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Preface

Contemporary web portals offer a broad array of resources and
services, from email to search engines to shopping, competitions
and promotions, This book is more like the portals of the web's
first years: initial experiments in cyber-organization that featured
links and contextual Information, arranged by toplc - for example,
education, travel or birds. They were compiled by experienced
users who recognized that the internet might need some
signposts, and they served as conduits, guiding others to make
independent voyages into the vast and protean online universe,

My intention is that this book function like one of those early
portals, offering paths for readers wishing to explore the field of
internet art. As an early experienced user. my own connections
to the field - a long-time affiliation with the online art community
Rhizome.org and familiarity with the first years of internet art,
a command of programming languages, experience in the
commercial sector of net development, and an Interest in creating
a closer proximity between this art and other fields and histories
of contemporary art and media ~ all inform the writing

It is an introduction to internet art, its history and the themes
and topics associated with it, and hence it has been necessary to
explain how to interpret and engage with particular web sites,
mailing lists or software in an art-historical and contemporary
context. This often required significant detail and delineation, and
| had to leave out many of the extraordinary works | wanted to
cover that have inspired my own interest in net art. For this
reason, and to offer additional resources. an appendix of projects,
archives and portals has been added to encourage readers to
explare further. draw their own conclusions, and become
participants in this diverse and relevant field.




Introduction

Both everyday and exotic, public and private. autonomous and
commercial. the internet is a chaotic, diverse and crowded form
of contemporary public space, It is hardly surprising, therefore,
to find s0 many art forms related to it web sites, software,
broadcast, photography, animation, radio and email, to name |ust
a few, Moreover, the computer, fundamental for experiencing
internet art, can be both a channel and a means of production and
can take the form of a laptop, a cellular phone, an office computer
- each with its own screen, software, speed and capability —and
the experience of the artwork changes accordingly. Beyond the
internet’s singular ability to host many different aesthetic activities,
other novel and complicating issues make internet art difficult to
summarize in a critical and historical survey such as this: its
relative youth: its dematerialized and ephemeral nature: its global
reach. Its location. however. is clear: like the great works of art
that decorated public areas and bulldings in pre-nineteenth-
century cultures, internet art resides in a largely open zone -
cyberspace — manifesting itself on computer deskrops anywhere
In the world but rarely in museum halls and white cube galleries,
where the past two centuries have suggested we look for art

By virtue of its constantly diminishing and replenishing
medium and tools (e.g software and applications become o
obsolete, web pages are abandoned and removed, software is
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deployed with agency, coordination and selection. Still, there is
more than an evolutionary argument for the significance of net
art. It is not just that the tools and issues brought to the fare by
internet art are current, and therefore relevant to how we live
now, Internet art is part of a continuum within art history that
includes such strategies and themes as instructions, appropriation,
dematerialization, networks and Information, It Is important to
explore parallels between net art and ideas in the work of earlier
artists and movemaents - for example, Nam June Pailc's (b. 1932)
Partucipation TV (1963) (1], which took the television, traditionally
a broadcast platform, and thaped it into an interactive canvas
Paik’s apparatus for reception and production prefigured
browser art (see Chapter 2), which treats browsers as fodder
for experimentation.

This book will show how the shifts in information
technologies that began during the 19905 have affected, impacted
on and, in turn, been influenced by artistic practices. It will
explore the field in two ways: firstly, by offering snapshots
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(and screenshots) of some of the diverse methods by which artists
have created and shaped cultural expression by using the internet;
and secondly, by presenting a chronicle of the technologies of
Internet art, as well as an account of its art-historical precedents,
to reveal wider concerns about societies in which media,
information and commerce are ubiquitous

The geographical starting-point of this history lies in Europe,
Eastern Europe in particular, where post-Cold War technology
and democracy initiatives opened up spaces for pockets of
advanced art-making and media activism that gave rise to the
legendary 'netart’ scene (with a requisite dot), which is described
in Chapter 1. There and throughout the book. | relate the ways in
which internet art is indebted to conceptual art through its
emphasis on audience interaction, transfer of information and use
of networks, simultaneously bypassing the autonomous status
traditionally ascribed to art objects. The projects of early net
artists are covered in detall in this chapter and periodized to

include political conditions. Chapter 2 describes how early net
artists explored the constituent characteristics of the new
medium, often communicating with one another through art
projects as well as on email lists, In Chapters 3 and 4,

these threads expand to include ather salient topics, such as
infowar, gaming, software and tactical media. Sometimes politics
and commerce are referred to because internetart is no
straightforward complement to ‘dotcom’ era capitalism but
something of an active counterbalance to its excesses and
injustices. Often it has been net artists who, alongside various
critics and activists. have formulated critiques against the
assumptions built into new ar existing computer and information
technologies. Furthermare, net artists often generate actual
altermatives, developing practical products such as non-
commercial software. Their strategies imply that commercial
machinations inflect art and other fields we tend to think of as
removed from industry.

British critic Lawrence Alloway seemed to anticipate the net
when, in 1972, he wrote ‘The Art World Described as a System’
abourt the various social, professional and critical networks in
which artsts and their work circulate. Alloway, ever alert to the
prominence of the mass media, cited sophisticated marketing
mechanisms. increased communication, rapid production and
dissemination of criticism and art 'data’, or documentation, noting
that ‘all of us are looped together in a new and unsettling
connectivity', Alloway favoured alternative exhibition venues and
diversified fields of art expertise (to accommodate a youth whose
grasp of popular culture could outweigh his own generation's)
Without doubt, Alloway would have been intrigued to see how
net artists have been able to devise alternate methodologles, goals
and communities to those in the ‘offiine’ art world. He would also
have appreciated the extent to which many of the strategies and
crinques introduced by new media arusts secure a prominent
place for the genre in the blurry and shifting space between mass
media and physical being that comprises the complex fabric of
contemporary life

Indeed, compared with concurrent work by artists such as
German Gerhard Richter (b. 1932) and American Matthew Barney
(b. 1967), internet art has less to do with objects of social or
financial prestige, and litde, at least currently, to do with the
cosmopolitan art businesses that thrive in New York, Cologne,
London and other culture capitals. It is generally a more marginal
and oppositional form, often uniting parody, functionality and




activism under a single umbrella, actively reclaiming public space
and circumnavigating boundaries that seem entrenched in the
world of galleries and museums. Internet art has redefined some
of the materials of current art-making, distribution and
consumption, expanding operations from the white cube gallery
out to the mast remote networked computer. As with public
sculptures or murals, email, software and web sites are easy to
overlook as ‘art’, doubtless because their funcuomality or location
mean that users and passers-by do not readily acknowledge them
as such. Though their tools and venues differ, internet artis
underwritten by the motivations that have propelled nearly all
artistic practices: idealogy: technology: desire: the urge to
experiment, communicate, critique or destroy: the elaboration of
ideals or emotions: and memorializing observation or experience.

While internet art's contributions to contemporary artistic
practices comprise much of this book, the conflicts that preclude
its easy inclusion within traditional art-historical canons, markets
and dialogues must also be explored. To confine the field to
dominant art discourse would muffle its most vital anarchic
tendencies and undermine the benefits of a precise study of its
singularities. Moreover, ane cannot gloss over the mutual
suspicions between internet artists and insututions of official
culture, such as museums and galleries. that have persisted since
the form’s inception. Internet art is sometimes viewed by the
establishment as emblematic of how we live now, but at other
times is taken as derivative, iImmature art practice. For critics,
curators and viewers who take an interest in internet art. the field
represents fresh aesthetic possiblilities and contributes to
contemporary art discourse. For those who do not suppart it, net
art is often thought to lack the craft and direct impact of work in
painting and sculpture by privileging commercial tools, veering too
close to graphic design, or exploiting cheap, ‘whizz bang’
programming tricks (to which authenuc, meaningful art should
naturally be opposed), Furthermore, net practices such as
software art do not align with existing gallery, museum and
discursive systems, and these institutions often want to
differentiate themselves from commercial fields. There is also a
tendency (since the inception of video art) to place new uses of
consumer electronics or practices associated with mass media
in one category and art in another

The internet’s presumed banality, with its labels and
commercial tools (Netscape Navigator, Macromedia Flash) and its
aperational requisites — the need to turn on, boot up and log in,

in order to view the art — does not help either. For many viewers,
art on a computer screen is too unfamiliar both conceptually and
physically, and the technical steps necessary to access it simply do
not reconcile with ‘art’ experiences lilke browsing in quiet galleries
or navigating vast museum collections

Indeed, there is a kind of reversed exoticism in play. When the
Internet was new, different and less commercial, it seemed more
avant-garde. Now that the ‘internet boom' is over and its
technologies are entrenched in the way we work, play and
consume, Its qualities are inflected with associations of labour,
research or, worse stll, pop-up windows and spam. While the
juxtaposition of these corporate products and free-software
(a diverse and international movement focused on preserving and
promoting the freedom to copy. study. use. modify and
redistribute software) projects offer rich material for those
interested In theorizing about art, media culture and today’s
society, some attack the prevalence of brand-saturated toals and
phenomena. For some of these detractors, seemingly, work that
begins with or exists within internet or commercial formats can
never rise above those limits to achieve the status of art.

A related criticism is sometimes aimed ac the works' creators:
that internet and software artsts, often self-identified as
programmers, are not ‘real’ artsts. This critique can be taken as
a symptom of the changing modes of art and the evolving
expectations of what artists should be, what skills or trades they
should possess, and what their critical concerns should be. The
objections can be sustained only if the role of the artist as
producer is imagined in limited ways, and exist, perhaps
anachronistically, outside the time and reach of the web

Internet art has also been critiqued for a perceived elitism,

a reclusive position within the world and concerns of cyberspace
Some argue that the net conditions users to become indifferent to
the offline world, as participants often become caught up in the
field's linguistic and practical complexities. This critique, which
situates the internet as a space of leisure and contemplation, a
haven where one can dwell on the vagaries of net aesthetics and
online communities, can, | think, be substantiated. Indeed,
characterizations of the internet as an open playing field and
space, untainted by gender. ethnic and class biases. or free from
labour issues or ecological consequences are misleading. The
sense of insularity among netheads, hackers et al has bean such
that many dialogues between internet art and other traditional art
practices and histories remain nascent




However, these critical Issues should not obscure the fact
that internet art has received attention and support from various
influential quarters — curators, institutions and communities both
at the edges of the mainstream art world and within it. Many
major international museums, funding Institutions and festivals,
from Seoul to Kassel, are now supportive of net art, having
recognized its importance and developed limited expertise in
order to support its programming. And one could not offer a
truthful history of internet art without naming the fruitful
encouragement from the earliest moments provided by Ars
Electronica (Linz. Austria), ZKM, the Center for Art and Media
(Karisruhe, Germany), the Waag Society (Amsterdam, the
Netherlands), the Walker Art Center (Minneapolis. US),
Postmasters Gallery (New York), Backspace (Londan), mailing
lists Nettime, Syndicate and Old Boys Network, platforms such as
Telepolis, THE THING and Rhizome.org. and print publications
such as Mute and Intelligent Agent

As someone who began to write about the topic of internet
art during a time of urgent critical gestation, when artists and
critics were trying to develop new vocabularies to talk about the
medium, my view is that now is a more appropriate time for a
book on the subject. The initial scepticism of net arusts towards
the traditional art world, the desire for polemics, as well as the
mania and hype around the internet’s novelty have all faded away
substantially, and concepts such as web sites and software no
longer seem as alien to the general art enthusiast. Though the
momentum of change and development in media theary has been
amplified by Increasing usage of the net since the mid-1990s, there
has been a shift away from any urge to concentrate on single
authorial figures or final theories resolving the internet’s impact,
mastering Its meaning or declaring its radical singularity. Whereas |
felt a pressure in earlier years to come up with fresh critical
approaches to new media or give them ‘cyber” sensibilities, now it
is possible to write a more open history for a wider audience, one
that is in dialogue with other related art-historical and
oppositional movements, These shifts in writing about Internetart
deepen my own interest in how the field illuminates the
relationships between power. art and daily life.

The Internet'’s History ond Pre-History

Like the histories of cable television, consumer electronics, video
cameras, radio and even satellites, that of the internet is told in
part via the innovators, companies, research centres, government
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initiatives and, above all, the miliary development that made its
rools available. Central to the evolution of the internet are the
intertwined histories of the computer and electronic data. Charles
Babbage (1792-1871) was an early visionary of the former. a
nineteenth-century mathematics professor at Cambridge
University whose wark on production and labour would be taken
up by John Stuart Mill (1806~73) and Karl Marx (1818-83), and
who designed prototypes for apparatuses that performed tasks
by following instructions, now commonly known as ‘programs’
His planned ‘engines’ — the difference engine and the far more
ambitious analytical engine — were flexible and powerful
calculators controlled by punch cards. The analytical engine
included many features that later reappeared in the modern
computer, such as versions of RAM and memory, but it was
designed to be huge and steam-powered and was never bullt
during Babbage's lifeume. One of Babbage's most significant
collaborators on the engines was Augusta Ada King (1815-52),
Countess of Lovelace and the daughter of Lord Byron, who
wrote some of the first instruction routines for the engines. Ada
would later be the namesake of internet art platform dda'web,
as well as a programming language used by the United States
Department of Defense.




The work of George Boole (1815-64), who perfected a binary
system of algebra that allowed mathematical equations to be
represented by true or false statements, became central to the
development and use of electrical circuits in the 1930s, processing
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only two objects: yes/no, true/false and zero/one, Employing this
method, electrical logic circuits could be built to use Boolean
algebra and combined to form an electric, non-steam-powered
computer. Electrically operated computers were first developed
in around 1938 when German engineer Konrad Zuse (1910-95) [4)
constructed a large machine, the Z1, from electromagnetic
telephone relays in his parents’ living room. He also used two
logical voltage levels (on and off) combined with binary numbering,
laying the ground for many principles of future computers.
Another pioneer of computer developments was the British
mathematician Alan Turing (1912-54), who not only engineered
computers but also did some of the first experiments in the field
of artificial Intelligence, asking if computers ‘could think’, and how
computer processes compared with human logic systems. Turing
developed the world's first electronic valve computer in 1943
Called the Colossus, the computer used reader systems for paper
tapes punched in by the many female military teletype operators.
Data intercepted from transmissions encrypted on the German
Enigma devices could be input and processed at high speeds. This
application demonstrated that computer technology could be
used for tasks Involving characters as well as numbers.

Dr Grace Murray Hopper (1906-92) was likely the first
twentieth-century woman to be involved in the development of
sophisticated languages for computers. She was highly influential
in the development of COBOL (Commaon Business Oriented
Language) and its application for the US military. Besides her work
on this, the second oldest high-level program, and her status — she
was the highest-ranking female Navy officer of her time (rear
admiral) = she is also remembered for her discovery of the first
computer ‘bug’ in 1945, an actual moth that had flown into the
circuitry of a Harvard Mark Il computer. Today's ‘bugs’
are metaphorical - errors or conflicts in programs - but that
moth symbaolizes the centrality of error and breakdown to
computer-related activities. It is preserved at the National
Museum of American History in Washington DC

The Electronic Numerical Integrator and Computer. or
ENIAC, developed by John Presper Eckert (1919-95) and John
Mauchly (1907-80) at the University of Pennsylvania in 1946, was
the first digital computer and was used by the US Army to
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calculate tables for shell trajectories. The ENIAC was enormous,
consisting of more than 18,000 valves, 70,000 resistors and 5
million soldered |oints. Its electrical power requirements were 5o
great that the computer’s usage is reported to have dimmed the
lights in the local West Philadelphia area. Commercially available
computers reached the market in 1951 with the UNIVAC
{Universal Automatic Computer), and the advent of solid state
electronics allowed for smaller and smaller microchips. During
the 1960s, incenuves to decrease the bulk and weight of
computers resulted in substantial size reductions. By the early
1970s, the central components of a computer —central processing
unit (CPU), memory and controls - had been aggregated on a
single silicon chip.

In 1981, 1BM released its personal computer, or PC. Though
Steve Jobs and Steve Wozniak, the co-founders of Apple, had
released several Apple models in the 19705, they were unable to
compete with the PC until they developed the Macintosh in 1984,
The Mac introduced clickable icons on the screen, whereas PC
interfaces required users to type instructions. Macs also
popularized the ‘desktop’, a visual representation of the computer
interface. Cursor movement was aided by an invention out of
Stanford Research Institute: Douglas Engelbart’s hand-controlled
device called a ‘mouse’. By the early 19803, microcomputers with
user-friendly software packages and applications like word
processing and spreadsheet manipulation were offered by Apple,
Commodore and Radio Shack. As more and more replicas or
"clones’ of the IBM machine entered the market during the 1980s
and 19905, home computers became more affordable. Today, the
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majority of North American and European schools have
computers hooked up to the internet.
The history of the Internet is rather more condensed than

that of computers. Many would point to US Army scientist
Vannevar Bush (1890-1974) as Its grandfather. An MIT professor
who had built mechanical computers in the 1930s, Bush imagined
an intriguing system called Memex in a 1945 arucle enttled

‘As We May Think', which was published in Atlantic Monthly.

The Memex would be built into desks, allowing multiple users to
browse various microfilms at the same time and input their own
data. Though never constructed. the Memex's model of an
Interactive library of data as a tool for research and education was
picked up by others in the field of electronic information. Theodor
Nelson (b, 1937) reiterated Bush's ideas in the early 19603, coining
the terms 'hypertext” and ‘hypermedia’ to describe texts, images
and sounds that could be interconnected within a "docuverse’ he
called "Xanadu', Both Bush and Nelson were interested in the
liberating potential of systems modelled on associative. non-linear
thinking and experience. Their ideas, Nelson's concepts of
hypertext especially, were important blueprints for what would
become the interner. Named after the Department of Defense
agency that sponsored its development. ARPANET was designed
to be 2 commumication system immune to nuclear attacks and was
first implemented by four American universities (the University of
California at Los Angeles. the University of California at Santa
Barbara. the Stanford Research Institute and the University of
Utah). This “internet’ remained largely a governmental and

research tool untll 1989, when Briton Tim Berners-Lee (b, 1955)
proposed a global hypertext project: the Warld Wide Web. The
web was designed by Berners-Lee to enhance the efficiency of
standard research practice, which was often hindered by the literal
comings and goings of researchers to and from projects and
centralized information repositories (such as a library), If data
could be made available through public hypertext documents,
research would be effectively decentralized, facilitated, and freed
from the constraints of physical location, Accessible via powerful
modems, Berners-Lee's web ran on protocols now widely known
as HTML (HyperText Markup Language). These specifications
were thoroughly reviewed and refined by programmers, and
Internet usage began to expand and develop in the halls of
education. Parallel to the web's internal development. the net was
fast becoming a popular hobbyist and community venue.
Applications such as Gopher, Usenet and bulletin boards were
turning it into a communication platform. Web browsers —
applications that locate and display web pages - were introduced
soon after but were initially only capable of displaying text. Mosaic
(1993) and Netscape Navigator (1994) were the first multumedia
or ‘graphics browsers’ (able to display images, video and audio),
Later browsers included the open-source Mozilla application and
Microsoft’s Internet Explorer.

The Art-Historical Context for Internet Art
Though internet art has been discussed in a number of books and
catalogues that have appeared since the mid-1990s, and a handful
of net art archives are available online, the connections between
net art and other art-historical movements are not well
documented. In part, this may be due to the specialization of many
net art critics and writers, whose methodologies are often
grounded in internet culture and whose audiences remain mostly
online. Their experience, useful as it is, does not always lend itself
to sustained critical explorations of the relavon between net art
and such groups, movements and art forms as Fluxus, EAT
(Experiments in Artand Technology), Happenings and multumedia
art spectacles of the 1960s through to the present, as well as
developments in cable and video. Within the scope of this book,
there is only enough room to look at some of the works that are
in dialogue with internet aesthetics,

Many net artists feel a strong connection to the work
of French artist Marcel Duchamp (1887-1968) and to the
participants in Dada (the international arts movement that began




& Allan Kaprow. /8 Hoppesnp
w6 Parts, 1959 Kaprow, who
began a1 30 action painter, shifted
b practice 1o incorporate chance
principles and 0 enabl Mteracnon
andd involvement. Ths highty
serpted and rehearsed Happening
Inclisding progoction, painting and
performance, gave way 1o looser.,
open productions. Like many
progects from this time
Happenngs challanged rigid
definiticns of art objects

in Zurich In 1916 as a reaction to World War | and to a traditional
art public), all of whom helped to shift art practices away from
traditional forms of pictorial representation. Dada firmly embraced
the random as a means of expression, lts members created poetry,
for example, that relled on instructions and chance word
variatuons. The net analogue of such instructions is ‘code’, the
algorithms (the set of steps for solving problems) that form the
basis of all software and computer operations

Events and Happenings (performance and publishing
experiments) = which began in the late 19505 with artists
associated with the Fluxus group, including Allan Koprow (b. 1927)

8], Robert Watts (1923-88), George Brecht (b. 1925) and Yoko
Ono (b, 1933) - were also based on the unpredictable execution
of instructions or premises. Allan Kaprow's interest in the layers
of ime, space and interpersonal interaction, which in many ways
anticipated the interactive, event-based nature of some computer
artworks, came from what he saw as his inheritance from
American abstract expressionist Jackson Pollock (1912-56)
to 'utlize the specific substances of sight, sound, movements,
people, odors, touch'

As computer-generated images by artists such as Bela Julesz
and Michael Noll (b. 1939) began entering the gallery purview in
the 1960s. satellites came into use as a way of connecting art
participants in dispersed locations. Stan VanDerBeek (1927-84),
whao bullt an audiovisual, satellite-linked venue for film. sound.
animation and collage called Movie-Drome [9] in 1965, is a pioneer
of multimedia-laden, network-dependent events that, as American
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critic Gloria Sutton has noted, seem prototypical of internet data
consumption enabled by web surfing and browsing, Like many
working in media art, VanDerBeek was heavily influenced by
composer John Cage’s (1912-92) interest in found material and
debris as musical content., as well as by Canadian writer and
theoretician Marshall McLuban's (1911-80) ideas that each type of
media should be considered an active metaphor able to translate

experience into new forms and revert agency to the participant
Many decades later, McLuhan's rhetoric of subjective experience,
feedback and choice has often been invoked In arguments that
cyberspace is an open and encompassing democratic medium

One initiative of the 1960s that prefigures internet modes
of collaborative production — in which an artist might work with
programmers, designers or other specialists — was EAT, a group
formed in 1966 by Bell Labs engineer Billy Kluver (b, 1927), During
the 1960s, EAT would involve such diverse arusts as Andy Warhol
(1928-87), Yvonne Rainer (b. 1934), Robert Rauschenberg
(b. 1925), Jasper Johns (b. 1930), John Cage and David Tudor
(1926-96). Just as 1960s visual artists opened up to dance. music
and other forms of mass culture. EAT's extension into scientific
engineering, funded by Bell Labs, was part of an expansion into
Interdisciplinary spaces that can be considered a mise en scéne for
current practices like hacking, software art or net art as ‘research
and development” (at the MIT Media Lab, for instance).

In the lace 1960s and early 19705, a number of exhibitions and
critics began to focus on articulating critical vocabularies that
went beyond the ‘art object’ to address information and systems.
It is interesting to note that many large-scale museum exhibitions
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based on these somewhat radical and unfamiliar premises took
place then, including 1968 ‘Cybernetic Serendipity’ [10] at the
London Institute of Contemporary Art (curated by Jasia
Reichardt), ‘Software’ in 1970 at New York's Jewish Museum
(curated by Jack Burnham) and ‘Informauoen’ at the Museum of
Modern Artin New York (curated by Kynaston McShine), also in
1970. In our recent ‘internet age’, only a handful of new media art
shows, originating at the ZKM. Ars Electronica and San Francisco’s
Museum of Modern Art, have equalled the scale of exhibition and
venue of those that took place at that time. The curator of
‘Software’, Jack Burnham, who embraced cross-pollination
between artists and computer scientists ~ showing work by
computer innovators Theodor Nelson and Nicholas Negroponte
(b. 1943) alongside those by self-styled ‘artists’ — employed
computer idioms when referring to the concept and thematics
structuring a work as its ‘software’, and the external object or
form (if there was one) as 'hardware’, ‘Information’ took its name
from the curator’s sense that art was at an impasse, paralysed by
world events and weighed down by materiality, and also that art
was something very separate from entertainment-based spectacle
In the catalogue for the show, McShine wrote that the artists ‘with
the sense of mobility and change that pervades their time. _are
interested in ways of rapidly exchanging (deas rather than
embalming the idea In an “object™, In 2003, American critic David
Joselit interpreted McShine's essay as proposing two significant
claims, namely ‘that by 1970, abjects had come to seem practically
obsolete’, and that ‘a dynamic exchange of information would only
be “embalmed” if given permanent form’,

During the 1970s and 1980s, relatively affordable technologies
of video, fax and cable television, as well as satellite, came into
wider usage by arusts, amplifying the themes of transmission,
information and networks formerly investigated by minimalism
and conceptual art. Artists Sherrie Rabinowitz (b. 1950) and Kit
Galloway (b, 1948) secured funding from NASA to bring remote
participants together to dance in the Satellite Arts Project (1977).
creating a new type of performance that allowed what they called
‘image as place’. The duo’s Electronic Cofé (1984) [11] joined up
various areas of Los Angeles in ‘telecollaboration’, yoking together
art, distribution and communication, a portent of net performance
models, Other kinds of netwark art took biclogical or social
systems, rather than technological ones, as their materials — Ray
Johnson's (1927-95) mail art projects, for example, are part of the
New York Correspondence School project of the 1960¢ and are
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50 a5 to construct an air sculpture from their combined mass.”
Haacke's turning away from the art exhibition space to
ornithological organization is emblematic of the period’s varied
anthropological explorations of process and immersion in fields
usually relegated to the scientific

Likewise, television art is a pertinent precursor of internet art
and, in terms of scale of distribution and access, more relevant
than cinema or satellite. Forward-thinking galleries like Howard
Wise Gallery (New York) supported the format as early as 1969
TV as a Creative Medium’, an exhibition curated by Wise in 1969,
signalled the widespread influence of Marshall McLuban and
engineer, mathematician and architect Buckminster Fuller
(1B95-1983) and galvanized an interest in mass-media-based art
Soon after the exhibition, Boston public television station WGBH
produced and aired its series The Medium [s the Medium, and Time

magazine reporter Michael Shamberg, so impressed with the work
of video pioneers Frank Glllette (b. 1941 ) and Ira Schneider (b,
1939), co-founded the artist collective the Raindance Corporation
in 1969, together with Gillette, Schneider and Paul Ryan (b. 1944)
Raindance was assoclated with the important publications Guerrilla
Television (1971), offering a blueprint for the decentralization of TV
networks, and Radical Software (1970-74) (4], featuring more
interdisciplinary and technical approaches to democratizing

media, At “TV as a Creauve Medium’, Gillette and Schneider
showed the important work Wipe Cycle |13, in which viewers saw
themselves on a monitor at eight- or sixteen-second intervals,
while other monitors played live television or footage. Gillette
described his premise of underlining the relationship between
secing an image and assimilating the information it contains: “The
intent of this overioading (something like a play within a play
within a play) is to escape the automatic “information” experience
of commercial television without totally divesting It of its usual
Content’ Also Included in that show was Participation TV by Nam * Schneldor and Frank

te, Wine Crole \
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Magnet TV (1965) | 12], as well as his many multimedia tapes for




applied means. Television art never really managed to hold its
ground as commercial networks became increasingly centralized,
though European channels continued to programme It, like the
video sketchbook Video50, curated by Robert Wilson, from 1978

Some relevant points of comparison from art of the 19805
and 1990s include identity-based work, which succeeded in
highlighting various inequalities both within and beyond the reach
of fine arts. As a precursor of internet art and activist strategies,
this kind of practice often forced its makers to represent
stereotypical behaviour or images. breaking down widely held
assumptions about, for example, a woman's relationship to her
body, and then replacing them with new representations. Similar
strategies are seen in some net art - for example, when artists
reference corporate tactics and formats to reclaim and contest
the colonization of public space or information

Other salient trends in the 1980s included appropriation and
hyperreal and simulationist techniques. These were bolstered by

the influential writings of social theorist Jean Baudrillard (b. 1929)
specifically and French literary theory more generally, In his 1981
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book Simulacres et Simulation and elsewhere, Baudrillard’s
formulation of the simulacrum — the copy for which there exists
no original — focused closer attention on the dialectic between the
virtual and the real, and the role of a work's context and aura, as
seen in the rephotography works of Sherrie Levine (b. 1947) and
Richard Prince (b, 1949), or the photorealistic paintings of
Malcolm Morley (b. 1931). Appropriation and plagiarism, just a
keyboard shortcut away when using a computer to copy a file.
have become fairly standard forms of making in net art. A range of
painting strategies, coupled with ongoing debates about the ‘death
of painting’, focused critical energy on questions about medium-
specificity, questions that become more complex when dealing
with the multiple (e.g. text. broadcast and audio) formats of
internet art. During this period, works by American artists Peter
Halley (b. 1953), Barbara Kruger (b. 1945) and Jenny Holzer

(b. 1950) borrowed from systems, theory and advertising,
respectively, and sculptures by lsraeli-American Haim Steinbach
(b. 1944), American Ashley Bickerton (b. 1959) and French

Sylvie Fleury (b. 1961) dealt with the objects and materials

of consumer culture.

Cuban-born American artist Felix Gonzales-Torres (1957-96)
and Thal artist Rirkrit Tiravanija (b. 1961) [14], both of whom came
to prominence in the |990s, worked in the installation mode,
functioning as producers or facilitators more than masters of
crafe. The creation of participatory social events, a signature
aspect of Tiravanija’s work, is emblematic of what French critic
Nicholas Bourriaud calls ‘refational aesthetics”. In his book
Relational Aesthetics, Bourriaud describes an emergent practice
of relational and transitive art, writing that ‘the artist produces
connections with the world broadcast through works of social
gesture, sign and form’. While this highly influential term was
discussed without specific reference to the internet, net artists
and critics developed like-minded models often informed by
network technologies and systems such as free software
or the emall list.

Other artists of this era with explicit import for internet art
Include video artists Gary Hill (b. 1951), Bill Viola (b. 1951) and
Tony Oursler (b. 1957) [15), who, as David Joselit writes, explore
the “colonization of the flesh by electronic technalogies of
communication’ using video and installation. This is a persistent
theme in net art. Installation artist Maureen Connor and
photographers Isabell Heimerdinger and Cindy Sherman (b. 1954)

16| developed languages engaging with the iconophilia and
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drawing from roles such as artist, critic, collaborator or "lurker”
(one who just watches or reads, without participating). Finally,
‘viewers' have a direct relationship with net art: they can log on
from any computer with net access and the right software, see an
artwork, download It, share it or copy It

In the early 1990s, however, internet art was just one small parg
of widescale proliferations of media and consumer technology.
People in the West were becoming increasingly reliant on
television, satellite and cellular devices in their everyday lives. The
first Guli War exemplified the ubiquity of globalized media, with
CNN., an international, twenty-four-hour television network.
broadcasting weaponry deployed and operated via sophisticated
computer systems, At around the same time, reality television
became a hit among young Americans. MTV's The RealWorld, in
which people living together were taped, edited and broadcast.
made theatricalized and mediated daily life friendlier, hipper and
younger. Cellular phones began to be used widely. A new tempo
and frequency of communication and device usage was evolving,
Although the internet began as a project of the US Government’s
Department of Defense, more and more civilians, office warkers,
swdents and artists used it following the development of graphics
and HTML viewers, called browsers. Email and the World Wide
Web (the ‘web') became tools for work and home, with email
allowing for instantaneous communication, and the web supporung
various graphic and communication applications, and endless nodes.
for text and image publication — web sites. These events were
symptomatic of significant cultural changes, suggesting emergent
social groups in which divisions between behaviour, emations and
thoughts — and media, technology and commerce - were blurred

From its earliest moments, the ways in which commercial and
governmental interests and technologies powered the net's
development were obvious. One would experience the web with a
commercial browser, such as Netscape Navigator, that had been
designed according to corporate interests, not educational or
aesthetc ones. Commercial interests, which were receiving ample
attention from the venture capital sector at the ume, operated next
to socinl communities and organizations. These diverse collectives
were based on everything and anything, from the pragmaric, like
news groups (an internet bulletin board system requiring special
sofeware) for car mechanics. to the more scholarly, such as mailing
lists focused on Virginia Woolf criticism,

Though marketing and press outlets touted the rise of internet
culture as ‘democratic’ and ‘revolutionary’. the writers and artists

who searched the net for new possibilities during these early years
were often more restrained In their enthusiasm, In fact, those who
sought to find contemporary art on and about the internet had to
look quite closely. Not only would a search engine not provide the
right kind of results for a quest for “art’, but directories such as
Yahoo! or Netscape tended to bury net art under many layers of
web pages. Even beyond its text-heavy aesthetic, the net elided
evidence of being an easy or refined venue for artistic production
Its ability to realize international and relatively inexpensive
communication and exchange, however, was potent. And internet
art’s earliest beginnings crystallized within this matrix of
communication technologies.

Artand communication were at the centre of many initiatives
undertaken by European non-governmental organizations
(NGOs) and the European Commission in Brussels after the
collapse of the Soviet Union in the early 1990s. In the mid-1990s,
these new computer centres and media art programmes became
more prominent fixtures in the European and Russian culture- and
leisure-scapes, offering events, education, internet access and
production tools. The internet was emblematic of the increased
access to information in these regions, and the opening of
internatvional borders, and was very appealing.

Many net artists, such as Heath Bunting (Britain), Olia Lialina
(Russia), Alexei Shulgin (Russia) and Vuk Cosic (Slovenia), worked
as offline artists, photographers, graffiti writers and filmmakers
before experimenting with art online. Leaving behind more
accepted aesthetic practices, they came to make art from media
centres like TO (Vienna), C3 (Budapest) and Backspace (London)
via computers in their living rooms, or from desks at their day
jobs. Instead of film or oll paint, they used low-fi net production
tools: HTML, digital graphics and Photoshop were likely requisites
(later, Java, Flash and Dynamic HTML). They were introduced to
one another via the internet and became contemporaries, friends,
collaborators and travel companions, meeting face to face at
technoart events like Next S Minutes, the Cyberfeminist
International and Ars Electronica. These artists were able to draw
on the work of ‘early adopters’ of the internet’s most basic
offerings. like bulletin board systems (BBS) and email. They also
benefited from the experience of the respected figures who
worked with technology-informed installations or intermedia
involving video, satellite, sound and computers, such as Robert
Adrian X (b, 1935), Hank Bull (b. 1949), Roy Ascortt (b. 1934),
Sherrie Rabinowitz and Kit Galloway.




This early generation of internet artists exhibited a diverse
set of interests. Some wanted to realign traditional modes of
communication and audience address, pursuing direct dialogue
and exchange with other artists and art enthusiasts from around
the world, independent of the cumbersome commercial channels
of galleries, museums and dealers. To some, the digitized screen
and computer aesthetics were dominant preoccupations These
themes were explored through configurations of six main netart
formats between 1993 and 1996: email, web sites, graphics, audio,
video and animation. These often appeared in combination -
communication and graphics, or email, texts and images -
referring to and merging with one another, Whatever the premise
or organizing principles, artists were internationally dispersed,
waorking from wildly disparate local contexts and using different
tools. But along with developers, programmers, critics and media
outlets, all of these artists were watching net culture evolving on
their screens, even as they helped to shape It

Participation in Public Spaces
The earnest, straightforward tone of Heath Bunting's instructions
on the web site King's Cross Phone In (1994) [19] belies the
significance of what the artist points towards: an opening up of
web page capabilities to extend into public spaces, enabling play,
subversion and artistic intervention, On a simple, white web page
with black text, Bunting listed the numbers of public telephone
boaths surrounding London’s King's Cross station. Designating a
time and date for a collective, international phone-in, the artist
orchestrated a telephonic musical in a public transportation and
commuter hub. These participatory and playful aesthetics,
significant to early net artists, also stand as part of a twentieth-
century avant-garde interest in instigating activity, replacing
passive consumption of a medium (the web site) with engaged
response (making a call, chatting with a stranger). Disrupting the
flow of pedestrian traffic in and around King's Cross station and
channelling web functionality into friendly phone calls from around
the world, Bunting and his group of participants conducted chance
encounters in an unlikely venue. It was one of Bunting’s earliest
web projects but it bears many of his hallmarks: minimal
ornamentation and low-fi graphics. a basis in direct action and the
capacity to unite fields of public art. hacking and street culture.
King's Cross Phone In came out of Bunting’s explicit goal to
'bring high tech to street level’. In addition to his introduction of
train workers and commuters to the internet as an art platform, it
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also bears the hallmark of situationist works, echaing that
International artistic and political movement's (1957-72) famous
tactic of transmogrifying existing elements into more radical or
oppositional forms. Bunting (b. 1967) follows the situationist
recipe almost to the letter, The quotidian forms that are put to
use in King's Cross Phone In — public phones, ring tones and a web
page — retain their everyday qualities but, in their means and
manner of deployment, change the tenor of a particular setting
and time. Though Bunting can be seen as travelling paths broken
by artists of earlier generations, with this work he sets up a
collaborative performance that is unlike those of his farerunners
by virtue of its manifestation of the web's capacity for international
organization and collective performance. ‘| basically spent most of
my time wandering the streets at that point doing graffit and
looking In trash’, Bunting says, describing his research for the
project. Inspired by forms of public and streec art, Bunting's
interests at that time also focused on expression and
communication via new technology: he ran a BBS out of his living
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room and had a volcemall system based In his kitchen cupboard,
For his experiments, the internet was ‘the next logical step
l.e. cheaper and wider audience’

Russian Intemet Art Scene

In the same year that Bunting organized his King’s Cross Phone In,
three major factors were encouraging internet art practices in
Russia. Firstly, net technologies synchronized with arusts’
reactions against a local commercial and publicity-driven art
scene. In addition, though the internet as a commercial venture
was marked as American and European from the beginning, it
offered ways for Russian new media artists to communicate
beyond their borders and reinterpret the net in their own ways
Finally, Russia's rich history of avant-garde film schooled many
young artists In narrative and screen-centred visuals that could be
extended and reconsidered on a computer screen with more
Interactive capablilities. We see these elements evolve in the work
of Olia Lialina (b. 1971) and Alexei Shulgin (b, 1963), who first
began to use the net in the mid-1990s as a distribution platform

outside the Moscow film and art worlds. respectively. Both quickly

adopted its idioms and tools as the core of their practices
Contrast the directness of King’s Cross Phone In with the more
medium-conscious approaches of Lialina’s project My Boyfriend
Came Back From the War (1996) [20], or Shulgin's Hot Pictures (1994)
21], both of which were made at a time when the web could
support only the simplest graphics and text. The former creates
an oblique, dramatized romantic narrative, set against the
backdrop of war, and uses frame programming (in which HTML is
divided into quadrants and subdivisions on a single web browser
window), Its balance of text and image across a darkened screen
has been described by new media art theorist Lev Manovich in the
1997 essay ‘Behind the Screen’ as a manifestation of a Russian
legacy of screens, and film director Sergei Eisenstein’s
(1898~ 1948) theories of parallel montage. It is also one of the
earfiest examples of a work in which the user can directly
influence the narrative arc. The interests professed in Hot Pictures
Included the dissolution of boundaries between the computer
Image, painting and photography, and the separation of artwork
from the Russian gallery scene. As the first Russian electronic
photo gallery’, as Shulgin called it, Hot Pictures was novel by virtue
of its sell-styled context; a gallery space free from commercial,
white cube constraints, accessible from home and office and
amenable to both private reflection and public reaction
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At this time, the internet’s role in relation to art was by no
means clear, and there were no authoritative or complete

formulations on the subject Shulgin notes some of the ambiguities
of the medium, writing in his introduction to Hot Pictures :
'Photography for the long time seemed to be the only credible
method for reality reflection. But the development of the
computer technologies had put this postulate on trial. So
photography which in its time had changed all fine arts now is
changing itself. Electronic photo gallery is not only the
presentation of specific artists and works, but also an attempt to
research and visualize the described phenomena.’ Shulgin's
‘electronic photo gallery’ extracts photography from the offline
gallery context, depicting it as a broad medium that
accommodates painterly, mechanized and documentary aspects
We see these themes reflected in the artin Hot Pictures, which
covers a broad range of work from the politicized to the pictorial
One example is Empty lcons by the group Medical Hermeneutics
(Sergei Anufriev, Viadimir Fiodorov and Pavel Pepperstein)
heavily Photoshopped photos of Russian religious icons. Another
example Is found In Evgeni Likhosherst’s (also called Chumakov)
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works that are about the ‘impossibility of being an artist’ and recall
the concurrent work of British photographer Richard Billingham
tragicomic, touching and unsettling. They were, according to the
information provided on Hot Pictures, Likhosherst's last works:
“The last evidence that he is an artist. He keeps silence since 1990.
He is one of the most talented photographers in Russia’
Cerminly not the first artist to undertake building his own
distribution and promoton mechanisms, Shulgin applied internet
capabilities to his critiques of conservative art culture, publishing
prescriptive declarations presented in Futurist-like, apocalyptic
terms. In a 1996 manifesto. Shulgin identifies "pure and genuine
communication’ as a tenable goal for the net artist
Artists! Try to forget the very word and notion ‘art’. Forget those silly
fetishes ~ artefocts that are imposed [on] you by suppressive system[s]
you were obliged to refer your creative octivity to. Theorists! Stop
pretending that you are not artists Your will to obtain power [over]
people [by] seducing themn with intellectual speculations is very obvious
(though understandable). But [a] realm of pure and genuine
communication is much more appealing and 1s becoming very possible
nowadays. Media arusts! Stop manipulat[ing] people with your fake
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‘interactive media installations' and ‘intellipent interfoces” You are very
close to the idea of communication, closer than artists and theorists!
Just get rid of your ambitions and don't regard people as idiots, [unfit]
for creative communication, Today you can find thase that can offiliate
[with] you on [an] equal level If you want of course

Beyond his confessed aversion to gallery and museum culture,
it seems apt that an artist who grew up under the Soviet
Communist government would celebrate open realms for
‘communication’, and belittle art thar depended upon ‘official’ art
spaces or intellectual ‘seductions’. Curiously, after Hot Pictures
Shulgin did not make any more web work relating closely to the
social and economic conditions around him. He would go on to
focus on the formal and medium-related concerns that have
guided both new media art discourse and the work of the next
wave of net artists,

New Vocabularies

If disdain for the channels of the art world offered one route into
web-based modes of art-making, another was provided by the
constantly evolving vocabulary of internet protocols, or usage
standards. Because of the net’s casual climate of constant
development, information sharing and communication, derwing

in part from its use as an academic tool and large-scale message
board in academic settings. new terms often sprung up in the
vernacular. As a result, much internet formal rhetoric has a
sociable, friendly tenor. The ‘handshake’, for example, Is the noisy
process that occurs when two modems interact: it establishes
mutually beneficial transmission speeds and other related
Information exchange metrics. German artists Joachim Blank

(b. 1963), Karl Heinz Jeron (b. 1962), Barbara Aselmeler and
Armin Haase allude to this term with their 1993 web project
Handshake. Handshake is a visually and organizationally basic work
with a small inventory of low-fi images split up among secuons
called ‘Rorschach Test', “Symbols and Interpretation’, ‘Life and
Work in Eastern Europe’ and ‘Electronic Art or Electronic Aided
Art’. The combination of user-generated content, social
commentary, discussion of conceptual and media art histories and
awareness of their own artistically impure context (and
consequently, what was at stake in claiming web territory for art)
shows this group as both knowing heirs to art-historical traditions
and forebears of online social spaces and art platforms like

THE THING and Rhizome.org. And In light of the rigorous
discussions about the cultural role of the Internet that would later




take place across emall lists and web communities, Handshoke
appears as a prescient example of net art's self-aware tendencies,

Tools servicing internet protocols provided inspiration for
artists, propelling them towards more medium-specific work,
work dependent on and inseparable from its location online
As site-specific sculpture operates vis-d-vis the particular
caomponents and ideologles of a place, so do many works of
internet art derive In significant ways from their location within a
networked public field of vision and consumption. Taken together
with Handshake’s manifestation of its process of development and
its tools, its site-specificity indicates a quality shared by some of
the earliest web projects: the capacity to merge effectively with its
discourse and self-awareness. Such works lack the nonchalance or
sneakiness of Bunting’s approach: instead they evoke minimalist
ethics in which process is valued over product, and objects (here,
the web site) are almost leftovers or 'leavings’, as writer and
photographer Max Kozloff (b. 1933) described them

In contrast to works containing readable discursive content,
there were also early projects that appeared muddled, impersonal
and impenetrable. Through the collaborative jodi.org (both a web
address and the moniker by which its creators are known), Joan
Heemskerk (b. 1968) and Dirk Paesmans (b. 1968) were among
the first to venture fully into pure technological abstraction.
Their experiments began in around 1994, while the couple were
working and living near Xerox PARC's engineering-driven
community in Palo Alto, California. During the first few years,
acrass multiple projects. the duo created aggressively technical
interfaces. ignoring coherent content in favour of desultory
representations of code, protocols and operating system
(a computer’s central application, on which all other software
runs) aesthetics turned inside out. Some of these Intentions can
be seen in http/lwwwwwwwww jodl.org (1995) [22]. The front page
Is confusing, repetitive, discordant and alphanumeric, but the
compositional effects are not what they seem: for behind this
web page lies source code (the statements written in a parucular
programming language, here the markup language HTML),
which reveals a cascade of traditional images and diagrams that
are almost scientific or astrological, (To view source code, look
in the menu of most browser applications, sefect ‘View' and then
View Source’)) Hiding coherent images in source code seems
playful and riddling, a means of separating instructions (the HTML)
from the completed task (the front page). This surreptitious
divide of the browser is accomplished by radicalizing the source

code into the pictorial, and radicalizing the executed task into
the unreadable

Jodl.org also made a web page - a profanity-riddied work
which uses the English word 'fuck’ as its background - for Alexei
Shulgin's site, the Moscow WWWArt Centre. Introducing It in
August 1996, Alexel Shulgin wrote: "The creators are obviously
bearers of cyberpunk ideclogy with rather good taste.... They
have presented post-linguistic and post-visual research that
reflects very well the state of contemporary culture and
communication, It's very logical that they are using the English
word "“fuck™ as a background ~ nowadays it has become a mere
symbol that means nothing and everything at the same time —a
synonym for all other words. .. The invocation of fuck’ could be
seen as a juvenile anu-authoritarian gesture, but it also reveals the
code’s human authors, people who value experimental
programming. Unlike many other projects from this time, this
work is free-standing, full of internecine interactions for users to
get caught up in. and independent of external links or other sites
The disinclination of Heemskerk and Paesmans to seraightforward
dialogue with writers and curators, and their persistent use of
oblique and nonsensical communications, have ensured that their
own motivations remain unarticulated, often even to those who
can read their subtle, cunning code.



Both Link X (1996) (23] and _readme. html (1996) [24], by Alexel
Shulgin and Heath Bunting respectively, rely on the web's protocol
for dividing and organizing files into domains (domains are the
readable names, such as www.artnet, linked to IP addresses) and
URLs (Uniform Resource Locators or file addresses). Like land
titles in unchartered territories, in the mid-1990s domain names
were entirely up for grabs, On one level, domain names are the
most rudimentary, elemental aspects of internet art. They are
signifiers, fundamental to the functions of the web, though often
obscured by what fills the browser’s main screen, Often addresses

reveal technical information about a site — for example, if a URL has

“jsp’ in its address. one knows that it was likely programmed in
Java, while ".asp’ means an Active Server Page is in use. On another
level, domain names and URLs can help define communities by
designating certain parameters of authenticity, expertise, tenure
or power. Domain names are limited. For example, at the time

of writing it was difficult to buy titles for iconic URLs like
http//www.art.com or http//www.sports.net — these would have
been occupled long ago, possibly purchased for substantial sums
The inflection of expertise in a domain name can be understood
by considering how an art enthusiast would receive a text residing
in the artforum.com domain versus one residing on a GeoCities
or AOL server.

Shulgin's Link X forces attention to domains by listing them in
thematic groups - "never. never. always, today, now, maybe’ is one
King Leor-esque section, for example. When one mouses over
the links, one sees that repeated words indicate further variances
within the name — one may end with ".com’ (signifying a commercial
enterprise), another org’ (for organizations) or '.net’ (a more
neutral suffix, used in varied ways). The multiplicity of a concept
like ‘desire’, all the ideas it represents, Is paralleled by the diversity
of references made ~ desire.org Is an inter-European initiative
(Development of a European Service for Information on Research
and Education), while Desire.com is a porn site, The project
demonstrates how swiftly expectations or associations can be
undone with the click of a mouse. Who would imagine that sky.org
would yield the Finnish Cannabis Associaton? Shulgin's
arrangement of concepts into groups brings a modicum of poetic
order to a chaotic space. while still effectively emphasizing some of
the more surreal aspects of words and language. His use of English,
not his native language, signals inter-cultural dimensions of both the
work and the medium (which was at that time English-language
dominated): the project’s form, a list, emphasizes qualities of

sl Shulgin, Link X 1996

coherence and organization, even as the unpredictability and
frequent strangeness of the linked sites suggest the net's organic
aspects, creating an overall effect quite different from language-
based work offline.

Heath Bunting’s controlled and more cynical project on
domain names, readme html! (which Is also entitled Own, Be Owned
or Remnain [nvisible) takes its name from the instructions document
that accompanies software installers. Inviting the viewer in fairly
informal terms to engage with the project, the title also serves to
unite several registers; personal, procedural (almost all software
has a text file called ‘read me’ that users are meant to read before
use), self-promotional, instructional and technical. Like Link X,

readme htm| foregrounds the centrality of the link and the
domain name: here, each word in the article links to its
semantically equivalent domain (every.com word.com
becomes.com a.com dot.com com.com). As in Link X, the links are
discovered by mousing over the linked words on the web page
Unlike Link X, however, _readme. htmls external links across the
web are unified by a journallstic text, an article profiling Bunting
by journalist James Flint from British paper The Daily Telegraph
An account of the artist's background, family and interests, the
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article’s re-publishing and mapping onto the web is provocative
Does the artist approve of this profile! Is it press material or a
subversion of it? With its faded palette, light grey on white, the
colours are barely there, an invocation of melancholia. There are
poetic strategles at work: the article’s content speaks of an
individual and his preoccupation with attacking ‘big things’,
‘large ideal systems’, and the text creates a tension between the
arust and his invocation of eight hundred commercial domains
(ane for each word in the article), Users encounter a mode of
displacement and decentralization as they interact with the
project which makes critical and hypertextual links between
artist and discourse.

readme.htm! hints at a different operational relationship
between artist and critic. Proficient in programming and adept at
various tricks and short cuts, Bunting modifies the autharity of
Flint's article by appropriating it Into his own set of concerns and
idioms. Similarly, in 1997, Bunting was widely considered to be
behind the counterfeiting of various critics’ Identities. Both Tim
Druckrey, a prominent new media art curator and writer, and
critic joshua Decter were spoofed when texts about netart,
bearing their email addresses and names, were posted to various
mailing lists ~ the power of the critic subverted by some basic
emall software manipulations

Trovel and Documentory Modes
Many artists and curators involved in media art of the 1970s and
19805 extended their work and interests easily into the internet
space, In Europe and Russia these sorts of transitions were
enabled by the significant political and cultural changes taking
place: agencies, governmental or NGO, that specialized in art,
education and open-media Initiatives were established and wired
as network technologies became an increasingly significant part of
the development booms mking place in the United States and
Europe. Philanthropist George Soros, a consistent advocate of
media literacy, was responsibie for supporting centres in Moscow,
Ljubljana, Budapest, Macedonia and other Eastern European
regions. funding conferences. exhibitions and workshops. The
artists, teachers, curators and critics who existed near or within
these scenes often had different relationships to technology than
many Americans who, in the midst of an economic boom, came to
new media via consumer, entrepreneurial or academic pathways
Many projects that emerged from these networks were highly
accessible and well known to the small net art scene, publicized by
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the media centres where the artists worked, or via technoart
festivals like Ars Electronica (Linz, Austria) and Transmediale
(Berlin, Germany). From the web's inception, HTML pages hosted
text and images easily and, consequently, the format lent itself to
the documentary. One of the earliest projects in this vein was The
Hiroshima Project (1995) by Akke Wagenaar (b. 1958). Wagenaar,
who had previously made interactive installations, used the web to
aggregate and index various aspects of the legacy of the atomic
bombing of Hiroshima. Shown at Ars Electronica in 1995, The
Hiroshima Project brought together information about the bombing
~ Including evidence of denial and Ignorance of the event — by
aggregating links. Employing sequences of data that were often
contradictory, Wagenaar presented a broad spectrum of opinions,
To understand the work as a whole required considering each
element In [uxtaposition; like Susan Hiller's celebrated project
collecting diverse postcards all entitled ‘Rough Sea’, Dedicated to
the Unknawn Artists (1972), the paradigm of object or data-
collections give the artist the role of curator and, as American
critic Susan Stewart has commented, 'it comes to exist by means
of its principle of organization’. Wagenaar's work was taken offline |
in around 1996 (it has just been relaunched) bur, interestngly,
American Joy Garnett began developing the very like-minded,
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multimedia data-collection The Bomb Project [25] in 1997 (the web
site was not launched until 2000) without any prior knowledge of
The Hirostimo Project,

The role of the artist as transnational cultural documentarian
or telepresent witness had as much to do with the web's plethora
of information, and its ability to publish material straight away. as
with the radically different kinds of access becoming available in
the former Soviet Union and Eastern Europe. Accessing ex-Soviet
territories provides the landscape for a project exploring new
dimensions of global consciousness, Siberian Deal (1995) [24] by
Eva Wohlgemuth (b. 1955) and Kathy Rae Huffman. Siberian Deal
was conceived to ‘realize the virtual and virtualize the real’, in the
words of the creators. This was accomplished by analysing trades
and exchanges the pair made as they crossed Siberia. ltems bought
in the West (for example, Huffman and Wohlgemuth brought a
Swatch watch, European perfume and high heels to trade) were
exchanged for those local to Siberia. An emotional network
evolved as the artists met, communicated and bartered with
Siberians. Identifying geographical locations with a global
positioning map, Huffman and Wohigemuth transferred
information about a largely unfamiliar realm via phone lines with
poor reception and basic HTML. documenting the figures and
scenes of their travels an choppy interfaces that feature text,




27 Phillp Pocock and Felix
Stephan Huber, Accte Cirche
Doudile Travel, 1994-95

photos and animations of objects of exchange morphing into one
another. The logging of encounters and travel demaonstrates a net.
based documentary mode that persists today, and in this case is
focused on personalizing Siberia and its people by bringing
together culturally disparate fields — net technologies, Siberian
culture and relationship-based networking

Huffman, an American who had been a curator at Beston's
Institute of Contemporary Art, moved to Austria in the early
19905 and has since warked with a number of institutions and
festivals focusing on media art in Europe, including the Soros
Centers for Contemporary Art in Vienna and Moscow and Ars
Electronica in Linz. Austria. Her involvement with these
Institutions as well as with such platforms as the Berlin-based
Telepolis, the cyberfeminist email list Faces and the new media art
organization Rhizome.org Is in some ways emblematic of a
particular moment in new media art’s trajectory. In the mid- 1990,
many artists, curators, activists and theorists focused on using the
net to Initiate international dialogues. At the same time, festivals
and conferences offered participants venues at which to socialize
and publicize their works and ideas. It was out of these projects
and events that the seminal necart scene and culture evolved

The sensibility of that period, when there was new territory
to explore enline and geographically, had its analogue in a travel-
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focused genre of works. Felix Stephan Huber (b. 1957) and Philip
Pocack’s (b. 1954) Arctic Circle Double Travel of 1994-95 [27] follows
exploration and diary genres evinced by books from Daniel
Defoe's Robinson Crusoe to Jack Kerouac's On the Road. Here, diary
entries and photos are published from the fringes of the physical
internet in Alaska. Rather than conducting commodity-based
explorations as Wohlgemuth and Huffman had done, Arctic Circle
Double Trave! narrates personalities emerging out of isolated
natural landscapes. It was more concerned with form than Siberian
Deal, and has a sleeker design that emphasizes attractive graphics,
photos and maps. Huber and Pocock's portrayal of the artist as
explorer of pristine territories ably captures ambivalences felt by
many net artises at that time: how to make the medium a
respectable forum for art. even as it penetrated all territories,
patentially flattening cultural differences and perpetuating
problematic trends of capital and cultural flow from the West into
less developed areas. These travel-based projects also break new
ground by memorializing the drudgery and weight of the various
equipment they used, documenting unrellability, crashes and
irksome wires that characterized this time of pre-wireless
networking, as well as fairly bulky CPUs. Arctic Circle Double Travel
and Siberian Deal linked the net to less media-saturated
environments, without suggesting alliances with or romanticizing
either. Contrasting the connectedness of cyber life with Arctic
travel, one sees in both an emphasis on process, chance,
interaction and ongoing narrative - rather than on any
particular final destination.

Remote locations were not the only objects of online
documentation. Heath Bunting created two web sites relating
to less extreme expeditions — A Visitor's Guide to London and
Communication Creates Conflict (both 1995) — and featured them
on his domain Irational.org, which hosts projects by a loose
association of artists who share a subversive edge, low-fi
aesthetics and situationist idioms. In his own worlk featured on the
web site, Bunting follows an intuitive If sometimes cryptically
simple approach, AVisitor’s Guide to London represents the
culmination of a year spent as a new resident of London, depicted
through photos and observations. Black-and-white images of
London streets are embedded with small buttons following north,
south, east and west directions, offering the user choices that are
vaguely cartographic. Other images include quotidian shots of
skateboarders and corner shops, the artist's home (in which an
old Mac Classic is visible on the table), along with photos of sites
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of interest (such as BBC headquarters and Covent Garden)
In contrast to user-friendly travelogues by other artists, this
project is image-driven. It is introduced by an index page (Index
pages are typically used to organize files within a web site and are
not usually seen by the user) listing its contents in alphabetical
order. Though one can navigate AVisitor’s Guide to London using
cartographic pointers, lile a psychogeographical wander through
the city, the index page provides a contrast between the hyper-
rational order of alphabetical files and the artist’s often hermetic
relationships to London’s buildings and roads

Communication Creates Conflict [28] was commissioned by the
arts initiative of Japanese telecom giant NTT. Like AVisitor's Guide
to London, this project is quite literal. ts opening page features a
poem outlining a more complex version of globalized
communication. Within this lyrical, simple format, the artist
addresses certain candid and uncomfortable aspects of
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communication, including its promation and attendant
commaodification by companies such as British Telecom, Rather
than lauding ‘communication’ as a straightforward ethics unto
Itself, Bunting shows a sense of scepticism and curiosity
throughout the project documenting a trip to Japan. The
generalized scrutiny and tension of the poem heighten the lavel
of consciousness in each of the work's various sub-pages
Subsequent pages explore themes of ‘attempred expression’ and
‘humour’ and use tech tools to add elements of time, space and
presence to Bunting's Tokyo encounters, On one page users can
submit text for placards that Bunting would distribute in metro
stations, as per the Tokyo custom he had discovered. Some of the
leaflets share a literal, simple sensibiliy with works by Fluxus
artists Yoko Ono and Gearge Maciunas (1931-78): 'Perpetuate
your own myth’, 'Emotional not rational computing’, ‘Cultivate
your own weirdness’. A results page memorializes each placard
and notes how many were distributed by Bunting. If the other
travel projects mapped out terrain with IT tools and well-
informed accounts and narratves, Communication Creates Conflict
shifted the focus to interacuons: web users’ active and expressive
roles in Buntung's encounters were important parts of the work

Bunting's interpretations of communication practices
dovetailed neatly with the ideas of many of the intellectuals
coming to prominence on mailing lists like Nettime and Syndicate
~ figures such as Geert Lovink (b. 1959), who was a primary

theorist of media pragmatism as a tool for social and political
change and, with Anglo-Dutch writer David Garcia, of tactical




media. Nettime, set up by Lavink, German Pit Schultz (b. 1965)
and others in 1995 as a reaction against hyped, often American,
press touting the internet as a utopian free-market platform, wag
small yet enormously influential in international media activism
and theory circles until around 2000 and continues as an
important, larger-scale discursive list. Australlan critic and long-
time Nettime participant McKenzie Wark notes that Nettime
“a mailing list, but it was also a series of meetings, and publicationg
in different formats.... It thrived on the positive confusion of the
aims of its participants, all of whom could think of it in their own ‘
way and imagine everyone else concurred. [It] arose out of the |
discontents of critical theory. It found a negative semantic terrain \
in its hostility to Wired magazine, the Rolling Stone of new media
sellouts, and positioned itsell against the “unbearable lightness of
Wired"! On an emall list like Nettime, users subscribe by adding
thelr emall addresses to a list, and when an emall (‘post’) Is sent to
the list’s master address, it is automatically forwarded two all
subscribers on the list

While Nettime posts ranged wildly in style and topic - for
example, reports on the status of Brazilian radio, writings on
artificial life, complexity and art, musings on electronic music,
essays on media consultants, French theorists Gilles Deleuze
(1925-95) and Felix Guattari (1930-92), and announcements
for projects or events — there were two strands of thought that
connected them. One commaon theme was intellectual and
critical scepticism of the "Californian Ideology’. a term referring
to the utopian visions of the net, coined by Richard Barbrook and
Andy Cameron in their highly influential 1996 essay of the same
name. The other was that various aspects of technology culture
and Industry were discussed constantly, in great detail, and
often in political terms. Though rarely focused on art, Nettime
was an Invaluable network for the emerging European
net art community.

Netort

Following the collapse of the Soviet Union, many artists working
in Eastern Europe and Russia — cultures in which the promises of
marketed ‘democracy” and ideology were unwelcome — openly
disavowed the consumerist, utopian and often apolitical content
of dominant internet discourse. The social responsibility of this
group of artists was salient, particularly at a time when many
important cultural and political decisions regarding access to
technology were taking place. This context encouraged a number

of artists to make polemical statements and gestures to attack
norms of the art establishment. By the late 19903 this genre would
involve subversive product design and hacking-related projects,
Others made work that had a less practical reach, but that
captured the spirit of the artist as a catalytic and social force.
Many of the arusts who espoused these atutudes remained less
interested In art discourse by non-artists, They tended to write
their own declarations and definitions, and remained out of the
fray of art-related communities like THE THING and
Rhizome.org. A seminal project that illustrates this position is
Vuk Cosic’s Net.art per se

Vuk Cosic, born in Belgrade in 1966, has shown consistent
Interest In historical narrative (he worked as an archacologist
before becoming an artist) and variable ways to make ideas
material (such as teaching, art and writing), but it was the
reduced amount of time between publication and feedback that
eventually led him to create internet-based art. Cosic, who had
taught archaeology and been active with cultural initiatives
through the Soros Foundation in Slovenia and Serbia, also had
experience as an activist: ‘My background includes several years
in the ranks of what we called the Dissident movement. Most
of my actions were part of the very general oppositional activism.
Some of those were artistic, some journalistic and some were
agitation. | felt very deeply an imperative to create a parallel
system of values that would counter the dominant discourse
in socialist Yugoslavia. The language that | used at the time was
thus heavy on “us” vs. “them"” both In soclal and artistic thinking,
| believe that actually there is a bridge between that and what
later became netart

In 1994 Cosic came across the World Wide Web, which had
a huge impact: 'l saw the web for the first ime and dropped
everything | was doing.... | immediately decided that | want to
be involved, It was one of those situations when you are 100%
confident at the very first moment.... | remember surfing for |8
hours for days, | believe | have clicked through the entire Yahoo!
directory. By 1995 | was busy with the Ljubljana Digital Media Lab
which was no meore than a group of people talking. Luka Frelih and
| started making sites for everybody that wanted them For free.
| was thinking of art in that context but very little was around that
| liked. Then in March | somehow met Heath Bunting (first contact
was via telephone) and found his web site was the best thing
online. Then in June Geert Lovink and Pit Schultz invited me to
Venice for the first Nettime meeting...




At first, Cosic’s art practice consisted of malling images to
other artists and like-minded peers. But as his affinity with Bunting
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and the Nettime crowd grew closer, and his mastery of HTML
evolved, he began to present his own web-based artworks. Net.g ~
per se (also known as CNN Interactive) [30] was his first project, a )
fake CNN site commemorating a meeting (called ‘Netart per se') I S e ST O TR T
of artists and theorists in Trieste, ltaly, in May 1996, including Pit m
Schultz, Andreas Broeckmann, Igor Markovic, Alexei Shulgin, Brld Thers's % mre Sewed Sadey
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scepticism towards commaodified media information and a sense Sorte: et W
of the interplay of art and life. At 'Netart per se’, meetings were g3
held to consider how net artists should distribute and control
work, how the ‘modernist romantic perception of the “artwork™ influence of Hollywood, fashion and television, Cosic’s Netart per
applied to the internet, and how artists could deal with global se takes materials from fields of mass media. By shuttling between
audiences when topics and premises were not universal. Netort CNN news and the findings of ‘Netart per se', Cosic equates
per se is a replica of the concurrent CNN site of that time, both as ideological and conungent with a brazen sensibility,
complete with the mult-typeface logos for which the Atlanta Indeed, CNN, which was for many synonymous with sinister
company was famous, images of Pentagon staff and banal headlines aspects of ubiquitous American media and propaganda after the
about baseball and advertising promotions. This was the first first Gulf War. functions here as a celebration of artistic potential.
internet art project to appropriate a mainstream web site, and The subversion of corporate web sites shares a blurry border

Cosic created some of his own headlines. The main one blared
‘Specific Netart found possible’, and the smaller headlines,
Bekow and oppurute which were buried under headers such as ‘World', "AllPolitics’,
10 Vul Cosle. Netart perse [CNN - “Toachnology', ‘Music’ and ‘Style’, formed a poetic announcement.
Imteroctwe), 1996, Part of the web R = G
e of the ‘Net.ave pae 5 Like pop art’s early herald the British Independent Group,
conference which affirmed the banality of photo-generated images and the
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with hacking and agitprop practices that would become an
Important field of net art, often referred to as "tactical media’
Located within a field of mass media, Netart per se is absorbed by
the system of communication and distribution through which it s
published, and which it addresses. There Is another echo of pop
art and Andy Warhol in particular at work — Netart per se follows
his idioms of tabloid fetishizing and self-aggrandizement. Indeed, if
Warhol's Screen Tests marked the onset of a paradigm in which
media attention is a focus of social idenufication, a mirror for
individual self-perception, as suggested by German critic Ursula
Frohne, Net.art per se begins a campaign for artisuc authentication
on a stage stolen from the heart of American media

Finally, ‘netart’. a neologlsm conjoining artistic and internet
communication fields, did more than suggest an art practice that
was rooted in net culture. The name — which Cosic coined after

Specific Netart found possible
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coming across the conjoined phrases in an emall bungled by a
technical glitch (a morass of alphanumeric junk, its only legible
term ‘netart’) = would come to stand for the contributions of that
first wave of people working during the 1990s, Cosic, Shulgin,
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Netart per se's headlining conclusion that a specific ‘netart’
was possible galvanized discussions about internet art taking place
online. In fact, nodes for discussion sprouted up internationally,
One well-known Eastern European list was Syndicate, which
started to connect media art practitioners in locations such as
Sofia, Belgrade. Albania. Sarajevo and Estonia in 1995. Three other
projects were based in New York: THE THING (1991) [11], which
was launched as a BBS for artists and enthusiasts in New York and
Calogne, ida'web (1994) and Rhizome.org (1996). THE THING
was started by artist Wolfgang Staehle (b. 1950), originally from
Germany, after a curiosity-driven impulse buy in a computer store
led him to set up a large modem, After logging anline, Stachle
made the pleasant discovery that information-sharing and
camaraderie were the dominant characteristics of most BBS
exchanges, and he decided artists would benefit from their own
version of an anline communication channel. Staehle’s reputation
as an intellectual artist attracted an exceptionally gifted group of
artists, curators, Intellectuals and kindred spirits to post on
THE THING's boards. During the mid- 1990s, they would dial into
the text-based hub to trade ideas on art. technology and politics
THE THING hosted discussions, reviews and art projects, and
was for a long time a standard-bearer for many art platforms
Besides being the first to sell and distribute art online — Stachle
put digital files by Peter Halley [32] up for sale and a year later
published images and sound files by the likes of Japanese artist
Mariko Mori [33] = THE THING was the internet service provider
(ISP) of choice for many artists based in New York and Germany.
Capitalizing on its strong European ties and Staehle’s history on
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the gallery scene, THE THING bullt itself into an innovative arts
lab, sticking to the web as its basis through most of the 1990s
(as opposed to emall or print publication formats, for instance)
Rhizome.org, founded on Deleuze and Guattari’s notion of a
‘rhizome’ as an anti-hierarchical, decentralized network, leveraged
the archive model and email lists to form what its founder Mark
Tribe has referred to as a social sculpture, an interconnected,
collabarative platform run by new media artists, curators, critics
and viewers. It is now commonplace to talk about networks and
communities online. but Rhizome.org was singular for using
models of free-form discussions as strategies for an art-focused
public forum, An unmoderated emall list hosted all kinds of
discourse, from high-minded theoretical posts to patent self-
promotion or friendly chatter. Criticized for being too "American’
In focus, or for lacking critical rigour, Rhizome.org as a venue for
art discourse welcomed the changing conventions of electronic
art criticism and consumption by refusing to be above its
participants’ preoccupations. At the time of its formation in Berlin
(Tribe later relocated to New York), Rhizome.org intended to be
a for-profit venture and started off as www.rhizome.com. Such
was the mood in 1996 among Tribe and other new media
visionaries. including those behind editorial ventures like Telepolis
and Word, that they thought the 'new economy’ taking shape
would serve to value new kinds of content, like Rhizome.org’s mix
of chatter and theory. By 1998, it was clear that Rhizome.org had
to become a non-profit arganization to stay afloat.
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Curator Benjamin Weil was also interested in hybrid forms
made possible by online formats. Weil had cut his internet teeth
with THE THING, but was interested in working closely with

artists to create online experiments that explored new territories

of production and distribution in the tradition of the Bell Labs-
sponsored EAT. In 1994, Weil teamed up with the arts-minded
Briush businessman john Borthwick to found ada'web, an online
art platform that complemented Borthwick’s other web site, a
guide to Manhattan called Total New York. Like New York's Dia
Center for the Arts, which had a similar programme for
collaborating with blue-chip artists on web-based projects.
ida'web produced its first art site in 1995, Jenny Holzer's Please
Change Behefs [35). The work divides itself into three parts, each
named for one of the title words, Please, Change and Beliefs. Please
refreshes unsettling aphorisms, such as "Humanism is obsolete’
and 'Murder has its sexual side’ across a web page. Change allows
users to modify these aphorisms, and Beliefs aggregates the now
modified truisms, Occasionally one comes across a video-
formarted version of an aphorism. Holzer's long-term interests
in spatializing information in public spaces, using items such as
T-shirts or more commercial formats including biliboards, are
well matched to the mixed context of the commercial and
communitarian web

Ada'web would develop around twenty other projects and
collaborations before shutting down in early 1998 when parent
company Digital Cities, owned largely by America Online (which
acquired Digital Cities and ada'web in 1997), withdrew funding.
While there Is no way to group the wide-ranging projects
undertaken at dda’web conveniently without seriously
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of the well-known artists with whom they worked, such as Holze
Lawrence Weiner (b, 1942), Julia Scher and Doug Aitken (b, 1968)2
were able to explore their signature idioms or interests during
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Online nodes like ada’'web filled important gaps between ’ s collaboration and

v ware nonoetheless

artists and established institutions and audiences of art enthusiasty

{ helped to introduce
in a variety of ways. More than simply enabling the promotion and et 00 artits and

distribution of new media art projects, they gave users the means
to communicate, develop critiques and amuse themselves. With

online chat a persistent activity. these forums could often

!

resemble variety-show stages or spoken-word performances.
And, unlike the traditionally influential channels of art criticism
= print magazines such as Artforum, Flash Art and Art News — mailing
lists enabled artists, critics and enthusiasts to stand on an equal
footing, with the emall setting making an end to discussions
virtually impossible, Furthermore, the small group of interested
participants, numbering just a few thousand until 1999,
contributed to an intimate and close-knit sensibilicy. Not that
these communities or networks solved everything — internet
arusts sull lacked inclusion in broader art discourse and, even

if they considered institutional acknowledgment to be dubious,

there were shared concerns about how artists could support
themselves. Indeed, the net had many shartcomings
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Cyberfeminism
Among these discursive networks, the scrutinizing of politics and”
the analysis of how gender, race and class informed technoculturg
often took place. 'Cyberfeminism’ was one of these fields of .
practice. With a decentralized, connection-dependent matrix as
the crux of net culture, theorists like Sadie Plant (b. 1964), with
whom the Australian collective VNS Matrix [3%-40] coined the
term ‘cyberfeminist’, found the net to be inherently female and
feminizing. Other feminists, such as Faith Wilding (b. 1943), noted
that feminism’s migration into information-technology fields was
part of “Third Wave' feminism’s occupation of diverse platforms
for public acuon and rebellion. As well as supplying a term of
identification (1.e. 'l am a cyberfermninist artist’). cyberfeminism
covers three areas. generally speaking. It describes the position
of women in technological disciplines and labour, including gende
based divisions of labour within these fields and industries. It also ]
addresses women'’s experiences of technoculture, including Its
effects on work, domestic life, social life and leisure. And finally, it
comments on the gendering of various technologies, possibly the
feminization or eroticization

VNS Matrix was formed in 1991 in Australia by members
Josephine Starrs (b, 1955), Francesca da Rimini (b. 1966), Julianne
Pierce (b. 1963) and Virginia Barrate (b.1959), who left the group
in 1996, as a rechnoart group with the stated goals of using
and manipulating technology to “create digital spaces in which
identity and sexual politics can be addressed”. In its communiqués,
or the frequently referenced A Cyberferninist Manifesto for the
2ist Century [39], the Matrix flaunts strategically changing Identities
and spectrums of sexual power, as well as the combination of
sexual and technical languages. The presence of its members
at conferences and on emall lists underscored how the
intellectual, male-dominated net could be seen as just the latest
in a fairly long history of male-dominated media, Where Nettime
offered up versions of net users as dupes, often unknowingly
deprived of various freedoms ar lacking in critical ability, the
VNS Matrix took a different approach — overriding accepted net
behaviour with sexual and creative personalities, and searches
for fun and knowledge.

Their Cyberfernmist Monifesto s at once sexual, graphical
and technical and, with its explicit language, evokes the ‘cunt art’
of the 1970s. It can also be identified with 1980s French feminist
concepts like jouissance and écriture which posit. respectively,
pleasures and writing that exist beyond discourse and fixed
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meaning (which was identified as male and bound by conventional
language). Further establishing its historical weight, the manifesto

itself travelled as a graphic, Inscribed in a circle defying linear
trajectory —an allusion to the argument posed by feminist
Alice Jardine that masculine aesthetics privilege linearity. In an
interview posted to Nettime, Josephine Starrs described the
group’s goals and methods to Dutch art critic Josephine Bosma:
‘We started postering cities in Australia with that manifesto
We wanted to work with technology, we're all from different
backgrounds: writer, performance arust, filmmaker. | was from
a photography background. We didn't have access to any
particular new technology, but we had access to a photocopier,
so we just started writing about technology. because we were
worried that it seemed such a boys” domain at that time, in
the artworld and so on.... We had this agenda of encouraging
women to get invelved if they want to look at their relationship
with technologies, to get the[ir] hands on the tools and to have
fun with it Part of the project was to use humour in this
process, ... We tried to make it like technology isn't intimidating,
It’s fun to use’

Another reason the ‘cyber’, ‘'sexual’ and "feminist’ seemed
50 compatible in the hands of the VINS Martrix is that the group
made optimistic theorizations of network technology popular
in the mid-1990s. One of these was the ‘cyborg’, which referred
to a cultural dependence on technology. Cyborgs were a key
cancept of the time, deployed by the VNS Matrix and advocated
as a politically potent feminist aesthetic by Donna Haraway in
her 1985 canonical essay, ‘A Cyborg Manifesto: Science,
Technology. and Socialist-Feminism in the Late Twentieth
Century'. One should also note that in virtual net environments
like Palace, popular in the mid-1990s, graphical representations

of selfl were often thought of as alternative personae, or ‘avatars’.

That people could be liberated from the standard descriptive
qualivies of the day-to-day world gave way to theories that the
net heralded new kinds of fluid identities, complete with altered
hierarchies and unprecedented interconnections. True, these
relied on making a distinction between ‘real life’ and online life,
but it was a popular assumption around the time of this
manifesto. The projected image portrays the internet as a
utopia of fresh social formations and individualities. For women
artists in particular, these possibilities held a great deal of
aesthetic potential and freedom.
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Corporote Aesthetics

Critical consclousness of power imbalances took many forms in
net art circles, and one persistent articulation of political
frustration online has been antl-capitalist sentiment. One strand
of these politics took to claiming that internet territory was
artistic, and was bolstered by critiques of the intellectual, creative
and moral inferiority of commercial ventures. Dotcoms were
often the focal points for this anger, as they were taken to be
emblematic of the market-driven, utopian ‘Californian Ideclogy’
The term ‘dotcom’, of course, refers to the semantic suffixes of
new media companies generally founded in the 1990s wich the aim
of capitalizing on the rise of internet usage and culture by
providing specialized tools or content. As providers of solely
online-based services, Amazon and Yahoo! are dotcoms, whereas
companies like Apple and IBM are not, though they also maintain
an online presence.

In art circles, the aversion to dotcom culture and ethos was
often marked by expanded uses of satire and parody ~ employing
the intriguing limits of these models to provoke critical
consciousness. While a web site called ®TMark.com would
become an epicentre for this activity in the late 1990s, etoy -
created by a group of European artsts then operating out of
Zurich, Switzerland — was the first to use dotcom aesthetics to
reposition art in relation to daily practices. Incorporated in 1994,
etoy fuelled its self-styled hybrid of business practices, foolery and
confusion with ambitious, though ambiguous, radicalism,

The plan, as articulated on the web site. was 'to establish a
complex and self-generating art virus and e-brand which reflects
and digitally infects the nature of today’s life and business at large:
an Incubator that turns the essence of digital lifestyle, e-commerce
and society into cultural value'. Via identical costumes and highly
regimented behaviour, based on detailed research and exhaustive
discussions, etoy members brought office aesthetics into the
more marginal scenes they inhabited in Switzerland and Austria
Online, their antics included surreptitiously confusing web users
about the content etoy offered, and in 1996 a search engine hack
called Digital Hijack, which redirected thousands of search engine
users to the etoy home page. In 1999, etoy became embroiled in a
remarkably complicated fight with a dotcom named eToys that
brought the spectre of corporate mockery into the scope of
American financial markets (see Chapter 3)

Anti-commercial sentiments posing a relationship of binary
opposition vis-a-vis the ‘artistic’, 'pure’ and ‘progressive’ were
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hard to sustain In such a mixed environment as the net. Within
context of new media art, the topic of dotcoms could illuminate
various corporate behaviour and allowed artists to manifest
rejection of market strategies or objectives. Progressive projects
were almost always fraught with paradoxes: at this time most net
arusts were dependent on commercially produced tools like those
of Adobe, Netscape and Qualcomm (free-software tools would
later diversify the field), and all of them found their work
distributed via browsers — which were then standard commercial
softwares distributed by new media giants such as Microsoft and
America Online. Most artists, including Vuk Cosic with his Net.art
per se, or Heath Bunting with _readme himl, sought to traffic in
these very contradictions but with their own intentions made cle
It must be added, though, that In net art circles the term
‘commercial’ was considered as both pasitive and negative, and
much commercially minded work was thought to exhibit exciting
and constructive artistic qualities. This was as much a philosophical
position as it was a realistc one, because many internet artists
supported themselves as professional designers, producers or
programmers in the new media. Especially in America. where
governmental support for artists is limited. new media artists
could often be found at work in the private sector. Michail
Samyn (b. 1968) [44]. a Belgian artist. and Ben Benjamin (b. 1970)
[42-43], an American based in San Francisco, were two such

chan Samyn. Zuper2

designers/artists who began working online in the mid-1990s and 1 Zuper, 1995

launched web sites with similar names, Zuper and Superbod (1995)
respectively, to showcase art and design work. Both seem to have
thoroughly absorbed the playful and joyous aesthetic capabilities
of HTML, and their works recover a sense of the fun, unfamiliarity
and wonder of digital aesthetics, Superbad In its early terations
seemed to disregard programming limits and standard spatial
deployment. Highly visual, and underpinned by rich syntheses

of games, pop culture, advertising and signs, Superbad used a range
of aesthetics practices in interfaces, suggesting that the web was a
diverse and multivalent medium. The grand spectacles these artists
created as experiments were unable to reconcile the tensions
between the aesthetic and commercial, but they Isolated some

of the net's more desirable and glamorous possibilities

Telepresence

A term derived from virtual reality describing the sensation

of feeling in a different place or time by virtue of technologies

of coordination, ‘telepresence’ is a characteristic of much Internet
behaviour, in the way that reading an email from an overseas friend
produces a kind of intimacy that belies geographical distances.

This sensibility has encouraged fantasies that internet industries
and cultures are "virtual', existing in ether or in an almost fantastic
realm, with no impact on actual behaviour, natural resources, lands
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especially amidst media and economic hype, seemed to occlude
the realities of life offline, literally and figuratively, there were
artists who immediately recognized the net as just one ‘network’
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next to many others, such as those found among natural

communication networks in symbolic and mechanical terms is

The Tetegarden (1995-present) [45] by Ken Goldberg (b. 1961),
Joseph Santarromana, George Bekey (b. 1928), Steven Gentner

(b. 1972), Rosemary Morris, Carl Sutter; Jeff Wiegley and Erich
Berger. In this installation work, internet users worldwide are able
to tend a living garden (physically located in Linz, Austria) by giving
commands to a robotic arm, which Is controlled through The

Telegarden's web site. The project highlights a sense of community MCTOR:
by getting visitors in dispersed locations to manage the garden ) (e () (i) (i) () () (i)
(by watering it or planting new seeds, for example). Although
viewer requests are carried out in turn, several users can care for
the garden at one time, and it is also possible to see the identity of
fellow-users along with their position in the garden. Interactivity
between participants is further encouraged through the so-called
‘village square’, a public chat system

The other side of ‘telepresence’, cannily alluded to by
The Telegarden, is the physical, vital reality easily missed in the
context of new media culture. The haze of press about the
revolutionary capabilities of the net, and the relentless attention
paid to the stock prices of internet-related businesses occluded,
for a time, certain realities. In fact, most of the world's cargo
continued to travel by sea (not high-speed Internet access lines),
packed and accompanied by people, and the production of
computers and related equipment followed the same patterns
as other electronics; the toxic materials that form these devices
were moulded by factory workers in Third World countries
These issues underwrote the work of the artist group Bureau
of Inverse Technology, which is headed by its engineer Natalie
Jeremijenko (b. 1966) and, like etoy, set out to emulate the
anonymous nature and brand ambition of companies trading on
the stock market. bringing representations of |less-visible
information into artistic zones. Live Wire (1995-present) [46] was
an early internet-related project set up by Jeremijenko, which
elided the standard activities of the internet (browsing web sites,
sending an email), making use of a local network to visualize
activity with a string that wiggled according to local computer

usage. The dangling sculpture increased the peripheral reach of
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the formerly inaccessible and unarticulated network traffic
While screen displays of traffic are relatively common for practical
purpases (e.g. air-traffic systems), their symbols usually require
Interpretation and attention, and the string, in part because of itg
very banality, was an unusual, sculptural and sensitive index for
activity, allowing aural, spatial and visual impact. This piece was
initially installed in the heart of Silicon Valley, Xerox PARC in
Palo Alto, California, where its wiggles claiimed attention for
neglected information
In Live Wire, a formal element is vitalized and composed by

network activity, creating an association between minimalist
sculpture and the internet. The work also signals, at the close of
the earliest years of net art practice, an increasing focus on formall
expression. In fact. many of the preoccupations of this chapter

online communication, the browser screen and documentary
- were to be carried forward In years to come, explored and
reconfigured using new means of production, collaboration and
audience. With Live Wire, Jeremijenko Is intent on emphasizing the
representation of internet concepts (such as network traffic) just
as much as funcuonality, and this interest would become the
foundation of much net art that followed
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Chapter 2

Isolating the Elements

By 1997, net art had become an established pocket of relatively
autonomous art-making, though it had not succeeded in reaching
a wider public. Beyond the spheres of internet communities,
media festivals and artists' immediate social and professional
circles, there was little interest in and even less money for net
artsts’ work. Since the launch of basic web browsers, many
varations on HTML web pages had emerged. The tradition of
using basic HTML and images to make art documentaries and
straightforward web pages had fallen by the wayside, and parody,
appropriation and formal explorations, as well as email, music and
animation, came increasingly to the fore

Emuil-Based Communities

Email, a system for sending and receiving messages electronically
over a computer netwaork, has changed the nature of work and
communication in technologized cultures unequivocally since its
widespread adoption during the 1990s. It was certainly the
organizing medium for many In the cyber intelligentsia and art
fields, analogous to the way in which Parisian cafés hosted the
discussions of existentialist thinkers, and literary and art journals
such as Tel Quel or October provided a forum for postmodern
discourse. Though the email format initially limited users to texts
and streamlined graphics (HTML and graphic emails did not
become popular until around 2000), its advantages were its ease
as a method for spontaneous and instantaneous expression and its
international penetratian. Mailing lists consist of email addresses
organized under one name, such as softwareculture or Saral, so
that emails sent to this name are automatically forwarded to the
list of subscribers, who can then respond accordingly. Curator and
writer David Ross noted In a 1999 lecture entited ‘21 Distinctive
Qualities of Netart' that forms of online discourse, such as
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mailing lists, break down boundaries between critical and
generative dialogues

While email offered fairly immediate communication and
expressive possibility regardless of physical location, for many nee
artists working in the 19905 actual meetings were vital. Spoken
conversation allowed more nuance than electronic, and in-person
discussions were less apt to produce the misunderstandings to
which writing can lend itself, especially on international lists with
mother-tongue language variatons, Mareover, beyond the
excitement of perennial email correspondents meeting ‘2 (face
to face), and the bonding over food, drink. dancing and travel
took place. events gave those involved the sense that they were
taking part in meaningful and productive discussions about cul
Though the artists involved were by and large marginal in the
contemporary art field, the scene’s connections to respectable
and engaged Intelligentsia were a kind of compensation, a lifestyle
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offering a sense of shared artistic interests, Indeed, the infinitely
expanded number of internet users active today should not
obscure the extent to which travel and meeting 'R2f" were central
to the early net art scene, especially in Europe. Despite the near
absence of an art market for net art in the 1990s, new media art
events were consistently well attended by significant artists in the
field - for example, more than twenty-five per cent of Nettime's
subscribers travelled to Ljubljana, Slovenia, in spring 1997 for the
"Beauty and the East’ conference. The proliferation of meetings
and festivals was necessary to sustain a culture made up of
distributed pockets of excited, ambitious young artists and
thinkers invigarated by technocultural possibilities. The result was
a contingent of veritable nomads who hopped from Nettime
meetings to Transmediale festivals, from Next 5 Minutes annuals
to conferences organized by media centres such as TO in Vienna,
C3 in Budapest and many others.
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Even as these gatherings thrived, however, the fundamental
limits of email-based communities were also becoming manifest.
Josephine Bosma remembers that at the ‘Beauty and the East’
conference a clear disjuncture between many net artists and me
hardcore activists was taking shape: "At the event you could
already see (In hindsight) how Nettime was going to change. The
artists had their private meeting and did not interfere in the main
meeting much,, . They were said to feel offended by some private
mails by Nettime founder Pit Schultz who told them to keep the
prank mails and other artistic intervention down a bit'

An art project made for 'Beauty and the East’, Net Criticism
Juke Box (1997) [51], pokes fun at the endless streams of serious
discourse circulating online and addresses these tensions. Put
together by Vuk Cosic with material from interviews conducted
by Bosma and Geert Lovink, the work uses a very simple interfa
to remodel and redistribute art discourse, Modelled after a
jukebox but with selections of criticism rather than songs. the site
has a friendly look (it is adarned by an image of Calvin and
Hobbes, from the cartoon series Calvin and Hobbes, dancing to
music) and. in terms of its interaction design, shares the notion of
browsing and choice with the web. Like a mailing list, the Juke Box
format prevents any one theme or opinion from dominating by
relying on the scutte of multiple viewpoints, and on subjective and
responsive elements (interviews), which combine with electronic
musical interludes. The inclusion of electronic music which, like

S, """ Baker and Kass
N L r ¥ page from Me

won, 19%8

the internet, relies firmly on new technologies, invokes a novel
music subculture that was very popular at the time in Berlin,
London and elsewhere in Europe and also defied standard
authorial conventions with its emphasis on remixing, shared
authorship and group usage. The work concisely demonstrates
how traditional boundaries separating visual art, music and
criticism could be breached, as audio files are incorporated into
another form, HTML, and broadcast almost as music. All data can
be enmeshed together, recalling McLuhan’s dictum that “the
content of any medium is always another medium’,

The artist-orientated malling list 7- 11 was founded in 1998
because. as Vuk Cosic recalls Heath Bunting once saying, "We
needed a forum that will be a context and not an audience.
Indeed, if Nettime moderators, in the name of discursive welght
and emall decorum, inhibited email art and pranks, 7- 11, which
Cosic, Bunting. Jodl.org and Alexel Shulgin formed together,
established a new vein of creativity rooted In email. Its formation
highlighted a conflict: if Bunting et al wanted freer improvisation
and activity, they would have to overcome obstacles brought
about not only by broadened use (more subscribers), but by the
desire for permanence and a wider audience. For example, the
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introduction of moderators (effectively editors who check emaily
for their relevance) and the establishment of web archives (which
documented email posts by archiving them) were two such
obstacles. It may have been largely due to the growth of email lis
into more populous, archive-friendly forums that many major net
artists abandoned them altogether.

On 7-11, to which some of thase artists initially subscribed,
jokes, Innuendo, lllustrations and fake personae abounded.
Occupying a space between email and performance, the 7-11 list
approximated a model of call and response, encouraging creative
replies to posts, avatars, ASCI pictorials and technorubric. Some
emalls brought attention to the formal elements of the genre.
like Jodi.org’s messages. which put expanses of data in the subject
line, Or. the contributions of the elusive artist m/e/t/a - these
bore his personal mark, his email address, but otherwise
contained huge data-callections, such as a post consisting of a long
list of serial IP numbers and the web sites that occupied them.

Though the list managed to alienate some female artists -
Londan-based Rachel Baker, for example, described it as litcered
with 'sexual, egotistical, politically incorrect posturing’ — it was a
pioneering effort in extermalizing creativity and experimentation,
Participants such as Baker, Cornelia Sollfrank and Josephine
Bosma were shrewd observers of the workings of art-celebrity
and discourse, and were sufficiently inspired and repulsed by 7-11
to parody it quickly with the Mr. NetArt [52] competition of 1998,
A playful art competition that used the terms of a beauty pageant
to mock celebrity. Bosma describes Mr. Net Art as ‘really part of
the experimental environment at the time, 1997 was the year of
the first Cyberfeminist International and it was the year in which
Faces, the mailing list for women in new media, started. | was
loaking for ways in which the main, mostly male discourse could
be subverted to the advantage of women.' In Mr. NetArt, the
notion of the individual male artist-genius was exposed to ridicule.
The eventual contest winner, The Web Stalker (1997) {60] by
I1O/D 4, had not even been a contestant. This artist-created
software indicated a horizon beyond the terms of the competition
- beyond categories of gender and personal charisma. Mr. NetArt
challenged the claims that net art culture was enlightened, and
created a de focto women's group out of its all-female jury,

Exhibition Formats and Collective Projects
The visibility and influence of international net art meetings and
conferences such as 'Beauty and the East’ coincided with large-

e Sehmiee, Chouse, 1997

scale online exhibitions launched by individuals and a handful of
curators associated with various international museums,
Alongside these curators, universities from Colorado to Sio Paulo
were expanding thelr research and teaching new media art and
theory. Despite the small audiences attending these shows, and
the occasional clumsiness with which some curators considered
the internet, museum support provided exposure for many artists
and gave interested viewers a focal point for discussion,

Offline galleries remained generally uninterested in internet
artin the 1990s for a number of reasons. Like media art,
performance or moving-image work, internet art was difficult to
sell: it was ephemeral and prone to technical obsolescence. it had
unfamiliar display aesthetics, and projects were technically
complex. For many galleries, their own Identity was associated
with a physical location and actual artworks, and internet-based
work simply did not make sense to them. One commercial gallery
that integrated net art into Its physical space and online presence
from an early point as part of a roster of painting, sculpture and
installation was New York's Postmasters Gallery, In 1996,
Paostmasters mounted ‘Can You Digit?’, which included a number
of works that resided on the web or used new software like
Director (a multimedia authoring tool that hosts audio and video)

Ll
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and were distributed online, Participants included Lev Manovich
and Sawad Brooks (b, 1964). The following year, the gallery
mounted ‘MacClassics', in which artists made use of old Macinto
computers. As the driving force behind these two shows,
Postmasters’ curators Magda Sawon and Tamas Banovich did
much to crystallize internet art for the New York and
international art scene.

On the positive side, web-based expositions were extremely
cheap to produce, as long as one had access to programming
resources and server space. With little but a thematic premise a
server space to host files, or even more minimally, with a web
page programmed to link to other net art projects, one could
build and host shows easily, assuming the role of curator and
exhibition-space proprietor within a matter of hours. A key
Innovation was the reduced amount of time needed to mount and
unmount an exhibition, with projects able to be linked to major
art centres or other nodes in seconds. This made it possible for
curators as well as consumers to view artwork without being Mew Shulgin. Explinanon
restricted by geographical distance or gallery hours. while Hep In, 1997

exhibition spaces could be mobile and collapsible. This historical
shift realigned the fixity of the gallery compared to the fluidity of
art cycling through it — exhibition venues could now be as flexible
as web sites. While in theory this development has the potential
to affect the relationships between citles and the galleries that
inhabit them, so far the impact on offline art spaces has been
limited. Instead, a slew of net-based organizations and projects
with missions to map online art have formed, enlarging the
function of museums or galleries as filters and promoters of art.
Artists were among the earliest to aggregate artworks on web
sites and develop exhibitions, and their curatorial practices were
able to encourage new aesthetic experiments, Two playful online
shows that turned the internet art community spotiight on
previously unexamined formal ingredients were organized and
produced by Alexei Shulgin in 1997. Form Art [53-54] and Desktop Is
[55-58] take their subjects from elemental aspects of internot
culture: the web form and the computer desktop. FormArt,
commissioned by Hungarian arts organization C3, included works
using forms' as a dominant motif. Forms are HTML conventions
that appear in the guise of menus, checkboxes, radio buttons,
dialogue boxes and labels; they are often used when filling out
web-based applications, surveys or questionnaires. Small,
interactve sections of web documents, forms have a conceptual
appeal since their content is often submitted seemingly into the
ether (though more likely to a mail server or web server). The
range of projects in Form Art shows a varied exploration of the
possibilities and properties of forms. For example. in FormArt to
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radio button, and there is nowhere to go. Kass Schmitt's Choose

(53] uses forms to create shapes that stagger clumsily across the
screen, By uniting artists under a formal constraint, the ensemble
of works constituted a project of medium-defining value.

Desktop I5 took the computer desktop as its central theme.
Now common currency among computer users, ‘desktop’
requires some historicizing in order to recapture what made
it an interesting premise for an art project. Desktops are the basic
interfaces that exist on graphic computers (in other words,
standard home or office computers) when the computer has

completed turning on and no applications are running, Populated
with files. aliases or shortcuts to applications and hard drive and

folder icons, desktops are significant for their prevalence, even

if they are often peripheral, and for their metaphorical value.
normalizing the computer interface for technophobes. Described
by writer Steven Johnson in his book Interface Culture as the
‘cathedral’ of the internet age, desktops are simultaneously
architectural, artistic and semiotic. Nowadays, it seems apt that
the ‘desk’ or ‘office’ connotations of desktops have been outpaced
by the widespread use of graphic computers for entertainment
and recreation. In Shulgin's project, the desktop is rendered the
material of the exhibition and often its stage.

In Desktop Is, participants followed a doctrine of goal-
directedness. each one using the desktop as a dominant feature

in 2 work. Some submissions teased out issues of personalization
and privacy, like Rachel Baker's desktop [56] with its coyly named
folder ‘Bakers Sexuality’, Others, like Garnet Hertz's [57]
contribution, were chaotic and optical, with colourful icons.,
folders, applications and documents overwhelming and crowding

one another. Overall, this project and Form Art find some of their

meaning in-between the discrete works that comprise them,
striking a balance between artists working in an individualist mode
and within communities or networks.

Another important early collective project was Femole

‘whel Baker, Oesktop for Extension (1997) (53] by Cornelia Sollfrank, executed with a small
2hifs team of programmers. A reaction to a 1997 net art competition
‘ Tarnet Hertz, Desktop for called Extension mounted at the Galerie der Gegenwart of the
. 9% Hamburger Kunsthalle, Female Extension set out to critique the

criteria of judgment the museum put forth and address what

Matalin Bookehin, Deskiop
ko e, 1997 Sollfrank identified as a ‘lack of competence and. ..insecurity of
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those who show, curate, categorize and judge net art. To deal
adequately with net art, those experts who are trained in
traditional art, need an understanding of the new medium.. .based
on practical experience. Without this understanding, the
characteristics of net art fall victim to the aesthetic and economic
considerations of the curators,’ Sollfrank used a computer prog
to collect HTML material via search engines and recombine this
data automatically into web sites. Over two hundred of these sites
were uploaded to the museum’s server and entered into the
compettion under fictional names claiming to be women artists
from around the world. Calling attention to the gender imbalance
among technoartists, which was at the time around 4:1 male

to female, Sollfrank’s project recalls, among others, Judy
Chicago's legendary work The Dinner Party (1974-79), which also
created a symbolic body of work and a legacy of female (albeit
fictional) artists

Browsers ASCI, Automation and Error

Inspired by the free-software movement that had been operative
since the early 1970s (its central activity was the distribution of
software and its source code for adaptaton purposes), critic
Matthew Fuller, programmer Colin Green and artist Simon Pope
started to develop an artistically orientated web browser in 1997,
working under the name U/Q/D 4, With the general premise that, &
Fuller put it, "technological innovation was class warfare’. the
British trio went on to create The Web Stalker [60). At the time,
almost all users viewed the web through Netscape Navigator or
Internet Explorer, products designed according to corporate
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Interests as opposed to aesthetic, public or educational ones
The Web Stalker offered an alternative to conventional browsers
and was designed to map data differently — explaining connections
between web sites, for example, and offering views of web
neighbourhoods. Instead of organizing Javascript or images as
industry standards do, it produced readings of HTML limited
to text and links, thus enabling the user to view web pages and
content on an entirely different interface.

In "A Means of Mutation’, an essay accompanying the release
of the software. Fuller alluded to Internet Explorer and Netscape
Navigator, which were at that time engaged in the highly publicized
‘browser wars' (a battle for market share), and suggested the
apportunity for and potential power of alternative software:
Where do you want to go today? This echo of location ts presumably
designed to suggest to the user that they are not in fact sitting in front
of a computer calling up files, but hurtling round an earth embedded
into a gigantic trademark "N'or ‘e’ with the power of some voracious
casmological force. . .. It is the technical opportunity of finding other ways
of developing and using this stream of data that provides o starting point
for 1/O/D 4: The Web Stalker. ... The materiol context of the web for this
group is viewed mainly as an oppertunity rather than as a history.As all
HTML is received by the computer as a stream of data, there is nothing
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In their work, Fuller and colleagues forced the seemingly
generic and almost invisible presence of commercial browsers to
stand as material itself to be reconsidered: not just a distribution
technique or filter through which artworks could be viewed, but 3
content in the public sphere, fair game for perceptual and '
conceptual scrutiny, In his essay, Fuller also linked the software to
what was being shown in museums and galleries ‘
At the same time as the project was situated within contemporary art,
it is also widely operative outside of it. Most obviously it is at the very
least, a piece of software. How can this multiple position be understood
by an art-world that is still effectively in thrall to the notion of the
autonomy of the object? Antrart is always captured by its purposeful
self-plocement within a subordinate position to that which it simply
opposes.Alternately, the deliberate production of non-art is always an
option but not necessary in this context.. .. Instead, this project produces
a relationship to ort thot ot times works on o basis of infiltration or
allionce, and at others simply refuses to be excluded by it and thus
threatens to reconfigure entirely what it is port of, The Web Stalker i
art. Another possibility therefore emerges. Alongside the cotegories art,
anti-art and non-art, something else spills over: not-just-art

Influenced by theories of mass media, Fuller's proposition
about 'not-just-art’ is that The Web Stalker specifically, and softwa
art more generally, should be used and assimilated into people’s
lives and behaviour: that they resemble both other forms of
mass media, such as music or television, and tools, such as
cellular phones

The Web Stalker made a dramatic impact on its audience. Asa
fully functional project with a strong conceptual if not political
agenda. it drove a wedge between passively consuming images or
web content, and using them and their constituent text and HTME
links to compose other kinds of visual structures. Besides opening:
up programming as an artistic practice, The Web Stalker was itself
capable of both production (of images) and distribution. Indeed,
the analogy the project makes between day-to-day reception
of information and experimental composition brings a new
perspective to other works in different media that sought to
create apparatuses for production and reception, such as Stan
VanDerBeek's Movie-Drome, or radio- and TV-based arts like john
Cage's Imoginary Landscope Number 4 of the 19505 or Nam June
Pail’s Participation TV respectively, But unlike these other media-
based works, The Web Stalker was able to proliferate - any
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individual with a computer and network connection could use it.
1/O/D 4 took advantage of freeware mechanisms such as web sites
to distribute its work, included it on discs attached to British
magazines, and used stickers to increase awareness of the project
beyond specialized art zones. The Web Stalker is seen as an historic
work of two additional genres besides “software art’: ‘browser
art’. a field devoted to the development of alternative forms and
means of web browsing (examples include the 2001 project, Cronk
the Web [62), by Jonah Brucker-Cohen in which the browser
becomes a mechanical, not virtual, tool); and *data mapping’.

a genre that came to prominence in around 2001. comprising
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projects in which the strategy of processing and placing
information into new formal compositions is central (see Chapte

3). The Web Stalker, which had its release close to the first Annual

Browser Day in 1998 —an event sponsored by the Waag Society

in Amsterdam, devoted to browser art - aimed to provoke
artists and programmers to create software, whether in the
pursuit of functionality, aesthetic innovation or more socially
engaged directives

During the same period, a number of artsts made importang
contributions to the field by isolaung other pictorial or internet
devices. ASCI| (The American Standard Code for Information
Interchange) ~ the standard computer code for representing
English characters as numbers, with each letter assigned a numbe
from 0 to 127 - is one of these forms. Computers often use ASCII
codes to represent text, which makes it possible to transfer data
from one computer to another. Vuk Cosic combined programm
and formal analysis to create projects that elaborated the pictorial
possibilities and aesthetics already established. He coded two
freeware players that convert moving images into ASCI| text
and speech. The best-known application of its software was
the conversion of the 1972 mavie Deep Throat into an ASCII
film, turning a legendary porn film into a large text file called
Deep ASCII (1998) [&5)

'
!
.
+
'
’
’
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Cosic, who worked with Luka Frelih and Walter van der
Cruijsen on developing a display of Deep ASCI on a Pong video
game console, explained their cheice of materials to Josephine
Bosma in a 1999 interview for ezine Telepolis
We decided to work on a porno film becouse of the close ups. ... You ¢
use an imoge with o lot of detail, but it will not render well in ASCH. Clog
ups in the porn industry are about 75 percent of the visual content. ..,
They are good for ASCII, Then of course:which porn movie? That was
pretty clear. First, Deep Throat is the only really well-known porno
movie. Second, it is o twenty-fivesyear-old film so it has a history, ... Then
there is this whole thing about pornography being a hidden industry,
nobody really talks about it, it is not for kids, it is not for decent people,
but actually the economy of pornography is quite serious. Pornography
mokes up obout 50 percent of internet contents and troffic.. .. | did
some histarical research and discovered ¢ very beautiful coincidence.
You probably know of the game Pong ~ the first computer game. Like
Deep Throat in the porn industry, Pong was the first commercially
successful mass product that triggered the entire industry, The gome
industry in America has earned mare than the film industry, for three,
four years in a row now. It just outgrew cinematography. Still, it is slightly
hidden. It is out in the open, it is not immaral, but it is not treated as ort
or anything serious, lts economy makes it pretty serious in my opinon.
Here comes the coinadence: those two things, Deep Throat and Pong.
were launched in the same month and year: June 1972.1 put Pong
hardware and Deep ASCII software together to underline the birth in
June 1972 [of] o new civilisation.

Beyond the choice of Pang as the project’s hardware, Deep
ASCIr's green-and-black, pixellated appearance recalls the game's
graphic interface. The dominant pastimes and industries of gaming
and porn are telescoped into one grainy filmic project, while at
the same time denoting a structural component of net aesthetics,
ASCII, as subject matter. Cosic translated a number of movies and
art projects into ASCI|, with formal strategies similar to those at
work in artist Douglas Gordon's (b. 1966) projects using film, such
as 24 Hour Psycho, In Deep ASCIl Cosic situates porn in the realm
of art by calling attention to its particular filmic strategies, such as
its emphasis on close-ups: it further removes Deep Throat from the
ranks of mere smut by presenting it as raw data that allows for a
rhetorical context far different from the cinematic original. In this
way, the work also functions as a commentary on the circulation
of cultural artefacts and forms of entertainment that is both
encouraged and exacerbated by the net In dramatizing his own
careful consumption, the artist creates a waork that calls for more

focused viewing strategles across the board, regardless of
preconceived notions about a particular genre's aesthetic merit.

If Cosic used canonical films as sources for data and visual
compositions, American artist John Simon Jr (b, 1963) takes the
production of iconic Images as his subject in Every lcon (1997) [es].
In a project requiring eons for full realization, Simon provided an
image-making process automated by the algorithms of computer
code. On a simple web page, he placed a grid of thirty-two by
thirty-two squares, A code runs or ‘executes’, and the viewer sees
a fluttering of black as the software begins its progression towards
an all-black grid. Over time, the program displays all possible
combinations. The artist estimates that across several hundred
trillion years. the black-and-white elements will manifest every
image (interested but less patient parties can manipulate their
CPU's system clock for previews of what icons from the grid
emerge in 2020). In a description of his work published in
conjunction with the Walker Art Center’s ‘The Shock of the View’
exhibition of 1998, Simon posed the question ‘What are the limits
of this kind of automation? |5 it possible to practice image making
by exploring all of image-space using & computer rather than by
recording from the world around us? What does it mean that one
may discover visual imagery so detached from “nature™" The
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worlk's strength lies in the tension between its automation and
Impossibly gradual results. The standard expectations of a
computer — that while its programming is complex, results are
delivered quickly — is inverted in Every lcon. Produced at a time
when very few artists or gallerists could manage to sell net art,
Every lcon was in fact marketable; it lent itself to the production
of unique editions, each inscribed with its discrete startng-point
and buyer’s name, which were sold. This model of financial viability
set an important precedent. offering net artists and consumers
alike a desirable alternative to mainstream art markets.

Confusion and technical breakdown often characterize the
experience of using computers and the net, and are addressed in
several projects by Jodlorg from the late 19905. One work,
http://404 jodl.org (1997) (2], takes its name from 404, the status
code for occasions when a server cannot find requested locations
(usually web pages) or Is unsure of their status. The project takes
the notion of interactivity and creates futlle exercises across thre
sections: "Unread’, ‘Reply” and ‘Unsent’. Each one frustrates
attempts to interact by censoring the user’s input. ‘Unread’
removes the vowels in data entered by the user, 'Reply’ obscures.
communication in light of registered location (IP address) and
‘Unsent’ erases the consonants from text entered by a hopeful
participant. Perhaps beyond the reading of this work as one about
archiving complex memaries of interaction, one can consider its
descriptions of the relationship between computer and user
- a relationship in which routines of misunderstanding, breakde
and disappointment are typical and standard

Anather Jodi.org work, asdfg jodiorg, capitalizes on users'
habits by taking the sequencing of files and directory structures,
visible in the history window of the browser, as its hidden
proscenium, Users are likely to look first at the flashing, changing
windows and screens full of code fragments that defy ocular focu!
The more cogent descriptive system, however, lies in the browsel
history, where one finds alphanumeric patterns made from file
naming, Directory-structure data, akin to scripts and directions.
are the backstage, repressed core of asdfg.jodi.org, memorialized
ina more internal and restricted field.

Parody, Appropriation and Remixing

The collective ®TMark [¢8-69], legally a brokerage corparation,
explains that it benefits from 'limited liability” just like any other
company of its kind; using this principle, this team of artists,
whose name Is pronounced ‘art mark', supports the sabotage
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- or as they might put it, the informative alteration — of corporats
products, from dolls and children's learning tools to electronic |
action games, by channelling funds from investors into ‘mutual
funds’, set up to pay for the production of specific art projects by,
‘workers’. The group says its bottom line is 'to improve culture,
rather than its own pocketbook; it seeks cultural profit, not
financial’, While regular corporations function to increase wealth)
for shareholders, someumes regardless of the cultural or social
implications, ®TMark works towards improving its constituents’
lives, sometimes at the expense of corporate practices.
@TMark projects frequently stake fresh ground for
lcanoclastic and anti-corporate activity. though they often exist
as blueprints or instructions: ‘Produce a documentary linking the
increasingly harsh realities of the American workplace and
econamy to the rise in mental iliness within the American
population. Perhaps compare with European rates: perhaps also
discuss “official” corporate solutions ~ Prozac etc. - within this
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context. Film must be scheduled as part of a major regional film
festival' Pivoting between idealistic and ridiculous, with their
series of commands, ®TMark interventions approximate the
instructional nature of code. Rather than allowing legality or
practicality to cancel out thelr particular progressive visions of
soclety, ®TMark projects occupy an intense space between
political desire and action. Like works from the 19605 Fluxus
group, such as Yoko Ono’s instructions or La Monte Young’s event
scores, &@TMark action stipulations stand on their own, whether
they are enacted or remain unrealized

A signature tactic of ®TMark is that its representatives or
artists present themselves in general with fake names and
bureaucratic job titles. One reason for this practice. as David
Ross explains, is ‘to shift identities, [hide] their aesthetic practice
as Duchamp did. . declaring what they're doing as non art’.
Beyond the framewark of identity shifting, however, lies a more
contextual motive: invoking anonymity is a way to underscore
the protections accorded corporations, Since their own
incorporation in the mid-1990s, ©®TMark representatives have
shown a genlus for deploying graphics, publicity, parody and
confusion by staging informal alliances with other artists and
activists, and strategically wielding press releases, domain names
and malling lists in conjunction with those alliances. Their projects
and those they co-produce are among the most publicized art
pranks of the last decade: pwbush.com, a faux site for American
presidential candidate George W. Bush during the 2000 election
in the United States: Barbie Liberation Organization 6%, an
intervention that scrambled the genders of iconic American toys
Barbie and Gl Joe: SimCopter Hack (1997) [70] which inserted
homoerotic visuals into the popular computer game The Sims:
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and Toywor of 1999 (a grass-roots campalign responding to a legal
dispute between art group etoy and dotcom eToys, described
in Chapter 3).

Vuk Cosic had crafted his own CNN headlines in honour
of the ‘Netart Per Se’ conference. but his cloning of the
‘Documenta X' web site in 1997 made many more headlines.
The curators of this vanguard and prestigious exhibition of
contemporary art, held every five years in Kassel, Germany,
focused that year on the status of the object in art, had taken
the daring step to include internet art both on their web site
and In the actual exhibition, But the installation of internet
terminals in Kassel was considered highly problematic by some
net artists — the frustration was that festival organizers had created
an office environment in which to show internet art, a stark
contrast to the neutral spaces provided other artists for their
installations, objects and canvases. To poach '‘Documenta X',
Cosic used a shareware program that copled almost every file
from the official web site curated by Simon Lamuniére (b. 1961).
Like Sherrie Levine's photograph After Waiker Evans and other
appropriationist works, Cosic's clone of the site, called Documenta
Done (1997) [72], articulates the technical capabllities of
reproduction and raises questions about authorship. While
Levine's work articulated feminist positioning in official art-
historical canons by using the proposition ‘after” to denote a
hierarchical relationship, Cosic’s clone seemed to denigrate the
original by offering it a web address subservient to a Slovenian art
lab and then the artist’s domain: heep:/iwww.ljudmila.org/~vuk/dx/,
Describing Documenta Done as a readymade, a manufactured, often
prosaic object that becomes reassigned as art, Cosic announced
that net artists were 'Duchamp’s ideal children’. Cosic also cited
archival and access concerns as well: ‘Once upon a time, In
September of 1997, the web manifestation of the “Documenta X"
was taken off the web by the management. 5o, | did the copy that
Is still the only publically available one. This action speaks loud
enough. My next Idea in this department Is to articulate a
grassroots artists’ initiative where as many as possible sets of
complete works by netartists would be toasted on DVDs and
given away for web masters to make mirrors...” Drawing on the
artistic inscription provided by ‘Documenta X' to form his
readymade, as he would with any other source, Cosic suggested
that, online, all material was fair game.

Leveraging existing art as recyclable data was also an aesthatic
strategy of lalian collective 0100101110101101,ORG (also known
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as the Ols) [73-74], which in 1999 poached not only some of the
most recognizable art sites online, including exhibition space
Hell.com and Jodi.org. but also merged iconic graphics from well-
known works by artists Alexel Shulgin and Olia Lialina, In the Oy’
Hybrids, the use of material from the netart oeuvre is itself
reused, and copying is conjoined with making. Underlying this
work and Documenta Done are the software concepts of ‘cutting'
and ‘pasting’, which are two of the most basic capabilities in
computer operations, the ability to copy entire files or images
with simple commands or keystrokes. In the book The Language of
New Media, Lev Manovich notes that many artists — the DJ, for
example ~ complicate the notions of ‘cutting and pasting’ by saying
that their artis really in the ‘mixing’.

This potential of new media operations comes to fruition
In a series of works by American artist Mark Napier (b. 1961)
Napier's The Shredder [76] and Digital Landfill (both 1998) (75
respectively tear up and aggregate web pages based on the URLs
that users suggest. His intentions were not plagiaristic, unlike
those of 0100101110101101.ORG, nor were they limited to the
immediate net art circle. Instead he drew from the work of artists
in other media, including Jackson Pollock and American minimalist
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land artist Robert Smithson (1938-73), to call attention to the
materiality of the web. A former painter, Napier cites Pollock's
methods as his inspiration for The Shredder: ‘| wanted to expose
the raw material that make up the “design”, “content” and
"“information” of the web and use that Information directly.
Of course, this material is a construct of software and the
graphics display. It is “raw” only by virtue of the context The
Shredder creates.” Though any web site can be ‘shredded" and
results will vary depending on how colourful or complex a
site is, ‘shredded’ pages share a sensibility and evoke abstract
expressionist painting in their redistribution of web elements
and division of the screen

Between 1997 and 1999, 0100101110101101.ORG and Luther
Blissett (another Italy-based, anonymous art and activist
collective) used appropriated materials to assert a dimension of
social reality easlly obscured by online culture. They aided in the
exhibition and installation of work by Serbian artist Darko Maver
[78], whom they would later reveal to be fictional. Maver’s
biography and CV, describing his attendance at art schoal in
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Belgrade and Italy, were circulated online, His work, also availablg
online, Included photographs of staged 'violent aggressions’ and
murders in the former Yugoslavia. These staggering images quickly
gained notoriety, and one was used as the cover photo for an
album by a Spanish hard-core rock band. Maver was engaged bog
conceptually and politically, and his unforgettably graphic work
was included in several group shows in ltaly and Ljubljana. As
media debris appeared documenting Maver’s persecution by
Yugoskavian authorities, a number of art magazines. including Tel
Celeste, picked up on the story of artistic freedom amid repressi .
and violent rule. Maver and his work were held up as exemplars
of free speech and expression. Meanwhile, the artist’s conditions
worsened: Information circulated describing his arrest in
connection with a series of murders, an acquittal and then anothes
imprisonment, His death while in solation in prison was reported—
in early 1999. On the web site that 0100101110101101 .ORG
maintained for Darko Maver, the artists noted that it was a ‘short
step’ to myth: the Venice Biennale that year included a tribute 1o
Maver as a casualty of the Serbian crisis. It was not long after the
Biennale events honouring Maver thac 0100101110101101,.ORG
and Luther Blissett revealed that the artist did not exist. The
works attributed to him have a far more disturbing source: police
files detailing actual murders. rapes and atrocities. The easy
proliferation and duplication of data in works like Documenta Done
and The Shredder were associated with an artistic and technical
freedom. Seen in light of a related project such as Dorko Maver
(1998-99), however, these protocols create disembodied and
extrinsic experiences, Indeed, the Darko Maver prank highlights
the anarchic. impersonal aspects of the internet, and the difficulty
of verifying any concrete truth in a sea of data

, Lialina, Aputha Appeors

SEATRS atTRANL

Mapping Authorship
Various attempts to assert authorship from the same period as
Darko Maver suggest that the internet, in which images and text
could be freely copied and proliferated, required new methods
for describing authorship and separating information from
misinformation. One innovative. medium-specific descriptive
system s offered by the 1997 project Agotha Appears [79]. Created
by Olia Lialina, Agatha Appears begins on the server of C3.2
Hungarian media institute, but its narrative, about a country girl
and a tech-savvy "sys admin' (or ‘system administrator’, an
employee responsible for configuring. administering and
maintaining computers, networks and software systems),
traverses different web pages hosted by a litany of international
domains and servers. Often, the URLs themselves move the
narrative along, as one notices when looking at them assembled:
http://www.here.ru/agatha/cant_stay_anymore.htm
http:/fwwwaltx.comfagatha/starts_new_life html
hup:/iwww.distopia.com/agatha/travels huml
http//www2 arnm.:ui~llmtimallagnhmnvets;n,_lot.html
http:/iwww.zuper.com/agatha/wants_home.htm)
htep:/fwww.ljudmila.org/~vukiagatha/goes_on.html

While files can be copied, their locations or addresses cannot,
so Lialina juxtaposes the uniqueness of digital content —which, in
fact, is not unique and always has the potential to be copied — with
singular addresses. Other parts of her narrative are revealed in
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error windows, or via floating text in the bottom of the browser
frame, as well as through figurative graphics and block-like furnity
and linear landscapes, adding up to what is more like a prosceniu
or operatic stage. When these are all linked, the project forms a
unique work that is effectively protected from plagiarism, as Britig
critic Josephine Berry points out in an essay posted to Nettime:
"Lialina is highly conscious of the location and names of digital fileg,
seaing them as the only index of originality available. In the
plagiaristic environment of the Net, where anyone can clone any
web site, the artist's URL is the only guarantor that one is viewing
the “original”, most up-to-date and uncompromised version of o
work. Her work also repeatedly reveals an interest in how the
name of a file Is its location and that, in this respect, language ve!
literally controls the movement and behaviour of digital Informarig
—an example of the new performativity of words in the Net...!
Extending the fiction into the address field and corners of the
browser, Lialina invented an original narrative strategy, broadening
the ways in which a web site could tell a story.

Hypertext and Textual Aesthetics
The narrative capabilities endowed by software and internet
protocols underwrite many text-based works as well, The
intersection of virtual and narrative dimensions can be articulated
in a range of ways, and one salient strand relies on the Interactive
architectures of words, known as hypertext. Hypertext precedes
the dawn of the web altogether, and is strangly linked to the
historical evolution of electronic archives. American theorists,
including Vannevar Bush in the 1940s and Theodor Nelson in the
1960s, suggested creating digital libraries of texts and took steps
towards developing hypertext authoring tools based on the mod :
of associative thinking, Hypertext works were described by Ne
as ‘non-sequential writing’, but on the web they are also often
characterized by multimedia and narrative options. As we saw In.
the last chapter. Heath Bunting's _readme html and Alexel Shulgin'®
Link X both pivated on the overwhelming plethora of hypertext
domain names. Typified by branching structures, hypertext work
generally extend a narrative over multiple pages, spatializing the
text by its irregularity and dispersal across web pages, and often
transforming a text into something more filmic

While many of the claims of literary avant-gardism that I
circulate in hypertext circles have precedents in historical uses of
the codex (book) form — for example, the idea that early Modern
Protestants tended rarely to read The Bible cover to cover, but use
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It as a multiple entry-point text — other claims that compare
hypertext forms with cinematic ones are more intriguing. Indeed,
well before the internet came into being, American writer Mark
Amerila (b, 1960) had produced experimental fiction works that
derived from screen aesthetics. He bounded onto the net art scene
with Grammatron in 1997, a work that employs several strategies of
narrative: first animation; then straightdorward hypertext; then
audio and animation formats, all with varied graphic layouts. As with
most hypertext works, there is no clear linear trajectory to a textin
Grammatron. Later works would include even more formats, such as
music, as Amerika continued to broaden his technique using the
circuitry of the web and other forms of mass media.
Feminist hypertext author and codex novelist Shelley Jackson

(b. 1963) publishes many of her texts via Eastgate, a hypertext
software and publishing company that delivers pages over the net

to paying customers, One of her texts freely available on the web,
an autobiographical work called The Body (1997), combines highly
readable texts and clickable, low-fi images. It derives initially from

a large map of her body, which lends itself well to the hypertext
format - the layout informs the identity of the work culminating in a
fragmented, multi-dimensional and often arresting read. YOUNG-
HAE CHANG HEAVY INDUSTRIES, a Korea-based collective, has
modelled a singular form of hypertext that is devoid of interactivity
in the sense of clicking or moving a mouse and is closer to television
and animation in format. Consisting of scored music and timed
animation, YOUNG-HAE CHANG HEAVY INDUSTRIES' projects
consistently use a clear, large typeface to jar the normal optical field
of a screen into an articulation of the vector that can connect artist
and viewer. Characterized by classical and jazz scores, and rushes of
HTML and textual surfaces, YOUNG-HAE CHANG HEAVY
INDUSTRIES' works explode the flatness of the web with literary
propositions. The narratives of the twenty-one projects on its web
site. some of which are available in Korean, Japanese and Spanish as
well as English. vary in content. Rain on the Sea (2001) [£0] narrates a
dark personal reckoning, while Holf Breed Apache (2001) [#1 ]
renders a lover’s private language.

Other net artworks relied on using the simplicity of hypertext

to emphasize relationships between sites, objects and people.

Olia Lialina's early works My Boyfriend Came Back From the War [20]
and Agatho Appears [79] made powerful identifications between
narrative and the interactive screen, telling love stories while paying
close attention to the scale of web pages and Interactivity, Will-N-
Testament (1997-present) [82], in which the artist bequeaths her
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82 Olia Lialina. WlN-Testment

online projects and possessions, reveals social and professional
1997 -presom

engagements using a single web page and hypertext. A document
of approximately fifty-six lines, in which almost every letter loads
as a separate file evincing a handmade, laboured project, Will-N-
Testament memorializes both digital assets — from the account
number of Lialina’s ICQ (an instant messaging tool) to image

files, to entire works —and the friend, family member or colleague

who will keep the work upon the artist’s death. The will operates
on at least three levels. One is a traditional story of mortality and
ageing. The second includes rhetoric of the law and property.
The third explores the artistic use of language for conceptual
ends, to vitalize or awaken a non-existent art economy: Lialina
inscribes art objects with value derived from the social or
intellectual capital her friends and colleagues bring to bear
on her work

Similarly, lsraeli-born, New York-based artist Yael Kanarek
(b. 1967) used the epistolary mode as the basis for her imagined

| Kanarek, Workd of Awe
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narrative World of Awe [831. Launched in 1995, World of Awe mixes
colourful, clean, well-executed futuristic landscapes with love letters
full of imagined visual propositions and cyborg characters, Kanarek
still publishes new parts of this immense work, texts and interfaces
that vacillate between the fantastic and otherworldly and metaphors
of the desktop, forging a hybrid, post-human vocabulary. For her
mixture of rich, personally wrought mythology and networked
platforms, she has earned the nickname of ‘the Internet’s Matthew
Barney'. and World of Awe its Cremaster.




85 Victoria Vesna in

colabaration with Robert
Nideffer, Ken Fiolds and
Nathan Freitas. Bodies

1994

Remodeliing Bodies
Bodies Inc. (1996) [83), a project by Victoria Vesna (b. 1959) in
collaboration with Robert Nideffer (interface designer), Ken
Fields (sound artist) and Nathan Freitas (programming), with
sponsorship from Viewpoint Data Labs, a maker of 3D body
models, sought to revalue and represent avatars by offering an
online marketplace within a loosely corporate structure. The
‘Inc. in the title is a pun on the many definitions of incorporated
—a company structure, without body or material substance. as
well as united within one body. Here though, the form of
economic incorparation Is closer to a net community model of
sharing and trading — nothing Is really for sale, and capital is
accumulated through usage. The web installation, with its
chatrooms and showrooms, asks viewers to assemble a body
from parts, choosing colours, textures and idealized body types.
After launching their first version of the site in 1996, Vesna and
her collaborators were Inundated with requests from various
people wanting to use the sleek bodies as avatars. Bodies Inc.
suggests that the production of self and representation on

the net can be closely linked to apparatuses of commerce

and community.

Vesna's participatory corporation is a deliberate amalogue
both of corporate marketing and development of virtual bodies
and of the mechanisms of online communities. Biotech Hobbyist
(1998) [84] is a more minimal display of similar systems. Created
by Heath Bunting and Naralie Jeremijenko, this perverse tribute
to home pages and the net's manifestations of the weird and
wonderful range of personal obsessions has a particular agenda
in the demystification of biotechnology. The site’s offerings -
which include project guides for growing one's own skin and
cloning — are meant to encourage the average hobbyist to engage
with biotechnological debates, expanding the current set of
parucipants in the field. In a manner typical of Jeremijenko’s
work, the webzine responds to the dominance of commercial
and expert voices through a low-fi. tongue-in-cheek mirroring of
their contents: it is also characteristic of Bunting’s oeuvre in its
redistribution of corporate intelligence through partisan
intervention, With faux sponsorships from biotech companies,
Biotech Hobbyist also offers a malling list, a Q&A section, editorial
and links, The project was never fully developed and has not
been maintained, but it points towards the commercial interests
leading debate and dialogue on biotechnology by incorporating
industrial information with the artists' own idiomatic marks

“th Bunting and Natalle

“Mlenko. Botech Hobbyn

While Biotech Hobbyist took on the mild character of a
curiosity-driven home page, other projects on the topic were less
neutral. Bunting's Superweed Project (1999) [87] and Critical Art
Ensemble’s series of works on biotechnology address the invasion
of farming, reproductive technologies and genetics by commercial
interests. The highly charged materials of Critical Art Ensemble's
Society of Reproductive Anachronisms and BloCom performances and
web sites, two of their many artworks and texts on the biotech
commercial complex which they call the Flesh Machine, employ
misinformation and parody, calling attention to the dissemination
of historical data about reproduction, fertility and its embrace by
companies whose commercial interests are allied with eugenics.
Superweed Project uses analogous tactics of hacking to perform an
intervention in specific biotechnology projects. Reacting to
agricultural company Monsanto’s Roundup herbicide and its plans
to develop genetically modified foods, Bunting and collaborator
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Superweed Prosect, 1999 This
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Rachel Baker held a launch at the London Institute of
Contemporary Art in early 1999, Their press release included

a dramatic quotation from American biotech activist Michael
Boorman: ‘Genetic hacker technology gives us the means to
oppose this unsafe, unnecessary and unnatural technology. | hope
that this SuperWeed Kit will empower others In their actions.
We are engaged In a blological arms race with corporate
monoculture” The kit, which does actually exist, is pictured on
the web site as an open briefcase full of different Brassica seeds
(Oilseed Rape, Wild Radish, Yellow Mustard and Shepherd's
Purse), While biotechnology generally remains in the hands of
specialists, Superweed Project centres around the internet's
capacity to share information and galvanize a particular lobby.

In fact, Superweed Project is focused on publicizing and circulating
darta, citing polls which Indicate that a large majority of British
citizens are against genetically madified plants. The seemingly
Innocuous kit, spansored by Irational.org’s Cultural Terrorism
Agency (one of Bunting's Initiatives), belies a political belief that
voices are not being heard or measured In existing democratic
processes. The development of a functional product to
counterbalance commercially produced herbicides was intended
to dramatize the fact that corporate interests have lives of their
own, often separate and immune from democratic processes,
and that to stand up to them requires elaborate. If not material,
platforms for both speech and feedback.

New Forms of Distribution

Other fragments of cultural data began to circulate in new ways
courtesy of internet tools and applications. Between 1997 and
1998, music started to emerge in new online distribution channel$
and formats, dismantling boundaries between the internet and
traditional broadcasting principles and platforms. Some of these
developments related to various artistic practices and
communities, such as those of expernimental music or micro-radio
that offered alternatives to larger-scale or even global music
enterprises. Aside from content, would-be anline broadcasters
(called 'netcasters’) really only needed encoders and servers to
set up their own radio stations, so a proliferation of new stations
soon energized the medium. On many early art radio sites from
1998 ~ including Radio 90 initially run by Heath Bunting and
colleagues at the Banff Center in Alberta. Canada, and Australian
collective Radioqualia’s Frequency Clock — the user took an active
role in programming or customizing the media play list. The fast

Viexn) Shulgin. 184 DX

pace of software development in this field, and the extraordinary
adoption of MP3 as a compact. flexible format for mass
dissemination of high-quality audio files. gave way to a number

of exciting tools for sharing and modifying music files. The
transformation of music files and their distribution on the net
constituted large-scale acts of intervention in the permission-
heavy corporate music and artistic property circuits which seek
to regulate creative use and sharing. Not only were record sales
hit significantly by internet music piracy, but communities of
alternative radio practitioners and enthusiasts were able to grow
to an extent previously impossible. As a result, a significant
number of net artists have taken to creating aural analogues of the
largely visually based experiences of the medium. One example is
Alexei Shulgin's 386 DX (1998-present) [88], a cyperpop project
that raised questions about authorship in the digital environment
and signalied Shulgin's departure from the classic netart scene.
Said to be the world's first cyperpunk rock band. 386 DX is actually
a computer, which plays songs by famous artists - including The
Sex Pistols and John Lennon — using text-to-speech software.

Sexual Personae
BRANDON (1998) by Shu Lea Cheang (b. 1954) was the first web
site to be commissioned by the Guggenheim Museum, Its title was
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Inspired by Teena Brandon, genetically a woman, who was
murdered by two local men in 1994 because she lived and loved as
a man. Brandon's story was later portrayed in the 1999 American
film Boys Don't Cry. Cheang's BRANDON explored issues of gender,
identity, crime and punishment, challenging the viewer’s |deas
through multiple interfaces. Probing text, including question-and-
answer sections and fictional narrative. was supported by various
striking Images, such as pierced nipples and tattoo-covered
bodies. It was an ambitious and International project that included
many live events and, though it is no longer avallable online, the
Theatricum Anatomicum, the Amsterdam venue where some of
the project’s performances took place, does have documentation

With its use of body parts, BRANDON shared strategies of
repetition and disassembly of bodies across virtual surfaces with
another important work of the late 1990s, Bindigirf (9] Created in
1999 by American artist Prema Murthy (b. 1969), Bindigirl s
premised on a literal pun on the notion of ‘avatar”. In an interview
published on Rhizome.org, Murthy explained: ‘Bindi is my avatar,
Not only is she my alias in the virtual world but a play on the word
[avatar) which in India means an incarnaton of a Hindu deity, the
embodiment of an archetype. In this case she is the embodiment
of the "goddess/iwhore™ archetype which has historically been

used to simplify the identity of women and their roles of power in
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71 Candy Factory and YOUNG-
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soclety, Bindigirf consists of an array of photos of the artist and
other South Asian women nude and in sexually provocative po
In each, strategically placed bindis (traditionally, the decorative
mark worn on the foreheads of Hindu women, symbolizing the
spiritual eye) superimposed on the photos, mark the private parts
of the bodies with taboo and external forms of Hindu observances
Murthy wrate in Bindi's online biography: 'Why am | confined to
this space! How and what do | need to get out of here - to go
beyond my boundaries? At first | thought technology would save
me. arm me with my weapons. Then | turned to religion. But boti
have let me down. They continue to keep me confined to my
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“proper” place” The crossing of technical and religious failures in
the feminist context helps to confront certain stereotypes

An avatar derived from a film character, Mouchette has been
evolving the web site of the same name since 1996 [92]. In the 1967
film directed by Robert Bresson, Mouchette is an angry
adolescent in the French provinces, an outcast at school and a
subject of town gossip. On the web site, the rebellious teen has
been recast as a Dutch one and, In its earliest iterations, she was
obsessed with suicide. Forever frozen as a sad-eyed thirteen-year-
old, Mouchette’s kitschy persona veers into the sensational, as
suicide and child pornography are outlined with unsettling sound
clips, innuendo and disturbing images. In this project, the field in
which an image is mechanically reproduced is a psychologically
fraught. unsettling one. Reviving a filmic personality on the web,
the site’s mysterious auteur. who only recently broke character
to identify himself, gives the neo-Mouchette a memorable.
problematic persona.

Japanese artist Takuji Kogo (b. 1965) was a collaborator on
Mouchette and uses photography and video as the bases of his
internet practice. His platform Candy Factory hosts a number of
projects that often originate with physical locations, Kogo's photos
and videos, such as Joyful (2000) (95 and What an Interesting Finger
Let Me Suck It (2001) [97], have a degree of intensity per frame
that renders them almost like slideshows. His presence as an
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95 Candy Factory, Joyful 2000
Thas projece, taken from the book
Woke Up Time by artises John Miller
and Taku|) Kogo, was shown a5 2

digital projection at Japan's Soap
Gallery (2000), as well as 3t the
Photo Festival in Arles, France
(%0 in 2000) through Candy

Factory's progect On Air Remis
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94 Candy Factory, Entangied
Semle, 1998 This 5 an entallation
view of Candy Factory's first
exhibition, which was organized by
Takuji Kogo in 1998 and took place
in Japan, Works by john Miller
(Alve with Pleature) and Mouchetts
(Fresh & Bood) were Ao exhibited

Oppesar below

97 Candy Factory and Tetsu
Takagl, What an Intereseng Fager
Let Me Sack Ir, 2001 Virtuoso
video and photographic tabilesex
are combined with ursophisticated
mternet forms. The combination of
porgeout, lush visuals with more
homespun tools it 3 signature of
Kogo's work
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internet artist derived from his interest in collaborating with o
arusts from around the world, and his projects are sometimes
supplemented with transcripts of email or media exchanges
Accumulated, the images and videos, like the gorgeous and moody
Haibeath (2002) [91], done with YOUNG-HAE CHANG HEAVY
INDUSTRIES, testify to Kogo's exceptional talent for foreboding
compaositions and atmospheres,

In varying ways, the artists considered In this chapter drew
distinctions between internet art and other practices by focusing
on its defining materials and traits, from the web browser to the
computer desktop, to the net's slippery authorial conventions,
Kogo's photographic and filmic renderings expose the net in
another way, as a delivery mechanism for rich media, a broadcast
platform not dissimilar to television. Increasingly, art of the inte
would derive from its ability, like television, to create a shared pub
space and cultural arena. Beyond the capabilities of TV, however, &
net was highly decentralized, making many forms of interaction ané
intervention possible. As will be seen in the next chapter. these
equivalences between the net and public space would motivate
some of the most interesting and highest-profile internet art
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Chapter3 Themes in Internet Art

Infowar and Tactical Media in Proctice

The 1998 instalment of the international festival Ars Electronica
revealed a truth at the heart of the internet — that beyond the
rapid flow of information and increased ease of interaction and
communication, the global economy, which was thriving in large
part thanks to the boom in the technology sector, was now
defined by information as much as if not more than by physical
commodities. The internet’s capabilities to produce, exchange
and duplicate information in largely anarchic pockets put it at the
centre of debates about economics, networks and information

The festival, which took place in September at its usual
location in Linz. Austria, represented the beginning of an intense
period in internet art discourse and production. Every year.

Ars Electronica chooses a theme around which to organize its
symposia, installations and related events. Whereas previous years
had memeorialized the expansion of net culture with optimistic
themes like "Welcome to the Wired World', ‘Endo Nano' and
'Intelligente Ambiente’, 1998 theme was the more ominous and
belligerent 'Infowar’. There were a number of spectacular, high-
profile installations and interventions presented at the festival, and
their examples deliberately blurred lines between art. activism,
parody and politics. While the ‘Infowar” symposia had been
concluded by mid-Seprember, its participants would find
themselves embroiled in a number of far-reaching events and
campaigns during the following year. These would culminate with
Toywar, which Wolfgang Stachle calied one of the ‘greatest works
of the 20th century’

‘Infowar” examined how informational. social and political
phenomena interact. Gerfried Stocker. the festival’s creative
directar, described the title's significance in an introduction
to the ‘Infowar’ mailing list




9% Electronic Disturbance
Theater, FloodNet, 1998 FlaodNet
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specific targets. Part conceptual art
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Increasingly the vital significance of the global information infrastruct
for the functioning of the international finance markets compels the 1
establishment of new strategic objectives: not obliteration, but
manipulation, not destruction, but infiltration and assimilation. 'Netwa
as the tactical deployment of information and disinformation, torgeted
the human mind. These new forms of post-ternitorial conflicts, however,
have for some ume now ceased to be the preserve of governments g (,
their ministers of war. NGOs, hackers, computer frecks in the service of
organised crime, and terrorist organisations with high-tech expertise g
now the chief octors in the cyberguerilia nightmores of national security
services and defence ministries. i
‘Infowar’ had its counterpart at the grass-roots level in the
Influential term ‘tactical media’, articulated by Geert Lovink and.
Davld Garcia in 1994, frequently used on mailing lists like Nettime,
memorialized In essays such as ‘The ABC of Tactical Media' and ‘
“The DEF of Tactical Media’, and expanded upon at the Next 5
Minutes conferences in Amsterdam. “Tactical media’ was inspired
by 1970s ‘tactical television’ practices, and in particular by French:
theoretician Michel de Certeau (1925-86), who famously used
‘tactical’ to describe the invisible practices of consumers in the
course of everyday life. Garcia explains: "We theorised that the
revolution in consumer electronics had transformed these tactics:
from invisible into visible practices. Turning tactical media into o
of the primary ways in which people were becoming the subjects
rather than simply the objects of modernity” “Tactical media’ was
an individual-centred approach to critical intervention that
utilized the capabilities of consumer devices; and it had enormous’
resonance for many artists working with emergent technologles,
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One tactical technique manifest at Ars Electronica was hacking
Hackers were set up with equipment In tents on the lawns outside
Brucknerhaus, a festival hall in Linz, where they chatted with visitors
about their ethics of anonymity, collabaration, evolving programming
standards and open-software librarles. Chiefly expert computer and
programming enthusiasts, hackers gained a sinister reputation after
several high-profile cases in which they gained unauthorized access to
systems for the purposes of corrupting data or stealing information
(these kinds of hackers are called ‘crackers’). While the general
population may have been wary of how hackers wielded their powers
to program across and beyond standard security measures, no ong
expected that an internet artist, Ricardo Dominguez (b. 1959), would
receive death threats for his Ars Electronica project. Indeed, far more
shocking than the abllity to crack certain kinds of programs were the
terrifying messages left for Dominguez in anticipation of his planned
performance with the Electronic Disturbance Theater [99]

Dominguez. who founded the Electronic Disturbance Theater
with Stefan Wray, Brett Stalbaum and Carmin Karasic, designed the
performance group as an heir to activist and theatre traditions like
those of collective Gran Fury and playwright Bertolt Brecht
respectively, Like many works of net-based performance, the
Electronic Disturbance Theater uses internet functionality to extend
the body’s field of action. Part of a widespread online campaign often
referred to as "Digital Zapatismo', Dominguez's project, called
SWARM. developed the activist vocabulary of dissent by interfering
with the web sites of Mexican President Ernest Zedillo, the Pentagon
and the Frankfurt Stock Exchange. During SWARM's designated
timeframe, a broad base of net users occupied some of the targeted
sites’ resources. Not only did Dominguez receive a menacing phone
call in his Linz hotel room warning him to stop the performance, but
the Pentagon took his project seriously, to the extent that the US
government agency released a counter-applet (applets are small
applications that run off other software, often used in conjunction
with web browsers) to neuter SWARM, However rhetorical Stocker’s
premise of ‘Infowar’ may have seemed in writing, in practice
governments and military reacted to disruptions in their online
amalogues with force. Whether the Electronic Disturbance Theater
considered the project ‘art’ was irrelevant. An acuon in the field of
mass media could not rely on the ethics of more open or more
specialized zones. like art festivals.

@TMark, in attendance to judge the prestigious InfoWeapon
award that year, used its extensive mailing lists and spotlight to raise
awareness of the campaigns and counter-strikes against the Electronic




100 Mangrel. Merape Gokd, 1998

Disturbance Theater, This alliance was followed by another
surprising gesture: the awarding of the InfoWeapon cash monies
and honours to the small Mexican town of Popotla, Twentieth
Century Fox had filmed some scenes of the blockbuster film
Titanic in Popotia, building a giant cement wall that cut the village
off from its beach, and chlorinating the crop of sea urchins that
Popotla had fished for decades. In reaction, Popotla villagers
decorated the wall with rubbish and made a media spectacle oug
of it. While Ars Electronica awarded Titanic a prize for its specia
effect techniques in the film, ©®TMark honoured Popotla for its
‘symbalic low-tech resistance to real high-tech destruction’,
The two strategies at play in this decision characterize the work
of @TMark as a whole: institutional and corporate warkings
are cracked open, and issues of capitalist ideology are addressed.
Also In attendance was Mongrel, a Britain-based collective

comprising individuals of diverse ethnic and racial backgrounds
who effectively combine these tactics to expose dynamics of race
and class. Mongrel had already gained an International reputation
from its award-winning CD-ROM of 1996 Rehearsal of Memory.
For this project Graham Harwood (b. 1960), a member of the
group, collaborated with the inmates of Ashworth Mental
Hospital to create a work about patient life using hypermedia,
in which a map of patients’ skin is linked to documentation of thelf
lives as residents at the maximum-security hospital. The work.
as described by Harwood in the CD’ liner notes, challenged
‘assumptions of normality and at the same time [confronted] us
with a clean comfortable machine filled with filth, the forbidden
and the demented, its hygienic procedures contaminated with
the effort of excluded human relations’. CD-ROMs, compact and
Inexpensive, are easily distributed and straightforward to use.
This choice of format underlined Mongrel’s deliberate use of
‘machines’; in Rehearsal of Memory, computer technology and
production opened the doors and windows of a maximume
security hospital.

Mongrel's work took an impaortant turn when the group bega
to make software and web sites, debuting Heritage Gold [ 100]
freeware in 1998, Heritage Gold, part of Mongrel's Ars Electronica
installation, National Heritoge. found inspiration in Adobe
Photoshop and questioned the supposedly neutral operations of
graphics tools by creating an image-manipulation tool rich with
class and race mechanisms, Instead of choosing colours from a
palette - blue, green or cyan, for example ~ users would select
from categories such as Caucasian, Black and Japanese, The
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commands of Photoshop had themselves been Photoshopped,
cosmetically changed to reveal an ideological basis for image
production and manipulation, National Heritage consisted of a
gallery installation of faces of varied ethnicities, sewn masks and
appendages called Colour Separation, street posters and a
newspaper. In an interview with Matthew Fuller, London-based
Mongrel member Richard Pierre-Davis (b, 1965) explained his
view of the confrontational mask images: 'l believe the mask to b
one of the most defining aspect[s] of the whole project in more
ways than one: the masks represent the mask that | always have g
wear at the point of entry into Britain, It represents the mask
| wear repeatedly as | go about my everyday activities in this lovely
multicultural state.... And then it also represent[s] the mask that,
mongrel has to wear in sourcing resources for this project. So you!
see the whole National Heritage project is a constitution of the
mask’ Mongrel's Matsuko Yokokoji (b. 1960) and Graham
Harwood noted that the presentation of distinct and more racially
ambiguous visages in Colour Separation shows how easily Heritage
Gold's mixing capabilities could suspend distinct racial categories
into malleable data. Predicting - in tongue-in-cheek tone — a "huyj
demand in the West for this software’, they described Heritage
Gold as part of a '[struggle] to find images that deal with the
complexities of the kind of lives we are living now. There is no
longer black or white,..

Harwood did more than extend the lineage of Identity art
palitics into the net art sphere. He also described the
philosophical stakes of technoart festivals and discourse:

Now, dominant racial and cultural groups in society act as audience

to their own techno-cultural-media product. Bleached images of self
congratulatory ritualised distoncing, symbolically install these groups as
the right people to control, restrict, and censor Cybertand. Digital cloni
has helped call into question accepted notions of originality and genius,
allowing a re-evaluation of the codes of culturol production — just so k
as this does not include the filth of uncom{fortable social relations.
Given the racialisation and elitism of mast electronic art events,
attendees might still think thot underneath they're oll still loveable. The
multicultural lets-get-on-with-each-other-and-get-happy number has for
a long time been one of the main tactics for hiding hard, difficult debate™
under o sixties-style love-in, Mongrel cultures hove come too long o way
In intellectual rigour to be fobbed off with o flawer pushed up the barrel
of their gun.This is as the ‘Infowar' leaflet says ‘a battle in which the
power of knowledge is managed as a profitable monopoly’. Societies
seem to have learnt nathing from the tragedies of this century
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[the twentieth century] that have been co-founded by the mifitary
technologies from which new media rises.Are we about to remake the
cultural spaces for the arms dealer class that profited before from war,
slavery, migrant-labour, poverty, death, and disease? Or are we to dirty
up their future and comphicate their desires w th filth?

In conjunction with the storm of events around the Electronic
Disturbance Theater, the impact of Mongrel's inswllation and the
declarations of its members heightened the sense that new
technologles provided strategies for realizing agitational goals.

Over the next fifteen months, the face-to-face encounter at
Ars Electronica 1998 between ®TMark and etoy, the largely Swiss
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troupe that parodied dotcom brands, would prove central to the
high-profile tactical media event known as Toywar [102]. Toywor wag
the web site headquarters for a defensive campaign resulting from
a legal dispute between etoy, which had been online since 1995, :
and eToys, a relatively new dotcom business, which aimed to
dominate the online children’s toy market. The latter used Its
substantial financial resources to sue etoy for its domain name,
alleging that etoy's site contained ‘pornographic and anarchic’
content that threatened its business. The lawyers of eToys were
successful in this regard, and at one point a court injunction shug
down the etoy web site. Etoy solicited the support of 8 TMark,
THE THING. Rhizome.org and other lists: ®TMark assumed a
leadership role and, following the call issued by etoy's Reinhold
Grether for a ‘new toy' to fight eToys, designed a game-esque
campaign called The Twelve Days of Christmas. Gameplay Included
Electronic Disturbance Theater's FloodNet [99] applet, as well as
emalls, postings on the financial message boards about the
debacle, all seeking to interrupt the toy-seller's web site and
reputation during the busiest sales period of the year. The resul

though it would be specious to ascribe them solely to the blitz of
The Twelve Days of Christmas, were dramatic: following the
Involvement of thousands of ocutraged participants. the inflated
price of eToys' stock fell by more than forty per cent. its web site
was slowed for a time, and Toywar received enormous publicity
from around the world. The bubble of the internet market was
collapsing, and eToys declared bankruptcy after the lawsuit against
etoy was resolved

Of course, by posturing as corporations, sending out press
releases and courting media attention, etoy and ®TMark were
using some of the very material they wished to critique, and
Toywar highlighted some of the paradoxes of politically
progressive, parodic work. Acknowledging these paradoxes,
focusing on the often hilarious transgressions and interchanges
made possible by such positions, is part of their works’ appeal
It seemed that while eToys exercised the legal rights granted to
corporations in the United States, artists and like-minded people
were also capable of media manipulation or the tactical use of
media to create self-conscious, grass-roots, multl-faceted
analogues of corporate power. That Toywor, despite its very real
legal stakes and the substantial monies involved, was called a
‘game’ by its producers suggests a new dimension to art practices
brought on by internet technologies. Using the premise of fighting
against an enemy and defending space, as well as the FloodNet
applet, and an element of performance, tactcal media asserted
itself as a method for seizing or reclaiming public space.

Toywor was an exhilarating and empowering struggle, but net
art communities had been devastated by a more serious conflict
in the spring of 1999: the NATO bambing of Kosovo. The notable
absence of Yugoslavia-based participants on lists such as Nettime
and especially Syndicate (its focus was on Eastern Europe) was
accompanied by emails from those who still had internet access,
full of desperation, fear and anger, as well as by documentation of
the damage to infrastructure and civilian targets. While concern
for friends and colleagues was paramount, the negative effect of
the NATO campaigns on internet capabllities and independent
media also became a topic for discussion. As Geert Lovink wrote
about the silenced voices from Southeast Europe: "Small media
may be “tactical”, but they are also easy to shut down’ Though the
initial response among most communities was to share
information and create possibilities for independent reporung, like
the hosting of the B92 Radio Station (based in the former
Yugosiavia) on Real Audio servers, artists also began to make
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works in response. Net projects about the 1999 bombing varied
from theatrical works like Teo Spiller's | Was a Soidier on Kosovo to
histarically based works such as Miklos Legrady's Krematorium.
German artist Trebor Scholz’s 79 Days (started in 2001, although
the web site was not launched untll 2003) | 103) consists of photas
and videos of Yugoslavians presented without descriptive contex:
with hyperlinks conducting live image searches relating to various
aspects of war. The artwork compares media debris about the
war, likely culled from news sites, with Scholz’s beautifully shot,
high-resolution documentation of post-1999 Kosovo,

The reactions to the bambing of Kasovo and to Toywar were
not the only efforts to make use of the mechanisms of new media
forms. Many protestors, including those who participated in the
1999 Battle of Seattle (part of a protest against the Warld Trade
Organization), mobilized via the internet to oppose International
Monetary Fund and World Bank policies towards the debts of
struggling countries. This widescale maobilization online for offii
protests, of which Toywar was one example, set |eftist advocates
against stalwarts of the established marketplace and world ordes
These conflicts were elaborated in several instances as infowars,

Turn of the Millennium, War ond the Dotcom Crash

In previous chapters we saw the emergence of discursive models,
such as mailing lists, bulletin board systems and conferences that
helped internet artists to build and sustain vital networks outside
the art world and to generate fruitful relationships with both
audiences and each other. A sense of autonomy or ‘productive
marginality’, as Rhizome.org founder Mark Tribe called it, and the

practice of ‘dialogue through work, as well as through
communication’, were central to the classical netart scene.
evident in Net Criticism Juke Bax (3] or the Mr, Net Art competition
[51], The netart community had maintained a general sense of
intimacy and trust for several years. Vuk Cosic knew critic
Josephine Bosma: Bosma knew Olia Lialina; Lialina knew and had
collaborated with Heath Bunting, Colleagues, regardless of their
opinions or behaviour, were just an emall away, and likely to be
seen ata festival in the near future. But as the internet expanded
exponentially, and as participants found themselves in different
places in their lives, perhaps with children, consumed by other
events, as many were by the war in Yugosiavia, or by more
demanding personal responsibilities offline, this sense of
community began to give way, In an essay ‘netart Year in Review:
State of netart 99" for the net culture journal Switch, artist and
programmer Alexander Galloway noted formal shifts, writing that
‘netart’, the genre best known by the work of Vuk Cosic, Heath
Bunting and Olia Lialina, was dead. Endorsing this view was a
quotation from German net art historian Tilman Baumgartel, who
had written as early as 1998 that ‘the first formative period of net
culture seems to be over’

As the millennium came to a close, many levels of change were
afoor. For a start. there was evidence of growing institutional
interest in netart. In 1999 the ZKM mounted its substantial
‘net_condition’ show, and Tate Britain and Tate Modern began
commissioning net art. New York's Whitney Museum of American
Art hired digital culture magazine Intefligent Agent founder
Christiane Paul as an adjunct new media art curator. and
announced that net art would be In the 2000 Biennial ‘010101:
Art in Technological Times' was scheduled by the San Francisco
Museum of Modern Art to open in 2001, The Guggenheim
Museum also commissioned online art and began its valuable
‘vartable media initiative’, In which curator Jon Ippolito considered
how to preserve and conserve ephemeral and contingent new
media and conceptual artworks, Yuk Cosic, practically a folk hero
in Slovenia, was selected as the country’s representative at the
Venice Biennale. Meanwhile, several years of optimistic internet
culture had produced anather kind of aura for net-based art
Dotcom design shops seeking to create more sophisticated or
innovative sites for clients, began to support ‘research and
development’ projects that were also considerad art. As demand
for web sites on the part of most businesses increased, so did the
status of interactive design, At the same ume, production tools




and coding standards became more sophisticated. While not
everyone embraced high-production-value aesthetics, internet
art’s formal scope benefited from the new levels of expertise
decor. Finally, Internet traffic and popularity were clearly on the
rise: data at statistics web site Zakon.org maintains that the web
hosted five million sites in 1998 and, by the end of 2000, there
were more than six times that number, over thirty million
registered web sites. There were simply a lot more people onli
interested in new media art, from college graduates who had
studied new media art at programmes started in the mid-1990s,
to computer-engineering professionals. who decided to bring
their methodologies and skills in art production to legions of
self-taught ‘netheads”.
Still, even such expansive usage did not make it easier for
independent new media arganizations to succeed financially in
America. They consistently struggled to develop viable econo
models, and ada’web, which eventually came into the America
Online portfolio, was shut down in 1998. Early portal projects like
artnetweb, which had gone online in 1995, ran out of gas in arour
1999. Non-profit platforms Rhizome.org and Turbulence.org
struggled to secure funding from granting institutions, During the
same period, in parts of Europe and Asia, new organizations
received governmental support. and platforms multiplied. CRUMB Macio] Wisnleweski. was the product of a particular technological constraint fow bandwidth,
and Cream were two new, European publications about inte : * Moces. 2002 Netart is low bandwidth through and through We see it inASCil art,
art. In Delhi, India, a new media centre called Saral, operating wit form art, HTML conceptualism ~ anything that can fit easily through o
the Waag Society and the Australian Network for Art and modem.As computers and bandwidth improve, the primary physical
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Technology, launched in 2001, Founded by a number of filmmake reality that governed the oesthetic space of net.art begins to fall away.
and researchers, the centre hosts events and classes, publishes Today, plug-ins and Java ore good.And software trumps them both.
books of research, and runs a number of emall lists focused on Galloway's analysis was borne out in the work produced by a
new technologies, images, radio and ethnographic topics. new wave of net artists who drew from software engineering,

Responses to the broadened climate varied. While some game design and the free-software movement. Skilled
critics and artists would argue that the ughtly knit communities 8 programmer Macie) Wisniewski has taken the legacy of browser
the 19905 had disappeared, leaving watered-down versions in art such as The Web Stalker into multiple dimensions. One of the
their stead, others embraced more expansive and developed artist’s projects in this vein was Netomat, which debuted in an
forms of programming. along with the challenges of maintaining early form at Postmasters Gallery in 1999. Netomat took words

and nurturing more diverse and populous communities. Not only typed by the viewer and searched the internet for relevant text,
had the audiences increased exponentially. but more sophisticates images and audio, flowing the results onto the screen without any
methods and resources for programming had evolved too. In adherence to traditional page format. While The Web Stalker 1s
‘netart Year in Review: State of netart 99', Galloway observed: typically considered to have changed the way users looked at

People want more than email. They want new interfaces They want kill browsers and web sites as whole entities, Netomat treated the

apps [an opplication superior to others in its genre]. They want to Internet as a highly visual and multimedia economy from which

escape the offline. All art media involve constraints, and through these one could gather elements and reorganize them independently.
constraints creativity s born, Net.art (the jodi-vuk-shulgin-bunting style Instant Places (2002) [ 104], which is akin to a game-cum
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-communication platform, is another project by Wisniewski,
It worked by connecting dispersed so-called 'data places’ (differes
computers connected to the network) to form a matrix that was
free from the constraints of geography, time and place. Instant
Places featured predators (hawks) and prey (mice), which were
able to move between different data places and communicated
via instant messaging — enabling them to recognize each other
and gauge movement, distance and shape.

Data Visuatization and Databases

Scrutinizing access and gathering of materials was one dimension
of an important work called Life_Sharing (2001) [105] created by
Q100101110101101.ORG and commissioned by new media curatg
Steve Dietz at the Walker Art Center's Gallery 9 in Minneapolis,
Minnesota, Its title Is a play on the term ‘file sharing’, in which
parts of a hard drive are made avallable over an Internet
connection (many music-sharing applications rely on this
technology). The project turned 0100101110101101.ORG's sh
computers into an open "server’, or a computer accessible across
the internet with no passwords or verifications needed,
Circumventing the entrenched protocols of navigating a web site
{and not engaging directly with its raw contents and the authors
behind it), the collective adopted an aesthetic that left far lessto
the imagination, stating that "the idea of privacy is obsolete’. A
novel format for psychic autoblography (the project derives from
the personal indexes of 0100101110101101. ORG's participants),
Life_Sharing made available all kinds of computer data and
documentation, from their net artworks to personal forms and
email, In Life_Sharing, the artists designate the ever-replenishing
documents and data as reflections of self and as art objects:

With a computer one shares time, one's space, one’s memory, and ane's
projects, but most of all one shares personal relationships. ... Getting
free access to someone’s computer is the same as getting occess to his
or her culture. We are not interested in the foct that a user can ‘study
0100101110101101.0RG’s personality’; rather, in the sharing of
resources, it's a matter of politics more than of ‘psychology”.... It is not
only a show. It’s not ke Jooking at Jennicam [a well-known web site,
started in 1996, in which a young American woman lets a web cam
record her every domestic oction].The user can utilize what he finds it
our computer. Not only documents and software, but also the
mechanisms thot rule end maintain 010010111010110 1 .ORG:the
relations with the Net; the strategies; the toctics ond the tricks; the
contocts with institutions; occess to funds; the flow of money that comes Inng, 2004

""00101110101101.0RG,

in and goes out All must be shared so that the user has a precedent to
study, From this learning, concrete knowfedge — that is normally
considered ‘private’— can be transformed into a weopon, a tool that
can be reused.

0100101110101101. ORG's supposition that its computers’
contents, framed by ideclogical intent, could be viewed, reused
and deployed suggests thar, for its members, human psyches,
experiences and bodies can be reflected at least in part in data,
and that they are indeed themselves aggregations of data. The
theatricalization of a private computer’s contents and workings is
one example of a wider phenomenon — the theatricalization of all
spaces, which has been developing via the rise of entertinment
culture and the expansion of television media over the last forty
years. Since the 1960s, a significant body of artwork in which
media attention Is a focus has elaborated on these themes, In fact,
0100101110101101.ORG’s contention that ‘privacy is obsolete’ has
an analogue in Valle Export’s Touch Cinema (1968) [166], in which
the arust walked around Vienna with curtains covering her
breasts and encouraged passers-by to reach in and touch them,
Export, who called Touch Cinema ‘an expanded movie', sought to
question the boundary between public and private space, as well
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106 Valie Export. Towch Cnema
1968, By waing her broasts and

a wmple curtain to persandy,
dramatically. the dynamecs of dm
consumpnion, Export also allides
to the functions of identification
and sell.expresuion Ina
contermporary progoct that

also creates an equevalence
between media and sell
100101110101101 ORG rmakes
its hard drive, replote with email
and prvate filex. accersible

to all users

as the one-way structure of film, In Life_Sharing, this boundary is

replaced with communication technologies, as file sharing and
email both become entry-paints into the work

Self-reflection through the aesthetics of a medium & la Export
is now well known via the contemporary popularity of reality
television around the world. In Life_Sharing, a work in the reality-
internet genre, the vérité of everyday functions (emall, file
organization and documents) gives birth to a new form of medial
recording and what Ursula Frohne calls the ‘'media mise en scéne’,
Indeed, for those who understand the premise of Life_Sharing,
notion of voyeurism conditions many of the interactions one has
while perusing the 0100101110101101,ORG web site. Granted,
0100101110101101.ORG is not conducting the kind of behaviour
seen on most reality TV shows, nor is the user seeing televised

images, However, the group's dissolution of the lines between
colleague and spectator, participant and monitor, and public
and private activity (such as email) in the name of transparency.
Is a politicized strategy, one akin to the open-source aversion
to users’ privately owned locked software. Those who do not
want to comply with the stage that is the 0100101110101101 ORG"
site have no choice, however, although they are given oblique
warnings in pop-up windows that preface the site
0100101110101101,ORG members might argue that the
internalization and permanence of abservation now native to

Amy Alexander, bOumnaudn
WEart seemed to move
f the monitor after 2000
e by the show' put on
Tt usng search engines
o the wearch angme
mputer program that
fomasically) are daplayed
nly animating pattorms
tht and sound’

Alexander's work used

their web site Is in line with standard security and datavelllance and spactacle to bring

conditions on the internet. tices to lite

"ation of a quotiduan online

Mediated information’s porous, reflective and abstract
qualities, and its role in shaping the subjective experience, forms
a field of internet art loosely know as "data visualization', The
reshaping of information has been a motif for many decades in
advanced art-making. Artists such as Hans Haacke, Lynda Benglis
(b. 1941), Richard Serra (b. 1939) and Martha Rosler (b. 1943) offer
rich legacies in this regard. While Haacke made work pointing to
the interrelations of matter, social relations and technology. Serra
and Benglis communicated the processional, flawed and transitory
aspects of changes in form in works such as Serra’s Props series of
the late 1960s or Benglis's For Carl Andre of 1970, Rosler’s work is
particularly relevant in the ways it manifests the dubious nature of
any given medium’s "truth value'. The Bowery inTwo Inadequate
Descriptive Systems, an important project by Rosler from 1974-75.
used photos and text to point out and elide stereotypes of
documenting the economically disenfranchised. The codes of
documentary, text and image in that work are themselves subject
to broader power imbalances. The areas of interest of these
artists have countless online analogues. and one of the dominant
concerns for many new media artists was how new technologies
might commodify or neutralize various diversities of information

In early 1997, arust and engineer Natalie Jeremijenko asserted

the connection between technology and the body politicina
lecture called ‘Database Politics’ at the Museum of Modern Art
in New York:

Technologies are tangible social relations. That said, technologies can
therefore be used to moke sociol relotions tangible. Technologies create




108 Coco Fusco and Ricardo
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the material conditions within which we work, and imagine ourselves
and our identities. | em concerned with how technology is developed
within o context where overarching priority is given to formol systems
aover content, and where the complicating and politicizing projects of
postmodernity are marginalized. | am interested in the eprstemological
work of current technologies, This includes what gets technological
attention and what does not, what gets counted, and what gets left out.
What is the poliucal fabric of the information age? And whot
interventions can be made in a place where economics pets equated
with politics, where diversity is rendered in homogeneous database
fields, and where consumption forms identity?

Jeremijenko’s observations that most of the applied

organizational systems of the information age involve databases off

structures contingent on broader political and social codes is o
made evident in works of data visualization. Some of the best new.
media work in this vein calls attention to the non-neutrality and
often arbitrary nature of information

In the same way that an installation creates a particular contex!

for reflection, the internet’s limits construct refationships be
users and the medium. Mongrel's Natural Selection, a search tool,
storyboards these constructed relationships. The project evolved
out of the group's observations that the net. with its unrestricted
access and capacity for self-publishing. was a magnet for
propaganda, in particular material promoting racial stereotypes
and other offensive race-related texts and images. Mongrel
members Graham Harwood and Matthew Fuller set out to smash
this trend. In Matthew Fuller’s words, the project offers a fresh

approach to tackling one of the net's most notorious scourges
‘Along with porn, one of the twin spectres of “evil” an the
Internet is access to neo-Nazi and racist material on the web
Successive governments have tried censorship and falled, This Is
another approach ~ ridicule’ If one uses Notural Selection to
perform a web search, entering words without racial inflections
like ‘spaceship’ or *doughnut’, one gets standard search engine
results of web pages, If one enters a racially charged word like
‘Nazi’ the results appear standard, but if users click onto one
of these pages, they will be confronted with very different and
unexpected materials, such as web sites on sexual fetishes.
Mongrel's mockery of racist publications dramatizes three kinds
of web fallures: that of the net as a utopian zone: that of search
engines as consistent and neutral tools; and that of the internet’s
(often unwitting) hosting of the language of racial stereotypes.
New Zealander-born artist Josh On (b. 1972) and San
Francisco design shop Futurefarmers render visible several usually
mystified and invisible relationships between power and
information in the project They Rule (2001) [ 105]. Opening with a
simple animation, They Rule allows users to see the names of
members of the boards of some of the world's biggest companies,
and creates diagrams of their interrelationships — showing, for
example, that former American senator Sam Nunn sits on the
boards of Texaco. Dell and Coca Cola. Links to additional
databases on the web reveal the political donations Nunn has
made over the past years, and maps reveal his web of social and
professional refationships. Another diagram from They Rule called
Pharm & Finances reveals that pharmaceutical glant Merck and
investment bank |P Morgan Chase share two board members,
The rigorous, specialized diagramming and quantification
executed in a palette of soft greys, incorporating small icons like
office chairs and briefcases, bear a strong resemblance in scale and
style to drawings by American artist Mark Lombardi (1951-2000),
who chartered suspicious ties connecting scandals, government
officials and big business. They are also reminiscent of corporate
diagrams or flowcharts - precisely the kind of imperatves that are
designed to effect change, reshape experiences and control
representation. Underwriting On's work technically was a
database of information about corporate board members.
A 'database’ is a program, usually searchable. that allows users
to mix and match information from different categories called
‘fields’, and a number of artsts have produced work using
databases as either a metaphor, subject or medium




Lev Manovich has argued in The Languoge of New Media that
the database Is a dominant new media form:
The most obvious examples are popular multimedia encyclopedios,
collections by definition, as well as other commercial CD-ROM (or DVD)
that feature collections of recipes, quotations, photographs, and so on, .,
As defined by original HTML, aWeb page is o sequential list of separata

109 Josh On and
Futurefarmers. They fide. 2001 elements — text blocks, images, digital video chips, and links to other
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vievad itams
Index

pages....As @ result, most Web pages are collections of separate
elements. .. A site of @ major search engine is a callection of numerous
links to other sites {along with a search function of course).A site of
aWeb-based TV or radio station offers a collection of wdeo or audio
programs along with the option o isten to the current broadcast, but
this current progrom is just one choice among many other programs
stored on the site. Thus the troditional broadcasting experience, which
consists solely of o reaktime transmission, becomes just one element in
a collection of options
Manovich adds that. because the web is always changing,

diminishing and growing, its capability as a database far outweighs
its narrative-orientated qualities. The net's rate of change, growth
and depletion forms the basis of 111 (2) (1999/2001) [11-113, a
work of data visualzation by Swedish-born artist Lisa Jevbratt (b.
1967). I:1 (2) pictorializes sections of the internet by using IP
numbers, the unique numerical addresses given to registered
computers connected to the net. The work comprises five
iterations — Migration’, ‘Hierarchical’, ‘Random’, ‘Every’ and
‘Excursion’ - and every visualization contains thousands of data
points, in which each registered computer is represented by one
such element. Jevbratt explains how she used software programs
called ‘crawlers’ to aggregate the data and compose the interface:



Right
1 Lisa Jevbrate (1) (2)
Interfsce: ‘Every’, 19992001, Thore
are two varsions of this progect

one dating from 1999 and anothar
from 2001 - both of which can now
be viewod simultanecusly an split
screens (as in this illustration). All
web sites hawe an Internet Protocol
(1P} address, consisting of several
numbers. which together make up
the web’s numerical space. Using 2
database of IP addresses compded by
research group C5. member Jevbeatt
has created five visualizanons of the
web's antire numerical territory
The pictures work by ueng
colous-coded pixelt to repeesent IP
addresses, which & user can then
accens by clicking

Below
112 Lisa Jevbratt |/ (1)~
Interface: ‘Hierarchical’. 19992001

Lina Jevbrate, 1) (2) -
e ‘Migration’, 199972001
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“The crawlers don't start on the first address going to the end:
instead they search selected samples of all the numbers, slowly
zooming in on the numerical spectrum. Because of the Interlaced
nature of the search, the database could in itself at any given point
be considered a snapshot or portrait of the web, revealing not a
slice but an image of the web, with increasing resolution. There is
an impossible quality to this affecting work, akin to the futility with
which John Simon’s Every lcon inches towards the wholeness of
manifesting every imaginable icon only to be constantly marked
by incompletion. In the case of Jevbratt’s work, the interface to
the internet becomes the internet itself. The ratio indicated by
the title, a pixel for each web address, results in a highly dense
field, ylelding somewhat insoluble results. The scale of the web
and the pixel are balanced in an uncomfortable tension. In the
‘Every’ iteration of /:] (2}, a landscape emerges and the work
tends towards the imagistic and representational, According to
Jevbratt: ‘The variations in the complexity of the striation patterns
are indicative of the numerical distribution of web sites over the
available spectrum, Larger gaps in the numerical space Indicate

an uneven and varied topography, while smoother color
transitions and more consistent layers are indicative of

“alluvial”, or sedimentary, flat-lands in the web’s IP space.

In the work Anemone (1999) [ 115, artst Benjamin Fry (b. 1975)
uses organic visual metaphors to represent web traffic on a given
hub. creating an analogy between natural systems and online
Information sets. A simllar wark by Fry is Volence (1999) [11s),
which takes information-rich objects, such as books or web sites,
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117 MTAA (Mark River and and visualizes individual pieces of information, based on how they:

m‘m:’:‘(’;:’x:‘:;'f" Interact with each other, The data-visualization software reads a

2002 text and connects each word by lines in a three-dimensional
format. The more often a word appears, the further away it is
placed from the diagram’s centre. In this way, Valence is able to
provide a general overview of the structure of information in any
given text. highlighting. as Christiane Paul points out. "relationshig
between data elements that might not be immediately obvious,
and that exist beneath the surface of what we usually perceive’.

Other database-driven compositions are based on chance. In’

a work indebted to John Cage’s scores of random sounds, Random
Access Mortality (2002) [ 117) by American duo Mark River and Tim'
Whidden (who work under the name MTAA), songs by the band
The White Stripes are divided into samples equal to one
revolution of a 45 RPM record. These 1.33-second clips can be
listened to individually, or every sample from the song can be
heard in a random sequence, so that what was once a fairly
harmonious and cogent narrative is synthesized to become
something that seems full of more diverse and unrelated contents
The reverberations between the musical scraps and the original
song suggest a stifling of a media form (music) by database meanss

Games

Though few other projects shared the high economic stakes of
1999's Toywar campaign, gaming has developed into a lively and
varied field of artistic practice. Besides their potential for fun,

144

Hatalie Bookehin
for 1999

+

games had attractive, colourful surfaces, offered role-playing
opportunities and dramatic narrative possibilities, and also
boasted show-stopping architectural spaces, the cutting edge
of three-dimensional digital design. Game enviranments in fact
crystallize some of internet art's most distinctive characteristics,
chief among them interactivity: a game licerally depends ona
player. Creativity is also vital, as the hacks and additions players
make and share within their communities comprise a significant
part of game culture. In these open games, participants’ own
innovation is encouraged. and users are expected to come to
their own conclusions about a game’s successes and failures
These ideas exist within both the open-software movement and
new media art communities that encourage feedback and popular,
critical discourse. Finally, game art explains a mode of spatially
based narrative that inflects many online experiences. As Lev
Manovich writes in The Language of New Media, 'In most games,
narrative and time are equated with movement through 3-D
space, progression through rooms, levels or words. In contrast to
modern literature, theater and cinema, which are built around
psychological tensions between characters and movement in
psychological space. these computer games return us to ancient
forms of narrative in which the plot is driven by the spatial
movement of the main hero, traveling through distant lands to
save the princess, to find the treasure, to defeat the dragon. and
so on. Internet artists often deployed these forms and internal
strategies of games to disseminate images or ideas.

In Natalie Bookchin's The Intruder (1999) [1a], a story by
Argentinian writer Jorge Luls Borges is propelled by the playing
of various seminal game models, from Pong to war simulations.
The user listening to the audio file that narrates the short story




119 Paul Johnson, Green +2.0.
2002 This piece. which mchudes
artht.crested games and artfully
presented hurdware, I not

Intermet art per 1e. but nonetheless
exempidies the growing acceptance

of technoart and gaming In the

art world

must be an active participant, catching, shooting and so an, in
order to hear the next instalment of the story of two brothers
who love the same woman. Part game history, part experiment in
applying physical relationships to words, The Intruder enriches the
communication and literary palettes of games

Commercial games, such as those for Sony Playstation or
Microsoft X-Box, rely on teams of programmers, designers and
producers, and require significant investment to be developed
Artists and gamers began to explore and domesticate their often
astonishing formal backdrops and internal contents in a field of
activity called modification, or 'mods’. Visible forms of
intervention include the patch, in which one can change the
appearance of a game's character and its texture maps
(or backgrounds). These and other mods sometimes acted as
forms of eritique, material methods for diversifying a game's
politics or its visual aspects. American artist, curator, writer and
gamer Anne-Marie Schleiner (b 1970) described these possibilities
inan interview in 1999: 'l am Interested in the notion of art as
culture hacking, art with a critical agenda that seeps outside the
boundaries of prescribed art audiences and engages itself with a
broader public (i.e. the gaming public). Art that finds cracks in the
code and hacks into foreign systems. | also want to invite a cross-
pollimation of gaming and art strategies by providing artists with
tools and techniques developed by game hackers and exhibiting
game patches created by gamers as art”
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Indeed, on Schleiner’s web site her own work and curatorial
projects are creative engagements with typical gender ideologies
and xenophobia of games. Her Anime Noir-Ployskins (2002),
developed with Melinda Klayman, embraces the hybrid forms and
characters of Japanese onime and rewards players for flirtation

Eddo Storn, Shed Attack

; Stern's digital videos are
phled from computer games
» Nuclear Strike, Dolts Force
cttiers, and are significant

cornet art hstory for thelr

and mutual sex-positive interactions, assailing the sexism or ccispation with recreational,
homogeneous nrrativesof standird gaming fre. I ‘Cracking g

the Maze' [122), an exhibition organized by Schleiner, artist Sonya cerns that intersect
Roberts made Quake players into buff, tough ‘frag’ queens wilect one anachier i

gmporary technoart

(a play on drag queens), who seem sufficiently physically endowed
to prevail In any match. Also in the exhibition was Parangari Cuti
Epileptic Virus Patch for Marathon Infinity, a shooter game: in the :
altered version, fluorescent pulsating pixels and strobe lights refleg
a player weakened by overload and exhaustion, Because gaming
culture has thriving subcultures in the exchange of patches, texturel
and other graphics, the works enter into wider populations and
discourses, and do not remain ironic or stagnant displays. On a
more recent exhibition exploring erotic games and digital art. 'Snoy
Blossom House'", Schleiner notes: 'l included screenshots of gay
lesbian movies made with nude Sims Skins, Gaming has become
a digital folk art medium. Within their online communities, game
play the roles of critics, curators, and artists, distributing their o
game mods and collecting and reviewing others

Los Angeles-based artist Eddo Stern (b, 1972) endowed game
narratives with political realism in his digital video Sheik Attack
(2000) [ 124}, in which gaming’s shared edges with desktop violen
and combat coexist in a work based on documented events from

the Israeli-Palestinian conflict. Stern’s Summons to Surrender (2000)
is an experiment in narrative intervention, Using the online
communities of three medieval-themed games, Sony's EverQuest,
Microsoft’s Asheron's Call and Electronic Arts’ Ultima Online,
Stern inserted computer-controlled game characters, using the
game world as a live performance space. streaming the game
actions online, and offering ‘free’ use of shared characters. Stern
says this ‘may appear like quixotic pleas for agency from an
enthralled fan.... But these actions also serve to hijack the game’s
space and context and assert a newfound public space for street
performance’ A cyberpunk-inspired project, Summons to Surrender
Pomte introduces sci-fi allusions, alternative interactions and a model of
- Sushi Gt Opponent resistance into the nostalgically medieval and homogeneous
! 2 utopian backdrop of those games,
Enemy encounters take a more theoretical turn in Trigger Happy
(1998) [125] by British duo Thomson & Craighead. Jon Thomson
(b. 1969) and Alison Craighead (b. 1971) developed a version of the
1978 Space Invaders. a classic among video games, in which the
invading enemy is not an alien force, but rather quotatians from

113 Melinda Klayman. Sty
Fight, 2001 Part of the exhibition
Snow Blossom House', curated by

Anne-Marie Schleiner, Sushi Fight
chars a2 smshe pirfs increasingly
difficult battle aganat various ses
creatures with 3 magic flower a1
her only weapon. The player makes
the pri grow i he or she artacks
the opponent at the rght time by
cheking on the flower. but losing

¥ point makes the sea creature
Increase in size

Michel Foucault’s essay ‘What is an Author?' from 1969. The game
challenges the players’ attention spans by forcing a dilemma
between reading the quotes and preserving one's safety amid
dropping bombs while shooting at them (it proves very hard to do
both). Hypertext links deriving from the quotations at the top of
the screen distract even further. British writer ). |. King wrote
about this frenzied environment as a comment on the attention
strategies required by contemporary technologies: 'Trigger Happy is




e o @ Trigger Happy. Thomson & Cralghead coming from the point of view of a young black male trying to

[' Back o Trigeer Moy

survive inner city life in the nineties, hence the name.. .. You
Y

choose one of the stereotyped characters, after which you

proceed to battle the forces of evil that plot to convict or
appea[ence eliminate you from the streets. It also alms to encourage the black
' ) community through game culture that it is possible to break into
different areas apart from music, and create games that have got
some thing to say. If many games rely on stereotypes and

exemplary historical conflicts for their premise, as BlackLash did,

Lohall not offer here a soclohistorical analysts of the author's Jodi.org’s SOD (1999) radically modified the classic computer game
personna For the moment | want to deal golely with the relationship ishi <
botweon lext and author and with the manner in which the text Castle Wolfenstein, establishing abstracted spaces for gaming,

‘;’)1:)‘::‘(“'? l:'w. “figure = that at least in s outside M and With a jaunty score and limited palette of grey, black and white,

the game space at first appears approachable. However, within the
minimal environment it is difficult to ascertain the targets one is
supposed to shoot, and easy to get lost in its disorientating,
Kafka-esque space, Combining confusion, Interactivity and a

simple graphic environment, SOD hints at private emotions, all

. “ “ . the while taking gaming back to its more primitive, computerized
core, The ways in which artists have worked with games — creating
new material for free widescale distribution into communities

E/ with feedback channels, and inflecting existung games with more
personal and political and less homogenized content — have helped

! larret one

125 Thomson & Craighoad gesturing towards the basis of a future information economy,
Trgger Hapipy, 1998

Mongrel. Mocklosh, 1958 o pdeUCE a new dimension to an existing entertainment sector.
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thinking, may be those which in generating attention and catching

the gaze, can take the reader’s finger off the trigger’ The player
must destroy a quotation from Foucault's text about subject
positions among writers, texts and readers, or face destruction
by that text. Indeed, by configuring the game in this way, the artists
establish an homologous relationship between the fictional
opponents of gaming, and the tensile relationships of artist and
viewer, or artist and player. to which Foucault’s essay alludes
In Trigger Hoppy. resolution between these subject positions
seems impossible: the most appealing possibility is to play
another round

Mongrel's BlackLosh (1998) [124], which also appeared in the
‘Cracking the Maze' exhibition, was a web-based game in which
a player chose from four stereotyped black fighting characters.,
then slew his or her way to freedom by killing police and fascist
characters, One of the creators, Richard Pierre-Davis, explained
how the game deploys stereotypes: ‘BlackLash is based on a

combination of stereotypical half truths and hardcore reality




127 Victor Liu, Chidren of the Generative and Software Art
Bureaucrurs of the Revolution, 2002 G

enerative art, | b [
RIS SR o rative art, according to American artist and teacher Philip
encoarages participation and Galanter; is ‘art practice where the artist creates a process. such
creauve e, offors the setting as a set of natural language rules. a computer program, a machine.

and 10 etwwronment for thiy

S miion: s dhves an hidier’ or other procedural invention, which is then set into motion with

perspective of the dances by some degree of autonomy contributing to or resulting ina
rocordng the viewpowns of the comple(ed work of art’. Fluxus projects and H:ppemngs. which

dancers themalves, smwultaneously

daplaying them on adiacent relied on scores or instructions, have been recognized as

monitars. Games have become historical precursors to new media-based forms of generative arts
regularly used software i
o b Rk As with software art, many Fluxus projects problematized the rolé
create works of dance, of the artist by removing his or her physical index from the
performance. seulpture production of the artwork. Art generated by software can lack the

music and video
physical, improvisational latitude of a Happening, but can vary

according to external data conditions or user input. In addition,
if a project of software art is open (that is, its code is available or
open to editing), it can be modified, adjusted and refined by
another user. Some online software art is premised on the
endurance of mechanized algorithms. such as john Simon Jr's
Every Icon. Others draw attention to certain mechanized or
routine behaviour among users, programmers or designers,
or rely on varied Input from users

British writer Saul Albert described the term 'software art’

as applicable to "art that is made from, uses, or Interrogates
software as a cultural form and context’. One important influence
encouraging the development of software and generative art is the
free-software movement. Often identified with the rubric ‘open
source’, free software and its communities organize around

libraries of code or particular projects. In these collaborations,
the revisions and modifications by varied programmers are
Incorporated. With the success of Linux as a popular open-source
operating system (an operating system is the central application of
a computer, on which all other programs run), the economic and
authorship paradigms of the free-software movement encouraged
innovation, diversity and collaboration, The awarding of the
prestigious Golden Nica Award to Linux at Ars Electronica in
1999 testifies to its iImportance as a model matrix for creative
collaboration. Proprietary software. in comparison — for example,
Adobe Photoshop and Microsoft Word. Excel and PowerPoint - is
closed to modification and expensive to purchase. As German
critic Dieter Daniels explains, open-source software is a ‘bottom-
up' system, while proprietary ware is a “top-down” structure as
represented by the precise notation of a classical composition as
well as the proprietary software developed by Bill Gates’s
Microsoft Corporation, for which the secrecy of the source code
is the basis of a capitalist monopoly”. Beyond the ideclogy and cost
of buying commercial software lie concerns, raised early on in
The Web Stalker, that with its limited sets of commands and
functions designed for use across a wide scale, commercial
software inhibits experimentation and autonomy. Matthew Fuller,
who has published extensively on how "software forges modalities
of experience’, a topic sometimes known as ‘software culture’.
writes of the need for collective activity among software
engineers, artists and computer users. These teams, suggests
Fuller, besides nurturing a diversity of wools, could also draw
inspiration from the successful organizational structures of the
free-software community, such as their repositories for
distribution and collaboration

Runme.org [ 128), which Fuller helped organize, is such a work,
inspired as it was by the distnbution databases common among
free-software initiatives. Developed by a team of artises,
programmers and writers — Amy Alexander, Florian Cramer,
Martthew Fuller, Olga Goriunova, Thomax Kaulmann, Alex
McLean, Pit Schultz, Alexei Shulgin and The Yes Men — the web-
based repository for software art foregrounds several interlocking
paradigms of the open-software nodes: downloads. feedback and
keyword indexing. In contrast to a traditional exhibition or gallery.
Runme.org shares art within an artist-driven discursive context
While the projects included are diverse, enabling various forms
of sound, image and textual creation, together they suggest a
growing dominance of functionality, shareware and programming
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1218 Runme.org software art
repowtory, 300)

as an art genre. With the model of web-based discussion and
distribution, Runme.org offers an alternative to other art disco
and archival models. such as Rhizome.org or THE THING. Like
many works in this field, software art’s proximity to free-software
methods creates an important foundation,

Alphabet Synthesis Machine (2002) | 130], made for American
television network PBS by Golan Levin (b. 1972) with Jonathan
Feinberg and Cassidy Curtls, allows users to consider certain
dimensions of typography and handwriting by developing a
typeface based on a direct mark (made with the mouse). Levin,
despite his prowess as a programmer, understands that aesthetic
activities online need not be devoid of handmade, direct,
unmediated line creation and experimentation, The manual
gesture of creating a letter. while subject to the rules of code that
turn itinto an alphabet. suggests a different set of possibilities,
unlimited by proprietary word processor typefaces. Working in
film and TV as well as software, American artist Barbara Lattanzl
(b. 1950) began to develop software that would help her improy
with film and video, citing existing resources as inadequate:

‘I would rather make my own software (what | term “idiomorphic

software"), because the commercial software that | use comes at 3

price. That price has less to do with money and more to do with
a different process of abstraction: the active framing of my work
within considerations dictated by irrelevant practices of Design

Golan Levin, Yearbook
" 2000 A virtuoso

rammer, Levin's intrcate
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131 Barbara Lattanei
HF Crivcd Mazs soltware spplied 10
Thwe Zaprwder Fikn. 2002

Lattanzi's software HF Critical Mass | 11 ], one of almast ten pieces g
freeware on her site, 1s based on the cinematic techniques of Hollls
Frampton (1936-84) in his 1971 film Criucal Mass and noteworthy
for its particularity. Available for use at no charge by anyone who
might want to adopt his or her QuickTime files using the film's
idiomatic style, the work undoes the gestalt relationship between’
software and mass functionality that characterizes most :
applications. As Matthew Fuller notes, 'Software is reduced too
often into being simply a tool for the achievement of pre-existing
neutrally formulated msks’
Tom Betts (b, 1973) of the British group Nullpointer has

developed software for composing music, as well as QQQ (2002)

132], a networked installation-cum-performance based on the
online game Quake. The actions of the geographically dispersed
players are perverted in such a way that they appear in the
nstallation as colourful painterly gestures amidst abstracted
architectural spaces. Whereas the actual Quake players are
involved in murderous exploits, QQQ presents the game as a
performance space for image production. The beautiful and
invented mutations of Quake position the work on an artistic
borderline between gestural painting and gaming,

In the 2002 exhibition ‘CODeDOC' for the Whitney Artpo

a site that promotes and commissions internet art at the Whitne
Museum of American Art, curator Christiane Paul sought to
represent how different processes of coding conditioned the

Tom Betts, QQQ, 2002 in space’, Paul stipulated that the code should be the 'object’, as
opposed to ‘what it produces’. By thus reverse-engineering the
usual focus in software circles on functional works, this group

experience and expression of one idea. Commissioning twelve
artists to submit code that ‘should move and cannect three points

exhibition encouraged users to examine source code itself before
experiencing its expression: on the "CODeDOC web site, the
former was a prologue to the latter. In her introduction to the
project. Paul linked code with aesthetics and themes evident in art

of the 1960s: ‘Even If the physical and visual manifestations of
digital art distract from the layer of data and code, any “digital

image" has ultimately been produced by instructions and the

software that was used to create or manipulate it. It is precisely
this layer of “code" and Instructions that constitutes a conceptual

level which connects to previous artistic work such as Dada's

experiments with formal variations and the conceptual pleces by
Marcel Duchamp, John Cage and Sal LeWitt (b, 1928) that are
based on the execution of instructions.” As a form, source code

15 revealed as a highly malleable instrument, and artists’

interpretations are vared permutations using different languages




133 Sawad Brooks. the code for
Globe! Caty, for Saskin Savsen, 2002
(from the 'CODeDOC exhibition
at the Whitriey Museurn of
American Art). Using programming
language Perl, Brooks displaps
pages of the online versions of
three newspapers. Highlighting
Broolka's interest in digital
technologwes — and the soclal,
political and philosophical issues
they ralse — this pregect questions
the relative autonomy of sach
newspaper and the way In which
wuch pablications are daplayed
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including C, Perl, Java or Lingo, While Sawad Brooks uses Perl
in Global City, for Saskia Sassen [133-134] and Camille Utterback
(b, 1970) works with C in Linescape.cpp [135], Golan Levin's Axis
[137] and Martn Wattenberg's Connection Study | 136] reveal code
with fava. Far from dehumanizing texts, code shows its latitude
for intention and personality: it is political in the hands of Levin,
elegant and terse when written by Wattenberg, and hyperrational
in Utterback’s contribution

Finally, not all software art exists in a functional state; some
of it remains purely propasitional, Moving away from the
explorations of functionality and visualization In the previously
discussed works, Graham Harwood's London.pl (2001) [ 138] exists
In an even less objectified form than an application: it is simply a
script in Perl (a language designed for processing text) London.p’

135 Camille Utterback consists of a program that calculates the collective lung capacity of Martin Wattenberg
Linescape cpp. 2002 (from the 2 R . i cien Study, 3002 (From the
‘CODDOC" extibition at the children in London who have been, in the artist's words, ‘beaten,

* d NDOC exhibition at the
Wiktiey Museum of American Art) - enslaved, fucked, and exploited to death’ since 1792 (at the time ey M o Anirbea Acdh
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Britain's Industrial Revoluvon), The vital statistic is used to tme a
scream — the collective scream of these children - to be broadcast
in London in the hope of redressing what the artist cites as an
'imbalance of imagination and innocence’. The consequences of
the Industrial Revolution are also alluded to in quotations from
William Blake’s Songs of Innocence and Experience, which are
remixed in the code along with the ardst's premise and the Perl
commands, In this wark, code calculates the formal consequences
of the artist’s prescription for England. Engineering and
functionality are designed but sidelined, and the work instead
draws attention to its socially inspired internal content. It |s the
concept that gives the work its strength, not its materiality.

As Christiane Paul noted, there are parallels to be drawn
between this form of generative art, software artand earlier art
practices that changed the relationships between the artist and his
or her work of art, like those by John Cage or Sol LeWitt. They,
like other conceptual artists, opened up spaces between symbolic
representation and enactment. Software projects such as
London.pl are akin to works from the 19603 that emphasized
proposition and Intention via text-based projects. However, the
circulation of London.pl and many other works of software art
within free-software contexts as well as art zones gives them
economic, technical and sociological values different from art




objects or events. Perhaps the most apt metaphor is that Mongrel. Linker, 1999

London.pl, and software art like it, can function like a musical totype IH) Hmr«v:. t;-a;v MongrelSolt™ Linker {
110 enabda S0 ancate: .
property in the public domain, without copyright: it travels easily, 1,'::‘,,,“,:;: t0 thoss not
and is free to sample and bulld upon wvely versed In graphica
e Similar to an application
sobe Durectar but smaller
OPCI!WQF‘U sppeer, this free software

In their own ways, London.pl and ‘CODeDOC’ represent the vod ‘drag-and-drop
model of open software in which users with programming ;:j_:'l'::rpimm i
knowledge can modify or participate as author, audience and
critic. Building on the general knowledge of internet users. whe
are likely familiar with online communication and basic functions
like uploading and downloading data. some artists sought to
dissolve boundaries between art production and audience. Like
Mark Napier’s Digital Londfill [75], which explored the formal
material of the web by having visitors chuck web sites in a
metaphorical ‘trash heap', or Nam June Paik's Participation TV, in
which users could evolve complex visual structures, these works
rely on essential contributions from their audience. Some are akin
to the surrealist text-and-image collage technique, the ‘exquisite
corpse’ so named after a fragment from one of the collaboratively
formed sentences. In Glyphiti (2001) [ 139], Andy Deck (b, 1968)
developed an interface in which any viewer can modify or change

visual elements. Its collaborative edge is that it Is designed to
function across most firewalls (hardware or software lines of

ST el e ol I defence, used by institutions or companies to protect private
m o data or prevent employees from partaking In leisure activities)
A similar work is communimage [ 141 ], launched in 1999 by
programmers ¢ a | ¢ and Johannes Gees. A democratic collage
of graphics uploaded by visitors, as well as communication tools
for people to form relationships around their participation,

13% Andy Deck. Ghyphm, 2001

Although certain elements in this

communimage offers large-scale, eccentric, visual juxtapositions

If internet technologies allow for friendly encounters around
image maps, the rhetoric of social and creative processes can also
drain collaborations of their critical potency, rendering them
highly documentary or formal. An important work of collective
software. Nine(9) (2003) | 143-144). created by Mongrel’s Graham
Harwood and commissioned by the Waag Society in Amsterdam,
inscribes collaboration into a social context by allowing users to

project have been fixed by Deck
mcluding colour (black and white
only) and sae, usars have the
freedom to change the individual
ghphs that make up the vie and
leave their own mark. Designed
to hunction across most firewalls
Glypht) beary similrities to praffiel
s approprastion of private

space for fun create simple multimedia *knowledge maps’ that can be linked to
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41 Joxh On. Amyy Franceschini and Brian
Won of Futurefarmers. Communculture, 2001
Uke other software projects described m ths
chapter. Commumcutture It gesred towards group
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Oppasite above
43 Mongrel, Niner9). 2003

Thes collsborative sofrware project

enables nine groups or ndividuals
1o share texty, images and sound
and explore the socid make-up

of thew communmes through
10-called ‘'maps’. Tracking word
frequency m order to represent
the cantent of archives and find
links betwoen ysors. Nmey?) i able
to atcommodate 729 knowledge
maps in total (nine Froups, sach
contaitng nine archeiver. with nine

AP por archive)

Mposde betow

144 Mangrel, two images rom
Nne(9), 2003, The smages on the
lofe and right are takon from the

maps "Killing Srails’ and ‘No

Camping’ respectively

those made by other participants. The links of Nine(9) maps are
accompanied by automatically generated emails that aim to creates
connections between users; at the same time, Per! scripts search
out other shared features across maps. Named after the differene
in years between female life expectancies In Jamaica and Sweden,
the project was developed in reaction to another social imbalances
most graphics and media production software, such as Director o
Photashop, are designed almost exclusively for experts. Like
communimage, the project is somewhat crowded and disorientating
to the eye: since users have published medleys of snapshots and
other media, Nine(9) has the tempo. scale and visual diversity of 3
scrolling view of a city street or crowded park. That all its borders
meet, and not one knowledge map takes precedence over anathcq'
puts a political aesthetic of equality at the centre of the work.
And like all the software works previously discussed, Nine(9)
suggests that the community of the Iinternet can and should be
democratized by expanding the ranks of who can use it, and how,

The Crash of 2000
By 2000, an emergence of a number of books and academic
courses on net culture and related subjects indicated that online
art forms were considered an instructive and vigorous intellectual
force, The increase in international museum and festival
commitments to online art, the ongoing support from media
centres, and the formation of new forums in South Asia and South
America registered widespread recognition and relevance Many
curators eagerly took on internet-based work and found ways to
execute exhibitions in educational contexts and a slew of smaller
venues, such as Eyebeam in New York, the C-Level in Los Angeles
and Cornerhouse in Manchester, England. Museums and galleries
also sought to keep up, their staff struggling to deal with the
technical issues related to curating, hosting, displaying and archiving
Internet art, even as many of their work routines were becoming
dependent on tools like email and web servers. By 2000, it had
become more customary to peruse the photographs or
documentation of an artist via his or her web site. but the
prospect of maintaining emulators needed to preserve software
from the mid- 9905 was a much more specialized, expensive and
technical enterprise

At the same time. however, net art suffered palpable losses
in prestige and funding alike. The collapse of the American stock
market in spring 2000, after years of prosperity driven by
information technology (since 1995, more than a third of American




45 Harwood Mongrel
Uncomfartabde Prosimity, 2000 In
one of the first commissicons of the
Tate's net art mitkative, Tete Online
Harwood copied larpe 1ections

of the real Taze wob site
Incorpoeating text and images that
drarmatized the exchusivity and
myopa of the Britsh social elite
who have historically controlied
and used the museum. Text on the
site reade “The construction of the
collection. .. Is 2 construction of the
British social imagination. _an
wxample of sconomic pawer
arganising taell around the politics
of the aesthetic

economic growth had resulted from information technology
enterprises), brought with it a sense of cynicism about the
internet. The market’s breakdown led to major cutbacks In
endowments in the United States and resulted in a more
conservative climate in museums and funding sources nationally
(these would anly be exacerbated by the Republican policies in
subsequent years), Unlike television and film, which shared a me

consistent trajectory of success as forms of mass media, the net
was tainted by economic failure, demystified hype and market-less
ideas. As internet-related businesses shut down in waves, ‘gold
rush’ days were procliimed over and 'paper millionaires’ (those
whaose wealth relied on unrealistic company valuations, stock
options or securities) were dismissed as greedy and opportunistie
entrepreneurs. Television news specials seemed to match critical
assessments of net art when they pronounced the internet 'dead’
In the first few years of the twenty-first century, these deaths
would become manifest as the earfiest notions of the autonomy
and distinctiveness of the internet began to weaken and fade, and
netart practices moved closer to other cultural fields such as
tactical media, free software and film (iL.e. rich media formats, such
as animation and video). In the hands of artists, the net would
often approximate a black marker, suggesting a panoply of
responses to the legacy of the dotcoms and netart.




144 Wollgang Stachle
Unotled. 2001

Chapter 4 Art for Networks

Voyeurism, Surveillance and Borders

Telepresence. surveillance, voyeurism and live broadcast were
motifs of Wolfgang Stachle's installation at Postmasters Gallery in
September 2001, Stachle had hooked up three video cameras to
film a castle in Bavaria, the TV Tower in Berlin and the skyline of
Lower Manhattan, creating lyrical, idyllic, still images that seemed
liberated from time and daily life, even as they were refreshed
every four seconds. These three video streams were transmitted
via the internet for broadcast onto the gallery walls, constituting
an ongoing pictorial meditation on media voyeurism, On

Il September 2001, when it documented the terrorist attacks
on Lower Manhattan, the installation suddenly became a clear, if
unintentional, articulation of the role mass media images could
potentially take on. Originally titled To the People of New York and
now known as Untitled [146], the work (inadvertently) doubled as
journalism and shared qualities ascribed to that genre
(Instantaneous, mediated), an uncanny combination of artand
life intensified by the decision of Magda Sawon (Staehle's dealer)
and the artist to let the streams continue to document each
stage of the tragedy and its aftermath until the show closed in
October. As Stachle told Artforurn, his landscape painting became
a history painting’.

This combination of real world events and online surveillance
mechanisms should not be taken as relevant or singular only in
light of tragic, public occasions, such as the events of 1
September. But the attacks on New York City and Washington
DC did usher in an era in which surveillance, controlled media
environments and individual freedoms became heightened topics
for debate. While many artists had struggled with the autonomy
and privacy of internet spaces during the 1990s, as countries
responded to the US-led post-11 September "War on Terror’ by




47 Jonah BruckernCohen and
RSG, PoborStare, from Carmware
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passing more stringent survelllance and datavelllance laws, security
and privacy re-emerged in cultural spheres as salient issues
The specialization of governmental survelllance technologies is
parodied in a work by the international collective Radical Software
Group (RSG) called Camnivore (2001-present). There are two
parts to Carnivare: the first, the Carnivore Server, monitors
internet traffic (email, instant messaging, web surfing, etc.) ina
specific local network and provides the data results; the second Is
made up of client applications by other artists who visualize the
data, such as Jonah Brucker-Cohen [ 147] with PoliceStote. Inspired
by the FBI dataveillance software DCS1000 (nicknamed
Carnivore), Carnvore is explained by new media art curator
Benjamin Weil as demonstrating "how difficult and arbitrary the
fielding and representation of information can be, thus making a
derisive comment on the official endeavor to monitor information
exchanges’, Like other works in the data-visualization mode,
Comivore software suggests that there is no necessary congruence
between information and its interpretation

In 1997, Slovenian artist Marko Peljhan (b. 1969) debuted his
research station Makrolob at "Documenta X' in Kassel. He has
since brought the structure to a number of nations, including
Scotland and Australia, and plans to end up in Antarctica by 2007
A travelling lab for telecommunications and natural phenomena




150 tsunamii.net (Charies Lim
Yi Yong and Woon Tien Wel|
ofpha 1.7 (detail of the walk), 2001
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151 James Buckhouse, Top
2002 Tap, which is downloadable
onto Padm Plots. erables users to
strengthen the dance skilly of
anifmated characters « by muaking
them practe certain dance moves
for example. Usery can
chorvograph dances. watch the
finahed performance on their
Paim Pilots or send sequences to
other people Far from devotion
1o the web or email as formats,
the uses of the net envisioned by
arusts Mke Buckhouse are local
snabiling crestive social interactons
that take technology as a poim
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research, Mokrolab hosts artists, scientists and tactical media
workers whose projects focus on the abstract and Intangible
qualities of digital and satellite culture, including radio waves,
atmospheric properties and the electromagnetic spectrum,
Peljhan contends that these are the invisible but actual materialg
of global social and political mechanisms, and that following these
fields requires specialized knowledge and research, The roaming
research station and its expansive body of data on the workings
of invisible spectra, stored and conveyed on its globally accessible
web site, accord this project boundaryless status, The dispersal
of Makrolab findings marks a new dimension of specialized artistie
activity and stands as a small-scale and pervious analogue of forms
of governmental and military research and surveillance

Peljhan's long-term research on borderless systems such as
radio waves and the electromagnetic spectrum has coincided with
explorations of ather borders using the net as a basis or point of
comparison. Tsunamii.net [150], a duo made up of Singaporean-
born artists Charles Lim Yi Yong (b. 1973) and Woan Tien Wel
(b. 1975), explores boundaries between internet space and
geographical organization, mapping their divergences into a
narrative. For alpho 3.4 (2002), created for ‘Documenta XI',
the duo used a Global Positioning System, or GPS (a system
supported by a range of military, commerclal and consumer

applications that determines an individual’s or object’s time,
location and velocity based on radio waves), As they walked from
Kiel (the location of the web server of ‘Documenta’) to Kassel (the
physical location of the ‘Documenta’ show) in Germany, the GPS

Heath Bunting.
HorderXing, 2002

and a mobile phone registered their changed locations on a web
site installed in the ‘Documenta’ space in Kassel. An earlier work.
alpha 3.0, consisted of a web walk-about in a housing estate in
Singapare. There, a GPS triggered various web sites to load
according to the walker's particular position, In an ongoing
performance series called 34 NORTH I8 WEST, the artists and
performers use GPS as the prerequisite for a theatrical show-cum-
local exploration of a Los Angeles neighbourhood. Like earlier
web-based travelogues, tsunamiinet’s work addresses the net
as an index of location, comparing its ability to confer location
with the actual activity of walking through various territones
34 NORTH |18 WEST is explicit in its explorauon of physical
landscapes via computer tablets and satellite technologies

Heath Bunting questioned the refevance of international
borders in BorderXing [ 152]. commissioned by Tate Modern in
Britain in 2002. In a stunning inversion of the traditional




153 warchalking.org
Warchelung Pocket Cord,
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assumption that web sites are open and democratic forms,
Bunting restricts access to BorderXing (an easy technical feat, bug
highly unusual for net art sites) according to certain criteria;
visitors from public venues such as universities and cyber-cafés
were admitted, as well as inhabitants of entire nations whose
people are marginalized (such as Afghanistan and Irag). Bunting’s
access policy showed bias against private consumption by users
outside social spaces or oppressed political contexts, On the web
site, the artist has documented his routes and strategies for
crossing about twenty international borders. The travelogue
includes a helpful web-based tool for plotung the easiest way

one point to another, and offers suggestions on how to execute

a journey, avoid guard dogs at borders, jump trains and traverse
freight tunnels: it also demystifies international boundaries by
pointing out various geographical realities (e.g. ‘the border is just
a shallow stream, easy to cross’). While there are many supposed
liberties associated with the consumption of the internet and its
various communication devices, in BorderXing the net becomes
inseparable from national boundarifes and borders
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Wireless
In 2001, the use of wireless networks as access points for
computers to connect to the net began to increase. Relying on
high-frequency radio waves to communicate between nodes,
wireless networks are another step in the domestication of
computers: from massive devices that filled entire rooms and
required enormous amounts of electrical power to portable
machines that fit in a bag and operate without much equipment.
Wireless networks can be private or public, and for arusts they
have become an organizing principle for collective action, since

they open up net access to more users and thus impact the
corporate hegemonies that currently control internet access.
Secondary waves of collaborators have taken up initiatives to
demarcate free wireless zones and target technological know-how
into community initiatives. One visual-based offshoot of the free
wireless movement is the practice of ‘warchalking' [153]

practioners mark bulldings with elaborate ‘warchalking' symbols to
indicate free access points or, as Consume.net's James Stevens calls '

MVC _PrODUCTS

& Minerva Cuevas Mejpor
‘a Corparation, 1999. One
ammarce-refated project took
reversing the basic standards of
rporate aesthotics, MVC
perated out of Mexico City by

Tevican artist Minerya Cuevas

w» awary free products designed

Improve quakty af Me and
wamed full accountability for i
nees

them, ‘wireless clouds’. Stevens, who founded Backspace, an open-
media lab in London that hosted many important net art events
until its closure In 1999, set up Consume.net in 2000 as a tool kit
and resource for various British wireless community projects.

Most technologized cities have wireless community initiatives
In New York, the technoart museum Eyebeam organized a series
of events in August 2002 to generate a new kind of map of the city.
Arusts and participants from NYC Wireless, The Institute for
Applied Autonomy, Sumant Jayakrishnan and the Surveillance
Camera Players collaborated on a colourful, textured map of
Manhattan that included wireless nodes and surveillance points
The power of media access to direct new considerations of
physical spaces and diagrams was manifest in the Eyebeam
program, as well as in BorderXing, Consume.net and ‘warchalking'
initiatives, Contextual maps of borders, 'wireless clouds’ and other
kinds of networks form three recent European collaboratives
The University of Openness, Bureau d'Etudes [154] and Mapping
Contemporary Capitalism, The University of Openness, a ‘self-
institution for independent research, collaboration and learning'
operates a Faculty of Cartography that advances experimental
map-making through research and events. Bureau d'Etudes is a
French artists’ group that uses a larger association of media arusts
known as the Tangential University to distribute its maps, including
charts entitied Media Skills, European Norms, MONOTHEISM. Inc
and Logardére, Chroniques de guerre. Topics of these 'maps’ include
EU bureaucracy, networks and government. A dense black-and-
white, downloadable map with blurbs of data and icons,
MONQOTHEISM, Inc. (2003) documents relationships between
various financial powerhouses (both Individual and corporate),
and world religions, Lagardére, Chroniques de guerre (2003) [154]
visualizes the power networks of media company Lagardére
through graphic files. Bureau d'Etudes’ visualizations suggest that
networks of power are permeable, as well as being open to
interpretation and inquiry. Mapping Conternporary Capitalism is a
London-based, long-term, open-source project aimed at ‘creating
a tool for collaborative mapping of power relations’

As British critics Brian Holmes and Howard Slater have noted,
the refusal of specialized art zones and the use of ephemera have
extensive art-historical roots. Those behind Mopping Contemporary
Capitalism, The University of Openness and Bureau d'Etudes are
Indebted to practices such as land art, mail art and Happenings. all
of which expanded the fields and materials of art-making. Indeed.
the contemporary proliferation of experimental mapping can be
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Shop Mandiberg

S —

O [
0 Keith Obadike. artists also sought to unsettle the processes of more traditional
whness for Sale, 2001

consumption, namely buying and selling, ‘E-commerce’, the
nickname for electronic commerce, includes modes of conducting
business online, like purchasing products with digital cash,
through auction platforms such as eBay and via electronic

data interchanges.

Many works in this genre imply that identities are structured
in relation to the ways they can be objectified or commodified.
These projects, with their arresting titles ~ Shop Mandiberg
(2000-1) [159] by Michael Mandiberg, All My Life for Sale (2001)
[157] by John D. Freyer, Keith Obadike's Blackness for Sale (2001)
[160], Michael Daines's The Bady of Michae! Daines (2000) and
Damall Ayo's rent-g-negro.com (2003) — are deliberate allusions to
S o Y R W the all-inclusive properties of the online marketplace. Mandiberg
— ¥ Vbt 4o bt is one among thousands to sell his old socks on the internet; his
presentation of his possessions as a boutique is aimed at
developing brand recognition beyond his own status as an
emerging artist. Engaging race and commodification, Keith
Obadike put his blackness up for sale, drawing attention to
widescale ethnicity-based marketing and valuations. For sale
on eBay for less than a week before being removed by the
management as a violation of vending policy. Obadike’s blackness
was set In the Collectibles/Culture/Black Americana section
— amidst various figurines, records and old slave tags offered by

I5% Michael Mandiberg
Shop Mandterg, 2000- 1
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other vendors. Obadike (b. 1973) catalogues himself in the roots
of African-American history and inventories the aspects of his
blackness that may or may not have value in the marketplace:
‘“This Blackness may be used for creating “black art™, gaining access
to exclusive, "high risk” neighbourhoods’ and "accessing some
affirmative action benefits' (the latter with the qualifier. 'Limited
time offer. May already be prohibited in some areas’), In the eBay
field, where vendors can describe the condition of their wares,
called "Warnings', Obadike cautioned: |, The Seller does not
recommend that this Blackness be used during legal proceedings
of any sort. 2. The Seller does not recommend that this Blackness
be used while seeking employment. 3. The Seller does not
recommend that this Blackness be used in the process of making
or selling “serious” art. 4. The Seller does not recommend that
this Blackness be used while shopping or writing a personal
check. ... Identifying and commadifying these racialized aspects
into both active concepts and sterilized commodities, Obadike’s
work explores the subjugation of African-American identity by
historic and social conventions that themselves seem the basis for
forms of economic exchange.

Similarly, American artist Damall Ayo (b. 1972) launched rents
a-negro.com In 2003, in which racially objectified and stereotyped
roles are offered as services. The project’s FAQ explains:

As we all know, the purchase of Africon Americans was outiawed many
years ago. As times have changed the need for block people in your life
has changed but not diminished. The presence of black people in your

1 Thomson & Craighead.
t-Store, 2002

Rloirsito)

life can advance business and social reputation, These days those who
claim black friends and calleagues are on the cutting edge of social and
political trends. As our country strives to incorporate the faces of African
Americans, you have to keep up. rent-g-negro offers you the chance to
capitalize on your connection with a black person, At any gathering our
service can bring a freshness and tension that will keep things lively, Ths
adds currency to your image and events,We all go out for ethnic food
every once in o while, why not bring some new flavor to your home or
office. .. for all your friends and colieagues to enjoy!

In this work, as in Obadike’s Blackness for Sale. stereotypes and
economic containers are deployed against a backdrop of artistic
agency. The liberatory potential of these works resides in the
dramatization of stereotypes brought to bear on African-
American lives and, as both address their audience as expert
consumers of goods and services, the freedom to sell. Indeed,
the two projects also function to foreground a dominant
contemporary activity facilitated by the web: shopping. Rather
than eschewing the art marketplace, or more generally the
shopping public, these works invoke the codes of marketing
language as subsets of the common vernacular.

In Dot-Store (2002) [162] Thomson & Craighead develop a
range of ready-to-sell objects that drive a wedge between historic
marketing of the web and its emotional and social content. Tea
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163 Sebastian Luetgert

textz com, 2002

o textz,

towels, emblazoned with the diverse and highly personal results
from a Google search for the phrase "help me’, constructa
complicated and psychological identification between consumers
and the things they buy. The adoption of a lifestyle, as critic

David Joselit describes it, 15 a ‘mode of positioning oneself socio.
economically...the preference for and the capacity to buy certain
products. ..the adoption of a wholesale identity’. Here, the
‘dotcom’ or ‘nethead’ |ifestyle is alluded to in items like the
lenticular badges derived from common cursor animations

The colanization of natural spaces by new technologies is
emblematized in CDs designed to be played near domestic

or wild birds: on them, a collection of mobile phone ringtones.

Forms of Sharing

In a recent curatorial selection of web sites for online platform
low-fi.org.uk, German critic Armin Medosch, the founder of
Telepolis, prefaced his grouping of artworks by noting: ‘Ina
networked environment it is not so much individuality and
expression that count but increasingly new ways of creating,
sharing, disseminating and scheduling digital work. Through

CPm 4 Burn, Hollywooxl, Burn!
g

collective action the field progresses as a whole. Sharing and
collaborating means learning from each other’ Many Internet
artworks take sharing as their premise, Including Life_Sharing,
Frequency Clock and some of the wireless-related projects
previously discussed. These exist in dialogue with a slew of file-
sharing or ‘p2p’ (peer to peer) applications that enable creative
activity as well as the proliferation of media files such as music in
MP3 format, which have given rise to fiercely contested debates
about what constitutes property and which activities require
permission within the channels of the net.

The net vernacular term ‘warez’ is defined by the online
resource VWebopedia as follows: "‘Commercial software that has
been pirated and made available to the public via a BBS or the
Internet. Typically, the pirate has figured out a way to de-activate
the copy-protection or registration scheme used by the software
Note that the use and distribution of warez software is lllegal.

In contrast, shareware and freeware may be freely copled and
distributed. ... A riff on this paradigm Is textz.com (2002) [163], an
open archive of sometimes closed works of authorship, Curated
by German artist and activist Sebastian Luetgert (b. 1969), the
texts in the database include works by Charles Baudelaire
(1821-67), Georges Bamille (1897-1962), Theodor W. Adorno
(1903-69) and more technology-orientated authors such as Geert
Lovink, McKenzie Wark and the Critical Art Ensemble. The warez
on this site invokes a broad and progressive intellectual history,
positioning itsell as an analogue of software tools. Luetgert writes
in an introduction to the site: "There was a time when content was
king, but we have seen his head rolling. Our week beats their year
Ever since we have been moving from content to discontent,
collecting scripts and viruses, writing programs and bots
[computer programs that run automatically], dealing with textz as
warez, as executables — something that is able to change your life’
If texts like Baudelaire's Les fleurs du mal can take on the character
of artefacts or inert objects sitting on bookshelves, here they are
reinscribed with some of their radical potential by being
positioned as criucal software

Music sharing, which has been blamed for a drop in record
sales over the past few years, has led to increased assaults on
peer-to-peer networks and file-sharing applications by
entertainment associations defending "proprietary intellectual
property’. While the detalls of what constitutes fair use online
remain murky, freeware and underground projects have innovated

their engineering and legal structures in order to preserve
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autonomous spaces for unrestricted activities that do not require

participants to seek permission from media companies. Many W B [ T—— P =
artists who are deeply opposed to stringent forms of digital o

property control have responded accordingly. A sample of these

works was assembled for the "Kingdom of Piracy’ exhibition AfterSherrieLevine.com 2 Sl el P

(2001-3), curated by Armin Medosch, Shu Lea Cheang and Yukiko
Shikata. Defence mechanisms protecting the digital commons are
elaborate and varied. IPNIC's Injunction Generator automates the
issue of legal injuncuons that can freeze ISP services. Burn (2003)

[ 164], a wark developed in response to the anti-piracy laws in Asia
and the abundance of copy-and-burn facilities in Bangkok, consists
of an installation and web site: the latter offers an overview of
China’s shift in policy towards pirating based on its entry into the
World Trade Organization. The lively, graphic browser-based
upload and download/sharing space encodes MP3 files in assorted
colours according to user selections. Created by Shu Lea Cheang,
British design company yippieyeah and programmer Roger Sennerg
(b. 1975), Burn has a decorative and appealing interface that
suggests a creatively defiant relationship between piracy and
mixing: on one page the user sees images of officials destroying
CDs; the next page invites the viewer to assemble and colour code
music playlists. ‘Kingdom of Piracy’, which exhibits, according to

its curators, ‘artistic acts of “piracy” as a strategy for intellectual
discourse and poetic intervention, but not as any endorsement

of piracy as a business model’, carries implications for the role of
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the artist working with new technologies. The active contestation
of ownership and the establishment of open systems of exchange,
pursuits that have countless complements in art of recent
decades, sometimes become lllegal modes of critique within the
internet context of software and functional applications,

Video and Filmic Discourses

A 2003 feature for the magazine Game Girl Advance compared the
properties of the video game Donkey Kong to Matthew Barney's
Cremaster 3. Author Wayne Bremser argued, sometimes in a
tongue-in-cheek manner, that while ‘painters have created
canvases with game characters. . Cremaster 3 lacks the obvious
cultural references, but its absurdity, repetition, level design and
use of landscape as narrative establishes a stronger connection to
video games than [previous] other works’. The essay lays out
parallels involving the way "Barney and game designers look for




strong visual landscapes that are ripe for a character’s running,
jumping, smashing and climbing’, and Donkey Kong's setting is
compared to the Guggenheim Museum or Chrysler bulldings in
New York City that appear in the Cremaster cycle — redolent with
themes of hubris, bodily limits and ascension, While the proposed
similarities between Dankey Kong and Barney's works may not hold
with many viewers (or players), recent artworks have successfully
considered video and film in dialogue with digital aesthetics such

as algorithms, Photoshop, games and databases. Jon Haddock's
computer game drawings, Sue de Beer’s (b. 1973) 1997 video tribute
to Photoshop, Making OutWith Myself, and Jennifer and Kevin
McCoy's (b. 1967) Every Shot Every Episode, which uses database
fields to organize Starsky und Hutch episodes into three hundred
categories such as ‘Every Establishing Shot', ‘Every Red’ or 'Every
Stunt” are exemplary in this regard.

In the 2002-3 exhibition 'Future Cinema’, curated by Jeffrey
Shaw and Peter Weibel at the ZKM in Karlsruhe, Germany,
installation- and DVD-based works presented new conditions
of narrative and ‘Image languages' using GPS, virtual-reality
technologles and Interactive software, The internet is home to
many works that diversify and innovate cinematic and televisual
methods. For example, ASCII Art Ensemble’s conversions of cinema
classics like Psycho and Blow Up into ASCII compositions in 1999
replace filmic surfaces with alphanumeric ones more conducive
to low-speed internet access and bandwidth constraints. By early
2003. more compact methods for creating and exhibiting time-
based artwork existed, and a larger number of users had
high-speed access to the net. Applications like Flash and After
Effects allowed filmic experimentation to flower into lush, rich,
dynamic projects

Bec (2001) [ 166 ] by Japanese-born artist Motomichi Nakamura I8
one example of this genre. It consists of four animations, executed
in the artist’s signature palette of red, grey, black and white; scored,
dynamic and graphically arresting, all four works feature a deliberate
flatness, referring figurauvely to the arust’s favourite historical
aestheucs - Japanese manga (comic), Dutch graphic design of the
1920s and 1930s and Russian avant-garde posters. However
historical some of its formal conventions may be, Bec's internal
content is remarkably contemporary. The title refers to the
acronym for ‘blank carbon copy’. a common email function that
enables users to send a message to a recipient without his or her
name or emall address appearing in the message header. Most emall
clients include two fields labelled ‘cc’ and ‘bec”. The psychological

s Motomichi Nakamura, B
Lunk carbon copy), 2001
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and social factors of *bee’ usage (itis commonly invoked to hide
recipients from one another and to avoid circulating their email
addresses) introduces the four narratives as emotionally wrought
Each darkly humorous story is in part technically themed: for
example, one animation features a couple holding hands only to be
separated by an adjudicatve emall list moderator, who recites the
list’s terms of usage verbally and in sign language. A short satire on
netiquette (a play on etiquette’), the word describes internet
department and manners perhaps, but Nakamura’s execution also
portrays delicate and intricate social opportunities colonized by
technological aesthetics.

Rather than eschewing the often foggy resolution of webcams,
New York-based artist Elka Krajewska (b, 1967) modifies and uses
them to create works described on low-fi.org.uk as ‘resembling
pinhole films and microscopes in their intimacy, accuracy and
abstraction’. Krajewska's titles often refer to their duration,
expressing a relationship with minimalism and structuralist films
Her more recent works in colour, such as 54:06 (2003) and
47 Seconds (2002) [184], use languages of medieval or Renaissance
art while negotiating with natural vopics like gravity and brumal
observations of the sea. Overall, they give the impression of
painterly experiments with colour and organic forms, while
other artists have been more focused on delineating aspects
of online cinema.

In the ongaing project called Unmovie. artists Axel Heide.
onesandzeroes, Philip Pocock and Gregor Stehle remove standard
filmmaking procedures altogether, using bots, web users, found
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footage and webcams to generate narratives and scripts. Adrian

Miles's web site VLOG takes its name from ‘blogging’ — from web
log, or blog, a widespread practice in which auteurs regularly
update their web pages with publicly accessible confessional
entries or explanations, in the form of text and images — with
a diary comprised of video entries, Miles’s "Vogma manifesto’
pronounces a respect for bandwidth, an aversion to
straightforward streaming media which is akin to broadcast
("this is not television’) and an interest in ‘performative video
and/or audio’ and the exploration of ‘the proximate distance of
words and moving media’, Some of Miles’s vogs create miniature
monitors on one's computer laptop: in a 2002 piece called Bergen
Sky [16%]. the desktop is transformed into a natural setting in which
the QuickTime viewer takes the shape of clouds while the filmic
content scans a peaceful sky, Others are more experimental in
composition. Desktop Doco, a recent work, presents ten views
of the artist’s desk simultaneously, and viewers can click on
another layer of media in which Miles explains his premise of
experimenting with Deleuze and Guarttari’s notion of ‘facilality’,
or making his work out of the everyday

The decidedly low-fi series Zombie and Mummy
(2002-present) [173] showcases digital graphics over the high-
resolution, shick capabilities of QuickTime. Commissioned by the
Dia Center for the Arts in New York as part of their long-standing
pregramme supporting internet projects. artist Olia Lialina and
music producer and programmer Dragan Espenschied (b. 1975)
scripted a number of capers for the two fantastical title monsters
- from going swimming to making a family tree to attending the
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‘Future Cinema’ exhibition at the ZKM, All are executed in
colourful, witty, terse episodes, made in part from web debris
(images, animations, backgrounds) and line drawings in the comic
strip mode made with Palm Pilot applications, and feature original
goofy music. The narrative series is more sophisticated than It
initially appears: episodes can be downloaded onto Palm Pilots
and, taken together, they accumulate a broad catalogue of internet
aestheuc idioms, from 3D graphics to home page wallpapers and
e-cards. Lialina and Espenschied are experienced programmers,
but their use of cliched, recycled or non-art debris testifies to a
different skill = what the artists refer to in their introduction to
the project as 'the art of surfing the web (and not just looking at
what Google spits out)".

Low-fi Aesthetics
The first few years of the twenty-first century have already
witnessed considerable political and economic upheaval: financial
destabllization, erosion of social programmes worldwide, rising
incidence of global terrorism and wars in Iraq and Afghanistan,
These conditions have in turn had a palpable impact on artistic
and culwural circles. Though dissent and protest have taken many
forms, some internet artists and curators initiated projects that
demystify, domesticate and famillarize technologies, perhaps also
as a way to resolve the real-world uses of military technologies
being deployed in countries such as Iraq. In Dato Diaries (2002)
[175-176), a work by Cory Arcangel (b. 1978), the artst
transgresses the sanctity of the hard drive by feeding its core
memory archive into a QuickTime player. The results of the ‘data
conversion' are colourful exhortations of an application reading a
file it should not, QuickTime files organized by day and month that
the artist likens to ‘watching your computer suffocate and yell at
the same time’, The web-site design has a certain Bart Simpson
mentality, with its hand-drawn graphics, cartoonish backgrounds
and adolescent titles like ‘love is needed for fat-bic status” and
‘TOTALLY PSYCHED DATA!!!!!" The overall aesthetic is
conceptually controlled programming-cum-thrift store aesthetics,
evidencing a love for computer innards. old televisions and
cosy. degraded visuals.

Most of Arcangel's work centres around a sense of play
and challenging the regimen or usefulness of contemporary
programming, in part by investigating the material that has been
relegated to the status of marginal or obsolete by dominant
discourse. One hack of outdated Super Mario Brothers games
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ar poniibly an umettied dlution

of the safe and farviiar we've come
10 expect’
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cartridges, Naptime (2003), rewrote the narrative of the game to
feature Mario fantasizing about attending raves, not saving the
damsel in distress. Another removed the characters and sets of
the games altogether, leaving only some animated clouds
Arcangel's projects often approach a totality like a theme park,
with gleeful possibilities, kitsch factors and high entertainment
values. Beige, the online home of Arcangel’s collaborations with
artists Joe Beuckman (b. 1978), Joseph Bonn (b. 1978) and Paul
Davis (b. 1977). is a repository for various light-hearted
multimedia projects. They yoke together pop cultural debris with
hacking in clever and sometimes perversely weird ways: like the
Photoshop modification that adds a ‘Boo-Yaa Tribe Paintbrush’ to
the program’s existing tool set (The Boo-Yaa Tribe was an early
1990 hip-hop ensemble), or the professional wrestling clips that
loop as background animation with a tongue-in-cheek soundtrack
(currently a version of hip-hop artist Jay-Z's hit of several years
ago, ‘Big Pimpin’) as its score.

Learning to Love You More [179], a project by American artists
Harrell Fletcher (b, 1967) and Miranda July (b. 1974) along with
ather collaborators, uses the web as a point from which to
disseminate instructions for quirky projects: ‘Recreate a scene
from Laura Lark's life story’, ‘Make a child’s outfit in an adult size’,
'Record your own guided meditation’. Like event scores by Yoko
Ono. La Monte Young or George Brecht, these works, as David
Joselit notes. ‘function as art by drawing attention to humble
objects and simple. though often absurd, actions’. Participants
who execute instructions submit documentation to the web site,
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179 Miranda July and
Harrell Flatcher. Leanung to Love
You Mare, 2002

and the objects they produce, be they film, clothes, drawings or

recordings, are also used In installations curated by Fletcher and
July. The artists’ roles as enablers of valks-artists and challengers
of specialized aesthetics, are matched by a friendly emall list and

basic web site with unpretentious rubric ‘Hello', ‘Assignments’,

‘Friends’ and 'Love’ are section names.

A genre of net artaesthetics nicknamed ‘contagious media’
took penetration as its priority; that is, haw quickly and
extensively a project could spread via the viral networks of email,
web and instant messaging. [ts credo, as noted by artist jonah
Peretti, is to ‘make something that people want to share with their
friends. If you do that successfully, you can reach a large audience
through word of mouth. This creates new opportunities for art
distribution and activism' Perettl (b. 1974), an artist based in
New York, coined the term ‘contagious media’ after an email
correspondence with the sportswear company Nike regarding his

LEARNING TO LOVE YOU MORE

o Avwgnmant
Nezraatn an object fram someons s past

150 Michael Welnkove Tokaoke
table animation, 2002 Tolkaoke, 3
wal-C3it, lsnerant, temporary
imtallation, exemphfies un engaging
new lorm of kow.fi interactive
entertsnment. The project.
impired in part by talevision talk
thows, chat-coom aesthetics and,
of course, karacke, encourages
parvcpation and conversaton in
social settingy, 3nd pits sl against
the "shut up and dance’ mentality of
clubs and bary

81 Jonah Peretti and Chelsea
Perettl, Bock People Love Uy, 2002
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request to personalize shoes with the term "sweatshop’ was read
by millions and covered by intermational news media. Describing
the balancing act of concepr, content, URL and design that
consttute successful ‘contagious media’, Peretti explains that his
works ‘pay homage to hobbyist and amateur web design. So it is

a sort of anti-design. .. Peretti's most recent project, made in
collaboration with his sister Chelsea Peretti and others, Black
Peaple Love Us (2002) [1817, satirizes subtie forms of white racism
by parodying a couple who think themselves politically progressive
and emancipated. The wide reach of ‘contagious media’ - the Nike
sweatshop email and Black People Love Us together drew more
than fifteen million viewers — recalls experimental TV broadcasts
of the 19705 in America and Germany. David Joselit talks about




Nam June Paik’s work in this vein, noting: “The public sphere is
identified as the electronic stream of programming and advertising
carried by television sets., .. Palk modestly suggested that anyone
who dares may intervene in the corporate economy of
infarmation if anly by jamming its messages and transposing them
as a different mode of communication founded in a different kind
of eloquence.” Peretti’s work resembles Paik's jamming of
television in the scale of its audience, but unlike the video artist’s
experimental visuals, ‘contagious media’ projects ‘pass’ as
normative even though they originate in a critical context. The
deliberate obscuring of sophisticated formal arrangements or
politicized rhetoric creates socially efficacious portraits of labour
issues or subtleties of racism that are delineated In witty detall
throughout the works.

‘Art for Networks'
As internet artworks seemed to reflect the kind of mass media-
focused sensibility of information networks, some exhibitions
considered it as part of expanded fields of production. In 2002,
the multiple format exhibition ‘Art for Networks' show began to
tour venues in the United Kingdom, While its premise — that
artists, regardless of medium, are exploring and interacting with
network structures of many kinds — may seem obvious, the
exhibition’s singularity is striking, pointing to a consistent
segregation from other formats in the showcasing of internet-
based art. Curator Simon Pope, who was one of the developers of
The Web Stalker, included among other works Adam Chodzko's
Product Recoll | 182] (about the invisible consumer netwark of
wearers of a particular Vivienne Westwood jacket), Radioqualia’s
Free Radio Linux 183 (a transmission of a computerized reading of
the code at the basis of open-software system Linux) and Platfrom

185] (Rachel Baker’s mixture of travelogues and reports from the
train networks between London and Paris), The obscuring of
medium-based distinctions between projects was an efficacious
strategy for highlighting the ubiquity of networks as a
contemporary theme

Many of the works in this chapter. such as Sebastian Luetgerts

textz.com, the projects featured in the 'Kingdom of Piracy’
exhibition and Jonah Peretti’s "‘contagious media’, suggest an arc
in the development of internet art away from interface or object
towards tactics and strategies. Experiments with cinematic or
televisual idioms have been another brick in the proverbial wall
that makes the internet a platform of information, communication
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|84 De Geuren (Riek Sijbring. Renee
Turner, Femke Snelting), DY, 2002 As
file sharing and free software have become
mare historicized and intitutionalized flelids
De Geuzen espiunds thale imglications to
reveal how many women's practices and
sucal technigues have long made use of
thair contituent forma of sharing, sell-
organzation, hospality and gifes

185 Rachel Baker, Matfram,
1000 In this project exivbited n
Art for Networks', the artist has
davised a2 systom that encourages
tran travellers to transform their
utuslly asocial, private trips into
matertal far stories and anecdotes
they deliver via SMS. Mobile
phones, which often feature
Intgrnet or SMS tools, are just one
popular device among many
uxtending the grip of proprietary
meda channels imo everyday life

186 Graham Harwood and
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87 Oblia Lialing and
Heath Bunting
IDENTITISWAPDATABASE, 199%
A

PACUCIPANTS ANTwWer quesnons and

mpusl database n which

uplaad (or downlosd) images
depending on whaether they are

sharing or locking for identities

this collaboration precedes the
Hatus-orientated peoject. The
satus Progect, currently underway

by Bunting and Kayle 8randor

and broadcasting. Coupled with its capacity for diverse users
and feedback, the net ls not fust interface, music, video or poetics
but all of them, even as it retains the scope and commercial
components of a mass-culture phenomenon. Other projects,
such as those relying on the auction context established by eBay,
on an artist’s knowledge of software development or on his or
her use of corporate monikers, Involve strategies that challenge
conventional models of the artist’s self and skills. The exploration
of wireless, border and radio systems suggests a need to
reimagine borders and territories, subject as they are to
commercialization, medialization or policing

In the 19905, Heath Bunting had established a platform called
Iravonal.org for works that were positioned across art, critical
intervention and extemporized reflections upon various
incursions into subjectivity (for, by example, commercial
technology, borders and biotechnology). A wark currenty in
development by Bunting, The Status Project, builds on the
IDENTITISWAPDATABASE [ 187] made with Olia Lialina in 1999
Bunting, with Kayle Brandon, Is developing a database through
which individuals who feel themselves oppressively constricted by
identifying data (such as age or nationality), can deploy net data
and fragments for the purposes of consolidating or dissolving
identities. Drawing from its database backend, The Status Project
will consist of a web site that provides a critical path from junk-
based identities, like those formed by supermarket loyalty cards
or temporary online memberships, to other forms of status. such
as being able to procure a passport. Similarly, those wanting to
dissolve a legal Identity can make use of what Bunung calls
‘dataflage’, a form of camouflage made up of internet debris

This inquiry into what it means to be a person, legally,
perceptually and linguistically, In which unstable data and
functionality intermingle to form and deform identities, suggests,
as do many of the works in this book, that the fledgling
communication field of the internet, still less than twenty years
old, is one in which strategies and tactics actually realize
significant alternative cultures and fields of autonomy, Aside from
commenting on dehumanizing and problematic aspects of
internet and information culture, The Status Project implies that
the opportunities made possible through these technologies,
manifest here in the suspension of legal status, natanality,
ethnicity and so on, create alternatives to more controlled
fields of mass culture and can render the artist an enabler of
change and influence




|88 LAN, Trocenozer, 2001
Enlisting imerner mechanisms

to create false home pages and
avatars s 35 old a1 the mediim
Itself, and Tracenoer and
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two such tool sets thae quackly
produce web debiris reflective

and constructive of the user’s
wdentity This is not a picturs of
me. but | built this faux home page
effortharsly ussg LANYS autormated
identity tool

Given the current pervasiveness of the internet, the historic
rise of information media within the context of contemporary
art Is easily understood and can be considered fundamental

Net artists in particular play an important role in representing
the paradigms of new media and its technologies, critiquing and
vitalizing them., Since its earliest days, the field has borne
interesting and compelling fruits that cross-pollinate between art,
software, games, literature and activism. Beyond web sites, the
free-software and software-culture genres of contemporary
internet art offer alternative economic models and functionalities
that can radically alter how we think, consume and behave in daily
life. In addition, infowars and tacucal media campaigns open

up new opportunities, positioned on borderlines between arr,
politics. individual and collective action. It is difficult to turn

one’s attention away from a field in which so many diverse voices
clamour and the most secret information is just a few clicks

and hacks away.
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v 10 (b warthbound recevens Loy
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longtude and liteude of the recesver bated
o whore the three $pherws Interiect

Mandihake A~ ol v
Ausheniication Handihike Protccol” A
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sathenbeanon apet (typeilly & network
server) sands the chent pragram 3 random
value that is wied onty once e has an 1D
walue Bor the sender and peer share o
predufined secrw i, shar escranges. bod
agont and thent have massheng wilue or
1Dy, the conmection i suthentonted

Hardware b comrast 1o suftware, which iy
masde of code snd symbois. hardware
mctudes tangbie obectt such 51 e dac
drveen. (aplay sOremiin. beytoardy printery
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HTML Seandy for Myper Test Mukup
Language and i uned to creste documents
o the weh.

Hypeormedia An satansion UL supporm
Wnking graghecs. sound and widwo Fles »
sddetion 19 teet cements The web is
partaaly a bypermadia syttem unce 4
pport graghecal hyparinks and inks
1 acwnd andl sideo fies

Hypertast Based an & type of databane
inwanted by Theodor Nelsce in the 19404
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Neked 1o sach thed Naw & Merary gonrn
of vxts often Sursttensed by ek of
Bagmring and end and beancheng narrstives

ICQ An imstantmmssagng program, ke AOL
azant Messenger. which can be used lor
corfarancing enat amad and 10 pestorm
fe transiery and play computer games

Infowar A term descritenyg the crocad and
Aodumuntal stabas of oevine security and
WAReTIALION netwirdt. whach i et te
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feugiphe cres

IP addrews An idenury for § computer or
device on 8 TCRIP network, scludeg the
manrnet Netwarbs wiong the TCRA
protocul route messages Sated on 1t ¥
sddress of the destmation. The format of
a0 1P address i 5250 rursereal sddresy
writter 51 four meviery vegarsted by
perods. Connecung 10 the witernet
roguares usng regitered | sddreiaas
(C3led 10T et A3 ALY | LD pwind
Suptaares

Java An object onemated (as sppesed o
procedunl) programeneg Bnpuage
deveioped by Sun Maormryenms

Javascript Thaugh it shares festures and
sttt Wil Javd (g prograsming

anpeage, waanded e walnireg veer ey
Tomponents Lor well 11es. wis duvelnpod
Wy Notscaoe

Linus A Seely dlatributatie opessowrce
SPErvng Lyvtem that runs om & mumber
of harSwary platiormi and has becomu an
evtremrely popetar shermative to
PIOPrISTAry CPErsIIng Bystans

MNetiguetts The term iy & cantrsction of
mrernet stigeette and reflect: padelioet
for porting imvezsages tu ooline sersices
HUCh 33 el et and newigroups.

Open saurce In the contest of tha book. thi
v raflers 50 & progren im which 1he
VOt e (O30 4 deaistie 13 (he peverel
Ppubi Sor e andor mosfcanon fram
oeymal desupn hee of Curge

PIP (poer te peer’) Atype of tetwork =
WhACh S0 WOrN SZIDON Of Com@atar ha

o a2 d

Perl A programemng lenpuage devoiopod by
Lasry Wil ana especiully dusigned for
processing tewt, Fart it short fur Pracucsl
Extracuom and Report Language

Real Plagers A popular sattwsre for
broadeastng an the wets Real Autio
supports suibio conters and Real Mayery
tendd 10 Vspport sidee

Soreenshot Screenhon opors e

contents of § computer screen, Masy

operstng vystems allow wiers 10 ke

ALTRErUADL) VNG BEpVITChe COMTIANGS.

thers are sha pragrama foe screenihon

such as Grab

o oy

s P dats,
programs and amything that can Se stoced
slectrundaaly

Softwars art Arthitwritien software
As Chentzane Paul pomts out however,
Software 4 geseraly defred st harmal
WELTUE DGR thit can be wowsuled by &
comguer Howewer. thers i 10 Sgcal art
That Seeant hawe & lywr of cOSe
algnehinm, & procedene of formasd
nseructions that sceommplah & “resuk” n
frute nureter of stups. Even o the physcal
and waual nandestanon of digital ary
Surrat fenm e lager of dxth and cade. iy
“digrtal image” has Witenatety heen
peroduced by matrucnons and the softwars
Tt e used 10 Creste o Maspulate 1

Tactical media Keown by st artints chiefly
theongh the wetings of Dowd Garesa andt
Gorert Loweh 53 well 33 wvwnts such b Poest
§ Mnutes. tszncal metia rebes on ‘do-e-
yourseif' medis made possible by the
revtiution in consumer esectrons. The uis
of these mothis w this contest i by
weleduals Or groups outiele the narma
Feursthues of powes 3l bowiedge

Totepr The technology
fowling or wunsston that s persos s m s
dBerunm place or teme A vimple seperience
of telepresence would be when smesne
Caaght up wn an emall rom sversaas, el &
wurge of CONNETLION and NDIMAcy with
somaces who 18 far sway

URL Seands for Unform Resaswros Locsor
the glotul addruss uf documents snd ether
resourees on the web

Wares Prated commmenial software, aften
awalathe ortive. m whach 3 hachar has Se-
srnivared the copyrght s secunty tyvees
wved by the software masaczirer in
COmMPINIon wiih sharewers and freeware
the b st iistrbuion of wiees in Sagel
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Select Exhibitions

Dignad Studes . curstnd by Alexander
Gallowsy and Mark Amerts, ALT X
Noversber 19%7
bty irhizome orgihy

TORT, Nevigning Dygnal Cutrw”, curssed by
Robbe Murgty and Rems Campopans
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Az e tretwed camiport:

Beyond imerface . curmed by Seve Dierz,
Waker Act Comtar, Jamary 1Y%
L arTt e coon WMl
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The Shock of the View', Walher Art Corter »
coboration with the Davis Masewn and
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Muzome org 11 Supteriber 1938 - 4 Aged
1999 hitxp fwwew watherars orgsakeey
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Crickng the Mazn: Game Pug-an snd Pactes
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Schimrer. 16 july 195%
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2 Dacwntoer 2000 - 1) January 2001
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anid Rabert Nidefer, Universiry af
Cavhoros 3t bevine, 17 October
- 1} December 2000
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