)LUVWSXEOLVKHGLQ&]HFK5HSXEOLFE\3DVWLFKH)LOP]]V2ORPRXFZLWKWKH¿QDQFLDO
support of the Ministry of Culture of the Czech Republic.
ISBN 978-80-87662-07-6 (1st English edition)
ISBN 978-80-87662-06-9 (1st Czech edition)
2nd English edition, print-on-demand
ISBN 978-80-87662-24-3 (colour)
ISBN 978-80-87662-23-6 (reduced black & white version)

Selection © Marie Meixnerová, 2014
Translation © Helena Fikerová, Barbora Greplová, Magda Hrabálková, Marie Meixnerová,
0LFKDHODâWDɣRYi
&RYHU5DGLP0ČVtF

PAF, z.s. and Link Editions, 2019
The print-on-demand version is printed and distributed by: Lulu.com
www.lulu.com

ISBN 978-80-87662-24-3

#mm Net Art—Internet Art in the
Virtual and Physical Space of Its
Presentation

Internet art (Net art) is perceived as an important area of contemporary art
that has become the subject of scholarly interest. In the course of its more
WKDQWZHQW\¿YH\HDUKLVWRU\LWKDVFKDQJHGFRQVLGHUDEO\DQGWKHYDULRXV
approaches of theoreticians, critics and authors towards Internet art have
DOVRGHYHORSHG7KLVHQVXUHVWKDWDGH¿QLWHDQVZHUWRWKHTXHVWLRQÄ:KDWLV
Net art?“ is impossible.
Does Net art represent immaterial art that can only be displayed in the online
environment? Does its name refer to the medium it uses, such as Video art or
/DQGDUW GH¿QLWLRQE\PHGLXP ",VLWWKHDUWRIÄ1HWL]HQV³WKHLQKDELWDQWVRI
WKH,QWHUQHW VRFLRFXOWXUDOGH¿QLWLRQ "'RHVLWFRQFHUQWKHFROOHFWLYHSURFHVV
DUWZRUNV DQG VRFLDO VFXOSWXUHV PDGH HYHQ EHIRUH WKH DGYHQW RI WKH :RUOG
:LGH:HE"&DQZHLQFOXGHDWZHHWRUDVWHHOSLSHJDOOHU\LQVWDOODWLRQLQVSLUHG
by the Internet under its heading? Is Net art synonymous with Net.art and
networked art? Is it an art movement or an art form? Does Net art represent
a historical period of contemporary art? This book aims to provide a starting
SRLQWLQWKHVHDUFKIRUDQVZHUVWRWKHVHDQGVLPLODUTXHVWLRQVFRQFHUQLQJWKH
existence of Internet art.
The choice of essays in the anthology #mm Net Art—Internet Art in the
Virtual and Physical Space of Its Presentation was based on my professional
experience. As a curator, artist and author of theoretical articles and essays,
I have been dealing with this phenomenon since 2011. The essays, manifests
and theoretical and historical articles in this book are placed in context, and
follow Net art from its technological and conceptual origins to the present-day,
with the merging of virtual and physical worlds and the arrival of so-called
Post-Internet art in gallery spaces.
The book contains essays by Czech and foreign authors. It is, to a certain
extent, a record of the technological and social transformations that have
taken place in the areas of production and presentation of Internet art.
Thematic chapters feature academic essays alternated with manifests
and documents whose content is, in some cases, purely informative and
illustrative. For the sake of this anthology, I’ve approached the Internet art
DVDGHYHORSLQJDUWIRUP7KLVLVUHÀHFWHGLQWKHRUGHURIWKHHVVD\VZKLFK
map the “chronological” stages of its “development”.
7KHDQWKRORJ\LVGLYLGHGLQWR¿YHWKHPDWLFVHFWLRQVWKDWDUHEDVHGRQLPSRUWDQW
milestones in the history of Internet art: Web 1.0 .DWDUtQD 5XVQiNRYi
Dieter Daniels, Marie Meixnerová); Net.art (net-dot-art) (Domenico
Quaranta, Natalie Bookchin, Alexei Shulgin); Web 2.0 (Domenico Quaranta,
Piotr Czerski, Brad Troemel, Artie Vierkant, Ben Vickers, Marie Meixnerová)
and Post-Internet -HQQLIHU&KDQ*HQH0F+XJK 7KH¿IWKFKDSWHUVLPSO\
entitled Archiving, is devoted to archiving and the preservation of Internet
DUW 'LHWHU 'DQLHOV *XQWKHU 5HLVLQJHU 0DWČM 6WUQDG  7KH DIWHUZRUG ZDV
ZULWWHQE\WKH&]HFKWKHRUHWLFLDQDQGFXUDWRU/XPtU1\NO
7KHERRNFDQVHUYHDVDQLQWURGXFWLRQWRWKHVSHFL¿FDUHDRIWKHWZHQWLHWKDQG
WZHQW\¿UVWFHQWXU\DUWZRUOG7KHHVVD\VZHUHDOVRVHOHFWHGZLWKUHJDUGWRWKH
H[SHUWUHDGHUWRZKRPWKHERRNRɣHUVQHZDQGDV\HWXQSXEOLVKHGLQIRUPDWLRQ
and hopefully also a new perspective on the phenomenon of Net art.
#mm
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1. Web 1.0
On the Internet, Nobody Knows You Are a Dog.1
#context #prehistory

1 Caption for the famous Peter Steiner’s New Yorker cartoon from 1993, the most reproduced New Yorker
cartoon in the history of the magazine. Steiner, Peter. “On the Internet, Nobody Knows You’re a Dog.” New
Yorker-XO\QSDJ3ULQW
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,Q SRSXODU WHUPLQRORJ\ WKH ,QWHUQHW DQG WKH :RUOG :LGH :HE DUH RIWHQ
LQWHUFKDQJHDEOHWHUPVEXWLQIDFWWKH\DUHQRWV\QRQ\PRXV:::LVDVHUYLFH
provided within an already existing network—the Internet—and web browsers,
web servers and web pages rely on Internet protocols TCP/IP and HTTP. The
EHJLQQLQJVRIWKH:RUOG:LGH:HEDUHDVVRFLDWHGZLWKWKHWXUQRIWKHV
and the name of the British programmer Tim Berners-Lee who created the
¿UVWSURSRVDOIRUDGLVWULEXWHGK\SHUWH[WV\VWHPDQGSURJUDPPHGWKH¿UVW
web browser while working for CERN (European Organisation for Nuclear
5HVHDUFK 6XEVHTXHQWO\LQWKHVHUYLFHEHFDPHDYDLODEOHWRWKHSXEOLF
and has been free since 1993.1 Moreover, at that time the graphical browser
Mosaic was released.2 ,Q WKH PLGGOH RI WKH V WKH ¿UVW PRGHUQ EURZVHUV
followed: Opera (1994), Mozilla (former Netscape, 1994) and Internet Explorer
 7KH,QWHUQHWZDVQRZHDVLO\PDQDJHDEOHDFFHVVLEOH XVHUIULHQGO\ KDG
VSUHDGUDSLGO\DQGZDVEHFRPLQJDPDVVPHGLXP,QWKHREMHFWRUL
HQWHG SURJUDPPLQJ ODQJXDJH -DYD HQDEOHG WKH ¿UVW DQLPDWLRQV RQ WKH
Internet. The technological development outlined so far concerns the so-called
:HEDSHULRGLQWKHGHYHORSPHQWRIWKHZHEZKLFKZDVUHSODFHGE\:HE
LQWKHPLGGOHRIWKH¿UVWGHFDGHRIWKLVFHQWXU\8QOLNH:HE:HE
allows its users to participate actively in creating the content while also being
consumers.
7KH ¿UVW WKHPDWLF FKDSWHU LQ WKLV DQWKRORJ\ HQWLWOHG Web 1.0 aims at
presenting the advent of Internet art in the context of its predecessors and
the history of art, particular art movements and technological development.
,WV ¿UVW HVVD\ ³,QWHUQHW $UW DQG ,WV )RUPDWV´   ZULWWHQ E\ 6ORYDN
WKHRUHWLFLDQDQGFXUDWRU.DWDUtQD5XVQiNRYi E FKDUDFWHUL]HV,QWHUQHW
art as an unstable, time-dependent, ephemeral, digital medium operating on
the basis of a network.3 In her second text entitled “Internet Art: New Image
0RGHV´   5XVQiNRYi IRFXVHV RQ WKH GHYHORSPHQW RI WHFKQRORJLFDO
SUHUHTXLVLWHV WKDW FRQGLWLRQHG WKH ELUWK RI ,QWHUQHW DUW DOLDV 1HW DUW 7KH
German researcher Dieter Daniels’s essay “The Art of Communication: From
Mail Art to E-mail,” deals with early Internet art projects and reveals the
UROHRIKLVWRULFDOFRQWH[WLQDUHÀHFWLRQRQ1HWDUW+LVDUWLFOHZDVZULWWHQDW
a time when scholarly discussion of the topic did not yet exist. The author
thus understands Internet art in relation to Mail art. The latter area of art is,
together with art movements (Dada, Fluxus, Conceptual art, computer art),
PRVW RIWHQ LGHQWL¿HG DV D SUHFXUVRU RI ,QWHUQHW DUW 7KLV WKHPDWLF FKDSWHU
of the anthology devoted to the pioneers of Net art concludes with my study
³1HW $UW EHIRUH ::: $ 3ODQHWDU\ )HOORZVKLS´   ZKLFK SUHVHQWV
Internet artists as a distinctive art subculture with its own artistic means of
expression, priorities and attitudes towards the predominant art discourse.
#mm

7KDQNVWRWKLVWKH:RUOG:LGH:HEWULXPSKHGRYHUWKHULYDOV\VWHP*RSKHUZKLFKZDVGHYHORSHGDWWKH
8QLYHUVLW\RI0LQQHVRWDDQGZDVDSDLGVHUYLFH6HH³7HQ<HDUV3XEOLF³
2 This browser was developed at the National Centre for Supercomputing Applications (NCSA) at the
8QLYHUVLW\RI,OOLQRLVE\DWHDPOHDGE\$PHULFDQVRIWZDUHHQJLQHHU0DUF$QGUHHVVHQ6HH³0RVDLF²7KH
)LUVW*OREDO:HE%URZVHU´
3 A system of several independent computers that are connected and able to communicate and exchange
data.

References:
³7HQ<HDUV3XEOLF'RPDLQIRUWKH2ULJLQDO:HE6RIWZDUH´CERN&HUQ$SU:HE
Dec. 24 2014.
³0RVDLF²7KH)LUVW*OREDO:HE%URZVHU´Living Internet1SQG:HE'HF
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Internet Art and Its Formats
.DWDUtQD5XVQiNRYi_

Internet art is one of the youngest forms of media art. Its fundamental
components include computers and information consisting of bits and
bytes intended for transmission—telecommunication within which
GHPDWHULDOLVDWLRQRIDQDUWLVWLFREMHFW¿QGVLWVDEVROXWHDSSOLFDWLRQ
The expansion of Internet art is closely connected to the rapid spread of the
Internet which started on a global level in the mid-1990s. From the historical
viewpoint it may be said that its breeding ground was established by the
Fluxus international movement and by performance and conceptual artists
making use of the development of information and telecommunication
technologies (telephone, telecast, radio communication, telex, fax and the
Internet) in their works of art.
The exemplary activities which augured Internet art involved telephone
concerts, fax performances and satellite conferences in the 1970s and 1980s.
+RZHYHUWKHLUZHDNQHVVZDVWKHLQVXɤFLHQWXQSUHVHUYHGDQGWRDFHUWDLQ
extent, absent documentation that was necessary for further research. Les
Immatériaux (the non-materials) exhibition from the authorial concept
by Jean-François Lyotard inspired many artists. It was held in the Centre
*HRUJHV3RPSLGRXLQ3DULVLQDQGWKHH[SHULPHQWVLQFRPSXWHUDLGHG
interactive writing and collective computer-mediated discussion originated
there.
In 1962 Ray Johnson was a pioneer of Mail art. His work is considered
to be the immediate predecessor to Internet art. It is based on a form of
correspondence among artists who exchange their works by mail. A mailing
HQYHORSH ¿JXUDWLYHO\ EHFDPH WKH VPDOOHVW PXVHXP RI DUW IRU 0DLO DUW $V
with Internet art, Mail art is a democratic form of artistic expression, the
aim of which is more a process of communication and mutual exchange of
thoughts among its participants, than the production of works. Since these
artistic forms are clearly intended neither for commercial use, nor for the
DUWPDUNHWDQGWKH\DUHHYHQGH¿QHGDVRSSRVLQJWKHPDLQVWUHDPDQGWKH
institutional cultural establishment, Mail art works are usually not saleable
objects to be viewed in private galleries and certain problems do occur when
exhibited in museums of art. This is naturally related to the fact that their
authors are, in comparison with established and popularized artists, known
only to a small community of like-minded artists and their followers who are
LQWHUHVWHGLQWKHVHVSHFL¿FIRUPVRIH[SUHVVLRQ.
During its short history Internet art has evolved from its initial enthusiasm
for using the new, free and uncensored environment of bi-directional
communication, which came under relentless attack from the mass media.
Internet art has moved through scepticism and ended with disillusionment
as well as a realistic evaluation of how to proceed with critical detachment
%DXPJlUWHO± ,WLVUHSUHVHQWHGE\GDWDWUDVK²XVHOHVVLQIRUPDWLRQ
by means of which the network is being overloaded, and which causes a
lowered orientation in informational chaos and inability to perceive extreme

LQIRUPDWLRQÀRZ$FFRUGLQJWR3LHUUH/pY\WKH:RUOG:LGH:HELVQHLWKHU
semantically nor structurally closed, and it is not frozen in time. On the
contrary, it is growing, moving and changing. It reminds one of a river.
Its numerous springs, its whirls and uncontrollable growth all create an
LPSUHVVLYH LPDJH RI WKH FXUUHQW LQIRUPDWLRQ ÀRRG 5R\ $VFRWW XVHV WKH
LPDJHRIWKHVHFRQGÀRRG²WKHLQIRUPDWLRQÀRRG /pY\ 
Many artistic works, including Mark Napier’s 7KH 'LJLWDO /DQG¿OO (1998),
refer to these problems. On the other hand the explosion of projects within
the network is a result of the enormous challenge represented by the
Internet, which has provoked many artists into producing numerous and
GLYHUVH ZRUNV 7KH JOREDO QHWZRUN WKXV EHFDPH DQ HɣHFWLYH PHGLXP IRU
UHDO FRPPXQLFDWLRQ ZLWK WKH DXGLHQFH LW KHOSV WR DFTXLUH DQ DXGLHQFH¶V
UHVSRQVHWKURXJKIHHGEDFN/pY\FRQVLGHUVWKHQHWZRUNWREHDQRSHQVSDFH
for interactive and collective communication as well as a global instrument
of collective intelligence (183). It is true that everything is on the same level,
KRZHYHUGLɣHUHQWLDWHGHYHQLIDQDEVROXWHKLHUDUFK\GRHVQRWH[LVWRQWKH
network. At the same time the network is not a shapeless mass, it merges
many various approaches within itself.1
The characteristics of digital Internet works are that they function only
within the network and that they creatively use the technology that enables
their very existence.
In 1993 the Mosaic web browser enabled people to integrate text, image,
VRXQGDQGVKRUWDQLPDWHGVHTXHQFHVRQWRDGHVNWRSFRQWUROOHGE\FOLFNLQJ
D PRXVH %DXPJlUWHO   7R FUHDWH WKHLU ZRUNV RQ WKH ,QWHUQHW DUWLVWV
used low-cost tools such as HTML, digital graphics and Photoshop. These
were followed by other programming languages—Java, Flash and Dynamic
HTML. The artists also used the experience gained from various forms of art
in digital media and from being part of interactive installation which used
YLGHRVDWHOOLWHVFRPSXWHUVDQGVRXQG)URPWRVSHFL¿FDHVWKHWLFV
of art were developed on the network, together with its main formats, such
as e-mail, websites, graphics, audio, video and animation (Greene 33–34).
One of the fundamental characteristics of works on the network is that
WKH\DUHRQO\LPSOHPHQWHGRQ:::DQGWKH\DUHSUHVHQWHGDVLQGLYLGXDO
websites. Several communities, such as Internationale Stadt from Berlin
(1994–1998) and Digitale Stadt from Amsterdam (1994) were active within
the environment of the Internet; mailing lists that gained recognition within
the international Net art scene include nettime, Syndicate, faces, Rhizome
and 7-11. The Internet serves as a medium for various artistic works and it
is important that it provides a platform for related media, such as Internet
¿OPVDQLPDWLRQVHTXHQFHV'VLPXODWLRQVJDPHVSKRWRJUDSK\DQGVRXQG
all of which may be transferred.
Communication among a large number of people and the formation of
situations which provoke social interaction in the virtual space of the Internet
have much in common with Joseph Beuys’ similarly conceived projects of
VRFLDO VFXOSWXUH %DXPJlUWHO   2QH RI WKH DLPV RI WKHVH ZRUNV²ZKLFK
/pY\VWDWHVWKHIROORZLQJ³2XUFXUUHQWNQRZOHGJHLVH[SUHVVHGWKURXJKDPHWDSKRUFRQWDLQLQJD
YR\DJHDQGVXU¿QJZKLFKVXJJHVWWKHDELOLW\WRIDFHZDYHVVWUHDPVDQGKHDGZLQGVRQDÀDWXQVWHDG\DQG
unprotected surface. The existing notion of a pyramid (to ascend to the top of knowledge), a ladder and
a teaching programme given in advance conversely reminds us of former rigid hierarchies,” VHH/pY\
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PD\ EH FDOOHG GLJLWDOO\ VSHFL¿F HYHQWV²LV DQ H[FKDQJH RI YLHZV DPRQJ
artists, activists and participants in the communication. All of which forms
a potential for future art from the cooperation. The other aim is represented
E\WKHPXWXDOLQWHQVL¿FDWLRQRIH[SHULHQFH
,WLVTXLWHLQWHUHVWLQJWKDWRQHRIWKH¿UVWDUWLVWVZKRPDGHWKHLUQDPH FUHDWHG
a distinctive image for themselves) were Russian Internet artists, who were
in opposition to the local commercial artistic scene and against those artists
who tried to attract the attention of the general public. Knowledge of Russian
DYDQWJDUGH¿OPVDQGWKHDELOLW\WRZRUNZLWKQDUUDWLYHDQGYLVXDOVIRFXVHG
on a screen were very important for Russian Internet artists—Olia Lialina
DQG$OH[HL6KXOJLQDUHDPRQJWKHPRVWIDPRXV²DQGWKH\TXLFNO\DGDSWHGWR
working with a computer screen for the purpose of interactivity. They tried
WR¿QGDEDODQFHEHWZHHQWH[WDQGLPDJHDQGLQVSLUHGE\6HUJHL(LVHQVWHLQ¶V
WKHRU\ WKH\ XVHG WKH SRVVLELOLWLHV RI SDUDOOHO PRQWDJH :KLOH 2OLD /LDOLQD¶V
My Boyfriend Came Back From the War (1996) is intimate and presents
a dramatic story on personal level, Alexei Shulgin’s Hot Pictures (1994) is
reminiscent of an electronic photo gallery accessible either from home or
work. The author demonstrates his aversion to the conservative culture of
galleries and museums and he suggests a social and economic background
WR WKHLU SUDFWLFHV $IWHU H[SHULHQFLQJ SROLWLFL]HG RɤFLDO DUW KH SUHIHUV IUHH
artists’ communication and the independent presentation of works within
the network. In 1996 Shulgin formulated his radical manifest2 in which he
spoke about “pure and genuine communication” as the new artist’s aim, and
within which he refuses artefacts, seen as fetishes, and he disapproves of
the manipulation of people by means of sophisticated, often kitschy works
by medial artists and by having their thoughts contaminated by theorists’
similarly vague interpretations (Greene 36–39).
The logic of discursive language used when creating websites is ruined by
Jodi who employs practices of post-linguistic and post-visual research.
It profanes websites and creatively abuses HTML protocol—a code for its
creation.
Branches of Soros’ centres have contributed to the activation of Internet
artists in the countries of Central and Eastern Europe (Moscow, Ljubljana,
6DUDMHYR 6R¿D %XGDSHVW HWF  7KH 6ORYHQLDQ DFWLYLVW DQG DUWLVWGLVVLGHQW
9XNûRVLü¿HUFHO\VXSSRUWV1HWDUWLQWKLVUHJLRQ
His projects are critically focused on contemporary online practices in such
a way that they relativize the intentions of authors and designers working
LQ WKH F\EHUVSDFH )RU H[DPSOH ûRVLü DSSURSULDWHG WKH CNN website and
deconstructed it by means of shifting it semantically into a trivial mass
media environment with a pop banalisation of the news—Net.art per se
(CNN Interactive), 1996. Platforms intended for group discussions and
the development of electronic artistic criticism such as The Thing (1991),
äda web (1994), Rhizome (1996) and nettime ZHUHHVWDEOLVKHGLQ:HVWHUQ
(XURSHDQGWKH86$%HFDXVHRIWKH,QWHUQHWQHZIRUPVRIGLVFRXUVHDQG
production, which enable the development of notice boards, chat rooms and
websites, are being generated. The dimension of an immediate reaction,
2 #mm: “Art, Power, and Communication,” a statement made by Alexei Shulgin via e-mail from October 7,
1996 is available online, see Shulgin.

which is in most cases lacking in printed documents, allows involvement
in the discussion and criticism of digital culture (Lunenfeld 137). The
Australian collective VNS Matrix, which deals with the relationship between
technoculture and the theme of gender, race and class, was formed within
variously oriented discursive networks. Cyberfeminism covers three areas:
  LW GH¿QHV ZRPHQ¶V SRVLWLRQ LQ WHFKQRORJLFDO GLVFLSOLQHV   LW GLVFXVVHV
ZRPHQ¶VH[SHULHQFHZLWKWHFKQRFXOWXUHLQFOXGLQJLWVHɣHFWRQZRUNKRPH
social life and leisure activities, 3) it comments on gender comprehension
of various technologies in the sense of their possible feminisation and
erotization (Greene 62). In 1991 VNS Matrix formulated the Cyberfeminist
Manifesto for the 21st Century in which strategies of variable identities (new
NLQGVRIÀXLGLGHQWLWLHVDQGUHSUHVHQWDWLRQE\PHDQVRIDYDWDUV LQFOXGLQJWKH
whole spectrum of sexual power and combinations of sexual and technical
languages are supported. Having a sense of humour when using technology
is emphasized and at the same time it follows Donna Haraway’s pilot text
A Cyborg Manifesto: Science, Technology, and Socialist-Feminism in the
Late Twentieth Century  )UHHVSDFHLVWKXVRSHQHGWRHODERUDWHRQWKH
YDULRXV TXHVWLRQV DQG SUREOHPV RQ WKH ULFK F\EHUIHPLQLVW DJHQGD *UHHQH
62–64).
From the viewpoint of an innovative approach to web browsers—Netscape
1DYLJDWRU DQG ,QWHUQHW ([SORUHU ZHUH PRVW IUHTXHQWO\ XVHG²,2' µV
suggestion is very interesting. This British three-member team invented
the Web Stalker (1997) website browser, which resembles the structure of
a network, not a book. It is composed of small circles representing individual
pages, whose mutually connected links form a map of connections among
ZHE SDJHV 7KH ZRUN ZLWK D PRGL¿HG YLVXDO VWUXFWXUH DQG XVHU¶V SUDFWLFHV
FRQVLGHUDEO\LQÀXHQFHGKRZLWZDVUHFHLYHGE\WKHGLVFRXUVHSDUWLFLSDQWV,W
is the best example of software art and data mapping.
:KHQ documenta X H[KLELWHG 1HW DUW LQ  LQ .DVVHO LW ZDV WKH ¿UVW
institution to display Net art,3 which thus became one of the forms of the
contemporary artistic scene and the network was established as a serious
SODWIRUP IRU DUWLVWLF DFWLYLWLHV 7KH FXUDWRU RI WKH RɤFLDO ZHEVLWH DQG QHW
artists’ presentation at this exhibition was the media artist Simon Lamunière.
+RZHYHU 9XN ûRVLü HQWHUHG LWV FRQWH[W DQG FRSLHG FORQHG WKH RɤFLDO
website and appropriated it with the title of Documenta Done  ûRVLü¶V
aim was to point out the technical possibilities of reproduction and to pose
3 #mm: The installation solution at documenta XLVIUHTXHQWO\PHQWLRQHGDQGQRWZLWKRXWFRQWURYHUVLHV
³7KH>1@HWDUWSLHFHVDUHVKRZQLQDQRɤFHOLNHVSDFHKLGGHQEHKLQGDFDIHWHULDWKDWKDVRQO\RQHHQWUDQFH
7KHGHFRUDWLRQRIWKHZRUNLVQRWE\DGHVLJQHU>@EXWE\WKHDUWLVWV)UDQ]:HVW DQXQFRPIRUWDEOHEHG
and chairs) and Heimo Zobernig (who painted the walls blue as a subtle hint to IBM as one of the major
sponsors of the show [...]). The computers that show [N]et art are not connected to the Internet, with three
exceptions: the projects of Muntadas, Pocock etc. and Blank/Jerone. Yet even with these works there are
QRGLUHFWOLQNVWRRWKHUVLWHVDQG\RXFDQ¶WVXUIWRRWKHU85/¶V$SSDUHQWO\WKHRUJDQL]HUVGLGQ¶WZDQWWKH
1HWDUWURRPVWRWXUQLQWRDF\EHUFDIpZKHUHSHRSOHUHDGWKHLUHPDLO:KLOHWKLVLVOHJLWLPDWHFXUUHQWO\WKH
data could come straight from the hard disk,” explained the exhibition Tilman Baumgaertel in the nettime
mailing list. According to Jodi the installation solution of the exhibition was insensitive and a number of
DUWLVWVGLVDJUHHGZLWKWKHLQVWDOODWLRQLQ³WKHRɤFHOLNHVSDFH´²VRPHWKLQJZKLFKZDVSHUKDSVLQWHQGHGDV
a funny metaphor in fact created a rather awkward stereotype that might have been repeated in the future.
Particularly problematic was the pruning of the Net.art works back to their context and “environment” by
WDNLQJWKHP³RXWRIWKH,QWHUQHW´DQGSUHVHQWLQJWKHPRɥLQH6HH%DXPJlUWHO³,QWHUYLHZZLWK-RGL´
The art group Jodi, whose works were also exhibited in Kassel, said of the exhibition while it was still on:
³>WKHRɤFHLV@DQXQQHFHVVDULO\FRQIXVLQJV\PEROLFDOFRQVWUXFWEXLOWZLWKRXWFRQVXOWDWLRQRIWKHDUWLVWV
Net.projects don’t need such metaphors when presented in real-space exhibits, as tv-monitors don’t need a
KRPHGHFRUDURXQGWKHPIRUYLHZLQJYLGHR7KHRɤFHFOLFKpDOVRVXFNVEHFDXVHLWJLYHVDIDOVHJURXSODEHO
WRDUWLVWVZKRVHRQO\FRPPRQLQWHUHVWLVWKHLUXVHRIWKHQHW´6HH-RGLTWGLQ4XDUDQWD
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TXHVWLRQV FRQFHUQLQJ DXWKRUVKLS +H UHIHUUHG WR 'XFKDPS¶V UHDG\PDGHV
and his appropriation strategy as used by artists such as Sherrie Levine.
$FFRUGLQJWRûRVLü,QWHUQHWDUWLVWVDUH³LGHDO'XFKDPS¶VFKLOGUHQ´ *UHHQH 
The Italian collective 0100101110101101.ORG, which is also known as 01s,
approaches data recycling as an aesthetic strategy in an even more radical
way. The group poached from Olia Lialina’s and Jodi’s web art through their
appropriation, remixing and re-usage. The hybrid works emerged from this
practice proceeded from the software concept of “cutting and pasting”—two
fundamental approaches within computer operation.
More authors were experimenting while writing electronic texts and narrative
works using combinatorics of hypertext: Mark Amerika, feminist hypertext
writer Shelley Jackson, Olia Lialina, who dealt with interactive processual
storytelling about love with an intertextual structure, and Yael Kanarek, who
combines various forms of visual and textual narration with photos, created
images and post-human cyborgs.
:HE¿OPVRULJLQDWHGLQ²WKH\PD\EHJHQHUDOO\FKDUDFWHUL]HGDVYLGHR
¿OPVVKRUWHUWKDQWKUHHPLQXWHVDQGZKLFKFDQEHORFDWHGRQWKHZHE7KH\
ZHUHSUR¿OHGRQWKHEDVLVRIWRSLFVZKLFKRFFXULQFRQWHPSRUDU\DUWVXFK
DV PDVV PHGLD DQG 79 VHULHV FULWLFLVP QDUUDWLYH DQG GRFXPHQWDU\ ¿OPV
JHQGHULVVXHVWKHRYHUODSRISULYDWHDQGSXEOLFVSDFHVRFLDOUHDOLW\TXHVWLRQV
LQWHQGHGIRUUHGH¿QLWLRQRIYLVXDODUWHWF %DUU\ 
)ODVK DQG $IWHU (ɣHFWV DSSOLFDWLRQV SURYLGHG DUWLVWV ZLWK H[WUDRUGLQDU\
RSSRUWXQLWLHV WR GHYHORS ¿OP H[SHULPHQWV LQWR G\QDPLF SURMHFWV 2QOLQH
distribution of music and radio formats and channels on the Internet,
including experimental music (the MP3 format especially guaranteed high
TXDOLW\VRXQG RULJLQDWHGDWWKDWWLPH)RUH[DPSOH$OH[HL6KXOJLQODXQFKHG
the 386 DX processual cyberpop project in 1998 and it is still up and running
WRGD\/LNH9XNûRVLü6KXOJLQSRVHGTXHVWLRQVFRQFHUQLQJDXWKRUVKLSLQWKH
digital environment and at the same time he signalled his withdrawal from
the classical Net art scene (Greene 111).
Software art projects based on online communication rely on the audience’s
input into artistic statements interpreted by the author of the software.
Software art is mostly made up of a community of similarly-minded artists
and the recipients of their art. An open source code for anonymous users is
H[FHHGLQJO\LPSRUWDQWIRUWKHGHYHORSPHQWRIVRIWZDUHDUWUHODWHGWRVSHFL¿F
software, which in this framework is considered as a cultural form. The
free Linux operating system enabled innovative approaches, experiments,
pluralistic artistic practices and creative cooperation, thus becoming
a stimulating factor for the collective activities of many software engineers,
artists and software culture supporters. In 1999 Linux was awarded the
Golden Nica at Ars Electronica in Linz.
Software art, which is accessible in the public domain so that users can freely
use its data, blurs the boundaries between art implemented by the author and
by the audience, who become active perceivers, users and co-authors during
the online communication. The visual structures and audio elements of these
VSHFL¿FZRUNVDUHUHDGLO\DYDLODEOHVRXVHUVFDQLQGLYLGXDOO\ZRUNZLWKWKHP
DQG PRGLI\ WKHP DFFRUGLQJ WR WKHLU RZQ YLVLRQV *UHHQH ±  $V DQ

DQDORJ\LWFDQEHVDLGWKDWLQWKHVDPHZD\DVWKHUHDUHVLWHVSHFL¿FZRUNV
IRUSDUWLFXODUDUFKLWHFWXUDOSUHPLVHVWKHUHDUHDOVRQHWVSHFL¿FZRUNVZKRVH
unavoidable premises is the network.
The Nine(9) project, which originated in 2003, is an exemplary demonstration
of one of the most complex works of collective software. Its author is Graham
Harwood, a member of the Mongrel formation. Nine(9) represents the
collaboration between an artist and a group of users from various social
contexts, providing the participants with the ability to create a mutually
connected “knowledge maps”. The principle consists in the fact that links
between nine maps are followed by automatically generated e-mails, which
aim to form a connection among users, and at the same time Perl4 scripts
search for other common features throughout the maps. Its leitmotif is
a reaction to the social imbalance of users of graphically and medially
produced software, such as Director and Photoshop which are most often
designed exclusively for experts. Nine(9) aims to reinforce the democratic
nature of the Internet, so that it can provide service to a wide general public.
Thanks to the project Nine(9) groups or individuals can participate in the
creation of texts, images and sound as well as being able to explore the social
make-up of their communities by means of so-called knowledge maps.
Multimedia maps involve a mixture of photos and other media published by
the users.
Communiculture (2001), implemented by Josh On is a similar kind of work
WRWKDWRI$P\)UDQFHVFKLQLDQG%ULDQ:RQIURP)XWXUHIDUPHUV,QFRQWUDVW
to the previous project, the audience can participate by contributing their
own visual creations and thus forming an image; a graphic collage in a form
RIYLVXDOVWUXFWXUHFRPSRVHGRIYDULHGLPDJHHOHPHQWV *UHHQH± 
$W WKH EHJLQQLQJ RI WKH WZHQW\¿UVW FHQWXU\ QHWEDVHG DUW WHQGHG PRUH
towards such cultural areas as tactical media (based on the do-it-yourself
SULQFLSOH IUHHVRIWZDUHDQG¿OPXVLQJDQLPDWLRQDQGYLGHR7KH,QWHUQHW
DV D FRPPRQ SODWIRUP RɣHUHG QRW RQO\ WKH DELOLW\ WR FRPPXQLFDWH DQG WR
express one’s thoughts on the basis of interaction, but it also enabled people
to participate in the creation of a common work with an open processual
structure.
In his Untitled (2001) installation in Postmasters Gallery, New York
*UHHQH :ROIJDQJ6WDHKOHSRLQWHGRXWWKHFRQWHPSRUDU\SKHQRPHQD
of the information society and the era of the satellite. The installation was
based on the projection of images through the Internet from three web
FDPHUDVLQGLɣHUHQWORFDWLRQVGXULQJ6HSWHPEHU7KHORFDWLRQVZHUHWKH
Comburg Monastery in Bavaria, the Berlin TV Tower and Lower Manhattan
ZLWK D YLHZ RI WKH :RUOG 7UDGH &HQWHU 7RZHUV 2QOLQH SURMHFWLRQ RQ WKH
gallery walls highlighted several aspects of contemporary life saturated by the
media, such as the voyeurism and supervision of information technologies,
the practices of mass media journalism as well as the form of artistic reality
documentation, sketches of which were represented by individual projections.
4 #mm: Perl is a programming language, for more information see http://www.perl.org/.
 Nine(9) is able to place 729 knowledge maps in total as soon as the content of the archive is displayed and
the connection among users is accomplished, and each of nine groups involves nine archives with nine maps
per archive. See Greene 167–168.
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Peace and silence was symbolised by the Comburg Monastery and contrasted
with the media symbol of the Berlin TV Tower and the pulsing economic-administrative heart of Lower Manhattan, which was struck by
WHUURULVW DWWDFNV RQ 6HSWHPEHU   :KHQ WKLV VKRFNLQJ DQG WUDJLF
event was caught on the web camera which had been continuously recording
this part of Manhattan until the end of the exhibition in October 2001, the
SDUDGR[RIFRLQFLGHQFHDGGHGDQHZGLPHQVLRQWRWKLVZRUN:KDWKDGEHHQ
the classic image of modern day New York, a symbol of global capitalism
and the city’s characteristic dominant feature, had become history; it was the
past. It had happened over several hours that were documented by Staehle’s
ODUJHVFDOHYLGHR6HYHUDODUWLVWVGHDOLQJZLWKWKHVLJQL¿FDQFHRIWKH,QWHUQHW
in the context of today’s perception of a world colonised by the media are
engaged in an exploration of the boundaries between the space of the Internet
and the possibilities of mapping and the online visualization of people’s motion
in a real geographical environment and its actual online visualization.
Such works include the Slovenian artist Marko Peljhan’s Makrolab, which
was presented at documenta X in Kassel, and the alpha 3.3 project (2001),
created for Documenta 11 by the Singaporean artists Charles Lim Yi Yong and
:RRQ7HQ:HLNQRZQDVWVXQDPLLQHW7KH\XVHG*36 *OREDO3RVLWLRQLQJ
System) which mapped the artists’ positions on their way from Kiel to Kassel
through mobile phone and radio waves and it was recorded on the web.
Thus the project became a location indicator of people’s movements around
various regions in real time.
In contrast to the generally valid principle that the Internet is an open space
with a democratic approach for a broad community of users, Heath Bunting
undermined this statement in his Border_Xing (2002) project when he
made the network accessible only to participants from public spaces such as
universities and Internet cafes and to people from marginalised nations such
DV$IJKDQLVWDQDQG,UDT7KLVZRUNIRFXVHGRQFRQVXPSWLRQDQGFRQVXPHUV¶
interests, and thematised the problem of geographical and national
boundaries and the issue of free movement across them (Greene 176–178).
:KLOHRQWKHRQHKDQGWKHLQFUHDVHLQZLUHOHVVQHWZRUNVLQSULYDWHDQGSXEOLF
space meant a shift towards the use of laptops, on the other hand it brought
further reinforcement of community initiatives dealing with the creation of
FRQWH[WXDONQRZOHGJHPDSVDQGIRUPVRIQHWZRUNV7KH\H[SORUHTXHVWLRQV
relating to European bureaucracy, networks and governments, they analyse
symptoms of contemporary capitalism and, within its framework, they
GRFXPHQWWKHUHODWLRQVKLSVEHWZHHQYDULRXVVRXUFHVRI¿QDQFLDOSRZHUDQG
the world’s religions. At the same time they are engaged in research into
sophisticated data processing.
From the viewpoint of a multifunctional Internet space platform, it is obvious
WKDWIXQFWLRQVVXFKDVFRPPHUFLDOLVDWLRQDQGFRPPRGL¿FDWLRQDUHDOVRDPRQJ
its components. Several works of various artists, who wittily highlight the form
of electronic trade in works which refer ironically to personal mythologies, and
ZKRHYHQLQVLQXDWHWKHFRPPRGL¿FDWLRQRISHRSOH¶VRZQSHUVRQDOLWLHVRIWHQ
with racial overtones, may be mentioned in this context: Michael Mandiberg’s
Shop Mandiberg (2000–2001), John D. Freyer’s All My Life for Sale (2001)
and Keith Obadike’s Blackness for Sale   *UHHQH± 

,W PD\ EH VDLG WKDW LQIRUPDWLRQ WHFKQRORJLHV DUH EHLQJ GHP\VWL¿HG DQG
domesticated, not just because of the Internet artists and their community
of users. For their creations on the web the artists use various applications
VXFK DV )ODVK $IWHU (ɣHFWV 4XLFN 7LPH 3OD\HU 3KRWRVKRS 1HW DUW
aesthetics brings instant news and visuals as well as audio-visual messages.
New potential for the distribution of art and activism is thus being created.
The New York artist Jonah Peretti coined the term “contagious media,”
according to e-mail correspondence with the company focused on Nike
sportswear production, which is connected to his critical views of this
commercial sector, where the exploitation of workers is obvious as well
as the views of the corporate information economy. In a way his works
are a tribute to amateur and hobby web design, or more precisely they
serve as an example of anti-design. In tandem with his sister and other
colleagues he prepared the Internet project Black People Love Us (2002)
within which he revealed, with a sense of social satire, the delicate forms of
racism coming from white politically progressive and emancipated people
WRZDUGVEODFNSHRSOH *UHHQH 
7KUHHGLPHQVLRQDOGHVLJQLVRɣHUHGE\FRPSXWHUJDPHVZLWKGUDPDWLFDQG
HQWHUWDLQLQJQDUUDWLYHYDULDWLRQVGXULQJZKLFKWKHVWRU\OLQHLVLQÀXHQFHGDQG
completed by a player according to their ideas. Those formats are represented
E\ YDULRXV NLQGV RI PDQLIHVWDWLRQV 7KH\ RIWHQ PHHW WKH UHTXLUHPHQWV IRU
critical discourse and they comment on art and visual culture and deal
ZLWK VRFLRSROLWLFDO TXHVWLRQV HURWLFLVP RU YLROHQFH +LPPHOVEDFK 6
The visually-thematic practices used in computer games are obvious, as
in Matthew Barney’s Cremaster 3 from 2002. In the role of open-minded
trainee, Barney strives for his own salvation with only a limited time, and
on his way up he climbs the spiral rotunda of Guggenheim’s Museum in
1HZ <RUN +H KDV WR RYHUFRPH ¿YH VWHSV ZKLFK UHSUHVHQW REVWDFOHV WR
move around a group of tap-dancing girls—bunnies, to win a duel with some
hardcore bands, to triumph over a seductive model who transforms herself
into a beast of prey, to assemble a musical instrument similar to bagpipes and
to clash with the master, played by the sculptor Richard Serra. Characteristic
elements of computer games, such as running, climbing, jumping, throwing,
GHVFHQGLQJDQGPDNLQJWKHHɣRUWWRUHDFKWKHJRDODUHGRPLQDQWDORQJZLWK
W\SLFDOIHDWXUHVRI%DUQH\¶VYLGHR¿OPVZKLFKLQFOXGHLFRQRJUDSK\SRZHUIXO
visuality and a spectacular impression of the video.
Net art represents an important component of contemporary visual art;
besides revitalising its forms through digital technologies and generating
various experiments, it develops critical discourse about socio-cultural
aspects of current life. It is an alternative to the production implemented
WKURXJK YDULRXV H[SUHVVLRQV RI YLVXDO FXOWXUH WKDW WDNH SDUW LQ UHÀHFWLQJ
and commenting on the changes of everyday reality. On the other hand
it is necessary to bear in mind that the Internet and network with
their multifunctional use have become a platform for information,
communication and transmission. Besides functioning as an archive and
encyclopaedia they also serve as a forum for mass cultural and commercial
activities.
6 #mm: Available online at
http://www.yorku.ca/caitlin/futurecinemas/resources/coursepack/readings/interactive.pdf.
Date of access Aug. 18 2014.
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6HYHUDO6ORYDNDQG&]HFK1HWDUWDFWLYLWLHVWKDWDUHQRW\HWVHHQIUHTXHQWO\
and are still searching for their position in media art will be mentioned.7
One is implemented by the Czech formation Silver which participated in the
interactive project Rose (1997).8 Its subject matter is based on the fact that
a code in form of algorithm, which was sent to the network, was processually
modelled by communication participants who jointly created a collective work
resembling abstract forms of a blossom.
7KH DUWLVW 0DUNpWD %DĖNRYi LV WKH DXWKRU RI WKH ,QWHUQHW QRYHO City
(1998–1999) in which a labyrinth becomes a metaphor for a crowded city,
within which each person represents a potential story. The hypertext of
the novel branches out into multiple lines with no respect for either time
or narrative linearity. The broken structures of the Internet novel are also
being embroidered by playing with transformations of one’s own identity
and involving texts, images, animation and sounds interlaced with the
participants’ communications.
The Slovak artist Marek Kvetán demonstrated a subversive attitude towards
WKH,QWHUQHWDVDQHQGOHVVVRXUFHRILQIRUPDWLRQDQGXQFRQWUROODEOHGDWDÀRZ
when he deleted texts from chosen websites such as Google, CNN, Microsoft
and NASA and he made completely new works out of them—computer
prints without any texts and images in the spirit of minimalistic aesthetics. In
a similar way he transformed websites with pornographic images of women
in lascivious positions, and thereby he deconstructed them and made them
into innocent, geometrically-abstract computer prints (IDOC EROTIC 18 H,
2004).
LENGOW & HEyeRMEarS Meet the Radio Artists made in 2000 by Lengow
& HEyeRMEarS tandem (performer/publicist Michal Murin and aesthetiFLDQSKLORVRSKHU -R]HI &VHUHV  ZDV WKH ¿UVW 6ORYDN UDGLR SHUIRUPDQFH
implemented on the Internet in an international context. Yugoslavian,
Hungarian, Austrian and Slovak artists were broadcasting live on the Internet
from radio studios in Belgrade, Budapest and Vienna.
6LPLODUO\ 3DYOtQD )LFKWD ýLHUQD LPSOHPHQWHG KHU FRQWULEXWLRQ
Communicator (2000) at the exhibition entitled Manipulujúce umenie
LQ WKH $UW *DOOHU\ RI 3RYDåLH äLOLQD DV DQ RQOLQH FRPPXQLFDWLRQ ZLWK
visitors to the gallery. Visitors had a computer at their disposal to send
the artists e-mails on her mobile phone through which she was answering
them back. This form of permanent contact with the audience via mobile
communication was extremely demanding for the artist who had to be
continually on alert for several weeks, and thus had her privacy intruded
upon.

7 #mm: The situation on the Slovak digital art and Net art scene is described more thoroughly in
Rusnáková’s latest texts, the publication Rozšírené spôsoby diváckej recepcie digitálneho umenia
(Expanded Forms of Audience Reception of Digital Art; the chapter “Internet Art”) and the study “Digitálne
XPHQLHQD6ORYHQVNXYSUYHMGHNiGHVWRURþLDSHUVSHNWtY\DIUXVWUiFLH,±,,³ 'LJLWDODUWLQ6ORYDNLDLQ
WKH¿UVWGHFDGHRIWKHWZHQW\¿UVWFHQWXU\SHUVSHFWLYHVDQGIUXVWUDWLRQV,±,, 7KH&]HFKVDQGV
DXWKRUVDQGWKHLUFXUUHQWDWWLWXGHWRZDUGV,QWHUQHWDUWLQWKHHUDRI:HEDUHGHDOWZLWKLQIXUWKHUGHWDLO
in the following text “A Note on the Older Generation of Czech Net Artists” by Marie Meixnerová.
8 #mm: The spelling “Rose” is also preferred in 'ČMLQ\þHVNpKRYêWYDUQpKRXPČQt (The History of Czech
)LQH$UWV WKHRɤFLDOSRUWIROLRVWDWHVWKHVSHOOLQJLQFDSLWDOV7KHSURMHFWLVDOVRUHIHUUHGWRDVROSE by the
founding member of the group Petr Svárovský. See Švácha and Platovská 922–926, Svárovský and Silver.

Henceforth the Internet platform remains an interesting global space,
which provides Slovak artists with diverse creative opportunities to present
LQQRYDWLYHSURMHFWV7KHUHLVQRGRXEWWKDWWKHVLJQL¿FDQFHRI WKH,QWHUQHW
and Net art will continue to increase.

)LUVW SXEOLVKHG LQ 6ORYDN LQ 5XVQiNRYi .DWDUtQD HG 9 WRNX SRK\EOLYêFK
obrazov. Antológia textov o elektronickom a digitálnom umení v kontexte
vizuálnej kultúry. %UDWLVODYD $IDG 3UHVV 9\VRNi ãNROD YêWYDUQêFK XPHQt
3ULQW
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A Note on the Older Generation of Czech Net Artists
0DULH0HL[QHURYi_

Czech artists mentioned in Rusnáková’s texts may be seen as representatives
of the older generation of Czech net artists (Meixnerová, “PAF Rewind”).
Those authors were active in the Czech Republic during the 1990s and the
EHJLQQLQJ RI WKH WZHQW\¿UVW FHQWXU\ LH EHIRUH :HE  0HL[QHURYi
“Maybe There Is Dark”).1 Afterwards many of them either went abroad or
EHFDPHDFWLYHLQGLɣHUHQWVSKHUHVRIDUWRIWHQDVDUHVXOWRIDORJLFDOH[WHQVLRQ
of their existing Internet production into other areas.
%HVLGHVWKHYLUWXDOXQLW6LOYHUDQG0DUNpWD%DĖNRYi0LFKDHO%LHOLFNêDQG
possibly a group of several artists from Brno could be included.

Silver
The group Silver was established in 1994 as a “virtual artist”.2 It was an
XQVHWWOHGHQWLW\DYLUWXDO¿FWLWLRXVLGHQWLW\RQWKHERXQGDULHVRIDUWVFLHQFH
and technology. An implementation team responsible for creation of the
work was formed for each project; the core of the group was Petr Svárovský
E ZKR¿JXUHGLQPRVWSURMHFWV WKHWHUP6LOYHULVVRPHWLPHVPLVWDNHQ
for Svárovský’s creative character). Other artists participating in some of
6LOYHU¶V SURMHFWV LQFOXGHG 3DYHO 5HMKROHF -DQ 6WHKOtN 0LODQ *XãWDU 3HWU
+HMGD0RQLND.DUDVRYi$OHQD.XSþtNRYi0DUWLQ+DYQ¡U+DQQH5LYUXG
True Solvang Vevatne and Henrik G. Sundt.
Initially the group dealt with interactive sound installations, later with virtual
UHDOLW\WKH,QWHUQHWDQGFRGHDUWDQG¿QDOO\ZLWKWKHWHFKQRORJLFDOSRVVLELOLWLHV
and use of mobile phones and collaborative strategies as ways of shifting the
borders of the art. Besides the already mentioned Rose, let us remember an
earlier net art project E-Flowers (1996), a work on the boundaries of computer
animations and Net art. According to Petr Svárovský, both works are from the
EUDQFKRIGLJLWDODUWZKLFKLVLQWHUHVWHGLQQHZDHVWKHWLFTXDOLWLHVEURXJKWE\QHZ
technology, however Rose additionally involved a concealed political overtone—
WKHORRNRIWKH'VWUXFWXUHZDVGH¿QHGE\WKHXVHU¶VJHRORFDWLRQ$ORWRISHRSOH
were surprised that the object may actually observe an observer and that its
DSSHDUDQFHPD\EHPRGL¿HGDFFRUGLQJWRDQREVHUYHU¶VQDWLRQDOLW\ 6YiURYVNê 
Thus the project anticipated the forthcoming era of Internet surveillance.3
6HHWKHWKHPDWLFFKDSWHURQ:HE3. Web 2.0—%URXJKW8SRQWKH:HE:H7KLQN'LɣHUHQWO\ in this
SXEOLFDWLRQ6LQFHVHYHUDODXWKRUVDUHVWLOODFWLYHDQGLQFRUSRUDWH:HEWRROVLQWKHLUZRUN VXFKDVIRU
H[DPSOH%LHOLFNê LWZRXOGEHFRQIXVLQJWRFDOOWKHP³&]HFK:HE´JHQHUDWLRQHYHQLIZHPHDQWDUWLVWV
ZKRVWDUWHGWKHLUSURGXFWLRQGXULQJWKHSHULRGRI:HE LHFDEHIRUH DQGWKHUHIRUHGLGQRWJURZ
up with the Internet, but examined it gradually.
7KLVORFDOO\GH¿QHGDSSHOODWLRQZDVFUHDWHGZLWKQROLQNDJHWR¿YHJHQHUDWLRQVRI,QWHUQHWDUWLVWVWDONHG
about by the critic Josephine Bosma. See Bosma.
2 However, this term was never enforced in the Czech Republic, there were even some problems with the
term “group.” Silver was later registered as a trade mark. See Svárovský.
3 The term Internet surveillance stands for activities and data monitoring when using the Internet. Either
legally or illegally, the overwhelming majority of users’ activities and contents (both transferred and saved)
can be and are monitored. See “Computer surveillance.“
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Since 2003 Svárovský has been living and working in Oslo, Norway. After
response aesthetics, which he focused on in the 1990s, he became interested
LQ FRQQHFWLRQ DHVWKHWLFV :RUNV VXFK DV Trolley Singers, the series Some
Evil Is Good (Visitor, Visitor Beta, Intrigue, Intrigue E) and Flirtman are
perceived by him as the continuation of Net art,

[..] but they are not covered under it [Net art], at least not in the way in which it
is perceived in Europe. Trolley Singers is devoted to Bluetooth Ad Hoc Networks
aesthetics; Visitor and Flirtman proceed from Ken Goldberg’s works researching
telepresentation. Apart from Net art it is neither about a fascination with new
web browser aesthetics, nor about a political message, but it is about connection
aesthetics. My later works still use the Internet, but they are focused on new areas
JHRORFDWLRQ DHVWKHWLFV  DQG WKH\ GH¿QH QHZ FDWHJRULHV &KDOOHQJH $SS 'ULYHQ
Event, App Driven Experience). I cannot say that my work still ranks among .net
$UWLQWKLVGHFDGHZKHQ³7KH:HE,V'HDG´ (Svárovský). 4

0DUNpWD%DĖNRYi
&XUUHQWO\0DUNpWD%DĖNRYi E LVQRWDFWLYHLQWKHVSKHUHRI,QWHUQHW
art. She deals, according to her own words, “with science, be it its literary
RYHUODSV SRSXODULVDWLRQ RU RWKHU IRUPV´ %DĖNRYi ´5H GRWD]BDQWRORJLH
WH[WĤRQHWDUWX´ )RUKHUGHEXWWKHERRNRISK\VLFDOIDEOHVHQWLWOHGStraka
YĜtãLHQWURSLH(The Magpie in the Realm of Entropy), she was awarded the
Magnesia Litera Book Prize for the literary discovery of the year 2011.
The mentioned multimedia novel City.je 5RVLH âHWNRYi¶V ¿FWLWLRXV GLDU\ 
composed of forty-two web pages of texts, images, animations and sounds,
was followed by her most famous and extensive web-based work New York
City Map ± ZKLFKIROORZHGKHUDUWUHVLGHQF\LQWKH86$DQG
also by the digital video Senses of Life (2002) and by Scribble  
The last net art work presents a CNN hacked website which is overlapped
by drawings—scribbles—that automatically respond to the main article’s
FRQWHQWDQGLWVPRVWVLJQL¿FDQWUHIHUHQFHVDQGWKXVFUHDWHDQXQSUHGLFWDEOH
\HWHORTXHQWFRPPHQWDU\
Both the Prague branch of the Goethe Institute, which was established in
1990, and the Soros Center for Contemporary Arts in Prague have played
a very important role in the sphere of new media art in the Czech Republic.
It was the cooperation of the Prague Soros Center and the New York
,QWHUQDWLRQDO 6WXGLR 3URJUDP ZKLFK HQDEOHG 0DUNpWD %DĖNRYi WR DWWHQG
D ¿QDQFLDOO\ VXSSRUWHG UHVLGHQF\ LQ 1HZ <RUN &LW\ ZKHUH KHU PRVW IDPRXV
4 Svarovský’s authorial deconstructive use of the term Net art was intentionally maintained in the
TXRWDWLRQ QHWDUWQHW$UWDVQRWXQIXQFWLRQDODOWHUQDWLYHWRWKHFXVWRPDU\VSHOOLQJ1HWDUWQHWDUW1HW
Art, NET ART). See Anderson.
/XVWLJRYiVWDWHVWKDWWKH*RHWKH,QVWLWXWHLQ3UDJXHSDUWLFLSDWHGLQVHYHUDOV\PSRVLDDQGH[KLELWLRQV
FRQFHUQLQJQHZPHGLDDPRQJRWKHUHYHQWVLQFRRSHUDWLRQZLWK$98WKH\DQQXDOO\RUJDQLVHGWKH
LQWHUQDWLRQDOV\PSRVLXPUHIHUULQJWR9LOpP)OXVVHUWKHSKLORVRSKHUFULWLFPHGLDWKHRULVWDQG&]HFKQDWLYH
ZKRVLJQL¿FDQWO\LQÀXHQFHGWKHORFDODUWLVWLFVFHQH$IWHUOHDYLQJ%UD]LO)OXVVHUUHWXUQHGWRWKH&]HFK
Republic only once—to give a lecture in the Prague Goethe Institute in 1991. Soros Center for Contemporary
Arts in Prague was established in 1992 with substantial support from George Soros, an American citizen of
+XQJDULDQRULJLQZKR¿QDQFLDOO\VXSSRUWHGWKH&HQWHUIRUDIXUWKHUWHQ\HDUV6HH/XVWLJRYi±

ZRUNWKH¿FWLWLRXVFLW\PDSLQ+70/RULJLQDWHG+HUNew York City Map
is composed of texts, hyperlinks, authentic audio recordings, animations,
GRFXPHQWDU\SKRWRJUDSKVHWFLWFRQWDLQVZHEVLWHVLQWRWDO$FFRUGLQJ
WR %DĖNRYi VKH VWULYHG WR DSSURDFK WKH 1HZ <RUN DWPRVSKHUH RI FKDRV
alienation and a background of modern technologies, in combination with
WKH¿OWKRIDELJFLW\DQGWKHPLVHU\RILWVKRPHOHVVSHRSOH %DĖNRYi´+RPH
SDJH´/XVWLJRYi $VZLWK:ROIJDQJ6WDHKOHWKLVSURMHFWZDVDɣHFWHGE\
WKH:RUOG7UDGH&HQWUHDWWDFNVRQWKH6HSWHPEHU /XVWLJRYi 

Michael Bielický
7KH ZRUN RI ,QWHUQHW DUWLVWV DFWLYH LQ WKH V ZDV LQHYLWDEO\ LQÀXHQFHG
by the fall of the Iron Curtain. The year 1989 and the Velvet Revolution in
Czechoslovakia caused extensive changes of a political, social and technological character, and new technologies including the personal computer
entered the market. All of them came exactly in time for the extending
technology of the Internet to become “a cardinal sign of an emerging
post-industrial society” (Zemánek 903) and a symbol of the upcoming
globalisation.
$VLJQL¿FDQWSKHQRPHQRQIRUQHZPHGLDLQWKH&]HFK5HSXEOLFDWWKDWWLPH
was also the return of emigrants who often started to work as pedagogues at
newly established institutions—the reformed Academy of Fine Arts in Prague
$98  0LFKDHO %LHOLFNê  DQG WKH )DFXOW\ RI )LQH $UWV %UQR 8QLYHUVLW\ RI
7HFKQRORJ\ :RRG\ 9DVXOND 3HWU 9UiQD 6WDQLVODY 0LOOHU  6HH /XVWLJRYi
22–29; Zemánek)
Michael Bielický E HPLJUDWHGWR'VVHOGRUILQDQGDWWKHWXUQ
RIWKHVVWD\HGPRVWO\LQWKH86$$IWHUWKH5HYROXWLRQKHUHWXUQHGWR
3UDJXHZKHUHKHVSHQWVHYHUDO\HDUV,QKHDFFHSWHGDQRɣHUWRGHYHORS
WKH6WXGLRRI1HZ0HGLDDW$98DQGZDVLWVKHDGXQWLO$PRQJKLV
VWXGHQWV ZDV IRU H[DPSOH DOVR 0DUNpWD %DĖNRYi %LHOLFNê DOVR FRRSHUDWHG
with the Goethe Institute in Prague and acted as an advisor of the Soros
Center.
As the former student and later the assistant of Nam June Paik, Michael
Bielický is the author of many video installations, video sculptures and new
media projects. In his work he connects traditional media with the exploration
of virtual reality. He is the author of virtual teleperformances using GPS
technologies—Intelligent Mailman (1992) and Exodus   LQ ZKLFK KH
instigated artistic research into virtual communication within the network
(Zemánek 910). In the projects Delvaux’s Dream (1996–1999) and Room
With a View (1999–2000) he focused on virtual reality, in the interactive
installation This Year in Jerusalem (2006) for Robert Guttman’s Gallery,
Bielický connected Prague and Jerusalem in real time, using the technology for
motion detection and the web camera. By means of motion detection devices,
3D models of gallery visitors were created. They were projected onto a screen
where they were intermingled with the shots from a web camera installed by
WKH:HVWHUQ:DOORI-HUXVDOHP7KLVFRPSRVLWHSLFWXUHZDVDOVRWUDQVIHUUHGWR
WKHJDOOHU\ZHEVLWH 'RODQRYi³7HQWRURNY-HUX]DOpPČ´ 
Since 2006 Bielický has worked as a professor of media art at Staatliche
+RFKVFKXOH IU *HVWDOWXQJ .DUOVUXKH *HUPDQ\ +H FRQWLQXHV WR FUHDWH
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projects with the character of monumental Net art installations connecting
physical and virtual space. The projects Falling Times (2007, in collaboration
with Kamila B. Richter and D. Reinbold) and Columbus 2.0 (2008, in
collaboration with Kamila B. Richter, A. Jungnickel, D. Reinbold and
A. Siefert) thematise the world’s news coverage, or more precisely, information
DFTXLVLWLRQDQGSURFHVVLQJLQDQLQWHUDFWLYHZD\6 The installation Garden of
Error and Decay (2011, in collaboration with Kamila B. Richter) and the
GUDIWRIWKHVLWHVSHFL¿FSURMHFWIRU8OP0LQVWHU Passage, 2013) are receptive
WR WKH 7ZLWWHU VRFLDO QHWZRUN 7KH ¿UVW UHVSRQGV WR WZHHWV FRQFHUQLQJ
FDWDVWURSKHV KRZHYHU LW DOVR LV LQÀXHQFHG E\ WKH VWRFN PDUNHW DQG WKH
immediate interference of installation visitors, who may modify its form
E\PHDQVRI³VKRRWLQJ´7KHRWKHULQVWDOODWLRQSRVLWVDTXHVWLRQFRQFHUQLQJ
VSLULWXDOLW\LQWKHWZHQW\¿UVWFHQWXU\7KURXJKSRHWLFLPSXOVHVLWPHGLDWHV
the spirituality which is inherent in contemporary Internet culture. The
ODVW SURMHFW WR GDWH WKH VLOHQW ¿OP Why Don’t We (2013, in collaboration
with Kamila B. Richter) used intertitles with tweets related to its visual part.
The creative duo uses the term “Data Driven Narratives” to denote this kind
of narration. After all, “nowadays the term Net art sounds kind of weird”
(Bielický, “Re: dotaz”).
=GHQHN0H]LKRUiN)LOLS&HQHN,QWHU9LVLRQ/DE
Petra Lustigová also refers to Zdenek Mezihorák (b. 1969), Filip Cenek
(b. 1976) and InterVision Lab, the group of artists from the Faculty of Fine
Arts, Brno. According to Lustigová, Cenek and Mezihorák’s multimedia
Internet broadcasting (taking place since 1997) in cooperation with Tomáš
5XOOHU DQG /XGČN 6NRþRYVNê ZDV SHUKDSV WKH ¿UVW ,QWHUQHW SURMHFW LQ WKH
Czech Republic (Lustigová 83). Their activities were followed by the Brno
JURXS,QWHU9LVLRQ/DE 5REHUW0RĜNRYVNê0DUHN6]DEy=X]DQD5ĤåLþNRYi
/DGLVODYäHOH]QêXQGHUWKHVXSHUYLVLRQRI0LORã9RMWČFKRYVNêDQG.HLNR6HL 
and their “net art streaming”, live multimedia Internet broadcasts between
1999–2004 (Lustigová 101).7
In the history of Czech visual art from the 1990s, 2000s and 2010s, many
“border cases” on the boundaries of Net art and computer art could certainly
also be found that are not being paid attention in this anthology. They have
already been dealt with in detail in various publications including here cited
Švácha and Platovská’s book on the history of Czech visual art and Petra
Lustigová’s elaborate Master’s thesis.

2YHUDORQJSHULRG%LHOLFNêGHDOWZLWKWKHZRUNRISKLORVRSKHU9LOpP)OXVVHU,QKHPDGHWKH
experimental documentary Vilém Flusser Fluss and also organised a number of symposia devoted to
Flusser’s legacy.
7 More web-based projects, mostly of a conceptual character including Internet gallery MAGDA (Pavel
3UDåiN RULJLQDWHGLQWKHVDWWKH)DFXOW\RI)LQH$UWV%UQRLQWKH9LGHR3HUIRUPDQFH0HGLD6WXGLR
XQGHUWKHVXSHUYLVLRQRI7RPiã5XOOHU)RUPRUHLQIRUPDWLRQVHH5XOOHU³7KH6WRU\´DQG³:HESURMHFWV´
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Internet Art: New Image Modes
(Technology—Origins)1
.DWDUtQD5XVQiNRYi_
[...]
Despite the short history of digital and Internet art, it is necessary to mention
some of the fundamental events that were indicative of the mutually creative
relationships between artists, scientists and technicians whose common
HɣRUWVZHUHWRH[SHULPHQWLQDUWVFLHQFHDQGWHFKQRORJLHV,WLVDNQRZQIDFW
that progressive technologies were initially developed in military research
and industry, as well as in research centres and the academic environment.
Cybernetics has been in development since the 1940s. Its founder, the
$PHULFDQ PDWKHPDWLFLDQ 1RUEHUW :LHQHU IRFXVHG RQ WKH FRPSDULVRQ RI
divergent controlling and communication systems, such as the computer
and the human brain, and within this framework he explored the symbiosis
EHWZHHQ KXPDQV DQG PDFKLQHV ,Q  WKH PLOLWDU\ VFLHQWLVW 9DQQHYDU
Bush published an expert article in the Atlantic Monthly journal, dealing
with the functioning of analogue computer2 called Memex. At the same time
he circumspectly pointed out the possibilities of a globally used database as
a prototype for the Internet. However, Bush’s project was not implemented,
DQGWKH¿UVWGLJLWDOFRPSXWHUQDPHG(1,$&ZKLFKZDVELJHQRXJKWR¿OOD
ZKROHURRPRULJLQDWHGDWWKH8QLYHUVLW\RI3HQQV\OYDQLDLQ81,9$&
WKH ¿UVW GLJLWDO FRPSXWHU ZDV LQWHQGHG IRU FRPPHUFLDO SXUSRVHV DQG ZDV
EHJXQLQ$GHFDGHODWHULQ7KHRGRU1HOVRQLQYHQWHGWKHWHUPV
hypertext and hypermedia. The predecessor of the Internet—a communication
network denying authority and negating a hierarchical system—was ARPANET,
supported by the Pentagon and initiated in 1969 (Paul 8–10). However, two
GHFDGHV SDVVHG EHIRUH WKH ,QWHUQHW ZDV XVHG RQ D PDVV VFDOH 7KH :RUOG
:LGH :HE²D JOREDO QHWZRUN RI ZHEVLWHV²EHJDQ WR GHYHORS LQ WKH V
Hypertext is based on a database type within which various objects—texts,
images, music, programs etc.—can be mutually combined in a creative
way, and at the same time they are not dependent upon linearity and
they enable their users to choose their own means of selecting information.
Hypermedia express extension which, besides basic text segments, supports
DFRPELQDWLRQRIJUDSKLFVVRXQGDQGYLGHR¿OHV7KHZHELVSDUWLDOO\DV\VWHP
of hypermedia, because it supports graphical hyperlinks and links incidental
PP7KLVDUWLFOHLVDVKRUWH[FHUSWIURPWKHFKDSWHU³'LJLWiOQHDLQWHUQHWRYpXPHQLHQRYêUHåLP
obrazu” published in 9WRNXSRK\EOLYêFKREUD]RY6HH5XVQiNRYi±0RGL¿FDWLRQVFRQVXOWHGZLWKWKH
author.
2 #mm: By the mid-1930s the great British mathematician and one of the founders of modern information
science, Alan Turing, described a theoretical model of a digital computer, the so-called universal Turing
PDFKLQH 870 7KHFRQFHSWRIWKHFRPSXWHUZDVODWHUSXWLQWRSUDFWLFHE\7XULQJDQGKHDOVRSDUWLFLSDWHG
LQLWVFRQVLGHUDEOHLPSURYHPHQW+HLVWKHDXWKRURIUHÀHFWLRQVRQDUWL¿FLDOLQWHOOLJHQFHVHH7XULQJ7KH
¿UVW7XULQJFRPSOHWHHOHFWURQLFFRPSXWHUDURVHQRVRRQHUWKDQ(1,$& (OHFWURQLF1XPHULFDO,QWHJUDWRU
$QG&RPSXWHU ,WZDVRQO\LQWKHVDQGVWKDWWKHWHUPcomputer underwent a semantic shift
to mean a computing machine—before that the term denoted a human computer—a worker performing
computations.
The fundamental importance to information science development had also Shannon’s “A Mathematical
7KHRU\RI&RPPXQLFDWLRQ´ZKLFKZDVSXEOLVKHGLQWKHHQGRIWKHVVHH6KDQQRQ:DUUHQ:HDYHUODWHU
VXSSOHPHQWHGLWZLWKDQLQWHUSUHWDWLYHHVVD\VHH:HDYHUDQG6KDQQRQ
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WR VRXQG DQG YLGHR ¿OHV 2WKHU LPSRUWDQW WHUPV WKDW HQWHUHG WKH DUHD RI
computer technology and culture were the terms space and interface, also
abbreviated as HCI (Human-Computer Interface), which may mean either
an interface or mutual relationship between a human and a computer. In
1968 Douglas Engelbart from the Stanford Research Institute introduced the
idea of bit mapping, windows and direct manipulation by means of a mouse
which served as an extension of a user’s hand into data space (Paul 10).
,Q  ,YDQ ( 6XWKHUODQG VXJJHVWHG WKH ¿UVW V\VWHP RI FRPSXWHU
graphics—Sketchpad—which enabled users to directly manipulate images
on a computer screen. In 1968 he crucially contributed to virtual reality when
he developed HMD (Head Mounted Display). It was a new kind of interface
which enabled interaction between a participant and a computer—the image
on the screen reacted to participants in real time and made them enter the
YLUWXDO ZRUOG +LPPHOVEDFK ±  ,Q WKH V WKH FRPSXWHU¶V PDLQ
components—central processing unit, memory and control—were combined
in one silicon chip.
In 1981 IBM introduced the personal computer which became a commonly
DFFHVVLEOHGHYLFHLQKRXVHKROGVRIWKH:HVWHUQZRUOGGXULQJWKHVDQG
1990s.
Concerning the relationship between digital art and artistic avantgardes as well as with neo-avant-gardes experimenting with technology,
the crucial artistic movements and schools included Dada, Fluxus and
&RQFHSWXDO DUW :LWKLQ WKHLU IUDPH RI UHIHUHQFH IUHTXHQW VWUDWHJLHV
involved dematerialisation, a shift from object to concept, appropriation,
manipulation and recycling of the found image as a readymade; blurring the
GLɣHUHQFH EHWZHHQ WKH RULJLQDO DQG D FRS\ DQG WKH SULQFLSOH RI FRQWUROOHG
coincidence. In this context it is necessary to mention a pioneering art
theorist of Hungarian origin, György Kepes, the founder of the Center for
Advanced Visual Studies, Massachusetts Institute of Technology, and whose
DFWLYLWLHVZHUHUHODWHGWRUHVHDUFKLQWRSKRWRJUDSK\H[SHULPHQWDO¿OPDQG
visual art, in relation to progressive technologies and computer use.3 From
the 1960s more artists began to use it for their creative intentions. Michael
$ 1ROO %pOD -XOHV] *HRUJ 1HHV DQG )ULHGHU 1DNH ZHUH DPRQJ WKH ¿UVW
to create computer-generated pictures similar to abstract drawings and
suggestive of aesthetic forms of traditional media. They were presented
at the Computer-Generated Pictures H[KLELWLRQ LQ WKH +RZDUG :LVH
*DOOHU\1HZ<RUNLQ$WWKHVDPHWLPHWUDQVIRUPDWLRQVRIFRPSXWHU
generated visual forms by means of mathematical functions were being
H[SORUHGE\WKHSLRQHHURIFRPSXWHUJUDSKLFV-RKQ:KLWQH\ZKRDOVRGHDOW
ZLWKH[SHULPHQWDO¿OPVFUHDWHGRQWKLVEDVLV ¿OPVVXFKDVPermutations,
1967, and Arabesque   3DXO ±  &KDUOHV &VXUL ZKR PDGH KLV
first digital images in 1964, contributed to the modern history of this area
8QGHUWKHLQÀXHQFHRI/iV]Oy0RKRO\1DJ\.HSHVUHRULHQWHGKLPVHOIIURPSKRWRJUDSK\WRZDUGV
DEVWUDFW¿OP,QKHDFFHSWHG/0RKRO\1DJ\¶VLQYLWDWLRQWRMRLQ³7KH1HZ%DXKDXV´ ,QVWLWXWHRI
Design, Chicago) and in 1946 became a professor of visual design at the School of Architecture and
3ODQQLQJDWWKH0DVVDFKXVHWWV,QVWLWXWHRI7HFKQRORJ\ 0,7 ,QKHSUHSDUHGDJURXQGEUHDNLQJ
exhibition The New LandscapeZKHUHKHVWXGLHGWKHFRQQHFWLRQEHWZHHQVFLHQWL¿FYLVXDOL]DWLRQRIPRGHOV
IUHHFUHDWLRQZLWKLQFRPSXWHUJUDSKLFVDQGDVHULHVRISKRWRV6HH9RMWČFKRYVNê
.HSHVZDVRQHRIWKH¿UVWDUWLVWVWRZRUNZLWKWKHDUWLVWLFDSSOLFDWLRQRIODVHUVDQGKRORJUDPV6HH1pUD\
263–264.

of art also with his computer-generated animation Hummingbird (1967).
Stan VanDerBeek also made a fundamentally important contribution
to the development of computer art because he used digitally generated
abstract pictures and strong dynamic movements of visual elements in his
H[SHULPHQWDO¿OPV Poem Fields, 1964).
[…]
&RRSHUDWLRQ EHWZHHQ WKH HQJLQHHU %LOO\ .OYHU DQG 5REHUW 5DXVFKHQEHUJ
$QG\:DUKRO-RKQ&DJH-DVSHU-RKQVDQG-HDQ7LQJXHO\ZKRHVWDEOLVKHG
the E.A.T. group (Experiments in Art and Technology) in 1966, serves as
another example of the mutual impulses between visual art and technology
LQ D ZRUOG FRQWH[W ($7 ZDV WKH ¿UVW RSHQ SODWIRUP IRU FRPSUHKHQVLYH
cooperation among artists, engineers, programmers, researches and
scientists; such cooperation among people of various professions may be to
a certain extent considered as a typical characteristic of digital art.
[…]
In the second half of the 1960s contemporary digital installations were
preceded by light and audio environments which enforced expressive forms
RI WKH QHZ PDFKLQH DHVWKHWLF DQG ZKLFK QRW RQO\ IXO¿OOHG WKH DWWULEXWHV
of dynamics, processuality and transformation, but also tended towards
interaction and open systems of so called post-objects. In this context, the
American historian and art critic Jack Burnham, author of the innovative
articles “Systems Esthetics” and “Real Time Systems” published in the
Artforum International Magazine (1968, 1969) was a key person who
explored a system approach to art based on the creation of continuous mutual
relationships between organic and inorganic systems (Paul 18; cf. Simon).
7RGD\WKLVDSSURDFKWRDUWDVDV\VWHPLVHQIRUFHGLQDPRGL¿HGIRUPZLWKLQ
the framework of critical discourse on digital art. As a curator, Burnham
prepared a progressive exhibition named Software in The Jewish Museum,
New York in 1970.
In the 1970s artists were using new technology—video and satellites—for live
performances and broadcasting. They foreshadowed the future functions of
the Internet as a medium operating in real time and they bridged distances
and geographical borders (e.g. Douglas Davis’ satellite telecast for more than
WZHQW\¿YHFRXQWULHVDWdocumenta VI, Kassel in 1977, which included, apart
from his own performance, contributions from Nam June Paik, Charlotte
0RRUPDQDQG-RVHSK%HX\V 5REHUW$GULDQµVHYHQWThe World in 24 Hours,
which took place in 1982, is another classic example of the category of projects
dealing with communication technologies involving fax, television and radio.
The nature of this project was that artists from sixteen cities on three continents
were connected by means of fax, computers and video-phones for twenty-four
hours and thus they were able to create and exchange their multimedia works
GXULQJWKLVWLPH 3DXO 7KHVHDFWLYLWLHVZLWKWKHVSHFL¿FIHDWXUHRIFUHDWLQJ
mutual long-distance connections and transmission of information without the
need for the participants to change locations are actually exemplary features of
digital and Internet art, based on online communication.
In the 1970s and 1980s many authors, especially performance artists and
YLGHR DUWLVWV H[SORUHG WHFKQLTXHV DQG QHZ IRUPV RI GHSLFWLRQ SURYLGHG
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by the computer—they were most interested in interactivity, feedback, the
improvement of the technological base and of practices leading to virtual
reality. Let’s point out again that the character of digital art is hybrid—the
boundaries among more disciplines; art, science, technology and design, are
being blurred. In 1984 the term cyberspace, analogous to virtual reality, was
WDNHQIURP:LOOLDP*LEVRQ¶VVFL¿QRYHONeuromancer.
Internet art which is also known as Net art (Baumgärtel) was, besides the
online communication events and interactive projects that had their roots
in the international movement Fluxus and in Conceptual art, preceded by
Mail art.
[…]
Digital and Internet art can exist not only within the network’s cyber space as
a global socio-cultural space accessible to every user without geographical or
any other restrictions, but it has also found its place in many media centres
DQG DUW PXVHXPV VXFK DV WKH =.0 .DUOVUXKH =HQWUXP IU .XQVW XQG
Medien) and NTT’s Intercommunication Center (ICC) in Tokyo. At the same
time it has been presented at many festivals and exhibitions, such as Ars
(OHFWURQLFDLQ/LQ]WKH(XURSHDQ0HGLD$UWV)HVWLYDOLQ2VQDEUFN (0$) 
7UDQVPHGLDOHLQ%HUOLQWKH'XWFK(OHFWURQLF$UWV)HVWLYDO1H[W0LQXWHV
in Amsterdam, etc. (Paul 23).

)LUVW SXEOLVKHG LQ 6ORYDN DV ³'LJLWiOQH D LQWHUQHWRYp XPHQLH QRYê UHåLP
REUD]X´LQ5XVQiNRYi.DWDUtQDHG9WRNXSRK\EOLYêFKREUD]RY$QWROyJLD
textov o elektronickom a digitálnom umení v kontexte vizuálnej kultúry.
Bratislava: $IDG 3UHVV 9\VRNi ãNROD YêWYDUQêFK XPHQt  3ULQW
(Abridged.)
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The Art of Communication: From Mail Art to E-mail
'LHWHU'DQLHOV_
:KHQDUWLVWVWXUQWRDQHZPHGLXPLWRIWHQWHVWVWKHOLPLWVRIWKHGH¿QLWLRQRI
art. Given this premise, a comparison can be made between a few phenomena
ZKLFKVHHPTXLWHGLVSDUDWHLQFRQWHPSRUDU\SUDFWLFHDQG\HWXQGHUPRUH
detailed inspection, reveal closely related artistic strategies: the numerous
forms of Mail art since the 1960s and the new approaches to art which use
electronic networks and telecommunications methods. Currently several
cultural indicators point to a bridging of the gap between the 1960s and
the 1990s: the neo-psychedelic trend in the techno scene, fashion featuring
bell-bottomed pants and platform soles, and the relationship between art
DQGWHFKQRORJ\,WLVGLɤFXOWWRIRUPXODWHFXOWXUDORVFLOODWLRQVVXFKDVWKHVH
in precise terms, and yet a few principal themes clearly resurface in this
transformation. Let us enumerate just three of these themes:

x The idea of a collective creativity, turning away from the cult of
the individual genius which was cultivated just as much in the
LQWHUQDWLRQDODEVWUDFWLRQRIWKHVDVLQWKHSRVWPRGHUQLVPRI
the 1980s.

x 7KH DWWHPSWV WR ¿QG D QRQFRPPHUFLDO IRUP RI DUW ZKLFK DYRLGV
established brokerage and marketing channels.

x The search for a form of worldwide, trans-cultural communication
that could lead to such possibilities as “domination-free discourse.”

In the 1960s, some of these ideological approaches furnished decisive motifs
to the artists experimenting with new media. It would be wrong, however,
to say these approaches were limited to the electronic media, for at the time
the goal was not so much media art as intermedia art, in which a multiplicity
of new forms of expression were sought and created. Thus intermedia art
dissociated itself from monopolized electronic mass communication and
from established museum-centred art concepts. Today, we know that none
of these approaches really brought about a decisive change in the existing
FRQGLWLRQV ,QVWHDG WKH DWWHPSWV WR WHVW WKH OLPLWV RI WKH GH¿QLWLRQ RI DUW
proved the enormous power of the existing structures to adapt to new
conditions. For instance, the art market was certainly able to swallow the
new art forms directed against it: the happening, Conceptual art and media
art. Yet, as a result of the new approaches, one of the basic principles of the
market could clearly be seen: that nearly all media, concepts and relics can
be sold. All that matters is the marketable, prominent name which appears
ZLWKWKHZRUNLQTXHVWLRQ
Even if the failed utopias of the 1960s cannot simply be recycled for the 1990s,
there are some positions which originated in this period whose trailblazing
VLJQL¿FDQFHFDQRQO\EHVHHQLQUHWURVSHFW7KHQDPHVDVVRFLDWHGZLWKWKHVH

SRVLWLRQV DUH QRW SURPLQHQW IDWKHU ¿JXUHV IURP WKH V DQG HYLGHQFH
of their work has, for the most part, been spared the museum’s process of
UHL¿FDWLRQ5D\-RKQVRQDQG0LHNR6KLRPLDUHWZRDUWLVWVUHSUHVHQWDWLYHRI
many others, who have developed models for art as communication that do
without electronic technology and yet serve in part to highlight the state of
consciousness which the new media entail.
[...]
Even though [...] Mail art has to some degree become a hobby for obsessive
archivists and club members, something palpable remains of its original,
anarchic impulses. Ray Johnson’s work already contains many elements
which have come to full fruition within the network of artists he initiated:
Johnson creates collective products which arise out of the voluntary and
involuntary participation of others; in the process, he repeatedly changes
his own identity under numerous pseudonyms and in his correspondence he
HVWDEOLVKHVVHYHUDOKDOI¿FWLYHKDOIUHDOIDQFOXEVDQGWRSLFJURXSV
Many of these elements appear today in worldwide communication via
WKH ,QWHUQHW 1HZV JURXSV IDQ FOXEV ¿FWLRQDO LGHQWLWLHV DQG FRQVWDQW
recycling and forwarding, as well as the combination of messages to form
new information—these developments appear to represent an elemental
fascination with complex communication structures—be it via post or the
electronic web. In relation to this communication, postal mail has had, until
now, the advantage of being able to facilitate the transmission of images and
PDWHULDOV RI DQ\ W\SH ZKHUHDV XQWLO UHFHQWO\ HPDLO ZDV FRQ¿QHG WR PHUH
text in standardized ASCII code.1 On the other hand, distribution through the
GLJLWDOPHGLXPLVQRWFRQ¿QHGWRRULJLQDOVHYHU\PHVVDJHFDQEHWUDQVPLWWHG
DQGPRGL¿HGKXQGUHGVRIWLPHVZLWKRXWDQ\ORVVRUGHFD\DQGFDQEHUHDG
DQGFRPPHQWHGXSRQE\HYHU\RQHRQWKHQHW:KHQQHZVRIWZDUH 0RVDLF
:RUOG:LGH:HE PDNHVWKHQHWPXOWLPHGLDFDSDEOHWKLVFRXOGZHOOOHDGWR
a completely new dimension of worldwide montage from a collective world
of texts, images and sounds.
Mieko Shiomi started out as a musician and through Nam June Paik she
came into contact with the Fluxus movement in the mid-1960s. In 1964,
she lived in New York for a short time, where she participated in Fluxus
SURMHFWV 6KH KDV OLYHG LQ 2VDND VLQFH  DQG LV DQ DFWLYH SDUWLFLSDQW LQ
Fluxus. As a result of the distance between her and other Fluxus activists,
communication across distance became a central element in her work. She
says: “I found a new method for events—I saw the earth as a stage and used
the post to present the same event with people in many countries, each
with their own interpretations and additions to the piece. I then entered the
participants’ reports on a map of the world—that is how the series of Spatial
Poems began” (Letter to the author).2 In Spatial Poem No. 1LQHYHU\
SDUWLFLSDQW ZDV FDOOHG XSRQ E\ PDLO ³:ULWH D ZRUG RQ WKH HQFORVHG FDUG
and place it somewhere.” Perhaps the world map with its reports of results
PRVW FOHDUO\ VKRZV WKH LQWHUQDWLRQDO FKDUDFWHU RI )OX[XV DV WKH ¿UVW WUXO\
intercontinental art movement of the twentieth century. Shiomi’s work, as
1 #mm: American Standard Code for Information Interchange (ASCII code), originally set of 128 signs
based on the English alphabet.
2 #mm: This historic document has incomplete source citations.
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with Paik’s, has a strong character of immateriality, which reveals its origins
in music and in Asian thought. It combines approaches in Conceptual art
and Mail art to form a new, global composition which anticipates aspects of
WHOHFRPPXQLFDWLRQVXFKDVVLPXOWDQHLW\DQGXELTXLW\7KDWLVZK\KHUZRUN
has also led Shiomi to enlist telecommunications, as in the Fluxus Remote
Festival held in 1994 in Osaka which featured international, simultaneous
telephone contributions.
7KHVH FRPSDULVRQV FDQQRW REVFXUH WKH IDFW WKDW WKHUH LV D VLJQL¿FDQW
GLɣHUHQFH EHWZHHQ 0DLO DUW LQ WKH V DQG WRGD\¶V ZRUOGZLGH HOHFWURQLF
FRPPXQLFDWLRQ ,W LV WKH GLɣHUHQFH EHWZHHQ DQ DUWLVWLF H[SHULPHQW DQG
PHGLDWHFKQRORJLFDO UHDOLW\²D GLɣHUHQFH ZKLFK LV DV XQEULGJHDEOH DV WKDW
between a bow and arrow and a machine gun. As with many innovations in
media technology, the Internet has military origins, and yet in contrast with
RWKHUWHFKQRORJLHVLWKDVSULPDULO\VHUYHGVFLHQWL¿FDQGFXOWXUDOSXUSRVHV
As an inter-university network, it has long been an indispensable source of
information in the natural-sciences and technology areas. The leap to private
users is currently taking place—meaning that it is now the artists’ turn.
Approximately three years ago, a veritable boom in art projects using
HOHFWURQLFQHWZRUNVEHJDQRQO\DIHZRIWKHVHFDQEHEULHÀ\VNHWFKHGKHUH
One of the pioneering projects is The Thing, initiated in 1991 in New York by
WKH*HUPDQ$PHULFDQDUWLVW:ROIJDQJ6WDHKOHDQGZLWKFHQWUHVLQ&RORJQH
'VVHOGRUI )UDQNIXUW %HUOLQ 9LHQQD DQG /RQGRQ $ORQJ ZLWK QXPHURXV
discussion forums on art theory, news and gossip, as well as a few online
versions of art periodicals, recently The ThingKDVDOVRRɣHUHGZRUNVRIDUW
in the form of graphics which can be downloaded from the web to a user’s
personal computer. It is art as shareware in a digital, unlimited edition, in
exchange for a modest charge and with no storage problems if there is room
on the PC’s hard drive—undoubtedly a model with promise.
Staehle explicitly situates his theoretical roots in the 1960s and cites
-RVHSK%HX\V³:KDWPDWWHUHGWR%HX\VZDVWKHVRFLDOVFXOSWXUHDQDUWLVWLF
production made jointly by a group or a community. The Thing is just such
a sculpture: it realizes the Beuysian idea of direct democracy; of political
community as social structure. At the same time, it represents an expansion
RI WKH QRWLRQ RI ZKDW FRQVWLWXWHV DUW´ 6GGHXWVFKH =HLWXQJ 0DUFK 
1994).3,QWKHFDVHRI%HX\VLQVSLWHRIJRRGLQWHQWLRQVLWOHGWRDXQLTXHFXOW
of genius surrounding the person of the master.
The project is also somewhat archaic insofar as The Thing attempts to set up an
independent art network which to date, with its own hardware, has remained
an autonomous unit outside the globe-encircling network structures of the
Internet. To that extent The Thing has projected onto the electronic network
the social situation of contemporary art with all its limitations.
:RUNLQJRQDVHUYHULQWKHUHQRZQHGKLJKWHFKIRUJHRI0,7 0DVVDFKXVHWWV
,QVWLWXWHRI7HFKQRORJ\ WKH$XVWULDQJURXS+,/86KDVVHWXSWKHUnitN4

3 #mm: This historic document has incomplete source citations.
4 #mm: UnitNZDVHVWDEOLVKHGLQ9LHQQDIRUWKUHHPRQWKV -DQXDU\±$SULO 'XULQJWKLVWLPH
it hosted twenty-seven presentations, projections, performances, conferences and networked events. For
more, see HILUS MATERIAL 92–96HVSHFLDOO\³+,/86²$Q$XVWULDQSODWIRUPIRUDUWDQGQHZWHFKQRORJ\´

room, which can be accessed via the Internet. It is a virtual exhibition,
GLVFXVVLRQ DQG SURMHFW VSDFH DQG WKH %HUOLQ DUWLVW GXR RI 'HOOEUJJH 
GH 0ROO ZHUH WKH ¿UVW JXHVWV 2XWVLGH H[KLELWLRQ KRXUV SHRSOH ZKR HQWHU
the space, which consists of nothing more than a textual description and
dialogues among users, are greeted by Victor and Nadine. After a while,
however, these two turn out not to be associates but computer programs.
:KDWUHPDLQVLVWKHYLHZIURPWKHZLQGRZORRNLQJRXWXSRQDQLQGXVWULDO
district which, according to the description, can be thought of as “typical
Vienna.” Indicative of the net projects named (and additional projects such
as Handshake or Museum für Zukunft from Berlin) is that they operate under
the name of a collective and are not beholden to the cult of the individual,
which is otherwise the foundation of every artist’s career. Beyond doubt, in
this regard there are features involved here which can also be found in Mail
art and the idea of an open art work which comes into being only with the
participation of the observer/user.
[...]
7KH *HUPDQ$PHULFDQ DUWLVW ,QJR *QWKHU WDNHV DUW¶V FODLP WKDW LW FDQ
provide a model for some future reality a step further, and develops the idea
of an entire state constituted primarily via the electronic net: the Refugee
Republic is intended to bring together the world’s nineteen million refugees
to form a shared virtual state, providing them with a political organisation
which can make them a “capital” for the rest of the world instead of a burden.
7KH5HIXJHH5HSXEOLF³UHTXLUHVQRQDWLRQDOWHUULWRU\LQWKHWUDGLWLRQDOVHQVH´
,QVWHDG RQH FDQ ³FODVVLI\ SDUWV RI WKH HOHFWURPDJQHWLF VSHFWUXP DV TXDVL
territorial space, thereby making it the economic as well as the public-law
basis for the Refugee Republic. The Refugee Republic is based on the shared
SURSHUW\ RI GLɣHUHQFH DQG KHOG WRJHWKHU WKURXJK ZRUOGZLGH LQIRUPDWLRQ
networks (Internet)” (Project paper 1993). If this sounds too speculative for
some—especially in the truncated form in which it is presented here—they
VKRXOG UHFDOO *QWKHU¶V SURMHFW RI D SLUDWH UDGLR VWDWLRQ LQ (DVW *HUPDQ\
which began in Leipzig in 1990 as Channel X and has now become a legal
radio station. It will go into regular operation this year.
The fusion of TV and PC to form TV/PC will cast fundamental doubts on
the location of the boundaries between individual media and mass media.
'RHVWKLVSURYLGHDUWLVWVZLWKWKHFKDQFHWKH\KDYHEHHQZDLWLQJIRUWR¿QDOO\
launch their artistic medium? Does it render void any notion of an opposition
between a non-cultural mass media and a small, visionary community
of artistic utopians? Is art today in any position to stake claim to political
HɣHFWLYHQHVV RU QHHG LW GR QRWKLQJ IXUWKHU WKDQ VDWLVI\ WKH QRUPV RI VHOI
imposed political correctness?
Doubtless, there are ideological bases common to the worldwide net
community and Mail art. The catch words: “non-commercial,” “cooperative,”
´RSHQWRHYHU\RQH´³DQWLHOLWLVW´³FROOHFWLYHFUHDWLYH´³SROLWLFDOO\HɣHFWLYH´
etc., enjoyed and still enjoy a high status within artists’ circles as well as
among net freaks. Above all, it is the anti-commercial aspect which unites
the idea of Mail art; it reaches its collectors with free delivery and carries the
ethics of the Internet where, until now, the unwritten law has said that no
PP7KLVKLVWRULFGRFXPHQWKDVLQFRPSOHWHVRXUFHFLWDWLRQV.
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FRPPHUFLDORɣHUVRUDGYHUWLVLQJZLOOEHIHGLQWRWKHPL[7KHQHWJURZLQJ
and proliferating at colossal rates, “comes closer to genuine anarchy than
DQ\WKLQJEHIRUHLW´ ,QWHUQHWH[SHUW&OLɣRUG6WROO6SLHJHO 6 Given
the enormous expansion of the web, however, the commercial pressure
being exerted upon this enormous information potential is growing. Since
WKHUHLV²DQGWKLVLVWKHÀLSVLGHRIDQDUFK\²QRODZDQGQRDXWKRULW\DJDLQVW
commercial use, it will hardly be possible to put a stop to this process. But
perhaps in this very respect, art is a step ahead of the communications media:
In the art world it became apparent twenty years ago that these utopias come
to an end the moment the system outgrows its small community of initiates.
7KLV WH[W ZDV ZULWWHQ LQ 6HSWHPEHU  ,W UHÀHFWV WKH VLWXDWLRQ EHIRUH
WKHGLVFXVVLRQDERXW1HWDUWVWDUWHG7KH:RUOG:LGH:HEZDVQRW\HWWKH
domain of the New Economy and Ray Johnson was still alive.

First published in German as “Die Kunst der Kommunikation: von der Mail
Art zur E-mail” in Neue Bildende Kunst    ± 3ULQW (QJOLVK
translation published in Frohnapfel, Doris. From Work to Word. Köln:
Korridor 2002.19–24. Print. (Abridged.)
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Refugee Republic ,QJR*QWKHU _KWWSUHIXJHHQHW
Spatial Poem No. 1 0LHNR6KLRPL
The Thing  _KWWSWKHWKLQJQHWDERXWDERXWKWPO
UnitN +,/86, -DQXDU\±$SULO

6 #mm: This historic document has incomplete source citations.

Net Art before WWW: A Planetary Fellowship
7KH $UWLVWV RI 1HW $UW  *HQHUDWLRQ DV D 6SHFL¿F
Subculture)
0DULH0HL[QHURYi_
The idea of Net art, as we know it today, strongly contrasts with Net art in
its very beginnings. Therefore the following text will primarily introduce the
¿UVWJHQHUDWLRQRIQHWDUWLVWVDVDVSHFL¿FVXEFXOWXUHZRUNLQJXQGHUVSHFL¿F
FRQGLWLRQV DW WKH YHU\ EHJLQQLQJV RI WKH ,QWHUQHW EHIRUH WKH :RUOG :LGH
:HEZDVHVWDEOLVKHG
In accordance with terminology used by German researchers,1 for the
purpose of this work I will refer to them as net pioneers. To understand their
status it is necessary to specify the term Net art:
Net art, Internet art, net-based art, or NetArt (web-based art
and web art narrow the term Net art down to the period after the
HVWDEOLVKPHQW RI WKH ::: LQ WKH PLGV  LV D IRUP RI DUW2
which may be presented only in the Internet environment3 (it
has a non-material nature), and deals with computer networks
and subject matter which is mainly the medium itself, the testing
of its boundaries, and experiences with network and computer
aesthetics. Net art is subordinated to the rules of cyberspace and
it may be understood only in this context.4 Therefore Net art is not
art on the net—which is a term that may denote any piece of art
presented in its digitalized form on the Internet, which does not
QHFHVVDULO\ QHHG WKLV VSHFL¿F HQYLURQPHQW IRU LWV H[LVWHQFH HJ
SKRWRJUDSK\ %DURTXH SDLQWLQJ UHSURGXFWLRQ ¿OP   7KH WHUP
1HWDUW QHWGRWDUW LVUHODWHGWRDVSHFL¿FPRYHPHQWZLWKLQWKH
framework of Net art with activist overtones.
Now we will be interested in the period from the beginning of the 1990s to
ZKHQWKH:RUOG:LGH:HEZDVHVWDEOLVKHG7KLVHYHQWVLJQL¿FDQWO\
LQÀXHQFHGDUWLVWV¶DSSURDFKHVDQGWKHQDWXUHRI1HWDUW$VSHFL¿FIRUPRI1HW
art is typical for this period. It is distinctive for its social and communication
aspects and the forms of artists’ self-interpretation and self-determination
from the outside world and artistic background; and it might be understood
in the context of the world’s avant-garde movements.

&RPSDUH'DQLHOVDQG5HLVLQJHU±
2 I intentionally avoid the terms piece of art, work, performance, and possibly project; the area of Net art
is too broad, therefore such denotation would be inaccurate. In the context of early Net art and Internet
pioneers’ activities it would be particularly misleading, as we will see later.
,QVRPHFDVHVLWPD\HYHQEHSHUFHLYHGRɥLQHDIWHUEHLQJGRZQORDGHGLQWRDFRPSXWHU
7KHVLPLODULW\RI1HWDUWDQGZHEGHVLJQZKLFKLVKLJKOLJKWHGE\=ELHMF]XN VHH³1HWDUW´DQG³:HE´ 
concerns later net artists and in the case of our net pioneers it is not fully relevant (an emphasis on the
ZRUNRXWSXWDVVXFKDQGLQGLYLGXDOLVDWLRQLVPRUHW\SLFDORIWKHSHULRGDIWHUWKHDGYHQWRI:::WKDQRI
the pioneer period introduced by Daniels and Reisinger). Despite it, for a certain completeness of the notion
of Net art, let’s paraphrase Zbiejczuk anyway: According to him, any similarity between Net art and web
GHVLJQLVPRUHLGHRORJLFDOWKDQIDFWXDOWKHGLɣHUHQFHGRHVQRWFRQVLVWSULPDULO\RIWKHTXHVWLRQRIRQH¶VRZQ
creation, but in the perception of the “wider experience,” when the Net art community is typical of a critical
attitude to the contemporary social situation.
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6SHFL¿FIHDWXUHVRIHDUO\1HWDUWFRPPXQLW\DUW
The early Net art was the domain of small, serried rings of insiders who
were connected by their common fascination with the new medium, and
especially by its communication possibilities. One fundamental element
of their activities was absolute autonomy, both in an institutional and
LQ D WHFKQLFDO VHQVH²EHIRUH ::: VWDUWHG WKH\ RSHUDWHG RQ their own
systems, therefore their activities were not regulated and they did not have
to conform to technical standards and protocols.
By its very nature, Net art does not have any geographical borders—thanks
to the Internet, participants who are geographically as well as culturally very
GLVWDQWFDQFRPPXQLFDWHZLWKHDFKRWKHUDQGFROODERUDWHRQSURMHFWV:KLOH
it used to be unthinkable for artists to communicate across the continents
in real time, now small and hermetically closed groups of a global character
VWDUWHG WR HPHUJH :LWKLQ WKRVH JURXSV JHRJUDSKLFDO DQG QDWLRQDO ERUGHUV
started to be blurred, thanks to the Internet, and English was their universal
language of communication. However, one more crucial communication
tool existed; many projects could be understood only by those who knew the
source code and “computer language” and thus these people were able to
reveal a hidden meaning, artistic pun, poem, allegory etc. in the wilderness
of text symbols. Some projects were based on this language aesthetic (i.e.
the important thing was not the transmitted meaning, but the beauty of its
graphic form, its visual appearance on the screen).
At the beginning of the 1990s even those artists who were previously
engaged in traditional institutionalized art, now entered cyberspace, and
gallery curators were vainly searching for them for years.6 Let me point out
WKDWWKH,QWHUQHWEHIRUH:::ZDVUHVHUYHGIRUWKHDFDGHPLFDQGPLOLWDU\
spheres (and a very small share for nerds and hackers). Our social groups of
artists were created on individuals’ initiative and had the character of closed
communities of people who knew each other in real life. Even if they later
EHFDPH DFTXDLQWHG7 on the Internet, it was not primarily about obtaining
contacts and creating an Internet social network as we know it today, but
it was more about extending an already existing network to the Internet.
The described transition may be perceived as a smooth one, because artists
already experimented with new technologies (such as television, fax, and
telephone), collective authorship and interactive performances by means
of technology in real time. Therefore Net art “was in the air” (Daniels and
Reisinger). Now driven by the desire to examine the potential and limits of
the new media, they embarked upon uncharted territory. The territory that
they knew only from hearsay, the mysterious space called cyberspace.
The early projects had character of performances and the artwork was not any
material output, which could be mediated to a third person (i.e. to somebody
who did not directly participate in the project), but the act of communication
itself, which was collective and the authors remained anonymous. It was
³7KLVGHYHORSPHQWWRRNSODFHLQDQDXWRQRPRXVVLWXDWLRQDVXQXVXDOIRUWKHPHGLDDVLWZDVIRUWKHDUW
world at the time; the frame-works were not only independent of any art institution, but also existed outside
state or commercial media control” (Daniels 28).
6 “For the rest of the art world, it was as if they had vanished into cyberspace” (Daniels 30).
7 Appropriately, they utilised multiple identities; the nature of the Internet art of that period was mostly
FROOHFWLYHDQGDQRQ\PRXV 'DQLHOV± 

FRPPXQLW\ DUW +HUH OLHV WKH HVVHQWLDO GLɣHUHQFH EHWZHHQ SLRQHHUV WKH
initiators of artistic frameworks, who often did not intend to create any art
(in fact they were rather sceptical in this respect), and the second generation
of net artists (who we encounter nowadays) who already exploited the formal
and technological potential of the Internet and its innovative aesthetics,
ZKLFKLVVRPHZKDWPRUHLQGLYLGXDOLVWLFZLWKVSHFL¿FSLHFHVRIDUWVXFKDVWKH
outputs created by an individual, surviving through time and enabling their
reception outside a closed community, and can be even exhibited in a gallery
space.
In contrast, the activities inside small pioneering groups were not accessible
to the general public, they were not understood by gallery owners and other
artists and they were ignored by academia. Moreover those activities were
not transferable to the audience (the act of participation and interaction was
absolutely crucial). The individual projects were of a more socio-cultural
than artistic character, and their results were organised infrastructures
(artistic communities) lasting for several years (e.g. the most famous one
was The Thing, based as an autonomous zone). The fact that the act of
communication and its participants’ relationships were considered as
DUW LV MXVWL¿DEOH LQ WKH KLVWRULFDO FRQWH[W²DV 0DUF 5LHV SRLQWV RXW ³0XFK
of contemporary art has been moving away from the object. If the object
is removed completely, then what is left are the relationships between
participants” (72). A new kind of relationship, a coexistence, originated and
was labelled as “planetary fellowship” by the British artist and theorist Roy
Ascott (Ries 73).

Net pioneers in the context of the avant-garde movement: avantgarde as a subculture
7KHGLɣHUHQFHEHWZHHQWZRJHQHUDWLRQVRI,QWHUQHWDUWLVWVWKHUHIRUHFRQVLVWV
not only in their general approach to creating art on the Internet, but mostly
in their self-interpretation, mutual relationships among artists and in their
independence from the outside world. In this sense the net pioneers bear the
features of a thoroughbred avant-garde movement. In fact Dieter Daniels
HYHQLGHQWL¿HVWKHPDVWKHODVWDYDQWJDUGH
7KHUHDUHVHYHUDODSSURDFKHVWRGH¿QHDYDQWJDUGHLQWKHVDPHZD\DVWKHUH
DUH VHYHUDO SKDVHV LQ WKH OLIH RI DQ DYDQWJDUGH PRYHPHQW 8OYHU  :LWKLQ
the artistic world, avant-garde, in a way, represents a subculture which is
characteristic of its own approach and attitude towards art and towards
current artistic streams. The word l’avantgarde is derived from French
military terminology of the eighteenth century and its literal translation is
vanguard 8OYHU   7KH DYDQWJDUGH DUWLVWV DUH WUXO\ DKHDG RI WKHLU WLPH
and they anticipate further developments; at the same time they delimit
WKHPVHOYHVDJDLQVWWKHVWDWXVTXRLQDUWDVZHOODVLQFXOWXUHDQGWKH\UHÀHFW
on it critically.
According to Crane a movement may be considered as avant-garde in
relation to the contents as conveyed by its pieces of art, provided any
RI WKH IROORZLQJ UHTXLUHPHQWV DUH PHW WKH DUWZRUN ³   UHGHILQHV
DUWLVWLFFRQYHQWLRQV´³  XWLOL]HVQHZDUWLVWLFWRROVDQGWHFKQLTXHV´RU
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“redefines the nature of the art object, including the range of objects that can
be considered artworks” (237). In relation to the conveyed social contents,
VRPHRIWKHIROORZLQJUHTXLUHPHQWVPXVWEHPHWDUWZRUNVFDUU\³  VRFLDO
RUSROLWLFDOYDOXHVWKDWDUHFULWLFDORIRUGLɣHUHQWIURPWKHPDMRULW\FXOWXUH´
WKH PRYHPHQW ³   UHGH¿QHV WKH UHODWLRQVKLS EHWZHHQ KLJK DQG SRSXODU
culture,” or it “(3) adopts a critical attitude toward artistic institutions“
(237–238). Finally, in relation to production and distribution, “if it does
DQ\RIWKHIROORZLQJ  UHGH¿QHVWKHVRFLDOFRQWH[WIRUWKHSURGXFWLRQLQ
WHUPVRIWKHDSSURSULDWHFULWLFVUROHPRGHOVDQGDXGLHQFH  UHGH¿QHVWKH
organisational context for the production, display and distribution of art (for
H[DPSOHWKHXVHRIDOWHUQDWLYHVSDFHVWKHDWWHPSWWRFUHDWHµXQVDOHDEOH¶DUW
ZRUNV   UHGH¿QHVWKHQDWXUHRIWKHDUWLVWLFUROHRUWKHH[WHQWWRZKLFKWKH
artist participates in other social institutions” (238).8 As is obvious from the
above information, we can agree with Dieter Daniels and consider the net
pioneers as an avant-garde movement. As Pietrasová sums up in her work,
This movement’s main characteristics were the Internet as a newly discovered
communication space for sharing and exchanging thoughts, a criticism of
consumerism and the commercialisation of art (Net.art [sic!] as a generally
accessible non-commodity form of art), as well as an optimism resulting from the
globalised possibilities of the Internet in re-creating society.

+RZHYHU ³>L@Q RUGHU IRU D JURXS RI DUWLVWV WR EH GH¿QHG DV HQJDJLQJ LQ
DFWLYLWLHV DVVRFLDWHG ZLWK WKH DYDQWJDUGH WKH\ PXVW ¿UVW RI DOO KDYH VRPH
degree of awareness of one another as a social group” (Crane 239).
7KLV UHTXLUHPHQW ZDV EXW IRU LVRODWHG FDVHV  DOVR PHW VHH HVWDEOLVKLQJ
groups, collective authorship…).
Moreover the feeling of “being avant-garde” and the impression that their
own age was being outrun by them was shared by many artists (Ries; Daniels).
$FFRUGLQJ WR 'DQLHOV LW ZDV DV D VSHFL¿F UHDFWLRQ WR WKH DUWLVWLF ZRUOG RI
that age that the net artists dissociated themselves from it (interviews with
early artists suggest that this dissociation was bidirectional) and they moved
towards new technology.9
'DQLHOVVSHFL¿HVWKUHHSRLQWVRIFRQWDFWRQWKHEDVLVRIZKLFKQHWSLRQHHUV
PD\EHLGHQWL¿HGDVDQDYDQWJDUGHPRYHPHQWDQGWKHLUVWDWXVDVDVXEFXOWXUH
ZLWKLQWKHIUDPHZRUNRIDUWLVWLFXQLYHUVXPFDQDOVREHFRQ¿UPHG
x

Construction of an independent, partly self-designed technological infrastructure.

x

Formation of a self-organized, networked community, and the collective design and
testing of a corresponding model of discourse.

x

'HYHORSPHQW RI D IRUP RI DUW VSHFL¿F WR WKH QHWZRUN H[SORULQJ WKH PHGLXP¶V
SRWHQWLDOLQDQH[SHULPHQWDOVHOIUHÀHFWLYHZD\ ± 

8 Translator’s note: All citations from Crane in this publication were reproduced from the English original:
Crane, Diana. The Transformation of the Avant-Garde&KLFDJR8QLYHUVLW\RI&KLFDJR3UHVV±
Print.
9 Criticism of the “bourgeois” conception of art, its commercialisation and institutionalisation in the
same way as the conception of artist-genius, was common to most pioneering projects; art was intended for
everyone, easily accessible, “guard dogs” of artistic world were circumvented.

Daniels is particularly fascinated by the close connection of these three
IDFWRUV DV REVHUYHG LQ WKH FDVH RI QHW DUWLVWV EHIRUH  7KH DSSURDFKHV
of individual projects’ to authorship and the participants’ social interaction
ZHUH GLɣHUHQW WR D FHUWDLQ H[WHQW 7KLV ZDV PRVW REYLRXV DIWHU  ZKHQ
a new user interface was established, which led to commercialisation,
standardisation and the fact that the Internet became crowded. The medium,
previously unapproachable by the public, has become, by means of the
:RUOG:LGH:HE¶VXVHUIULHQGO\LQWHUIDFHDPDVVPHGLXPIRUDOO²ZKLFKKDV
VLJQL¿FDQWO\LQÀXHQFHGWKHFRPPXQLW\VSLULWRI,QWHUQHWDUW³$IWHU,QWHUQHW
DFFHVV ZDV FRPPRGL¿HG LQ WKH VHFRQG KDOI RI WKH V QHWEDVHG DUW QR
longer had to operate its own technological infrastructure, and with this the
idea of a self-determined community waned” (Daniels 33).
6RPH 1HW DUW SURMHFWV PRYHG WR WKH ::: RWKHUV GLVDSSHDUHG 6RPH
projects continued, but at the same time they were distanced from their selfinterpretation as art. Great number of participants made participation in the
same way as before—with the cooperation of a small group of participants—
impossible. This gradually led to the transformation of the Internet art into
as we know it today, via the work of the second generation of net artists.
0DQ\UHVHDUFKHUVFRQVLGHUWKLVSHULRG LHDIWHU WREHWKHRULJLQRI1HW
art in the proper sense of the word.10

7KH XQHGLWHG YHUVLRQ ZDV ¿UVW SXEOLVKHG LQ &]HFK LQ WKH RQOLQH ¿OP DQG
new media magazine 25fps DV 0HL[QHURYi 0DULH ³1HW$UW SĜHG :::
3/$1(7$5<)(//2:6+,3´25fps.ISV)HE:HE6HSW
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Projects mentioned:
The Thing  _KWWSWKHWKLQJQHW
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2. Net.art
[...] J8~g#|\;Net. Art{-^s1 [...]
#net.art #legends #manifestos



:LWKLQ ,QWHUQHW DUW 1HWDUW QHWGRWDUW  UHSUHVHQWV D GLVWLQFW PRYHPHQW
with activist tendencies that existed between 1994 and 1999. Net.art is neither
HTXLYDOHQWQRURSSRVLWHWR1HWDUW²PDQ\DUWLVWVFUHDWHGQHWVSHFL¿FDUWZRUNV
LQWKHVDPHHUDZLWKRXWDQ\FRQQHFWLRQWR1HWDUW 'LHW] 7KHFHQWUDO¿JXUHV
of the movement were European artists of Russian origin Olia Lialina (b.
1971) and Alexei Shulgin (b. 1963), British artist and activist Heath Bunting
E 6ORYHQLDQDUWLVW9XNûRVLü E DQGWKH'XWFK%HOJLXPGXR
-RGL -RDQ +HHPVNHUN E  DQG 'LUN 3DHVPDQV E   7KHUH LV
QR GH¿QLWLYH OLVW RI QHWDUWLVWV RU IRUPDO UHTXLUHPHQWV 1HWDUW VKRXOG IXO¿O
(Adrian). The movement was not governed by a systematic set of principles,
but rather consisted of a loose group of Internet artists and theorists who
worked closely together and placed themselves under the banner of Net.art,
DOWKRXJKWKHLUZRUNZDVVXEVWDQWLDOO\GLɣHUHQW7KH\ZHUHFKDUDFWHUL]HGE\
D VSHFL¿F DSSURDFK WR WHFKQRORJ\ LQYHVWLJDWLRQV RI DHVWKHWLF OLQJXLVWLF DQG
LQWHUDFWLYHSRVVLELOLWLHVRɣHUHGE\WKHZHEGLVFXVVLRQRILVVXHVRIFXUDWRUVKLS
and a distinctive anti-institutional policy towards creating art (Olson). The latter
ZDV FRQQHFWHG WR DQ HɣRUW WR DYRLG H[FHVVLYH WKHRUHWLFDO VSHFXODWLRQV DERXW
the form of the “true” Net.art,1 to deliberately obscure dates of origin, and to
contradict the language and development of a mythology, an action which
hinders the work of historians.
7KHWHUP1HWDUWLVDWWULEXWHGWR6ORYHQLDQQHWDUWLVW9XNûRVLü'LVFRYHUHG
LQZKHQJHQHUDWHGE\DQDFFLGHQWDOVRIWZDUHHUURULWVHHPHGDQLGHDO
label for the already existing practices in art and communicative activities on
WKH,QWHUQHW,WZDVQRWRQO\VHOIGH¿QLQJEXWDOVRVHOILURQL]LQJ WKHZRUG
³DUW´IXQFWLRQVLQWKHWHUP1HWDUWVLPLODUWR¿OHIRUPDWH[WHQVLRQVVXFKDV
.txt, .pdf, .doc etc.) and confusing at the same time. The resemblance to terms
VXFKDV9LGHRDUWWKDWGHQRWHDUWSUDFWLFHGH¿QHGE\WKHPHGLXPHPSOR\HG2
led to a small etymological confusion. Although net.artists used the Internet
RU WKH :RUOG :LGH :HE DV D PHGLXP WR EH H[SHULPHQWHG ZLWK LW PRVWO\
represented the place where art was happening (Quaranta 24). The Internet
was not only a creative tool, a medium in the technological sense and material
(Sakrowski 211), but a necessary condition, a topic and a means of expression
(Blank, Quaranta 24).3 An important text, the manifest Introduction to
net.art (1994–1999) written by Russian artists Alexei Shulgin and Natalie
Bookchin in 1999, was sculpted into marble for the exhibition netcondition
(1999) by German artist duo Joachim Blank and Karl-Heinz Jerone, and
EHFDPHRQHRIWKHYHU\¿UVWSK\VLFDOZRUNVRI,QWHUQHWDUW 4XDUDQWD 
The Internet mailing list nettime, through which artists and theorists
communicated and where academic discourse took place, played an
important role in the introduction of the term Net.art. Nettime was founded
LQE\'XWFKPHGLDWKHRULVWDQGFULWLF*HHUW/RYLQNDQG%HUOLQDUWLVW3LW
Schultz. As a mailing list devoted to Internet culture and criticism, nettime
attracted attention to art on the Internet and shaped the Net.art movement
(Paul 112).
1 David Garcia calls attention to the fact that similar discussions about Video art brought it to an end. See
Adrian.
2 Cf. Antin 174.
3 Curator Steve Dietz points out the danger of considering the Internet as “merely another tool” in his
commentary to the online exhibition b e y o n d . i n t e r f a c e in 1998: “what matters is not so much which
media an artist uses [whether it is a web page, a system of lead pipes or a reverse-remediated sculpture], but
what she does with them [that is, she reacts to her experience with the worldwide network].” See Dietz.

In this publication, three contributions are devoted to Net.art. In his text
IURP  ,WDOLDQ FULWLF FXUDWRU DQG WHDFKHU 'RPHQLFR 4XDUDQWD GHDOV
with the mythopoetics of Net.art in relation to the context of art and
history, in particular the Dada movement. The manifest Introduction to
net.art (1994–1999)WHVWL¿HVWRWKHVWDWHRI1HWDUWLQDQGDQWLFLSDWHV
several fundamental transformations that the complex relations between
production, reception and monetisation of Internet art underwent in the
following years. Alexei Shulgin explains the origin of the term Net.art in
his message sent on Tuesday March 18, 1997 via the electronic mailing list
nettime. This contribution is reprinted in this book in its original form,
including the graphical layout—it is both a good example of a mailing list
and a reproduction of a “historical document.”

#mm
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The Legend of Net.art
'RPHQLFR4XDUDQWD_

This text was written in 2005 for the catalogue of the show CONNESSIONI
LEGGENDARIE. NET.ART 1995–2005, conceived by Luca Lampo
([epidemiC]) and organized in Milan by Luca Lampo, Marco Deseriis,
25*DQGP\VHOI,WZDVWKH¿UVW ODUJHVFDOHH[KLELWLRQ
I was involved in, and I’m still profoundly indebted to it and the brand
new perspective it gave me. CONNESSIONI LEGGENDARIE was probably
WKH¿UVWVHULRXVDWWHPSWWRWDONDERXW1HWDUWDVDYDQWJDUGHDQGWRUHODWH
and document its stories, rather than depotentiating it by bringing its bits
and pieces to the gallery space. Unfortunately, the catalogue was in Italian,
and the exhibition didn’t reach the international audience it was meant for.
Mythology has always played a vital role in art and its narrative. From
Leonardo to Duchamp, Caravaggio to de Chirico, Shakespeare to Jarry, all
the greatest artists have knowingly encouraged the creation of a legendary
superstructure around their identities, with the active participation of
historians, narrators and their contemporaries. Few of them have managed
to live their legends to the full: more often than not they have cleverly
manipulated reality by using the means of communication at their disposal,
E\HɣRUWOHVVO\GRQQLQJWKHLUFDUHIXOO\FRQVWUXFWHGSHUVRQDOLWLHVRQDOOSXEOLF
occasions, while jealously guarding their private lives and concealing their
RZQIUDJLOHWUXWKVEHKLQGDUPRXURIP\VWL¿FDWLRQ
Historic avant-garde movements painstakingly perfected the weaponry of
P\VWL¿FDWLRQ DQG FRQVWUXFWHG VROLG FDVWOHV RQ IRXQGDWLRQV RI WKLQ DLU MXVW
WKLQNRI$UWKXU&UDYDQWKHDQDUFKLF'DGDLVWSHUIRUPHUDQG-DFTXHV9DFKp
a posthumous legend created by the Surrealists out of an epistolary exchange.
The avant-garde movements get the credit for having transferred mythology
from the individual plane of “genius” to the collective arena, lending the
narration of the legend an unassailable coherence.
From this point of view, Dada is a case in point: the narrative constructions
overlap, intersect, and contradict each other, but the historic truths they
conceal remain out of reach. It was precisely this that transformed a group
of mischief-makers, with little to contribute on the aesthetic front, into
the most disruptive avant-garde movement of the twentieth century. It
would obviously be meaningless to explore Dadaism and not the legendary
superstructure it created around itself: the mythopoesis is an integral part
of the oeuvre, and one cannot exist without the other. A more sophisticated
critic would go so far as to say that the construction of a legend becomes
a necessity from the moment in which a work of art loses its “aura”: the
alternative is to become a mere product, with no added value.
Throughout the twentieth century mythopoesis was the strategy of choice
used by all the movements which opposed the other great mechanisms for the
legitimisation of art without an aura: the market and the museum. Strangely
enough, as the myth-making machine perfected its tactics, it increasingly

went underground, taking us from Dadaism to Fluxus to Situationism, Punk,
Neoism and Luther Blissett. Meanwhile, contemporary art was becoming
ever more prosaic and incapable of forging superstructures. The exception
WKDWFRQ¿UPVWKHUXOHLV<RXQJ%ULWLVK$UWDZHDNOHJHQGEXLOWDURXQGWKH
stereotype of a group of “mad, bad and dangerous” youths by a talented
DGYHUWLVLQJH[HFXWLYHLQRUGHUWRVXSSRUWDSUHFLVH¿QDQFLDOVWUDWHJ\
All of which leads us to the fact that, at the beginning of the 1990s, when
a small group of artists scattered around the globe began experimenting
with the Internet, they found themselves in an ideal position to fashion
a new legend. And they exploited the situation perfectly, giving rise to
the greatest artistic set-up of the twentieth century. Net.art, to be precise.
But one thing at a time.
:RUNLQJLQDQDFFHVVLEOHGLVWULEXWHGPHGLXPZKHUHWKHFRQFHSWVRIFRS\
DQGRULJLQDOQRORQJHUKDYHPHDQLQJDQGSURSHUW\GRHVQRWH[LVWWKH¿UVW
net.artists were in no position to rely on the legitimisation mechanisms of
trade and exhibiting, which they already had a number of reservations about.
On the other hand, they now had an extraordinary means of distribution
and communication which forged a direct link between sender and receiver.1
This enabled them to reach a wide public, and they could manipulate people,
WKHRWKHUPHGLDDQGWKHPDLQYHKLFOHVRILQIRUPDWLRQZLWKHTXDOHDVH+HUH
ZDV D PHGLXP WKDW ZHQW VR IDU DV WR HQFRXUDJH WKH FUHDWLRQ RI ¿FWLWLRXV
identities, because “on the web, no-one knows you’re a dog.”2 The medium
had already shown its potential in spawning legends such was Condor—the
elusive hacker Kevin Mitnick. It enabled people to work in networks, giving
a small group of ground-breaking artists global connotations, and lending
their work unprecedented impact.
So browsing through the “deposits” of Net.art today, namely the archives of
historic newsletters such as nettime, 7-11, Rhizome and Syndicate, the art
historian gets the impression of perusing a heroic age recounted in real time
by scores of poets who constructed their own legends piece by piece. This was
GRQHZLWKDVHQVHRILURQ\EH¿WWLQJDSRVWPRGHUQDYDQWJDUGHPRYHPHQW
DQGLWPHUHO\PXOWLSOLHGWKHOHYHOVRIP\VWL¿FDWLRQ7KH\GLGLWZLWKWKHDFWLYH
participation of militant criticism, which robs anyone who attempts a reliable
reconstruction of events, of even the barest glimmer of truth. Every e-mail,
every essay, every interview, is another piece in the puzzle. As is this book.
Net.art produced and challenged the legend of its own genesis, the phrase
“automatically generated by a piece of malfunctioning software” (Shulgin);
DQGUHFRXQWHGLWV¿UVWIDOWHULQJVWHSVWKHPHHWLQJLQ7ULHVWH 0D\ DQG
the London conferences in 1996 and 1997. It laid claim to founding fathers
without ever taking a paternity test, and it told its own story, step by step,
presenting us with a conveniently pre-packaged version; it predicted the
outcome of its encounter with the art world, and its own precocious gallery
1 #mm: The terminology “sender” (the one sending the information) and “receiver” of information comes
IURPWKH6KDQQRQ:HDYHU0DWKHPDWLFDO7KHRU\RI&RPPXQLFDWLRQZKLFKZDVNH\IRUF\EHUQHWLFV ,WV
diagram closely resembles the 1997 MTAA Simple Net Art Diagram reprinted in the Appendix of Images.)
This linear model of communication is typical for Net.art as network art, and for other phases of Internet art
we would have to look instead for transactional or ritual models.
2 #mm: Paraphrase of the famous 1993 “On The Internet, Nobody Knows You’re a Dog” cartoon by Peter
Steiner for The New Yorker.





debut; it told of its own death and built itself an impregnable mausoleum,
where its mortal remains attempt to crumble into dust, because this is the
only way to ensure a legend has true staying power.
Inconsistencies and contradictions, as we learned from Dada, are an integral
part of this hall of mirrors: enabling Alexei Shulgin to pronounce Net.art
dead, while continuing to produce unforgettable projects; and allowing
0100101110101101.ORG to hide their identity behind a series of zeros and
ones while at the same time adopting a form of explicit openness that
bordered on the pornographic, as in the project Life Sharing (2000), which
JUDQWHGWKHYLHZHUFRPSOHWHDFFHVVWRWKHLUFRPSXWHUDQGIRU9XNûRVLüWR
write: “My next idea is to set up an initiative where the greatest number of
¿QLVKHG ZRUNV E\ QHWDUWLVWV ZLOO EH FROOHFWHG RQ D '9' DQG JLYHQ WR ZHE
masters to create mirror sites. At the same time I am starting my career as an
artist, which makes this project impossible” (“One Artist One Art System”).
As the legend was a collective invention, it is clearly impossible to identify
LQGLYLGXDO FRQWULEXWLRQV :H IRFXV RQ D IHZ IURP ZKLFK LW LV SRVVLEOH WR
VHOHFW D QXPEHU RI SDUWLFXODUO\ PHDQLQJIXO H[DPSOHV 9XN ûRVLü DOOHJHGO\
responsible for coining the term “Net.art”—allegedly, because as a selfrespecting Dadaist he did not invent the term but came across it—has
DGRSWHG D 'XFKDPSLDQ DWWLWXGH WKDW KDV WDNHQ KLP IURP KLV ¿UVW EULOOLDQW
experiments to almost total inactivity. And we had been warned: “I go to
WKH FRQIHUHQFHV 7KDW¶V 1HWDUW DFWXDOO\´ ûRVLü ³9XN &RVLF ,QWHUYLHZ´ 
The former archaeologist turned net.artist and media archaeologist makes
speeches on Net.art with the same nonchalance that Duchamp made art
while playing chess. And he is in excellent company in this ironic form of
VHOIKLVWRULFLVDWLRQ$OH[HL6KXOJLQKDVLQVFULEHGKLVGH¿QLWLRQRI1HWDUWKLV
story, his rules and even his future on genuine Tables of the Law, erecting a
monument aere perennius,3 as Horace would have put it.
:KHQ 1HWDUW ¿UVW PDGH LW LQWR WKH JDOOHULHV 2OLD /LDOLQD UHVSRQGHG E\
VHWWLQJXSKHUYHU\RZQPDGHWRPHDVXUHPXVHXPRQOLQH:KLOH-RGLWKH
¿UVW P\WKRORJLFDO FUHDWXUH RI 1HWDUW WKH EODFN KROH WKDW WHUUL¿HG H[DOWHG
and amused thousands of Internet users, studied ways of getting their own
legend into real-life gallery and museum venues, 0100101110101101.ORG,
with the collaboration of a wider network known as d-i-n-a, organized events
and invited the tutelary deities of their own highly (im)personal pantheon,
under the telling title of the ,QÀXHQFHUV. And in 2003, less than a decade
after the beginning of our story, Josephine Bosma was already talking about
a kind of nostalgic revival of Net.art’s heroic period, in the context of a show
meaningfully entitled An archaeology of net.art. Like every self-respecting
legend, Net.art has its heroic episodes: the theft of the documenta X site,
SHUSHWUDWHGE\9XNûRVLüWKHGLJLWDOKLMDFNHWR\XVHGWRUHYHDOLWVHOIWRWKH
world;4WKHVWXQWSXOOHGRɣE\&RUQHOLD6ROOIUDQNZKRPDQDJHGWRIRRORQH
RIWKH¿UVWLQVWLWXWLRQDODWWHPSWVWRFRPHWRJULSVZLWK1HWDUWE\JHQHUDWLQJ
more than 200 female net.artists out of thin air.

3 #mm: Latin more lasting than bronze. The manifesto by Alexei Shulgin and Natalie Bookchin
“Introduction to net.art (1994–1999)” (reprinted also in this publication) was carved into stone by Blank &
Jerone in 1999. Cf. “Dump Your Trash.”
4 #mm: The users’ virtual kidnapping via manipulated search engines. See Daniels 43.

In Toywar, Net.art won its battle against the corporate baddies, and
0100101110101101.ORG captured international attention in the space of
a few months with a series of masterful thefts, thus becoming the Bonnie
and Clyde of Net.art. Notable too were the front page stories relating the
feats of The Yes Men and Vote Auction.
%HIRUHFRQFOXGLQJWKHUHLVRQHODVWTXHVWLRQWRDQVZHULV1HWDUWUHDOO\GHDG"
Obviously not. Its death, like its birth, is part of the legend, and the reality is
YHU\GLɣHUHQW7KHUHDUHQRPRYHPHQWVWKDWDUHERUQDQGWKHQGLH+HUHZH
KDYHDQRVFLOODWLQJÀRZRIH[SHULPHQWVZLWKWKHPHGLDDQGQHZWHFKQRORJLHV
which spans the second half of the twentieth century and extends into the new
PLOOHQQLXP,WLVDÀRZPDGHXSRILVRODWHGH[SHULHQFHVNH\HQFRXQWHUVDQG
episodes of networking, with heroic battles and with times when things fell
LQWROLQHZLWKPDUNHWIRUFHV$ÀRZLQZKLFKWKHOHJHQGRI1HWDUWUHSUHVHQWV
the great, indisputable masterpiece.

First published in Italian in: Lampo, Luca, ed. Connessioni Leggendarie.
Net.art 1995–2005.([KLELWLRQFDWDORJXH0LODQ5HDG\PDGH(QJOLVK
version published as “The Legend of Net.art.” Trans. Anna Carruthers.
In Your Computer. Ed. Domenico Quaranta. Brescia: Link Editions, 2010.
9–12.
References:
Bosma, Josephine. “The Dot on a Velvet Pillow – Net.art Nostalgia and Net Art Today.” Skrevet
i stein. En net.art arkeologi. (Written in Stone. A net.art archaeology.) Exhibition
catalogue. Ed. Per Platou. Oslo: Museet for Samtidskunst, 2003.
ûRVLü 9XN ³2QH $UWLVW 2QH $UW 6\VWHP´ Net_condition. =HQWUXP IU .XQVW XQG
Medientechnologie Karlsruhe, :HE6HSW
———. “Vuk Cosic Interview: net.art per se.” Interview by Josephine Bosma. Nettime. Nettime,
6HSW:HE6HSW
6KXOJLQ$OH[HLÄ1HWDUW²WKH2ULJLQ´Nettime1HWWLPH0DU:HE-XQH

Editor’s references:
Daniels, Dieter. “Reverse Engineering Modernism with the Last Avang-Garde.” Netpioneers 1.0—Contextualising Early Net-Based Art. Ed. Dieter Daniels and Gunther
5HLVLQJHU%HUOLQ6WHUQEHUJ3UHVV±3ULQW
“Dumb Your Trash.” sero.org1SQG:HE6HSW
Steiner, Peter. “On the Internet, Nobody Knows You’re a Dog.” The New Yorker -XO\
n. pag. Print.
“The Toywar Story.” Toywar.com(WR\QG:HE6HSW
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,QÀXHQFHUV  _KWWSWKHLQÀXHQFHUVRUJ

PP7R\ZDUUHIHUVWRH[KDXVWLQJGRPDLQZDUEHWZHHQWKHHWR\FROOHFWLYHDQGH7R\V,QFLQWKHODWH
1990s and to the creative artistic project thanks to which this war was ultimately won by etoy. For more
information see “The Toywar Story.”





Life Sharing (0100101110101101.ORG, 2000–2003)
nettime  _KWWSQHWWLPHRUJ
Rhizome  _KWWSUKL]RPHRUJ
The Digital Hijack HWR\ _KWWSZZZKLMDFNRUJ

Introduction to net.art (1994–1999)
1DWDOLH%RRNFKLQ$OH[HL6KXOJLQ_0DUFK±$SULO

1. net.art at a Glance
$7KH8OWLPDWH0RGHUQLVP
'H¿QLWLRQ

a. QHWDUWLVDVHOIGH¿QLQJWHUPFUHDWHGE\DPDOIXQFWLRQLQJ
piece of software, originally used to describe an art and
communications activity on the Internet.

b. net.artists sought to break down autonomous disciplines

DQGRXWPRGHGFODVVL¿FDWLRQVLPSRVHGXSRQWKHSUDFWLFHVRI
various activists.

2. 0% Compromise

a. By maintaining independence from institutional
bureaucracies

b. By working without marginalization and achieving

a substantial audience, while having communication,
dialogue and fun

c. By implementing paths away from entrenched values

arising from structured system of theories and ideologies

d. T.A.Z. (temporary autonomous zone) of the late [19]90s:
Anarchy and spontaneity1

3. Realization over Theorization

a. The utopian aim of closing the ever widening gap between

DUWDQGHYHU\GD\OLIHZDVSHUKDSVDFKLHYHGIRUWKH¿UVWWLPH
and became a real, everyday, routine practice.

b. %H\RQGLQVWLWXWLRQDOFULWLTXHZKHUHE\DQDUWLVWLQGLYLGXDO

FRXOGEHHTXDOWRDQGRQWKHVDPHOHYHODVDQ\LQVWLWXWLRQRU
corporation.

c. The practical death of the author
%6SHFL¿F)HDWXUHVRIQHWDUW

1. Formation of communities of artists across nations and
disciplines

2. Investment without material interest
3. Collaboration without consideration of appropriation of
ideas

4. Privileging communication over representation
5. Immediacy
1 #mm: Refers to the temporary spaces that elude formal structures of control (spatial, temporal and
LPDJLQDU\ DVGH¿QHGE\+DNLP%H\LQKLVHSRQ\PRXVWH[WFRQFHUQLQJYDULRXVVRFLDOUHODWLRQVDQG
activities and natural creative activities that are outside control from above and resistant to any totalitarian
regime. See Bey and “Hakim Bey and Ontological Anarchy.”





6.
7.
8.
9.

Immateriality
Temporality
Process based action
Play and performance without concern or fear of historical
FRQVHTXHQFHV

10. Parasitism as Strategy
a. Movement from initial feeding ground of the net
b. Expansion into real life networked infrastructures

11. Vanishing boundaries between private and public
12. All in One:
a. Internet as a medium for production, publication,
distribution, promotion, dialogue, consumption and
FULWLTXH
b. Disintegration and mutation of artist, curator,
pen-pal, audience, gallery, theorist, art collector, and
museum
2. Short Guide to DIY net.art
A. Preparing Your Environment

1. Obtain access to a computer with the following
FRQ¿JXUDWLRQ

a. Macintosh with 68040 processor or higher (or PC
with 486 processor or higher)
b. At least 8 MB RAM
c. Modem or other Internet connection

2. 6RIWZDUH5HTXLUHPHQWV
a. Text Editor
b. Image processor
c. At least one of the following Internet clients:
Netscape, Eudora, Fetch, etc.
d. Sound and video editor (optional)
B. Chose Mode

1.
2.
3.
4.
5.

Content based
Formal
Ironic
Poetic
Activist

C. Chose Genre2

1. Subversion
2. Net as Object
3. Interaction
4. Streaming
5. Travel Log
6. Telepresent Collaboration3
7. Search Engine
8. Sex
9. Storytelling
10. Pranks and Fake Identity Construction
11. Interface Production and/or Deconstruction
12. ASCII Art
13. Browser art, Online Software art
14. Form Art4
15. 0XOWL8VHU,QWHUDFWLYH(QYLURQPHQWV
16. &86HH0H,5&(PDLO,&40DLOLQJ/LVW$UW
D. Production
3. What You Should Know
A. Current Status

1. net.art is undergoing major transformations as a result of
its newfound status and institutional recognition.

2. Thus net.art is metamorphisizing into an autonomous

discipline with all its accoutrements: theorists, curators,
museum departments, specialists, and boards of directors.

B. Materialization and Demise

1. Movement from impermanence, immateriality and
immediacy to materialization

a. The production of objects, display in a gallery
b. Archiving and preservation

2. Interface with Institutions: The Cultural Loop
D:RUNRXWVLGHWKHLQVWLWXWLRQ
b. Claim that the institution is evil
c. Challenge the institution

PP7KHJHQUHVDUHODUJHO\EDVHGRQSHUVRQDOH[SHULHQFHRIWKHPDQLIHVWR¶VDXWKRUVDQGTXLWHIDLWKIXOO\
UHÀHFWWKHSRVVLELOLWLHVRI,QWHUQHWDUWEHWZHHQDQG
3 #mm: Compare Roy Ascott’s 1990s telepresence and VR systems.
4 #mm: “Form Art” is a “new art form based on Internet technology” that was invented by Alexei Shulgin,
see Shulgin and his project Form Art.
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d. Subvert the institution
e. Become an institution
f. Attract the attention of the institution
g. Rethink the institution
K:RUNLQVLGHWKHLQVWLWXWLRQ

3. ,QWHUIDFHZLWK&RUSRUDWLRQV8SJUDGH
a. The demand to follow the trail of corporate
production in order to remain up-to-date and visible
b. The utilization of radical artistic strategies for
product promotion
4. Critical Tips and Tricks for the Successful Modern net.artist


$3URPRWLRQDO7HFKQLTXHV

1. Attend and participate in major media art festivals,
conferences and exhibitions.
a. Physical
b. Virtual

2. Do not under any circumstances admit to paying entry fees,
travel expenses or hotel accommodations.

3.
4.
5.
6.

Avoid traditional forms of publicity, e.g. business cards.
'RQRWUHDGLO\DGPLWWRDQ\LQVWLWXWLRQDODɤOLDWLRQ
Create and control your own mythology.
Contradict yourself periodically in e-mail, articles,
LQWHUYLHZVDQGLQLQIRUPDORɣWKHUHFRUGFRQYHUVDWLRQ

7. Be sincere.
8. Shock.
9. Subvert (self and others).
10. Maintain consistency in image and work.


%6XFFHVV,QGLFDWRUV8SJUDGH

1.
2.
3.
4.
5.
6.
7.
8.
9.

Bandwidth
Girl or boy friends
Hits on search engines
Hits on your sites
Links to your site
Invitations
E-mail
Airplane tickets
Money

5. Utopian Appendix (After net.art)
$:KHUHE\LQGLYLGXDOFUHDWLYHDFWLYLWLHVUDWKHUWKDQDɤOLDWLRQWR
any hyped art movement becomes most valued.

1. Largely resulting from the horizontal rather than vertical
distribution of information on the Internet.

2. Thus disallowing one dominant voice to rise above
multiple, simultaneous and diverse expressions.

B. The Rise of an Artisan

1. The formation of organisations avoiding the promotion of
proper names

2. The bypassing of art institutions and the direct targeting
of corporate products, mainstream media, creative
sensibilities and hegemonic ideologies
D8QDQQRXQFHG
E8QLQYLWHG
F8QH[SHFWHG

3. No longer needing the terms “art” or “politics” to legitimize,
justify or excuse one’s activities

C. The Internet after net.art

1. A mall, a porn shop and a museum
2. A useful resource, tool, site and gathering point for an artisan
D:KRPXWDWHVDQGWUDQVIRUPVDVTXLFNO\DQGFOHYHUO\
as that which seeks to consume her
E:KRGRHVQRWIHDURUDFFHSWODEHOOLQJRUEHLQJ
unlabelled
F:KRZRUNVIUHHO\LQFRPSOHWHO\QHZIRUPVDQGROGHU
more traditional forms
G:KRXQGHUVWDQGVWKHFRQWLQXHGXUJHQF\RIIUHH
two-way and many-to-many communication over
representation

First published in English as Bookchin, Natalie and Alexei Shulgin.
“Introduction to net.art (1994–1999).” Easylife.org1S$SULO:HE
Sept. 17 2014.
Editor’s references:
Bey, Hakim. T.A.Z.: The Temporary Autonomous Zone, Ontological Anarchy,
Poetic Terrorism. New York: Autonomedia, 1991. Print.
“Hakim Bey and Ontological Anarchy.” The Hermetic Library. The Hermetic Library, n.d.
:HE)HE
Shulgin, Alexei. Easylife.org1SQG:HE)HE

Projects mentioned:
Form Art $OH[HL6KXOJLQ _KWWSZZZFKXFROOHFWLRQIRUP
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Nettime: Net.art—The Origin
$OH[HL6KXOJLQ_
x
x
x
x
x
x

To: nettime-l {AT} Desk.nla
Subject: nettime: Net.Art - the origin
From: alexei shulgin <easylife {AT} hawk.glas.apc.org>
Date:7XH0DU
Organisation: moscow wwwart centre
References:3LQH681&^$7`
unix1.netaxs.com>
x Reply-To: easylife {AT} hawk.glas.apc.org
x Sender: owner-nettime-l {AT} Desk.nl
____________________________________________________
I feel it’s now time to shed light on the origin of the
term - “net.art”.
Actually, it’s a readymade.
In December 1995 Vuk Cosic received a message from an
anonymous sender.
Because of the incompatibility of software, the text
was practically unreadable ascii abracadabra.1 The only
fragment of it that made any sense looked something
like:
[...] J8~g#|\;Net. Art{-^s1 [...]
Vuk was amazed and excited: the net itself had given
him a name for the activity he was involved in! He
immediately started to use this term. After a few months
he forwarded the mysterious message to Igor Markovic,
who managed to correctly decode it. The text was
a controversial and vague manifesto in which the author
accused traditional art institutions of committing every
possible sin. He/she declared freedom of self-expression
and independence for all artists on the Internet.
The part of the text so strangely converted by Vuk’s
software was (quotation by memory):
“All this becomes possible only with emergence of Net.
Art as a notion becomes obsolete...”, etc.
So the text was not so interesting but the term it had
indirectly brought to life was already in use by that
time.
Sorry about future net.art historians - we don’t have
the manifesto any more. It was lost with other precious
data after tragic crash of Igor’s hard disk last
summer.
PP8QUHDGDEOHQRQVHQVH

I like this weird story very much, because it’s
a perfect illustration of the fact that the world we
live in is much richer than all our ideas about it.
Alexei
-...............................
.....moscow wwwart centre......
http://sunsite.cs.msu.su/wwwart
...............................
-*distributed via nettime-l : no commercial use without
permission
*<nettime> is a closed moderated mailinglist for net
criticism,
FROODERUDWLYHWH[W¿OWHULQJDQGFXOWXUDOSROLWLFVRI
the net
*more info: majordomo {AT} is.in-berlin.de and “info
nettime” in the msg body
*URL: http://www.desk.nl/~nettime/contact: nettimeowner {AT} is.in-berlin.de

This text is reprinted as originally published via the electronic
mailing list nettime and stored online as: Shulgin, Alexei. “Nettime:
Net.Art – the Origin.” Nettime. Nettime, Mar. 18, 1997. Web.
Sept. 13 2014.
Related projects:
ASCII History of Moving Images 9XNûRVLü 
KWWSZZZOMXGPLODRUJaYXNDVFLL¿OP
nettime  _KWWSQHWWLPHRUJ
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3. Web 2.0
%URXJKW8SRQWKH:HE:H7KLQN'LɣHUHQWO\
#web_2.0 #netizens #web_kids #net_art #digital_natives
#social_network #facebook-based_art
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,Q WKH HUD RI :HE  WKHUH ZHUH VSHFLDOLVWV RQ RQH VLGH ZKR FUHDWHG
the content and users on the other side who looked for and consumed
WKHFRQWHQWRQWKH,QWHUQHW,QWKHVXEVHTXHQWHUDRIVHFRQGJHQHUDWLRQ
web, the situation changed radically—thanks to the advent of blogging
platforms, open encyclopaedias, social networks and servers for video
sharing, the boundary between the contributor and the recipient of
information dissolved, and all users instantly became active creators
RI ZHE FRQWHQW²SURVXPHUV SURGXFHUV  FRQVXPHUV  7KH HUD RI :HE
2.0 brought an increase in the centralized services which we use today for
receiving and sharing our contents rather than individual websites.1
7KH WHUP :HE  DOUHDG\ DSSHDUHG LQ  'L1XFFL  ± 
$OWKRXJK WKH IUHHDFFHVV HQF\FORSDHGLD :LNLSHGLD KDV EHHQ LQ H[LVWHQFH
since 2001 and the now deserted pioneering social network MySpace2
ZDV ODXQFKHG LQ  :HE  ZDV RQO\ IXOO\ GHYHORSHG DIWHU  E\
ZKLFKWLPH<RX7XEH  )DFHERRN DFFHVVLEOHZRUOGZLGHVLQFH
 DQGRWKHUVZHUHDOUHDG\WKULYLQJ7KHHUDRI:HEKDVODVWHGIRU
10 years—long enough for us to get perfectly accustomed to it.3 Since the
DGYHQW RI WKH :RUOG :LGH :HE D FRPSOHWHO\ QHZ JHQHUDWLRQ RI DUWLVWV
has successfully matured. They are no longer “immigrants” and pioneers
entering the Internet from the physical world to explore yet unexplored
territory; they are digital natives who literally grew up with the Internet and
are hardly able to imagine life without it. These digital natives, Netizens or
:HE.LGVIRUZKRP:HEUHSUHVHQWVDPRUHQDWXUDOOLYLQJHQYLURQPHQW
and a space often more real than the physical world, are the focus of the
following chapter of this anthology.
In his text “The Art of the Netizens“ (2010), the Italian curator, theorist
and teacher of Net art Domenico Quaranta (b. 1978) provides Net art with
D VRFLRFXOWXUDO GH¿QLWLRQ DQG GHDOV ZLWK VHYHUDO KLVWRULFDO WHUPV ,Q WKH
past, the media theorists Harold Innis, Marshal McLuhan and, above all,
:DOWHU-2QJSRLQWHGRXWWKDWDFKDQJHLQWKHGRPLQDQWFRPPXQLFDWLRQ
media in a given society is also linked to a transformation of mindset
and expression (Innis, Ong).4 The Polish author Piotr Czerski’s (b. 1981)
OLYHO\ PDQLIHVWR ³:H WKH :HE .LGV´ GHVFULEHV WKH FKDQJH RI YLHZSRLQW
in the new generation brought about by the arrival of the new dominant
medium—this time the Internet. Such changes already took place in
:HVWHUQVRFLHW\ZLWKWKHLQWURGXFWLRQRIWKHZULWWHQZRUGPRUHSUHFLVHO\
the phonetic alphabet, and later electricity. Although similar claims could
be criticized for technological determinism, observable psychological and
VRFLDO FRQVHTXHQFHV KDYH DOVR EHHQ EURXJKW DERXW E\ WKH ,QWHUQHW :HE
2.0 and Facebook. A distinct world view as increasingly perceived fact has

1 #mm: See the graph in the Appendix of Images for an overview of the evolution of the web.
:HE²GHYHORSPHQWRIWKHZHE:HE²H[SHUWJHQHUDWHGFRQWHQW:HE²XVHUJHQHUDWHGFRQWHQW
:HE²V\VWHPJHQHUDWHGFRQWHQW:HE²LQWHOOLJHQWSHUVRQDODJHQWV
2 Cf. Pachal. MySpace changed its character and name (to Myspace) in 2013 and entered a new era of its
existence.
:HKDYHQRWTXLWH\HWDUULYHGDWWKHWKLUGJHQHUDWLRQZHEGLVFXVVHGWRGD\ ZKHUHFRQWHQWLVJHQHUDWHG
automatically).
4 Cf. also Briggs and Burke. This text cites translations of Ong’s and McLuhan’s works; for the originals,
please refer to: McLuhan, Marshall. The Gutenberg Gallaxy: The Making of Typographic Man. Toronto:
8QLYHUVLW\RI7RURQWR3UHVV3ULQW2QJ:DOWHU-Orality and Literacy: The Technologizing of the
Word. London: Methuen, 1982. Print.

become the topic of works and public manifestations by a whole range of
artists.
The text “Club Kids: The Social Life of Artists on Facebook” (2012) was
originally published in the cultural online (administered by the New
York-based collective DIS6) DIS Magazine (2010) which focuses on
contemporary art, fashion, music and culture. Brad Troemel (b. 1987), Artie
Vierkant (b. 1986) and Ben Vickers’s (b. 1986) collective essay expresses the
GLɣHUHQWDWWLWXGHVRIRWKHUZLVHDɤOLDWHGDUWLVWVDQGWKHRULVWVERUQLQWRWKH
JHQHUDWLRQRI:HE.LGVDQGLOOXVWUDWHVWKHSRVVLEOHGLYHUVLW\RIDSSURDFKHV
in the discussion of contemporary Internet culture which, however, often
leads to disagreement on terminological matters. The article, whose authors
are among the most visible and provocative writers born in the second
KDOI RI WKH V SURYRNHG D UDQJH RI FRQWUDGLFWRU\ UHDFWLRQV :LWKLQ WKH
context of this anthology, it belongs to manifests which can be pardoned
for containing some imperfections in both style and content. Its collective
authorship leads to certain clumsiness; it is, however, especially valuable
as it provides a practical illustration of the social phenomena it discusses,7
DQG WKHVH DUH TXHVWLRQHG DQG DQDO\VHG LQ RWKHU WH[WV SXEOLVKHG LQ WKLV
DQWKRORJ\ ,W DOVR RɣHUV DQ LPSRUWDQW LQVLJKW LQWR WKH DXWKRUV¶ SHHU JURXS
(colleagues, compatriots, friends and people of the same age) and provides
general information on social networks, in particular on Facebook, and the
relationship of a certain artist circle to Facebook.
0\DUWLFOH³)DFHERRN6RFLDO1HWZRUNDVD6SDFH)RU$UW´¿QDOO\GHDOVZLWK
)DFHERRNEDVHG1HWDUWLQPRUHGHWDLO,QWHUQHWDUWGHULYHGIURPWKHVSHFL¿F
character of the social network Facebook. The original magazine article was
updated with a note from December 2014.

#mm

%HVLGHVVHHLQJWKHPVHOYHVDVLQKDELWDQWVRIWKH,QWHUQHW 1HWL]HQVZKRDUHVDLGWR³OLYHDQGZRUNRQWKH
,QWHUQHW´ QHWDUWLVWVRIWKH:HEJHQHUDWLRQRIWHQWHQGWRSHUFHLYHWKHYLUWXDOHQYLURQPHQWLQWHUPVRI
SK\VLFDOVSDFH$WWKH¿UVW7XPEOU$UW6\PSRVLXPLQVRFLRORJLVW7ULFLD:DQJFRPSDUHGWKH,QWHUQHW
to a landscape with countless nooks, mountains, rivers and islands. On the one hand, this might tempt us
to the application of landscape studies that might characterize numerous Internet projects not only as siteVSHFL¿FRUFRQFHSWXDOEXWRIWHQPRUHSUHFLVHO\DV/DQGDUWZRUNV1HYHUWKHOHVVLWLVPRVWKHOSIXOWRUHDOL]H
that many promontories of the Internet are distinctive and to a certain extent autonomous environments,
abundant in their own dialects, codes of expression and in the communicative strategies of their users who
VKDUHWKHLUH[SHULHQFHDQGKLVWRU\ZLWKLQDFRPPXQLW\DQGWKLVLVZKDWPDNHVWKHPGLɣHUHQWIURPRWKHU
VLPLODUSODWIRUPV9DULRXVVSHFL¿F,QWHUQHWQRRNVLQGHHGKDYHFRPHLQWRH[LVWHQFHLQKDELWHGE\SHUPDQHQW
UHVLGHQWVDQGRFFDVLRQDOYLVLWRUVDQGWKH\H[KLELW ORFDOO\ VSHFL¿FPDQLIHVWDWLRQVRI1HWDUWWKDWFDQQRWEH
created or received anywhere else—not only in the technological, but especially in the socio-cultural sense of
WKHZRUG³7KH6WUDQJHU´ZKR¿QGVKLPVHOILQDFHUWDLQHQYLURQPHQWZLWKRXWDQ\NQRZOHGJHRILWVFXVWRPV
DQGUXOHVRIFRPPXQLFDWLRQLVRIWHQXQDEOHWRXQGHUVWDQGWKHIRUPVRIDUWRQRɣHU6XFKVSHFL¿FQRRNVRI
the Internet with distinct iconography and spatial laws are represented, for instance, by YouTube, Tumblr,
Twitter and Facebook.
$FFRUGLQJWRWKHRɤFLDOVWDWHPHQWRIWKHFROOHFWLYHDIS “explores the tension between popular culture
DQGLQVWLWXWLRQDOFULWLTXHZKLOHIDFLOLWDWLQJSURMHFWVIRUWKHPRVWSXEOLFDQGGHPRFUDWLFRIDOOIRUXPV²WKH
,QWHUQHW´VHHÄ$ERXW',6³
$IDFWWKDWLVXQTXHVWLRQDEOHWRGD\IROORZVIURPWKHWH[WLWLVWKHUHODWLRQVKLSVEHWZHHQWKHSDUWLFLSDQWV
that represent the essential determinant of success in the contemporary saturated world of Net art. These
relationships are not primarily based on the physical world, but rather on the network where they have,
thanks to computer-mediated communication, a much more intense and personal (personalized) character;
WKH\DUHDOVRRIWHQLQÀXHQFHGE\KLGGHQDOJRULWKPVRIWKHVHUYLFHSURYLGHUV VXFKDV)DFHERRN ZKLFK
WKHUHIRUHDOVRLQÀXHQFHWRDQDUJXDEOHH[WHQWDUWGLVFRXUVH$VQHWDUWLVW6WHUOLQJ&ULVSLQQRWHVLQKLV
comment to Troemel, Vierkant and Vickers’s article in the DIS Magazine, the article itself is a product of the
WRSLFVLWUHÀHFWVDQGWKHUHIRUHSDUWRIDFHUWDLQIHHGEDFNORRS
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The Art of the Netizens
'RPHQLFR4XDUDQWD_

In the beginning [there] was Jodi, and Jodi was within the Internet, and
-RGLZDVWKH,QWHUQHW1RWMRNLQJ,WZDVZKHQ-RGLDSSHDUHGLQDVWLOO
UHODWLYHO\VPDOOVORZDQGDPDWHXULVK:RUOG:LGH:HE,I\RXZHUHXQOXFN\
enough to get into it by chance, you will have never forgotten it. Jodi
was a trap, a black hole into an under-construction universe, a trash bin,
a dumpster. It was a place you had to navigate without a map, without
directions, and without knowing how to get out. It was a place where all
the history of the Internet collapsed into a dada collage, an evergrowing
Merzbau,1 showing what the Internet has been, was and would be in the
future.
This place was built by a Dutch-Belgian couple, Joan Heemskerk and Dirk
Paesmans. Some of the people who were trapped in its sticky web thought it
FRXOGEHVHHQDVDUWDQGVWDUWHGWKLQNLQJWKDWDVSHFL¿FNet art was possible.
7KHWHUPZDVDQGVWLOOLVTXLWHSUREOHPDWLF'XULQJWKHWZHQWLHWKFHQWXU\
we became used to such terms as Video art, Performance art and Land art.
This may lead us to think that the term Net artGHVFULEHVDSUDFWLFHGH¿QHG
by the medium it uses. Big mistake. The Internet is not a medium: it is a place.
Thus, the term Net art doesn’t describe a medium, but a citizenship. It is more
similar to American art then to Video art. But while terms such as American
art make little sense today because we live in a global village where local
LGHQWLW\RIWHQKDVWR¿JKWDJDLQVWJOREDOPDVVFXOWXUHWKHWHUP1HWDUWPDNHV
more sense than ever since more and more people think of themselves as
Netizens, that is “citizens of the Internet.” Net art is art made by Netizens.
You make Net art because you are a net artist, not the other way around.
Sometimes it takes the shape of a website, but more often than not it doesn’t.
7KLVLVQRWUHDOO\LPSRUWDQWKRZHYHUZKDWGH¿QHV1HWDUWLVQRWWKHPHGLXP
used, but the cultural background and habits of those who make it. Thus, the
term Net art describes something more similar to Dada or Fluxus than to
Video art: not a medium-based practice, but a community sharing a common
culture and a common approach to art.

Net art
This is, by the way, the reason why the term was often replaced by other
labels, such as Net.art, Neen, and more recently, Post-Internet. Net.art was
DFWXDOO\WKH¿UVWWHUPDGRSWHGLQWRGH¿QHWKHSUDFWLFH(YHQLIWKH\
ORRNTXLWHVLPLODUWKHOLWWOHGRWPDNHVDELJGLɣHUHQFH,I1HWDUWLVDQDUW
ODEHO1HWDUWLVWKHSDURG\RIDQDUWODEHO7KHGRWUHIHUVWRGRPDLQDQG¿OH
names, thus to the computer culture shared by netizens; and turns the word
³DUW´LQWRQRWKLQJPRUHWKDQD¿OHH[WHQVLRQ OLNHW[W RUDWRSOHYHOGRPDLQ
(like .com).
1 #mm: Also the “Merz buildings,” bizarre rooms built by German painter Kurt Schwitters (1887–1948).
He is famous for redesigning a number of building interiors, the best known of which is his family house at
:DOGKDXVHQVWUDVVHLQ+DQQRYHU6HH*OHQQ%XUQVRU/XNH
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Neen was a term chosen by the former artist (since known as Neenstar)
0LOWRV0DQHWDVLQLQRUGHUWRGHVFULEHWKHZRUNRID³VWLOOXQGH¿QHG
generation of visual artists” (Manetas, “Neen Manifesto”). According to
Manetas, “computing is to Neen as what fantasy was to [S]urrealism and
freedom to [C]ommunism. It creates its context, but it can also be postponed.
>«@ 1HHQ LV DERXW ORVLQJ WLPH RQ GLɣHUHQW RSHUDWLQJ V\VWHPV´ )LQDOO\
Post-InternetZDVTXLWHUHFHQWO\ERUQRXWRIWKHVDPHQHHGWKDWSURGXFHG
Net.art and Neen: to describe the art of the Netizens without forcing them
LQWRWKHVWUDLWMDFNHWRIDQ DSSDUHQWO\ PHGLXPEDVHGGH¿QLWLRQ
However, both Net.art and Neen HQGHG XS WR EH LGHQWL¿HG ZLWK D VSHFL¿F
community of people; and Post-Internet is too a bad term to work as an art
label. So, I will go on using the term Net art, meaning the art of the Netizens.

Pioneers
7KH¿UVWQHWDUWLVWVZHUHYHU\VLPLODUWRWKH¿UVW0RUPRQVHWWOHUVJRLQJZHVW
in the seventeenth century. It was a generation of immigrants: they came
from a world where art was a product and they entered a world where art
could either be a process, an action or a place. They came from a world of
objects, and they entered a world of digital data. They came from a world with
borders and they entered a free and wild west. They came from a world where
copying was illegal, and entered a place that Cory Doctorow described as “the
world’s most perfect and most powerful copying machine.” It was no surprise
that in the beginning they insisted on: making art that can be experienced
anywhere in the world; making and copying websites, appropriating and
simulating identities, coordinating events, playing with codes and inventing
new codes. They were pursuing their own frontiers, building places, and
making things that were impossible in other places. Building places: black
holes such as Jodi, open platforms such as Irational.org, online galleries
such as Teleportacia.org and closed laboratories such as Hell.com. They were
making things that were impossible anywhere else: hijacking thousands of
people to their own place, as the etoy collective did in 1996; acting as if they
ZHUHGLɣHUHQWDUWLVWVLQVWHDGRIRQHDVWKH*HUPDQIHPLQLVW&RUQHOLD
Sollfrank did in 1997; playing the role of the Holy See online for over a year,
DVWKH,WDOLDQGXR25*GLGLQ¿JKWLQJDJDLQVWDJLDQW
corporation and winning the battle, as the whole online community did in
1999 in support of etoy; persuading the American media and intelligence
that they were going to auction actual votes online, as the Austrian collective
8EHUPRUJHQFRPGLGLQ

Neen
Of course, many of these early pioneers knew it was possible to make Net art
out of the Internet, and even without using a computer. Thus, when invited
to perform in real venues, etoy came up with the tank system, a large scale
installation of pipes that worked as a metaphor for the digital space of the net.
In 2001, Epidemic and 0100101110101101.ORG used the Venice Biennale as
a platform to spread a computer virus and they actually used t-shirts, not

computers. However, they were too involved in building places and taking
DFWLRQVWRIXOO\H[SORUHWKHSRVVLELOLWLHV:HKDYHWRWKDQN0LOWRV0DQHWDV
for stating it clearly, with the “Neen Manifesto” (“computing […] creates its
context, but can also be postponed”) and in his own work. Manetas made
Net art—or, in his words, Neen—in the form of websites, but also in the form
of paintings, prints and videos. Other Neenstars made songs, buildings,
installations, games, performances. Let’s consider Manetas’ paintings—
something that a “radical” net artist would never have done: physical objects
IRUDOX[XU\PDUNHWFUHDWHGLQDWUDGLWLRQDOPHGLXPDQGDTXLWHFRQYHQWLRQDO
style. The subjects are cables, computers, videogames, people involved with
computers and videogames, websites, navigators, GPS and, more recently,
Internet icons such as the Pirate Bay logo. Paintings for a post-digital,
post-Internet age. On the other hand, his websites are graffiti for the
streets of the Internet: instant, one-liner works often consisting of a single
page, where a playful animation, or the relation between the content and the
address is enough to turn them into little treasures found among the garbage.
Manetas and the Neen movement are not alone in this process. In the same
years the original Net.art group started making things that are not websites:
Jodi subverted corporate softwares and made installations with hacked
hardwares; Alexei Shulgin turned an old 386 DXLQWRDSRSVWDU9XNûRVLü
made ASCII movies. Other artists such as Claude Closky and Cory Arcangel,
QHYHUGLVWLQJXLVKHGEHWZHHQWKHLURQOLQHDFWLYLW\DQGWKHLURɥLQHZRUNV

Digital natives
All this has opened the path to a second generation: the natives. They are
born in a world where any distinction between media and reality doesn’t
make sense anymore. They are always online, not because they chose it, but
EHFDXVHWKH\GRQ¶WHYHQNQRZDQRɥLQHVWDWXV7RH[SODLQLWZLWKDSDUDGR[
WKH\ZRXOGQ¶WEHVXUSULVHGWRGLVFRYHUWKDWWKHRɤFHGHVNWRSERUURZHGLWV
name from the computer desktop. They always make Net art, even if their
personal homepage is usually built with Indexhibit or Tumblr, and their
works are often installations, performances, prints and videos. Does this
mean that all contemporary art is Net art? No, it doesn’t. If digital nativity
is a condition, Net art is still a matter of choice. Or, to use Manetas’ words:
³7KH\ DUH )ULHQGV RI WKH LQIRUPDWLRQ DQG QRW 8VHUV´ (YHU\ERG\ LV D XVHU
today, but only if you are a “Friend of the information” will everything you
do bring the Internet watermark in its source code. No surprise that many
RI WKHP JDWKHUHG LQ WKH VRFDOOHG VXU¿QJ FOXEV RQOLQH FRPPXQLWLHV WKDW
elevate browsing, copying and recycling to an art form. They are interested
in the “digital folklore,” to use the term suggested by Olia Lialina and Dragan
Espenschied. They browse, copy, edit, share. They often make professional
use of amateurish tools, or amateurish use of professional tools. To the clean,
polished style of “users” they react with their dirty style and their conceptual
focus on the tool’s basic features. Thus, Petra Cortright makes plain webcam
YLGHRV RI KHUVHOI ZKHUH WKH VLPSOH XVH RI D ¿OWHU LV HQRXJK WR WXUQ WKHP
into something magical and disturbing. Harm Van Den Dorpel and Damon
Zucconi often play with the layers of an image, modifying found material
in order to generate in the viewer new associations and expectations. The
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duo AIDS-3D creates performances and installations which explore the
spiritual side of technology. Rafaël Rozendaal makes playful, apparently
GXPEÀDVKDQLPDWLRQVWKDWWXUQLQWHUDFWLRQLQWRDGLVFRYHU\GHYLFH2OLYHU
Laric is interested in versioning as the driving force behind many Internet
subcultures. The Italian collective Alterazioni Video turns popular online
obsessions—such as making a stack of bowling balls—into sculptures,
installations and performances. And Jon Rafman travels the world via
Google Street View.

Jodi again
2IFRXUVHWKH¿UVWJHQHUDWLRQLVVWLOOWKHUHDQGVWLOOGRLQJLQWHUHVWLQJWKLQJV
I have no room for other examples, so I am happy enough to end up with
-RGL RXU VWDUWLQJ SRLQW 7KH LQHɣDEOH GXR KDYH QHYHU VWRSSHG DFWLQJ DV
a virus, commenting on the world they live in and cracking the polished
surface of the corporate web, now turned “social.” Recently they started
thumbing YouTube, replying to the most viewed videos with a simple thumb
print. Think digitally, act physically: Net art is nothing else, after all.

First published in Spanish in the Mexican magazine La Tempestad, Issue 72
in May and June 2010. Reprinted from the English translation published as:
Quaranta, Domenico. “The Art of the Netizens.” In Your Computer. Brescia:
Link Editions, 2010. 169–172. Print.
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We, the Web Kids
3LRWU&]HUVNL_

There is probably no other word as overused in media discourse as generation.
I once tried to count the “generations” that have been proclaimed in the
past ten years, since the well-known article about the so-called “Generation
Nothing.” I believe there were as many as twelve. They all had one thing
in common; they only existed on paper. Reality never provided us with
a single tangible, meaningful, unforgettable impulse, the common
experience of which would forever distinguish us from previous generations.
:H ZHUH ORRNLQJ IRU LW EXW LQVWHDG WKH JURXQGEUHDNLQJ FKDQJH FDPH
unnoticed, along with cable TV, mobile phones and, most of all, Internet
access. It is only today that we can fully comprehend how much has changed
RYHUWKHSDVW¿IWHHQ\HDUV
:H WKH :HE .LGV ZKR KDYH JURZQ XS ZLWK WKH ,QWHUQHW DQG RQ WKH
Internet, are a generation who meet the criteria for the term in a somewhat
VXEYHUVLYHZD\:HGLGQRWH[SHULHQFHDQLPSXOVHIURPUHDOLW\EXWUDWKHU
DPHWDPRUSKRVLVRIUHDOLW\LWVHOI:KDWXQLWHVXVLVQRWDFRPPRQOLPLWHG
FXOWXUDOFRQWH[WEXWWKHEHOLHIWKDWWKHFRQWH[WLVVHOIGH¿QHGDQGDQHɣHFW
of free choice.
:ULWLQJ WKLV , DP DZDUH WKDW , DP DEXVLQJ WKH SURQRXQ ZH DV RXU we
ÀXFWXDWHVGLVFRQWLQXRXVEOXUUHGDFFRUGLQJWRWKHROGFDWHJRULHVWHPSRUDU\
:KHQ,VD\³ZH´LWPHDQV³PDQ\RIXV´RU³VRPHRIXV´:KHQ,VD\³ZHDUH´
it means “we often are.” I say we only so I can talk about us at all.

1.
:H JUHZ XS ZLWK WKH ,QWHUQHW DQG RQ WKH ,QWHUQHW 7KLV LV ZKDW PDNHV
us different; this is what makes the crucial, although surprising from
your point of view, difference: we do not “surf” and the Internet to us
is not a “place” or “virtual space.” The Internet to us is not something
external to reality but a part of it: an invisible yet constantly present layer
LQWHUWZLQHGZLWKWKHSK\VLFDOHQYLURQPHQW:HGRQRWXVHWKH,QWHUQHW
we live on the Internet and along it. If we were to tell our buildings roman
to you, the analogue, we could say there was a natural Internet aspect
WR HYHU\ VLQJOH H[SHULHQFH WKDW KDV VKDSHG XV :H KDYH PDGH IULHQGV
and enemies online, prepared cribs for tests online, planned parties and
studying sessions online, fallen in love and broken up online. To us the
web is not a technology which we had to learn and come to grips with.
The web is a process, happening continuously and transforming before
our eyes; with us and through us. Technologies appear and then dissolve
in the peripheries, websites are built, they bloom and then pass away,
but the web continues, because we are the web; we, communicating with
one another in a way that comes naturally to us, more intensely and more
efficiently than ever before in the history of mankind.

%URXJKW XS RQ WKH ZHE ZH WKLQN GLɣHUHQWO\ )RU XV WKH DELOLW\ WR ¿QG
LQIRUPDWLRQLVDVEDVLFDVWKHDELOLW\WR¿QGDUDLOZD\VWDWLRQRUDSRVWRɤFH
LQDQXQNQRZQFLW\LVWR\RX:KHQZHZDQWWRNQRZVRPHWKLQJ²WKH¿UVW
symptoms of chickenpox, the reasons behind the sinking of the Estonia,
or whether the water bill is suspiciously high—we take measures with the
FHUWDLQW\RIDGULYHULQD6DW1DYHTXLSSHGFDU:HNQRZWKDWZHDUHJRLQJWR
¿QGWKHLQIRUPDWLRQLQPDQ\SODFHVDQGZHNQRZKRZWRJHWWRWKRVHSODFHV
DQGKRZWRDVVHVVWKHLUFUHGLELOLW\:HKDYHOHDUQHGWRDFFHSWWKDWLQVWHDG
RIRQHDQVZHUZH¿QGPDQ\GLɣHUHQWRQHVDQGRXWRIWKHVHZHFDQDEVWUDFW
the most likely version, disregarding those which do not seem credible.
:H VHOHFW ZH ¿OWHU ZH UHPHPEHU DQG ZH DUH UHDG\ WR VZDS WKH OHDUQHG
information for better, when it comes along.
7R XV WKH ZHE LV D IRUP RI VKDUHG H[WHUQDO PHPRU\ :H GR QRW KDYH WR
remember unnecessary details: dates, sums, formulas, clauses, street names,
GHWDLOHGGH¿QLWLRQV,WLVHQRXJKIRUXVWRKDYHDQDEVWUDFWWKHHVVHQFHWKDWLV
needed to process the information and relate it to others. Should we need the
details, we can look them up within seconds. Similarly, we do not have to be
H[SHUWVLQHYHU\WKLQJEHFDXVHZHNQRZZKHUHWR¿QGSHRSOHZKRVSHFLDOLVH
in what we do not know, and whom we can trust. People who will share
WKHLUH[SHUWLVHZLWKXVQRWIRUSUR¿WEXWEHFDXVHRIRXUVKDUHGEHOLHIWKDW
LQIRUPDWLRQH[LVWVLQPRWLRQWKDWLWZDQWVWREHIUHHDQGWKDWZHDOOEHQH¿W
from the exchange of information. Every day: studying, working, solving
HYHU\GD\LVVXHVSXUVXLQJLQWHUHVWV:HNQRZKRZWRFRPSHWHDQGZHOLNHWR
GRLWEXWRXUFRPSHWLWLRQRXUGHVLUHWREHGLɣHUHQWLVEXLOWRQNQRZOHGJH
on the ability to interpret and process information, and not to monopolise it.

2.
Participating in cultural life is not unusual to us: global culture is the
IXQGDPHQWDO EXLOGLQJ EORFN RI RXU LGHQWLW\ PRUH LPSRUWDQW IRU GH¿QLQJ
ourselves than traditions, historical narratives, social status, ancestry, or even
the language we use. From the ocean of cultural events we pick the ones that
suit us the most; we interact with them, we review them, we save our reviews
on websites created for that purpose, and which also give us suggestions for
RWKHU DOEXPV ¿OPV RU JDPHV 6RPH ¿OPV VHULHV RU YLGHRV ZH ZDWFK ZLWK
colleagues or with friends from around the world; our appreciation of some
is only shared by a small group of people that perhaps we will never meet face
to face. This is why we feel that culture is becoming simultaneously global
and individual. This is why we need free access to it.
This does not mean that we demand all products of culture be available to us
without charge, although when we create something, we usually just release
LWLQWRFLUFXODWLRQ:HXQGHUVWDQGWKDWGHVSLWHWKHLQFUHDVLQJDFFHVVLELOLW\
RIWHFKQRORJLHVZKLFKPDNHWKHTXDOLW\RIPRYLHVDQGVRXQG¿OHVSUHYLRXVO\
RQO\UHVHUYHGIRUSURIHVVLRQDOVDYDLODEOHWRHYHU\RQHFUHDWLYLW\UHTXLUHVHɣRUW
DQGLQYHVWPHQW:HDUHSUHSDUHGWRSD\EXWLQRXURSLQLRQWKHFRPPLVVLRQV
WKDWGLVWULEXWRUVDVNDUHH[RUELWDQW:K\VKRXOGZHSD\IRUWKHGLVWULEXWLRQ
of information that can be easily and perfectly copied without any loss of
RULJLQDOTXDOLW\",IZHDUHRQO\UHFHLYLQJLQIRUPDWLRQZHZDQWWKHSULFHWR
EHLQSURSRUWLRQ:HDUHZLOOLQJWRSD\PRUHEXWWKHQZHH[SHFWWRUHFHLYH
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VRPHDGGHGYDOXHLQWHUHVWLQJSDFNDJLQJDJDGJHWKLJKHUTXDOLW\WKHRSWLRQ
RIZDWFKLQJKHUHDQGQRZZLWKRXWZDLWLQJIRUWKH¿OHWRGRZQORDG:HDUH
capable of showing appreciation and we want to reward the artist (since
money stopped being paper notes and became a string of numbers on the
screen, paying has become a somewhat symbolic act of exchange supposed
WREHQH¿WERWKSDUWLHV EXWWKHVDOHVJRDOVRIFRUSRUDWLRQVDUHRIQRLQWHUHVW
to us whatsoever. It is not our fault that their business has ceased to make
sense in its traditional form, and that instead of accepting the challenge and
trying to reach us with something more than those things we can get for free,
they have decided to defend their obsolete ways.
2QH PRUH WKLQJ ZH GR QRW ZDQW WR SD\ IRU RXU PHPRULHV 7KH ¿OPV WKDW
remind us of our childhood, the music that accompanied us ten years ago:
to the external memory network these are simply memories. Remembering
them, exchanging them, and developing them is to us something as natural
as the memory of Casablanca1 LV WR \RX :H ¿QG RQOLQH WKH ¿OPV WKDW ZH
watched as children and we show them to our children, just as you told us
the story about Little Red Riding Hood or Goldilocks. Can you imagine that
VRPHRQHFRXOGDFFXVH\RXRIEUHDNLQJWKHODZLQWKLVZD\":HFDQQRWHLWKHU

3.
:H DUH XVHG WR RXU ELOOV EHLQJ SDLG DXWRPDWLFDOO\ DV ORQJ DV RXU DFFRXQW
balance allows for it; we know that starting a bank account or changing mobile
QHWZRUNVLVMXVWDTXHVWLRQRI¿OOLQJLQDVLQJOHIRUPRQOLQHDQGVLJQLQJDQ
agreement delivered by a courier; that even a trip to the other side of Europe
with a sightseeing stopover of another city on the way can be organised in
WZRKRXUV&RQVHTXHQWO\EHLQJWKHXVHUVRIWKHVWDWH ZH DUH LQFUHDVLQJO\
DQQR\HGE\LWVDUFKDLFLQWHUIDFH:HGRQRWXQGHUVWDQGZK\DWD[DFWWDNHV
several forms to complete, the main one of which has more than a hundred
TXHVWLRQV:HGRQRWXQGHUVWDQGZK\ZHDUHUHTXLUHGWRIRUPDOO\FRQ¿UP
moving from one permanent address to another, as if councils could not
communicate with each other without our intervention (not to mention that
the necessity to have a permanent address is itself absurd enough.)
There is not a trace in us of that humble acceptance displayed by our parents,
who were convinced that administrative issues were of utmost importance
and who considered interaction with the state as something to be celebrated.
:HGRQRWIHHOWKDWUHVSHFWURRWHGLQWKHGLVWDQFHEHWZHHQWKHORQHO\FLWL]HQ
and the majestic heights where the ruling class reside, barely visible through
WKHFORXGV2XUYLHZRIWKHVRFLDOVWUXFWXUHLVGLɣHUHQWIURP\RXUVVRFLHW\
LVDQHWZRUNQRWDKLHUDUFK\:HDUHXVHGWREHLQJDEOHWRVWDUWDGLDORJXH
with anyone, be it a professor or a pop star, and we do not need any
VSHFLDOTXDOL¿FDWLRQVUHODWHGWRVRFLDOVWDWXV7KHVXFFHVVRIWKHLQWHUDFWLRQ
depends solely on whether the content of our message will be regarded as
1 #mm: In the Polish original (see Czerski) the author refers to the notorious polish television series Czterej
pancerni i pies (Four Tank-Men and a Dog, 1966–1970). In her well known English translation, Marta
6]UHGHUFKRRVHVWRUHSODFHWKHVHULHVZLWKWKHIHDWXUH¿OPCasablanca (Michael Curtiz, 1942)—a somewhat
LQDSSURSULDWHH[DPSOHFRQVLGHULQJWKH¿OP¶VUHOHDVHGDWH6HH&]HUVN\3LRWU³:H7KH:HE.LGV´Pastebin.
3DVWHELQFRP)HE:HE6HS

important and worthy of reply. And if, thanks to cooperation, continuous
dispute, defending our arguments against criticism, we have a feeling that
our opinions on many matters are simply better, why would we not expect a
serious dialogue with the government?
:H GR QRW IHHO D UHOLJLRXV UHVSHFW IRU ³LQVWLWXWLRQV RI GHPRFUDF\´ LQ WKHLU
current form, we do not believe in their axiomatic role, as do those who see
³LQVWLWXWLRQVRIGHPRFUDF\´DVDPRQXPHQWIRUDQGE\WKHPVHOYHV:HGRQRW
QHHGPRQXPHQWV:HQHHGDV\VWHPWKDWZLOOOLYHXSWRRXUH[SHFWDWLRQV
a system that is transparent and proficient. And we have learned that
change is possible: that every uncomfortable system can be replaced and is
UHSODFHGE\DQHZRQHZKLFKLVPRUHHɤFLHQWEHWWHUVXLWHGWRRXUQHHGVDQG
provides us with more opportunities.
:KDW ZH YDOXH PRVW LV IUHHGRP IUHHGRP RI VSHHFK IUHHGRP RI DFFHVV WR
LQIRUPDWLRQDQGWRFXOWXUH:HIHHOWKDWWKDQNVWRIUHHGRPWKHZHELVZKDW
LWLVDQGWKDWLWLVRXUGXW\WRSURWHFWWKDWIUHHGRP:HRZHWKDWWRIXWXUH
generations, just as much as we owe it to them to protect the environment.
Perhaps we have not yet given it a name, perhaps we are not yet fully aware
of it, but I guess what we want is real, genuine democracy. Democracy that is
perhaps more than is dreamt of in your journalism.

First published in Polish as: Czerski, Piotr. “My, dzieci sieci.” Polska Dziennik
%DáW\FNLFeb. 11–12 2012: 11. Print. The original is also available at:
<http://pokazywarka.pl/pm1pgl/>. Date of access: Sept. 14 2014.
Reprinted from the English translation by Marta Szreder: Czerski, Piotr.
³:H7KH:HE.LGV´7UDQV0DUWD6]UHGHUPastebin. Pastebin.com,
)HE:HE6HSW
“My, dzieci sieci” by Piotr Czerski is licensed under a Creative Commons
CC BY-NC-SA 3.0 licence.2

2 #mm: Minor spelling changes have been made to correspond with the chosen citation style of the
publication #mm Net Art.
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Club Kids
The Social Life of Artists on Facebook
%UDG7URHPHO$UWLH9LHUNDQW%HQ9LFNHUV_

Text by
Brad Troemel
Artie Vierkant
Ben Vickers
Brad Troemel & Artie Vierkant
Ben Vickers & Artie Vierkant
Strikethroughs signify disagreement
8QGHUOLQHV signify agreement
Concept by
Brad Troemel
//
Facebook is the platform on which our generation negotiates its artists’
respective brands and the tenuous connections between them. Facebook
is tactically governed by a form of silent populism—the subtle linking of
identities through likes, shares, and brief but favourable comments. Some
people buy Facebook fans1 and likes in order to increase their fan base. Silence
¿WVLQWKLVFDVHEHFDXVHWKHIRUPDWLRQRIVRFLDOWLHVLVDJUDGXDOSURFHVVRQWKH
part of the Facebook viewer, who accumulates an understanding of which
artists are in lockstep with others through incremental calculations based
on memory, number of views, and discussion. The blurred borders of who
EHORQJV WR ZKLFK FOLTXH IRUP RYHU WLPH DQG DUH KLJKO\ SHUPHDEOH This is
XQOLNH WKH GLUHFWO\ FRPPXQLFDWLYH PHWKRGV RI 2:62 for instance, where
the decisions and allegiances of a group are established and necessitate the
simultaneous participation of all members in a single moment.
6LOHQWSRSXOLVP¶VIDLQWO\SURMHFWHGLPDJHRIFRPPXQDOVXSSRUWLVVROLGL¿HG
through one’s placement in group exhibitions. Today there are many such
exhibitions originating on the Internet with high numbers of participants
(JstChillin, BYOBs, Speed Shows, Immaterial Surveys,3 etc.).4 Group
exhibitions are the punctuation to an ongoing social media conversation
where individuals promote one another until those very promotions
materialize with the names of the individuals shown side by side, categorized
by a curator and legitimized by a gallery.

1 See http://themarketingheaven.com/buy-facebook-likes. #mm: At the time of publication of this book,
the article was no longer online and was not archived by Internet Archive.
PP2FFXS\:DOO6WUHHW6HHOccupy Wall Street.
3 #mm: Curated by the web collective The Jogging, see http://thejogging.tumblr.com/.
For Immaterial Survey, also see Gaboury, “Empty Space” and “Immaterial Incoherence.”
PP6HH-HQQLIHU&KDQ¶VWH[W³)URP%URZVHUWR*DOOHU\ DQG%DFN 7KH&RPPRGL¿FDWLRQRI1HW$UW
1990–2011” in this publication.

The physical display of these artists’ works next to one another is similar to the
photos from the parties the artists attend, where they strategically tag each
other and post the images on Facebook for their online audience to digest.
%RWKDUHDPHDQVRIPDNLQJOLWHUDOWKHRWKHUZLVHORRVHVRFLDOWLHVH[HPSOL¿HG
through text’s silent populism. The image—both of gallery installations and
social life—operates in a liminal space between the projected conception and
D ¿UPO\ EHOLHYHGLQ UHDOLW\ :KLOH DUWLVWV KDYH DOZD\V FRQVRUWHG LQ SDFNV
the process of distinguishing and joining such groupings has never been as
formalized as it is today through Facebook. The need to socially orient oneself
has now been reversed from its normal position: today’s Internet artist needs
an audience to create art, as opposed to the traditional recipe where you
need to create art to have an audience. Posting work on the Internet with no
social network readily in place is synonymous with the riddle: if a tree falls
in a forest and no one is around to hear it, does it make a sound? For young
DUWLVWVRQWKH,QWHUQHWWKHDQVZHUWRWKHIRUHVWTXHVWLRQLVQR²WKHLUZRUNZLOO
easily go unnoticed, making their participation as a social actor an a priori
necessity in order to contextualize what they do as art.
,I $QWRQ 9LGRNOH VXJJHVWHG ZH DUH HQWHULQJ D SHULRG RI ³$UW :LWKRXW
Artists,” we suggest instead that we are present in a moment of artists without
art. :HOLYHLQDWLPHZKHQ\RXQJDUWLVWVORRNDWHDFKRWKHU¶V)DFHERok pages
more than each other’s art. One effect of Facebook may be that only a few
online artists create much art—because they aren’t being rewarded for
anything but the performance of their own personal brand online. Thus, the
strongest ties the artworks in today’s group exhibitions often share are the
mutual friends the artists have, rather than the work itself.
But what is it that we call “work?” Alternatively one could argue that
in this situation, if the ultimate goal of an artwork is to in some way
transform the consciousness of the individual receiving it (to follow
a traditional model), what is happening as we speak between artists
who connect with each other via Facebook and other social networks
could be seen as cutting out the aesthetic middle man.
The traditional method of interaction between Artist and Other is
through exhibition, i.e., generating a scenario in which a predetermined
Artist exists and individuals who happen upon the work in space or
through images are transformed into Viewers. :KHQ WKH SULPDU\
audience for the work becomes a core network of selected peers, the
WUDGLWLRQDOERXQGDULHVRI$UWLVWDQG9LHZHUFDQQRORQJHUEHVROLGL¿HG
in the same way. Rather than creating discrete moments of exhibition
and reception, the artist-viewer and other artist-viewers are caught in
a sphere of perpetual reception and distribution.
This liberates the practice of aesthetic consciousness transformation
IURP WKH FRQ¿QHV RI WKH DUWREMHFWDVGHOLYHU\PHWKRG ,Q LWV SODFH
people are understood within their peer group as Artists, every public
RU SULYDWH DFW WDNHQ ZLWKLQ VRFLDO UHODWLRQV DFWV DV DQ LQÀXHQFH RQ
consciousness at a minute level. Rather than sharing or enforcing a
certain aesthetic value structure through a set of objects, this same
information is transmitted through a direct, consumable lifestyle
PP6HH9LGRNOH
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SURMHFWHG E\ SHHUV WKURXJK D VHTXHQFH RI SRVWV 7KLV FRXOG DFFRXQW
for the condition of “artists without art:” rather than artists producing
LGHQWL¿DEOHDHVWKHWLFZRUNVWKHLUGLVUXSWLYHDQGFRPSRVLWLRQDOHQHUJ\
LVXVHGIRUUHODWLRQDOH[FKDQJH:K\JRWRVXFKJUHDWOHQJWKVWRPDNH
DQGSKRWRJUDSKDSDLQWLQJWKDWZLOOQHW¿YHOLNHVZKHQDSKRWRRI\RX
DQG\RXUIULHQGVHDWLQJ¿IW\0F&KLFNHQVFRXOGQHWKXQGUHGV"
Is this to say that interactions on Facebook are now artists’
ZRUN" ,I VR KRZ PD\ ZH TXDOLI\ D ³JRRG´ ZRUN RI DUW RQ
Facebook? Is it a meaningful conversation? Is it a commentary
that draws attention to the apparatus through which it is being
transmitted? Is it merely a personality capable of drawing
attention by whatever means necessary? My perception of
artists’ social media personas is that they are a vehicle for
creating an authorial context for viewers to better understand
the origins of the artists’ “actual” work (i.e. what they’d
exhibit in a gallery or show on their portfolio website). Be it
“politicized,” “sexy,” “ironic,” or anything else, the artist’s online
brand tends to function as a live-action, role-playing, artistic
statement.6 Though these brands tend to eclipse an artist’s work
due to the amount of attention (perhaps wrongly) heaped upon
them, I doubt that many artists would categorize their work on
Facebook as art unto itself,7 however socially performative they
may be. To call these online exchanges “relational” would shift
their authorship to the creator of the context through which the
social exchanges take place, so the creators of Facebook would
become the artists with us as mere participants in their system.
//
:KLOH LW¶V LPSRVVLEOH WR VSHDN RI DUW ZKLFK KDV QHYHU EHHQ SURGXFHG DQ
argument can be made that the emphasis on projected lifestyles through
)DFHERRN KDV D UHJUHVVLYH HɣHFW RQ WKH ZLOOLQJQHVV RI DUWLVWV WR WDNH EROG
social risks with their work and/or online personas. After all, social contact
is the lifeblood of young Internet artists, it is their peer group and target
audience combined, their judge and their jury. The ability to risk antagonism
or to criticize a peer becomes unnecessarily divisive on Facebook; comment
sections more often than not remain empty. Any feedback is always on
a scale ranging from positive to non-existent—the Like function itself is
explicitly designed as a binary function between total consensus and total
lack of response. Instead of moving the artistic conversation forward, most
people are literally just happy to be part of the online conversation, to be
part of the club or whatever other indistinct social group they silently pledge
allegiance to.
However, it may well be possible to move artistic conversation forward
WKURXJK YHQXHV VXFK DV RQOLQH FOXEV DQG )DFHERRN :LWK WKH ULVH
of bio-capitalism and radical shifts in the way we value labour and
objects, the only way to produce meaningful artistic dialogue may
PP&I*RɣPDQ
7 #mm: Cf. Marie Meixnerová’s essay “Facebook: Social Network as a Space For Art” and “From Browser to
*DOOHU\ DQG%DFN 7KH&RPPRGL¿FDWLRQRI1HW$UW±´E\-HQQLIHU&KDQLQWKLVSXEOLFDWLRQ

be through a series of mediated social relations and exchanges. As
&KULVWLDQ 0DUD]]L ZULWHV RI WKH ¿QDQFLDOL]DWLRQ RI WKH JOREDO HFRQRP\
There has been a transformation of valorization processes that witnesses the
extraction of value no longer circumscribed to the place dedicated to the production
of goods and services, but that extends beyond factory gates so to speak, in the
sense that it enters directly into the sphere of the circulation of capital, that is, in
WKHVSKHUHRIWKHH[FKDQJHRIJRRGVDQGVHUYLFHV,WLVDTXHVWLRQRIH[WHQGLQJWKH
processes of value extraction to the sphere of reproduction and distribution...8 (48).

In the same way, the value of artists’ productions is not in the value of the
works they construct (a decidedly subjective idea) but instead, in the net of
relations and citations they instigate socially.
7KHVKULQNLQJGLɣHUHQFHEHWZHHQsocial networking for the betterment
of your art career (a traditional view) and social networking as an
art project unto itself (an idea now raised in this essay) may be part of
a greater trend in our contemporary understanding of celebrity. Prior
to reality television, the distinction between a celebrity’s private and
public life was tenuously kept but widely believed. Gossip magazines
served to satisfy our lust for celebrities beyond the brief screen time we
ZHUHDEOHWRVSHQGZLWKWKHPDVSXEOLF¿JXUHV7KRXJKWKHQDUUDWLYH
arcs created by gossip magazines intentionally resembled the plot
lines of the movies and television shows their subjects starred in, the
sensationalized nature of these publications—disparagingly referred
to as “rags”—maintained an air of uncertainty over whether the private
information revealed in their pages was true or not. Reality television
HɣHFWLYHO\ EDQLVKHG WKH ERUGHUV EHWZHHQ SXEOLF DQG SULYDWH IRU WKH
celebrities it created, ideally establishing a constant stream of people
behaving in public as they would in private and all for the viewing
public. In one fell swoop reality television simultaneously usurped the
function of the gossip magazines and the movies which the celebrities
DSSHDUHG LQ 7KH SXUSRUWHGO\ REMHFWLYH GRFXPHQWDU\VW\OH ¿OPLQJ
of people in everyday situations made the grainy, decontextualized
still images of gossip magazines second rate material. The lure of
UHDO HPEDUUDVVPHQW VHFUHWV VH[ YLROHQFH DQG PXFK PRUH TXLFNO\
HFOLSVHGWKH¿FWLRQDOFKDUDFWHUVSRUWUD\HGE\FHOHEULWLHVLQVLWFRPVDQG
RWKHU¿FWLRQDOFUHDWLRQVDQGHVWDEOLVKHGWKHQHZGRPLQDQFHRIFDEOH
television. Nowadays, actors who once devoted their time to projects,
sets and the performance of characters distinct from their real-life
persona, increasingly choose to have the camera follow them in their
day-to-day lives as celebrities. Similarly, artists who at one point may
have created art, now spend time publicly exemplifying their lifestyle
as an artist through Facebook.
Furthermore, the social venue is a critical component—private discussion,
social networks, and the browser-based web each have their own relative
OHYHOV RI HQJDJHPHQW DXGLHQFH DQG LQÀXHQFH )RU HDFK DUHD WKHUH LV
D GLɣHUHQW NLQG RI VRFLDO OHY\ WKH UHODWLRQV RI ZKLFK ZH FXUUHQWO\ VSHDN,
not adhering to traditional artistic forms of saleable objects, produce little
PP7KHTXRWDWLRQKDVEHHQWDNHQGLUHFWO\IURP0DUD]]LIRU#mm Net Art since the original web article
VHH7URHPHO9LHUNDQWDQG9LFNHUV TXRWHV0DUD]]L¶VWH[WLQDFFXUDWHO\
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or no economic advancement for the average artist, but at the same time
WKH\ JHQHUDWH SUR¿W IRU WKH YHQXH :LWK )DFHERRN¶V UHYHQXH IURP DGV DQG
)DFHERRN&UHGLWVH[SHFWHGWRKLWELOOLRQ86'WKLV\HDU9 :RPDFN DQG
with 870 million individual visitors per month (“The 1000 most-visited
sites”),10 Facebook makes about four cents for every hour we spend trolling
through photo albums wishing we had been at some important gathering in
some distant FLW\¿OOHGZLWKGLYHUVHFXOWXUHVDQGFRPSOLFDWHGLQWHOOHFWXDOV
If we can agree that Facebook has become the dominant platform, not just
for the dissemination of, but the very constituent parts of an artist’s practice,
LW¶VLQWKLVFRQWH[WWKDWZHPXVWTXHVWLRQWKHLPSOLFDWLRQRIWKHVKLIWWRDUWLVWV
without art. In a recent Forbes article, it was stated that the social graph
WKDWWUDFNVDQGFRQVROLGDWHVHYHU\DFWLRQRUUHODWLRQVKLSGH¿QHGLQDVRFLDO
network, would soon be an exploitable resource comparable to crude oil
(Rao). :LWK)DFHERRN¶V,3211 set to enter the market shortly, at around forty
times the value of the average large-scale IPO, ZHDUHDERXWWR¿QGRXWWR
what degree our social connections are valued as investment commodities
(“Facebook’s IPO”). 7KLV SODFHV XV VTXDUHO\ LQ a period of net-time not
dissimilar to the rise of early service providers such as AOL, Prodigy and
CompuServe, who fought to become the dominant mass-market gateway
to the Internet. The analogy now presents itself in Google and Facebook’s
attempts to become the new mass-market gateway to the social graph.
Hidden from the sight of users, a generative system has been developed to
PLQH WKH LPSOLFLW DQG H[SOLFLW DFWLRQV RI PLOOLRQV RI XVHUV JOREDOO\ :KHUH
Myspace failed to grasp the monetary implications of the vast aggregation
of personal data, Facebook reigns supreme. The manifestation of such
WHFKQRORJLFDOLQQRYDWLRQFDQEHZLWQHVVHG¿UVWKDQGLQUHFHQWVKLIWVWRZDUGV
WKHSHUVRQDOLVHGZHE ³=XFNHUEHUJWDONV´ :LWKWKHLQWURGXFWLRQRI*RRJOH¶V
personalized search for every user, there is no longer any form of collective
RUHPSLULFDOVHDUFKUHVXOW(TXDOO\LQWKHFDVHRI)DFHERRN¶VLPSOHPHQWDWLRQ
of algorithmic viewing, the ability to opt out of a personalised wall feed,
governed by your clicking activity was recently revoked, condemning the user
WRH[SHULHQFHDOOVRFLDOUHODWLRQVWKURXJKWKHOHQVRI)DFHERRN¶V¿QDQFLDOO\
weighted algorithms.
Such developments are brought to the fore in Eli Pariser’s recent
book The Filter Bubble, which elucidates the possible outcomes of the
transformation to an analytical web, governed by personalized experience.
Pariser cites a combination ofGDPDJLQJVRFLHWDOHɣHFWVWKDWPD\DULVHLQWKH
event of being overexposed to preferable and “relevant” content. Perhaps the
FRQFOXGLQJHWKLFDOGLOHPPDLQKHUHQWLQWKLVTXHVWLRQRISUHIHUDEOHFRQWHQWLV
GHPRQVWUDWHGPRVWVWDUNO\E\=XFNHUEHUJ¶VFODLP³$VTXLUUHOG\LQJLQIURQW
of your house may be more relevant to your interests right now than people
dying in Africa.”12

9 #mm: 2011.
PP1RORQJHURQOLQH$FFHVVLEOHIURPWKH,QWHUQHW$UFKLYH:D\EDFN0DFKLQHKWWSZHEDUFKLYH
org/web/20111219180329/http://www.google.com/adplanner/static/top1000/index.html>, date of access
Dec. 21 2014.
PP,QLWLDO3XEOLF2ɣHULQJLHWKH¿UVWVDOHRIVWRFNE\DSULYDWHFRPSDQ\WRWKHSXEOLF
12 #mm: See Kirkpatrick 296.

7KH DFFXVDWLRQ RI D ZRUOG GRPLQDWHG E\ ¿OWHU EXEEOHV LV JLYHQ VLJQL¿FDQW
weight in the social demographic research conducted by Ethan Zuckerman.
In mining the class composition of Twitter users, Zuckerman found that on
DYHUDJH PRVW XVHUV FRPPXQLFDWHG LQ FRGL¿HG IRUP ZLWKLQ JURXSV GH¿QHG
by their own race and class. Self-evidently this is one element that is
XQHTXLYRFDOO\WUXHRIWKH\RXQJ,QWHUQHWEDVHGDUWLVWDVHHPLQJO\GUDPDWLF
contradiction to the presumed sense of horizontalism and democratised
exchange that previously characterised our perception of the web. In this
instance it might be suggested that today’s young Internet artists provide
an exceptional case study for such research, for it is the reserve of a few
Netizens13 for whom the materiality of the Internet provides the platform
by which work is produced, consumed, branded, discussed and socially
GH¿QHG
If we are to accept the previously stated logic that “individuals promote
one another until those very promotions materialize with the names of the
individuals shown side by side, categorized by a curator and legitimized by
a gallery,” then we should also accept that to a lesser or greater extent it
is Facebook’s implicit populist algorithms that form the foundations for an
outcome on the aforementioned trajectory.
On this basis we can see the artist and their behaviour within this network as
the performance of a personal brand, particularly in the instance “:K\JR
WRVXFKJUHDWOHQJWKVWRPDNHDQGSKRWRJUDSKDSDLQWLQJWKDWZLOOQHW¿YH
likes when a photo of you and your friends eating McChickens could net
hundreds?” Because of this reliance it is possible (in speculative terms) to
think of structuring a formal or statistical analysis of the rise of particular
aesthetic tropes based on the edge-ranking system by which Facebook
aggregates its content (Kinkaid). /LNHO\WKLVZLOOJUHDWO\EHQH¿WTXDQWLWDWLYH
art historians and mass marketers.
//
As the number of network participants rises, leaving that network or creating
DQDOWHUQDWLYHWRLWEHFRPHVLQFUHDVLQJO\GLɤFXOW:LWKWKLVLQPLQGLW¶VIDLU
to say Facebook will play a primary role in the dissemination of culture for
at least this generation, and as such the topic warrants a discourse separate
from talk of “the Internet and art” at large. The problem is, as with any social
network or discipline, as we are wont to describe art, is that it engenders
a sense of impassable boundaries—leaving the walled garden involves too
many risk factors. The danger is that this or any walled garden is taken for
granted. One can all too easily venerate the Facebooks or Tumblrs of the world
IRU HVWDEOLVKLQJ ZKDW DPRXQWV WR DQ LQ¿QLWH VSDFH IRU IUHH H[KLELWLRQ DQG
expression: what it amounts to, for many young artists, is the false promise
of free exhibition and studio space with unlimited access and viewership
potential. Instead it is important to realize that these spaces remain a bad
LQ¿QLW\.14

PP&I'RPHQLFR4XDUDQWDµVWH[WÄ7KH$UWRIWKH1HWL]HQV³5HSULQWHGLQWKLVSXEOLFDWLRQ
³%DGLQ¿QLW\´LVDWHUPXVHGE\+HJHOLQKLVThe Science of Logic, published in various versions
beginning in 1812. The term is used here to describe a system wherein the possibilities seem limitless
LQ¿QLWH ZKLOHLQIDFWWKH\DUHLQKHUHQWO\OLPLWHGE\ZKDWLVSRVVLEOHZLWKLQWKHV\VWHPLWVHOI EDGLQ¿QLWH 
#mm: See for example Martin.
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The dream is of an egalitarian space of cultural exchange. However, the
notion of creating a structure or a network for this purpose inevitably leads
to the same pitfalls, wherein this liberal logic circles in on itself. As an
individual recently explained to me when describing his company’s plans for
DQHZVRFLDOQHWZRUNIRUIDVKLRQ³:HZDQWWRFUHDWHDQHWZRUNZKHUHSHRSOH
can be recognized for their talents and rise above those who already have
clout, without relying on a third party network […] as long as they rely on our
third party network.”

First published in English as Troemel, Brad, Artie Vierkant, and Ben Vickers.
“Club Kids: The Social Life of Artists on Facebook.” DIS Magazine. DIS, n.d.
:HE-DQ
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Martin Kohout, Moonwalk, 2008
YouTube video

Martin Kohout, Moonwalk, 2008
Installation in physical space, 7a Bienal do Mercosul, Porto Alegre, 2009

Martin Kohout, untitled, 2011
Photograph

MTAA, Simple Net Art Diagram, 1997
GIF animation—Basic diagram for Networked art

Evolution of the web
:HE²GHYHORSLQJZHE:HE²SURGXFHUJHQHUDWHGFRQWHQW:HE²XVHUJHQHUDWHGFRQWHQW
:HE²V\VWHPJHQHUDWHGFRQWHQW:HE²LQWHOOLJHQWSHUVRQDODJHQWV









Anthony Antonellis & Arjun Srivatsa, Net Artist Daily—7KH+XɤQJWRQ3RVW,QWHUQHW, 2013
Fictitious poll

Silver (Petr Svárovský), Rose, 1997
Virtual sculpture generated by user input
Project documentation

Anthony Antonellis, put it on a pedestal.com, 2011
Interactive virtual gallery space
Screenshot

Katja Novitskova et al., Post Internet Survival Guide, 2010
FORMATS—installation in physical space, Brakke Grond, Amsterdam, 2010

&KLFDJR-XO\
Satellite image

James Bridle, Rainbow Plane 002, 2014
1:1 image of a Gulfstream V jet as seen from a satellite, Future Generation Art Prize, PinchukArtCentre, Kiev, 2014

(c) merry, Facebook Sculpture, 2013
Temporal metrical sculpture
Score

(c) merry, Facebook Sculpture, 2013
Temporal metrical sculpture
Fragment of the visual line, screenshot

)HOLSH5LYDV6DQ0DUWtQEl retrato de Intimidat, 2012
2LORQFDQYDVîFP
Photo documentation of the painting

Ole Fach, Kim Asendorf, Shitstorm on Newborn, December 6 2013
Online Facebook performance, installation in physical space
2SDTXHSURMHFWLRQVFUHHQWZR+'SURMHFWRUVth PAF—Festival of Film Animation and Contemporary Art, Olomouc, Czech Republic

Ole Fach, Kim Asendorf, Shitstorm on Newborn, December 6 2013
Online Facebook performance, installation in physical space
Video documentation

Facebook: Social Network as a Space For Art
0DULH0HL[QHURYi_-DQXDU\_'HFHPEHU

2XU H[SHULHQFH ZLWK WKH )DFHERRN QHWZRUN LQ UHFHQW \HDUV KDV LQÀXHQFHG
not only our use of the Internet and our behaviour, but also the world of art.
Art exhibited in galleries, the means of presenting art on the Internet and
even more so, the Internet artKDYHDOOEHHQFRQVLGHUDEO\LQÀXHQFHG³:H
live in a time when young artists look at each other’s Facebook pages more
than each other’s art” (Troemel, Vierkant, and Vickers) and hopefully they
have good reason for that. In fact this statement kind of—perhaps absolutely
intentionally1—circumvents the fact that this is no contradiction in terms.
7KHIROORZLQJHVVD\UHÀHFWVRQWKHVRFLDOQHWZRUNDVDspace for art.
Owing to Facebook the world is a warm, friendly place where one may
DFTXLUHKXQGUHGVRULQIDFWWKRXVDQGVRIIULHQGV7KHVH¿JXUHVGRQRWUHIHU
WR DQ RUGLQDU\ XVHU KRZHYHU VXFK ¿JXUHV QRUPDOO\ DSSHDU RQ ,QWHUQHW
artists’ and other Netizen’s friendlists, therefore they are not exceptional in
this environment. Many artists utilize their Facebook friends not only for
self-promotion, but also as an audience for their live Facebook performances
DQG RWKHU VSHFL¿F IRUPV RI 1HW DUW WKDW DUH RQO\ YLDEOH LQ WKH )DFHERRN
environment (so called Facebook-based net art if we are to follow the logic
of terms such as Internet-based art, web-based art, YouTube-based net art,
laptop-based art, etc.), as well as material for their Internet works. Because
of such a mass of allied audience which is, thanks to the social network,
HDV\ WR ¿QG DFWLYHO\ EHFRPH LQYROYHG LQ DQG HQODUJH DUWLVWLF DFWLYLWLHV RQ
Facebook cheerfully proliferate.
Not only subscribers, friends and friends of friends, but also Facebook pages
and their fans, and special Facebook groups clustering users with—ideally—
similar interests, serve as hangouts for an ever ready2 instant audience.
However, since many of these groups are either closed, secret or just poorly
accessible to ordinary users, we are not going to deal with them in detail
now,3 but we will focus on “open” Facebook projects intended for public
presentation on Facebook.
)URP WKH YHU\ EHJLQQLQJ WKH ,QWHUQHW KRVWHG VSHFL¿F DUWLVWLF IRUPV
depending on the subject matter of the medium itself. Owing to an unstable
nature caused by hasty technological development, Internet art in general is
1 The statement is a result of reaching mutual consensus by the authors of a group article published in
the Internet magazine DIS (dismagazine.com)—by the authors and curators who have, euphemistically
speaking, close relation to the Internet and who here express themselves about their experience with
Facebook (Troemel, Vierkant, and Vickers). At the same time it may be understood as a creative act
highlighted by overall conception and graphic design of an article based on openly confessed and explicitly
(colourfully) marked collective authorship, result of which is the text that can be actually perceived as a
textual sculpture.
2 Everyone probably assumes that readiness is not such burning topic here: it is necessary to say that in
WKHZLOGHQYLURQPHQWRI)DFHERRNDOJRULWKPVDQGXVHUV¶VHWWLQJVDVZHOODVXVHUV¶RQOLQHDQGRɥLQHKDELWV
GHSHQGLQJIRUH[DPSOHRQDZHHNGD\DQGGD\WLPHLWLVQ¶WWKHHQWLUHFRQWHQWWKDW¿QGVLWVZD\WRWKHGHVLUHG
absolute amount of all “waiting” recipients and potential recipients, who are connected with these people.
3 From the viewpoint of this study concern we are interested especially in groups that not only collect
references to external works of art, but those that actually share and create art which is receivable only
on Facebook network, possibly the art drawing from this network’s aesthetics and rules. Such groups are
usually formed of those artists who are at the same time recipients of their colleagues’ works, because they
SHUIHFWO\XQGHUVWDQGVSHFL¿FH[SUHVVLRQDOGLDOHFWDQGXVHGFUHDWLYHPHWKRGV &I7URHPHO9LHUNDQWDQG
Vickers). Many of these groups intended primarily for artists are therefore “invitation only” and people may
be added only by their member.
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relatively fragile and ephemeral when it is not archived in time or able to be
restored later. In these cases we are obviously losing the original context—
both archived and restored works are predisposed to more advanced
VRIWZDUHDQGKDUGZDUHDQGWKHUHIRUHWKH\DUHSHUFHLYHGE\PHDQVRIGLɣHUHQW
WHFKQRORJ\DQG  PRUHRYHULQDGLɣHUHQWFRQWHPSRUDU\FRQWH[W,QWHUQHW
art was always associated with being up-to-date and temporary and also with
UHVSHFWWRLWVFRQWHQWIRULWVDQFLHQWHɣRUWWRUHVSRQGWRFXUUHQWWUHQGVDQG
socio-cultural and political issues.
+RZHYHU DUW VWUXJJOHV RQ )DFHERRN ZLWK DQ HQWLUHO\ VSHFL¿F WHPSRUDO
burden which is only barely encountered in other forms of its presentation.
)DFHERRNLVDUHDOWLPHZHEEDVHGRQDQLQ¿QLWHDQGXQÀDJJLQJVWUHDPRI
information, and on users’ reactivity. Compulsion to register information
immediately and react to it promptly is very strong, because it will be lost in
this virtual storm in a moment, it will not be up-to-date anymore and it will
sink to the bottom of the timeline. Its power will be considerably weakened
EHFDXVHSHRSOHZLOOQRWWU\KDUGWR¿QGLWUHWURDFWLYHO\RUVHDUFKIRUROGQHZV
LQWKHLUIHHGWKDWRFFXUUHGZKLOHWKH\ZHUHRɥLQH,WLVMXVWWRRLQHɤFLHQWDQG
meantime they are being overloaded with new and even newer information,
SUREDEO\PRUHWKDQWKH\DUHDEOHWRSURFHVV:KDWLVQRWSURFHVVHGnow does
not actually exist; with delay it is perceived as either inferior or as nothing
at all.
Currently Facebook is not merely a tool for sharing art which could be
SUHVHQWHGLQRWKHUIRUPV HJRɥLQH ²QRZDGD\VWKHUHDUHEHWWHUHTXLSSHG
applications for this purpose, such as Pinterest, and especially ArtStack, which
is specialised in visual art, based on the principle of following combined with
a certain degree of reactivity, enabling users to create collections and arrange
materials into sets—but also for using the context of the social site to create.
³6LWHVSHFL¿F´LVSHUKDSVWKHEHVW¿WWLQJDWWULEXWHIRUWKHLQGLYLGXDODUWLVWLF
DQG SUHVHQWDWLRQDO SURMHFWV RQ )DFHERRN VLQFH WKH\ DGDSW WR WKLV VSHFL¿F
environment which brings absolutely distinctive reception strategies and
they intimately operate with them.4 In other words they directly rely on
VSHFL¿F WHPSRUDO DQG VSDWLDO GLVSRVLWLRQ RI WKLV PHGLXP )RU WKDW UHDVRQ
WKLVWH[WLVVLJQL¿FDQWO\OLPLWHGE\P\SHUVRQDOH[SHULHQFHDQGP\IULHQGV¶
)DFHERRN HQJDJHPHQW DFWLYLWLHV WKDW UHDFK P\ ¿HOG RI YLVLRQ 7KHUHIRUH
it involves only information that appeared in my feed, did not escape my
attention and has not yet been forgotten. In part this text is also about myself
and my Facebook friends.
As indicated above, we will now be interested in artistic forms that are
non-perceivable outside Facebook, or perhaps non-decodable without
immediate knowledge of its laws, layout and accessible tools, as well as
VSHFL¿F IRUPV RI DUW SUHVHQWDWLRQ DGDSWHG H[DFWO\ WR WKLV SDUWLFXODU VRFLDO
network.
7KRVH LQFOXGH WKH FUHDWLYH XVH RI D XVHU¶V SUR¿OH IRU WKH SXUSRVH RI DUWLVWLF
activities that are of a purely aesthetic nature and of a conceptual nature.
Instead of status, Rozita Fogelman publishes images composed of graphical
symbols. Mastery of this activity was achieved on Facebook pages, especially
by Laimonas Zakas, aka Glitchr, who is now a well-known artist whose digital
JUDɤWL ÀRRGV VRFLDO QHWZRUNV DV ZHOO DV ERRNV WH[WLOH JRRGV DQG JDOOHU\
premises) and Sayuri Michima’s page with minimalistic graphic contents
formed of facebookish blue, black, grey and white monochromatic blocks.
1LFKRODV2¶%ULHQGHDOVZLWKDUWLVWV¶DSSURDFKWRVSDFHLQGLJLWDOSURMHFWVTXLWHLQWHUHVWLQJO\VHH2¶%ULHQ

7H[WXDOJOLWFKDUWDQGGLJLWDOJUDɤWLDUHKRZHYHUIURPWLPHWRWLPHDQGWR
a certain extent, applied by other users, íĔĈĒòĝòĝíĔĈĒòĝòĝíĔĈĒòĝòĝ,
Miron  ݙۑژand hundreds of others. It is not “ordinary” ASCII art, but, as in the
case of Glitchr, it is, for example, the hacking of a common function for text
HQWU\¿HOGVRQVRFLDOSDJHV=DNDVXVHVQRQFKDUDFWHU8QLFRGHVLJQVVRWKDWKH
utilizes programme mistakes on Facebook, Twitter, Tumblr and Google for the
purpose of very impressive disturbance of their standardised layouts.
:KDWRFFXUVRQ)DFHERRNSUR¿OHVLVDOVRWKHSOD\ZLWKLGHQWLW\6 e.g. the curator
&KORs)ORUHVLQWHUSUHWVKHU)DFHERRNSUR¿OHDVDSXEOLFVSDFHLQZKLFKDUWLVWV
IURPYDULRXV¿HOGVUHVLGHHDFKIRURQHPRQWK7 Constant Dullaart gave up on
KLV)DFHERRNSUR¿OHLQ0D\RQWKHRFFDVLRQRIKLVSXEOLFVSHHFKTerms of
Service in New Museum, New York, when he made his login details accessible
WRWKHSXEOLF ³&RQVWDQW'XOODDUW´ 1RZKLVSUR¿OH ORJLQ'XOODDUW#JPDLO
com, password: depersonalisation) can no longer be entered, because
someone else has “empowered” it. Now they are strategically waiting on this
seemingly dead account and in due course will probably pose as Dullaart.8 As
long as you feel an urge to stand out as someone else on Facebook, Kristýna
Lutzová’s loginlogout.cz &]HFK SURMHFW ZLOO EH HQRXJK 8QGHU WKH DXWKRU¶V
name you can log in on perhaps all accessible social networks (login data are
SXEOLVKHG DORQJ ZLWK WKH SUR¿OH SLFWXUH DQG LQ WKH LQWURGXFWRU\ SLFWXUH RI
loginlogout.cz).9 Another Czech artist, Stanislav Abrahám, publicly opened
his account during a Facebook performance/installation in a gallery. Circle
is not line enabled visitors to participate in the project by uploading white
VTXDUHV10
Intentional constructions of reality and purposeful disinformation also occur
RQ )DFHERRN SUR¿OHV WKH\ DUH SUHVHQWHG HLWKHU DV LQQRFHQW DQG UHODWLYHO\
ZLWW\PDQLIHVWDWLRQVVXFKDVGXSOLFDWLQJXVHUV¶SUR¿OHSLFWXUHVZLWKSLFWXUHV
RIXVHUVZLWKWKHVDPHQDPHDQGWKHQVHQGLQJWKHPIULHQGUHTXHVWV GXHWR
his project the user known as Casino Roy became famous on the Internet in
autumn 2012),11FUHDWLQJPLUURUIDNHSUR¿OHVRIWKHLURZQGRSSHOJDQJHUV WKH
Polish artist Dominik Podsiadly and his Facebook doppelganger Dominik
Podsiadly /Mirror/)—and we also should mention a peculiar network of Luther
Blissett users whose friendlists include dozens of identical people,12 and who
$6&,,DUWLQ)DFHERRNVWDWXVHVLVUHSUHVHQWHGIRUH[DPSOHE\WKH&]HFKDUWLVW3H.X
6HHKWWSZZZIDFHERRNFRPSHNX 



6 Construction of avatars on the Internet is interestingly mentioned in the text “Masks of the Global
Net.Art” that appeared in the manifesto of global Net.art practice SCHIZOLOGIES. N.I.E.I. (Network
Identity Experiments Institute), see “Masks of the Global Net.Art.”
7 For more see Flores.
PP³&KORs)ORUHV)DFHERRN3DJH´UHVLGHQWLDOSURJUDP &))% ZDV¿QLVKHGDWWKHHQGRIDQGGXULQJ
its two-year existence it hosted twenty six artists.
:HPD\HYHQJXHVVZKLFKDUWLVWLFJURXSLWLV SULYDWHFRQYHUVDWLRQZLWK&RQVWDQW'XOODDUW'HFHPEHU
2012).
9KWWSORJLQORJRXWF]is a project composed of a website, accounts established via Skype, CSFD, Sound
Cloud, Vimeo... ending with Twitter and Gmail where you can log in with the username loginlogout2012 and
password kristynalutzova, and of a video (depicting Lutzová browsing) which is usually installed in gallery
spaces against an object made of Perspex, personalising a logging window. (As exhibited for example in
'HFHPEHULQWKH*DOOHU\80ORNDLQ2ORPRXFDVDQHYHQWRIWKHth PAF—Festival of Film Animation
in Olomouc).
&IZLWK)LQLVKLQJ6FKRROJURXSUHVLGHQF\RQ&KORs)ORUHV¶SUR¿OHVHHBeing Chloë Flores | 2012.
6HHIRUH[DPSOHWKHQRWHRQ%X]])HHG³*X\'XSOLFDWHV3HRSOH¶V)DFHERRN3LF7KHQ5HTXHVWV
Friendship.”
PP$OOZRXOGEHH[SODLQHGGXULQJDEULHIYLVLWRQ:LNLSHGLDRUGLUHFWO\RQ)DFHERRN
KWWSZZZIDFHERRNFRPSDJHV/XWKHU%OLVVHWW. Luther Blissett is an “open
UHSXWDWLRQ´DUWL¿FLDOO\FUHDWHGLGHQWLW\VKDUHGE\KXQGUHGVRIDUWLVWVDQGDFWLYLVWVDOORYHU(XURSHDQGWKH
8QLWHG6WDWHVVLQFH%RUURZLQJWKHLGHQWLW\RI/XWKHU%OLVVHWWJXDUDQWHHVDQRQ\PLW\LQDVLPLODUZD\WR
loginlogout.cz. See “About Luther Blissett.”
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¿OO WKHLU RZQ ³DERXW VHFWLRQV´ ZLWK FOHDUO\ IDOVH LQIRUPDWLRQ QRQH[LVWLQJ
places, fake companies, professions, careers), mostly with the purpose of
having an aesthetic or humorous impact on other users, but also of course
to protect their own privacy, and perhaps to express their displeasure with
WKHHQIRUFHG¿OOLQJLQRISHUVRQDOGDWDPD\EHMXVWWRPDNHDSUDQNRIWKLV
absurd process.
7KHVXEPLVVLRQRIPLVOHDGLQJLQIRUPDWLRQERWKLQREOLJDWRU\¿HOGVDQGE\
means of one’s own conduct on Facebook, including mystifying the content of
VWDWXV RQHVWUDWHJ\IUHTXHQWO\DSSOLHGDOORYHUVRFLDOQHWZRUNVLVWKHVDUFDVWLF
FRS\LQJRIDQRɣHUHGWH[WIRUH[DPSOH&RQVWDQW'XOODDUW¶V)DFHERRNIDQSDJH
was entirely based on this strategy) is used to a certain extent by most users.
Netizens with friendlists of thousands often manipulate reality and only their
“real friends” are able to recognise the manipulation. It can be presented either
as liking inappropriate pages, tagging in photos where the concerned person
is missing, or Facebook visits to events and places where the person has never
DFWXDOO\EHHQ6XFKDSUR¿OHRQ)DFHERRNEHFRPHVPRUHDQGPRUHFRQIXVLQJ
because these tactics intentionally distort reality and self-presentation. People
we don’t know dispose of false information material, context advertising
LV LQHɣHFWLYH HWF« 6RPHWKLQJ WKDW )DFHERRN rigidly disavows in its rules13
thus occurs (therefore “dear kids, do not try it at home”). Sometimes it is only
about mere users’ fancies, but in some cases it is about artistic acts that go
considerably beyond the framework of Facebook (artistic projects even do
exist based directly on the manipulation of one’s own identity), becoming, in a
way, long-term performances. Facebook itself played with its users’ identities,
ZKHQ LFRQV RI SUR¿OH SLFWXUHV DQG IROORZHG SDJHV ZHUH ZHLUGO\ PL[HG WKLV
year14 shortly before midnight of New Year’s Eve.
Fan pages, which are abundantly used by artists, serve the purpose of
live Facebook performances in real time, as well as for their retroactive
documentation. Will Miss You presents a collection of Esteban Ottaso’s
abandoned Facebook friends (Will Miss You—An (abandoned) Facebook
friends collection. Esteban Ottaso, 2012) and thematises the persistent
struggle of Facebook to keep its users through (unpleasant) emotional
blackmail (and visual storm). I Like It is about coping with the omnipresent
Like button, which persistently appears within various, often considerably
obscure contents scattered all over the Internet, and which people accidentally
encounter during their work. In this project the artist known as (c) merry
did not create any content but only liked every time she encountered this
option. The I Like It is interesting when contrasted with the Tweet It project,
ZKLFK ZDV FDUULHG RXW DW WKH VDPH WLPH DQG RɣHUV D SRVVLEOH FRPSDULVRQ
between the servility of these two networks.
$QDORJRXVO\ WKH VDPH DXWKRU FRPPHQWHG RQ WKH ÀRRG RI XQYDOXHG GDWD
during the performance appealing in an open participation, 2013 Welcome
Future (December 31, 2012 and January 1, 2013), consisting in the persistent
sharing of all contents concerning the New Year’s arrival as displayed in the
Facebook feed. “A collection of shared love, transformed by Facebook into
something unwanted and annoying,” was thus created.16
13 See “Facebook terms and policies.”
14 #mm: December 31, 2012.
PP7KHDUWLVWZRUNLQJXQGHUWKHDOLDV F PHUU\LVDFUHDWLYHDOWHUHJRRIWKHDXWKRURIWKLVHVVD\$V
part of the complicated work with identity during the time this essay has been written, Marie Meixnerová
refers to (c) merry in the third person.
PP6HH³0HUU\²FUD]\VWXɣFUHDWHGE\ F PHUU\´IRUWKHRɤFLDOGHVFULSWLRQRIWKHSURMHFW2013 Welcome Future.

Facebook fan pages also serve as an ideal place of origin for special online
exhibition premises; Facebook artistic galleries with their own exhibition
SURJUDPPHV DQG RSHUDWLQJ XQGHU FXUDWRULDO SDWURQDJH :H GR QRW PHDQ
Facebook pages of either online17RURɥLQHJDOOHULHVEXWH[KLELWLRQSUHPLVHV
LQWKHWUXHVHQVH $OVRWKHVHJDOOHULHVUHO\RQVSHFL¿F)DFHERRNGLVSRVLWLRQV
and their programme composed of digital art is fed to their fans gradually.
:RUWKRIDWWHQWLRQLV))18ZKLFKLQRUJDQLVHGIRXUKLJKTXDOLW\
exhibitions and the Gallery Online, led by Ronen Shai from New York and
Thomas Cheneseau from Paris, which originated around June 2012 and since
WKHQ KDV SUHVHQWHG WKH ZRUN RI VHYHUDO IDPRXV ¿JXUHV VXFK DV /DLPRQDV
Zakas, MESMEON, Erica Lapadat-Janzen and Tony Stirner. The watching
a recording of Zakas/Glitchr’s solo show Horse is highly recommended,
since it is impossible to make such animation on Facebook nowadays.19
Other noteworthy projects include art works and art projects re-contextualising
and transforming the typical iconography of this social network and are again
PDQDJHGRQ)DFHERRNRUWKH\JREH\RQGWKLVSODWIRUPLQWRRQOLQHDQGRɥLQH
space. Breath taking videos (e.g. Thomas Cheneseau’s page ҖRRTϷэщї, including
such videos as News Feed, FACEBOOK INSIDE, Cycles, ѱϷSщї and a portrait of
a girl composed of Facebook icons, which is called FACEBOOK ICONES GIRL),
JUDSKLFDOFROODJHVDQGGLJLWDODUW ƩİǏǈǅĮǋĮĲǅǎǏƴǏǎǋȺǊİǋƭǌĮǑıĲǏĮǊǈĮ.DMD
Cxzy Andersen, Ellectra Radikal, Anthony Antonellis, Jasper Elings, Thomas
&KHQHVHDX7KH5RGLQD« DQGDXGLR¿OHVYHUEDOLVLQJ)DFHERRNRSHUDWLRQVWKDW
are often combined with videos20 are therefore spreading through the network.
2WKHUSURMHFWVSOD\ZLWKWKH)DFHERRNOD\RXWVRPHRIWKHP RIWHQ¿FWLWLRXV 
RɣHUDFKDQJHIURPERULQJEOXHWRPRUHFUHDWLYHFRORXUVVXFKDVJUHHQSLQN
and red. Pizzabook may change your Facebook into a pizza, but go ahead,
SXW \RXU WUXVW LQ WKH DUWLVWVKDFNHUV DQG LQVWDOO VWUDQJH DQG LQVLGLRXV ¿OHV
into your computer, as Mark Zuckerberg warns in his status: “Information
for all who using Facebook / Hello all !, Greetings from me, I asked you all,
don’t ever try to use a program that changes Facebook’s Background. The
Facebook team would never support that so be careful. Maybe the program
that tells you to change the Facebook Background is just a virus! Regards,
0DUN=XFNHUEHUJ´%XWWKDQNVWR:DOO&RYHUDQ\SUR¿OHPD\EHTXLWHHDVLO\
personalised “within the law and safety.”
The fact that distinctive works of art, which use aesthetic starting points
RɣHUHGE\WKLVVSHFL¿FVSDFHRULJLQDWHRQXVHUV¶KRPHSDJHVLVKLJKOLJKWHG
by Kamilia Kard’s project Best Wall Cover ZKLFK JDWKHUV FUHDWLYH SUR¿OH
KHDGHUV²:DOO &RYHUV²RQ DQ H[WHUQDO SDJH DW WKH VDPH WLPH PDQ\
participating artists considered that contributing to Kard’s collection was
DNLQGRISHUIRUPDQFHHJ(ULFD/DSDGDW-DQ]HQ :DOO&RYHULVWKXVDUHIXJH
for not only visual creative expression, but also for conceptual performances
17 Such as Bubblebyte.org, Click Gallery, Temporary Stedelijk, Print Fiction, e-permanent, CERMÂ,
683(5$5702'(51086(80²63$00'RPDLQ*DOOHU\*/,7&+DQGRWKHUV
18 #mm: #000FF ended its exhibition activities in September 2014. “#0000FF was a non-commercial
online gallery, operating under the guise of a [F]acebook fan page, devoted to promoting the work of
upcoming new media and [N]et art artists. After running for two years and presenting [fourteen] shows,
WKHSURMHFWKDVH[KDXVWHGLWVSRWHQWLDO WKDWRIDJDOOHU\RSHUDWLQJLQDVRFLDOPHGLDFRQ¿QHPHQW EXW,KRSH
it has contributed its two cents worth to the discourse about online/emerging curatorial practices and
>1@HWDUW>@$OOWKHVKRZVZLOOUHPDLQDFFHVVLEOHIRUDQLQGH¿QLWHSHULRGDQGDVFUHHQVKRWDUFKLYHLVDOVR
DYDLODEOHXSRQUHTXHVW´ Georges Jacotey).
19 #mm: Zakas hacks existing errors in systems through his works. These errors are usually removed by
programmers, since he actually highlights them with his artistic activities.
)RUH[DPSOHLQVHUWLRQRIDOLQNWRVRXQG¿OH²I Like It message “read” by a text-to-speech software—
into a commentary instead of liking a contribution, and documentary screen capture video by Anthony
Antonellis How Nicolas Bourriaud Uses Facebook.
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(Silvio Lorusso, 851px x 315px—A Facebook Cover Performance, 2012) and
curatorial projects (what the Facebook page Netarty is aiming for within the
framework of guerrilla curating conception).
Similar to the web extension Text Free Browsing (Rafaël Rozendaal and
Jonas Lund), which enables one to eliminate disturbing text and enjoy the
UDZ YLVXDOV RI D ZHEVLWH LQFOXGLQJ )DFHERRN  GXULQJ VXU¿QJ Facebook
Demetricator DOVR RɣHUV )DFHERRN IUHH IURP DOO DQQR\LQJ ¿JXUHV 7KLV
Ben Grosser’s project stirred up enthusiasm in the autumn,21 but it remains
DTXHVWLRQDVWRKRZPDQ\SHRSOHDFWXDOO\GHFLGHGWRGHSULYHWKHPVHOYHVRI
WKHSRVVLELOLW\RIFKHFNLQJWKHQXPEHURIQRWL¿FDWLRQVDQGIULHQGUHTXHVWV
Anthony Antonellis’ external page Facebook Bliss works the other way
round: users’ instant cognitive joy is generated by the opportunity to adjust
WKHQXPEHURIQRWL¿FDWLRQVZKLFKPD\EHPDQXDOO\LQFUHDVHGDWZLOO
And what about all those friends you have gathered? Erica Lapadat-Janzen’s
Facebook video Lost + Found FB friends 2012, a short gloss uploaded as
a New Year’s evaluation (consisting of screen-captured rolling through an
endless friend list, which remind us of the perverted user/social habits of
heavy users in similar way to the already mentioned screen-capture video
How Nicolas Bourriaud Uses Facebook), and a video tutorial suggesting
how to unsubscribe from the Facebook activities of the artist and theorist
%UDG 7URHPHO E\ :LOO 1HLEHUJDOO DQG -XOLDQ 5HVWUHSR 22 will serve as an
LQVSLUDWLRQWRSXW\RXUIHHGLQWRVRPHVRUWRIRUGHU,I\RXMXVWZDQWWR¿JKW
WKH QHYHUHQGLQJ ÀRRG RI VHO¿HV \RX FDQ DYDLO \RXUVHOI RI 'XãDQ %DURN¶V
FaceLeaks project; by means of an additional button you can easily and
TXLFNO\³OHDN´\RXU)DFHERRNIULHQGV¶SLFWXUHVRQWKH)DFH/HDNVZHEVLWH3DROR
Cirio and Alessandro Ludovico, the authors of the Face to Facebook project,
KDYH ³OHDNHG´ SUR¿OHV RQ D ODUJH VFDOH ,Q  WKH\ JDWKHUHG RQH PLOOLRQ
)DFHERRN SUR¿OHV DQG ZLWK WKH KHOS RI IDFLDO H[SUHVVLRQ DQDO\VLV VRIWZDUH
they placed them on www.lovely-faces.com, the dating agency website.
'HWDLOHGLQIRUPDWLRQDERXWKRZDQGZK\WKH\GLGWKDWDQGRQWKHHɣHFWLW
had (including a legal dispute) may be found on the project website.
If you are truly fed up with virtual reality, here comes the Web 2.0 Suicide
Machine that helps you terminate your life on a social network comfortably
and to once again meet your real neighbours (it is something that developers
are not happy to see,23 but on the other hand it saves you the troubles of
a deserter as thematised by the above mentioned collection of “persistent
friends” Will Miss You).
A large number of mutually connected friends with similar information
background and knowledge of the same visual vernaculars form great
FRQGLWLRQVIRUWKHVXFFHVVIXOWUDQVPLVVLRQRIWKHVHHOHPHQWV²VSHFL¿FYLVXDO
signs and Facebook means of expression—into an external environment, and
for further creative work with them.
The project of the net artist Kaja Cxzy Andersen, whose Tumblr account
DSSHDUV DV D TXLWH GLVWXUELQJ WXQHG KLJKWHFK YHUVLRQ RI )DFHERRN24 and
21 #mm: 2012.
22 #mm: Inaccessible at the time of publication of this book.
23 See the letter which authors of Suicide Machine received from Facebook, and on basis of which
Facebook had to be removed from the list of comfortable suicides “Re: Cease and Desist Violating
Facebook’s Statement of Rights and Responsibilities.”
24 #mm: Other “Facebook” Tumblrs included for example http://fa0eb00k.tumblr.com/, however, it
was no longer accessible at the time of publication of this book (nevertheless it is archived by the Internet
Archive, see http://fa0eb00k.tumblr.com/).

Anthony Antonellis’ Facebook Timeline 2012, both met with great success.
Owing to Facebook developers, each user could sweeten their boring festive
GD\VGXULQJODVW'HFHPEHUZLWKDXWRPDWLFJHQHUDWLRQRIWKHPRVWVLJQL¿FDQW
PRPHQWVRIWKHLU)DFHERRNOLIHRIWKHSDVW\HDU:KDW$QWRQHOOLVWKLQNVDERXW
Facebook life (and be sure his opinion is not atypical) may be recognised in
his Year in Review, which is strongly authorial and enriched with the biggest
Facebook hoax of 2012.
Bringing Facebook out of Facebook—literally—is applied by Ryder Ripps
in his Ryder Ripps Facebook project, which enables users to download the
DXWKRU¶VZKROH)DFHERRNSUR¿OHXSWR1RYHPEHUDVDQDUFKLYH26 Several
artists lay out their professional websites on the basis of the notoriously
known blue layout (e.g. Martin Mlaka),27 and others (such as Pedro Paulo
Rocha aka Molotov Frames or Atraktor Null) take photos of their onscreen
experiences and then upload them on Tumblr.
7KHHɣHFWDFKLHYHGLVVLPLODUWRWKDWRIWKHPolaroid Cacher, the tool which
enables users to catch digital experiences from the online world by means of
instant photographs (Adrià Navarro and DI Shin, in cooperation with Ananya
0XNKHUMHHDQG0DUWD$XJp 2IFRXUVHXVHUVFDQEULQJ)DFHERRNLFRQRJUDSK\
into the real world (such as the above mentioned Ryder Ripps in his project
Facebook Art) as authentic and material works of art in physical spaces, as
JUDɤWLDQGDVRLOSDLQWLQJVH[KLELWHGLQJDOOHULHV
Before abandoning Facebook-based art for good, it is necessary to add one
more technical note concerning Facebook use: even artists follow EdgeRank
:LGPDQ  DQG WKH\ WU\ WR UHDFK VDWLVIDFWRU\ PHULWV ZLWKLQ WKH UDQJH RI
FRQWHQWV ,Q ZKDW ZD\ GRHV WKH HɣRUW ³WR HQGHDU´ LQÀXHQFH WKH DHVWKHWLF
tropics used, or possibly lead to an aggregation of prefabricated contents with
a high probability of “popularity” at the expense of the artistic contentment
RIWKHZRUN"7KHVHTXHVWLRQVPXVWEHDVNHGLQGLYLGXDOO\7KLVLVZKHUHWKH
assumed border between a user and an artist, art and meme, or possibly,
with great exaggeration, Net art mainstream and the “real art”, belongs. As it
UHVXOWVIURPWKLVWH[WDV,¿UPO\EHOLHYHQRWRQO\SRS1HWDUWDQGGLJLWDODUW
proliferate on Facebook, but also their more experimental forms, conceptual
)DFHERRNEDVHGVLWHVSHFL¿F1HWDUWDQG1HWDUWZKLFKH[WHQVLYHO\XVHVWKH
processes of remediation.

A note on Facebook as a space for art: update from December 2014
7KHVHHQWKXVLDVWLFUHPDUNVIURPDIHZ\HDUVDJRUHÀHFWWKHVLWXDWLRQDWWKH
end of 2012 (one which also persisted in 2013) in which, from the present
viewpoint, Facebook artistic activities reached their climax. Many galleries
and curatorial projects to which this text refers have, in the meantime, closed
down. The feeling of enthusiasm and longing to explore the possibilities of
distinctive space have been replaced by feelings of tiredness. Does it mean
that Facebook art has become empty?
&RQFHUQLQJFRS\ULJKWRIWKHFRQWHQWVLQVHUWHGE\XVHUVLQFRQQHFWLRQZLWKPRGL¿HG)DFHERRNWHUPVDQG
conditions see Antonellis. http://anthonyantonellis.com/yearinreview.
26 The work was presented as a part of “The Download” Series on Rhizome server (http://rhizome.
RUJWKHGRZQORDG WKHSURJUDPPHWKDWRɣHUVLWVXVHUVDIUHHGRZQORDGRIRQHVHOHFWHGZRUNRIDUW
every month, and thus ranges on the boundaries of curatorial, exhibition and collection projects, making
LQWHUHVWLQJQHZVIURPGLJLWDODUWIDPRXV7KHZKROH)DFHERRNSUR¿OHLVH[KLELWHGRQKWWSU\GHUULSSV
FRPIDFHERRNKWPOSUR¿OHKWPO
27 This practice is in contradiction with copyright, therefore neither http://martinmlaka.com/ web page
kept its blue layout for long.
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Individual artistic projects continue, as shown by the )DFщERRN page which
was established at the end of 2014 for the purpose of gathering information for
the forthcoming publication on Facebook-based art which is to be released in
28 Transformations of Facebook algorithms mean that the programme
of galleries is no longer displayed in feeds, but you have to visit the gallery
\RXUVHOI 7KHUHIRUH LW LV LQFUHDVLQJO\ GLɤFXOW WR IROORZ LQGLYLGXDO DUWLVWLF
activities. Friends and community members are disappearing from your
feed. Facebook is restrictive, corporate, exhausting and being abandoned.
Facebook elements are slowly increasing, declining, changing; a visual
vernacular is being developed. The form of Facebook and its functions are
GLɣHUHQWZLWKUHVSHFWWRLWVJHRJUDSKLFDOORFDWLRQVDQGODQJXDJHYDULDQWV
some of the artistic projects that rely on certain Facebook “appearance” and
IXQFWLRQVPD\WKHUHIRUHEHSHUFHLYHGGLɣHUHQWO\WKDQLQWHQGHG
On Facebook as a social medium it is possible (absolutely naturally) to
observe the prevailing tendencies to the performativity of projects. However,
the character of performances is also being transformed, becoming more
DQGPRUHFRQYHQWLRQDODQGORVLQJWKHIHDWXUHVWKDWPDGHWKHPXQLTXH(YHQ
from now on Facebook complies with identity performances.29 However,
temporarily oriented projects based on an artist’s physical presence “at
a keyboard” (or more precisely in virtual space) have lost their sense
because the function enabling timing of posts has been introduced, which
enables Facebook users to publish anything at any time with no referential
connection to the “here and now” (Facebook is not “home” any more, but it
can be “paid a visit” from time to time to schedule one’s posts). Temporal,
and maybe the most interesting element, slipped away. A signal of a physical
SUHVHQFHEHFDPHLWVPHUHLQGH[DQGHYHQZRUVHDÀDEE\V\PERO
The fundamental moment for preserving social-media-based art “for future
generations” is the development of the archiving tool Colloq, which was
released by RhizomeLQ³&ROORTDQHZFRQVHUYDWLRQWRROWKDWZLOOKHOS
artists preserve social media projects, not only by archiving them, but by
replicating the exact look and layout of the sites used and the interactions
with other users” (Sutton). Of course, not all projects may be preserved in
WKLV ZD\ EXW LW PD\ GH¿QLWHO\ KHOS WKHLU GRFXPHQWDWLRQ 7KH ¿UVW DQG VR
far the only project archived in this way was the social media performance
Excellences & Perfections E\WKHDUWLVWDQGIHPLQLVW$PDOLD8OPDQ30
:KDWFRQWLQXHVWRWKULYHLV³)DFHERRNEH\RQG)DFHERRN´WKHUHPHGLDWLRQ
WHQGHQFLHVWKDWKDYHEHHQTXLWHVXFFHVVIXOO\LQFRUSRUDWHGLQWRPDLQVWUHDP
art. Conversely, Facebook-based net art per se—projects which originated
on Facebook, from Facebook and for Facebook that are absolutely
non-transferable and absolutely (?) impossible to exhibit—are disappearing
because of the restrictive Facebook policy as well as the growing number of
³LQKDELWDQWV´RIWKLVVSHFL¿FHQYLURQPHQW$YDQWJDUGHLVEHFRPLQJSRSDQG
Facebook-based art is dead. Does that ring a bell?

28 “:HDUHODXQFKLQJ )DFщERRN,DSDJHGHGLFDWHGWRDIXWXUHHGLWLRQRIDERRN:HZDQWWRFROOHFWDOO
Facebook art activities. Please LIKE & SHARE the page. Feel free to post your screenshots, videos, .gif,
VRXQGVDUWSURMHFWVUHIHUHQFHV'HDGOLQH)HEUXDU\WK³ )DFщERRN).
29 Recently e.g. Excellences & Perfections E\$PDOLD8OPDQDFURVVWKHVRFLDOVLWHV HVSHFLDOO\RQ
Instagram).
30 For more details see Conor.

)LUVW SXEOLVKHG LQ &]HFK LQ WKH ¿OP DQG QHZ PHGLD PDJD]LQH 25fps as
0HL[QHURYi0DULH³)DFHERRNVRFLiOQtVtĢMDNRSURVWRUSURXPČQt´25fps.
ISV)HE:HE6HSW
)RUWKHSXUSRVHRIWKLVSXEOLFDWLRQWKHWH[WKDVEHHQXSGDWHGZLWKWKH¿QDO
section “A note on Facebook as a space for art: update from December 2014.”
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Facebook pages:
))_KWWSZZZIDFHERRNFRPKɣ
$WUDNWRU1XOO_KWWSZZZIDFHERRNFRP']LJ=
&RQVWDQW'XOODDUW_KWWSZZZIDFHERRNFRPFRQVWDQWGXOODDUW
FRQVWDQWGXOODDUW_KWWSZZZIDFHERRNFRPSDJHVFRQVWDQWGXOODDUW
íĔĈĒòĝòĝíĔĈĒòĝòĝíĔĈĒòĝòĝ 'LJLWDOFRUSVH _KWWSVZZZIDFHERRNFRP$D%E&F'GHV
'RPLQLN3RGVLDGO\ 0LUURU _KWWSZZZIDFHERRNFRPGRPLQLNSRGVLDGO\IDNH
'RPLQLN3RGVLDGO\_KWWSZZZIDFHERRNFRPGRPLQLNSRGVLDGO\DUW
FacщERRN_KWWSVZZZIDFHERRNFRPXQOLNHDUW
*DOOHU\2QOLQH_KWWSVZZZIDFHERRNFRP*DOOHU\2QOLQH
&KORs)ORUHV_KWWSZZZIDFHERRNFRPLWVDOOEHHQGRQHEHIRUH
I Like It F PHUU\_KWWSZZZIDFHERRNFRPSDJHV,/LNH,W

ݰRRTܱܣܧۑ, Systaime (MichaëlBorras) et al.
https://www.facebook.com/pages/ݰRRTܱܣܧۑ
/DLPRQDV=DNDV_KWWSZZZIDFHERRNFRPJOLWFKU
ORJLQORJRXWF]_KWWSZZZIDFHERRNFRPSUR¿OHSKS"LG 
/XWKHU%OLVVHWW_KWWSZZZIDFHERRNFRPOXWKHUEOLVVHWW DQGPDQ\RWKHUV
1HWDUW\_KWWSZZZIDFHERRNFRPQHWDUW\LQIR
3H.X_KWWSZZZIDFHERRNFRPSHNX
5R]LWD)RJHOPDQ_KWWSZZZIDFHERRNFRPUR]LIRJHO
6D\XUL0LFKLPD_KWWSZZZIDFHERRNFRPVD\XULPLFKLPD
Will Miss You—An (abandoned) Facebook friends collection (Esteban Ottaso, 2012)
KWWSZZZIDFHERRNFRPSDJHV:LOO0LVV<RX

Projects mentioned:
2013 Welcome Future /(c) merry, Dec. 31 2012; Jan. 1 2013/
2013 Welcome Future /(c) merry, Dec. 12 2012 – Jan. 1 2013 (documentation)/
KWWSZZZIDFHERRNFRPSDJHV0HUU\FUD]\VWXɣFUHDWHGE\FPHUU\
851px x 315px—A Facebook Cover Performance (Silvio Lorusso, 2012)
KWWSVLOYLRORUXVVRFRPZRUNS[[S[
Being Chloë Flores (Finishing School, March 2012)
KWWS¿QLVKLQJVFKRRODUWQHW%HLQJ&KORH)ORUHV
Best Wall Cover .DPLOLD.DUG _KWWSEHVWZDOOFRYHUWXPEOUFRP
%XEEOHE\WHRUJ_KWWSZZZEXEEOHE\WHRUJ
&(50Æ_KWWSZZZFHUPDGH
Circle is not line 6WDQLVODY$EUDKiP _KWWSVYLPHRFRPDW 
&OLFN*DOOHU\_KWWSFOLFNJDOOHU\XV
'RPDLQ*DOOHU\_KWWSZZZGRPDLQJDOOHU\QHW
HSHUPDQHQW_KWWSZZZHSHUPDQHQWRUJ
Excellences & Perfections $PDOLD8OPDQ 
Excellences & Perfections $PDOLD8OPDQ GRFXPHQWDWLRQ 
http://webenact.rhizome.org/excellences-and-perfections



Face to Facebook (Paolo Cirio; Alessandro Ludovico, 2011)
http://www.face-to-facebook.net/
Facebook Art 5\GHU5LSSV _KWWSU\GHUULSSVFRPIDFHERRNDUW





Facebook Bliss $QWKRQ\$QWRQHOOLV _KWWSZZZDQWKRQ\DQWRQHOOLVFRPEOLVV
Facebook Demetricator (Benjamin Grosser, 2012)
http://bengrosser.com/projects/facebook-demetricator/
FACEBOOK ICONES GIRL (Systaime /MichaëlBorras/, 2011)
KWWSVZZZIDFHERRNFRPYLGHRSKS"Y  IUHI QI
FACEBOOK INSIDE (Thomas Cheneseau, 2011)
KWWSVZZZ\RXWXEHFRPZDWFK"Y S$7Y]EZ
Facebook Sculpture /(c) merry, Aug. 1–31 2013/
Facebook Sculpture /(c) merry, 2013 (documentation)/
https://sites.google.com/site/facebooksculpture/
Facebook Timeline 2012 (Year in Review) (Anthony Antonellis, 2012)
http://anthonyantonellis.com/yearinreview
FaceLeaks 'XãDQ%DURN _KWWSIDFHOHDNVLQIR
*DOOHU\2QOLQH_KWWS*DOOHU\2QOLQH_KWWSVZZZIDFHERRNFRP*DOOHU\2QOLQH
*/,7&+_KWWSJOLWFK
How Nicolas Bourriaud Uses Facebook (Anthony Antonellis, 2011)
KWWSZZZ\RXWXEHFRPHPEHG1:/2REWPF"UHO 
KWWSIDHENWXPEOUFRP_x
Laimonas Zakas—Solo Show (Laimonas Zakas, July 20 – Sept. 16 2012 /documentation/)
https://www.facebook.com/GalleryOnline
loginlogout.cz .ULVWêQD/XW]RYi _KWWSZZZORJLQORJRXWF]
Lost + Found FB friends 2012 (Erica Lapadat-Janzen, 2012)
KWWSZZZIDFHERRNFRPYLGHRHPEHG"YLGHRBLG 
7KH1HZ0XVHXP_ZZZQHZPXVHXPRUJ
Pizzabook +\SHUFRORXU _KWWSZZZSL]]DERRNEL]
Polaroid Cacher $GULj1DYDUUR',6KLQ$QDQ\D0XNKHUMHH0DUWD$XJp 
http://adrianavarro.net/projects/polaroid-cacher/



3ULQW)LFWLRQ_KWWSZZZSULQW¿FWLRQQHW
Ryder Ripps Facebook 5\GHU5LSSV _KWWSU\GHUULSSVFRPU\GHUULSSVBIDFHERRN_
KWWSU\GHUULSSVFRPIDFHERRNKWPOSUR¿OHKWPO
683(5$5702'(51086(80—63$00_KWWSVSDPPIU
7HPSRUDU\6WHGHOLMN_KWWSWHPSRUDU\VWHGHOLMNFRP
Text Free Browsing (Rafaël Rozendaal; Jonas Lund; 2013)
http://www.newrafael.com/text-free-browsing/
To se mi líbí F PHUU\_KWWSVVRXQGFORXGFRPPWRVHPLOE
Tweet It F PHUU\_KWWSVWZLWWHUFRP7ZHHW,W
Web 2.0 Suicide Machine PRGGUB )UHVFR*DPEDHWDO _KWWSVXLFLGHPDFKLQHRUJ
:HEHQDFW OLYHZHEDUFKLYH _KWWSZHEHQDFWUKL]RPHRUJ

107

4. Post-Internet
Stand for Nothing, Fall for Everything.1
#post-internet #current_trend #presentation #monetization

1 Pallasvuo, Jaakko. Stand for Nothing, Fall for Everything. 2011.Digital image. You Are Here—Art After
the Internet. Ed. Omar Kholeif. Manchester: Cornerhouse, 2014. 119. Print.
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7KHWHUP3RVW,QWHUQHWZDVSUREDEO\XVHGIRUWKHYHU\¿UVWWLPHE\*HUPDQ
artist, critic and curator Marisa Olson (b. 1977). Luis Doulas explains that
Olson was looking for an appropriate expression to describe her own artistic
practice while giving an interview for the website We Make Money Not Art
(2008).1 ³+HU GH¿QLWLRQ DFNQRZOHGJHV WKDW ,QWHUQHW DUW FDQ QR ORQJHU EH
VHHQDVVWULFWO\FRPSXWHU>,@QWHUQHWEDVHGEXWUDWKHUFDQEHLGHQWL¿HGDV
DQ\W\SHRIDUWWKDWLVLQVRPHZD\LQÀXHQFHGE\WKH>,@QWHUQHWDQGGLJLWDO
PHGLD´ TWG LQ 2OVRQ ³3RVWLQWHUQHW´  Post was not to mean after in the
sense of the end of, or taking a stand against the Internet, but should indicate
a recourse to Internet ways of thinking. Similar concepts were labelled at
approximately the same time by Los Angeles net artist and founding member
of the Nasty Nets surf club, Guthrie Lonergan (b. 1984) in an interview with
Thomas Beard as Internet Aware Art. So-called New Aesthetics is among
the categories of contemporary art based on experience with the Internet.
“The New Aesthetics is a term coined by James Bridle, used to refer to the
increasing appearance of the visual language of digital technology and the
[I]nternet in the physical world, and the blending of the virtual and the
physical” (Kholeif).2
:KLOH 1HZ $HVWKHWLFV LV D UHODWLYHO\ QHZ WHUP WKDW VLPSO\ UHIHUV WR WKH
research of its author, a lively discussion has unfolded over the last six
years around the phenomenon covered by the previously mentioned terms,
Internet Aware Art and Post-Internet. Since its origin, the term Post,QWHUQHWKDVIUHTXHQWO\EHHQUHMHFWHGDVDQRSDTXHFRQIXVLQJDQGLOOGH¿QHG
neologism which, however, has gained acceptance and become deeply rooted
in the contemporary discourse about the condition of contemporary art and
FXOWXUH &RQQRU³:KDW¶V3RVWLQWHUQHW´ 3 Today, the term is used primarily
DVDSRSXODUODEHOIRUFRQWHPSRUDU\YLVXDODUWDQGLVDVVRFLDWHGZLWKVSHFL¿F
WHFKQLTXHV DQG YLVXDO VW\OHV FRQVLVWLQJ PDLQO\ RI ³EOHQGLQJ GLJLWDO FROODJH
with digital painting in 2D prints, videos, or sculptural objects, and the
appropriation or adoption of glossy commercial aesthetics, images, and
products” (“Video of Post Net Aesthetics”). It refers to the creation of art
structurally based outside the Internet network, which is often designed for
its presentation online (objects that are objects and concurrently images of
WKRVHREMHFWVFLUFXODWLQJLQWKHVSHFL¿FFRQWH[WRIWKHQHWZRUN 
+RZHYHU D FRQYLQFLQJ DQG JHQHUDOO\ DFFHSWHG GH¿QLWLRQ RI 3RVW,QWHUQHW
VWLOOGRHVQRWH[LVW2QWKHFRQWUDU\FRQVWDQWFRUUHFWLRQDQGUHGH¿QLWLRQRI
the term represents an integral part of the lively and ever-evolving debate
on this issue. Marisa Olson revised her original proposition with respect
WR WKH QH[W ¿YH\HDUV¶ HYROXWLRQ WR VWDWH WKDW DOO FRQWHPSRUDU\ ZRUNV DUH
already Post-Internet, since they have been produced in the Post-Internet
HUD 2OVRQ ³3RVWLQWHUQHW´   6LPLODUO\ DFFRUGLQJ WR /RXLV 'RXODV WKH
founder of the project Pool, which between 2011 and 2012 explored the
relationship between contemporary art and the Internet, “Post[-]Internet is
not a category but a condition: a contemporary art” (Doulas). Rather than
only referring to art, this term can denote the whole era. Questions relating
to Post-Internet artworks, their production, presentation, monetisation and
6HH2OVRQ³,QWHUYLHZZLWK0DULVD2OVRQ´:KDWVKHODWHUFDOOHG3RVW,QWHUQHW2OVRQDOUHDG\GHVFULEHG
as “art after the Internet” in an online discussion in 2006 (see Olson, “Net Results: Closing the gap between
DUWDQGOLIHRQOLQH³ DQGVXEVHTXHQWO\LQWKH¿UVWNet Aesthetic 2.0 panel Rhizome in 2006 (See Connor).
However, the text does not contain the term “Post-Internet” that only appears on the art scene later.
2 For more on the New Aesthetic, see Bridle, “About”, “The New Aesthetic” and “The New Aesthetic:
-DPHV%ULGGOH´&RYHUWRU.DVSU]DNDQG+\GH7KHWHUPRQO\DFTXLUHGODUJHUDWWHQWLRQLQDWWKH6[69
conference in Austin, see Bridle, “#sxaesthetic”.
&IDOVR&RQQRU³3RVW,QWHUQHW:KDW,W,VDQG:KDW,W:DV´

theoretical conception are the focus of the fourth thematic chapter of this
anthology.
$IWHU0DULVD2OVRQDQG*XWKULH/RQHUJDQWKHQH[WPRVWLPSRUWDQW¿JXUHIRU
the beginning of the theoretical discussions is New York critic and curator
*HQH0F+XJK E ,QWKH:DUKRO)RXQGDWLRQDZDUGHG0F+XJK
WKH$UWV:ULWHUV*UDQWDQGWKDWDOORZHGKLPWRGHYRWHQLQHPRQWKVWRDFULWLFDO
examination and historical contextualisation of contemporary art that could
be considered “Post-Internet.” Olson’s and Lonergan’s theses, that McHugh
further articulated, served as the starting point for his blog entitled Post
Internet. His introductory contribution from December 2009 is published in
this anthology under the title “Post-Internet.”
In her scholarly essay “From Browser to Gallery (and Back): The
&RPPRGL¿FDWLRQ RI 1HW $UW ±´ $PHULFDQ DUWLVW DQG WKHRULVW
-HQQLIHU&KDQ E RɣHUVDQRYHUYLHZRIWKHSULQFLSOHVRISUHVHQWDWLRQ
and monetisation of Internet and Post-Internet art up to 2011.4 In her
second text “Notes on Post-Internet” she critically evaluates the sphere of
contemporary Post-Internet art and theory. Curator Omar Kholeif, editor
of the book You Are Here—Art After the Internet, included her essay from
LQWKHVHFWLRQHQWLWOHG³3URYRFDWLRQV´7ZRIRUPDOO\YHU\GLɣHUHQWWH[WV
from a single author are published in this anthology to illustrate the diversity
of discourse and the alter egos which a contemporary artist-curator-theorist-critic-teacher has to adopt in order to succeed in expressing their opinions.
#mm

$QXPEHURIVLJQL¿FDQWHYHQWVDOVRWRRNSODFHLQWKLVDUHDEHWZHHQWKHZULWLQJRIWKLVHVVD\LQDQG
WKHUHOHDVHRIWKLVSXEOLFDWLRQLQ7KHVHLQFOXGHIRULQVWDQFHWKH¿UVWDXFWLRQGHDOLQJH[FOXVLYHO\ZLWK
digital art Paddles ON! organized by the auction house Phillips in collaboration with the microblogging
SODWIRUPDQGVRFLDOQHWZRUN7XPEOU7KHDXFWLRQWRRNSODFHIRUWKH¿UVWWLPHLQ2FWREHULQ1HZ<RUN
and for the second time in July 2014 in London (see Paddles ON! $WWKHWXUQRIWKH¿UVWHGLWLRQ
of The Wrong—New Digital Art Biennale, a large-scale biennale of contemporary digital art with thirty
online curated pavilions that was centred on the network and originated in São Paulo, took place between
1RYHPEHUDQG-DQXDU\7KHVHFRQGELHQQDOHLVWRWDNHSODFHEHWZHHQ1RYHPEHU
and January 31, 2016. See The Wrong. In August 2013, New York net artist Anthony Antonellis get a “digital
tattoo”—he had an NFC chip implanted in the back of his hand that he later used to exhibit animated gifs
(see Antonellis). The online tabloid Net art magazine Netartist Daily (2013, created by Anthony Antonellis
and Arjun Srivatsa; no longer active) gave net artists space to express their strong, often theoretical
viewpoints on contemporary Internet art without being restricted to the essay format or having to produce
an academic text. (One such viewpoint is expressed in the form of a false pie chart placed under the title
“[POLL] Majority of Net Artists are not Net Artists. Net Artist Daily.” in the Appendix of Images.)
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From Browser to Gallery (and Back):
7KH&RPPRGL¿FDWLRQRI1HW$UW±1
-HQQLIHU&KDQ_6HSWHPEHU±-DQXDU\

6LQFHLWVEHJLQQLQJVLQWKHODWHV,QWHUQHWDUWKDVKDGD¿FNOHUHODWLRQVKLS
ZLWK PXVHXPV :KLOH FRPPLVVLRQV DQG JUDQWV KDYH EHHQ HVWDEOLVKHG IRU
media arts in Europe and America, the relationship between Internet art and
its irregular appearance in institutions demonstrates that it has not yet been
fully embraced by mainstream contemporary art.
Due to variations in the ease with which it can be reproduced, the curation
and collection of Net art has presented challenges and transformations to
the traditional operations of art distribution. Sculptures, digital paintings,
installations and performances appear on the Internet as documentation
RI DUW ZKLOVW DQLPDWHG *,)V DQG YLGHRV DUH PRYLQJ LPDJHV WKDW UHTXLUH
browsers, screens or projections as the apparatus for (re)presentation. This
essay traces the shifts in the value of Internet art from browser to gallery, and
compares disparate examples of the curation, collection and sale of Net art,
SDVWDQGSUHVHQW6RPHRIWKHTXHVWLRQVWKDWLQLWLDWHGWKLVLQTXLU\DUH
xCan Internet art make money as with other artistic genres?
x:KREX\V,QWHUQHWDUW"
xHow has value been ascribed to Net art as a freely accessible form?
xHow has web-based art been curated and sold in the gallery system?
x:KDWLPSOLFDWLRQVGRHVPRQHWLVDWLRQKDYHIRUH[LVWLQJPRGHVRI
 GLVWULEXWLRQDQGWKHGH¿QLWLRQRIDFROOHFWLEOHDUWREMHFW"
$VDUHVXOWRIGHFHQWUDOL]HGGLVWULEXWLRQWKHPHGLDREMHFWXQGHUJRHVUHL¿FDWLRQ
when the documentation of an art object is reproduced and viewed more than
the object that is represented within it. In its move from digital to physical
H[KLELWLRQ VSDFHV WKDW FDQ EH VHOIRUJDQL]HG RU DɤOLDWHG ZLWK SURIHVVLRQDO
institutions, web-based art accrues exhibition value. As Nicholas O’Brien
has observed concerning the paradoxical installation demands of media
objects: “…there is an unexpected reliability and expectancy for physicality
to substantiate a work—or else to give any ephemerality of a medium some
sense of belonging within the gallery.”
&RPPRGL¿FDWLRQ RFFXUV LQ WKH SK\VLFDO UHSUHVHQWDWLRQ RI D GLJLWDO PHGLD
object for exhibition in a physical gallery space, where screen-based media
becomes an object of culture for visual consumption and contemplation.
I will compare traditional approaches to selling with alternative, artistrun exhibitions in order to explore the creation of value for Net art beyond
the computer interface. In this study I trace shifts in the value of Net art
(in particular, the concept of aura and the move from free distribution to
$GYLVHGE\3URIHVVRU&KULV+DQVRQ6\UDFXVH8QLYHUVLW\6SHFLDOWKDQNVWR-RQ&DWHVDQG&XUW&ORQLQJHU
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VSDWLDOL]HG VDOHDEOH FRPPRGLWLHV  )LQDOO\ , DUJXH WKDW WKH PRVW HɣHFWLYH
way to monetize Net art is not through selling a physical analogue of the
digital object, but through the contextual integration of the buying process
into the completion of the artwork.

$EULHIGH¿QLWLRQRI1HWDUW
7KHUHDUHPDQ\GH¿QLWLRQVRIZKDWFRQVWLWXWHV,QWHUQHWDUWRIWKHSUHVHQW
Known interchangeably as “Net art” (and “Net.art” in its early days), Internet
art has developed into a pluralist practice that takes form not only as websites,
EXWDVOLYHVWUHDPHGSHUIRUPDQFHVVRIWZDUHPRGL¿FDWLRQVRQOLQHJDPHVDQG
applications, anonymous personas, image collection, and digital imaging.2
%HVLGHV FRPPHQWLQJ RQ ZHE FXOWXUH DQG WKH LQÀXHQFH RI WHFKQRORJ\ RQ
everyday life, Net art practices utilize the Internet as the primary context
for art distribution. However, for the purposes of this investigation I will
examine the shifts in economic and cultural value in terms of browser-based
and screen-based art, because it is included less often in museum exhibitions.

Net.art, Net art, Post-Internet art, web-based art
Media art historians and curators have characterized Net art as anti-institutional because its earliest artists chose the Internet to provide a cost-free
encounter with art outside a gallery setting.3 These principles are echoed
in an instructional Net.art manifesto by net.artists Alexei Shulgin and
Natalie Bookchin in 1999.47KHLUGH¿QLWLRQVRI1HWDUWPDLQWDLQHGWKDWWKH
genre would compromise “0%” to traditional models of distribution and
institutional operations (Bookchin and Shulgin). However, as the list of
declarations continued, both artists self-deprecatingly noted that the key to
long-term success included involvement in both online and contemporary
art events in physical museum spaces. Museums and galleries are always
valuable exhibition venues for net artists as any work exhibited gains
DɤOLDWLRQ ZLWK D FRQFUHWH LQVWLWXWLRQ LQ WKH ODUJHU DUW ZRUOG *UDKDP DQG
&RRN %HVLGHVWKHSRVVLELOLW\RIHOHYDWLQJLWWRFDQRQLFDOVWDWXVDQDUWLVWµV
work reaches a gallery-going audience instead of disparate and inattentive
Internet users. It is the liminal context of the museum that grants the artwork
the space for viewer contemplation.
In recent years, scholars have employed Post-Internet to describe art with
regard to the condition where the Internet has become more of a necessity
DQGDEDQDOLW\WKDQDQRYHOWHFKQRORJ\ 2OVRQ 6XFKZRUNVGLɣHUIURPWKH
-RVHSKLQH%RVPDQRWHVWKDWWKHGH¿QLWLRQRI1HWDUWLVQRWFRQ¿QHGWRZHEVLWHVEXWDOVRVXUSULVLQJO\
incorporates pre-existing, non-technological media such as performance. “It covers not only browser[-]based
DUW ZKLFKVKRXOGEHFOHDU RUWKHHYHQPRUHUHVWULFWLYHGH¿QLWLRQRIµVLWH>@EDVHG¶DUWEXWDOVRDUWWKDWKDSSHQV
LQDQ\RWKHUNLQGRIVRIWZDUHDQ\GLɣHUHQWNLQGRIWLPHIUDPHWRWKHLQGLYLGXDOQRZQHVVRIVLWH>@EDVHG
site[-]anchored art.” See Bosma, “Between Moderation and Extremes.”
3 Curators Christiane Paul and Steve Dietz mentioned that Net art operates rather independently of
museums. Paul notes that “…characteristics of so-called new media art have introduced a shift from the
REMHFWWRWKHSURFHVV>«@GLJLWDODUWUHVLVWVµREMHFWL¿FDWLRQ¶DQGKDVFKDQJHGWUDGLWLRQDOQRWLRQVRIWKHµDUW
REMHFW¶´6HH3DXO³&KDOOHQJHVIRUD8ELTXLWRXV0XVHXP´RU'LHW]
4 #mm: See Bookchin, Natalie and Alexei Shulgin. “Introduction to net.art (1994–1999)” reprinted in this
anthology.

formalist play on code and information architecture that was more visible
in late-1990s Net.art. More willing to exhibit in galleries and mostly trained
LQ DUW LQVWLWXWLRQV HPHUJLQJ DUWLVWV DUH PRGLI\LQJ DUWZRUNV IRU GLɣHUHQW
contexts of presentation in physical space and cyberspace. Having witnessed
increasingly postmedia processes of art production on the Internet, I am
prompted to use the term web-based art interchangeably with Net art.
It suggests that the Internet is the artwork’s primary medium for public
GLVWULEXWLRQEXWDOVRLPSOLHVDSRVVLEOHH[KLELWLRQLQRɥLQHHQYLURQPHQWV
Styrofoam, histogram curves from video stills, auto exposure, colour digital
¿QJHUSULQW ([SORULQJ WKH XQ¿[HG SURSHUWLHV RI WKH GLJLWDO LQGH[ DQG LWV
representation of objects, the artwork of Oliver Laric and Artie Vierkant
demonstrates the versioning of an image and an idea for both online and
physical exhibition environments. Artie Vierkant’s Monochrome Arc and
Copy are auto-exposed video stills that have been converted to digitally
printed sculptures. Their shape and structure symbolically refer to light values
KLVWRJUDPV  LQ WKH RULJLQDO LPDJHV &LWLQJ GLɣHUHQW PRGHOV RI H[KLELWLRQ
IURP WKH SK\VLFDO JDOOHU\ WR WKH ³RQOLQHRQO\´ :KLWQH\ 0XVHXP FXUDWRU
&KULVWLDQH 3DXO REVHUYHG ³9DULDELOLW\ HQWDLOV D ÀXHQW WUDQVLWLRQ EHWZHHQ
WKH GLɣHUHQW PDQLIHVWDWLRQV RI D µYLUWXDO REMHFW¶ >«@ WKH VDPH ZRUN FRXOG
potentially be shown as an installation, projection, or within a kiosk set-up”
3DXO³&KDOOHQJHVIRUD8ELTXLWRXV0XVHXP³ /DULFDQG0DQRYLFKUHIHUWR
the process of adapting an artwork for a gallery as versioning; Quaranta calls
it “translation” (In Your Computer 76). Assembled by Katja Novitskova,
The Post Internet Survival Guide is a collection of net artists’ artwork that
exists as a peer-curated blog,6DSULQWHGERRND3')¿OHIRUXVHUGRZQORDG
DQGDOVRDVDJDOOHU\LQVWDOODWLRQRIIRXQGDQGPRGL¿HGREMHFWVZKLFKUHIHUWR
the books’ contents.7

Art and cultural value
The western artistic canon has traditionally ascribed cultural value to a work
RIDUWDVDUWWKURXJKWKHHɣHFWLYHH[SHULHQFHRILWDVDXQLTXH¿QLVKHGREMHFW
LQDSDUWLFXODUWLPHDQGVSDFH:DOWHU%HQMDPLQHPSOR\HGaura to describe
the aesthetic presence of original art objects; Carol Duncan compared
the socialized codes of art viewership in museums to religious ritual in
a secular context—a civic ritual where found and carefully crafted objects are
WKRXJKWIXOO\DUUDQJHGIRUTXLHWFRQWHPSODWLRQDQGWUDQVFHQGHQWYLHZLQJ,Q
³7KH:RUNRI$UWLQWKH$JHRI0HFKDQLFDO5HSURGXFWLRQ´%HQMDPLQZDUQHG
that mechanical reproduction would lead to the loss of aura, an increasingly
distracted mode of observation and a loss of authenticity. In conversation
with this notion of complete artwork, a common complaint with curating and
selling new media art is its lack of “objecthood,” physicality and temporal
stability. The screen-based, gratuitous distribution of information on the
,QWHUQHW FKDOOHQJHV QRWLRQV RI WDQJLELOLW\ DQG XQLTXHQHVV ,Q  %LOO
1LFKROVZURWHDSRLQWHGUHVSRQVHWR%HQMDPLQ¶VDUJXPHQWVWLWOHG³7KH:RUN
of Culture in the Age of Cybernetics.” Nichols argued that the computer
PP0DNLQJGLɣHUHQWYHUVLRQVRIDZRUNIRUH[DPSOHIRUH[KLELWLRQLQDSK\VLFDOJDOOHU\VSDFH
6 #mm: Also available at http://survivaltips.tumblr.com.
7 Also available at http://katjanovi.net/postinternetsurvivalguide.html. #mm: See Appendix of Images.
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was more than an instrument, but also an icon and metaphor that would
radically alter human subjectivity. Later, Domenico Quaranta referred to
the re-emergence and re-consideration of aura in the form of a website and
WKH FXUDWLRQ RI LWV FRQWHQWV ZLWKLQ DQ H[KLELWLRQ FRQWH[W ³7KH 8QEHDUDEOH
$XUDRID:HEVLWH´ 8 Along with Boris Groys, he observed that aura is not
destroyed through digitisation of images because each image or media object
KDVDVSHFL¿FFRGHIRUFRPSXWHUVWRGHFRGHLQRUGHUIRUWKHLPDJHWRDSSHDURQ
the screen (Groys). The (code of the) original image is therefore essentially
DQ ³LQYLVLEOH RULJLQDO´ PDGH LQYLVLEOH GXH WR LWV LQ¿QLWH SRVVLELOLWLHV IRU
UHSURGXFWLRQ )XUWKHUPRUH GLJLWDO ¿OHV DUH QR OHVV ³UHDO´ RU LPPDWHULDO
EHFDXVH WKH\ DUH IRUPDWWHG LQ ¿OHV WKDW RFFXS\ VSDFH RQ KDUG GULYHV DQG
VHUYHUVZKLFKUHTXLUHFDEOHVDQGFRPSXWHUVWRIDFLOLWDWHWKHLUGLVSOD\V
4XDUDQWD DUJXHV WKDW D ZHEVLWH¶V GRPDLQ QDPH KDV D VSHFL¿F SODFH WKDW
can be synchronously accessed by anyone on a computer or networked
device. If there can be no copy without the notion of an original, digital
art accrues substantiation as art through the abundant (re)distribution of
the copy. In his video-essay Versions, Oliver Laric describes the facile and
credible manipulation of the found image in everyday media, before and
after the popularisation of digital media. Over images of classical sculpture,
a robotic female voice reads: “Multiplication of an icon, far from diluting
its content power, rather increases its fame, and each image however
imperfect, conventionally partakes in the properties of its precursor.” Later in
Kopienkritik, Oliver Laric arranges similarly-posed multiples of Greco-Roman
sculptures in a museum installation.
Taking the copy as subject matter and appropriation as genre, this installation
emphasizes the power of the conceptual original and its use in art—even as
FDQRQLFDOWDVWHV¿OWHUWKURXJKWLPH+LVFXUDWLRQRIWKHVHREMHFWVLVDFRPPHQW
on how even historians are sometimes unable to distinguish the Roman
copy from the Greek original in their analysis of historically “authentic”
DUW$V1LFKROVQRWHG³7KHXELTXLWRXVFRS\DOVRVHUYHVDVDQ H[WHUQDOL]HG
manifestation of the work of industrial capitalism […] simulation displaces
any antecedent reality, any aura, any referent to history. The very concept
RIDWH[WZKHWKHUXQLTXHRURQHRIP\ULDGFRSLHV>«@XQGHUJRHVVOLSSDJH´
:KHQ VLPXODWLRQ FRS\ EHJLQVWRFRQÀDWHZLWKUHDOLW\DQGFRS\ EHJLQVWR
stand in for concept, documentation of art becomes as real as the physical
YHUVLRQ RI DQ DUWZRUN DQG DOVR WKH H[KLELWLRQ RI LW LQ UHDO OLIH :H DV
cybernetic subjects, have become sophisticated enough, in recognising the
mechanisms and contingencies of mediation, to view documentation as art,
and also to anticipate the representation of art as documentation.
Due to their reliance on networked technologies to distribute and create
art, net artists were inherently critical of technology’s ideological and
economic determinants from its beginnings. In the late 1990s, to subvert
the increasingly commercial nature of the web, Eva and Franco Mattes
(0100101110101101.ORG) copied and reproduced websites such as Hell.com,
Jodi.org and Art.Teleportacia.org in 1998. They hosted the copied websites
XQGHUWKHLURZQGRPDLQZKLFKGUHZPHGLDDWWHQWLRQWRWKHGH¿QLWLRQVRI
commercial and public property. From 1998 to 1999, 01.org created a series
8 Also available at http://www.
lulu.com/items/volume_70/9992000/9992921/3/print/In_Your_Computer.pdf. Date of access: Sep. 9 2014.

of websites with appropriated code and content from their peers’ websites
and they titled the remediated work Hybrids. Despite challenging notions
RI DXWKRUVKLS LQ D QHWZRUNHG SXEOLF GRPDLQ WKH HɤFDF\ RI WKHLU FULWLTXH
relied on viewers being familiar with their peers’ websites so the audience
could identify the reappropriation of others’ Net art. Currently, the lack of
recognizable aesthetic references or knowledge of other net artists’ makes
their process redundant. Furthermore, their peers’ websites have also
changed in layout, thus decontextualizing the reading of the embedded
code. Therefore to today’s online viewers it looks like a typical piece of 1990s
Net.art. Nonetheless, their projects invoked the redundancy of intellectual
copyright in a networked economy. Any work posted on the Internet
would be part of the public domain since it would be accessible to anyone
with a computer.
Large cultural institutions and the art economy have adapted to accommodate
SUHVHQWDWLRQV WKDW VXLW WKH WHFKQLFDO FRQVWUDLQWV RI GLɣHUHQW PHGLD 7KH
white-cube gallery, the cinematic “black box” or a museum is usually the
liminal context for contemplative viewing of pre-existing media genres such
DV¿OPYLGHRSKRWRJUDSK\DQGLQVWDOODWLRQV7KXVWKHWHFKQLFDODSSDUDWXV
that a media is installed on emphasizes the currency and redundancy of the
technological apparatus that is channelling it.9 For example, the use of boxy
4:3 television sets now harkens more to 1970s video installations at a time
ZKHQPHGLDUHFHSWLRQKDVFRQYHUJHGRQWRÀDWVFUHHQ/&'PRQLWRUV
Anthony Antonellis’ Put It On A Pedestal10 playfully challenges such ideas of
RULJLQDO FRS\ DQG UHSURGXFHG REMHFWV DQG DHVWKHWLFV :LWK D ZKLWHZDOOHG
JDOOHU\EDFNJURXQGWKHDUWLVWRɣHUVWKHXVHUDVHOHFWLRQRIDQLPDWHGLFRQV
DQG ÀRDWLQJ GLJLWDO REMHFWV WR DVVHPEOH IUHHO\ RQ YDULRXV IRUPV RI JHQHULF
gallery furniture such as plinths and glass cases. As with Laric’s installation
of Roman sculptural multiples and Sterling Crispin’s collection of Greek New
Media Shit, Antonellis’ moveable collection of digital and classical objects
comments on the memetic value of classical motifs and how their production
was based on the reproduction of copies.

Deal or no deal: exhibition installation from screen to gallery
Since its induction into museums and galleries, members of online art
communities have been divided on how digital art should be exhibited and
VROG:KLOHVRPHDUWLVWVPDLQWDLQHGWKDWGLJLWDOZRUNFRXOGRQO\EHH[KLELWHG
in online, screen-based contexts, others were enthusiastic about merging
its aesthetics and approaches with mainstream contemporary art. Darren
Tofts believed that digital art could only be computer-based in presentation;
there could be no website displayed without the representational subtext
of the computer.11 According to him, digital art’s interactive and ephemeral
nature has often placed its content at odds with exhibition conventions.
Contradictorily, he anticipated that “unencumbered movement through
9 O’Brien calls these physical representational tools sub-content as he feels they are highly determinant of
how the viewer perceives screen-based work. See O’Brien, also available at
http://badatsports.com/2011/hyperjunk-notes-on-the-installation-demands-of-media-objects/.
10 #mm: See Appendix of Images.
:ULWLQJLQ7RIWVFKDUDFWHUL]HGGLJLWDODUWDV³HQGHPLFWRWKHFRPSXWHU´
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a compellingly realistic environment” would be most appropriate for
attracting gallery visitors. This immersive, walkthrough-exhibition is usually
implemented through the integration of installations or responsive media
ZLWK ODUJHU LQVWLWXWLRQV WKDW DUH WHFKQLFDOO\ DQG ¿QDQFLDOO\ HTXLSSHG WR
accommodate such installations. In Ryan Trecartin’s solo exhibition Any
Ever (2010–2011), the online video auteur projected his videos in a maze of
darkened rooms. Each contained installations of picnic tables, leather sofas,
airline seats, and beds in front of the projection to entice gallery-goers to
spend a longer time viewing his rapidly edited videos.
On the nettime mailing list net artists and curators complained about
the lackadaisical installation of web pages on desktop computers during
documenta X [1997] in Kassel (Quaranta, “Lost in Translation”). However,
WKH RɤFHOLNH LQVWDOODWLRQ RI GHVNWRS FRPSXWHUV ZLWKLQ D VHSDUDWH ORXQJH
space resonates with contemporary exhibitions such as Speed Show. As
DQLQIRUPDOVRFLDOH[KLELWLRQWKH,QWHUQHWFDIpVHUYHVDVDFDVXDO\HWZHE
relevant setting for artists to meet face-to-face (Archey).

7KH³¿UVW´SLHFH V RI1HWDUWHYHUVROG
$JHQHUDO*RRJOHVHDUFKDWWKHWLPHRIZULWLQJ 1RYHPEHU ¿QGVPXOWLSOH
UHVXOWVSURFODLPLQJWKH³¿UVWQHWDUWVROG´2QHRIWKHHDUOLHVWVHOISURFODLPHG
examples is Teo Spiller’s website, Megatronix. In 1999 Alexander Bassin,
the buyer at the Municipal Museum of Ljubljana,12 purchased the work
for  6,7 RU DSSUR[LPDWHO\  86' 'XULQJ D GLVFXVVLRQ SDQHO RQ
the topic, the issue of who owned the advertising revenue and the website
DIWHULWVVDOHDQGPDLQWHQDQFHVHUYLFHZHUHQRWFOHDUO\GH¿QHG 6SLOOHUDQG
Goldfarb). Spiller had agreed to allow the museum to place a banner on the
website’s opening page to indicate ownership by the Ljubljana Municipal
Gallery. However, such a branded presence could aesthetically impair its
interpretation as art and interrupt the typical online experience with the
ZHEVLWH:KLOHSXEOLVKHGRQOLQHQHZVDUWLFOHVDQGFRQIHUHQFHSUHVVWHVWLI\WR
the sale having occurred, the website is no longer accessible on the Internet
(see “Link rot” below).
Later in 2002, the Guggenheim collected formalist Net artworks such as John
F. Simon’s Every Icon (1996). For this artwork, Simon wrote a Java-based
DOJRULWKP WR FRQYHUW HYHU\ HOHPHQW LQ D ZKLWH VTXDUH WR EH EODFN DQG YLFH
YHUVD +H WKHQ VROG XQLTXH YHUVLRQV RI FRGH IRU  86' HDFK DQG DWWDFKHG
DFHUWL¿FDWHRIDXWKHQWLFLW\ZLWKHDFKYHUVLRQWKDWZDVVROG7KHVHZRUNVPLJKW
have appealed to art historians and collectors due to resonances with formalist
painting and 1970s Conceptual art which was concerned with language as
DVWDUWLQJSRLQWIRUFUHDWLYHSURGXFWLRQ:LWKEvery IconWKHFRGLQJRɣHUHG
every possibility for conversion as an impossible task, recalling the redundancy
RIYLVXDOYHUEDOSXQVLQ6RO/H:LWW¶VRed Square, White Letters (1962). Another
contemporary approach that adheres to the artist-buyer contract is reinforced
by Rafaël Rozendaal, who created Art Website Sales Contract, to share his
own version of the website sales contract with the online art community.
Both the sales of Megatronix and Every Icon awkwardly imposed traditional
12 #mm: Mestna galerija Ljubljana.

models of collection and selling onto digital works. In the case of Every Icon
the artist chose to custom-code the reproducible art object to reinforce the
notion that the intellectual artistic labour attributed to authoring code was
ZRUWK PRQH\ %HFDXVH LW ZDV PXWDEOH DQG UHSURGXFLEOH 6LPRQ RɣHUHG LW
IRU DQ H[WUHPHO\ DɣRUGDEOH FRVW 0HDQZKLOH Megatronix was sold with
ownership stipulations like any other art object. However, the ephemerality
of art existing on a network was not accounted for. The buyer did not
anticipate issues related to archival and preservation of the website, which
may have led to its eventual unavailability. In this case, selling a Net art piece
for money devalued its status and possibly shortened its longevity as art.
Commissioned by Ars Electronica in 1999, Eduardo Kac’s Genesis is an early
example of institutionalized Net art that was made saleable. The immersive
installation of bioluminescent bacteria consisted of projection and sound. Kac
had written a synthetic gene that would translate a sentence from the Bible
into Morse code, and then into DNA base pairings. A computer connected to
the Internet broadcast the project’s developments and allowed remote viewers
WR FRPPHQW RQ WKH JURZWK RI WKH EDFWHULD 7KH LQVWDOODWLRQ ZDV ¿UVW VKRZQ
at the O.K. Centre for Contemporary Art in Linz.13 Eventually it was priced at
86'E\DJDOOHU\LQ&KLFDJRPHDQZKLOHHQJUDYHGVFXOSWXUDOREMHFWV
which were part of the installation (Encryption Stones, 2001) sold for 13,000
86'SHUSLHFH %HUZLFN 

Link rot
“Link rot,” or the unavailability of preexisting web pages, occurs because of
their incompatibility with newer browser technologies.14 :KLOH WKHUH DUH
multiple attempts to archive and preserve older web pages, broken links
and redundancy are inevitable in a consistently upgrading and innovating
networked culture. Although projects such as Internet Archaeology and
Wayback Machine preserve the digital artefacts from early Internet culture,
link rot is inevitable if the web designer or artist does not migrate their website
to operate with newer versions of an Internet browser. In this case, another
DUJXPHQWIRUDXUDFRXOGEHDSSOLHGLQUHJDUGWRWKHVSHFL¿FLW\DQGFXUUHQF\
RIWHFKQRORJLHVWKDWDUHUHTXLUHGWRHɣHFWLYHO\GLVSOD\DZHEVLWHDQGLWVPHGLD
contents. As Christiane Paul observed, “From its very beginning, an online
project or exhibition is not bound by the framework of one institution but exists
in a larger network where institutional control tends to be more distributed”
(“Context and Archive“). Once technically outmoded by newer browser-based
technologies, upgraded application plug-ins, and new uses and redundancies
of web development code, the web-based work is no longer accessible. This
results in a dead link, or a loss of context for any work that remains displayed.

Internet-based institutions: the virtual gallery
6LQFH WKH ODWHV DUWLVWV KDYH PDGH HɣRUWV WR FROOHFW DQG VKRZ ZRUN
in the form of a website-gallery. Online galleries have either appropriated
PP2.&HQWUXPIU*HJHQZDUWVNXQVW
PP&I0DUWLQ6WUQDG¶VHVVD\³,QWURGXFWLRQWRWKH3DVWDQG3UHVHQWRIWKH:HE´LQWKLVERRN
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conventions of existing museums or operated in a completely extrainstitutional nature. Ten years before the boom of e-commerce in 1986,
DUWLVWSURGXFHUV&DUO/RHɥHUDQG7HG7UXFNVWDUWHGWKHArt Com Electronic
Network %DVHG LQ 6DQ )UDQFLVFR LW ZDV RQH RI WKH ¿UVW QHWZRUNV WKDW
gave artists access to electronic publication, mailing systems, and even an
electronic art shopping mall and gallery. The network started as a mailbox
RQDEXOOHWLQERDUGV\VWHP:(// :KROH(DUWK/HFWURQLF/LQN 7KH\DOVR
began charging for access to Net art. In 1996 the net.artist Olia Lialina
VWDUWHG $UWWHOHSRUWDFLDRUJ RQH RI WKH ¿UVW RQOLQH JDOOHULHV WR H[KLELW DQG
sell artwork that was vernacular to 1990s computer culture and the browser.
Although the original gallery no longer exists, a collection of Net art from
1998 titled Miniatures Of The Heroic Period can be found on the website.
$FFRPSDQLHGE\DUWLVWGHWHUPLQHGSULFHWDJVRIDSSUR[LPDWHO\86'
the pieces are displayed as click through links in a formal table layout much
like that of the late Bubblebyte.org.
In 2004, Tim O’Reilly coined the term Web 2.0 to describe a set of new and
pre-existing technologies that enhanced the experience of user-generation
in online environments (O’Reilly). Afterwards, the popularisation of social
media such as Facebook, Tumblr, Digg and Twitter seemed to inspire net
artists to use such platforms for art production and distribution. Soon,
emerging artists began co-opting social networks for performance, curation
and art distribution. Curated by Parker Ito and Caitlin Denny, JstChillin is
a recent example of a self-organized online curatorial project (Denny and
,WR  )RU D \HDU WKH FXUDWRULDO FROOHFWLYH IHDWXUHG D GLɣHUHQW QHW DUWLVW¶V
work every two weeks on its index page. They used media sharing websites
such as Tumblr and Facebook to promote and appeal to emerging artists
who used the Internet in a similar fashion. Most of their selected artists
created work about web aesthetics, online friendships and trivial digital
interactions. The project culminated in 5($':5,7(, a gallery exhibition
DW6FKROHVDQDUWLVWUXQVSDFHLQ1HZ<RUN&LW\:KLOHWKHSOXUDOLW\RI
styles were appropriate to the informal environment of the Internet, much
of the gallery-adapted artworks appeared to be disjunctive assemblages of
installations and found object sculptures that bore little reference to their
“original” digital context and counterparts. Art from and about the Internet
began to look like any other contemporary art in the gallery.

The virtual museum
Institutions adopting online exhibition models
During the late 1990s and early 2000s, a handful of curators who worked
at large cultural institutions were invested with curating, collecting
DQG SUHVHUYLQJ GLJLWDO PHGLD DUWZRUNV :KDW IROORZV ZLOO EH D ORQJ DQG
LQFRPSOHWHOLVWRIQDPHVDQGLQVWLWXWLRQDODɤOLDWHVZKRZHUHIXQGDPHQWDOWR
WKHFRPPRGL¿FDWLRQRI1HWDUW(DFKKDGWKHLURZQUHDVRQVIRUVSDWLDOL]LQJ
web-based work within museums; some initiatives started independently
and others were endorsed by institutions.

$YDLODEOHDWKWWSDUWWHOHSRUWDFLDRUJH[KLELWLRQPLQLDWXUHVGDWHRIDFFHVV6HS

Supported by a group of major institutions, Jon Ippolito and Alain
Depocas led the Variable Media Initiative for preserving future access and
the presentation of digital artworks in the face of software obsolescence
and redundancy. Their website attempted to establish a vocabulary for
FRQVHUYDWLRQRIHSKHPHUDOPHGLDDUW:LWKFDVHVWXGLHVWKDWFRPSDUHGDQG
contrasted the characteristics of existing artworks, the website provided
a framework for museums to think about the curatorial translation of art
into exhibitions and networked contexts, as well as the need to upgrade
software for the future presentation of media works. However, many of these
DGPLQLVWUDWLYH DQG UHVHDUFK HɣRUWV UHTXLUH PDLQWHQDQFH 7KH ZHEVLWH KDV
not been updated for years, and only features one clear example of Net art
preservation (i.e. Mark Napier’s QHWÀDJ).
&XUDWHGE\&KULVWLDQH3DXO:KLWQH\$UWSRUWDWWHPSWHGWRLQWURGXFHDUWZRUNV
before users clicked through to its website. This way, the curatorial scope and
context of production was provided before the experience of the art. Similarly,
6WHYH 'LHW] DW WKH :DONHU $UWV &HQWHU LQ 0LQQHDSROLV DFTXLUHG %HQMDPLQ
:HLO¶Väda web to aggregate a canon of web projects. In Canada, the Daniel
Langlois Foundation granted new media artists 10,000–100,000 CAD for
production, research and conservation of digital art projects (Jennings). In
WKH8.WKH7DWH0XVHXPEHJDQFRPPLVVLRQLQJDQGSUHVHQWLQJDUWRQOLQH
in 2000; artists were invited to submit proposals for selection by a jury of
institutional gatekeepers. In 2002, they launched a permanent Net art
program to commission works by two net artists every year. Like STATE and
PAINTED, ETC., critical texts have accompanied the online launch of each
of these works.
On the other hand, Rhizome started as a mailing list for new media art
community members, and was eventually bought by the New Museum.
The organisation started their commissioning program in 2001. Successful
submissions are voted on by its online members and a jury of institutional
leaders. The mailing list developed into a content aggregator or collection,
journalism, review and distribution of new media art. Its community art portal
is open to all registered members to submit artworks, however its collections
manager curates work into their public digital archive, the ArtBase. Much
OLNHWKH9DULDEOH0HGLD,QLWLDWLYHZKLFKLQFOXGHGDTXHVWLRQQDLUHIRUDUWLVWV
and curators, users may tag and enter technical information about their
ZRUNVWRPDNHLWHDV\WR¿QGRQWKHZHEZKHQWKH\VXEPLWLWWRWKH$UW%DVH
(Fino-Radin).

Image aggregation and distribution
Online image collection and art blogging reinforces the cult value and
exhibition value of web-based artwork. The practice of conversing with
images emerged from online friends who chose to share images on “surf
club” websites and forum threads. Media-sharing micro-blogs such as
))))281' DQG 7XPEOU ZRXOG DOORZ XVHUV WR FDWHJRUL]H DQG UDWH IRXQG
media with meta-tags and reblogging functions. The decontextualized,
screen-based representation of art documentation as a stream of images, or
a grid of thumbnails, imbues images with a transformed sense of aura.
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Perhaps there is cult value attached to web culture and the forms of seeing
LPDJHVDVDVWUHDPDVDWKXPEQDLORQDVKDUHG85/RUDKRYHULQJSUHYLHZ
,QTXLULQJLQWRWKHFRQFHSWRIDXUDLQUHODWLRQWRWUDGLWLRQDODQGGLJLWDOIRUPV
*HQH0F+XJKQRWHGWKDW>:DOWHU@%HQMDPLQKDGQHYHUSURYLGHGDFRQFUHWH
GH¿QLWLRQ >RI DXUD@ +RZHYHU KH SURSRVHV WKDW WKH ³RUQDPHQWDO KDOR´
Benjamin described in relation to viewing an original artwork stemmed
QRW IURP DQ DUWZRUNµV KLVWRULFDO WLPHOHVV EHDXW\ EXW IURP DQ XQGHUO\LQJ
notion of its linear social history.16 This includes ideas of where it has been
exhibited and who has owned, bought, sold and handled it. Regardless of size
DQGTXDOLW\WKHH[LVWHQFHRIDUWGRFXPHQWDWLRQRQWKH,QWHUQHWWHVWL¿HVWR
an original idea of an artwork having been installed somewhere in physical
space, thus lending the art objects authority and validity in distribution.
On white-space17 blog-websites such as VVORK, PAINTED, ETC., and Greek
New Media Shit, artists curate and collect artwork and its documentation with
little or no discursive dimensions. Instead of ideological continuities, aesthetic
vernaculars become the basis of image curation and community formation
(Vierkant 9).18 Curatorial cohesion is determined instead by conceptual and
aesthetic conventions, such as ironic references to ancient Greek culture in
Crispin’s Greek New Media Shit or the lineage of painting in computer culture
in Ry David Bradley’s PAINTED, ETC. Operating on similar vernaculars
EXWRQDQRQSUR¿WEDVLVWKHODWH:LGJHW$UW*DOOHU\DFFRPPRGDWHGIRUWKH
ÀXLGLWLHVRILPDJHSUHVHQWDWLRQRQEURZVHUDQGVFUHHQEDVHGPRELOHGHYLFHV
by curating works for both computer-based and smartphone access.19
Meanwhile, STATE foregrounds the intellectual dimension of art production
by featuring a didactic caption on each blog post. This approach recalls the
online component of curated Net art for documenta X in Kassel, which
would feature a web page with curatorial text before linking to a title page.
This page would show the artist information and contain an external link to
WKH1HWDUWZHEVLWH:KLOHLQQRYDWLYHDWWKHWLPHDVDZHEEDVHGDQDORJXHIRU
a physical exhibition of Net art, the website’s “broad and deep” information
architecture is cumbersome in comparison with contemporary virtual gallery
SDJHV:LWKQRYHUEDOODEHOOLQJWKHQDYLJDWLRQWRROEDULFRQRJUDSK\ZDVDOVR
small and unrecognizable. In addition to multitudes of nested pages users
would need to click through to see each website, the design would likely
discourage viewers from returning to the exhibition website.
In terms of art criticism, independent yet reputable art review blogs such
as networked_performance, )XUWKHU¿HOG, and Art Fag City RɣHU FDVXDO
criticism and image posting to reinforce the exhibition value of Net art through
16 #mm: By the time of this publication the article was no longer online. Available in printed form in
McHugh, Post Internet. Notes on the Internet and Art. For more on how art accrues aura online in a social
network, please see “Accordant Aesthetics.”
PP$PRGL¿FDWLRQRIWKHWHUPwhite cube, which is signifying classic gallery exhibition space (often
painted white). The expression used here by Jennifer Chan, white-space, describes a curated exhibition
space on a blog platform, critically recognized by the community and experts. At the time of release of this
publication, VVORK has already ceased its active existence; however its archives are still available online.
18 “Posting an image of a gradient implicates an artist within a particular aesthetic mindset in the same
way that having a Tumblr adheres an artist to a particular format of transmission […] the architecture of the
Internet […] helps facilitate an environment where artists are able to rely more and more on purely visual
representations to convey their ideas and support an explanation of their art independent of language”
(Vierkant 9).
19 #mm: This app simulates the physical 3D environment of the exhibition room—white cube, and was
primarily developed for Apple devices.

the reblogging and citation of existing art practices. The aforementioned
image blogs are run by contemporary artists who are active within Internet
art communities. The presence of such websites forms an alternative venue
IRUWDVWHPDNLQJDQGDUWGLVWULEXWLRQ:KLOHRSHUDWLQJZLWKRXWODUJHMXULHVDW
museums or galleries, the apparent anonymity and professionalism of these
media aggregating website-galleries cause them to appear as though they
are institutions in and of themselves. In my own practice, Installation Fail
is a “white-space Tumblr” that uses these non-discursive codes of image
FXUDWLRQ WRFULWLTXHWKHWURSHRIIRXQGREMHFWLQVWDOODWLRQLQ FRQWHPSRUDU\
art.

Accordant aesthetics
Reblogs, shares, likes
$FDGHPLFVDQGDUWFRPPXQLWLHVUHVSRQGHGWRWKHXVHRI:HEGLVWULEXWLRQ
SODWIRUPV GLɣHUHQWO\ (PHUJLQJ SRVW QHW DUWLVWV VXFK DV %UDG 7URHPHO
and Artie Vierkant revelled in the circulation of decontextualized media
as a way to reconsider art production practices. Art was able to reach
ODUJHU DQG PRUH VSHFL¿F DXGLHQFHV ZKLOH VSHFL¿F WDVWHV ZHUH OLNHO\ WR EH
understood by interested subscribers. On the decentralisation of art on the
,QWHUQHW %UDG 7URHPHO GHFODUHG WKDW WKH DGYHQW RI :HE  WHFKQRORJLHV
progressively democratized art distribution from surf clubs (Nastynets) to
the use of media aggregating online services such as Google Reader (“From
&OXEV WR $ɤQLW\³  3RVLWLQJ WKDW WKH PDQ\WRPDQ\ VKDULQJ DOORZHG E\
media-aggregation sites such as Delicious and Tumblr cultivated methods
of image curation that became “externally contingent on a network of other
artists’ content [sic],” an unspoken contract of peer-aware art production
began to emerge.
Troemel had speculated that artists with an existing following on the Internet
found institutional recognition after a period of showing their work in DIY
gallery exhibitions.20 Net art historian and critic Josephine Bosma challenges
this notion of democratic gatekeeping in regards to an older collection website
from 2002 (“Collecting Net Art”). Started by Doron Golan, Computer Fine
Arts was a website which featured links to alphabetical folders of Internet
DUWLVWV¶ ZRUNV %RVPD TXHVWLRQHG ZKHWKHU DQ\ XVHU¶V FROOHFWLRQ RI DUW PD\
EH YDOXDEOH IRU RWKHUV EH\RQG WKHLU LPPHGLDWH RQOLQH FRPPXQLW\ :KLOH
any person may develop a distinct curatorial vision by sharing media
on a micro-blogging platform, its existence does not guarantee they will
receive viewership or subscription from other users. Not every net artist
XVHV7XPEOURU<RX7XEH$OWKRXJK:HEPD\KDYHHQKDQFHGSUDFWLFHV
of collaboration and user-generation, Troemel overlooked the similarly
decentralising impact of mailing lists, forums and bulletin board systems in
early Net.art.
$V VRFLDO PHGLD RɣHUV HDFK XVHU DQ HQKDQFHG VHQVH RI SHUVRQDOL]HG
media consumption, the public sphere exists in a fragmented manner
20 Troemel coined the oxymoronic term, “the minor league” to describe postundergraduate net artists who
would gradually become inducted into the gallery system. See Troemel, “The Minor League.”
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on the Internet. Perhaps the post-2.0 user generation has irreversibly
shifted subjectivity to a disembodied, spaceless, and placeless position
(Nichols 631). If this is the case with contemporary net artists, then
the practices of decontextualized content curation are problematic as the
reblogging of uncritical, odd media could produce a surge of irreverent “hipster
FDSLWDO´DFFRUGLQJWR1HOVRQ,QRWKHUZRUGVDXELTXLW\RIQRQGLVFXUVLYH
art blogs might only serve a niche group of viewers who are interested in
a narrow set of conventions, thus creating aesthetic homogeneity and
insularity. This way the peer-validation of user-generated online galleries
runs the risk of self-marginalising Net art instead of elevating each featured
work. Nelson also warned of decreasing attention spans and declining visual
HWKLFVDVXVHUVPD\TXLFNO\VFDQWKURXJKDQDEXQGDQFHRIPHGLDRQLPDJH
aggregator blogs.
Net artists often gauge community responses to web-based art through the
OLNLQJDQGVKDULQJRIDSURMHFW¶V85/ZLWKLQDQGEH\RQGDQRQOLQHFRPPXQLW\
In a networked environment, attention and peer approval is currency for
freely accessible media. In reconsideration of the Benjaminian aura of Net
art, McHugh observed that artwork gained authority not only through its
reproductionprovenance, reproduction and social transactions, but through
its dispersion among smaller niche communities.21 For Troemel post-2.0
SUDFWLFHVDUHUKL]RPDWLFEXW,DQWLFLSDWHDFRWHUPLQRXVWULFNOHGRZQHɣHFW22
EHWZHHQDXWKRUVDQGSHHUV8VHUVZKRFRQVLVWHQWO\FRQWULEXWHFRQWHQWDQG
have a longer history of content curation may become opinion leaders for
WKHLUQHWZRUNVRISHHUV7KLVPLJKWH[SODLQWKHGLɣHUHQFHEHWZHHQEORJJHU
art critic Paddy Johnson’s categorisation as a “thought leader” on Klout as
opposed to a “socializer” or “specialist” as a geek Internet user may be. To
ERUURZIURPWKHORJLFRIDWZRVWHSÀRZPHGLDUHFHSWLRQWKHRU\DSHHURU
friend would be more likely to view a link that a respected peer approves of.
Similarly, McHugh cites Delicious users accruing gatekeeping power through
a publicly viewable “track record” of shared links.23
On Facebook, liking is an extension of rapid and non-discursive tendencies
in the informal spaces of the Internet. Louis Doulas cites Rafaël Rozendaal’s
Pleaselike.com DV DQ DUWZRUN WKDW H[HPSOL¿HV WKH QRQVSHFL¿FLW\ RI OLNLQJ
LQ RQOLQH DUW FRPPXQLWLHV :KLOH LW LV QRW LQGLFDWLYH RI WKH TXDOLW\ RU
sophistication of the artwork’s content, attaining a high number of likes,
comments and shares on a Facebook post soon after its publishing raises
its EdgeRank position of social newsworthiness (Gerlitz and Helmond).
7KHUHLVQRLQKHUHQWSROLWLFDOUDPL¿FDWLRQRUVSHFL¿FFRQWHQWZLWKOLNLQJDQ
artwork, but users do so as a form of public support. Therefore the appearance
of a greater number of shares for a post would increase the probabilities of an
DUWZRUN85/UHDFKLQJWKHDXGLHQFH²DQLQGLUHFWZD\RI³VHHGLQJ´VRFLDODUW
capital.
21 “The aura of a work of [N]et art is not necessarily based on its dispersion through mass culture, but
through the combination of both mass dispersion and dispersion through the smaller community of net
artists and fans of [N]et art.” McHugh, 2010, op. cit.
PP³7ULFNOHGRZQHɣHFW´LVDQHFRQRPLFSKHQRPHQRQZKHUHE\ZHDOWKJUDGXDOO\³WULFNOHVGRZQ´
from the wealthy to the poor.
23 #mm: Gatekeeper is another term from mass communication theory. Gatekeeper holds the position
in a media structure where they have authority over the selection of topics and the events to be processed
LQWRPHGLDFRQWHQWV7KHUHIRUHLQWKLVFDVHJDWHNHHSLQJFDQEHFKDUDFWHULVHGDVGH¿QLQJWKHFRQ¿QHVRI
information distributed within the Delicious network. See for example Roberts.

Alternative exhibition practices
Net art in the home and the city
Aside from ad-hoc one-night exhibition projects, physical spaces for Net art
exhibitions have sprung up around the world. Appearing as rented storefronts
and apartment galleries, PRETEEN (Mexico), Future Gallery (Berlin), and
Butcher Gallery (Toronto) all emulate the white cube, while providing
a venue for emerging net artists to exhibit web-based work. These spaces are
often self-funded and appear to exist only for showing, not selling art. Here
the value of such exhibitions is often social, not monetary. Such exhibitions
become occasions for what used to be called face-to-face (F2F) meetings—
now known as in real life ,5/ PHHWLQJV *UHHQH %HVLGHVQHWZRUNLQJ
artists who have artwork curated in exhibitions around the world are able to
add the event to their CV, regardless of location.
Away from bureaucratic operations of large art institutions, self-organized
exhibitions created an informal social-exhibition environment where
XQ¿QLVKHGZRUNPD\EHLQVWDOOHGXQFRQYHQWLRQDOO\2SHUDWLQJRQDVLPLODU
self-organized logic to BYOB (Bring Your Own Beamer), Crates and Laptops
featured artists showing web-based work laptops on top of milk crates
³&UDWHVDQG/DSWRSV´ :LWKH[KLELWLRQWLWOHVWKDWDUHODFHGZLWKUDXQFKDQG
controversy like Cat Fight Gang Bang, curator Gerardo Contreras takes the
HPSKDVLVDZD\IURPWKHWHFKQRORJLFDOGLPHQVLRQRIQHZPHGLDDQGRɣHUV
a hypersexual and provocative lens to view Net art.
5HÀHFWLRQVRQDQGGLVFRQWHQWZLWKWKHIRUPRIFXUDWLRQRIWKHVHHDUO\1HWDUW
VKRZVZHUHWRSLFVIRUWKH7KLUG%DOWLF6HPLQDUZKHUHWKHLQDGHTXDFLHVRIWKH
LQVWDOODWLRQVRI1HWDUWZHUHGHEDWHGLQRQHRIWKH¿UVWDFDGHPLFJDWKHULQJV
of net artists and curators (Graham and Cook). Previous curatorial errors
such as presenting multiple web pages on full-wall projections or computer
screens were disapproved of by many artists at the time (Quaranta, “Lost in
Translation”).
However, the continuation of such installation decisions can be seen in
recent DIY social-exhibition formats for Net art. Speed Show¶V,QWHUQHWFDIp
VHWWLQJKDUNHQVEDFNWRWKHRɤFHVW\OHSUHVHQWDWLRQRIZHEVLWHVRQGHVNWRS
computers in documenta X in 1997. Aram Bartholl later revived this concept
by initiating Speed Show in 2010. This inspired a global organisation of
FDVXDO H[KLELWLRQV LQ ,QWHUQHWFDIpV ,Q WKH VDPH \HDU 5DIDsO 5R]HQGDDO
also initiated the BYOB format, which consisted of artists showing work
from their projectors in an open indoor space. This informal exhibition
strategy demonstrates more lenient installation standards in comparison to
museum opening receptions. Artists may be attracted to participate in such
an exhibition to have their work aligned with the exhibition-as-movement,
RUWREHFRPHDɤOLDWHGZLWKDUWLVWVZRUNLQJLQDUHJLRQDOFRPPXQLW\
For BYOB and Speed Show, accreditation of the “initiator”24 (instead
of curator) would become attached to any promotional material for the
HYHQW VXFK DV SUHVV UHOHDVHV )DFHERRN HYHQWV DQG 7XPEOU SRVWV :KLOH
DQHPHUJLQJDUWLVWPD\EHQH¿WIURPH[KLELWLQJZRUNZLWKRWKHUHVWDEOLVKHG
24 #mm: Rozendaal or Bartholl.
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artists in such a vanguard exhibition format, their organizers’ authorship of
a mundane exhibition concept (a prototypical multi-projection exhibition)
continually returns to these two artists, regardless of how each rendition of
WKH H[KLELWLRQ GLɣHUV LQ FXUDWRULDO WKHPH DQG ORFDWLRQ $V PXFK DV LW KDV
allowed regional net artists to meet in the cities where these DIY events have
been organized, BYOB and Speed Show have become franchise exhibitions
GXH WR WKHLU DXWKRUVKLS DQG DɤOLDWLRQ WR D SDUWLFXODU JURXS )XUWKHUPRUH
conscientious citation of the “initiator” contradicts ideas of inherently
GHFHQWUDOL]HGDXWKRUVKLSDQGVHHPLQJDQRQ\PLW\WKDWGH¿QHG1HWDUW

Objectifying Net art
artobj(ect)-cult(ure)25
“The ability to ‘objectify’ digital art and make it palpable and
saleable […] is raising questions as to whether a genre based on the
community-focused ethics of open-source computer programmers
KDVORVWWKHHGJHWKDWPDGHLWH[FLWLQJLQWKH¿UVWSODFH´ %HUZLFN
The aforementioned examples I have mapped have been concerned with
funding and how curators and administrators have determined the sales
DQGH[KLELWLRQRI1HWDUW:ULWLQJRQWKHLQWHJUDWLRQRI1HWDUWLQLQVWLWXWLRQV
in 2002, Carly Berwick observed that the monetisation of Net art was
both a blessing and a curse. On one hand, its appearance in institutions
would contribute to the autonomy of the form and give it presence and
value in the mainstream contemporary art market. On the other, net artists
may come under pressure to modify or create work for large institutional
presentations.
After the initial wave of net artworks entered museums, art fairs and
Biennales, artist-researchers such as Mark Amerika and Patrick Lichty
declared Net.art “dead” (Amerika 113; Lichty).26 According to Lichty, artists
KDG SDQGHUHG WR D FXUDWRULDO GLDORJXH UDFH RQ WHFKQRORJ\¶V HɣHFW RQ DUW
8QOLNHRUJRU-RGL¶VYLHZRIWKHH[KLELWLRQFRQWH[WDVDQRSSRUWXQLW\WR
LQ¿OWUDWHWKHPXVHXP¶VULJLGGLVWULEXWLRQV\VWHPVWKH\IHOWWKDWWKHRULJLQDO
impulses of Net.art to remain cost-free and separate from the art market
had been tainted by pursuits for fame and money. Contemporary artists are
more open to parodically or sincerely selling digital art objects than before.
However, the tension between utopic visions of the self-funded exhibition
and a commercially adapted practice remains an ongoing topic of contention
in the online art community.
A recent example that plays with the literal notion of the art object is
artobj(ect)-cult(ure) by Lucy Chinen and Emilie Gervais. The two artists
started the online venue and invited net artists to create saleable digital
items, curated images and editions for sale on the homepage. Here the
PP7KLVFROODERUDWLYHH[KLELWLRQSURMHFWEHWZHHQ(PLOLH*HUYDLVDQG/XF\&KLQHQLVQRORQJHURQOLQH
E\WKHWLPHRIWKLVSXEOLFDWLRQ<RXFDQ¿QGGRFXPHQWDWLRQDQGGLVFRYHUPRUHLQWKHLQWHUYLHZ³
$572%-&8/7%,=´VHH*HUYDLVDQG&KLQHQ
PP%\WKHWLPHRIWKLVSXEOLFDWLRQ/LFKW\¶VDUWLFOHZDVQRORQJHURQOLQHDQGWKHRULJLQDO85/
http://www.voyd.com/texts/lichtydeathofnetart.pdf was not archived by Internet Archive.

exhibition combines with storefront—a reference to the selling of artist
PXOWLSOHV DW 3ULQWHG 0DWWHU 1<&  DQG $UW 0HWURSROH 7RURQWR  :KLOH
FRQFHSWXDOO\LURQLFDQGTXLUN\WKHH[KLELWLRQSURMHFWVIHDWXUHGÀXFWXDWHLQ
terms of conceptual innovation. The selling of products that have physical
EHDULQJ PD\ GLɣHU OLWWOH IURP WKH SURFHVVHV RI DQ DYHUDJH RQOLQH VKRSSLQJ
experience. Here, paying for the “aura of the digital” can be followed by the
DQWLFLSDWHGDFTXLVLWLRQRIDSK\VLFDOREMHFW

Emergent practices of monetising the digital
etoy, GIF MARKET, and Ten Thousand Cents
:KDW , SURSRVH DV HɣHFWLYH ZD\V WR PRQHWL]H EURZVHUEDVHG GLJLWDO DUWV
DUHZHEVLWHVWKDWUHTXLUHD¿QDQFLDOWUDQVDFWLRQDVSURFHVVDQGSURGXFWRI
the artwork. This approach to monetisation is contextual to both online
DQG RɥLQH SUDFWLFHV RI DUW HFRQRP\ DQG DUWLVWLF DFWLYLVP $ SDVW H[DPSOH
of such a move was etoy, a Swiss collective who employed their website as
DFRUSRUDWHVRFLDOVFXOSWXUH:LWKWKHLQWHQWLRQRILQ¿OWUDWLQJHYHU\GD\OLIH
with overriding digital professionalism, they created a website to sell shares
of cultural value in 1994. Like Yes Men, etoy employed corporate aesthetics
LQ WKHLU ZHE GHVLJQ WR VDWLULVH WKH SUR¿WGULYHQ PHFKDQLVPV RI GRWFRP
RSHUDWLRQV *UHHQH 8VHUVZRXOGEHLQYLWHGWRHQWHUDQDUELWUDU\YDOXH
for investing in a share of “cultural value” on the website.
$ FRQWHPSRUDU\ H[DPSOH RI VHOOLQJ DQ XQÀDWWHULQJ GLJLWDO REMHFW LV GIF
MARKET by Kim Asendorf and Ole Fach. The website is designed in
a professional-amateur manner with a grid of 1024 pixeled GIFs displayed
on a white background. An “Order” button on the interface invites users to
purchase any number of GIFs from the web page through PayPal. The GIFs
are not spectacular; in fact the number of moving pixels in the GIFs decreases
near the top row of the website. Asendorf and Fach satirically extended the
FRQFHSW RI XQLTXH FRGLQJ LQ WKHLU H[SODQDWLRQ RI WKHLU IRUPDO GHFLVLRQV WR
make a series of lackluster GIFs:
“The GIFs show a black line which marks the centre for the 1px large particles
URWDWLQJ DURXQG LW  LV WKH PRVW XQLTXH LW KDV RQO\  SL[HO À\LQJ DURXQG>«@
WKH PRVW H[SHQVLYH >«@ 7KH SULFH JHWV FDOFXODWHG E\ WKLV >VLF@ IRUPXOD 35,&( 
6$/(6180%(5 6RHDFKVDOHLQFUHDVHVWKHSULFHDWWKHHQGWKHZLOOFRVW
16,384.00€ (“GIFMARKET.NET”).

Referencing a stock market system, the value of GIFs in higher rows increases
every time a GIF is purchased. The sponsor’s name and website may be
linked to the name or word they choose to feature underneath their selected
*,)7KLVSRVVLEO\SURYLGHGQHZYLVLWRUVZLWKD¿UVWLPSUHVVLRQWKDWIXQGHUV
who had their names linked to the GIFs had authored the GIFs. On the other
hand, visitors are presented with the opportunity to join the community of
funders. The inclusion of simple GIFs demonstrates that Asendorf and Fach
are not appealing to viewers’ aesthetic sensibilities to attract purchases. In
fact they are asking viewers to speculate on the prospective gains of buying
a digital object on a particular part of the website. A net artist may receive
PRUHUHOHYDQWWUDɤFIURPEDFNOLQNLQJWRWKHLUZHEVLWHLIWKH\SXUFKDVHD*,)
near the top. Soon artists who had “bought” GIFs began to reappropriate the
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spinning pixilated GIFs into other GIFs of their own—a recycling of value
into aesthetic despite the reproducible copy.27
$Q RQOLQH SURMHFW WKDW ULJRURXVO\ DSSOLHV D 0DU[LVW FULWLTXH RI WKH
postindustrial economy to the information society is Ten Thousand Cents.
8VLQJ$PD]RQ¶V0HFKDQLFDO7XUNGLVWULEXWHGODERXUWRRO$DURQ.REOLQDQG
Takashi Kawashima crowdsourced 10,000 Internet users and paid them one
cent each to digitally paint a tiny fraction of a hundred dollar bill. In the
same way proletariat worker’s consumption and labour is separated from
WKHSURGXFWWKHXVHUVZRXOGQRWNQRZHDFKRWKHURUZKDWWKH¿QDOSURGXFW
would be. All painted works were collected to create a digital representation
of an American hundred-dollar bill. Koblin and Kawashima put the collected
ZRUNVXSIRUVDOHRQWKHZHEVLWHIRU86'HDFKDQGGHFLGHGWKHSURFHHGV
ZRXOGJRWRFKDULW\8VLQJWKHSURFHVVDQGSURGXFWDVDFULWLTXHRIODERXU
in digital capitalism, Ten Thousand Cents extends etoy’s satire of corporate
aesthetics and the related novelty of using networked technologies to make
money.
A platform that employs similar crowdsourcing logic to attract donations is
Art Micro Patronage. Started by (OHDQRU+DQVRQ:LVHDQG2OLYHU:LVHWKH
project attempts to provide artists with income consistent with the amount
of positive feedback (reblogs, likes and thumbs-up) from their online
viewers. The highly animated website displays monthly exhibitions of digital
art that are compiled by guest curators. Interested patrons are asked to
pledge donations to online artwork by creating an account in which they may
GLVSHQVHOLNHVRIYDOXHVIURP¿IW\FHQWVWRWZHQW\GROODUV$OWHUQDWLYHO\WKH\
may become a member, where membership fees would pay artist fees at the
end of six exhibitions. As the project is relatively new at the time of writing, it
LVKDUGWRVSHFXODWHRQWKHHɤFDF\RIWKLVPRGHOIRUVHOOLQJ1HWDUW3HUKDSV
RQHSUREOHPZLWKWKLVPRGHOLVWKDWDUWLVWVUHTXLUHFXUDWRUVWRLQWURGXFHWKHLU
work to this platform to gain distribution in this manner.28
As an artist-curator, I am interested in artists politicising their production
practices instead of creating a saleable version of their artwork. The artists
of the aforementioned projects decided to use their projects to determine
the conditions of distribution and participation, rather than working with
a gallery, buyer or platform for distribution. They utilized the website and
WKH¿QDQFLDOWUDQVDFWLRQWRIRUFHWKHXVHUWRFRQVLGHUWKHLUUROHDVFRQVXPHU
of supposedly free culture. Although projects like etoy and Ten Thousand
Cents PD\ UHTXLUH YLHZHU NQRZOHGJH RI WKH SURFHVVHV DQG FRQGLWLRQV RI
production in order for viewers to understand its politics of representation,
it nonetheless demonstrates a deviation from the usual course of creating
a gallery-ready object for sale.

27 untitled (Michael Manning, 2011). Available at:
https://lh3.googleusercontent.com/-MXdLen_cmzc/TjoraCnpA2I/AAAAAAAAAj8/vPKuCs3YZjQ/s300/313_sculpture.gif,
date of access Dec. 23 2014.
28 #mm: At the end of 2014 we can say that the last C.R.E.A.M. exhibition curated by Lindsay Howard
took place in April 2012. AMP thus feels like another great but suddenly stagnating project in the world of
Net art exhibitions (as with the excellent informational portal and directory netartnet.net and others).

Conclusion
,QWKLVVWXG\,KDYHLGHQWL¿HGPXOWLSOHZD\VLQZKLFKQHWDUWLVWVDQGFXUDWRUV
have negotiated with traditional modes of exhibition and distribution. Beyond
notions of authenticity and simulation, digital reproduction allows a concept to
H[LVWYDULDEO\DQGWUDQVIHUDEO\:KHQDZHEEDVHGYHUVLRQPD\QRWQHFHVVDULO\
last forever as technologies obsolesce, the conversion of a digital into an analogue
object allows it to enter the dialogue of mainstream contemporary art.
In my survey of past and present practices of Net art exhibitions and sales,
LW DSSHDUV WKHUH DUH QR VWDQGDUG SUDFWLFHV IRU WKH FRPPRGL¿FDWLRQ RI 1HW
art. Some net artists have exhibited physical analogues of web-based work
in order to enter the gallery system and to leverage their personal branding.
0HDQZKLOH FHUWL¿FDWHV RI DXWKHQWLFLW\ DQG DUWLVW FRQWUDFWV IRU H[KLELWLRQV
adhere to more traditional modes of art dealership. Self-organized, DIY
practices in both online and physical spaces allow emerging artists to
experiment with alternative exhibition formats. However, curators and artists
need to be wary of the conditions of production and presentation. Inevitably
even the most ad-hoc of projects (such as BYOB) become institutions when
appropriated to gallery systems.
8OWLPDWHO\ LQ LWV PRYH IURP VFUHHQ WR JDOOHU\ DQG EDFN  ZHEEDVHG DUW
takes on multiple dimensions of social and cultural value. Peer-validation
and node-to-node sharing of media continually determines vernacular
approaches to its spatialisation and monetisation. In 1988 Bill Nichols
SUHGLFWHG³7KHFRQVHTXHQFHRIV\VWHPVZLWKRXWDXUDV\VWHPVWKDWUHSODFH
direct encounter […] is a fetishism of such systems and processes of control
themselves.” (632) In the shift from physical to digital processes of producing
art, the process of engagement has become both product and fetish for the
cybernetic subject. It is the potential for mediated belonging and participation
which determines the consumptive appeal of websites like GIF MARKET
DV D SODWIRUP RI PRQHWLVLQJ DQG DOVR FULWLTXLQJ HFRQRPLHV RI YLVXDO
FRQVXPSWLRQ :KLOH WKHUH VKRXOGQ¶W EH DQ DEVROXWH RSHQVRXUFH SROLF\29
for distributing web-based art, artists who are aware of the operations and
FRQVWUDLQWVRI,QWHUQHWVHUYLFHVPLJKWEHQH¿WWKHPRVWIURPDFNQRZOHGJLQJ
it in their work.
From the screen to the gallery, media objects become objects and installations
and then documentation. It is likely that a greater potential for the viewing
DQGFRQVXPSWLRQRI1HWDUWRFFXUVGXULQJDSULYDWHVXU¿QJH[SHULHQFHEXW
the spatialisation of Net art inspires new ways of looking at art beyond the
FRQ¿QHVRIDVFUHHQ3HUKDSVDXUDDQGDXWKHQWLFLW\DUHHYHQRXWGDWHGLGHDV
ZKLFK HYDOXDWH WKH H[KLELWLRQ DQG VDOHV RI XELTXLWRXV DQG UHSURGXFLEOH
media objects. As Michael Betancourt observed, the notion of aura is
DVRFLDOO\FRQVWUXFWHGFRQFHSW:KLOHWKHFLUFXODWLRQRIDUWRQPHGLDVKDULQJ
platforms30 reinforces its exhibition value, and community reaction on social
networks enhances its cult value, artists and curators should consider all
possible contexts of distribution and exhibition before versioning or selling
a web-based artwork.
PP8QLYHUVDODFFHVVZLWKIUHHOLFHQFH$OVRD³VRIWZDUHIRUZKLFKWKHRULJLQDOVRXUFHFRGHLVPDGH
IUHHO\DYDLODEOHDQGPD\EHUHGHVWULEXWHGDQGPRGL¿HG´ .KROHLI 
PP$V)DFHERRN'HOLFLRXV*7XPEOUHWF
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It may be possible to make an argument for the monetisation of Net art
by comparing it to the social capital and the monetary value of the social
networks it is shared within. The Million Dollar Homepage wasn’t made
with artistic intentions, but the combination of context (advertising) and
form (website) attracted many businesses to buy advertising space on the
website. Likewise, Michael Betancourt observed: “…digital works with the
µDXUDRILQIRUPDWLRQ¶LPSO\DWUDQVIRUPDWLRQRIREMHFWVWRLQIRUPDWLRQ>«@
XQGHUVWDQGLQJ WKH VSHFL¿F VWUXFWXUH RI GLJLWDO DUW PDNHV WKH IRUP RI WKH
µGLJLWDODXUD¶PXFKPRUHH[SOLFLW´
The integration of monetisation into the process of art production allows
YLHZHUV WR FRQWHPSODWH WKH VLJQL¿FDQFH RI H[KLELWLQJ DQG RZQLQJ D SLHFH
RI1HWDUW:LWKRXWSODQQLQJDFRQWH[WDSSURSULDWHWUDQVODWLRQRIPHGLDLQ
physical space, web-based media run the risk of losing their “digital aura,”
RU WKHLU UHIHUHQFH WR ZHE FXOWXUH DQG LWV FRQÀLFWHG VXEWH[WV RI DJHQF\ DQG
control. In other words, Net art that no longer looks like Net art in a gallery
would be literally Post-Internet—when web-based art looks ahistorical of the
digital era.

First published in English as Chan, Jennifer. “From Browser to Gallery
DQG%DFN 7KH&RPPRGL¿FDWLRQRI1HW$UW±´Pool. N.p.,
1RY:HE'HF
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Notes on Post-Internet
-HQQLIHU&KDQ_

1. The “Post-Internet” condition
, ¿UVW KHDUG RI WKH WHUP 3RVW,QWHUQHW LQ  RQ *HQH 0F+XJK¶V Post
Internet blog on 12292009a.com.1 The term was introduced in 2008 by
Marisa Olson, to describe the invaluable nature of the Internet and its
LQÀXHQFH RQ HYHU\GD\ OLIH DQG VXEVHTXHQWO\ WKH SUDFWLFH RI DUW 7KH WHUP
KDGDOUHDG\DSSHDUHGLQ/HY0DQRYLFK¶VGH¿QLWLRQVRISRVWPHGLDDHVWKHWLFV
in 2001.27KHV\QWDFWLFDQGVHPDQWLFTXDOLWLHVRISRVWDUHLQWHUFKDQJHDEOH
with postmodernism in the meaning of in reaction to, after, in the style of,
or an extension of the Internet (Olson). Soon, emerging artists and writers
IURP1RUWK$PHULFDDQG:HVWHUQ(XURSHDVVLGXRXVO\SXWIRUZDUGWKHRULHV
on what Post-Internet art could look like.3 The term Post-Internet does not
purport that the Internet is obsolescent. In fact, there are many overlapping
interests between Internet art, Post-Internet, and the New Aesthetic—ideas
that have developed conterminously due to the artistic use of the Internet
as a mass medium, and the translation of its underpinning of ideas into
physical spaces.
New media art is a larger genre and it encompasses art practices taking
place at the intersection of technologies once considered new— radio and
analogue video, and interactive installation and Internet art. Internet art
(or Net art) employs the networked, decentralized structure of the Internet
as both a medium and an environment. In the 1990s, its early practitioners
commonly referred it to as Net.art. Post-Internet is a term often ascribed
to contemporary art and web-based work that has appeared online since
²GLJLWDO DUW WKDW¶V EHHQ ³WUDQVODWHG´ LQWR JDOOHU\ VSDFHV DQG LQIRUPDO
exhibitions at bars, cafes, nightclubs, and other venues (Quaranta, “13. Lost
in translation“). For art writers like McHugh, Post-Internet art involved
a departure from the technological specificities of new media celebrated
E\QHZPHGLDDUW³'LVVROYHWKHFDWHJRU\RIµQHZPHGLD¶LQWRDUWLQJHQHUDO
by creating work that has one foot in the history of art and another foot in
the experience of network culture […] As the work mutates itself to become
more like art world art, the work mutates art world art to become more like
WKH,QWHUQHW´ 0F+XJK 
I was initially confused by McHugh’s blog and its attempt to synthesize the
practices of artists whose works existed online or dealt with Internet culture,
but had no aesthetic cohesion or conjoined politic. This post-media logic is
10F+XJK¶VEORJZDVDJHQHULF:RUG3UHVVZHEVLWHORFDWHGDWKWWSDFRPEXWLWLVQRORQJHU
active. A book that compiles all the blogposts he wrote has been published under the title Post Internet, see
McHugh.
2 “Post-media aesthetics needs categories that can describe how a cultural object organizes data and
structures user’s experience of this data […] Post-media aesthetics should adopt the new concepts,
metaphors and operations of a computer and network era, such as information, data, interface […] rip,
FRPSUHVV>«@:HFDQXVHWKHVHFRQFHSWVERWKZKHQWDONLQJDERXWRXURZQSRVW>@GLJLWDOSRVWQHWFXOWXUH
and […] culture of the past.“ See Manovich.
37RQDPHDIHZDUWLVWVZULWHUVDQGFXUDWRUV*HQH0F+XJK 86 .DWMD1RYLWVNRYD 1/ .DUL$OWPDQQ 86 
/RXLV'RXODV 86 %UDG7URHPHO 86 $UWLH9LHUNDQW 86 +DUP9DQ'HQ'RUSHO '( 

EHWWHUVXPPHGXSE\$UWLH9LHUNDQW¶VWUHDWLVHRQWKHYDULDEOHGLJLWDO¿OHDVDQ
LGHDZLWKXQ¿[HGDQGPXOWLSOHPRGHVRISUHVHQWDWLRQLQThe Image Object
Post-Internet$-3(*FRXOGH[LVWDVD3')¿OHDSULQWRUDQLPDJHREMHFW
VXFK DV D ' SULQW RI WKH ¿OH¶V LQIRUPDWLRQ4 Although fascinating when
viewed altogether in a series, I found the literal translation from digital
and physical formats conceptually unsatisfying, since the viewer cannot see
the artist’s “hand,” nor can they understand the artist’s relationship to the
technology at hand (Heidegger).
Thus, I want to explore the Post-Internet condition, which is as much about
the existential and ethical dimension of art making online, and the creation
RIVXUSOXVYDOXHDURXQGLWVHɣHFWVDVLWLVDERXWWKHSROLWLFVDQGDQ[LHWLHVWKDW
exist around so-called Post-Internet art practices.
2013 saw a reconsideration of what Post-Internet meant; this was primarily
sparked, in some part, by the panel Post-Net Aesthetics organized by
Rhizome at the Institute of Contemporary Arts in London. As I watched three
FXUDWRUVDQGRQHDUWLVWGHEDWHZKHWKHUWKHWHUP¿WLWVDVFULEHGUHODWLRQVKLS
to the postmodern, I saw a certain disjunction between the theorisation and
practice of Internet art. Curators and theorists seem to report on general
SDWWHUQV LQ WKH VFHQH :KLOH FHUWDLQ DUWLVWV HPSOR\ WKH ZHE¶V GLVWULEXWLRQ
systems decisively for art distribution, others use the Internet as a sketch
ERRNZLWKOLWWOHLQWHQWWR¿JXUHRXWWKHLUQH[WPRYHV6RPHXVHUVRQO\XVH
WKHLU )DFHERRN ZDOOV WR VKDUH DUW QHZV DQG IRU VHOISURPRWLRQ RWKHUV ¿OO
WKHLUIHHGVZLWKVDUFDVWLFDQGTXHVWLRQDEOHVWDWXVXSGDWHV
8VLQJ 7XPEOU >6XUYLYDO 7LSV ] to archive an artist-blogged ecology of
images with little or no verbal discourse, Katja Novitskova compiled the printed
book, Post Internet Survival Guide, which considered all media as artefacts.
Concerning the project, which also manifest as an installation-exhibition, she
writes: “The collective practice of Internet-aware blogging and art has been
evolving a new language to imagine […] In this world—which is being tagged
as Post[-]Internet—the Internet is an invisible given, like roads and trees […]
The notion of a survival guide arises as an answer to a basic human need to
cope with increasing complexity. In the face of death, personal attachment and
confusion, one has to feel, interpret and index this ocean of signs in order to
survive” (Novitskova).
In contrast to personal homepage web rings of 1990s Net.art, which were
also shared on e-mail listservs, the distribution of Post-Internet art heavily
relies on social networking platforms: aleatory updates on Twitter, image
DJJUHJDWLRQ RQ 7XPEOU ZHEFDP YLGHRV RQ <RX7XEH *,)V RQ *RRJOH
Everything culminates in a half-serious professional art persona on
)DFHERRN²IRU DUWLVWV SURIHVVLRQDO DQG SHUVRQDO VSDFH KDV FRQÀDWHG PRUH
than ever before.

4 “Artists like Oliver Laric […] present multiple variations of the same object […] Versions exists as:
µDVHULHVRIVFXOSWXUHVDLUEUXVKHGLPDJHVRIPLVVLOHVDWDOND3')DVRQJDQRYHODUHFLSHDSOD\DGDQFH
URXWLQHDIHDWXUH¿OPDQGPHUFKDQGLVH¶>«@(YHQLIDQLPDJHRUREMHFWLVDEOHWREHWUDFHGEDFNWRDVRXUFH
the substance (substance in the sense of both its materiality and its importance) of the source object can no
longer be regarded as inherently greater than any of its copies“ (Vierkant). See also Laric.
PP7KHSDQHO³3RVW1HW$HVWKHWLFV´ZDVKHOGLQ/RQGRQRQ2FWREHU9LGHRUHFRUGLQJ
DYDLODEOHDWKWWSQHZOLYHVWUHDPFRPDFFRXQWVHYHQWV. Date of access Dec. 18 2014.
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7KLVSDUWLFXODUFXOWXUDOPRPHQWLVGH¿QHGE\GLJLWDOLGHQWLW\IRUPDWLRQWKDW
vacillates between two extremes: careful self-curation and “indiscriminate
over-sharing” (Easwar). The popularity and convenience of existing social
media platforms has led to their use as an art medium and environment.
Some practices that emerged from this have been performance for the
webcam (Jeremy Bailey), satirical documentation of art as social practice
(The Jogging), sculpture about documentation (Rachel de Joode),
anonymous avatars (LaTurbo Avedon), aggregation of online images as
art (Kari Altmann’s r-u-ins.org), GIFs as a performance medium (Jesse
'DUOLQJ DQG¿OHVFRQYHUWHGLQWRVFXOSWXUHV $UWLH9LHUNDQW 3RVW,QWHUQHW
art can ultimately be interpreted as a philosophical translation of online
culture and practices into the physical world.

2. Post-Internet is the bastard child of Net.art and contemporary
art
Post-Internet practices are characterized by hybridity and hyper-mediation
of existing genres, platform-oriented activity, slippage between the formal
RXWSXW RI GLJLWDO DQG SK\VLFDO HQYLURQPHQWV DQG WDFWLFDO ZHE VXU¿QJ
(Cloninger). If social capital comes from the practice of taste-making
(compiling images instead of making them), artists who have been called
post-Internet artists can be considered alchemists. They take stock of
the rubbish heap of net history. They turn shit into gold by compressing
and decompressing digital artefacts, by rehashing them into something
informative, intellectually abstract, and visually elegant.
Regressive is progressive. It’s easier to play the old game than revolt without
WKHUHVRXUFHVRUUHDOLW\WKDWZLOODOORZ\RXWRUHVLVW&RPPRGL¿FDWLRQRIDUW
and everything surrounding it is the rule, not the exception. Initiative is both
VHOILQWHUHVWHGDQGLGHRORJLFDO:ULWHRUFXUDWHWROHYHUDJHDQHZKLHUDUFK\
in which you yourself can have a place, or something like that. Everything
has been done; you can only do it better. Everything is a remix. “Hybridize
or disappear,” warns Oliver Laric in Versions (2012), the third of a series of
YLGHRVRQWKHXELTXLW\RIDSSURSULDWLRQ
Spatialize the web as a large sculpture of a logo, or maybe a 3D print. Create
D XQLTXH ,QWHUQHWLQVSLUHG H[SHULHQFH²DQ LQVWDOODWLRQ RU D OLYHVWUHDP
performance. Learn to do bad well. Appropriate rotating 3D objects, stock
photography, transitional HTML, video essays, and fake watermarks to
GHPRQVWUDWH VHOIUHÀH[LYH DZDUHQHVV RI WKH PHGLXP 0DNH HQGV PHHW E\
selling CafePress pillows of Photoshop paintings. Corporate aesthetics and
VWHULOHPLQLPDOLVPDUHVXLWDEOHIRUGRFLOHSXEOLFLQVWDOODWLRQVGHVLJQRɤFHV
and apartment lounges. Start a self-contained GIF store with PayPal buttons,
or an ironic Etsy account—but sell the products for real, or you might not get
DQ\WKLQJIRU\RXUFRQVLGHUDEOHHɣRUWV
'XFKDPS WRRN D XULQDO DQG VLJQHG LW Rɣ DV KLV RZQ SRVW,QWHUQHW DUWLVWV
ironise authorship using hokey watermarks and computer voiceovers in video
essays—the rebellious gesture of I can do this too by artists who hold little
UHYHUHQFHIRUWKHLUV1HWDUWSUHGHFHVVRUV$QGZK\VKRXOGWKH\":KDW
does the formalist browser-based work of white men and women pecking at

WKHLUFRPSXWHUVLQKDYHWRGRZLWKPH"<RXUFDQRQZDV'DGD:DUKRO
DQG 'XFKDPS PLQH LV &DQWRSRS 3RNpPRQ DQG ER\V SHUIRUPLQJ FRYHU
VRQJV 6DOYDJJLR :K\PDNHDUWWKDWORRNVOLNHDQGUHVSRQGVWRDUWWKDWLV
RYHUIRUW\\HDUVROG":K\QRWPDNHDUWWKDWUHVSRQGVWRRQOLQHWKLQJVWKDW
matter to me now?

3. Bored together
8QOLNH V 1HWDUW 3RVW,QWHUQHW SUDFWLFHV RIWHQ H[SORLWHG WKH ZHE¶V
decentralized, commercial properties to communicate with users and
corporations. Many works were peer-responsive, profoundly cute and
personal (for example, Parker Ito and Caitlin Denny’s curatorial project,
JstChillin, Ryder Ripps’s dump.fm, Computers Club collective, and John
Transue’s New Age Addiction.com  :KDW ZDV PRVW HQMR\DEOH WR ZLWQHVV
online was the informality and adventure, and the pleasure young artists
took in creating contexts where their work could exist away from galleries
and museums, in a naively utopian manner. These optimistic tendencies
concerning Net art were not unlike their 1990s precedents, but possessed
little, if any, critical backbone in relation to the political implications of
H[LVWHQFH RQ DQ\ QHWZRUN /DWHU HɣRUWV ZHUH PDGH E\ /RXLV 'RXODV¶
Pool—a platform for “expanding and improving the discourse between
RQOLQHDQGRɥLQHUHDOLWLHVDQGWKHLUFXOWXUDOVRFLHWDODQGSROLWLFDOLPSDFW
on each other. ”This platform was short-lived, only updated intermittently,
DQGUHVHPEOHGD:RUG3UHVVEORJ%XWLWSURYLGHGDFRQVROLGDWHGDFDGHPLF
space for grad students, curators, emerging artists, and academic artists to
SURPRWHZULWLQJDERXWDUWDQG,QWHUQHWFXOWXUHDIWHU:HE
1HWDUW KHDY\ZHLJKWV ZHUH DOZD\V PRUH PHGLXPVSHFL¿F DERXW WKH XVH RI
the Internet and computer technologies. Artists like Jodi were concerned
with fucking with the desktop and the browser, undercutting traditional art
distribution systems, and creating new systems to share and make art (for
example, Cornelia Solfrank’s Net Art Generator and RTMark as a web-based
corporate-sabotage collective). Instead, Post-Internet practice navigates
ZLWKLQ SRSXODU V\VWHPV WR SURGXFH H[SHULHQFHV WKDW FHOHEUDWH DQG FULWLTXH
(or more so, laugh at) the role of the Internet in everyday life.
Soon, apartment gallery Net art exhibitions began taking place in Chicago,
Amsterdam, New York, and Berlin. DIY spaces such as Reference Gallery
(Virginia), Future Gallery (Berlin), 319 Scholes (New York), and later
Transfer (New York), popped up as Post-Internet friendly venues. Galleries
such as Future and Transfer became part-commercial in their distribution
LQRUGHUWR¿QGDPDUNHWIRUcontemporary cues in Post-Internet art. Their
DSSURDFK WR H[KLELWLRQV GLɣHUHG IURP ORQJVWDQGLQJ QHZ PHGLD JDOOHULHV
such as HTTP (London), InterAccess (Toronto), bitforms (New York),
and festivals such as SIGGRAPH and Transmediale, which had a history
of showing comparatively studio-based new media art practices; robotic
sculptures, interactive installations, and browser-based projects—art concerned with the way technology works. Artists then started exhibitions as
informal franchises: Bring Your Own Beamer consisted of multi-projector
exhibitions that took place in large warehouses and gallery spaces;
,QWHUQHWFDIpSpeed Shows became novel ways to exhibit work for a large
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peer group.6 It appears that even if Net.art’s original impetus was to create
art outside institutional control, new media artists today are re-prioritising
the role of physical exhibitions as career moves and meeting grounds.

4. Net art: the theory game
Internet art in media art histories, considering the broader struggle for Net
art to be viewed as an autonomous, yet contemporary genre:

x The historian’s approach: Net.art was never part of mainstream
contemporary art. Net.art should retain its anti-institutional ethics
and stop conforming to the mores of the contemporary, which are
XOWLPDWHO\FRQVHUYDWLYHDQGSUR¿WGULYHQ7

x The commercial gallerist’s perspective: Net art is new and shiny. It’s
the next Pop art. (Holmes)

x The non-new media art critic: Net art (and new media art) are terms
that should be retired in favour of newer, relevant terms like web art
or social media art.8

x The net veteran’s reprieve: real Net art (Net.art) is dead. Long live
Net.art. (Lialina, “Net Art Is Not Dead”)
If new media art has never been fully accepted into mainstream contemporary
art, as Ed Shanken has observed, a confounding parallel is that new media
art communities never wholly embraced Post-Internet art. Older generations
of net.artists felt emerging net artists were wholly subsumed to Facebook’s
centralized mechanisms of socialisation. There are three kinds of bad art
criticism that are usually applied to contemporary art. This is the same
criticism that the notion of Post-Internet usually faces:
x “It’s trendy” is a sceptic’s retort—as Marisa Olson and Marc Garrett have
observed, the art academy harbours conservative attitudes to the artists
it selects for intellectual discourse.9 Academics are hesitant to critically
invest in young, emerging practices; they recourse to pre-mainstream
DQG$OLVWQDPHVDVWH[WERRNH[DPSOHV²OHVWWKHDUWLVWTXLWVLQ¿YH\HDUV
and their PhD thesis will be worthless.
6 Bring Your Own Beamer (http://www.byobworldwide.com) is a series of global multi-projector
installation exhibitions with web-based works, and was initiated by Rafaël Rozendaal in 2010. Speed
Show (http://speedshow.net/), an exhibition of web pages on multiple computers that often took place at
,QWHUQHWFDIpVZDVLQLWLDWHGE\$UDP%DUWKROOLQ
7 “One of the key contributions NMA [new media art] can make to art […] is in drawing attention to and
FRQWHVWLQJWKHVWDWXVTXR>«@FKDOOHQJLQJWKHPXVHXPVDQGJDOOHULHV>«@DVWKHSULYLOHJHGVLWHVRIH[KLELWLRQ
and reception. If NMA lies down and accepts assimilation on the terms of MCA [mainstream contemporary
art], then much of its critical value will have been usurped” (Shanken).
8%HQ'DYLVFRQVLGHUVQHZPHGLDDUWDQHUURQHRXVWHUPWRDSSO\WRDUWZRUNWKDWLQYROYHVWKHVSHFL¿FXVHRI
social media and online platforms. See Davis.
9 “Scholars forbid or aggressively dissuade their pupils from writing about hitherto unknown (i.e. pre-canonized)
DUWLVWVZKLFKKDOWVSURJUHVVVWXQWVHJRVDQGÀDJHOODWHVWKHQRWLRQRIRULJLQDOUHVHDUFKHYHQDVLWWUDGLWLRQDOO\
purports to call for it” (Olson, 62). “…[theorists of media art culture] tend to rely on particular theoretical canons
and the defaults of institutional hierarchies to validate their concepts. Also, most of the work they include in their
research is either shown in established institutions and conferences […]. It only serves to […] enforces a hierarchy
that will reinforce the same myopic syndromes of mainstream art culture“ (Garrett).

x This “has been done” is a comment that comes mostly from new media
art critics and historians.10 Everything’s been done, but with regards to
the under-recognized and insular histories of Net art, a gallery-going
public doesn’t know about what has currency on the Internet, let alone
the history of Net art.
“It is lazy.” In regards to the abundance of amateur-looking work, kitsch
is part and parcel of Internet culture, if not employed with new interest
“nostalgically” by those who were not there to fully experience the early
web—as Olia Lialina noted:
Amateur style [Geocities 1996]11 was once the mainstream. Ridiculed and almost erased
LQWKHYHU\ODWHVLWFDPHEDFNWRWKHSXEOLF¶VDWWHQWLRQGXULQJWKH:HEZDYH
7KRXJK WKH RULJLQDO DPDWHXU FXOWXUH ZDV YHU\ GLɣHUHQW IURP :HE  PDQ\ RI LWV
elements survived and in today’s web carry the meaning of a close, true relationship
EHWZHHQXVHUVDQGWKHLUPHGLXP7KH9HUQDFXODU:HELVDUHFRJQL]HGSKHQRPHQRQ
(Laliana, “Prof. Dr. Style”).

Rejection of this is symptomatic of a colonial attachment to the ideas of “great
art history,” of sterile minimalism, of heroic abstraction, and of conceptually
oriented text-based work.

5. The anxiety of Internet art
The demographic most commonly declared “digital native” are in fact digital
nomads. Overeducated and underpaid digital creatives work on laptops in
FRɣHH VKRSV SXEOLF OLEUDULHV HOHFWURQLF DUW IHVWLYDOV DQG DLUSRUW ORXQJHV
(Snead). In an era where working from home has become popular for web
developers and pro-bloggers (even independent curators), the advent of the
treadmill desk and ironic tracksuit-touting is symptomatic of the need to
condition oneself as a multi-talented, charismatic digital creative—one that
updates athletically (Troemel). This is the anxiety of Internet art: if you stop
contributing, you will be forgotten. Participate to relieve the fear of missing
out, and the loss of meaning and agency over self-representation. Participate
for want of being discovered through reblogs and linkshares (but not
/LQNHG,Q 3RVW,QWHUQHWDUWLVIULYRORXV¿FNOHDQGGDQG\EXWHYHQSDUW\LQJ
is hard work. You have to prepare yourself, look your best, have energy to
dance, and make enough money to pay for cabs and coatchecks.
,Q$PHULFDPRXQWLQJVWXGHQWGHEWSDUWWLPHFRQWUDFWMREVODFNRIEHQH¿WV
XQDɣRUGDEOH KHDOWK LQVXUDQFH VORZ WXUQRYHU RI JDOOHU\ MREV DQG UDUH¿HG
full-time teaching positions force new media artists to adapt to the demands
of the traditional art world. In Canada and the Netherlands, budget cuts to
state-funded art economies mean artist-run centres and publicly funded
new media galleries have shut down. It’s not as if there is no market interest
LQ1HWDUW3KLOOLSVDQG7XPEOU¶VMRLQWLQLWLDWLYHRQWKH¿UVWHYHUGLJLWDODUW
auction demonstrated that there is a burgeoning interest in work by net
10³«HDUO\1HWDUWKLVWRU\DQWLFLSDWHGWKHVRFLDOO\LQWHUFRQQHFWHGµVHFRQGOLYHV¶RIWKHQHZJHQHUDWLRQRI
[n]et artists for whom the digital is but an extension of their body’s functionality as it navigates the network
culture” (Amerika).
PP6HHWKHWH[WÄ,QWURGXFWLRQWRWKH3DVWDQG3UHVHQWRIWKH:HE´E\0DWČM6WUQDGLQWKLVSXEOLFDWLRQ
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DUWLVWVZKRFUHDWHHGLWLRQHGSK\VLFDOYHUVLRQVRIWKHLUZRUN Ä3DGGOHV2Q³ 
Meanwhile, lesser-known artists have turned to perks-driven crowdsourcing
to self-fund projects (Cushing). It’s a precarious time.
After four unpaid internships, one admin job, and two teaching assistant
positions, I have accrued a network of over eight hundred transactional
relationships, but probably only talk to twenty people regularly on Facebook.
Those of us who have worked in the bottom rungs of art administration know
WKDWWKHFXUDWRUVDQGMXU\FRPPLWWHHVZKRGHDOZLWKLQÀX[HVRIDUWZRUNIURP
RSHQFDOOVÀLFNHɣRUWOHVVO\WKURXJK-3(*VDQGRQOLQHVXEPLVVLRQVZLWKRXW
reading artist statements or CVs. Artists can no longer wait to be discovered.
New media artists like myself are writing and curating to create cultures of
work and exhibitions away from the ad agency and the museum. This is not
because we object to the museumization of Net art (to help mostly unpaid
artists to make money from their labour is a good thing). But the museum,
nor the auction house, has yet to completely adapt to the informalities and
ethics of new media culture.

6. Riding the wave: from prosumption to subsumption
As a contingency of online influence (likes, shares, and reblogs), initiatives
to coolhunt and instrumentalise the newest wow-factor art projects and
digital creatives into the machine of lifestyle branding were started by
The Creators Project (a joint initiative by Vice and Intel) and the lesser-known DIS Magazine. The two websites offer artists an outreach to
online publics and tweens outside their most immediate communities.
DIS Mag, how I love and loathe thee. You are the seamless integration of
fashion and criticism with Net art in the form of a lifestyle website that
RɣHUVKLSIDVKLRQJXLGHVPL[WDSHVDQGDUWLVWFRPPLVVLRQHGSKRWRVHULHV
I wish I started you, DIS Magazine.
Artist-as-brand and artist-as-user. I am a cannibalistic voyeur; I produce
as fast as I consume. Deskilling is a stylized practice. Amateurism is no
longer degenerate; amateur-looking art is “culturally aware,” or vernacular.
Information and stylized experience has become the primary commodity;
UHVNLOOLQJ LV QHFHVVDU\ LQ RUGHU WR ¿W LQ IUHHODQFH ZRUN 7KH FRQÀDWLRQ RI
work and play time, through the predominant use of networked devices, goes
hand-in-hand with Steven Shaviro’s ideas of intrinsic exploitation:
… everything in life must now be seen as a kind of labour: we are still working, even
ZKHQZHFRQVXPHDQGHYHQZKHQZHDUHDVOHHS$ɣHFWV>«@IRUPVRINQRZKRZDQG
of explicit knowledge, expressions of desire: all these are appropriated and turned into
VRXUFHV RI VXUSOXV YDOXH :H KDYH PRYHG IURP D VLWXDWLRQ RI H[WULQVLF H[SORLWDWLRQ
in which capital subordinated labour and subjectivity to its purposes, to […] intrinsic
exploitation, in which capital directly incorporates labour and subjectivity within its
own processes (Shaviro).

'LJLWDOODERXUH[LVWVLQSDUWGXHWRWKHFRPPRGL¿FDWLRQRIQRQZRUNWDVNV
LQWKHORJLFRIH[SHULHQFHEDVHGVRFLDOQHWZRUNLQJ:ULWHFXUDWHEORJFKDW
FRPPHQW:LWKHYHU\LQWHUDFWLRQ\RXUSOD\WLPHLVWKHFRUSRUDWHQHWZRUN¶V

JROGPLQH 0DUZLFN 8QGHU3RVW,QWHUQHWFRQGLWLRQVDUWLVWVPXVWFDSLWDOL]H
on boredom, busyness, and procrastination, while working for free and
undertaking relevant internships and community-building endeavours. For
example, you are relevant if you speak the language of academic currency
that fuels term wars over Net art, Net.art, Post-Internet, New Aesthetic,
³H[SDQGHG SUDFWLFHV´ DQG DOO WKH UHVW 8OWLPDWHO\ WKHVH WHUPV DOO KDYH
overlapping goals: the artistic use of the Internet as a mass medium and the
translation of its content into physical space.
New media artists play a multitude of roles in the cultural sphere:
administrators, organizers, web developers, technicians, teachers, gallerists,
and baristas. The most invisible and mundane is that of the user and
SURVXPHU /LDOLQD ³7XULQJ &RPSOHWH 8VHU´  +LVWRULFDOO\ LPSOLFDWHG
as a stupid, function-oriented consumer, Olia Lialina describes the
contemporary user as a universal agent who adapts existing technologies
WR IXO¿O VSHFL¿F LQGLYLGXDOL]HG QHHGV 'LJLWDO ODERXU LQVLVWV WKDW XVHUV DUH
continuously functioning nodes, not humans. You exist to add to the stream,
regardless of information value.

7. There was never a Post-Internet movement
Fearing ghettoisation, many emerging artists denied the label Post-Internet
in favour of adhering to the category of contemporary. Post-Internet is
HYHU\RQHHOVHEXWPH,¶PDVSHFLDOVQRZÀDNHThe most aggressive critics of
Post-Internet art were artists who already operated from within and between
VSHFL¿F SODWIRUPEDVHG RQOLQH FRPPXQLWLHV 3RVW,QWHUQHW LV FRQVHTXHQWO\
more of a lens and a bad-ass attitude that became a bastardized aesthetic.
,Q D FULWLTXH RI ³+RZ 3RVW,QWHUQHW *RW /RVW´ ZULWHU DQG FXUDWRU %HQ
Vickers referred to the term premature canonisation due to its popularity
with art students and their valorisation of micro-blogging platforms. Their
emulation of post-net tropes would produce a homogenous, abundant
output of market-ready Net art.
:LWKQRXQLTXHJRDOVDQGXQL¿HGSROLWLFVWKHWHUPZDVFRRSWHGE\ZULWHUV
curators, and gallerists as shorthand for contemporary art inspired by the
Internet. Much of what appears in galleries makes little reference to the web
as an environment, but more often resembles contemporary-looking art
objects that cleverly recycle existing tropes from art history. Artie Vierkant’s
Image Objects look like Cory Arcangel’s Photoshop gradient prints, which
look like Rafaël 5R]HQGDDO¶V FRORXU ¿HOG ZHEVLWHV ZKLFK ORRN OLNH 3LHW
Mondrian’s paintings. Greek New Media Shit and false documentation of art
objects invoke satire about satire DGLQ¿QLWXPSURGXFLQJDQLQ¿QLWHSDUDGH
of clever and conceptual art jokes (Sterling). Internet art has reached its peak
irony, a navel-gazing void of peer-responsive artistic in-jokes and hopeless
stabs at being earnest. It’s the newish term artists love to hate—something
embarrassing and technologically dandy about Internet art in the late-2000s.
Jaakko Pallasvuo demonstrates these ambivalent artistic tendencies in
+RZ7R,QWHUQHW, the [fourth] in a series of instructional videos that employ
DVOLGHVKRZDHVWKHWLFWRFULWLTXHWKHVRFLDOKLHUDUFKLHVWKDWH[LVWLQRQOLQH
and contemporary art worlds:
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+2: 72 67$1' 287 ,1 $1 (1'/(66 675($0 2) ,1)250$
TION? […] BINGE ON [1990s]323&8/785($1'+70/385*(
&203/(;,7<(0%$55$660(17$1'6$'1(66>«@),1'<285
326,7,21%(7:((1/,*+71,+,/,60$1'7(&+12237,0,60
$//8'(72&5,7,&$/7+(25,(6%87'21¶7&200,7727+(0
DON’T ENGAGE POLITICALLY. APPROACH POST-EVERYTHING
(Pallasvuo).

8. Life away from keyboard
³,¶PDXVHU,¶OOLPSURYLVH´
—Sam Flynn, TRON: Legacy (2010)
Just like white male ÀkQHXUV captivated by the sights and sounds of urbanized
cities and the now-banal train ride, my experiences in this world have been
irreversibly changed by the transience of late-night Google searches, the
HɣHFW DQG ZRQGHU RI ZDWFKLQJ SRUQ EHIRUH , ZDV HYHU RI DJH WR KDYH VH[
appreciating the best remixes of Taylor Swift songs, having self-educating
chats with older artists, and partaking in comment threads that go nowhere.
Post-Internet engulfs and transforms all kinds of wicked trends from high art
WRQLFKHFXOWXUHV,DPDFRPSXWHUL]HGVXEMHFWDJHQHULFXVHUZLWKVSHFL¿F
GHVLUHVWUHQGVXU¿QJDQGPDNLQJYDJXHDVVRFLDWLRQVZLWKHYHU\WKLQJ,¿QG
DQGNQRZ,I³WKH,QWHUQHWLVSHRSOH´DV%HQ:HUGPXOOHUVD\V,¶YHEHFRPH
hopelessly addicted and exhausted with my need for validation from people
I haven’t met. Each like and re-tweet prompts a slight rise in dopamine,
but soon online validation is not enough (Peck). Klout scores and Google
Analytics have no bearing on how well art sells. Old-guard gatekeeping
hasn’t changed. Net-famous artists still wonder why they did not make that
pavilion, that festival, that art fair.

9. Surviving Post-Internet
Given the conditions of accelerationist, networked capitalism, it’s hard
to be optimistic about making art online without feeling like a complete
drone. The best thing to do is to demystify these insidious systems of
distribution. No one wants to be a “noughties burnout.” How to sell, or
how-to-not-get-fucked-over-by- the-cultural-industry and the realities of
artistic coolhunting has never been taught in art schools. As long as artists
are in the race to adapt to the cult of the contemporary, we remain at the
mercy of collectors, museums, the art press, and the academy. Post-Internet
DUWLVWVZRXOGEHQH¿WIURPVKLIWLQJWKHLUSUDFWLFHVEH\RQGWKHFRPPXQLWLHV
surrounding social platforms to focus more on creating communities that
exist in physical proximity. If one of Post-Internet’s main principles is
LQYRNLQJWKHLQÀXHQFHRIWKH,QWHUQHWRQWKHSK\VLFDOZRUOGDQGLWVVRFLDO
relations, what we need is everything to be more IRL than the normal
SUDFWLFHVRIJDOOHULHVDQGPXVHXPV:HFRXOGDOVREHOHDUQLQJIURPRWKHU
web-based creative communities.

:HFRXOGORRNWRWKH*/7&+IHVWLYDO,WLVDPRYHPHQWRIDUWLVWVHGXFDWRUV
and technologists who self-organize festivals and workshops on glitch art
in Chicago, London, and Amsterdam.12 :H FRXOG FXUDWH *,) SURMHFWLRQV
alongside bar parties and performances as Toronto-based SHEROES fanatic
GIF parties have demonstrated.13 :H FRXOG KDYH PRUH IXQ ZLWK PDNLQJ
fun of art around each other, like global chapters of Art Hack Day and
'RUNERW:HFRXOGWHDFKSHRSOHWRPDNHUHPL[YLGHRVDV(OLVD.UHLVLQJHU
(popculturepirate.com) and Jonathan Macintosh (rebelliouspixels.com)
IURPWKHSROLWLFDOUHPL[FRPPXQLW\GR:HFRXOGKDYHUHDGLQJJURXSVDQG
potlucks, publish chapbooks, and enact live readings of each other’s works as
web-based, alt lit (alternative literature) groups have done.
$V D OHQV 3RVW,QWHUQHW LV QRW XQÀDZHG LQ LWV FODLPV DURXQG WKH ÀXLGLWLHV
DQG YDULDELOLW\ RI DUW SURGXFWLRQ EHWZHHQ RQOLQH DQG RɥLQH FRQWH[WV 7KH
art world is a white frat house, and most Post-Internet discussion has been
between the academically clustered Internet art communities in North
$PHULFDDQG:HVWHUQ(XURSH:LWKWKHHPSKDVLVRQSRVWLVPVFRPHVWKHLGHD
RISRVWUDFHDQGSRVWJHQGHU²HTXLWDEOHYLVLRQVWKH,QWHUQHWKDVQ¶WDFKLHYHG
MXVW\HW$QHZSUR¿OHGRHVQRWHTXDOQHZIROORZHUV%HQ:HUGPXOOHUZDUQV
“… you cannot install a social networking tool and assume that a network
will grow around it. You must either have another purpose, or an existing
network of people to plug into it. Either way, it’s also going to take a lot of
work: you need to lead by example, and participate heavily every day.”
:KLOH HDUO\ QHZ PHGLD DUW FRPPXQLWLHV ZHUH EXLOW RQ HWKLFV RI RSHQQHVV
and collaboration, surf clubs and platform-based practices prosper on the
QHSRWLVP DQG LQÀXHQFH RI RQOLQH DQG UHJLRQDO IULHQGVKLSV ,Q  WKH
Internet is not so democratic and neither is the art world. Privileges of access
to the art world come through unlikely cross-platform friendships with
critics, the academic blogger meritocracy, and follower-populism. Artists with
higher follower counts become aesthetic opinion leaders, soft-capitalising on
the attention of the right gallerists, art lovers, art students, and New Yorkers.
To base your art practice around any one platform is to submit yourself to the
VRFLDO KLHUDUFKLHV FUHDWHG E\ LPSUHVVLRQV RI LQÀXHQFH DQG SRSXODULW\ ZLWK
the communities you build and engage with.
Contemporary artists, curators, and critics today have a simultaneity of
LQWHUHVWV LQ WKH ,QWHUQHW¶V LQÀXHQFH RQ DUW SURGXFWLRQ DQG WKLV LV HYLGHQW
in the multitude of vocabularies that have formed around Net art. As Gene
0F+XJKREVHUYHG³:KDW6HWK3ULFHFDOOHGµ'LVSHUVLRQ¶:KDW2OLYHU/DULF
FDOOHG µ9HUVLRQV¶´ 0F+XJK   :KDW +LWR 6WH\HUO FDOOV circulationism,
which occurs as a contingency of decontextualized image ecology, Steven
Shaviro calls accelerationism, which prompts a historical and post-critical
viewership. Everything becomes focused on creating hype and momentum,
a divergent nomenclature to describe the same condition, and on creating
re-contextualized intensities of meaning where there are none within the
attention-competitive nature of hyper-mediation.

12 GLI.TC/H, 2010–present, see http://gli.tc.
13 Curated by Rea McNamara, SHEROES (http://fuckyeahsheroes.tumblr.com/) was a series of female
pop-icon-inspired events with artist-made gifs and homage performances that happened monthly at bars in
Toronto.
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Politics is the pursuit of power, and within Post-Internet art this is no less
evident in the migration of web-based practices to the ranks of the gallery
and museum. I’m not calling on net artists to sell out—after all, you could
only sell out if you sell every single one of your works. Since you are not dead,
your work is already “contemporary.” So do something meaningful with your
newfound art power. Stand for something.

First published in English in Kholeif, Omar, ed. You Are Here—Art After the
Internet. Manchester: Cornerhouse, 2014. 106–123. Print.
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Post-Internet
*HQH0F+XJK_6HSWHPEHU

1.
Post-Internet is a term I heard Marisa Olson talk about somewhere between
2007 and 2009.
7KH ,QWHUQHW RI FRXUVH ZDV QRW RYHU 7KDW ZDVQ¶W WKH SRLQW :KDW ZH
really mean to say is that the Internet changed and Post-Internet served as
shorthand for this change.
6R ZKDW FKDQJHG" :KDW LV LW DERXW RXU PHDQLQJ ZKHQ ZH VD\ WKH ,QWHUQHW
changed so drastically, that we can speak of Post-Internet with a straight face?
On a general level, the rise of social networking and the professionalisation of
web design reduced the technical nature of network computing and shifted the
Internet from a specialized world for nerds and the technologically-minded, to
a mainstream world for nerds, the technologically-minded and grandmas and
sports fans and business people and painters and everyone else. Here comes
everybody.
Furthermore, any hope that the Internet would make things easier, to reduce
the anxiety of my existence, was simply over—it had failed—and it was just
DQRWKHUWKLQJWRGHDOZLWK:KDWZHPHDQZKHQZHVD\WKH,QWHUQHWEHFDPH
not a thing in the world to escape into, but rather the world one sought
escape from… sigh… It became the place where business was conducted, and
bills were paid. It became the place where people tracked you down.

2.
Accompanying this change in what we mean when we say the Internet,
there was a change in what we mean when we say art on the Internet and
Post-Internet art served as shorthand for this change.
On a general level, the shift of the Internet to a mainstream world in which
A LOT of people read the newspaper, play games, meet sexual partners,
go to the bathroom, etc. necessitated a shift in what we mean when we say
art on the Internet from a specialized world for nerds and the technologically-minded, to a mainstream world for nerds, the technologically-minded
and painters and sculptors and conceptual artists and agitprop artists and
everyone else. No matter what your deal was/is as an artist, you had/have to
deal with the Internet—not necessarily as a medium in the sense of formal
aesthetics (glitch art, GIFs, etc.), but as a distribution platform, a machine
IRUDOWHULQJDQGUHFKDQQHOOLQJZRUN:KDW6HWK3ULFHFDOOHG³'LVSHUVLRQ´
:KDW2OLYHU/DULFFDOOHG³9HUVLRQV´
Even if the artist doesn’t put the work on the Internet, the work will be cast
into the Internet world; and at this point, contemporary art, as a category,
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was/is forced, against its will, to deal with this new distribution context, or
at least acknowledge it.
Acknowledge is key here. It’s not that all contemporary artists must
immediately start making hypertext poetry and cat memes, but somewhere
in the basic conceptual framework of the work, an understanding of what the
Internet is doing to their work—how it distributes the work, how it devalues
the work and revalues it—must be acknowledged in a way that one, such as
the market, would acknowledge. It is what Guthrie Lonergan called Internet
Aware. To not do this would not be a sin (obviously most artists don’t care
about the Internet at all and won’t start caring anytime soon; similarly, most
artists probably don’t want to consider the market), but that would be a shame.
Somewhere, on a realistic level, there would be an avoidance of the context in
which the work appears and, if the twentieth century did anything for artists,
it made them care about context on a realistic level. Duchamp changed the
game by acknowledging the context in which the game is played. The game
is now played in the project spaces of Berlin, São Paolo and Los Angeles; it’s
played in the commercial galleries of New York, and the global network of
biennial culture, and it’s certainly played in museums and auction houses,
but now it is also played through the distribution channels of the Internet.
To avoid this last point is to risk losing the game.

NOTE: For alternative understandings of Post-Internet art, conducted in
more depth, read The Image Object Post-Internet (2010) by Artie Vierkant
and Within Post-Internet (2011) by Louis Doulas.

First published in English as an introduction to the blog Post Internet written
by Gene McHugh between December 2009 and September 2010. McHugh,
Gene. Post Internet. <http://122909a.com> (no longer online).
In print released in English as McHugh, Gene. Introduction. Post Internet.
Notes on the Internet and Art. 12.29.09 > 09.05.10. By McHugh. Brescia:
/LQN(GLWLRQV±3ULQW
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5. Archiving
#404 Page Not Found
# archiving #preservation #documentation #restoration #emulation
#internet_archives #databases #authenticity



The creation, development and reception of Internet art are not only
dependent on the context of contemporary art practice, but also on
technological and sociocultural conditions. The relatively fast changes in
technology and the development of hardware and software (and Internet
protocols) are the primary inhibitors to the preservation, presentation and
archiving of a digital Internet work in its original form.
In the middle of the 2010s, when Internet art has already been accepted as
DIXOOEORZQDUHDRIDUWZKRVHGHYHORSPHQWDQGRɣVKRRWVDUHV\VWHPDWLFDOO\
EHLQJPDSSHGDQGZKRVHZRUNVDUHEHFRPLQJFROOHFWRUV¶LWHPVWKHTXHVWLRQ
of its documentation, archiving and preservation is receiving more and more
attention. The research project Netpioneers 1.0 that took place between
 DQG  LQ /LQ] $XVWULD LV DQ H[DPSOH RI WKH SUHVHUYDWLRQ HɣRUWV
7KHWHDPOHGE\*HUPDQUHVHDUFKHUV'LHWHU'DQLHOV E DQG*XQWKHU
Reisinger (b. 1971) attempted to restore and contextualize some of the earliest
Net art works. The project included structured interviews with artists, who
could be viewed online on the project website, a database of sources and the
publication Netpioneers 1.0—Contextualising Early Net-Based Art whose
introductory chapter has partly been republished in this book. In this text,
the authors focus on the starting point of the project, the predecessors of
Internet art and the need for archiving.1
Many Internet works and online texts mentioned in the individual chapters of
this #mm Net Art anthology can no longer be found on the Internet (similar
to the website of the project Netpioneers 1.0). They have nevertheless been
partially “preserved” through photo documentation and textual descriptions
reprinted in catalogues and books, as well as in databases of Internet archives
and the private archives of Internet users. Some digital art works were
restored in emulated environments which corresponded to the era in which
they were created in order to produce the feelings of an authentic experience.
The Internet constantly develops and changes; technology becomes outdated,
giant corporations determine the look of interfaces of commonly used
platforms and their functions, and sources for paying for one’s own domain
dry up. Not only Internet art works, but all content on the web has to confront
its own inherent transiency, which is the topic of the last contribution in
WKLVSXEOLFDWLRQ³,QWURGXFWLRQWRWKH3DVWDQG3UHVHQWRIWKH:HE´  E\
0DWČM6WUQDG E &]HFKPHGLDWKHRULVWZKRVSHFLDOL]HVLQDUFKLYLQJ
#mm

References:
Daniels, Dieter, and Gunther Reisinger, eds. Netpioneers 1.0—Contextualising Early
Net-Based Art. Berlin: Sternberg Press, 2010. Print.

1 See Daniels and Reisinger. The texts from this book used to be available for free on the project website
http://www.netpioneers.info/. At the time of publication of #mm Net Art anthology, the website is no
longer publically accessible.

Netpioneers 1.01
'LHWHU'DQLHOV*XQWKHU5HLVLQJHU_

[...]
*LYLQJDSRWWHGKLVWRU\RIQHWEDVHGDUWPD\VHHPWRSUHVHQWQRGLɤFXOW\
the hype around net-based art began in the early 1990s, before the Internet
became a commodity. It developed in sceptical parallel to the rise and
decline of the new economy. In 1997, documenta X featured Net art. Around
WKH VDPH WLPH PDMRU PXVHXPV LQ WKH 86 VWDUWHG RQOLQH DUW FRPPLVVLRQV
and virtual showcases (Paul).27KH¿UVW DQGODVW UHWURVSHFWLYHH[KLELWLRQ²
netconditon—was held in 1999.3 6HYHUDO ERRNV SXEOLVKHG LQ WKH ¿UVW \HDUV
of the new millennium gave overviews of the practice and theory of this art
(Stallabrass; Greene; Baumgärtel). But since then, this particular chapter of
DUWKLVWRU\DSSHDUVWRKDYHFORVHG3HUKDSVWKH¿QDOLQGLFDWLRQWKDWQHWEDVHG
art was not to become another genre in the contemporary art canon was when
the Net Vision category in the Prix Ars Electronica 20074 was discontinued.
But why does this chapter in art history appear to end so suddenly? Is it
because the idea of net-based art (also known as Internet art, Net art,
Net.art, and web-based art) which involved itself with a revolutionary spirit
LQ D QHWZRUNHG VRFLHW\ IDLOHG" 2QH PLJKW HTXDOO\ DUJXH WKDW LW ZDV IDU WRR
successful to simply become another media-art genre. Looking back at the
social, aesthetic, and conceptual approaches of the early 1990s, it is clear
that most of them have come true, albeit in unintentional ways.
They materialized, but without the establishment of a new art genre, and they
UHVLVWHGWKHW\SLFDOSURFHVVRIFRPPRGL¿FDWLRQZKLFKH[LVWHGLQDUWLQVWLWXWLRQV
Instead, some of the initial ideas took shape in everyday socio-technological
living conditions. The two major utopian visions of modernist avant-garde
from the 1920s and the 1960s are that art anticipates the future and that art
transforms, or is transformed, into life. The history of net-based art indicates
WKDWLWIXO¿OOHGERWKWKHVHXWRSLDQYLVLRQVDQGDVDQDUWLVWLFH[HUFLVHFRQ¿QHG
to the art world, rendered itself obsolete.
(DUO\QHWEDVHGDUWKRZHYHULVPRVWVLJQL¿FDQWIURPWKHYLHZSRLQWRIWKH
KLVWRU\RILGHDV)RUWKHPRVWSDUWWKH¿JXUHVDQGDUWZRUNVRIWKHWLPHKDYH
been eclipsed. Current public awareness does not extend to the net pioneers
themselves, who entered neither the narrative of an emerging network
society, nor the canon of art history. It is not just fame that is at stake here,
but also the material (and digital) evidence of one of the most exciting artistic
1 #mm: The following text is a shortened introduction to the publication Netpioneers 1.0—Contextualising
Early Net-Based ArtVHH'DQLHOVDQG5HLVLQJHU±
2 #mm: Paul’s article “Context and Archive: Presenting and Preserving Net-based Art” is also available at
http://intelligentagent.com/writing_samples/netpioneers.pdf. Date of access Aug. 29 2014.
3 The exhibition net_condition was a distributed exhibition in Graz, Barcelona, Tokyo, and Karlsruhe. See
:HLEHODQG'UXFNUH\
7KHGH¿QLWLRQVKLIWVLQWKH3UL[$UV(OHFWURQLFDFDWHJRU\RIQHWEDVHGDUWDUHDVKRUWKLVWRU\LQWKHLURZQ
ULJKW±:RUOG:LGH:HE±QHW±1HW9LVLRQ1HW([FHOOHQFH±
Net Vision.
PP7KLVLVVXHLVGHDOWZLWKLQJUHDWHUGHWDLOVLQ'DQLHOVDQG5HLVLQJHU





SKHQRPHQD IURP WKH ¿QDO GHFDGH RI WKH WZHQWLHWK FHQWXU\ (YHQ LI IXWXUH
art historians change their minds and, as with Dada or Marcel Duchamp,
GHFLGHWRUHGLVFRYHUWKLVDUW¿IW\\HDUVDIWHUWKHHYHQWWKHUHZLOOEHOLWWOHOHIW
No museums, universities, libraries, or media archives consider themselves
responsible for, or capable of, caring for this part of the cultural digital
heritage, which would involve archiving, documenting, and maintaining
net-based art and its contexts. Constantly changing online technology
DQGVRFLRHFRQRPLFHQYLURQPHQWVHQVXUHWKDWLWLVDVGLɤFXOWWRGHYHORS
a methodology of preservation for net-based art as it is for all digital art.
The fact that these early instances of net-based art never entered the art
market (and in fact successfully opposed it) is also partially responsible for
WKHODFNRIUHVHDUFKLQWKH¿HOGWKHLUDSSDUHQWODFNRIPRQHWDU\YDOXHGRHV
not argue for the necessity of these works’ survival.
The historical importance of the early net-based artworks presented here
as evidence of a pivotal moment in digital culture and of a paradigm shift
in media society in general, goes far beyond art history. Yet the framework
of art history alone can provide a basis for understanding the context,
ideas, and concepts behind the works. They were created in response to
DVSHFL¿FVHWWLQJLQWKHDUWZRUOGRIWKHHDUO\V$KLVWRULFDOYLHZPXVW
WKHUHIRUH PDLQWDLQ WKLV FRQWH[W DOWKRXJK WKH ZRUNV DUH DOVR VLJQL¿FDQW LQ
that they simultaneously testify to the development of the socio-technical
media. The research approach developed at the Ludwig Boltzmann Institute
Media.Art.Research. over a period of three years6 has focused on developing
a documentary archive and contextualisation methodology, for which
DUDQJHRIFDVHVWXGLHVZDVVHOHFWHG:KLOHWKLVGRHVQRWVROYHWKHSUREOHP
of the survival of net-based art, it does aspire to set an example and to instil
an awareness of the responsibility we owe these fragile and ephemeral
monuments of our media society.
First published in English as the Introduction to Daniels, Dieter, and
Gunther Reisinger, eds. Netpioneers 1.0—Contextualising Early Net-Based
Art. Berlin: Sternberg Press 2010. (Abridged.)

6 #mm: 2007–2009.
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Introduction to the Past and Present of the Web
0DWČM6WUQDG_'HFHPEHU

I.
It is necessary to change ones point of view. It has long been thought that
we would be able to distinguish archival science from digital archiving,
historiography from digital historiography and humanities from digital
humanities. It has seemed that we would not only be able to distinguish these
variants, decorated with such an appealing adjective from the traditional,
non-digital disciplines, but also to develop them independently. However,
there are no variants and we do not have a choice. Even though we have the
chance to use non-digital tools, and we often happily do just that, our1 present
and recent past is only one and is neither digital nor exclusively non-digital.
One of the most useful outcomes of the otherwise confusing discussions of
WKH SRVWGLJLWDO DJH LV WKDW WKH\ KDYH FOHDUO\ FRQ¿UPHG WKDW ZKDW ZDV QRW
obvious only a while ago is now obvious: our paradigm has digitalized and
we only keep digitalising the old world. Moreover, new media have got old.
3URIHVVRURI&]HFK6WXGLHV-LĜt7UiYQtþHNLQKLVHVVD\GHYRWHGWRFRQWHPSRUDU\
reading habits writes about an “information pandemic” and refutes the
idea “that it is possible to live in this state without stability, the textual one
included, and therefore without books as a semantically closed space such
that it has greater stability.“ He sees books as “islands in a sea of information
ERXQGOHVVQHVV´ TWGLQ/XNDYHF /HWXVIRUJHWWKHIHDURIERXQGOHVVQHVVIRU
DZKLOHDVLWLVSRVVLEO\DKLGGHQFULWLFLVPRI7UiYQtþHN¶VWH[WDQGIRFXVRQ
WKHTXHVWLRQRIVWDELOLW\RIZKDWZHFDOOERRNV
For instance, Keefe in his preface to The Cambridge Companion to Mozart
VD\V³7KHSXEOLVKHUKDVXVHGLWVEHVWHQGHDYRXUVWRHQVXUHWKDWWKH85/VIRU
external websites referred to in this book are correct and active at the time of
going to press. However, the publisher has no responsibility for the websites
and can make no guarantee that a site will remain live or that the content is or
will remain appropriate” (246). By means of alternative formulations of the
same message, a lot of English-speaking publishers correct the still pervasive
belief in the stability of the world of non-electronic books—access dates of
individual electronic sources included in the more scholarly publications only
deepen our dread of the information pandemic in which one link transforms
into another, changes its content or immediately dies. Even a book devoted
to the digital abyss denounces this apparent limit at the very beginning as it
PHQWLRQVLQLWVLPSUHVVXPDVLGHIURPWKHDERYHFLWHG³:KLOHWKHDXWKRU
KDV PDGH HYHU\ HɣRUW WR SURYLGH DFFXUDWH WHOHSKRQH QXPEHUV >VLF@ DQG
Internet addresses at the time of publication, neither the publisher nor the
author assumes any responsibility for errors, or for changes that occur after
publication. Further, the publisher does not have any control over and does
not assume any responsibility for authors or third-party websites or their
content” (Bauerlein).

1 Our in the sense of us who live on the same side of the digital abyss.

The abyss still exists, but it is an abyss of social conditions and access
opportunities, not an abyss of stability and instability, of virtual and
authentic reality. All books have long been more or less digitalized and at the
same time, all things digital are not as immaterial as we would sometimes
like them to be, whether because of the reality of electronic waste2 or their
VSHFL¿FIRUPVRIPDWHULDOLW\3

II. The web landscape
,W LV ¿UVW QHFHVVDU\ WR SRLQW RXW WKDW WKH IROORZLQJ WH[W ZLOO GHDO SULPDULO\
with the web, that is, with only one of the possible manifestations of the
,QWHUQHWPRUHVSHFL¿FDOO\WKHZD\VLQZKLFKZHXVHWKH,QWHUQHW1DWXUDOO\
there are initiatives which pursue the preservation of many other of its more
or less visible components—from diverse approaches to e-mail archiving4 to
WKH HɣRUW WR EDFN XS DOO   H[LVWLQJ )73 VHUYHUV However, let us simplify
this a little and say that for various reasons, contemporary Net art mainly
FRQFHUQVWKHZHEWKDWLVWKH:RUOG:LGH:HEPHGLDWHGE\+773RU+7736
protocols, and simply that which users achieve through the address bar of
their browser. This is why most attention will be directed towards the web.
Such a restriction is as much necessary as it is forced. The genealogy of Net
art naturally tampers with Mail art, it represents the art of communication
and network, and it is possible to communicate and network in ways other
than just the web. However, those manifestations commonly fall into the
broader category of new media art and problems of their preservation are
not my primary focus at the moment. Despite the incontestable historic
VLJQL¿FDQFH RI WKH SUHZHE DQG HYHQ SUH,QWHUQHW SKHQRPHQD DFDGHPLF
QHWZRUNV 86(1(7 %%6 VHUYHUV 6 and even despite the considerable
similarity of possible approaches to their preservation and representation,
the following article will focus on more contemporary and, admittedly, more
popular, facts and artefacts.
If the web is the key to contemporary Net art, it is necessary to introduce the
landscape of its preservation, museums and archives. To do otherwise would
QRW EH SURGXFWLYH DQG VLQFHUH 7KH PRVW VXFFHVVIXO SURMHFW LQ WKLV ¿HOG LV
GH¿QLWHO\WKHQRQSUR¿WLQVWLWXWLRQInternet Archive, the title of which can
be understood in two ways: as an archive of the Internet (the preservation of
WKHZHEZDVWKH¿UVWFRQFHUQRIWKHInternet Archive), and also as an Internet
archive, in other words, an archive on the Internet (its collections encompass
all kinds of digitalized and digital content). The relatively vital development
of the project by Brewster Kahle brings another argument in support of
my initial thesis: it evidently exceeded its digital/Internet dimension the
moment it announced its plan to build a reserve of physical books—namely
2 Cf., for example, Gabrys (DOI: 10.3998/dcbooks.9380304.0001.001).
3 Compare “forensic” and “formal” materiality of digital artifacts in Kirschenbaum 9–17. For the
applicability of digital forensic science in archiving and preservation also see Kirschenbaum, Ovenden, and
Redwine; and Lee et al.
4 See Prom.
7KH¿UVWVSHFL¿FDWLRQRIWKHWUDQVIHUSURWRFRO)73FRPHVIURPWKHHDUO\V+RZHYHULWVXVDJH
declines so dramatically that the Archive Team collective mentioned later in the text considers in principle
all FTP servers to be endangered and strives for their rescue (i.e. backup). See “FTP.”
PP6HHWKH¿UVWWKHPDWLFVHFWLRQRIWKLVERRNWeb 1.0—On the Internet, Nobody Knows You Are a Dog.





to keep one copy of each book that has ever been printed.7 It has almost
LQYLVLEO\ VXUSDVVHG WKLV GLPHQVLRQ DOUHDG\ WKH LQVWDQW LW DFTXLUHG LWV YHU\
¿UVW KDUG GLVN IRU H[WHUQDO GDWD VWRUDJH LQ RUGHU WR KDYH D SODFH WR VWRUH
the “Internet.” Apparently, in terms of safeguarding the physical copies,
it will never have the parameters of, for example, the Library of Congress.
+RZHYHUIRURXUSXUSRVHWKHQHHGWRSUHVHUYHLWVHOIDFFRPSDQLHGE\D¿JKW
against forgetfulness and for memory accessible to all (for safety’s sake also
in a physical form), is telling.
Commonly institutionalized web archives almost exclusively have a cultural
and public law focus and the vast majority were initiated and run by state or
national libraries, as in the case of the Australian Pandora, considered the
¿UVWDUFKLYHRILWVW\SHDQGHVWDEOLVKHGRQ-DQXDU\DQGWKHUHODWLYHO\
old Czech WebArchiv, founded on January 1, 2000 (The Web-Archives
Timeline <HWDFWLYLVWVDQGQRQSUR¿WRUJDQLVDWLRQVVXFKDVInternet Archive
capably back them and in many areas even beat them.8
:LWKUHVSHFWWRWKHLQLWLDOK\SRWKHVLVRQSHUIHFWGLJLWDOLVDWLRQZHPXVWQRW
ignore the fact that there is no objective reason why web archives should
EH TXDOLWDWLYHO\ GLɣHUHQW IURP DOO RWKHU SUHYLRXV DUFKLYHV 6R ZK\ VKRXOG
their agenda and technological developments not ultimately depend on
their pragmatic concerns, on the endeavours of institutions and the state
to establish order, and alternatively on businesses and business people
WR PDNH D SUR¿W" ,Q WKLV ZD\ VRPH RI WKH UHFHQW LQLWLDWLYHV LQ WKH DUHD RI
web archiving have already produced relevant results. For instance, the
LQWURGXFWLRQ WR D UHPDUNDEOH DUWLFOH RQ WKH PHDVXUHPHQW RI WKH TXDOLW\ RI
data harvested from the web convincingly summarizes the implicit purpose
of the practice of preservation of the web when it calls it “a gold mine.”9:H
FDQ WU\ WR XQGHUVWDQG WKH HɣRUW DQG QHHG RI WKH VFLHQWL¿F FRPPXQLW\ WR
accommodate the demands of applied research, however, in comparison with
the eschatological vigour of former self-appointed web archivists and activists
and the activities of public institutions such as libraries, it is clear that a new
DUHDRIFRPPRGL¿FDWLRQLVEHLQJGH¿QHGKHUH)RUH[DPSOHWKHSUREOHPRI
archiving the social web is being energetically solved by the Archive Social
FRPSDQ\ IURP 'XUKDP ZKLFK RɣHUV LWV VHUYLFHV WR VWDWH LQVWLWXWLRQV DQG
¿QDQFLDODQGLQYHVWPHQWFRXQVHOORUV7KHDZDUGZLQQLQJVWDUWXSVHL]HGWKH
opportunity provided by legislative acts regulating counselling (in which the
regulatory authority explicitly mentions the need to archive activity on social
networks) and by the attitude of some authorities towards activity on social
networks seen as “public documents.”10

7 The aim is to collect several tens of millions of books from the total number of hundreds of millions of
books ever published. See Kahle.
/HWXVUHFDOOWKHRULJLQRIWZRPRVWZLGHO\XVHGIRUPDWVIRUDUFKLYHDJJUHJDWH¿OHVZLWKZHEFRQWHQW $5&
DQG:$5& WKDWRZHWKHLUGHYHORSPHQWDERYHDOOWRWKHInternet Archive. The aggregates serve both for
saving individual web pages or collections and for their reconstruction by means of web applications such as
:D\EDFN0DFKLQH DJDLQInternet Archive).
9 “Capturing the history of digitally born information and preserving the cultural and political zeitgeist of
DQHUDRɣHUVDSRWHQWLDOJROGPLQHIRUDOONLQGVRIPHGLDDQGEXVLQHVVDQDO\VWVVXFKDVSROLWLFDOVFLHQWLVWV
sociologists, media psychologists, market analysts, and intellectual-property lawyers. For example, one
FRXOGDQDO\VHWKHHɣHFWLYHQHVVRISROLWLFDOFDPSDLJQVVHDUFKZHEVLWHVIRUSULRUDUWWKDWPD\EHUHOHYDQWLQ
DVVHVVLQJSDWHQWDSSOLFDWLRQVRUWHVWIRUPHUYHUVLRQVRIZHEVLWHVIRUFRPSOLDQFHZLWKFRXQWU\VSHFL¿FOHJDO
rules for Internet media“ (Spaniol et al. 19).
10 A comparison with the Czech Freedom of Information Law is possible here.

Thus the organized response (as stimulated by conferences, consortia and
applied research) aimed at the preservation of the web evidently grows in
intensity as routinely stored agenda11 are transferred to the web. In spite of
WKLVWKHZHEIRUJHWVDQGGLHVRXWZKLOHLWVPRVWDUGHQWDSRVWOHV¿JKWIRULWV
rescue and continue to ring alarm bells. In fact, permanence is inconsistent
with business plans based on improvement and novelty—which is precisely
the story of GeoCities.

III. Home pages and user-generated content
*HR&LWLHV SURYLGHG VKHOWHU WR WKH PDVVHV RI ¿UVW 1HWL]HQV IURP  LW
RɣHUHGVSDFHDQGDQDFFHVVLEOHDQGLQWHOOLJLEOHLQIUDVWUXFWXUHIRUSHUVRQDOO\
RULHQWHG DQG KLJKO\ WR D SRLQW WKDW +70/ DOORZHG  SHUVRQDOL]HG ÄKRPH
SDJHV´ 7KDQNV WR WKHLU KDQGFUDIWHG TXDOLW\ DQG KDOOPDUN RI VHOIKHOS
enthusiasm, these gradually became a symbol of the internet DIY culture
and the democratisation of the early web. At the peak of the Internet craze,
<DKRRERXJKW*HR&LWLHVIRUWKHHQRUPRXVVXPRIELOOLRQ86'(YHQPRUH
than a classic speculative bubble, GeoCities proved to be an unmanageable
venture, the development of which no one in Yahoo fancied or wanted to
HQYLVLRQ,QIDFWWKHZHEVLWHDQGPRUHVSHFL¿FDOO\LWVLQIUDVWUXFWXUHGHVSLWH
microscopic changes both technologically and conceptually, froze in the era
of its greatest glory; sometime before the massive outbreak of blogs at the
end of the 1990s, and social networks at the beginning of the millennium.
Therefore, in 2009, being more helpless than mean, Yahoo “found the way
to destroy the most massive amount of history in the shortest amount of
WLPHZLWKDEVROXWHO\QRUHFRXUVH´ )OHWFKHU 8VHUVZHUHRQO\JLYHQDIHZ
months to transfer their existing web pages (primarily to a paid storage site
RɣHUHGE\<DKRR EXWWKHYDVWPDMRULW\KDGQRWPDLQWDLQHGWKHLUDGGUHVVHV
(and did not even learn of their expiry) or were not especially interested in
them, so it was a fraction of the Internet memory community that actively
contributed to the rescue of the web pages.
7KH UHVFXH RI *HR&LWLHV ZDV RQH RI WKH ¿UVW SURMHFWV RI WKH $UFKLYH 7HDP
“a loose collective of rogue archivists, programmers, writers and loudmouths”
who were successful in collecting “a great many” of the total number of about
VHYHQPLOOLRQZHESDJHVDWULVN7KHLUHɣRUWVWRUHVFXH*HR&LWLHVWRRNSODFH
with vigour, as did those of others (Reocitis, Oocities and more), and the
¿UVWUHVXOWZDVEHVLGHVPLUURUHGYHUVLRQVLQGLɣHUHQWVWDWHVRIFRPSOHWLRQ
a torrent of more than 600 GiB. Its description contains further explanation
of the background to the whole enterprise: “The most likely candidates [...] are
researchers, scientists, historians and developers who wish to work with a large
collection of information hand-made by millions of free labour [...] Our job was
QRWWR¿QGDXVHIRULW2XUMREZDVWRVDYHLW´12
7KH HORTXHQFH RI WKLV DQG RWKHU SURFODPDWLRQV LQFOXGLQJ WKH DERYHFLWHG
LURQLFFRPSOLPHQWWR<DKRR UHÀHFWVWKHODQJXDJHDQGHWKRVRIWKHXQRɤFLDO
11 That is state, corporate and business agenda.
:KLOHWKHWH[W³,QWURGXFWLRQWRWKH3DVWDQG3UHVHQWRIWKH:HE´ZDVEHLQJZULWWHQDUDLGDJDLQVW3LUDWH
Bay took place. Description of the original torrent can most easily be found through Internet Archive. See
“Geocities—The Torrent.”





leader of the entire community, Jason Scott, who takes part in many projects
with a focus mainly on historical software. He is possibly the most prominent
Internet and computer archivist operating outside ordinary institutions.
Analysis of this self-proclamation and the self-confessed saviourhood of
LQYROXQWDU\DUFKLYLVWVZRXOGGHPDQGDGLɣHUHQWWUHDWLVHKRZHYHUOHWXV
mention that apart from the fact that these endeavours have evidently
\LHOGHG¿QLWHUHVXOWVWKH\DUHPDLQO\LQWHUHVWLQJIRUWKHDFWXDORULJLQRI
their natural rescue tendencies, and for what they can tell us about the
memory identity of a certain section of the expert public, predominantly
expert in areas other than professional caretaking of social memory. An
analogous comment uniformly holds for the iconic Internet Archive that
shares a general rescue ethos and a primary concern for the accessibility
of its archives with the Archive Team and similar initiatives. Their idea
of rescue demands the widest and the most straightforward accessibility
feasible. On the other hand, traditionally institutionalized web archives
WKDW DUH FRQQHFWHG ZLWK WKH ZRUOG RI ERRNV UHÀHFW PRUH FDUHIXOO\ RQ
their collecting activities; besides “comprehensive harvests,”13 they
RIWHQFUHDWHPHDQLQJIXOFROOHFWLRQVDQGWKHUHTXLUHPHQWRIDFFHVVLELOLW\
LV QRW D SULPDU\ FRQFHUQ²PDLQO\ EHFDXVH RI WKHLU RIWHQ LQVXɤFLHQW
and obsolete regulations (not to mention web archives located within
regular archives that are traditionally much less accessible than
libraries—delayed access is somewhat natural to archives). In general,
OLEUDU\ZHEDUFKLYHVDUHTXLWHUHVWULFWLYHDVH[SUHVVHGIRUH[DPSOHLQ
the still pertinent complaint of a librarian from the National Library of
the Czech Republic:
+HUHDTXHVWLRQDULVHVZKHWKHULWLVUHDOO\QHFHVVDU\WKDWDFFHVVWRSXEOLFDWLRQV
which the publisher originally made accessible on the Internet (realising
the possibility of potential copyright abuse by the users of his website) be
VXEVHTXHQWO\OLPLWHGLQWKHIRUPRIZHEDUFKLYHFRSLHVWRVHOHFWHGWHUPLQDOV
in a single institution that has the right to download the data. (Celbová)

7KLVVWDWHRIDɣDLUVPHDQVWKDWLIWKHRZQHURIWKHZHEVLWHGLGQRWKDYH
a contract with the National Library to make their website accessible,
its archive cannot be made accessible online. Although WebArchiv has
concluded over four thousand contracts, the Internet Archive, which
restricts access to websites only on demand or court order, is still often
a more stable and accessible source of information on the history of
the Czech Internet.
Similar underground initiatives can naturally be observed within the Czechspeaking web. For instance, while building his Internet Museum -LĜt
3HWHUND DSSDUHQWO\ TXLWH LQWXLWLYHO\ WRRN DGYDQWDJH RI VHYHUDO PHWKRGV DW
once for recording the web. Although his approach cannot be called perfectly
comprehensible and transparent (for example he does not really detail
the methods of migration of the so-called “archival copies of websites”),14
13 See “Comprehensive Harvest.”
³(ɣRUWVWRSUHVHUYHWKHRULJLQDODSSHDUDQFHRIYDULRXVZHEVLWHVDUHEHLQJPDGHE\DQXPEHURISURMHFWV
such as the familiar Internet Archive (located at www.archive.org). In the same way, copies of entire
ZHEVLWHVKDYHEHHQLVVXHGDGDSWHGWRRɥLQHEURZVLQJIRULQVWDQFHRQ&'VDWWDFKHGWRSULQWHGPDJD]LQHV
Sometimes people downloaded a copy of a website for personal use and hence preserved its historical
DSSHDUDQFH<RXFDQ¿QGVHYHUDOVXFKZHEVLWHVGRZQORDGHGLQWKHSHULRG±<RXFDQEURZVHWKHP

he succeeded in aggregating a number of important sources that are
introductory to the history and prehistory of the Czech Internet.
/HWXVUHWXUQWRWKH*HR&LWLHVSURMHFWWKDWVHUYHVDVDQH[DPSOHRIDGH¿QLWH
archival project, rather than the defensive reaction of a fraction of the
Internet public to the amnesia characteristic of the majority of commercial
web projects. In their “Philosophy,” the Archive Team states that they are
going to devote their interest to “sites where user-generated content was
solicited and then provided,” which is a category especially applicable to
PDQ\RIWKH RQFH VXFFHVVIXO,QWHUQHWSURMHFWV )ULHQGVWHU2UNXW;DQJD
Libimseti and Lide.cz; GeoCities is somewhat comparable to, for instance,
WKH RQFH SRSXODU KRVWLQJ SODWIRUP :HE]GDUPD  7KRXJK PDQ\ SHRSOH VD\
WKDWWKHXVHUJHQHUDWHGFRQWHQWZKLFKVKRXOGOLHDWWKHKHDUWRI:HEKDV
turned out to be a myth or a guise for advertising and industrial content, it
has left undeniable traces, the value of which is recognized by the majority.
Paradoxically, it can be said that while older websites such as GeoCities,
directly based on user-generated content, seem to be relatively well
archivable (they are static websites with very simple multimedia content),
new projects such as social networks and video streaming servers based on
much more commercial models not only play a dangerous game with the
value of user-generated content, but their archiving is also conceptually
PXFKPRUHGLɤFXOW RZLQJWRWKHLUDIRUHPHQWLRQHGG\QDPLFFKDUDFWHU 
However, do not fall prey to the illusion that GeoCities or any even more
static websites are content alone and that the only thing you need to do is
download them (early enough) and make them accessible (if courage and the
law will allow). Let us move one step closer to Net art.

,9:KDWWRGRQRZDQGKRZ"
GeoCities was relatively manageable compared to the present-day web, in
relation to structure and volume. There was a certain challenge to searching
for and downloading software (crawlers) in, for instance, the subdomain
structure of GeoCities, initially based on the original idea of“neighbourhoods”
DQG³VXEXUEV´DQGZKLFKIRUPHGVRPHIRUPRI¿OHRUJDQL]HUV16 of individual
websites, which at the same time functioned as autonomous units in the
hierarchy. In the same way, the rescue archivists’ job was impeded by both
the uncontrolled access of individual users to the addressing hierarchy of
their website, and by a number of problematic (or, if one is to be polite,
improvised) solutions.
Thus despite being much simpler than most of today’s web, taking care
of GeoCities experienced the same problems of any web archive. Firstly,
“archiving” still has little to do with the long-term preservation of the
web—it is necessary to bear in mind that it primarily concerns methods of
RQ\RXURZQDQGJHWDFTXDLQWHGZLWKWKHLURULJLQDODSSHDUDQFH%XWEHDULQPLQGWKDWWKHRULJLQDOGRZQORDG
could not contain all the web pages. So a number of links refer to original locations that no longer exist.
Likewise, some functions of the original websites (for example “interactive maps”) were lost when the copy
was made and are also not available” (Peterka).
&IIRUH[DPSOH+HLGHQUHLFK
16 Recall the logic of web catalogues such as the Czech portal Seznam.cz and others.
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searching, capturing and saving the desired object of interest, which is most
often a website of some cultural or political importance, possibly falling under
the heading of “national” interest, or alternatively it could be all the generally
accessible web.17 The latter nevertheless represents only a fraction of the
possible content; a mere crust or edge of the “network,” which mainly consists
of the deep web; primarily inaccessible or even hidden data, databases and
VRXUFHV<HWWKHVKRUWWHUPSHUVSHFWLYHPRUHVSHFL¿FDOO\PLQLPDOSURVSHFWV
DQGLQVXɤFLHQWDWWHQWLRQSDLGWRORQJWHUPVWRUDJHSRVHVDELJJHUSUREOHP
7KH DERYHPHQWLRQHG FRQWDLQHUV IRU FROOHFWHG GDWD²$5&:$5&²GR QRW
LQ IDFW WHOO XV DERXW WKHLU RZQ FRQWHQW ZKLFK FDQ VLJQL¿FDQWO\ GLɣHU LQ LWV
future relevance and vitality.18 :HE DUFKLYHV WKXV VKDUH WKH VDPH SUREOHP
with many memory institutions; for the sake of actual digitalisation, which
can in the end be very well assessed and reported, they often disregard the
need for the long-term storage of digital and digitalized data and the building
of sustainable repositories.19
7KH VHFRQG GLɤFXOW\ WKDW *HR&LWLHV VKDUHV ZLWK WKH JHQHUDO SUHVHUYDWLRQ RI
WKHZHEDQGVSHFL¿FDOO\RI1HWDUWLVWKHSUREOHPRIZKDWLVUHDOO\LQWHUHVWLQJ
DERXW WKHP :KHQ WKH $UFKLYH 7HDP DQG RWKHU RUJDQLVDWLRQV VHW RXW WR
rescue and re-publish tens of thousands of individual websites (“we are going
to rescue your shit”), they mainly focused on the informational value of the
FRQWHQWWKH\ZHUHVDYLQJ 6FRWW <HW'UDJDQ(VSHQVFKLHGUDLVHGDTXHVWLRQ
similar to that commonly asked in connection to the preservation of media art
and of technically dependent cultural manifestations in general—how do we
preserve and mediate an authentic presentation of a concrete artefact under
present-day conditions? The problem with authenticity in the environment of
digital preservation mainly lies in the ambiguity of the term: at one point it
UHIHUVWRDUHODWLYHO\VWULFWO\GH¿QHGWHUPIURPDUFKLYDOWKHRU\DQGGLSORPDF\
yet at another it relates to a concept developed and often brought up by art
FRQVHUYDWRUVUHVWRUHUVDQGWKHZLGHUSXEOLF,QWKH¿UVWFDVHLWPHDQV³WKH
degree to which a person (or system) may regard an object as what it is
purported to be,”20LQWKHVHFRQGLWGHQRWHVDVHWRIORRVHO\GH¿QHGSHUFHSWLYH
TXDOLWLHV WKH³ORRN´DQGWKH³IHHO´21). Apart from specialist archiving literature
and norms (such as the reference model OAIS), when using the term,
speakers usually prefer the latter meaning, which is not only the preservation
of faithfulness at an informational (often strictly bit) level, but above all an
intelligible and trust-worthy mediation.
17 Listing diverse approaches to collecting and saving the web is not the primary concern of this article. Let
us nevertheless mention the methods practised by the National Library of the Czech Republic: WebArchiv
FDUULHVRXWWKHFRPSUHKHQVLYHVHOHFWLYHDQGWKHPDWLFDFFXPXODWLRQRIGDWD8QLIRUPKDUYHVWVKDYHWKH
ambition to collect all Czech Internet material, selective harvests are curated by WebArchiv and cover
SUHVHOHFWHGDQGFRQWUDFWHGVRXUFHVZLWKDFHUWDLQSHULRGLFLW\ ZHEVLWHVDUHFODVVL¿HGDFFRUGLQJWRWKHLU
focus and areas of interest—for example Mathematics or Sociology) and thematic collections concern
certain contemporary topics and events (such as the Olympic Games and the death of Václav Havel).
$ZHOORUJDQL]HGUHJLVWHURIGLYHUVH¿OHIRUPDWVDQGWKHLUYHUVLRQVZLWKUHVSHFWWRWKHLUOLIHWLPH DQG
pertinence as archive formats) is maintained by the British National Archives. See “The Technical Registry
PRONOM.”
19 A description of the structure of Czech WebArchiv¿OHIRUPDWVUHDGV³7LPHDQGSHUIRUPDQFH
UHTXLUHPHQWVKLQGHULGHQWL¿FDWLRQRIIRUPDWVHYHQEHIRUHWKHGDWDDUHVDYHGLQWRWKH/73>DXWKRU¶VQRWH
long-term preservation] storage. [...] And it is possible that as early as today, we will not be able to read
VRPHRIWKH¿OHVIURPWKHDUFKLYH´ .YDVQLFDDQG.UHLELFK 
6HH*LDUHWWD*LDUHWWDODWHULPSOLHVDFHUWDLQUHFRQFLOLDWLRQRIERWKFRQFHSWV FI± EHFDXVHWKLV
SXUSRUWLQJWREHVRPHWKLQJFDQDOVRFRQWDLQWKHQHHGWRSUHVHUYHVLJQL¿FDQWSURSHUWLHVRIDQREMHFWVXFKDV
contextual information and similar. In other words, to give a typical example, a video installation from the
1960s presented on widescreen LCD displays should not purport to be a video installation from the 1960s.
21 Cf., for example, Brokerhof et al.

'UDJDQ(VSHQVFKLHGWKXVH[DPLQHV*HR&LWLHVIRUYDULDEOHVVXFKDVGLɣHUHQW
LPDJLQJGHYLFHVRUGLɣHUHQWZHEEURZVHUVDQGRSHUDWLQJV\VWHPV,PDJLQJ
GHYLFHVREYLRXVO\KDYHDQLPPHGLDWHHɣHFWRQXVHUH[SHULHQFH UHVROXWLRQ
colourfulness).22 Old operating systems, among other things, did not
use present-day algorithms to smooth the edges (“anti-aliasing”) in font
UDVWHULVDWLRQ ZKLFK LV ZK\ DOO WH[WXDO HOHPHQWV ORRN YHU\ GLɣHUHQW WRGD\
(although the code is identical).23 In the same way, user experience was also
shaped by the browsers used (at that time dominated by Netscape) and their
SDUWLFXODU FRQ¿JXUDWLRQV DQG SOXJLQV )LQDOO\ WKH PDQQHU LQ ZKLFK DXGLR
data were reproduced (mainly in the form of the then very popular website
DXGLREDFNJURXQGV0,', GLɣHUHGVXEVWDQWLDOO\IURPPRGHUQSUDFWLFHV
In one post to the blog where Espenschied and the net artist Olia Lialina
devote themselves to the phenomenon of GeoCities, he proposes a matrix
formed by the axes of authenticity24 and ease of access. According to him,
the least authentic but most accessible means of mediation of the historical
web are simple screenshots. His degree of authenticity and at the same time
of complexity of implementation continues through the preservation of
LQWHUDFWLYLW\WKHJHQXLQHQDWXUHRIWKHGDWDGLVSOD\HGDQGWKH¿GHOLW\RIWKH
RULJLQDO 85/ DGGUHVV WR WKH DIRUHPHQWLRQHG RULJLQDO DFRXVWLF LPSUHVVLRQ
A solution proposed by Espenschied, more complex than the browsing of
screenshots or mirrored (backup/archived) web pages, is to take advantage
RISUR[\VHUYHUV WRPDLQWDLQWKHLOOXVLRQRIWKHRULJLQDO85/ DQGHPXODWH
the environment of the original operating systems and web browsers. The
most complicated and also the most authentic approach would then be to
browse the archived web pages using historical hardware and software. It is
of course arguable how old this hardware/software should be (for example,
ZKHWKHUWRGDWHIURPWKHWLPHWKHVSHFL¿FZHESDJHZDVFUHDWHGRUZKHQLW
was last updated).
Espenschied and Lialina partly implement their idea of authentic mediation,
at least at a graphic level, with the project One Terabyte of Kilobyte Age
Photo Op, consisting of the successive processing of individual archived
web pages and the uploading of screenshots on a dedicated Tumblr blog.
The web pages archived are automatically opened in an environment which
HPXODWHVWKHRSHUDWLQJV\VWHP:LQGRZVDQGWKHEURZVHU1HWVFDSHZKLOH
DIWHUHDFKSDJHORDGVDVFUHHQVKRWLVWDNHQDQGVXEVHTXHQWO\SODFHGRQWKH
above-mentioned Tumblr. Thanks to the use of a proxy server, this elegant and
IXOO\DXWRPDWHGVROXWLRQPDLQWDLQVWKHLOOXVLRQRIDFRUUHFW85/DGGUHVVDQG
,Q(VSHQVFKLHG¶VRZQZRUGV³)RUH[DPSOHZKHQORRNLQJDWKLVWRULFZHESDJHVRQDîSL[HOļ
CRT screen with a 60Hz refresh rate, it becomes clear why many people decided to use dark backgrounds
and bright text for their designs instead of emulating paper with black text on a white background.” See
Espenschied.
/HWXVUHPDUNIRUWKHVDNHRIDFFXUDF\WKDWWH[WLVRIWHQGLVSOD\HGGLɣHUHQWO\WRGD\DOWKRXJKLWLVVWLOO
LQÀXHQFHGSULPDULO\E\WKHRSHUDWLQJV\VWHPDQGWKHVSHFL¿FEURZVHURUYHUVLRQXVHG
24 Authenticity here is understood in the above-mentioned looser sense of impression or feeling. It would
SRVVLEO\EHPRUHHɣHFWLYHWRLQWHUSUHWWKLVFRQFHSWERWKDVDmeasure (which is what Esplenschied does
with his axes) and in relation to the means of presentation, framing and contextualisation. In other words,
a web archive that would not suggest a vision of the past to the user (but would rather function as a mere
document) could be, in my opinion, and in the popular sense of the word, considered authentic. In the
same article, Esplenschied explains authenticity elsewhere as “how realistically the harvested data can be
presented.”
7RHPXODWHPHDQVWRUXQSURJUDPPHVZLWKLQDGLɣHUHQWDUFKLWHFWXUHWKDQWKH\ZHUHRULJLQDOO\FUHDWHG
for, both in terms of the operating system and the hardware (it does not have to be a mere emulation of the
KLVWRULFDOFRQ¿JXUDWLRQEXWDOVRRIDWRWDOO\GLɣHUHQWSODWIRUP²HJYDULRXVJDPHFRQVROHV 
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its emulation of the historical environment is more graphically faithful, at
least in displaying the fonts. Of course one loses interactivity and rich media
elements (animated images in the form of GIF or audio backgrounds);
the static and always growing photo gallery of the history of GeoCities
at http://oneterabyteofkilobyteage.tumblr.com/ nevertheless functions
relatively well and successfully.

96SHHG
Dragan Espenschied’s method can be employed in a whole number of
attempts to mediate web archives—although its principal message is that any
solution is inevitably a compromise, it conveys, in an intelligible manner,
the problematic nature of even the simplest methods through which we try
to preserve the web for the future and understand the web of the past. But
what should one do in cases when a simple download of the content and
LWV WUDQVIHU WR DQ DFWLYH GRPDLQ DUH QRW HYHQ VXɤFLHQW IRU D PHUH RXWOLQH
of the original? Recording and video documentation come to mind—for
H[DPSOH 1LHOV %UJJHU VXJJHVWV UHFRUGLQJ WKH VFUHHQ QRW LQ VWDWLF LPDJHV
but on video (screencasting); they are used as a tool for the preservation of
net art by Constant Dullaart and Robert Sakrowski in their Net.artdatabase.
org. Their aim is to “archive” (or document?—the terminology they use in
the description of their project is unfortunately a little vague) Internet art
by means of a simultaneous recording of the screen and user interaction
ZLWKDVSHFL¿FGHYLFHRUDVSHFL¿FZHEVLWH)URPDWRWDOQXPEHURIHOHYHQ
published (double) recordings there are only seven available at the time of
writing this article; despite that the concept is worthy of attention.
Net.artdatabase.org LV XQLTXH LQ LWV LQWHUHVW LQ WKH LQWHUDFWLRQ DQG WKH
physical condition of the consumption of the web—the camera records the
user/archivist located in a certain environment, using a certain device, their
EHKDYLRXUDQGHYHQWXDOO\WKHZKROHFRXUVHRIWKHHQFRXQWHUZLWKDVSHFL¿F
ZRUN RI DUW 6LPLODUO\ WR %UJJHU¶V PHWKRG WKLV UHSUHVHQWV D GDWD DQG
time-demanding procedure only applicable to selected websites and Net
art works. Moreover, the screencasts are only stored on YouTube (which
is not the most suitable platform for archiving purposes) and the method,
which consists of interacting with or observing the art work, is not well
GH¿QHG ,W WKXV RVFLOODWHV EHWZHHQ WZR H[WUHPHV D FRQWUROOHG ODERUDWRU\
approach and a much looser, experience-focused attitude, which shows the
user in a somewhat random interaction with the work, or an interaction
clearly informed by previous encounters with the work. The principle of
screencasting still brings a certain complication when it disregards the
complexity of the whole system within which the art work exists—Dullaart
and Sakrowski only recommend registering the hardware and software
employed at a very basic level,26 while in reality the behaviour of the website
LVLQÀXHQFHGE\FRXQWOHVVGLVWLQFWYDULDEOHV$PRQJWKHVHLVWKHFRQQHFWLRQ
VSHHGPRUHVSHFL¿FDOO\WKHFXUUHQWZRUNORDGRIWKHDFWXDOGHYLFHZKLFKLV
HYHQLQÀXHQFHGE\WKHVFUHHQFDVWLQJLWVHOI

26 In their otherwise nicely elaborated instructions, they limit themselves to the “computer model,” more
VSHFL¿FDOO\WKH³RSHUDWLQJV\VWHP´DQGWKH³ZHEEURZVHU´&I³,QVWUXFWLRQV´RIWKHNet.artdatabase.org.

/RDGLQJ DQG UHVSRQVH VSHHG DUH JHQHUDOO\ KDUG GLPHQVLRQV WR GH¿QH²RI
course they can be emulated or produced directly while using historical
hardware and software. However, it is fully relative and falls almost entirely
LQWRWKHFDWHJRU\RIPHQWDODQGH[SHULHQFHEDVHGTXDOLWLHV,WLVQRDFFLGHQW
that an article by Vivian Sobchack, mainly known for her phenomenological
FRQWULEXWLRQV WR ¿OP WKHRU\ IRFXVHV RQ WKH WRSLF 7KH DUWLFOH HQWLWOHG
“Nostalgia for a Digital Object: Regrets on the Quickening of QuickTime,”
SXEOLVKHGLQ¿WWLQJO\GRFXPHQWVRQHRIWKHPDQ\FKDQJHVWKDWWKHZHE
XQGHUZHQWZKLOHLWLVZULWWHQDWDTXLWHSDOSDEOHFULWLFDOSRLQW²WKHPRPHQW
a new version of multimedia software brought about a new era of web video.
6REFKDFN FRPSDUHV 4XLFN7LPH YLGHRV WR -RVHSK &RUQHOOµV FROODJH ER[HV
DQGGLVFXVVHVTXHVWLRQVRIPHPRU\DQGWLPHVSDFHIUDPLQJ+RZHYHULWLV
LPSRUWDQWWRQRWHWKDWVKHWDONVDERXWDGLɣHUHQWZHEWKDQWKHRQHZHOLYH
with today:
Both Cornell and QuickTime boxes mobilize memory and desire through the
aesthetics of absence: a privileging of the poetically and philosophically charged gap
between a present artefact and the past experience of which it is only a fragment.
&DOOPHUHWURJUDGHEXWDVWKH³JDS´FORVHVDQG4XLFN7LPHHQODUJHVDQGTXLFNHQV
,IHHOQRVWDOJLDDWWKHLPSHQGLQJORVVRIDXQLTXHKLVWRULFDOH[SHULHQFHDQGDUDUH
and miniature digital object (Sobchack).

A possibly too demonstrative example of such early videos is Lev Manovich’s
Little Movies, created especially for the web between 1994 and 1996 with the
purpose of “employing the network limitations as a new aesthetic” (Manovich).
Sobchack explicitly mentions them in her article and fortunately we have the
opportunity to see them today, thanks to an archive maintained by the server
Rhizome.27 They retain a certain jerky character of movement (the frame rate
is about sixteen fps) and the small dimensions and short lengths of individual
YLGHRVFRQQHFWWRWKHFXUUHQWYHU\VPDOO¿OHVL]H+RZHYHUDQ\NLQGRIGHOD\
or problems with loading and playing has been lost—a video that is several
MB in size represents no problem for a present-day broadband connection.
Sobchack’s “miniatures” have therefore disappeared. Alternatively, they are
VWRUHGDVH[DPSOHVRI,QWHUQHWVSHFL¿FDUWDQGLQWHUPVRIJHQUHWKH*,)
format has replaced them (although mute, along with the older version of
QuickTime it is closer to animation than to live action).
In contrast to today’s peeks into the past and future predictions, Sobchack’s
article, written for Millennium Film Journal, is a conscious treatise on
D VSHFL¿F KLVWRULFDO VLWXDWLRQ EDVLFDOO\ FDXVHG E\ D QHHG D QHHG FRPLQJ
from disappearance, nostalgia and a certain realisation of the relentless
GHYHORSPHQW RI WHFKQRORJ\  :ULWLQJ LV HYHQWXDOO\ WKH ODVW VWUDWHJ\ WKDW LV
worth exploring. One reason is that it generally represents the least mentioned
DQGDWWKHVDPHWLPHWKHPRVWIUHTXHQWO\DGRSWHGVWUDWHJ\²GHVSLWHDOOWKH
previously described possibilities of reference, the web and Net art are most
of all read and written about.

27 Since January 2014, Rhizome’s conservation programme has been directed by Dragan Espenschied,
mentioned above.
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9,'HVFULSWLRQDQGYRFDEXODU\
In order to write about the web and its art, we need vocabulary—we often
resort to vocabulary, notions and terms that are also the supporting
principle of any navigable (and therefore organized) archive or database.
Everything we gain using methods described in the previous text has to
end up somewhere. Nevertheless, controlled vocabularies intended for the
cataloguing of media art have been—at least up to now—fragmented and
DOZD\VUDWKHUFKDUDFWHULVWLFRIDSDUWLFXODUSURMHFW8QIRUWXQDWHO\WKHELJJHU
and theoretically more vital ones usually have a limited lifetime as given by
WKHVSHFL¿FSURJUDPPLQJVXEVLG\WHUPV8SWRQRZWKHG\QDPLFFKDUDFWHU
of the development of media art has not allowed the vocabulary to stabilize
and it cannot be guaranteed any stability comparable to those such as the
vocabulary developed by the Getty Institute.28
6HYHUDO\HDUVDJR1LQD:HQKDUWDSSOLHGKHUVHOIWR¿YHGDWDEDVHVRIPHGLDDUW
(V2_, Daniel Langlois Foundation, Rhizome ArtBase, Database of Virtual
Art and netzspannung.org) and observed that catalogue vocabularies only
share around ten identical expressions, the majority of which seemed to be not
VSHFL¿FHQRXJKRUQRWWRIRFXVRQSDUWLFXODULQVWLWXWLRQVDQGWKHLUSUDFWLFHV
(Animation, Performance, Television, Collaboration and Archive, Database,
History). The only three relevant shared terms relating to art works featured in
WKHVHGDWDEDVHVZHUH$UWL¿FLDO/LIH6XUYHLOODQFHDQG9LUWXDO5HDOLW\  <HW
:HQKDUWGRHVQRWVHHWKLVGLYHUVLW\DVSULPDULO\ZURQJEXWVKHEHOLHYHVWKH
most interesting terms characteristic of several institutions or of a single one
³RɣHUHGWRLGHQWLI\FHUWDLQLQWHUSUHWDWLRQV´6XFKLQVWDELOLW\DOVRIDFLOLWDWHV
an escape from the power structure of database archives. According to her, at
a semantic level this structure “excludes interpretations (i.e., disambiguation
DQGFKDRV WRFUHDWHRUGHU$VDUHVXOWLWµGHULFKHV¶NQRZOHGJHDQGDVVHUWV
power. Structurally, it prescribes a very limited number of possible relations
and only one location for one thing” (84).
$OWKRXJK LW LV GLɤFXOW WR MXVWLI\ VXFK DQ DQDUFKLF DSSURDFK LQ D VLWXDWLRQ
where standardisation and development of robust preservative strategies are
D QHFHVVLW\ LW DSSHDUV WR EH DGHTXDWH ZKHQ FRQVLGHULQJ ZHEVLWHV DV ³QHYHU
¿QLVKHGRQO\DEDQGRQHG´ RUIRUJRWWHQ DQGSODFLQJPDQ\1HWDUWZRUNVLQWKH
category of processual and open works of art. This allows Jill Sterett, the director
of conservation at The San Francisco Museum of Modern Art (SFMOMA), to
say, in a discussion on the future of native digital art: “In the last seventeen years,
it’s fair to say that the greatest danger the museum has faced was the imposition
of some sort of false lockdown on the work, thwarting the open-endedness [...]”
'HNNHU ²HYHQJLYHQWKHLPSRUWDQFHRIKHUSRVLWLRQVKHGRHVQRWVHHLWDV
strange, although immobilisation lies at the very heart of museumization, that
is the removal of things from their natural cycle of creation and destruction.
Nevertheless, even such a stable and static discipline as heritage conservation29
is getting used to instability and inherent performativity, and one cannot be
surprised by similar tendencies in an area as dynamic as the web.
28 Getty Art & Architecture Thesaurus naturally does not represent the only controlled vocabulary of art
and history terms, but given the importance of its domestic institution it is among the most widely used. See
“Art & Architecture Thesaurus.”
29 Compare the concept of immaterial cultural heritage and e.g. the so-called Nara Document on
Authenticity that acknowledges even physically unoriginal buildings and monument sites such as the
KLVWRULFDOFHQWUHRI:DUVDZRUVLPLODUDV³DXWKHQWLF´

7KH¿QDOSHUVSHFWLYHFDQSDUDGR[LFDOO\EHSURYLGHGE\OLWHUDWXUHDQGOLWHUDU\
VFLHQFHDVPHQWLRQHGLQWKHLQWURGXFWLRQWRWKLVDUWLFOHPRUHVSHFL¿FDOO\E\
the section that has reconciled itself with the digitalisation of the production,
spread and consumption of literary artefacts that has taken place. Let us recall
EULHÀ\WKDWHYHQWKH&]HFKVSHDNLQJHQYLURQPHQWSD\VFHUWDLQDWWHQWLRQWR
electronic and Internet writing; Karel Piorecký focuses on related topics. In
his research into digital textuality he criticizes the excessive emphasis placed
on the role of the reader and, in contrast, the neglect of the “secondary
LQÀXHQFHRIWKHDXWKRURQWKHH[LVWHQFHDQGIRUPRIWKHWH[WDIWHULWKDVEHHQ
published.” He also directs our attention to the act of publishing: “[...] digital
SXEOLFDWLRQ LV D QHZHU SKDVH WKDQ WKH ¿QDO VWDJH RI WKH JHQHVLV RI WKH WH[W
The act of publishing maintains its action-like character, it generates a literary
work of action, a literary happening” (22).
Furthermore, he compares the “textual trace“ of an art work to photo-documentation of visual or traditionally performative happenings. Although the
IRFXVKHUHLVSULPDULO\RQ,QWHUQHWVSHFL¿FOLWHUDWXUH30 Piorecký’s approach—
KLV DFFHSWDQFH RI WKH SURFHVVXDO TXDOLW\ RI GLJLWDO WH[W KLV DZDUHQHVV RI
its emergent character and the dynamic character of its publication—
appears suitable for the whole web, especially given its present-day
dynamisation. If Piorecký recalls photo-documentation, let us not forget
WKDW HYHU\ VLQJOH SLFWXUH UHTXLUHV D PLQLPXP DPRXQW RI WH[WXDO VXSSRUW
no photo-documentation (whether we talk about screenshots or performance
GRFXPHQWDWLRQ FDQH[LVWE\LWVHOI,WUHTXLUHVGHVFULSWLRQ

9,,'HVFULSWLRQDQGHNSKUDVLV
Even when skimming writing ready for the publication in which this article
LVDERXWWRDSSHDUWKHTXHVWLRQRIGHVFULSWLRQVHHPVWREHWKHPRVWXUJHQW
How many authors in this book include links to archive versions of websites,
recordings and records in their citations? How many use the best practice
of DOI citation?31 They cite the web, the books, the date of access, and most
of all, they describe what they are citing. Description as a genre or stylistic
IXQFWLRQLVDORQJQHJOHFWHGSKHQRPHQRQFKLHÀ\GXHWRWKHGRPLQDQFHRI
narratology and the concept of narration-focused literature in general.32 Let
alone the ekphrasis itself, which is an originally poetic or general literary
description of an encounter with a work of art. Its importance for the writing
RI WKH KLVWRU\ RI DUW KDG WR EH H[SOLFLWO\ SRLQWHG RXW E\ -DĞ (OVQHU ZKRVH
WH[W FRXOG EH VXPPDUL]HG E\ WKH IROORZLQJ TXRWH ³7KH HQRUPLW\ RI WKH
descriptive act cannot be exaggerated or overstated” (12).
5HFDOOLQJWKHVWDWHPHQWVRISXEOLVKHUVTXRWHGLQWKHLQWURGXFWLRQZKRGHQ\UHVSRQVLELOLW\IRUWKH
“dynamic” elements inside their printed books, it is possible to extrapolate Piorecký’s theses (including
emphasis placed on the act of publishing) onto the whole contemporary literary production.
31 7KHVRFDOOHGSHUPDQHQWLGHQWL¿HU 'LJLWDO2EMHFW,GHQWL¿HU LVDVVLJQHGWRDQHOHFWURQLFRUGLJLWDO
network source by one of the registration agencies and further administered by the International DOI
)RXQGDWLRQ7KHSHUPDQHQWLGHQWL¿HUVKRXOGWKDQNVWRIRFXVRQWKHDFWXDOREMHFWV PDLQO\WH[WV DOORZ
PRUHSHUVLVWHQWDQGWUXVWZRUWK\FLWDWLRQVWKDQLQWKHFDVHRIFLWLQJDPHUH85/'2,LVTXLWHRIWHQXVHG
in academic environments (the CrossRef system) and by a number of publishers. It is also employed for
GRFXPHQWLGHQWL¿FDWLRQE\WKH3XEOLFDWLRQV2ɤFHRIWKH(XURSHDQ8QLRQ
32 Cf. “The theory of narration has its share in the underestimation of description, as it often serves
DVDPHDQVIRUDQHJDWLYHGH¿QLWLRQGHVFULSWLRQLVZKDWLVQRWQDUUDWLRQGHVFULSWLRQVWRSVRUKLQGHUV
QDUUDWLRQ´ )HGURYiDQG-HGOLþNRYi 
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It is not clear how much of what we know about the world is communicated
to us based on already communicated descriptions—some of these indicate
they were at least inspired or transmitted mimetically from a given33 and
DOUHDG\FRPPXQLFDWHGVWDWH,WZRXOGEHQHFHVVDU\WR¿UVWH[DPLQHWKHEDVLV
of the conclusions and hypotheses made by those of us who write about art
and culture and how conscientiously, for what purpose and whether at all, we
use the preserved relics of the past. Similarly, it would be necessary to focus
on the issue of description not as a documentation or archival strategy,34
but as the zero point of all our thinking. It would be necessary to refute the
argument that technical media has made literary and textual description
redundant, because the reality indicates the contrary. Finally, it would be
necessary to acknowledge the fact that the endeavours to archive Internet art
are useless to the point that you do not need the Internet to understand the
articles in this book.

33 The parallel between http://wwwwwwwww.jodi.org/and a computer virus is a private interest of mine.
Cf. the following description: “This project is a kind of collage of text and graphic elements that seem to
EHDPLVKPDVKRIUXEELVKVWXɣ7RXQGHUVWDQGKRZHYHULWLVQHFHVVDU\WRNQRZTXLWHDORWDERXWFRPSXWHUV
and computer networks, otherwise website visitors are likely to believe that their computer has been infected
or has stopped reacting in the right way. Jodi also works with the source code, in which they place e.g.
graphical animations created by means of textual signs (ASCII art), that nevertheless usually stay hidden
IURPWKHXQLQIRUPHGXVHU´ 0DUHãRYi 
(YHQWKRXJKUHVHDUFKLQWRWKHVSHFWDWRUH[SHULHQFHXVLQJRUDOKLVWRU\WHFKQLTXHVRUWKHWHFKQLTXHV
themselves come closest to this conception. Cf. Muller.
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The Omnipresent Condition of Speculation
/XPtU1\NO_'HFHPEHU
³,W¶VQRWMXVWDQ2SHUDWLQJ6\VWHP,W¶VDFRQVFLRXVQHVV´
—Her (2010)

The framework of this anthology resonates with involved texts of taxonomy
and rhetoric. Simultaneously, Net art is a “legend” handed down from
generation to generation, as well as a legend set in a blurred map of a cultural
¿HOG RQFH PDUNHG E\ D FRQVFLRXVQHVV H[FLWHG E\ WHFKQRORJLHV 4XDUDQWD
³7KH /HJHQG´  )URP WKH V WKH ¿HOG¶V FRQWHQW JUHZ ZHQW ZLOG DQG
ZDV FRQVHTXHQWO\ UHFXOWLYDWHG LQ WKH QDPH RI ³WKH PRVW KLHUDUFKLFDO DQG
FRQVHUYDWLYHPHGLXPWKHDUWZRUOGKDVWRRɣHU´1
In accordance with the artistic practices described, the anthology may
serve as a “survival guide” (Novitskova) or it may act as a “speculation on
anonymous material.”2 The material is represented by the art. The starting
point and its environment is the Internet, as part of human consciousness as
well as an independent “ecosystem.” The text’s schedule and the approach
to the historisation of theoretical objects balance between an extended
“throwback Thursday” and a proposition for the future in the manner of
an advertising selection of recommended products on the basis of users
tracking them on the web.3 Modelled on search engines acting in the interest
of commercial subjects, let us try to trace the algorithm leading up to a list
(and a count) of key words and give several examples. In the same way as
)DFHERRN¶VLQWHUIDFHHQDEOHVXVWRUHFRJQL]HKXPDQIDFHVDQGRɣHUVDOLQNWR
WKHYLUWXDOSUR¿OHRILWVEHDUHUWKHWH[WVLQ#mm Net Art enable their reader
to recognize and “tag.”
:KDW LV PHDQW E\ WKLV" 7UDFLQJ D WLPHFKDQJLQJ FRQGLWLRQ RI WKH
contemporary Internet #state, rather than following the theological line
of visual #style. Concentration on a general #state of mind rather than
on a limited community. Composing digital image as a #system and its
successive decomposition on basis of key words, in the same way as it works
in the case of Internet photo banks (King). In recent years the “Post-Internet
condition” has been the topic of conversation in critical discussions, artistic
practice, exhibition management and the art trade. In the monitored segment
ZH PD\ WLFN VXFK IUHTXHQWO\ XVHG WHUPV DV RPQLSUHVHQFH DFFHOHUDWLRQ
#circulation and #speculation and then “click” on these hashtags.
$V&RQVWDQW'XOODDUWQRWHV³7KHDWWHQWLRQHFRQRP\RQWKHZHEDVFRPPRGL¿HGH[WHQVLYHO\E\WKHVH
QHWZRUNVKDVEHFRPHDQLQÀXHQFHRQFRQWHPSRUDU\DUWLVWVWRWKHSRLQWZKHUHWKHZHE¶VDEXQGDQFHKDV
EHHQFRQIXVHGIRUXELTXLW\µDIWHU¶FRQIXVHGZLWKµSRVW¶0RVWRIWKHDUWLVWVPHQWLRQHGE\1RYLWVNRYDKDYH
ignored the idealist tendencies of the web, aiming to break with age-old social hierarchies. But they have
VWDUWHGWRWUDQVODWHWKH FXOWXUDOO\ORFDO FRPPHUFLDOLVDWLRQRIWKHZHELQWRDUWZRUNV¿WWREHVKRZQLQWKH
PRVWKLHUDUFKLFDODQGFRQVHUYDWLYHPHGLXPWKHDUWZRUOGKDVWRRɣHUWKHJDOOHU\ZKLWHFXEH´6HH'XOODDUW
2 Speculations on Anonymous Materials was the title of an exhibition held in Fridericianum, Kassel,
*HUPDQ\6HH³µ6SHFXODWLRQVRQ$QRQ\PRXV0DWHULDOV¶DW)ULGHULFLDQXP´
3 Author’s note: “Throwback Thursday” is the expression used for a social networks habit consisting of
sharing commemorative photos and videos, usually referring to the 1990s. See “Throwback Thursday.”

If the “Post-Internet condition” is translated as “Post-Internet age” which, as
I see it, does not capture Jennifer Chan’s critical idea, a problem occurs. The
established term Post-Internet condition refers to changes in the conditions
of image production and distribution in the networked socio-economic
VLWXDWLRQ RI JOREDO FDSLWDOLVP 7KH UHTXLUHG FRQGLWLRQ RI ³DZDUHQHVV´ RI
the Internet has already been compared to the necessity to cope with the
pervasive logic of the market in Gene McHugh’s initiation essay reprinted
here. Conversely, the word “age” undesirably distracts attention towards
temporality and forces the existence of a kind of transcendental consciousness
articulated by consecutive epochs connected by their inner logic.
$UWLH 9LHUNDQW¶V IUHTXHQWO\ GLVFXVVHG SURMHFW Brand Innovations for
Ubiquitous AuthorshipPD\VHUYHDVDQHORTXHQWLOOXVWUDWLRQ4 The exhibition
concept was based on ordering individual works from ever-accessible custom
services and their capture, in compliance with a meme visual code of fetishistic
³XQER[LQJ´ YLGHRV 7KLV JHQUH RɣHUV D VSHFWDFOH ZLWKLQ ZKLFK WKH XQL¿HG
product is subjectivised in the customer’s hands through a goods “delivery”
IURPDER[ZKLFKLVFDSWXUHGRQYLGHR%\PHDQVRITXHVWLRQLQJWKHVWDWXVRI
WKHXQLTXHQHVVRIDUWLVWLFFUHDWLRQDQGDXWKRUVKLSWKHSURMHFWUHÀHFWHGRQWKH
connections between branded culture and working conditions in the world
which abused the so-called term “outsourcing.” The essence of corporate
brand visibility and product accessibility is based on invisibility. Invisibility
as a naturalisation of sophisticated forms, disadvantages the corporate
employees and perpetuates modern forms of slavery. The marginalisation
of work and the inaccessibility of laws inside the declared legal system is the
reverse side of easily accessible “network” technologies and related services.
The sustainability of the term Post-Internet has been supported over a long
SHULRGE\FRPSOHWHO\GLɣHUHQWSHRSOHVXFKDVWKHFULWLF'RPHQLFR4XDUDQWD
and the art dealer Stefan Simchowitz, both of whom are supporters of the
DUWLVW SHUIRUPHU DQG DFWLYLVW $PDOLD 8OPDQ $ SKRWRJUDSK FDSWXULQJ
her stay in a hospital after a car accident, shows two aspects of uncanny
valley.6 On one hand there is a surreal impression of connecting prosthetic
FRUSRUDOLW\ DQG WHFKQRORJLFDO GHYLFHV ZKLFK 8OPDQ XVHV IRU KHU RQOLQH
self-presentation.7 It is important to note that these photos would not
exist without “grant,” the capital injection provided by Stefan Simchowitz,
Post-Internet art speculator (Glazek). He also stimulated the expansion of
photo banks in the 2000s when he sold his MediaVast project to the Getty
Company. The visual code of photo banks is processed by many artists whose
works of art are speculated by Simchowitz, thus accelerating their value.

7KHZKROHH[KLELWLRQZDVFRQVHTXHQWO\³VWROHQ´LQIDFWLWZDVULJRURXVO\³YHUVLRQHG´RUPRUHSUHFLVHO\
“translated.” See Brand Innovations for Ubiquitous Authorship at http://bifua.tumblr.com/.
$QGUHZ1RUPDQ:LOVRQ¶VScanOps, which deals with errors in book scanning for Googleplex portal—
work performed by the lowest level of Googleplex workers, may serve as an example. E.g. The Rainbow
Girl-9 $QGUHZ1RUPDO:LOVRQ 'RFXPHQWDWLRQDYDLODEOHDW
KWWSELIXDWXPEOUFRPSRVWDQGUHZQRUPDQZLOVRQWKHUDLQERZJLUO
date of access Dec. 23 2014.
7KHWHUP³8QFDQQ\9DOOH\´GHVFULEHVSHRSOH¶VUHIXVDOUHDFWLRQZKHQFRQIURQWHGZLWKURERWVDQG'
PRGHOVWKDWDUHDFFXUDWHO\VXJJHVWLYHRIKXPDQEHLQJV,QGLVFXVVLRQRQ3RVW,QWHUQHWDUWLWLV¿JXUDWLYHO\
used for descriptions of project visualization, such as DISimages http://disimages.com/. It is also the title of
Domenico Quaranta’s blog on Tumblr, see Quaranta.
$PDOLD8OPDQ¶VSKRWRVDUHDFFHVVLEOHRQWKHZHEVLWHPurple Fashion Magazine (see Manetas).
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The art of Ben Schumacher, who is well-known in the Czech Republic, is
composed of the above mentioned hashtags. The text material represented
in his works comes from common online communications and does not keep
LWVRZQUHIHUHQWLDOTXDOLW\7KHPHDQLQJPDNHVPRVWRIWKHDFFXPXODWLRQRI
data for the purpose of more or less spontaneous “speculation” (Schumacher
himself compares it to stock machinations, e.g. calculation of so-called
KLJKIUHTXHQF\WUDGLQJ ZKHQWKHGDWDV\QFKURQL]HGLQWKHQHWZRUNPDNH
a result unwittingly. It can be compared to stopping on a random JPEG
ZKHQ VFUROOLQJ WKURXJK DQ HQGOHVV ÀRRG RI LPDJHV RQ 7XPEOU FKDQ DQG
reddit servers (Schumacher and Madere).
“The philosophical translation of online culture and practices into the
physical world” (Chan, “Notes on Post-Internet,” 110) and “giving material
H[SUHVVLRQ WR WHFKQRORJ\¶V VHHPLQJO\ LPPDWHULDO HɣHFWV´ &KDPEHUODLQ 
not only follows the path, as Chan puts it, “from a browser to a gallery,” but
UHVXOWVLQDQDGYHUWLVLQJVORJDQIURPWKHVRIWF\EHUSXQN¿OPHer.
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NATALIE BOOKCHIN (b. 1962) began working with the Internet as
a platform for producing art in the mid-1990s. Her work has been widely
written about and exhibited worldwide in major institutions, and she has
received numerous grants and awards. Since 1998 she has taught at the
faculty of Photography & Media Program in the Art School of CalArts in Los
Angeles, and she currently lives in Brooklyn and teaches media art at the
0DVRQ*URVV6FKRRORIWKH$UWVDW5XWJHUV8QLYHUVLW\ 

http://bookchin.net/

PIOTR CZERSKI (b. 1981) is polish poet and prosaist who graduated in
computer science and philosophy. He is the author of two books, recipient
RIWKH+RPLQHV8UEDQLVFKRODUVKLS  DQG¿QDOLVWRIWKH*UDQG3UHVV
award in the category of press reportage (2007). Czerski is most famous
IRUKLV³:HWKH:HE.LGV´PDQLIHVWRWKDWZDVWUDQVODWHGLQWRDYDULHW\RI
languages and reprinted worldwide.
http://czerski.art.pl/

DIETER DANIELS E LV3URIHVVRURI$UW+LVWRU\DQG0HGLD7KHRU\
at the Academy of Visual Arts in Leipzig. He co-founded the Videonalle
%RQQ  ZDVWKHKHDGRIWKH0HGLDWKHTXHDWWKH.DUOVUXKH&HQWUHIRU
Art and Media Technology (1991–93), co-editor of MediaArtNet ± 
Director of the Ludwig Boltzmann Institute Media.Art.Research. in Linz,
$XVWULD ± 6LQFH'DQLHOVLVWKHVSHDNHUIRUWKHDGYLVRU\ERDUG
of Transmediale Berlin. In 2007–09 he was the editor of the Netpioneers 1.0
research project (with Gunther Reisinger).

JENNIFER CHAN (b. 1988) is video and new media artist who works
in Toronto and Chicago. She has an HBA in Communications, Culture,
,QIRUPDWLRQ7HFKQRORJ\IURPWKH8QLYHUVLW\RI7RURQWRDQGDQ0)$LQ$UW
9LGHRIURP6\UDFXVH8QLYHUVLW\+HUUHVHDUFKRQWKHKLVWRULHVDQGWUHQGVRI
Internet art has appeared on Rhizome, West Space Journal, Art F City, and
Junk Jet. She currently teaches Media Arts Practices at the School of Art
Institute Chicago and makes remix videos that comment on art and gender
after the Internet.
http://jennifer-chan.com/

0$5,( 0(,;1(529È (b. 1986) graduated in English Philology, Film
6WXGLHV DQG &RPPXQLFDWLRQ 6WXGLHV IURP 832/ &]HFK 5HSXEOLF ZKHUH
she study for her PhD at the Department of Arts Education. She co-curates
ScreenSaverGallery, is editor of the Experimental cinema section at the
¿OPDQGQHZPHGLDPDJD]LQH25fps, and curator at PAF—Festival of Film
Animation and Contemporary Art in Olomouc. As (c) merry she is also an
active artist.
http://crazymerry.tumblr.com/

GENE McHUGH (b. 1981) is an art writer and curator based in Los
Angeles. His writing has appeared in Artforum and Rhizome, and he was the
UHFLSLHQWRIWKH&UHDWLYH&DSLWDO_:DUKRO)RXQGDWLRQ$UWV:ULWHUV*UDQWIRU
his blog, Post Internet. McHugh is currently the Head of Digital Media at the
)RZOHU0XVHXPDW8&/$DQGZDVSUHYLRXVO\D.UHVV)HOORZLQ,QWHUSUHWLYH
7HFKQRORJ\DWWKH:KLWQH\0XVHXPRI$PHULFDQ$UW

LUMÍR NYKL (b. 1991) studies Aesthetics at the Faculty of Philosophy & Arts,
&KDUOHV 8QLYHUVLW\ 3UDJXH DQG LV DQ RFFDVLRQDO FXUDWRU DQG ZULWHU +LV
interests are focused on contemporary visual arts, music and the intersection
RIPXVLFDQG¿QHDUWV+LVWH[WVKDYHEHHQSXEOLVKHGLQWKHPDJD]LQHVA2 and
Full Moon. Nykl cooperates with the musical label RedForColourBlind and in
ZLWK0DUWLQD3ROLDþNRYiDQG.,9*DOOHU\RUJDQL]HGWKHGHEDWH³7KRVH
Post-Internets of yours shall be prohibited” where the term Post-Internet was
discussed in regards to the Czech context.

DOMENICO QUARANTA (b. 1978) is a contemporary art critic and
curator. His work focuses on the impact of the current means of production
and dissemination of art. He is the author of Beyond New Media Art (2013)
and the Artistic Director of the Link Center for the Arts of the Information
Age.
KWWSGRPHQLFRTXDUDQWDFRP

GUNTHER REISINGER (b. 1971) was Head of Research of Netpioneers 1.0 at
the Ludwig Boltzmann Institute Media.Art.Research. Linz (2007–2009). He
LV 9LVLWLQJ /HFWXUHU DW 3ULYDWH 8QLYHUVLW\ /LQ] ZDV $VVLVWDQW 3URIHVVRU DW
.DUO)UDQ]HQV8QLYHUVLW\ *UD] /HFWXUHU DW +XPEROGW8QLYHUVLW\ %HUOLQ
Academy of Visual Arts Leipzig, Stuttgart State Academy of Art and Visiting
3URIHVVRU IRU 7KHRU\ RI $UW DW %XUJ *LHELFKHQVWHLQ 8QLYHUVLW\ RI $UW DQG
'HVLJQ+DOOH  +HLVWKHDXWKRURIQXPHURXVSXEOLFDWLRQVLQWKH¿HOG
of restoring and archiving net-based art.

.$7$5Ë1$ 5861È.29È E   LV 6ORYDN FXUDWRU DUW WKHRULVW DQG
historian. Since 2006 she has been Head of the Department of Theory and
History of Fine Art at the Faculty of Fine Arts of the Academy of Arts in
%DQVNi%\VWULFD6KHKDVFXUDWHGPRUHWKDQ¿IW\H[KLELWLRQVLQ6ORYDNLDDQG
DEURDGZULWWHQDQXPEHURIVSHFLDOL]HGSXEOLFDWLRQVRQ¿QHDQGQHZPHGLD
art, was a laureate of the Martin Benka Award (1994) and is a member of the
Slovak section of the International Association of Art Critics (AICA).
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0$7ċ- 6751$' (b. 1989) is a student and archivist at the Centre of
$XGLRYLVXDO 6WXGLHV DW )$08 3UDJXH +H LV D OHFWXUHU UHYLHZHU HGLWRU
and consultant and participates in digitisation projects of the National Film
Archive. He deals with the topics of archiving, re-mediation and authenticity
of technical image. Strnad participates in preparing a degree programme in
Archiving and is a co-founder of the platform Kinoaparát.cz.

ALEXEI SHULGIN (b. 1963) initially started as a photographer and began
his online activities in 1994 as one of the pioneers of Net.art. He founded
WKH 0RVFRZ :::$UW &HQWUH   DQG VWDUWHG WHDFKLQJ VHPLQDUV RQ
WKH ::: DQG RQ ,QWHUQHW DUW ,Q  KH IRXQGHG WKH VLWH (DV\OLIHRUJ
and since 1998 he has performed with 386 DX the cyberpunk rock band.
,Q  KH FRIRXQGHG WKH (OHFWURERXWLTXH JDOOHU\ LQ 0RVFRZ 6KXOJLQ
has participated in numerous exhibitions, media art and music festivals in
Russia and internationally.
http://www.easylife.org/

BRAD TROEMEL (b. 1987) is an American conceptual artist, writer,
blogger and instructor based in New York. He received a BA in Visual Critical
Studies from the School of the Art Institute of Chicago, and an MFA from the
1HZ <RUN 8QLYHUVLW\ 1<8 6WHLQKDUGW +LV ZULWLQJ WHQGV WR IRFXV RQ WKH
,QWHUQHW FRQ¿JXUDWLRQV RI DUW DQG H[SHULHQFH RQ WKH ,QWHUQHW DQG YLVXDO
culture. Troemel is widely known for the Tumblr-based group, The Jogging
(co-founded in 2009 with Lauren Christiansen).
http://bradtroemel.com/

%(1 9,&.(56 (b. 1986) is a curator, writer, explorer, technologist
and luddite. Currently Curator of Digital at the Serpentine Galleries, is
&R'LUHFWRU RI /,0$=8/8 3URMHFW 6SDFH D 1HDU 1RZ )HOORZ DQG OHDG
facilitator for the open-source development of unMonastery, a new civically
minded social space based on contemporary monastic principles prototyped
in Matera, Southern Italy during 2014 and now set to replicate throughout
(XURSHLQ
http://www.benvickers.net/

$57,(9,(5.$17 (b. 1986) is an artist active on the Internet and in physical
space with numerous solo and group shows worldwide. He has a BA in Fine
$UWV6FLHQFH7HFKQRORJ\ 6RFLHW\IURPWKH8QLYHUVLW\RI3HQQV\OYDQLDDQG
DQ0)$IURPWKH8QLYHUVLW\RI&DOLIRUQLD6DQ'LHJR+HKDVKHOGWHDFKLQJ
SRVLWLRQV DW 1HZ <RUN 8QLYHUVLW\ DQG 9LUJLQLD &RPPRQZHDOWK 8QLYHUVLW\
DQGZDVDQDGMXQFWSURIHVVRUDW1HZ<RUN8QLYHUVLW\6WHLQKDUGW
http://artievierkant.com/
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25* (YDDQG)UDQFR0DWWHV _http://www.0100101110101101.org/
$EUDKiP6WDQLVODY_http://www.stanislavabraham.cz/
$OWHUD]LRQL9LGHR 3ROROXFD%DUELHUL0DUFKL$OEHUWR&DɣDUHOOL$QGUHD0DVXDQG*LDFRPR
3RU¿UL _http://www.alterazionivideo.com/
$OWPDQQ.DUL_http://karialtmann.com/
$PEUĤ].U\ãWRI_http://skreenboy.tumblr.com
$PHULND0DUN_http://markamerika.com/
$QGHUVHQ.DMD SVHXG.DMD&[]\$QGHUVHQ _http://cxzy.tumblr.com/
$QWRQHOOLV$QWKRQ\_http://www.anthonyantonellis.com/
$UFDQJHO&RU\_http://www.coryarcangel.com/
$VHQGRUI.LP_http://kimasendorf.com/
%DLOH\-HUHP\_http://jeremybailey.net/
%DĖNRYi0DUNpWD_http://www.bankova.cz/
%LHOLFNê0LFKDHO_http://bielicky.net/
%RRNFKLQ1DWDOLH_http://bookchin.net/
%RUUDV0LFKDsO SVHXG6\VWDLPH _http://www.systaime.com/blog/
%UDGOH\5\'DYLG_http://www.rydavidbradley.com/
%ULGOH-DPHV_http://shorttermmemoryloss.com/
&HQHN)LOLS_KWWSLQWHUPHGLDɣDYXWEUF]¿OLSFHQHNHQJOLVK
&KDQ-HQQLIHU_http://jennifer-chan.com/
&KHQHVHDX7KRPDV_https://facebookfeedback.wordpress.com/
ýLHUQD3DYOtQD)LFKWD_KWWSZZZ¿FKWDQHW
&LULR3DROR_http://www.paolocirio.net/
&RUWULJKW3HWUD_http://www.petracortright.com/
ûRVLü9XN_http://www.ljudmila.org/~vuk/
&ULVSLQ6WHUOLQJ_http://www.sterlingcrispin.com/
'DUOLQJ-HVVH_http://www.bravenewwhat.org/
De Los Santos, Luis Artemio _KWWSOXLVGHORVVDQWRVWXPEOUFRP
'HOOEUJJH GH0ROO &KULVWLDQH'HOOEUJJHDQG5DOIGH0ROO 
http://www.workworkwork.de/
'HORQJ0DUHN_http://marekdelong.tumblr.com/





GLQD FRO _http://www.d-i-n-a.net/
'RUSHO+DUPYDQGHQ_http://harmvandendorpel.com/
'RXODV/RXLV_http://louisdoulas.info/
'XOODDUW&RQVWDQW_http://www.constantdullaart.com/
(OLQJV-DVSHU_http://www.jasperelings.info/
(SLGHPLF FRO _http://epidemic.net/en/index.html
(VSHQVFKLHG'UDJDQ_http://1x-upon.com/~despens/
HWR\ FRO _http://www.etoy.com/
)LQLVKLQJ6FKRRO FRO _KWWS¿QLVKLQJVFKRRODUWQHW
)RJHOPDQ5R]LWD_http://www.rozita.com/
)XWXUHIDUPHUV FRO _http://futurefarmers.com/
*QWKHU,QJR_http://ingogunther.com/
+,/86 FRO | http://www.vergessen.com/hilus/
,2' 0DWWKHZ)XOOHU&ROLQ*UHHQDQG6LPRQ3RSH _http://bak.spc.org/iod/
-DFNVRQ6KHOOH\_http://ineradicablestain.com/
-DFRWH\*HRUJHV_http://georgesjacotey.tumblr.com/
-RGL -RDQ+HHPVNHUNDQG'LUN3DHVPDQV _http://jodi.org/
-RJJLQJ7KH FRO _http://thejogging.tumblr.com/
-RRGH5DFKHOGH_http://www.racheldejoode.com/
.DF(GXDUGR_http://www.ekac.org/index.html
.DQDUHN<DHO_http://www.worldofawe.net/
.DUG.DPLOLD_http://kamiliakard.tumblr.com/
.DZDVKLPD7DNDVKL_http://www.takashikawashima.com/
.REOLQ$DURQ_http://www.aaronkoblin.com/
.RKRXW0DUWLQ_http://www.martinkohout.com/
.UHLVLQJHU(OLVD_http://www.popculturepirate.com/
.YHWiQ0DUHN_http://www.kvetan.net/
/DSDGDW-DQ]HQ(ULFD_https://iamnotamorningperson.wordpress.com/
/DULF2OLYHU_http://oliverlaric.com/
/LDOLQD2OLD_http://art.teleportacia.org/
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/LFKW\3DWULFN_http://patricklichty.com/
/RQHUJDQ*XWKULH_http://www.theageofmammals.com/
/RUXVVR6LOYLR_http://silviolorusso.com/
/XQG-RQDV_http://jonaslund.biz/
/XW]RYi.ULVWêQD_http://kristynalutzova.cz/
0DQHWDV0LOWRV_http://miltosmanetas.com/
0DQQLQJ0LFKDHO_http://www.themanningcompany.com/
0DQRYLFK/HY_http://manovich.net/
0DULH0HL[QHURYi SVHXG F PHUU\ _http://crazymerry.tumblr.com/
0LFKLPD6D\XUL_http://www.sayurimichima.info/
0LWQLF.HYLQ SVHXG7KH&RQGRU _https://www.mitnicksecurity.com/
0ODND0DUWLQ_http://martinmlaka.com/
1DSLHU0DUN_http://marknapier.com/
1DYDUUR$GULj_http://adrianavarro.net/
1HLEHUJDOO:LOO SVHXG*ODVVSRSFRUQ _http://glasspopcorn.tumblr.com/
1LNO5LFKDUG_http://richardnikl.com/
1RYLWVNRYD.DWMD_http://katjanovi.net/
2¶%ULHQ1LFKRODV_http://doubleunderscore.net/
2OVRQ0DULVD_http://www.marisaolson.com/
2WWDVR(VWHEDQ_http://estebanottaso.blogspot.cz/_http://e-ottaso.tumblr.com/
3DOODVYXR-DDNNR_http://www.jaakkopallasvuo.com/
3RGVLDGO\'RPLQLN_http://dominikpodsiadly.com/
3ULFH6HWK_http://www.distributedhistory.com/
3URFKi]ND*DEULHOD_http://www.gabrielaprochazka.com/
5DGLNDO(OOHFWUD_https://www.facebook.com/ellectra.radikal
5DIPDQ-RQ_http://jonrafman.com/
5LSSV5\GHU_http://ryder-ripps.com/
5RFKD3HGUR3DXOR SVHXG0RORWRY)UDPHV _http://kapsulazero-blog.tumblr.com/
5RGLQD7KH 7HUH]DDQG9tW5XOOHU _http://www.therodina.com/
5R\&DVLQR_http://www.reddit.com/user/CasinoRoy

5R]HQGDDO5DIDsO_http://www.newrafael.com/
6DNURZVNL5REHUW_http://www.curatingyoutube.net/
âHUêFK-DQ_http://janserych.com/
6KDL5RQHQ_http://www.ronenshai.com/
6KXOJLQ$OH[HL_http://www.easylife.org/
6ODPD$QQD_http://annxtrw.tumblr.com/
6ROOIUDQN&RUQHOLD_http://www.artwarez.org/
6WDHKOH:ROIJDQJ_http://www.wolfgangstaehle.info/
6WLUQHU7RQ\_http://www.tecnoartenews.com/
7LPNRYi1LN_https://www.works.io/nik-timkova
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Editor’s Note
The #mm Net Art SXEOLFDWLRQ LV WKH ¿UVW FRQFLVH DQWKRORJ\ RQ ,QWHUQHW
art released in the Czech Republic. Its English version (customized for
the international reader) was preceded by the Czech edition #mm net art
± LQWHUQHWRYp XPČQt YH YLUWXiOQtP D I\]LFNpP SURVWRUX SUH]HQWDFH This
explains the special care taken of Czech Internet art, which is otherwise little
covered abroad. Although primarily concerned with gathering key texts by
distinguished international authors, the anthology also contains original
studies by Czech experts and chapters or footnotes dealing with the Czech
context.
The selection of texts for ##mm Net Art was led by the endeavour to
illustrate a transition in contemporary thinking, the plurality of approaches
towards Net art, as well as their various forms of articulation—including
PDQLIHVWRV DXWKHQWLF WH[WV SHULRG UHÀHFWLRQV PDLOLQJ OLVWV VXEPLVVLRQV
diagrams-as-visual-shortcuts and serious journals alongside rather
SURYRFDWLYH DUWLFOHV 7KH YDULHG TXDOLW\ RI WKH WH[WV LV MXVWL¿HG E\ WKHLU
KLVWRULFYDOXHDQGFODUL¿HGLQWKHHGLWRULDOQRWHVVLJQHGPP)RUWKHVDNH
of authenticity and in order to evoke the original context of the texts, in
several cases their original layout was maintained.
The anthology brought together a number of contributions ranging from 1994
to 2014, originally taken from various publication platforms, and translated
texts from various cultural milieus. It can be assumed that the original
spelling and capitalisations were, more likely than not, not only the
decision of the text’s author or its translator, but also of the initial editor
and proof-reader who followed the editorial rules of a given magazine, or
WKDWWKHWUDQVODWHGWH[WVKDGPHFKDQLFDOO\DGRSWHGWKHQRUPVRIWKHLU¿UVW
language. Therefore it seemed inappropriate to follow the strategy popular
in a number of recent publications on the subject, that is, to fully respect the
initial spelling present in the texts.
7KH SXEOLFDWLRQ VKRXOG PHHW UHTXLUHG DFDGHPLF VWDQGDUGV VR WR PDLQWDLQ
consistency all contributions, whether republished or newly written, were
XQL¿HGDFFRUGLQJWRWKH0/$VW\OHDQGZKHUHQHFHVVDU\VXSSOHPHQWHGZLWK
the #mm editor’s notes on the original spelling. The terms and expressions
WKDW KDYH QRW \HW EHHQ FRGL¿HG RU DOORZ PXOWLSOH VSHOOLQJ YDULDQWV ZHUH
DOVR XQL¿HG +RZHYHU HYHQ WKH XQL¿FDWLRQ IROORZLQJ WKH 0/$ VW\OH
UHTXLUHGVRPHGLɤFXOWGHFLVLRQVVXFKDVWKHZD\,QWHUQHWDQG:HEDUH
spelt, and the capitalization of movements and lowercasing their artists.
Certain compromises had to be made to the stylistically, grammatically
DQG KLVWRULFDOO\ YDULHG WH[WV WR HQVXUH WKDW WKH\ ZRXOG ³¿W WRJHWKHU´ One
such compromise was the exception that was made in the capitalization of
Bookchin-Shulgin’s text “Introduction to net.art (1994–1999).” Since it is
not only a reprintable written text, but also the most important manifesto
later chiselled into marble, and a seminal artwork, its title is deep-rooted in
art history and therefore was left unchanged. To be consistent with the title,
the original lowercasing of net.art was respected throughout the text.
7KURXJKRXW WKH SXEOLFDWLRQ ORQJ TXRWDWLRQV DUH PDUNHG E\ SDUDJUDSK
indention and reduced font size. Indented text of standard font size

is, however, a graphical element already present in the original text.
An alphabetical list of artworks and projects mentioned can be found after
each text. The artworks are cited as follows: title, author, year of origin; in
WKHFDVHRIRQOLQHZRUNVWKH85/LVDOVRSURYLGHG,IWKHRQOLQHZRUNLVQR
ORQJHURQOLQHWKH85/LVUHSODFHGE\DEROGFURVV,QWKHOLVW$UWLVWV¶:HEVLWHV
the listing of artists’ names was replaced by the abbreviation “col.” with art
groups of more than four members or with variable/unknown members.
$IWHU WKH UHOHDVH RI WKH &]HFK HGLWLRQ WKH PRVW IUHTXHQW TXHVWLRQ UDLVHG
by this publication appeared to be about its materiality. Is a printed book
on digital subject matter not unnecessarily anachronistic or fetishistic in
the digital age? It certainly has the power to inform readers regardless of
whether they are able to use or are accustomed to using the Internet. It can be
DSSURDFKHGRɥLQHDQGLQGHSHQGHQWO\RIHOHFWULFLW\2QFHSULQWHGLWVFRQWHQW
LVSHUPDQHQWZLWKDOOWKHSRVLWLYHDQGQHJDWLYHFRQVHTXHQFHV,WGRFXPHQWV
the state of things at a certain point in time. And last but not least—the printed
book is an authoritative physical object that stands out not only thanks to its
YLVXDOTXDOLWLHVEXWDOVRWKDQNVWRLWVFRQWHQW IRUPDQ\SHRSOHVWLOOWKHIDFW
WKDWDERRNKDVEHHQSULQWHGLVDJXDUDQWHHRIDFHUWDLQTXDOLW\ %HLQJVHHQ
on the bookshelf, it constantly communicates with its holder, re-negotiating
its right to exist. I believe this dialogue is important.
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