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19.11.2022 – 12.02.2023

An exhibition on the effects of algorithmic prediction 
on cultural production. Throughout the 21st century, 
oracles have determined what is worthwhile and what 
is not, discarding from the present everything that does 
not make the prediction possible and editing the past 
to fit the prophecy. Thus, many experiences have been 
discarded because they were bound to spoil the augury. 
“There is nothing inevitable,” says the seer, flipping out.

BIENNIAL 2064
Roc Albalat, Clara Boj and Diego Díaz, María Cañas, 
Estampa collective, Nuria Giménez Lorang, 
Jorge Luis Marzo, Júlia Montilla, Àngela Novo, 
Roc Parés, Arturo fito Rodríguez
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Biennial 2064 is an exhibition about oracles in the age of arti-
ficial intelligence. If digital devices accumulate so much data, 
it is to project all kinds of forecasts for the future. This is the 
function of algorithms, which have taken over from the old 
oracles. However, these new auguries have all the points to be 
fulfilled: when they predict the future, they discard from the 
present everything that does not make it possible. Likewise, 
they edit the past only in relation to the prediction they have 
made. As a result of these logics, prediction has become a tool 
for refining the possibilities of what can be experienced and 
thought in the future.

This is happening right now, under the umbrella of emer-
gency societies where there is no time, the present is growing 
and only the hope of the future remains. The prediction arises 
as the force capable of re-expanding time, of re-recovering it, 
but it also reveals and allows us to see what happens to memory 
in a data regime in which the depository images of life have 
become vident and say things we do not know.

But what is the role of artistic experiences in the twen-
ty-first century, experiences incubated in this phenomenology 
of prediction? We attempt to answer this and other questions 
by predicting the events of the Biennial in 2064, when, after 
four decades marked by immersive culture and algorithmic 
curating, oracles began to speak of forgotten works, of marginal 
synergies and of dismissed visions.

Biennial 2064 featured research carried out by the Àngela 
Novo group into the so-called “discards”. The research sought 
to repair these “sampling errors” by reviving collective practices, 
artistic experiences incapable of being used as or converted into 
capital, and projects rooted in Sino-feminism and biomedia, as 
well as projects of an anarcho-ethologist bent or micro-eman-
cipatory currents. They are cracks, like the actions of Kriska 
Li in the 2030s, the events of the Voyager probe, anarchro-
nism, the psychic currents of the 1940s, the AIconostasics... 
experiments aimed to spoil the forecast, to interrupt the 
prediction, to desert the future.
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The common trait of many of these currents is their 
assumption that forecasts are also capable of neutralising 
omens—another of the effects of the rupture in causal time 
generated by chronopolitical technologies. If a model is ca-
pable of suggesting a threat will materialise, it can also foster 
the appearance of false positives: controversial demonstra-
tions that mock the determinism of the prediction.

Àngela Novo’s research was the seed of a series of exhi-
bitions such as Indemnification. Art Disappeared under the 
Economy (2020-2040), Discard Politics (2044) and None of 
the Above (2052), in which many of the pieces in this exhibi-
tion were shown and in which the counter-oracular currents 
now known as ‘discards’ were brought together. Though they 
were unsuccessful in their own day, these exhibitions are now 
deemed a clear reason for rewriting a considerable part of the 
cultural output of our century.

In all these shows, we find an echo of the passage in the  
Divine Comedy in which Dante and Virgil are walking through 
Hell and come across fortune tellers and soothsayers, punished 
by having their faces twisted towards their haunches because 
they had wanted to see the future. “See how he’s made a chest 
out of his shoulders; and since he wanted so to see ahead, he 
looks behind and walks a backward path.”

THE ORACLE, 2022
Àngela Novo
Video installation (11 min)

An oracle summoned from the bowels of Biennial 2064 answers 
questions. Surrounded by avatars in a kind of circus of ghosts, 
she talks of rejections, of the terrors of immersion, of the an-
archy of time, of rebellious pixels, of the brush that sweeps the 
mechanistic auction into bins:

“We have identified patterns. Just because things are not 
indexed does not mean they do not exist. We have seen com-
ponents of strange, dusty networks that reflect an undetected 
route: the mess of unfuture, the pathology of Kriska Li’s gaze, 
the psychic currents of the forties and fifties… Have you seen 
the photos sent back by Voyager? We see patterns intended to 
undermine the oracle. And this, of course, got our attention.”

AICONOSTASIS, 2022
Clara Boj and Diego Díaz (lalalab.org)
Big audiovisual temple

In recent years we are witnessing the emergence of a new deity. 
The cult of artificial intelligence algorithms is almost a new 
religion that, thanks to its advanced predictive mechanisms, 
advises us and ends up directing both our social behavior and 
our daily actions. Clara Boj and Diego Díaz recreate the struc-
ture of an iconostasis, an exhibition of icons traditionally used 
in orthodox churches to connect the physical world with the  
divine, structured with several windows and doors between 
both realms. In this way, we gain access to the interface of the 
new AI goddess, who looks at herself and tirelessly analyzes 
herself through images, the seers of our days.

 

Work produced with the support of the Institute of Cultural Industries
and the Arts of the Region of Murcia (ICA)
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THE VOYAGER, 2022
Àngela Novo

On March 14, 2020, NASA announced the Voyager II probe’s 
course change, without being able to determine its cause or 
regain control. The probe was on its way back to Earth after 43 
years of travel, and nothing could be done.

Launched into space in 1977, the probe’s mission was 
to explore the Solar System and beyond, sending a disc (the 
Golden Record) that collected 115 images and sounds in or-
der to describe humanity to possible extraterrestrial intellectuals.

In 2040 the probe is picked up in space and its return is 
accelerated. In 2046 it was deposited at the Houston base. But 
the illusion was short-lived. NASA made it public that it was a 
hacking carried out in 2020 from Earth. Someone had tapped 
into the telemetry signal and navigation commands. But they 
had also inserted a small neural network in the probe’s computer 
that helped it to look at the Golden Record photos by itself 
during the long years of the return trip.

The action was attributed to a self-styled “unfuture” art 
collective after the dissemination of a video recorded in 2020, 
claiming “deferred” political practices. The Voyager events repre-
sented a singular blow to the debates of the 1950s on the “battles 
of time” in the new oracular capitalism dominated by urgencies.

Àngela Novo unveils a search from the finding of some 
documents relating to unfuture at the University of Damascus. 
These documents, consisting of a set of emails, messages, and 
images, provided a window for a closer acquaintance with the 
thoughts and procedures of its members, as well as connections 
to certain political and artistic contexts of the first third of the 
21st century.

GOLDEN RECORD, 2022 (unfuture)
Replica by Roc Parés and Estampa, 2022
Installation

The famous Golden Record sent by NASA on Voyager contains 
images and sounds related to humankind and is intended to tell 
the universe about life on Earth. The project was directed by 
Carl Sagan, who compared it to a bottle thrown into the cosmic 
ocean and as a symbol of humanity’s hope.

The Estampa collective presents these images commented 
by means of a navigation device developed by artist Roc Parés 
and conceived to closely understand the anachronistic game 
proposed by the actions of unfuture. It is a replica of the neural 
network that the activist group introduced in the probe to moti-
vate a reflection on which of these contemporary concepts were 
already in the original images.

PUNT NEMO, 2022
Roc Parés
Installation

Point Nemo is a digital radio receiving station (RTL-SDR) 
tuned to the 145.800 MHz FM frequency awaiting broadcasts 
from the International Space Station (ISS). The ISS is the 
largest human artifact outside the surface of our planet and in 
recent times has gone from being an “example of international 
cooperation in research for a better world” to being a 420-ton 
threat over our heads. Point Nemo is the name given to the 
place in the ocean farthest from any land. Precisely because 
of its remoteness and depth, it is also the world’s largest grave-
yard of spacecraft. Orbital waste brought down in a planned 
fall to this point became a metaphor of the “discards” of orac-
ular capitalism. It would seem that legend and disaster have 
escaped down the hole of a vast toilet.
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EVERYTHING YOU SAY WILL BE
USED AGAINST YOU, 2022
Nuria Giménez Lorang
Video (9 min 33 s)
 

On March 28, 2022, after slapping Chris Rock in the face, the 
whole world could see Will Smith picking up an Oscar, receiv-
ing applause from the audience and then celebrating at a party 
surrounded by cheering people. A few days and hundreds of 
thousands of posts later, the Academy of Motion Picture Arts 
and Sciences condemned the events and punished the actor by 
banning him from attending any of its events for ten years. In 
addition, several platforms were canceling the projects they had 
with Smith. The actor was admitted to a rehabilitation clinic 
and his wife separated from him a few months later. After ten 
years, following protests on social networks, he was stripped of 
the Oscar he had won and moved to Canada, where he died in 
2061. King Richard was the last film he made.

This now forgotten trivial act prompted Ylva Usman, a 
Nigerian-Icelandic artist, to create a dual piece on the way in 
which social conventions, monitored instantaneously, shape 
answers, decisions, dogmas and closed-ended responses in 
which there is no room for fine distinctions or doubt. Usman’s 
document becomes an example of the extent to which social life 
had adapted to computational logic by the twenties.

Clara Boj and Diego Díaz (lalalab.org), AIconostasis, Big audiovisual temple, 2022

Barcelona, 2022



Àngela Novo, The oracle, 2022
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FATAL INTERPRETATION, 2022
Nuria Giménez Lorang
Video (11 min 45 s)
 

This work was included in the controversial exhibition None of 
the Above, curated by the Paradoxical Lucidity group in 2052 
with the aim of calling into question the Historical Reinter-
pretation of Past Works (HRPW) model, established around 
the entire world in 2036, which guaranteed the right to re-
make any cultural production. By mid-century, this pattern 
had led to the removal of more than 350,000 works of various 
artistic disciplines from both museums and universities. The 
exhibition, in which 123 artists participated (all under pseudo-
nyms), showed different historical interpretations of a hundred 
literary and cinematographic works whose authors had been 
cancelled.

 Fatal Attraction was the highest grossing film in 1987, the 
year it was released. It was also the first film to be remade in 
accordance with the HRPW. We present clips from the third 
version, made in 2050, together with the original version. It 
constitutes a key document for understanding how cancel 
culture and the digital remake allowed visual memory to be 
recreated for the benefit of scenarios of a desirable future.

KRISKA LI
 

Kriska Li’s first stage must be understood in the context of 
platform capitalism and the emergence of big data. This per-
former, whose opaque biography only reveals her Hungarian 
origin, understood the expressive possibilities of our data traces 
like no other at the time. For Kriska, extractivist technologies 
were a fertile field of experimentation, to the point that she 
never showed her body directly, but always through different 
biomètric identification interfaces.

In the second stage she investigated aphantasia as a form 
of aesthetic and political contestation in the 2040s. As a form of 
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aesthetic and political contestation in the 2040s. Her main work 
consisted of a surgical operation to remove the image from her 
memory, in order to suspend the ocularcentrism derived from 
the predictive techniques of clairvoyance. Her proposal artic-
ulated a series of questions: Was it possible to conceive of a 
memory without images? What were the consequences when 
it came to continuing to create fictions? What other forms of 
sensibility were we capable of deploying?

KRISKA LI. NO SIGNAL INPUT, 2022
Julia Montilla
Video installation
 

The artist Julia Montilla has been exploring the imaginaries of 
Kriska Li for some years now. In this installation, divided into 
two parts, Montilla analyses the creative process of one of the 
most surprising experiments by the Hungarian artist, entitled 
No Signal Input, made in the mid-forties.

In the first place, presents a clip from Kriska Li’s video di-
ary that anticipates the production of No Signal Input. A story 
in which the artist privileges the visual in her enunciation of 
the discovery of the neuronal deficit that will allow her, in the 
future, to embrace mental blindness. The preeminence of the 
gaze in these personal notes, charged with prospective nostal-
gia, evokes traditions of ocularcentrism that range from ecstatic 
dazzlement to the collapse of perception into pure sensation.

In this second piece from the series, Montilla considers an 
early artistic attempt by Kriska Li, known to be young at the 
time, to suspend ocular centrality. No Signal Input shows the 
artist’s nascent move towards radical aniconism. In this pro-
duction, a set of screens, apparently without signal, became 
visual analogies of the “blind retinas of the mind’s eye” of people 
with aphantasia. The testimonials came mostly from case stud-
ies collected by Adam Zeman, the neurologist who would coin 
the term for the condition and lead the research project on the 
neural basis of visual imagination, Eye’s Mind.

NSFW, 2022
Estampa
Video and 3D resin prints
 

During her first stage, Kriska Li appropriated the tools and 
aesthetics of oracular capitalism to experiment with rep-
resentations of the body. “NSFW” is an archetypal piece  of this 
period: it is a trained network with thousands of pornographic 
images. A highly codified corpus of images and representa-
tions, where postures and motifs are constantly repeated with 
different bodies. The type of image that the trained network 
produces undoes this normative pornographic image and 
imagines an amalgamation of flesh and holes; destroying any 
representation of individual bodies. Subsequently, the artist 
created a series of resin sculptures based on the forms of the 
video. The intervention was interpreted as an expression of 
the problematic relationship between digital abstractions and 
bodily discomfort.

 
WHAT A JOURNEY. THE TWISTED
DREAM OF CONTEMPORARY ART, 2022
María Cañas
Editing and post-production: David Jiménez aka Dirty Age.
Video (20 min)

The work of the “psychic currents” demonstrates that the ability to 
anticipate the future occurs more effectively at non-conscious 
than at conscious levels, which is why they developed creative 
telekinesis or meditative artistic projection technologies, among 
other techniques. In all of them, mysticism is presented as the 
ultimate solution to the clash between emotion and reason 
that remained as an obstacle from the past. Altered states of 
consciousness will play a crucial role in these creative currents 
when it comes to devising a community project and recovering 
a shared time. 
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One of the leading lights of the “psychic currents” is the 
artist María Cañas. Her works depict how the twisted dream 
of contemporary art arising from the Biennials following the 
collapse of the curatorial and exhibition model has proved to 
be conceptual claptrap endorsed by powerful circles that spec-
ulated in artworks lost in containers in tax havens and which 
plunged a vast number of artists into poverty and slavery:

“Clandestine artistic communities and hooligans now 
roam freely in our streets, underground and cyberspace, giving 
way to artistic debauchery, to divergence and the magic of 
chaos. Commons that will connect to the great Gaia World 
Asshole disc of the immersive App loaded with radical and 
furtive metaverses, psychic currents and paraLOL universes. 
Welcome to Metamundo Metachorra, where you can see and 
hear what doesn’t exist.

Free the images! Disaster takes care of everything! To cry 
is to laugh slowly. Already the only sure thing is uncertainty. 
What a clarity of confusion! Abandon yourselves to beauty,  
I mean, to drift. Enjoy. What a journey!”
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La Virreina Centre de la Imatge
Palau de la Virreina
La Rambla, 99. 08002 Barcelona

Opening hours: from Tuesday to Sunday
and holidays, from 11 a.m. to 8 p.m.
Free admission

#Biennal2064
@lavirreinaci
barcelona.cat/lavirreina

Curators: Roc Albalat, Jorge Luis Marzo and Arturo fito Rodríguez, 
from the collective Àngela Novo
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