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In the past decade the internet has changed from a domain of itself to an 
essential part of our everyday lives. On- and offline realities do not merely 
co-exist anymore but influence and enhance one another. Digital devices hold 
the content, contacts and conversations that lead to our thoughts, meetings 
and projects. The carriers of our internet connections seem to have become  
almost as important as our body-parts, connecting our physical and online 
realities. 
Meanwhile we often experience the presence of the internet and our digi-
tal devices as a distraction from our daily activities. The endless access to 
information frequently leads to aimless internet ventures where scrolling and 
hyperlinks are the modes of navigation while data is created and accumulated.

Introduction
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Kenneth Goldsmith addresses this state of distraction through a creative writ-
ing course called Wasting time on the internet that he teaches at the University 
of Pennsylvania. He and his students spend three hours a week wasting time on 
the internet, sitting silently in a class room, with nothing but their own devices 
and a WiFi connection. By conceiving web-surfing as a form of self-expression, 
the negative connotation of wasting time on the internet is called into ques-
tion by using a state of distraction as a way to assemble raw material that can 
be used for artistic production. It is a practice that resembles the subconscious 
approach celebrated by the Surrealists and Situationists. Whereas Guy Debord, 
one of the key figures of the Situationists, proposed to intentionally move 
through urban space without intention, for WTi 2.0 artists were asked to use 
the internet as a space to drift through and get lost in for at least three hours. 
The project embraces the impact and input of the internet on our everyday lives, 
but seeks to question the implications of its influence as well. Now that the 
internet and its transmitters have become a central part of our lives, it is not 
only important to reflect upon the ways our daily internet usage is used by 
others, but to look at other ways to use the internet as well. Next to that, this 
conception challenges the idea of what “wasting time” means. Does the time 
we consider “unproductive” bring about new things as well? Did the internet 
change the notion of “wasting time?” And can this time still be considered a 
waste – when it results lead to an artwork? 
WTi 2.0 will be shown on USB flash drives. The visitors are asked to bring 
their own computers to plug in the exhibition. This means that, in order to view 
the exhibition, the audience is dependent on their digital 
devices or fellow visitors. In a manner this will resemble 
a LAN-party or Hackathon, the crowd will both collectively 
and individually be occu- pied with the content on their 
computers. With no WiFi connection, the focus will shift 
towards the data and thoughts generated by the artists, gathered on the WTi 
2.0 stick. Viewing the exhibition on computers, while sitting together, will call 
for conversations about our observations. The visitors can decide themselves 
how to interact with the content, what to watch, what to combine and how to 
spend their time. Furthermore, the format of the USB flash drive allows the visi-
tors to intervene by altering or adding files to the stick. This interactivity relates 
to the way we navigate the internet, but with one crucial distinction: the content 
on the WTi 2.0 stick is limited to the exhibition, while – as WTi 2.0 shows – the 
content on the internet is endless.

Thomas Artur Spallek
Laura Catania 
Yvonique Wellen
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YOU CREATED A COURSE THAT REQUIRES 
YOUR STUDENTS TO “WASTE” TIME ON THE 
INTERNET. WHY DO YOU CHOOSE WAST-
ING TIME AS AN APPROACH TO CREATE 
LITERATURE?

IS THERE “RAW” MATERIAL ON THE WEB?  
IF SO, HOW RAW IS IT?

WHAT IS THE DIFFERENCE BETWEEN AN 
ORIGINAL GENIUS AND AN UNORIGINAL 
GENIUS?

I think it’s best to quote from this piece I wrote for the New Yorker: 
www.newyorker.com/books/page-turner/wasting-time-on-the-internet

There’s been an explosion of writers employing strategies of copying and 
appropriation over the past few years with the computer encouraging 
writers to mimic its workings. When cutting and pasting are integral to 
the writing process, it’d be mad to imagine that writers wouldn’t exploit 
these functions in extreme ways that weren’t intended by their creators. 
While home computers have been around for three decades and peo-
ple have been cutting and pasting all that time, it’s the sheer penetration 
and saturation of broadband that makes the harvesting of masses of lan-
guage easy and tempting. On a dialup, although it was possible to copy 
and paste words, in the beginning (gopherspace), texts were doled out 
one screen at a time. And even though it was text, the load time was still 
considerable. With broadband, the spigot runs 24/7. Having to manually 
retype or hand-copy an entire book on a typewriter is one thing; cutting 
and pasting an entire book with three keystrokes – select all/copy/paste – 
is another. 

The prominent literary critic Marjorie Perloff has recently begun using 
the term “unoriginal genius” to describe this tendency emerging in liter-
ature. Her idea is that due to changes brought on by technology and the 
internet, our notion of genius – a romantic isolated figure – is outdated. 
An updated notion of genius would have to center around one’s mastery 
of information and its dissemination. Perloff has coined a term, “moving 
information,” to signify both the act of pushing language around as well 
as the act of being emotionally moved by that process. She posits that 
today’s writer resembles more a programmer than a tortured genius, bril-
liantly conceptualizing, constructing, executing and maintaining a writing 
machine. 
Perloff’s notion of “unoriginal genius” should not be seen merely as 
a theoretical conceit but rather as a realized writing practice, one that 
dates back to the early part of the twentieth century, embodying an ethos 
where the construction or conception of a text is as important as what the 
text says or does: think, for example, of the collated, note-taking practice 
of Walter Benjamin’s Arcades Project or the mathematically-driven con-
straint-based works by the Oulipo. Today, technology has exacerbated 
these mechanistic tendencies in writing (there are, for instance, several 
web-based versions of Raymond Queneau’s 1961 laboriously hand-con-
structed Hundred Thousand Billion Poems), inciting younger writers to 
take their cues from the workings of technology and the web as ways of 
constructing literature. As a result, writers are exploring ways of writing 
that traditionally have been thought to be outside the scope of literary 
practice: word processing, databasing, recycling, appropriation, inten-
tional plagiarism, identity ciphering, and intensive programming, but to 
name a few. 

www.ubuweb.tv

Kenneth 
Goldsmith
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DO YOU BELIEVE IN COPYRIGHT? IF SOME-
ONE WOULD (RE)USE YOUR WORK OR TEXTS, 
WOULD YOU LIKE TO BE CREDITED?

PEOPLE USED TO READ BOOKS AND WRITE 
LETTERS, NOW WE READ SOCIAL MEDIA AND 
SEND SNAPCHATS. DOES THIS MAKE US 
DUMBER? 

PLAGIARISM, RE-USING AND RE-SAMPLING 
OF MATERIAL HAS A HUGE ROLE IN YOUR 
PRACTICE. HOW CAN PLAGIARISM BECOME 
A METHOD THAT CREATES NEW CULTURE 
RATHER THAN LEADING TO A STAGNANT 
STATE OF MIND?

HOW IS YOUR COURSE GOING? HAS THERE 
BEEN ANY SURPRISING OUTCOME?

IF WE REACH AN UNCONSCIOUSNESS OF 
MIND, WE ENABLE A SHIFT OF PERSPEC-
TIVE ON OUR EVERYDAY LIFE. GUY DEBORD, 
ONE OF THE KEY FIGURES OF SITUATIONISM, 
SPOKE ABOUT A FRIEND WHO WANDERED 

“THROUGH THE HARZ REGION IN GERMANY 
WHILE BLINDLY FOLLOWING THE DIRECTIONS 
OF A MAP OF LONDON.” HOW DO YOU CON-
NECT THIS STATE OF BEING UNCONSCIOUS 
TO THE INTERNET? 

COPY VERSUS APPROPRIATION: ARE THERE 
MERELY COPIES, OR IS EVERY COPY AN 
APPROPRIATION?

MORE AND MORE DATA IS COLLECTED FOR 
COMMERCIAL AND POLITICAL SURVEILLANCE. 
IS THE USE OF DATA FOR ARTISTIC PRACTICE 
SIMILAR TO THAT?

100 YEARS AGO WHEN RADIO EMERGED, IT 
WAS USED TO ANNOUNCE SOCIAL UPHEAVAL. 
THE WORKING CLASS TRIED TO HAVE ITS 
OWN BROADCASTING FACILITES, BUT KINGS, 
EMPERORS, GOVERNMENTS AND BUSI-
NESSES INSTALLED THEIR OWN RADIO 
STATIONS. IS IT POSSIBLE THAT THE SAME IS 
HAPPENING WITH REGARD TO THE INTERNET 
TODAY? 

Copyright is not black and white — it’s very subtle but mostly dependent 
on economics. If you are making money reproducing someone else’s 
work, they will most likely come after you; if you are not, the chances are 
less likely. Since I don’t make any money on my texts, I’m happy to have 
everyone reuse them as they please. People reprint and steal them all the 
time. I’m all for it. 

It makes us smarter in ways that haven’t yet been properly recognized as 
being literary. 

There is over a century of these strategies, from Duchamp to Warhol and 
beyond, that show us that these ideas are new and innovative in differ-
ent ways. This is not my invention: look at your history and you’ll find it’s 
been around much longer than the digital age. 

You can read here how it went:
www.slate.com/articles/arts/culturebox/2015/04/kenneth_goldsmith_
and_penn_s_wasting_time_on_the_internet_course.html

I sit at my desk every night and go record shopping without ever leaving 
my seat… How’s that for psychogeography? 

Appropriation is an artistic strategy; copying is what the guy in the copy 
shop does. 

Data is neutral. It’s what you decide to do with it that makes it either evil 
or good, banal or effective. The decisions are in the conception; the exe-
cution is inevitable. 

They’re trying but it’s not true. Even though most people feel the internet 
is only Facebok and Twitter, UbuWeb still exists, just as it always did. It’s 
just that we’ve forgotten that the web is varied and rich. 
It’s up to us to remember that we have the tools to create an indepen-
dent web and the only way it’s going to go away is if we forget that it  
is possible.

Kenneth Goldsmith’s writing has been called some of the 
most exhaustive and beautiful collage work yet produced 
in poetry by Publishers Weekly. Goldsmith is the author of 
ten books of poetry, founding editor of the online archive 
UbuWeb, and the editor of I’ll Be Your Mirror: The Selected 
Andy Warhol Interviews, which is the basis for an opera, 
Trans-Warhol, that premiered in Geneva in March of 2007.

About 
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IN AN INTERVIEW YOU SAID “THE INTERNET 
IS A PLACE WHERE NEW REALITIES ARE TAK-
ING FORM,” AND YOU BELIEVE “IT IS NOT 
ONLY ‘EMBODIED’ THROUGH OUR SCREENS 
ANYMORE.” WHY IS IT SO IMPORTANT TO  
GET THE INTERNET OUT OF THE SCREENS 
INTO REALITY? 

GUY DEBORD SPOKE ABOUT A FRIEND WHO 
WANDERED “THROUGH THE HARZ REGION IN 
GERMANY WHILE BLINDLY FOLLOWING THE 
DIRECTIONS OF A MAP OF LONDON.” DO YOU 
THINK WE CAN TRANSLATE THIS ARTISTIC 
METHOD TO THE INTERNET?

The internet is everywhere now and it actually disappears as a distinct 
entity. It is not one thing on its own, it is part of a lot of things. So I think 
a term like “digital” is totally obsolete, as everything is digital now. The 
fact that I am still being considered a “digital“ artist would be the same 
as calling somebody else a “paper“ artist etc.
The ubiquity of the internet teaches us many things about our lives and 
who we are. We get up in the morning check our phone and switch on our 
computer, it is like going to a mirror to see how we look. 
 
 
Virilio spoke about the black holes as well. We live perpetually in a black 
hole, attention-wise. Take, for example, the time we are unconsciously 
browsing. For me personally, it is like a twilight zone or sleepwalking. We 
are becoming so good at being distracted. Even when we communi-
cate with many people, it is a more solitary action now. Afterwards we 
feel guilty because we did not work, but in the end it is not directly bad 
because we need time to follow or liberate our unconsciousness and sim-
ply get lost.

www.angeloplessas.com

Temple of play, Installation, websites, series of workshops, 
Family Space for Frieze Projects, London 2013

The Eternal Internet Brotherhood
Participants, Las Pozas, Mexico, 2013

Angelo 
Plessas

Monument to Internet Hookups sketch, 
Dead Sea, 2014

MonumentToSomething.com projected on 
Las Pozas maze, Mexico, 2013
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THE INTERNET IS BECOMING MORE AND 
MORE PART OF OUR EVERYDAY LIVES – 
POSTS, LIKES AND RETWEETS HAVE 
BECOME DAILY CULTURAL RITES. DOES IT 
STILL MAKE SENSE TO SPEAK ABOUT  

”DIGITAL CULTURE” – OR HAS IT BECOME 
SIMPLY “CULTURE?“ 

WHAT ARE THE CRITERIA FOR THE LOCATIONS 
WHERE THE ETERNAL INTERNET BROTHER-
HOOD TAKES PLACE?

HOW DO YOU CHOOSE THE MEMBERS OF THE 
BROTHERHOOD?

IN YOUR SPEECH AT THE SYMPOSIUM POST 
DIGITAL CULTURES IN LAUSANNE, YOU SPOKE 
ABOUT THE IMPORTANCE OF BEING DIS-
CONNECTED FROM THE TECHNOLOGICAL 
WORLD. WHY IS IT SO IMPORTANT TO ESCAPE 
THE INTERNET “CAVE?”

SHOULD WE ESCAPE TECHNOLOGY?

PARTICIPATION, TOUCHING AND INTERACTIV-
ITY TAKE IN A HUGE PART IN YOUR ARTISTIC 
PRACTICE. IN THE TEMPLE OF PLAY AND 
THE TEMPLE OF TRUTH THE VISITOR ACTS 
IN AN ONLINE WORLD THAT YOU’VE MADE 
PHYSICAL. WHAT IS YOUR INTENTION BY CRE-
ATING THESE VENTURES?

DO YOU RECEIVE MONEY FROM STRANGERS 
ON FACEBOOK? 

Everything is born online. Retweeting, posting or “liking” is capital. Infor-
mation and networks are the new capital and the image has less value 
now. One cannot escape capitalism, even if these new tools seemed to be 
emancipatory or seemed to challenge hierarchies in the beginning.
 

We try to find forgotten places where rituals and old traditions still exist. 
In this time the notion of “authenticity” has become impossible. The only 
authentic place left is nature, it is uncontaminated. I still imagine places 
where natural beauty meets history as a distraction-free place.
 

Mmm… I would not call them “members” maybe just participants or 
invited residents. I am attracted to their practice, sometimes from their 
online aura and sometimes they are suggested by other people. I like peo-
ple who are adventurous, sociable and ready to leave their cave. Many 
participants came back after their first experience.
 
 
Naturally, I do not see the internet as a one-dimensional bad thing. I still 
find the internet a very important entity for my life and my work.  It is fluid, 
it still has experimental aspects and opens up new concepts all the time. 
Since the internet our relationship with reality has changed. So you look 
around and you see how distracted and unfocused many people are or 
how much time we can spend online without doing anything substantial, 
either looking at what other people are doing or sabotaging our own pri-
vacies out of boredom. At the same time it is impossible for our heads to 
process so much information. Memory diminishes. So for me, disconnec-
tion from the internet is essential for our minds to appreciate new forms 
and meanings.
 

Definitely temporarily. It seems technology creates less pleasure and 
be comes just a narcissistic reinforcement. I never liked the aesthetics of 
technology myself. Most of artworks using technology as a statement 
are gimmicky, didactic and spiritless. In the Eternal Internet Brotherhood 
we look for new meanings and approaches of how the internet can be a 
new situation, reversing the notion of a machine and technological tool 
only. I see the Brotherhood as an integrative format where we explore key 
issues echoing from the internet such as distribution, materiality, social 
interaction layered with mysticism. The ETINTERBRO is a situation for 
these kinds of reversals and contradictions with no audience but full of 
pleasures, smells, sounds, dreams and lots of time to look at the stars. 

The focus of my work is to connect the offline with the online world in 
ways that make us understand aspects of both conditions, in order to 
generate new ways of relating to both. Sometimes those are brief gath-
erings of people, like in the Temple of Truth, or longer ventures like the 
Eternal Internet Brotherhood. People who know each other only online 
meet and observe each other, how they interact, what works they make, 
what they will not do. When it is a web-based work projected in a physical 
space, we experience an internet object – usually experienced solitary – 
in a public space. When it is a monument generated on a website, we 
understand that cities are just places we scroll and click through, massive 
multi-user environments full of precarious information graphics.

Yes of course. There are many brothers and sisters out there…

Angelo Plessas lives and works in Athens. Plessas’  
practise investigates the changing role of art and social 
practice in the time of internet. The Eternal Internet 
Brotherhood is a cooperative camp between artists, 
curators and writers. The 1st Eternal Internet Brotherhood 
took place on Anafi, an island located on the edge of 
the Cyclades, used in ancient times as an “interface” 
for mythological adventures. The 2nd Eternal Internet 
Brotherhood took place in April 2013 in Xilitla, Mexico. 

Among the participants were Hans Ulrich Obrist, Ceci 
Moss, Angelo Plessas and Jacinto Astiazarán. 
Angelo Plessas describes the Eternal Internet Brotherhood 
as an experiment and a situation: “During the Eternal 
Internet Brothehood we all stay and work closely in a 
common mental and/or physical environment, and we 
organically create new concepts swarmed by data, dreams, 
feelings, knowledge, visions and sounds.”

About 
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WHAT IS THE HANGOVER OF THE INTERNET? 
AND WHY DOES IT NEED TO BE DISCUSSED?

WHY DO YOU WANT TO DELETE THE INTER-
NET? ARE YOU DISAPPOINTED BY IT? 

WHAT IS THE AIM OF THE OPEN MEETINGS 
YOU ARE HOLDING?

YOU CLASSIFIED EIGHT DIFFERENT CATEGO-
RIES TO MAP THE INTERNET. WHAT WERE 
YOUR CRITERIA TO DEFINE THEM?

We feel like living in hangover time somehow. 25 years after the begin-
ning of the web, the enthusiastic and utopian ideas about the internet are 
disrupted and the web, as we know it, is shaped by capitalistic goals or as 
an instrument of governmental power. Therefore we feel a need to gather 
and discuss: to escape the possible passiveness the age of the internet 
naturally pushes you into and to regain a state of consciousness in the 
superfast stream of development.

The “D” in TBD is a variable, it can mean anything. Taking into account 
the extinction of the web seems so absurd, which shows that we have 
already accepted its status as a fixed part of the world. So we aren’t really 
disappointed, in fact we‘re having appropriate respect for the massive 
impact new technologies have on our lives.

There’s no shared ideology or goal, but definitely a democratic angle: 
different opinions and approaches coexist and there’s seldom one clear 
outcome. We mostly want to learn and not take too much control of the 
situation, like in a lecture. This means that everybody who comes to the 
open meetings is an equal participant.

We are not trying to map the internet itself, which frankly would be quite 
impossible. These topics fragmentarily draw an image of what fuels his-
tory now and in the not-too-distant future, which makes them worth 
being talked about. By navigating through what we’ve gathered together 
in a half year’s period of weekly meetings, the categories crystallized by 
themselves. They work like tags: since everything is connected, there is 
no hierarchy. That’s basically our way of dealing with the overwhelming 
complexity of this field.

www.internet-tbd.com

Internet-TBD at Hello&Welcome incorporated, 
Yami Ichi Blackmarket, Amsterdam, 2015

Internet-TBD



11

YOU CLEARLY INDICATE YOUR LIABILITY FOR 
THE CONTENT AND LINKS ON YOUR WEBSITE. 
IS THAT AN ACT OF PURE BUREAUCRACY OR 
AN ENHANCEMENT OF THE COPYRIGHT?

CAN WE APPLY THE ARTISTIC PRACTICE OF 
DÉRIVE TO THE INTERNET?

100 YEARS AGO WHEN RADIO EMERGED, IT 
WAS USED TO ANNOUNCE SOCIAL UPHEAVAL. 
THE WORKING CLASS TRIED TO HAVE ITS 
OWN BROADCASTING FACILITES, BUT KINGS, 
EMPERORS, GOVERNMENTS AND BUSI-
NESSES INSTALLED THEIR OWN RADIO 
STATIONS. IS IT POSSIBLE THAT THE SAME IS 
HAPPENING TO THE INTERNET TODAY? 

There is this phenomenon about the internet: you read something some-
one wrote and without questioning you believe it – although there is no 
source, no origin or anything related. This arbitrariness may only hap-
pen because there is no liable function intended in the process of the 
author’s writing and in contrast the reader gives it incomparable sever-
ity. We clearly don’t want to support that. We are rather trying to create 
an archive, always containing source and copyright, to establish respect 
for authorship – an actually common way to deal with content, as librar-
ies have been doing so for centuries. We want to apply that system to the 
internet, too. So yes, we do that out of bureaucracy, and yes, definitely as 
an enhancement, too.

It is hard to just apply a concept as elusive as Debord’s dérive. The dérive 
has been practiced – if it has ever been practiced in its pure form – by a 
small group of urban bohémiens in the 1950s. In Debord’s theory, it has 
a subversive flavor. It is “playful constructive behavior” making it a sub-
jective act. The key word is psychogeography: appropriating urban space, 
adapting it to the subject’s needs. The intentionally unintentional move-
ment through the city is already a contradictory idea, but it can show the 
cracks and breaches in a city’s ecology.
In our discussions, we often talked about how capital can incorporate 
ways that used to be deemed “subversive.” The often cited “prosumer” 
is a figure seemingly modelled after the “playful constructive behaviour”. 
We are offered the best of both worlds. We get immediate access to ser-
vices and information and at the same time we can be productive and 
creative by providing information about ourselves. We chose to call this 
productive passivity.
However, the big difference is that the dérive is aimed at visualizing 
the functionally segmented nature of the city: not only the distinction 
between rich and poor, but also the distinction between work and lei-
sure. Nowadays our mode of working blurs the line between leisure and 
work. The functional segmentation of urban space is slowly disappear-
ing. Whether we like it or not, we can work anywhere, at home or in a café, 
as long as there is  WIFI access. The same goes for our working hours. 
There is no magical nine-to-five barrier, separating work from leisure, but 
we can constantly work, and even our leisure activities can become work.
The geographical metaphor of urban space carries many connotations, 
and applying it to surfing the internet is a simplification on both sides. But 
on the internet as well as in Debord’s 20th century metropolis, we have 
to deal with pre-existing structures. We think unintentional movement is 
impeded in both cases. On the internet, the structures guiding our move-
ments are less obvious than urbanistic concepts that shaped a metropolis 
like Paris. By now, we find it hard to pinpoint to what extent our online 
movement is determined. Maybe it should be the long-term goal of artis-
tic practice and theoretical consideration to enable us to think and talk 
about the internet in terms different from urbanistic metaphors linked to 
modernity.

Because the internet continuously becomes more important in our every-
day lifes it’s also increasingly relevant for those in power. Not only the 
Snowden revelations, but also the role social networks played in the Arab 
Spring or countries demanding for data being stored on their ground 
instead of US territory are clear signs of the crucial role information tech-
nology plays in conflicts today.
On the one hand big companies shape the major part of the web with 
commercial goals. The same companies are able to censor content, and 
since they are private it’s hard to tell in which way they would do so.
On the other hand, though, there are also a lot of possibilites to bypass 
regulations, you’ll always find a server somewhere in the world to host 
your content.
In the end the web is part of the world and reflects its conflicts and pos-
sibilites for subversion. To relate to the first question, that’s one of the 
reasons why we feel the need to get together.

Internet TBD – To Be Discussed/Defined/Deleted… – 
is an attempt to map topics related to the hangover of 
the internet. This website is a public archive consisting of 
essays by the authors, comments and external links. It is 
complemented by regular, open meetings in the Frankfurt 
area, frequently with invited speakers.

Internet-TBD members:
Emma Bieck 
Leonie Döpper
Philipp Hindahl
Annkathrin Kluss
Arootin Mirzakhani
Alla Poppersoni
Manuel Rossner
Moritz Urban

About 
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WHAT IS YOUR TAKE ON WEB CONTENT? 

HOW DO THE ARTISTS BENEFIT FROM THE 
LIBRARY OF THE PRINTED WEB?

THE TRADITIONAL GALLERY SPACE WAS LIB-
ERATED BY THE WEB. MANY ARTISTS USE 
SOCIAL MEDIA AS NEW CHANNELS TO PRES-
ENT THEIR WORK ON TUMBLR OR FACEBOOK. 
WHAT IS LOFPW’S STANCE TOWARDS THAT?

WHAT IS WEB-TO-PRINT PRACTICE? AND WHY 
IS IT SO IMPORTANT FOR YOU TO BRING CON-
TENT OUT OF THE WEB?

THE NEW LIBRARY OF THE PRINTED WEB CON-
SISTS IN A PRINT ON DEMAND BOOK,  
PRINTS ON NEOPRENE AND A .ZIP-FILE CON-
TAINING ALL THE WORKS OF THE ARTISTS. 
WHY WAS IT SO IMPORTANT FOR YOU TO 
TRANSFORM THE PROJECT INTO SO MANY 
DIFFERENT MEDIUMS? 

Wherever there is content, there is context. No content exists without 
context. I think for many of the projects in Library of the Printed Web, 
how the material is framed (presented, positioned) is more important 
than the material itself. Context assigns, shifts and transforms meaning. 
When someone moves material from one realm to another — from web to 
print, from online to offline, from private to public, from feed to desktop — 
they’re working with narrative. We can’t look at media or networks without 
acknowledging that this substrate is part of the story. It’s up to us to inter-
pret these shifts, and I like to think that that’s one reason why Printed Web 
is fascinating; it becomes a place to trace these shifts in meaning as work 
circulates in, out and around different networks. This isn’t a new idea but 
it’s become much more amplified now as we transform into a completely 
networked culture where anything and everything is connected. I believe 
there’s real power in this for the artist. 

It’s not a financial profit but there can be a tremendous reward, I think. It’s 
an opportunity to create new versions of work, to circulate work along 
different networks, to amplify work on other platforms and to experiment 
with speed, physicality and tactility. Also, there is a strong community 
forming around Printed Web. We all profit from the potential to engage 
in discourse around these issues; without this engagement, I think the  
project wouldn’t have much meaning at all.

It’s expected now that an artist can extend his or her practice in multi-
ple directions with a more open relationship to space, time and audience 
because of social media and other networked platforms. Everything is 
less fixed now. This is true as a generalized condition, not just those who 
work directly with browser-based or digital media; an artist who uses 
paint and canvas might use social media to promote, source, appropriate, 
build community, etc. In this sense, every art practice is a networked prac-
tice. Of course, I’m very interested in artists who specifically use social 
media as a platform, to frame or to actively promote discourse around 
their work, like Amalia Ulman and Ai Weiwei. I believe these artists help 
to open up the digital divide by working directly with the networked con-
dition and acknowledging the new fluidity.    

If we think of artists as having always used the world as material, then it 
follows that the internet and everything we produce and circulate on net-
works is now our “world of material.” In the past, if an artist appropriated 
an advertisement or used a piece of newspaper in a collage, one could 
easily trace the path from source to artist to work of art. Now it’s difficult 
to locate the original. With an absent original but a proliferation of copies, 
all of this stuff flowing in and out of networked space has become a new 
kind of condition. I think we’re in a transition now, as we start to acknowl-
edge this condition, and identifying an artist’s practice as “web-to-print” 
is a way for me to engage in this discourse. I don’t think the distinction 
will be around for so long, though. 

Different versions of work circulating on various platforms can occupy 
multiple social, economic or political positions at once. The third issue 
of Printed Web was staged as an open call and I received submissions 
from 147 artists, so it was important for me to integrate all of that work 
into a single instance that could be accessed by everyone who chose to 
be involved — not just an outside audience. So I knew from the start that 
everything should circulate digitally for free, and that happened in multi-
ple ways — as a server directory on Rhizome.org, as a single download of 
a huge .ZIP archive, as individual downloads as well as a GIF containing 
one frame from every artist involved. 
I consider all of the printed formats to be part of my digital publishing 
effort as well. All of the work is digital, but each time its output says dif-
ferent things. The paperback reader has two important texts that frame 

www.counterpractice.com

Paul 
Soulellis
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WHAT ARE THE DIFFERENCES BETWEEN 
POSTING AND PUBLISHING?

DO YOU BELIEVE IN COPYRIGHT? IF SOMEONE 
(RE)USES YOUR WORK OR TEXTS, WOULD 
YOU EXPECT TO BE CREDITED?

DOES IT STILL MAKE SENSE TO SPEAK 
ABOUT “DIGITAL CULTURE” – OR HAS IT 
BECOME SIMPLY “CULTURE?” 

the project, and functions as a kind of index. The print-on-demand zines 
give me a chance to curate small selections of work together in an acces-
sible way, invoking new relationships between artists through their work 
and the themes that emerge. And the neoprene fabric PDFs are an experi-
ment to see if I can release the printed web from a strictly paper substrate; 
the material is fixed, but less so. It drapes, stretches and folds up. They’re 

“pages” but they act less like what we think of as a publication, some-
where between an object and a fluid, and this is pretty satisfying for me.
The Chinatown Edition of ten was created specifically for collectors who 
wanted something more precious. It’s a kind of hybrid vehicle, in that 
there‘s a print-on-demand publication with the cover removed; the pages 
are then hand-bound. It gave me a chance to detach the “poor media” 
from digital networks and hand it over to Henry, an elderly craftsman in 
Chinatown with no internet access who learned how to bind books from 
his father.
Each of these formats is different but they criss-cross as they circulate 
and branch out to engage with different audiences. They occupy multi-
ple positions and this lack of fixity is very important to me. I’m not sure I 
could ever just publish one version of anything ever again.

Posting is usually “making public,” but publishing is “making a public” by 
creating a space for discourse through the circulation of material. So while 
posting can be and often is publishing, not all posts are. How we consider 
the space that’s created around the piece, how it’s framed, how it travels — 
all of this allows a public to perform the work into its published state. 
Also, posts take different forms. Is it a link embedded in a feed, or a file 
posted to an archive, or text and image composed in the browser? These 
are all posts and they might be making public, but they aren’t necessarily 
publishing unless some kind of space for the engagement of discourse is 
created as the link, file or content circulates. Of course, how that happens 
might differ for each of these different modes, but if the act of posting 
itself puts the work into circulation, then posting is publishing.

I believe in copyright, but less and less so. As I see artists appropriating 
and creating work that provokes (or subverts) copyright, I see the demand 
for protection becoming less valid. I’m not sure copyright is relevant any-
more. The power to copy is ubiquitous; every file, every piece of code, 
every post is a copy. We live in a culture of copying where anything can 
reappear anywhere else in a different (or sometimes the same) form. I do 
think it’s interesting to slow this process down; to create an interruption 
or pause in the flow and acceleration of images and texts that instantly 
self-replicate and reproduce. This is partly why I created Printed Web.
I have no problem with anyone using my work. I would expect to be cred-
ited because it’s decent to do, but I wouldn’t be surprised (or particularly 
disturbed) if I wasn’t.    

I like to say that it’s networked culture. But I said this to a student recently 
at a book fair — he was browsing through an issue of Printed Web — and 
he was really confused. And I realized that culture has always been net-
worked for him. So perhaps the distinction isn’t relevant anymore, and it 
is just “culture.” But context is important here. For anyone born prior to 
1985, the distinction still has meaning.
Of course, culture has always been networked. Perhaps that’s part of who 
we are. As long as there is speech, there is storytelling and there are 
social ties.

Library of the Printed Web is a collection of works 
by artists who use screen capture, image grab, site scrape 
and search query to create printed matter from content 
found on the web. LotPW includes self-published artists’ 
books, photo books, texts and other print works gathered 
around the casual concept of “search, compile and 
publish.”
Artists featured in LotPW use vast landscapes of data 
to collect and transform digital information into analog 
experience; every work in the collection is a printed 
expression of search engine pattern discovery. Many 
of the works in LotPW share common production and 
publishing techniques (e.g. print-on-demand), even as 

the content itself varies widely. Founded in 2013 by Paul 
Soulellis, LotPW presents evidence of a strong, emerging 
web-to-print-based artistic practice based on the search 
engine and other algorithmic operations; as this view 
matures, the inventory of LotPW will grow to reflect new 
concepts and methodologies.
Rather than draw boundaries or define a new aesthetic 
with LotPW, this collection of printed artifacts is presented 
as a reference tool for studying shifting relationships 
between the web (as culture), the artist (as archivist) 
and print publishing (as a new/old self-serve schema for 
expressing the archive).

About 
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GUY DEBORD PROPOSED TO GET OUT OF 
REGULAR STRUCTURES BY INTENTIONALLY 
MOVING THROUGH URBAN SPACE WITH-
OUT INTENTION, OPENING OURSELVES 
UP TO A SPECTACLE OF COMPLEX HUMAN 
INTERACTION AND THE ARCHITECTURAL 
LANDSCAPE. CAN WE APPLY THAT ARTISTIC 
PRACTICE TO THE INTERNET? 

IN APRIL 2015 YOU HAD OVER 13 FACEBOOK 
STATUS UPDATES  – ONE OF THEM IS SHOW-
ING TWO BRITISH POLITICIANS TRYING TO 
USE YOUR TOUCHSCREEN FROM THE INSIDE 
OF THE PHONE WHILE YOU WERE READING 
THE NEWS ;) DO YOU ENJOY SOCIAL MEDIA?

WHY DO INSTITUTIONS AND GALLERIES 
NEED TO MAKE UP SCULPTURES TO SHOW 
WEB-BASED ART? 

IN 2010 YOU SPOKE AT THE SYMPOSIUM 
DIGITAL ART CONSERVATION ABOUT THE 
PROBLEM OF ARCHIVING ART MADE ON THE 
INTERNET. WHAT MAKES IT SO DIFFICULT?

WHO IS RESPONSIBLE FOR THE CONSER-
VATION OF ART? THE INSTITUTION OR THE 
ARTIST? 

IS THERE STILL ANARCHY ON THE WEB?

MORE AND MORE DATA IS BEING COLLECTED 
FOR COMMERCIAL AND POLITICAL SURVEIL-
LANCE. DOES THE USE OF DATA FOR ARTISTIC 
PURPOSES HAVE ANY SIMILARITIES TO THAT?

Net surfing practices have been compared to the détournement as well as 
to the practice of the flâneur, mainly in the early web days (the age of linklist 
rather than search engines and aggregators). You certainly learn something 
about “complex human interaction” by taking a stroll through the web with-
out a designated destination. Surfing as an artistic strategy had its peak 
with the Surfing Clubs, collective blogs by artists, towards the end of the 
nineties. It’s still a relevant strategy, but in everyday life we consume web 
content (also the time wasting one) less by random surfing but more and 
more through pre-selections, channeled via a few social media feeds (and by 
doing so we refine our interest profile for potential advertisers since every-
thing is tracked).

I do. On some days this “wasting time on the internet” feels better than on 
other days though. And I have a pretty strict personal privacy policy, e.g. in 
terms of images.

They don’t. And there’s a long history of showing internet art without sculp-
tures in many different ways (a lot of it happened in the unglamourous, often 
ignored New Media Art scene).
Currently, many artists make hybrids between net-related practices and 
forms of sculpture or installation that fit well into a white cube tradition. This 
makes sense in a time where boundaries between online and offline are 
increasingly blurred in everyday life. Sometimes it’s also happening due to 
the art market being conservative, of course.

The main difficulty is the dependency on systems the artists have no influ-
ence on, e.g. browser versions, code standards, dead links etc. (some of the 
best net/web works are working with the networked communication aspect 
of the net/web). This is getting even more difficult with practices using social 
media. Instagram or YouTube might shut down or change into something 
completely different, for instance when they are sold to other companies. 
Remember Geocities or Friendster?

Traditionally it’s the collecting institution or specialized research projects. It’s 
good to discuss strategies and methods with the artist if s/he is still alive, I 
guess.

Increasing surveillance, control and commodification are certainly big issues. 
We are also using less “home made” platforms and use the web more and 
more through very few channels controlled by the same big companies. But 
there are still ways of using the net/web in an emancipatory way and fight 
these issues, even from within those platforms. There’s also the darknet(s)/
deep web…

There’s a long tradition of art that uses media technology and uses its eman-
cipatory potential and at the same time critisises its oppressive potential. 
Surveillance has been a topic long before the NSA scandal. But of course it’s 
getting more and more relevant.

www.kunsthauslangenthal.ch

Raffael Dörig studied Art 
History, Media Studies 
and German Literature 
in Basel, Switzerland. 
He was curator at 
Medienkunstraum [plug.
in], Basel from 2006 
to 2010. From 2007 to 
2011 he was co-founder, 
co-curator and board 
member of Shift – 
Festival of Electronic 
Arts, Basel, which 
presented crossover 
exhibitions, with 
music, film and video, 
workshops, lectures 
and performances. In 
2011 Raffael Dörig was 
curator at the House for 
Electronic Arts, Basel, 
which conjoins the 
activities from [plug.in] 
and Shift under one roof. 
He was also responsible 
for the opening exhibition 
of the new institution, 
Together in Electric 
Dreams. Absent Presence. 
His other recent curatorial 
projects include the 
solo exhibition of Oliver 
Laric, Kopienkritik at the 
Skulpturhalle Basel and 
a group exhibition on 
hacking and tinkering in 
art at BAC in Geneva.

Raffael Dörig
About 
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WHY IS THE COPY NECESSARY FOR THE 
SURVIVAL OF OUR CULTURE?

HAS THE INTERNET AIDED OR UNDER-
MINED CULTURAL PRODUCTION?

IN AN INTERVIEW YOU SAID THAT WE 
NEED REMUNERATION MODELS THAT 
WORK WITH THE COPY, NOT AGAINST IT. 
HOW COULD SUCH A REMUNERATION 
MODEL LOOK LIKE?

PLAGIARISM, RE-USING AND RE-SAM-
PLING OF MATERIAL HAS A HUGE ROLE 
IN THE CURRENT CULTURAL PRODUC-
TION. HOW CAN PLAGIARISM BECOME A 
METHOD THAT CREATES NEW CULTURE 
RATHER THAN BECOMING A STATIC STATE 
OF MIND?

IN THE AGE OF MASS PRODUCTION, INTEL-
LECTUAL PROPERTY CAN BE SOLD AND
DISTRIBUTED IN A LEGAL LOW PRICE SYS-
TEM. WITHIN THE INTERNET THE COPY HAS 
LOST ITS ECONOMIC EXCHANGE VALUE. 
HOW CAN THE COPY BE A CATALYST FOR 
CULTURAL DEMOCRACY RATHER THAN 
CREATING A CULTURE OF INEQUALITY AND 
PRIVILEGE?

THROUGH TECHNOLOGIZATION OUR DIET 
HAS CHANGED TO CHEAP MASS PRO-
DUCED AND GENETICALLY MODIFIED 
FOOD. NEVERTHELESS, THE INTEREST IN 
ORGANIC FOOD, SUSTAINABLE FARM-
ING AND FAIR TRADE IS GROWING. CAN 
WE TRANSFER THIS COUNTER-MOVE-
MENT TO THE INTERNET? CAN WE CREATE 
REGULATIONS FOR TRULY SUCCESSFUL 
INNOVATIONS?

IS THERE STILL A DIFFERENCE BETWEEN 
POSTING AND PUBLISHING?

TECHNOLOGY DOES NOT HAVE INTERESTS. 
IT’S NEITHER GOOD NOR EVIL –
BUT OUR IMMEDIATE RESPONSE IS TO 
BLAME TECHNOLOGY AND TO BE SCARED 
OF ITS INFLUENCES. WHERE DOES THE 
FEAR OF BEING DOMINATED BY MACHINES 
COME FROM?

NETFLIX, AMAZON, APPLE, GOOGLE AND 
SPOTIFY DISTRIBUTE A VAST AMOUNT OF
MEDIA, CHARGING A SINGLE FEE, REGARD-
LESS OF USAGE OR TIME. THIS SYSTEM
ALLOWS ONLY HIGHLY ACCLAIMED ART-
ISTS TO SURVIVE. WHAT ARE YOUR 
THOUGHTS ON THAT?

Imitating, mimicking and copying is a fundamental part of being human. We 
find orientation through copying, we make the world accessible by mim-
icking, and we create new things through imitation. That’s why we have to 
praise the copy. We are standing on the shoulders of giants and shouldn’t be 
afraid to show that. 

Through the historical monstrousness of the digital copy the cultural pro-
duction has been democratized – but you could also say that it has been 
amateurized. In the distinction of those two terms lies the difference of eval-
uation. However it is beyond doubt that this development exists and that it 
challenges us in a new way. I personally do think this is a good thing.

I wish for a copyright law that is responsive to and takes into account the his-
torical monstrousness of the digital copy. The existing copyright law only 
knows the copy as a definition of a limit, yet it has become a commonplace 
for a whole generation that you can’t just put a ban on. This is why we need 
to find solutions that work with the copy and not against it – otherwise a total 
lost of legitimation of the copyright law is looming ahead. And this is some-
thing nobody can want: wholesale fee systems, fair-use regulation or a right 
to remix could be approaches to be considered.

In ordinary understanding original and copy are represented as a binary pair 
of opposition. I think that we should perform a scaled way of observation and 
ask questions like: how original is a particular work? 
Astonishingly enough, there are pretty original works that draw on the prin-
ciple of the copy.

Accessing cultural production has probably become easier through digital 
ways of distribution.

The success of the fair trade and organic movement is not only based on the 
final product but more so on the fact that the production process itself has 
come into view. The formation influences the result – which is the idea of 
versioning. Therefore I hold that we understand culture in digital space as 
software, i.e. rather as a process than as a result. The sentence “a new ver-
sion is available” should not only apply to apps and programs, but also to 
books, music and movies. 

Linguistically yes, in terms of content presumably less and less.

Douglas Adams once said that in the history of mankind anything that gets 
invented after you turn thirty is frightening. This holds true for the telephone, 
for the railway and for electricity – and it also applies to digitalization and its 
consequences. For reassurance you have to say though that none of these 
inventions eventually led to the decline of the western world.

That is chiefly a settlement problem between those companies mentioned 
and the intermediaries – because they are the ones who close the deals with 
the artists. What I mean is that I believe it to be a question of pricing rather 
than a fundamental problem.

www.dirkvongehlen.de

Since 2009 Gehlen 
is a lecturer in 
Communication Studies 
at the University of 
Hohenheim, Germany. In 
his book MashUp – Lob 
der Kopie (MashUp – 
Praise the copy), he takes 
note of the influences 
of copying on the 
internet and mashup 
culture. Furthermore he 
focuses on sociological 
and cultural-historical 
classification of copying.

Dirk von Gehlen
About 
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COULD YOU TELL US SOMETHING ABOUT 
THE RELATIONSHIP BETWEEN JOKES 
AND INTELLECTUAL PROPERTY IN SOCIAL 
NETWORKS?

HOW DOES THE EASY ACCESS TO TECH-
NOLOGY CHANGE THE WAY WE LOOK AT 
INTELLECTUAL PROPERTY?

HOW HAS THE INSTITUTIONAL STATUS 
OF MUSEUMS AS GATE KEEPERS OF ART 
CHANGED WITHIN THE LAST YEARS?

In a society that is very fixated on copyright and authorship there are only 
few artifacts that circulate anonymously. Jokes fall under that. Although 
they are defined strictly regarding their form and content (in order to 
keep the punch line intact), nobody really ever knows their origin. Pre-
cisely because they are passed on verbally, their author fades away rather 
quickly. Authorship is of no interest, because in jokes there is no point in 
interpretating the creative intention behind them. In fact, jokes must fit 
the situation in which they are told. They are only good when told in the 
right moment. Their quality and meaning strongly depend on the rela-
tionship between the person telling the joke and the recipients of the joke. 
Hence the joke unfolds within a particular act of communication.
In many ways, images in social media resemble jokes. They are posted 
and reposted quickly, and the particular situation in which this happens 
is crucial for their meaning. Often, their purpose is to be entertaining or 
surprising; they appear as an accurate comment on a current issue or 
as pointed representation of a phenomenon; those who post or repost 
images are sharing how they feel and what they are moved by. Some-
times you want to get attention with a flabbergasting image or you want 
to appear extraordinarily cool or quick-witted.
So it’s not really about regarding images as works which is why we should 
treat images as jokes, where the author is assigned no role. Therefore I 
advocate for the suspension of authorship in the field of social media.

Thanks to the technological development, we can nowadays not only pro-
duce information and particularly images within seconds, but also send 
them around the globe just as quickly. Especially with bigger events it 
often just takes a few minutes or hours, until images are being dissemi-
nated that reflect what is going on in the hearts and minds of the people 
involved. In these cases, so called memes arise: famous idols - such as 
Michelangelo, Edward Munch or Andy Warhol - are being varied or com-
bined with other elements, so that as a result they comment on the event 
in a grotesque way and simultaneously contextualize it within the collec-
tive visual memory.
Due to their speed of distribution, images as well as clips have become 
a medium of communication equal to language. As difficult it is to point 
out authorship for sayings, jokes or terms, the same applies to images 
and clips in social media. Instead of being received and interpreted in 
reference to authorship, images solely serve the purpose of articulating 
and generating emotions between those who post them and those being 
addressed.

In the first hundred and fifty years of their history, the primary purpose 
of art museums was to be responsible for collecting, preserving and 
researching art works. In the second half of the 20th century they increas-
ingly evolved into institutions of exhibition and communication. Instead 
of rather protecting the works from the visitors, by now the main goal 
is to address the visitors directly and adjust everything to their needs. 
The next logical step would be that this addressing no longer ends at the 
walls of the museum but goes beyond that. The target audience, i.e. the 
potential visitors, is supposed to be reached in any place. The exhibition 
and communication of works can be practiced particularly well when it 
can be combined and commented through digital photographic repro-
duction in more diversified, surprising and experimental ways than at 
the actual “point of exhibition” itself. This is why the internet increas-
ingly gains more significance as a space of showing art; here, the work of 
museums and institutions finds its continuance and completion.

 

www.ideenfreiheit.de

Wolfgang 
Ullrich
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DO YOU BELIEVE IT IS EASIER TO COMMU-
NICATE WITH IMAGES RATHER THAN WITH 
WORDS? 
 

 
WHAT IS THE DIFFERENCE BETWEEN POSTING 
AND PUBLISHING?

DO YOU BELIEVE IN COPYRIGHT? IF SOME-
ONE WOULD (RE)USE YOUR WORK OR TEXTS, 
WOULD YOU LIKE TO BE CREDITED? AND WHY 
DOES YOUR WEBSITE WWW.IDEENFREIHEIT.
WORDPRESS.COM (“FREEDOM OF IDEAS“) 
CONTAIN A COPYRIGHT SIGN?

COPY VERSUS APPROPRIATION: ARE THERE 
COPIES THAT ARE MERELY COPIES OR IS 
EVERY COPY AN APPROPRIATION?

100 YEARS AGO WHEN RADIO EMERGED, IT 
WAS USED TO ANNOUNCE REVOLUTIONS. 
THE WORKING CLASS TRIED TO HAVE ITS 
OWN BROADCASTING FACILITIES, BUT KINGS, 
EMPERORS, GOVERNMENTS, AND BUSI-
NESSES INSTALLED GOVERNMENT DRIVEN 
OR COMMERCIALLY DRIVEN RADIO EVERY-
WHERE. IS THE SAME THING HAPPENING TO 
THE INTERNET TODAY?

DOES IT STILL MAKE SENSE TO SPEAK ABOUT 
“DIGITAL CULTURE” – OR HAS IT BECOME SIM-
PLY “CULTURE?”

Images sometimes communicate on a more precise, subtle and mul-
tifaceted level than words. On the other hand they are more prone to 
interpretation, their messages are not as clear. You can’t play off words 
against images.

In publishing there is still an author, a publication is a body of work with 
a creator. Posting on the other hand is a communicative act. The mate-
rial that is being produced for the purpose of posting has no work-status.

The copyright symbol on my website refers only to the template I use. 
All other content is available and free, all my texts are accessible and do 
not have a copyright remark. The name of the site - “Ideenfreiheit” - is 
programmatic. I’ve been using it since 2000, long before the current dis-
cussion on copyright started to evolve.

As long as every copy is connected to an act of transfer, the same reap-
pears at another place. However, it is not the same anymore since I am 
convinced that context is authoritative for meaning (which changes 
within the context). One could describe that as appropriation, although 
this term descends from a logic of property which I find not appropriate 
in the world of social media. Insofar reblogs for example are neither cop-
ies nor appropriation.

I don‘t think so. It is not in the interest of those in power to obstruct the 
access to the public sphere for the majority. They rather try to spy out as 
much as they can. Therefore the problem is that whoever is expressing 
something on the internet automatically increases the degree of being 
monitored. The more self-assertion and democratization is happening 
through the use of the internet, the more control over users becomes 
possible.

Considering the augmentation of meaning that in today’s world is allo-
cated to art exhibitions but also to other multidimensional events, it is 
clear that digital culture is not monoculture – and probably won’t be in 
foreseeable time. On the contrary, non-digital forms of culture will change 
and develop, possibly in response to the digitalization of everyday life.

Wolfgang Ullrich studied philosophy and art history. 
From 1997 to 2003 he was assistant professor at the 
Academy of Fine Arts in Munich. Since then he had guest 
professorships at the Academy of Fine Arts in Hamburg 
and at the University of Arts in Karlsruhe. He was 
professor of Science of Art and Media Theory at University 

of Arts in Karlsruhe from 2006 until 2015 . He is currently 
living as a freelancer in Leipzig and Munich. He recently 
spoke at Supercopy Festival in Mannheim about “Copies 
as cultural technique” and at digitalbrainstorming in Zurich 
about “Public Domain – Free Culture for all.”

About 
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THIS YEAR ALONE, PEOPLE WILL PUBLISH 
880 BILLION SELF-PORTRAITS. WHAT MAKES 
SELFIES SO SUCCESSFUL?

YOU STARTED THE CONCEPT OF EGO UPDATE 
WITH “I PHOTOGRAPH AND DOCUMENT, 
THEREFORE I AM.” DO YOU THINK THAT 
TODAY WE NEED TO EXIST ON THE INTERNET 
IN ORDER TO EXIST?  

DO YOU THINK THAT TODAY WE NEED TO 
EXPRESS OURSELVES MORE THAN WE 
NEEDED TO BEFORE THE INTERNET?

MOST OF THE SELFIES END UP ON FACEBOOK 
OR INSTAGRAM. DO YOU THINK THE USERS 
ARE GETTING EXPLOITED BY GIANT US COM-
PANIES FEEDING THEIR ALGORITHMS TO 
DESIGN THE BEST ADVERTISEMENT? IS THERE 
A WAY OUT OF THIS?

HOW CAN THE DIGITAL IDENTITY BE MORE 
CREATIVE THAN THE REAL ONE?  

DOES IT STILL MAKE SENSE TO SPEAK ABOUT 
“DIGITAL CULTURE” – OR HAS IT SIMPLY 
BECOME “CULTURE?” 

SOCIAL MEDIA HAS BECOME AN INDEPEN-
DENT MARKETING TOOL FOR ARTISTS TO 
REACH NEW AUDIENCES. WHAT DO YOU 
THINK ABOUT SOCIAL MEDIA AS A SHOW-
ROOM FOR ART?

“The selfie is in search for the We,” as Sabria David, the organizer of the 
research project of the Goethe-Institute “Digital Identities” has described 
it poetically. Online self-staging, documenting the self (“I photograph, 
therefore I am”) and “sharing” – the social interaction with the virtual 
peer group is becoming more and more important due to the digitalisa-
tion and individualisation. 

Does Bielefeld exist? The running gag that Bielefeld does not exist – and 
in the meantime, by the way, the city marketing has officially picked up 
on this – is based on the fact that Bielefeld was one of the last German 
cities that you couldn’t find on the Internet. This rule does rather apply 
to things than to people. Of course people exist outside the internet, liv-
ing proof are for instance our own parents or grandparents. It is just that 
the internet has become an identity-establishing medium. And people 
increasingly have the urge to perpetuate themselves, and to “prove” in 
images where they have been or with whom they have met.

No, humans are simply social and communicative beings und this has 
always been the case. In the past people used to telephone for hours, they 
had pen friends (with actual paper and ink), or were chatting around the 
fireplace in the cave. Only the technical aids have developed further and 
have heavily accelerated communication.

Of course, there’s always a way out. Nobody is forced to use services 
such as Facebook, Google or Instagram. We are all just victims of our own 
convenience. These services are just very well designed, perfectly opti-
mized, geared to our needs and generally better and cheaper compared 
to the alternatives (yes, there are many other search engines and social 
networks!). So that’s really why one shouldn’t complain about it. What 
did mama always say? Nothing in the world is for free. Free newspapers 
make money with ads, free web services make money with ads too. More 
important than whining is to set up, point out and strengthen alternatives, 
to reinforce media literacy of children and youths, to learn to understand 
algorithms and systems. 

Digital Identity can be a mask for many people. They feel freer behind it, 
they can act out and accomplish projects anonymously. Fear and hier-
archy are classic creativity killers. Such factors can be masked out on the 
internet.

I’m generally not a big fan of pigeonholing. Conceptualizations such 
as “post internet art,” “street art,” or “digital culture” are just auxiliary 
constructions by language that people need in order to classify new 
information in their brains. Notions like those lose relevance over time. 

“Digital culture” doesn’t make any sense even today since the digital is 
already all around and hence part of our culture.

It is a further step towards autonomy of the artist. In the old days an art-
ist still needed a gallerist or an agent. Today artists are discovered on 
the internet, via social media, via blogs and websites. I once heard that 
Banksy was one of the first artists who didn’t have a gallerist but a PR 
adviser working for him. In the future artists will probably engage the ser-
vices of social media managers. 

www.nrw-forum.de

Alain 
Bieber 
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THE INSTITUTIONAL STATUS OF MUSEUMS 
AS GATE KEEPERS OF ART HAS CHANGED 
WITHIN THE LAST YEARS. WHAT DO  
YOU THINK ARE THE TASKS AND CHANCES 
FOR INSTITUTIONS LIKE THE NRW-FORUM  
DÜSSELDORF WITH REGARD TO THE 
INTERNET?  

WHICH ROLE DOES SOCIAL MEDIA HAVE IN 
YOUR LIFE? AND WHAT DO GIGANTIC CATS 
HAVE TO DO WITH IT?

I believe that social places are becoming more and more important. Places 
where people come together and exchange ideas, AFK, Away From Key-
board, and IRL, In Real Life. This is also why a few years ago a trend was 
born in several major German cities to watch TV collectively. People met 
in numerous bars to watch Tatort altogether. Like I said, man is a social 
being, s/he needs (sometimes) social proximity, authenticity, direct dia-
logue. I believe that it is important that museums are archives of the past 
and the present for the future, to collect, conserve and communicate art – 
and exhibition venues such as the NRW-Forum Düsseldorf should be 
neutral meeting points (without any religious or political affiliation) for 
young and old people and all social classes. For me, exhibition projects 
and events are platforms for dialogue and discourse, an inspiring soil for 
new ideas and important institutions for cultural education.

I love it to play with different roles, expectations and images. You can 
cause amazing disturbances with surprisingly small interferences: you 
can just change your birthday on Facebook and suddenly hundreds of 

“friends” congratulate you on a whole different day. It is similar with 
images: for me, such cat-stagings are an homage to LOLCats of net cul-
ture. Others feel reminded of villains in James Bond movies, again others 
think I’m gay or one of those sensitive cuddly guys. Maybe all of it is 
true, maybe none of it is. But that doesn’t really matter. It’s not about 
truth anyway, but more about experimental arrangements and posing of 
questions.

Alain Bieber is a German/French journalist, author, curator 
of contemporary art and editor in chief of ARTE Creative. 
As of April 1st, 2015 he is artistic director of the NRW-
Forum Düsseldorf, Germany. In his first show at the 
NRW-Forum, Ego Update – The future of the digital identity 

opening in September 19th, 2015, he is assembling an 
exhibition that investigates how the fundamental human 
question “Who am I?” is taking shape, changing and 
evolving under the influence of digital media. 

About 

Photo: Ondro Ovesny
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CAN YOU DESCRIBE YOUR INVESTIGATION 
AT TATE? 

WHY IS IT SO DIFFICULT TO PRESERVE  
DIGITAL ARTWORKS?

A LOT OF WORKS ARE BASED OR HOSTED 
ON SOCIAL MEDIA PLATFORMS, WHICH ARE 
QUITE UNSTABLE BECAUSE OF THE CON-
STANT UPDATES AND THE POSSIBILITIES 
OF BECOMING ERASED. DO YOU HAVE PRE-
SERVATION STRUCTURES FOR THIS KIND OF 
WORKS?

WHO IS RESPONSIBLE FOR THE CONSER-
VATION OF ART? THE INSTITUTION OR THE 
ARTIST? 

At Tate I am part of the European project called Pericles which is a four-
year European funded project focusing on evaluating and representing 
the risks for long-term digital preservation of digital resources. Within 
this collaboration we’re working and exchanging information with sys-
tem engineers, mathematicians, and information technologists. This 
has been and still is an interesting journey in which we have many dis-
cussions about vocabularies, semantics and ontologies. The common 
ground is that we’re all interested in modelling systems – and one of the 
aims of this project is to develop a programme that will predict the impact 
of change within a repository or other digital system.
Similar to other museum database systems, Tate’s system is made for the 
registration of more traditional artworks, like painting and sculpture, so 
it asks for evident information like the artists’ name, the title of the work, 
dimensions, material. 
Software-based art is often more complicated because there are many 
different components that need to be described.
I work very closely with the time-based media art conservator Patricia 
Falcão. Together we also organize workshops in order to make people 
more aware of what they can do with software-based artworks in a con-
servation context.

The difficulty is that the system that we are using to register all the infor-
mation is not really made to easily incorporate software-based artworks. 
For example, a simple filename already makes it difficult, because how to 
use a filename in a system, that already has its own filename? 
Also how to describe the relations between different components that 
are needed for an executable or a specific needed software? It is impor-
tant to make those relations visible.

It really depends on the type of work and what the artist actually does 
on a social network or with a search engine. For example, a work that 
is dependent on a search engine like Google is difficult to preserve. As 
soon as Google makes any change to the API (as it has done in the past 
with regard to tracking the location from where the search is made) the 
work might not function anymore as it was meant to. This calls for many 
interesting questions: will one use the database instead of the live search 
(if the previous searches are kept), or will someone change the search 
engine, or will it be possible to show the work at all? In the end it is often 
up to the artist to decide how the work is going to be displayed again. 
Often these decisions are made in close consultation and dialogue with 
the artists each and every time a work is installed.

I think it goes both ways and that has always been like that.
With paintings from the 17th century there is no access to the artist any-
more, but essentially a conservator will always try to get in touch with the 
artist, especially with works that he cannot be sure on how they need to 
be preserved. With a painting or a sculpture it is relatively easy, because 
there is much more knowledge about how to restore paint and or certain 
structures. With more complex artworks though and that does not just 
mean digital, it is more difficult, for example, works that are made out 
of cloths that deteriorate, perishable foods, etc. These works deteriorate 

www.aaaan.net

Annet
Dekker
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DO YOU DRAW A DISTINCTION BETWEEN  
“CULTURE” AND “DIGITAL CULTURE?”

PLAGIARISM, RE-USING AND RE-SAMPLING 
OF MATERIAL PLAY A BIG ROLE WITHIN CUR-
RENT CULTURAL PRODUCTION. HOW CAN 
PLAGIARISM BECOME A METHOD THAT 
CREATES NEW CULTURE RATHER THAN 
BECOMING A STAGNANT STATE OF MIND?

over time, so it is really important for a conservator to know what kind 
of decisions he can make. Since around the 1970s and 1980s artists have 
become more involved in the conservation of their artworks, also because 
the artworks really asked for specialist knowledge. The digital continues 
in that tradition to some extent. For me it is not so much the task of the 
artists themselves to actually preserve the work though. It requires a dif-
ferent kind of knowledge and a different expertise which the museum 
currently still is able to provide – at the moment not always in the digital 
area, but they do have a lot of knowledge on the originality of material, art 
history, etc. Essentially I do believe that it is one of the main tasks of the 
museum to preserve cultural heritage and especially artworks.

Yes, I do believe there is quiet a difference between culture in a conven-
tional sense and digital culture. For example, carnival has little to do with 
digital culture. Some people may use digital devices but essentially it is 
not digital culture. I believe digital culture is part of “culture,” a subdo-
main if you wish.

I am a little worried about the discussion on copy vs. original or the 
authenticity or aura of a work, as Benjamin describes it. 
I think such binary thinking is not helpful when discussing what is actually 
happening in these areas. Talking just in those terminologies about pla-
giarism or fake doesn’t help much. I would like to see it much more in a 
line of appropriation art, where you add something to something already 
existing. It’s not just about copying, but it is really about a certain process 
that is put in place. In some cases at least the digital really is able to cre-
ate new forms of work or of processes. In most of these cases it is not so 
much about the insistence of a work or an object, it is much more about 
a process that happens between people. Someone takes something from 
the internet, posts it somewhere else, people pick it up and react on it and 
comment on each other: this way is a completely different way of work-
ing, it is not essentially about the single object it is much more about the 
entire structure of that process. 
A good example of this way of working is Constant Dullaart’s You Tube as 
a Subject. A few years ago he made a series of animations with the You 
Tube play button in which the play button acted in all kinds of funny ways.  
Afterwards he posted that on You Tube and someone else saw it and 
made a new series out of it – not with the play button, but with the load-
ing circles of You Tube. Talking to Constant about it, he said that it is 
great that people actually do this, that people take the effort and actually 
respond to it. And it is not just about the work, neither about a brilliant or 
fantastic idea or anything, it is a gimmick, it is fun. And that’s what it’s all 
about. We asked him to rethink the whole process and to again comment 
on it. He came up with eight styrofoam boards which were lit one-by-one, 
so it mimicked the You Tube loading ball. At the opening of the exhibition 
people started filming it with their smartphones and putting it online. So 
this whole process just kept going on and on. 
I think it’s a great artwork in itself, if we can still talk about it in these 
terms, it’s all about those different levels together that make it work, not 
just one singular thing that comes out of it, but an open process that can 
generate more work.

Annet Dekker is an independent researcher and curator. 
She is currently a Researcher in Digital Preservation at 
TATE, London, Post-doc Research Fellow at London South 
Bank University/The Photographers’ Gallery, and core 
tutor at Piet Zwart Institute, Rotterdam (Master Media 
Design and Communication, Networked Media and Lens-
Based Media). Previously she worked as a web curator for 
SKOR (Foundation for Art and Public Domain, 2010–12), 

she was the programme manager at Virtueel Platform 
(2008 –10), and head of exhibitions, education and artists-
in-residence at the Netherlands Media Art Institute 
(1999 – 2008). From 2008 –14 she wrote her Ph.D. Enabling 
the Future, or How to Survive FOREVER. A study of 
networks, processes and ambiguity in net art and the need 
for an expanded practice of conservation, at the Centre for 
Cultural Studies, Goldsmiths University, London.

About 
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Joe Hamilton makes use of technology and found mate-
rial to create intricate and complex compositions online, 
offline and in-between. His recent work questions our 
established notions of the natural environment within a 
society that is becoming increasingly networked.

Joe Hamilton
INTERNET EXPLORER 2015

EXPLORATION IS AN ACT OF SEARCH-
ING WITH THE PURPOSE OF DISCOVERY OF 
INFORMATION OR RESOURCES. CAN YOU 
TELL US MORE ABOUT THE INTENTION OF 
YOUR DISCOVERY?

DID YOU FIND ANYTHING ENLIGHTENING 
WHILE BROWSING?

DOES IT STILL MAKE SENSE TO 
SPEAK ABOUT “DIGITAL CULTURE” 
OR HAS IT BECOME SIMPLY “CULTURE?”

INTERNET EXPLORER 2015 IS A WELL  
DOCUMENTED PERFORMANCE ON WEB 
SURFING IN 2015. WHAT ROLE DOES TIME 
PLAY IN THIS WORK?

IN HYPER GEOGRAPHY YOU CHOSE  
TUMBLR TO HOST YOUR WORK. WHAT 
MAKES IT ATTRACTIVE FOR YOU TO USE 
SOCIAL MEDIA?

TO ACCOMPLISH YOUR EXPLORATION 
YOU COMMISSIONED YOUR FRIENDS ON 
FACEBOOK TO EXPAND YOUR LIST OF DES-
TINATIONS ON THE WEB. WHY DID YOU USE 
YOUR FACEBOOK FRIENDS TO LEARN MORE 
ABOUT THE WEB?

RECENTLY ONE OF KENNETH GOLDSMITH’S 
STUDENT STATED: “IF YOU’RE THINKING 
ABOUT DOING IT, YOU’RE DOING IT WRONG. 
THE WHOLE POINT OF WASTING TIME IS NOT 
THINKING.” DID YOU THINK ABOUT WHAT 
YOU WERE DOING?

The discovery of information was a side effect to the experience of explor-
ing itself. For me, it was more about the journey not the destination. My 
intention was to simulate a natural experience of aimlessly wandering 
on the internet, although recording the experience made it impossible to 
keep it 100% natural. 

There was nothing memorable. It was all a bit mundane and that was 
intended. I’m interested to see if the recording reveals some enlightening 
things about the wandering itself rather than the specific things that I 
wandered to.  

I agree that digital culture is ingrained in our everyday lives but this 
doesn’t mean digital culture doesn’t make sense as its own category.

The instructions for participating in this show included to “waste time 
on the internet for at least three hours.” I thought that was a nice time 
period to get lost online and I wanted to capture the entire process. Due 
to recording limitations and editing, the video ended up being only two 
hours. It’s not something I expect the average viewer to sit through from 
start to finish. It will likely be skipped through quickly and maybe watched 
at length by a random few. I hope people can stumble across the video in 
their own explorations online (perhaps in ten years time) and reflect on 
their own act of wandering. 

It wasn’t that I chose Tumblr for that work. The work evolved from using 
Tumblr and being involved in the social environment. Social media is 
attractive because it’s so relevant to our changing world and there’s a lot 
of new terrain to explore creatively.  

I started filming on a few test shoots and found that I was too awkward with 
the cameras and my exploring was repetitive and slow. I was incapable of 
exploring in a natural way, so I decided to make it more of a performance 
trying some things to accelerate the process. Commissioned is probably 
a misleading word. I simply asked my Facebook friends for suggestions 
for sites to explore via a status update. 

I couldn’t help but think of what I was doing due to the pressures of know-
ing that I was creating a piece for exhibition. The recording process and 
equipment in the space also made me very self-aware. I think my piece 
could have been much better if I could have somehow recorded myself 
unaware of the recording process.

Internet Explorer 2015 is a performance of aimless wan-
dering on the internet. It is the attempt to capture the 
experience of today’s general web browsing and to pre-
serve it for the future.

About 

Work

www.joehamilton.info
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Florian Kuhlmann
A FREEBEER ENLIGHTENMENT

HOW DID YOU OBTAIN THE DATA YOU USED 
FOR YOUR WORK? 

FREEDOM WAS SOMETHING PEOPLE 
EXPECTED THE INTERNET WOULD BRING TO 
SOCIETY: FREE SPEECH, FREE CONTENT, FREE 
KNOWLEDGE AND MANY MORE FREE THINGS. 
HOW DOES FREEBEER REFER TO THAT?

 

BRITNEY SPEARS ? (・_・ヾ

IN THE PAST YOUR WORK ENGAGED MORE 
WITH POLITICAL SURVEILLANCE AND DIGITAL 
PRIVACY. DID YOU GIVE UP BELIEVING THAT A 
SIGNIFICANT CHANGE REGARDING PRIVACY 
IS POSSIBLE? 

WITH YOUR EXHIBITION PLATFORM YOU ARE 
EVOKING THE RISE OF THE DIGITAL EMPIRE. 
WHAT IS THE PROJECT AIMING AT?

“THOSE WHO CANNOT UNDERSTAND TECH-
NOLOGY ARE DOOMED TO BE CONSUMED  
BY IT.“ 

YOU ARE HERE. ART AFTER THE INTERNET, JAMES BRIDLE, 
THE NEW ASTHETIC AND ITS POLITICS, P. 26 

WHAT IS THE RESPONSIBILITY AND FUNCTION 
OF AN ARTIST TODAY? 

To be free means to 
have the right to choose 
and select between dif-
ferent options without 
constraint. FreeBeer is a 
reflection on the numer-
ous expectation of liberty 
that we imposed on the 
digital revolution, it ques-
tions the rights of the 
users and their scope 
within a capital-driven 
network.

Work

www.floriankuhlmann.com

Since 2007, Florian Kuhl-
mann has worked as an 
artist, writer, curator, pro-
grammer and project 
developer in Düsseldorf, 
where he lives together 
with designer Rieke 
Schill möller and their chil-
dren Theo and Nela. From 
2002 to 2007 he stud-
ied media art with Dr. 
Hans Ulrich Reck, Frans 
Vogelaar, Peter Zimmer-
mann and Dieter Jung at 
the KHM in Cologne. The 
focus of his artistic and 
professional activity is 
digitality and the network, 
as well as thereby newly 
emerging contexts. For 
more than 15 years he has 
been engaged in various 
roles, which are increas-
ingly dominated by 
hardware and software. 
Along with his work as 
artist and curator, he runs 
the blog perisphere.de 
and the project space 
#digital3mpire in Düssel-
dorf, Friedrichstadt.
Much of his artistic pro-
duction is freely available 
for download on the net 
under Creative Commons 
licenses. His practice 
questions the access, 
availability, original/copy/
unicum and the increas-
ing devaluation of artistic 
productions through 
digitization.

About 

like always, when i collect data for an artwork on the internet (for example 
when i do a big collage with computer) there is no strict concept to follow to 
begin with. everything happens step by step. each new finding brings a new 
idea, gives new input and leads to a new search, which ends in a new finding. 
in general i tend to work very very slow, and the process of finishing a col-
lage-piece sometimes lasts two to three years. working for such a long time 
brings obviously many other influences into the game.
in the case of WTi 2.0 these factors have been successfully kept away by 
lack of time. it was much easier to keep focus on searching, finding, collect-
ing and being overwhelmed by the images, so in this case i was much more 
driven by the feedback of the computer’s result. and luckily i had no time 
to deeply reflect what i was doing, so the experience was better and the 
outcome is quite enigmatic and cryptic to me. as a bonus i had to concen-
trate very much on operating the editing software, cause i had never made 
a video before.
while i normally use image-search-technologies, i focused this time on video- 
hubs, mostly youtube and some digital audio-templates.
since i am a pro-surfer and experienced digital-content-hunter i fortunately 
couldn’t get lost, or better: i couldnt get more lost.

well, to be honest, i have no clue.
the point is that i like freedom and i like (free)beer very much. and for some 
reason i don’t know, i am fascinated by the internet. and communication is 
also great most of the time. if you’re drunk it’s sometimes even better. you 
feel more enlightened and inspired. drugs like freebeer can help very much 
to get this feeling. almost every idea is awesome when you are drunk and 
high. and if you have drunken very much, it’s always good to be at a place 
where you can say whatever you want because sometimes other people 
don’t share your opinions…
unfortunately drinking and being stoned sometimes makes people a little 
dumb, but what will happen when A.I. gets drunk by (free)beer? will cyborgs 
be able to appreciate the gesture of receiving a beer for free? and what will 
happen when a high potential A.I.-cyborg has a bad hangover? or/and is 
being high, stoned and drunk perhaps the last bastion of humanity?

great girl. i like the way she looks in these gifs. it’s hardly believable for me, 
she really made this face…

privacy will also exist in the future. but i suspect it will not be available for 
everybody, and probably not for guys like us with too little money. i am afraid 
that privacy will be the last product offered by capitalism. but it will only be 
sold to true capitalists, because it will be very very expensive. the rest of us 
will pay the new designed-in-califorina-i-dot-burger with personal data. the 
more personal the data, the more i-burger you will get. this is the digital-
3mpire. and it will take a very very long time to destroy it again.

first i thought i want to build up a platform for digital issues in the rhine-
land and just needed a cool sounding name for it. but now i think i want 
to describe the rising digital3mpire which is getting more and more a suit-
able vision for the global future (not a very nice view, still quite dystopic). 
i can do this description of future reality much faster and better with the 
help of good artists contributing awesome stuff to the shows. describing the 
digital 3mpire can not be done by one person, this is a collective work, i can 
only prepare a setting and platform hoping others will join and push things 
forward.
this whole work has to be done, because only if we know what the digital-
3mpire looks like or could look like, we are able to work out new hacks, rules, 
norms and a culture of humanity to make life ok for all of us. we can only 
work politically if we understand the context and the framework of our being.
 

i am really really really not sure what to think about this whole art thing. in 
my opinion, art in 2015 definitely sucks, as it’s completely integrated into the 
globalized spectacular hypercapitalism of the 1%. as an artist today, i have 
two options: try to keep on believing in this beuys-like art-can-heal-the-so-
ciety folklore and keep my moral integrity but also stay mentally in the 20th 
century, getting depressed, start drinking perhaps. or i can be nice to peo-
ple i would normaly rather not talk with and work my ass off to get in touch 
with a professionalized and highly functional art-system, hoping to sell new 
speculative stuff to billionaires and big museums. if i do not want to follow 
one of these two ways, i should get away from art. it’s a classic lose-lose- 
situation. artists can never win.
to be honest, i’ll stay with the dada-boys-and-girls: good guys should give 
their best to destroy art, to free the aesthetic energies and categories cur-
rently bound to this system. i am still quite optimistic, the disruptive internet 
technology can help us with this. it’s already happening.
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Born in Düsseldorf in 1983 Giulia Bowinkel studied with 
Gerhard Merz and Albert Oehlen at the Art Academy in 
Düsseldorf. Friedemann Banz was born in Mainz in 1980. 
He also visited the Art Academy Düsseldorf. Since 2009 
Giulia Bowinkel and Friedmann Banz are collaborating. 
Their practice is preoccupied with the computer.  

The computer as a basis of culture today, which through its 
ability to simulate reality, determines how they perceive 
and shape their real environment. Their simulations use 
the structure of computers, visually creating an artistic pro-
cess of representation that through the generative potential 
of the computer, simultaneously uses and reveals it.

WTi 2.0

Giulia Bowinkel & Friedemann Banz
SERENDIPITY – THE EXPONENTIAL ENTREPRENEUR 

HOW DID YOU OBTAIN THE DATA YOU USED 
FOR YOUR WORK? 

DOES THE FUTURE OF TECHNOLOGY 
SCARE YOU?

WHAT WAS YOUR INTENTION TO BLUR THE 
SPEAKERS WITH CHEAP MORPH EFFECTS?

WAS IT YOUR INTENTION TO REPRESENT A 
DETERMINED TRUTH? OR DOES THE WORK 
PRESENT A DYSTOPIA THAT COMBINES 
EXPONENTIAL GROWTH, TECHNOLOGICAL 
DEVELOPMENT AND CATS THAT GLOW IN 
THE DARK?

WHAT IS A GOOD PLACE ON THE INTERNET?

It started with a video that we had watched on YouTube called Arithmetic, 
Population and Energy – a talk by Al Bartlett dealing with the logic of 
exponential processes.
That was before we were invited to participate in the show. The video 
was of great interest to us and corresponded with other themes that we 
are currently working with, like contemporary capitalist theories and the 
influence of technology on cultures. So we decided to take this as a start-
ing point and from then on we surfed the net for related footage to do a 
collage-ish docu-fiction. When we started the research we just had vague 
ideas of what we were after and mainly just rambled into collecting stuff 
on the net. The idea became clearer during the process and also took a 
complete different direction as we were planning in the beginning. So 
we ended up up with Silicon Valley roadmaps and free 3D-meshes from 
online platforms that we combined.

The fear that our own technology will doom us dates back a long way 
in human history. It is in fact a problem of outsourcing. We’d like to out-
source the responsibilitiy for our actions, but to quote Benjamin Parker 
from Spiderman: with great power comes great responsibility. Kitsch but 
true. You cannot apply moral codices to technological instruments. In this 
techno-driven culture the tools become stronger and stronger and the 
same technology that runs our smartphones derives from military pro-
grams. We want smartphones, so we will also have drone weaponry.

The videowork roots in serious thoughts on the dangers of exponential 
processes. But when we started working on the video the footage that we 
then obtained turned out to be idelogically driven Silicon Valley dreams. 
Quite dubious utopian stuff in a way. We were flabbergasted by their 
visions and it’s quite likely going to happen their way, but at the same 
time they counteract the serious objections that are made by Al Bartlett. 
So the distortion is a tool to intrigue the exaggerated ideas of these tech-
no-prophets. We didn’t want to do a Silicon Valley best-of so we had to 
pull the content out of its native context. How do you do that in post inter-
net times? With simple preset filters! Haha.

It’s rather the second thing… However, we are neither interested  in 
utopias nor in dystopias, but in the framework of today’s culture, its struc-
tures, its potentials. We doubt that anyone knows where all this is going. 
It’s learning by doing. You need to play with tools in order to unveal its 
purpose. That’s what humans are really good at.

Your own server ;-) 

www.banzbowinkel.de

Serendipity – The Exponential Entrepreneur is a digital 
video lecture that creates a dystopia around exponen-
tial growth in relation to new technology and innovation. 
Banz and Bowinkel searched the internet for expert talks 
about the opportunities and risks of new technologies and 
innovations on our culture. These found materials were 
restructured and glazed with 3D and morph effects. The 
well dressed men, in front of PowerPoint presentations, 
trying to give a determined truth about the impact of the 
so called exponential entrepreneurs and their innovations, 
overlapped by effects that are generating an unknown and 
fearful vision towards the future.

About Work
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Unità di Crisi is a research 
collective composed 
of designers and theo-
rists in the field of visual 
communication. The col-
lective was born with the 
objective of developing 
a practical and theoreti-
cal discourse concerning 
the permanent crisis that, 
since decades by now, 
affects modern societ-
ies, and the willingness to 
highlight what it means 
to operate as a designer 
within this context.

WTi 2.0

HOW DID YOU OBTAIN THE DATA YOU USED 
FOR YOUR WORK? 

 

GUY DEBORD PROPOSED TO GET OUT OF 
REGULAR STRUCTURES BY INTENTION-
ALLY MOVING THROUGH OUR URBAN SPACE 
WITHOUT INTENTION, OPENING OURSELVES 
UP TO A SPECTACLE OF COMPLEX HUMAN 
INTERACTION AND THE ARCHITECTURAL 
LANDSCAPE. CAN WE APPLY THAT ARTISTIC 
PRACTICE TO THE INTERNET? 

WHAT INTERESTED YOU ABOUT HARRY  
KIPPER AND WHY DID YOU CHOOSE TO PAY 
HIM A HOMAGE?

THE INTENTION OF LUTHER BLISSETT WAS 
TO DEMONSTRATE HOW EASILY THE RIGHT 
WING BENT MEDIA IN ITALY CAN BE MANIP-
ULATED. DOES YOUR HOMAGE POINT TO 
ANY POLITICAL CIRCUMSTANCES IN ITALY? 

YOU CHOSE GEP AS A TOOL TO CREATE 
YOUR WORK. GOOGLE AND ITS ENTREPRE-
NEURS ALTER THE WEB STRUCTURES MORE 
THAN ANY OTHER COMPANY. COULD YOU 
REFLECT UPON THE INFLUENCES BIG COM-
PANIES HAVE ON THE INTERNET DURING 
YOUR JOURNEY THROUGH EUROPE?

Our work is inspired by a media prank staged by the “folk hero“ Luther 
Blissett (you can read the full story here: www.lutherblissett.net/index_
en.html). In 1992, an English artist, Harry Kipper, started touring Europe 
on a mountain bike to link several cities by an imaginary line which would 
eventually trace the word ART. The performance stopped when Kipper 
mysteriously disappeared somewhere between Ancona and Trieste. In 
Italy several newspapers talked about the artist’s disappearance, until 
Luther Blissett claimed the media prank, revealing that Kipper never 
existed. So our work is a sort of virtual restage of a performance that was 
never performed. 
All the data we needed was just the original path of Harry Kipper – that 
is the path Luther Blissett designed for the fictional artist: from Madrid 
to London and Toulon for the letter “A”; from Bruxelles to Bonn, and to 
Zurich, Geneve and Ancona for the letter “R”; and then the journey dis-
solves somewhere in Northern Italy. 
Then we filmed each path from city to city using Google Earth Pro in real 
time. Sometimes, or somewhere, during our virtual drift we lost ourselves 
in the French countryside or in the Swiss Alps. Anyway, it was very inter-
esting to see a huge part of Europe with the simulated point of view of the 
software. It reminded us of some of Michel De Certeau’s considerations 
about the voyeur, a person looking at the urban space from above: “When 
one goes up there, he leaves behind the mass that carries off and mixes 
up in itself any identity of authors or spectators. An Icarus flying above 
these waters, he can ignore the devices of Daedalus in mobile and endless  
labyrinths far below. His elevation transfigures him into a voyeur. It puts 
him at a distance. It transforms the bewitching world by which one was 
‘possessed’ into a text that lies before one’s eyes. It allows one to read it, 
to be a solar Eye, looking down like a god. The exaltation of a scopic and 
gnostic drive: the fiction of knowledge is related to this lust to be a view-
point and nothing more.” We are very fascinated by this idea of “fiction of 
knowledge” related to the internet.

In a way our project is an attempt to transport the situationist practice 
of the urban drift into the simulated space of Google Earth. This process 
can’t be seen as a neutral step, but is a kind of translation, and like all the 
translations, it involves some sort of transformation. What has been trans-
formed here is the experience of the user, the way he or she perceives the 
simulation of the physical space. And this kind of relationship is, as De 
Certeau observed, “the exaltation of a scopic and gnostic drive.” And this 
is true for the entire internet experience: it reminds us of a very primitive 
human instinct, to be omniscient and omnipresent. And this is an illusion, 
of course.

Well, our first idea was to use Google Earth as a tool to represent a virtual 
drift on the internet using a spatial metaphor. So we thought about the 
psychogeographic dérive, and we looked for a urban drift staged by some-
one in the past years. Since we are very interested in the work of Luther 
Blissett, we immediately recalled the media prank of Harry Kipper and 
we thought that it would be very fascinating to restage a never existing 
psychogeographic dérive in a virtual environment.

The original aim of Luther Blissett’s prank was “to raise hell in the cultural 
industry,” to unmask the media tricks using its own tactics. 
The idea we developed during this work is to raise questions about the 
virtual and simulated experience we face in our everyday life: how does 
the experience of the internet change our way to design and communi-
cate knowledge? What are the consequences of this catachresis between 
media and reality? So, even if we didn’t point to any specific circum-
stances, our work is definitely political.

The choice of GEP was driven by two things: first of all, it’s the most effi-
cient software in simulating and representing the physical space, and it 
allows the user to choose the point of view, to freely move in space, and it 
can reproduce the urban and physical environment with a good rendering 
effect. But, of course, we chose GEP also because it has been developed 
by Google, the major force driving the internet in the last decade. And 
this is a very important issue. You can see how Google has become a sort 
of supranational force, able to face national powers such as the United 
States, the Europe Union and even the Chinese government!

www.unitadicrisi.org

In 1992, the English art-
ist Harry Kipper took a 
long journey through 
Europe, to link several cit-
ies by an imaginary line 
which would eventually 
trace the world ART. The 
tour, a remake of the psy-
chogeographic derivé 
inspired by Situationist 
urban practice, stopped 
near Trieste, when in 1995 
Kipper suddenly disap-
peared. In Italy several 
newspapers talked about 
the artist’s disappear-
ance, until the mysterious 
folk hero Luther Blis-
sett claimed the media 
prank, revealing that Kip-
per never existed. Twenty 
years after, we’d like to 
pay homage to Harry Kip-
per’s memory, simulating 
his never-existed perfor-
mance in the virtual and 
ephemeral space of the 
internet.

About 

Work

Unità di Crisi
ART – A SATELLITE DÉRIVE FOR HARRY KIPPER
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Girl next door with a smi-
ley tattoo working with 
the internet, Emilie  
Gervais’ favorite color 
is pink leaning towards 
black. Enjoying a goth 
lifestyle under the sun, in 
Marseille, she is currently 
working on what it means 
to be using “bbgirl” as 
username online and 
offline. She also happens 
to wonder: but really, are 
we ever offline anymore?
Her work reflects on 
cultural development 
using the internet, data 
shaping processes, gen-
dered representations 
and open source stuff. 
She currently wrote A 
Letter to Young Inter-
net Artist explaining the 
relationship between 
post-internet and Cindy 
Lauper, the Internet and 
everyday life. Her work 
w-h-a-t-e-v-e-r.net is a 
collection of crowed-
sourced works, uploaded 
by strangers under the 
categories of “Boy Art” or 

“Girl Art.”

WHAT MADE YOU REALIZE THAT WASTING 
TIME ON THE INTERNET WOULD NOT LET 
YOU FINISH A WORK?

YOU ARE FINISHING A LETTER TO YOUNG 
INTERNET ARTISTS AS FOLLOWS: “THE USER 
DECODES THE INFORMATION BASED ON HIS 
KNOWLEDGE AND LIFE EXPERIENCE. IT’S 
NOT ABOUT THE AUTHOR’S INTENTIONS, 
THE CONTENT AND THE FORM OF AN ART-
WORK. IT’S ABOUT HOW THE USER MAKES 
USE OF THAT INFORMATION — WHAT YOU 
ALLOW THE USER TO SEE, WHAT THE USER 
IS GOING TO ENCOUNTER.” 
ENDING UP HAVING NO WORK FOR THIS 
PROJECT – WOULD YOU SAY THAT YOUR 
PARTICIPATION WAS A FAILURE? HOW WILL 
THE USER SEE SOMETHING AND MAKE USE 
OF INFORMATION IF THERE IS NONE? 

AS A REPRESENTATION OF YOUR RANDOM 
WEB BROWSING YOU SENT SIX SCREEN-
SHOTS FROM WEBSITES THAT RECALL 
MEMORIES OF THE EARLY WEB AESTHETIC. 
COULD YOU TELL US A BIT ABOUT YOUR 
FASCINATION WITH UNICORNS, GLITTERING 
STARS AND EARLY WEB CULTURE?

WHAT IS IT YOU LIKE ABOUT DUCK FACES? 

WHAT IS THE RESPONSIBILITY AND  
FUNCTION OF AN ARTIST TODAY? 

Nothing specific. I didn’t think about it that way. The internet is basically 
infinite and I didn’t see the point in making a time-based video in relation 
to this thematic. 

Not at all. I have a work and I’m really happy with it. If what you see here 
is no work, then that’s your perception of my piece.  

I don’t really have a fascination for unicorns. It’s a mythical creature that 
is similar to the mystical ideas people had about the early web. I’m into 
that idea because I’m still working with these thematics at the moment. 
The web still had something super-spiritual at that moment, then came 
the dot com crap shit capitalism money sketch vomit.

How basic and random they are.

Every artist is different. Therefore, everyone has different responsibili-
ties. Think about this: browsers are workstations that allow humans to 
access the WWW hypertext and learn, have fun, participate in it. That was 
when most humans still used browsers.

www.emiliegervais.com

Unicorns are made of 
whatever your imagina-
tion wants. Me wasting 
time on the internet is 
made of whatever your 
imagination wants. There 
is no finality. Content 
is always online, never 
offline. I’m always wast-
ing time on the internet. 
Feels like liquid. No final 
form. No final shape. 
I don’t need a pretext 
to stop the movement. 
I have my own pre-
texts without art based 
contexts.

About 

Work

Emilie Gervais
WHAT ARE UNICORNS MADE OF?

Random web browsing by Emilie Gervais
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Jaakko Pallasvuo
KG

WHY DID YOU RESTRICT YOURSELF IN  
WTI 2.0 WITH AN INVESTIGATION ON KEN-
NETH GOLDSMITH’S PUBLIC IMAGE? AND 
HOW DID THAT CHANGE YOUR EXPERIENCE? 

IF PROFITING ARTISTICALLY FROM WASTING 
TIME ON THE INTERNET IS SEEN AS NEOLIB-
ERAL, HOW IS THAT THEN COMPARABLE 
TO WASTING TIME OFFLINE TO PRODUCE A 
RESULT?

IF YOU FEEL THAT KENNETH GOLDSMITH IS 
JUST REGURGITATING, FOR EXAMPLE DADA, 
WOULD YOU SAY THAT THIS IS A GENERAL 
SITUA TION OF OUR TIME? THAT WE ARE LEFT 
TO PUSH AROUND AND MIX WHAT WE FIND 
AND NOT REALLY CREATING ANYTHING NEW?

WHAT IS IT ABOUT THE IDEA OF TOTAL FREE-
DOM THAT FRIGHTENS YOU AND WHAT DOES 
TOTAL FREEDOM MEAN TO YOU? 

WHAT IS THE RESPONSIBILITY AND FUNC-
TION OF AN ARTIST TODAY? HOW DO YOU 
FEEL THAT HAS CHANGED AND WHERE IS IT 
HEADING?

DO YOU WANT TO PUBLISH THE ALIEN DICKS 
WHICH GOT REJECTED?

“THOSE WHO CANNOT UNDERSTAND TECH-
NOLOGY ARE DOOMED TO BE CONSUMED  
BY IT.”

YOU ARE HERE. ART AFTER THE INTERNET, JAMES BRIDLE, 
THE NEW ASTHETIC AND ITS POLITICS, P. 26 

SHOULD WE GO BACK TO WATCH TELEVI-
SION OR GET MORE EFFECTIVE THAN SILICON 
VALLEY’S ENTREPRENEURS WHO FLOOD 
SOCIETY WITH DESTRUCTIVE AND SELFISH 
INNOVATIONS?

I feel like Goldsmith’s persona is more engaging than his formulations. Or 
at least that it is hard to view them separately. My experience was very 
goal-oriented, while a proper waste of time probably would have had a more 
drifting quality. 

I don’t think wasting time to produce something actually equates to wasting 
time. I’m not sure if I believe in wasting time, since time is not necessarily 
something that we actually have, but rather a thing that we are made of. 

Possibly. I think generating new things is kind of dated (or framing the old 
appropriative grabs as new transgressive gestures is). I think I’m a stern kind 
of a boring young person who wants to reskill, like building a house or some-
thing. And maybe Kenneth Goldsmith is like a relativist Clinton era de-skilled 
social media egoist I’m just bound to dislike? Enough with it. I believe in orig-
inating things though. It’s possible, even if it’s not new. 

Total freedom would be the absence of all obstacles and responsibilities.  
I think it would be very difficult to hold on to an identity in that state. Losing 
identity is frightening. 

I don’t think art has a function. It has anti-social and irresponsible tan-
gents. Attempts to subsume art under usefulness seem to fail. I don’t want 
to do that. I want to insist on being an artist because I believe a surplus is 
important. It’s important that there are gaps, interruptions, waste, illogic. 
Instrumentalized art is design? You asked about the role of an artist but for 
me an artist is just some person in the presence of the idea of art, or what-
ever. I wouldn’t put so much emphasis on the job title. 

No. :-3

I think it might be a good idea to read and view more, and try to understand. 
Good readers are the only thing in short supply.

www.jaakkopallasvuo.com

Jaakko Pallasvuo lives and works in Helsinki and Berlin. His 
work deals with hierarchies, feelings and social arrange-
ments. He makes videos, ceramics, texts and images. 

Jaakko Pallasvuo’s work KG is a personal statement on 
wasting time, Kenneth Goldsmith’s artistic practice and 
Kenneth Goldsmith’s theory of “Uncreative Writing.” As a 
researcher Jaakko follows a scientific approach to record 
his conclusions by quoting and dating his thoughts under-
pinning them with own comments and questions about 
Kenneth Goldsmith.

About Work
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It’s 13:25 on a Wednesday. It’s 
the end of March.
I’m sitting at the cafe of 
a concert hall in Helsinki. 
It’s snowing outside. The 
institutional setting makes 
me feel more productive and 
poised. 

I’ve been asked to participate 
in an art project inspired by 
some Kenneth Goldsmith thing. 

The directions I’ve received:

The concept of WASTING TIME 
ON THE INTERNET was created 
by Kenneth Goldsmith lecturing 
a course at the Ivy League 
school in Pennsylvania.

We want you to get lost in the 
web, that you drift through 
the digital dream scape, that 
you become hazed by all its 
rich content and distracted 
and split by its many different 
devices, in order to collect 
raw material to be rendered 
into visual works.

Four steps for a successful 
participation:
1. Take out all your devices 
that allow you to connect with 
the Internet.
2. Turn on Wi-Fi Connection.
3. Waste time on the Internet. 
Collect raw material; Facebook 
feeds, images, sounds, 
news, videos, porn, browser 
histories, politics, games, 
brands, likes, links, Tweets, 
leaks etc. 
4. Render out your work. (Text, 
Video, Images, Sound, HTML5, … 
e.g.)

I’m already breaking the rules 
(I guess). I have decided upon 
a theme for my surf.

It still feels like a waste of 
time: I’ve decided to dedicate 
my surf to thinking about 
Kenneth Goldsmith’s public 
image. 

Kenneth Goldsmith (KG from now 
on) has recently endured a PR 
crisis (more on that later). 
KG has always been a mix of 
attractive and irritating to 
me. I don’t know KG. I hear 
he’s ‘really cool’. 

His public image is arguably 
the most interesting thing 
about him. I feel like 
everytime I read something 
he’s said I’m like hold up 
didn’t Dada invent cut-up 
techniques a 100 years ago? I 
guess I’m not refined enough to 
see the difference.

I’m already exhausted by 
this ‘project’. I want to be 
outside. I’m logged into Gmail 
and seeding a documentary 
about Simon & Garfunkel. My 
time online is structured 
and effective. I’m not being 
creative or uncreative.

KG wants to commodify the 
wasting of time.
Even waste becomes effective.
KG is all about recycling 
failure as success. 
This is the spin that neolib 
America runs on. 

KG reordered and read Michael 
Brown’s autopsy report as a 
poem. Predictable controversy 
ensued. Is the controversy as 
boring as the poem is? 

Why is it so easy to troll 
people? 
We live in regressive times. 
Is KG hot? 
Is KG a fedora atheist? 

13:37
I still haven’t wasted any 
time on the Internet.

13:44 
It occurs to me that I have 
a pattern: whenever I get 
commissioned to do something 
I choose the most ‘aggressive’ 
route. A comic I made got 
rejected by a publication 
that commissioned it because 
I collaged weird alien dicks 
into all the panels. Sorry.

Why am I WASTING MY TIME?

I’m a conflicted person: a 
conformist who dreams of total 
freedom.
I’m afraid of total freedom.

Searching for top tweets about 
KG. 
Would I have sex with KG? 

13:50
got into a FB chat argument 
about school politics.. still 
don’t know more about KG.

cschl @cschl 13h13 hours ago
Aaron Apps: “How dare you 
make poetry porn out of a 
medicalized, dehumanized 
body.” http://bluestockingsmag.
com/2015/03/19/the-disembodied-
voice-a-response-to-kenneth-
goldsmith/ … HT @anne_boyer

13:55
I read that KG has received a 
death threat for his poem. 
It’s probably not a ‘real’ 
death threat. 

 want 2 organize large benefit 
reading…100000 poets strong 4 
the death of kenneth goldsmith 
we wld take donations of 
weapons not $
— sextus gillig (@
cassandragillig) March 14, 2015

Imagine KG with teenage 
children and him reading the 
Michael Brown report and them 
being like ew daaa-aad. 

Is it counterrevolutionary to 
feel empathy for KG? 
I wonder if KG will recover 
from this ‘crisis’. 
I wonder if I should do 
something else online besides 
browse through Twitter feeds 
and have chat disputes. No, I 
decide: this is the biggest 
possible waste of my time. 

14:08
I look at KG’s own Twitter 
feed. 13.3k followers, 72 
following. He has a vaguely 
anime-looking summer hat 
in his profile pic. He looks 
thoughtful. My fingers hurt 
from typing. My neck is tense. 

KG hasn’t tweeted in 10 days. 

 

Standard Definition @
briandroitcour · Mar 14
People who weren’t at 
goldsmith’s reading last night 
are way madder about it than 
people who were which is Pure 
Kenny

BD’s brand of irritating 
overlaps with KG’s. The point 
he is making lacks a point.

‘Pure Kenny’
plz kill me
(I’ve been feeling more 
aggressive than usual recently. 
I started ordering prop 
guns online. The first one a 
beautiful replica of a WW1 era 
Mauser.) 

Someone has called KG a ‘cash 
in clown’. KG has screencapped 
this comment and posted it on 
his Twitter. He has hashtagged 
his tweet: #lovingthehate. He 
seems weirdly inhuman there. 
I wonder if he has cried over 
these comments. I feel like 
no matter how smart or elusive 
or ivory tower-ed someone is, 
this kinda mob fury must wear 
people down, make life brittle, 
scarier.

Do people feel like they have 
to destroy KG as a perverted 
act of respect to the memory 
of Michael Brown? Is it 
possible to recognize the 
humanity of all, well, humans, 
or is that a boring/silencing 
type of thing to say? 

I feel like a lot of queer 
activists, maybe all activists, 
create varying hierarchies 
of humanity, where the least 
privileged are the most human 
and worthy of empathy. 

Does KG have talent? 
Is his talent related to me 
thinking about if he has 
talent or not? 
Could there be this like 
moment of like oh he just 
kinda sucks whatever and a 
disappearance, or is this 
a conversation that will 
continue forever?
Is KG forcing himself onto us 
as a meme? 
I wonder if KG hates people 
who can ‘actually write’. 
Duchamp could ‘actually paint’. 

14:21
He has an American face. 

Will KG become a kind of Chuck 
Palahniuk type figure? Like 
someone bro intellectuals get 
super into in high school or 
beginning of college and then 
are embarrassed about and bury 
once they’re onto like Deleuze 
or DeLanda or Marx or Proust 
or whatever it is that bros 
read these days. 

Der amerikanische Poet Kenneth 
Goldsmith hat Ubuweb ins Leben 
gerufen.

How did u get in touch w/ 
Kenneth Goldsmith? How has 
it been going to Zurich and 
Mexico for 89plus events?  
 
 
Would u like 2 collaborate more 
w/ visual artists/people from 
other disciplines?

All the dumb superfluous 
things, all the ‘clever’ dumb 
dumb dumb smart dumb things. 

All these fucking BROs who 
think they’re changing the 
world and don’t know change. 
They’ve never been in the 
world. Fuck American cultural 
imperialism, also. 

14:27
I made a meme about KG once, 
as part of a larger project. 
It was anonymous. This meme 
attempt said KENNETH GOLDSMITH 
– SECRETLY ILLITERATE on top 
of a picture of a cat that 
worked as an art advisor. 
It was too opaque to really 
work and didn’t get that many 
reblogs. It has resurfaced 
as part of this PR crisis. 
I browse through KG’s feed 
and notice he has retweeted 
this flop meme. I guess he is 
#lovingthehate. 

Was the meme more apt than 
originally intended? Maybe 
KG does suffer from a kind of 
illiteracy.

14:32
I’m tired of thinking about 
KG. I’m tired of thinking 
about my fellow culture-
jamming homosexuals. I started 
reading Brian Droitcour’s 
twitter feed and was annoyed. 
I was annoyed that I cared 
enough to be annoyed which 
made me more annoyed. Trolls 
create feedback loops. KG is 
a successful troll (whether he 
wants to be or not is beside 
the point). Any time given to 
thinking about him will drain 
my resources, my integrity and 
happiness. Sorry KG. It’s not 
personal. None of us know you, 
but you’ve ceased to work as a 
surface for projection. 

If I were to encounter KG it 
should be in a darkened room. 
We would not be allowed to 
speak. We would not debate. 
Phones turned off. I would hug 
him and feel the material 
scope and reality of KG. I 
would lift him up to get a 
more precise sense of his 
weight. Him as a material, 
a biological entity: alive, 
living. A sense of compassion 
would arise. Bodies felt 
instead of described, 
reported. 
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New Bretagne
UNTITLED

HOW DID YOU OBTAIN THE DATA YOU USED 
FOR YOUR WORK? 

We started with surfing all together on the net. On one single computer. 
Everyone suggested something.
For example: you think of a fly, then of the movie The Fly, turn to the main 
character Jeff Goldblum, check his filmography, check his wife, check his 
wife doing the splits on some late-night show. Try to find back to the start-
ing point: the fly. Think of Kafka’s Die Verwandlung. Think it’s too deep to 
deal with. Start again and check a ranking list with all actors named Jeff ... 
and so on and on, kind of going nowhere. 
That’s not really explicit, but it deals with the principle of hypertext, one 
of those basic structures of the internet.
Also we had some plans to make a video where we would re-enact some 
short scenes from TV series, movies, shows, interviews etc. Some play-
ing with that binge-watching aspect and the hype about series.
We crashed all of them.
Everyone suggesting ideas, born out of this surfing/researching, led to 
intense discussions regarding their currentness and relevance.
Out of this huge, never ending discussion some time late at night, we came 
to the conclusion that maybe the discussion itself is the actual theme. Our 
discussion shifted from finding ideas to commenting on essential struc-
tures of the internet.  So we had the plan to use some explicit phrases 
written down during the discussion as our source/content. We kind of 
went from wasting time on the internet to wasting time about the internet.

www.newbretagne.de

New Bretagne is an artist-collective and was founded in 
the autumn of 2012 by six friends in Essen, Germany.
After organizing exhibitions in vacant stores in Essen, New 
Bretagne started to run the off-space Belle Air in the  
summer of 2014 in the south-east-area of Essen.

The art collective New Bretagne is questioning the 
reception and reduction of information structures on 
the internet. Through a collective surf on the internet 
they were seeking a theme with social and cultural rele-
vance. Going through various search requests from Kafka 
Fly, random TV series and back to Jeff Goldblum, the 
search after a relevant topic turned out to become a fail-
ure without producing any satisfying result, provoked 
through the vast and uncontrolled amount of informa-
tion. Realizing the web would not bring up a significant 
result, New Bretagne stepped away from the internet to 
use their own social interactivity as data mining. Short 
phrases, comments and quotes that have been saved from 
their long debate about the internet, trying to summarize 
the relationship between complexity and banality that we 
are confronted with on the internet. 

About Work

Exhausting! We are six people.

Since the topic was already so digital and web-based, we thought it would 
be better to work in an analog way. The first thing that came to our minds 
was a collage on canvas or some kind of fabric, to be put on the wall.
We got to the conclusion that we didn’t want to use the screen itself, but 
also didn’t want to work completely without it. So we came up with the 
carpet. We liked the idea of it, lying beneath the screen, being some kind 
of attachment and framing it at the same time.

We hang around together a lot. WhatsApp is really important for the 
internal communication. Also, of course, we use email and Facebook for 
networking and advertising. Such things as LinkedIn or Xing we don’t like – 
they seem less fun. 

Wikipedia.

WAS IT EXHAUSTING OR ENTERTAINING TO 
WORK WITH THE INTERNET?

WHAT WAS YOUR INTENTION BEHIND NOT 
CHOOSING A DIGITAL OUTPUT FOR THE 
EXHIBITION? AND HOW DID YOU COME UP 
WITH THE CARPET? 

YOUR COLLECTIVE HAS A REAL-LIFE SOCIAL  
HABITAT. HOW DO YOU USE THE INTERNET 
IN YOUR DAILY COMMUNICATION?

TELL US ABOUT YOUR FAVORITE PLACE ON 
THE INTERNET.

Thoughts that have been saved from their long debate 
about the internet.
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Silvio Lorusso
REBLOGS OR CONTEXT IS THE NEW CONTENT

HOW DID YOU CHOOSE THE TUMBLR POSTS 
FOR REBLOGS OR CONTEXT IS THE NEW 
CONTENT? 

WHAT IS OLD CONTENT? AND HOW WOULD 
YOU SPECIFY NEW CONTENT?

DATA MINING TAKES IN AN IMPORTANT 
ROLE IN YOUR PRACTICE. IN NETWORKED 
OPTIMIZATION (WITH SEBASTIAN SCHMIEG) 
YOU TAKE OUT THE MOST HIGHLIGHTED 
PASSAGES IN POPULAR SELF-HELP BOOKS 
ON AMAZON’S KINDLE. IN KICKENDED  
YOU ARCHIVED $0-PLEDGED CAMPAIGNS 
FROM KICKSTARTER. DOES THE USE OF 
DATA IN YOUR WORK HAVE ANY SIMILARI-
TIES TO THE COMMERCIAL USE OF DATA?

WHAT IS THE DIFFERENCE BETWEEN  
PUBLISHING AND POSTING?

BY BEING PUBLISHED ON TUMBLR, IMAGES 
BECOME DE-AUTHORED AND DE-CONTEX-
TUALIZED FASTER THAN ON ANY OTHER 
PLATFORM. DO YOU BELIEVE IN COPYRIGHT? 
OR DO YOU THINK IT IS JUST A BUREAU-
CRATICALLY REGULATED CONSTRUCT THAT 
HAS LOST ITS RIGHT TO EXIST ON THE 
INTERNET?

WHAT IS A GOOD PLACE ON THE INTERNET?

The majority of posts were chosen from among the trending ones accord-
ing to Tumblr. I’ve been testing different image typologies. At first, I 
wanted to focus on images that suggest an idea of movement: airplanes, 
rockets, cars, motorcycles… Not necessarily in a literal way, which is why 
I also included stamps, letters, diagrams showing how information flows. 
I also thought that details of the body – especially eyes – work well. Now 
I’m experi menting mostly with animated gifs so that the animation is par-
tially preserved in the reframed videos. 
For WTi 2.0, I selected nine posts that have 50.000 notes or more from 
Tumblr’s Most Popular Posts and I made videos with 10.800 reblogs (the 
equivalent of three hours in seconds). Since each video is more or less 20 
minutes long, playing all of them will take three hours.

www.50thousand.tumblr.com 

A definition of content that I like comes from Michael Bhaskar. He con-
siders content an “embedded form of knowledge.” In a way, my project 
visualizes such process of embedding, highlighting the effects of frames 
over content. In fact, on platforms like Tumblr, and in social media in 
general, relevance is determined by the quantification of the re-framing 
activity. If it was reblogged ten thousand times, it must be relevant.

I think that in both works mentioned we suggest an ambiguous use of 
data. In the case of Networked Optimization we emphasize a dynamics 
already in place within the Amazon ecosystem that involves users in the 
production of informational value. In the case of Kickended I revert the 
interpretation of data provided by Kickstarter in order to show another 
facet of the phenomenon of crowdfunding, one that rarely is taken into 
account, although it is probably relevant.

Compared to publishing, the word posting has a technical nuance. Other 
words have commercial nuances (tweeting), or are rhetorical (sharing). 
I believe that these more recent expressions, characterized by a high 
degree of immediacy and apparent independence, tend to hide one of the 
main aspects of publishing: the multiple mediations happening at various 
levels of the process. Therefore, the difference between publishing and 
posting is one of scale and scope, from both the user’s and the publish-
er’s perspective.

www.phoboslab.org/wipeout

www.silviolorusso.com

Silvio Lorusso is an Ital-
ian artist, designer and 
researcher. His ongoing 
PhD research in Design 
Sciences at Iuav Univer-
sity of Venice is focused on 
experimental publishing 
informed by digital tech-
nology. He also regularly 
collaborates with the Insti-
tute of Network Cultures in 
Amsterdam. In his collabo-
rative work (with Sebastian 
Schmieg) 56 Broken Kin-
dle’s, Silvio reflects on the 
durability of digital devices. 
It presents an interesting 
and visually arresting com-
mentary on what it means 
for the physicality of the 
electronic reader when 
its life-cycle as a work-
ing device has come to an 
end. In 2014 he launched 
Kickended an archive of 
Kickstarter’s $0-pledged 
campaigns by using data 
from kickSpy.com.

Reblogs or Context is the 
New Content is a series of 
videos and animated gifs 
generated from screen-
shots of reblogs of a 
single Tumblr post.

About 

Work
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Sebastian Schmieg
NICE (LFMN) – EDINBURGH (EGPH)

HOW DID YOU OBTAIN THE DATA YOU USED 
FOR YOUR WORK?

TWITCH.TV, BOILER ROOM AND MUK-BANG 
(EATING BROADCAST) – ALL THESE FORMATS 
OFFER A NEW TYPE OF SOCIAL INTERAC-
TIVI TY ON THE INTERNET. HOW WAS YOUR 
EXPERIENCE WITH THE PILOT? AND WHAT 
DO YOU THINK ABOUT THESE NEW SOCIAL 
STRUCTURES?

AMAZON’S TWITCH.TV IS A GOOD EXAM-
PLE OF THE GLOBAL PLAYERS’ NO-CONTENT 
STRATEGIES WHERE CONTENT MADE BY 
AMATEURS IS DISTRIBUTED FREELY WITH THE 
PREMISE OF ADVERTISEMENT AND DATA MIN-
ING TOWARDS PROFITS. DO YOU THINK THAT 
FREE-CONTENT SERVICES LIKE GOOGLE, YOU-
TUBE, MYSPACE OR CRAIGSLIST UNDERMINE 
THE CULTURAL PRODUCTION?

WE SPEND OUR FREE TIME PRODUCING  
AND COMMUNICATING DATA – WE NEED TO 
BE BOTH EFFECTIVE AND SOCIAL. DO WE 
STILL OWN THE FREEDOM TO DETERMINE 
HOW TO SPEND OUR OWN TIME?

WHAT DOES HAVING FREE TIME MEAN TO 
YOU?

WHAT IS FOR YOU A GOOD PLACE ON THE 
INTERNET?

It’s a screen recording which I made while watching a live stream on twitch. 
I had been watching people play flight simulators on twitch for some time, 
looking at their different ways of streaming and performing – while being 
somewhat of a fan at the same time. At some point I started to record 
streams but it took me some time to find one I really liked. I appreciate this 
particular pilot.

I’m not sure. Twitch is a new type of social interactivity. Watching a friend 
playing a computer or video game is something rather common, I think. But 
of course, in this case one can watch and interact with complete strangers, 
and there is once again a system of popularity, and of stars even. That’s 
something I’m not really interested in. I like the pilot because he is trying to 
avoid a performance for the audience – although he hardly has an audience 
anyways. However, that in fact makes it a true performance: he’s simulating 
and performing a pilot’s job to perfection, doing all the steps and all the wait-
ing that a real pilot has to go through. And at the same time, and that’s also 
nice, he’s always trying to provide nice perspectives, like a director. Very cin-
ematic. I really appreciate this shared experience. But I didn’t interact with 
the pilot as I don’t think that’s necessary or even helpful.

This is hard to answer (apart from MySpace: no, MySpace is not undermin-
ing anything as far as I know ;)) because there are many answers, I guess. Of 
course, these platforms are very problematic as they are trying to squeeze 
something out of every little interaction. And we’re playing along, doing our 
business of optimized self-representation on Facebook, Twitch, Tinder etc. 
Also, so many great things will probably be lost when some service shuts 
down, when the hard-drives are being formatted to be ready for the next 
wave of data. However, these platforms make participation in the production 
of cultural artifacts really easy, there’s no doubt about that. I just wish the 
platforms would belong to the people.

I don’t know if we ever did. However, it’s obviously something that many of 
us, me included, struggle with. And it’s hard to determine whose fault it is. 
Is it a completely structural problem, or is it something we want: to be pro-
ductive all the time. Probably something in between, a structural imperative 
that feels like our own choice. Why do people spend their free time working 
as pilots for virtual airlines, streaming and performing for other people? It’s 
just so much fun.
By the way, I think this also applies to the concept of this exhibition: how 
are artists supposed to waste time on the internet while being expected to 
be productive, valorizing an unproductive activity (to waste time) and other 
people’s data, turning it into something exhibition-worthy? ;)

Not answering this question.

One with an “Under Construction” sign.

www.sebastianschmieg.com

Sebastian Schmieg is a Berlin-based artist and educator 
who works with found materials and custom software to 
create pieces that examine the way contemporary technol-
ogies shape online and offline realities.

Sebastian Schmieg’s work Nice (LFMN) –  
Edinburgh (EGPH) is a three hours flight from Nice, France to 
Edinburgh, Scotland recorded from twitch.tv, a live stream-
ing video website primarily focused on video gaming.
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!Mediengruppe Bitnik
THE RANDOM DARKNET SHOPPER WASTING TIME ON THE DARKNET

CAN YOU TELL US ABOUT YOUR DIGITAL 
VENTURE?

IN YOUR WORK YOU OFTEN WRITE PRO-
GRAMS THAT FOLLOW CERTAIN RULES, BUT 
BY DELIBERATELY AVOIDING CONTROL THE 
OUTCOME REMAINS UNPREDICTABLE. WHICH 
ROLE DOES RANDOMNESS TAKE IN YOUR 
WORK?

GOVERNMENTS AND COMPANIES GAIN A LOT 
OF DATA FROM USERS FOR SURVEILLANCE 
OR COMMERCIAL PURPOSE. DO YOU BELIEVE 
THAT THE DARKNET IS A WAY OUT OF THESE 
USER EXPLOITING STRUCTURES? 

FREEDOM WAS SOMETHING PEOPLE 
EXPECTED THE INTERNET WOULD BRING TO 
SOCIETY. DO YOU THINK THAT THE INTERNET 
HAS FAILED THIS PROMISE?

For WTi 2.0 we sent out our Random Darknet Shopping Bot on an explor-
atory tour through the darknet shop Agora. The Random Darknet Shopper 
is an automated online shopping bot which we provide with a budget of 
$100 in Bitcoins per week. Between October 2014 and January 2015, the 
bot went on a shopping spree through the deep web once a week where it 
randomly chose and purchased one item and had it sent to us. The items 
were shown in the exhibition The Darknet. From Memes to Onionland at 
Kunst Halle St. Gallen, each new object adding to a landscape of traded 
goods from the darknet.
For WTi 2.0 you can watch a screen capture of the Random Darknet Shop-
per browsing the complete article listing of the Agora website, one of the 
largest shopping sites of the darknet.
This is a recurring preparatory task which the bot performs from time 
to time. The bot is a researcher, it needs to browse the whole catalog of 
over 16.000 articles one-by-one to get a feeling for its environment and to 
store a local copy of the website. It is a necessary, but boring task which 
we delegate to software bots. Only that here you can watch the screen 
capture of it: 75 Minutes of methodical clicking and browsing of cate-
gories and subcategories. So while it is a necessary task for the bot to 
perform, it is a total waste of time to watch the task being performed.

Randomness implies a loss of control. Loss of control is something we 
intentionally seek in our works: we create situations and let them play out. 
In Delivery for Mr. Assange we addressed a parcel with a hidden camera 
to Julian Assange at the Ecuadorian embassy in London. The camera took 
pictures of the outside world through a hole in the parcel and uploaded the 
pictures to the internet in real-time. So everyone could watch this parcel 
make its way through the postal system to Julian Assange. The moment 
we posted the parcel at the post office, we lost control of what would hap-
pen to it. This loss of control was a big part of the aesthetic concept. But 
also in Random Darknet Shopper, loss of control is part of the concept by 
delegating the buying decision to a software bot.

Yes. Definitely. The surface web is prone to surveillance, because it is 
sloppily built in terms of user privacy. In the beginnings of the internet, 
being connected, being able to exchange ideas and information were the 
main concerns. Nobody probably foresaw the extent to which the inter-
net would become a part of everything we do. Darknets like Tor are the 
second generation: they build on the experiences of the first generation 
and have privacy and encryption as their foundation.

Well, no. We think it is all part of a process which will probably take a bit 
longer than we thought. The internet has changed our relationship with 
many aspects of our lives. These are developments that cannot easily be 
reversed. Digital networks will keep transforming our lives even though 
there are forces trying to work against that. We need to find ways to effec-
tively defend our old freedoms and gain new ones.

wwwwwwwwwwwwwwwwwwwwww.bitnik.org

!Mediengruppe Bitnik are contemporary artists work-
ing on and with the internet. Their practice expands upon 
the digital in order to affect physical spaces, often inten-
tionally applying loss of control to challenge established 
structures and mechanisms. !Mediengruppe Bitnik’s works 
formulate fundamental questions concerning contempo-
rary issues.
!Mediengruppe Bitnik are the Zurich-based artists Carmen 
Weisskopf and Domagoj Smoljo and their accomplices, the 
London based filmmaker and researcher Adnan Hadzi and 
the reporter Daniel Ryser.

Wasting Time on the Darknet is a screen capture of the 
Random Darknet Shopper browsing the complete article 
listing of the Agora website, one of the largest shopping 
sites in the darknet. For the Random Darknet Shopper this 
is a recuring preparatory task for the weekly purchase. 
Watching the bot perform this task is like delegating it to 
waste time on the darknet for you.
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HOW DID YOU OBTAIN THE DATA YOU USED 
FOR YOUR WORK? 

WAS IT EXHAUSTING OR ENTERTAINING 
TO WORK WITH SO MANY LINKS, IMAGES, 
SOUND AND VIDEO? 

DO YOU DRAW A DIFFERENCE BETWEEN 
FOUND FOOTAGE AND OWN RECORDINGS? 
AND WHAT DOES COPYRIGHT MEAN TO YOU 
IN YOUR PRACTICE?

HOW WAS YOUR EXPERIENCE WHILE 
YOU DEDICATED YOUR ATTENTION TO 
WIKIPEDIA? 

IN YOUR PERSONAL WORK YOU ARE QUES-
TIONING THE INFLUENCE OF TECHNOLOGY 
ON POP CULTURE. HOW WOULD YOU 
DESCRIBE YOUR INTEREST IN TECHNOLOGY? 

WHAT IS A GOOD PLACE ON THE INTERNET?

X=X, or “(We) look to theory only when (We) realize that somebody has ded-
icated their entire life to a question (We) have only fleetingly considered” 
takes Goldsmith’s reading at Frieze into a time-framed audio-visual inter-
pretation, or appropriation(s). A redemptive non-thinking/mindlessness 
attempt(s). It’s a free-associative dreaminess through a Wikipedia search 
by conducting linked words, creating a continuous networked mental map/
showing a navigation process from article to article via connecting keywords. 
The versatility of the hyperlinks and their respective content fully influenced 
the discursive rhythm of the imagery presented in the video. A compound 
set of various non-deterministic interspersed visual and semantic structures, 
all assembled into one, almost instantaneous, index of content/data. “The 
flood of images on the internet has increased our access to wonders and 
at the same time lessened our sense of wonder.” Mindlessness wonders > 

”Informed ignorance” > “Appropriation“ > several image collections: Sound-
cloud artworks; craigslist photos; craigslist photo collection of mirrors for 
sale; Google similar img search > Arranged footage intended to enact: 

“Mindlessness;” Disorder; Self-Discovery; Self-Projection; Dirt; “willful igno-
rance.” “¯\_(ツ)_/¯”

Technically, it follows a very simple structure. So, I wouldn’t say that it was 
exhausting. Entertaining yes, absolutely! I have a very serious relationship 
with the internet and “wasting time” on the internet is like a primary resource 
to make my work happen. I also give a lot of myself to the internet; it knows 
more about me than I do, perhaps due to the fact of having so many aspects 
of my daily life stored in it. In return, it also gives me access to the same 
kind of information from basically everything or anyone. Which is a gener-
ous trade. It allows me to get intimate with several people’s tastes, habits, 
beha viors, relationships etc. And yes, for me that’s the most interesting and 
entertaining part to work on. However, X=X, (...) followed a different basis 
somehow. Its focus lies on the tendency of people wanting to construct their 
own way to wisdom via Wikipedia. By connecting keywords, the user tries to 
assimilate knowledge in a frenetic way, almost rambunctious and turbulent. 
The attempt of knowing too much ends up in a total disorder of ideas (“Mind-
lessness”). This also leads to self-discovery and self-stamina – wisdom is 
seen as a human quality and within all qualities people can develop, wisdom 
is potentially one of the most beneficial – but it needs time to be cultivated. 
In X=X, (...), the idea of self-discovery is emphasized (metaphorically) by the 
words and voice of TH Real Ricky, which kindly re-recorded the speech from 
his track “2 Cups of Me” exclusively for this piece. Ricky’s voice is also play-
ing alongside ambience sounds from a server room.

Appropriation plays a major role in my work. As the editor of ofluxo.net, I 
always loved to analyze other people’s work, but when it comes to my per-
sonal practice, I usually end up criticizing other artists’ techniques and 
aesthetics. In a sanely way of course, not being too explicit and without 
intending to be rude or provocative. I’m a very peaceful person and I highly 
respect the work of others. But, for instance: trolling people’s persever-
ance in overrated trends is something really enjoyable for me. Particularly, 
in the case of X=X, (...), I left my sanity behind and didn’t care or think at all 
about copyright and about not being too explicit. Here, the explicit copyright 
infringement was fully purposeful. Research from other artists, Soundcloud 
artworks, craigslist photos, Youtube footage, I just picked up everything 
related to Wikipedia’s keywords and arranged them all together. So, if “lan-
guage is for the borrowing,” then visual content should be too.

Well, I saw a lot of things, that’s for sure, but I didn’t really retain too much. 
At first, I experimented just to make sure if it works – and with no surprise, it 
did! After reading wildly some articles for a few minutes it’s like if your brain 
is disconnecting from the meaning of each paragraph and you barely can 
remember the title from the previous article. In a way, this goes along with 
Goldsmith’s concept behind the Wasting time on the internet course: “the 
whole point of wasting time is NOT thinking. The redemptive thing about it 
all is that no matter how hard we try to waste time indefinitely, to be totally 
spaced out, vacant, mindless, we always make something of it. Mindless-
ness assumes, demands, spawns mindfulness.”

Even though some of my works are produced manually, I always resorted 
the use of technology for their development. I grew up with this possibility 
and I am an artist in the 21st century, so it’s simple: I use the tools of my time 
to produce my work. I don’t see what’s the point of making drawings with 
the same techniques used two centuries ago with so many possibilities that 
we have at our reach today. In my case, it’s a very simple processual meth-
odology: I use the Adobe software as my canvas, research on Google as my 
ink, and I even use print-on-demand services to order my works most of the 
time. This is where the internet steps in. Since I remember, I’ve always been 
researching a lot of stuff on the internet all the time. I think that my work has 
gotten more research-based in the past few years. I started to raise some 
questions about how the general public uses the internet on a daily basis, 
relating to intersection of art, technology and society by aestheticizing sev-
eral cultural ephemeris.

I’m gonna be short on this one: literally everything, everywhere.

www.iamvitrio.com

Nuno Patrício is a visual 
artist based in Lisbon, 
Portugal. His work com-
bines video, installation, 
sculpture and graphic 
composites in order to 
address the influence of 
technology on pop cul-
ture and digital personas. 
He is especially interested 
in the emotional impact 
of interpersonal relation-
ships established on the 
internet. 
He is also the director 
and editor of O Fluxo, an 
online platform that aims 
to disseminate a critical 
understanding of con-
temporary culture by 
promoting the work of 
media art professionals, 
emerging artists, activists 
and students from all over 
the world.

Nuno 
Patrício
X=X, OR “(WE) 
LOOK TO 
THEORY ONLY 
WHEN (WE) 
REALIZE THAT 
SOMEBODY 
HAS 
DEDICATED 
THEIR ENTIRE 
LIFE TO A 
QUESTION 
(WE) HAVE 
ONLY 
FLEETINGLY 
CONSIDERED”

Mixed & Selected by 
Nuno Patrício feat. TH 
Real Ricky on the Vocals/ 
Words and visual mate-
rial from: (in no particular 
order) craigslist mirrors; 
craigslist photos; I’m 
Google, 2011 - ongoing; 
Unripe Content Channel; 
Wikipedia; Soundcloud 
Artworks; Driving in the 
Rain; Server Room 188 
Ambience; 2015.
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