
BRAR REENLEEEFHEE D
10x10MMIgIER, SEABFTHER
R, Ak ERE 20 42 80 ERE
REREZRERFNE, BREREE
EBlRE, E)HEM100%EERAR
(8RR TH325x325E%) , BH
R,

2042 90 EEH], BREE FHE
MERH, BEX{ER “BHNSH" Ef
FEE, A, AEE2ARRESR
EETXEHZEA RETEHEX-F
L, F-WAREL, gRESREREX
KREsmZRAMSRAY, AETM
Td#emRTLHRNER, AREE
THAMEHERR T RE TS RhE
RRERE, {Em 0o B EE OA IR e SRR
B, NEERBRETE. £REESH
hRfEH. HnzREFHEYE, B
kg 2RI LHRENEFRE,
HZARSHEFHERHER, SREY
RE-BAREARE, BEAZOHE

fERMEEENATE, MATERER
&, MESE, FARNEE, (fmid
BRTERESREBNR- AEEHMN
% “Model 500" , fii%it &% e N
{74545 Model-T35 %,

BmEB RXER-UBRNEAR, SREG. BE. BRESTHER. #H
ZAZHUMAARR, AAHENBZHMR, ARIHELEN, BEALRER
RERNAE. BWASEKEN, URETEEARARXAPNERLR, HBfEm
AXFPLEETRARRASHEZR, RUNAEERETASSARMEZANET
*B, BXERGRMAPRESXANFFLR, AOXERERZAZRMLE

fii, #EMFERRXABRUIARLIE
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Sesasedi sa Tsodioi'
2021

A fugitive runs from both

a ghost and “maphodisa

a Lebowa’? (as written by
harepa® player Johannes
Mokgwadi in 1974). Tsodio*
runs to “Gauteng ma®

phutha ditshaba” . Before

we ask why, what if Tsodio

is fleeing from neither

the ghost nor the police? Mams,
Maftown and Ndofaya narrates...

This essayistic video on
the DNA of kwaito music and its
multiple umbilical cords searches
for and celebrates the musicality
of leleme la MaAfrika — sonic
and phonetic aesthetics of Black
world-making. The character of
Tsodio as lyrical fiction/mythol-
ogy travels through orature and
storytelling in Black musical
and sonic histories of the past,
present and future. Traveling ban-
ners, thinking and sounding with
three locations — Meadowlands,
Mamelodi and Mahikeng — serve
as backdrops for oral histories
with “people as libraries” on site.
These situated, lens-based per-
formative conversations intersect
and coalesce with vignettes of
an unfolding score grounded in
Ndofaya, Mams and Maftown®.

What if street names
could chorus? Could sound? A
gusheshe’ could see? Mountains
could witness? Dams could heal?
Static and strategic — as situated
optic performances — could
banners sound out narratives
of movement and biographies,
conquest and naming, defeat
and reclamation, defiance and
ancestry? From the ground to the
sound, from the song and back to
the streets, this essayistic video
borrows from the Tsodio narrative
to manifest visual musicking
objects of mmino wa setso; music
of botho®, music of the people,
cultural music, Black music, a
world-making sound — usually
referred to as “traditional music”.

Meadowlands, Mamelodi
and Mahikeng coalesce in a
temporal proximity in a situated,
lens-based performance through
Tsodio, a symbolic sonic and
visual cartography of Ndofaya,

Mams and Maftown. The visuals in
this video essay sound kwaito’s
foundational signature, along with
its influences and conversations
with Black family music — mmino
wa setso. Kwaito and techno, or
Africa and its diaspora, elucidate
the human-object-spirit form in
mmino wa setso and how the
collusion creates what we get to
call “music”.

Expounding the poetics
of the late Keorapetse Kgositsile,
Uhuru Phalafala (2016) writes, “...
language is an active agent to
signal movement and continuity
in spatiality, bringing difference in
relation through a lively enfolding
process interweaving Africa
on the continent with Africa in
America [...] and past, present
and future” (p. 20). Ndofaya, Mams
and Maftown are characters in
this video for their contributions
to a South African sonic history
— oralities, linguistics, phonetics,
musics — as well as their political
narratives and historiographies.
Ndofaya, Mams and Maftown
share a history of migration
through forced removals and
defiance that is linked to, but not
necessarily the cause of, their
various cultural innovations. They
also have a relationship with the
Southern African region, the rest
of the African continent, its dias-
pora and back to Johannesburg.

1. Tsodio’s whirlwind.

2. Refers to the police of former
homeland Lebowa, now the
Limpopo province of South
Africa.

3. Harepa — also known as
dipela or the Pedi traditional
harp — is an adaptation of the
German autoharp, retuned
and played by artists de-
scending from the Limpopo
province of South Africa in-
cluding Johannes Mokgwadi,
Ernest Rammutla and Elijah
Ndlovu in a genre called
dipela. Mokgwadi is a first in
the genre to mainstream the
song “Tsodio”, originally as a
theme song for a radio drama
for the former Radio Lebowa.

4. Tsodio, a pursued and haunt-
ed character who murdered
his uncle appears in mmino
wa setso repertoire, and
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1974 WA HI) Fhkb, it

RUAECREDXRCEERRE” .

ERNIRERZH, NRHBRLBN

ig, FRAAGLRAEHE B

i, SXANBSALEE -

BHLNETUSERAERMESH
“BR" 4%, BHlARNARLES,
NEF—RETNSERE. FRHBT
HHRE “EMMES/EX” (leleme
la MaAfrika) —BIEAH R ERHH
AESEMEY, “HaR” ffA—1A
EUMEN/MEIAY, FOTEAER
5R8ERNBE, NESKE, @30k
S5E4NERHER, RHNERESRS
2, SERRNSEE M ZEST.
BE5%AE, N ANEHBE" HORM
PhER, BA-ZIERRENHUR
LhEMME. BT RAIENRE,
fEEGRAR—ERHERANFE —
HREHRTESET (B224) . 88
0 (Dig%i) 53%% (3%F) %

MEHEMEFHRBAE? EBE
B BASEBERT? HlskE i
AMEBTE? PHLEMXAEERY
B—ERREERPNARKRE —&
FuEW-—HmXFRDEES. TIRSH
% XMEHE, RESDRERNN
5 MNEwEEN, NREBEDEE,
RPLXBEBHEGRNNE, 2NH
EHLESF (mmino wa setso) 1%
ki “E5l° HE, XR-METH
ft (Botho) °, ETAR. EFXH. B
FEANESF, —WHACHRANES, M
RbRHBEREAD “BRAER .

B3z%. BNRLS5DFEE-
Aptm, NRELABANEED, &
HEARNASHLETRA-HER, ¥
GRM—MEAENEEESNRNE, #
REDSET, BRISDXANTES
B, ZHPNARTEREESRREE R

WEEMRIE, tEETESRARER
F—EHLESE —ZANEMER
B, sRES%RE, ARFNSEBE
W, ARBRTENLESE “A-N-
R MRS, URRMLENEEHEN
Hzh ‘85" WK,
EERBEFANRRE B EF
FRBFRELE, SHE THEH
(2016) 53 “EER— T LA MEED
BIRN, BERETAPHADSER,
ERERENRZZP, BENKMNE
HEXHARBENBRZR, HHEd
, BESARBITRE (F20]) ,
RS, SBHURDIXEFNZH
BEE, EfARBNAERBIGRZ
g, BFENERESENEINSE
RR—EAZAREY, ES5E BT
S5EREHR—FANORERFENRR
RESL¥HE, BSHET. EBH5D
KERZ-REBRHTES RS AL EN
Eht, REHLSENEFEHXLY
WESHX, MHEHE-RE, SHF
M, Ef5ABENLR. BIENK
B FHSEREURAENGEEZE,
BREERMERANXZRE,

1. EdR 7k,

2. ENREENXEFHENERS
I, ZORBMABEEN RS,

FHE (LebowaRHEMHERS
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into mainstream circulation
through Johannes Mokgwadi
(1974), Paulina Mphoka (date
unknown), Joe Shirimani
(1998) and Lebo Mathosa,
(1999). The Tsodio narrative as
circulated in song is long and
traverses popular and subver-
sive genres (includes the 2012
rendition by Thath’i Cover
Okestra Vol. 2, curated by

8. Botho — Sesotho for “African
humanness”, popularly known|
as Ubuntu — is used here
interchangeably to refer to
music of “the people”, the
collective noun for Black peo-
ple. As such, mmino wa setso
escapes and eschews catego-
ries such as “traditional” and
“world” or even “indigenous”
and “folk”.

Malose Malahlela and me, per-
formed and recorded at Guga
‘Sthebe, Langa, Cape Town)
up to the 2020 amapiano treat-
ment by The Trybe (who write
the name as “Tsodiyo”). The
lyrics in the version by Penene
The Vocalist (2020) locate a
“mask-wearing, sanitising”
Tsodio in “Pitori” (Pretoria,
now Tshwane, the capital city
of South Africa located in the
province of Gauteng).

5. The province of Gauteng
— Sesotho for “the place of
gold”, and a centre of labour
migration — is referred to here

s “a refuge for nations”.

6. Referring respectively to
Meadowlands, Mamelodi and
Mahikeng as renamed by
the residents. The practice
of renaming — as can be
observed in the harp — harepa
or Gusheshe (BMW 325i) is
critical in sonic and phonetic
world-making practices of
Southern Africa as not only
a mark of resistance but also
imagination.

7. Gusheshe is the nickname
given to the BMW 325i by
Black South Africans.

Rangoato Hlasane, born in Polokwane, lives and works in Johan-
nesburg. He is co-founder and co-director (2008 to present) of Keleketla!
Library (Vera List Prize in Art and Politics, 2014) and lecturer in Fine Art,
University of the Witwatersrand, Wits School of Arts (2013 - present).

He has published texts in various journals and books, the most re-
cent being the book chapter ‘Dangerous Combinations and Skeem Sam
Foundations: The Most Beautiful Black City in Africa?’ appears in Ten
Cities: Clubbing in Nairobi, Cairo, Kyiv, Johannesburg, Berlin, Naples,
Luanda, Lagos, Bristol, Lisbon 1960 — March 2020 (Spector Books). In
2018, as part of Keleketla! Library, he co-led a collaborative expansive
exhibition, two night concert of Thath’i Cover Okestra Vol. 5, club night
seminar, gatefold vinyl and education programme titled ‘17 July to 12
September 1977. Lebo Mathosa is born. Steve Biko is assassinated’
as part of the 10th Berlin Biennale of Contemporary Art at HAU2 &

Club YAAM in Berlin. This was followed up by the cultural production
and transcontinental studio album ‘Keleketla!’ by Ahead Of Our Times,
London in 2020. Rangoato is an active member of the ARAC (Another

Roadmap for Arts Education Africa Cluster).
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R (dipela) : EE¥MUREF
Xa%k, ARAMEREER, KHK
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A%,

4. BERZ-IMHIEEHMNAR
MAM. HEXZACHAN, FEAL
EEFNERARRHETEELM, HiE
BZAROBAL- ERME (1974) |
RUB-BEE (ERFE) . 758
3 (1998) IR EE- I (1999)
RiSEERNEREE. URBEAR
EREERNREREEKR, BETFR

HRRBREE “TEHET (Pitori,
DEESELERELE) .

5. RBE—BRHERH “HEd2
W, BETEMEMSD, iR “—
P RIEREER .

6. RAE/=5 %, TFEEN
e, XEHEMERENA B,
ENGEMTE —WME ‘HES
(Gusheshe Bl £ 3 325i) MR 2%
(harepa) mfiaI R, REENRHEIE
HEEBENNESSESHRENTRE
HAFXREY, EFNEERNGE,
bRESHNENR,

7. “%&%€” (Gusheshe) B/
F2ABGLATT 325 MR, BEAT
EuiBRNES.

8. 4 (Botho) — E & &
ER“EHALY , BRERASHE
(Ubuntu) TEHRMER, KRARER
“ARMESR" , IEABGNERS
K, Bit, FHLIESFEUHRET

EMER” HRER, HEH
17 “Rill” ¥5%.

ROSEXHEFRY (BiF20125FH
Thath’i Cover Okestra Vol. 2 & &k
K, GRAMSER.SHENS=LR
R-HuEREN, ERESHEMENE
m-HEAXEPOELFRN) , —B
52020, BERMKVRE, SFE
“BE UMBETENREEIHE
M (IKEFEE “Hay”) .
ERFMAN- 2 X ERIGE (2020) 1k
wHEEAD, R1© ‘BEA. #RETH

MEMA-HUFRHETEARA, DERSTIMHTHBNNE, R
Keleketla! Library MBS 8It ARBSEE (2008 £ 54, G 2014 F Vera List
ZR5HAR) , HE 2013 FRBEAFARHZEXZHM,

HESTHANPRELEREINE, BEN-RHEET (BRAES5 Skeem
SamE&a: FHRERNEAEG? ) WRTF (+EHH: 19605FF 20205 3R
REFDXE—RTE FS. BH. HDGNRE. 0K, BRGH. SRk, g
B, %RERHER, BHi%k) (Spector Books) . 20184, {7 Keleketla! Library
B—85, hEMEAHEST P ARBERRE, Hb S Thath'i Cover Okestra
Vol. SHIAME R4, BEBREML, FRERURAERE, &k (1977578
17HE9F 120: R SHFERE, $HXLHEBE) , ZREAETEAHK
LR ZAMERE HAU25 Club YAAMBSET 2 —. HifG, 85T {65 Ahead Of
Our Times 2020 EH HMEH XX AR REEEE ( Keleketla!) , ZXFHBR

U & Rangoato Hlasane, Sesasedi sa Tsodio, 2021, Foto: Bongani Mndaweni —
MXmE-#iiFEn, (EaRzE) , 2021, B, B8, §5, 165038, B2 BNE-BARRN

‘REEABERAEENER " WEKA R,
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Objects and Bodies
2020

Objects and Bodies (2020)
is a minimal gesture of maximum
projection. A pulse is created
from a low frequency oscilator,
an electro dynamical exciter adds
vibration to the surface of a cym-
bal, Hand-blown glass resonators
transform the sound.

The signal is sent through a
modular system and executed by
clock drivers while the visual el-
ements are created by a group of
video synthesizers, transferred to
monitors. Bright synthetic colours
cover the screens. For Robert
Lippok, this is the way the soul of
techno is reproduced, from these
essential means and deliberately
evading the use of a computer.

Spatially, the piece evokes
its environmental structure, while
the continuous rhythm generated
from minimal loops gives rise to
an undoubtedly corporeal expe-
rience, eroding the space around
us. For the artist, Objects and
Bodies is a joyful and straightfor-
ward statement about his sincere
and profound experiences with
techno. The piece makes us feel
the complexity of techno, the
spatial sense of sound that not
only highlights the experimental,
the anonymous, the underground,
or the artistic side of techno, but
also its transcendence.

Repetition and simplicity are
the essence of techno, as well as,
Object and Bodies’s soul. In his
book Schleifen. Zur Geschichte
und Asthetik des Loops (2015)
Tilman Baumgartel explains that,
by making the moment repeatable,
loops oppose the passage of time

with a non-linear alternative. While
on the one hand pleasure be-
comes tediousness, at the same
time transcendence emerges
from boredom. Repetitive sounds,
smoke and movement have been
the recipe for transcendence from
time immemorial. Clubs can be,
why not, spiritual places. Clubbing
has multifarious layers. They
are places in which to relate, in
which one could feel other bodies
around and communicate. A
dance floor is place where many
things can happen. One comes
closer to oneself, cutting off from
everything that disturbs us in
society. Dance floor could be a
place to generate seed of change,
a place for revolution. As it
happened already in the 90s in the
underground Berlin club scene.

Object and Bodies reminds
us the total variance of time, the
understanding of experimenting
with loops —both visually and
sonically— as an artistic process
and as a stepping-stone towards
the implementation of the current
culture of repetition. With its
techno-induced blissful, simple,
ecstatic and repetitive rhythm,
it becomes the clock that brings
us to the past, to the beginnings.
An opportunity to really find
time and space to reflect on the
developments and forces that
shaped techno culture from the
1990s up to today. And it has the
potential to make us feel empow-
ered for transformation. Object
and Bodies is a simple gesture of
maximum transcendence.

Maria Muhoz

Robert Lippok is a musician and visual artist. He is a member of the
curatorial board at the Spatial Sound Institute, Budapest and a visiting

lecturer at NYU Berlin. In 1983, Robert Lippok and his brother Ronald Lip-
pok founded the Berlin band Ornament und Verbrechen. In the 90s, they
worked with the Diisseldorf musician Stefan Schneider as To Rococo Rot,
releasing on Fat Cat, City Slang, Warp, Sub Rosa, and other labels. Since
2001, Lippok has stayed active with solo projects on raster-noton and
raster-media. As a visual artist, he deals with movement, spatial sound
and architecture. His recent works include nx (Festival of Futures Nows,
Neue Nationalgalerie Berlin, 2014), Seven Movements for an Autopoietic
Maschine (nGbK Berlin, 2019), Non-Face with Lucas Gutierrez (The New
Infinity, Berliner Festspiele, 2019), the soundtrack to the video installation
Towards No Earthly Pole by Julian Charriére (MASI Lugano, 2019), and the
performance Songs of the Transindigenous Assembly with Joulia Strauss
(Down to Earth, Gropius Bau, Berlin, 2020).
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U Robert Lippok, Objects and Bodies, 2020, sound modules, video synthesizer, cymbals, hand-blown resonators, loudspeakers
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systematics [n°2-16]
2014

systematics [n°2-17]
2014

Ryo0ji Ikeda was already
an acclaimed electronic music
producer and popular techno DJ
before working with visual media.
Just as in his musical output,
the Japanese artist focusses his
visual works on the technologi-
cal-structural aspects of various
scientific fields, from medicine
to astronomy to basic research
in physics. lkeda is regarded as
an important figure in bringing
together visual and musical phe-
nomena. His installations and live
sets combine the two disciplines
in a unique way, often making
use of the semiotic systems of
technical visual languages as well
as their mathematical precision

lkeda’s Systematics is a
group of works based on compo-
nents of reels taken from an IBM
computer from the mid-20th cen-
tury. These punched cards were
once used by the U.S. Department
of Defence. llluminated from be-
hind and presented as lightboxes,
they resemble technoid, construc-
tivist compositions or minimalist
works. Systematics represents
various aspects of human
development, the acceleration
inherent to the computer age, the
abstraction of information, and
the alignment of human existence
with technological processes.

Ry0ji Ikeda, born in Gifu, lives and works in Paris and Kyoto. As an
electronic composer and visual artist Ryoji Ikeda focuses on the essen-
tial characteristics of sound itself and that of visuals as light by means
of both mathematical precision and mathematical aesthetics. Ryoji lkeda
has gained a reputation as an international artist working convincingly
across both visual and sonic media. He elaborately orchestrates sound,
visuals, materials, physical phenomena and mathematical notions into
immersive live performances and installations. Alongside pure musical
activity, Ryoji lkeda has been working on long-term projects through live
performances, installations, books and CD’s.
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Ry®oji Ikeda, systematics [n°2-16], 2014, punched tape for vintage computers, acrylic panels, stainless steel, 115 x 220 x 16mm, photo: Takeshi Asano
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All You Can Feel
2013

Since the 1950s, we in the
Western world have increasingly
come to understand our most
intimate desires and experiences
as the products of a so-called
“chemical self”. We are able to
explain moods and diseases both
physiologically and psycholog-
ically through an imbalance of
substances in the body. In her
book Synthetic Worlds, Esther
Leslie describes how pharmacy
and photography have been
closely linked and intertwined
since their industrial birth.

For the work All You Can
Feel (2013), liquified pharmaceuti-
cals, synthetically produced bodi-
ly substances and illegal drugs

have been placed on the sensitive
side of a photographic negative.
After a few days or weeks, the
resulting chemical interaction
between the photo-emulsion and
the substance becomes visible,
which then gets enlarged in the
darkroom. By integrating the
pharmaceuticals into the photo-
graphic process, they are used
as an alternative exposure meth-
od. The substances “hack” the
system of the negative by attack-
ing its surface and getting deep
into its structure, revealing them-
selves as a kind of portrait. In All
You Can Feel, the possibilities of
photography are explored at the
frontiers of what can be portrayed
visually — the interface between
representation and reality.

Sarah Ancelle Schénfeld, lives and works in Berlin. Based on the
assumption that our western liberal understanding of the world is not
sufficient to cope with the ever increasing global accumulation of prob-
lems, Sarah Ancelle Schonfeld continuously designs various mysterious
laboratories and treatments, in which solutions, healing and meaning are
attempted to be generated anew with the most diverse radically interdisci-
plinary methods. Sarah Ancelle Schoénfeld is jestingly looking for relevant
updates of so called folk wisdoms. Her labs materialize through installa-
tions, performances, sculptures, instruments, photographs and collages.
She includes approaches from various fields in her practice like science,
religion, mythology, magic and technology. She investigates different
kinds of knowledge- and truth-production which constitute, control and
reproduce the human self and the agreement called ‘reality’ in our world.
Her works have been shown at numerous solo and group exhibitions
including Berghain/Boros Collection, Strasbourg Biennale, Staatliche
Kunsthalle Baden-Baden, MAK Wien/ Vienna Biennale, among others.

D Sarah Schoénfeld, All You Can Feel/ Planets, Dopamine, 2013, dopamine on photo negative, enlarged as C-Print, 70 x 70 cm —
BH-EBERE, (BRERRAN-/GE, SCK) , 2013, SERER, ¥BRANDER, 70x70EX
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Sarah Schénfeld, All You Can Feel/ Planets, Valium, 2013, valium on photo negative, enlarged as C-Print, 70 x 70 cm —

B 2BERE, (MARERIN-/GE, RE) , 2013, RENER, FEHARDER, 70x70EX
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Hydra Decapita
2010

The first installment in a
trilogy of film essays, Hydra De-
capita (2010) uses the imaginary
world in the concept albums of
Detroit based techno duo Drexci-
ya to comment on globalisation ,
capitalism and climate change.

‘Drexciya’ is an underwater
country populated by the unborn
children of pregnant women
thrown overboard during the mid-
dle-passage of slave ships across
the Atlantic. In this world a new
species has evolved through the
children who survived, breathing
and living underwater as they did
in the womb. The constellation
of historical and present day ep-
isodes within the essay explores
the relationship between finance,
death, abstraction and language.

WORLDS
(hxeHE)

2010

fEREX R = BHNERER, (h
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The Otolith Group was founded by Anjalika Sagar and Kodwo Eshun
in London in 2002. Its work is research based and spans the moving
image, audio, performance, installation, and curation. It incorporates
film making and post-lens-based essayistic aesthetics that explore the
temporal anomalies, anthropic inversions, and synthetic alienation of
the posthuman, the inhuman, the non-human, and the complexity of the
environmental conditions of life we all face. Approaching curation as an
artistic practice of building intergenerational and cross-cultural platforms,
the collective has been influential in critically introducing particular works
of artists such as Chris Marker, Harun Farocki, Anand Patwardhan, Etel
Adnan, Black Audio Film Collective, Sue Clayton, Mani Kaul, Peter Wat-
kins, and Chimurenga in the UK, US, Europe, and Lebanon.
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The Otolith Group, Hydra Decapita, 2010, Colour, Stereo, 31 min, video still, courtesy of The Otolith Group and LUX, London —

BRI, (hXREE) , 2010, &, LfkE, 3157, W56, AERMSEHLUXELR

» W =




33

TECHNO
WORLDS

[
[

MASKIROVKA
2017

Tobias Zielony’s work
Maskirovka produced in Ukraine
between 2016 and 2017 focuses
on the underground queer and
techno scene in Kyiv in the after-
math of the 2013 revolution. The
term ‘maskirovka’ describes a tra-
dition of Russian warfare tactics
of deception. The so called “green
men” that occupied Crimea
and helped pro-russian forces
in Eastern Ukraine were in fact
Russian special forces wearing
face masks to hide their identities
and starting a hybrid war that
was never officially declared. The
recent political developments as
well as the Russian interference
into the country’s internal affairs
could be seen as sad travesty in
which everything is possible but
nothing seems to be real. All lev-
els of life are compromised into a
situation in which there is no right
or wrong anymore.

In addition to the forty-two
photographs in the Maskirovka
series, 10 of which are being
shown in the TECHNO WORLDS
exhibition, Tobias Zielony s stay
in Kyiv resulted in an animated
film with the same title for which
Zielony assembled 5,400 indi-
vidual images from his camera.
Pictures from the club, from
the street, from Maidan and the
many news reports about Kyiv
and the action on the frontline,
captured on television screens.
The film is divided into two visual
planes for its entire duration,
alternating between them five
times per second. Intercutting

the memory of pictures that have
only just faded away with new
ones pressing in on the viewer,
the stroboscopic flickering
image weaves a nervous quilt of
short-lived impressions. It is the
culmination of Tobias Zielony’s
contemporary narrative on the
many-faced reality of Ukraine
today and the conflicting claims
of diverse actors struggling to
occupy the country’s contested
symbolic and political space and
dominate its representation. Pic-
tures, suggestions, masquerade
are part and parcel of war. And,
no less importantly, of peaceful
resistance.

Tobias Zielony, born in Wuppertal lives and works in Berlin. He
studied Documentary Photography at the University of Wales, Newport
and artistic photography at the Academy of Fine Arts Leipzig. Tobias
Zielony is known for his photographic depiction of youth culture. For his
first book project “Behind the Block” (2004) he extended his research to
a total of four European cities to observe adolescents in public spaces
often during night times. Themes and social realities his research touch-
es upon include structural change, migration and drug abuse, as well as
sexwork. His critical approach to documentarism manifests in a specific
aesthetic and relationship with fiction. People are often portrayed in
a casual fashion that is sensitive of the visual language, gestures and
poses a person uses to set their stage. His work “The Citizen” was
shown at the 56th Venice Biennale. He had group shows for example
at Bozar Center for Fine Arts, Brussels (2015) and the 1st Riga Biennial
(2018) and solo shows at the Philadelphia Museum of Art (2011) and
Folkwang Museum Essen (2021).
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Tobias Zielony, Velvet, 2017, courtesy of the artist and KOW, Berlin —
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The final installment in
Cokes’ Pop Manifesto series, 7/
takes a stroll through the artist’s
music collection, presenting
the titles of 100 recent albums
released over a five year period.
This annotated discography is
paired with excerpts from an
essay by critic Christoph Cox
discussing rock music’s forms
and ideological premises, all laid
over an appropriated vintage
documentary explaining how to
project a film. Writes Cokes: “One
could read the film projectionist
as an amusing metaphor for
contemporary art and music
practice. Often in today’s ‘digital
age, a hybrid model of cultural
consumer and producer, like the
DJ, VJ, or ‘laptop’ electronic musi-
cian, displaces the traditional role
of artistmusician.”

Tony Cokes lives and works in Providence, Rhode Island, where
he serves as Professor in the Department of Modern Culture and Media
at Brown University. An alumnus of the Whitney Museum Independent
Study Program, Cokes has additionally received grants and fellowships
from the Rockefeller Foundation, John Simon Guggenheim Memorial
Foundation, National Endowment for the Arts, New York State Council
for the Arts, New York Foundation for the Arts, and the Getty Research
Institute. Recent solo exhibitions and screenings have taken place at
the Carpenter Center for the Visual Arts, Harvard University, Cambridge,
Massachusetts; Goldsmiths Centre for Contemporary Art, London; The
Shed, New York; Tate, London; Hannah Hoffman, Los Angeles; REDCAT,
Los Angeles; and Greene Naftali, New York. Tony Cokes makes video
and installation projects that reframe appropriated texts to reflect upon
capitalism, subjectivity, knowledge and pleasure.

Tony Cokes, 1!, 2004, video, colour, sound, 24:19 min, video still, Courtesy of the artist, Greene Naftali, New York, Hannah Hoffman, Los Angeles,
and Electronic Arts Intermix, New York. — B -85, (1') , 2004, 8:@i#, ¥, ¥&, 55, 242198, A5HM, MAZAR. AHRAK- HEEHEE,
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Timeline of a Raver
(extract from A Life
of Subversive Joy)
2020

With Timeline of a Raver
(2020), Vinca Petersen presents
a seven-metre-long excerpt
from her installation A Life of
Subversive Joy (2019), composed
of hundreds of telling photos and
found objects from the artist’s
life, from raves to road trips and
organising humanitarian projects.

The story begins in the
ecstatic ascent of rave parties
in the early 1990s, which were
integral to the development of
techno culture. With an emphasis
on hedonistic collectivity and
gender empowerment, the ideol-
ogy of raves were clearly at odds
with the contemporary policies
of the British government under
Margaret Thatcher and their con-
cepts of morality and family. This
section of the work chronicles
Vinca Petersen’s journey from
squatting in London and raving
every weekend to buying her own
van and driving to continental
Europe, where she lived on the
road for more than a decade. In
her travels, she joined up with
various loose groups of nomadic
music-makers, putting on illegal
raves in fields and warehouses
everywhere from Portugal to
the Czech Republic. The piece
provides parallel timelines of
her personal life in rave and the
progression of the free party

movement itself. Her camera was
an ever-present companion. “It’s
a way of recording memories,”
she explains. “l remember the
things | experience very visually.”
The combination of 6x4
prints and other collected printed
matter plus Petersen’s own words
from the time gives the feel of an
elaborate diary or family photo
album. The timeline is about
capturing moments of joy, but it
not just about nostalgia. It aims
to create a sense of yearning
for more of these joyful and
subversive moments of freedom,
togetherness and play in all of our
lives. The strongest sensation a
viewer feels is one of connection
with the artist, with the story of
Petersen’s life acting as a mirror
into their own.

1980s/early 1990s.

Vinca Petersen lives in Ramsgate. At the age of 17, she moved
from her childhood home in Kent to London, ostensibly to go to art
school but actually living in squats, working as a model on the edgier
fringes of the music and fashion scene, and getting swept up into the
rave/free party scene that was blossoming across the UK in the late

As this scene became contained and commercialised, its more
extreme elements were pushed back into the margins and Petersen
left the UK to join her friends on the road across Europe, living in
buses and vans and putting on free parties across the continent. Her
work often explores the theme of collective joy, something she feels has
too few outlets in contemporary life. When there are so few communal
public spaces, gathering together to reclaim these spaces can itself
be a courageous, radical act of defiance. Her alter-egos Art Nurse+ and
Dr Joy bring joy and playfulness into staid and over-serious art events.
She often creates spaces in which people can relax together, or ‘social
sculptures’ in which people can enjoy interacting with each other. Her
work has been shown at Tate Modern, Saatchi Gallery and the Turner
Contemporary, and she is in the permanent collection at the V&A
Museum and the Monsoon Collection.
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Vinca Petersen, Paula Sunrise, 1997 © Vinca Petersen —
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Macromolecule Exploiting
some Biological Target
2021

In her works, sculptor
Zuzanna Czebatul deconstructs
the properties of materials and
cultural symbols, exposing
their underlying meanings. As
a raver, bouncer and DJ herself,
Czebatul has been an active part
of Berlin’s club culture, drawing
inspiration from the connections
between pop culture, individual
freedoms and social ideologies.
For TECHNO WORLDS, the artist
has designed an oversized, ven-
om-green ecstasy tablet with the
words “Rush” and “Revolution”
stamped on its sides.

Czebatul’s hyperreal, air-
filled sculpture “Macromolecule
Exploiting some Biological
Target” (2021) functions as a
humorous as well as reflective
monument to rave culture,
especially that of the 1980s and
1990s. Driven by a generation that
had already been socialised with
lifestyle drugs thanks to the phar-
maceutical industry, the synthet-
ically produced, empathogenic
drug MDMA, or ecstasy, enjoyed
particularly great popularity in the
clubs due to its disinhibiting and
energising effects. The two terms
used, “rush” and “revolution”, re-
fer to the poles of the movement
at the time, interpreting its social
background. The trend of modern
pharmaceutical products such
as the birth-control pill, antide-
pressants and Valium is closely
linked to the evolution towards a
meritocracy, along with potential
for acceleration and stress: the
individual as part of a globalised

world dominated by capital
escapes from everyday life into
collective timelessness and hedo-
nistic rebellion. At the same time,
the scene was characterised by

a spirit of optimism and hope for
technological progress and social
transformation. The euphoria that
makes ravers linger on the dance
floor remains an expression of
their non-conformist way of life,
and of the club as a place of lived
social utopia. Music, drugs and
ravers still combine to form the
iconic resonating bodies that are
part of the collective memory of
the techno movement.

The twist of acceleration and
transformation is taken up for-
mally by the typefaces Czebatul
uses: “Rush” seems to stretch
forward and take up space, while
“Revolution” is wound in a circle,
with such large letters that the
word is nearly unrecognisable.

In her work, the artist succeeds

in visualising the dichotomy of
1990s club culture along with

its seductive power. There’s still

a persistent longing for those
community-building clubbing
moments today, but the hope for
a sweeping social revolution has
been dashed. Instead, small-scale
utopias have formed in club
spaces in recent years, defined
by differentiated music genres,
discourse on digital technologies
and the conquest of unrestricted
spaces that remain in urban ar-
eas. Here is where the subversive
power of techno can still be found
in the practices, aesthetics and a
future-oriented desire for change.

Zuzanna Czebatul, born in Miedzyrzecz lives and works in Berlin.
She graduated from the Stadelschule Frankfurt a.M. and later attended
the MFA Program at Hunter College, New York as Fulbright Fellow. In
her work, Zuzanna Czebatul examines power relations through artefacts
and décor, and thus the structures and aesthetics of power embedded
in political ideologies. As a sculptor, Zuzanna Czebatul concentrates
on the visual seductiveness of contemporary and archaic objects and
architectural elements, as well as the language of interior and graphic
design. Using comparative methodology, the artist reveals the kinships
and conflicts between them. Her work is influenced by the aesthetics of
ancient sculptures, modern forms of display, as well as the club culture
of the nineties. Zuzanna Czebatul had solo exhibitions at sans titre,
Paris; CAC Synagogue de Delme; GGM1 Municipal Gallery Gdansk;
CCA FUTURA Prague; CCA Zamek Ujazdowski Warsaw; and MINI/
Goethe-Institut Curatorial Residencies Ludlow 38, NYC.
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Zuzanna Czebatul, Macromolecule Exploiting some Biological Target, 2021, polyester, digital print on nylon, photo: Bert Heinzimeier. Courtesy of the artist —
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Dancingis rhe which were published beyond Ger-
warmesr Jacker many’s borders in the USA, Japan,
Original Rave Fashion Hungary, Switzerland and Austria,
and Clubwear as well as show the graphical genesis and
Techno Magazines from development of media designed
the Nineties, curated by techno fans, also bearing wit-
by Kerstin Greiner, ness to progressive mechanisa-
with Susann Seyfried tion, an irrepressible will to create

and boundless devotion to techno
For the exhibition TECHNO music and the scene.

WORLDS, Kerstin Greiner has
curated original techno fashion
and media from the 1990s techno
scene in Germany. To do this, the
former rave organiser and edito-
rial director of the techno fanzine
Der Partysan searched through
numerous cellars and warehous-
es with former companions, bor-
rowing from fashion archives and
former owners of rave fashion
and clubwear labels. Thirty lend-
ers from Berlin, Munich, Frankfurt,
Offenbach, Hamburg and Mann-
heim provided shoes, trousers,
jackets and T-shirts from the
nineties for four »ravers«, life-size
figures styled in original nineties
fashion in transparent “barrels”
hanging from the ceiling. The
“barrels” evoke time capsules or
the »Beam me up, Scotty« trans-
porter from the science fiction
series Star Trek — a little reference
to the techno scene’s affinity for
technology and the future — but
also of shower curtains, as a
reminiscence of clubs and raves,
where it was always cramped,
sweaty and hot.

The clothes, which are up to
30 years old, were mostly worn at
raves and in clubs by passionate
techno lovers, and some of them
have attained cult status.

The curated techno fanzines
from the early nineties, some of

Kerstin Greiner is a co-founder of the Partysanen (“Partysans”),
a Munich techno event producer and DJ booking agency, and co-pub-
lished Partysan starting in 1994. Partysan was the first techno fanzine
in A6 format in Germany. Through a franchise system, the Partysanen
expanded the zine’s circulation to 14 issues across ten countries. The
crew organised events like Rave on Snow, Rave & Cruise, Sunflower
Festival, Thaibreak. Greiner was the editorial director of the Munich
edition of Partysan for several years. This overlapped with her time
studying communication sciences, sociology and psychology at the
Ludwig Maximilian University in Munich, completed with her master’s
thesis: “Fanzines in the Techno Scene — Market, Production, Audience.”
Today, she is an editor at Stiddeutsche Zeitung Magazin and lives
in Berlin. Her reportages have received various awards such as the
Deutscher Journalistenpreis, the Deutscher Sozialpreis and the Em-
ma-Journalistinnen-Preis.
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Oz
2022

In the 16th anniversary
of the birth of her first avatar,
China Tracy, Cao Fei built a
brand-new avatar called “Oz” for
the Metaverse. The name “Oz” is
derived from The Wizard of Oz fic-
titious nation of Oz. It is a hybrid

{oz)
2022

EEanF - T ENLIhE A
E+AEZE, hAnFHURT 2HNE
Mkg“0z” , “O2" WEFRA(R
Biiz) EMEREE “REE" , BF
ARARBENAX. NHAXEHEH

of humans, machines, and cepha-
lopods that live in high-definition
screens. Like a gust of wind from
The Wizard of Oz, Oz carries spec-
tators into a universe beyond the
realm of physical reality.

nwEaHk, HithE (ZHLE) 20k
BN, BAAHENEEMERLH TR,
HERR

Ziwu

Cao Fei (b. 1978, Guangzhou) is an internationally renowned
Chinese contemporary artist currently living and working in Beijing. She
mixes social commentary, popular aesthetics, references to surrealism,
and documentary conventions in her films and installations. Her works
reflect on the rapid and developmental changes that are occurring in
Chinese society today.

Cao Fei's works have been exhibited at a number of international
biennales, triennales, and major art museums including MoMA and the
Solomon R. Guggenheim Museum in New York, Tate Modern in London,
and the Centre Pompidou in Paris.

Cao Fei’s recent projects include a major retrospective at the
UCCA Center for Contemporary Art, Beijing (2021); solo exhibitions at
the MAXXI, the National Museum of 21st Century Arts, Rome (2021),
Kunsthal Charlottenborg, Copenhagen (2022), Pinacoteca Contem-
poranea, Sao Paulo (2023), Lenbachhaus, Munich (2024), SCAD Museum
of Art (2024), Museum of Art Pudong, Shanghai (2024), Art Gallery of
New South Wales, Sydney (2024), Museo de Arte Latinoamericano de
Buenos Aires (2024).

Cao Fei was nominated for the Hugo Boss Prize and the Future
Generation Art Prize in 2010. She received the “Best Young Artist” award
at the China Contemporary Art Award (CCAA) in 2006 and the 'Best
Artist' award in 2016. In 2021, she won the Deutsche Bérse Photography
Foundation Prize, and in 2024, she was awarded the SCAD deFINE ART
Award. Cao Fei was named as an Established Artist Medalist at the
inaugural 2025 Art Basel Awards.




Cao Fei, Oz, 2022, Dual-screen digital video, 9:16, color with sound, 1:36min, Music: Ma Haiping, courtesy of the artist, Vitamin Creative Space and
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is not merely a technical repair
but also a reawakening of the
ambiguous state between decay

and regeneration.

Zheng Ke’s Dakou Serial
Lecture Performance series em-
ploys “aural writing” as a method
of archaeological practice,
seeking to construct a distinctive
auditory narrative that intertwines
urban memory, the worship of
discarded matter, and the liter-
ature of the new weird. Starting
from the Dakou CD as a unique
cultural ruin, the artist traces
those sounds that have been cut,
abandoned, and discarded, retrac-
ing their echoes and mutations
across different media, bodies,
and urban spaces.

Following the first chapter,
Whirling-in-Rags, 8 am, which
explored the notions of “cracks”
and the “materiality of sound,”
the second chapter leads the
audience into a specific temporal
fragment—Beijing’s Wudaokou
district in the mid-to-late 1990s.
The artist identifies it as a “dark
node” of sonic circulation, where
distorted beats and voices
intertwine within an underground
space piled high with records
and plastic bags. Here, the
“underground” is not merely a
physical direction but a state of
urban (un)consciousness—a sen-
sory underbelly that collapses,
breathes, and reverberates. By
delving into the dual nature of
the act of Dakou resurfacing, the
artist reveals that “restoration”

Zheng Ke (b. 1992) is an artist whose practice includes sound,
moving image, and installation. His work often explores unpredictable
and suspended boundaries and states of perception through sound and
image. He is fascinated by the study of otherworldly sensory imagery
that emerges from the urban night hinterland and from everyday
scenes, and by the eerie emotions that appear clearly yet incongruously
within the new weird. In his work, sound functions not only as a medium
but also as a residue—an imprint imbued with materiality. Through
a combination of auditory, visual, and material effects, he distances
and reconstructs commonplace objects and the emotions that arise
instantaneously within familiar scenes, breaking their original forms and
inherent constraints to generate feelings of strangeness and dismay.

In recent years, Zheng has extended his practice into sound lecture
performance, which he conceives as a nomadic mode of writing— con-
structing fluid structures between text, sound, and narration to generate
unstable sites of storytelling and to explore the tension between fiction
and non-fiction. Zheng’s works have been exhibited at institutions such
as the Rockbund Art Museum (Shanghai), X Museum (Beijing), and
MACA Art Center (Beijing). In 2024, he was recognized as a “Future
Great” by ArtReview China.




(TOZERERRE* F2EF)
2025

HUN HOSEOYRREE" &
5, WSS AGERA—HEh
ANZH, AENRE-HEGEHIET,
EFNZRSHERNZNAENER
$. ZARMN “TOR" R—HHENXL
Bt %, BRIBLRDL, HEFNE
g, BHENEFRRN. SESEHE
i2] B B9 [ 5 % £

BESREND, BEYE H
‘RE"5EENANL BRHZ
B, BZERARHEN-TAKNHEL
F—o0f MMMt REED, 2
AXREML—1 “BHa"  KANT
WS ABERARR S EH RO TEE
RRAMG, LRH BT, FNE
WG, E—MiS (£) SR0RK
&——1 5k BR KEEE" 0
REEM, SAKEIRNER “TOHK
ER™ E-ThMNEN, Bri “#
£ FE-HEAENES, ARt
EHCBHSBE" ZABRRENE
Emﬁo

B, HEF1992F, MNZATRAESS, PR5XE, HUEEEIAS
5B, #ELEE, 2ENIRSERETRE, hELTREEHENSARGR
RHSHRMEERS, URMEHERTEMDFHANRERES AEELE
RERIERRA, BffARENRERRNRE, BEKERE. AXSHENEEE
BT, #ABZMETRESEE, ECHRESHENER, BF, HKE ‘AER
ER" EALBMER, REAE-—HEBNEHEIR —EXS, FESREZ0E
BRABNGH, ERFRENASZAG, NERRENSEENZE BN, BE
HfEmEE LB AXAE, ERXZREREEMACAZ AR LEHNBRY, #F
2024 FHER (ZAMHR) “KRZE” .

Zheng Ke, Dakou Serial Lecture Performance*Chapter 1: Whirling-in-Rags, 8 am, 2025, lecture performance, co-performer: 1334, amoooo, courtesy

of the artist — #1, (TOZERXEHEF—5: 2 EN\S, BETHE) , 2025, BRKE, £E%: 13345amoo00, HZRKER
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East Berlin of Beijing
2022-2025

In 2022, Narankuu founded
an underground techno club as
an act of resistance against the
sociopolitical frustrations of that
period. The space soon came to
be known as “the East Berlin of
Beijing.”

From 2022 to 2025, the
space underwent a relocation
process. During these three
years, Narankuu was involved
in nearly every event, handling
sound mixing, lighting control,
and on-site documentation. The
series East Berlin of Beijing
consists of images selected from
the photographs he captured
spontaneously during these
events. As one of the largest and
most defiant underground scenes
in Beijing at the time, the work
offers a partial yet vivid glimpse
into the local underground culture
of that moment.

(LmERIH)
2022-2025
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Narankuu is an artist and curator. His work spans painting, instal-

lation, sound, and video. He is the founder and director of Groundless
Lab and Groundless Factory. Narankuu's work is dedicated to allowing
creation to occur more naturally, focusing on themes of life and destiny.
He has previously created paintings, installations, and spatial works by
utilizing microorganisms and chemical substances. In 2017, he began
experimental research into sound installations, integrating sound into
new creative forms. In 2017, he founded "Groundless Lab" in an attempt
to find new expressive pathways by merging multiple experimental

art languages. In 2022, he established "Groundless Factory," using

the space as a continuation of his work and ideals, allowing more art
events to happen within the factory and expanding the possibilities of
"pan-art".
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Narankuu, East Berlin of Beijing, 2022-2025, photo installation, courtesy of the artist —
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CURATORIAL TEAM

Mathilde vweh

Marhilde Wehis a curaror. musician ancd artist. ancd
serves as a consuirantin rhe visual arrs deparrment
of the Goethe-Institur heacicuartrers in Munich. She acl-
vises Goetrhe-Institur arr projects abroad andis curaror
of the rouring exhibition ‘Genicdile Dillercinten*- Subkuirur
cder 1980er-Jahre in Deurschidncd. for which she pub-
lished the exhibition caralogue under rhe

same titie rogerher wirh Leonhard Emmeriing (Hatie
Cantz). A former radio ediror. she engages inrensively
with The Topics of subcultrures, arr andmusic and
Takes partin events and discussions organisec by in-
stiturions and universiries. including the Akademie der
Kunsrtre in Berlin. Germany. Exhibitions in museums and
galleries.intfernatrionally (selectionin Germany srarting
IN2015:Haus der Kunst Munhnich. Museum Kunstrund
Gewerbe Hamburg, Albertinum /sraatiiche Kunsrsam-
miungen Drescien). Matrhilcle Weh initiared rhe projecr
TECHNO WORLDS.

Creamecake (CC)
Creamcake (CCO)is aBerlin-basedinrerdiscinlinary plat-
form. nhegotiating rthe point of convergenceinelectron-
Icmusic.contremporary arr anddigiral technologies.
Distanced fromhnormartive social strucrures,. CC moves
Influidprocesses of rhought ancd action andengages
with current socialissues of the present through di-
verse projects. curaredby Tomke Braun,Daniela Seitrz
and Anija Weidl, CC organizes exhibitions. performanc-
es, concertrs. svmposia.DJ sers. digitalprojects. andl
workshops. inclucding 3hdFestival (since 2015). Paraclise
Found (2019). 175 INFRA (2017). EUrop ool (2017-2019)
anhd“<interrupred-=“CyfemancaQueer|" (2018-2019).As
aqueer-feministr nomaudic space, CC has cooperared
withavarietry of clubs. community spaces andinstitu-
tions such as Berghain. Klostrerruine, OHM. Sucdblock.
HAUHebbelamuUfer. KW Institure for Contemmporary Art
/Bolk’'s Pogo Bar.and WWW§g.

JuUSTiINn HoffMmMann
Justin Hoffmannis a curaror. musician imember of FSK)
and art hisrorian. Besides running rhe artrinstirurion
Kunstverein Wolfsburd since 2004, he haslecrured
arthe Acacdemy of Fine Arts Munich, Academy of Fine
Arfts Vienna. Zurich universiry of the Arts. Braunsch-
welguniversiry of Arr ancdMerz Akademie sSturrgart.
among orhers. andwas a visiting professor ar rhe Art
Uhniversity LiNnz. Selectred publications: Destruktrion-
skunst (1995); Gustrav Merzger: Manifeste Schrifren
Konzepte (1997); Das Phantom sucht seinen Morcler:
EinReacder zur Kulturalisierung cler 6konomie (1999,
co-edlitor with Marion von osten): STrins & Charactrers:
Kunstuntrer dem Einfluss von Comics (2004, Hrs9g.);
Non-sStrop:EiInReader zur Ambivalenz vonKriegund
Frieden (2005, ediror); Der Traum voncer Zeichen-
maschine (2006G6. edlitor); NexT Level: Die Lust am spielin
cder Nerzwerkgesellschaft (2007, edlitor); Work Fiction
(2007. ediiror); InThe Shaclows (2008, edlitor); Tribute To
Gustrav Metrzger (CD+Bookiet, 2008).Best of 5O Years
(2010. edlitor); Learning from Detrolr. (2014, co-ediror
with Gunter Rieclerer), Gruppe Schiof3strane 8 (2018. edlI-
Tor); Snhap Your Identiry
(20220, ediitor).
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MACA Curators

Yang L

YangLl is MACA Associare curaror and Researcher.

Chu Zhou

ChuzZhou is MACA Assistant Curatror and Researcher.
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ERA Curators

BERE-F Mathilde Weh

RE-EXE Justin Hoffmann

REREE Creamcake

MACARRA MACA Curators

*h Yang Li

B Chu Zhou

Bt Exhibition Design

Bk Fang Yongfa

mutigit Visual Design

YUKIKOT{EZ, it Studio YUKIKO, Berlin

KER Zhang Luyun

afE%R Partnership Development

TER Wang Ziwei

BiEEEE Media and Communications

WER Lyle Lin

FRER Subtitle Translator

FHE Fang Mingyu

FEBEA Subtitle Embedding

ik Yang Xiao

BEEE Exhibition Construction

LTENERRERERAR Beijing Xingyuan Exhibition Co., Ltd.

MR EHIE New Media Production

BRXARERRAR Beijing Baizhan Culture and
Technology Co., Ltd.

3% Interns

. AHE. BREA KBT.
BEm. mRE

RY “ARAHR " ZhMEERER
RENBEE,

Wang Yue, Fang Mingyu, Cheng
Qishu, Zhang Xinyu, Feng Pengyang,
Yang Xiao

TECHNO WORLDS is a project of
Goethe-Institut e.V.
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3 ES EXHIBITION BOOKLET
iy Editors
BERE.F Mathilde Weh
A 2RIR Lukas Heger
A% Chu Zhou
XFP4HE Copyediting
HH- 8N R Susanne Huber
RENER MEER-BERE Kristoffer Patrick Cornils
FR-NHE Joey Hansom
BEREH Mathilde Weh
AEE-ER Lukas Heger
Wiz Translators
Frfp A (EXBR) Joey Hansom(English)
Rl .C.EkR (RXEHE) Edith C. Watts(English)
5 (PXEEF) Yang Li(Chinese)
AR (hxEE) Chu Zhou (Chinese)
it Designers

YUKIKOI{EE, #iHk. KBS

B
T, FE. AHE. GE KRR,
3L

XFHH

XFRAALANERK, mEl. KEA
REAFEME, BNBRMERENE
BXFAHUBEENAL,

ER R

ERERAZBNEE, RERRZAR
Fil. BNERAEHETIRGLE G
Lt aEMAL,

Studio YUKIKO, Berlin, Zhang Luyun

Proofreaders
Yang Li, Chu Zhou, Fang Mingyu,
Yang Xiao, Lyle Lin, Cheng Qishu

Text credits

All rights remain with the respective
artists, galleries and curators or the
authors named beneath the texts. We
wish to thank all those who supplied
us with text material for reproduc-
tions.

Image credits

All rights remain with the respective
authors, photographers and artists.
We wish to thank all those who
supplied us with source material for
reproductions.
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TEAM OF MACA

Founder
Che Xuangiao

Director
Yang Beichen
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Branding and Development Director
Wang Ziwei

Associate Curator and Researcher
Yang Li

Assistant Curator and Researcher
Chu Zhou

Mot EE Head of Visual Design

KEX Zhang Luyun

HiEEHHER Media and Marketing Specialist
HER Lyle Lin

mMEERER Branding and Development Specialist
ES Helena Xie

igEE Head of Administration

i Du Juan

THER Administrative Specialist

Kt Zhu Shu

IERNGEER Project Specialist in Shanghai
Em Mona ©

&t Graphic Design

&kt Yang

MACA%%EE MACA XF PHILANTHROPIST
gt Godien Chan

MACA K& 3BA MACA XF PATRON

BEYR. Kilith, BER. BE.
B5f. ABE. RAE. FEM,
W&, IHE, HRME, Sofi KEE

Cao Zian, Long March Project, Cheng
Jialu, Lorina Deng, Gao Yulun, He
Siyao, Jia Mingyu, Jorya Li, Sun Jing,
Wang Shiwen, Tracy Ye, Sofi, Yao

EREZRAN

Robin Mallick
BE

=1

pUbi

382

Sarah Martz

GOETHE-INSTITUT CHINA

Robin Mallick
LuYing

Feng Shuo
LiuYilun

Li Jiayi
Sarah Martz




62 TECHNO
WORLDS
BaEh B Btk N
CO-HOST COMMUNITY MEDIA PHILANTHROPIC
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REFREEESHRALANEEHRE
B A M E 3% R B B ST 4L
1988, REXRARAKRIENE—
FEXHHOEDEML, BRRU
¥, B-AEBHFEEAPENSE
B5ER, Z3-HERRTHUNEE
PREEXHAERNRES G B
NMRETARNEEHSAEEXKL
%, BOTRNARENEEILS T
WEUNE, SERSPHAMUEE
B WB BE. B, 24, BX
FRSRERAR T KENXHE,

EAMik www.goethe.de/china
EAWE tREEAXHPOREFRR
Instagram goetheinstitutchina
BT % info-peking@goethe.de

GOETHE-INSTITUT CHINA

The Goethe-Institut is the cultural
institution of the Federal Republic

of Germany, operating worldwide.
When the Goethe-Institut Beijing was
established on 1 November 1988, it
was the first foreign cultural centre
in the PRC. From the beginning, it
devoted itself to the promotion of

the use of the German language, to
provide access to knowledge and
information about Germany, and to
cooperate with Chinese partners in
various cultural fields such as music,
dance, theatre, film, visual arts and
architecture.

Website www.goethe.de/china
WeChat Goethe_Institut

Instagram goetheinstitutchina
E-mail info-peking@goethe.de
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MACAR—MiFLR798Z AK
AMEEFMNZRNE, F2022%1
B1SAEXARAATH, U—#KE
A0 FFANRERR AR,
MACAB L HERMNZAR. %
BAUREXHERIEE, USHS
MEEEATENE-REKZRIR
BLIMHEALE. LW ZARNI
f£” hEm, NBERNHRARE,
MACAKBEEZHEZASEM“Y
7 WEk, UERRPRFHEZS
R,

MACA

MACA is a non-profit art institution
located in the 798 Art District of
Beijing and officially inaugurated

its space on January 15, 2022.
Occupying a two-story building with
a total area of 900 square meters,
MACA unites artists, curators, and
other art and cultural practitioners
from around the world. Through its
diverse, ongoing, and collaborative
approaches, the Center establishes
a new site on the contemporary

art scene. Guided by the "work of
artists" and backed by interdisci-
plinary research, the Center aims

to bring together a community
passionate about art and devoted to
the "contemporary" moment so as
to respond proactively to our rapidly
evolving times.
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2025.12.06-2026.03.29 2025.12.06-2026.03.29
SR VISITOR INFORMATION
MACAZ Adiiy MACA Art Center
LtEmsRRELGE 25 706 Beiyi St, 798 Art Zone

798 ZAK 706 t—1f

ST

B—ZRA 10:00-18:00
mENHEE 17:30
A-AE

XiEHEMN

E 5 Ml www.macaarts.org
EAHE MACAZ R
IMIE MACAZ AR
Instagram @macaartcenter
B 74 info@macaarts.org

No.2 Jiuxiangiao Lu, Chaoyang
District, Beijing, China

OPENING HOURS

Tuesday to Sunday 10:00-18:00
Last Entry 17:30

Closed on Monday

FOLLOW US

Website www.macaarts.org
WeChat MACAZ R #1iy
RedNote MACAZ R iy
Instagram @macaartcenter
E-mail info@macaarts.org

AB#A MACA R, WEIE,
KNESE LIRS

For exhibition tickets and other
services, scan the QR code and
enter MACA's online shop.







