




INTERNET FAME
An Exhibition for The Wrong 
New Digital Art Biennale

What’s The Wrong?
The Wrong is the largest and most 
comprehensive biennale celebrating 
digital art today. A global event aiming 
to nurture digital culture, open to 
participation, articulating its content 
by means of online pavilions and 
offline embassy locations worldwide.

What’s The Wrong’s mission?
To create, promote and push positive 
forward-thinking contemporary digital 
art to a wider audience worldwide 
through a biennial event that gathers 
an extensive selection of digital 
artworks, while embraces via its 
exclusive instant radical inclusion 
trademark technique; the young artists 
and curators of today’s exciting digital 
art scene.



SUMMARY



INTERNET FAME
An Exhibition for The Wrong 
New Digital Art Biennale

Internet and social media are rapidly transforming the art system: a new generation 
of artists is using proprietary platforms like Facebook and Instagram to reach out to a 
global public, directly and in real time, bypassing traditional institutions and gatekeepers 
of the art establishment. Old hierarchies are shaken, while new ones arise; as the role 
of galleries and curators is radically questioned, brooding corporate powers loom in the 
background. The exhibition project Internet Fame explores these transformation, following 
the questions raised by the shifting relationship between establishment and subcultures, 
new and old hierarchies, declining and emerging forms of power and counter-power: over 
the course of eight weeks, starting from the first of November, over 35 artists, performers 
and digital creators from all over the internet reflected on the topics of the open call. The 
works presented reflected the wide range of clusters, thematics and artistic approaches 
to be found on the internet. Four thematic rooms highlighted different phenomena 
related to the concept of fame in the age of total digitalisation: Fame&Sex, Fame&Hype, 
Fame&Power and Fame&Art. To mark the end of this month-long exploration, Clusterduck 
collective and panke.gallery set up an exhibition as part of the official Embassy Program 
of the Wrong Digital Biennale. Fifteen artists are going to present and expand the themes 
and practices found in the Online Pavilion, showing them in the spaces of panke.gallery 
in Berlin Wedding. The exhibition is conceived as part of the Digital Art Biennale The 
Wrong. The Wrong - New Digital Art Biennale defines itself as “the largest and most 
comprehensive international digital art biennale today. Its mission is to create, promote 
and push positive forward-thinking contemporary digital art to a wider audience 
worldwide.”



FAME&SEX
 

Fame and sex have always been presented as closely intertwined phenomena, 
especially with regards to popular culture. Celebrities appearing on media and adorning 
magazine covers are still widely accepted as the dominant social standard of beauty 
and desirability. In its most vernacular manifestation, the relationship between fame 
and sex constitutes the core of the gossip industry, itself a substantial economic and 
symbolic pillar of tabloid journalism and of the manifold power structures related to it. 

Like any other aspect of contemporary society, the relationship between fame and sex 
has been strongly affected by the combined disruptive effects of social media and mobile 
communication devices; and, as in other fields, the emancipatory potential of these new 
technologies has been promptly questioned by the emergence of new hierarchies and 
power structures. For now, the form of the new world is still unclear and blurred, veiled by 
the dust slowly rising from the crumbling celebrity-temples of yore. Nonetheless, we can 
already start to appreciate the scale of the chaotic realignment of powers taking place.

A proper assessment of the relationship between sex and fame seems impossible without 
taking into consideration the role of the gendered power structures underlying these 
phenomena. Grossly oversimplifying, we might say that men longly strived for fame as a 
gateway to satisfy their sexual desires. Paradoxically, the exposure and social prestige 
granted by fame can act as a shield from public judgement, granting impunity to sexual 
predators and allowing some of the worst cases of abuse to remain undisclosed for 
years, decades or even until the perpetrator’s death. 



 

Jimmy Savile, Bill Cosby and Harvey Weinstein are but a few examples of the 
enormous difficulties and the hostile ostracism victims must endure when trying 
to denounce abuses from a male celebrity. This blatant culture of impunity and 
widespread omertà is not only well known, but socially accepted, as the latest 
american elections have impressively shown. 

Uncommon sexual freedom and impunity from public judgement is what many male 
actants expect from their status as celebrities; conversely, many female actants are 
lured into sexual intercourse by the promise of fame. At worst, they are tricked into an 
exchange which brings them no gain and locks them in a cycle of abuse and sexual 
exploitation, be it in prostitution or the porn industry. For countless others, such 
transactions and the power imbalance characterizing them remain cloaked under the 
false pretence of consent. 

The “sex scandal”, besides showcasing the impressive extent to which social hierarchies 
have been built on gender, well represents the disruptive power of negative forms of 
fame. Western societies have mostly tried to shield men — unless they were accused of 
homosexuality — from the worst consequences of such scandals, and for centuries they 
could easily succeed in doing so by blaming the female victims as the real culprits. 
No longer so. 



 

Viral social media campaigns against sexism and harassment are only the latest 
episodes highlighting a possible realignment of powers and should be viewed in the 
frame of the larger culture wars which are currently raging both on new and traditional 
media. Technology isn’t neutral in this fight. Far from actively sustaining efforts towards 
emancipation and diversity, as the dominant silicon valley narrative would like the public 
to believe, misogyny and sexism are deeply rooted in large parts of tech culture. 

The naked female body, especially if not adapted to dominant standards of beauty, 
still has to fight for its right to be seen, and censorship on social media platforms is 
structuring social views of gender no less than it did on traditional media. Still, it may 
well be that, as in other crucial moments in history, artists are signaling and possibly 
even spearheading a shift in powers. The new relationship between author and audience 
enabled by social media is allowing a new generation of female artists to use their 
sexuality and the staged intimacy of their bodies as a powerful means to build an 
innovative public discourse around the relationship between sex(uality) and fame, which 
bears enormous potential for social change. 

We shouldn’t be overtly optimistic. The combined effect of normalization efforts on the 
neoliberal side, which are fastly incorporating some of these young female artists into 
mainstream symbolic codes of value production, and the widespread adverse reaction 
signaled by the rise of right-wing populism across the western world, shows that the 
female body and female sexuality (and, probably even more so, the queer body and queer 
sexuality) still represent an everlasting menace to dominant power structures, a menace  
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these structure are determined to contain, redirect and, if necessary, openly fight.
Moreover, what becomes visible between the exposed surfaces of naked skin and 
vulnerable bodies showcased on contemporary social media, is the even more fragile 
psyche of a generation that is constituting its whole emotional life through and around 
technology, in a way that is both unprecedented and still largely misunderstood, by 
its observers and actors alike. The libidinal power of the (technological) commodity is 
such, that it seems capable of subsuming the emotional life and personality of its users, 
leaving us only with dystopian reminiscences of gnostic disembodiment: the smartphone 
contemplating its own image in a mirror as the most faithful representation of the 
contemporary self. 

The display of intimacy allowed by livecasting technologies is not a new topic in net-
art, and has been thoroughly explored for decades now. Yet, the scale of its use in the 
age of social media forces us to frame old questions in new ways, and it begs for the 
development of new concepts and a new language. Artistic practice seems like the 
perfect place to start.



FAME&HYPE
 

The origins of the word hype are unclear. Most sources agree that the term emerged 
from American slang in the mid 1920s as a synonym for “shortchange swindle or con 
game” (by 1925); other meanings include “a sudden steep but usually impermanent rise 
in retail price” (by 1926), a “misleading or exaggerated story” (by 1938), and “overblown 
publicity or advertising” (by 1958). It might be interesting to note that in the very same 
years when the term hype was firstly debuting in dictionaries, the world was on the eve 
of the most dramatic financial crisis of the modern era, and artistic avant-gardes were 
setting new standards in every field of human creativity.

The synchronicity between early financialization, innovative artistic currents and the 
spreading of the word hype could be considered just a mere coincidence or a trivial 
footnote, hadn’t their relationship grown closer over time, to the point that, these days, 
it seems impossible to ignore. If we were to search for a turning point, a single moment 
when the abovementioned relationship became clearly visible, we’d probably find it in the 
grimy streets of 1980’s New York: as that was the time when a generation of artists and 
bohemians who had come to age under the aegis of mature consumerism, budding post-
modernism and Andy Warhol, openly engaged in a conflictual, yet profitable relationship 
with Wall Street’s resurgent financial capital.

With hindsight, it’s hard to deny that those years were a laboratory and a model for futures 
to come, as that was also the moment when urban restructuring processes fed by those 
very same realities - financial and artistic capital, joined in the dance of hype - started to 
ravage the physical fabric of metropolitan bohemia.



 

Today, in the eyes of the inhabitants of overhyped neighborhoods engulfed by 
gentrification processes around the globe, urban creatives are hardly distinguishable 
from the loathed yuppies of yesteryear. As such, they often attract the same aggressive 
hostility their predecessors used to elicit, and the Downtown yuppie of the 1980s 
seamlessly morphed into the Williamsburg hipster of the 2000s. When considering the 
widely different purchasing power of the two groups, this seems ironic, to say the least. 

Particularly if artists are counted amongst the heterogeneous group of the urban 
creatives, several questions come up about the role of so called “gentrification pioneers”, 
and their prolonged incapacity to, if not control or oppose, at least emancipate 
themselves or critically reflect these processes. It should be said that the past decades, 
and the past few years in particular, have seen encouraging signs regarding an increased 
awareness around the aforementioned issues, also and particularly amongst members 
of the so called creative class.

Yet, the evil spell of gentrification seems just as hard to cast off for artists and their 
peers as the entanglement between artistic production and financialization: just as a 
neighborhood that succeeds in defending its unique spirit and character only seems to 
increase the appetite of potential investors, the more an artistic current tries to slip away 
from the mortal embrace of capital, the more its potential exchange value appears to rise.
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In recent times, capitalism’s voracity for the “next big thing” has become nearly insatiable. 
The media’s search for the new “place to be” never ends, markets keep crowning new 
champions on an almost daily basis, and talent and reality shows are ceaselessly 
engaged in a manic hunt for the next top-model, pop-star or internet sensation. Artistic 
currents get labeled and sold before they even get a chance to become self-aware: like 
the hipster, vaporwave, digital-art and post-internet have all been proclaimed “dead” in the 
very same moment the world acknowledged their existence by naming them.

By feeding on aesthetic recognizability and largely avoiding confronting the 
aforementioned contradictions, considerable parts of contemporary internet subculture 
seem to validate their most ferocious critics. However, as more nuanced positions have 
rightly pointed out, simple labels won’t help us understand the complexity of the situation.  

This seems even more true as we start to understand that digitalization and social media 
are cause and consequence of a wider realignment of powers across every sector of 
society, the arts included. And while there can be few doubts about the responsibility of 
the art world’s traditional gatekeepers in allowing capital to subsume every aspect of 
artistic production, from the artist’s dwelling and workplace to the fate of his work as a 
financial asset, there should be just as much attention when evaluating the impact of 
the rise of the digital world’s new corporate overlords.
 

FAME&HYPE
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As many former Silicon Valley employees and executives candidly acknowledged, 
platforms like Facebook and Instagram are built around well-known weaknesses hard-
wired into our brains. Just as a hacker would exploit a flaw in a digital system to attain 
his goals, our minds’ desire for social stimulation has been recognized, appropriated 
and incorporated into the most powerful weapon of mass social engineering the world 
has ever seen - social media. “Hype” is not anymore a mere byproduct of consumer 
capitalism: in the age of digital platform economy, it has become the essence of the 
system itself. Beyond the art system, show-business and Wall Street, the whole Silicon 
Valley nowadays appears like a giant hype-bubble, as do all current manifestations of 
politics and public discourse.
 
After the hype is before the hype. But what happens when the hype fades away, leaving 
us only with reality to confront? As a matter of fact, we are barely starting to understand 
how all these processes stem from the recognition of one simple truth: human attention 
is a finite resource. We all have only limited amounts of time, and equally limited cognitive 
capacities; and before us, endless universes of content, all screaming and competing for 
our attention. Those who know how to grab the limited amounts of attention we have, 
hold the key to true power.



FAME&POWER
 

If the relation between different aspects of our society could be described in the 
gaunt style that characterizes the informations on our social profiles, fame and power 
would definitely be in a complicated relationship. In the age of information, one of the 
characteristics of power is indeed its capacity of obscuring and rendering opaque the 
data that belongs to powerful people, sometimes to the point of making them almost 
invisible to the public; a capacity complemented by the Midas touch enabling power to 
make others famous and recognizable, if this can serve its purposes. But what is the 
essence of the bond between fame and power in the digital age?

If the characteristic of power is to be pandemic and incorporated in the discourses 
it produces, thus belonging both to the oppressor and to the oppressed, fame can be 
seen as performing a very similar operation in these times of constant exposure and 
contact. Fame doesn’t belong only to the famous and to the renowned, it is shaped and 
produced also by the desires and ambitions of the ones excluded by fame and celebrity. 
Furthermore, the rarity is making fame so desirable is artificial: another point in common 
with power. But what unites these two powerful and influential phenomena the most, is 
possibly the unsatisfactory attempts at explanation and analysis they produced.  

To quote Foucault, ‘The exercise of power is not simply a relationship between partners, 
individual or collective; it is a way in which certain actions modify others. Which is to say, 
of course, that something called Power, with or without a capital letter, which is assumed 
to exist universally in a concentrated or diffused form, does not exist.’



 

While we may affirm to know the effects of fame and its manifestations, can we really 
claim to know what fame intrinsically is, especially in an age that potentially grants at 
least 15 minutes of celebrity to everyone? And, most specifically, can the conditions of 
fame and obscurity be present simultaneously, in times when we can be extremely well-
known to some communities and clusters, but completely unknown to others?
 
If, starting from this reflection, we shift from a personal and intimate point of view to a 
much wider perspective, while maintaining our attention focused on the emerging forms 
of power and fame in contemporary society, some distinct mechanisms become visible: 
the economic revolution driven by information technologies without any doubt needs to 
be fueled by a constant production of meanings and semantic discourses; in other words, 
our expressive capacities need to be kept in constant activity.

This is a basic need for all those industries, born thanks to the 90s first Internet boom, 
that slowly but constantly evolved into a new stage of neoliberism epitomized by Social 
Media and, more generally, platform capitalism in its many glaring manifestation. As 
some of their own creators admit, these platforms are basically built around the question 
“How do we consume as much of a person’s time and attention as possible?” Pushing 
forward this assumption, what is the main way to obtain someone’s attention, if not to 
give him or her not only our attention, but a crowd of contacts and profiles ready to like, 
discuss and share every kind of content they produce?
 

FAME&POWER



FAME&POWER

 

Inevitably, we can observe a widespread reaction to this state of things. The true or 
presumed rebellion occurring through memes and politically uncorrect communication 
may seem like a perfect response to an attention economy that demands all our free time: 
what better than totally inattentive desecration and distracting idiocy to fight off this 
extreme demand for care and focus? Truth is, the self-consolatory narratives that followed 
the Arab Springs, hailing the progressive and democratizing virtues of Twitter and the 
Californian ideology, have been brutally swept away by the rising tide of the Alt-Right and 
the resurgence of reactionary ideologies worldwide. 

As the first “Twitter-President” in the White House doesn’t look like anything digital 
evangelists had expected, Silicon Valley has rapidly adapted to the new state of things 
and seems more than willing to cooperate with whoever holds the levers of power. The 
latest experiments by Facebook and its Chinese counterparts suggest a rather bleak 
future for freedom of expression, as social credit systems determining the strength of 
digital citizenship are already being implemented on a local scale. It could very well be 
that one day, being “Internet Famous” could save your life. 



 

Though they carry nothing forth with them, yet in all their journey they lack 
nothing. For wheresoever they come, they be at home.

Thomas Moore - Utopia

This text marks the conclusion of a three-month long journey : an exploration of the topic 
of fame in times of total digitalization, as we dared to call it. It seemed fitting therefore 
to cast a short retrospective of the rooms we presented so far — Fame&Sex, Fame&Hype 
and Fame&Power — as an introduction for this last room, which is going to ponder the 
relationship between fame and art.
 
The dichotomy implied by the structure of The Wrong Biennale, with its online digital 
pavilions and offline embassies, marked the starting point of our inquiry, and encouraged 
us to focus on the theme of body and physicality in online celebrity culture, and more 
specifically on fame and sex as both bodily and power-related phenomena. Quoting 
Marina Abramovic: today more than ever, “art must be beautiful”, just as the artist that 
produces it, bonding creator and creation in an all-too-often purely aesthetic link that 
seems to get more attention than the artistic content itself. In times of viral social 
activism campaigns and, the limit between self-empowerment and cynical exploitation 
of the flaws of an emerging system is often blurry and hard to determine.
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We thus shifted our attention on the elusive concept of hype, focusing on the 
mechanisms behind Silicon Valley’s often decried “attention economy”. As the powerful 
symbiosis between portable digital communication devices and social media platforms 
marks the latest phase of digitalization, information, so the saying, is no more the 
ultimate key strategic asset. In a world where endless quantities of content get produced 
and effortlessly delivered to every smartphone owner around the globe within fractions 
of a second, what is truly scarce is the attention of these final users — and that’s what 
everybody is fiercely and recklessly fighting for.

As the false dichotomy of IRL and URL universes tries to hide inside the filter bubbles and 
binary gendered communication of mainstream social media, the arousal and excitement 
about the “next big thing” constantly reminds us of the hidden agenda set by the markets’ 
iron rules and needs. 

Again, this point invited a deviation towards a familiar topos already mentioned above: the 
struggle between the artist’s desire for free expression, and the need to get the public’s 
(and the market’s) attention in order to ensure her/his economic survival — a complex and 
conflictual dynamic well revealed by the conceptual revolution operated by Duchamp, or 
by the raging critique expressed by Piero Manzoni. 
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The other side of the coin has always been the serialization and pattern-recognition 
exercise that every artist must master in order to manage the codes and languages of 
the markets, and get sufficient credit to survive from her/his work — a contradictory 
phenomenon that becomes all the more apparent in the widespread contempt by wide 
sectors of the art establishment (and the attraction of the art market) towards digital 
art and everything that can be labeled as “post-internet”. The third passage in our stroll 
beneath the arcades of internet fame has then highlighted the complicated relationship 
that bonds fame and power, in which art itself plays a non-secondary role due to the 
commodification and exploitation of another diffused and common human capability, 
apart from the relational one that power trades on: the expressive capacity.

In fact, humankind never produced in its whole history expressive artifacts in such 
numbers as in our days: we are ceaselessly bombed by a numbing, ever-increasing visual 
communication stream, through multiple channels and in every thinkable environment. 
Victims and executioners in this bombing, we fail to see how all the effort we put in our 
digital identity is often what deprives us and everyone else of our free time.

Even without quoting the harsh and dystopian reality of reactionary movements spreading 
like wildfire through the digital undergrowth, it’s easy to see why the optimistic rhetoric 
which still exuded from the Twitter revolutions of the Arab spring is radically different from 
the cold winds surrounding the first Twitter presidency. 
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The structural question of power in the age of Social Media is just starting to be 
discussed, but it’s already clear that, for all its disruptive and emancipatory potential, 
digitalization is creating new, powerful architectures of inequality and hierarchy. New 
structures of power are emerging in every sphere of social activity, and art is no exception. 
Social Media platforms allow for a direct relationship between artists and public, 
potentially bypassing traditional gatekeepers of the art system. However, what may seem 
as the fulfillment of a long-held dream for generations of artists — the emancipation from 
curators, galleries, collectors and their desires and whims — comes at a price. 

The system doesn’t allow the monetary value of the symbolic capital created by artists to 
be dissipated or — even worse — harnessed by those who produced it. The pervasive logic 
of neoliberism demands from artists that they become their own brand, and the best way 
to do so is by creating a digital persona that satisfies the expectations of the public and 
keeps the circle of the attention economy flowing. As Warhol had brilliantly recognized, 
the artists can sell two kinds of products: either easily sellable objects that prey on the 
taste of the time and the aura of fame, or his own persona, as vehicle for brands and other 
objects. 

Thus, the figure of the artist as influencer was born. To close on a more optimistic note, 
we should point out that all the processes described above are still in full development. 
While many indicators strongly suggest that windows of opportunity that seemed wide-
open just two decades ago are now tightly shut, everyday reality shows as that the status-
quo has never been less stable. 



 

Art still remains the most powerful human practice to investigate what is going on 
in our times from a meta-perspective, an essential task if we are to find a strategic 
response to the problems we are facing. It is encouraging to see that wide parts of the art 
world seem to be well aware of this challenge, as we are witnessing an unprecedented 
compenetration of science, research, art and technology. Utopia and Dystopia are still 
both within our grasp, as we keep hesitantly walking along the razor’s edge.

FAME&ART
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GNOTI SAUTON
Amelia Zhang and Colin Rosati 

“Gnothi Sauton” holds a mirror to the inner world. Through the creation of apparel we 
embrace symptoms of networked technology. By examining self-branding in this era of 
consumption of relationships we can see a trans-medial smearing of physical and digital. 
Every translation creates a mirror, which reflects and vaporizes the initial purpose. There 
are now two half-real worlds, which consume, digest and spit out each other in a never 
ending feedback loop. It is the mixed and merged fantasie of monsters, machines, plants 
and human beings filling the incompleteness of the real world with their imagination.

Amelia Zhang is born in 1993, is an interdisciplinary new media artist. She is a graduate of 
Rhode Island School of Design with a BFA in Painting. She is interested in queer technofutures 
(or rather techNOfutures). She is currently based in Beijing, China. Colin Rosati is a Toronto 
based media artist using researched methodologies employing video installations, web based 
tools, mobile technologies and electronics. Colin’s work often revolves around authenticity, 
human experience, fallibility and community. He has exhibited in Canada, most recently at 
Trinity Square Video Gallery’s vitrine space. In 2015 Colin has won Canada’s first emerging 
digital artist award with his video Autocidal After Image collected by Equitable Bank.
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SUCCESS IS JUST A STICKER AWAY
Andy Kassier and Richard Munaba

“Success is just a sticker away” by Andy Kassier and Richard Munaba allows everyone 
to be part of Andy’s successful life. You can stick him and his bossy motivative energy 
everywhere around you online. So you can connect your life with his life. Having him on 
your website gives you a playful tool for instant success , even when you are just scrolling 
down and pressing some buttons. You are the actor now, with a little help of Andy you 
will be the next star of your own universe. Success is Just a Sticker Away bridges the gap 
between you and your success. Using GIPHY World AR application, you get to stick Andy 
wherever you need the extra motivation to break the glass ceiling and reach that goal you 
have always wanted to reach.

Andy Kassier (1989, Berlin) studied at the Academy of Media Arts Cologne. He lives and works 
in Cologne and Berlin. Andy is a conceptual visual artist. His body of work comprises self-
portraits, sculptures and installations in which he discusses matters of wealth, success and 
the related self-representation in our time. Richard Munaba is a multidisciplinary new media 
artist based in Brooklyn, NY. His body of work ranges from video, to sculptural objects, to 
interactive installations. His recent work titled “Windowed Vistas” explores the relationship 
between human-technology-nature. For the Internet Fame show, Munaba utilizes the tool 
and connection he built while he worked for GIPHY to create a sticker pack in collaboration 
with Andy Kassier.
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K28
Aurélie Bayad

The main idea of this video is to question the viewer as to what kind of reality is shown. 
Does the person you are watching really exist? Is it a created universe? Are those people 
performing or is it a real moment? What is happening? Are they aware that they are 
viewed? Is it only for show? 

The cat that observes itself. It is absurd to find the photos of Aurélie Bayad absurd, as it is 
impossible for a cat to spy on itself. The nail is the rotation, or the mirror if you want. Because 
looking at his photos is as if we are a mirror ourselves. The mirror does not know what it 
reflects, but this fact makes it absolutely objective. It reflects everything, also what is invisible. 
The mirror is slow and cuts a part of the world, a part of Aurélie, which weighs itself in the 
mirror, in the world, in its universe. (Text by Lieve Matthessen)
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VLOG #1: CALLUMS WERLD! WERK!!!
Callum Harper

The world is forever changing, the melting of IRL and URL has become synonymous 
with mixing the wet and dry ingredients together as in a cake recipe. Which could be 
translatable to a methodology for life, wet and dry, good and bad, online, augmented, 
fictitious personas and real life transparent, confused souls. Is it superficial though? 
Join me, in Callum’s World. Werk! I’ll teach you how to live correctly. I’ll tell you the 
hottest tips in fashion, hygiene, sport, well being, music, make up, professionalism 
and much, much more! 

Born in Australia now based in Glasgow, Callum Harper works with notions around LGBT 
culture, and combines discourse around reality and online life to create dialogue around the 
disparate differences of communication IRL vs URL. Primarily working with text, video and 
performance, Harper travels to varied destinations of contrasting political values toward LGBT 
citizens, and internalises locals opinions and his personal experiences on acceptance and 
daily life. The amalgamation of this collected experiential information and research data 
informs the medium and personal responses to experiences within differing contexts. Harper 
holds a Bachelor of Fine Arts from Monash University in Caulfield, Australia, and a Master 
of Fine Arts from Konstfack in Stockholm, Sweden.
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MOIST AND UNSTABLE
Cara Lien

In the digital performance @moistandunstable, Cara Lien combines nude selfies with 
short texts on Instagram. The intent is to subvert the language of sexual objectification 
through putting the person back into the object. Lien does this by taking pictures of her 
body and publishing them alongside deeply intimate texts regarding personal life 
and mental health. 

Cara Lien (born 1990, Drammen Norway) is a multidisciplinary artist who explores themes 
of female sexuality and cultural voyeurism through oil painting and digital performance art 
(including photography, video, text and music). She recently finished a bachelors in fine arts 
at Bergen Academy of Art and Design, and currently lives and works in Oslo.
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STRICTLY
Carol Breen

“Strictly” is created from re-edited, reframed and re-choreographed sequences taken 
from episodes of “Strictly Come Dancing”. Dance steps are repeated and repositioned 
and as such the performance begins to mimic itself. This piece is a parody, created 
through the repetition of certain exaggerated gestures and facial expressions that 
portray a certain type of inauthenticity. 

Carol Breen works through various mediums to examine how the processes of remaking, 
re-recording and re-choreographing, can reveal tensions between temporal regimes. 
Her work explores the impact entangled technologies have on how practice is defined and 
categorized and she is interested in the politics between digital and physical spaces and 
places. Carol studied Visual Communications at The Limerick School of Art and Design in 
Ireland, and completed an MA in Communication Design at Central Saint Martins, London. 
At present she is doing a Practice-as Research PhD at The Centre for Dance Research 
(C-DaRE) at Coventry University England.
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ATEMPORAL MEMOIR
Cassio Moreira

At the Age of the White Plates We are continuously outdated A sweeping seconds hand 
reaches out for unknown nowadays i can Pay for a plate with Internet Images printed on 
it I Live in Brazil I Hope You Enjoy 

Cassio Moreira creates high art; electronic music; fashion trends; literature; performances; 
installations; paintings and draws; videos; mental images; noise. Cassio was born at 1996 
June 30. Cassio wants to be succesfull with art production. Cassio wants to meet you.
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A LIFESTYLEGUIDE TO BETTERING YOURSELF TOWARDS 
YOUR IMMINENT FUTURE AS OMNIPRESENT INTERNET ENTITY™ 
HOUSE OF KILLING feat Esben Holk

House of Killing feat Esben Holk presents the life-altering home-improvement video 
package: a lifestyle-guide to bettering yourself towards your imminent future as 
omnipresent internet entity™! 2017. A complete necessity for any digital and anatomical 
body embarking on their transition into ontological uncertainty through internet stardom! 
Get your body ready for all the likes and shares coming your way! 

HOUSE OF KILLING feat Esben Holk is a BFA graduate from the Bergen Academy of Art 
and Design 2017, with a background in creative coding, browserbased experiences and 
performative strategies. Concerned with the absence of ontological density in the material 
and notional existence of produced entities, such as the queer, he has been researching the 
agility of the proposed borders that define such objects. Vehemently anti-essentialist and anti-
naturalist, the posthuman artist proactively approaches the sensation of being a lost entity as 
a weapon in a revolution. Almost like a selfcomforting mechanism, the works are desperate 
attempts to find meaning and reason with the constant displacement from certainty: an 
unsubstantiated self, in selfharming ways, trying to find substance.
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COOL SPOT
Fausto Marcon

The text was composed using the beatnik technique of the cut-up; cutting and pasting 
several phrases, here “cropped” directly from the Internet. The text follows a random 
evolution of expressions and definitions that refer to the significance of “fame” within the 
art world and from the artist’s point of view. It includes some distortions of sentences 
spoken by 90’s counterculture authors, copy/paste from Wikipedia, psychology studies, 
gossips blogs and interviews to people considered famous.

Fausto Marcon, art and design enthusiast, musical composer, writer, graphic illustrator, 
independent publisher, multidisciplinary artist. His works, produced in various media and 
formats, mainly digitally distributed/promoted, both visible and audible, are composed by 
a mix of distortions, imperfections, micro variations, transitional harmonics emerging across 
the entire frequency spectrum and capturing synesthesias of unperceived reality.
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LEIB UND SEELE
Felix Rothschild

My work is a reflection on the distorted image people get from artists through their 
digital presence. Despite the love and admiration for their work, most artists are known 
only as a dissolving and rather anonymous being people project their impression onto 
using posts, content and the information made available to the public.

Felix Rothschild (31), was born, raised and is currently living in Dresden/Germany. 
He started with photography when his father gave him his first camera around the age 
of 5. He works as freelance media designer and digital artist. His artistic practice 
investigates the uncanny and disorienting influences of digital technologies, as they 
interrupt traditional perceptions of self, order and place. He works mainly with digital 
mediums, doing 3D-, photography- and glitch-aesthetic-related works.
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PERFECT SKIN II
Gregory Chatonsky

She has no talent, she has nothing exceptional, she is none other than our own design, 
that is to say the way she’s represented to us. It is simply an extended skin, everything 
is on the surface. There is nothing to look behind.

Born in 1971 in Paris, France. Lives and works in Paris and Montreal. He has participated in 
numerous solo and collective exhibitions in France, Canada and abroad, including Imprimer 
le monde at Center Pompidou in 2017, and Capture: Submersion in 2016, Arts Santa Mònica 
Barcelona. He founded Incident.net in 1994, one of the first collectives of netart. He has been 
teaching at the Fresnoy (2004-2005), at the UQAM (2007-2014) and is an artist-researcher 
at the Ecole Normale Supérieure in Paris.
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MEAT FRIENDS ON THE INTERNET
Ian Haig

While Facebook results in the over-sharing of personal information, such a notion is 
perversely represented here as the skinned human body - the veneer of our exterior selves 
broken down and our interiors revealed, left on display within the network of social media.

Haig’s practice refuses to accept that the low and the base level are devoid of value and 
cultural meaning. His work has been seen in numerous exhibitions including: The Australian 
Centre for Contemporary Art, Melbourne; The Experimental Art Foundation, Adelaide; The 
Australian Centre for the Moving Image, Melbourne; Gallery of Modern Art, Brisbane; The 
Museum of Modern Art, New York; Artec Biennale – Nagoya, Japan; Centre Georges Pompidou, 
Paris; Museum Villa Rot, Burgrieden-Rot, Germany.
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WORKOUT TIPS
Jessica Goehring

Inspired by meme and gif culture the videos are edited to feel both humorous and acidic.

Jessica Goehring is an American multi-media artist living and working in NY. Her work focuses 
on themes like consumerism, feminist identity, gender politics and social media.
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THE MEME MANIFESTO
Jules Durand

The Meme Manifesto is a super deep critical book that introduce memes as vernacular 
artistic movement. Through a graphic approach of several mechanisms inherent to remix 
culture, it asks various theoreticians and practicians of this phenomenon to look 
at memes from a critical and aesthetic angle.

Jules Durand is currently finishing his studies in Graphic Design and Typography at ÉSAAB 
Nevers. His master degree focuses on the framing of memes in digital culture. The way they 
spread, evolve and influence Internet users and our society. He’s leadings an editorial project 
in order to write and design a Meme Manifesto.
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THE SNAPCHAT STICKER SHEET
Kathryn Ashford

Digi Phone Art Shiz is the processes and explorations of form and color, through 
non-isometric shapes and imagery created using varying methodologies: Snapchat, 
photoshop, gif, phone/computer apps, etc. Technology directly influences and shapes 
not only my work but my identity and personhood (via Internet 2017). Learning various 
ways to record the use of language, symbolism, and sarcasm through the lens of 
a virtual space. Living/Seeing/Making through artificial Paradox --- the World Wide Web!!!

I am Kathryn Ashford. 23 Years old. Cannabis Religion/A.D.D./introvert/nerd. My work is 
interested in technology, spirituality, virtuality, mysticism, and social media based identity. 
Greater Los Angeles Area. Creator of Non-Empirical Realities. Seeking to understand the 
depths of dimensions we cannot fully yet perceive… Studying/Creating to re-materialize 
spirituality through virtual aspects of reality that are ideal, but nonetheless real. <3 
Combining Analogous Painterly techniques and intuitional realities to digital mediums.
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SELF-PORTRAIT
Katrin Krumm

In her work, the artist reflects on her individual experience of growing up with 
the Internet and finding her place in a virtual room filled with like minded teenagers. 
Interacting with others via the first social communities, for example websites dedicated 
to a cultural phenomenon (for example recreating Pokémon adventures via role-playing 
games), created both a digital retreat for sharing unusual interests and provided 
the first possibility for self-display in the web.

The work of Southern Germany based designer and digital artist Katrin Krumm critically 
focuses on the significance of modern pop-culture and its impact on society. In an often 
deliberately provocative approach, she recurrently uses iconic artifacts which reflect 
impressions and tendencies within the most important medium of the Western world - the 
Internet. Since 2015, Katrin Krumm is part of the artist collectives Very Very Contemporary 
(Sucuk and Bratwurst, SELAM X u.v.m.) and Freiburg-based Vapor Club.
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INFLAGRAM!
Les Liens Invisible

Finally, a useful App for Instagram that helps you choose magic moments to share 
from a catalog of amazing pictures taken by someone else. INFLAGRAM is... SIMPLE: 
Money and time are no more blocking problems. FUNNY: Your limit now is just your 
imagination. ECO-FRIENDLY: Differently from the real ones, your rich lifestyle has no 
impact on the environment. Environment thanks! HUMAN-FRIENDLY: Rich people can 
finally spend money for more useful purposes than stupid parties. YAY! Let’s change the 
world’s mindset, living in a new reality where everyone can be rich, having success 
where all the best utopian visions failed before. Share the life you want, with Inflagram.

Les Liens Invisibles is an imaginary Italy-based artists duo comprised of Clemente Pestelli 
and Gionatan Quintini. Their work is an eclectic recombination of pop net culture, reverse 
engineering techniques, social media subvertising, and any other kind of media manipulations. 
Since 2007 Les Liens Invisibles have been infiltrating the global communication networks 
in order to join and expand the invisible connections between art, the mediascape and real 
life. Most of their artworks and online interventions have been internationally exhibited in 
galleries, museums (MAXXI Rome, New School of New York, KUMU Art Museum of Talinn) 
and international art and media-art festivals (International Venice Biennale, Piemonte SHARE 
Festival, Transmediale). Les Liens Invisibles have recently been awarded with an honorary 
distinction at the Transmediale media art Festival (2011).
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SELFDOM404
Luis Roman

In a world where our devices are an extent of the self, there’s no time for a true selfdom, 
there’s no time for boring thoughts, no time for introspection and true reflection. Always 
trying to connect to everyone but to the self. To live differently, to act nice, to be better in 
the digital world. Disconnected from everyone and everywhere, but most importantly from 
the self.

Luis Román, aka ROGA, is a 3D generalist who currently resides in CDMX, México. 
He is a last year student at UVM and also works part time at a small studio called 
Espacio y Forma in Condesa. Alongside Ruby Gloom (HK) he created a video-game 
experience called “The Game of Fame”. He’s creator and producer of the video 
“Shattered Love” from the local band NIO senses.
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Watching Martin Kohout 
Martin Kohout

Watching Martin Kohout. From April 2010 to March 2011 every time I watched any 
YouTube video I captured myself and published it at the YouTube channel called Watching 
Martin Kohout now containing 821 videos. Further Reading: Gene McHugh’s essay on 
Watching Martin Kohout.

Martin Kohout (*1984) is a Czech artist living in Berlin and Prague. He has studied at the film 
academy FAMU in Prague and arts academies UdK in Berlin and Städelschule in Frankfurt am 
Main. He is the founder and director of TLTRPreß publishing house.
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FIFTH DIMENSION
Meeduse

This artwork was inspired by the classical iconoclasm of Virgin Mary which is often 
represented in this pose. There are lots of symbolisms such as the colors of the tunic 
and the heraldic symbol of the lily on her left hand, which represents St. Clare of Assisi, 
protector of telecommunications. She never became aware of this title since she lived 
in 1200 a.C., in fact she was entitled such in 1958. The heart with 5 swords represents 
the 5 dimensions. The 3 fingers raised in her left hand are a recurring gesture in the 
sacred representations of any epoch, here they are representing the 3 ages and the 
3 worlds. “Memory is the treasury and guardian of all things.” – M. T. Cicero

Marica Martella (06.08.1992), AKA MEEDUSE, is an IT-alien digital visual artist and graphic 
designer. She graduated in New Technologies of Fine Arts at the G. Carrara Academy of Fine 
Arts. Her work is deeply influenced by cyberspace’s contamination of contemporary culture, 
the contrasts between material objects and the immateriality of the web, between the art 
crowd and casual audience.
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Fingerring / Yes, it’s a real EARring!
Nadja Buttendorf

Nadja Buttendorf shows two aspects of their works Fingerring and Yes, It’s a real Earring.
The works Yes, it’s a real EARring! and Fingerring are a tool to set the human body free 
of a stereotyped, repressive normbody. As a poststelarc prosthesis they are not there for 
replacing a missing bodypart, but to enhance the body in a non functional and non logic 
narrative. In the beginning of 2017 these works went viral on the internet.
In the show INTERNET FAME you see: 1. a picture of Yes, it’s a real EARring! massaged 
and transformed into a meme through different unknown actors on the internet.
2. And the youtube playlist sixth finger which brings up another sensitivity for your 
bodyidentity.

Nadja Buttendorf (1984) is a multidisciplinary visual artist based in Berlin. Buttendorf is 
specialized in questions of cybernetic enhancements of the human body, alien speculative 
scenarios and posthuman jewellery. She is a founding member of the Cyborgs e.V. Berlin 
and is known to have coined the term ‘Explants’. Nadja studied from 2006-2012 at the Burg 
Giebichenstein, University of Art and Design Halle, in the Plastic Arts/Jewellery departement. 
She holds a diploma degree in visual arts.
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SMART PANTHEON
Myriam Thyes

Each pair of hands plays both roles from Michelangelo’s “Creation of Adam” at the Sistine 
Chapel: God father and Adam, whos fingers touch each other. Smartphones are the new 
saints to which we cling and who guide us on our ways - they are the amulets of our time.

New media artist from Switzerland, living in Germany. 1986-92 Academy of Fine Arts, 
Dusseldorf. Fundings: City of Dusseldorf, State of Northrhein-Westfalia, Swiss Federal Office 
of Culture, Swiss Arts Council Pro Helvetia, State of Luxembourg, City of Graz and Province of 
Styria (Austria). AIR: Cité Internationale des Arts, Paris (1990); Glasgow (2008); Graz (2015). 
Awards: Depict Award, Encounters Festival, Bristol (UK), 2005; MultiMedia Prize, Avanca 
Festival (PT), 2006. Web / New Media Award, Alternative Film Festival, Toronto (CA), 2017.
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I AM NOT MAKING ART, I JUST TRY TO FIND A GIRLFRIEND
Nikolas Müller

We call each other ‘man,’ but it’s a joke. It’s like imitating other people.” Says Ben 
Stiller’s character in Greenberg movie. Nothing can better express a substantial change 
that happened in our understanding of masculinity. The model of a restless, competitive, 
successful and heroic alpha „man“ has been questioned by a variety of other models 
(beta, omega, gamma, sigma etc.) that ALLOW men much more freedom in shaping 
their lives.

Nikolas Müller (*1984) is a German analog and digital artist. He studied communication design 
at “University Treves”. After his graffiti youth in the 90s, he kept collecting his sketchbooks 
and made around 40 unique books from the last 20 years. His handmade art is sometimes 
combined with found footage or rendered stickers to combine analog and digital worlds. Since 
2004 he is working with digital 3D. As a music video director (for Jens-Uwe Beyer, Heike Hagen 
and Marco Schröder) his output is conceptual, experimental and narrative. He was featured in a 
Feltzine Issue (No.6) and is the assistant of Tim Berresheim. His work got premieres at Denver 
(USA) and Museum Ludwig Cologne with Kompakt rec. He had a single exhibition at “Society 
for Fine Arts Treves” and “Gold+Beton” Cologne. He is in the Collection of the Diözesan 
Museum in Treves. Web / New Media Award, Alternative Film Festival, Toronto (CA), 2017.
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FLY HIGH OR I FLY ABOVE YOU
Paul Wiersbinski

By aggregating from one state to the next, information does not only change form but 
meaning. Random packages of bytes drive by and leave the odor of shitstorms. Zones of 
hyper focus and depression fade into each other to create the constant flow of newsfeed 
streams. Quotes from interviews with plastic surgeons and celebrity porn stars are recited 
on digital gravestones.

I studied video art with Mark Leckey and Douglas Gordon at the Städelschule in Frankfurt 
(Main) and currently live and work in Berlin. The result of my artistic process is presented in 
multiple forms and mediums, often taking the shape of complex sets and installations, which 
have been presented internationally.
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KEEP ON
Paulin Rogues

This picture is about acceptance of oneself. It doesn’t matter who we are, what we like, 
how we feel about the world: never be ashamed of who you are. Don’t be shy of your 
lightness and your beauty. It is part of a series of new goddess representations, the virtual 
propagations of religious icons for a new era.

Paulin Rogues AKA El Popo Sangre is a Paris-based artist who creates 3D narrative universes. 
After starting from drawing and writing comics, Paulin wanted to explore new perspectives 
with his work, and began to use 3D software as an artistic medium and visual way to reach 
minds, developing his vision through illustration, narrative movies and music clips. El Popo 
Sangre is recognized as an independent CGI filmmaker, and his works have been screened at 
Ars Electronica Festival, Museum of Modern Art of Portland and Superchief Gallery New-York.
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FAMOUS for dayzzzz
Philipp Teister

“FAMOUS for dayzzzz” is Philipp Teisters’ new work and contribution for the Internet & 
Fame pavilion of the Wrong biennial in 2018. Using a piece of furniture which is normally 
found in the living room and being used primarily for seating, he found a unique object of 
euphemism affirmative action. “FAMOUS for dayzzzz” more than a regular and multiple-
charged with various meanings over one century. Teister’s title for his new work holds 
a hint to what the artists is trying to endeavor when showing this rather simple object 
in the context of an art exhibition which deals with The Internet  and The Fame most of 
us nowadays are living up to or reaching out for. His work latest work includes even a 
larger repertoire of theories, from socio-biological to techno-societial—presenting an off-
line property developed by online memes and its characteristics of the social world that 
surrounds us in our daily life in the Digital Age. 

“ ‘t Must be said, one couch to burn is better than surfing” – Oscar Wilde

Like demanding sexual favors, subordinate to a superior in return for entry into 
occupation, Teisters’ work deals with and ask the right questions with specific 
reference to Internet, Fame  and a passé euphemism  which normalizes sexual 
harassment and sexual assault.



FAMOUS for dayzzzz
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Philipp Teister is an artist working with Internet technology and its impact on human history. 
Revealing the aesthetics of appropriation and conceptualism, he uses overriding strategies 
and intensively challenges the transitional area between privacy and anonymity. As a visual 
artist Teister seeks to overcome the separation of these forms and genres of art by trying to 
endeavor aholistic artistic approach. Philipp Teister, born 1982, lives and works in Vienna/AT. 
He holds a MFA in New Media with honors from School of Arts and Design in Kassel/Germany. 
From 2009–2012 he has been committed in a cooperation and projects together with the artist 
duo UBERMORGEN.COM. He lectured at UT Vienna, ETH Zurich and BTH Cottbus. His work was 
shown in WRO Bienale in Wroclaw, Kuenstlerhaus in Vienna, NIMK in Amsterdam, and Palais 
de Tokyo in Paris. He is represented by Fach & Asendorf Gallery in Berlin/Bremen. His favorite 
animal is the horse. And Only god Knows.
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VANITY (II TO IX)
Pierre Chaumont

“Vanity (II to IX)” highlights the fragile stability of fame, power, and privacy in the digital 
age. Inspired by the 16th Century Dutch Vanitas, these works reactualize this style for 
our 21st Century language. These images are taken from the iCloud hack that targeted 
celebrities in August 2014, also called “The Fappening”. Because of the triviality of 
the flesh, every protagonist was carefully removed from the scene, leaving only the 
conceptual framework of the image.

Pierre Chaumont is a conceptual artist. He has a Bachelor in Fine and Media Arts from 
Universite du Quebec a Montreal, Montreal, Canada. His works have been shown in various 
international exhibitions and institutions, amongst which: CICA Museum, South Korea; 
Stevenson Union Gallery, Oregon, USA; Pantocrator gallery, Shanghai, China; Web Biennial ‘17, 
Istanbul, Turkey; Papier 15 Fair, Complexe De Gaspe, Montreal, Canada; as well as many others.
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THE POST REALITY SHOW
Randall Packer

What can’t you do when you have your very own Internet channel beamed out 
to the whole wide world!?

Greetings! I’m Randall Packer: artist, composer, and all around virus in the virtual realm. 
You see, as a student of the virtual, I came to the realization that when reality tv audiences 
reach critical mass and elect their own leader, we will once and for all enter into a world far 
beyond the suspension of disbelief, a world of total SHOW, 24/7, in which there is no longer 
any differentiation between the real and the imaginary. Welcome, to The Post Reality Show.
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PORTRAIT 7: WARHOL
Roberto Voorbij

One could say that Warhol’s prophecy regarding 15 minutes of fame has largely become 
true. With the expansion of the internet to a platform where any user can broadcast 
its very own channel, his promise has been more than fulfilled. The repeating of fame 
which initially creates fame and subsequently flattens and destroys it, has increased 
as well. ‘Portrait 7: Warhol’ presents the artist as a work of art, the performer, the public 
personality.

Roberto Voorbij (1974) lives and works in Amsterdam, holds a bachelor degree in Visual 
arts and Art History from the Utrecht School of Arts and has attended the School of the Art 
Institute of Chicago. Voorbij is a interdisciplinary artist, besides working with ‘ready made’ 
materials, he works with 3D Software, video and (digital) collage.
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ROKO-DO YOU KNOW ME?
Ruby Gloom

You portray an identity in real life and on the internet, but that’s just the skin of you. What 
are you? Who are you? ROKO is you, ROKO is a character I created to represent a person. 
The bright side of ROKO is an example of humans sugar-coated themselves to show how 
they want other people to see, while the dark side of ROKO is the example of the darkness 
inside one’s heart.

Born and raised in Hong Kong, Ruby popped up from the Internet since 2012 because of her 
outrageous fashion style. In 2016, Ruby started to work on digital art and her artwork had been 
featured frequently on FELT Zine. Her work is also featured on VICE Creator’s Project. In March 
2017, her work is exhibited in California USA at B4bel4b Gallery. Her story and 3D artwork is 
also featured on VICE China in April. In August, Ruby created a art workshop exhibiting her 
collaborative work “The Game Of Fame” in The James Black Gallery in Vancouver Canada. 
Shopping mall K11 also invited her as a guest speaker in Kulture Salon 11 talk.
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D.^^.$.®
Samuel Fouracre

Samuel Fouracre’s video work focuses on finding the human within the digital. His 
current on-going video project, D.^^.$.®, explores how the digital environment, both 
as an interface but moreover as a form of reconstructing and publicising our intimate 
experiences, directly influences our image of self and the implications this ego-theism 
has on romantic and erotic relationships. D.^^.$.®_Rendezvous is a short, single channel 
extract from the multi-channel Project.

Samuel Fouracre (b. 1977, UK) completed an MFA at Royal College of Art, London, in 2009. 
He lives and works in London. Recent exhibitions and screenings include Jerwood Staging 
Series, curated by Gareth Evans, Jerwood Space, London, UK (2017), That’s What I Like About 
You, Glassbox Espace d’Art, Paris, FR (2016), Moscow International Experimental Film Festival 
(MIEFF), Moscow, RU (2016) and Internationales Kurzfilm Festival Hamburg, DE (2016).
Shopping mall K11 also invited her as a guest speaker in Kulture Salon 11 talk.
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Untitled
Sheidlina

Shedlina (full name: “Sheidlina” Lyalina Elena Viktorovna) was born on 30 June 1994 
in Saratov. After finishing 9th grade she enrolled at Saratov’s College of Book Industry 
and Information Technology. During this period, she registered on Vkontakte, the Russian 
equivalent of Facebook, where her popularity grew rapidly because of her uncommon 
appearance and peculiar photographs. After moving to Saint-Petersburg to live with 
her future husband Eugeny, she started a video blog on YouTube as well as an Instagram 
blog. In 2017, she opened her first interactive solo-exhibition entitled «Sheidlina’s Universe».
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THE INTERWEB
Van Der Borght Bjornus

Question everything. Break conventions. Step away from the gun.

In my work, I research the effects of an image on the public and try to make the perceived 
artwork take on a form that at first glance may be taken for granted. The reasoning there is 
that after you become aware that nothing is for granted the vision gets enriched. To create 
that through art is an absolution I think any artwork needs to carry with it, if not, you may 
want to question its existence. If there is one thing I really hate in anything, in art, it must be 
commercialization. This is what keeps me from creating a “success story” … Be what u wish 
u want 2b yet from the point it becomes commercial it’s nearly dead. It’s undeniable that 
relevance and the force driving the artist are more important than any social status an artist 
may require. It’s important to see through those misconceptions that could be generated by 
certain popularity. Art should be generous yet unforced upon its viewer, anything else 
is uncivilized…
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fL♡щ㉹r ɱĨᖆᖆōᖆ 
Violet Forest

fL♡щ㉹r ɱĨᖆᖆōᖆ attempts to recreate with the graphics card the pastel iridescent effect 
that is currently trendy in textiles, printing, and femme consumerism. The flower staring 
at itself in the mirror is a metaphor of selfie culture. The obsession with staring at one’s 
beauty in the mirror parallels the obsession with staring at iridescent objects.

Violeta Forest is an artist working solo and collaboratively. Together with with Gabriella 
Hileman and May Waver she co-founded Cybertwee, a collective that explores the intersections 
of technology and cuteness. She’s also known for her solo project, Vickie, an ongoing 
photo-essay of her sister that she started in 2011. She freelances as a front-end developer 
with design studios in Chicago and she makes virtual and augmented reality apps using 
openFrameworks and Unity. She’s currently working with Studio 424 and she’s developing 
a virtual-reality art exhibition with Cybertwee.
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THE HYPE ENGINE
An article by Tommaso Guariento for Not, NERO Publishing 

Hype rules art, financial markets, reputational economics, digital platforms. Is it a simple late capitalist 
exasperation, or the announcement of a much more serious phenomenon? 

In Cesare Ripa’s Iconology there are two personifications of “reputation”: under the heading “fame” we 
find a young woman dressed in a succinct way, portrayed while moving precipitously; with wings and 
a body studded with eyes, mouths and ears, in her right hand she holds a golden trumpet. On the other 
hand, under the heading “glory”, the girl is wearing a golden crown, also with a trumpet in her hand, “an 
indication of the prize that every famous man deserves.” 
The symbolism of the reputation synthesized by Ripa selects iconographic elements taken from Virgil 
and Ovid, and indicates the confidence in a future survival of the reputation of emperors and nobles 
(and also of the poets themselves, who glorify in their poetry the mythical and historical deeds of Rome). 
It is therefore understood that glory is a promise and a hope: today we affirm what we would like to be 
reminded of us in the future. A much less pompous and definitely more venal version of glory is the 
hype, an American slang term that in the twenties and thirties of the twentieth century indicated a scam, 
or a surge in prices, or a story with exaggerated features, while in the 1950s it became a synonym for 
exaggerated publicity. 

I take these definitions from the second “room” of the online exhibition of the collective Clusterduck, 
called Hype and Fame, which collects some works that ponder upon the relationship between Internet 
culture, the reputational economy and the attractiveness of digital capitalism. In the introduction to 
the exhibition it is stated that hype is no longer a secondary product of capitalism, but has become its 



specific difference, governing markets and digital platforms. The hype mechanism would be so ingrained 
that it would be difficult to decrypt the differences between ideologies and subcultures or between 
inclusion and exclusion. The following will therefore be a theoretical-political analysis of this thesis, 
developed by Clusterduck in the artistic field; personally it is also a continuation of an analysis of the 
contemporary function of the concept of “hyperstitions” that I have begun some time ago on Prismo.

Starting from the last definition of hype, that of “excessive publicity”, one cannot but refer to the concept 
of aura, of which Leon Daudet speaks in Melancholia (1928), indicating with this term an atmospheric 
manifestation of the psychic state. The term aura is also used by Jean-Martin Charcot, the psychologist 
who was mentor of Freud at the Salpêtriére in Paris. In this case the aura was the atmospheric alteration 
that preceded a hysterical attack. Finally, as is known, the aura indicates for Walter Benjamin that 
uniqueness and unapproachability that was typical of the work of art before the invention of serialization 
techniques. Of course, Benjamin asserts, the instruments of reproduction (lithography, photography, 
phonograph, cinema) would have made possible the revolutionary chance to create a truly proletarian 
collective work, a work that was not religious, initiatic, bourgeois, fascist. Yet, phenomena such as the 
star system attest the impermeability of American cinema to the Bolshevik spirit: the crystallization of 
the aura around a single person is, in fact, a reactionary symptom. The other aspect that Benjamin notes 
with interest is that the viewer’s participation in the haptic image of cinema destroys the free wandering 
of thoughts in associative chains and, as it were, allows «thoughts [to be] replaced by moving images». 
The “artificial aura” of the star and the «distraction» of the viewer captured by shockwaves identified 
by Benjamin in the mid-thirties now take on a prophetic meaning. In the early years of 2000, with an 
accelerated pace in the last ten years, the capitalism of the platforms has been modulated in a stack 
composed of various levels, all linked by a common reference to the hype. PornHub, YouTube, Netflix, 
Amazon, JustEat, Steam, Instagram, PageRank and the Facebook Newsfeed are devices for capturing 



and governing the economy of attention and emotions. In Psychopolitik: Neoliberalismus und die neuen 
Machttechniken, the Korean philosopher Byung-Chul Han spoke about the destruction of freedom and 
subjectivity: «Neoliberal psychopolitics is the technique of domination which, through programming 
and psychological control, stabilizes and perpetuates the dominant system». If we replace the names 
of the platforms with those of the dispositions to which they refer, we will have: libido, sociality, 
imagination, nutrition, sleep, personal pride, curiosity. Hype is then duplicated in reputation and attention 
economy. About reputation economy, the sociologist Gloria Origgi diagnoses the emergence of a homo 
comparativus, a secularized substitute for the homo hierarchicus of premodern societies. The fact that 
work and communication relationships between people are mediated by networks that they do not 
own, has significant economic-political consequences. In a reputation economy, people and goods are 
embedded in mechanisms of comparison and competition. 

The phenomenon is not foreign to anthropologists who have studied the effectiveness of gossiping 
practices, but the fundamental data concerning late-capitalist societies is that fame becomes the object 
of a complex management system which includes not just objective information, but also opinion chains, 
rumors, statistical indices, variable rankings, market fluctuations: «Value is not in things or in people 
themselves [...] value is created in the relationship between people or things, it is the autonomous product 
of comparative exchange and has no other purpose». The sociology of reputations allows us to evaluate 
the kind of fame that can be obtained. In Capitalisme et Djihadisme, the French philosopher Michel Surya 
spoke of a dialectical relationship between asceticism and narcissism in the current Islamic terrorism. 
The most interesting aspect of this reasoning is the fact that the hype in this case is tripled: it is at the 
same time linked to the visibility, the apocalypse and the “economy of the promise”. 

As Bifo Berardi states in Heroes: «Crime is an amplifier and a consolidator of fame. Only if you do 
something really gruesome will your narcissism find a lasting confirmation». However, as we were saying, 



hype also means prophecy, a promise to realize a wonderful future. In the same text Bifo alludes to the 
apocalyptic matrix of the Islamic State propaganda. Of course, we should not think that all terrorists 
believe in the return of the Hidden Imam, or that they are convinced of living in an eschatological time - 
the sociology of radicalization teaches that social and psychological causes are more often leading to 
a conversion. As in a seventeenth-century allegory, fame and death are combined in an economy of the 
visible, governed by the pursuit of glory, regardless of any moralistic limitation. 

The American youtuber Logan Paul posted a video in December 31, 2017 showing the body of a suicidal. 
The global rejection of his gesture led him first to cancel the video, then to apologize publicly, and finally 
to spread a video interview with a suicide prevention association. This is a case of complication of the 
fame complex: the “creators” of YouTube earn in proportion to the number of views, and to retain their 
spectators, they are induced to create content that can engage and amaze them continuously. The videos 
of this young American prankster have two disturbing characteristics: first of all, they are repeatedly 
interrupted by short advertisements of self-produced clothing and accessories; secondly, they are aimed 
at a very young audience. 

These are more or less the same characteristics of the italian trap music group Dark Polo Gang’s 
Instagram stories: a very young and somehow childish audience, a concatenation of divism and fetishism 
of goods, invention of a common lexicon, an exasperated loyalty to the  “imaginary communities” of 
followers. In a certain sense, the presence of human figures in these videos is purely optional. This is 
demonstrated by the fact that it is possible to think of an inhuman and hyper-additive automation of viral 
contents aimed at a very young audience, as James Bridle has shown in his article Something is wrong 
with the internet. We are talking about content broadcasted on a variety of YouTube channels. 
Short videos for kids, created by algorithms that mix the most searched words and beloved cartoon 
characters and deliver them to an engine that can automatically build countless versions of narrative 



patterns with a cheesy and rudimental motion graphic design. Or we can think of ASMR videos, which 
aim to induce a sense of relaxation and well-being in their audience through subtle whispering of the 
speaker or the visual and sonorous representation of semi-fluid substances moving slowly. Also in this 
case we are dealing with addictive contents that generate an effect of infantilization and dependence on 
spectators and viewers. 

But let’s get back to the reputation economy: evidently the dark hype mechanics not only involve terrorists 
and influencers, but innervate the whole labor market. When Silvio Lorusso discusses on Not about 
crowdfunding related to the financing of medical care, he is talking about a transition from a welfare-
oriented economy to a hype-oriented economy. To start an entrepreneurial activity, to finance studies and 
receive health care, the creation of inflationary micro-bubbles is required: a sort of self-speculation aimed 
at brandishing any element of life (work and recreation). 

At the same time, post-workerists research on the contemporary labor market identifies in the economy 
of the promise one of the most effective strategies to govern the economic-social abyss triggered by 
the economic crisis. Federico Chicchi, Emanuele Leonardi and Stefano Lucarelli affirmed in a review 
of Francesca Coin’s “Salari Rubati”: «This form of self-financing already involves a participation in the 
expected financial gains from workers who do not perceive themselves as salaried workers, but as 
business partners: it is here that the rhetoric of human capital and of the self-made entrepreneur begin to 
take hold. To this, a form of non-monetary remuneration is added that still seems able to satisfy a part of 
the demand necessary to absorb what the capitalist system produces. It’s what in Logics of exploitation 
we represented as a symbolic value that is not monetizable in the immediate, but imaginable as an 
opportunity for future gain. It seems to us that the expression “economy of the promise”, used by Marco 
Bascetta in Salari Rubati, goes in this direction». The hype machine functions as a temporal condenser 
and as a gestalt: it flattens the unpredictable potentialities inscribed in the present and prevents their 



future development. Precisely for this reason the hype is a secularized form of divination, a chronocracy; 
or rather, an attempt to cover up the uncertainty of events and to enclose the emergency of the future. 
Time ago Nick Land had already defined the financial markets in hyperstional terms, highlighting the 
positive feedback dynamics underway in speculation on the future. It is interesting to note that a text on 
the reputational economy like that of Origgi mentions the famous tulip bubble of the seventeenth century: 
what produced the collective hysteria that in a few years increased the price of tulip bulbs, up to the point 
when it corresponded to the annual income of a wealthy family, multiplied tenfold? The sociologist Elena 
Esposito talks about second-degree observations: meaning not empirical estimates of a commodity, 
but calculations on the evaluations imagined by other operators in the market. The hyperstitionality 
of financial markets is based on a vicious circle that collapses the forecast models on the observed 
phenomena: in order to avoid the risk of future unforeseen events, we try to pilot the imaginaries that 
announce their unfolding. “This circularity is the blind spot of finance and its logic, as shown by the crisis 
triggered by structured finance: financial models can predict all possible future courses of the markets, 
except the future of finance led by models—which is the only future that later actually comes about.” 
There is something disturbing about the ubiquity of the hype economy: a vast anthropological mutation 
of the species homo towards a collective cyber-organism with decidedly inhuman characteristics. 
The processes of automatization of viral content broadcasting mentioned above could be defined, in 
benjaminian terms, “algorithmic reproducibility of the hype”. 

Tristan Harris, a former Google employee, has been engaged  for years in a campaign to raise the 
awareness on the deleterious effects that an illiterate use of digital technologies and social networks 
involves. Design choices such as infinite scrolling or video autoplay turn our devices into miniaturized 
slot machines, which take advantage of a sophisticated algorithmic calculation of intermittent and un-
interrupted rewards whose goal is simply to increase the usage time of a platform. Through Big Data it 
is possible to generate an increasingly refined taxonomy of individual desires (for example, the PornHub 
tag grid). Similarly to the ludopath, mesmerized by the luminous rolling of his slot, millions of users are 



hooked to an endlessly rotating cylinder, which contains exactly the contents that have been packaged 
to capture their attention. Evidently this behavior has deleterious effects, measurable according to 
psychological tests that evaluate mnemonic retention, distraction or, simply, emotional tonality. The 
same could be said for the indiscriminate prescription of antidepressant drugs, the ludification and 
the tinderization of relationships. Layer over layer, the hype-capitalism stack is assembled as a set of 
roots conveyed towards a single trunk. If we therefore mean hype in the sense of the conjunction of 
reputational economics and generalized addictiveness, we can also note that starting from a single 
socioeconomic macro-system, compensatory micro-connections are unraveled. The psychological 
discomfort produced by the economy of promise, born as a compensatory device for the economic crisis 
generated by financial speculation, is lightened or masked by the escapism exemplified by ludification 
and the narco-capitalism of the pharmaceutical industry that produces antidepressants. 

The occult interpretation of these technosocial mutations comes (as was to be expected) from the 
neoreactionary galaxy, in the form of Roko’s basilisk: an apocalyptic story that those familiar with Nick 
Land’s boutades will have no difficulty in recognizing. Initially spreading on the LessWrong discussion 
platform, the story imagines that a hypothetical future artificial superintelligence, having access to all 
informations of our present age, would be able to punish and reward those who contributed or hindered 
its realization. A classic “nickland”, in other words. And of course there are those who didn’t take it very 
well, terrified by the idea that the mere existence of such discussions on the moral nature of the future 
A.I. would have compromised their future cybernetic bliss, since, from the future, the Singularity could 
have read those posts. Finding these bizarre statements in a blog dedicated to the deepening of scientific 
and rational discourse covers this story with a veil of paranoia and conspiracy. And this brings us back 
to the theological-political component of the hype in its purest form, namely that of the apocalyptic 
discourse. According to the conceptual historian Reinhardt Koselleck (one of the key authors for Hartmut 
Rosa), the eschatology of the first centuries of the Christian era has survived in a secularized way in 
the idea of   the contraction of times caused by the perception of technological progress between the 
eighteenth and nineteenth centuries: «The shortening of time, which previously posed an early end to 



history coming from the outside, now becomes an acceleration that is recorded in history itself and that 
is accessible to men. The novelty consists in the fact that it is not the “end of history” that arrives more 
quickly, but the current progress that, commensurated to the slow progress of the previous centuries, is 
occurring at an increasingly intense pace. 

To conclude: the hype machine generates three vicious circles that, in each of their spires, relate the two 
polarities of the same problem. The first is the relationship between inclusion and exclusion in the hype 
economy: once its ubiquity is understood, does it make sense to oppose it? The second concerns the 
dialectic of hyperstition: if in the present I conjure for my future success, how can I be sure that the future 
of my desire and the unforeseen coincide? The third, finally, is an anthropological deepening of the first: 
having attested that there are psychological, economic and technological phenomena governed by the 
hype, how can I be sure that this hypothesis is not another hyperstition?

Tommaso Guariento was born in Padua in 1985. He holds a doctorate in Cultural Studies at the University 
of Palermo. He lives between Padua and Paris. He collaborated with “Effimera” and “Il Lavoro culturale”. 
He is interested in images, anthropology and political philosophy.
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All the artists from the pavilion and the embassy for believing in this electric dream 
with us, giving voice and realness to our desires and our aspirations, and for struggling 
everyday to add beauty and laugher to this clusterfucked world (get ready, it’s a long 
list): Aghnie, Andy Kassier and Richard Munaba, Amelia Zhang and Colin Rosati, Aurélie 
Bayad, Byrke Lou, Callum Harper, Cara Lien, c a r e  collective, Carol Breen, Cassio Moreira, 
Esben Holk, Fausto Marcon, Felix Rothschild, Giek_1, Gregory Chatonsky, Ni No, Ian Haig, 
Jessica Goehring, Jules Durand, Kathryn Ashford, Katrin Krumm, Les Liens Invisibles, 
Luka Lavrenci, Luis Román, Mara Oscar Cassiani, Myriam Thyes, Meeduse, Nikolas Müller, 
Paul Wiersbinski, Paulin Rogues, Philipp Teister, Pierre Chaumont, Randall Packer, Roberto 
Voorbij, Gloom Ruby, RUI HO, Samuel Fouracre, Sheidlina, Victor Evink AKA Sxmbra, Van 
Der Borght Bjornus, Violeta Forest. Panke.gallery and Sakrowski for curating with us 
this exhibit, sharing its space and enhancing our vision, supporting us and helping this 
project to be born; and for being a resisting, independent space for the arts in a world 
that really needs them; for dividing worries, doubts and working nights with us; for all the 
informations and the suggestions that made us more aware. Our web developers Gregorio 
Magini aka Peterpoe and Superinternet aka Pietro Ariel Parisi for building the VR rooms 
of the Internet Fame Pavilion. 



 

Emma Magrini for the graphic design of the booklet; Eugenio Pizzorno for being 
clusterfucked with us since the early days; Bas Grasmayer, Tommaso Guariento, 
Not, Guido Segni, Arshake, D’ARS Magazine di Arti e Culture Contemporanee, 
MONOPOL - Magazin für Kunst und Leben, Curated by GIRLS and Felt Zine for writing 
and talking about this project; David Quiles Guillo for supporting us in all the phases 
of our participation in the wrong, from the very beginning to the happy end; Vaiper 
Vitalijus Despotin and all the Panke Staff for the tech support and the trust. We also 
thank everyone who criticized us, gave us feedback, interacted with us: you inspired, 
surprised, teased, entertained us with your digital and real communication loops. 
We look forward to learning more from you in the future. Us, because we’re gorgeous. 
Everyone we may have forgotten: we love every single one of you, believe us. 

See you in the future.
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