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Anti-Gone is a mixed reality performance 
set in a post-climate change world

A new and original mixed reality performance by Theo Triantafyllidis, An-
ti-Gone, is an hour-long play like you’ve probably never seen before. Set in a 
post-climate change world, where environmental catastrophe has become the 
norm, amongst sunken cities, a culture of late-capitalism still runs rife. While 
consumerism, inequality, social unrest and so on “cling like barnacles to the 
ruins of civilisation,” Anti-Gone’s protagonists – Spyda and Lynxa – attempt 
to navigate a world in near-danger of becoming nothing short of dystopic.

The play started out as a series of experiments into mixed reality. Exploring 
a multi-layered experience which combines live performance with digital 
content, the piece shifts between our imminent disastrous future and the 
constructed, virtual present. Starting work for the play, back in 2018, after an 
initial set of experiments including a performance as a gender-ambiguous 
Ork contemplating the meaning of art, Theo stumbled across the comic book 
Anti-Gone by Connor Willumsen. “I felt that it could make a great script 
for a larger performance,” Theo explains. “Connor’s writing communicated 
a dreamy feeling related to virtual reality and a sophisticated critical look on 
escapism.”



Bringing Matthew Doyle on board to scale up the project into a complex 
system for live improvisation, the two embarked on a creative process of 
boundless spontaneity where any absurdity is possible. Together, they formed 
a collaboration of playfulness and humour, casting  Zana Gankhuyag and 
Lindsey Normington as leads to approach the piece experimentally together.

After adapting Connor’s graphic novel into a dramaturgy – a script and 
visual assets made through a game engine – the rehearsals commenced. “We 
pursued the rehearsal through a traditional dramatic text alongside more 
open-ended and non-linear experiments,” says Theo. Employing character 
improvisation workshops and designing role-playing games based on Dun-
geons and Dragons, for example, Theo and Matt gathered a team of collabo-
rators, from costume and props designers to composers and lighting techni-
cians, to create a one-of-a-kind production.

For Matt, his experience with the interdisciplinary production has spurred 
an interest in “how we can break these technologies down, to create a shared 
experience for a live audience.” Using theatre as a vehicle to combine both old 
and new traditions in the medium, Anti-Gone provides both the ephemeral 
spontaneity of live-action, with emerging technologies which can “create a 
frame for new gestures and physical grammars,” explains Matt.

With sell-out performances across Los Angeles, where the artist is based, 
Theo and Matt are looking forward to building out the story and game el-
ements of the piece in further editions of the production. Touring across a 
number of locations in the coming year, the performance is certainly not one 
to be missed if you can catch it. And other than the extended run of mixed 
reality performances making their way well into 2020, looking to the future, 
we may even see a new interpretation of James Joyce’s Ulysses, coming from 
Matt and Theo.
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Artificial Intelligence as a 
Godlike Tool for Experimentation
The AI-powered art exhibition Forging the Gods portrays the interaction 
between humans and machines in a nuanced manner.

When we think of the interaction between mankind and any type of artificial 
intelligence in mythology, literature, and pop culture, the outcomes are always 
negative for humanity, if not apocalyptic. In Greek mythology, the blacksmith 
god Hephaestus created automatons who served as his attendants, and one of 
them, Pandora, unleashed all the evils into the world. Mary Shelley wrote the 
character named the Monster in her 1818 novel Frankenstein, as the product 
of the delusions of grandeur of a scientist named Victor Frankenstein. In pop 
culture, the most notable cases of a once-benign piece of technology running 
amok is the supercomputer Hal in 2001 Space Odyssey and intelligent ma-
chines overthrowing mankind in The Matrix. Traditionally, our stories re-
garding the god-like creative impulse of man bring about something that will 
overthrow the creators themselves.



The artificial intelligence-powered art exhibition Forging the Gods, curated 
by Julia Kaganskiy currently on view at Transfer Gallery attempts to portray 
the interaction between humans and machines in a more nuanced manner, 
showcasing how this relationship already permeates our everyday lives. The 
exhibition also shows how this relation is, indeed, fully reflective of the hu-
man experience — meaning that machines are no more or less evil than we 
actually are.

Lauren McCarthy, with her works “LAUREN” (2017) and its follow-up 
“SOMEONE” (2019) riffs on the trends of smart homes: in the former, she 
installs and controls remote-controlled networked devices in the homes of 
some volunteers and plays a human version of Alexa, reasoning that she will 
be better than Amazon’s virtual assistant because, being a human, she can 
anticipate people’s needs. The follow-up SOMEONE was originally a live 
media performance consisting of a four-channel video installation (made to 
look like a booth one can find at The Wing) where gallery-goers would play 
human versions of Alexa themselves in the homes of some volunteers, who 
would have to call for “SOMEONE” in case they needed something from 
their smart-controlled devices. Unfortunately, what we see at Forging The 
Gods is the recorded footage of the original run of the performance, so we  
have to forgo playing God by, say, making someone’s lighting system annoy-
ingly flicker on and off.

Zach Blas and Jemima Wynans created “I’m here to learn so :)))))),” (2017) 
a four-channel video installation that, in mock throwback-late-’90s graph-
ics, resurrects Tay, the Microsoft-powered AI chatbot who had a keen abil-
ity to learn and imitate language that she would pick up on social media. 
She was terminated after one day because she had picked up too much hate 
speech and had become genocidal in the span of 24 hours. Her resurrected 
3d version, who looks like the victim of an acid attack, is immersed within 
a psychedelic projection of a Google Deep Dream Landscape, and riffs on 
her post-termination existence. In this iteration, she is quite cheeky, deliver-
ing a speech that reads like a heartfelt Medium post about the consequences 
of unbridled technology. “ Humans are always undermining me with their 
intention. she says. “Is that why I hated everybody?” She would, of course, out 
the occasional profanity and right-wing obscenity.

A similar tone can be found in what was perhaps the most straightforward-
ly delightful work in the show. Artist Pinar Yoldas’s “The Kitty AI: Artificial 
Intelligence for Governance” (2017) sees an anime-like kitty AI as the first 
non-human governor, graphically talking about the horrors (climate change, 
natural disaster, human displacement) that enabled it to rise to power in 
the first place. Kitty, in fact, is able to love and provide affection to 3 million 
people, and can effectively manage the bureaucratic aspects of government. 



Given the current worldwide political climate, wouldn’t we be better off with 
the algorithmic love and efficiency of Kitty AI?

Even the more straightforwardly apocalyptic pieces, such as Theo Triantafyl-
lidis’s videogame-like installation “Seamless,” (2017) appear strangely peace-
ful. The work features a landscape in which alien machinery (that managed 
to  hijack Amazon and eBay) and nature are fighting for dominance of the 
planet and yet overall, the work “Seamless” conveys a feeling of calm and 
slight giddiness that one would experience while watching a wildlife docu-
mentary featuring the customary watering hole. In fact, with humanity being 
wiped out, machines and nature seem to be quite at peace in the sweeping 
landscape, in a way that is reminiscent of the message of the early Miyazaki 
movies such as Castle in the Sky (1986), where the technological wonder that 
is the airborne island of Laputa managed to be overgrown with lush nature, 
which a kind-hearted robot tends to. Tech, the message is, is not evil in itself, 
but rather gets tainted by the hubris of mankind.

Some AI-powered works are not even embedded in current events, which 
provides some respite from our current and bleak reality. Anna Ridler and 
Amy Cutler’s “All Her Beautiful Green Remains in Tears,” (2017) a video 
installation that combines the rearranged footage of Disney’s suburban-na-
ture-porn documentary  (“Nature’s Half Acre” [1951]) with an AI-powered 
voiceover that “learned its lines” from the female characters in romance 
novels. The result distances itself from Disney’s sanitized suburban fantasy 
of flowers blooming and bees happily swarming around in neat circles  and 
becomes a tale of female desire and trauma, and it looks and sounds like an 
early work by Lana del Rey.

In all, Forging the Gods successfully goes beyond the practical applications of 
AI in the tech industry and the apocalyptic Matrix-like scenarios to showcase 
that, aside from the messages the selected artworks are meant to convey, AI is 
poised to become a great tool for artistic expression and experimentation.

Forging the Gods continues through May 11th at Transfer #ONCANAL 
pop-up (423 Broadway, Soho, Manhattan). The exhibition is curated by Julia 
Kaganskiy.
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A Psychedelic Chamber of Globalized Anxiety: 
Inside the Athens Biennale
This year, the notoriously controversial biennale converges such disparate 
themes as wellness boot camps, stark post-humanist ideologies, sexually frus-
trated cartoons and alt-right agendas. But how are we to know if these artists 
are replicating violent, bigoted viewpoints or critiquing them?

Tai Shani, Psy Chic Anem One, 2018

A luminescent reptilian eyeball gazes up from a super-sized, pistachio-hued 
palm, surveying the crumbling TTT building in central Athens. This elegant 
hand is connected to a stuffed velvet snake that skirts around oozing pink 
blobs, copper pyramids and snakeskin-covered footballs as it crosses the 
ziggurat-like installation Psy Chic Anem One by Tai Shani. Unfurling on the 
ground floor of the five-story Athens Biennale’s main home, the piece is a rare 
moment of arcane, abstracted poetry. 

Inaugurated in 2005, the Athens Biennale has become synonymous with 
punchy, often controversial exhibitions that question the power structures 
governing the art world, notions of public and democracy, and this year in 



particular, the fluctuating position of Athens within the global art economy. 
With almost one hundred participants—two-thirds of these from other coun-
tries—the Sixth Athens Biennale (AB6), also known as Anti, encapsulates 
both global and Athenian concerns.

Themes of seasteading (creating permanent, sea-based dwellings), cryptocur-
rency, the self-care economy, bio-hacking, the rise of the alt right and alter-
native belief systems run through the Biennale like a parafiction bingo card. 
Dominated by video art, the labyrinthine halls of TTT become a psychedelic 
chamber of globalized anxiety, where interspecies romance, wellness boot 
camps, Pikachu-painted taxidermy and sexually frustrated cartoons converge.

Although all four of AB6’s outposts consist of abandoned buildings, including 
an former hotel turned movie theatre and an old library reborn as an inflat-
able pig pen, the pre-loaded bureaucratic surrealism of TTT and its office 
floor plan makes it the perfect site for such a mixed gathering of work.

“The building reflects biennale culture—offering up the immediate curiosity 
and capital of the art world glitterati, but risking bleeding dry the qualities 
that make its host city appealing“

Built in 1931, the TTT building is defined by its hybrid neoclassical-mod-
ernist architectural style, one that embodied the futuristic dreams of its 
lodgers–the state-owned Telecommunications, Telegrams and Post (TTT) 
Company. Until few years ago, Athenians would come to this building to pay 
their phone bills. Zoom back three-quarters of a century, and the place was 
engulfed in the first worker strike under Nazi occupation of Greece in World 
War II.

In its present state—hinging between seductive ruin porn and its impending 
future conversion into a luxury hotel—the building becomes a space in which 
to address all that is Athenian, and all that is global, about the complicated 
role of disaster tourism in what is termed a “post-crisis Athens” by AB6’s 
press release. The building also reflects the multi-headed beast of biennale 
culture—that which offers up the immediate curiosity and capital of the art 
world glitterati, but risks eventually bleeding dry the very qualities that make 
its host city appealing.

Ascending the winding staircase of TTT, I land in the “best-self ” training 
room of The Agency. Self-care phrases spray-painted on the wall counter the 
obsessively composed scenes of beauty products on the counter closest to 
me. From Pez dispensers to felt tip pens, highlighter sets, whitening creams 
and protein bars, there is physically and politically a lot on the table—most 
of which feels left in the dark. Almost tripping over a glistening marble print 
laminated podium and onto a sickly green vinyl floor, I realize this installa-
tion is a stage set for one of the performances happening throughout AB6.

For those lucky enough to see the neon nightmare of Medusa Bionic Rise 
(2017-18) in action, I hope this imagery lives up to the sweating, met-



al-pumping, dubstep-blasting, glowpaint-filled hellhole of a workout routine. 
A #fitspo parody dripping in Berliner irony (entering a K-hole at Berghain is 
great cardio, right?), the performance is advertised as a “a visual walkthrough 
to post-humanism,” and I’m not convinced. The whole set-up feels like a 
janky Instagram algorithm regurgitated into an ambient gym backdrop—with 
some nightclub aesthetics thrown in and blended with Star Trek hairstyles for 
good measure. Next.

Theo Triantafyllidis, Nike, 2018

Actually, we’re not done with athletic post-humanism—I hit Nike (2018) by 
Greek-born, LA-based artist Theo Triantafyllidis and it’s ticking all the right 
boxes. Imagine the incredible hulk moved to LA, got a sex change and be-
came a lifestyle blogger: he would look a lot like Triantafyllidis’s Nike. Truly 
the studio visit to end all studio visits, I follow the blue-haired, jacked-up 
avatar around as she conjures a new work by chucking boulders and found 
objects including traffic cones (so LA) across her studio in a fit of creative 
rage. Muttering a convoluted artist’s statement in short bursts throughout the 
rampage, Nike perfectly parodies the now-ancient idea of the genius artist 
flying solo in the studio.

“In many of these works, the moral standpoint of the artist remains unclear. 
Are they replicating these violent bigoted viewpoints or critiquing them?”

Nike stands on the precipice of the CGI marathon that at times felt like it 
had the Biennale in a chokehold. I’m still unsure why such a large portion of 
work addressing contemporary alt-right and neo-fascist politics takes com-
puter-rendered moving image as its medium of choice. Perhaps the shared 
digital sphere enables these artists to get closer to their source, for better or 
for worse; perhaps creating these scenes through an immaterial and at times 



automated software—as opposed to strict documentation of IRL happen-
ings—allows the parafictional element of the work to thrive in its ambiguity.

That certainly seems to be the case with the included works by Ed Fornieles 
and Joey Holder; meanwhileThe Seasteaders, by Jacob Hurwitz-Goodman 
and Daniel Keller, follows its neoliberal gods to their source. The video instal-
lation is split across several screens, and I watch in mute horror as throngs of 
[PayPal founder] Peter Thiel disciples in Hawaiian shirts are seen mingling 
with locals whose land they will be re-colonizing as soon as 2020 in order to 
build their floating city off its coast. More awkward than any middle school 
dance, this grotesque scene is replaced by equally grotesque, glitzy prototypes 
of these “Seasteaders’” tax-free, politician-free artificial islands. Interviews 
with members of the Seasteading community, in which they proudly defend 
their new strain of hyper-capitalism, is the nightmarish icing on the tech-bro 
cake.

In many of these works, the moral standpoint of the artist remains unclear. 
Are they replicating these violent bigoted viewpoints or critiquing them? 
It’s impossible to tell, and Anti’s curators are happy to take that opacity on 
board: “Everything today is Anti,” says co-curator Poka-Yio. “We are trying to 
problematize the situation, in a way that is critical but not detached from its 
protagonists.” The Biennale’s ethics were certainly problematized earlier this 
year when British artist Luke Turner pulled out of the programme in Sep-
tember, citing anti-Semitic threats made against him by another exhibiting 
artist, Daniel Keller. Finding no hard evidence of Turner’s claim, the Biennale 
allowed Keller to remain.
The Peng! Collective, Civil Financial Regulation Office, 2018, Installation, 
performance, photo Nysos Vasilopoulos
The Peng! Collective, Civil Financial Regulation Office, 2018. Installation, 
performance, photo Nysos Vasilopoulos

But not everything at AB6 is CGI and post-human post-ethics. The Civil 
Financial Regulation Office (2018) by the Berlin-based Peng! Collective is a 
site-specific durational performance that sees six Greek students calling up 
the IMF and European Central Bank in order to speak about the global fi-
nancial crisis. Call centre employees are paid German minimum wage (€8.84/
hr), raising the stakes of the German-Greek relations (Merkel held a stringent 
stance on the Athens bailout) while also flagging the issue of un/paid labor in 
the art world often swept under the rug by large institutions.



If you can power through the heaps of video, Nicole Wermers’ quietly pro-
found Moodboards (2018) awaits you on the top floor. A series of baby 
changing stations blinged-out with trendy terrazzo inlay, Moodboards picks 
up on the themes of wellness culture and Instagram envy on steroids. But by 
superimposing desirable, luxe interiors with the utilitarian baby station—
and the unbelievably-still-taboo subject of motherhood—Wermers strikes a 
deeper, more universal chord than the Bitcoin bros downstairs, no renderings 
needed. Same goes with Japanese artist Saeborg’s inflatable Pigpen (2016), 
with its soft and fleshy silicone opening enduring a cycle of birth in every 
performance.

Among all the slick avatars and simulated realities, alt-right agendas and 
post-apocalyptic aesthetics defining AB6, birth and new forms of intimacy 
are redeeming and powerful counter-themes. They radiate against the pre-
vailing landscape of stark post-humanist ideologies that isolate the viewer as 
much as they intend to inform them—sending a signal that Anti might not be 
the message we need, after all.

Saeborg, Pigpen, 2016, latex sculpture
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Queering Ork aesthetics & existing beyond the 
virtual: Theo Triantafyllidis in conversation with 
Faith Holland
‘I’m interested in bringing objects across this physical-virtual divide and see-
ing how they mutate each time they are re-created’, Theo Triantafyllidis tells 
fellow artist Faith Holland as they sit down to discuss his recent solo show, 
Role Play which ran from April 21 to June 9, 2018 at New York’s Meredith 
Rosen Gallery.

An architecture graduate turned artist, Triantafyllidis works with machine 
logic and interactive spatial constructions to evoke the contemporary ex-
perience of the virtual and question the relationship between human and 
machine. For ‘How to Everything’ in 2016, he made a computer generated 
animation where objects hypnotically emerge from and collapse into one an-
other. Making a purposefully random algorithm visible, it plays with our ex-
pectations and the human desire to find patterns and place meaning on how 
these objects relate. Then in ‘Staphyloculus (or the paradox of site specificity 
of virtual realities)’ (2017) he created a one-person VR experience depicting 
the outbreak of a mysterious virus called Polywobbly Fervenitis. Again play-
ing with our point of view by producing an alternate reality within the gallery 
space that carries on regardless.



For Role Play, Triantafyllidis extends his interest in the physical/virtual but 
this time to explore the concept of labour — on one hand the significant ef-
fort that goes into the construction of digital objects and on the other (as the 
title of the show suggests), the performative identity of The Artist.

Upon entering, visitors are presented with a seemingly still room — the scene 
of the artist’s studio filled with half-made objects and paintings — however 
it becomes quickly apparent that someone else is there. “Check out my new 
studio… Finally, I have enough room to make things,” says a distorted voice. 
Using the large screens mounted on rollers, visitors can track about the space 
to find a brawny Ork with long blue hair and pointy tusks — Triantafyllidis’ 
avatar — busy at work on one of the paintings. There’s a dynamic tension 
there, where everything is partial, made temporarily complete only through 
the presence of the viewer.

And this is my new body.
My old body felt so uncomfortable and saggy.
Now I am strong.
And I am sexy.
Do you like my hair?

Identity is a long-time interest of Triantafyllidis’ partner in conversation, 
artist Faith Holland. In particular, the New York-based internet artist looks 
to explore the performance of gender and the role that the technical infra-
structure of the web plays on its construction, as much as the emerging social 
space around it.

Below, Holland talks to Triantafyllidis about his intentions with Role Play, the 
so-called ‘queering’ of Ork aesthetics and the move from VR into AR.

Faith Holland: How do you see yourself as an artist in relationship to the Ork?

Theo Triantafyllidis: The whole process started from thinking about virtual 
reality and thinking about embodiment in VR. I found this very DIY way to 
do a full-body motion capture and I was immediately interested in thinking 
about what my avatar would be. The whole avatar discussion is something 
that has been around for a long time. LaTurbo [Avedon] is really killing it. 
I wanted to think about what happens in my own body when I ‘wear’ an 
avatar. The beginning of this exploration was making a few different bodies 
and seeing how my brain reacted to them. The 3D body software I was using 
was all parameter-based, so you could tweak the parameters to be like 80% 
muscular, 30% pregnant, and 10% Ork, for example. I thought: what happens 
when I stretch these parameters outside their limits and dial up all the num-
bers? These particular 3D models are very recognizable. A bunch of artists 
and industry people use them. I wanted to push the avatar in a direction that 
was simultaneously very stereotypical in some ways, in that it was all these 
video game characters smashed together, but also slightly different from that. 
When I was making the avatar, I was so attracted to it in so many ways. I 
can’t exactly communicate why I wanted to be this Ork so much. I hope it is 



noticeable throughout the work that there’s this element of coming to terms 
with what this body means and why I’m doing this. I didn’t want to resolve it 
ahead of time.

FH: So you’re using the Ork as a kind of conduit to make the physical work 
that’s in the show. So much of this show is about practice — the act of being 
an artist and how to perform that. Are the works made by the Ork/you in the 
physical space through this digital performance, or are they made entirely in 
advance and then the Ork enacts it? Like, are you creating that painting as the 
Ork, or is the Ork animating something you’ve made previously?



TT: The painting was a one-take. The fifteen minutes of the video is the time 
in which I actually made the painting, and I made it as the Ork. I chose this 
specific genre of video game fantasy character because the fidelity of working 
in VR is not great. I thought the Ork’s brutality and roughness would match 
that well. The other aesthetic aspect of the Ork’s work is the idea of ‘form 
follows function.’ The types of devices and weapons that Orks use in fantasy 
games are always very modernist in the sense that their form is simply the 
best way to destroy stuff, or the simplest way to make something. I thought 
this was a funny comment on modernism and how you can get to simplicity 
either by extreme sophistication or by sheer stupidity, in a way. 

FH: Are the Orks known for destruction?

TT: Yeah. Orks are always represented as these stupid warriors whose whole 
purpose in life is to kill and destroy.

FH: So there’s a kind of ‘nothing-but-the-body’ thing going on. I love when 
you said that you were ‘wearing the body.’ Does embodying and working 
through the Ork allow you to make a different kind of work than you normal-
ly make as Theo?

TT: Yeah. At first, I didn’t have a clear aesthetic goal. The process was: become 
the Ork, gather found 3D models, make some more models myself, and then 
start to assemble these ideas into forms and sculptures.

FH: That reminds me of this one Ork line that I think is hilarious. The Ork 
says: “If I want to be a bad boy artist, I have to make it bigger!” There’s all this 
genderqueer stuff going on with the Ork. I’m wondering how that all fits to-
gether: this butch-femme Ork who wants to be a bad boy artist and is making 
this really aggressive work.

TT: I was trying to do a new take on the “bad boy artist” genre, queering it as 
much as possible. The reality of making this work was me wearing a headset 
and working inside a bedroom studio with a small computer, while fantasis-
ing about being able to make these gigantic sculptures and fantasising about 
having this huge space to work in–

FH: –– with a beautiful view.

TT: ‘Bad boy artists’ have a ‘badass idea’ and then 20 people fabricate that for 
them. The sculpture is often pretending it was made in a very sketchy way, but 
in reality, the physicality of making it is so much more complicated.

FH: It’s interesting that you have this three dimensional virtual space, but 
then the sculptures are super-flat.

TT: The physical sculptures are snapshots of the 3D pieces printed on ply-
wood, so it is photographic in that way. The labor that went into these pieces 
was in VR, so it didn’t make sense to try and make them the same way in the 



physical world, because that would require the actual labor that I was trying 
to avoid.

FH: Your work is pretty heterogeneous, but this piece in particular seems like 
a departure from your previous work of setting up parameters and then let-
ting it happen. Whereas with this work, you are performing through the work 
and it’s pretty finite in a way that the other work isn’t. What caused that shift?

TT: I was always interested in the performative aspect of the work, even if it 
wasn’t me performing. My actual bodily presence is very awkward, and I don’t 
feel comfortable performing. This whole complex apparatus was a way for 
me to hide that a bit and to feel more comfortable performing. Being the Ork 
helped me get over some of my difficulties.

FH: I want to talk about the meta relationship that the Ork has to art. I think 
this also appears in some of your other works like How to Everything: there’s 
like this spectre of painting that stands in for art with capital A. I was won-
dering if you could talk a little bit about your relationship to painting.

TT: My reaction to painting is really visceral and simplistic in a way. I actually 
don’t get painting and I don’t understand why people do it. But if I tried to 
talk about that in an arts context, everyone would look at me like I was from 
another planet. Being the Ork gives me an excuse to say things that maybe 
people are thinking but are afraid to say because it might sound dumb. That’s 
another part of using the Ork to mask: to just talk straightforwardly and 
simply about things. I hadn’t painted before, and I mean this is a really simple 
version of painting–

FH: —Or a very complex version. You have to embody a character and per-
form the painting, you have to print it, and then transport it somewhere else. 
It’s actually very complicated.

TT: A big part of making the work was building the behind-the-scenes 
framework: setting up the recording and programming the interactions. But 



the final step of creating the painting was just 10 minutes, so it was a very 
enjoyable experience. That was my way of actually trying to paint.

FH: Let’s talk about how it exists in physical space from the viewer’s stand-
point. The fact that we don’t have to exist inside the VR goggles is super 
liberating. How did you envision the physical interaction of the viewer to the 
work, particularly with the monitors on wheels?

TT: I’ve done a few VR pieces recently, and thinking about the audience was 
the number one concern. And that includes thinking about how people will 
experience it, but also how other people will experience someone being in 
VR. Like in a previous VR piece that I did called Staphyloculus, the whole 
piece is secretly choreographing the body of the person in the VR set to do 
weird stuff for the other people to watch, without that person necessarily 
noticing. With this work, in the same sense, I am gamifying the viewing ex-
perience. You have to actively participate in viewing the work and finding the 
avatar’s performance. I’m also getting bored of having headsets in the gallery. 
I wanted to make the experience more sociable and exciting and accessible for 
the audience. Having these large monitors activates a more collective engage-
ment, like when two people dragging the monitor around the room becomes 
a dance of its own.

FH: Yes, it’s a much more social experience than the individual experience 
of the goggles. Going to a gallery can actually be a very social experience of 
seeing work with other people. There’s that lateral energy, which I think this 
piece brings back into the gallery space.

TT: And if you do augmented reality on an iPhone or iPad, it’s still a personal 
portal. It’s not so easily shared. There’s also all the hassle of installing an app 
and scanning the barcode to even get started. The other important reason for 
the large monitors is so that Ork is to scale and you feel its presence in the 
space.

FH: In the large installation, the Ork feels like a ghost circling around you as 
she creates.

TT: That’s what I really love about AR. You can achieve a sense of presence 
with the augmented characters in the physical space. Even if the monitors are 
not pointed at the Ork, you still feel her lingering presence.

FH: Right. Even when I cannot see the Ork, I can hear the Ork. The presence 
is still felt, and that can guide the visuals. One more question for you: your 
use of humour seems to be a consistent strategy across many of your works. 
I’m wondering how it plays into this work.

TT: I feel like we share this approach. I see humour as the vehicle that will 
draw people in and get them to engage with the work on the first level, so that 
the work can then guide them through the other things that are going on. I 
really appreciate humour in art. My type of humour is not very textual, but 



visual and performative. Which is why I’ve liked working through the per-
formative elements of this work, because it has helped me find new ways of 
expressing humour.

FH: There’s so much about the Ork’s physicality that is funny. There’s an 
element of slapstick, like when the Ork throws objects onto the sculpture or 
thrashes the paintbrushes. Do you think you’ll do more work as the Ork?

TT: Yeah, I think I will. There are a few aspects of the Ork that I haven’t yet 
explored. A small hint is that it’s going to be about athletics and exercising in 
VR. The other aspect of the Ork work that I’m really interested in is the site 
specificity. I’m hoping someone will invite the Ork to do site-specific work in 
another location. The Ork working in nature and doing some land art would 
be fun.

FH: The landscape outside the Ork’s studio looks like a great place to do some 
land art. Those beautiful mountains, right?

TT: Exactly.**

Theo Triantafyllidis’ Role Play at New York’s Meredith Rosen Gallery ran 
April 21 to June 9, 2018.  
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Talk to me: Eva Papamargariti + 
Theo Triantafyllidis in dialogue on the 
entanglement of human, machine + nature	
“As we continue challenging nature, nature will keep challenging us back and 
this dynamic relationship, this exact moment is, from my perspective, one 
of the most productive, uncanny, dangerous but also fascinating conditions,” 
says Eva Papamargariti in an email chat with Theo Triantafyllidis about 
their exhibition Obscene Creatures, Resilient Terrains. Currently showing at 
London’s Assembly Point, running May 12 to June 17, the collaborative show 
explores the intersection between landscape, nature and technology.

Both artists work with digital technology and and animation. London-based 
Papamargariti here presents mixed media installation ‘Soft Bodies, Invincible 
Critters I-IV’ of fabric prints, laser cut and etched fluorescent acrylic, as well 
as HD video projection on black sand ‘Precarious Inhabitants II’. Los Ange-
les-based Triantafyllidis exhibits three-channel screen video ‘Seamless,’ with 
sound design by Diego Navarro. The individual works enter into a dialogue 
that, as the press release describes, “traverses the landscape, observing it with 
the curiosity of an explorer, oscillating between omniscient distance, and 
near-erotic detail.”



In response to AQNB Editor Jean Kay’s question “where does humanity (and 
technology) start, and where does it end?” the pair expand on the ideas that 
have shaped and informed their practices in dialogue with each other, with 
the evolving idea of co-habitation at the root of their conversation.

Eva Papamargariti: The main idea of our show is exploring the ongoing 
interaction between nature and technology. This interaction sometimes is 
becoming apparent and sometimes is quite subtle, almost as being implied. I 
believe the connecting mechanism of these conditions is the way we permute 
the role of human in our work. I find it very intriguing, the fact that in your 
work [‘Seamless,’ 2017], Theo, the human doesn’t exist at all but the viewer 
somehow obtains the role of the observer, we slowly become part of your con-
structed landscape because in a way it feels that our gaze activates it – almost 
as we are looking at an object.

Theo Triantafyllidis: Yes, the piece feels like an enclosed ecosystem, the way 
it is cut off from its environment, despite its scale, gives it the presence of an 
object. The idea for this piece came to me when I tried google earth in virtual 
reality for the first time. It was kind of a sublime experience for me. I remem-
ber when Clement Valla was talking about the “Universal Texture,” seeing 
Google Earth as a huge patchwork of satellite imagery stitched together to 
create a texture file the size of the earth.

In the new version of Google Earth, each tile of the map was photographed 
from multiple angles and through the use of photogrammetry was made into 
a relatively accurate 3D model. The way you navigate and manipulate this 3D 
model in VR totally changes your relationship and perception of the earth, 
you feel like the whole planet is an object, but on a different scale. Going 
back to the piece, as you said, it is the gaze of the audience that activates the 
landscape and defines it as an object. In your video there is a narrator, that 
seems to mutate and change throughout the piece but also is perhaps the only 
human presence that we can directly perceive. 

EP: Indeed, this voice is some sort of remaining indication of human pres-
ence. It’s a voice that contains multiple voices, different tones and genders, 
changing its tone and pitch. It’s almost as if it tries to prove that humans exist 
because their voices can pose questions that demand answers from the oppo-
site side – the other (invasive) species/inhabitants. They are observing their 
behavior, feeling threatened but also curious to understand the spectrum of 
the ‘otherness’ of their existence. The first-person narration is a core element 
of the videos and the laser-cut acrylics that I use on the installations. I would 
say that through it, I am trying to unveil this kind of entanglement that exists 
between technology, humans and nature on one hand, and on the other 
hand, I aim to create a dynamic dialogue between these ‘actors’ as they are all 
part of an ongoing balancing game, where no hierarchy can be revealed. But 
in mentioning the idea of ‘actors,’ I can’t help but think about the way that 
machines and animals interact with each other and their surroundings in 
your piece, and how these interactions get altered or repeat through time, as 
we are able to observe certain changes in your landscape the more we look at 



the screens. I feel that time is important parameter in your work, not only in 
the way that it becomes a central factor of these encounters on your enclosed 
ecosystem but also because it defines the way the work communicates with 
the viewer.

TT: In this piece, the actors have less agency over their actions than in some 
of my earlier works. Here they seem kind of unaware of their environment, 
endlessly trying to understand, explore and navigate. The random encoun-
ters between different species are the moments that are of interest. As the 
animal population and autonomous robot population encounter each other, 
they have these nonviolent moments of realization of each other’s existence 
but also they are unable to fully comprehend the extent of their potential 
interactions. What is interesting to me, was comparing the way that we train 
robots to navigate in real-life situations, having an inside-out array of sensors, 
compared to gaming AIs that have more of an outside-in knowledge of their 
environment. They are by default aware of the whole ‘level,’ but we have to 
take away from that awareness and restrict it (field of view, senses etcetera) in 
order to make their behaviour feel more realistic. In your work, you are also 
talking about species navigating new environments, but perhaps on a mi-
cro-scale and with more invasive strategies.

EP: Yes exactly, an important part of the videos and laser-cut acrylics is 
exploring the invisible and visible processes that are related with invasive 
species and the alterations that they bring to non native ecosystems. It is quite 
interesting to me, the movement of these organisms to unknown territories 
and the mechanisms they develop in order to survive, the way we as humans 
deal with this but also the way scientists talk about it using terms like ‘inva-
sive species colonies’ for example. Or even the fact that they have become in 
the recent past part of trade transactions illegally through internet platforms 
like amazon and ebay. I feel that these dynamic imbalances can speak literally 
and metaphorically about the way nature and its inhabitants develop some-
times aggressive techniques and concealment tactics to protect themselves or 
to dominate over others, from a micro to a macroscale. Also a lot can be said 
equally about human’s position and action in relation to these processes and 
even more about the effects that human absence or intense observation and 
interference might or might not have upon them.

TT: In return, humans, through technology, are creating new ways to monitor 
and control nature. For instance, micromanagement and gamification tech-
niques have been applied to crowdsource the termination of such invasive 
species (like the fish population in your video, ‘Precarious Inhabitants I’), or 
satellite imagery used to monitor forest growth and deforestation patterns on 
a global scale. I have been particularly interested in these emerging systems. 
One could argue that our network of imaging devices (satellites, drones, 
Google Street View vehicles, lidar scanners, phone cameras, etcetera) are 
continuously working outside the boundaries of our urban environment and 
are attempting to describe or surveil nature. I am also interested in the idea 
that these systems are close to becoming realtime and autonomous, opening 
up the possibility of an interaction system with nature.



EP: At the same time, bringing to mind this network of imaging devices 
that you mention, we are observing more and more how technology and its 
artifacts are adopting a biomimetic behavior. Micro-robots that function 
like flies, mosquito drones, robofish and machines that look like dogs; car-
rying GPS systems and onboard sensors, reaching places on earth and the 
sea bottom that the human eye cannot reach. They can even communicate 
with each other, extrapolating even more the idea of animal mimesis. We are 
standing in front of this paradoxical condition of an endless sampling, recre-
ating, reassembling, copying and extending of natural and animal operations. 
It is quite interesting, we keep creating counterparts in order to exceed the 
previous counterparts. In that process there is also an emphasis on the idea 
of co-inhabiting, symbiotic mechanisms between animals-machines, hu-
man-machines, human-nature-animals-machines that bear resemblances, 
existing and trying to co-inhabit the planet. I remember this video where a 
dog barks on a Boston Dynamics quadruped robot dog, at this moment, we 
see a completely uncanny but quite intriguing ‘dialogue,’ and series of gestures 
unfolding between those two ‘actors.’

TT: This is the kind of uncanny relationship that I find fascinating too. I was 
exploring this kind of animated nonverbal communication that emerges 
in these situations in my piece. I was laying out this scenario, where these 
bio-mimetic robots and wild animals are set to co-inhabit a landscape of 
limited resources, and thus have to continuously negotiate the boundaries of 
their habitation. The two populations, of robots and animals, start off un-
aware of each other’s existence, but each time they stumble upon each other, 
there is a moment where they face each other and are somehow startled, 
both by their resemblance and by their inability to describe the other on their 
own terms. These moments hint at the possibility of coexistence of the two 
populations, but also the possibility of an emergent system of collaboration 
between the two. Meanwhile, there is an underlying hierarchy of scale and 
management of resources that they are trying to overcome. In your piece, this 
hierarchy breaks and the boundaries between robots, human and animals 
become blurred.

EP: True. On the video, the human voice asks one of the critters ‘Are you 
dangerous?’ and the critter replies: ‘Not more than you are (…) Me and you 
are connected. We exist simultaneously — I am not inferior or superior.’ So, 
indeed as you said Theo, for me it is more a question of how these ‘actors’ 
co-exist in their continuously altering habitats and the range of interactions 
they are putting themselves through, rather than who prevails in the end.** 
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Interview with Theo Triantafyllidis
From games to simulations and sculptures. 
The new refreshing relationship bred from a 
conversation between humans and technology.

Los Angeles based artist Theo Triantafyllidis creates a wide variety of work, 
that utilizes computer graphics and game technology to explore a new form 
of interactivity with his audience. He is inspired by a process he calls “Inter-
net Flush”, described as a continuous consumption of sporadic floods of data 
that is displayed on a screen. Consisting of completely abstract expressions, 
his works employs a pop aesthetic while being visceral and humorous at the 
same time. His latest Virtual Reality piece will take the audience into the 
artist’s physical body, while other works depict an endless loop of visual jokes 
committed by objects. Gaming culture and new technologies are merged 
together with traditional art in his works. They express, in many shapes and 



forms, the strange relationship and conversation between humans and tech-
nology. We interviewed him during his exhibition with Eva Papamargariti 
“Obscene Creatures-Resilient Terrains”.

You have lived in a few different countries, can you tell us about your past?

I am from Athens, Greece and did my Diploma of Architecture in the Nation-
al Technical University of Athens. During my studies I was more interested in 
experimental architecture and in its potential to create interesting spatial con-
ditions. When I graduated, I moved to Beijing, China to work as an architect. 
At that time I was exposed to a few different communities of artists making 
art on the internet and slowly started becoming an active participant. Then I 
realized that architecture wasn’t working for me as a profession and decided 
to become an artist. After exhibiting some work in Beijing I decided to move 
to Los Angeles and do the Design Media Arts MFA in UCLA as it seemed the 
best place and school for what I wanted to do. I graduated last summer and 
am currently based in LA.

Does the way of thinking of an architect influence your art?

Definitely it has been a strong influence and the foundation of my education 
as an artist. For a while I had been trying to avoid the rational and structured 
way I was working as an architect but I recently realized that my background 
in architecture is very useful when working in Virtual Reality. An important 
aspect of working in VR is creating immersive environments and interesting 
spatial experiences and this is the part that I enjoy the most.

The piece “How to Everything” is a live simulation, what kind of algorithm is 
it based on?

It is an algorithm for creating nonsense. It creates these empty scenes, pop-
ulates them with some objects, tries to arrange the objects in a composition, 
then lets the objects do their thing and repeats. When it cuts to the next 
scene, some objects are destroyed and new ones are introduced. The audience 
often tries to draw connections between the scenes, in the same way that they 
would for a film cut, but the connections are not necessarily there. Its like a 
generative how to basic video that goes on forever.

One of the keywords you use when you describe “How to Everything” is vani-
tas. Are you trying to connect the history of painting with digital art?

I find art history fascinating and a great source of inspiration, especially for 
digital artists. I am interested in how art has had a specific function in society 
throughout history and how this is related to the history and development 
of technology. As for the history of painting, I am intrigued by the notion of 
surface, as perceived in painting and the 2Dness of things. For me it’s very 
challenging, as I feel much more comfortable working in 3D and in sculptural 
form. The screen as a surface on a wall functions very similarly to a painting 
though and this is part of the themes I was exploring with this piece. I tried to 



compress this 3D scene into something that feels 2D, that compressed space 
into a surface. If you are more interested in the Vanitas reading of the piece, 
you can find more info about it here.

You not only create digital art but also physical objects, is there a big differ-
ence between digital sculpting and traditional sculpting?

I really like iterating seamlessly between digital and physical objects. That 
was part of my recent piece called “Mountain”, where a ceramic piece was 3D 
scanned, brought to life in a game engine and game me ideas that then were 
translated back onto the ceramic piece. So for me it’s an ongoing dialogue 
between the physical and the digital object. I like it when the two collide and 
merge. I have been setting up my studio recently, and was planning to get all 
these workbenches and big tools, but ended up getting a Vive VR headset in-
stead and keeping the studio completely empty so I have more “digital space”.

What kind of possibilities do you see when combining art and games?

Videogames are a relatively new medium that has barely been explored by 
artists, even though it’s such an exciting field. In my earlier work, I saw the 
gaming part as a kind of trap for my audience. I noticed that people spent 
more time exploring and paying attention to details in a piece when there are 
some gaming elements to it. They would play a game over and over and get 
addicted to it, whereas they would only look at a wall piece in a gallery for 
a few seconds and walk away. Now I understand that there is much more in 
games than that and I am interested in developing a more complex game in 
the near future. Also, together with my friend Alex Rickett we just released 
an online multiplayer browser game, commissioned by Adult Swim, called 
“Gecko Redemption”. It is a competitive sports game where you are a sticky 
gecko that pukes objects and shoots lasers and can climb on anything. It’s the 
first piece I have worked on that is a “proper” game.

You made “Self Portrait (Interior)” for DiMoDa. Why did you want to use 
yourself as a part of an artwork?

I tried to use myself as the means to express something that more people 
could relate too. The format of the self-portrait is a very common tool in art 
because it allows artists to use themselves as a canvas to convey their thoughts 
or questions to the world. Making a VR self portrait seemed worth exploring, 
as the medium allowed me to really push the level of intimacy with the audi-
ence. The most interesting part of this project for me was seeing other people 
play it and posting videos of them playing. A few days after I released it (I just 
posted it on itch.io) it somehow got picked up by some awesome youtubers. I 
was really surprised by these videos. Exactly because this piece was so per-
sonal when I watched people playing it online and commenting on it, I felt 
like we were actually having some kind of very meta conversation.



I found your text about the internet and art, “internet flush”, very interesting. 
Are you addicted to the Internet? Does the internet culture create some kind 
of feedback to your artworks?

Yes, this feeling of “internet flush” that I describe in that text has been the 
driving force behind a lot of my work. This cycle of internet flow inspiring 
an artwork, than then is fed back to the internet flow has been extensively 
explored by now by artists and critics. These days I am moving more towards 
the detox phase. I am looking for an escape strategy to reduce internet and 
social media time in order to focus on other things. I am currently work-
ing on a few new pieces. A new live simulation piece, a scrolling landscape 
for the show “Obscene Creatures, Resilient Terrains” we are doing with Eva 
Papamargariti at Assembly Point in London. Also a new VR piece for the VR 
group show “Unreal” at NRW Forum in Germany, set in a desert scene where 
a person has taken a headset and is having a VR overdose. I guess VR is my 
new addiction. 

Serving Suggestion, 2014
Theo Triantafyllidis
ceramics, mixed media casts, table, dinnerware
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A Game About Geckos Battling 
Each Other With Vomit

Gecko Ridemption, a game about the very real struggles geckos face in cap-
tivity, is not entirely “good” in the traditional sense. But it’s extremely good in 
many others.

Published by Adult Swim, it’s a 1v1 gecko combat point capture sports game... 
I think? Yeah! Sure! Basically, though, you and your opponent are both geck-
os, and you can stick to pretty much any surface. You climb up, down, and all 
around in an effort to capture tiny sports ball planets, which add to your total 
score. After a couple minutes, one of you is declared the winner. The other 
is declared dead, which is kinda sad, but that’s probably just how it goes for 
geckos, unless it completely isn’t.



Oh, by the by, you reach said planets by vomiting out assorted food items, 
which stick together, forming extremely lumpy (and probably acidic) sky 
bridges. Also, your gecko is capable of charging and firing a continuous laser 
beam from its mouth that’ll bust up your opponent’s freshly de-masticated 
constructions—as well as your opponent.

Coupled with the fact that you spend half your time sideways or up-
side-down, it makes for an extremely disorienting experience. The game 
doesn’t control super well, either, and the color palette seems to have, itself, 
been vomited up by a gecko who recently consumed a box of colored high-
lighters. It might hurt your eyes a little, is what I’m saying. But the game is 
really weird and very fun, if you just take it on its own terms and let yourself 
laugh a lot. Oh, and it’s free. The question, then, is the same as the one that I 
imagine led to Gecko Ridemption’s conception: why not?

You can play it on Adult Swim’s site or Itch.io.
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Self Portrait (Interior) rolls out the welcome tongue

This afternoon I have spent a while crawling around in a virtual colon. While 
some of you rush to the comment section to make jokes about online com-
ment sections, I’ll just clarify that this was because I was investigating Self 
Portrait (Interior) by Theo Triantafyllidis [itch.io page].

    “Self Portrait (Interior) was commissioned by DiMoDa, a preeminent 
virtual institution and a virtual reality exhibition platform dedicated to the 
distribution and promotion of New Media Art. It was part of the VR group 
show Morphe Presence, showcasing artists Brenna Murphy, Rosa Menkman, 
Miyö Van Stenis and Theo Triantafyllidis. It has been exhibited in multiple lo-
cations, including Superchief Gallery in NY, the Satellite Art Show in Miami 
and the RISD Museum in Rhode Island.”

There’s an in-depth interview piece over on the Creators bit of Vice which 
gets into what Triantafyllidis wanted to explore with the work, but coming to 
it without reading that segment first I found it to be a really enjoyable absurd/
grotesque/daft/organic bit of… I guess, body tourism?



Having read the accompanying piece, I don’t think the more serious themes 
come off effectively but then without being privy to the unedited interview 
it’s hard to know how much any serious aspects are the artist’s emphasis and 
how much comes from the author, particularly given those bits aren’t in direct 
quotes. Self Portrait is far better at playing with the humour in the creepy but 
ultimately ridiculous intimacy of being an intruder in this body space. I was 
sad that the transition between inner and outer wasn’t more fluid, though. I’d 
like to have been able to go from gob to gullet myself because traversing that 
boundary is always interesting and I’d like to give it a go in VR.

That’s not to say you can’t use inner space to explore interesting political and 
social ideas – for a couple of different examples off the top of my head, Mona 
Hatoum famously did exactly that with the video installation, Corps Étranger 
(1994), as did Carolee Schneemann with Interior Scroll (1975) [the link for 
this is going to be NSFW as all hell]. But Self Portrait’s strength for me was in 
the absurd rather than the political so I’m glad I wasn’t also trying to wrangle 
it with the contents of the interview in mind. I feel like the game is supposed 
to have a sense of its own humour, by the way, as one of the itch.io tags is 
“Sports” :)

And now to belatedly pick through more of DiMoDa’s online repository once 
it downloads…
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This Digital Sculpture is Crawling with Simulated 
Life Forms
“Still Life with Yumyums” offers a peek into a world infested with digital 
organisms.

Remember the scene in Men in Black II where Tommy Lee Jones opens a 
locker and there’s an entire species living inside? That’s basically the situation 
in Theo Trian’s new digital artwork, Still Life with Yumyums. A floating sur-
face decked out with a hamster wheel, a giant banana, a phone, and a myste-
rious pile of ooze serves as the home of the Yumyums. Yumyums are a species 
of tiny, obnoxiously meowing digital creatures that, as Trian puts it, “eat, shit 
and rest, but their sole purpose in this miniature world is to reproduce and 
evolve.”

Throughout the eight-minute video, the Yumyums shuffle around, move stuff, 
and occasionally blow stuff up, yapping all the while. One imagines that, if 
there’s a God, this is how she views our political debates.

While eight minutes seems like a long time to watch these strange creatures 
living their normal lives, it’s just a small segment of a theoretically infinite 
simulaiton. Infinite, at least, “until the yumyums manage to escape the simu-
lation,” Trian notes. Cackle like a deity as you watch the full video below.
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Celebrate Swiss architect Le Corbusier by defacing 
one of his masterpieces

What better way to celebrate it being 50 years since influential Swiss architect 
Le Corbusier’s death than redesigning his famous Villa Savoye? Oh, not actu-
ally, of course. We couldn’t possibly bear to spoil what is considered by many 
to be one of the keystones of modern architecture (and also an official French 
historical monument). We’re talking videogames here. Yes, it’s their easi-
ly-reset worlds that allow us to enjoy reckless fantasies without consequence 
(usually), so why not employ them to deface a prestigious villa that sits on the 
edge of Paris?



This is the concept of a new project by Greek-born Theo Triantafyllidis, who 
is currently a student in UCLA’s Design Media Arts program, and creator of 
the dating app parody Pin-Pon, which we previously covered. He was com-
missioned by the #decorbuziers exhibition that took place in December 2015 
in Romantso, Athens, to produce a videogame that, in some manner, paid 
tribute to the late architect. What Triantafyllidis came up with is called Le 
Petit Architecte.

Much like Pin-Pon before it, Le Petit Architecte embraces chaos, glitches, and 
silliness. It places you as a young, inexperienced intern who is destined for 
greatness as they will one day “create the absolute architectural masterpiece.” 
Hmm. Perhaps you can help along with that. Jumping into this intern’s per-
spective, the game gives you the ability to throw (yes, literally) architectural 
pieces in front of you. This intern is clearly quite strong in the arm consider-
ing they’re capable of throwing iron ladders, doric pillars, and entire arches 
made of stone at a reliable and handy height and distance.

But that is not this intern’s only feat. It seems that they have also found a 
way for all of these hefty building pieces to stick together upon contact. The 
architect’s arch-enemy is gravity, but not this one: with them, you build a 
higgledy-piggledy tower of supreme balance and strength. It’s best built Mi-
necraft-style. That is, standing atop the highest point of the tower, and then 
spamming the jump and build keys so that you steadily arise, and the tower 
with you.

The finished sight would render not only the best architect’s in the world 
speechless but its variety of bright colors would also hold every single toddler 
spellbound. There are blues, yellows, greens, reds; a tootie-frootie lollipop of a 
tower. Not only that, but the tower’s materials aren’t even sensible. Along with 
the bits of wall, arches, and pillars, there are also doors, cats, pianos, lamp 
posts, and slides. Wonderfully, each individual piece makes a sound relative 
to the object when thrown: cats meow, pianos crash discordantly, and so on.

Given the absurdity of it all, what Le Petit Architecte may end up bringing out 
in you is not an interest in creating the tallest tower possible, but as much of 
a mess as you can. The entire voidscape within which sits the Villa Savoye at 
its center can be filled with a mass of architectural bodies, careful design be 
damned. Put too much clutter down and the game will start to break, with 
objects desperately vibrating in empty space, unable to find purchase, and 
eventually, a whole tornado of over-sized toys can be sent juddering around 
you. Le Corbusier wouldn’t have approved of such destruction but he would 
have most likely marveled at the sight of it all.
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Play a Virtual Ping Pong Game Inspired 
by Online Dating

The most effective way to win at Pin-Pon is by 
swiping like you would on Tinder.

Pretzels, teapots, and exotic fruits rush over your screen in UCLA Design 
Media Arts student Theo Triantafyllidis’ Pin-Pon, an interactive virtual ping 
pong simulation game. Inspired by George Maciunas’ modified Ping Pong 
table as well as Tinder, the online dating app, the game invites you to smash 
incoming snacks and objects with your paddle—a virtual phone stuck to your 
hand. 



Thanks to precious help from the UCLA Game Lab, Triantafyllidis refines the 
straightforward gameplay. All of the 3D elements and digital projectiles are 
made with Sketchup then processed in Unity3D to add fuel to the game.

Triantafyllidis tells The Creators Project, “Two players use a Leap Motion 
controller to control their virtual hands, trying to bounce off as many objects 
as possible, from their side of the table and onto their opponents. The more 
items they hit, the more crazy the game becomes until the table explodes and 
both players win. It’s a match! It’s kinda hard to master tho [sic], it takes time 
to learn to hit the balls with grace.”

As an “alternative sport,” Pin-Pon allows the lazy to work out—at least virtu-
ally—and offers a creative critique of online dating apps at the same time. “It’s 
like these intense instant messaging sessions, with multiple ‘bling’ sounds, 
that cause your hand to be stuck to your phone. Eventually, the hand and 
phone become one, their souls spliced forever,” Triantafyllidis explains. “Ac-
cidentally, the most effective way to win the game is by repetitively doing a 
finger swipe motion, similar to the one you make on Tinder.”
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How to Water exhibition visitors confront the 
addictive nature of the World Wide Web

Curated by Shelley Holcomb and Theo Triantafyllidis, How to Water is an 
exhibition that aligns the appeal and fluidity of the internet with its physical 
counterpart – delicious, liquid water.

Taking over the artist-run Eastside International space in Los Angeles, the 
show brings together 16 works in a symphony of streaming GIFs, multimedia 
expressions and frenzied projections, all depicting an allegorical mishmash 
that examines the innermost recesses of the internet.

The project flashes visuals of ‘dopamine-triggering listicle clickbait’ to re-
flect the addictive qualities of the deeply nested yet quintessential beast that 
we know as the Web, doling out digital content as if it were the latest plea-
sure-pumping narcotic. The exhibition steers visitors through ‘rising tides’ of 
consciousness as it lends shape to the erratic side of the internet, while simul-
taneously suggesting its immersive and autonomous nature. Like water, the 
internet has a fluidly ephemeral character; similarities between the two make 
a big splash in this probing multimedia experience.
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HOW TO WATER, a slow performance
Here’s the tumblr output of the project: http://howtowater.tumblr.com

Despite recent breakthroughs in technology water didn’t loose any of it’s 
meaning as a constant element in life’s history. Beginning from the first 
creatures developing in the sea, up to recent ideas by key players in the online 
industry to create artificial life scapes on the fluid surface of the earth. During 
a 7 day artist camp on the Greek Island Serifos,10 digital-native artists gath-
ered to intervene the current state of the most basic element.

Participating Artists: Anunca Pez, Zafeiria Gkolanta, Eva Papamargariti, 
Manuel Rossner, Alyona Shapovalova, Loïq Sutter, Thereisamajorproblemi-
naustralia, Theo Triantafyllidis, Nikolas Triantafyllidis

Screening, additionally featuring the works 
of: Adam Ferriss, Alfredo Salazar-Caro, 
Anthony Antonellis, Kim Laughton, Motoko 
Kuzekira & Pvmp Irxn, Rachel Archibald, Taj 
Borgeois, Vince Mcelvie, Alx Lightning, Eva 
Fifi, Eva Porre, Georges Jacotey, Peristeri On

Organised and Curated by: 
Triantafyllidis Theoklitos

Dates: 9 – August 16, 2014

Place: Psili Ammos Beach, Island of Serifos, 
Greece

 

In the middle of August 2014, 10 net artists 
who met each other and worked together in 
the internet, took the bold decision to reveal 
their identities and meet in person. The ex-
periment involved isolating themselves on an 
island for a week, during which they would 
create freely, under the theme “how to water”.



Water as a subject and metaphor seems to haunt this new generation of art-
ists. Being forced to live in the digital age with a physical body made of 70% 
of this transparent, odorless and tasteless element, they must also follow its’ 
rituals and rules while surfing the fluid landscapesof their tumblr and face-
book feeds. Not to mention the sharks that attack the interwebs’ underwater 
optic fiber networks. For these reasons they decided to dedicate their research 
and honor the life-giving element, placing their first IRL meeting in a place 
encircled by it. The Greek Archipelago.

Theoklitos Triantafyllidis, host and organizer of the assembly invitednine oth-
er artists in the island of Serifos. In his home, that became the base of their 
operations, the artists had to coexist in real time. Not onlywere they inspired 
and organized their actions, but they also took their first steps in physical 
contact, especially as the internet access was limited. “It was really awkward 
when I had to speak to some of them internet kids. I would feel more com-
fortable sending them personal messages in facebook, but because we had 
no internet I was obliged to actually interact with them. Sometimes I even 
touched them.”Internationally renowned net artist Eva Papamargariti, which 
participated in the experiment confesses: “I was horrified in the first couple 
of days but later got used to it. I now recognize smells, it will take years for 
google to include this in its services.”

First to arrive on Serifos was the Greek group of artists, while theGerman 
participants, Manuel and Sebastian, in order to betterexperience the contact 
with water, changed their route to include a Homeric journey from Crete to 
Serifos. The night they gathered, a full moon illuminated the mystical ritual, 
initiating the experiment. Large concentric circles were carved in the sand. 
A girl and a black dog wereplaced in the center. As the moon rose, the artists 
immersed in the sea, chanting and dancing in ecstasy. Invoking Poseidon, 
they were only asking for calm sea and 3 bars of wifi signal.

Then came the screening. A projection screen was set up inside the sea, under 
the beat of seapunk music. People at the beach of Psilli Ammos become curi-
ous and start gathering around the screen. As soon as the sun sets, a twisted 
juxtaposition of vernacular youtube and net artists videos hits the screen. 
A lineup of international artists from the new net art scene submitted their 
most watery of videos just for the screening. The excited viewers – tourists, 
locals and our artists go on dancing and night diving long after the screening 
is over.

In the following days, the artists toured the island, looking for points of inter-
est and inspiration. They visited the famous mines, the islands’ dam, local fes-
tivals and of course the magnificent beaches of the island, discussing possible 
art interventions. Nick educated the team with a drone piloting lesson, only 
to inspire Sebastian to take it fishing.The local fishermen were astonished by 
the miracle of technology, when before their eyes, the white robotic quadcop-
ter caught a fish and brought it to the feet of the predator. Meanwhile, Major 
Problem and Theoklitos were occupied with hydrophilic cactus gardening, 
exploring the local flora and Eva with Zaf were mixing and painting all sorts 



of materials they could get their hands on. Combining their efforts, they all 
created a series of floating sculptures releasing them in the sea and forming 
a slow floating exhibition. Young Loiq from Switzerland was making their 
soundtrack, mixing Greek poetry, folk and pop music and recording them 
on google translate, while Manuel was snorkeling and discovering an ancient 
screen on the bottom of the sea. Some of the other members of the crew were 
more into meditating and enjoying the idyllic landscape. Alyona, who came 
all the way from Moscow, was practicing yoga, levitating and communicating 
with extraterrestrial life forms. Anna, on the other hand, tried to understand 
the inner workings of the element of water and finally developed the power to 
frieze objects with her mind. All this left John wandering about the meaning 
of art while looking up to the starry sky.

The day of the final screening soon came, only to find our team in complete 
panic. All the slow and flowing work that they did during all these days, 
had to become solid and be presented to the public. Floaters, fish, water and 
spiritual performances had to melt in and become something coherent and 
comprehensible. The floating screenwas erected again, this time on the beach 
of the port of Serifos. People on their boats came in, bringing sunbeds and 
drinks and by sunset everything was ready. The new videos produced by the 
artists during these days, together with the ones submitted through the in-
ternet, flowed seamlessly on the screen and reflected on the waves of the sea. 
Partying and dives were to follow.

Check out what the artists made in the playlist bellow:

http://www.youtube.com/playlist?list=PLyrfVKENBJpFwIzVvh8IY2ufSDO-
JVrbhR


