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Various materials

As part of the conference “Planet Uncanny: Redistributing Subjectivities across
Technology, Nature, and Society,” Jenny Brockmann has created a spatial installation
which artistically reflects the thematic blocks of the scientific examination of the uncanny,
framing the individual lectures and providing a spatial setting for them. The aim is to
promote mutual enrichment and a more holistic view of the uncanny beyond the usual
boundaries and attributions of disciplines by juxtaposing varying perspectives in scientific
and artistic approaches and allowing them to comment on each other. Brockmann has
divided the Bauhaus Museum’s project space into five plateaus grouped around a so-called
“valley.”Each plateau is assigned to an aspect of the uncanny with reference to the
psychoanalyst Sigmund Freud and his 1919 essay “The Uncanny.” Based on Freud as well
as with updated theories from various disciplines that deal with the uncanny and its effects
on subject formation, Brockmann explores the uncanny in an artistic way. The individual
islands deal with the thematic blocks of imagination, repetition, substitution, divination,
and transition, which also structure the panels of the conference participants. Based on my
previous experiences and information about the installation, the considerations that follow
are based on the assumption that the interplay of art and science in this format will largely
be based on the creation of a (spatial) atmosphere that will be differently designed within
the five theme-related plateaus.

The concept of the uncanny cannot be clearly defined, but rather various different
experiences, encounters, or situations are perceived as uncanny owing to individual,
subjective, and cultural influences;it therefore makes sense to open up the form of a
conference to different ways of knowing and thinking using artistic means. Just as Freud
sought to distinguish the uncanny from the terrifying or fear-inducing, subordinating
feelings of the uncanny to the fearful but not defining them, Brockmann also uses this
blurring or openness for her explorations, following on from her previous artistic practice in
which she builds bridges between scientific approaches and aesthetic explorations. With
her installation, which hosts the lectures and discussions within the conference, she thus
experiments with bringing together different modes of perception and presentation. In
doing so, primarily cognitively designed modes of understanding and communication are
juxtaposed with different, more associative modes of penetration. While the conference
participants sit in the “valley” between the raised islands, the speakers position
themselves on or in front of one of the islands, thus occupying an exposed position in
multiple senses, framed or commented on by the artistic work as they speak. The
underlying idea of this spatial arrangement is to flank theoretical knowledge with spatial



experiences, exemplary visualizations, symbolic objects, and cinematic (everyday)
explorations. In this setting, the acceptance gap of the near-perfect “uncanny valley” is
linked to considerations of Freud's theory of the uncanny and brought up to date.

Whereas, in some of her earlier works, Brockmann constructed quasi-experimental
communicative encounters or experiences, here she seems to be exploring the boundaries
of knowledge using symbolically charged forms and accumulations of different objects and
artistic works within the communicative conference situation. Not least, this raises the
question of what we understand by artistic research and what significance we attach to
aesthetic experiences in the production of knowledge. Moments of translation or transfer
of theoretical concepts, everyday knowledge, and cultural-historical references in artistic
works, which are intended to frame the conference and thus the joint reflection and
presentation of one's own lines of research, shape the examination of the uncanny. While
Brockmann draws on various systems of cultural representation and knowledge processing,
from borrowings from a collection toan archive, a cabinet of curiosities, and cinematic
representations, the references and allusions stand relatively equally alongside each other.
As in the initial stages of scientific research involving the examination of materials, such as
literature reviews of the state of research, data, or observations collected by oneself or
others, Brockmann does not draw any direct conclusions, but allows the assemblages to
take effect in the space. The aim is not to verify a thesis or arrive at a scientific narrative,
but rather to allow the objects, borrowings, associations, and individual artistic works to
remain in a space of polyphony. Upon closer inspection of the individual parts of the
installation, different paths emerge; these do not form a coherent whole, they rather
maintain a perspective with varying possible cross-connections. With her large-format
sculptural installations made of steel, aluminum, wood, and copper, which carry, hold, or
frame her earlier works, as well as various found objects, all of which are occasionally
slightly elevated in the space, Brockmann evokes physical modes of experience. Together
with the materials, forms, and contents, the fields of meaning are intended to create an
atmosphere in the space that will inform thinking and debate during the conference. In
doing so, she focuses in particular on the disjointed and surreal. In the installation, the
rhythms of the conference are spatially structured in their chronologically organized
structure and subjected to movements of physical reorientation on the part of the listeners
in order to evoke a more embodied perception.

These shifts in the ways of perceiving the conference, as well as in the perspectives on and
locations within the concrete space of thought, unite the various aspects of understanding
and negotiation processes which are particularly embodied here,. With her installation,
Jenny Brockmann explores intermediate areas in which the familiar is made partially
unfamiliar in order to approach perceptions of the uncanny.

Brockmann's site-specific installation at the German Consulate in New York, A/R, has
similar stakes in drawing attention to phenomena that often go unnoticed. Brockmann’s
recent work takes up spatial and temporal perception and considers the ability of urban
planning, architecture, and works of art to alter perception. Part of a body of research
concerned with how the brain interprets and constructs reality through the observation of
space and time, this exhibition builds on several facets of this investigation to consider the
role of natural cycles such as light and temperature in urban settings. (Text by Julia
Katharina Thiemann)

Bios:

Jenny Brockmann (1976) is a media artist and sculptor based in Berlin. Her work, which
combines technology, science and art, has been exhibited internationally at venues
including BOZAR in Brussels, documenta fifteen in Kassel, Zacheta - National Gallery in
Warsaw, and Hudson Valley MOCA in New York. She studied fine arts at the Berlin
University of the Arts, where she was a student of Rebecca Horn, and received a degree in
architecture from the Technical University of Berlin. . Through sculptures and interactive



spatial installations, she explores dynamic spatial and social processes as well as natural
cycles, opening up a discourse on human behaviour and social structures.

Julia Katharina Thiemann is a curator and author whose work explores the dissolution of
boundaries between artistic disciplines and investigates how contemporary art can be
presented and perceived beyond institutional spaces. Her projects often link socially
relevant questions with site-specific and context-responsive artistic forms. She completed
her curatorial traineeship at the Stadtische Galerie Wolfsburg and later worked as a curator
at the Weserburg Museum fir moderne Kunst, with additional positions at the Badischer
Kunstverein Karlsruhe and the Wilhelm-Hack-Museum. Currently Katharina Thiemann
teaches curatorial theory and practice at the Karlsruhe Institute of Technology (KIT).
Thiemann regularly publishes on contemporary art in catalogues, academic journals, and
magazines such as KUNSTFORUM International. She has been awarded the Curator’s
Scholarship of the State of Rhineland-Palatinate and the C/O Berlin Talents Award for Art
Criticism. In addition to her institutional roles, she has long curated independent
exhibitions, performances, and sound-art projects. Most recently, in 2024, she curated the
group exhibition 7he Senses of Plants at the Villa Merkel — Galerie der Stadt Esslingen. 8

Patricia Dominguez

Matrix Vegetal

2022

Single-channel 4K video with sounds
21: 14 mins.

Matrix Vegetalweaves experimental ethnobotany, South American quantum thinking,
dream fiction, and organic connection technologies to expand perception and deepen
understanding of the plant and spiritual universe. Working from a form of botanical science
fiction, the video installation imagines a renewed channel of communication between the
human and the more-than-human world. It visualizes teachings, routes, and visionary
transmissions received from the plant universe, offering a poetic lens onto contemporary
existence and its intricate entanglement with the earth.

The project emerges from the lived experience of artist Patricia Dominguez, who
apprenticed with healer Amador Aniceto in Madre de Dios, Peru. Recognized by the plants
as “General Physician of the Flora and Fauna of the Universe,” Aniceto embodies a sacred
and multifaceted understanding of vegetal intelligence. Under his guidance, Dominguez
began an intimate process of attunement to living knowledge.

This process required a temporary decoupling from the digital matrix and the deliberate
activation of an alliance with the vegetal matrix. Through this shift, she cultivated a form of
listening that exceeds human language, accessing a planetary memory held within
plants. Matrix Vegetalthus emerges as both an artistic translation of this apprenticeship
and an invitation to reimagine our relational bonds with the living world.

Bio:

Chilean artist Patricia Dominguez Claro (1984) creates “spi-fi” works that digest reality into
planetary prayers, exploring digital-spiritual ties between species amid corporate
ecologies. Her work has shown globally at major institutions, and she founded Studio
Vegetalista, an experimental platform for ethnobotanical research and healing practices.



Mario Gooden

1014 Black Ground: Dispossession Inheritance
2021

Video; color and black and white

33:00 mins.

At the beginning of the 19th century, the majority of New York City's population was
concentrated in Lower Manhattan. As the city’s population rapidly increased so did the
desire to expand northward. Although gradual emancipation of enslaved Africans in New
York began as early as 1799, the final date for emancipation was not set until July 4, 1827
making New York the first state to pass a law for the total abolition of legal slavery.

In 1825, free Black Africans began buying parcels of land that eventually became Seneca
Village, situated from West 83rd to West 89th Streets along 8th Avenue. Seneca Village
was the largest community of free African-American property owners in pre-Civil War New
York. The residents of Seneca Village established a thriving community of one and two-
story homes --- some with gardens and livestock. A large number of residents were
employed as laborers and in service jobs. In 1858, Seneca Village was demolished by order
of the Mayor, Alderman and Commonality of the City of New York to make way for Central
Park. 1014 Fifth Avenue, previously owned by James W. Gerard, the former United States
Ambassador to Imperial

Germany, is among the many homes constructed at the turn of the 20th Century along the
eastern edge of Central Park by New York’s and America’s cultural elite. Particularly
because of its spatial relationship to Central Park and to the Metropolitan Museum of Art
across the street, this building is a symbol of contested histories of who is allowed to
obtain and then become the architect of space, and of the ways in which race and class
have always been at the center of that.

1014 Black Ground: Dispossession Inheritance is a meditation on the dispossession of
land, property, and generational wealth of African Americans and the accumulation of
wealth by American oligarchy through means of extraction, exploitation, and
marginalization.

Credits:

Written, Directed and Performed by Mario Gooden
Videography and Editing by Thuto Durkac-Somo
Production Team:

Saadia S. Lone

Che-Wei Liu

Juan Marcos Arriaza

Bio:

Mario Gooden (1965) is an artist, writer, and cultural practice architect. His practice
engages the cultural landscape and the intersectionality of architecture, race, gender,
sexuality, and technology. His work crosses the thresholds between the design of
architecture and the built environment, writing, research, and performance.

Gooden is also a Professor of Practice at the Graduate School of Architecture Planning and
Preservation (GSAPP) of Columbia University where he is the Director of the Master of
Architecture program and co-director of the Global Africa Lab (GAL). Gooden is a 2012
National

Endowment for the Arts Fellow, a MacDowell Fellow, a 2019 recipient of a National
Academy of



Arts and Letters Award in Architecture, the 2024 William A. Bernoudy Architect in
Residence

American Academy in Rome, and a 2025 Artist in Residence at Atelier 11, Cité Cité
Falguiéere,

Paris France. Gooden is also a Senior Research Associate at the Visual Identities in Art and
Design (VIAD) at the University of Johannesburg (South Africa) and a founding member of
the

Black Reconstruction Collective.

Michael Johansson

Tetris — Liljevalchs

2009

Photo

Dimensions oft he original work: 4.7 x 1.7 x 0.6 m

Objects from the storage room at Liljevalchs Konsthall (SE)

Objects gain their value through the situations in which they are placed, in other words
what defines the value of an object is not the material it is made from or the function it
serves but is defined by its position in a context. It might be that an originally worthless
object becomes invaluable due to its unique status or that a costly mass-produced article
is considered worthless almost immediately after being purchased. But it might also be
that by reconstructing the settings for an item you change its context and therefore its
value, setting it back to zero.

In a series of site-specific works, | used the material found in the backrooms of the
exhibition spaces where the works were put on display. The objects that were used in
the construction of the installations were morphed into the works as their elements and
therefore part of the usual activities of the exhibition space was set to zero.

Bio:

Michael Johansson (1975) is visual artist based in Malmé, Sweden, who deals with ordinary
objects we all recognize, but in a way far from the ordinary. Driven by the agenda to densify
the world, objects are morphed into precisely stacked rectangular shapes, connected to a
certain place, where their original purpose are transformed into catalysts of new meanings.

Outdated items within the same colour range are reconstructed into a homogeneous image
of a fictional life reinforced by our collective imaginary: the compressed scenery from a
time gone by. Or the excessively well packed storage space where each object appears to
be an immutable part of a solid whole. The newfound rigid order separates the objects
from their usage, and invites us to a shared space where the familiar meets the unfamiliar.

Another current in Johansson's work deals with his aim to bring his collected objects a step
in the wrong direction in the line of production. Fascinated by assembling objects from
model kits as a child, Johansson transforms everyday objects into models of themselves.
These life-size kits offer a novel commentary on today’s ways of living: displaying their
function, while taking away their functionality.



Grace Ndiritu

Becoming Plant
2022

2K Video

49:25 mins.

Becoming Plant follows six dancers who participate in a therapeutic group experiment with
psychedelics, while temporarily ‘living’ together on the demilitarised industrial site. While
they are subjected to the plant’s consciousness and to each other’s presence, they perform
a choreography, aligning their naked bodies with each other and with the architectural
ruins. The film serves as a catalyst to discuss wider social and relational issues such as
science, spirituality, psychiatry, healing, healthcare and the problems of collective
depression and trauma resulting from living in the age of Late Capitalism.

Becoming Plant features a specially composed soundtrack by London based electronic
musician and visual artist Gaika. Commissioned by Rennebaeksholm and f.eks, Denmark
and Screen City Biennal, Oslo.

Bio

Grace Ndiritu (1982) is a British-Kenyan (Maasai Kikuyu), visual artist, filmmaker and
writer whose artworks are concerned with the transformation of our contemporary world.
Concerned with the transformation of our contemporary world, Ndiritu works across film,
painting, textiles, performance and social practice. In 2012, she began creating a new body
of work under the title Healing The Museum, which sets out to re-introduce non-rational
healing methodologies such as shamanism to re-activate the ‘sacredness’ of art spaces.

Ya-Lun Tao

Wandering Ghost No.9

2020

3D digital image, VR, Kinetic installation
Dimensions variable

Wandering Ghost No.9is a VR experience installation that moves in a horizontal fashion.
After putting on VR headsets, audiences can stand on a mechanical platform and feel their
bodies slowly moving horizontally in a vast virtual utopia.

“Monument to the Third International” was a project devised by Vladimir Tatlin for the
propagandist monument plan led by Lenin in 1919. To commemorate the October
Revolution, the monument’s artistic concept was laden with political appeal and social
ideal. Architecture-wise, it fully embodied the thinking of constructivism and conformed to
Soviet Union’s

ideal of national efficiency.

Built with industrial material, such as steel, iron and glass, the conical spiral monument
reveals a massive structure that displays immense momentum, which, if completed, would
not only exceed the height of the Eiffel Tower but also break away from classical
architecture. Within the steel structure of the tower is a geometrical building comprising
four rotating tiers, each turning in a speed rate determined by its function and execution
efficiency. The ground-floor cube is to be used for the legislative institution; its rotation
rate follows the legislative session cycle and takes one year to complete a full spin. The



pyramid space above the cube, which is for the administrative institution, completes an
individual spin every month. The subsequent cylinder is the information center of the
propaganda and communication institution, which rotates daily. The top tower, installed
with projection equipment, completes its spin hourly.

The spire of the tower functions as a radio tower for broadcasting and is equipped with a
powerful projection system that can project important national decisions and messages
onto the cloud every day. In terms of the state apparatus, the tower is the hardware, and
people’s power is its software—a celebrated open system that honors people’s decisions to
be announced by the government. It is not only a symbol of the communist power but also
that of people’s power.

However, Tatlin only finished the model of the monument. Like the modern Tower of Babel,
it was never built; yet, later generation has imagined and interpreted it throughout history.
It has never existed in reality, but it is never absent; instead, it lingers in people’s mind and
never disappears.

Bio:

TAO Ya-Lun (1966) is a pioneer in the Taiwanese new media art scene. He is the recipient
of numerous prestigious honors and awards, including the International Digital Festival of
Contemporary New Media Art (MADATAC) in Madrid, Spain; the most iconic contemporary
art award in Taiwan—the Taipei Arts Award; and the Taipei County Prize. he is the grantee
of the Taiwan Fellowship Program by Rockefeller Brothers Fund, he has conducted artist
residency at the Nordic Institute for Contemporary Art.

Ayoung Yu & Nicholas Oh

Fermented Dreams
2025

Single-channel video
35:14 mins.

Fermented Dreams is a cinematic documentation of performances exploring speculative
rituals reimagining spiritual practices, filmed across a constellation of ecologically resonant
and constructed sites: the Korean Demilitarized Zone (DMZ), the island of Kauai, Hudson
Valley, Seydisfjordur in Iceland, and sculptural environments built in the artist’s studio.
Structured non-linearly, the film follows the cyclical logic of ritual that displaces narrative
resolution in favor of repetition and rhythm, allowing movements to be continually re-
situated.

The film investigates precolonial mythology through elements found across ancestral
narratives, such as chimeric beings, metamorphic transitions, and crossings into nonhuman
perspectives. These rituals embody a way of situating the body inside living cosmologies. In
parallel, the film also examines matrilineal lineage, foregrounding omens and prophetic
dreams transmitted through three generations of women. Their visual and material
language are converted into rituals that activate inherited memory. Eco-spiritual
frameworks also shape the film’s relationship to land, treating natural elements as co-
collaborators who animate thresholds between physical and spiritual realms. By activating
elemental forces through gestures such as burning pagodas and pressing clay vessels
against ocean currents, the performances position the body within a wider field of
sentience. These encounters expand ritual into a form co-authored by environmental
forces.

Bio:



A young Yu (1990) and Nicholas Oh (1985) are an artist duo based in New York. Their
practice spans performance, video, sculpture, and installation, exploring intergenerational
diasporic narratives through eco-spiritual perspectives. They have exhibited at institutions
including The Shed, Bronx Museum of the Arts, Museum of Art and Design, and Cantor Arts
Center. As part of the conference “Planet Uncanny: Redistributing Subjectivities across
Technology, Nature, and Society,” Jenny Brockmann (*1976) has created a spatial
installation which artistically reflects the thematic blocks of the scientific examination of
the uncanny, framing the individual lectures

Support for Planet Uncannyis generously provided by DFG (German Research Fund),
Ernst-Abbe Stiftung, and Klassik Stiftung Weimar
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Floor plan with the installation by Jenny Brockmann

1 Film displayed on the Monitor:
Mario Gooden: 1014 Black Ground:
Dispossession Inheritance

2 Photo displayed on the Monitor: Michael
Johansson: 7etris — Liljevalchs

3 Film displayed on the Monitor:
Grace Ndiritu: Becoming Plant

4 Film displayed on the Monitor:
Patricia Dominguez: Matrix Vegetal

5 Film displayed on the Monitor: Ayoung Yu &
Nicholas Oh: Fermented Dreams

6 VR Installation
Ya-Lun Tao: Wandering Ghost No.9



