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Greetings

Seoul Museum of Art is delighted to host the 2009 International Symposium as part of the
preparations for the 6th Seoul International Media Art Biennale.

Recent growth in digital technology has led to fascinating developments in media art
and has facilitated its wider extension into the general art world. The emergence of new
combinations of media formats has subsequently led to a demand for the recognition of
new paradigms through which to understand the complex relationships between reality
and artificial reality.

<Parallel visions on Media Art> is a symposium that we hope will provide an invaluable
opportunity for curators, theorists, and critics to discuss diverse perspectives on the de-
velopment and expansion of media art. We also hope that it will establish an important
forum for exploring the extent to which media art forms can contribute to the extension
of Art and how this new area is to be pioneered in parallel. It is expected that the sympo-
sium will make a significant contribution to the examination of the state of contemporary
media art through its investigation of the techniques for combining media technology and
modern art. It will therefore draw attention to the possible projection of media art forms.
We believe that this symposium is timely and corresponds to an increased interest in
media art both within and beyond the professional art world. The symposium will take
place over two days and generate new sources of meaning for the 6th Seoul International
Media Art Biennale.

We look forward to seeing you and hearing your invaluable opinions during the sympo-

sium and we appreciate your interest in the event.

Director, Seoul Museum of Art

You Hee Young
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2009 International Symposium

Parallel Visions on Media Art

Date
Venue
Subject

Modulator

Lecturer

Panelist

December 8, 9, 2009, 1:30~6:00
Seoul Metropolitan Museum B1 Seminar Room
Parallel Visions on Media Art

Sunjung Kim (Director of the 6th Seoul International Media Art Biennale)
Youngsil Sohn (Curator of Seoul Museum of Art)

Sunjung Kim (Director of the 6th Seoul International Media Art Biennale)
Joonsung Yoon (Professor of Soongsil University)

Seungduk Kim (International Exhibition Director of Le Consortium)

Jihoon Kim (Film Critic, Ph.D Candidate, Cinema Studies, New York University)
llho Park (Professor of Ewha Womans University)

Jaap Guldemond (Senior Curator, Museum Boijmans Van Beuningen, Rotterdam)
Franck Gautherot (Director of Le Consortium)

Fumihiko Sumitomo (Director of International Festival for Arts and Media Yokohama)
Jen Mizuik (Director of Experimenta)

Nicolaus Schafhausen (Director of Witte de With, Center for Contemporary Art)
Clara Kim (Director of Redcat Gallery)

Sungwon Kim (Director of Hermes Gallery)
Cheolwoong Sim (Professor of Seoul National University)




Time (12.8)
13:30—13:40
13:40-13:50
13:50-14:20
14:20 - 14:50
14:80—15:20
15:20-15:40
15:40-16:10
16:10 - 16:40
16:40 - 18:00

Time (12.9)
13:30 =13:40
13:40-14:10
14:10 = 14:40

14:40-15:10
15:10—15:30
15:30 - 16:00
16:00 - 16:30

16:30-17:00
17:00-18:20
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Program

Opening (Modulator)

Greetings- Heeyoung Yoo(Director of Seoul Museum of Art)

Ideas on Media_City Seoul 2010 - Sunjung Kim

Juxtaposition & Intersection: City-Specific Video Art - Joonsung Yoon
The Return of the Virtual- Seungduk Kim

Break

Media Art: less is more- Jaap Guldemond

Media Burn- Franck Gautherot

Question- Sungwon Kim
Discussion

Program

Opening (Modulator)
Turn of Media, Enlargement of Aesthetic Experience - llho Park

Creativity for Arts and Media: International Festival for Arts and
Media Yokohama 2009 - Fumihiko Sumitomo

Experimenta: Media Arts from Melbourne, Australia - Jen Mizuik
Break
Morality- Nicolaus Schafhausen

Beyond the Black Box and the Virtual Window :
The Scale and Location of the Screen in Contemporary Media Art- Jihoon Kim

Imagined Communities - Clara Kim

Question- Cheolwoong Sim
Discussion
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Ideas on Media_City Seoul 2010

Sunjung Kim

You must live as you think. or sooner or later you will think as you live.

—Paul Valéry
Mega City Seoul

People living in mega cities like Seoul have not realized the fast pace of
their cities when they are inside. It is only when they leave the cities and experience
other ones that they feel the speed at which they have been living. Seoul underwent
many changes with modernization, gradual in the beginning but which then started ac-
celerating to arrive at the dizzying speed it is today. Times of turbulence including the
Japanese colonial rule and the Korean War as well as the economic development of
the 1960s accompanied modernization in Korea. Korea went on to experience politi-
cal polarization resulting from the conflicting Cold War ideologies in the 1980s and the
vast waves of change in the globalization movement of the 1990s. It seems as if we
were sucked into the speed of our city during our nation’s accelerated modernization.
And amidst the changes in the city and its systems, the actual “people” living in the city
have been forgotten. Efforts have been made to make the city convenient to live in for
the people, such as the construction of new buildings or the implementation of new
transportation systems, but the focus on the development of such peripheral elements
let us forget that the people living in the city is the most important.

Seoul is ever-shifting. The changes resemble a maelstrom that leaves
no trace or memory of the past. Traces of people, time, or memories has not remained
any longer. Traces and tracks made over time are gone as if erased with an eraser,
and new things fill the void left in our memory. For example, we can hardly recall the
Governor-General of Korea building during The Japanese colonial rule, which was in
front of the Gyeongbok-gung Palace now that it is gone. Looking at the Seoul Plaza,
Cheonggye-cheon Stream, and the Gwanghwa-mun Gate Square, it is hard to re-
member what these places used to look like merely a few years ago. The sense of

loss that we feel at the things that disappear or cease to exist in the city is replaced




by a variety of events that are renewed everyday. We forego the accumulation of time
and instead, adapt to the newness offered by the city, getting excited over the spec-
tacles that the newness brings and soon no longer remembering the past. It is not
necessary to hang on to past incidents or memories, but | firmly believe that we need
a space whereby we can look back on our tracks. The disappearing spaces within
the city entail not only the extinction of a collective memory of the places but also the

personal memories of the trivial incidents that we shared with our friends or our family.

Media as a City Environment

The advance of modern technology provides convenience to people.
New communication technologies such as the World Wide Web (www) and a myriad
of telecommunications tools have fundamentally changed the meaning of time and
space. In particular, the widespread distribution of the internet and mobile phones
have made it possible access to news and information anytime, anywhere. It seems
as if the impossible stories that we read in science fictions in a childhood have be-
come an everyday reality. Mobile phones are not just phones, but allow us to perform
various functions such as checking our e-mail on the internet, taking photos, listening
to music, and watching downloaded TV programs. True to our reputation as being an
Information Technology (IT) powerhouse, Korea is one of the most connected coun-
tries in the world and boasts an information network that can be connected to and
shared by everyone. We can order products at home through online shopping malls
obtain information and have customer feedback on products just as easily. Further-
more, the cheering crowds of Red Devils that filled the streets around Seoul City Hall
and Gwanghwa-mun Gate during the 2002 World Cup games and the spontaneous
downtown “candlelight vigils” were both possible by the internet, and testify to the new
way information is being shared online.

However, although two-way communication seems to have become
easier with the internet, when we look closely at the information being provided on-
line, we realize that it is manipulated by commercialism. What appears to be objective
and impartial information to us is in fact controlled by capital. Spontaneous initiatives

that took place through the internet have later been used commercially, or in some
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cases, to serve violent purposes. Meanwhile, the controversial discussions over the
arson of the Sungnyemun Gate or unconfirmed rumors around the suicide of a famous
actress that circulated on the internet revealed the collective and emotional aspect of
the new mediums of communication. The distribution and propagation of inaccurate or
unfounded information act as a form of collective violence. The unfiltered opinions of
individuals that are being diffused through blogs and bulletin boards produce another
reality different from the truth.

In the midst of such technological advancement and increasingly rapid
changes, it is necessary to think about how our experience and perception function in
our environment. |f knowledge was acquired through experience in the past, it is now
substituted by web searching. Vicarious experiences obtained through the internet are
replacing the first-hand experiences of past generations, widening the gap between
the different generations. Moreover, the convenience and openness of the internet ap-
pear to offer equality in sharing information, which seems positive on the outside, but
in fact which is just another well-packaged, pretty form of commercialism. It is neces-
sary to acknowledge the problems that the convenient medium called the internet is
causing, and at the same time recognize situations being distorted by capitalism and
the masses. | believe that we should attempt to examine the access to, production and
distribution of knowledge from another perspective.

The conveniences and comfort that we have obtained from technologi-
cal advancement sometimes reduce or extinguish our sense of criticism. We are un-
der the impression that we can have anything we want, but we may just be like the
characters in Aldous Huxley's Brave New World who take soma and “never want what
they can't get.” Or like the year 1984 which started on the upbeat note of Nam June
Paik's Good Morning, Mr. Orwell, which nonetheless did not mean that the ominous
society of surveillance in George Orwell's 1984 was overcome. If George Orwell's
Big Brother concentrated on watching people and controlling them through violence,
today’s new Big Brother provides us with a deceptive comfort.

Under such circumstances, art can be a window through which uncom-
fortable questions can be thrown at us. Meanwhile, the white, aseptic spaces of mu-
seums or art galleries provide things to see as well as convenient and comfortable
services. What kind of significance, then, can the discomfort innate in contemporary




art have? Is that inherent quality not weakening and losing its subversive power in the

face of modern commercial rules? These questions are what we need to reflect upon.

Artistic Autonomy and Politics

| have roughly outlined the development of our city, society and the is-
sues that we are facing as a result, to which we unfortunately do not have any im-
mediate solutions. Cities as we know them today are the result of countless efforts by
humans—changes in systems, technological advancement, political and social de-
mocratization, etc. To these endeavors, artists propose thoughts and opinions from a
different perspective. What they propose may seem useless, strange if not downright
preposterous, and marginal. Nevertheless, attempts at understanding different values
and looking at things from a different angle are important.

Moreover, we can discover art in life through such different perspec-
tives. We either are no longer able to differentiate art that has become a part of our
environment, or regard it as something that is separate from everyday life. However,
although life and art may seem far apart, art is in fact omnipresent in our everyday
lives. It takes the form of advertising campaigns and banners in the streets and the
mass media, buildings, everyday furniture and objects, and paintings that hang on our
walls. We live a life that is immersed in art and design. Art no longer keeps everyday
life at a distance.

However, efforts made by artists to create a better society still seem not
much of use. Itis impossible to measure or present accurate data on the impact these
efforts have on society. Not only that, most of the proposals made by artists for a bet-
ter society deviate from mainstream thought and remain marginal. Nonetheless, the
small suggestions and ideas put forth by artists possess a value of a different dimen-
sion. Through a point of view that is at once radical, critical, and accusatory as well
as microscopic and personal, contemporary art reveals the other side of society and
proposes new, alternative visions, not suggesting a collective world. Artists are radical
but not direct; they do not offer solutions but instead raise questions so as to make

people think about the issues at hand.
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1. Jacques Ranciére, Aesthet-
ics and Its Discontents, frans.
Steven Corcora (Massachusetls:
Polity Press, 2009), 20-25

On artistic autonomy and politics, Jacques Ranciére once said, “Instead
of making a contrast between artistic radicality and aesthetic utopia, this other position
endeavors to keep the two equally at a distance. It replaces them with the proclama-
tion of art's new modesty—it is modest not only as regards its capacity to transform
the world, but also as regards claims about the singularity of its objects... that of a
‘politics’ of art which consists in suspending the normal coordinates of sensory ex-
perience. One valorizes the solitude of a heterogeneous sensible form, the other the
gesture that draws a common space.” According to Ranciére, contemporary art tran-
scends usefulness or representation and claims individuality and singularity. Art that is
autonomous refuses to be measured by how useful it is for society or how perfectly it
represents objects, and is perceived according to the liberal play of the senses. Such
splitting up of the senses is the path that leads to equality, and equality within an artis-

tic system can give rise to social and political equality.

In Preparation for Media_City Seoul / Seoul Media Art Biennale

The official title of Media City Seoul is Seoul International Media Art Bi-
ennale, both names appearing on the logo, title, and the catalogue of the event. The
title Media City Seoul seems to focus on the city of Seoul, whereas Seoul International
Media Art Biennale highlights the biannual artistic exhibition that deals with the par-
ticular field of media art. What do these two titles aim to achieve? Ten years since the
event first started in 2000, | am now faced with the dilemma of whether we should go
on with these two names or rather, at this point in time, review them and define a new
direction for the event.

The biennale up to now has featured a large array of works from me-
dia art—interactive works that use state-of-the-art technologies—to contemporary art
works such as film, video, visual pieces that include sound and even use low-technol-
ogy. It has dealt with not only the much-talked-about interactivity in media art but also
concepts and theories on recent mediums such as games. In terms of participating
artists, the biennale has also invited a wide range of artists from those using high-tech
media to contemporary artists working with video, film, and sound. The exhibitions

have been co-curated by media art curators, theorists, and contemporary art curators.




It is now time to review how the various mediums have been received, whether the
multidisciplinary approach has allowed for an increased diversity, and what common
grounds have been found in the process.

Media City Seoul, as its title suggests, takes interest in spaces within
the city. In this sense, it can also be linked to Platform, a project that started in 2006.
Platform is an annual exhibition that experiments through art the site-specificity, histo-
ricity, and formative nature of spaces that are in the process of being lost or forgotten.
It attempts to design exhibition formats that allow for both the artists and the viewers to
revisit places that are either disappearing or the usage of which is being changed. The
number of exhibition spaces was increased to twelve locations in 2008, one of which
was the old Seoul Station building. The majority of the works proposed by artists for
the old Seoul Station building were newly produced for the site, with some left as
proposals. The Platform exhibition in 2009 was held in the former site of the Defense
Security Command (DSC, otherwise known as Kimusa in Korean). Artists visited the
DSC that had long been off-limits to the general public, and conceived artworks that
corresponded to the historical significance of the site. Most participating artists tried
to connect the content of their work to the historicity of the site: some produced new
artworks that were specific to the site, others attempted to link the meaning of their
work up until then to the nature of the site, while still others expanded the content of
their work based on the historicity of the site. In other words, rather than deal with the
site in its present condition, the exhibition included the personal feelings of individuals
and penetrated and filled up the spaces that had been empty until then with emotions
and memories. The result was an exhibition that featured both social memories and
personal emotions, and viewers were able to reflect on the meaning not only of the
displayed artworks but also the surrounding space. If Platform is an exhibition that en-
courages contemplation on the meaning of changing spaces, Media_City Seoul takes
on the mega city of Seoul as its background and reference.

| believe an examination of the short history of the past editions is need-
ed in preparation for the sixth biennale. The first Media_City Seoul was launched with
the goal of liberating art from within the confines of exhibition spaces. Under the title
City: between 0 and 1, it attempted to overcome the physical limitations of time and

space and explore the new functions and prospects of the city of Seoul. In this con-
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text, it proposed a variety of projects that used the site of Seoul, including a public art
program in subway stations, an audiovisual work featuring a large screen in Seoul,
and an educational exhibition that used artistic mediums. The second edition, titled
Lunar's Flow, compared art to the moon to symbolize the emotional aura of mediums
that provoke aesthetic imagination. In particular, it tried to dream of experiencing the
new and the unfamiliar through Cyber Sublime, the sublime nature of the mysterious
and incomprehensible realm of cyber space. The third edition dealt with the new and
ever-changing media of games and play under the title “Digital Homo Ludens” (Game
& Play). The fourth biennale defined the real world and the virtual world—which we
have become so familiar with thanks to the widespread availability of the internet and
multimedia - as “Dual Realities,” and examined what it diagnosed as the “New Physi-
cality,” or the close interaction between the two worlds, from various angles. The fifth
biennale titled “Turn and Widen” studied the fundamental issues related to the advent
of media art which caused the artistic field to change and expand, and designed the
exhibition space according to the themes of light, communication, and time - the three
elements that is identified as being the key difference between media art and art in
the traditional sense. In particular, the “communication” section was noteworthy as it
showed how communication between artworks and the viewers has changed through
the different media. If traditional art was based on the contemplation of artworks or
the passive participation of the viewers, media art on the other hand can only be com-
pleted through the active participation of the viewers. With Seoul as the backdrop, the
five editions of the biennale sought to actively explore media and art within the city.
The answers to the questions put forth in this text - changes in our living
environment and the problems that result from it have still to be found, but the sixth
Media_City Seoul hopes to seek yet another path forward by linking the interest in
city space with artistic autonomy and politics. The entrance may be unfamiliar and un-
comfortable. Nonetheless, | would like to look for that path together with other curators
and artists. | would like to highlight the uniqueness of the city of Seoul, and dream of
a new vision through art. Through the different perspectives offered by contemporary
art, | hope to fill the void spaces of memories, and propose a new space for the people

living in this city Seoul.
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1. &A EZX H|C|Q0LE (Site—Specific Video Art)
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1, Bill Viola, Ocean Without a
Shore, 2007, Videof/sound in—
stallation, Color High—Definition
video triptych, two 65 plasma
screens, one 1037 screen
mounted wvertically, six loud-
speakers (three pairs slereo
sound)

2. Douglas Gordon Play Dead:
Real Time 2003 C y Nation—
al Gallery of Ca cDouglas
Gordon / photo © NGC

3. On Via della Tribuna di Camp—
itelli, On Location Slide Projection,
Rome, Italy, 2002
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LE, ARt Z0| SEl SZiol|A St ZTHO0|LE AT TS ARZSHX| 91 20t 0| nats Rxe
Moll= 71501 RASS HQE i}, U2t 2EE H|C|Q OIE MES2 71E0 UH «F0|M
HEHA (performance)2t 0|0|X|Q| 240 |2k= FIPHQI SHE AlcolTt, CHLIA AIRE] (Daniel
Sauter)= {Light Attack)(2004-2006)8 55101 J12loz T124%l 7Hate| 8%l0|= FHEIEES XIS
A2 SXI0|0] TAQ] ZEEA0 SHGI 2A HBIA (Los Angeles), Ii2IX| (Florence), 3
(Hong Kong), M2, AI..:_' AIE| (Mexico City), 2AH (Boston) 2| CHEA[Of|A] Ho{Z! 0] A2
St Al Z2e| ZAHES 2o, Z7f0| #3, thEnte] ARLIAH|0|M, ZHE2| HHIof Cigt S
£ Esicts (32l 5) 0| 1.'5’_f ASS2 71Z9| H|C|Q0tET} 7FX| T Qb= AAL 0|0 X|(actual image)
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2. OIE{24E|E 0|C|00}E (Interactive Media Art)

H|C|2 OHES| AXHA, ?I% | tHejo| ThFoll=, 0ciof ofES] H=XPI 7iE w720l

SSUEICH SIXH 0|C|0f OLE0| CiSt CiFst HAIS0[2tn Wttl= ZiFE OFE (computer art), CIX|
& OtE (digital art), 2/E{4! OIE (net art) OIE{2HE|E OIE (interactive art) &2 FAQ! HE 0|
Holl= Xt 6l& (electronic art)2h= 20471 S} H|C|R OFE7} KXt 0lI&0[2H= HEI0| BiZ=0}

cif Hx[et 2|9 0|C|0] OtELh= Aoil= Sleiet GIX[7F GACE 12Ut ZRE] 7[HIo| Cietst HIZ =2
X7t 245 2EEIHM MEE 7120 Rt ARE, Ziie] FutE E0|= 2012AM, QIEE|E 0f
Cl0 OIEL| HH2 HFSICt,
Q3512 AFRE] (Joachim Sauter)?) ZHES X|@HH| ZHAT 712 E (Giovanni
Francesco Caroto)Q] 16417| 22S ZLIEZ §7|1, X0 =SXIE 5747 7{H2t2 FH5104
1 SX1U° H0| 0[0|XIE #idah= AF0ICt (28! 6) 43 AEH02ks S-S LMISE QB
E|2 0|C]0] OIEE FSHQI off=0] AA2| LI AF, 2= 2J0|&RI AS0[2k= ARA SHE
E2|XOZ I3} SIO2 M, MEXR! 0|H thA (aesthetic object)t 0|E A (aesthetic experi—
ence)2 #7122 O[SARICE CIX[E O[T 7 [BIC2 §f= Ol AE2 SaliA, 0K Chale| 2A|
= AZEQY 02} ASASHE M2 ol X2 2| HIZEY (non—materiality)0[2l= ZHS 23t
Al =0, CIX|E 0|C|ojo] £M0]| tast ZAL (copying)7} OF-l EX[(cloning)2he 2 MIAGIZA]
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4, Peter Campus, Negative Cros-
sing (Interface), 1974,

5. Daniel Sauter, Light Attack,
Baoston, 2006

Joachim Sauter, De-viewer
ier), 19911992 / Giovan—
Caroto, Boy with a
Drawing in His Hand 1520,
37 % 29 cm, oil on wood, Museo
di Catelvecchio, Verona
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7. Wooden Miror, 1999, 830
square pieces of wood, 830
servo motors, control electronics,
video camera, computer, wood
frame. 170cm x 203cm x 25¢m)

B. Jeffrey Shaw. Viewpaint, 1975
9. MINI X3, 2008

10, Playing the Raplure, Robert
Allen, Antoinetie LaFarge, 2008,

REX0| Of&XIE| U2 (originaliy)0I2ks 2HIS 0122 Eich, S5 CIXIZ 0lciof 7]l of
of5t QIEIIO|AS S5101 22T A= 0| S| ASS JHsH| SO M, QIEfAE| 0|Cio] Ol
717EQ) B3t TS (feedback)0M HIQEOR TS BAS MBBICY WA QIEfAE| o|c]
0f OOl 0 KHES ASAEA0[Rl= HIZTX Sl Safl 1, 20| Baj HS0| Ko
IIEl= WS OR 20| AINS Hofr,

QIE{4E| 0|C[0f OfE2) ”2&.%'301!5 }é Z010| AS0| El=g|, 1242

eiiln} 7ho] AS0|Ck HAol= HIHE| ARBLl= SEI-:- Hx|et =2 HRl= ¢ & (web cam)
1t 31 (screen)O|Ct. @ o2 ZIX|E H2H0| 0| A TJI(HOM XMe|=lof, 252 EPEQ

{7k=

2 B0Kl= %*MOI 71201 SHENQIG], 242 OFX| XHO| 31H £0| EX|Lt FEHE
Sh= A2 QMG ECh 7IEXHCR = 01210] HFEIQ} Q1Z10] HSEIE0] U0 X[FER! SHA0]
Ch 2E i=o| Anl= A2 31H 22 HMD (head-mounted display)E SaliA] 0|22 SiA
7M1 4 Gl 422 915 Tt HiH, QIEfRHE|E D|C|of OlEEL= Ofl=2] FEHoA=, O
Ho| Y4B A5 siME|0| S0[22S F7IAIZICE 31HO| 1HRAQl 2 WMSS F4|

ol LIS mo| 7|AH 2522 HEAIZI CILIY 2ZI (Daniel Rozin)2| 20| BIskE HAUH 0|7
= S0 7M4CE F74X(1, 0] 71| 0[0|X[7} M 42| EMo= CHA| E2iLis A89| ikt

oidll} 7ho| 482 oIl 49| 22| St &, J2|1 1494 7[, nf2fi2k=
=
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AL} SIAIOf|AMQ) 2SS E15Hs M= A (Jeffrey Shaw)2 (Vie\.'»fpoint)E}= A QM E 4 U

Ct (22 8) 2 7MiM (virtual reality)0[2tT LYZHOX[= CISH 7|£52 S2USIA! (augmented
reality), 2&ei4! (mixed reality)2t= 20F2 7kl QICh S22 QIE{=E(E O|C|0] OFE0]
M HO| AR V1= 39 siLtZ, 3fHe= E3k= 0[0[X[E HS A A 26 = 7I1E0|H A
iAo |2t H20 EX6H 017 (marker)2 ARSI, SAINIME TSt 7|S2 E0[X|2H0|A
EIQt HAE ¥ 2 ARSI StHOR HEH MXIHQ| SH|Lt FH2IE7t LIEHF= 240] O M
FHO(CE (2] 9) 12 Of213 Siadut 7hye| Zslo|2k= HE ZX5I0 /Y E Y89l V=
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o| EXLt AES0= MEE|M 2ReIMS Rrol= Wiz ZIEn Qict 02
FAE Abtelo] EHok= BT 1 it ME (edges)2 FEaHM RF071=
(registration) CHAEZQ! 7[&S0l| 7[EtSIH, Theth 2YQ| 21B0[LE 7A&A, SHIA ARGt =5
ot HAXQ| AZS0l|x MBTl= LHMS 0|1 QUCH E5t $H £0| 20| 71e| X1t 3
Ooff 2B M2 AS0| 7tsth WHSR W1 QUCt 0218t QIE24E[E DIC|0] OIEL] 7|EE2
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3. TAIEXHX H|C|2 O}E (City-Specific Video Art)

a4 gH (site-generic)0 k= ERE AKSSI0] HILIQ OIEQ| YRl EHg
MEsH HH, EL| 0 £2{ (Tony Oursler)7} 200015E Z30e T2HMES £510 A|T5t (n-
fluence Machine)0| 1 X&i5H 0|2 ARRE 4 US Z10[CH (22 11) TAJQ] 2YS Ao X8l
E AA2 729| oic|& i3 (Madison Park, New York City), 2IE19| A5 2%t (Soho Square,
London) 52| th=Ale] S EE0| Uz B, & LIFSL 1183 4B A3RI02 A5,
B9 £37|2t 718 ATRIOR AIRSP7|T STt 0| AR F2 £2 X114 0[0k7 & 4
2ol et D& |2t & 4~ U=, T 7[8oll= 2442 0[0F7 |2+ SiRKO| EAIRIAS S [= bt
20| EXHRICH CHAlOl| ZXHoh= SE2 FE2 @l A)ZES0H 1 TA|9| ARRISa 8| X|LiR &t
J0|1, HEE A AZS0 T 01C| R24E HAIRL 0[0F7 |7+ HARICE h2tA 0l2ft ZAIE
Z0i| chet LALLM H|C|R OlEE "EAIESEA H|C|R OFE (City—Specific Video Art)' 2k= 74|
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11. Tony Qursler, The Infiluence
Machine, mixed media, Target
Art in the Park, October 19 - 31,
2000, Madison Square Park, New
York / Soho Saquare, London, No—
vember, 2000,
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l= dhHS ARZal=d|, 0218t MgtditHol= 2 7IX| 71X SIS JIXIA| B0k A, Chet &
%.“&!% Fal7| Hatrte :-‘\_1—| o=t =Zo| A2 o[o|x|e] Bl Chet FES Z7[5H0
Ict. 22, ojR&2E 0| SHIE £2 Kite| thslet= FH|= shZstn UXITE, Al CHAERI =
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ot 7|551X| ¢47| th20|ct 21M1712] - ZEEE O Oy £m|et 37t Hol2k= =& o= 0]
i 4 gln, 229 YEYIE 6t 4| HAE I8 CX|E HHO| A HAE 582 FE0l1
Z2A1717| Yot AAEl oftoRZ 7isSict 2l= 2|2 oA (William J, Mitchell)Q] A % oith =
AIEP"E’J Az} H3tE 7|58 S5k |0 EfFs 20|, CIXE o|ciof 7152 7H0| 27 &k= 0

= MIA5H [off AEsIct

A2 Ha)kla‘ﬂl”‘:'dﬂﬂkﬂlE% A(Light Wall)2 SIAFKQ! SEHE 7 Px_léf_.‘_! Ql=n|

2 420 H|C|22% ofL|H0 |42 EXSH Ao 7|Z0| HEHS 3D HI0IEIZ IR, ARSI
nu HEg A5 oS0 k= 7182 xrg"é;rqa (28 12) 20024 njs@e=z &
o2 7|551E 71EE0| X (fagade)= THedt HENZ} ORI, CHUel
2 FYEIof ULt of2fst AEE0| Hied| BoS FF5IH, =58 FE
10| 7KSB FIAIQI FME B 4 ol J2HA 7182 A8 718/0| 4= 3D HlojE BEE 7t
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12. Light Wall, Seoul Museun of SAIEXE H|C|Q OFE0] QA EAIS‘-P*O 12 SIA0| EYEl= A5210|H 27t
Art, 2009
13, Urban Screen, Daniel Rossa,  O|C}, S CAJEAA H|C|R OE= EAIRK= FHIE 71|, TA|0]| CHEH CHEXO1 sHA Tt CHRFSE O

Jonas Wiese, 555 Kubik, 2009, - b i 5
Hamburg Kunsthalke, 07|12 20iF= YHES J1EICE AIZPXQI H5H0f QU0Y, HIC|2 OFEZ | 71E 4= Qe AISZH 842 7
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O ZZtut A0 ZHE 4 UCE LEHSk= TA|Q| Heft BHE= 0f2He) BE, S2 HIEXCI AL S
Ciot 22|12 MAE 4= Ok ol2fet FHIS2 332 BY (public sphere)ol 7HESHE A2t
£33+ U= 7/2|0|H, CHY (polyphony)S ZASHT 7St 2XIE0f CHet AT J1sSaict,
TABEC| T40 2k SHOME TAIEEA HIC|R OlE9| 7152 7Is3it. Q!
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1, Yvonne Spielmann, “Intermedia in Electronic Images.” LEONARDO, Viol, 34, 2001, No, 1, pp. 55-61,
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Juxtaposition & Intersection: City-Specific Video Art

Joonsung Yoon, Ph.D.

The most prominent characteristic in the current media art work is com-
puter-based, in fact, digital media-based interactivity. Interactivity is discussed con-
ventionally in terms of traditional notations on the artwork and the viewer’s (or the
beholder’s) appreciation. Thus, passive way of watching TV is related to video art,
while media art as the opponent is pronounced based on its interactivity. Simply put,
video art is the representative of mechanical representation of the image including
photography and film, but the status of video art cannot be easily found out today in
media art, and video art seems to look for its autonomous aesthetics.

The shifting context is just one of problems in the discussion of the im-
age. For example, there are discussions that the emergence of digital image has
made the status of analogue image vague, and that the image is moving toward a new
status. Those notations, however, mean that the problem of the order in the artwork
and its interpretation is somewhat solved and overcome by the influx of digital tech-
nology. The formalism’s framework of art history and art theory in the art making and
the interpretation has already begun to be dismembered, uncovering the open way
of communication that the art work comes first, then the interpretation follows. It also
means and requires new interpretations and discussions on the current video art work
which is stepping into a new form beyond the conventional representation.

The current video art work reveals various experiments over the previ-
ous space such as the monitor and the projector in art museums and galleries. Ex-
periments beyond the conventional space mostly use the city environment such as
the advertising board of the large screen, the inside and outside of specific buildings.
Trying to breathe with the city environment, those experiments converge and mix the
present, the past and the future of the city rather than illuminate the simple image.
In the process of the experiment, digital media technology validates its function, and
video art internalizes elements of interactive media art. That is, the art historical site-
specific aspect of video art installation and the media aesthetic aspect of interactive
media art are juxtaposed in their proceeding and expansion, and they are intersected
at the point of tradition, history, future, space, the real and reality through new experi-
ments.
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1. Bill Viola, Ocean Without a
Shore, 2007, Video/sound in—
stallation, Color High—Definition
video friptych, two 65" plasma
screens, one 103"  screen
mounted wvertically, six loud-
speakers (three pairs slereo
sound)

2. Douglas Gordon Play Dead:
Real Time 2003 Courtesy Nation—
al Gallery of Canada (©Douglas
Gordon / photo € NGC

3. On Via della Tribuna di Camp—
itelli, On Location Slide Projection,
Rome, Italy, 2002

1. Site-Specific Video Art

Ocean Without a Shore is video art work by Bill Viola. In San Gallo,
a 15th century chapel for the 52nd Venice Biennale in 2007, three video artworks
are installed on three existing stone altars as recesses for video screens. Each work
shows that dust covered human figure passes through a sheet of cascading water,
and appears as clear image. (Fig. 1) The space was introduced by the curator, and
then, Viola designed the artwork. The altar piece is prepared as a sacred place in the
church, and many of them were built for memorizing the province’s powerful family
members, dead people. Thus, the threshold between life and death or as the artist
has stated, ‘the presence of the dead in our lives’ is conformed to the space’s specific
use and purpose. It would be a clear example of site-specific installation that directly
incorporates the church’s internal architecture.

The expansion of space in video art can be explained by the way of
projection in Anna Gaskell’s and Douglas Gordon’s works. (Fig. 2) Previous works of
Wolf Vostell's and Namjune Paik’s monitor-based installation could be pronounced,
but the restricted actual size of screen in the monitor and its way of installation would
be problematic in the division of a space, the shift of projecting direction and the vari-
ability of the screen size, when we talk about the active use of a space. The expansion
of video art into the space shares the escape from the monitor with the emergence
of video projector. The large LCD monitor solves problems of the projector that the
viewer's shadow is unnecessarily included in the space, while the shadow becomes
one of element in video artworks using projectors.

The spatial expansion of video art could be initiated by the influx of pro-
jecting technology, but its meaning is in the confrontation of a video artwork and a
specific space. Before the video projector, there was an influential machine, slide
projector. Shimon Attie’s projects from 1991 to 2002 are the superimposition of old
photographs and their original sites of today. (Fig. 3) Attie collected old photographs
in the early and mid 20th century that are Berlin's pre-Holocaust photographs of the
neighborhood's Jewish residents and shops, and historical photographs of Roman
Jews. He transformed those photographs into positive slides, and then, projected in
Berlin's former Jewish quarter, the Scheunenviertel neighborhood, and onto Rome’s
ruins and excavation sites. Finally, Attie takes photographs of the projecting scene.
The superimposition of old photographs and contemporary city is not so smooth, but




the site-specificity of those photographs amplifies the meaning, crossing over the long
distance of time, and expanding the problem of image and space. On the contrary to
photographic project, video art has to confront a problem of temporality in a space.

The problem of temporal space has been practiced diversely by video
artists, and evolved by the real time projection that discards the process of shooting,
editing and playing. The surveillance camera system is used to include the viewer in
the artwork, and it transforms the temporal space into the private and individual space.
Peter Campus’s Negative Crossing (Interface), 1974 would be the reconstruction of a
space that transforms the installed artwork into a kind of interface. (Fig. 4) In the art-
work, Campus shifts a gallery space into a personal space, overcoming the problem
of temporality in video projection.

To confirm the secure relationship between video art and the space, a
buffering room for exchanging meanings with a specific space is needed besides the
problem of temporality. While Viola's work in the chapel produces a surplus value of
exchanging meanings because of its enclosed indoor space, video art works in open
spaces like city require additive elements to exchange meanings with the environment
except for the use of advertising boards or screen. Some of the expanded video art
works reveal a further expansion using performance and transformed images. Daniel
Sauter’s Light Attack (2004-2006) is a moving video projection, in which animated
virtual character is projected on the street from a moving car. (Fig. 5) This work was
performed in big cities such as Los Angeles, Florence, Hong Kong, Seoul, Mexico City
and Boston investigating contemporary city environment and considering the artist's
expression, communication with the public and strategies for distributing artworks.
This kind of experiments blurs the attached point between conventional video art and
its actual image, and shifts the video art into the wider area of moving image that ena-
bles video art to include most moving images.

It might be a problem that one animation in various cities is not suitable
for the term, site-specific. Thus, some artists and scholars suggest ‘site-generic’ as a
sub-category of site-specific. That is, if the property of spaces is same or similar like
any city, any train station or any museum, the artwork in these spaces can be said
site-specific as a larger category. Site-generic artworks have been experimented by
sound artist and performing artists in the name of urban theatre. Site-generic artwork

has a possibility to get more detailed categories and to form a clear genre.
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6. Joachim Sauter, De-viewer
(Zerseher), 1991-1992 / Gi

ni Francesco Caroto, Boy with a
Child—Drawing in His Hand 1520,
37 x 29 cm, oil on wood, Museo

di Catetvecchio, Verona

7. Wooden Miror, 1999, 830
square pieces of wood, 830
servo motors, contral electronics,
video camera, compuler, wood
frame. 170cm x 203cm x 25¢m)

8. Jelfrey Shaw, Viewpoint, 1975

9, MINI AD, 2008

2. Interactive Media Art

Digital media technology of media art goes with the process of thematic
and technical shift in video art. Before media art in the name of computer art, digital
art, net art and interactive art, there was electronic art. Video art must be the first
media art in the name of electronic art, but today, interactive media art efficiently and
prominently utilizes techniques from various computer based technologies and their
rapid development.

Joachim Sauter’'s De-viewer (1991-1992) is an interactive media art
work that shows 16th century painting of Giovanni Francesco Caroto. (Fig. 6) The
painting in the frame looks like a real painting, but it is a monitor in the frame. When
the viewer approaches the work and looks at it, the work is gradually damaged by the
viewer's eye movement. Behind the work, a camera is hidden that traces the viewer’s
eye movement.

Interactive media art moves traditional aesthetic object and aesthetic
experience far away visualizing traditional concept of art as internal interaction or
making the interaction of meaning tangible. Through digital media based artworks, the
problem of aesthetic object pronounces non-materiality of the artwork using software
and interactivity, and provokes problems related to originality of traditional artwork
providing characteristics of digital media as cloning not as copying. Interactive media
art allows the interaction between the viewer and the artwork using various digital
media based interface, and shows a scene highly jumped from the previous simple
feedback. The artwork in interactive media art is revealed as non-material interactivity,
and transcends passive appreciation absorbing the viewer's physical response into
the work.

There is another aspect of interaction in the interactivity of interactive
media art. That is the interaction between reality and the virtual. Most input and out-
put devices in this kind of artworks are web cam and screen. Web cam captures the
viewer's action, software processes the captured image, and finally the processed im-
age is displayed in the screen. The viewer feels as if she/he controls objects or forms
them in the screen. Technically, it is a weak point or a limitation in the interaction be-
tween computer and human. Every result from the action can be acquired through the
screen or HMD (head-mounted display), and reality and the virtual are blocked each
other like a river that cannot be crossed over. On the contrary, such kind of blocking




is interpreted as a venue for the interaction, and improves zests in interactive media
art. Daniel Rozin's Wooden Mirror (1999) transforms the pixels in the screen into me-
chanically moving wood panels. (Fig. 7) It has been popular because of the circulation
of interaction that reality is moved to the virtual, and then, the virtual image is revealed
in physical reality again.

The interaction between reality and the virtual is possible in the confron-
tation of our body and the environment in reality, and the invisible or intangible virtual
such as the past, memory and future. In 1975, Jeffrey Shaw made Viewpoint that
mixed previously produced video image and the viewers in reality, that is, to overlap
reality and the virtual. (Fig. 8) Virtual reality is usually researched as Augmented Re-
ality (AR) and Mixed Reality (MR). Augmented reality is frequently used technology
in interactive media art due to the high image quality and 3D feature in the screen.
Specific marker is typically used for transforming ordinary symbols in reality into 3D
characters or objects in the screen using web cam. (Fig. 9) Emphasizing the combi-
nation of reality and the virtual, it is also called mixed reality. In the screen, produced
images using augmented reality are, however, more clear and sharp than images in
reality. It means that the process of combining reality and the virtual is not so easy.
On the one hand, practices for producing those different environments of reality and
the virtual within the one mixed environment are in progress. On the other hand, map-
ping technology for computer graphics is applied to objects and buildings in reality.
This technology is based on edge extraction technique to calculate lines of a building,
and registration technique to seam image and actual building. From a simple figured
buildings and structures to complicating and decorative buildings, this attempt goes
on. Furthermore, the viewer in reality can be included in the virtual structure and
environment, interacting with them. (Fig. 10) The application of interactive media art
technology is not confined to galleries or museums, but is also applied to experimental
performing arts and theatre.

Current 3D design is done by 3D data-based methods rather than hand
drawing, and it makes the interaction between reality and the virtual smooth. For ex-
ample, various industrial products are designed and produced from 3D design soft-
ware that includes 3D information. Thus, if we want, 3D information of actual cars or
buildings can be retrieved and reusable. Reality and the virtual in digital media are
already prepared as a form of data about those physical presences, and already have
the virtual to be made and real environment to be interacted.
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11, Tony Oursler, The Influence
Maching, mixed media, Target
Artin the Park, Oclober 19 - 31,
2000, Madison Square Park, New
York / Soho Square, London, No—
vember, 2000.

Interactive media art is based on the interaction of reality and the virtual,
and is looking for multilateral connection of those two separated areas. On the other
hand, interactive media art that focuses on the interaction of those two areas through
interface redefines the viewer (audience, beholder) of the artwork as the user of a
system, and induces the viewer’s active intervention in the artwork. Therefore, there
is a chance to lose a connection point of the artwork which is art historical or histori-
cal. The action-based user does not have meaning in appreciation and contemplation
anymore, because the major element of interactive media art is based on the action
of interaction. While it is encouraging that development of various technologies is
stimulated by the interactive media art work, emotional enjoyment is not a kind of
rapidly changing experience. Functional technological elements, and expanding aes-
thetic object and experience in interactive media art need to intersect with coherent
art genres for entering art and life as the experience, and for confirming the status as
an art medium.

3. City-Specific Video Art

When the expansion of video art is discussed using site-generic cat-
egory, Tony Oursler’s public art project would be a suitable example. Influence Ma-
chine (2000- ) has been shown at parks in big cities, including Madison Park in New
York and Soho Square in London. (Fig. 11) Trees and buildings, sometimes vapor and
smoke are used for the projection screen. This artwork is an investigation of the way
to talk with the dead, and Oursler uses a way of overlapping the past stories and the
current city environment. Parks and squares in big cities are environments that have
lived for a long time with the city people, and also transformed city buildings have their
own old stories and histories. Such site-generic video art works can be categorized as
‘City-Specific Video Art.’

Oursler simply projects video artworks onto the city environment, but
this simple method has technical restrictions that have to give up the clear image such
as resolution and focusing because of various projecting screens. Oursler solved the
problem using the subject matter, the dialogue with the dead. To internalize the city's
diverse subject, video art should be intersect with technological elements in interac-
tive media art. The main reason is that a city’s structures and environments are not
only working as their own functions. William J. Mitchell states, “The twenty-first cen-
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tury city ... architecture no longer can (if it ever could) be understood as an autono-

mous medium of mass, space and light, but now serves as the constructed ground
for encountering and extracting meaning from cross-connected flows of aural, textual,
and graphic and digital information through global networks.” His assertion sounds
understandable for contemporary city environment and its transformed functions, and
is suitable for suggesting the intervention of digital media technology.

Recent project of Seoul Museum of Art is 3D architectural projection,
Light Wall (2009). (Fig. 12) On the fagade of over 100 year old building, 3D animated
art work is projected calculating and using the complicating contour as a part of 3D
artwork. The decorative fagade is not suitable for a usual projection, but the project
pronounces loudly the traditional fagade using digital-based registration and mapping
technologies. This project does not tone down the physical specificities for the virtual
image, but makes reality intermix with the virtual. The artwork uses the building struc-
ture in depth, by using actual windows, gates, walls and pillars as the background.

This kind of methods has recently been used in many city festivals, and
they want to form a contemporary relationship with city's big buildings or historically
meaningful structures. These world class cities’ projects try to confirm their histori-
cal traditions and identities, and the major driving force is the artistic directivity as
culture capital. (Fig. 13) Contemporary city’s countenance that gathers many people
and capitals with development of industry and expands into mega size is no more
functional. The city and the government pay attention to its culture of the citizen who
dwells, works and lives as the fundamental resource. Therefore, city-specific project
can be the fulcrum of culture capital as the strategy to confirm the cultural identity and
to recognize a city’'s compound and environment.

In city-specific video art, the city environment is the very screen and
space for the video art. Also city-specific video art has the subject matter of the city
and multilateral interpretation and stories of the city. In the term of visual expression,
if a category can be found out based on the characteristic of time and space of video
art, it can be the linear categorization of the past-the present-the future. First, the
relationship between the past and the present can be revealed in the confrontation
of the current city environment and video art. Rapid development of the city changes
the past city looks easily, while it still contains the history, but push the history into the
oblivion. Here, city-specific video art makes the past and the present coexist, resur-
recting passed histories and memories. Second, the superimposition of the present
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12. Light Wall, Seoul Museum of
Art, 2009
13. Urban Screen, Daniel Rossa,
Jonas Wiese, 555 Kubik, 2009,

Hamburg Kunsthalle,
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and the upcoming future’s time and space can be the subject matter in city-specific
video art. This subject matter provides opportunities for reflecting individual visions on
the public sphere, considering the polyphony and possible future problems.

In the aspect of reconstructing city environment, city-specific video art
can work too. Digital media technology that has been doubled in its use confirms the
expanded spatiality of video art beyond museums and galleries, and can provokes
multi-dimensional transformation of the city environment. In particular, the confronta-
tion of digital media technology and video art is not only a way of compensating the
rapid shift in aesthetic experience of interactive media art, but also an opportunity to
overcome the limitation of time and space in video art. First, city-specific video art has
a role of re-manufacturing meanings of the present city environment. The relationship
of the human life to the city environment seems to be subordinated, but we know that
it is reversed in fact. The understanding of the subject and the object is dependent on
the subject’s recognition. Thus, second, city-specific video art can provide participat-
ing opportunities for the individual to compose the meaning of the city. Digital media
technologies enable the viewer to be included or to control the provided images. It is
not confined to simple participation in the art making or interaction with the artwork,
but reinforce the perception of responsibility and self awareness on the composition
of the city environment.

A breathing city is prominent in its continuous changes, and the char-
acteristic of changes is closely related to the change in contemporary art. It is quite
sure that the rapid change of media art based on the computer shifts our experience
of the artwork. It, however, does not mean that all of viewers and their experiences are
moved as well, because the shift of experience goes with the changing speed of life
experience. In the background of scientific (or technological) optimism, or temporarily
rapid developing condition, current media proceeds to interactive media art based on
the leading edged technology, on the one hand. On the other hand, video art keeps
connecting to and parting from the traditional aesthetic object and experience. These
two juxtaposed lines should be intersected at a shared view of change. City-specific
video art might be a crucial methodology to control and drive the direction of media
development and the speed of aesthetic experience in a city as time and space.
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The Return of the Virtual

Seungduk Kim

Since 2000, Media_ City Seoul has been one of three major biennales in
Korea. The Gwanju Biennale, founded in 1995, will celebrate its seventh edition next
year. The Busan Biennale, founded by local artists in 1981 to showcase their own
work and that of their East Asian colleagues, went international in 2000. In addition
to those major ones since 2005 The Anyang Public Art Project (APAP) proposed to do
a permanent public art collection within the satellite city of Seoul, quite similar idea to
the Munster project which takes place every 10 years, Ceramics Biennale in Icheon
since 2001 and Biennale of Design in Gwangju, etc.

Before getting into main issue, | first would like to comment briefly on
the title of this event. | have been told that the title « Media_ City Seoul » has been
changed into « Seoul International Media Art Beinnale ». The name « Media _City
Seoul » was quite straightforward and pretty chic without carrying conventional words
like « international », biennale or triennale...it is too bad to change it. « Media_ City
Seoul »is prefectly clear as it involves the mega city and high technology.

Many other Korean cities also aspire to host biennales of their own. This
is remarkable and unique in comparison to other countries. In contrast, the Lyon Bien-
nale- the only biennale in France- is still a topic of hesitation and debate, even after 20
years and having begun their 10th edition.

Because Seoul is the capital of Korea and is dealing with what makes
Korea an internationally recognized force- media technology and the digital world, it
is perhaps worth reflecting why Media_ City Seoul was not always the foremost bien-
nale in Korea. Seoul simply could not be more ideal for bringing together media, art
and biennale. It is therefore worth examining why Seoul’s biennale has not taken its
place as the most important in the country and how it could be improved in order to
take the lead.

Thinking about technology in Korea immediately brings to mind names
of « chaebols », a form of business conglomerate, Korean-owned multinational cor-
porations specializing in a wide range of technological products and services such
as mobile phones, LCD screens, electronic billboards, internet networking, et cetera.
What all of them have in common, however, is a high degree of innovation and activ-



ity in international marketing strategies. Does art have any place in this push-and-
shove arena of technology? Could art challenge technology to serve higher ideals?
Art constantly adapts to its contemporary context and is necessarily in total proximity
to it while simultaneously questioning its validity. This paradox is what makes art so
powerful.

Artists are immature children and professional nerds at the same time:
they seed confusion in order to build a clear vision of the new world. Yet, artists have
always been among the first to reflect on the culture and technology of their time. But
often the worst come along with and it is the times of the "anything goes” as long as
it has high tech inside; a lot of poor video work that even my grandmother could have
done a better job producing. | would like to see an end to embarrassing narration in
depressing English voices. The worst media reminds me of ‘mail art’ from the early
70's, when people were sending their artistic expressions through the postal service.
Little drawings or typed letters on envelopes were being mailed to a list of cool guys
around the world. It was the off-center mode of being included in international art
scene through this medium. Cheap, flimsy, and—it must be said—often weak, this
type of low-tech art survived surprisingly long.

Videos are presented the autumn 1965 when Nam June Paik used the
first - even not commercialized until 1967- Sony 1/2 inch video Portapak to shoot foot-
age of Pope Paul VI's procession through New York. Later that same day, the footage
was shown in a Greenwich Village café. Since that time, the easily portable equipment
has been the means of producing almost countless good works in the deconstruction-
ist mode. Pierre Huyghe's “Remake” (1995) and “The Third Memory” (2000) were the
culmination of this process. But there have also been almost countless bad produc-
tions using this same process.

Media_ City Seoul has had various successes and setbacks since its
first edition in 2000 and consequently has not become the primary Korean biennale.
Having participated in two international biennales- Valencia in Spain (2005) and An-
yang Public Art Project here in Korea (2007)- and having participated in various other
international exhibitions, | am somewhat aware of the confines imposed by the struc-
tures that frame these events. These structures are parameters used to focus and
channel creativity, but also become ways of avoiding making decisions taking on re-

sponsibility. | firmly believe that art could be different away from nationalism, away
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from narrow thinking, a way to feel really free and open to the world instead.

In Seoul, technology is around every corner and hanging above your
head on the huge facades of buildings. Electronic billboards change our sense of
scale by projecting human faces that are 50 stories tall. It changes also the lighting in
the city since these screens must be bright enough to be visible in broad daylight. We
watch them as we would a flat screen TV when we see them in the distance. Obvious-
ly these screens are the spots for Media_City Seoul. The cost of using these screens,
however, meant that only about a minute per day of biennale work was screened.
Such brief bursts were not sufficient to expose many people to the creations, so the
biennale failed to achieve its aim of making the works accessible to large audiences
through the screens.

The question is also what exactly is this biennale? Some would define
it as an electronic arts exhibition, others would describe it as a media arts exhibition.
Never the word digital was used when it is so obvious that it has to be the key word
for such a project. And virtuality as well - forget about the actual physical space and
plunge into the virtual world of the future. Go for a real virtual world, go for a place from
where the things will be broadcast in the direction of the stars.

There are many easily available tools at our disposal:

- The huge screens that play commercials around the city center

- Digital network to establish throughout the whole world

- Digital TV programs to be broacast from the museum outwards

- Digital cell phones to be used as receivers

- Websites to be opened to welcome interconnections between various partners, worldwide

- Actual museum spaces to be structured for both activities: an exhibition of historical and recent
video works and stage sets to be organized from which to broadcast the TV programs

- The City as a playground for actual and virtual activities

- Opening night with an all-night series of event: La Nuit Blanche/ The White Night

What | propose is to drastically change the format of the exhibition by
restructuring the exhibition space as a think tank - a place of production as well as a
physical site to display works of art. The time has come to recognize the virtuality in
an exhibition. The time has come to realize the virtuality in an exhibition or instead of
an exhibition. For years, the digital era has been limited to the expressive possibilities
of simple video. Videos, however, are not enough to satisfy our appetite for virtual
reality. | was once approached by a director who had the responsibility of organizing




the opening ceremony for the football world cup when Korea and Japan were co-
organizing for the sporting event. | spoke to Phillipe Parreno, who is a huge fan of
football (think of his Zidane, co-directed with Douglas Gordon). He immediately came
up with a brilliant idea: that the ceremony should be held in front of 80,000 specta-
tors, but broadcast to billions of TV viewers worldwide. It opened the event to digital
transformation which would be applied to the real spectacle that would happen in
the stadium. The giant video screens displayed in the stadium itself would also show
something rather different than what was happening on the ground.

The director, who met Parreno in Paris to begin planning, was very puz-
zled. There was a huge gap between the director’s expectations (of, perhaps, another
folk dance with colorful costumes) and Parreno’s vision for the project. It is too bad
that Parreno’s vision was not realized in 2002. Unrealized Parreno’s project is waiting,
someday, to be awaken with a full potential. | am sure it is still very valid, even better
fit for our reality seven years later.

Considering this anecdote, remember the scandal that occurred in Bei-
jing at a similar opening ceremony for the Olympics when the live images of a singer
were modified because the singer was not in ideal condition to sing when the event
was held. They simply switched to existing images of the singer when he was per-
forming to the best of his ability. The Chinese have had the tendency to rewrite his-
tory since Maoist times, when executive communist members of high rank, fallen into
disgrace, were simply erased from official photographs. They were cast forever into
the garbage cans of history. Further, consider Nam June Paik’s organization of two
parallel shows on January 1st, 1984 to herald the beginning of the Orwellian year.
One of the events was to be held in Centre Pompidou in Paris, while the other was to
be held at WNET-TV studio in New York. Joseph Buys, Ben Vautier, Yves Montaud,
Peter Gabriel, and Laurie Anderson, among others, participated in an event entitled
Good Morning Mr. Orwell. The program was simultaneously satellite broadcast and
received in these two places, and also watched by millions of viewers in different
countries including Korea. It is now available on You Tube, of course. If this event were
happening today, there would be more origins of broadcast and more receiving parties
- those using cell phones, computers, and/or actual museum spaces too. Networking
is no longer namedropping, but is actual connections made from person to person as

people interact.
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As for museum space, it can be a place to present and reflect upon his-
torical pioneers in media art (though the history is not yet long). For example, artists
like Len Lye (1901-1980, born in Christchurch, New Zealand; moved to London, and
mostly lived in New York) was an early pioneer who experimented in combining paint-
ing, sculpture, and technology. Since his first film in 1929, he painted directly over the
film strip to produce animated paintings. We/Le Consortium projected Color Cry, 1935
on the twisted screen built by Vito Acconci for the Biennale de Lyon in 2003.

It is time to rediscover Nam June Paik’s multi-layered, less-known
works. His Symphony for 20 Rooms was conceived in 1961 but never realized. The
score shows 16 imaginary rooms where various visual, tactile, acoustic, and olfactory
events were planned for the audience. The rooms can be entered in any order: one
room outfitted with a live hen, another room with readings from detective stories, some
rooms with prepared pianos, some completely blacked out, etc.

Nam June Paik's Symphony for 20 Rooms, reminds me of the most
recent piece by Pierre Huyghe: a single afternoon performance using the entire space
of the Musée des Arts et Traditions Populaires (museum of folk culture, now a per-
manently closed museum) last October 31st. Inviting a limited number of people (for
the security reason), he confronted his audience with different kinds of event - short
theater plays, music, atmospheric settings, actual hypnotizing scene in a setting of
psychiatrist office...it is very interesting to see certain parallels between the work of
Nam June Paik and other Fluxus artists and artists today who are interested in com-
bining aspects of theater, performance, film, installation, and music along with high
technology. Historical works which retain freshness and validity are worth excavating!

Actual happenings that took place in certain locations can be developed
further away. On the night of October 5th and 6th, 2002, the first Nuit Blanche was
organized in Paris. All through the night, throughout the whole city of Paris, a series
of events were created: choreographies, music, visual arts events and performances
took place around the city. The idea is gratuity, conviviality and free access to culture
in various city sites that are sometimes not available to the public. In each year since
2002, a new edition has been organized using different approaches. A few years ago,
we/ Le Consortium were asked to organize and to curate the 5th edition of la Nuit
Blanche in 2006, but we declined for the reasons that Paris is neither modern enough,
nor future-oriented enough, to deal with an event which requires high technology and



a contemporary sensibility. Paris is more a museum-like site, charming but sleepy for
such events. At that time, our ideas were more along the lines of organizing in Seoul
or Beijing, in very modern cities —chaotic but energetic— to be able to challenge the
creativity of contemporary artists.

In the context of Media_City Seoul, having for the opening night a real
nuit blanche (“white night” means in French, a night without sleep where one stays
awake all night) with events performed and broadcast worldwide could be a possibility,
a real prelude to the biennale that will last a couple of months. Artists’ friends to whom
we spoke at the time of this offer to curate the Nuit Blanche were enthusiastic about
the idea to export it to Seoul, for instance. To use the mega city as a playground, as a
stage to shoot a movie, in real time, to take the city as a site to produce TV programs
live...the possibilities were fascinating.

It seems to me that Media City  Seoul has to challenge all that and has
a real mission to accomplish. The digital era is everywhere around but not enough in
our visual arts world as noticeably visible force. Gone are the years of crazy inflation
of market success in art, in its worst limited, traditional sense: paintings on canvas,
sculptures in bronze, and so on. The time has come to realize the prophecy of a new
age of digitalization. In order to realize this ambitious project Media_City Seoul, a
better reality, politicians at different levels, big companies providing technology, and

intellectuals providing content should find a ways to communicate and collaborate.

I'd like to finish my presentation by quoting Nam June Paik:

* My TVs are more the artist than I am. I can compose something through technology that is higher than my
personality or lower than my personality. In painting. you can compose as much as vou like, but De Kooning
cannot make anything that is deeper or more profound than what he has, inside himself! but in engineering,
there is always the other-The Other. it 1s not you.”

“The more [ work with the television, the more I think in neolithic.”

Thank you !!
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Media Art: less is more

Jaap Guldemond

As one of the most recent disciplines in the visual art, media art is dy-
namic, contemporary and energetic. Artists are striving to compete with videoclips,
feature films and television. Some succeed, some don't. But why and wherefore?

‘Media Art: less is more’ discusses another aspect of the multi-coloured
spectrum of media art. This talk discusses artists who are questioning the media lan-
guage, artists who are analysing this language, artists who are interrogating the ‘val-
ue’ of the media image. Instead of competing with the so-called ‘commercial’ media,
these artists are slowing down the media image, they are slowing down the expecta-
tions of the viewer.

Media art is, as | said, quite a new form of art, beginning somewhere
in the early sixties, when artists were installing television monitors in the museum
spaces. On these monitors they were merely and particulary showing documentation
of their performances ( it was also the start of the performance art) or slightly later of
their actions in the open air ( like landart artists etcetera).

Actually one of the firsts artists who really worked with the media itself
— and not only using it as a documentary tool - had been your own Nam June Paik.
Working in Germany at that time, he installed some television monitors in a Gallery
in Wuppertal already in 1963. There, Nam June Paik presented 11 TV sets that he
stripped of their original function by ‘changing’ the signal of the televisions, by ‘disturb-
ing’ the signal in a way that it completely deformed the television images, merely to
abstract forms. It was the exhibition entitied: Exposition of Music — Electronic Televi-
sion, which was probably the first exhibition of videoinstallations in the world!

In 1965 — so two years later - the same Nam June Paik was one of the
first artists to use video as an aspect of a performance itself and not as a documenta-
tion of the performance; it was a musical performance of Charlotte Moorman playing
the cello on which a lot of monitors were sort of attached. On these monitors were
shown live fimded images by Nam June Paik, of the performance itself.

The arrival of the videoprojector somewhere at the nineties, did change

a lot. Until then media art had mainly been using television monitors. ( so small scale




and very much framed and reserved) But from now on it was possible , altough still
expensive and with not such a good quality, for artists to compete with film. The pos-
sibility to project selfmade images without the need of someone to reload the 16 or
35mm film, without the need of a fragile filmprojector, was as a new start.

Artists were investigating all different kind of methods to use the pro-
jected image in a dark space. Single projections, double projections, projections on
different walls, screens hanging in the middle of the room; all different kind of pos-
sibilities were investigated in which the main difference with mainstream cinema was
the physical aspect of the viewer. The viewer now was free to move in the space —
not seated anymore — and free to choose the time he or she wanted to stay in that
particular space. And often physically surrounded by the projected images in an all
encompassing environment.

Talking in general, and not only about art and artistst, it's clear that
— since the nineties - the ever growing technical quality of the new media — new
videocamera's, digital video, sophisticated computerprogrammes, smaller camera’s,
nightshots, better videoprojectors, more ansilumen etcetera, connected to the even
growing possibilities and admittance to all these new media (cheaper, and more dis-
persed) - , makes that there is an ever expanding omnipresence of media images all
around us.

But what does this mean, what does it do to us, what is the effect of this
expanding omnipresence of media images in our daily life??? And does it mean some-
thing in the way we perceive life, does it affect our experience of life, does \it affect our
capability to connect to reality, to physical reality in a digitalized world???

And now we come back to our initial idea, to the starting point of this talk.
As | said there are many artists striving to compete with videoclips, television formats
and feature films. Some succeed, some don't. But there are also some artists who are
questioning the media language, who are analysing not only the language but also
the value of the media image. And some of them are doing this by slowing down the
media images, by forcing the viewer to spend time, forcing the viewer to be aware of
the meaning of the image.

One of these artists is Belgian artist David Claerbout. Claerbout is born
in 1969 and active in the international art field since 1998, so since about ten years.
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The first work of Claerbout that | saw was at an exhibition dedicated
to painting and organized by Luc Tuymans ( the famous Belgian painter). It was an
amazing image of some young children dressed in white school costumes playing in
the courtyard of a Kindergarten. And whatever you could tell about this image pre-
sented at the Painting show, it was definitely not a painting! The title of the work was
‘Kindergarten Antonio Sant’Elia’ and although it being a videoprojection, it was a film
that no film was, and at the same time it was a photo that no photo was!!!

What made the image puzzling — apart from the beauty and strange-
ness of the image - was that at first sight it looked like a projected black and white
photograph; the children all frozen in their movements, but at the sametime you could
see the leaves of the trees were gently moving in the wind. So a sort of hybrid image;
half photo, half film or video.

Because of this hybridness the image forces the viewer to re-think what
he or she is looking at, it forces the viewer to reconsider what he is looking at. Is it a
photo or is it a moving image? At the same time the image brings a strong feeling or
awareness of time into being. The fact that a still image is (partly) moving makes the
viewer aware of his act of seeing, makes the viewer aware of the time.

Technically very much highbrow — the reanimation of an originally still
image — the image itself is quiet and does not have anything of the quickness of most
of the unstable media. The image is like a photograph in the sense that, apart from
the gently moving leaves of the trees, the image always stays the same, the image
does not change.

Another work of Claerbout is ‘Reflecting Sunlight’ of 2003. It's again a
huge videoprojection on a wall. It shows — as the title already suggests - the reflecting
sunlight on the glass facade of a railway station. The film/video takes 38 minutes and
is looped. But again — even more as in the previous work of Claerbout that we just
discussed — you have the feeling that you are looking at a still image. You just see the
reflection of the sunlight on the glass facade. Nothing more and nothing less. But if
you take your time you will start to notice that the reflection of the sun slowly moves
from left to right, just as fast or as slow as in real life. The whole film or work consists
of only one shot that runs parallel with the real time. As in his other works, Claerbout

triggers the conventional habits of seeing, of looking at media images; no editing, no




sound, no different camera angles. And again the viewer starts to be aware of his own
act of seeing, of the expectations that he seems to have from so-called normal media
images.

Another — last example — of Claerbouts way of working is a series of so-
called lightboxes. These are a series of four lightboxes called the Venice lightboxes in
which four famous tourist views of Venice are photographed at night. The photo’s are
presented as transparent cibachromes in lightboxes, but the photo’s themselves are
so dark and the neontubes do have such a low light intensity, that in normal daylight
or artificial light you don't see anything, just four black boxes. Therefore the works
have to be presented in a complete dark room. If you enter the dark room as a viewer,
you still don't see anything. Only after two or three minutes you start to distinguish —
very vague still — the contours of the famous buildings of Venice. It even seems as if
the images are moving towards your eyes, although it is just a matter of how the eye
works. As in the other works, again Claerbout seems to works with a reanimation
of still images. But in this particular work Claerbout introduces the element of time
not by a highly technical digital re-animation, but just by a natural process of human
perception. And similar to the other works the viewer becomes aware not only of his
act of seeing, but in this case also — because of the complete darkness that he enters
-aware of his act of listening and his act of moving his body.

Generally speaking, you can say that Claerbout works are all about the
coming into being of an image in connection to the active and conscious attitude of the
viewer. Claerbouts work consists of images that deal with the moment that the images
come into being. Therefore he forces the viewer to intensify his perception, to become
aware of his own act of seeing.

Although themselves media images, they (the images) have a critical at-
titude to the all encompassing of media images. In a way they are the opposite of the
so-called normal media images; images that trigger and seduce the viewer instantly,
often by speeding up the number of images at such a high level that one image , one
camera angle will never last more than a second. This makes that the viewer is just
capable of recognizing the images, but will never have time to realize what he is look-
ing at, And he will definitely not realize the way he is ‘taken’ by the flow of images, the

way he is maniplated by these images. Claerbout wants us, to again realize what an
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image is, he wants us to intensify our perception. In a way his ideas and concepts are
quite similar to these of a painter, who also chooses to show one stable — painted —
image. But within the all encompassing mediaworld that we live in, it's often difficult to
seduce people to look at a painting for more than 5 seconds, and therefore Claerbout
is using media images, media expectations and media techniques himself, but in
such a way that the viewer becomes aware of his own act of seeing.

Another very interesting artist who is dealing with the act of looking, with
the act of looking at media images is the Albanian born Anri Sala. In contrast to the im-
ages of David Claerbout, whose images are - although mainly black and white - very
clear and precise, like well and strongly composed black and white photographs that
you can really take a closer look at, and relate to, Anri Sala’s images are often vague
and obscure. But on purpose.

A beautiful work that we have been showing at the Museum Boijmans
Van Beuningen, is the work ‘time after time’ (2003). The work is a video projected in a
very dark space of which even the walls are painted black or dark grey. In a way similar
to the spaces in which the Venice lightboxes of David Claerbout are shown. And also
here, in Anri Sala’s work, the image itself is very dark. What we can decipher — after
sometime — is a sort of highway on which a darkbrown horse is standing still, vaguely
lit by some random lights coming from far away windows of an apartmentblock. Now
and then we hear the sound of a car coming near and we see the lights of the car
indirectly lighten up the contour of the horse. To make it even more difficult to see
what we are looking at, the camera now and then runs out of focus. Probably for you
difficult to understand, but | can assure you it is an amazing and very intruiging work!

Another example of Sala’s work is the double video projection ‘Blindfold’
from the collection of the Museum Boijmans. A work of 2002. In this relatively small
work, two images are projected from the back on a sheet of plexiglass. The images
are each showing an empty billboard made from cheap metal and constructed on a
building. The empty billboards both capture the reflection of strong sunlight during
sunrise. It's a recording of 15 minutes, in a loop. And during these 15 minutes we start
by only seeing the brilliance of the sun reflected on the billboard while the rest of the
image is still dark or very unclear. But during these 15 minutes we start to see, and

hear, the surrounding city; we discover people walking, we see a street, we discover




other buildings etcetera. And here again - as in Claerbouts work that we discussed
- only one shot and one camera angle.

Comparable to Claerbout, Sala is making the viewer aware of his act of
seeing. And also similar to Claerbout, Sala forces the viewer to be aware of the pass-
ing of time. Not by a subtle digital manipulation of the image as Claerbout sometimes
does, but by offering puzzling images. Images that are intruiging, images that trigger
the expectations of the viewer by offering images that don't immediately show what
they are. Often by purposely using obscure images, in the sense of images that are
literally difficult to see because of the darkness of the image. Sala mentions in an in-
terview ‘I like to offer a premise for uncertainty, to give things the potential to escape
their familiarity. In a way that everything in that space/image would become free of
previous significance and available for new investigations”.

By his strong belief in the power of the image, Sala purposely introduces
ambivalence. It is of course the opposite again of the ‘commercial’ media images in
which no ambivalence is allowed, in which no ambiguity of interpretation is allowed.
Sala hopes to open up people’s capability to interpret the images themselves, it's no
cash and carry. Sala does not want to make spectators of us, but he wants us to be
translators of the images he is offering and connected to this: translators also of all
the other media images that we see all around us.

Last example of the interrogation, of the questioning of the media image,
the media language by slowing down the image, and slowing down the expectations of
the viewers, by not trying to compete with the language of videoclips and mainstream
feature films, is a work by a very interesting young Dutch artists called Melvin Moti.

Itis a film that he made in 2004 called ‘No Show'. This particular work is
very significant , and almost a metaphor, within the context of this talk. In ‘No Show'
Melvin Moti shows us in a black and white videoprojection, a 24 minutes shot of a
dark, very vague, but still recognizable empty museumspace. In the empty museum-
space we only decipher empty frames of paintings hanging on the wall. The shot, the
image will more or less remain the same for the coming 24 minutes. But during these
minutes we hear a museumguide who is giving a tour in the museum, telling about
paintings that are not longer there! We hear him describing paintings, interpretating

paintings and stories without ever seeing these paintings, neither the museumguide,
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in the film.

The story that Moti tells stems from a real story that took place dur-
ing the Second World War at the Museum Hermitage in Leningrad/Saint Petersburg
in Russia. As a precaution against possible war damage, thousands and thousands
of the paintings and other treasures of the Hermitage were taken away. They were
taken away for safe keeping. Only the empty frames of the paintings were left on the
walls. And it did happen that, now and then, a former museumguide guided groups of
soldiers through these empty museumspaces, describing the paintings that were no
longer there, only by memory!

As a viewer we are again forced to use our own imagination. The artist
only offers vague images of empty museumspaces, and the story of the museum-
guide. It's again — as by Claerbout and Anri Sala — the opposite of the commercial
media images in which every active participation of the spectator is taken away or
completely manipulated. Here it is only by active participation of the viewer that a story
will unfold itself, that images will come to mind, or not. It's again a criticizing of the all
encompassing media images everywhere, a criticizing of the deduction of the viewer
to a mere recipient of already well cooked and instant, fast food, images. You see, as |
stated before, these artists are the so-called ‘slow food' cooks of the media art: media

art; less is more !!!

Jaap Guldemond
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Media Burn

Franck Gautherot

On the 4th of July 1975, Ant Farm (Chip Lord, Doug Michels, Curtis Sch-
reier, Uncle Buddie, Tom Weinberg) and 400 other people performed one of the most
famous video event titled Media Burn.

A 1959 Cadillac was driven through a wall of flaming TV sets: a con-
struction/demolition of the media spectacle par excellence...

The event has been organized for the sole TV reporters and media
people who were contacted by press communique. The images of the customized
Cadillac destroying the wall of TVs were on every single TV channel right away giving
the chance to be watched by millions of American people. A pure video construction

for the sake of it.
Somewhere in the Schengen area

Now the guy was slowly coming to me. He was dressed in black, a mix
of German collector-like with a 70s vintage soccer player remarkable by his haircut
-short on the front and long on the neck. His black Nike Air sneakers gave him the

perfect nerd touch.

Gerdi: Hi, I'm Gerdi Tanner from Multivideocorp company, I'm based in Seoul, Korea. You've been to Korea?

Right. they told me you're kind of famous down there.
(He makes a sign with his left hand. very quick gesture, waving the hand up and down.)

Me: Korea, famous, no. but [ know some guys there and I love their giant TV screens on the streets,
(I knew that sign, in fact he gave me his codes of access, his [D in a way)

Gerdi: Right. it’s like watching your TV screen from miles away, turned mute. It’'s basically commercials, so you
don’t need sound just the lines, and the names, the brands, you know.

Me: Would be good to have porns broadcast on. | mean.
(At my turn | delivered my codes, my ID too)

Gerdi: Ok, man, | heard that they will make another edition of the media_city Seoul and my company asked me to
sneak into. Do you know anybody involved? | understand that you're kind of somebody down there.
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Me: They told you so, no, no, but this media_city Seoul is something that would be great to take it over and turn into
a real stuff. Did you ever meet this big man, Korean, who was a chief executive of the KKTW channel, the Christian
TV? You know who I mean?

Gerdi: | do, but did you know, he actually was more into psychology and intelligence influence more than regular
Christian business. | remembered once, he was introduced to this woman, a painter and journalist from Kalmuk area,
in exSoviet Union who was the first into TV broadcasting up there. The Kalmuks are known for their throat singing
chanting and they were deported by Stalin near the Volga river. Through him, I also met this woman who gave me
some amazing tapes of the first Kalmuk TV. I saw officials and paratroopers marching in the streets. ['ve been told
that she also participated to the North Korean TV, providing them with programs and cultural exchanges. Her daugh-
ter, Seung-jin (she married an North Korean professor) was part of the head officials who curated the North Korean
pavilion at the 2000 Gwangju biennale.

Me: Uh! Uh!, you know that too. Did you understand that it was a fake, a total fake, messed up by Chinese who
couldn’t bear to have this kind of exchange without their involvement. But lets go back to media_city Seoul. Is your
company rich enough to invest a lot in it? We will need quite a bunch of cash and facilities to make it well.

Gerdi: Television and digital stuffs are gold, so my company is quite open to deliver the dow. Plenty. I tell you. But
they don’t want to have, at the end, the same group of petty video artists bullshitting around flat screens and low res
projections. Neither they want to see a series of computers lined up on tables with access to miserable websites and
other online craps. They want novelty. they want intelligence and creativity.

Me: Gerdi, my friend, I have the right guys for you. It’s a bit not easy to bring them back to that kind of stuft but
I'll try for you.

Gerdi: Perfect. send me the sign when you’ll have them in touch. You know where and how to reach me, right?

Me: Yes, I do. In the meantime, get me the numbers and the proceedings to enter the codes and bring the specs next
time.

Gerdi: Good. I'll copy you. The codes are easy but the specs for the billborads are more heavy business. It's quite
secured and CCTVed at all costs. My people will do their best.

Me: Bye.

Went back to my place near central Station downtown. The streets were
grey and silent. Cold, humid, | thought | will have to get out of here very soon. Two
days later | took the morning flight to Incheon International. | love the stewardesses,
look so young, fresh like robotic sexy girls.

Incheon Intern’l, the breeze, dry and energetic took me right away. The
limo, and the driver. Probably a licence-to-kill ex-agent discreet and sure, ready to
help an amazing fellow like me. He gave me the enveloppe and the box. Dropped me
to the Shilla with a smile. Gave some calls around, heard the signs and the codes.




| was back, ready for action. Gerdi joined me in the lobby of the Lotte
new wing. He was in Yamamoto outfits, black still, but hair gone, total bald look. A bit

of sun tan, a touch of charm for a guy in his mid40s.

Day 1.

Gerdi: Where do we meet vour people?
Me: Lets try the «Blow me»in Sagandong, its cool and young smart kids hang around in peace.

Gerdi: In two hours.

(I sent the vans to collect my guys and we drove up to Sagandong)

Lee Sam-hwa is in his 30s, neurologist and poet. His wife, Soojung, 24,
is a media critic and historian of community TV channels.Janet Park, 52, is a theorist
of mass manipulation and assistant to deputy director of CCTV. She presently works
in Beijing.Jorge Martinez, turned 60 this year, is an ex-junkie, ex-trader at AIG and
presently on micro business with Malaysia.

Carl Dorcel, 62, is a porn movie producer and ex-maoist from Vincennes
university in Paris. He was the leader of VLR (vive la révolution group) and former
utopian architect. His porn company has a serious reputation of having used condoms
and safe sex since the mid 80s.

John Cheim, 72, is a gallerist in New York. Rufus Thomas, 33, is in elec-
tronics, computers and crypted rythms. He invented a system of self-digitalization and
thoughts transmitting. He also is a streetfighter and a mantra chanter.

Up floor of the «Blow me», a nice white lit room with wooden tables and
Panton vintage sofas.

A group of 8, including me, Gerdi came with a flamboyant eurasian girl,
busty and tall, Mina, 25, into mass seduction and trendspotting for discreet interna-

tional food and car companies. The symposium could start now.

Me: Dear friends. | would like to celebrate our dead companions missed in action and for who, our fight will go on
and on and further on, until the end of the times.

They are gone with the winds and while winter is approaching, you all know that they will quickly been transformed
again, and will take their mission again all around.

We are here today. at the request of Gerdi. who are in business with our main branch in Luxemburg and with who, |
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met some times ago to organize this meeting.

He will give a full access to his data and codes and procedures. For those who are in constant mind-transferring,
please let him know your specs and general accreditations. He will update you. We will have two days to plan and
realize this operation. It's short but we're professionals and we know what goes about and around it.

I will propose a general line to be followed these two days, and will adapt accordingly.

Gerdi: Just one thing to add before starting. We've been plugged into the global security surveillance systems of our

both companies and you don’t need to leave any traces in computers as it is recorded directly.

Me: | will give the place to Janet who will introduce her way of intruding and her lesson to be invisible. Janet, if

you want to start.

Janet: Thanks. Comrades, I'm happy to be back in here. 1 missed Korea and if [ like Beijing, [ miss my country.
But, here [ am. As you've been told, we have the delicate honour to intrude the media_city Seoul and bring our mes-
sages and regulations into it. I have written down and sent to your files, the priority objectives and targets to point
immediately: sneak into the electronic billboards around Seoul; tracking the websites of the biennale and twisting
them dramatically; connecting all the cell phones in central Seoul for ten minutes every day for two months; pirating
national and local TV in an invisible way impossible to be noticed and tracked down.

To intrude the billboards, we have to connect to their different servers. I'll attach you the codes. Now you know the
people we selected to build short videos for them.

Names will be added after we will have the first guide lines and codes to follow. But mainly the selected artists are
brothers and sisters, and they already worked for us and they know the rules and the goals. My assistants are in touch
with them already and they started the production process.

Now for the websites and TV, it's gonna be a bit more complicated as we really have to intrude in silence. The pro-
grams will be fabricated through us and our fellow companions. Rufus will help to erypt them into innocent childish
footage.

Me: Great Janet, Soojung would mind telling us your approach of the case.

Soojung: The main thing is that local TVs are mainly under the hands of Christians and believe me they are sharp
to locate you right away. So careful and mute. Our programs will be sent through some NGOs based in Africa and
will be feedbacking the efforts and supports made by local Korean communities addressed to African villages. Their
feedbacks will have encrypted subliminal messages covered by children songs and drawings. The hidden words will
generate virus softwares that intrude the digital system of each house equiped with cable or satellite TV. For the
websites of the media_city Seoul we will fakely commission another sister branch company to redesign the site. But
the main point will be to develop virtual networking from there.

Carl: [ have a friend in similar business here in Itaewon who can be a good side support. His girls are multilingual
and some of them are graduated from the best art schools from US. Don’t ask me why call girls have now contempo-
rary art background. I really can’t figure it out. But it is a reality. He sends them to be trained up there, he knows the
job and probably he thought western art collectors love prostitutes. He may think that the Korean art world is very
female oriented, so professional sex women should be too. Anyway it is a good side of our job. | remember Nicolas
Schéffer, a French utopian artist and cybernetic dreamer, once designed a Sexual Leisure Centerin 1955 in the shape
of a boob. We will be in virtual as my colleagues told you but for my part I insist to have also actual locations and
sites for physical experimentations and the Schéffer project is one of the best. We can manipulate the audience in
here and my girls can help to.

Gerdi: Wow, you make the point Carl. I'll follow vou in that direction. Lovestream is always the best system at work




everywhere. And exotic is here too, no matter westernization fill up the gap. Good point, very good point.

Me: Cool down. friends. Don’t let your blood go boiling. We still have a long way to go, and let’s stay in our basic
intrusive method. I have this story ['ve been told by a friend who happened to be in China for a business. It was last
year when the riots took place in Tibet and when the French were pushing Chinese to be softer on Tibet. Once my
friend was in a casual meeting with culture people in a bar. Suddenly all their cell phones started to ring and a text
message appeared on their screens: “Boycott French products!™ They were a bit embarrassed to confess about the
drastic control Chinese government has still the power to express in the depth of their pants pockets. They said: “Oh
it 1s a chain message we can’t get rid of...” Pure control, aggressive and brutal. It reminds me another story. when |
met, once in New York, Mark Francis (former chief curator at Warhol museum in Pittsburgh and presently director at
Gagosian gallery). Text message rung in telling: “Sell a painting today. Larry.” It is the same old story: do this, don't
do that. But now you are told digitally. Please take it as an example not to follow in our operation. We will be more

sophisticated than that, But you see. Obey! That's what it is.

Jorge: Guys, you got to know the process of addiction which can be of a certain help if we want to have a continuous
impact in this country. You know my personal story and my companionship with dope and injected dope, 1 mean. |
noticed that digital addiction is playing the same and in these days. I pictured it in sex sites when people addicted
are on masturbation 24 hours a day or when buyers are in constant viewing their bets on eBay. We have to develop

similar addiction in art —our way of art.

Me: Bravo Jorge. | counted on you for that. Dope, sex and digital. Brilliant. Now we have some good tracks to follow

up. Let’s have a chai latte break.

The day went on. In Sagandong the kids, actually more young married
couples, are in bars, restaurants, in little tiny shops, like doll stores, half scale. They
consume, they go for novelty, for clothing, for artists run bars. They keep taking digital
pictures constantly of each other. Imagine computers filled up with young cute kids in

sexy outfits.

The day 2.

Gerdi came to see me at my hotel before going to pursue the meeting
with all the group. He said he received some instructions from his company and begun
to worry about our proceedings. He thought it would have been much nicer to come
with ideas and possible immediate actions.

His company was ready to insert some invisible chips into the museum
offices, he said. Plumbers, you know. They know how to place the spying mics and
lazer scans in there. | was cautious of that and | was totally against that kind of method

that remains me too much old-school proceedings and cold war stuffs. | remember
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when Sir Anthony Blunt was exposed as the fourth member of the Cambridge Spy
Ring in 1979. British gay spies with Kim Philby at their head. Blunt was firstly known
as a the curator of the Queen’s collection and an emeritus world specialist of Nico-
las Poussin on which he wrote several books and organized exhibitions that brought
Poussin back under spotlights as a major figure of French XVIIth century classicist
painting.

The betrayal of Blunt caused an enormous scandal in UK when prime
minister Margret Thatcher revealed the truth on Sir Anthony. His homosexuality in-
creased even the scandal and Blunt died in a total disgrace.

My question was: do his company think there are spies in media_city
officials that should be unveiled? North Korea intrusion in contemporary art field? No
| won't believe so. No, no. On the contrary, to intrude media_city in order to dictate
and insert viruses to twist the Korean power in the digital world into some freaked out
stuffs, that was the operation. This was our mission, not to build up fake bios of the
actual museum officials to tear them down. It is ridiculous and | begun to presume that
Gerdi was not exactly playing in the same courtyard than we thought he was. Danger
sign bipping up over my head.

| sent a quick “out of here” message to my people. Means escape as
soon as possible. Destroy traces meeting and debriefing in a week at Rotorua, New
Zealand. Follow the proceedings. Good luck.

| went to the last appointment Gerdi asked for at Shinsegae department
store coffee shop. He was dressed in pale grey. His shoes, a pair of Paul Smith rich-
elieu. His suit, grey Alexander McQueen regular. His watch, a vintage Junghans Max
Bill design of the early 60s. A tasteful guy. Too bad, | could have done good with him.
We had similar ideas to intrude the media_city Seoul, but | had to face a failure and

misunderstanding.

Gerdi: Boy, I will have to get out of here right away. I've been chased by local counterspying agency and I guess you
better do the same. I've been betrayed by my own people afier they got to know your own past. It could have worked
out but not now, media burn. We gonna be cremated if we dont leave the city quickly. They don’t joke those guys
and they have this terrible habit to think that all comes from up North. So if you don’t want to end up in Pyongyong,
make a left to Japan through Busan. You have the contact there, no?

Me: yes, | guess. Bye colleague. Another time we will make it.




Change my look, took a flight to Busan, and found my guy in the port.
Took a boat to Japan in between smelly fishnets and hard-boiled Korean fishermen
used to expel people like me.

Get to Rotorua, New Zealand in two days. Room at the Princes Gate
Hotel. Polynesian spa. Temperatures from 39°C until 41°C. Facing the lake. Smell like
rotten egg. Guys in bathing suits.
Me: Ok. we are all here. Well done, even if we failed, but we've been tricked and fooled by Gerdi’s company ap-
parently. My apology for that. Unpreparation and faked infos. The field is hot but confused. The people are mixed

and willing, but too much irrational around. We've been smoked like vulgar rainbow trouts. I'd like to have your

statements.

Janet: The CCTV is powerful, but it came from far above. The new officials are super protected by power and by
company people. So | think Gerdi knew that but wanted to see how far we were ready to go and then he burnt the

whole before too much.

Carl: The business in sex is also too hot to be taken as a joke. | trusted my pal but he was definitively out in this case.

The big guys took it over and put him behind.

Jorge: Police cares about digital and virtual manipulations. They knew about us even before you were contacted by
Gerdi. They have the files and the traces you left behind you since 2000 when you first came to Korea. They follow
your path like white stones left in the middle of the road.

Me: | was childish and immature, thinking [ know the situation but obviously I didn’t. Ok. let’s enjoy the spa, instead.
Our next meeting will be in Paris. Another case, another attempt to twist the world. in our way. Modestly we will

come to a solution. And let Korea be energetic and under heavy protection.

Thank you folks.
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Turn of Media and Enlargement of Aesthetic Experience

Park, Il Ho

1. Theme Selection: Turn and Widen

From September 12 to November 5 2008 the Seoul Museum of Art was
host to the 5th Seoul International Media Art Biennale. Launched in 2000, the Seoul
International Media Art Biennale is now recognized as a regular and thriving contribu-
tor in the media art world attracting both domestic and international attention.

Past Media Biennales have examined themes such as binary represen-
tations: the ‘0 and 1', the dual characters of reality, signifying deep dichotomies of light
and darkness, etc. The 5th Biennale presented a variety of media arts that revisited
previous themes and was intended to prepare the ground for forthcoming biennales
over the course of the next decade. The occasion of the 5th Biennale introduced some
fundamental questions concerning the nature of media art and its relation to more
traditional aesthetic forms: we hope that the various works of art displayed provoked
not only answers to these questions but also addressed the overall future of art and
the effects of transition.

The majority of past media exhibitions have tended to display single
channel videos that monotonously relate unintelligible stories. For the 5th Biennale,
it was decided that alternative methods of display would be incorporated to counter
premature judgments on the future direction of art as a purely media art-related trend.
Exhibits at the 5th Biennale therefore challenge the assumption that the future is nar-
rowly defined by the distinction between traditional and media art forms on the basis
of the latter’s use of TV, videos, computers and other high-tech gadgetry in order to
present new effects and artistic experiences. In this respect, the question of whether
some new artistic experiences are extended through a change in media serves as the
underlying meaning represented in the exhibition theme of ‘transition and extension’.
In other words, a multiple array of forms and types of works that can be comprised
within the territory of media art were presented.

In short, the 5th Biennale was by no means an attempt to declare that

the advent of media art and its prevalence is not one of fundamental change, but




rather it endeavored to accommodate the new media within existing art forms in order
to usher in change and extension to aesthetic experience. Furthermore, a focus was
placed on the question of what kinds of new experiences and qualities of difference
exist between new media and traditional art: specifically, what transitions are brought
about in the realm of traditional art as a consequence? The organization of an exhi-
bition that aims to discover answers to such questions meant that it was necessary
to draw on the ideas and thoughts of media theorists: namely M. McLuhan and L.
Manovich. In particular, the inquiry into the beginnings of media art was pursued from
the theoretical perspective of McLuhan and the launching of new media art was based

on the positions adopted by Manovich.

2. McLuhan, Nam June Paik and Manovich

Marshall McLuhan's "Understanding Media: The Extensions of Man, ,
published in 1964, shocked many people through its novel declaration that “the me-
dium is the message.” McLuhan made this statement in order to argue that media
itself gave rise to changes and extensions in the way we recognize and perceive
things, arguing against the idea that there are ‘containers’ of media in which messag-
es are conveyed. In this vein, McLuhan suggested that we would undergo changes
in our thoughts, roles and living patterns with the introduction of TV, radio, movies,
telephones, etc. in the 1960s: ever since Gutenberg's invention of movable typeface
in the 15th century, humanity’s perspectives had become distorted and mainly de-
pendent on visual media. In effect, we humans are required to utilize all the senses
besides sight to receive global information emanating from multiple electronic media.
This phenomenon was described by McLuhan as the ‘extensions of man’.

In 1963, one year before the publication of McLuhan's book, the Korean
artist Nam June Paik displayed 13 TV sets at the Parnass Gallery, Wuppertal, Germa-
ny. Some of the TVs bore distorted images caused by magnets attached to the TV'’s
cathode ray tubes; some were inverted to face the floor whilst others were installed
so that the audience could manipulate images on the screen by touching the switches
with their feet. Some people interpreted the art performance of this Eastern artist as

containing a meaning of criticism and sarcasm toward the consumption society incited
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by TV media; still others dismissed such behaviour as the mere childish expression
of a young artist.

More than 40 years after McLuhan's predictions and propositions we are
experiencing the changes he anticipated. In addition, it can be suggested that Nam
June Paik’s endeavors triggered the age of video art and helped introduce the world
to the media art form. As a result we have come to think of TV and video as important
art media in themselves and have begun to reflect on the effects these media could
bring about. On the other hand, the media function performed by TV and video in the
past has been replaced by computers and as a consequence we now pay attention to
the phenomenon of new media as involved in the aggregation of all graphics, movable
images, sounds and texts into measurable computer data.

In his book, "The Language of New Media, published in 2000, Lev
Manovich, an exiled Russian computer scientist and visual culture theorist, highlight-
ed the new medium of computers as being one that transcended the communicative
function of TV. Just as McLuhan engaged with electronic media such as TV, Manovich
proclaimed computer technology as the new media and described the transitions it
would bring about as a new language revolution. These changes could be categorized
into two groups: one introducing a new mode of communication; the other redefining
existing cultural forms such as paintings and movies. To begin with, the changes to our
way of life following the advent of the computer surpass those brought about by the
TV. For example, the Internet is forcing comprehensive change to political, economic,
social, medical, and educational fields though its online conducting of public opinion
polls, electronic commerce, e-mails, remote diagnoses and cyber-education. In addi-
tion, through such communication forms as texting, movies, sounds and information
recognition by multimedia, we undergo radical changes to our sensuous experiences.
Thus, the virtual reality created via the computer relocates the world that once existed
only in dream and imagination before us in our everyday experience, enabling us to

encounter new demands and to broaden our perspective on reality.

3. Light, Communication and Time

As described above, the force of media highlighted by McLuhan and




Manovich inaugurated multiple transitions in our daily life and sensual experience.
Subsequently, these changes brought with them the sources of fresh meanings for
artists who had always struggled to explore new worlds. As a result they created the
unique artistic fields of media art and new media art. Nonetheless, what precisely is
the innovation that artists think of as the new medium which they pursue with such
enthusiasm? A handful of characteristics alone will not suffice to answer this question.
However, we may be able to identify the essential factors necessary to allow access
to media art. The first could be defined as changes in the mode of communication.
The second would be the introduction of the concept of time to the spatial aspect of
the fine arts by placing the evolution and effects of art works under the spotlight, thus
inviting attention not only to space but to the effects of time. The third fundamental
characteristic is the suggestion that the color spots produced by hi-tech artificial light
can be considered as supporting the above changes. It is through these perspectives
that the 5th Biennale framed the distinctions between media and traditional art into
three distinct groups and composed the exhibition on the basis of three corresponding
conceptual rooms.

The expression that the sun and light signify hope and that night and
darkness are related to representations of despair and death no longer seems ap-
plicable to a modern world in which neon-lighted streets scenes predominate. Hu-
mans have acquired quite different thoughts and sensual impressions of light in the
hundred-odd years since Edison’s invention of the electric light bulb. We are now
more inclined to indulge in the robust life of the streets under dazzling billboards and
their ever-present illumination.

What is light to artists? Monet, who regretted his inability to grasp natu-
ral light and color, died before his struggle with the expression of color changes in
accordance with light changes was won. What are the reactions of modern artists
who reflect on the struggles of past artists who desperately wanted to reproduce light
effects on the canvas? The fact that artificial light can be created by advanced technol-
ogy fascinates the modern artist. Rather than the passive representation of surround-
ings under natural light, they create a new environment with artificial light and attempt
to invite us to into it. They agonize over how to express color images and effects pro-

duced by electromagnetic waves and endeavor to initiate us into the mystery, awe and
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fantasy of the world that exists beyond our visual confinement. We see those artistic
worlds in the works of art called neon art, light kinetics, laser art, holograms and light
sticks. Therefore, the exhibition room dedicated to the ‘place of light’ contains works
of art dealing with new recognitions of light. In other words, they are works that reveal
how to express the images and effects of light produced by electromagnetic waves
and the works that focus on the changes brought about by the introduction of hi-tech
artificial light.

It can be said that the development of human civilization is a history of
communication extension. At first, humans communicated by word of mouth, then with
books or printed matter: we now inhabit a world where the communication methods
of TVs or computers accelerate social change. The increased volume of informa-
tion, the rapid speeds by which we disseminate and share it, are matched only by
the proliferation of transitions and developments in the actual methods we employ to
gain information. Whilst the TV medium to which McLuhan paid attention depended
on one-sided information transmission, the computer interchange invokes a bilateral
communication via e-mails and the Internet. Virtual reality, in part an imaginary real-
ity, is at times the only accessible measure of the real, and consequently our senses
become complex as they interact with the complex media of an era in which we rely
on multiple information channeled through texts, movies and sound.

Artistic works are also attempting to bring change to their own method of
communication. Whereas traditional art aimed to convey its messages to audiences
unilaterally, modern artistic works attempt to invite active participation and subse-
quently their own transformation and completion. In addition, they are not satisfied by
the presentation of visual works alone and therefore try to expand communication to
attain the goal of multiple sensuous experience encompassing sight, hearing, etc. By
bringing virtual reality into artistic works, artists pull us into a world encountered only
in our dreams. Consequently they empower us to achieve a broader perspective into
reality.

In this respect, the second exhibition room dedicated to the ‘place of
communication’ focuses on the changes in the communication methods of artistic
works.

While traditional art was based on the contemplative or passive partici-




pation of the audience, interactive art works were featured here with the intention that
they would be transformed and completed through the contributions of an active audi-
ence. Also included were the following: works that rely not only on sight but also on the
multiple senses of hearing, smell, touch, etc. so as to create a multilateral aesthetic
experience; and works that show how reality is transformed through the introduction
of virtual reality.

The most commonplace thinking on time suggests that past, present
and future exist on a temporal continuum. The advent of the TV and computer have
challenged this conceptual way of thought. Because historical dramas, current events,
news and fantastic TV composites indicative of the future are presented in a mosaic
fashion, the sequence of past, present and future is thought of as non-continuous and
the consciousness of chronological-succession is weakened. Simultaneously, the in-
troduction of the TV and computer has narrowed the distances between past, present
and future. We tend, as a consequence, to drift from the impression that the past was
a time long forgotten. We are living in a world where past events are replayed on a
real time basis. The realm of reality has been expanded beyond our imagination and
an imaginative future is often created.

Time concepts in artistic works are more complex and multifarious. In
the era when printed matter was the main channel of communication, we focused on
our visual senses and art was defined in terms of the spatial and appealed to sight.
Contemporary artists are attempting to produce new works unmediated by the con-
ceptual boundaries of the past by accommodating time lapse in their creations. We
even have works that show image changes within the passage of time. Some bear
the very changeability and fluidity of images as their themes and try to generate more
meanings and stories in themselves by making use of changing and overlapping com-
plex images. The issues and stories of artists trapped in a static moment are liberated
by the continuity and fluidity of scenes and completely new stories are produced by
regulating the speed and length of stories as they unfold.

The third exhibition room, the ‘place of time’, contains works of art that
pursue the concept of time in contrast with those of traditional art that were confined to
spatiality. Here the following works of art are those that can be set in motion by making

use of advanced technology; works that feature image changes within the passage of
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time; and works of video art and animation that unfold stories as time passes.

| believe that the categories above are the elemental concepts that de-
fine media art and that some works of art may have 2 or 3 concepts at play at the
same time. However, in order to best present the overall trends in media art, | will shed
more light on the most conspicuous characteristics. The remainder is to be left to the

interpretation and judgment of the actual appreciators of the works of art.

4. Questions before Us

| hope that the 5th Biennale has been a success, but we still have many

questions remaining before us.

What is the road to be taken by media art in the future?

Is it an art or a technology? If it is to become a technology, what role should art there-
fore play?

Is art encountering a period of radical transition under the effects of new media; or, is
change better defined as just another innovative stimulus and a new direction for the
aesthetic experience in the history of art?

The 5th Biennale made an attempt to answer the above question, yet
| suspect that the answer is not to be found by searching in one direction. It is evi-
dent, however, that the advent of new media has changed our ways of living and the
perceptual territory we inhabit. With this in mind, the new changes in art are helping
us enjoy a broader aesthetic experience. | suggest that any questions that reach out
beyond those posed above are to be answered by media artists alongside exhibition

planners, art theorists, critics and finally the appreciators of art themselves.
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Creativity for Arts and Media: International Festival for Arts and Media
Yokohama 2009

Fumihiko Sumitomo

NET—BOAOHNEELTRCENTEERER, BE. TIAMELIHTEOA
NEBICRISEEAZELTIET. & AL TXFLITREC MENEELIIT 93
VATAPIBARANEET COMBETIE. ILERBHALT—I%. Creativity for Arts and Media
[CREAM] (ZEHTEXTAPDIHDEIE H) EMUELE. COCEESNEAT, HILLRBOFROHOIIATIN
Vet ELELE.

AUt 7 b :Deep Images

BREE, AR TRBUBAT7TH), TCMLICHFELET. COthEk TS

T BRICECCERE LGN D2H), BERZFITEOLOICR LR REIBF TN EYTHARETIRE
WTLE). BREFFMORECLTEMERBL, £, BE, FARE. SEXLL0ELFHE, XBOREX
LELTHBTTENTERLIICLHTVET. SHC, LENBPHRBORBCLE FHEHTRELL BROGH
[CEOFERIM TV ATREMZBLEL, BROLO0R AEEATNIAILHNT, BEBFHR(CET
RARLBLOTH), BRICBENIZLOTEBNET.

CNRETHNIE, BBICRTEPRE, ERIVETELICETT.

Z(DAGTUEPBREICL TREEHRBRLTUVET. TNE, BROBIPEFICDETTH
MeRETNBLOBEERT, DILCELVEDTT. ULHL., BERTEE 02 IMEEEELTELLENE
BUELEL

lEAE P TEVDNBBEDREEER LT, B{OANFIATEILICTIEAIH
NTELN, BEEPBENILEB0EETVRH REEIIBEEEEF TVANIOVNTERTELMERN
BNET. H3ME, BHORY)-UHRLGIEEEEREL OB R, AN BRI THAERH T
. EEOMNIBOTREBLTLLON. F, BREOXZRTAUT, VAVABIERICEMEEEEHNHAL.
REOWEMLGETCER IO ELNERA.

BRE R LTEEOBNTRAELTVAENNTREL, FOSMBICENS ERPIAE0KE
BRCEAD TV IMNCAREIBE, HEOBHTEENNTIIDNEL2EEERNNINEAT (T
NTY.

2FEN, RBHBAT 7 THAREIC. HBATZONRIEDBEREZEHTVIOIETE0N, 0
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LER0OBAIONT

F7', BankART Studio NYK£IZ(CIE, 21$807-T4 A MBEEBOERDBRINEL
EAESHAEENCELTVRRER . RRITEGI(HE)ORNI SN, RINERFNROONTVET. L
DU, (BRI OBFA TETLTRNTVEEOTHHN., DNEULNILEL R(EUMNBLELS
NE, BhELGN, ECNCERENTUIKIZELHDET.

BRENTVS R, CO(HR) ERLLES DS ANBRE, HI\IERPRERY
APBTET. BEBIU I ERIAERON, ERIVINIET.

FAECTRETE, #REEHORATHHEIENTENIBERAPALDEHBEERE
UBREBERICENTEET. FLT AR MEETENN TR H LR ZE VB URRET 771
AL, EHICCREAMIVATAYaVNZERBERR LS. HLVBERRZAH TVSERNER /£
BRENTVET. T, BIUVEERERTEOIAT, RBCBEATSTHULIAT 7RV BLEREET 7
—TAAMEEDFER(CAN , RERCREBOFUECSMTEELTEET. DiY=Do it Yourself, H7 T
3. MAPEEATHENET. ELVIFHCMNIBHTT. REOREE. HEZCLIATRLT. BAT
2T, RETE. TIVIBATY.

COMDNEFHRET(ENELGILI TN, MBATPHFHEMBHREEH
L. BEBEHE PRS0 5 REOBRICR IEEND, REMICRBEATEAEI P TEITIKAEM, ELVD
FTATUTIY-0E/EBERLTVAEETHLNERVET.

53k, LWIENFr3)-ZEELTHABRERZH Y- PAR-AT, £30000H#E
TREEOLIBEALBZMTERCERVTVNERADT, BLEBECADELERTLHNET.

e, FECTRBTE, 2BP0F-T=051872—3 VAT, [BLACK OUT Expo &LN),
EF7-TAAN) IA=Y-0I7RL—-Vau e EELELE. T, FroAZAL-YaVHIC, REBOHHC
5TATVINEE, {74 -V ANRBENTIEDOTLE. EVRBT MEELBRERORANGVERE
T, Ub 2P TRBREBECENET. TOBNT. RRCREN OB TEETVIHREERHIHIC
BN, A== ROAOBOR N INEETIWENTIRENRETIOTYT. ThiE. BEGEN
BEA(EDNFEATUED  PEPIMEERICL>TA LD BB EEFL TR TETELULNET
7.

F, HDAKRCEAFTEIAYMERELELE Zhe F-7Z0J03AMTIREM
RAETO74—7LERELELE. ERAORREPRERE. 7-T/AMBT, RE, 7— *T470
EHE, VINMIT BEARE HETITEALBEET-IULY AV ERELELLE

STLEIVEODM UERBR ERRIBTT. CCERFOLBREFEVTREROLICHRE
BB THREEETHHMTT.

HAMTE1/0Y5L8 LBLELE. FERYT-UAMDRUHTORBRBEE UHETS
EMERICLBME, CREAMIVATAV3VORH  REEM. BAOEFREZENRR., BA, 1E,




BE. IV AFVAOBANOT7-TAAMFIL-5-(C 83Uy TS LEENE LHET.

VOOEELOE, IURT4Y3VTT. 20095 ECREAMIYA T Yay(Cl tt Ra2nEhH
DI2GDIGH NG, BREL, P2A—Y3y, FF1408Y—, RERBRE, BE71-IVA A VABL-Yay,
AUV BE. BESRERGERNIY N -EnNELE  TO79, £8& . RO THADNEE
SNEAERICE, REOBEXIEOBEHOLEIERLEED, RIHHNT, 12-V8770-F0L 0N S 4 HNE
Lk

BETR. UTORBEEHBEE(INFNBEREBI2ESNAEREBEN L,
REVELELE

—REZEER The members of the jury for preliminary selection

- FIER BREBER, T5907 51— BREFR. V. REEMERKEHIE)

= UKAWA Naohiro (visual director, graphic designer, artist, VJ, professor of Kyoto University of Art and Design)
- FEUAER (P-T4AR, 7- P21y MIFYZEAVIN-)

- SEMBO Kensuke (artist, a member of “exonemo”)

-IEE(REEE. ETA7OMER)

- TSUCHIYA Yutaka (flm director, president of VIDEOACT!)

= UKAWA Naohiro (visual director, graphic designer, artist, VJ, professor of Kyoto University of Art and Design)
- SEMBO Kensuke (artist, a member of “exonemo”)

- TSUCHIYA Yutaka(film director, president of VIDEOACT!)

RREEE The members of the jury for final selection

- BAE (79704 R, TOT1-Y~, webDICERER)

- ASAI Takashi (president of UPLINK Co., producer, editor in chief of webDICE)

- RE[A7-2V] (BBER. 7-FU05— FERTR)

- OU Ning (director of Shao Foundation, chief curator of Shenzhen & Hong Kong Bi-city Biennale of Urbanism and
Architecture 2009)

- BAEFINTTAU5-1312—Yav-tU8-(ICC] BRI ER)

— SHIKATA Yukiko (senior curator of NTT InterCommunication Center [ICC])

=349 2897 A (P—T4 A}, FACT[Foundation for Art and Creative Technology]F4L745—)

— Mike Stubbs (artist, director of FACT [Foundation for Art and Creative Technology])

- MHHE EEZERMEEE. AREKAEER)

- SUWA Nobuhiro, Chairman of the Jury (film director, president of Tokyo Zokei University)

- WHEEZ (PIA-Yav iR BRT7IA-Vav L he AARHES, RREMAEHER)

- YAMAMURA Kaji (animation director, board member of the International Animated Film Association, professor of

BIXERIE 6002 ~d
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Tokyo University of the Arts)

- ASAI Takashi(president of UPLINK Co., producer, editor in chief of webDICE)

- 0U Ning (director of Shao Foundation, chief curator of Shenzhen & Hong Kong Bi-city Biennale of Urbanism and
Architecture 2009)

- SHIKATA Yukiko (senior curator of NTT InterCommunication Center[ICC])

- Mike Stubbs (artist, director of FACT[Foundation for Art and Creative Technology])

- SUWA Nobuhiro, Chairman of the Jury (film director, president of Tokyo Zokei University)

- YAMAMURA Koji (animation director, board member of the International Animated Film Association, professor of

Tokyo University of the Arts)

F(EMEORLIEEENERCINNOOH UV RERBREBETITEOLIBER
EENBHIFRRENEHRETH UL, ETHRKENCETLL. TOfER. KE[F21ZOKFEH umblre
(IITTH-EALE A RICRELELE.

EHIC, #7541 MEBH ZHMBNELE. Thid, HOBCHTHIET, BEENHESC
ET. BEOEZLRERBEOOBNNEEBLTENICE, TNE, £ BDAILTIATA /U ERIITEA)
CEEEELELL

1 ELREERSLL, VAVABAEAIIIZTARETRHTT. Sol2, DELER
DETEHNET. COFMBIE, VAVALEREREENELE BEBOIXELHRE L EOVEIT, CITEY
L-YPEBRANDT-TAAMERBEEELT, CORDUAMIECENAY)-V TRRLELL

e, BELUBNEOSS CRASHEHTHRCALENTVA/NSBHNETT
i, Lyt=/ SR ERE AROBME(EANET. MO TENDNTUOEELIRISE, LAGORE PEE
DEHOBEEE-TEAMESNR RN, EOHEOLNEEMENREEENVAIFHI-E7ALHE
SELBULTVIREREZS-DHNET.

EREEREBLCAMBVALIORS THERICANTEOILNTEZTOT, FHtE
THEULDIERERRLELL

BEDRE

FIATA IR EMELE L, RROEERMBXARNIFELEEN. CLA KEAROR
BRADERIALELLEZZLE TN, BRIRABAT 7P IO-FLIOTHHDEN TR
Bt FBABEOERERITMICR ERCLERIBLELL.

ZLT. BERMICEREL LT, EXEEPEETINILRELVRLEDRE(OVTE
ZTVINEEBLELE.

BB, OLTVMICERRICEESN, mESNTVS.  BELEHEIN. ThIRES




N ERPT-T AV5-2y b pBVERBEEL TRESN. TORABHOBRBHNEREINTVET. 2L
T BEOFMETICLTH U(RENEESN . RBTE—OUk, DHERBEOEERROLILGEROL
M BEBOERHIEE>THLDTT. BLTAENICELTVIRER, VAT PREHRBICRS
NBJRBICREINT, SR LIBENIZIIZ—VaVDEREL TR 0. CRH B 5228 DEHHT
LET.

BRICEZII1ZT - Y3V, TUANEROREZ L TREGELOBREREDZ T
7. MOTRHEEZORNIUHEO—BOALELRESNTVEHFRDD, ZOALDENBTETX
FICEBI T - Yavh RENB R L EXFOLRABROELIREIIHIOTT. FOEELRBIC. &)
ZDARNBMUTVOAT, RELHEOBNONEZOEL PBEEESFATHTFNICERL, 2HLA
ADBNANIIZT - Y3V CRRENSLIBREA ENBEEENTVIDOTRENTLLM.
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AT 2|HIE} O|C|0f OFEOf 25104

A v 30| 2

OHAT2[HE} (Experimenta)i= DIC|0fot HIIS2XIE 7[¥o2 3t oife ZEES 74

D951, ZAJSHH, SE5h= O] Foiok= S30 £ 71H0ICt 22| AfSle 7)& Wrn Ha K
Off 3| 2420 Q=4 0loff HAH2|HER= SHAIS 0[BT 2147|2) 22| 2F2| A2 S5t
A ot A8 7R IHZ 1 Tk 0215t AAHR2|HELS] 712 0/ FS ohS Al7| ZES 240/ 2

82 8 o 72 Aojzt =t

A2 |HER= X[t 7‘-"0401I X S98HQI T2t 3 S DESO{C), AT
BHE0IA b2 HAIE 5t 0] 2
off 2zl ’EBE’E*.O._' 55 7|2 0] 2‘30|EF il'%‘ A% 77| Hofl 7Fssict AAHR|HER}HES

-IGIr
)
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H>
4
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o M=t 8|7} 71sFt 338 25 J—OI J’Ht”E %‘ E*.E OICt 3t 0| RHS AAZ|HE P2t
S X=6hks, XMl Hds| HLE J2|1 X7(9t HEIKIE £2¢0| A0iA|7 |= I2MESS 74
oA MEO0|=Z sHFHA, CIXIEDt DIC|0] 20N AlRISS| 2 F28 8| Eict,

AAMHEL MA|S= £ J2|1 CIUSH HRIHES BOISOICH 2004 — 2005
0| (AAM[2|HE} LHUO| F] (Experimenta House of Tomomow))2 12220820 ZK2ISHCH 2005
— 20078 (HAH2|HIE} A2H (Experimenta Vanishing Point)) 1609420 2243411 2007 —
2009 A2 (AAT2|HEH Z2{0|T22}2E (Experimenta Payground))= 2F 140,0008S Z0SY 74
O=F Ot (0] HAl= SR £0f SO0|ct)

SZF 0|C|0] OfE|AE MH

0|4 =3i|X (Isobel Knowles) & Bt 22101 (Van Sowerwine)
— SIS L 2 £0f AACH 2010 (You Were In My Dream 2010)
— Interactive stop : mofion animation, mixed media

(2 Ui & S0l AACH= XA ’é.*OioFOII DRSO A0 ASE] 12lof
BB ARRI7IER| CHSSHA| ELIEE, THOIQU= QIEfEIE AX| ZHZ0|Ch BRIS0| LIRE2 THE Eof
20t Z=E A2 710l ATt 52H, o] 2Hoi| HIE Ei A2 Ot U= FL1Z ofol7 }*-*E
X529 U= BES Yot 1! Hif 0[0F712] of2f 1 QAS0| XIS S0IE X351
off oFH0| 2EE S2fUH=d), 0] of 2Kk= OFRAE 018310 Z2E MEiE! 4~ Q\ct,

& S0, B 0}0[5 ARl SSSut LH|22 22| HHEISE 7ISE AN
OHLITIOd £0fl U= KRS THEA| It $HHO| S2lo@ 27t ME|n LI 0i3H0] ARteh=d],
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FH2lE{Q] oj2iLt ojok7|el MatAlo] SAITID ke Rt 2 ETUCH SEt ZHS Pl 2kt
£20| 37t SE2 FOIZS AHCRIE, 0/0F7|9] F40| iz A2 BRSO AIZH
OF fE0|D HEI (A L B £0f UNACHE ST D[2HS St Q1| MESO0| LHZS offy
& 4 Qle J2|1 ARG £40f et Uil m2lS MARIC,

7|E 20| (Kit Wise)

— = 2009 (Xanadu 2009)

— HD digital video animation, single channel projection, colour, 6:00, mimored glass, 135 x 240 x 30,
Digital production by Darin Bendal,

(272 St SEIjofe| ER3HEEN RH2 HAXlz, 0/4ZRl A (dea
cty) S XiSist Qust 2SS HITSHD UCH IHSHQI ZHAMQI(=HH)2 ST, AR, 28
X 7|9S0| SRS LUE £A| 3212 J4UD Ut MYE NFES Hol FEZ AR 2
A2 X=3513M, B2 glo| XSSICt,

Qo= 0§7|K7|M 0|0|XIES XI25tn EAGHH, BTSHXIZE 72| tES 01F=
CIX|E RE=S DHSQICE 047(0f ARRE 0[0|XIS2 S7H X2 A TLotHLE, & MAIS| A 00
Aol 75t 2, 12|11 S22 sHRlofiAf 27t & AP‘IO!Lt H|C|R EHSO0|C}, J= 0o IS

1 U= MUSM (e Y=0| 27|Q0f, SASI SHISIFSL 0|F= ?*Hli (talo Calvino)2| T=0|
X| Q= EAIE (Inwsble Cmee),. 1} 7| E=2(Guy DebordH FAHIEIZO| A3 (The Society of the
Spectacie), 2t 22 XM &3 CIYe HI xrﬁ Of=234ct,

A= Eml MRl ZIA o] X0l 2R MES siMol7| &ISH 2L 2
0|=&= OF271C|0} (arcadia)ol| U= % l’gﬁwﬂlo 121, S MO ZXHaH| o= & (no—pbaoee %
W51 DHSQICt =RA0| HtE2ER|A (megatopolisie M2IC0|A QA Z5HE OIF
DAL} O[QIE H7[5H= 42 TR MIAGHA 2HS01ZI 0] AN &k | &SN, =28
olo| Hi2tD, S5t A Znt THdE 24 AOJofIA HEISAEHA SEIRICE
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2|4l LA (Lynette Walworth)
- S2|X| = 2A2|S: ghofl E0|X| 22 2004 (Unheard Voices: Invisible by Night 2004)
- Interactive Projection

UM MOPIEN, S2I= Lol XF =50 AFE 9-| HotD USTI? TAlOIM 2

ot Q= L2l= 227t PARE |2 ZHs 18 £52 001 IE3 OHY REE2| /U,
WH, 2E (WH. Auden)®| A| "E2XI2 Dj&# (Musee de BeauxAns) oM EES
HIO (S2IX| Q= 2A2IS )2 Hotsts Zsin L2lofiH Belo| Zo2in s, TE Mol =



iEI%E O[T QIEHE[E Fab HXZIYOICE 0f213t HMIXISO0| S2IX| %= &2, 0| X2 &
E=, 72/ T2 & HollM L= X712 37| 20l= o] 2lsH MOiX|Ktopt XIHZICE

A2 |HEL 91El|{i'E (%EIXI = TAZIS)2 BHEC| OfE|AE 2| SEATL

BHE AIE ot HIEHet 20|t 0] AE2 S5 FZ0l TAEIU, XS4 0421 Aff| 3] TA|=IUCH,

CH|2 I=A (Daniel Crooks)
— HZ21} SEI0f| 25104 — part Il 2006 (On Perspective and Motion — Part Il 2006)
— Digital panoramic installation

CHHE SSA= AlZhl S710| FEXE SaMe2 M AGh= CIX|E Di-efot A
| A3, (Bt SXY0 2610t Part XS HMIRIRUCH GF2 RS2 ASL(0) = O S2jojA
(Mertin Place)o| 2tet SSa0lAf LIS 2400, 322t AZte| SURIE ZZ517| PlsH MEESHCL,
O AlZhat SElof 25t MBI FalofM TSXoZ E 4 QU= Skt ARl 5t SRS 715t

LIE

Cf, CLlof, te2lot= FS2! SE CHE ARS0[ Z2Y QoA LIEHT ARIR|= S2t A3 ot

S ORAfRY wic L|~t~ XOR HOl= 535t 2IBSS HOFT Yl Ol DRHZ ST Alt 2
218 SISOHC}, Sxipio] wBlS Basl ol 22 CHIB DO MBI SIS 2B,
ei22f 21901 2a0) Part D= PI4AIZ IAIGH= MZ2 S THsIT MAS Alalals SiAl
! A2 A7 3iC)

33(0|2 &+ (Craig Walsh)

— SA[9] HiC} 2003 (Urban Tide 2003)

— Projection Installation

(A2 HiCt (Urben tide))= 20034 AlEL] HAE|Z (2003 Sydney Festival)2 ?Ha"ﬂ
FRE AEL|Q| Ot Z2{0]Ad U=, M7HS) F2 28 BigS0| STt 2HIES 71

i
:9

i.

FEL 29 72| BHS Soff H0l= S 2HISS W 7S FEg T
O, MMG| =, 27|, ZAFSE AT E €l 2H|0IM AZHA A 20| ZHUX|T ORI
25| 20 2= 29| Fa| B0, Sz HIZ BEsl= 13700 SA| 4= DD &
SIS0/ FOllAf BIFPEICH,

Foll S01Z Ml 22| 2H|9} 71 32| 15X S7iS0| 2HS fles A 1M

O] LR S HICO| 40| 2Y £02 S0/, HEHAE =31EC} 0/F 0] M2, HSE
OjX|2t MxHE B2t Alo]e] S HAS TS0 Xl Al ZZiolA JHEL 0172 =
Fel, 22|71 H=0| 2RHE FA-EFA Mx| Zo|ct,
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0] x| &I CI2 KRS I} 25X 7150| LIS S8, BSOf A8 Xt
o] Algt Ajololl st ZVEAS TSt B2He| Fol Kot S0l a1 Zefol42 ot
< JloRSE 92IE HE5| YEt Al Ol HKD} stalnt 81200] it xIzks20] 428 2t

Hl sttt
LY EE/RIE

AAH2|HER= 0|C|0] OFE Z2HEQ} XX|0| 20| H510{ K22 +oI2AL, BT,
227, A JHLRE, EA| AR 245, 22 KRl AMRIS T 22 M mEUST HAlEI0f QUCt,

AHE X271
ANZ 23

2008, AAD2|HER= CHLIZ IZAO| (T No.7(Pan No.7)y2| 0IH0 sl X2

2 7517 et BLLIt ANZ 2840t HAIS UL 0] ZHE2 2000 108, BHES| =3 X (Dock-

lands)oll MEZ| S014 ANZ '2iglo| 2H|of| U= CIXIE OIE 0| MZ TAIZIACE (M No.7(Pan

No.7))2 &2 ATt 1ERO| 0|0|XISS HBSIA F2loM ARBER=, | 7Hu2t (Red Cam—

era)S 0I83H MIXITIACE 0] ZUS OtAlo} EfTYC| WHES Z3T 02| 7R TAIS2FE &3
g 0|D|XIS2 &%l 0|0, 23tE Al0|2] XI0IFHO|Lt FARES EOEL) BHHoZE M2 CIE 215

S0t =20E YWAO= Qlsf Afnt 2XI0| H51A| CHHIS OIECt J2iLt Q17te| SXYUC| 4,

QIZHLIRQ| 7|2 SURI2 2E AIRSC| SSHS HHE.

Life.lab @ Digital Harbour

AAH2|HE= DIC|0f OIE|AE EZ0| 0|:AIE (Troy Innocent)liAl 222 2l2/st
T TIRHR0| Ax[SH= 740l s K2 1517| YH Lilelab @Digital Harbour?t XS ZAIE U
C}. 0] X2 9|2|2 Ql5f O|'=MIEQ| CIX|E D|C|0f OLE Zi0fl 45104, 102} Z2 QIEHRI AJA
BT} A2 ZQEA| Sh= XIH9| IFES Alo[] HAE HTSICE 0| &, (EEL (Colony))= 2008
H 93 JH=IUCE
(Z2L|(Coony))= QIEHEIE TA| G& SHZH0|CH — YR= 2I8XQ! 40| Hef, Y
= R[S 0|C|o] 220 A7l Z31E EHISS o7t Exjo] SHOIH ARSI AS017| o 2t
A2|Z 03Tt 30HMIK| =A| OFE #42 SAl0| £Z + A1, 10 2= 0/C|of YZ=20]| |UX|
238t XIS LSt EiS02 N2 HEYIRE HAE X2 XFQI 2i210| EYS2 Hit
2| 0|25 7 [N AFEX|= 2ELCL

B i



| Z2HE

MHE 3 0|00 AES2 ISEA 2008 (A712), M2 =2A| 0|C]|0f OFE H|olitzy|(st
=), ZE|0|C|0] OFE oM OFA[OF AR (M7[21t =2 , 0|2 OFE|T|A (Emocion Artificial, E2H2)
2009 33|0[E|E QIHAER| 2|3 (Creative Industries Week, A510|, £2) S 5t QoI5 2|

OIE O[MIESS =2[512 AUt
Qo= 0| I 7|8IE

AAH|2[HELR| O Bt RO ZX2

— 27 D|C]0f OIEIAESS Aol HIHE 7[3IES ZARICE
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About Experimenta Media Arts

Zen Mizuik

Experimenta is respected as Australia’s leading organisation dedicated
to commissioning, exhibiting and promoting the most advanced media and technol-
ogy-based art. With our society so powerfully driven by technological change and
the information economy, Experimenta’s mission to stimulate innovation and enrich
all of our lives into the 21st century is not only acutely relevant, but also increasingly
important.

Experimenta has developed a successful exhibiting and touring model
over the past 7 years. The Biennial is launched in Melbourne and then tours nation-
ally and internationally for the following 2 years. Working on a two-year program cycle
enables long term creative and partnership planning. This approach allows the organi-
sation to focus on the development, production and exhibition of interactive media and
innovative screen works at the highest standard, and to tour these works to audiences
nationally. This model enables Experimenta to continue to present inspiring, creative
and rigorously researched projects that engage practitioners and audiences alike, and
generate wide public interest in the digital and innovative media sector.

Experimenta exhibitions attract a large and diverse audience. Experi-
menta House of Tomorrow in 2004-2005 attracted 122,208 people. Experimenta Van-
ishing Point in 2005-2007 attracted 160,942 people and Experimenta Playground in
2007-2009 will attract around 140,000 people (it's still on tour!).

Selection of Australian Media Artists - Isobel Knowles & Van Sowerwine
- You Were In My Dream 2010

- Interactive stop-motion animation, mixed media

You were in my dream is an exhilarating interactive installation that in-
volves the viewer directly, inviting them to leap and cavort from the enchanted to the
fraught in mere moments. Seated at a simple wooden housing, the viewer places their
face in a small hollow from which the image of their expressions is fed live onto the

face of the child protagonist featured on the computer screen within. Using a mouse,




the viewer can choose from alternative paths to follow, as elements within the tale
reveal themselves to be episode triggers.

Within the dream, the child discovers themselves in a stop-motion paper
animation world of charmed animals and mysterious forest characters. With just one
click a path is chosen and the journey begins, but the illusion of control over the future
of any character or narrative soon unravels. The viewer's expressions remain central
to the story, even as they morph between a cast of spirited human and animal forms
in pursuit of their unique adventure. Visually sublime and richly engaging, You were
in my dream offers an allegory for the unpredictable and risky nature of life’s choices

for the immediate future.

Kit Wise

- Xanadu 2009

- (HD digital video animation, single channel projection, colour, 6:00, mirrored glass,
135 x 240 x 30. Digital production by Darin Bendall.

Xanadu critiques popular representations of the increasingly virtual ‘ide-
al city’; here conceived as a trans-cultural model of contemporary utopia. Seductively
hyperreal, Xanadu depicts a vast and spectacular urban space of uncertain spatial,
temporal and cultural origins. Selected details are flawlessly animated, providing an
almost hallucinogenic quality of visual sensitivity.

An intricate, almost symmetrical digital composition, Wise has synthe-
sized imagery from various sources; found in open source archives, purchased from
global stock agencies, and still and video footage he recorded in Australia and abroad.
His diverse reference sources include Western Medieval narrative painting, traditional
Japanese Ukiyo-e (floating word) landscapes and science fiction cinema, and the liter-
ature of Italo Calvino (Invisible Cities) and Guy Debord (The Society of the Spectacle).

Individual zones of ‘truth’ sewn with such convincing thread lend a dis-
quieting sensation to the reading of the work. Wise has crafted a mesmeric no-place,
a true utopia-in-arcadia. Xanadu's megatropolis fulminates harmoniously within a
natural paradise. While disorder and dissent seem unimaginable in a place so care-

fully conceived, Xanadu constantly tilts the kaleidoscope between the desirable, the
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attainable and the real.

Lynette Walworth
- Unheard Voices: Invisible by Night 2004

- Interactive Projection

As we go about our daily lives, how often do we ignore cries for help? As
city dwellers, we are confronted daily with stories of suffering and grief that we chose
to ignore.

Inspired by W.H Auden’s poem ‘Musee de Beaux Arts’, Unheard Voices
is an interactive screen based installation representative of these voices from other
dimensions that are constantly reaching out to us, longing for signs of comfort. Just as
these messages go unheard, the text in this artwork disappears soon after it is written,
removed by what appears to be cold air on the other side of the glass.

An Experimenta commission, Unheard Voices was created by Mel-
bourne artist Lynette Wallworth specifically for City of Melbourne. The work was on

public display in a major public square and has since toured on many exhibitions.

Daniel Crooks
- On Perspective and Motion-Part Il 2006
- Digital panoramic installation

In On Perspective and Motion Part Il, Daniel Crooks produces a digital
panoramic installation that effectively reconfigures the time/ space continuum. Thin
slices are

excerpted from a moving image stream depicting Sydney’s Martin Place,
and are then recombined to highlight temporal displacement across space. This me-
ticulous experiment with time and motion refuses the seamless illusion of space and
time conventionally depicted on film. Instead, the pan- orama creates a magical sense
of distended time by depicting warped movement and blurred figures, some who ap-
pear to float magically across the screen while others appear and disappear within the

frame. The elaboration of varying types of movement reveals an underlying temporal




and spatial complexity, highlighted by multiple viewpoints, creating a polyocular per-
spective. On Perspective and Motion Part Il develops new ways to perceive continuity

and creates innovative ways to imagine the world.

Craig Walsh
- Urban Tide 2003

- Projection Installation

Urban tide involved the virtual immersion of the foyers of three major
bank buildings in Sydney’s Martin Place as part of the 2003 Sydney Festival.

Viewed through the glass surfaces of windows and doors, the foyers ap-
peared to slowly fill with water, with fish and crustaceans interacting with the building
and furniture. In a one-hour loop repeated, 13 synchronised DVD projections are rear
projected onto the glass surfaces of the buildings, commencing with the foyers empty,
slowly filling and finally draining.

The process involved creating scale models of the architectural spaces
the projections will occupy (the foyers and furniture of the three banks). Water and
marine life spill into the models and the performance is recorded. This footage is then
projected into the actual sites creating interaction between the projected image and
the three dimensional space. This is a site-specific installation created from a hybrid
of sculpture, performance, film and architecture.

The installation explored the tensions between the built and natural en-
vironments through a juxtaposition of different materials and the subversion of archi-
tectural function. Turning a space meant to protect us from the natural environment
into an oceanic container, which invited the viewer to question perceptions of reality

and environment.
Commercial Partnerships/Consultancies
Experimenta is involved with industry partners such as government, ar-

chitects, developers, city planning committees and private businesses to advise and

project-manage media art projects.
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Selection of consultancies
ANZ Bank

In 2008, Experimenta was engaged by BLL and ANZ Bank as art the
consultant for a major screen commission by artist Daniel Crooks, Pan No.7. The
artwork premiered in October 2009 on the digital artwall in the public foyer of the
new ANZ building in the Docklands, Melbourne. Pan No.7 is produced using the
revolutionary new Red camera that provides very high resolution and a level of image
quality normally reserved for the cinema. The work incorporates source footage from
Melbourne and major cities in the Asia Pacific and offers a view of the differences and
the similarities between cultures. On one hand the vastly different architecture and
traffic patterns provide contrasting colours and motion signatures. Yet the constancy
of human motion, the fundamental sameness of the human body highlights the com-

mon thread between all people.

Life.lab @Digital Harbour

In 2007, Experimenta was engaged by Life.lab @ Digital Harbour Pty
Ltd to consult on the commissioning and installation of an urban artwork at the Dock-
lands by Victorian media artist, Troy Innocent. The commission draws upon Innocent'’s
digital media arts practice and explores the connections between artificial systems
such as language and natural processes abundant in life. The artwork, Colony, was
opened to the public in September 2008

Colony is an interactive urban art environment - part artificial life form,
part icon of a digital media landscape. The weathered totems use light and sound to
communicate with one another in response to human presence. Up to thirty people
may simultaneously play the urban art environment and feed energy to the media
creatures that inhabit it. Each of the totems in the networked sculpture may be played

like a musical instrument responding to touch with light and sound.




International Projects

Select Australian media works are toured by Experimenta to prominent
international art events including ISEA 2008 (Singapore), Seoul International Media
Art Biennale (Korea), Multimedia Art and Asia Pacific (Singapore and China) and
Emocion Artificial (Brazil), 2009 Creative Industries Week, Shanghai (China).

Potential Opportunities

Experimenta’s aim from this visit to Korea is to

- Investigate potential opportunities for Australian media artists

- Investigate Korean artists to exhibit in our 2012 Biennale of Media Art

- Source industry partners for partnership/consultancy opportunities for Korean and
Australian artists

- Meet with other organizations for potential partnerships and collaborations

Please contact Jen Mizuik, Director of Experimenta with any questions, comments or
potential opportunities. jen@experimenta.org
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Morality

Nicolaus Schathausen

Morality is the leitmotiv for the entire program at Witte de With, Center
for Contemporary Art between the Fall of 2009 and the Summer of 2010. By isolating
this concept, we aim to withdraw it from any of the social, cultural, sectarian, religious
or historical specificities within which it is often deployed.

Morality is a provocative theme. From the bathroom to the parliament,
there is a total field of social engagement in which morality functions without bounda-
ries, between a set of abstract, intangible and general ideas. Morality is neither a
base nor a superstructure, but a smooth network of influences that supersedes the
law, governing both regulated and unregulated social spaces, and affecting daily life
in subtle, seductive, unexpected ways. Yet, there is not a unique or purely affirmative
sense that one can give to this notion. A number of moral attitudes — often at odds with
one another — inform the positions that, as political subjects, we assume in relation to
the events that take place in our world.

As a whole, Morality is an assemblage of exhibitions, events, projects,
and dialogues that will take place at Witte de With. These have been divided into acts,
partly in reference to the theatrical distinction between discrete but interconnected
narratives, but also making reference to the legal and religious connotations that the
term brings.

There is also a more obscure but important mathematical connotation,
relating to the theory of sets, in which an act is a factor of transformation that affects a
number of otherwise distinct and unrelated elements.

By virtue of being engaged in this singular transformation, they are
therefore already in the process of forming a common but as yet undefined identity.
This paradoxical operation is central to this experimental project, which aims to leave
the term “morality” as undefined and abstract as possible, allowing it therefore to in-
clude, against its own disposition, a range of diverse and contradictory meanings and
characters.

Rather than presenting statements that can be perceived as being right

or wrong, good or evil, the project Morality aims at showing a wide range of attitudes




that problematize a total conception of morality, focusing on the less tangible forces
and attitudes that shape common thinking and behavior.

Throughout the year, the visitor will first encounter on the second floor
Marko Luli¢’s Fragment of a Modernist Monument made to fit the foyer of Witte de
With, a sharp and humorous response to our request to produce a work for this space
that, at Witte de With, hopelessly splits the gallery space in two. Only by the title is
the visitor able to identify this object as a “fragment of a monument,” whose scale,
proportional to the scale of the theme, suggests a discrepancy between the institution
and the concept of morality. It simultaneously indicates a skepticism on the part of the
artist when confronted with commissions that are too specific about the space of a
contemporary art institution. This is the first in a series of interventions commissioned
for Morality. Each of these interventions will function as an autonomous response to

the institution, the project, and the exhibitions.

Which function does the (institutions) website serve?

For Morality, Witte de With's education department produces an innova-
tive web-based platform, working as an extraordinary tool for engaging our audiences
in discussions and debate. This project is vital for the production and expansion of the
different levels of discourse that Morality intends to provoke. The web platform aims
at integrating a range of levels and forms of engagement for a diversity of audiences,
from discourse to simple observation.

Alongside contributions from Witte de With's staff and invited guests,
the audience is encouraged to bring content into the project by starting an online
conversation through collections of texts, images, video etc, and to react to other con-
tributions. The web platform is closely connected with real life projects, such as live
streaming of activities and events. It presents developments and results of education
projects as well as artistic processes and discussions prior to the exhibitions, perform-
ance cycle, film program and symposium, with the intention to stimulate an intense
and critical interaction with our audiences.

The Morality web platform promises to open an unprecedented and ex-

citing space for a wider, and even more amorphous public than usually addressed by
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contemporary art. (www.wdw.nl)

Puplic projects

The Feast of Trimalchio, a new project by AES+F, continues the ironic
epic set in the real and virtual world of our time, an epic first presented in Last Riot,
shown in the Russian pavilion at the 52nd Venice Biennale.

The heroic and senseless battle of immortal gods in a virtual Valhalla is
replaced by an attempt to create a model of Heaven, embodied in the image of the
ideal hotel with its guests, primarily representatives of the Golden Billion, and its serv-
ice personnel, who come from the rest of the world. Like patricians and slaves during
the celebration of Saturnalia, the guests and servants of the hotel change places, liv-
ing out their capricious fantasies. Like a shared dream, an eternal pleasure unites the
characters, but a feeling of anxiety and oncoming catastrophe is ever present among
the inhabitants of this artificial island Paradise.

For this project, four international artists will be commissioned to inter-
vene on Witte de With's fagade in order to create a critical interface dealing directly
with the urban fabric of the city of Rotterdam. Part of Morality, these interventions aim
to re-imagine and re-negotiate the limits of public engagement with the institution.
Between You and | strives to open a space to reflect about morality today, inviting an
active response by the public concerning the presence of contemporary art in public
spaces.

Exhibitions

Act |: Beautiful from Every Point of View

Beautiful from Every Point of View derives from Horace’s famous apho-
rism of the first century BCE, “nothing is beautiful from every point of view.” Not so long
ago, under a regime of the imagination that took Truth and Beauty to be inseparable,
this statement would have seemed incongruous. Today, however, Horace’s sentence

is little more than a platitude, increasingly deployed in a rhetoric in which any point of



view, and any action, can find its justification merely in its right to exist.

This first Act brings together a selection of works that refuse to assert an
immediate, self-evident point of view on the subjects they represent. The works range
from poignant simulations of the capitalist sublime, to humorous commentaries on the
relationship between struggle and power, aiming at the gray space that we inhabit

between images and power.

Participating artists

Sarah Morris’ Beijing is an epic “eulogy” to a corporate aesthetic in-
tensely involved in displacing all other relationships to reality. The film reveals how
a cold, clinical construction of society intersects with ostensibly disinterested events
such as the Olympic Games. Adopting the neutral, uninvolved mood that is commonly
presented as intrinsic to High Definition audiovisual technology, Morris' film points to

the capacity we have to observe the world without taking part in it.

Tobias Zielony’'s Le Vele di Scampia is a neo realist inspired stroll
through the Vele di Scampia, the infamous modernist housing project by architect
Fran— cesco di Salvo taken over by the mafia since the 1970s. Commonly photo-
graphed from a distance as a decayed and abandoned project of post World War Il
modernism, Zielony produced instead a stop motion animation from thousands of pho-
tographs taken at night of the building’s exterior, interior and its inhabitants, producing
a narrative of “approach” that starts with images taken from a distance, surrounding
the building, entering, and finally reveal ing the people who inhabit it. Consistent with
his former work, Zielony here presents us with a surprising, counterintuitive image of

these marginal social spaces.

Philip Lorca diCorcia’s photographs focus on relatively marginal sub-
jects - pole dancers and hustlers, for instance — with a strange logic based both on
an aesthetics of glamor (Helmut Newton, or instance) and an aesthetic of individual
emancipation (Richard Avedon), refusing to opt for either of these strategies. The sub-

jects in the photographs are thus left in an ambiguous process of fictionalization of the
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body that is inimical to the emancipation of an individual subjectivity.

Ron Terada's Voight Kampff is a video-wall on which an image of a gei-
sha plays in an endless loop. Upon closer examination, one realizes that there are
three different women dressed almost identi cally. The title comes from the machine
used in Blade Runner to identify “replicants” based on whether they are capable of
having emotional responses. Terada's work plays off ideas of the future that are at
once archaic and impossible to dispel: the loss of emotion, overpopulation, and more
importantly the idea that “humanity” will only be able to see itself as one once it is con-
fronted with an absolute “other,” be it an extraterrestrial or a cyborg, as long as this

other is made, as it were, “in the image of man.”

Kris Martin’s Mandi VIl is a plaster-cast replica of the famous classical
sculpture Laocton and his Sons. The snake has been removed, leaving the actors
of this epic drama to wrestle an absent or in tangible force, suggesting a panoptical
theme of power and struggle: the disappearance of an identifiable origin, and the
replacement of an ethereal, intangible power whose effects are disturbingly real. Mar-
tin's sculpture thus adds a contemporary allegory to a figure whose allegorical conno-
tations had for a long time been reduced to a specific Greek tragedy. It also reinforces
the fact that our present continues to expand its relationship to that remote past from
which we are ontologically distant yet fatally tied through a lexicon that informs most

of our political ideologies.

Artur Z.mijewski's Democracies poses a radically different image of the
present, one that is at once more concrete and more expansive. Through a series of
23 vignettes, Z.mijewski’s film presents a world in which democratic ideals are at odds
with the enactment of democratic rights. Quickly one notices in Z.mijewski’'s poign-
ant video that the right of expression(manifestation, protest, selfrepresentation) often
intersects with ideologies of power and supremacy,xenophobia,irrational nationalism,
and especially with the replication or even revival of historically problematic symbol-
isms and sentiments. Consistent with his other works, Z.mijewski’s forces the viewer

to confront a series of moments that are aesthetically similar but profoundly different



in content, asking us to question which of these will gain the upper hand, or reminding
us of Marx’s dictum that, unable to invent everything from scratch, revolutions must by
necessity begin as a costume drama.

Josephine Meckseper’s sculpture and photographs make reference to
the ease with which our culture brings together images of power, militarism, home,
and consumption, replicating thus the contemporary drive to make power operative
in every available social space. Yet, Meckseper indicates this by creating sculptures
and arrangements in which the different elements are kept clearly distinct, making it
impossible to perceive them as a total system. In other words, Meckseper’s work aims
to reveal the non-identical nature of the systems that operate in our everyday lives,
presenting a perhaps naive or hopeful alternative in which distinctions between differ-
ent modes of living and different experiences of everyday life may be able to regain

autonomy vis-a-vis the totalitarian system that capitalism presents us.

Act Il: From Love to Legal

brings together a selection of contemporary artworks that confront op-
positions between anecdotal and factual, personal and historical, making it problem-
atic to separate desire from even the most ascetic relationship to the world. Exploring
references to biographical and factual histories, with Act Il we want to suggest a cycli-
cal trajectory that begins in private life that space and time in which on “is not an im-
age, an object(Roland Barthes) addressing the utopia of a time and a space in which
one would be able to remain untouched by power, truth and morality.

This Act opens with two works by Nedko Solakov, Agreement, and The
Bill, two seemingly naive and harmless statements that, as is common in Solakov's
work, set up a fictional space of intimate communication between the visitors and the
artist. Agreement announces to the visitor that by entering the gallery she or he is
therefore liable to being harassed by the (absent) artist; TheBill tempts the visitor to
take a 20€ banknote the artist has left lying with a message that presents an irresolv-
able cycle of moral and practical dilemmas should one chose to take it, or should one
find that it has already been taken. The exhibition opens thus with a subtle reference

to the series of fraught relationships between individuals and the social systems in

—
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which individuals unfold.

Participating artists

Danh Vo's OmaTotem is a gravestone that the artist has designed for
his grand-mother’s tomb. The gravestone is a marble relief, approximately 1 meter in
length, based on the four gifts that his grandmother received from the Catholic Church
upon arriving in Germany from Vietnam: a television set, a washing machine, a refrig-
erator and a crucifix. Thus, contrary to habit, this gravestone does not emancipate the
individual's subjectivity or “soul” from the material world but, rather, elegantly regis-
ters, through an assemblage of things left behind, a complex set of spiritual, anecdo-

tal, social and historical relations that affect and construct a singular life.

Katarina Zdjelar's everything is gonna be is a video of an amateur choir
singing the Beatles’ song Revolution that tangentially brings up the impasse that the
“private life” presents in relation to the formation of collectivities. Though focused on
a collective activity, in the video the different actors are individuated, framed mostly
by themselves, suggesting thus that the leitmotiv of this inspirational song can only
gain meaning and become tangible in extremely private and personal ways. The static
camera and the rather expressionless character of the actors give a sense of distance

and coldness that seems more ominous than hopeful.

Peter Wachtler's TomCruise is a large paparazzi-style photograph of
Tom Cruise that Wachtler took in Berlin during the promotional tour of War of the
Worlds. The photograph shows the actor speaking on his mobile phone as he gives
autographs to a long line of fans, contrasting the idealization of character typical in
Hollywood with a sense of banality and disengagement, presenting the encounter with

the star more as a disenchantment than as a climactic moment.

Christodoulos Panayiotou’s GuysGo-Crazy is a two-channel video struc-
tured as a before-and-after image of a set for a gay porn production. The videos show
the set, before and after an “orgy” has taken place, without actors, though the camera,




operated by a professional pornography cinematographer, behaves as it would dur-
ing the actual shoot. Eliminating the bodies, this video brings forth a methodical and
highly sophisticated stage that awaits action. One is therefore left with the surplus or
excess of a sexual emancipation whose bounds and frame have already been preset.

One might argue that today the surplus is the body itself.

Mark Raidpere’s Dedication shows his parents sitting against a reflective
door while listening to the chamber piece Dedication by the Estonian composer Erkki
Sven Tuur. After having depicted them separately on several occasions, here the artist
brought both his parents together, “for the first time within a single frame,” and the art-
ist himself can be seen reflected on the door, videotap-ing the scene. Faced with this
familial triumvirate, one might imagine the absurd psychoanalytical kingdom within

which subjects learn the relationship between privacy and silence.

Isabelle Pauwels’ B&E is a video and a document, though not a docu-
mentary, of a few days that she and her family spent at her grandparents’ home in
Flanders, during the process of dividing the inheritance. With this video Pauwels reg-
isters a series of candid conversations during which the family reveals a series of “be-
trayals” to the bourgeois values upheld by the grandparents, while at the same time
noting how the objects and histories of this household carry, for example, the legacy
of Belgian colonialism. More significantly perhaps is the fact that, through the process

of inheritance, things and people disclose the extent of their instability.

Tobias Rehberger’s sculptures are somewhat fugitive objects containing
elements of destruction and impermanence. Seemingly coming from a fictional world,
Rehberger's ambiguous and unsteady sculptures remind us of archetypal capitalist
designs, such as those of Walt Disney, that turn absurdist assemblages into accepta-
ble images, and through which childhood, and indeed an entire process of becoming-

subject, is methodically compartmentalised into aesthetic categories.

Joachim Koester's HashishClub is a simple installation that includes a

large photograph of a 19th century Parisian living room, a 16mm film loop featuring a
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montage of images of marihuana leaves, and two lamps hang from the ceiling. There
is in these images a basic reference to a situation that is utterly foreign to our present,
when the consumption of narcotics and mindaltering substances still lie beyond the
grasp of the law even if within the grasp of morality. But there is also, in the absence
of people, an inability for us to imagine the kind of collectivity that would fill these
spaces, a collectivity perhaps already fragmented by the individual desire to retreat

into itself.

Through her work, over the past few years, Isa Genzken has intensi-
fied her critical approach to modernism, producing objects and situations that reveal
how nearly all technological utopias, socialist or not, have been perfected within the
context of capitalsm. Generally pitched against a purist modernism, her assemblages
invoke a world without resolution and without method, a world in which nothing can
be fixed or given over to any singular purpose, a world without scale, an anarchic
world that is nevertheless meticulously constructed, and whose resemblance to our

contemporary reality is surely coincidental?
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2. Scott McQuire, “The Politics of
Public Space in the Media City,”

First Monday, Special Issue # 4:
Urban Screens, Discovering the
Potential of Outdoor Screens for
Urban Society (February 20086),
online at hitp://firstmonday.org/
hibin/caiwrap/bin/ois/index.php/
fm/article/view/1544/1459, This
essay was later included in his
book The Media City: Media,
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Beyond the Black Box and the Virtual Window:
The Scale and Location of the Screen in the Media City

1. This paper is part ol an in—
progress essay, thus confains
some parts that should be added
or expanded by illustrating spe—
cific examples or elaborating on
my arguments,

Ji-hoon Kim

Introduction: Screens in the Media City

Screens are everywhere in our global city. They include not simply more
traditional screens whose material and institutional places are historically and formally
stable—for instance, the cinema screen in the theatre, the television screen in the
domestic space, and the computer screen in our office—but an array of relatively
new breeds that came out in the electronic and digital age: giant video walls and bill-
boards, flat LED or LCD screens on the built surface, publicly located video/computer
consoles, video/interactive screens for surveillance, and so forth. Amongst all the vari-
ants of the screen different in size, two most recent are noticeable. On the one hand,
as in the case of “media fagades,” any surface of an object or architectural space in
the public sphere can be turned into a temporary, potential screen as networking and
projection technologies bring onto it the flux of the image or the audiovisualized flow
of information. The “object-becoming-screen (or space-becoming-screen)” divorces
itself from the finitude of volumes and boundaries defining the more traditional forma-
tions of the screen, even when its mode of spectatorship is grounded in a sedentary
and single point-of-view. And on the other hand, we are now witnessing a wide popu-
lation and ubiquity of various “mobile screens”—or portable devices equipped with
the small-size screen such as PDA, cellphone, PMP (portable multimedia player),
etc.—all exchanging audiovisual and textual information based on wireless commu-
nication and data storage. Those screens inhere in the rectangular configuration and
the stable material boundaries, but they are no more dependent upon the immobility
of the spectator as in the previous screen interfaces that dominated the culture of the
moving image. Viewed together, the two newcomers of the screen raise a remark-
able demand to redefine the ontology of the screen, besides the image or information
given by it, in terms of its changing and diversified relationships to its two components:
firstly, the material conditions surrounding it, and secondly, the physical and corporeal
conditions of its spectator or user.

The now-settled proliferation of all those screens are viewed as integral




to the transformation of our urban environment into a highly mediated space, its char-
acteristics often described by such terms as ephemerality, immateriality, contingency,
elusiveness, malleability, and so forth; for they are making the spatial regimes of our
contemporary city increasingly heterogeneous and unstable as they constitute and
deliver the virtual space marked by dimensional variability and formal fluidity. In this
way, the ubiquity of various screen interfaces illustrates what Scott McQuire calls the
‘media city"—a term that underlines the constitutive role of media in shaping and
shifting the very fabric of urban space. For media studies, the formation of the “media
city” is often regarded as the culmination or logical consequence of modernity as it
had been deeply discussed by critical theorists such as Walter Benjamin, Siegfried
Kracauer, Georg Simmel, etc. According to this view, contemporary spatialized media
platforms based on digital networks—whether architectural or mobile—can be as-
sessed by a historical interplay since the mid-19th century between the modern city
and the development of modern media technologies such as cinema and telecommu-
nication media. McQuire himself emblematizes this genealogical perspective as fol-
lows: “The history of screen technologies in modernity, particularly the way they have
been integrated into the spatial dynamics of the modern city, has been dominated by
the production of new forms of spectacle on the one hand, and new forms of urban
policing and surveillance on the other.”? In fact, the screen from this genealogical view
presupposes the screen as a mediator in general that formulates the viewer's gaze,
organizes a virtual world for him, and “screens out” its outside, one that is initially de-
fined by the immateriality of the represented space.

Taking the term “media city” as a starting point, and acknowledging its
compelling impact on the discussion of the relationship between media space and
urban space, | will theoretically examine in the following the ontological dimensions of
the screen that might be overlooked in utilizing it. The reason why this investigation
is significant is because all the features of the media city aforementioned might be
limited to the level of rhetorical tropes, or to the metaphoric articulation, of the urban
space. It is of little doubt that the pervasiveness of divergent screen interfaces is the
result of the drive to immaterialization derived from modernity in the nineteenth cen-
tury, but this view runs the risk of delimiting the role of the screen as a relatively fixed

parameter. Is the screen no more than a transcendent, constant agency to bring about
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the characteristics of the media city—that is, ephemerality, contingency, elusiveness,
and malleability? Rather, wouldn't it possible to say that today’s media city is making
the modern screen interfaces more “ephemeral,” “contingent,” “elusive,” and “malle-
able,” in its attempt to “remediate” them? Responding to these two questions, | would
argue that the ontology of the screen must be configured in terms of the overlap of
immateriality and materiality, the coexistence of its metaphoric and phenomenal im-
plications on the one hand, and in terms of multilayered relationships between the old

screens and the new ones on the other.

Beyond the Metaphor: Materiality and the Expansion of the Screen

In the terrains of studies on technological media—including cinema
studies—the screen has had two interrelated but distinct threads of its meanings. In
its most traditional and conventional version, the term first of all indicates a surface
containing the represented world or visual information that is not really present to the
viewer. Here the screen is shaped by a series of material and technical properties—
flatness, rectangularity, frontal position, certain distance from the viewer, material sup-
ports, and the relationship between it and the space where it is installed—all of which
guide him toward a single, centralized point of view and endow him with the borders
of the visual realm enclosed by the frame. These two functions have their own further
underpinnings: one about the determination of what is inside the frame—rendering
it to be a well-positioned and illusory reality, and the other about the perceptual and
psychological positioning of the subjectivity viewing it. Here the screen is theoretically
reconfigured as a metaphoric model or scheme for both implications.

The two meanings of the screen, material and metaphoric, are inter-
twined even in the “apparatus theory” of cinema studies, a theoretical thread in the
1970s that primarily attempted to postulate the constitution of cinematic medium and
experience in terms of its ideological, metaphysical, and metapsychological impact on
the spectator. Christian Metz, for instance, notes that a kinship between viewing film
and the daydream is derived from “a sort of effect” occurring in “a physical location
(the screen)™: that is, the viewer’s experience of ‘receiving the external world images

that are usually internal.” While Metz immediately applies his materialist awareness



of the components comprising the cinematic apparatus (the screen, the camera, and
the projector) to his conceptual scheme of “all-perceiving subject” (| am the camera, |
am the projector, | am the screen...”), Stephen Heath conceives the establishment of
the screen as a interdependence between a virtual image and a concrete surface: “In
cinema, the images pass (twenty-four per second), the screen remains; covered but
there, specified.” The key function of the cinema screen is, as a kind of background,
to ensure the edges of the frame that center the composition of the image and the
viewer's perspective. At the same time, however, it is a ground as a material support
for the image, operating in conjunction with the cone of light that makes it visible. For
sure, the latter aspect has been designed as invisible as possible in the institutional-
ized architecture of cinema from the outset. With the projector hidden from the side
of the viewer, the screen had to be fixed in light of its rectangular contour and aspect
ratio. Hence Heath is able to assert: “The screen should be one of the most stable
elements in cinema’s history.”™ It is due to this stability that the materiality of the cin-
ema screen is absorbed into the immaterial organization of the framed image, and, by
extension, into the process of producing the transparent and coherent space holding
the spectator.

When the cinema screen as both the “ground” and the “background”
relates to projection over the viewer's head, its material dimension is doubled by a
physical construction of the viewing space often described as the “black box": an
enclosed or semi-enclosed, darkened setting of the auditorium wherein the screen is
located at a distance from the projector. It is known as reinforcing the illusory power
of the visual image inside the frame and at the same time imposing on the spectator
an immobile and confined position. For this reason, the “black box" as such has been
identified with a locus for a metaphoric paradigm of cinematic spectator that is charac-
terized by the credulity of the viewer vis-a-vis the lifelike moving illusion isolated from
its outside world, his identification with the camera eye, and his regression to the state
of dream or the Imaginary. It is worth noting that even art critics and scholars who
addressed the popularity of the moving image and of video projection as a format of
exhibiting it inside the gallery wall since the 1990s have often regarded the “black box”
as the passive, immersive mode of spectatorship.® In fact, this spatial rearrangement

of the exhibition space must be read from overlapping multiple perspectives—not sim-
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ply from an application of the theatrical mode, but from the migration of the cinematic
apparatus and its image forms into the non-theatrical sphere, as well as from the tech-
nological innovation of video. But the critics and scholars’ assumption like that sug-
gests, in my view, that the specific mode of identification is so firmly grounded in— and
fundamentally derived from—the materiality of the screen, its specific situatedness in
relation to other physical, technical and institutional elements constituting the cinema.

Perhaps it is Paul Virilio who emblematizes the tension of the material
and the metaphoric underlying the conception of the screen, as he keeps on critiqu-
ing the increasing and formidable impact of the “accelerated virtualization” on human
perception of space and time. For him, the screen, encompassing different media
formations (cinema, television, video, and computer), refers to an interface that trans-
lates the three-dimensional—material and architectonic—space into the immaterial,
and thus virtualized, two-dimensional surface. The media image delivered by it at
increased speed, projected or transmitted, functions to deprive the material or archi-
tectonic elements of “objective boundaries,” so that they “drift and float ...devoid of
spatial dimensions.” At first sight, Virilio's screen seems to be predicated upon his
metaphoric use of the term regardless of any specificity of media, as he distinguishes
the cinema screen from its televisual and computer-based successors only in terms
of scale.® For him, all the screens are viewed as part of the technological execution
to annihilate spatial distance and temporal duration in the real sense, by which hu-
man sensorium is fixed into a quasi-eternal state of sedentariness, subjugated to the
ceaseless appearance of the virtual space fueled and replaced in real time (or what
he calls “light-time”). In this way, Virilio posits of the screen what Anne Friedberg calls
“a new metaphysics”: “The screen is the locus of lost dimensions of space and tech-
nological transformations of time."™

But this does not necessarily mean that Virilio's notion of the screen
is purely a metaphysical construct devoid of the material dimension of the screen
itself. As with the new architectonics that adopts the screen as a new window toward
the external world (or what he calls “the third window”), he suggests that it will “take
place’ in the literal sense of the word, in both domains: in real space (the material-
ity of architecture) and virtual space (the transmission of electromagnetic signs).”"

The pervasiveness of the screen in the electronic and digital era across our social,



geographic, and cultural areas might attest to the convergence of visual media trans-
forming our apprehension of space and time, but this diffusion and permeability of the
virtual space must negotiate with both physical and corporeal spaces that are inher-
ently heterogeneous and diversified. In this sense, Virilio's thought on the expansion
of the screen with different formats, sizes, and materials must be read as implying how
the virtual image, characterized by immateriality, flexibility and ephemerality, finds its
different forms in its ineluctable relation to the materiality of the supports circumvent-
ing and carrying it, to the location of those supports, and to the physical and cognitive
dimensions of the body experiencing it. Anne McCarthy elucidates this point as she

tackles the established notion of television media as immaterial and formally elusive:

It becomes impossible to argue that the TV set always organizes relations be-
tween, say, public and private, subjects and collectivities, participation and isolation, in iden-
tical ways across locations. Rather, television’s heterogeneous materiality requires that we
accept that its operations upon the subject and its use as a form of communication between
individuals must change from site to site, institution to institution. If the flexibility of the tech-
nology allows the medium to disappear into the evervday places where it appears, then surely it
must simultaneously disappear into the particular relations of public and private, subjects and

others, that characterize these places."

Despite the dependence upon its material supports, physical surround-
ings, and spectator (or user), the screen interface as an open, immaterial field to a
represented reality is often viewed as transcending the differences of all media forma-
tions, whether it is coupled with projection from behind the viewer’s head (the cinema
screen) or with the transmission of the image from behind “the box” invisible to him
(the televisual and computer screens). Here the “window” is taken—besides the “black
box"—as another metaphor for the screen which, in the most general sense, envel-
ops different historical stages of visual representation that formulates the centrality
of the framed image, excludes its outside, and thereby structures its corresponding
subjectivity—particularly the Cartesian subject. In a wide-ranging and dense historical
examination of visual practices, from Renaissance perspective system to cinema and

to the Microsoft window interface marked by multiplied, fractured frames, Friedberg
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emphasizes the continued influence of this metaphor (or what she calls the “virtual
window”) that has evolved across the collision and exchange between different media
forms and eras. The Quattrocento perspective system and the model of the camera
obscura in the seventeenth century established the abiding function of the frame,
which was later inherited by the cinematic apparatus. The cinematic representation at
the same time challenged the fixed position of the single-frame window by introduc-
ing the movement of the camera, transition between frames, and movement between
shots—all that shaped what she calls the “mobilized virtual gaze.”'? Yet she assumes
the screen as a relatively stable component of the “virtual window" as she asserts that
regardless of “variations in theatre architecture and films projected, what remains -
constant and haunting - is the screen.”"® This assumption confounds the metaphorical
lineage of the “virtual window” with the material, physical dimension of the computer
interface: “The Window interface is a postcinematic visual system, but the viewer-
turned-user remains in front of (vorstellen) a perpendicular frame."

While relying on the “virtual window” metaphor in his brief archaeology
of screen interfaces from Renaissance painting to the desktop, Lev Manovich casts
light on the material and physical dimensions of the screen embedded in it. The new
adoption of the screen, including the advent of new mobile screens and the transfor-
mation of physical space into a temporary screen space, disrupts and displaces the
viewing experience that characterize two key previous screen interfaces—the “dy-
namic screen” and the “computer screen"—while still inheriting them.” The meta-
phors about the expansion of screens in relation to media convergence cannot be
precisely grasped without any consideration of their materiality and spatial contexts in
which they are installed or used.

Becoming Public, Becoming Mobile:
The Parameters of Location and Scale

As Mary Ann Doane astutely points out, “with the cinema and the rapid
dissemination and multiplication of projection situations, there is a crucial although
incomplete displacement of touch by sight, materiality by abstraction—a movement

toward dematerialization of the image that circulates and is exchanged.”® Here the




cinema screen, in its interception of a beam of light, serves to stabilize the ephemeral
nature of the image that endures in continuous movement over time. But it should be
additionally noted that it does so by making its material existence seeming to disap-
pear, or, to put it more precisely, by identifying its edges with the boundaries of the
image frame. Hence it might be said that at least in the mainstream setting of cinema,
the screen, like its other material supports (the projector and the filmstrip), is as much
dematerialized as the image. And yet, since the popularized obsession with the “sub-
jective perception™” of visual impression in movement and time in the 19th century,
this dematerialization has been, according to Doane, balanced by another tendency
toward the materialization of the supports of the image—a demand for making our
visual experience tangible and concrete: “The cinema, immaterial product of a beam
of light, is haunted by the miniature, touchable, manipulable, opaque image.""®

The coexistence of these two tendencies—i.e., devices that lend the
image proximity, portability, and susceptibility to a viewer’s bodily movement and ges-
ture on the one hand, and screen-projection complexes rooted in a stable position
of the spectator and the distance between him and the immaterialized image on the
other—nhints at two ontological parameters of the screen that might be neglected in
the metaphoric conception of it: scale and location as the measure of its material and
physical aspects. From an art-historical perspective, Dominique Paini identifies two
ways in which the image has been produced from ancient art to contemporary art
practice: one is the attachment of the image to material supports (for instance, paint-
ing circumscribed by a picture frame or drawn on a tangible surface); and the other is
the interception of a beam of light by a surface (projection), which carries out what he
calls the “transport of a luminous image.”"® Paini addresses the relationship between
the image and its place (both a place from which it derives and the other at which it
arrives), but these two categories, in my view, can be extensively applied to articulat-
ing the scale and location of the screen at least since the age of mechanical media.
Basically, projection “take places” without any architectural design and construction
of the space, once light is able to dematerialize and then transport the image whose
source is away from the viewer. This is the reason why in projection the illusion of
moving reality is magnified while at the same time being uncontrolled by the viewer’s

body (it is controlled not even by the size of the screen, but ultimately by the mate-
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rial or mechanical source of light). However, both the fixed aspect ratio of the screen
(and of the frame) and the “black box” configuration of its architectonics testify to the
extent to which the scale and location of projected images has highly been regularized
and standardized—that is, grounded materially, technically, and locationally—in the
mainstream cinematic apparatus. As examined above, the cinema screen shaped by
these two determinations naturalizes this condition so deeply that it succeeds in the
dematerialization of the projected images by its overlapping with them.

Seen in this light, the television apparatus, and the monitor-based video
installation in the 1970s built on closed circuit and instant feedback alike might be
viewed as a small-sized counterpart of the cinema screen, one that provides the view-
er with the proximity of the image and the materiality of its supports, despite their lack
of portability and limited user manipulability. For their screen—the televisual screen—
invoke them as a technical object, however varied and heterogeneous its forms may
be. It occupies a particular spatial location, thereby encouraging the viewer's engage-
ment with its images and surrounding space in the phenomenological sense. This is
the reason why a series of discursive tropes with respect to television and video—im-
mediacy, intimacy, liveness, simultaneity, etc.— by way of defining them as a medium
are not unrelated to their physical and embodied aspects although they explicitly point
to the immateriality of the televisual image and the derealization of the represented
space.?’ It is in this sense that a group of renowned artists—Bruce Nauman, Dan
Graham, and Peter Campus, to name just a few—explored how video and television
would deconstruct and redefine existing social, cultural, and psychological boundaries
through their capacities to connect and deflect previously distinct spaces. Capital-
izing on or transforming a live feedback able to forge the simultaneity of transmis-
sion and reception, their work constructs an “immediate, present-time environment’
wherein the viewer is situated within the interpenetration between the framed image
and his “individual and collective real environments.”" In these two categories—the
commercialized and domesticated television culture and the video installation in the
1970s—the screen does not simply get smaller in terms of scale: ranging from a small
monitor to a larger-than-life video wall, its varying size underscores the extent to which
the televisual apparatus permeates different locations so deeply at the same time it is
intimately dependent upon their physical and architectural contexts.



While commonly grounded in materiality and site-specificity, the two
threads of the screen—the cinema screen driven by projection, and the small-sized
screen anticipated by the optical toys and the televisual apparatus—had previously
been regarded as distinct not simply in terms of medium specificity, but in terms of
spatial characteristic, i.e., the relative stability of the former vs. the variability of the lat-
ter. They are now converging in a now wide-ranging spatial form that has increasingly
prevailed in our experience of urban environment during the last decade, say, what
Manovich calls the “augmented space”—"the physical space overlaid with dynami-

cally changing information."#

The Networked Screen, or the Screen Goes Relational

It becomes more and more significant to consider these two kinds of the
screen as intimately corresponding to each other, exchanging their mutual influences
in the larger formation of our media culture that propagates the moving image and its
cohort audiovisual stimuli. In this sense, Haidee Wasson proposes the “networked
screen” as a concept for linking “screens to the larger and frequently amorphous ideas
and practices that constitute them, and to the material contexts in which such screens
connect viewer to image, user to screen, and spectator to spectacle.”” Seen in this
light, | would argue that both the architectural surface or object becoming a screen
with the support for projection or transmission (what might be called the object-screen
or the surface-screen) and the mobile screen are viewed as two modes of expan-

sion—and as well as decentralization—of the traditional screen.
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2|7t Hopk= TS Ofsiot, sk HIESH= SaEol 229 HE2 HZ0P1 IS 2+1eiCt,
c’EIQ Al 322 o EEn, TS5 SAl EF%GHII._M S5 Loz B, 0l2fet 4
52 2|9 Az Z2toll chgt ofatiet, o Lo 25 AAZ0fA 0 Fels F=717 0] A2t
Aoi|Ad ﬁﬁ%* A7ISS CiFHIE2|ot TN, TIADL &Y, ARl S8t 018 A0l ZAKIYoIA
RIS ATt 0] 2SS SAICH AH| ZA| Lo M Z&3H SEoM SLSHX|T, M SAIC
9| ZHS Olatial7| et E2 OIS Crfet &Alo= HSiCt,

=

7} 1Rt (XHE 2|AE)

Ol=7} Ol2A|x (Edgar ARCENEAUX)
197214 0|22 ZAMHA SM 2AOHHIYA 74T & EHA HQIA (Charles GANES)
194413 0|2 AFRANECIO|LE HAE M 2 AMERIA HF

(AH|0|= Z (Snake River)) (2006)2 Of|=7} Of2A|:=24 HA AHQIX0| T ’5!%19

2 F 1ol 2loid FASTHAL0|3 ZoilM EFet =71 25 GME THE Xo|ct. A4H[0|=
2 017 21012 (Wyoming) F2| Xz & (@cl-:son Hole) 4] 212 S4= (Jackson Lake)Ofl A J\I—.o}
Of 010|Ct= (daho) & 74, HeIE (Weshington) 20| U= kl"r‘ WEQ| Q% HSH0IUE 2&
H|0} 24 (Columbia River)7tX| F 100001201 0|2= Z0ICt 22| A2} 2|51 FAL| HZEE A0
| xlx4x-| %?r?ﬂ %M-K'Ig EI_I'EO'iLHEHM ijlE: I'-(a :]_[HEQI %EPHO] 71%2} JJJ’I-I-IO] xM‘E
A2 0j0iF= LLH0|L XQI Z2HS FUEE Fat 7IHE AERITt SAU2 1R22 YRt &
U522 Y BFE 2R 9. |7} EICt. 0] 01F2| YrIE2 ZS XIEeHdY 4"‘:@ 32ln F

A2 Ofslishs RFES Sall 7t 2Lk 0f ZEZ0iME ZS wet F2RIE ARE
SEE2 QERE FHO0| L2t 0[52 S Fo|Lt 20|, J2| 1 [z FHUOIRATE A=



Olct. Zat 2l51d BAS2 Eal/H|C|2 otof Azletojn|X|e| FHOR (S0 2sh XIHHEiE) 215
2 ARHBRE Wt 8X0ks) 22| SHE0| RRBL:, itel Al/3Zi0| Eict,

of=2tst 32 XUTIA (Abraham CRUZVILLEGAS)
196743 A B4 HAIT AJE| 245

of=efet IERYTIAC "XF7| — 74 (autoconstruccion=self-construction)” XA
. TB0IE, HEES0| 25 Zr| 22|10 AR =X §Y, II'_ELJ WSS Aot 19|
2 AH|ALZ[C] USO|LE HHIAE, AR 71R)7t Ol= MEEE 0|126k= UI-HT3s2X &
—OItHXQ1 Z{0|Ct, Of=2fs IZXWTAC| X2 KA 79| 0I3| A Z1} OFFA T (Ajusco,
FAE 'E.’ O U= SH) FHO|| 2Hot 20|, 0] BA= HAIR L X|HO2 196040} 012
A0 10| RRHST Z2 01F0IS0| FEGIHA LoiRCt 0FEAT | E42 Sxj A
LA 280 7IssiX|n O HR4o| AFEHN, 1252 Fel7t 20| Halstn
ShD, SRA0I 2|0 Mi[Kog HES A2 ARE SAAMD SEAMC 32X
10| £f= A7 | g2l 2E=0|Ct X|F LY HIXE HiRS0| AAZ M50 HAT,
HIEet AE[O E* ARl I YT alks, 32 HTS0| 2o Sis fidnt 22 27450
FSAL &, Q=S Al0|2] CH3P7} Gl HIMSAR! MEWAIS HOIECH I2XUWIIAE AR &
&= FAlsln L_E%( O] AL 2Z, Y S)= HIMFXOQI 0[0F7|E 2tS0iL=E £7| o2 Hat
9| 714X X8 ARt
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CIZZLI01E 017 |4 A (DECOLONIZING ARCHITECTURE)
TYAEIQI 2fEe} O|A2IA HiSEo|M EF

CIEZLI0Y OF7 [EiXE= EAIRISIEI0Z N S2H2 B8ioh| Hol 7152 01851,
2ej|M=2 HIE| (Alessandro Petti), MC| 212 (Sandi Hial), 0|2 HIO|=0t (Eyal Weizman)2| Z2HIE
O|ct, Sgrot X|eHAIH| stofl U= 552 XA Xilok= 0| IR2ME 52 &0} TA|AHElo|
MEH 80152 ohks U, CIYSH 2HQInt ZEIS0| £0i2 Salf Hialsh= 281K, MM 24sHS
= E.U\I?IL “ArAtio| ”(arenaofspewlahon) % E_i 11—01 Et%t ZHIE0 "*:oH Li
&

ol ofc, ZejAcfolo Jé%’it S Sl T £7H 2458 SHGkE %2 1 8oz
C}. O 2 HISIS 2I5t S OIRIaP| o, Mol B2 e S8 Sals ojAaidzyE
RIS} SIS BLAERIS| "3y 7% (ooomrized ane)” € THSE ¥ 248 XIEC, 0
XIH2 ZA/RRIR 30| A1 0JA21 ZEXI0| HSS0| AR, APHE BEI Clofst
NS ol SR8 Al3i0) 32/0] Eit, [BAOIE0] i 2ble] 21

ol

wnisodwAg [euoleweiu]
= 6002 ~O
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Ot=2|o} Z2|0} (Adria JULIA)
19744 ATO| HIZAIZLE SA 2ANEHIA 74F

Z2 Haiot ARIoZ XIi5h= ot=2|ot E2/0t2] AE2 LM HA Mo|2] ZAIE
S2|HA, CIFst TA|Q] 2|1 £A| 01| ZZHSof Zalf BTSICH ME0A S2[0l= 71, M,
1x|, Z 2|7 S2AD 22 JHESS TR HAL S2150| 0 ASAQ1 4 LHojA 7§12 ZEA o]
st MZISS BHSICH 7t RIoA THE AEES S0t TGS SAI0 47IA7 = HEH
£ S5f XiXEE|D HRoslTl=, RNl iESS HASt Zu=0|c) (He|ZL|oF H=0f U=
 2iat HA S (La Vila Basque, Vermon, CAN2006)= 2AMBIA ALY {2 &2kt A THX|
tol| Ql= HIAT B AEZI0IN EFT(UCt BEXOR CIFHER|0|D, F Y= 0jof7[el o] F
101 A= UZO| ARIZ0|CH-71EQ AL HIAT 01F0IS2| H2|, it FAf, YEC| Tt
Olni|2i7t E21o| =70t 28t & 8lo| 25 59| O|MSIz|m FsH 2. (T CHE FA0 CHEt EA|
(Indications for Another Place))OllA, Z2/0k= S5 A AP T, 01F2| 3& 2HHE AIS3UE =
A AFS|Z0| ABIXt AFS ZE2|0f| (Charles Fourien)2| SELIOM AE 0125t AU, 1947
Zbh 0|20 HE T2HES EI5IC) HajA ChREIR0 Q= 2IFLI2 (Reunion)2t BIAIAN QU=
E2|LIE| Z (Trinty River), FAIX[0fl Q= S0| i A SSA (North American Phalanx)2t Z2 O|X|
o HASS PHGIHA, Filoie] FEXIS2 T 2220i| 1600H0| &l Aok 3SHR! Tt
A3 (phalanstére)oi| et AZISS Alstol| S7iCt Z2/0k= SXH Hoi7t 2 0] BAS0| BHZ A}
FS2 Sl 0| 1SEE2 FAIR} M 121 YT AWECt I e 2M, E2/ofef EY2
FHolat Zicto| KIRE Afo|2] xfolHExt 0f2it AIOIS ootz =X 7IAIS0 Chish H=S B
C}, AQIQf RIUSHS DT AR $|7|E Zeffoict,

rx
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|gru
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2212 (Minouk LIM)
19683 Citi= T 2, Mz 7%

Qni2o| oiAt X4 Al NSO FEESH L ZHS HF1 UC 2149 &
A2 AlS|0l| = Gk HIASHE BiCHEle| o[t EXSN 22 X8t HOIX| Y= J2|w I
Ao 2SN} HEICH (ARTJH (Game of 20 Questions))(2008)= 8= ARSIl A4 21FE0]
Q29 & 31512 fsh Hal= CH2st EA| (Migrants Arirang Festival)of| 218t CHRHIEZ|0[C, 2
7to| wojl M2, “R2|= SA0[X|2t AIX0| CHE ZHo| ZxfsHA M2 HoM UCL” SaHZ 4
EME U= CIR3EME 22 LSAHEAML 0F LeEAH SHIZ 25| 2K UACL 0[213 BE2
Z512 T DIZ0| ME, SR ARR2RE UKD U=, B2t A2l w2t =502k M2
S C}2A HEf 2O 20| HFIS HISICE (3t IS XpAO| 01t 7150[ & 07 of] 12|2 XIF



ZXiioh= ot HHO| AIRSS FHOR EAZ A2UX|of 25t =152 C'Hlﬂfﬂ 1SS H._*%“'

£ Z0|ct. 0] HC|R0iM 2], F°F,
ei2i=ol 2|%4, F710Rt A , Z2Z0(| EL5| 0| 0[HIEN| Eo3i=0], 2= XIS
it ol=2l0|EZ SOS Z2A AISE E%QE M, ZRAIQ| 2X| 0[0F7|E S2AFAUCH HEHA= R
HOf LHFIQ} I, SHAH, O Al R0flM O|F01%T, FEHRt HAZICZ HFRLIAHO[ESIZA 2
AT Of ZU2 WHEA| AlRXI= 7124, 204 Chet I1°* Jz2|1 ZA| L 7kt K| 2o 2t
off 2f2S x| Tt

g1 (Kyong PARK)

AL 4571 2|1 0127191 9hA0| Clfet AUS2, HCiAE|9| XIF=o)

g2,
ot ZHE, XM, 22 ZAST Y952 Ja= Al S0 ZHE HFe, 2L 7IE, J2l1
MHHSZ OIR0IM QUCk AlZH OllE, 215, 012, HIHC| HH0|M Zigloh= BIA2, HIAE AR, HIC|

2, HX| 2 12|11 M2 0|C|0SS 10| Aol SEARICE J2(1 0[2{8 19| A= ZAL At
3|4 Toiet SO, 231 J2|1 SEM SIS0 ARRICE O CIER0|ER FES Tt
2 5=, 022 TAISS $ist 73 AEiA (nomadic laboratory)R! A TA| S MIE] (intemational
Center for Urban Ecology)2| Z2IXI0[X} CIIEO|CH J= “AZ7|XIE ZAIS (shrinking ciies)” O
2j0 2= UH0| IRMES MSIHA, 22 B | SOt CIER0|EQ| TA] 97|0f ZHE UF
OiRICL "ABTIRIE TAIE™ 2 MEIS2| 01F IETt Alsl-281 Slat g3t 12|17 H74%l Hext
S9| TS X|=2 HAFHD HILSITN, M| ZRO| UHE SAOIA LIELHE 217 ZABIAN 2l
SITASICE 7F 2120 2= (M2 A3 25 (NEW SLK ROADS)2H= MISQ| &7 | 2 HE| 0fZ!
SHRCE O] ZRAELE OOt TAISTH 10t ZRUE AHE 014 SHot SaEID bRl Al
ZES AmEE= UB0| TA| g ¢ T2HEO(C, 'REX WAl (nomadc practice) Off t2t,
1Z2 AR HICIR, 27 QIEIRE Sl =A|2| Halol| 2ot XI2SS S26HD 2AGIHA, O|AE
ot =3 A0|2] EEEH REE 0I38H MOIE of3tis ARBICH MAIStel &2 GiAlZIT & 4 Q!
= 320 AN ZQHS 7HEC| 2 0133I21A, FIth2| ZAIA XX 29 SoflA HZH2 A
QIX|Qt SARIZRO| MBS, $7| BAFOI| HE T2|1 M2 SAFQIXY/XIEFOIXIE H5it,

m{[{ JE oin

22|E 2= (Walid RAAD)
1967\ 2{|H}= Chabanieh 24 521 H0|2E H{FE

o|C BlE= HIAE BM H|C|Q HEMHA 2lHk= A2 X (Lebanese civil wars)
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2 XHol= HEHA U AR ZRHE CIFHER| TE HICIQ, AR 021} AR| S0 265t Cigst
x| ko Qlct 19| 7|EH|AQI 154 SOte| maHIEQ| (O)ERIA IF (The Allas Group )2 7}

e
o
- o

M
mjo

712 X2 S a6, Halokn, Yhishs 2FEE S, k= Tl Al

1 05 HEES HEAUCL FAK A2dn DNo| ZAIS Boks Ao 2y
S 7I20[EA, ErE“ ZIZ 0B DAl 26t A7 2HEN| A3t St AT X0l Alzt
=2 et M22 AES 2HE241 3= 229 Y3 OIS 215t AThSt XS0 SAs B2 2=
D2MEE 0f2{3t sielof Chst OlcI227 1N, ZAE, FrIMe! TS0t 23t 2aE 3N J8ut 8
o| £CtoR 7IR5in Botssrt 2les MY £ (Jaal Touic)?] 21t "AHH At 0% M52 &
Z (the withdrawal of tradiiion past a surpassing disaster)” 2t= 719] 2HE0A o Liop}, 22%e
2 020 HIZENo2 OFZH MAA] eHE Cifeh TAS0| 221t TS o 3= FU20
E5H 1 YA OfiH=X| RIRSIC)

0x OH
e}
>

22 nx
e
][]
=)

]
I
o=
n
W
ru

o2t MiZ2t (Allan SEKULA)
19514 0|22 HAH|L|OEE 0[2] B4, 2AQWERA 743

AMEIZI0|XF Ei7101 o2t MiZat= $itl 27| XIRFCfE A6k Cie 20
Eﬂﬁt? | 21l TAIZ], & HAE 2|0 FSES 0[ZBICt 12 RASS M2 Salat Mol 2
i Z2S SX[HA, 7t o6t "UME XI2F0| MMl el J2|n SEX XY (the imagi—
nary and malerial geographies of the advanced capitalist world)” 0ff ZMES &1 UCt 19| 7|EH|

ol

Hol m2HMEQ| (E117| 0[0F7| (Fish Story)yi= MiA| 22| B2t gts 7 S¢ %f""?; AREL 7 1=

£50/c}. = 2AMH|AL MClof nofiA SL5t0] Ea| o=, ARSHE T2 | ST of
SSIACE. 2= O] OfE0IAf M7l TR R &7 ZAOIM XIEE o2 AojLE= HE, 7/0t, XA
2loi| et LIBSS 2=, Ol it 2% 3._* S0 HAle 0[S Al 4; SR SA |01| At
SIE-ZHERI 32017 | BiCh= S FHalire R0IRICE (S 0I2IXIS1 CFE oS0 28t

0/0F7|Z (Polonia and Other Fables))2t= Iﬂ%_l M2 zi2 APHnol 298t LEXISO) 9“'. ALt
Z25t 20| QU= Z2tc 0|PIXISS S3l, Al B0l 0lXl= AlelX SES HIEECR 7|=5tn
ZESICH MZ2tel ArZlol chst 0|20t XigiE HESI= A2 =aAt FAIR} ZXof et 10 G-t
2 Z9sich 19| Riyol #iM2 8 =2 XtF, 0/0F7], FA 7|, J2|1 AlpXoz S8E=0f
x| S, XI=0i| Cht ZAOICE MiEzts XES Sal ARIS H5iK|e thaSat 22| iiH= =2l
= 40| 753017 2l RIDS AL

LIA2! EtHER}O0| (Nasrin TABATABAI)2} HEr OFZ2FA|OH| (Babak AFRASSIABI)

LIAZI EHIEHIOIRt B OFZ2tAOH = 2004501 (715 (Pages))Ol2t= XKL
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HES ASCH 0] ZRHES H{Eo| 7 L I 39/0| 2718

[ E21} 09 QA Al AO[0A LIERES ABEIR Xi7[8HA0| 7154

n2MES H2AOIYI0] S 71| 2102 K| 245 MO, HIElQ X2

| sioiSo| BT} 212 SoSO0ICH 5| 021N, (72)S EX ABIST ASSl= HQISS
71M SX A0zt 250| XiRistn Yk, 0feE MAMS0| ZRslel= 200j Hickshs A}

[ AZIS0|Ct, XI0] S45t BT} ZHE| SHSS oigsle 2. ARSI S| ofs
SHE W[5k WP 61 5, B0 o 72 ChPIEE Bisofzc) (7[2)e
AR5t Bict 0j%f (7122 27tuishl olo| FEElof s,
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lol

X240 2SS FRAT XIHAS SAATIS BT HAIS RIASICE TRME0t S 71| oloj2 & &
XIS 2571 250| HFH AllX 1211 HEIK ABISO) 2st 4218 BoRl0| M e 2

X
ZBIC} E[FQ HIC|Q TR2HEE= 2ANMAN QU= 02 14 L™ YaZ0f 25t (Satelite
Geography: as long as it is aiming at the sky)0|Ct, 0] HE2 M XIS TS AtelQ) Ha|An}
X of] 25t Hel-H|F (tele-visual) 742+ HIZ{ol| CHaH 0j0F7 & Z0|Ct, EfHIEIHI0[RF Ot 2tA O}
HlE IHECE HEA0IZ & W T2IHUS SE06k= 20742 914 EiH|H 2ka=2o| Xt
S1} OHGiT) of2fet Z2 IS MHok= ARQ) CiCt= Of2 LHol| 7435k QI Z2HES S5,
EfHIEH}0[2} OFZ2tAOM = HajH| ™ ZR2IUSZ Sofl 2| Tz X0| PAQUX| MzfeH=E7|E &
eitt 0] Z2HEE 0[2t0] OHmof| AT Q= ZE AIFKISO0| QAGHD U= 0159 X[&EH, X
72|10 23 HAlE HoIEC 047|M 0IF0[2 047 |/K7|, XIZ/CkS, J2|1 $4xHet oj2Het
2

g2 YA 7IXIE 2ofeict,

12

X|E
>

HIZAIEZIE (TERCERUNQUINTO, HA|Z X7t 28)

Tercerunquinto (ZO{Z 1/52] 1/3° & 2ojj= £2|Q 7IAEZ 732 (Julio Cas-
tro Cameon)2} 742/ 7ixf2i| Af2tA (Gabriel Cazares Salas), 22t Z23A EHZ2 (Rolando
Flores Tovar)2 1A AR A7} J0(Ct 1996 ZAE 0| 182 W2 A #EE 1509
2= S, AR St 3T S22 ZA(of e, o -0l 25k BHS0iE 1 AAE
HESIHA QES M2 lok= A" 2 F2 ETSIC 249 Tercerunquinto?] Z2HESS 22|gn
EfgE oid S0M= 63| ZXifok= XIRE &t S & SXo= HEXN h= ZAN 7|
gt AlAIo| JHUS 1O ZIQ SENZ FIGHRACE (A X|729] &H%f (Ampliacion de un area verde)) (2004)
OflA O] 252 FAFYQ| SS ST, JHO2M XISKIS0| 2SO0 ZAMAMAIE SRAZH
OFECH (2E HAIA(Open Access)) (2005)= EZE2| It SHE ( The Power Plant) Z42{2|0f| A
X2 Mo, 0| HES ol HIFMEZIES Z2{2| ZKIS0| Y SN IHEAM R=E 51, F
B RS s 2AIE Aeje| Z2 AR
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OH|3EZ HI2IMERZ (Apichatpong WEERASETHAKUL)
19708 Elf= Y= 2 Y= HF

10 O& ASC|Q AJAEO| Bloj A ZiRsH 2 HIIHEIA} OMLIRE HEtMERES,
70| ZZiXo|1 SA0f AH|I22 HHEAS AHASt 2|0 MXAUER IHER! BES Host
C} 1999 o[22, 1= 19| A1 ‘7l of DAl(Kick the Machine) & Saff AlSIE s}t A}
£2 gM3l5tT g Yol= o =202 Hodshtct 19| Ul 7HY AHd=2 LE A2 H|CR
MR |1 (LXK 2242 &l (Unknown Forces)) (2007)2 x|, #5A| 12|10 Zwe| FXfHAZ R
(Uncanny) Z8IO= $ixf Efi= LY S2tAR A BIGSICE 0] RE2 2006'F FX|H ABE0(2HH
X5 SiAIS Hid5H= 10| QIAKOI TN|C| ZEZO2 &0 5t si=ol TRMof 25t 2i0(0, 12
Li2je} EZQIS0|AH| EL= Ziolct 1= et E5| Atqet H2EHA, MAIA 7F 317 (Make
— Believe)XQ! LIZL0|Ct FQ AIS2 D5 1i749} DFEDIXIZ, ARISC| &0 2fsh 01F0{Xk= Z0|
Ch MRISER XIQE Z7|1 QU= AMiGHK[T Bilf= SOILID QUCh L= 57+ SF0AH HAZIAE 2t
70l 2|7+ CHK| o] HGHR| Atk USHD Ak LH7} 0l2{3t SHE0A o ks A8 7|
QEXlE & 2aict JiLt O 0y 37|alE XSek= A2 Qlrt” 2tn L 20| Z2XE
Q1 <0|7Het (Primitve)) & £0] AZ (Uncle Boonme) —19| 114Q| A2 A7IAI7 [= AlE-0| 25t &
HAHIS 20l ZAIE 518M Ut YRR el B850 U= 2l2A ZZO22H HIREUCH &
7|2 Y LIFO0KNabua) OF22 SMFORIZ e ARISS HIZ5t7| Hoh, 1960CHR: 19804
CHoll Ef=2 ZCHOl 2fe HAZIUE HA & SHICE LIF0K= &S Aetat HE, Zo| Fo|c,
OO AIIS0| £402 TURC MO ARIS2 F2 041t 0f0[S0[RICt 0j2{8H 1A 11
o| Xi=0fl S0iR 2E XIS SUISICHE IHE [E0f 250 XS0 HaiA Liz{e= 1o Haat
SHBICE 0] FHAXE, 0| X|F0ll= HXI7H SiCt H2MERZS] (OPHEHE 7|3t oldi2=27 |7 A
S AN M2 7242 A0f £7] il TS 7H40| AILR2|QE PHS0] 0] XSS CHA| J24HhCt,

ZH H0]2] (ZHANG Peil)
19574 = &K & KR HFE

19800 Stat 1900WCH & X|X2 HICIR OfE AUS AIXISI0] = BICIR Of
EO| Oft{X|2 0{74X|= F H0[2|2| RASS X|ZEt2| 0|2} (Aesthetics of Boredom)ztk Atz[X, FX|
X X|boll 246t FHSS E7Sict & Hol2(2) 222 SAIKl= OHLRI2, BRI0| ZE5t= Kot
0129 0}0[2{LIZ 0/B5l= HXIMS st UCk $22 2315 (Cultural Revolution), 19892
HOK2 0I5t 2 (Tiananmen Massacre), 12|11 $RH0| 245t ZH| HEES S48 Ml S H|
0212 72t 212 ME2, WE HTi(ound footage)S AEElSHT BEEC2M 25, A, 12|
1 20| 0| FS0] chst 20| A2 HXl= Zolch E3 0l Xt A2t HO[2|7} o2 HITI2



AR| ZIAS0IN SFEECZ CIF2 0|C|0] 0FE2] ZA(of ol =it (R (Last Words)2 S5
OHE*'— A7 l= U Fste| 2|mj0|30(Ct 152m2| HICI20i|A, F Hol2l= FAl 17| U= 22
7{2|2 19501AcH2t 1960 Col| ZFE0IE! Fat — 2 M2 7| L0 20| f2|9iS] HelE-0llM 5
AF0] BZS0| 52 YHO|H RS H7I= BTS2 LHEICH T 719 SAP |2 BIFEXl= 0] %
29| A i A5212 FSS0| F07t= ’éﬁg HOiFL, OE ATRI0M= F2 A0 2ott=
HHS HOECL F mof2|9f cHEXRI ZZQ! (R Oj0jUSt HAo=, Jitf S=2| FXiet =

8t ZZ] LHo|IM 2HS ORI Of=X{Q! EE% f |S5to]l Chal 2i22 M7 [8ict & Hol2l= Sflzlgnt
4"—61 *OIEH: M5 | SlE ZHES T30 £X| ¢80| 220| =iE0|cl=, ¥EQ| 71 532 =&
Z X[} (ZHU Jia)

1963 3= H0|E £, #jo[Y 7=

2l ZE0IS2IA

19894 AOIR 0I5} 2= (Tiananmen Massacre)2t 22 50| &
3t i (Currural Revolution)

9| Z/0k47I2E FAIE| O2|n FE AH0 ofet TAI il S 2
o] ZUSS SZJH M2 F XIok=, AR} H|C|RE O|E5HH Bt 8=

9| &SI 2ok XIYS ANEE AYUS St J19 HY2 AR #5, 7111!’51 9. ZUH E
x| J2|1 23 7tx|of 2ol 0|21F A7 ok USH, 7H21, AlZE &4 J2|1 3t} 0fgFe
O Malnt Z2 o ZZXOI Zo2 SHsH L[ QY COFS A2 HIC|Q HXAIHR! (F2f= 2 f
C} (We are Perfect)) (2008)= Al /S| 2t AT 2ofl 2SS H2ES HIFFH, 20| 2

ZCH0 030t & ZYE Gl P=S0| BULU0| LIEIHTE 0| FYS2 2 F4ARI 388 %E I
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Imagined Communities

Clara Kim

Proceeding from Benedict Anderson’s theory that nationhood is an im-
agined entity, this proposal for Media_City Seoul 2010 borrows from the title of the
seminal book Imagined Communities and the role of the imagination in the construc-
tion of contemporary social, political, and cultural realities.

The word ‘media’ is etymologically defined as the means of communica-
tion, the plural form of medium—an intervening agency, means or instrument by which
something is conveyed—though commonly known today as a network or infrastruture
(as in radio, newspaper and television) of information that reaches or influences peo-
ple widely. With digital technology, one can argue that this network has expanded
exponentially, intervening and interpreting every facet of our everyday lives collapsing
lived, physical space and virtual or digital space into simultaneous experience. The
common narrative about this technological revolution glorifies the connectedness of
people, of different communities, ethnicities, nationalities and identities into one glo-
balized sphere. That with access to computers, the internet, and mobile devices, we
live in @ more democratic or egalitarian world.

Media has always worked within capitalist economic systems, one that
reinforces relationships between product and consumer. In Imagined Communities,
Anderson cites that “print capitalism” allowed 18th century western Europe to think
‘nation’, that following the dissolution of dynastic rule and religious or sacred com-
munities which was the common thread between polyethnic, multi-lingual peoples,
18th century world order was able to imagine a secular community through the dis-
semination of information and ideas via newspapers and printing/publishing houses.
He states, “...the development of print-as-commodity is the key to the generation of
wholly new ideas of simultaneity...we are simply at the point where communities of
the type ‘horizontal-secular’ and ‘transverse-time’ become possible.” (Anderson p.37)
Book publishing was one of the earlier forms of capitalist enterprise-'a great industry
under the control of wealthy capitalists who were primarily concerned with profit and
sought to publish works that were of interest to the largest possible audience’ (p.38).

These conditions are all too pertinent today. Though “screen capitalism” (T.J. Clark)



is on its way to replace “print capiltaism”, it operates under the same conditions of
business-profit model that rely on a product-consumer relationship. The rhetoric of
individual freedom dominates the information technology we live in, and once again
media is purposed to envision community of another kind. So the question remains,
with the advent of mass digital technology, what sort of imagination dictates contem-
porary, globalized communities? Does the imagination that formed nation-states be-
come obsolete? If so, what replaces them and what messages do they communicate?

A 2007 United Nations Habitat report cites that by 2030 over 60% of
the world’s population will live in cities. As cities expand exponentially, particularly
in the developing world where rapid growth creates new models and infrastructures
of the megalopolis, what becomes of the notion of national identity? Do these cent-
ers of economic and social power replace nation-states or capital cities? If space is
a social product (as the French Marxist sociologist and philosopher Henri Lefebvre
lucidly states), one that creates complex social constructions and spatialities whose
significance is socially determined, then it becomes critical to reflect on the rising
power of cities. With the concentration of capital, labor and political power, what ef-
fect do these conditions have on individual freedom? What new social spaces are
being constructed? Is the new imagined community rooted in our identification with
city-regions instead of nation-states? With digital/virtual technology, urban space is
radically re-imagined—not only limited to the physical boundaries of nation-states but
by verticality, expanse and virtual spatialities.

Instead of privileging or fetishizing new technology (one that changes
as quickly as it comes), this proposal aims to return to the role of the imagination in
understanding, challenging or crtique-ing our lived reality. As our urban space be-
comes larger, more concentrated, but at the same time more diverse, heterogeneous
and polymorphous, how do these conditions affect our understanding of social space
and by extension ourselves? The artists in this proposal decidedly work between the
lines of documentary and fiction, between the real and imagined, between myth and
utopia. Though their starting points are rooted in real conditions of contemporary ur-
ban experience, they traverse a myriad of strategies employing the imagination in the

translation and interpretation of modern contemporary experience.
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Proposed Artists (Working List)

Edgar ARCENEAUX
(b.1972 Los Angeles. Lives in Los Angeles) & Charles Gaines
(b.1944 Charleston, South Carolina. Lives in Los Angeles)

Snake River (2006) is a collaboration between artists Edgar Arceneaux
and Charles Gaines that takes the form of a single film montage of two films that brings
together two rehearsal sites and the Snake river, a 1000 mile American river that be-
gins above Jackson Lake near Jackson Hole, Wyoming, coursing through Idaho and
ending in Washington State where it empties into the Columbia river, a major force of
westward expansion in American history. Forming a literal and metaphoric analogy
between the path of the river and the architecture of a rehearsal site, the artists use
the techniques of filming to traverse the sensorial and intellectual space that links the
physical path of a primordial formation with the sentient abstractions of music. The
music becomes a tributary of the architecture and, at the same time, the architecture
becomes the instrument of the musical ensemble. This double identity is put into play
by the analogy as the river is realized as geological architecture and the site of cultural
history. In the two-channel work, footage of interviews of people whose ancestries are
anchored along the river landscape: ranchers, Native Americans and others whose
ancestors were early settlers. The river and the rehearsal sites come together in a
time/space equation where the time of the rehearsal (governed by the music) and the
space of the river landscape (governed by traveling along its path) intersect, creat-
ing reciprocation that produces in the film/video a collaborative relationship between

sound and image.

Abraham CRUZVILLEGAS
(b.1967, Mexico. Lives in Mexico City)

Abraham Cruzvillgas's interest in autoconstruccion (“self-construction”)

explores economies of the makeshift, the handmade and the recycled as well as

processes of social organization, collaboration and exchange. His work is decidedly




anti-technological or modern, choosing to work instead with the excess and detritus of
consumer society, materials past their use value or good. His recent work gravitates
toward an examination of his childhood home and the neighborhood of Ajusco, a dis-
trict in the south of Mexico City founded by migrants who, like his parents, settled in
what was deemed uninhabitable land in the 1960s. Ajusco’s landscape of volcanic
rock is a work in process. Structures are in a constant state of transformation as
materials become available and necessity dictates. The sense of ingenuity and im-
provisation that created this vibrant, self-reliant and politically active community is the
impetus for the artist's own exploration of the roots of his practice. Shot on location
with non-professional actors and originally developed by a self-organized, guerilla-
style film cooperative, the film Autoconstruccién employs an unconventional narrative
without dialogue, intertwining footage of the landscape with unscripted moments of
intimacy and encounter. Cruzvillegas’ film uses the predictable, mechanistic struc-
ture of early pornographic films to build a non-linear story made up of fragments that
collapses the past and present--the neighborhood’s history, landscape and everyday

life--as an abstract portrait.

DECOLONIZING ARCHITECTURE
(based in Ramallah and Bethelehem)

Decolonizing Architecture is a project by Alessandro Petti, Sandi Hilal,
Eyal Weizman that uses architecture to articulate the spatial dimension of a process of
decolonization. Working in the Occupied Territories in the Middle East within the most
excruciating instruments of domination, the project assumes that a viable approach
to the issue of their appropriation is to be found not only in the professional language
of architecture and planning but rather in inaugurating an “arena of speculation” that
incorporates varied cultural and political perspectives through the participation of a
multiplicity of individuals and organizations. The project engages a less than ideal
world. It does not articulate a utopia of ultimate satisfaction. Its starting point is not a
resolution of the conflict but rather mobilizes architecture as a tactical tool within the
unfolding struggle in Palestine. It seeks to employ tactical physical interventions to

open a possible horizon for further transformations. We suggest revisiting the term of
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“decolonizaZones of Palestine that have or will be liberated from direct Israeli pres-
ence provide a crucial laboratory to study the multiple ways in which we could imagine
the reuse, re-inhabitation or recycling of the architecture of Israel's occupation at the
moment this architecture is unplugged from the military/political power that charged it.

[statement by artists from website]

Adria JULIA
(b. 1974 Barcelona. Lives in Los Angeles)

Primarily working in film and photography, Adria Julia’s work engages
a variety of urban and ex-urban spaces as portraits that blur the lines between fic-
tion and reality. In his works, Julia articulates a particular strain of thought about the
interdependence of individuals within their physical and social surroundings while
negotiating the concepts of memory, resistance, displacement, survival and erosion.
The situations he constructs in his work are the result of observing regulated behav-
ior, readapted and re-contextualized through performance that simultaneously evoke
theatricality and truthfulness. In La Villa Basque, Vernon, CA (2006), was shot in a
Basque restaurant in the middle of a desolate industrial neighborhood near downtown
Los Angeles. Part documentary, part narrative, this abstract portrait is an emblem-
-an idealized, timeless embodiment of a family's legacy, its Basque migrant roots,
their convoluted history, strategies of survival, the pursuit of the American Dream
and the preservation of culture, wealth and power. In Indications for Another Place,
Julia examines a mid-19th century architectural project in the U.S. that utilized and
implemented the utopian ideas of the French socialist philosopher Charles Fourier
who believed in communal production and communal distribution of profit with pri-
vate property. Venturing forth into uncharted territories in such places as La Reunion
(downtown Dallas), Trinity River (Texas) and North American Phalanx (New Jersey),
Fourier's followers implemented the idea of the phalanstere, a community of 1,600
based in a single structure. Julia's work examines the history and consequences of
these buildings and developments through traces depicted in the ruins now present
in the American landscape. In so doing, Julia's work questions distinctions between
individual and collective freedoms as well as the moral values that define them. Both



estrangement and familiarity induce a crisis of viewership.

Minouk LIM
(b.1968 Daegon, Korea. Lives in Seoul)

Minouk Lim’s evocative practice focuses on the conditions of reckless
development in urban Seoul. Her work often engages the silent, invisible, and periph-
eral aspects--the ghosts of rampant modernization to poignantly reflect upon its effects
on society. Game of 20 Questions (2008) is a documentary about the annual Migrants
Arirang Festival that attempts to engage ethnic minorities in Korea with whom, in the
artist's words, “we are together-yet apart, residing beyond the other side of the lens.”
Now in its fourth year, the festival--called the Multicultural Festival in Korean--was pre-
viously known as the Foreign Workers Festival and the Migrant Workers Festival. The
evolution of the name reflects a shift away from the traditions of a single race, homog-
enous society (during intense economic growth in Korea) toward new transnational
forms of labor prompted by rapid globalization. It also reflects the Korean people’s
dilemma and soul-searching over what to call a group of people in the ‘here and now’
that have become their own neighbors and family members. S.0.S.-Adoptive Dissen-
sus (2009) is a 44-minute video recording of the original 90-minute light and sound
performance documentary theater that took place on March 29 and 30, 2009 on the
Han River. The sound, music and scripts in this video are recordings from the original
performance that took place on the cruise. The event had the privilege of engaging
Mr. Kang Yong Joo, the youngest long-term political prisoner of conscience in South
Korea, who performed his true story by signaling SOS morse code with car headlights.
The performances occurred in three locations, inside and outside the cruise ship and
the Han River bank and proceeded while real time communication with the ship took
place simultaneously. The work questions the relationship of memory faded by speed,
resistance from it, and the relationship between human beings and nature inside the

city.
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Kyong PARK

Urbanist, architect and theorist Kyong Park diverse practice includes
research, documentation, and representations focusing on the urban landscapes that
delineate the economic, political and cultural borders and territories of the contem-
porary social geography. Working in visual arts, architecture, theory and criticism,
Park incorporates text, photography, video, installation and new media into his work,
a practice that is rooted in research, participation and activism in social, cultural and
environmental spaces. He founder/director of International Center for Urban Ecology,
a nomadic laboratory for future cities, based in Detroit and New York. In his work,
Park has focused on the urban crisis of Detroit in recent years also creating several
projects about what he calls “shrinking cities,” which examines the phenomena of
depopulation in developed cities around the world, mapping and critiquing the pat-
terns of exodus, their socio-cultural impetus and impact, and the derelict land left
behind. More recently, he has been working on a long-term project titled NEW SILK
ROADS--an urban research project taking the form of urban expeditions that explore
the rapidly expanding and transforming urban landscapes in Asian cities and its re-
lational conditions. Through a ‘nomadic practice,” Park embarks on different journeys
along the intricate route between Istanbul and Tokyo, documenting physical evidence
of urban transitions using photography, video and in-person interviews and combining
them with data and analysis later. Using the historical importance of the Silk Road as
a conceptual framework (and as perhaps the first example of globalization), Park in-
vestigates colonial and post-colonial conditions, post-communist territories, and new

communist/capitalist of contemporary economic and political contexts.

Walid RAAD
(b. 1967 Chabanieh, Lebanon. Lives in New York and Beirut)

Walid Raad’'s complex practice includes textual analysis, video, per-
formance and photography projects that concentrate on the Lebanese civil wars and
documentary film, video, photography theory and practice. His monumental 15-year
project The Atlas Group examined the social, political, psychological and aesthetic




conditions of the Lebanese wars through creation of an imaginary foundation and
through the rigorous process of collecting, organizing and producing archival docu-
mentation. Interested in playing between the lines of historical objectivity and fiction,
Raad recently initiated a new research project about the history of art in the Arab
world. Inspired by the recent emergence and massive capital dedicated to building
a new physical infrastructure for the visual arts in the Middle East and the Gulf re-
gion, Raad's project identifies and unpacks the ideological, economic and political
dimensions of this phenomenon and the use of cultural tourism as an instrument of
economic growth and power. Raad proceeds from the writings of Jalal Toufic and his
concept of “the withdrawal of tradition past a surpassing disaster” to also ask whether
and how culture and tradition in the Arab world may have been affected, materially

and immaterially, by the various wars that have been waged there.

Allan SEKULA
(b.1951, Erie, PA. Lives in Los Angeles)

Photographer and writer Allan Sekula employs exhibitions, books, texts
and films to create poignant and complex critiques of contemporary late capitalism.
His works make critical contributions on questions of social reality and globalization
and focus on what he describes as “the imaginary and material geographies of the ad-
vanced capitalist world”. His monumental project Fish Story documents seven years
of photographing harbors and port cities around the world. Starting out in Los Angeles
and San Diego, he traveled as far as Korea, Scotland, and Poland, photographing the
prosperity, poverty, and political powers that continue to play out in major port cities
across the world, demonstrating the history and future of maritime space not only as a
visual space but also as a socio-economic one. A new series, titled Polonia and Other
Fables, critically documents and examines the social impact of global economics with-
in Chicago’s rich labor history and its significant Polish immigrant population. Sekula’s
examination of the theory and practice of photography is as important as his inquiry
into labor history and economics. Central to his work is an interest in documentation--
as pictorial form, method of recording, narrative device, historical memory, and medi-

um of social engagement. Sekula’s work poses the rhetorical questions, “Is it possible
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to discuss photography as a medium separate from the thing being photographed?”

Nasrin TABATABAI and Babak AFRASSIABI

Artists Nasrin Tabatabai and Babak Afrassiabi initiated an ongoing
project called Pages in 2004 by as an ongoing project, examining the possibilities of
interaction and reflection between various local discourses and condition that may
generate spaces of critique or instances of critical practices. Pages project is defined
through activities, such as the publication of a bilingual Farsi/English magazine, ar-
chitectural proposals, video documentations and installation works. With a particu-
lar focus on the Iranian context, Pages emphasises on those artistic practices that
communicate the specific conditions in which they are produced, those socio-political
circumstances against which an artistic production is inevitably read as a discourse.
Addressing issues with regard to locally specific conditions can bring one closer to the
reality of these issues, problematizing their common notions and triggering their re-
articulation. Pages tries to constantly point to those intricacies and dissonances within
and among local currents that give way to alternative chains of meanings, relations
and coincidences. As such, Pages activities are taken as ongoing processes of re-
search, which inevitably tend to undermine predefined and geographically bound no-
tions of subjectivity and locality. Both the projects and the bilingual magazine undergo
constant rethinking of their disposition in regard to the social and political contexts
to which they refer. Their recent video project examines Los Angeles-based Iranian
satellite television stations, entitled Satellite Geography: as long as it is aiming at the
sky. When completed, this film will address aspects of the tele-visual mediation and
production of geographical and communal identity and politics. Tabatabai and Afra-
ssiabi met with representatives of 20 satellite TV stations that broadcast television
programming internationally in the Farsi language. The majority of the audience for
such programming lives inside Iran. Through their project, Tabatabai and Afrassiabi
wish to consider what is retained through such TV programs, which exhibit a twofold
geographical, political and cultural identity that is predicated by ambivalence of here/
there, now/then, and now and the eventual future, identified and elaborated by both

the audiences living in and outside of Iran.



TERCERUNQUINTO
(Mexico City)

Tercerunquinto (meaning in English something like ‘a third of a fifth")
is the collective of Mexican artists Julio Castro Carredn, Gabriel Cazares Salas and
Rolando Flores Tovar. Formed in 1996, the collective is responsible for dozens of ac-
tions designed, in their words, ‘to question the boundaries between private and public
space, examining the organized frontiers around the constitution of such definitions'.
In the past Tercerunquinto'’s projects have taken the form of architectural or infrastruc-
tural interventions that aim to create or ‘amplify’ freedoms still present in an admin-
istrated and compromised reality. In Ampliacion de un area verde (Enlargement of a
Green Area, 2004), the collective extended the grassy patch in a parking area, thereby
disrupting the ordered system of cars. In Open Access (2005), installed at The Power
Plant in Toronto, where the group negotiated the creation of a second public entrance

so that intrepid gallery-goers could circumvent the ticket counter.

Apichatpong WEERASETHAKUL
(b. 1970 Bangkok, Thailand. Lives in Bangkok)

Working outside the studio system for over a decade, fimmaker Api-
chatpong Weerasethakul has developed an international reputation for his sensual
and equally mystifying shorts, features, and installations. Since 1999, he has actively
promoted and distributed experimental and independent films through his company
Kick the Machine. His recent four channel video installation Unknown Forces (2007)
reflects upon the confounding task of living and working in contemporary Thailand with
an uncanny mix of politics, monarchy and religion. The work is a tribute to his land and
the people of Thailand following the political maelstorm of 2006 and the grand comedy
of his political reality and the need for drunken happeiness. In the artist's words, “Thai-
land is the most make-believe countries in the world, especially about freedom. Major
businesses are owned by a handful of people, like in the old days. People just pretend
to enjoy freedom, whereas the debts grow. | would say we haven't changed much

from the past when peasants submitted to lords. | am not sure whether | enjoy living in

BlYEFM= 6002 LN

wrisodiwAg [eucnewsaiu] Qs




166

this environment. But there are lost of energies to keep on curious.” In a recent project
Primitive (200--) comes from a place he visited in the northeast of Thailand near the
Laotian border while conducting research on a feature film about Uncle Boonme --a
man who can recall his past lives. The sleepy village of Nabua was one of the places
occupied by the Thai army in the 1960s to the 80s in order to curb those accused of
being communists. Nabua was the scene of fierce oppression, fighting and violence.
Many fled to the forest. Those who remained were mainly women and children. This
reality echoed an ancient local legend about a widow ghost who abducts any men who
enters her empire. Thus, in the legend, this village is devoid of men. Weerasethakul's
Primitive re-imagines this terrain by creating various fictional scenarios in order to

implant a memory into place that is extinct of memories and ideologies.

ZHANG Peili
(b. 1957, Hangzhou, China. Lives in Hangzhou)

Considered the father of video art in China because of his groundbreak-
ing work in the late 1980s and early 1990s, Zhang's works experiment with aesthetics
of boredom and themes of social and political control. Zhang Peili's work is always
implicitly political, using irony that maintains a consistently mocking tone without de-
scending into satire. Coming out of a generation that witnessed the ramifications of
the Cultural Revolution, the 1989 Tiananmen Massacre and now the radical economic
developments in China, Zhang’s more recent work interrogates viewing conventions,
perceptions of time, and notions of progress through the remixing and editing of found
footage; it also challenges the boundaries of media art, having focused on complex
video installations for the past ten years. Last Words is a remake of old Chinese patri-
otic films. In the 15-minute video, Zhang extracts scenes of communist heroes gasp-
ing their last words from films made in the 1950s and 60s as popular entertainment-
-films deeply rooted in the memories of that generation. Presented as a two channel
projection, the first screen shows heroes dying and, on another, rising from the dead.
Typical of Zhang's work, Last Words interrogates, in an ironic fashion, the patriotic
discourses and semiotics, which have been woven into the very fabric of the modern

Chinese politics and culture. Zhang employs an inexplicable sense of absurdity and



emptiness, as a long cycle of death, an endless process of dying and undying.

ZHU Jia
(b. 1963, Beijing. Lives in Beijing)

Coming out of a generation that witnessed the ramifications of the Cul-
tural Revolution, the 1989 Tiananmen Massacre and the 1989 China/Avant Garde
exhibition at the National Museum of Contemporary Art and its subsequent closing by
state authorities, Zhu Jia uses photography and video to navigate the sea change of
complex and shifting terrain that characterizes contemporary China. His body of work
begins with a position that poignantly challenges social mores, economic develop-
ment, authoritative politics and cultural values and expands into more universal these
of the individual, time, duration and the loss of innocence and idealism. In the multi-
channel video installation We are Perfect (2008), close-ups of expression-less, but
immaculate faces are shown continuously, starring back at the audience from three
large screens. The projections directly create an immediate and unsettling impact,
and one might ask ‘Who is starring at who?’ Being confronted by these enlarged facial
features, questions regarding the title itself may also arise: Who is perfect? What is
perfection? Is it a question of physicality, spirit, or imagination? Perhaps the artist is
merely yearning over the ‘perfect’ heroism of the past. The ambiguous approach to

perfectionism is a theme often found in Zhu Jia's previous work.
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Guldemond

Sunjung Kim is a Seoul-based independent curator. She has played a pivotal role in the inter-
change between Korean contemporary art and the international art field since the 1990s. As chief
curator of Artsonje Center (1993-2004), she curated exceptional Korean artists’ exhibitions and
also created new forms of exhibitions with international artists. In 2003 Kim received the Award for
Decoration of the Literacy Service Chevalier from the French Embassy. She was the commissioner
of the Korean Pavilion at Venice Biennale 2005. From 2006 she initiated an annual contemporary
art festival ‘Platform in Kimusa’ and ‘Your Bright Future: 12 Contemporary Artists From Korea' in
lacma, la . Kim was appointed as the Artistic Director of the 6th Seoul International Media Art Bien-

nale which will open in 2010.

Joonsung Yoon graduated from Seogang University with B.A, Hongik University with M.A. and
Ph.D. in New York. Now he is professor of Soongsil University, College of IT, Global School of
Media. He studied life science, chemistry and fine arts before starting to work with digital media
in 1996. His research field is theory and practice of media art applying critical theory and cultural
theory to leading edged digital media technologies, and inducing organic relationships between

information science and digital media based contemporary arts.

Seungduk Kim has been active as a writer and curator for many years. She had been working for
the Samsung Foundation of Art and Culture as Consultative Curator based in Europe (Venice/
Paris). Also invited as Associated Curator in Collection Dept. at the National Museum of Modern
Art, George Pompidou Center. Since 2000, she has been collaborating with Le Consortium as
Associated Curator/International Project Director and co-curated with Franck Gautherot for vari-
ous international projects. Her recent projects are; ‘Lynda Benglis Traveling solo show' , ‘Flower

Power’, and ‘Yayoi Kusaa', traveling exhibition.

Jaap Guldemond is Senior curator, Museum Boijmans van Beuningen, Rotterdam. In 2001 com-
missioner and curator of the Dutch Pavilion for the 49th Venice Biennale- Collaborator for the
International Film Festival Rotterdam(2002 - 2006). Some recent exhibitions: ‘Brazil Contemporary
Art', ‘Yayoi Kusama’, ‘Olafur Eliasson’, ‘Ernesto Neto’, ‘Anri Sala’, ‘Xu Zhen’, ‘Yinka Shonibare’

, ‘Isaac Julien’, ‘Slow Motion'.
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Franck Gautherot, Le Consortium was founded by Xavier Douroux and Franck Gautherot 1977 Di-
jon, France and Eric Troncy joined as co-director in 1995. Le Consortium has been recognized as a
non-conventional art center for contemporary art with a flexible structure; Art center for the exhibi-
tion and production, publishing house with les Presses du Réel and the film company, Anna Sand-
ers Film where Franck Gautherot is co-founder with Xavier Douroux, Charles de Meaux, Pierre
Huyghe, Philippe Parreno. Among hundreds of solo and group exhibitions, le Consortium realized
‘7th Lyon Bienial’, (Lyon, 2003), ‘Pierre Huyghe'(The french pavillon,Venice Bienial, Venice, 2001),
‘Le Consortium.coll’ (the Centre Pompidou, Paris,1998) Franck Gautherot and Seung Duk Kim

participate in APAP 2007 as a co-curator.

Ilho Park graduated in Aesthetics, Seoul National University and was granted the Master's degree
and the doctorate of the same university. He is currently associate Professor in Ehwa Womans
University, has taken active part as an art critic and acted as a curator of Daejeon Museum of Art
and director of the 5th Seoul International Media Art Biennale. He has researched and Written
serving as the chairman of Western Art of History and Korean Society of Art Critics. His book is as
follow: “Art is Language Dream:2004)", “The Way of Art, The Way of Culture(Sisamedia, Jungang
Daily:2005)" and “Art, Symbol and Symbol Form(Yejunsa:2006).

As a senior curator at Museum of Contemporary Art, Tokyo(MOT), he has most recently "Beautiful
New World: Contemporary Visual Culture from Japan” (*798" Dashanzi Art District and Guangdong
Museum of Art, 2007). He has curated the exhibitions "Art Meets Media: Adventure in Perception”
(2005) and "Possible Futures: Japanese Postwar Art and Technology” (2005) at NTT InterCom-
munication Center (ICC) . He has contributed to several books, including "The Role of Art in the
21st Century” (Tokyo: Mirai-sha 2006), and is a member of Arts Initiative Tokyo (AIT), a nonprofit,
independent collective of curators. Now, he is director of International Festival for Arts and Media

Yokohama.

Jen Mizuik is the Director of Experienta Media Arts, Melbourne Australia. Jen Mizuik has been
involved in the contemporary arts industry in Australia and Canada for over 10 years. She has

worked for the Australian Centre for Contemporary Art (ACCA) in Melbourne, Australia and prior to
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Nicolaus
Schafhausen

Jihoon Kim

Clara M. Kim

this worked at the Art Gallery of Calgary in Canada. She has been involved in roles of financial
management, human resources, organizational planning, business development and strategic
development. She is an advocate and supporter of media and contemporary arts practice and
is actively engaged in the conversation around the future of this industry. As the Director of
Experimenta, her focus is on creating opportunities for new media artists, developing industry

partnerships and engaging a wide demographic of audiences.

Nicolaus Schafhausen, born in 1965 in Disseldorf, lives in Brussels. Before starting his career
as curator in 1990, he worked as an artist. He studied art history at the Berlin Technical Uni-
versity and at Munich's Ludwig-Maximilians-University. Since 2006, Nicolaus Schafhausen has
been artistic and managing director of Witte de With Center for Contemporary Art in Rotterdam,
Netherlands. He was appointed curator of the German Pavilion at both the 52nd and 53rd Ven-
ice Bienniale in 2007 and 2009. In 2003, Schafhausen was awarded the Hesse State Prize for
Culture. In 2005, he was appointed founding director of the European Kunsthalle in Cologne

for a period of two years. In 2008 Schafhausen was co-curator at the first Brussels Bienniale.

Jihoon Kim is a film critic. He graduated from Joongang University Digital/Scientific Imaging
graduate school with B.A, and Cinema Studies, Tisch School of the Arts, New York with M.A.
Now he is writing on the Relational Images: The Art of the Moving Image, Medium Specifi-
city, and Media Exchange. His concerns on studies include Movie/Media Studies, Expansion
Movie/Experiment movie, Contemporary Art life/Moving image, Digital Media Art, East Asia
Movie and Culture Politics. He has taken charge of a guest curator of ‘Cinematic: Expansion of

Moving Image’ held in Insaartspace 2008.

CLARA M. KIM graduated from University of California , Berkeley with B.A. in Art History, and
was granted the Master's degree University of Chicago with thesis “Global Strategies, Hy-
brid Identities: The Work of Rirkrit Tiravanija, Huang Yong Ping, and Shahzia Sikander” . She
has worked as the Exhibitions & Public Programs Coordinator/Project Curator of San Fran-
cisco Art Institute and Curatorial Associate of the San Francisco Museum of Modern Art. She
has planned a exhibitions ‘LIVE FOREVER'(2001), ‘NOISEBUSTED'(2003), 'WHITE'(2004),
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‘Damian Ortega'(2005), ‘Truth’(2007), ‘9 Scripts from a Nation at War'(2008), ‘Abraham Cruz-

villegas', ‘Olga Koumoundouros'(2009) and etc.

Cheol Woong Sim graduated from College of Arts Seoul National University with B.A. in Paint-
ings and graduated from University of California, Los Angeles(UCLA) with M.A. in Art History
and . in Visual Communication. Now he is a Professor of Painting( Media Arts) College of
Fine Arts, Seoul National University. From 1994-1998, He participated four solo exhibitions and
group exhibitions and ‘Extension of photography: Reality and Virtuality'(1998).

At Artsonje Center as a curator from 2000-2005, from 2006-2007 was anartistic director of
the second edition of Anyang Public Art Project(APAP), and she is currently artistic director
at Atelier Hermes, Space for Contemporary Art. Since 2000, Kim has been curating numer-
ous exhibitions, including ‘Sylvie Fleury’, ‘Less Ordinary’, ‘Christian Jankowski','Mix Max'(co-
curated), ‘Antartica: Gimhongsok&Kimsora', ‘Parallel Life'(co-curated), ‘Daniel Buren’,
‘Chung Seo Young', ‘Martin Boyce’'(2007), ‘Koo Dong Hee', ‘Gary Webb', ‘Park Chan Kyung',
‘Meena&Jackson’, ‘Jim Lambie’. Kim has contributed writings and reviews to various Korean
art magazines, and she has been invited to various art institutions as a lecturer and teaches at

art universities in Seoul.
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