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Prologue

Enter Future

Jason Mohaghegh

What does it mean to study the unknown, the secretive, and the not-yet-arrived? How does one begin speaking in the enigmatic tongues of the unforeseeable, or execute that rarest imaginative challenge of being three steps ahead of reality? There is, first and foremost, a question of how even to cross, invade, or set foot (password: enter future).

Here we find notes from the eventual, the potential, the imminent, and the unstoppable. This alter-anthology is an endeavor toward visionary thought in an age of disquiet, led by those tempted to explore the most cutting-edge questions facing our next-world horizons. These include captivating shifts in societies, cultures, technologies, ecologies, political formations, information pathways, biogenetics, art and architecture, media and design, film, literature, and philosophical circles. Such a future compendium can therefore be many things:


	A pseudo-oracle—one of double-sided impressions, accurate or misleading prophecies that mark the irreversible (point of no return) or the impossible (never to happen).

	A pseudo-laboratory—one with its own fractal constellation of figures and thematic dimensions stored like liquids in countless vials or tubes (time, space, movement, body, image, illusion, mind, power, machine, the non-future . . . ).

	A pseudo-looking glass—one that stares telescopically into prototypes that will change things for all time to come (speed, migration, utopia/dystopia, the cosmological, the holographic, the inhuman).

	A pseudo-library—one that houses all the hypothetical books of a universe, including those not yet written and those never to be written (its own invisibly proliferating archive).




All futures are impostors, one might say. Therefore, the logic of the “pseudo” alone (born of suspicion and pretending) must guide our authors here: that nothing is as it seems, and everything means something else.

[Note to the Reader: There are literally thousands of figures, texts, artworks, relics, and events mentioned throughout the coming pages, though the authors here have deliberately chosen to suspend the practice of academic citation and assume a different method (closer to an echo chamber). Instead, you will find in the Endnotes an aerial mosaic of leads and allusions to search at will, an index branching in every direction to form its own tunnel system or control room. These links are meant to be walked like tightropes (to send one somewhere).]

[image: Promotional graphic for a lecture series titled, Seven Prophecies of the Future, features event dates, times, and a list of presenters. The background shows an abstract, swirling design.image]

Seven Prophecies of the Future, CityX, Venice Biennale 2021 (Design by Asad Khan).




Part I



Seven Prophecies of the Future

The Seven Prophecies of the Future series was designed as a special program of far-seeing encounters combining images, narratives, and experimental philosophy. Each live-recorded installment between two figures would revolve around one of seven conceptual passwords: Chimera, Cipher, Temple, Reign, Oracle, Surface, and Idol.

In every prophetic episode, speakers were asked to present (1) one obscure myth, fable, legend, fairy tale, or superstition; (2) one aesthetic work from the contemporary realms of visual art, architecture, design, installation, music, dance, theater, cinema, or virtual reality; (3) one emergent phenomenon (innovation, device, object, movement, event) that might allow us to peer into some strange futurity.

These seven episodes were captured as part of the Future Studies Program’s exhibition for the Venice Biennale 2021 and transcribed hereafter in seven chapters [moderated by Andrea Cetrulo].


	1.0 Chimera

	2.0 Cipher

	3.0 Temple

	4.0 Reign








Chapter 1.0 Chimera


5.0 Oracle

6.0 Surface

7.0 Idol

Prophecy 1.0Chimera

[image: Promotional poster for, Seven Prophecies of the Future, Part 1: Chimera, at the Venice Biennale 2021, features a detailed architectural backdrop with a sculptural element.]
Part 1. Seven Prophecies of the Future (Chimera). Source: Artist: kirill_makes_pics.

Oracles: Nora Khan, Jason Bahbak Mohaghegh

Guide: Andrea Cetrulo


Andrea Cetrulo: Welcome to Seven Prophecies of the Future, a futuristic series that will take you on an interdisciplinary or transdisciplinary journey of discovery. Each episode will invite two guests who will act as oracles and reveal a secret password to enter a realm filled with poetic images and intriguing phenomena. All oracles are part of a wider divinatory, speculative endeavor—the Future Studies Program—and will be sharing their premonitory visions of the future on the occasion of the Venice Biennale 2021 (Italian Digital Pavilion). We will guide you through corridors that lead us to these oracles of futurity.

In this episode, we will enter the dimension of the hybrid, the monstrous, the non-binary, the seemingly impossible. Password: Chimera. Traditionally, the chimera has been conceived as an individual composed of cells with different embryonic origins that can adopt myriad forms and have diverse, often divergent, connotations. An impossibility or a potential? Today we will expand this notion to other dominions. Theorist, storyteller, and professor of world literature and philosophy Jason Mohaghegh, and writer of fiction and non-fiction focusing on emergent technologies Nora Khan—it is my pleasure and welcome. Each of you will now introduce us to three images that illustrate prophetically what future implications can be found through a particular myth, artistic image, and current phenomenon related to the chimera. Let us start with your myth of choice.


I. Myth—Djinn; Minotaur, Sphinx


Nora Khan: The first chimeras I submit under Myth are the djinn. Djinn are figures known across the pre-Islamic and Islamic world as spirits; as spirits close to humans, oblique to humans, seeming like humans, who mirror us. And, for many, for my family growing up, they are ever cryptic. In Bangladesh, they are sometimes considered representative of a kind of dark magic. They are a kind of psychological interruption, a bogeyman that you internalize. They live in toilets; they live in wet places, and they hang outside your windows watching you as you go to sleep.

Appealing to djinn, in my experience, or speaking too excitedly of them, was understood to be taboo. They represented a whole other parallel world of near human-like beings. I heard a glut of stories growing up about djinn trying to take folks off the right path, as they were often evoked as a kind of moral prompt: for one to either display religious texts more prominently or to pray evil out of a person (and other drastic moves). Day to day, they were conjured in conversation as a way to terrify you back onto the right path, being scrupulous with each of your decisions.

While barely visible, they can manifest in animal form or human form, or as fire—they are born of smokeless fire. They are a chimerical mix sometimes of animal, human, and fire. They linger in empty parts of the house; they are in the deserted places. And they are real markers of the tiny moral fears that rule the quotidian: to be clean, to say your prayers, to be careful when going out at night, or to not go out at night at all.

Let us consider some images by the Iranian artist Morehshin Allahyari from a series called She Who Sees the Unknown. It is a beautiful VR work on djinns from personal memories of the artist, and from her grandmother and her mother, rooted in bathhouses in Iran where djinns were spoken of as lurking in the corners. While Morehshin was making this piece, we together shared a few neuroscientific studies that describe and theorize djinn as manifestations of psychic, collective trauma. Djinn, sleep demons, sleep paralysis figures are other forms in this menagerie. Among the Hmong refugees in the United States, beginning in the 1970s, there was an epidemic of nocturnal deaths—sleep deaths—in which a figure would appear to the sleeper at night and scare them to death. This horrifying phenomenon was later studied and understood as a possible result of the psychic wake of genocide.

And so, for my part, knowing many who grew up in Bangladesh, hearing these kinds of stories, it was not all that hard to imagine the cultural roots of djinn as being rooted in the real. Statistically, women are more likely to believe in djinn’s existence, and in possessions by djinn; this can be tied to or concurrent with anxiety, depression, and other mental health issues.

There are many beautiful figurations of djinn we can find in religious texts, but the image that I associate with djinn is this: the partially open window at dusk. I remember my mother sweeping through the house, closing all the windows, saying small prayers under her breath so they would not come in. Djinn are chimerical beings that appear right on the edge of consciousness, right at the open window ledge. A partial human being, about to enter your space.

They are a perfect psychological chimera; they morph and shift with the anxieties and fears of any given moment in a culture. They roam at free will; they shatter a firm notion of the human. They cause mental and emotional harm; they mirror a host of social and personal ailments. Perhaps most importantly for this theme, they are partially known. They linger, partly defined, in one’s most intimate spaces and in one’s mind.

At last, I think of djinn as intriguing for this conversation as a kind of way to speak on what is not spoken of directly—gender and class violence, the hard-to-capture “outcomes” of war and exile, which are usually the cause of significant mass health issues. But they manifest in day-to-day conversation, in spoken whispers and utterances as a figure that is barely known. A partial way of knowing the world, its changes, and its traumatic turmoil, a stand-in for memories and experiences that are impossible to process at once or look at directly.


Andrea Cetrulo: That is fascinating, Nora. And Jason, what do you have for us as a myth? Your myth of choice?


Jason Mohaghegh: If the challenge is for us to explore how the chimera allows us to imagine the future—with chimera generally meaning an unlikely or impossible creature that fuses different species in a dazzling genetic mixture—then immediately we realize that we are in a realm of blurring, confusion, entrancement, and fear. Chimeras are elegant, yet they are also vicious; they possess a profound philosophical consciousness, yet they also consume humans alive and whole, breaking the bones of unfortunate travelers in their jaws. And this paradox of their existential makeup—at once refined and brutal—is what makes them unstoppable.

The two mythic prototypes that I wanted to display are those of the Minotaur (a half-bull, half-man) and the Sphinx (half lion, half-woman or sometimes man), precisely because they use opposing trajectories and semblances to arrive at the same fatalistic outcome. The spatial zone of the Minotaur is that of the labyrinth, which actually embodies a prison or death chamber whose ever-multiplying aisles find him walking or hunting in agonized paces. The aesthetics of the Minotaur is that of rugged beastliness, his horned appearance inspiring repulsion and flight from all who behold him, with the screams of so-called innocent people echoing in his ears. The effects of the Minotaur are pain and rage: the first because his very currency is that of laceration, mutilation, and trampling; the second because his destiny accelerates him to states of frenzy, carnage, and blackout oblivion. The technique of the Minotaur is that of following pure instinct: this emanates from his dominant animality and hunger—note that hunger is a far smoother concept than desire, as it has none of the psychoanalytic layers that impede us—which leads him to the event of the perpetual chase. He stalks beneath elaborate columns; he breathes heavily and relentlessly; he haunts dreams, becoming the iconic representation of monstrosity and destructive force for entire civilizations.

On the other side, we have the Sphinx. The Sphinx is an ambiguous and immense creature whose spatial theater is that of the gateway, as she sits on an elevated pedestal testing all who dare to enter certain cities or pyramids; in this sense, her lethal form and the gesture of her ritualistic questioning together form both the key and lock for outsiders to make passage within. The aesthetics of the Sphinx is that of enchantment; she is alluring, hypnotic, irresistible, and otherworldly; her winged lioness appearance is itself a gravitational energy of seduction (interestingly, her name in ancient Egyptian etymology means “living image”). The effects of the Sphinx are enigma and secrecy, and her technique is that of diabolical obscurity, which means she devises these little music boxes of the riddle that entrap and condemn whoever encounters them in states of bewilderment and futile searching. And then she feasts upon them; when the mind fails, the body feeds, turning human ignorance into her banquet. For centuries, then, and across myriad cultures, she becomes the emblem of the radical unknown; she is an omen at the limits of thought, and she reminds us that we pay a mortal price for our lack of answers.

With all this established, these mythic figures share many rare traits infused in them by virtue of their chimeric origins. First, both are guardians who stand at thresholds in ambush, one the protector of the maze of a mad king and the other the protector of sacred monuments. Second, both are figures of intense solitude, one wandering the endless stone hallways of his house alone and the other left stranded in a resting isolated position on the desert sands. Third, both are agents of terrifying proportions and merciless potential; they impose punishing ends upon those who cross their awful paths. Fourth, the Minotaur and the Sphinx, like almost all chimeras, are synonymous with power, and power defined specifically here as a will to devour, for the ancient definition of catastrophe is just this: that which makes one inseparable from itself, like those petrified victims of volcanoes that we have seen suspended for all time in the flow of lava, ash, and debris that envelops them. So here too, then, chimerical power is represented as that which drags the other into its own folds (encapsulation), or more precisely into the depths of the stomach. Lastly, for all of its ferocity, the chimera is also a figure of the most extreme vulnerability: they are prone to masochistic occasions and a drive to self-annihilation. This is why, when the Argentinian writer Jorge Luis Borges writes the story of the Minotaur, he envisions him actually as a delicate, tormented outcast who ultimately surrenders himself to the blade of the hero because he wishes to die; and similarly, when interpreters explain why the legends of the Sphinx all end with her hurling herself down from her rock and shattering her skeleton below, some say that it is because she fell in love with Oedipus and therefore sacrificially shared with him the answer to her riddle, cheating for him, while others say she simply grew tired of the interminable procession and despair of her practice, as a holder of puzzles, and she decided to take her own life to be released from her duty. Both these mythic outcomes bear some resonance for the futures awaiting us all.

[image: A historical painting depicting a dynamic scene with multiple figures engaged in various activities. The central figure rides a white horse, while others around him are involved in tasks like carrying objects and interacting. The artwork features vibrant colors and detailed costumes, set against a dark background.]
Jinn building a wall for Dhul-Qarnayn to protect the civilized peoples from the barbarians Gog and Magog, sixteenth century, Chester Beatty Library, Dublin.

[image: A marble sculpture of a centaur, depicted from the waist up, featuring detailed musculature and a textured mane. The sculpture is mounted on a cylindrical base.]
Statue of the Minotaur [Wikimedia, Author/Contributor: George E. Koronaios]. Pentelic marble. Found in Athens, near St. Demetrios Katephoris in Plaka. Roman copy of an early Classical statue by Myron. Accession Number: 1664. National Archaeological Museum of Athens. Athens, Greece.



II. Image/Artwork—Generative Adversarial Networks; Hanging Torsos


Andrea Cetrulo: Now let us move on to the artistic image. Nora, can you share what you have chosen and tell us why?


Nora Khan: I chose, for this section, chimeras of images spit up by GANs (Generative Adversarial Networks). I was looking at the work of Casey Reas (in this particular case, in collaboration with Jan St. Werner). I think of Casey within the vast field of art made with artificial intelligence, with algorithms, with machine learning, drawing on and creating from handcrafted lovingly created datasets—as a standout. He is using the chimerical aspects of generative adversarial networks, GANs, as material in his artistic practice. (As an aside, I am working on a book on the stakes of AI art, and their uniquely chimerical aspects, and keep running into this unique difficulty in capturing what we see as the outputs of these algorithms without a new set of terms.) There has been a great deal written about the potential for AI tools, for machine learning for art—but a majority of the critical descriptions of the images that come out usually focus on “the dream of the machines,” or the “product of a collective hallucination,” and in some sense the aesthetic is so easily slotted within the suggested imagery of dreams, or what one might imagine a machine dreaming could look like.

But what I think is even more compelling about these images, as I would love to argue in this short bit, is that they have a chimerical kind of logic. When we understand these images as representative of an algorithm in the process of learning, they can be better understood as a capture of a hybrid space—an image that at first seems to be emerging from nowhere, and with inspection, an image that can be placed within a vaguely recognizable aesthetic of a set of symbols, myths, suggestive themes, and figures that we can pin to the film or art the model was trained on.

Further, we are “looking at” a very clear mathematical process—the products of a process in which a trained discriminator algorithm and generator algorithm learn about a set of data, in the case of these images, images from the films of certain directors, like Ingmar Bergman or Alfred Hitchcock. One might understand these images as more than just a machine dreaming. They are captures of growing pattern recognition in process, a neural network “learning” as intended. With effort and analysis, the images might even say something new about Bergman or Hitchcock. A GAN trained on images from Persona might start offering up, if we think of the film, types of split faces and fused faces, the ways that Anna, the nurse, and Liv, the stage actress, merge, the famous patterns of Bergman’s style, merging their faces, their selves, together throughout the film. We might start to think of the film Persona, in terms of its inherent patterns, symbols, and depictions of fusion—and the GAN images, offering a chimerical space of new access to a well-known film through its non-visual world, its negative space, using its still images at a scale and speed that would be impossible for us to achieve without computation. Perhaps, as some artists and critics claim, GANs could help us see film, photography, the canon, anew. This weird seeing through mathematical process is a chimerical relationship.

I see continuity between the psychological figure of the ancient djinn and these future-leaning images. We have always lived comfortably with partial ways of knowing the world. When I try to apply a strict art-historical analysis to these images, I also see human-like figures, partly of the network, partly coming into form, pulled out of a third space. The efforts to capture and name what we are seeing in the depths of AI images are chimerical in nature. The chimera here exists in language; the chimera resists, even defies, the critical language we have and exposes its inadequacies. We are moved to move with the technological subject and the aesthetic chimera presented to us by this or that GAN. Our subject, our precious place as a viewer, is destabilized, and we must move with the figures that are moving before us. What this means for visual criticism is the next stage of chimerical transformation.


Andrea Cetrulo: Thank you Nora. And, Jason, what has captivated you? If you can please share it with us.


Jason Mohaghegh: The artistic figure who I selected to continue unraveling this thread is the South African woman artist Nandipha Mntambo, whose exhibitions over the past years have shown an increasing fascination with the aura of the chimera. From the titles of her exhibitions alone—Warriors, Metamorphoses, and The Snake You Left Inside Me—one can easily uncover these themes of self-transfiguring entities. Her earliest work already displayed a transfixed gaze on the chimera in the form of hanging torsos draped in cowhide that left convoluted the boundaries between the human and the inhuman, the beautiful and the grotesque. Moreover, she describes the material process of shaping these floating silhouettes in an almost excruciating way, stating: “My journey begins with the process of sorting through piles of salted cowhide for the perfect one. In the past I’ve had the hides tanned for me, but this time I purchased a home tanning kit comprising various different chemicals. Unfortunately, the instructions in the kit didn’t adequately prepare me for the next step: power tooling my way through thick layers of fat which need to be removed—a thoroughly nauseating process! After this the hide has to soak in a chemical bath for a week. I then stretch it over my mould—a combination of casts taken from my own body and the limbs of store mannequins, joined together using cretestone and resin. I have to really pull, stretch and nail down the hide so that it takes on the desired shape.”
1
 So, we see here a procedure that binds the most visceral natural realms—flesh, sinew, muscle, hair, skin, blood—with the realms of the unnatural or artistic artificiality—fabrication, sewing, sculpture.

But these installations also open up several further sub-conceptual chambers related to the chimera: the first is that these body-casts are arranged in rows of almost militant alignment, giving them the sense of being a kind of violent armor, the shape of a legion or squadron, though they are hollowed of their absent wearers (no hero, soldier, fighter, or champion); nevertheless, they are remnants of an age of war.

Second, they are garments that demand hybridity, much like those ancient tribal warriors who would dress in feathers or fanged skulls of the animal before battle; these fighters often devised intricate choreographies that imitated various creatures (wolves, panthers, bears) or adorned their eyes with cosmetic shadows that would allow them to channel the talents of the wild being (their speed, brute strength, or poisonousness). Some tattooed their bodies with scorpions or made prayers to whatever totemic animal spirit in the hopes of opening a vicarious channel of sorts for a short while during the state of emergency that is war. Note that this ritual practice requires a principle of becoming chimera, in that their performative dancing or howling was meant to fling them into an experiential (not literal or metaphoric) transmutation.

Third, it’s an intriguing detail that the artist Nandipha Mntambo initially studied to become a forensic pathologist (a field linked to the study of causes of death in a post-mortem body), and so it might also be the case that the chimera must be perceived as a pathological category whose secrets could only be disclosed by forensic formulations, like one image where several hanging chests begin spilling into elongated, tangled roots that get lost in their own twists and turns.

Fourth, like many chimeric versions, the artist’s work plays at disturbing the fine lines of androgyny (her Minotaurus statue places a feminine spin on the classically virile masculine narrative); but beyond erasing the man-woman divide, she demonstrates a covert chimerical format: that it is only through creative assemblage (mixing particles, segments, and definitions) that one can achieve a state of dissembling (the deceptive concealment of intentions), their complex constellations allowing one to build figures that hide themselves in plain sight.

Finally, it is in Mntambo’s latest installation titled The Snake You Left Inside Me that she begins tracing the mythic outline and possibilities of Echidna (literally meaning “she-viper,” also known as the “mother of monsters,” half-beautiful woman and half-hideous huge serpent) who has genealogical links to all teratological offspring including Medusa. Here the artist fashions an incarnation where a silken gown gradually spins into a long, coiling tail—thus the separate fragments of woman and snake are woven into an almost liquid current of intimidation and wonderment. This leads to the final premise of the chimera here: mystification. A perfect amalgamation that retains its disorienting influence—its perplexity, horror, and mysterious implications—even when illuminated. Somehow the closer one comes to it, the more unfathomable it becomes.



III. Phenomenon—Virtual Influencers; Immortality Labs


Andrea Cetrulo: Now Nora, could you follow this up with an emergent phenomenon related to the concept of chimera that has captured your attention?


Nora Khan: I appreciate this exchange. Taking the material Jason presents, watching it transmute it into the next offering. This example speaks to the ideas in Nandipha Mntambo’s work and develops it along other, new paths. For an emergent phenomenon: perhaps not immediately, emergent but she has evolved in the last four to five years. I chose the chameleon pop icon, the figure of Lil’ Miquela. Lil’ Miquela is someone that I interviewed about four years ago. She is a virtual influencer who, at that point, had been around for about three years. She is a professional avatar; materially speaking, she is a series of digital paintings on Instagram of a very uncanny teenager who has incredible social justice savvy—a critical studies PhD mixed with incredible style, slouchy, off the runway and deconstructed. The kind of controversy and fandom that she attracts is unbelievable. If you go to any post on her Instagram and read the comments underneath, you can find debates over whether she is human or AI, what does it mean for an AI to feel, and what would it mean for her to actually be in our world, and whether she actually is, in our world. In many ways she is real: she makes $12 million a year; she has an agent through CAA; she is friends with celebrities who appear on her Instagram all the time; she is on billboards everywhere.

She is, for now, a fascinating figure to mine; every day she shares her vulnerabilities, her fears, written in very tidy captions, carefully composed by a team. She has chart-topping singles. For many teens and young adults, she feels like a friend. There are ongoing, raging debates about her morphing ethnicity, her commitments, and her authenticity.

Back then, I was quite struck by how she changed from day to day. Her skin tone would shift; her moods would shift; her style would shift; she would be cutting out posters for Black Lives Matter protests and the next day she would be wearing Prada without a political sentiment in sight. Currently, she is hawking NFTs. She has great writers. You find yourself sucked in immediately and maybe a bit infuriated by her shifting with the day’s trends. Lil’ Miquela is unusually a virtual figure who has lasted, who figures an algorithmic imagination, by definition chimerical, which we develop in relation to her, to engage with her. We all have professional avatars; we have our figures on Instagram, on Twitter, our professional selves, our real selves—whichever self that may be. I have a student at RISD who describes this as the year of coming out of isolation, after a year of engaging with each other’s professional avatars, our faces carefully arranged on Zoom—the multiple digital ambassadors that we live through. Any “authentic self” is an amalgam of all these shifting selves. Lil’ Miquela marks a chimerical imagination, the imagination needed to move with her shifts, conflating modes of racial ambiguity, different tactics of oblique appropriation and conflicting social commitments: one day she is committed to capitalism and then she is committed to socialism the next, to techno-utopianism one day but then a critique of technology a few hours later.

Highly provocative, if silly, is the fury that she engenders, which is rooted in the contradictions that her digital self seems to hold. This fury seems to refuse that we are chimerical, contradictory, and complex, changing from moment to moment. That she changes from day to day feels, to those she enrages, like a betrayal, in a flat paradigm in which digital utterances should suggest some fixed sentiments we hold in our hearts.

Wendy Chun, in her new book, speaks eloquently of the effort to authenticate ourselves through all these shifting selves. Being user authenticated has not made, as she argues, the internet any safer: anonymity is not protection. Chimerical shifts are the norm; we confront people who shift in their presentation, rhetoric, and style all the time. These avatars are a bit like djinns, like the half-dreams of GANs, yet another entry in this space where we live with figures we barely trust from day to day. Instead of trying to lock down Lil’ Miquela’s identity, we shift with her switches, and must understand the shifting performance. There is a delicious challenge in mediating between all these shifting presentations, utterances made and retracted overnight, a moving logic that moves us.


Andrea Cetrulo: Very intriguing. We will talk more about this later. But before, Jason, what can you tell us about your emerging phenomenon and why we should be paying attention to it?


Jason Mohaghegh: The phenomenon that strikes me as having chimerical consequences is the gradual rise of immortality labs across the world. Of course, narratives of immortal beings are not limited to the modern age or to the future: The ancient Babylonians, Egyptians, Persians, Greeks, Chinese, and Aztecs all had their depictions of undying gods, though this did not necessarily mean that such immortal entities were without suffering. Indeed, many of them could be wounded, disfigured, imprisoned, starved, mutilated, or occasionally killed—though they all possessed some power of regeneration, resurrection, or return. These legends of divine immortality of course then translated down to their other celestial counterparts—angels, spirits, and even certain prophets or saints—who remained eternal either in some transcendent faraway sphere or by being embedded in nature (as deities of rivers, mountains, or wind) or as night constellations.

Nevertheless, immortality was not a right given exclusively to the benevolent pantheons, for evil creatures could also win this indestructibility and thereby escape the vanishing touch of time. While some East Asian traditions believed that the cruel dragon species derived immortalizing force from its relation to fire, Middle Eastern folklore spoke of other races (like the ifrit) who could grant wishes of enduring life, while still other African, Caribbean, and indigenous cultures would tell fables of sorcerers whose malice or ingenuity had stolen them thousands of years beyond their destiny. Still, what we call demons in ancient terms are obviously the prime example of this accursed immortality, having the same permanence as gods or guardian angels, and we notice to this day that so many characterizations of the monster in our horror genres—the vampire, the werewolf, the mummy, the zombie, the ghost—hold this immortal gift despite being depraved or even soulless.

Moving onward, there also arose countless mythologies about certain spaces that could extend immortality: secret caves where people could sleep for centuries unchanged, remote island hideaways where aging becomes irrelevant, ethereal gardens that had the same properties as paradise, or fountains of youth that with one droplet of their water could cure all afflictions and transfer endlessness to their recipient. Intriguingly, there is a covert history of those conquerors, explorers, or mad adventurers who went in search of such sacred and miraculous sites of immortality, many of whom never returned.

Even more specifically, there emerged narratives surrounding particular rare objects—talismans, rings, gemstones, enchanted mirrors, preserved animal organs, blood, holy grails, or magic lamps—that, if found through courage, theft, violence, or pure luck, would forever protect their newfound owner from the reaper’s knife.

But what does immortality mean now, and how does the futuristic search for immortal possibilities borrow from or alter older paradigms? Are we not equally consumed by the chase for the interminable and the unfading, or has this dream perhaps even accelerated to a new obsessive register? This is the essence of the immortality labs, all of which have chimerical repercussions.

First, it was in the 1950s and 1960s that scientists began experimenting with cryonics or cryogenic freezing, where corpses right after clinical death would be stored in low-temperature chambers in the hopes of someday being thawed out and reanimated from their ice states and cured of whatever physical limitations caused their demise. This technology, although gaining in popularity, is often considered controversial and pseudoscientific since it requires a leap of faith that future medical advancements will be able to reawaken the brain’s neural networks without severe damage, and also that we can later heal diseases that are presently incurable in our own time.

Our second example is digital cloning, holograms, or even cyborg replicas of the dead. In the first instance, massive archives of information are provided to an artificial intelligence program that then analyzes the data to reproduce the personality of the dead individual with remarkable accuracy and complex detail, even being able to spontaneously answer new questions and react to new situations by logically expanding the identity patterns of their original source. This would be a kind of holographic immortality. In the second instance, the old science fiction paranoia over clones suddenly crossed a real-life threshold when the Russian corporation Promobot invented the world’s first humanoid android, which can be designed to resemble any human being and which provides simulated companionship to those who have lost loved ones, although their ultimate aims are to inject these robotic





IV. Questions



















OEBPS/xhtml/toc.xhtml



		Cover


		Half-Title


		Series


		Title


		Contents


		Prologue


		Part I Seven Prophecies of the Future
   
		1.0 Chimera


		2.0 Cipher


		3.0 Temple


		4.0 Reign


		5.0 Oracle


		6.0 Surface


		7.0 Idol


   




		Part II Future Labs
   
		1.0 Future Time Lab: Concepts: Speed, Memory, Death


		2.0 Future Space Lab: Concepts: Atmosphere, Dimension, The Infinite


		3.0 Future Movement Lab: Concepts: Wandering, Migration, the Border


		4.0 Future Body Lab: Concepts: Sensation, Metamorphosis, Desire


		5.0 Future Image Lab: Concepts: The Vital, the Visionary, the Artwork


		6.0 Future Illusion: Concepts: Dream, Hallucination, Simulation


		7.0 Future Cosmos Lab: Concepts: Nature, Animality, The Geoscape


		8.0 Future Thought Lab: Concepts: Consciousness, Perception, Imagination


		9.0 Future Machine Lab: Concepts: The Digital, the Cybernetic, the Artificial


		10.0 Future Power Lab: Concepts: Struggle, Spectacle, Utopia


		11.0 Future Fashion Lab: Concepts: Appearance, Touch, Materiality


		12.0 Future Virtual: Concepts: Immersion, Escape, Hyper-Reality


		13.0 Future Violence Lab: Concepts: Decay, Terror, Poison


		14.0 Future Mysticism Lab: Concepts: Ritual, Sacrifice, Eternity


		15.0 Future Prophecy Lab: Concepts: Speculation, Question, Return


		16.0 Future X Lab: Concepts: ?


		17.0 Non-Future Lab: Concepts: Threat, Disappearance, Destruction


   




		Part III Future Library
   
		1.0 The Cosmological Archive


   




		Epilogue: Exit Future


		Notes


		List of Contributors


		Index


		Copyright







Landmarks



		Cover


		Half-Title


		Series


		Title


		Contents


		Prologue


		Epilogue: Exit Future


		Notes


		List of Contributors


		Index


		Copyright









		i


		ii


		iii


		v


		viii


		ix


		1


		4


		2


		3


		5


		6


		7


		8


		9


		10


		11


		12


		13


		14


		15


		16


		17


		18


		19


		20


		21


		24


		22


		23


		25


		26


		27


		28


		29


		30


		31


		32


		33


		34


		35


		36


		37


		38


		39


		40


		41


		42


		44


		45


		46


		47


		48


		49


		50


		51


		52


		53


		54


		55


		56


		57


		58


		59


		60


		62


		63


		64


		65


		66


		67


		68


		69


		70


		71


		72


		73


		74


		75


		76


		77


		78


		79


		80


		82


		83


		84


		85


		86


		87


		88


		89


		90


		91


		92


		93


		94


		95


		96


		97


		99


		100


		101


		102


		103


		104


		105


		106


		107


		108


		109


		110


		111


		112


		113


		114


		115


		116


		117


		118


		119


		120


		121


		122


		123


		124


		125


		126


		127


		128


		129


		130


		131


		132


		133


		134


		135


		136


		137


		138


		139


		141


		140


		143


		144


		145


		146


		147


		148


		149


		150


		151


		152


		153


		154


		155


		156


		157


		158


		159


		160


		161


		162


		163


		164


		165


		166


		167


		168


		169


		170


		171


		172


		173


		174


		175


		176


		177


		178


		179


		180


		181


		184


		183


		185


		186


		187


		188


		189


		190


		191


		192


		193


		194


		195


		197


		196


		198


		199


		200


		201


		202


		203


		204


		205


		206


		207


		208


		209


		211


		212


		213


		214


		217


		215


		216


		218


		219


		220


		221


		222


		223


		224


		225


		226


		227


		228


		229


		230


		231


		232


		233


		234


		235


		236


		237


		238


		239


		240


		241


		242


		243


		244


		245


		246


		247


		248


		249


		250


		251


		252


		253


		254


		255


		257


		256


		258


		259


		260


		261


		262


		263


		264


		265


		266


		267


		268


		269


		270


		271


		272


		273


		274


		277


		275


		276


		278


		279


		280


		281


		282


		283


		284


		285


		286


		287


		288


		289


		290


		291


		292


		293


		294


		296


		295


		297


		298


		299


		300


		301


		302


		303


		304


		306


		305


		307


		308


		309


		310


		311


		312


		315


		313


		314


		317


		316


		318


		319


		320


		322


		321


		323


		324


		325


		326


		327


		328


		329


		332


		331


		333


		334


		335


		336


		337


		338


		339


		340


		341


		343


		342


		344


		345


		346


		347


		348


		349


		350


		351


		352


		353


		354


		355


		356


		357


		359


		360


		361


		362


		363


		364


		365


		366


		367


		368


		369


		370


		371


		372


		373


		374


		375


		376


		377


		378


		379


		380


		381


		382


		383


		384


		385


		386


		387


		388


		389


		390


		391


		392


		393


		394


		395


		396


		397


		398


		399


		400


		401


		402


		403


		404


		405


		406


		407


		408


		409


		410


		411


		412


		413


		414


		415


		416


		417


		418


		419


		420


		421


		422


		423


		424


		425


		426


		427


		428


		429


		430


		431


		432


		433


		434


		435


		436


		437


		438


		439


		iv









OEBPS/images/logo.jpg
BLOOMSBURY ACADEMIC

NFI VORE « TONDON « X FORT « NFW DELHT « SYTNEY





OEBPS/images/cover.jpg
Future’s
Theorvy:

PHILOSOPHIES
OF THE WORLD TO COME

epitep By JASON BAHBAK MOHAGHEGH

BRIRGEO M| S  BISUSERSR





OEBPS/images/inline3.jpg
-






OEBPS/images/inline4.jpg





OEBPS/images/inline1.jpg





OEBPS/images/inline2.jpg





